












SCHOOL MUSIC TEACHER





THE

SCHOOL MUSIC TEACHER.

TO TEACHING SINGING IN SCHOOLS
TONIC SOL-FA NOTATION AND

STAFF NOTATION.

J JOHN EVANS,
l

ormerly;nperintendent of Singing to the School Board for London ;

W. G. McNAUGHT, Mus.Doc.,
Fellow of the Royal Academy of Music, &c. &c.

TENTH EDITION.
Authorised as a Text Book for the School Teacher's Music Certificate

Examination hy the Tonic Sol-fa College.

LONDON:
J. CURWEN & SONS LTD., 24 BERNERS STREET, W.

PRICE TWO SHILLINGS AXD SIXPENCE.





PEEFACE.

THE note singing requirements of the revised Code

issued by the English Education Department in

1884, and adopted by the Scotch Department in

1887, made 100,000 school teachers responsible for

the elementary training of the ears and voices of

5,000,000 of children. Much of the musical future

of Great Britain was thus made dependent upon
the measure of ability and earnestness that school

teachers can bring to bear upon this serious task.

The musical culture of the teacher is, therefore, the

key of the position. This book is a contribution

in aid of school teachers. Its authors offer their

experience in the hope that it will lighten the

labours of their co-workers in a great cause.

The plan of the book is to deal in detail with

the Tonic Sol-fa and Staff Notation note singing

requirements of the Code, and also to prepare

candidates for the School Teacher's Music Certificate

examination, instituted by the Tonic Sol-fa College

in order that competent teachers may have their

qualifications to teach children to sing by note

satisfactorily tested and certified.

JOHN EVANS.
W. a. McNAUaHT.



PEEFACE TO THE NINTH EDITION.

EVERY teacher of school singing should be able to

apply Tonic Sol-fa principles to the Staff Notation.

The demand for teachers competent to teach the

universal Staff Notation as well as the ancillary

Tonic Sol-fa Notation is reasonable, and likely to

increase. The best -
taught Tonic Sol-fa pupils

always make the best Staff Notation readers. The

foundations should be strongly laid. The Staff

Notation requirements of the examination for the

School Teacher's Music Certificate will be obligatory

on and after June, 1904. (liequirements for Staff

Notation, see p. xi; also see Appendix II, p. 305,

and Appendix III, p. 318.)

The abolition of the Music Grant (one shilling for

note singing and sixpence for ear singing), in 1900,

and the substitution of "
surprise

"
Inspection for an

examination at a known period of the school year,

have considerably altered the school circumstances

existing when this book was first published in 1888.

The progress of music in schools is now more

than ever a responsibility of the teacher.

May all teachers realise how substantially they

can contribute to the sunny side of the life of the

nation by developing the natural musical ability of

the children under their charge.

W. GK McN.

August, 1903.
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MANUAL SIGNS OF TONES IN KEY.
NOTE. The diagrams show the hand as seen from the left of the teacher, not at

teen from the front. Teachers should particularly notice this.

SOH.
The GRAND or bright tone.

TE.
The PIERCTXQ or sensitive tone.

ME.
The STEADY or calm tone

DOH.
The STRONG orfirm tone. RAY.

The "Rorsrxo or hopeful tone.

LAH.
The SAP or weeping tone.

PAH.
The DESOLATE or awe-inspiring tone.

For Fe, let the teacher point his first finger horizontally to the left.

For Ta, ditto to the right. To the class these positions will he reversed, and
will correspond with the Modulator. For Se, let the teacher point, his fore-

finger straight towards the class.
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FINGER SIGNS FOE TIME.

A* .vert from the Teacher* s point of view, the back of the hand leiny shown to

the pnpih.

taatai. tafatet'e.

taatefe.

-aa.

taafe. tafatai.

aatai.

taasat. saatai .
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THE MODULATOR
[COPYRIGHT.]
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Inserted by permission of the Tonic Sol-fa College.

.New Syllabus of the Examination
FOR THE

SCHOOL TEACHER'S MUSIC CERTIFICATE.
THIS .Examination was instituted in 1887 in order that teachers,
and especially those in schools under Government inspection, and
students in training colleges, might have their qualifications to

teach singing by note satisfactorily tested and certified.

The text-book is The School Music Teacher, by JOHN EVANS
and Dr. W. G. McNAiiGHT (J. Curwen & Sons Ltd., 24 Berners

Street, London, W., price 2s. 6d.).

The Candidate must not be under sixteen years of age.

Examinations are held periodically, during the last week of

February and June and the second week of November. Persons

wishing to be examined should apply to the Secretary of the

nearest District Board not later than twenty-one days before the

first day of the week of examination. An application form will

then be sent to the Candidate, who will fill it up and return it to

the Secretary of the District Board, together with the examination
fee. Candidates who do not know the name and address of the

Secretary of the District Board should apply to the Secretary of

the College, enclosing a stamped and addressed envelope for reply.
At the College the inclusive fee is 10s.* In the case of Provincial

Boards the fee is subject to slight alteration on account of local

expenses. Special terms will be granted to Training Colleges pre-

senting twelve or more students for examination at the same time.

Conditions for Passing. The Examination is divided into two

parts : Part I consisting of Practical Tests in Sight Singing,
Musical Dictation, Time and Staff Notation, as detailed in

this syllabus ; and Part II of a Theoretical Examination con-

sisting of a paper of questions based on the School Music Teacher.

To gain the Certificate, candidates must pass in both parts of the
Examination. To do this, the following percentages of marks
must be obtained : Part I (Practical) Not less than 50 per cent,

of the marks allotted to each of the four sections, and at least 75

per cent, of the total marks assigned to the whole of this part of

the Examination. Part II (Theoretical) At least 60 per cent, of

the total marks assigned to the paper as a whole, without respect
to the percentage obtained for individual questions.

*Fees are not returnable, but Candidates failing from any cause to present
themselves for Examination at the appointed time may enter at any subsequent
Examination within twelve months on payment of half fee. A copy of the examiner's
report may be had by the candidate from the Secretary on payment of Is. to the College.



Candidates passing in one Part of the Examination, but failing
in the other, will be allowed credit for the Part in whic 1

! they have
been successful, provided they pass the remaining Part at the next
Periodical Examination. A second trial will also be granted to

those who, while having passed Part II, and having also obtained
the 75 per cent, for Part I as a whole, have nevertheless failed to

secure 50 per cent, in each of the separate sections. In this case,

candidates will be re-examined in those sections only in which they
have failed to obtain the required percentage. Those availing
themselves of the privilege of a second trial, which must be taken
at the next Periodical Examination, not later, will be required to

pay only half the original fee. In the event of failure at a Second
Trial, the whole examination will have to be taken over again,
and the full fee paid.

Those who obtain this Certificate may be enrolled as Associates
of the College on payment of the life subscription of 1, or, if

preferred, by paying os. down (i.e., 2s. 6d. entrance fee and 2s. 6d.

as first instalment) and seven further annual payments of 2s. 6d.

Associates of the prescribed age are eligible for appointment as

Examiners for the Junior, Elementary and Elementary Theory
Certificates, on payment of the necessary entrance fees. As soon
as an Associate proceeds to Matriculate (i.e., passes the Matricula-
tion Examination), his previous subscriptions will be reckoned as

part of his first share or shares. He will then have vote and
influence in the management of the College.

This New Syllabus came into operation at the June Examina-
tion, 1904.*

PART I.-PEACTICAL.

(Nu previous Examination is required.)

SECTION I. MEMORY OF TUNE, VOLUNTARIES, AND SIGHT-
SINGING.

(a) Bring copies of six school songs (not hymn-tunes), and
sol-fa from memory, while pointing it on the Modulator, one of

these songs selected by the Examiner.

(&) Sing, while pointing on the Modulator, two short volun-
taries adapted to Grade II, III, or IV of the Music Code (as

explained in the circular of the Board of Education), named by
the Examiner.

(c) Sol-fa from the Examiner's pointing on the Modulator a

voluntary including any difficulty taught up to the fifth step of the
Tonic Sol-fa method, and chromatics easily approached and quitted.

* Price Id. each (postage |d.\ from the Secretary of the College, or from J.

CUBWEJC & SONS Ltd., 24 Berners Street, London, W. Teachers are supplied with
quantities of not less than One Dozen at reduced terms, on application to the Secretary
of the C9llege.

Specimens of Tests set at previous Examinations for this Certificate may also be
had from the Secretary of the College, price Is. each set, post free.
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(eZ)
Pitch from a given C and sing at sight, sol-faing not more

than twice, and afterwards vocalising, a test sent from the College,

including first remove changes of key and any of the chromatic
tones taught up to the fifth step.

(e) In the same manner sing a test in the minor mode with

easy modulation.

SECTION II. EAR TESTS.

(a) Imitate short phrases sung to laa by the Examiner.

(&) Laa a specimen of an Ear Test, adapted to any Grade of

the Code, the names of the notes to be dictated by the Examiner.

(c) Write or tell the notes of a simple phrase of four tones,

sung twice by the Examiner, who will each time first give the
Doh chord.

(d} Give the Time names or write the time of simple passages
sung on one tone by the Examiner while beating the time.

SECTION III. TIM E.

(a) Sing on one tone, a Time Test sent from the College. Two
attempts allowed. The test will include no greater difficulties than
those shown in Time Studies for the School Teacher's Music

Certificate (p. xvii).

(5) Give the Time names of any of the groups of notes in the
above test, as required by the Examiner.

(c) Beat time in Two-, Three-, or Eour-pulse measure at the
rate of M. 60.

(d) Write on a blackboard plainly, as for a large class, a short

Time and Tune Exercise sent from the College.

SECTION 1Y. STAFF NOTATION.

(a) Point on a blank stave, while singing, a voluntary con-

taining leaps to any tones of the major diatonic scale
; the key to

be indicated by the Examiner.

(6) Sing, from the Examiner's pointing on a prepared stave, a

voluntary including the sharpened fourth and the flattened seventh,

approached and quitted stepwise, the accidentals necessary to

represent these being previously written on the stave. Example :

(c) Pitch, from a given C, and sol-fa, a Test sent from the

College in one of the following keys, viz. : C, G, D, A, E, F, Bb,
Eb, and Ab; two attempts allowed. The test will contain about
32 pxilses in |, , |, or time, mostly crotchets, with occasional

quavers in diatonic melody.
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(d} Sing, on one tone, a Time Test sent from the College, con-

taining no greater difficulties than those shown in the Appendices
of The School Music Teacher.

PART II. THEORETICAL.

Answer in writing a paper of questions, based on the Text

Book, including Appendices II and III. Time allowed, two hours.

In countries where the English Code is not in use, the College will

accept either the acknowledged programme of School Singing or the

Steps of the Tonic Sol-fa Method.

SPECIMEN THEORY QUESTIONS.

I. NOTATION OF TIME, TUNE, DIATONIC INTERVALS, &c.

1. When the ear is once filled with the key, and its relations

(major mode), which tones seem the strong, and which the leaning
tones, and which tones have the most marked leaning tendency ?

(p. 12).

2. Name (a) two perfect fifths, (6) two perfect fourths, (c)

two major thirds, (d) two minor thirds, (p. 110.)

3. How are tenor and bass parts written in respect to octave

marks, and why ? (p. 130.)

4. Write in the Perfect method (i.e., with bridge-notes)
passages given in the Imperfect method (i.e., without bridge-notes)
as s fe 1 8 = *d t, r d, (pp. 54 to 59.)

5. (a) In going to the first sharp key, by what interval upward
or downward is the Doh moved ? (pp. 50 to 52.) (6) What tone is

displaced ? (c) What new tone is introduced ? (d) In going to the

first flat key, by what interval upward or downward is the Doh
moved ? (e) What tone is displaced ? (/) What new tone is

introduced ?

6. Give the Sol-fa names for chromatic (i.e., flattened and

sharpened) tones of the scale, (p. 94.)

7. Write the Minor cale (Lali mode) in three forms in

adjacent columns, properly spacirg the steps, and adding the

requisite octave marks, (p. 76.)

8. (a) State the pitch (as D, E, Bb, &c.) of the highest and
lowest notes of the following passage in any key named -d S 1 t| f PI,

(p. 130.) (b) State in which of any three keys named the above

passage will be the highest in pitch, (p. 129.)

9. Draw a modulator of three columns, showing the relation

of the first sharp and the first flat keys to the centre or principal

key, properly spacing the steps, (p. 52.)
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10. Write the pulse signs for two-pulse, three-pulse, four-

pulse, six-pulse, and nine-pulse measures, (pp. 163-164.)

11. Show the relation of six-pulse to two-pulse measure by
transcribing the examples sent from the College from one measure
to the other, (p. 170.)

12. Rewrite passages in time sent from the College, doubling
or halving, &c., the length of the notes as directed, (p. 179.)

n. EXECUTION.

[Chapter VIII, p. 237.]

13. What compass of voice should be aimed for with children

(a) under tn, (6) over ten ? Give the alto compass as well as the

soprano, (p. 239.)

14. With what force of voice should () Divisions I and II,

and (i) Divisions III and IV sing as a general rule in cases where
the music is not specially marked for force ? (p. 240.)

15. Desciibe some of the causes of flat singing, and state how
you would deal with flat singing in classes of children, (p. 244.)

16. How would you develop the thin register in boys' voices ?

(p. 245.)

17. What voice exercises would you use to get sweetness and

good tone ? Give examples, (p. 247.)

18 . Assuming that it is best to expand the lower part of the

lungs in breathing, describe a breathing exercise adapted for

children and calculated to increase muscular control of the lungs.
State what is gained by such an exercise, (p. 249.)

19. State what principles should regulate the choice of

breathing-places in a school song sung to words, (p. 250.)

20. With what kind of exercise should a singing lesson usually
begin? (p. 251.)

21. As children in singing do not naturally pronounce words

correctly and distinctly, what means would you adopt to secure

correct and distinct pronunciation ? (p. 252.)

22. As children are rarely trained to speak pleasantly, and
therefore should not be expected at once to sing sweetly, what
would you aim to establish apart from singing ? (p. 252.)

23 . State the meanings of common terms and signs, such as :

Forte, mezzo, piano, dal segno, da capo, legato, staccato, /r\, Jg,

allegro, andante, allegretto, adagio, presto, ad libitum, a tempo
c. &c. (pp. 253-4.)
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JH. QUESTIONS ON ORDER AND MANNER OF TEACHING.

[Chapter IX, p. 255.]

24. In teaching singing should the teacher sing to or with the

pupils ? State briefly the reasons for your answer, (p. 255.)

25. In what order would you begin teaching the tones of the
Doh Chord ? How would you teach, the other tones of the scale

stepwise ? (p. 256.)

26. Show by examples how you would combine the tones of

the S chord with the D chord, and the F chord with the D and S
chords, (p. 257.)

27. Which leaps in the D, S, and F chords require the most
attention and practice ? (p. 259.)

28. What means would you adopt to remedy the common
error on the part of teachers of allowing their modulator exercises

to run in a groove ? (p. 259.)

29. What advantages are there in the use of the hand-signs in

addition to the modulator in teaching tune ? (p. 261.)

30. (a) What should pupils be taught to realize in order to tell

notes correctly by ear? (pp. 262-3.) (6) What practice on the
modulator greatly helps pupils to tell notes by ear ?

31. As the notation of Time is more difficult to remember than
the notation of Tune, state briefly what special means you would

adopt to fix it in the memory, (p. 263.)

32. Describe verbally or by diagrams the finger signs for time.

State which hand you would use. (See Introduction and p, 208.)

33. State the disadvantage likely to result from Time and
Tune being taught separately for too long a period. Describe an

easy Time and Tune exercise, (pp. 220, 263-4.)

34 . Describe the advantages of the use of Time-names. Say
what disadvantage results from the Time-names being badly

pronounced, and from their too exclusive use in monotoning time

exercises, (pp. 210, 264.)

35. Mark the school song sent from the College showing how
you would divido it into short phrases for teaching by pattern.

(p. 265.)

The melody of a school song will be sent from the College if thia

question is chosen.

36. Describe what is considered to be the best arrangement
of topics in a model lesson of thirty minutes' duration, (p. 267.)
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37 , (a) What chromatic or accidental tones require
and most frequent practice, and to what changes of key do they
point ? (p. 268.) (b) Describe the best way of teaching chromatic.
or accidental tones.

IY. MISCELLANEOUS.

[Chapter X, p. 269.]

38 (a) What plan would you adopt with children who appear
to have little or no " ear ?

"
(b) What plan would you adopt with

children who sing out of tune ?

39. Would you allow your best and your worst pupils in a class

to sing together on all occasions ? Give your reasons.

40. As you cannot thoroughly test the progress of a class by
collective examinations, describe how you would test a class rapidly
and effectually by grouping or by individualizing.

41. (a) How would you begin the study of part-singing ?

(b) How would you proceed in sorting a class into Trebles and
Altos ?

42. (a) What objections are thf>re against a school class prac-
tising the Treble and Alto parts of mixed-voice pieces ? (b} What
objections are there against a school class practising the four parts
of mixed-voice pieces ?

43. What objections are there against the practice in mixed
schools of setting the girls to sing the Treble part and the boys the

Alto part ?

44. Why is simultaneous reading, as practised by some schools,

injurious to young children's voices Y

45. Write a Time test in accordance with the Code require-
ments for any division. (The terms of the Code will be quoted.)

46 Answer questions explanatory of the provisions of the
Music Code of the Board of Education.

V. STAFF NOTATION.

47. How are the lines and spaces counted, and what are leger
lines ?

48. Describe how you would give Staff Voluntaries to a class.

49. Quote the rules for tmding me and soh from a giv^n doh,
and explain how the other notes of the scale may be found from,

these three.

2
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50. Write an example of a Tune Test in accordance with the
Code requirements for any division, (The terms of the Code will

be quoted.)

51. What kind of practice is desirable to ensure individual
skill in reading from the Staff ?

52. Write, on the Treble stave, the ascending scale of any key
containing not more than four sharps or four flats, placing the

necessary accidentals before the notes as required.

53. (a) Write the key signatures for the following : G, D, A,
E, F, Bb, Eb, Ab, using the Treble or Bass Clef. (6) What is the
rule for finding key-notes from signatures with sharps? with flats?

54. (a) Construct a table showing the number each of minims,
crotchets, quavers, and semi-quavers "required to equal a semi-
breve. (6) Show how the following may be represented by tied

notes, viz., ^j. and J. (c) Write their values in crotchets and

quavers respectively.

55. Write, on the stave, rests corresponding to each of the

following notes : G ^ J ^
56. Explain the Time signatures : C 1 8

57. Write a Time Test in accordance with the Code require-
ments for any division. (The terms of the Code will be quoted.)

58. Describe the great Stave, showing how the Treble and
Bass Clefs are related thereto.
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SPECIMEN TIME STUDIES.
For the Examination, a Time Sight Test containing no greater difficulties

ihan those illustrated here, will be sent from the College.

1. Whole pulse tones, continuations, and silences. (Taa, -aa,
and

fir/a.)

j|d
sn Is : Is :

|n
:d

j

}|r
:

|n
:

|s
:

|d
:-

||

2. Half pulses and pulse and a half, (taatai and taa-aatai.)

Hn :n ,d Is :- ,f In ,f :s ,n
|d

:

j

j|r
:- ,n

|f
:s ,1

|s
:- ,t,

|r
:d

||

3. Quarter pulses, (tafatefe.)

)|s
:s

|s,l,s,f:n |n,f,n,r:d
,r In ,s :s

j

jln :s,f,n,r|d
,n :s If ,n

:r,d.r,n|d
: II

4. Half and two quarters of a pulse, (taatefe.)

j|ri
:r

.d,r|n
,d :d

|s
,f,n:f ,r

|n
:d

||

5. Half continuation and two quarters of a pulse, (taa-aatefe.)

||
d :-

,d,n|s
:-

,s,n|d
:d

,d,n|
s ,s :d

6. Two quarters and a half of a pulse, (tafatai.)

j|n,r,d
:s

|n,r,d
:s ,s

|n
:n

|n,r,d
:s

||

7. MISCELLANEOUS.
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9.

||s :s,f,n,f:s Id 1

:s,f,n,f:s I s,f,n,f in ,r :d

10.

||m
sr ,d,r:n

|f ,n,f:s ,s is
|1

:- ,s,ti:d

11.

Hd ;- ,t| jd,r,n Ir I in I f,s,l in ,i id

12.

||d
: |r

id.rjn
i-.f|s :

|f
i-,n]l :r

|

is |t|.r:d

13.

||n
ir,d,t|,d|r is ,f

|n
.n,f:s .1 |1 ir I

J|
r in ,r,n|f ir

|

s,f ,n in ,r |d I

||

Three-quarters and a quarter of a pulse. S

taafe taa

Important Note. The quarter pulse, a 3 a rule, connects itself

most naturally with the first note of the next pulse rather than with
the preceding note. Whether the three-quarter pulse note should
be sustained its full value or lightly struck must be determined by
the words and character of a piece of music. In legato passages
the note should have its written value, but in staccato or leygiero

passages the full written value is not called for.

14. Followed by taa and taatai.

j|n
:r ,,n|f is

,,1|

1 is |s ,,f:n Ir :n,,f|n,r:d
j

J|r,,n:f
,s |f ,,n:r

|s,s:l,,s|s
:

|f
,,n:f ,,t,|r ,d id

||

15. Followed by another taafe or tafatefe.

|

Id ir ,,n |f ,,s in II ,,s is ,,f |n ,r id
j

j|n
if ,,s|l,s,f,n:r

|s
,,1 is,f,n,r |f ,,t|id

||

16. Three-quarter pulse continuations. The tonnection of the

quarter pulse is to the next note.

Jid Is, :- .,li|t, :- tjd|r in ,f In is I

|n
d



17. Silence on the second half of the pulse. <

taa'scu

j|m,
:s, |f, :r,

|1
: |s :

|f
. :n , |s . :f ,

j

||1
:- |r :

|s
, :fe, |f , :n ,

|1
: |r :n

j

j|f
, :n, |r, :n ,

|d
:- |- :-

||

18. Silence on the first half of the pulse,
j saat&i

Jin
:n |n :

,f|s
:1 Is :

,n|f
: ,r |n : ,d I

j |m
: |r :

,S||n
:

|
: ,f

|

s :d" |s : ,n
j

j|f
:

|
:

,d|n
:r |d :

||

19. Both forms.

J

!
:

,n|n
:r . |n,f :r . In, : .f |s , : II :

j

j|r,
: Is : |d, :

,f|n,
: ,n |m , :

,r|d
:

||

One quarter and three quarters of a pulse (tafa-ai) :!,!,- ||

(compare No. 7). The continuation should not be performed in-

trusively. The effect of this division is that of two sounds coming
sharply in succession, as, for instance, in many Scotch songs.

20.

j|d
,,r:n,s,- |r ,,n:f,l,-

|s
,,n:r,d- |r :

j

j|n,f.- :r,n,- |f,s,- :n,f,- |s,d,- :r,n,- |d : II

f I i ii

21. MISCELLANEOUS.

jln
:r ,,n |f :

|s
,1 :s |f,n,r :s

j

|jd
:- |- ,,r:n

jf
. : ,t, |r ,d :d

||

22.

Hs,f,n,f:s :1
,,s|s

:- ,f :n
|r

,,d ;n , :r ,

j

j|r ,n,f:n : If ,s,l:s : Id ,r,n:n ,,r :d II

i I I I II



23. Syncopation (taatai -aatai) ;1 .1 ;- ,1 ||
The accent

should be anticipated. The continuation should not be made so

prominent as the previous struck note. The effect is that of a
whole pulse note prominently struck before its time.

l ;T :- ,1 |l a .- .1 1 .1 :- ,1 |1 .1 :- ,1

24. Thirds or Triplets (taataitee) |1 ,1 ,1 ||,
and (-aataitee)

|- ,1 J ||,
&c. This could be written in Six-pulse measure.

j|d :r,n,f|n
:f s ,1

1

s :n
|r<nf:n

I

|

s :f r
,n|r

r<n:f
|

|d,r
tn :r

|r,n,f:n |f
,-,s :n ,-,f

|r
r ,n :d

25.

|s
:- 4f ,n|f ,-,s:n

|f
<n,r :n ,-,d |r ,- jn :r

|n
:- tf,s|f :-,s,l

|s
,l,t :d',t,l |s ,- ,f :n

f-i8 :1 |r ,- tn:f s 4 l 4s:f 4n,r |d :-

Six-pulse measure
|

: I
|

: :
||

Slow time. A beat for every printed pulse. The effect is much
the same as two three-pulse measures.

26.

j

:n
|r

:- :n |f :- :t
f

|d
:- :r |m :- in I

j|l
:- :r |s :- ,f :n

|n
:f :r |d :-

||

27.

Us :- :f,n|f :- :n
|r

,,n:f ,s :1 ,s |f in :- i

'
I taa - aa taatai taa - aa taa,

'

&c.
j

jjd'
:t :1 |d :-.r:n

|f
,,r:r :n |d :- :-

||
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Quick Six-pulse measure.

One beat for three printed pulses. The effect is Duple time with

triplet divisions, or Two- pulse measure with taataitee. The eye
must be trained to quickly gee the groups of three, and the ear must
be familiar with the rhythmic effect of the various ways of filling

up the groups of three. The time names are applied to quick Six-

pulse measure as though it were Tivo-pulse measure. Thus |1 ;- ;- j

is called taa, and not taa-aa-aa. An alternative name for this

example is taa-ai-ee, but as this plan of naming is now seldom

employed it is not used in these exercises. The names for rests

are useful to draw attention, but the rhythm is better felt if only
what is struck is named. The best general principle is : Name only
what is struck.

28. Taa and taataitee.1212
:f

:- :-

\

s
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31. Taafetee and taatifi.

1 2

d
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Revised Instructions applicable to the Code of 1902,
as to the Inspection of Singing in Day Schools,

YOCAL Music GENERAL OBJECTS.

Some of the objects sought for in including vocal music in the
school curriculum may be stated as follows :

To provide a healthful and pleasant form of collective indoor

occupation, and, through the words of the songs, a possible moral
and educative force. Words, as a rule, are more permanently
memorised through mus?c than in any other way.
To develop musical faculties in order that children may in after

life be able to appreciate the best music as listeners and performers.
To furnish knowledge of musical facts and notation that will

enable children to read simple music at sight and generally to

understand music intelligently.
To train and preserve the voices of children, not only with a view

to the attainment of tasteful and agreeable execution during school

life, but with a view to the potentialities of the children as adult

singers.
To store children's memories with patriotic, national and folk-

songs, the words of which are suitable for school use. Such an aim
does not necessarily exclude or condemn the use of other music
found useful and interesting for school entertainments and other

purposes.
To cultivate the power to sing tunefully in parts, not only for

present edification and culture, but to fit children to become in

after life executants of the rich repertory of choral music which
we have inherited in this country, and which is continually being
added to by living composers.

YOCAL MUSIC. TONIC SOL-FA NOTATION.
COURSE OF STUDY EECOMMENDED.

GRADE I. INFANTS.

1. Voice Delivery. It is of the utmost importance that little

children should be trained to sing sweetly and without strain. A
good pattern and a repression of all loud or harsh singing are the
best means of teaching. Children not able to imitate correctly, or

to sing in tune with the others, should not be allowed to sing the

songs.
2. Songs. The music for little children need not be common-

place in order to be simple. The value of the words as an action

or game song, or as helping to enforce a lesson, may excuse the
use of music that is not of the best ; but wherever possible, both
music and words should be chosen because they are good. The

compass of songs practised should be limited to the powers of the
class. This will vary according to the skill of the teacher

;
but it

will generally be from about C to D 1 or E'.
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3. Musical Knowledge. The "mental effect" of the scale

degrees and their association with hand signs and Sol-fa names
can be easily and pleasantly taught. The degrees constituting the

key-chord (Doh, Me, oh, Doh^ or Soh*, Doh, Me, Soh according to

pitch of the key tone) should be practised in this way. But, as a

rule, no instruction in written or printed notation need be attempted.
The main aim should be to develop the sense of tune and rhythm
by the neat execution of songs taught by ear.

GRADE II. (Suitable as a rule for Standards I and II.}

1. Voice. The aim of the teacher should be to establish a habit
of singing with a fairly full (not a loud) and sweet tone. The
" thin

"
or " head "

register should be cultivated, and the tenden-
cies of childien (and especially the boys) to force the low register
should be rigorously checked. The control of breath should be

specially practised.

2. Tune. The class should be able to sing at sight slowly from

pointing on the modulator, in any key (the key-tone and chord

being given) the tones of the Doh chord in any order, and the other

degrees of the scale in stepwise succession.

Examples : KEY C or I>.

(i)dsnd'snsdnrdnslsfnsitd 1

KEY 1^ or O.
(2) d n d S| 1| t| d n s f n r n d t

(
d si d n s S| d

3. Time. The class should be able to smg at sight on one tone
to the syllable doh or laa exercises including one-pulse or two-

pulse tones, in two-pulse or four-pulse measure.

Examples :

Hd :d
|d

:

|d
:

|d
:d

|d
:

||

||d
: |d :d id :d id : II

4. Combined Time and Tune. Easy exercises combining time
and tune should be studied. It can hardly be expected that all

schools can sing such exercises at eight, but they should form the

subject of lessons.

5. Ear Training. As a rule this should consist of exercises in

imitation, and should include rhythmic phrases as well as tonal

phrases

6. Songs. Songs used in this grade should not present trouble-

some difficulties. But it is not necessary that they should be
constructed to include only the notational points mentioned in

Sections 2 and 3 above.
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GRADE III. (Suitable for Standards III and

1. Voice. The voices should now be classified, not necessarily
with a view to part-singing, but in order that children unable to

sing high notes (E
1 or E 1

)
should not strain their voices in trying to

sing beyond their natural compass. Most of the class will probably
be able to reach E 1 or E 1

, but others will be troubled to go higher
than C 1

. The constant aim must be to ensure sweet and pure
delivery of tone. Boys at this age begin to show special aptitude
for vocal training. Girls as a rule cannot use their voices so freely.

2. Tune. The class should be able to sol-fa at sight from

pointing on the modulator, or from dictation, in any key, simple
passages in the major diatonic scale, including fe and ta in step-
wise progression, used thus, s fe S d 1 ta 1.

Examples : KEY C or J>.

(1) d n s 1 s n f r s f n s d 1 t 1 s fe s f n s d 1 ta 1 s 1

t d 1 s n d

KEY F Or O.
(2) d S| n r d t| d r n d tai 1| t| d r n s fe s f r d

And to sol-fa at sight written or printed exercises including the
notes of the Don chord in any order, and any other notes of the

major diatonic scale in stepwise succession, and fe and ta as

described above.

Examples : KEY C or I>.

(1) ddnrdmsfnslsltd'ssfesfrirnd
KEY F or Q.

(
2

) s n s d r n f n d t| d si 1, t| d s n r d tai 1| t| d

3. Time. The class should be able to sing on one sound to the

syllable doh or laa exercises in three-pulse or four-pulse measure,

containing one-pulse notes, half-pule notes, and whole-pulse rests
on the non-accented pulses of the measure.

Examples :

(1)

j|d
:d |d :d

|d
:d,d|d :d

|d
:d |d :

|d
: |d ;

j

id :d,d|d :d Id : |d :

(2)

j|d
: :d

|d
:d :d

|d
:d ,d :d

|d
: :

j

|

Id : : Id : :d Id : :d Id : : II

It will be an advantage if pulee-and-a-half notes are also prac-
tically explained in the lessons.

4. Combined Time and Tune. Studies combining the foregoing
points should form part of the course of instruction.
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5. Ear Training. The teaching should be directed to enable
individual pupils to name any three consecutive notes of the scale of

twice sung to the syllable laa (or played), the chord or the scale

of being each time first given. The exercise should generally
commence on some note of the key-chord.
N.B. This test should only be applied to the more advanced

children of this division.

Not more than half of the children in an average class taught
by a skilled teacher can be expected to freely answer such questions.

Examples :

(1) (2) (3) (4) (5) (6) (7)

1 1

B f n
||

s 1 t
||

n f s
||

n r d
||

d 1 t 1
||

d 1 r 1 n 1

||

d r n
||

6. Songs. Good unison songs should be used. Folk-songs, the

words of which are suitable for school use, should be memorised.
It is desirable also (not instead) that in well-staffed schools easy
two-part songs and rounds should be studied.

GRADE TV. (Suitable for Standards V and upwards.}

1. Voice. The voices of the children will now begin to differ

more widely in compass. The altos or second trebles should not
be permitted to strain their voices and spoil the singing generally
by endeavouring to sing notes beyond their compass. If all the

children sing in unison the range must be limited. Special exer-
cises calculated to secure full clear tone on the principal vowels
should be used. Indications of bad intonation or flat singing
should be carefully noted, and means adopted to ensure correct

intonation. A good pattern is the best practical lesson. Children
with voices well in tune should sing to the others.

2. Tune. The class should be able to sol-fa at sight from printed
or written copies slowly, simple diatonic passages in the major key,
and simple passages containing a transition of one remove indicated

by bridge notes. Examples :

KEY I>. A.t. f.D.

(l)dnsfnrds sdt|dnrd dsfnsltd'
KEY Kb- f-Ab. Eb-t.

(2) d s n f r d n s d 1 dl s f n r f n "1 t d 1 s n d n r 1 s t| d

Also, to sol-fa passages in the minor key or mode, introducing
se used thus I se I, but without introducing fah, or lay, or soli.

Example : Lah is A, Doh is C.
1 t d 1 t 1 se 1 t d 1 1 r 1 d 1 t 1 d 1 t 1 se 1

It is desirable, especially in Standards VI and upwards, that

passages including oblique approach to bridge notes and the

complete minor scale should be familiar to the class. Examples :

KEYF. *C-t. *f.F.
(1) d s n d n s f n ir 1 d 1 t d 1 s 1 t d 1 "1 s f n r n d

(2) 1] t| d 1| n f n r n n ba se 1 n d ti li
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3. Time. The class should be able to sing at sight on one tone,
series of notes in two-pulse, three-pulse, or four-pulse measure.

including pulse- and-a-half notes, and simple phrases in six-pulse
measure, beating twice to the measure. Examples :

j|d
:-

|

:

|d
:d

|d :-,d|d :d.d|d
:-

||

(2)
d :- ,d :d d :- :-

(3) Beating twice.

J|d
:- :- |d :d :d

|d
:- :d

Other rhythmic effects will have to be studied in connection

with the songs used
;
but while it is desirable that pupils should

intelligently understand the notation of the music they sing, it is

not to be expected that such difficulties should be performed at

first sight.

4. Combined Time and Tune. In schools with an average
attendance of more than sixty older scholars, the upper class

should be able to sing at sight simple passages combining time and
tune. Examples :

(1) KEY O.

J

Id :

|r
:

|m :n,f|s
:n Id

s-,r|n,r:d
Is :t| Id : II

jl

(2) KEY F.
d sti :d

|s
: jn

|n
:r :d

|r
:- ,n :r

d :ti :li s, :- :d t, :d,r:n,rd :- :-
jt,

Other more difficult passages should be studied, but not neces-

sarily as first sight-singing tests.

5. Ear Training. Individuals in the class should be able to name
the notes of a simple diatonic phrase, consisting of not more than
four notes of the scale of C, sung twice to laa (or played), the
chord or the scale of C being given each time.

Only the more advanced children of this division can be expected
to answer correctly,

6. Songs.- Good two-part songs (accompanied if possible) and
trios (accompanied or unaccompanied) should be practised. In
addition it is advisable that good, sterling unison songs, of the
national or folk-song type, should be learnt by every scholar in

the class.
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STAFF NOTATION,

GRADE I. INFANTS.

(Same exactly as for Tonic Sol-fa Notation, Grade I.)

GRADE II. (Suitable as a rule for Standards I and II.}

1. Voice. (Same as for Tonic Sol-fa.)

2. Tune. The class should be able to sing at sight slowly, using
the sol-fa syllables, the ascending and descending notes of the scale

of C, the notes of the key-chord of (Do, Mi, Sol, Do] in any
order, and also small groups of consecutive notes of the scale of 0.

Examples :

U)

^->
& ^> *=* ^ ~& n G> ^ U f^ & H

3. Time. The class should be able to sing at sight on one sound,
to the syllable Ian or doh, an exercise in 2-4 or 4-4 time, which
should include minims and crotchets.

Example .

Quaver and crotchet rests should also be studied, but should not be
included in sight reading tests.

4. Combined Time and Tune. \

5. Ear Training. \ (Same as for Tonic Sol-fa.)
6. Songs. )
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GRADE III. (Suitable for Standards III and IV.)

1. Voice. (Same as for Tonic Sol-fa.)

2. Tune. The class should be able to sing at sight slowly, using
Ihe sol-fa syllables, a series of notes in the key of C, containing an
F sharp contradicted by an F natural, and a B flat contradicted by
a B natural. The F sharp should be approached by the note G
and return to G as in the example, and the B flat should be

approached by C and be followed by A as in the example.

Example :

The sharpened 4th and the flattened 7th should also, if possible, be
studied in other keys (G, D, F, and B flat).

3. Time. The class should be able to sing at sight on one sound
to the syllable doh or laa exercises in 4-4 or 3-4 time containing
semibreves (in 4-4 time), minims, crotchets, quavers, and dotted

minims and rests on non-accented pulses of the bar.

Examples :

a)

I^^-JL. ljjp +11.

It will be an advantage if dotted crotchets are also practically

explained in the lessons.

4. Combined Time and Tune.
5. Ear-training.
6. Songs.

(Same as for Tonic Sol-fa.

GRADE IV. (Suitable for Standards V and upwards.}

1. Voice. (The same as for Tonic Sol-fa.)

2. Tune. The class should be able to sing at sight slowly, using
the sol-fa syllables, simple diatonic passages in the keys of G (one
sharp), D (two sharps), F (one flat), or B flat (two flats) ;

and
similar simple passages containing accidentals to raise the fourth of
the scale (approached by the third or fifth) and to flatten the seventh

(approached by the octave), properly contradicted.



*>
: &-<&&<&aL&=

Also, to sing in tlie same way as above described, a snort passage
in the key of A minor, introducing the sharpened seventh

approached from and leading to the note A.

Example :

It is desirable, especially in Standard VI and upwards, that

similar passages should be studied in other keys, and that the

complete minor scale should be familiar to the class.

3. Time. The class should be able to sing on one sound at sight
series of notes and rests in 2-2, 4-4, 3-2, and 3-4 times, which may
include dotted minims and (in crotchet time) dotted crotchets ; also

simple phrases in 6-8 time counting two beats in a bar.

Examples :

(1)

Other rhythmic effects will have to be studied in connection with
the songs used

;
but while it is desirable that pupils should in-

telligently understand the notation of the music they sing, it is

not to be expected that such difficulties should be performed at

first sight.

4. Combined Time and Tune.-

5. Ear Training.
. Songs.

(Same as for Tonic Sol-fa.)
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THE TONIC SOL-FA NOTATION AND THE STAFF
NOTATION.

In schools using the Tonic Sol-fa notation it is very desirable

that the relation between the Tonic Sol-fa and the Staff notations
should be taught at least to scholars in Standards V and upwards.
The following are the points to which attention may be profitably

given :

Theoretical Knowledge.

1. The Staff and the alphabetical names (as C, D, E, c.) of the
lines and spaces in the treble clef. (It will be an advantage if boys
are also made acquainted with the bass clef.)

2. The signatures of major keys to four sharps and four flats,

and the rules for finding key notes from signatures.

3. The meaning of the most used time signatures with crotchet
beats (viz., 3-4 and 4-4).

4. The relative values of notes from the breve to the semiquaver
and the meaning of the added dot. The signs for rests.

Practical Skill.

5. The singing (using the Sol-fa syllables) easy diatonic phrases
from pointing on a large staff from any position of the key note,
and of written or printed tune exercises similar to those described
for use in Division III (Staff notation).

6. Monotone time tests the same as given in Division III (Staff

notation).

This instruction should be possible in all large well-staffed
schools.
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EVENING CONTINUATION SCHOOL

CODE, 1900.

VOCAL MUSIC. (i) STAFF NOTATION.

GRADE I. TUNE. The Staff and the alphabetical names
of lines and spaces in the treble clef. [Male pupils should
also be taught the bass clef.] The scales of C, F, and G
major. Memorising and pointing simple tunes on the staff.

Exercises in leaping from note to note of the scales named.
TIME. The relative values of breves, semibreves, crotchets,

and quavers. Semibreve, minim, and crotchet rests. Dotted
minims and dotted crotchets. Simple rhythmic exercises

combining the foregoing. The time signatures f, ^, ^-,
and -*-.

N.B. Although it is an advantage to study tune and time

separately, they should be combined at every stage.

EAR TRAINING. Imitation (without naming) of simple
phrases. The naming of the order in which the tones of a

key choid are sung.
SONGS AND PIECES. Unison songs with or without ac-

companiment. Part-songs of a simple character where

possible. Eounds. The music and the words should be

carefully chosen with a view to improve taste, without being
dull and uninteresting.
VOICE TRAINING. Attention should be given constantly to

exercises in breathing and in the production of good tone.

Bad tone in the monotoning of time exercises should not be
allowed.

GRADE II. TUNE. The scales of all the major keys, but

particularly those most used in vocal music, viz., C, F, B flat,

E flat, A flat, G, D, A, and E. The sharpened 4th and the
flattened 7th. Diatonic intervals.

TIME. All the most used time-signatures, but particularly

six-eight time. Dotted quavers and quaver rests. Semi-

quavers. Tied notes.

N.B. Exercises combining the above time and tune should be

studied. It must not be expected that such exercises can be performed
at first sight at this stage, but they should be understood when learut.

EAR TRAINING. Exercises on the Doh chord and on

simple phrases moving stepwise.
SONGS AND PIECES. These should be chosen to clearly

and pleasantly illustrate the tune and time facts detailed

above. The use of part-music is desirable.
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VOICE TRAINING. Exercises designed to promote good full

tone, and to give fluency. Care should be taken to ascertain

the vocal capacity of pupils in order that no voices may be

strained.

GRADE III. TUNE. The most used minor scales, viz., A,
D, Q-, 0, F, E, B, and F sharp minor. Common accidentals

and easy change of key. Intervals, diatonic and chromatic.

TIME. Triplets. Rhythms combining various beat

divisions in succession.

TIME AND TUNE. Studies combining the above time and
tune.

EAR TRAINING. The naming of groups of scale tones in

stepwise order, and for the quicker pupils, the naming of

groups of scale tones in any order, the keynote being sounded.

PIECES. These should be well adapted to interest the

class, and every endeavour should be made to secure tasteful

execution.

VOICE TRAINING. Same as for Grade II.

(ii) TONIC SOL-FA NOTATION".

GRADE I. TUNE. The major scale. The mental effects

of the various tones and their association with the Sol-fa

syllables. Octaves and octave marks. The hand-signs for

scale tones, and the use of the modulator. The memorising
and pointing of simple tunes.

TIME. Pulse accent, and two-pulse, three-pulse, and

four-pulse measure. Whole-pulse tones and continuations,

half-pulse tones and continuations, quarter-pulse tones, and

whole-pulse rests.

N.B. Although it is an advantage to study tune and time

separately, they should be combined at every stage.

EAR TRAINING. The imitation (without sol-faing) of

simple phrases. The naming of the order in which the tonea
of the Doh chord are sung.
SONGS AND PIECES. (Same as in Staff Notation, Grade I.)

VOICE TRAINING. (Same as in Staff Notation, Grade I.)

GRADE II. TUNE. The sharpened 4th and the flattened
7th. Changes of key of one remove pointed on the modu-
lator. Bridge-notes and simple changes of key written or

printed. Singing to "laa."
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TIME. Simple rhythms in six-pulse measure. The
divisions of pulses named by the time-names taatefe, tafatai,
and taafe saatai and taasai. [The use of time names is not

obligatory.]

N.B. Exercises combining the above time and tune should be

studied. It must not be expected that such exercises can be performed
at first sight at this stage, but they should be understood when learnt.

EAR TRAINING, SONGS AND PIECES, VOICE TRAINING.

(Same as in Staff Notation, Grade II.)

GRADE III. (Leading to Staff Rotation.}
TUNE. The minor chord and the minor scale. The names

and commonest uses of chromatic tones.

TIME. Triplets. Ehythms combining various divisions

of a pulse in succession.

TIME AND TUNE. Studies combining the above time and
tune.

EAR TRAINING, PIECES, VOICE TRAINING. (Same as in

Staff Notation, Grade III.)

STAFF NOTATION. The staff and the alphabetical names
of the lines and spaces in the treble clef. [Male pupils
should also be taught the bass clef.]
The signatures of keys and the rules for finding keynotes

from a given signature.

Singing from the teacher's pointing on a staff.

The most used time signatures, and the values of notes
from the breve to the semiquaver.
The signs for rests. Dotted minims, dotted crotchets, and

dotted quavers.



CHAPTER

MEMORIZING SCHOOL SONGS. THE
MODULATOR THE CODE EEQUIEE-
MENTS AND THE STEPS. --VOLUN-

TAEIE8, ETC.

A TEACHER of school music should know by heart

many good school songs, and
Memory of Songs. , , ,

-, ,-, ,

should be constantly learning

new ones. Songs provide apt and pleasant illustra-

tions of almost every fact taught in a school course.

If the teacher is a fair singer, his performance of

a good tune with interesting words will enliven

children when they are dull and languid, and will

show them the goal to which exercises lead. And

the pains taken in learning the notation of songs

is a useful discipline to a teacher who has not time

to become an advanced musician
; helping him to

strengthen his hold of the musical facts and doctrines

he has studied, and giving him many ideas for

voluntaries. The practice of learning tunes and

pointing them on a modulator, besides giving fluency

and helping pupils to a grasp of the scale, tends to

lessen the difficulty of ear exercises, because of tho

continued effort required to make sound and name

agree.



The School Teacher's Music Certificate.

What ig a school song? Hymn-tunes, national,

airs, Mendelssohn's duets, and all
School Songs.

kinds of elaborate pieces are often

demanded by elementary schools, and it may seem

that school music has lost, even if it ever had,

individuality. Perhaps a characteristic school song

may be described as a song for children with an

attractive and singable melody, sung to words that

are instructive without being goody-goody, and

amusing without being foolish : a song that can be

sung at home to the family circle, and give innocent

pleasure to all concerned.

The use of such songs as these need not necessarily

exclude pieces not obviously written for children,

provided the choice of other than purely school music

is exercised with great discretion. Failure and

weariness all round are invited when music written for

cultivated singers, and much too difficult for children,

is attempted in an average school. The practice of

delicate part-music can be justified only when it is

fairly certain that it can be adequately rendered.

The modulator is said to be the backbone of the

Tonic Sol-fa method, and there
The Modulator.

1 is great truth in this description,

provided the modulator is properly used. Un-

fortunately, it is too often found that persons who

innocently suppose they are teaching the Toniu
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Sol-fa method, use the modulator loosely and

unsystematically, and so bring discredit on good

Tonic Sol-fa teaching.

The teacher must know how to point as well as

what to point. However slowly

the tune or exercise is to be per-

formed, the pointer should not

crawl in front of the names, but should deftly and

quickly glide along the side of the column, so as to

leave no room for doubt as to which tone is to follow

the last one pointed. The rate of movement of the

notes pointed must, of course, depend upon the

ability of the class and the object of the exercise.

It is unwise to urge a class on quickly ; but, on the

other hand, slow, doleful exercises are exhausting and

discouraging. The advantage of getting pupils to

point is great. By this means the formation of the

scale is firmly impressed on the mind's eye, and the

ear and voice are helped in their task of working

together. Children should be encouraged to learn

suitable (i.e., not quick or difficult) tunes for pointing

on a modulator, and honour should be given to those

who will point tunes for the class, the members of

which will take much interest in this public act of a

fellow-pupil, and will be stimulated to imitate the

example set. Where it can be conveniently and

quickly arranged, it is a useful exercise for the whole

class occasionally to point simultaneously on small

modulators (on cards or in books) phrases deliberately

sung by the teacher, who, whilst singing, walks round
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behind the pupils to observe their work. Learners

often find pointing strangely difficult. They point

up when they should point down and vice versa, and

even fairly advanced pupils sometimes astonish them-

selves as well as their teacher because of their

inability to perform this apparently simple task. No
one preparing for a Tonic Sol-fa examination can

afford to neglect the practice of pointing tunes on a

modulator.

An exercise pointed on the modulator is called a

voluntary. Unless a teacher has

great experience he should prepare,

or, at least, carefully think over his

voluntaries beforehand. They should have an object.

They should be planned

1st. To enforce a point just taught.
2nd. To give fluency in things already known.

3rd. To test skill.

Model voluntaries to illustrate these various uses will

be found later on. It will suffice here to remark

that it is in giving practice or drill voluntaries that

teachers are most likely to fall into a groove of

unconscious repetition that will cause their pupils to

fail when an easy test voluntary is given by a

stranger. It is quite certain that a skilful teacher

can more effectually prepare a class for tests by a few

systematic drill voluntaries, than an unskilful teachct

can by twenty long, dry, and only too familiar

meanderings. See pp. 61 and 259 for further

remarks upon this important point.
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The following points should be considered in the

construction and performance of voluntaries :

1st. They should be within the capacity of the

class.

2nd. The pitch of the key should be varied, and

variety of tonal range should be illustrated.

Sometimes range from d to d 1

,
sometimes

from s, to s, or from n to pi
1

, adapting the

key so as not to use too high or too low a

pitch. This is important.

3rd. Mix chordal leaps with stepwise pro-

gressions. (See p. 14.)

4th. If trebles and altos are following together

take care not to strain either part. Altos

will teach trebles to flatten if they are

taken too high.

5th. The pace should be one that can be followed

without hurry.

6th. The pupils should be trained to sustain tones

as long as the pointer remains on a name,

and to stop singing directly the pointer is

removed. Curiosity stimulates attention

when the pointer is suddenly removed.

The most languid pupil at least looks out

for the coming note.

7th. The Sol-fa names or the laa used in laaing

should be distinctly uttered simultaneously

by the class
;
the initial consonants being

sharp and clear. Bad habits of pronun-
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elation and attack formed in following

pointing are difficult to eradicate.

8th. The vowel of one Sol-fa name should not be

carried to the next tone pointed, and a

tone should not be approached by a slide

from below. Fah is often sung a third or

fourth lower than its proper pitch, and an

upward slide made on the vowel until the

correct sound is reached. As this painful

habit of sliding is so widespread, teachers

should be sure that their pattern is irre-

proachable in this respect.

The modulator should be synthetically developed

1
before a class, notes being added as

Modulators.
1 they are taught. To expect children

to analyse a finished modulator, and to try to ignore

things that "
will be explained later on," is to impose

uncalled-for difficulties. Thus, supposing a class to

know the FIRST STEP, only the following notes

should be exhibited say on a blackboard :

DOH'

Son

ME

Don
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On teaching the SECOND STEP the teacher Avill add te

and ray, say thus :

Don 1

TE

SOH

ME

EAT

Don

TB,

Son,

where it will be observed the new notes are placed a

little on the right. This arrangement is by no means

necessary, but it is found to be an advantage because

the difference of position helps the pupil to look for

and realise difference of effect
;

the old column

showing Tones of Eepose and the new one Tones of

Expectancy. REPLICATES
(i.e., upper and lower

octaves of scale tones) are then added as wanted.

In the same manner when the THIRD STEP is taught

fall and lah are added thus :
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Don 1

TE

LAH

SOH

FAII

ME

EAT

Don

the renewed difference of position again assisting the

mind to look for and feel contrast of mental effect.

Although the teacher may now safely write the notes

in one column or use a printed modulator, it will still

be found useful to occasionally write the scale as

above. A complete modulator can be used from the

first if desired, and paper can be pinned over the

notes beyond the Step being taught.

If the class is not too large, the COLOURED STEP

MODULATORS (the type used for

which is somewhat small) will be

found to combine the advantage of

the columnar arrangement described above with other

aids to teacher and pupil. The difference of colour

is a help to the perception of difference of effect.

Classification of the tones into Don chord, SOH chord,

and FAH chord (see p. 9) is easily understood, the red

band round soh showing its agreement with the red te

Coloured Step
Modulators.
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and ray, and the blue band round doh in the same way

showing its agreement with fah and lah. It is easy

to see that the tones of the Doh chord enter into the

formation of the chief chords of the scale, viz., the

TONIC, the DOMINANT, and the SUB-DOMINANT.

(See p. 16). The teacher can fix attention by

announcing that he will make a voluntary using the

black notes and one red note, all the black and all

the red, the black and one blue note, and so on. All

such exercises are helpful not only for the purpose of

building up the scale in the pupils' mind and strongly

associating sound and name, but they assist the

formation of a habit of listening with fixed attention

to ear exercises. THE FOURTH STEP COLOURED

MODULATOR is particularly useful in teaching fe and

fa, and changes of key of one remove. It presents

to the eye just what is being taught, unembarrassed

by columns and chromatic names that excite incon-

venient curiosity.

A difference in the plan of teaching the scale

implied by the Instructions of the

CODE and the STEPS OF THE

METHOD must now be noted.

The Steps of the
Method and the
Divisions of the

The order laid down by the

STEPS is :

1st. The Doh chord, (d R s

2nd. The Soh chord, (s t r

3rd. The Fah chord, (fid

and all

replicates

or octaves.

chord is a group of scale tones that sound well
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in combination. The group, no mattei
Chords. , .

in what order it may appear, is always

named after the. lowest tone of the closest possible

order. Thus, d S PI
1 and s, S Pi

1 d 1 are two ways
of presenting the Doh chord.

The FIRST STEP calls for leaps to and from d n s,

the SECOND STEP leaps to and from s, t, and r, and

the THIRD STEP leaps to and from f , 1, and d, and

their replicates.

The requirements of the CODE are :

Infants (Grade I). The tones of the Doh chord.

Standards I and II (Grade II). The tones of the

Doh chord, and the other tones of the scale

in STEPWISE SUCCESSION.

Thus, pupils who have learned the SECOND STEP

should be able to sing such phrases as

d s m *t d 1 d m s *r m d

where at
* there are somewhat difficult leaps to ie

and ray.

But pupils who are being tested in Grade II

can be required to sing only such uses of te and

ray as

dsmsd'td'smrdrd
and of fah and lali as

drmsltd'mfslsd
where ie and ray, as well as fah and lah are always

approached and quitted by step.

In comparing these differences, it must be observed

that whereas the STEPS of the method jform a pro-

gressive plan evolved from the experience of many
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good teachers, and therefore present a well-tested

means to an end (the thorough teaching of the scale),

the Code requirements are only partly an educational

plan, and are mainly designed to provide a scheme

of examination that with slight modification can be

applied to test the results of all methods and either

notation, without demanding from a school Inspector

(who is rarely a musical specialist) an acquaintance

with refinements of this and that method of teaching,

and enabling him with fair knowledge and reasonable

care to quickly and thoroughly examine a school, and,

it is to be hoped, to avoid the only too easily incurred

danger of unintentionally applying tests strange and

far too severe.

It would be unwise, therefore, for a teacher

claiming to employ the TONIC SOL-FA METHOD to

altogether neglect to follow the plan of teaching laid

down in the STEPS simply because he is preparing a

Grade, the examination tests for which expressly

exclude the leaps described. He will find that the

stepwise progressions required will be easily per-

formed if the chordal teaching is faithfully followed.

Each tone of the scale when sung slowly .and in

asssociation with its companions

has a peculiar character, not too

subtle to evade a fair description,

and when properly demonstrated easily felt by
children who can imitate freely. This is called

the MENTAL EFFECT of scale tones. If these effects

were merely interesting, their introduction to learners
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would be uncalled for. It is, however, found that

systematic demonstration of mental effects is a most

powerful aid to the Tonic Sol-fa teacher, assisting

pupils to thoroughly grasp the relations of tones, and

rendering them almost independent of INTERVAL

(p. 107). Striking illustrations of these peculiarities

should, therefore, form a prominent feature of the

earlier lessons of a Tonic Sol-fa course. But it may
he well to add that many exercises in the imitation

of pattern phrases should precede and accompany
the study of mental effects.

MENTAL EFFECTS. (MAJOR MODE.)
RAY' Bousing, hopeful.

Strong, reposeful. Don 1

Leaning, very TE
expectant.

Leaning, mildly LAH
expectant.

Strong, reposeful. Son

Leaning,very expectant. FAH

Strong, reposeful. ME

Firm, triumphant.

Piercing, keen,

exciting.

Sad, weeping.

Grand, bright, bold

Desolate, grave.

Tranquil, peaceful

Leaning, expectant. RAY Prayerful.

Strong, reposeful. DOH Firm.

TE, Yearning

LAH, Pathetic.

Son, Majestic.

FAH, Solemn.
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These descriptions are given as approximate, and

are intended to apply only when the tones of the

scale are sung slowly in melodic association with one

another. In the foregoing table, descriptions of

effects in common are placed on the left, and of

particular effects on the right. Thus doh, me, and

soh are said to he the STRONG TONES, or TONES OF

REPOSE, and ray,fah, lah, and te the LEANING TONES

or TONES OF EXPECTANCY, fah and te showing the

most marked leaning tendency.

It is important to notice that while most of the

effects of repose and expectancy are best brought

out by stepwise teaching, the more particular effects

are shown with great intensity by leaps. Thus tho

expectancy of ray as well as the repose of doh are

well illustrated by such a phrase as this :

dsrod mrmr nrnrnrd
But its prayerful and supplicating effect is infinitely

better instanced by such a phrase as

d m r t d 1 d 1 r d 1 r d 1 r m r d
- do ! please do !

and its prettiness bydmsrradsrmrd
Further illustrations of the uses of mental effect in

teaching are given in the sections that deal in detail

with the work of the several Grades of the Code.

The teacher must bring imagination and tact to

bear upon the teaching of mental effect. The most

picturesque illustrations and the most familiar
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experiences should be appealed to. It would be

unwise and even absurd to endeavour by mere per-

formance to elicit from children or even from adults

descriptions at all like those suggested on page 12.

To ask a class to state how this or that note makes

them feel is to invite helpless stolidity or thoughtless

nonsense. It is better to give pupils a choice of

expressions. Thus in illustrating lah ask "Is it jolly

or is it sad?" "Does it laugh or does it cry?"
The contrast of one tone with another is helpful.

For instance, the teacher sings

d r m d a

d r m d f

and asks which is bright and cheerful and which is

grave and serious. Johnny was crying just now and

Tommy was laughing.
" Which resembled te and

which lah ?" The sun shines in here, but over

there it is dark. "Which will soh and fah best fit,

the sunshine or the darkness ?"

The inexperienced teacher has been warned not to

confine practice of the leaning tones to

stepwise progression. He must now

also be warned not to use chordal leaps

without thought, or he will find his pupils making

puzzling mistakes, and appearing to have only an

obscure appreciation of mental effects that previously

they seemed to have felt quite clearly. A brief

examination of certain facts of the construction of

the scale, important to understand here, as well as

Chordal
Teaching.
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helpful at a later stage (see pp. 35-6) will soon show

the necessity for the warning given. The three chief

chords of the scale upon which the FIRST THREE

STEPS are respectively based are constructed alike

Arranged side by side, thus

Perfect

Fifths.

Son EAY!

ME TE

Don Son

Don 1

LAH

FAH

Small, or

Minor Thirds.

Large, or

Major Thirds.

they are seen to be indistinguishable viewed as

groups of INTERVALS. Now it is a great and

pregnant fact of TONAL EELATIONSHIP
(i.e., the

relations of tones to one another) that every mental

effect is derived not merely from what we hear at any

given moment, but from an unconscious comparison

of what we now hear with what we have just heard.

The perception of tonal effect is then partly an

automatic effort of memory. This is another way of

saying that mental effects are the results of sur-

roundings. So, given a set of intervals grouped as

in the chords given above, start a similar set from

the last tone of the first, and arrange a third set to

end where the first began, and you have the series of

separable mental effects already detailed and asso-

ciated with the Sol-fa syllables.
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RAY'

TE

SOH Son / Dominant \

\ chord. )

ME

Don Don (Tonic chord.)

LAH,

/ Sub-dominant \

V chord. ) FAH,

And these effects are maintained when the same

tones are presented in the closer order known as the

SCALE. It is hardly necessary to observe that these

explanations are made for the guidance of a teacher,

and are not intended for children.

It is clear from all this that voluntaries and other

exercises that dwell very much on either the tones of

a SOH chord or the tones of a FAH chord, and do not

sufficiently remind the ear of the tones of the DOH
chord are apt to become extremely difficult; the

sounds not responding to the call of tho names ; the
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iterated Son or FAH chord becoming to the ear more

and more like a DOH chord, and all the associations

of syllable and effect upset. Such an exercise as the

following would naturally confuse most beginners :

dsrtrstsrt, stmd
or as this

dlfdl.fdflmsd
The simplest way of avoiding this danger is to take

care to mix chordal leaps with stepwise progressions.
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CHAPTER II.

THE TEACHING OF TUNE.
THE manner of dealing with the recommendations

of the Code as to TUNE a term comprehending
all the relations of sounds in pitch will now be

described.

GRADE I. INFANTS.
Musical Knowledge. The "mental effect" of the scale

degrees and their association with hand signs and Sol-fa names

can be easily and pleasantly taught. The degrees constituting

the key-chord (Doh, Me, Soh, Dott, or Soh
{ , Doh, Me, Soh,

according to pitch of the key -tone) should be practised in this

way. But, as a rule, no instruction in written or printed
notation need be attempted. The main aim should be to develop

the sense of tune and rhythm by the neat execution of songs

taught by ear.

The ability to pass from tone to tone of the Doh
chord must be regarded as a minimum standard of

attainment. It must be noted that it is suggested

that the whole scale can be taught by mental effects,

hand-signs, and Sol-fa names. It may be hoped

that teachers will find it possible also to give at least

the older section of the Infant Class some practice

from written or printed notation.

It is almost a necessity that Infants should be

taught by a female teacher. The pattern of a male

teacher, besides being an octave too low, fails to

provide a model of the quality of tone to be worked

fcr. When the class consists of very young chil-

dren, who have not even sung little tunes together,

the lessons on the chord must be subordinated

to the necessity of teaching by ear simple infant
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songs with words, and of getting single notes and

short simple phrases imitated. The teacher will have

to put up with some noise when the class first tries

to imitate a sound, but at each practice (which should

at first be short, and never very long) an improve-

ment will be noted that will encourage the commence-

ment of the systematic teaching of the chord. Doh

and soh should first be imitated, the hand-signs

introduced, and the names written on a blackboard

one over the other. The class should then be freely

exercised in several keys until they can fairly take

soh from a given doh. The advantage of the Hand-

signs to an infant class teacher is great. The

children may not be able to read, but they will

easily understand the signs, and, besides, they quickly

learn to make them with their own hands.

Yery simple ear exercises may now follow, such as

asking
" How many dohs and how many sohs do I

sing?" d d S 8 S
* * d 8 8

* *
'

d d d S.

The class will now be prepared to learn me. The

teacher may at first promise to sing a new tone and

tell a new name. Having sung d 8 8 d, using the

Sol-fa syllables, she asks "Did the new name come?"

Then she sings d 8 8 n, and asks "What is the

new name, and where did it come last or first ?
"

Then she sings d S m d, and asks similar questions.

Next the teacher patterns me, and gets the class to

imitate. This is done several times. The teacher now

asks the class to sing the me after she counts five.
* *

Again, after ten.
* *

Again, after she sings d S-
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Then the teacher patterns s PI and d S m and

d S S n, and the tone is fairly introduced.

The order of arrangement, d m S and n d S, and,

in fact, all possible orders, will now be practised, and

simple ear exercises may be attempted, such as
" Do

I sing d S PI (the teacher singing to laa} or d PI S ?
"

and so on.

Throughout these exercises the singing should be

as soft and sweet as possible, and the teacher should

take care that the pattern is a good one in this

respect. The teacher should not sing with the pupils.

An intelligent class already sharpened by practice

of songs could follow a less dogmatic lesson. After

securing the imitation of miscellaneous single sounds

the teacher sings to laa, d S, asking the class to

observe that one is highei than the other. Then still

singing to laa she sings d d S S S, and asks how

often the low one and the high one came. The class

now imitates several times to laa the doh followed by
the soh, and the teacher tells the names and intro-

duces the hand-signs. The names are then written

on the blackboard. The two tones should now be

sung in any order and in many keys, and ear exer-

cises should follow. The class will now learn me.

The method of presentation about to be described is

one that can be employed witji great eifect with all

the other tones of the scale in turn. The teacher

promises to sing a new tone, and invites pupils to
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hold up their hands when they think they hear it.

She then sings to laa, say

dsdssdsssd
and asks, "Did the new tone come?" Perhaps some

will answer Yes and some No, and a great many will

not answer at all. [The teacher will take care to

commend the pupils who answered, whether they were

right or wrong, it being at this stage far more im-

portant to develop a habit of answering than to

elicit correct answers. The question being
" What

do you think ?
"

all answers are right in one sense if

they reflect thought. In any case the teacher should

at the outset use all her powers of persuasion, and all

her authority to induce pupils to think and to answer

without fear of a rebuff. No doubt this plan brings

a teacher dangerously near to an encouragement of

indiscriminate guessing. But no method of teaching

could be entrusted to a teacher incapable of feeling

her way between extremes of this sort.] The teacher

agrees that the new tone did not come. She sings

another variation on doh and sohj still not introducing

the me. Curiosity will now excite the greatest

attention to a third phrase in which the me may at

last find a place, say as follows :

dssdsdssmd
The class will now imitate the sound, and endeavour

to sing it after the teacher sings d S and d d 5 s s r
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etc., etc. Next the class may sing first from the

teacher's pattern, and then without,

d s PI

d s m s m d

d m s m d

d 8 d m d

and attention should be drawn to the bold character

of soh, and the quiet and somewhat sad me, the

hand-sign should be introduced, the children them-

selves making it, the name should be added to the

blackboard between doh and soh, and an easy volun-

tary pointed. Then at this, or a later lesson, the

representation of the Sol-fa syllables by their initial

letters will be explained, and a horizontally-written

exercise should be placed on the board near to the

upright column of names, thus

Son

ME dsmdmdsmd
Don

After pointing the exercise on the column the pupils

may sing it from the line. If any errors are made

the teacher should pattern corrections on the modu-

lator. The exercise may now be sung backwards, or

in any order the teacher chooses to point, and ear

exercises should be freely given.

The upper doh and the octave mark will now be

taught, and the chord of doh will have been pre-

sented to the class. The tones of this chord will now

be practised in every conceivable order. The leap
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d 1

PI generally gives most trouble. This leap is one

that cannot be fairly asked for in any easy order of

the chord. Nevertheless it would be unwise to

neglect to practise it. The class may be asked to

sing the me after the teacher sings d PI S d 1

,
and its

effect should be contrasted with that of soh by every

good illustration the teacher can think of. For

instance, one child can be selected to sing the me after

the class has sung d PI 8 d 1

.

For young children the keys of C or D will be

best for the tonal range doh to doh*. But soh
{
should

be taught more or less on one of the plans suggested

above, and a tonal range of soA, to soh employed.

This new tone makes many new phrases with the

other tones, and will occupy the class for some time.

As s,, even in the highest key named above (key D), is

too low for young children, the keys of F and Q- are

best for the tonal range s, to s. Upper m 1

being too

high, even in the lowest key (key C) in which it can

be used, is hardly called for just yet, unless the teacher

is certain that it can be sung without strain by his

highest voices. All the effect of the range m to n 1

can be got by using the keys of Bk, A, or Gr, whose

m, m are not far off the m m 1 of key C. In

short, the rule must be : Adapt the key to the tonal

range so that neither the highest nor the lowest scale

note is out of the easy compass of children's voices.

The requirement of the Code should not be inter-

preted as demanding merely an exercise consisting of
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four notes illustrating some arrangement of the

chord beginning on doh. It is at once easier and

fairer for the pupils to be tested by a longer passage.

The most difficult leaps are as follows :

d 1 m

d m d1

m d 1 d

s, m d

m s, d

8, s d

SPECIMEN EXERCISES.

No. 1. Key C or D. Easy order.

d
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The difficult leaps are here much eased by the

occurrence just previous of the notes to which the

leaps are made.

Fresh interest can be imparted to lessons in this

Step bj showing how well the tones taught harmonise

together. The class sings me while the teacher sings

doh, then vice versa a more difficult and instructive

task. Then the same process is repeated with me

and soh, and again with doh and soh. Dividing the

class into two sections the whole process is repeated

without the teacher singing. Three parts may now

be attempted, the teacher singing doh while the

divided class sings me and soh, and so on, until, at

last, the whole chord d PI 8 d 1

is sung by the class in

four parts. Throughout these exercises the teacher

should insist on soft, sweet singing. The tones should

not be held very long, and the exercises must never

exhaust the class. Tendency to flatness must be

closely watched, especial attention being given to me,

STANDARDS I AND II (GRADE II).

Code Recommendations.

The class should be able to sol-fa dowly from pointing

on the modulator, in any key (the key-tone and chord

being given} the tones of the Doh chord in any order,

and the other degrees of the scale in stepwise succession.

All variations in the order of arranging the tones

of a DOH chord must now be practised, and the

leaning tones must be introduced.
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Mental effect: piercing, keen, exciting, leaning,

,

and very expectant of d 1

.

If taught stepwise t must be approached

from d 1

. But it is much more effectually taught

from s. Its bright incisiveness, its urgency, are then

patent. Such a phrase as this illustrates these

qualities

d m d s s t d 1

Its expectant character can be easily felt by omitting

the d 1

. The hand-sign is a great help. Practise

from d 1 thus

d n s s t d 1

t d1

d 1

t d 1

s PI d

Lower t is easily approached from s or S;

Mental effect: prayerful, leaning, and expectant of

d. Upper replicate, r
1

, rousing, hopeful.

If taught stepwise r is best approached

from n. But its distinctive effect is best taught by

leap from s or d 1

.

d s m d m r d

Again expectancy will be illustrated by omitting the

last note. (See further p. 19.)

Upper r (r') is best taught by leap from s.

/T\

d n s s r 1 d 1

Then practise from t and d 1

. The hand-sign will,

of course, be introduced, and the plan suggested for

teaching the FIRST STEP tones freely employed. The
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combination of t and r with one another and with

S should be illustrated, and voluntaries and black-

board exercises including all the tones of both Steps

should be given in abundance. In constructing

voluntaries the teacher must bear in mind the advice

given on pages 4-6.

SPECIMEN VOLUNTARIES AND BLACKBOARD EXERCISES

Second Step.

The Son chord added to the Don chord.

No. 1. In keys C or D.
d s n r dsmsd'std'sdmrd

No. 2.

d r m d s drdsnrmsrmsd 1

No. 3.

d t, d m rdst, dmsdrdmrd
No. 4.

dsmstd'sd'td'sdmrmsrd
No. 5.

d m s m d 1

s t r 1 d 1

s m d 1

t d 1

r
1

t d 1

No. 6. In keys F or GL

d s, d m r d s, t, r d s, r n r d t, d

No. 7.

d t, d s s, m d s, t, r d s r m r d

No. 8.

d s s, d t, r d s t, m r d t, d

The foregoing are not Code tests. They are

exercises for study and practice. All passages found

difficult should be patterned by the teacher.
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Mental effect: grave, serious, expectant. It is

easy to sing when it occurs between s and ni,

I 1 thus s f m, but a leap from d or d 1

brings

out its distinctive effect with greater clearness.

FAH by step.

fid
:n
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Key F or GL

s,:d|t,:d |r :t,|d:s
If

:t,|d:n |r
it.ld:-!!

jldisJmir
Id :s If :m

|r
:t, Id :f

|t,:r
Id:- II

Fah
{

can be introduced only in fairly high keys.

When approached by leap its effect is most solemn.

Key F.

||d
:t,

|d
:s,

|d
:-

|f,:- |

s, :- s, :-
|d

:-

:m r :d
jf,

:- f, :- s, :- s, :- d :-

d :m d :f, Is,:- Id :-

Mental effect : sad, weeping, slightly expectant,

but not definitely up or down. When

taught stepwise the first difficulty is to

distinguish it from f . The two phrases

s f m

and sis
should be patterned and sung and given as ear

exercises until the class clearly feels the difference.

The teacher should sing one phrase, and ask the class

for the other, and individuals should be asked to sing

each phrase in turn. The approach

d 1

t 1 t d 1

is fairly easy. But no real grasp of the tone will be

gained until it is practised by leap. The sorrowful

effect of 1 is illustrated by

d 1

1 t d 1
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sung slowly and with the needful expression. This

phrase should be contrasted with

d 1

s t d 1

until the difference is fully realised. Then leaps

from d should follow :

d :s In :d II

d :-
|1

:-
|.

||d
:t,

|d
:n

|1

Us :m
|r

:d II

and it should be contrasted with its companion f and

the other tones of the scale.

8 :

: Is :

Key C or D. Lah and Fall.

S|d:ms:d'f :-m:
M

f :-

Ud.-d'll :t
|d':s |f

:n
|d':d

If :m II :s
jd:-||

||d:sf
:m d':l f :m r:d f :1 s:t Id

1

:-

The harmonious effect of the combination of f, 1, and

d 1

should, if possible, be shown. If a few picked

pupils can manage to perform the following exercise :

Key Efe. or F.

m :

d :

8
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the effect of all three chords will be listened to with

interest by the remainder of the class.

Lah
t

should now be introduced. It has a pathetic

and plaintive effect when sung slowly that easily

arrests attention. The following phrase sung softly

and slowly will illustrate this :

:d 1, :- t,:d 1:- t:d l:t d :-

Even the stepwise succession

: d

will bring out some of the beautiful emotional effect

of
1,. Leaps from f should now be practised, and

they should be contrasted with leaps from f to tr

f to 1, and f to t,

Keys F or GK

d :- |t,:d ll.r-lt.rdlf :- d :-

r :m If :- II, :- It, :- d :r Id :-

d :-

II

II

j|d
:- t,:d

|f :-|t,:-|s
:f

|l,:t,|

Many of the foregoing exercises may be considered

too difficult for children in Standard I. But it must

be remembered that they are not like the examina-

tion tests, viz., passages to be sung at sight. They
are intended as illustrations of effect, and they should

be patterned again and again by the teacher, and

repeatedly sung by the class until they are correctly

rendered.
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SPECIMEN VOLUNTARIES AND BLACKBOARD EXERCISES

Third Step.

The FAH chord added to the Don and Son chords.

No. 1. In keys C or D.

dsmfmrdssflstd'sftd1

No. 2.

mrdfnrs s 1 t d'slfmr d

No. 3.sdfmrdms d'lffmrd
No. 4. In keys G- or F.

d n r d 1, t, d n s f 1, t, d

No. 5.

3 m d s, 1, t, d s, s d f f m

No. 6.

m s d s, 1, s, m d 1, s, s f n

Like those given in adding the Son chord to the

Don chord these exercises are not Code sight tests,

but intended for study and practice.

The following exercises do not exceed the Code

requirements, and may, therefore, be regarded as

SPECIMEN MODULATOR TESTS.

For Standards I & II (Grade II).

No. 1. Key C.

d s m r d s 1 sfmsltd'r'd 1

No. 2. Key GK

d t, d s, 1, t, d m s s, d m r d t, d

No. 3. Key D.

d m r d t, d s f m r mfsdrd
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No. 4. Key A.

d t, 1, S, d 8, 1, s, m r d s f m r d

No. 5. KeyEb.drmfsmdt, drmrdssd
No. 6. Key Bb.

d s, f, m, s, d tj d^
r d s, 1, t, d s, s, d

No. 7. Key F.

s, d t, d r m d s, 1, t, d r m d

No. 8. Key C.

msd 1 sfmrmsd 1 td'mrd
No. 9. Key A.

s, d m s, 1, t, d s f n d s, m r d

No. 10. Key GK

d I, d 8, I, s, dmdrmfmrmd
No. 11. Key Bb.

m, s, d 8| f, m, s, 1, s, d t, d m, f, m,

No. 12. Key C.

dd'msfrormsd'tlsmd
STANDARD II.

In large schools where the Standards are taught

separately, a higher proficiency may naturally be

demanded of Standard II "(and of Standard IY)
than of the previous Standard.

A greater fluency in the execution of the

exercises for Grade I than is expected from

Standard I may be looked for, and, besides, some
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proof that the coming transition to the next Grade

has been prepared for. It would be well, therefore,

to have leaps to and from the leaning-tones regularly

practised, so that, at least, the chord of Son, if not the

chord of FAH, can be submitted for a test voluntary.

In view of these demands the wisdom of basing the

teaching upon the steps of the method is obvious.

The most difficult passages likely to occur in a test

for Grade II are those that move stepwise and then

leap in the same direction, or vice versa. Thus

t 1 s m
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DICTATION EXERCISES.

dmrds slssd
slsfm mrmfm

slsltd 1 sfmsd
dslsd dsfls
dsfrd slsrd
STANDARDS III AND IY (Grade III).

Modulator. The class should be able to sol-fa at

sight from pointing on the modulator, or from dictation,

in any key, simple passages in the major diatonic scale,

including fe and ta in stepwise progression, used thus,

s fe s d 1 ta 1, and

Written or printed exercise. To Sol-fa at sight

written or printed exercises, including the notes of the

Doh chord in any order, and any other notes of the

major diatonic scale in stepwise succession, and fe and

ta as described above.

The new points are the addition of the sharpened

fourth, or fe, and the flattened seventh, or ta. The

modulator exercises may include any simple leap,

but the printed exercises need include only leaps in

the Doh chord.

Modulator Work.

The scale hitherto studied, with its marvellous

and beautiful inter-relations, has consisted

of seven tones, or if the octave of the

key-note is included, of eight tones. It has been

shown already that the sense we have of these
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r

d 1

t

1

m

d

fe
.t,

relations, or of tonality as it is often

called, depends partly upon memory,
and that a new key or tonality is more

or less dimly felt when the chords of

Son or of FAH are used too exclusively.

This feeling for a new centre of gravity

a new key is intensified, so far as

the Son chord is concerned, when a tone

is heard between f and s, because s is

now approached by a semitone or little

step just as with d. The name of this

new tone is derived from f (see p. 89), and is called

fe. Fe, it is obvious, must be used cautiously, or it

will upset the associations of syllable and mental

effect that have been established. The leniency of

the Code in requiring that fe shall be sung under

only the easiest possible conditions will now be

appreciated. The mental effect of fe is that of an

intensified t- It as strongly suggests s as t does d 1

.

The sound of fe may be taught by frequent

pattern of s fe S, or it may be practised on one of

the methods before described. A forcible illustration

of the effect of fe is to sing some well-known tune

in which it occurs, and substitute f for the fe. The

following are illustrations :

Key G. " Old Winchester."

:d In :-.nir :d If :f |n j

! I

m Is
:fe

:f
s : :
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KeyF. "Farrant."

;d Id :r |m :r Id :f |r J

in :s |s
"

Is :- .|-

Key F. " Melcombe."

s Is :f |n :r Id :1 |s

d 1

:t |1 :s s
e

|s

Another way of contrasting fe with f is for the

teacher to sing s fe S and the class to reply with

S f m, and vice versa. The identity of s fe S with

the tune of d t
(
d should also be plainly shown, not

only as a help to the right sound but as a preparation

for the coming Step. It is interesting at this stage

to draw special attention to the differences in the

width of the steps of the scale, m and f and t and

d 1

being close together, and the other contiguous

tones being twice as distant from one another. This

variety in the width of step may be pleasantly and

plainly enforced by getting pupils in turn to walk on

the floor in imitation of the scale sometimes as from

d to d 1

,
and at other times from r to r 1

,
&c. &c.

Ta (which should be pronounced taw, not tah or

torr) is the name of a tone between t and 1.

The chord of FAH, always ready to be

regarded as a DOH chord, very quickly loses its
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f ta

m 1

8

d f

character when ta is heard, because it pro-

vides a f to confirm any doubt as to key.

d 1 ta 1, therefore, sounds like s f PI, and

this is the best pattern for it. The Code

requires only this easiest use of ta. It

must be approached from d 1 and quitted on

1. In teaching, it should be contrasted

with t, say in this manner : The teacher

sings d 1

ta 1 and asks the class for ltd 1

;
and the

other methods now familiar should be utilised.

The modulator tests for this Grade may include

leaps to and from any tone of the scale. If chordal

teaching has been faithfully followed these possible

leaps will not present much difficulty. The teacher

must use his ingenuity to avoid pointing stale or

perfunctory voluntaries. Imitative or sequential

passages (i.e., passages that imitate one another in

rise and fall) are good practice. But they should

be varied by threatened sequences not carried out.

Classes or individuals with an ear for such imitations

find great difficulties with passages like the following

d m r 8 which are sung as d m r f

The leaps that give most trouble are

d 1

r 1 r
1

t m

d 1

1 r 1

1 s f d

d 1 f d m 1 d 1

t s

d 1 d m t 1, f
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SPECIMEN MODULATOR VOLUNTARIES.

(Standards III & IV, Grade III.)

No. 1. Key C.

d r f m s fe s f m s

d 1 ta 1 t d 1 s f r d

No. 2. KeyD.
dt, rdfmsfmlsfe
s f m d 1

t d 1

ta 1 t d
1

No. 3. Key Eb.drmsflsfest
d 1 m 3 d 1

ta 1 s 1 t d 1

No. 4. Key F.

dt, dsmrdsrmsfe
s f m s f r d ta, 1, t, d

No. 5. Key GK

d ta, 1, t, d s fe s f r

n d t, r d 1, s, t, d

No. 6. Key A.

s, d t, r d m r S, 1, I,

r d ta, 1, t, d r t, d

No. 7. KeyBt>.
s, fe, s, f, m, s, d ta, 1, t, d r m s, 1, t, d

No. 8. KeyE.dslrsdft,ms
fe s f r 1, d t, r d
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As the written or printed tests for Grade III

involve only the musical difficulties that were tested

on the modulator in Grade II (with the easy use of

f6 and ta added) only the special differences between

modulator and printed exercises need he noticed

here.

Although, so far, only modulator work has been

described it must be understood that blackboard or

chart exercises have been studied side by side.

BOOK EXERCISES, of course, cannot be relied upon
at this stage unless they are judiciously combined

with blackboard and chart exercises that are precisely

the same as those in the book. It is fruitless to

endeavour to fix the attention of young children to

an unfamiliar exercise in a book.

Written exercises have an advantage over the

modulator : they show what is coming next.

A good preparation for written or printed exercises

is to write the scale horizontally on the
Horizontal

Scale. board, thus,

BI 1, t, d r m f s 1 t d 1

or thus

m 1 r 1 d 1

t 1 s f m r d

and to point tunes and voluntaries just as on the

upright modulator. In this way the eye gets accus-

tomed to the level of the printed notation.

The tests given for the previous Grade will serve

as models.
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As pupils at this stage should be studying time

and tune together, easy tests like the following will

not present difficulty.

STANDARDS III AND IV ((TRADE III).

||

Key D. Tune tests with easy time.

d :t, Id :m Is : II :s

:

XeyD.

jlm
:: |r :d Is :f

s :m |d :

m :s Id
1

:Id
1

: m :s
j

m :r Id :n |r :m |d :

KeyD.
Ud : :n

|r
:d :r In : :s Is : :

j
I I )

.

(II :s :f in :f :s |1 : :t |d' : :

KeyF.
(Id :s

}
:d In : :r d :t, :d |r : :m

jMl II
Uf :s :1 Is :m :d Is, :1, :t, Id : ;
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When the class shows fair facility in using the

Sol-fa syllables they should be taught

to sing easy exercises using the syllable

laa. It is true that this practice is not

required by the Code of this or of any Grade.

But the teacher, at least, must learn to laa in order

that he may pass the examination for which this book

prepares, and, for the still more important reason

that he may be able to give ear exercises. And apart

from the value of laaing in helping pupils in sight-

reading, they must be taught to laa because the

practice is one of the best possible aids to telling ear

exercises. It cannot be said that pupils have fully

grasped the mental effect of scale tones if they are

unable to recognise them when sung to laa or to

words, and it is certain that when the Sol-fa syllables

are always used in exercises there arises such a slavish

dependence upon their utterance that singing to words

becomes merely singing by ear, and gross mistakes

are made, as though note singing had never been

attempted.

Exercises in laaing should be very easy at first, and

they should be practised when the class is fresh and

attentive. Little phrases sung once to the Sol-fa

syllables may be immediately sung to laa. But as

this plan involves simply an act of memory of

melody it should not be relied upon exclusively.

A more thorough method of practice is to

go through all the tones of the scale in the Step
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order and get them sung to laa. Thus the teacher

giving a d (calling it laa) asks for its s to laa. He

changes the d once or twice and each time asks for

the s. Then, singing d S, he asks for m, and again

singing d m S he asks for r, or f, or 1, and so on.

When this is done fairly well he gives a sound for d

and invites the class to think the sounds of

d m s f m

and then, without allowing the class to Sol-fa, he will

ask them to sing to laa. And so on, with, say, such

phrases as

d

d

d

d

d

8

8
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Greater proficiency may be required of Standard

IY than of Standard III when

taught separately. Fluency in

rendering the tests for Grade III, and proof of pre-

paration for the work of Standard V in Grade IV

may be looked for.

Such plans as the following are designed to

promote fluency :

1. Singing up or down the scale and omitting

one note. The teacher says, Sing from

d 1 to d, or from t, to t, &o., and leave out

S, or f ,
or m, &o.

2. The teacher and class sing alternately the

notes of an exercise.

3. The class having been divided into two or

many sections, each section sings a note in

turn.

4. The class sings all the lahs or fahs, &c., of an

exercise, the teacher taking the other notes.

There should be no difficulties of time.

The following is a suitable exercise

:s Id :f In :1 Is :m I

II

:d It, :d
|r

:f In :

s :d' In :1 Is :f In :s

d :

II

||f
:n
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5. The class endeavours to sing an easy voluntary,

using the alphabet from A to Z, instead of

the Sol-fa names, or using the names of

the days of the week, or any words quite

familiar, or the syllable koo.

Grade IV introduces written tests with changes

of key and passages in the minor mode. Standard

IY should therefore begin to practise from the modu-

lator leaps to and from fe and ta, easy changes of

key, and, if possible, at least the minor chord LAH.

Suitable tests are given below, but explanations will

be found later on.

SPECIMEN TESTS FOR STANDARD IV.

When taught separately.
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CHAPTER III.

TRANSITION AND THE MINOR MODE,
STANDARDS Y AND UPWARDS ((TRADE IV).

The class should be able to sol-fa slowly at sight from

printed or written copies simple diatonic passages in the

major key, and simple passages containing a transition

of one remove indicated by bridge-notes.

Also, to sol-fa passages in the minor key or mode,

introducing se used thus 1 se 1, but without intro-

ducing fah, or bay, or soli. (See p. xxvi.)

It is desirable, especially in Standards VI and up-

wards, that passages including oblique approach to

bridge -notes and the complete minor scale should be

familiar to the class.

The new points are Transition of one remove

indicated by bridge-notes, and the minor mode.

TRANSITION.

Hitherto the key has not been altered during the

course of any one exercise, although successive exer-

cises may have started in different keys. But it is

often the case that even a short piece of music, such

as a hymn-tune or a school song uses two or more

different key-tones.

This going from one key to another is called

TRANSITION, or change of key. There are as many
different changes of key as there are notes in the

chromatic scale, and composers make use of any or
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all of these changes just as it suits them. On an

instrument changes of key present only mere reading

difficulties, but to the singer, dependent almost entirely

upon his power of reckoning from note to note, and

hampered rather than helped by the key last

established in his ear, changes of key often present

great difficulty. In the Tonic Sol-fa notation

changes of key are shown by placing Sol-fa names

together, thus sfc

^ ^
d m sd t, d d s f m r d

which may be shown to a learner thus

d

In the first case the singer is told to find s and

regard it as d, and in the second case to find d and

regard it as s. The tone on which the change is

made is called the BRIDGE-TONE. The extreme

simplicity of this device for showing changes of key
is apt to mislead inexperienced teachers and ex-

aminers. A notation may by ambiguity and want of

clearness, increase an inherent difficulty. But no

notation, be it ever so clear and true, can do away
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with an inherent difficulty. To the uninitiated the

following passages

(1) d t, d PI
8d t, d r d ds f r d

(2) d m s 'd 1 s 1 s d fm d f t, d

present no particular difference. In each case some

note of a key becomes some note of another key, and

there is no obvious difficulty in one change more than

in the other. But as a matter of fact the difference

of difficulty in the two passages is great. Average

capacity could soon be taught to sing passages like

No. 1, but only exceptional capacity after long

training could calmly and fluently sing passages like

No. 2.

It is extremely important for teachers to know

enough regarding changes of key to enable them to

avoid disasters in constructing exercises and to

understand causes of failure. There have been

instances where passages of exceptional difficulty

have been applied as tests, even by Inspectors who,

misled by the facile expression of the Tonic Sol-fa

notation, have seemed to suppose that Tonic Sol-fa

school pupils should be able to make any scale note

into any other scale note indifferently.

The law of difficulty in changes of key may be

stated as follows :

The easiest changes are

1st. Those whose d is farthest from the formei

d or d 1

.
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2nd. Those whose DOH CHORD already exists in

the former scale.

3rd. Those whose tones least conflict with those

of the old scale.

1st. 2nd. 3rd.

d 1 r 1

8 s d

*
; 8 ff d f

f
*'

1 t n t, m 1,

s* ml 1, r s,

f* s d s, d f,

n
d f f.ta,*'

n
'

r m m, 1, r,

d d, f,

(1.) The scale tones farthest away from d 1 d are f

and s. Hence these are easy changes, t and r are

near to d. Therefore these are difficult changes

when made into d.

(2.) It has already been shown that the Soh chord

and the Fah chord are shaped like the Doh chord,

and are always, as it were, waiting to be regarded as

Doh chords on slight provocation. The shape of the

chord of Doh cannot be imitated by beginning else-

where without using flattened or sharpened tones.

Hence again f and s are shown to be the easiest

changes.
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Removes.

e becoming Doh, and

Eay becoming Doh.

r 1 d 1

t

1

^3 )
To build up steps of a Doh scale from s we

require to use fe and to reject f ,
and to build up the

steps of a Doh scale from f we must use ta and

reject t. Hence again f and s are shown to be the

easiest changes, because no change of key can require

less that one new note, and all other changes than to

f and 8 require at least two new notes.

A change of key is called a remove of key. When
a remove involves the rejection of one

note of the key quitted (as in the case

of 8d and f
d) it is called a one

remove transition. If two notes are

rejected the change is called ttco

removes. If five notes, five removes

(as in t,d), and so on, the number

of a remove being derived from the

number of times the tones of the

new key differ in pitch from the

tones of the old key. It is a

common error to suppose that

removes are numbered by counting,

up the steps of the scale thus,
rd r

one remove
;
n
d, two removes, &c.

A change of key that requires

what is termed a sharpened note (thai

is, a sound a semitone higher thai*

the tone of the old key displaced to

form the steps of the new key, as in the case of sd?

where fe, not f,
is required) is called a SHARP remove

d 1

t

1

n s

r f

. m

d

t,
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A change of key that requires what is termed a

flattened note (that is, a sound a

semitone lower than the tone displaced,

as in the case of fd where ta, not t,

is required) is called a FLAT remove.

The modulator being in upright columns it is easy

to show with great distinctness the
Removes

.

on the relations of keys to one another.
Modulator. m* . ,, .

The keys that require sharps are

placed on the right, and those that require flats are

placed on the left. Starting from any column, the

column next on the right is the first sharp key, and

the column next on the left is the first flat key.

If d r m S are sung and then f
, Sj 1, d, starting

from the same pitch, there is

nothing to distinguish one phrase

from the other; each set of Sol-fa

Distinguishing
Tones.

d syllables fits the tune. But if d r Pi f s

t, and f, s, 1| t, d are contrasted in the

. same way the f or the ti distinguishes
n X i

one phrase from the other. The tones of

a new key that thus differ in pitch from

those of the old key are therefore called

DISTINGUISHING TONES.

It has already been shown that removes are num-

bered by noting the number of

d f

Seven Column
Modulator. new or distinguishing tones they

require. It will be seen now from

the extended modulator which places successive

sharp removes on the right, and successive flat
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removes on the left, that removes of columns always

coincide in number with removes of key, and therefore

with the number of distinguishing tones.

r 1
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KEY C. G.t.

d n s f n
l, t, d ro r d

re. f.p. c.t.

ds f n im f r t,
df s t, d

It cannot be claimed that the registration of these

distinguishing tones is indispensable to Tonic Sol-fa

singers, but it certainly is a help to a teacher or

conductor looking over music to see at once what

removes are used, and when an experienced singer

sees a group of distinguishing tones he is warned

that a difficult change has to be attacked.

It is easy to commit to memory the distinguishing

tones of the first sharp and first flat keys, but it is

unnecessary to burden the memory of a school teacher

with the distinguishing tones of all the other removes.

Another ready means of identifying first remove

changes where, as in blackboard exercises, they may
not be otherwise shown, is to observe the interval that

would have to be sung if the bridge-note and the

note it becomes were regarded as belonging to one

key. Thus

1 23
dm s "1, t, d r t,

ds f PI
r
s, 1, t, d45 6

nt d 1

s f !m r d t, d "1 t d 1

s PI d

Here 1. m to 1, would be a fifth down.

2. d to s fifth up.

3. r to s, fifth down,

4. m to t fifth up.

5. 1 to n fourth down.

6. n to 1 fourth up.
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A generalisation from this is that all notes that

are, as it were, transposed a fourth or a fifth are one

remove transitions.

The meaning and object of the limitation of the

Code requirement to simple passages containing

transition of one remove will now, it is hoped, be

thoroughly understood.

Already, in the work of the previous Grade, one

remove changes have been

anticipated by the practice of

fe and ta, the chromatic

naming of one remove distinguishing tones. It has

been shown that the use of fe soon turns the Soh

chord into a Doh chord, and that the use of ta

similarly affects the Fah chord. It is obvious that

with the assistance of fe or ta all one remove

changes of key can be represented without bridge-

notes or side columns. This fact brings us face to

face with considerations most important for the

teacher to understand at this stage.

If S fe 1 8 is truly d t, r d, and d 1

S ta 1 is

truly s r f m, why are fe and ta introduced at all,

and why is not the proper key always properly

noted? How can the wrong naming be justified,

and how, on the theory of mental effect, can the

wrong names be expected to suggest the right

sounds ?

The answer to this is

1st. That many changes of one remove last only

for a few pulses.
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2nd. That the mental effect of the first few notes

of most changes is mixed. For a while some of the

old mental effect still clings to the tones being

changed, and the old syllables attach themselves to

this remnant of the old effect.

3rd. But if the change is prolonged the old

mental effects quite die out, and the old syllables

only suggest their sound with difficulty.

Therefore, for brief or PASSING TRANSITION the

tones are named in the old key. This is called the

IMPERFECT METHOD. But for a continued change

or EXTENDED TRANSITION, bridge-tones are employed,

and the tones are named in the new key. This is

called the PERFECT METHOD.

EXAMPLES.

Imperfect Method, using fe or ta.

NO. i. r "idsnrmsfes 1 sfesfmrd
No. 2. r "1

n s d d 1 ta 1 s ta 1 t d 1

No. 3. Perfect Method (First sharp key).

d m r d sd t, r s, t, r 1, f t, r d s f m s d

No. 4. The same on the Imperfect Method.

dmrdsfel rfelmd'fel sfnsd
No. 5. Perfect Method (First flat key).

d t, s fd f m r s f 1, m s, f, r n l t d 1

No. 6. The same, Imperfect Method.

d t, s f ta 1 s d 1

ta r 1 d ta, s 1 t d 1
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The Imperfect Method is always more difficult to

maintain in first flat changes than in first sharp

changes.

Sometimes in part-music one part enters a new

key while others are resting. In

Bridge -'notes I

suc^ cases ^ would be unnecessary,
' even if it were possible, to expect

parts that enter after the first to keep a bridge-tone

in mind. They can far more easily find their sound

from the tones of the new key that have been heard.

But this applies only when the parts are practising

together. The bridge-note is equally wanted by all

when the parts are practising separately. In order

to provide for either contingency the bridge-note in

these cases is printed in brackets, thus

*
s.
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the part that first enters a new key. In music where

bracketed bridge-notes have not been employed this

practice helps the singer to know whether to observe

or to ignore the unbracketed bridge-note.

TEACHING TRANSITION.

If phrases including fe and ta have been

patterned as directed on page 36, the idea of change

of key is already partially before the class. The

connection between the Perfect and Imperfect

methods of Sol-faing must now be shown more

completely.

The Fourth Step Modulator is useful at this stage.

It shows just what is being studied and no more.

As it is a matter of great importance to educate

the eye as well as the ear to observe the facts of

transition, the building up of the three columns on

a blackboard in the presence and even with th^

assistance of the class is an excellent lesson. The

fact that soh and fah often become new dohs may be

dogmatically stated. Thus the teacher having

written a scale from s, to f ', properly spacing the

steps, and having reminded the class that the steps

are not alike, announces that he is going to write

another column with a d commencing from the old s,

and having written d on the right of s, he asks

" where will t, come?" "and where 1,?" and so on

until the class has dictated the whole scale. In the

same manner a scale is afterwards formed from f .
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An even more dogmatic style of teaching will be

necessary for most school classes, and the reasoning

out will be all the better followed later on. Thus

the teacher may pattern phrases, and simply draw

attention to the fact that " one note is being made

into another." Such phrases as the following will

serve this purpose :

Teacher points and sings,

d m s s 8d t, d

d m n m n
l, t, d

d m r r
s, 1, t, d

n s d 1 d 1 dls f n

dsf fdnsfn
Some pupils find much difficulty in singing one

sound to two names.

The connection between the Perfect and Imperfect

methods of Sol-faing may be practically shown thus.

Teacher says : "I want you to name in the right

hand column what I sing in the centre. Thus, if I

sing s fe S (pointing) I want you to sing d t, d

(pointing right-hand column), and if I sing

8 1 fe S you will have to sing d r t, d. You will

notice that my fe's will always come out as te's, and

you must be on the look out for the notes in this

column (pointing) level with those in this column

(pointing). Now let us begin."
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Teacher slowly sings, pointing
in centre column. The class responds.

s fe s d t, d

o 1 fe s d r t, d

s m fe s d 1, t, d

sltfes d r n t, d

s r fe s d 8, t, d

s d 1 fe s d f t, d

" Now let us reverse keys. I will sing from the

right hand column, you respond from the centre. So

all my te's will come out as/e's." (The above exer-

cises will serve as specimens).

On another occasion the whole process will be

repeated with the first flat key. The teacher by
several examples having made it absolutely clear what

the class is expected to try and do, sings and points

phrases from the centre column. Having reminded

the class that all his ta's will come out as fah's, the

Teacher sings, pointing
in centre column. The class responds.

d 1 ta 1 B f n

8 ta 1 r f n

s d 1 ta 1 r s f n

s 1 ta 1 r m f n

d 1 ta 1 s s f m r

sftal r d f m

Then the columns are reversed as with the sharp

keys. Although the explanation of many facts of

theory growing out of changes are best postponed until

after skill has been attained, the teacher must take
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unusual care to ensure that his pupils understand

ivhat they are asked to do when changes of key are

pointed or when they are shown by bridge-notes.

Practice in this case is useless if it is blind.

Questions given in sight of the board or modu-

lator, such as "What does 1 become when I go to the

left?" "What does m become when I go to the

right?" &c., all tend to promote clear thinking.

The next step must be to get extended transitions

sung from the modulator. To train observation the

teacher should often sing and point little phrases

that change key, as, for instance

Centre d m S ^ Left hand col.

d S f r
s, Eight hand.

m s d 1

tpi

and ask on what tone the change was made. He
then starts in the left or right column and makes

changes to the centre, and asks similar questions.

The note on which the change is made is then

described as the bridge-note, and the class is now asked

to call out the names of the bridge-notes in a longer

voluntary that moves frequently from column to

column. The idea of "making one note into another"

will now be familiar, and the teacher will point easy

voluntaries. Knowing that many of his class will

indolently flow with the tide he will frequently pause

and ask what was the bridge-note just used.
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Voluntaries to be easy should

1st. Introduce the distinguishing tones soon after

the change.

2nd. At first have the sound of the bridge-note

fully named in the old key, and then named in the

new key.

3rd. Avoid leaps until the new key is well

established.

The Code does not mention that modulator volun-

taries are required of Grade IV. But as the

modulator must be much used as a means of study

and practice, it is no hardship if an examiner chooses

to test transition in this way. The exercises and

tests given later on can be sung from either the board

or the modulator.

The written exercises hitherto studied have imposed

I : ; 1 only slight demands upon the
Written Transition. J

I I

understanding. The association

of syllable and effect has been built up rather by

repeated and almost unconscious perceptions of sense

than by efforts of will. An idle pupil with a good
ear quickly learns to sol-fa just as he learns to walk or

breathe. But in singing a change of key represented \

by bridge-notes an act of attention, accurate ob- I

servation, and definite intention are called for. A .

bicycle can be driven at a great pace along a straight

level road, but in turning a corner the rider has to

steer with care and drive slowly. Changing a key is

like turning a corner. The difficulty lies in the

making of the change and not in the pitch of the
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the new key ;
it is wholly owing to the thraldom of

the ear to the key last "felt." It will assist rational

practice if this fact is borne in mind.

In the first place the teacher must aim to establish

absolutely clear ideas as to the meaning of the bridge-

note. This can be done by abundant individual

interrogation and illustrations repeated again and

again. Even when pupils fully understand what

they are required to do they may not be skilful

enough to do it properly. But if they are ever so

skilful they will fail if their understanding is not

precise. Experience has shown that gifted pupils

often fail at this stage because they have never fully

disciplined their minds to realise all that is required

when a key changes.

Such a phrase as

d m s "d t, d d s f r d

should not only be patterned on the modulator but

written on the board as suggested on p. 47, where the

movement up and down is pictorially shown. When
this is done the phrase can be written in the usual

way.

Another plan is to point short phrases on the

modulator, and to elicit from pupils how they should

be written. Such phrases as

s m d m n
l, t, d

d m s d 1 dls f n

s m s d 8 r f n

d m r r
s, 1, t| d



Transition. 63

will answer this purpose. The same phrases can be

used on another occasion in the reverse way ; that is

to say, when they are written on the board, pupils

come forward in turn to point them on a modulator.

Again, the same or similar phrases can be rewritten

on the imperfect method and pupils invited to rewrite

them with bridge-notes. The following classified

exercises should then be studied.

EXERCISES ON TRANSITION.

Section I. Easy changes.

In this section the bridge-note occurs just before

the change. This is the easiest form of approach.

After the change the movement of the melody is

made easy until the new key is established.

No. 1. Key D or Ej. First sharp key.
d
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No. 5.

s m r d d
f, s, 1, t, d r

d t, d t, 1, Sm r m f m d

s d

No. 7.dsmr rslss t d 1

d d
f, s, 1, t,
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No. 2.msdnlfesmd 1 mtalst, d

No. 3.

s m d d 1 fe s 1 s f ta 1 s f t d 1

No. 4.

m s d 1

t fe s f m r f 1 ta 1 t d 1

No. 5.

snirdfeslrmdrtaltd 1

No. 6. Key A or Bfe.

d t, d m d s, 1, fe, s, d r s, ta, 1, s, t, d

No. 7.

d m r d fe, s, d t, d r ta, 1, s, 1, t, d

No. 8.

d m r fe, s, 1, f, m, s, ta, 1, d t, m r d

No. 9.

d t, d s, m, ta, 1, s, t, d fe, s, 1, s, t, d

Fe and Ta quitted by leap.

No. 10. Key C or D.
d m d s fe 1 m r t d 1 ta r 1 d 1

s m d

No. 11.

dsmfed'tl sfmstasltd 1

No. 12.

m s d s fe m feslfmrsltd 1

No. 13.

s dm r d s fermfmstaltd 1

No. 14.

m s d s fe d m s 1 r 1 d 1

t d 1

fe s d
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No. 15. Key A or B!?.

d s, fe, 1, 8, d t, r s, d ta, r d t, r d

No. 16.

d s, m, fe, d t, 1, s, ta, 1, t, r fe, 8, t, d

No. 17.

d m, s, fe, r d t, d ta, 1, s, 1, t, d r d

No. 18.

d r m m, fe, t, 1, s, d ta, s, 1, t, m r d

EXERCISES ON THE PERFECT METHOD. EASY.

No. 1. Key D or E. First sharp key.

d r m s sd t, d rmrd dsfnrd
No. 2.

m s d r m "I, t, d r d t, d ds f m r f m

No. 3.

s PI d 1 s 1 !r d d t, d ds s 1 s f m r d

No. 4.

PI r d s m r r
s, 1, s, 1, t, d ds f m f r d

No. 5. First flat key.
d t, d m s d 1 dl s f PI f m r d m n l t d 1

s n d

No. 6.

PI s d d's n f 'd d n & f n r rs 1 s 1 t d1

No. 7.smdrpifs srmrd
N s f Pi

nltd'dnrd



Transition. 67

No. 8.

d s f m r r
l, t, d r m m

f m r d df s 1 s 1 t d
1

No. 9. Key B or A. First sharp key.

d s, m, 8|
"

(
d t, d r m d d

s, f, m, s, d

No. 10.

m, f, m, s, d df m r d t, d d
s, 1, s, f, m, s, d

No. 11. First flat key.

d m, f, s, d d s f m f r d r m n
l, t, d r d

No. 12.

s, d s, m, s,
8
,r r m r d s f m r r

s, 1, t, d

SPECIMEN CODE TESTS IN TRANSITION.

The bridge-tone is approached and quitted in a

moderately easy manner.

(In low keys.)

First sharp key.
No. 1. Key C or D.

s m s d m r
s, 1, t, s, d m r ds 1 t d 1 r 1 d 1

No. 2.

s f m r f "1, t, d r m d s,

li t, r d r l s f m f r d

No. 3.

d s ni d r 8d t, d r t,

d s, d IIPI f m r t, d
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No, 4.

s f mlrm 1rdt,d
r m fd' t d 1

s m f r d

No, 5.

n B dfnrs 'm r d t,

r d t, d !,n n f n r d

No. G.

s f m 1 r s f n
l, s, 1, t,

rdfn'lsflstd 1

First flat key.

No. 7. Key or D.

n r d t, d m s dls f m r

PI f rd rsltd'sd
No. 8.slsmdfrm^rd

s f m r "d
1

t d 1

s n d

No. 9.drmdsls Brmfm
r s m d n l t d 1

s t d 1

No. 10.smfrmlr fdrmf
n r n d r s 1 s t d 1 d

No. 11.

m s f rndsf nt,dr
dmfmr dfsltd'
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No. 12.

d t, d s m f m r
l, t, d

f PI r n l t d 1 t 1 t

(In various keys.)

First sharp key.

No. 13. Key P. C.t.

d s, m r m f m 8 d' t d 1

f.F.

r 1 d 1

s t dl s f m r d

No. 14. Key G. D.t.

d t, d r s, s f m r s 1 t

f.Gk

d'sf s m srmf rrd
No. 15. Key AJ7. Eb.t.

d r m s, 1, r d m r s m

f Ab
f r d t, d d

s, s f m r d

No. 16. Key Bb. F.t.

d 8| m, f, 1, r, 8,
s
,d t, d

f.Bp.

s f m r d
s, f, m, s, d

First Hat key.
No. 17. Key Eb. f.Ai?.

d s t, d r f n s 8 r PI

Eb.t.

f n rm nltd'drd



70 The School Teacher's Music Certificate.

No. 18. KeyF. f.BP.

d t, d s, t, r f m d
s, f,

F.t.

PI, 1, s, t,
df m r t, d

No. 19. Key A. f.D.

d r n f r t, d m, ^m f

A.t.

PI r o f "1, t, d r d

No. 20. Key Bb.

d s, m, s, 1, f, m,
8
,r m r

Bb.t
f n r t, d "1, s, 1, t, d

BEYOND THE CODE REQUIREMENTS.

No. 1. Key D. A.t.

d d 1

t m 1 f r
s, n r t,

f.D.

d f d' t d 1 m f 1, t, d

No. 2. Key F.

d s, m r f ^m, f, 1, s,

F.t.

d t, 8, *,r t, s m d

No. 3. Key a. D.t.

d t, f m d fe t d 1 r 1

f.G.

s f m f ln f t, d

No. 4. Key A. E.t.

s, 1, s, m r 1, d t,
n l t,

f.A.

d s fe f n *'s f r d
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No. 5. KeyEt>. Bb.t. f.Eb.

d n 3 ta 1 s n
l, t, d r s,

r
l s t, d n r d

No. 6. KeyD.
m s d d 1

t ta 1 s fe 1

f.GK D.t.

r
l, f t, r sd' t d 1 r d

No. 7. KeyB!? Rt. i.W.

s, m r 1 L ta, 1, m r s t, d f n ln s, f, r d

THE MINOR MODE.

The new (1901) Instructions require a knowledge

of the complete minor mode (see p. 46). But school

pupils are expected to sing at sight only easy passages.

Candidates for the S.T.M.O. are expected to have a

sight-singing acquaintance with the complete minor

mode. (Eequirement 3 c.)

The treatment of scale tones hitherto explained

has shown one form or MODE of relating such tones

or showing them off. But nothing in music is

more marvellous than the fact that scale tones that in

one aspect have this or that effect, present new effects

when placed in the kaleidoscope of what is called

MODE. It is not necessary here to attempt a full

explanation of the philosophy of mode, and it would

be unwise to embarrass school teachers with technical

arguments for and against conflicting theoretical

views held on the subject. The facts of mode will,

therefore, be stated somewhat dogmatically.
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The ear is always seeking some point of rest, some

centre of gravity in musical tones. It was stated on

p. 15 that the Doh chord derived its peculiar effect

from its poise between a Fah and a Soh chord. It

is, as it were, the point of equilibrium in the

oscillation of a pendulum. We have now to see that

by similarly poising other tones of the scale series

the ear is quite willing to accept them as scale centres,

or, to use the technical term, as Tonics. Next to d,

1 most readily lends itself to this peculiar treatment,

and it is one of the commonest effects in music for it

to be the Tonic of a Mode.

In the chordal diagram given at the

side it will be seen that the Lah chord is

m n
d

t
Q

to the Me and Bay chords what the Doh

chord is to the Soh and Fah chords. Other

facts of the Doh Mode are repeated in

the Lah Mode. If the three chords shown

are placed side by side, thus

Major or
jj \ *j Major 3rds

Perfect 5ths
^J y j

Minor 3rds

it will be seen that they are all constructed alike, and

the habit of the ear that tends to regard all chords

formed like the Doh chord as potential Doh chords

tends to regard all chords formed liked the Lah

chord as potential Lah chords, r f 1 or n S t

repeated several times, soon affect the ear as 1
,
d n.

A chord with a Major third from its starting point
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or EOOT is called a MAJOR CHORD, and a chord with

a Minor third lowest is called a MINOR CHORD.

The ahove explanations may then be summarised

by stating that all Major chords are potential Doh

chords, and all Minor chords potential Lah chords.

In the Doh mode the Tonic chord being a Major
chord the mode is called Major, and

in the Lah the Tonic chord being a

Minor chord the mode is called

Minor.

It is possible to treat other tones of the series as

Tonics, and many old national tunes

Major and
Minor Mode.

Other Modes.
present beautiiul examples 01 such

modes. So, as a matter of fact, there are in existence

several different Major modes and several different

Minor modes. But it is found that the Doh mode

and the Lah mode best fit modern ideas of harmony,
and so, for better or for worse, all other modes have

fallen into disuse, and the Doh and Lah modes are

respectively styled the Major and the Minor modes.

The first care of the teacher should be to establish

freedom of movement in the Lah chord. This may
be done gradually in the course of the usual volun-

taries without any explanations to the class.

If the Lah chord is much "
played upon

"
it will

soon be felt that some change comes over the mental

effect of its tones: 1, though sadder than before,

ceases to be expectant, and d now with but little

repose, strongly sympathises with 1, and is sad
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too
; m gains in breadth and grandeur, without

quite losing its plaintiveness. It follows from this

that the syllabic association established in learning

the Major mode is somewhat disturbed. But

although even to the best singers the Minor mode is

seldom so easy as the Major, it is found after proper

practice that the new sensations are soon attached to

the old syllables.

Easy arrangements of the Lah chord, such as

1, d m 1 1, d m d 1, 1, d 1, m d 1,

1 m d 1, 1 1, d m

having been patterned and sung by the class from

the modulator, the chord should be written on the

blackboard thus

Don1

LAH

Ms

Don

LAH,
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and all possible arrangements pointed. 1 d is often

difficult. The methods described on p. 44 will be

found useful here, and should be freely employed.

Phrases introducing t, and r should now be

patterned and sung. Say

1, d t, 1, 1 m 1 d 1

t 1 1 d 1

t 1 m 1

m 1 d 1

1 d 1

t 1 1, n r d t, 1, 1, d m r d

m r m d t, 1, 1 m r d t, 1, 1, t, d r m 1

in various keys.

Allusion has been made to the influence harmony
has exerted in banishing various

modes from use. Harmony has
The Sevenths.

Soh (occasional).
Se (essential).

also found it necessary to inter-

fere with the natural construction of the Lah scale.

The minor chord on m (m 8 t )
is found unsatisfactory,

and a major chord is much preferred. To provide

this a sound between Soh and Lah and called SE,

the sharp of Soh is used.

But the scale formed from 1
,

to 1 with se instead of

S has an awkward leap from f .

To relieve this, f is also often
The Sixths.

Ba (occasional).
Fan (essential).

"sharpened, and when it is used

in this connection it is called BA* (pronounced lay) .

The Minor scale, then, is variable in its construction,

for no one form has edged out the others all three

being in every-day use. They are here contrasted

with one another, and with a Doh scale on the same

level.
* See p. 105.
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J^ttfH *$

(1) ( 2 )

~8th d' 1 1

Teacher's

<:
Tonio.

7th|t_s



Se, the Major or
essential seventh.
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Se may be introduced in many ways. Contrasted

with s. The teacher patterns

1 d 1

t 1 S 1 and the class

sings. Then the teacher an-

nounces that he is ahout to alter the phrase, and

asks the class to say where the alteration is made.

He then sings (to lad) 1 d 1

t 1 S 1, again, and perhaps

again. Finally he sings 1 d 1

t 1 86 1, and then

the phrase being repeated by the class, the name is

given and is added to the blackboard modulator.

1 S6 1 likened to d 1

t d 1

. The melodic likeness

of 1 se 1 to d 1

t d 1 above may be shown. Teacher

sings d' t d 1

,
the class responding with 1 se 1, and

vice versa.

It is extremely important that the 1 and the d 1 or

d should be introduced frequently in voluntaries at

this stage. The mental effects otherwise become

vague, and the tonality (i.e., the relationship of the

tones) becomes uncertain.

Such passages as the following may now be

practised from the modulator or board. In Minor

mode exercises it is best to give the Lah chord

(1, d m) in pitching the key. Pieces in the Minor

mode are generally described by the pitch of the

Lah. Thus the following exercises are said to be in

A minor, because the Lah is A. In Tonic Sol-fa

music the pitch of Lah and of Doh is given thus :

A minor (d = C), or Lah is A, Doh is C.*

*The Tonic Sol-fa College now show minor signatures in this form :

A. minor (Doh = C).
8
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Lah is A. Doh is 0.

Isel d 1

t 1 sel mrdrml
1 t d 1

t 1 se 1 m 1 d 1

t 1 se ?
-T\

Id'lmrmlseld'pirdml
1 m d 1

t 1 m 1 se 1 d 1

1 se 1 n 1

The tonal range of the next exercises is from about

n 1 to m, i.e., from dominant to dominant. They may
be sung with Lah at the pitch of A or G#, or

lower if necessary.

1 PI 1 d 1

PI' 1 d 1

t 1 se 1 m d 1

t 1

1 d 1

t n I t 1 d 1

t r 1 d 1

1 d 1

t 1 se 1

1 d 1 n 1 n 1 d 1

t n d 1

t 1 d 1

1 se 1

The tonal range of the following is from about

1 to 1,, i.e., from tonic to tonic. Leaps to r are often

found difficult
; they should have special attention.

Lah may be 0, D, or E.

1, dmdlrmlselrmdt, 1,

1, mdrmlseltmrdt, ml,
PI 1 1, d m 1 r m 1, se, 1, m d r t, 1,

1, 1 m d 1 se 1 r PI d t, r d t, 1,

When the d is pitched as high as A or B the lower

octave marks may occasion hesitation at first. The

following exercises illustrate this difficulty, and they

also contain examples of 1, up to r.

Lah is a or F. Doh is Bb or Afr.

1, PI, r, d, n, 1, r d 1, se, 1, m, d 1,

n, 1, sc, 1, d 1, se, 1, r t, d m 1, t, r d 1,

1, d m, n r t, d 1, se, 1, r d t, n, 1,
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The next exercises introduce t2
the t below lower

d|. This note is sometimes wanted in alto parts.

Lah is G or G$. Doh is B!? or B.

li m, r, d, t2 r, d, m, 1, se, 1, m, r, m, 1,

1, m, d, t2 d, 1, m, d t, PI, 1, se, 1, t, 1,

The following may be regarded as

SPECIMEN TESTS IN THE MINOR MODE.

(Not beyond the Code.)

Lah is D. Doh is F.

1, d t, 1, m 1 se 1 m r d r m 1, d t, 1,

Lah is E. Doh is GK

1, t, d r m 1, se, 1, d t, r 1, t, d 1, se, 1,

Lah is F. Doh is At?.

1, se, 1, m, d t, r 1, se, 1, r d t, m, d t, 1,

Lah is G. DohisB>.
1, m, r, m, 1, d t, m, 1, se, 1, d t, 1,

Lah is A. Doh is C.

m 1 d 1

t 1 se 1 d 1 r 1

t d 1 m 1 se 1

Lah is B. Doh is D.

1 m r d m 1 d 1

t 1 r 1 se 1 d 1

t 1

Lah is C. Doh is E>.
1 drn l,dmrl selmdlsel
Although minor-mode f , ba, and s may not occur

in a sight-test at an inspection, it is necessary that

their commonest uses should be taught to upper

classes, not only to enable pupils to understand songs

in which these tones occur, but in order that they

may feel fully the modifications of the mental effects

of other tones that result from their use. Teachers
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certainly should be able to sing readily passages of

ordinary difficulty in the Minor mode.

Fah is often called for in Minor music. While

still, as in the Major mode,

expectant, it has now an effect

of portentous gravity. The

Fab, the essential
or Minor Sixth.

phrase

slowly. -->.

|:1, |m
:- |d :1,

|f
:- |-

brings this out. Fah is often sung very flat,

especially when it is approached from above. The

greatest care should be given to overcome this

tendency to flatness. Uncertain pupils often begin

the note f much lower than the correct pitch and

gradually slide up to about the proper pitch. After

patterning f in various connections (but not from or

to se), the class responding, an easy modulator

voluntary may be given.

Exercises in Fah, approached from below. To be

patterned and imitated :

:t, Id :1,
[f

: |n :-
|]

d :n |1 :m If : |m :

[I

:d |m :1, If : |n :

;r f ; |n :
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or Minor Seventh.
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Soh is rarely used in modern Minor music. It

makes a pleasant melody
between 1 and f ,

and this is

the only connection in which it

need be studied. Soh is difficult to sing when se is

established in the ear, just as se is difficult when s is

established. 1 s f m having been patterned and

sung, the phrase should be contrasted with 1 se 1

until either can be freely sung in succession.

PHRASES FOR PRACTICE.

1 se 1 1 s f m Iselsfm
1 s f m 1 se 1 1 f m 1 se 1

i t d 1

t 1 s f n

Ba (pronounced ba?/, and occasionally shown in prin-

ted music by the initial letter b)

is often difficult to hit, especially

when f has established itself in

Ba, the Major or
occasional Sixth.

1 d 1

ba 1

m s

the ear. It is not that the melody in which

it generally occurs is difficult, for m b se 1

form the same melody as s 1 t d 1

, starting

from the same pitch. It is precisely because

of this likeness that the ear sometimes

persists in feeling the succession as s 1 t d 1

,

and a confusion of mode is sometimes the result.

Hence it is important to contrast ba with f ,
and

especially with d, because these two tones are the

"distinguishing tones" (see p. 51). Such phrases as

the following are useful
;

each should be repeated

several times before proceeding to the next.
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a-1*

t r 1

1 d 1

se t

ba 1

f

m s

BA AND FAH CONTRASTED.

No. 1.

:m Iba :se |1 . :m If : |mIba :se |1 , :n I

No. 2.

:m If : :m Iba :se

No. 3.

:m |f ;n Iba :se

No. 4.

:m If :m |ba :se

:m Iba :se

BA AND DOH CONTRASTED.

No. 5.

:1 Id 1

:t |1

No. 6.

:m Iba :se |1 :1 Id 1

:t |1

No. 7.

:m r :t, |d :m Iba :se |1( :m
jr

:

No. 8.

d 1

:t :m Iba :se

No. 9.

BA, FAH, AND Don.

f :m |ba :se |t

No. 10.

i
:m id :m |ba :se 1 :f |m
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The leaps f to se and se to f are difficult. The

ear can be made accustomed to these leaps by such

practice as the following.

,

SE TO FAH.

Teacher sings and points.

Lah is B or A. Doh is D or 0.

1 :se |1 :m If : |n s

16
,

The class responds.
ill :se |1 :m

jf
: |m : 11

The class is now told to sing |
f :

|
m after

anything the teacher sings.

|
1 :se |1 :m

II :t II :se

d :m 1 :se f :-

Id
1

:t |1 :se

|m :1 |t :se

The whole of the above, including the teacher's

part, should now be sung by the class. The leap f

to se is not quite so difficult as that from se to f .

Care must be taken to prevent se from being sung
too sharp. Exercises similar to the above now follow.

FAH TO SE.

Teacher sings.

Lah is B or A. Doh is D or 0.
'

:t II :se

The class responds.

t:l Id 1

:t |1 :se II :
|

II

f I I
II
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The class is now told to sing :se
|
1 :

|

after anything the teacher sings.

:1
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(In :d |1, :n If :*, \d :m

j

f :*, |/, :r
jd

:t, |1, :

J]

:d |t, :r In :f |<?,

Mn :f \t {
id |r :n |1, :

1 1 I

jln
:f l*, id

jr
:n |w, :/,

(It, :r If it, In :?, |/, :

Other leaps are illustrated in the following exer-

cises, and the contraction b for ba is used.

jln
:r :f In :1

:d'|t
:1 iseitf :t :sell :-:-

1 :se:l I d ]

ise :1 1 n :se:l i r isc :t 1 1 :-:

1 :n :d \se \l :t In id if I se:l :r Id :-:

1 :n :b I se:/ il I se:l :d' it :n
:sej

1 :-:-

5 1 1 :se:b I se:l :t I ^ \se :t 1 1 :m
:se|

1 :-:-

( I 1 :n ib \m :b
:sej

1 :se id
1 II :se \b \mi-i-\\

(\ I iseib \sc :n :d'
Jt

:n :f \r ise \m\ 1 :-;-
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The notes in italics in the foregoing point out the

difficulties. The exercises should be sung in view of

a modulator, and every difficulty should be patterned

and then sung from the modulator before being

attacked in the printed form. At first, the pupils

might be asked to sing only the notes not in italics,

leaving the italicised notes for the teacher to sing.

Each exercise should be repeated several times, until

it is fairly perfect, and when all have been Sol-faed

they should be sung again to laa or some other

syllable.

EXERCISES ON THE MINOR MODE.

No. 1. Lah is A, B, or C l

. Doh is C, D, or Efr.

(In :1 |d' :t In :1 |se.b:n
j

si

1 "

ti

.f |n :r
|d

:r |n :

n :se.t |r' :d' It :1 |s :f

m :r .n |f :n |b :se |1 :

No. 2.

jjl
:-.n,|f :n Ir :n .f |m :1

(It jn |d' :t II :t |se :

(1 1 :s ,f |n :d |d' :t .1 |se

:n |1 :d' |t,l:se.t|l :
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No. 3. Lah isE, F, or G. Doh is G, Ab, or Bk
hi, :m, :d

j

t, : :m, If, :1, :f,
|m,

: :

j

jlm
:r :d 1 1, : :r Id :t, :1, Ise,: :

|

1, :s, :f,
|m,

:- :d
jt,:!, ise,]!,

: :

No. 4.

, :1, :t, |d.r:m :t, |r :d :

jjm .-r.d.'M.lse,:!,
:f,

|m,.d:t,
:m, 1 1, : : II

Major and Minor modes mixed, and easy time.

No. 5. Key F or GL

,
: |1, :t,

|d
: |f :n

:s, |n :r
|r

: |d :

ill, : |se, :1,
|m

: |m, :ba,

jlse,
:1, |d :t,

1

1, :
|

:

Jim
: |d :se, It, : |1, :

j

: h :r
|1

: |s :

j

:m |r :d
1

1, :1, |
S s f

j

:- |r j-
jd

:- |- ;-
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No. 6. Key F.

(|n.r:n.f|s :m Id ,s,:l,.f |ro :r
|

Hs
:n .d It, :m |r :fe, Is, : )

I )

(111 :f .m |m :r I se,.l,:m .r |r :d
j

s :se |1 .f :n .r Is :t, |d : II

With bridge-notes.
No. 7. KeyGK D.t. f.G.

:s,.d] t, :f
:m.r]

s :m :
df

|m.r:s :t, I r :
d
s,:

j

1 :s |f.d:m :r Id :-

No. 8. Lah is D. Doh is F.

jll,
:se, |1, :d It, :f |n .r :d

|

||r
:s |n :d

|r
:- .n |d :

|

C.t.

j|

n l :-.t |d' :s If .s:l .s |f :n
|

f.F. Lah is D.

j|

fd :r .f |n
:l,.d|t, :se, |1, :

||

Other exercises in minor passages mixed with major

passages and changes of key, &c., will be found under

the head of Specimen Tune Tests for the " School

Teacher's Music Certificate
"

(pp. 287 and 294).
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CHROMATICS.

A fair practical knowledge of chromatic tones is a

necessary equipment for a teacher of singing. The

Code does not require this knowledge, but candidates

for the "School Teacher's Music Certificate" are

required to sing at sight passages containing

common chromatics easily approached and quitted.

The tones of the scale formed by the chords Doh,

Diatonic. I

S h
> and Fah ^" ^ T P, f S 1 t)

1 are called DIATONIC, and the resulting

scale the Diatonic scale. Music is said to be Diatonic

when it makes its effects chiefly with these resources.

In the minor mode ba and se are considered diatonic

tones.

The word CHROMATIC is loosely but conveniently

used to define the sounds lying
1 between

Chromatic.
the "whole tones

"
of the diatonic

scale. Thus in this wide meaning of the word, fe

and ta are described as chromatic tones, although

from what has been said before, it is clear that they

are often simply "imperfect" ways of naming diatonic

tones of another key. This manner of naming

distinguishing tones obtains in other parts of the

scale also. The frequency of the use of one remove

changes has already been remarked, and the con-

venience of the use of fe and ta shown. The

explanations given of the minor mode will render it

easy to understand that "one remove" changes to

the minor are also fairly frequent, if only because of
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the fact that the Eay and Me chords

are so ready to be regarded as Lah

chords (see p. 72). se has been

shown to be so essential to the minoi

scale that it must be accepted as a

diatonic tone of the scale. When,

therefore, a one remove change is

made to the minor a sound to repre-

sent se must be provided. In the

case of the first sharp remove, the

new se is just above and instead of

r, and is regarded as r sharp and

called re. In the case of the first

flat remove the new se is just above

and instead of d, and is regarded as

d sharp and called de. On the

modulator, therefore, re is placed a

little on the right and de a little on

the left of the centre column. This arrangement

shows the commonest but not the invariable use of

these two tones.

Chromatics are named from the note they would
"
displace

"
if a change were made to the key they

suggest. If the new tone is above that displaced it

is said to be its
"
sharp," and it is named by adding

e to its initial letter, and if the new tone is below

that displaced it is named by adding a (pronounced

aw) to its initial letter. Thus f sharp is fe, and t

flat is ta, and so on. This plan of deriving the

names of chromatics is a great aid to localisation,

I
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but it should not be understood as implying a relation

other than that of mere contiguity to the tone whence

the name is derived.

de is commonly the imperfect naming of se of the

first flat key. It is best learnt from r, thus

r de r, the model being 1, se, l r Com-
DE

parison exercises on the plan suggested on p. 58-9

will drive home this view of de.

Fifth Step chromatics, fe, de, re, SC, ta ;
in

Sixth Step, la, ma-

First Flat Minor.
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Comparison exercises, first flat minor.

First flat.
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The construction of the minor and major scales

has already been compared, p. 76. Commencing from a

common starting-point and using the most important

(the harmonic) form of the minor scale it will he

seen that there are two distinguishing tones one

displacing m and another 1 of the major scale. These

new tones, being below the tones displaced, are named

and pronounced after the model of ta, and are there-

fore called pi flat or ma (*wa), and 1 flat, la (law)

respectively.

ma can be introduced by comparison phrases in the

MA third flat key, thus :

d ma r 1, d t,

d r ma r 1, t, d t,

d f ma r 1, r d t,

s ma r m d t,

la can be modelled from the same remove,

although sometimes it is used as a threatened

change to the next remove, that is, the fourth

flat remove.

s las- -mfm
s f la s m r f m

d 1 la s - - 1 f m or m d t,

d 1 ta la s 1 s f morm r dt,
All the commonly used chromatics have now been

described. They are here shown together. The

sharp of 1 le, and the flat of r ra are also added

although they are rarely used.



94 The School Teacher's Music Certificate.

Fourth Flat Remove.
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imperfect method of Sol-faing has been explained

and defended on the ground that for a time the

diatonic tones still retain some of their old effect.

The chromatic tones, however, are not only intensified

versions of their models hut they have besides an

effect in relation to the diatonic scale tones of a key

that, if difficult to describe even approximately, is

not the less striking and fascinating. When used

amongst tonal surroundings that do not support a

change of key they are truly chromatics. Modern

music makes a free use of this extended means of

expression, so much so, indeed, that the chromatic

tones are often approached and quitted as freely as

diatonic tones. One serious consequence of this use

of chromatics is that vocal music is often rendered

extremely difficult. Even practised adult singers

find it by no means easy so to fix in the ear the

peculiar effects of chromatic tones that they can

strike them as readily and firmly as they can diatonic

tones. A quick perception of a wholly new set of

" mental effects," those associated with intervals (see

p. 107), is the last resource of the singer in difficult

chromatic passages. Chromatics sung out of tune

have a peculiarly distressing effect. Unless children

are highly trained it is unwise to attempt to teach them

difficult chromatic music. In choosing music for an

ordinary school class it is well therefore to avoid

pieces that have chromatics not easily approached

and quitted. The sharp chromatics are most easily

found from the diatonic tone just above, and they
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strongly act as leading notes back to the same sound.

d t, d is a good model for r de r, n re m, s fe s,

1 S6 1, t le t. The flat chromatics reverse this,

and although it is not particularly easy to approach

them from below it is always easy to quit them by a

step down, m f n is then a good model for d ra d,

rmar, slas, Ital. When this connection of

chromatics to the neighbouring diatonic tone is

established in the ear it becomes a great help to the

finding of a chromatic by leap. The ear remembers

the melody de r re m ta 1 ma r rather than

the single chromatic tone. See pp. 64-65.

The exercises to follow should be practised with

the greatest watchfulness of ear. The singer must^

take care to avoid attacking chromatics in a smothered

tone of voice and in a gingerly manner, the voice

sliding from below. He should endeavour to aim

direct for the required tone, and when sol-faing

should pronounce its name distinctly.

EXERCISES ON CHROMATICS.

These should be sol-faed and then vocalised. At

first the notes in italics may be sung by the teacher

or a section of the class, or by individuals in turn.

The keys are not given, but the range is noted.

re de and fe easily approached and quitted.

No. 1. Eange d d 1

.

jld
:m \re :m Is \fe \s :d

! In :r \de \r ;
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Urn :f |1 :s Is :1 |s ife Is :f |m ire }

\ :d |r ide \r ;m |d :

(I

No. 2. Eange d d 1

s :m |f ife Is :d' |t :1 Is :r \de \r )

1 :s |f :m m ire \m :f

d1

:m \re im 1 1 :s |d :

:s

No. 3. Eange fe, m
d :s, l/fe, :*, II, :t, |d :s, l.r ide \r :1,

t, :s, |d : jm ire \m :s

|r : :t, |d :

All the sharp chromatics.

No. 4. Eange t, d 1

.

m :s |f :1 Is ife \s :m 1 1 :se \l it )

d 1

:t \le it Id 1

:m \re im 1 1 :s |f :n
j

r ide \r :m If :t, |d :

No. 5. Eange s, S.

8, :1, :t, Id : :t, |fe, it
{

:d |r : ide
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:1, :d t
l

: :*,/, :t, :1, s, : :

\re m : :Us, IT \de\r : :1, Is, :m \

:r :de k :f :m Id : :

Leaps to and from de and re.

No. 6. Eange s, S.

UPI :r \de \r If \de \m \r Is :m \re \m )

Us ire \m : Is :r \de \r 1

1, \de \m \r )

(If :n \re :m ll ire \m i\re \m |s :s,
j

jll,
:cfe |m :r If :n |r^ :m|r :s, |d : ll

Leaps to se 1 and fe S contrasted.

se and fe are often confused. The somewhat

poignant effect of se and the more cheerful effect of

fe should be noticed.

No. 7. Eange t, d 1

.

(Id :t,.d|r :m II ife \s : id 1

ise \t il

Us :f |m : Id 1

ise \t il Id
1

ife \l :

rn ise \l :r \fe is |d :Urn ise \l :r \f
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This exercise might be committed to memory.
No. 8. Eange d d 1

.

jld :t,.d |r
:

|r
:de.r In :

|

(In
:re.n|f

: If
:n.f|s

: I

s
:fe.s|l

: 1 :se.l It :

t :le.td' :-

Sharps approached from or quitted by the
diatonic tone next below.

No. 9. Eange d 1.

(Id ide IT :m Id \de \r \ r ire \m :s ;

(jr
ire \m : In :d \de ir

jm
:f Ife is )

Us ise \l :d In :r |d :

No. 10. Eange d1.

jln
:r |d :n

|re:r
|d : Is :n |r :de

Ud :n |s : Is :1 |se :s In :s |fe :f

jln
:re |r :n If :r Id :

More difficult than the above.

f re, dre, t, re.

No. 11. Eange t, 1.

(Id :n [re im If ire \m :d In ire \re \m
j
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(Id ire \m : If :m \re \m If ire \m :d
j

( 1 1 \re\m :d I t
{ \re\m : I r :n |s \re\ m:r |d : II

The tendency in singing an ascending series of

semitones is to make the intervals too close, and in

singing a descending series to make the intervals too

wide, the result in each case being loss of pitch. To

guard against this the singer should be conscious of

an intention to sing in tune, and should practise the

exercises until they can be sung without the least

flattening.

Flat chromatics (ta, ma, and la).

No. 12. Eange 1, to la.

(Id :s |m :d
|r :ma\x : In :r |d :n

jls
:*a

|
:f

|m
:s |d :fe, I/, :t, |d :-

No. 13. Eange 1, 1.

(In : |s :d Is :la \s ; 11 :s |m :d

r :ma \r : n : |1, :te,U, :t, |r :d

rn :d \r :ma r :m |d :

* In such a succession as this singers are tempted to sing ma
instead of m, because la suggests the f of the 3rd flat remove
(see p. 91).
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d 1

la, d-la.

No. 14. Banged d 1

.

101

s \(Id :n |s :m Id :ma \r ;

(\la :* |d : II :s |m :d \ma\r |m :r }

\la |s :f In :r |d :

f la, f ma, la d1

.

No. 15. Banget, d 1

.

d :t, :d |r : :m |f : :^ U : :

j

I

is :d' :t Id 1

: : Ifo : :d' Is : :

s :f \ma\r : :m |f : :fa is : :Ms :

(II :t :d' Id 1

: : : :t| Id : :

r la, ta la, t la.

No. 16. Banged d 1

.

(Is :n |r :d Id
1

:1 |s : Ifc : |d' :

II

(
dl l :s if :

n
s) *

(\d l

\ta \la is if :m |s :m If :r |d :

la is r \la \s :m If \la |s :n )

* Not ma.
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Flat chromatics, approached from or quitted by
the diatonic tone next above. See note to Exs. 9 and

10. The tendency to flatten is greater in passages

with flat than with other chromatics.

No. 17. Eange dd 1

.

jld
:m \ma \r Id :m |1 :s II \la \s :f

j

Um \ma\r :
-

|m
:s |d' :t \ta :/ \la :*

j

(If :m \ma \r
|m

:r |d : II

No. 18. Eange 1, 1. *

jld
:m |s :d

|r
\ma\m :d Is \la \l :1

j

Us :f |m : s \r \ma ;m If :/, \ta {
it

{
)

Hd
:r \ma \m

|r
:r |d : II

I II

The Chromatic Scale.

(Preparatory Exercise.)

No. 19. Eange dd 1

. M. 50 to 100.

Ud : |m :

|d.de:r.re|m
:

Un : |s : In :f.le|s :

Us : |d' :- .s Ise.l :le.t |d' :

Ud 1

: |s :-
.d'Jt.ta:l.la|s

:

* Uncommon. Usually written 8 se 1.
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jls
: |n : Is :fe.f |m :

(In : |d : |m.ma:r.ra|d :

No. 20. M. 40 to 80. Eange d d 1

.

d.derr.reln .f :fe.s Ise.l :le.t Id
1

:d( I d .de : r
.re]

II

d'.t :ta,l|la.s :fe,f |m.ma:r .raid :

I

The following exercises on minor thirds should be

committed to memory.

No. 21. Eange t.r 1

.

||d
:ma|r :

|r
:f |m : In :s |f :

|

jlf
:la|s :

|s
:ta|l : II :d' |t :

j

jit
:r

!

|d' : lid
1

:1 |t : It :se|l :

j

(II :fe|s : s :m |f : If :r |m : I

Urn :de |r : r :t, |d I-

No. 22. The same, shortened.

(Id :ma|r :f In :s |f
:la|s

:ta |1 :d' )

Ut :r' |d' : Id
1

:1 |t
:se|l

:fe |s :m
J

(If :r In :de r :t, |d : II

* The flat of s sa, is seldom used, even in descending passaget
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Chromatics in the
Minor Mode.

Chromatic Scale.

Minor Mode.

ta

The chromatics mostly used in minor mode

passages are the imperfect

names of distinguishing tones

of first remove transitions to

the minor. See pp. 90-91. These,

with the sharpened s se, provide a

complete chromatic scale. When used

in the minor, chromatics have an

effect compounded of their likeness to

chromatics, 1st of the same name in

the major, 2nd at the same interval

from the tonic of the major re, the

sharp fourth of the minor, for ex-

ample, being more or less like fo, the

sharp fourth of the major. The

exercises on p. 92 are introductory to

the following, which use chromatics

less definitely as the imperfect naming
of passages that have changed key.

se

S

ba fo

f

PI

r a

de

ta

d

t,

i,
t, de, ta se,

No. 1. Eange se, 1.

1, :d :n |r : :1, ;r n : :

ii

U d :ta, :1,
|se,:

:1,
|d

:to, :w,
|/,

: :

Ul, \de ;m
|r

: \ta
x I/, :se,:l. In : :r

Jta,:
: :d
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II

1 re, d re, &o.

No. 2. Range 1,L
m :d 11 :1, Id :r In : 11

(I

r |d :-

re

ire \m : d

\m :d It, :n |1, :

t,

re

re

\m if

\m .

Fah sharp in the major mode is nearly always

associated with s- But f sharp

in the minor mode is never
Ba (bay) and Fe.

(except in chromatic scales) followed or preceded by

f or s ;
it is nearly always preceded by m and

followed by se. It is an advantage, therefore, to

use a special name (bay) for these special associations.

The name fe, however, is occasionally employed. A
leap to f sharp in the minor is rare, and when it does

occur singers prefer to think of fe, because elsewhere

they are thoroughly used to such leaps. And in

passages derived from the first sharp minor (see p. 92)

f sharp is felt to be like fe. Lastly, in chromatic

scale passages where f and s occur fe is always

used.

Exercises on ba and fe.

No. 1. Eange t, d 1

.

Urn :1 |m :d
|m :ba|se: II :re |fe :m >

Jlr
:d |t, : Id :m

|ba:se|l
:d' |t :

j

'

:fe|l :f In :se|l :
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No. 2. Eange t, d 1

.

jlm
:1 :d' It :

:fe|l
: : Ise: :

|

Urn :r :d It,: :re|m
: : d':t :1 Ise: :m

j

lire:
:fe|m

: r
|d:n :ba|se: :m|l

: :

1|

The foregoing exercises are for practice and study,

and are not sight-singing tests. Specimen chromatic

sight-tests for the School Teacher's Music Certificate

will be found at the end of this book.*
(p. 287, &c.).

Composers are generally content to employ only

those chromatics, or accidentals
Rare Chromatics. , .

as they are sometimes termed,

that enable them to express major and minor thirds

above and below every note of the major diatonic

scale. For this purpose de re fe se and ra na la

ta suffice. But for the strict expression of thirds

and minor seconds (see Intervals, p. 107) from the

common chromatics the sharps of n and t, and the

flats of s, d, and f are required, and in the minor

mode ba sharp is occasionally called for. These

uncommon accidentals are named as follows :

me sharp is my. soh flat is sa.

te ty. doh du.

ba be. fnh fu.

As these accidentals are not likely to be found in

school music no practical exercises are given. The

explanation is inserted simply for completeness.

* Other similar studies will be found in " Chromatic Phrase* *

(jd., published by J. Curwen & Sons).
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CHAPTER IV.

INTEEYALS AND PITCH.

The distance between two different sounds 13

called an Interval. As a rule, the singer who sings

by mental effect does not notice how far the tone he

seeks is from the tone he leaves. There are reasons,

however, why all fairly advanced students should

acquire the habit of observing intervals.

Intervals are named (1) by the number of scale

notes they include, and (2) by the relative width of

the steps, called the Quality of the Interval.

Intervals are numbered by counting the scale tones

included in their boundaries.
Interval numbers.

,

Thus from m to t is a fifth

(n f S 1 t), not a fourth (n f s 1 t). It is12345 1234
important at the outset to fix this principle on the

memory. Intervals are reckoned upwards unless

asked for downwards. This again should be clearly

Mnderstood.
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Exercises on numbering Intervals.

1. Name the 2nd, 4th, and 6th from d.

2. 3rd, 4th, and 5th below s.

3. 3rd, 4th, and 5th from f .

4. 5th, 2nd, and 4th below 1.

5. 3rd, 7th, and 8th from r.

6. 2nd, 3rd, and 4th below t.

7. 4th, 8th, and 6th below d 1

.

8. Name the intervals formed by the following

notes, reading them in the usual way as a

tune

d s f 1 r t d 1

r m 1 r f 1 s

f r t s d 1

s d

1 d d 1 m r 1 f n

Exercise 8 provides the answers to Exs. 1 to 7 if

the notes are read in columns downward.

9. Name thirds commencing from d (as d m S t,

&c.), until the note started from is reached.

10. The same, reckoning down from d (as d 1, f , r,,

&c.).

11. The same up and then down from r, m, f , S, 1,

ort.

12. Name 4ths, 5ths, 6ths, and 7ths in the same

manner.

Note. 6ths up or down bring you to the same

tone as 3rds down or up respectively, and 7ths up or

down are similarly related to 2nds.
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It is difficult to memorise the qualities of intervals.

The steps m f and t d 1

being

closer than the other scale steps there

are two widths of every interval

number, one a semitone narrower than the other. It

is unfortunate that musicians are not agreed upon

the terms used for naming these varieties. The

system of naming now generally advocated with a

view to uniformity is fully shown in the Tables

of Intervals on pp. 110 and 113. This system is

accepted in all the music examinations conducted

by the Education Department.

The word tone besides having other musical

meanings is often used to describe the step from say

d to r, &c., and the step m f or t d 1

is called a

semitone. The width of an octave may then be

described as being made up of five "tones" and two
" semitones." It is found convenient to measure

an interval by observing its width in tones and

semitones.

It will be noticed that the Augmented 4th and the

Diminished 5th are the same width, but the steps,

and therefore the numbers are different. Intervals

beyond an octave in width are not generally num-

bered according to their distance. Thus d m 1

,

really a 10th, is said to be a 3rd, and s f
,, really a

9th, is said to be a 2nd. For purposes of harmony



110 The School Teacher's Musie Certificate.

co I
5* c8

I*

rd7

<|
O
PI

*J g

Q

co

CO

CO

CO

PH

CD 3 I!

-I!



Inversion of Intervals. Ill

9ths, llths, &o., are sometimes named, and in any

case the fact that an interval is more than an octave

should be noticed. A 10th may thus he called a

compound or octave 3rd.

Exercises on 2nds, 3rds, and 4ths.

1. Name the intervals (up or down as they

happen) formed by the following :

drfdmltfrmt, df
1 d's mrsftd'r'lfmd

2. What tones of the scale have above them (a)

minor 2nds
; (b) major 2nds

; (c) minor 3rds
; (d)

major 3rds; (e) perfect 4ths; (/) augmented 4ths.

The same below them.

Two tones of the scale make two intervals just ac

1 they are placed in relation to one
Inversion. *

1 another. Thus d up to r is a 2nd,

but r up to d 1

,
or d 1 down to r is a 7th, and one

interval is said to be the inversion of the other.

Inversion is practically deducting an interval from

an octave. A 3rd deducted from an octave leaves a

6th. As in calculating inversions one note gets

counted twice, 1234
d r m f s 1 t d 112345

the number of an inversion can be found by

deducting the number of the interval to be inverted

from 9 (8 + 1) ;
thus 9 5=4.

As inversions are remainders of an octave it is

clear that large intervals inverted leave small
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remainders, and small intervals large remainders.

Consequently

Major 2nds inverted become Minor 7ths.

Major 3rds inverted become Minor 6ths.

Augmented (the larger quality) 4ths inverted

become Diminished (the smaller quality)

5ths.

Perfect (the larger quality) 5ths inverted become

Perfect (the smaller quality) 4ths.

These statements should be verified by the table on

p. 110.

The qualities of 2nds, 3rds, and 4ths should be

committed to memory by observing

their width. Perfect 5ths are best

memorised by noting that they are

the sum of a minor 3rd and a major 3rd, e.g., d S

(d PI s) the two minor 3rds, t, (r) f , distinguishing

the diminished 5th. The Gths are best learned by

mentally inverting 3rds. If the 6th d 1 is in

question, think of d lp which being a minor 3rd

proves d 1 to be a major 6th. The 7ths are best

learned by observing how much they are short of

an octave. Thus s, f is a whole tone short of an

octave, and is therefore a minor 7th, whereas d t is

only a semitone short of an octave, and is therefore

a major 7th.

Exercise on 4ths, 5ths, 6ths, and 7ths.

Name the following intervals :

d f t, m 1, r s, d 1 r t m d 1 f

r 1

s t, 1 d t r d 1 m r
1

f m 1

t f

d'rtmr'lrsd
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All intervals that can be properly expressed by two

tones of the major scale are
Diatonic Intervals. _

mostly classed as DIATONIC

INTERVALS. All the intervals shown in the table on

p. 110 are therefore Diatonic. The student must

however, not suppose that intervals shown by
chromatic names are not to be classed as diatonic.

r fe is a major 3rd, and is therefore simply a

diatonic distance or interval reckoned to a chromatic

tone. Every one of the intervals (i.e., twelve,

excluding the octave) in the table can be expressed

by thus reckoning from or to chromatic tones,

The larger quality of each interval can be converted

into the smaller quality either by
"
flattening

"
the

top note or
"
sharpening

"
the bottom note, and the

smaller quality can also be conversely altered.

Examples of conversions of quality by sharpening

or flattening one note.

2nds. 3rds. 6ths. 7ths.

Minor d ra f la d la de t

Major n fe m se ma -d
1 m re 1

Perfect 4ths and 5ths f ta t, fe

Diminished 5ths r la S ra 1

Augmented 4ths r se n le

Exercises.

1. Name six minor 2nds, one note of each of

which is a chromatic.

2. Name four major 2nds, one note of each of

which is a chromatic.
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3. Name four minor Srds, one note of each of

which is a chromatic.

4. Name four major Srds, one note of each of

which is a chromatic.

5. Name three diminished 5ths and two aug-

mented 4ths, one note of each of which

is a chromatic.

6. Name four major 6ths and four minor 6ths,

one note of each of which is a chromatic.

7. Name three minor 7ths and three major 7ths,

one note of each of which is a chromatic.

In working exercises the sharp of one note must

never be taken for the flat of another. For instance

the minor 6th from d is la, not se. A chromatic

note always has the same number as the tone from

which it is named, la (1 flat) is a form of the 5th,

and se (s sharp) is a form of the 4th from r. THIS

RULE IS VERY IMPORTANT.

An interval that has no model that can be properly

expressed by two tones of the major

scale is classed as a chromatic interval,

Thus the interval d re is chromatic.

It is a 2nd, because re is a form of r (see above),

and there is no major scale model for it. d PIa,

which seems practically the same thing, is a 3rd,

because ma is a form of m. Although one expression

of an interval is allowed sometimes to do duty for

another it should be understood that the distinctions

described above are not merely pedantic. They are

Chromatic
Intervals.
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often necessary and real. The terms employed in

naming chromatic intervals are as follows :

The semitone from a note to its sharp or to its flat

is called a chromatic semitone, to distinguish it from

the minor 2nd, which is a scale step.

Perfect 5ths and all major intervals made larger

become augmented.

Perfect 4ths and oths and all minor intervals

made smaller hecome diminished.

Owing to the fact that chromatics are always num-

bered the same as the diatonics from which they are

named, it will be seen that augmented GTHS are

wider than diminished TTIIS. The table on page

116 will make this clear.

Exercises on Chromatic Intervals.

1. Name the intervals formed by the following

pairs of notes :

d 1 re s re 1 se f se 1 ta

re d re s f se ta se

2. Convert the following into chromatic intervals

by altering one note :

r s r 1 f 1 n fe

d d s s, t, fe, 1,

A knowledge of intervals is indispensable to the

student of harmony and is a
Use of Intervals.

,

great advantage to the singer.

The power of comparison rendered possible by such

knowledge enables the singer to see that this skip is
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like that skip because it is the same interval. By
this means apparently difficult passages are rendered

easy. To take an extreme case,

d ma la f ma ta la s

will be seen to be easy enough when it is found to be

m s d 1

1 s r
1 d 1

t

disguised.

Again, the first few intervals in a change of key

are often difficult to conceive. Example :

d m rm s f t, r 8 f r m d d t, d

Here the observation that the first leaps after the

bridge-tones are minor 3rds, and are the same as r f

and s m in the key being left, is a great help. Then

the construction of the major and minor modes, and

their various relations to one another can be under-

stood and described only in terms of intervals. The

facts involved in inversions of intervals, too, enable

a teacher to see how much a piece written for soprano,

alto, tenor, and bass is caricatured when tenor and

bass parts are sung an octave too high by children,

and will, it may be hoped, prevent an exercise

being written as follows

dsltdmsd't'lsstrd
when the following is really intended

d 8
( 1, t, d m s d 1

t 1 s s, t, r d

To the experienced singer the Sol-fa syllables are

not only mnemonics of tonal mental effect, but

mnemonics of interval distances in addition. Thus

a major third is thought of as d m, &c.
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Alternative Naming
cf Interval dualities.

For the examination for the School Teacher's Music

Certificate a knowledge of diatonic intervals only is

required. Students in training colleges and pupil

teachers in their fourth year are expected to know

the subject completely.

In the system of naming intervals used in

Germany, all intervals mea-

sured from the key-tone to

any tone of the major scale

are called major. Thus d S is a major 5th, and

d f a major 4th, the names for 2nds, 3rds, 6ths,

and 7ths corresponding with those elsewhere named.

Steps greater than major are augmented, and smaller

than major are minor, and steps smaller than minor

are diminished.

The two systems are in conflict in naming 4ths

and 5ths. The following diagram illustrates these

differences.

English
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PITCH.

All musical sounds are produced by regular

vibrations. Conventionally, sounds produced by
slow vibrations are regarded as "low," and by quick

vibrations as "high." The ear distinguishes a range

of about eight octaves, i.e., the scale eight times

over. Human voices, from the lowest bass to the

highest treble have together a range of about four

octaves.

The exact position of a sound in the series is called

its PITCH.

Musical sounds may be observed in three ways:

1st, their ABSOLUTE PITCH is noted when their

position in the series is determined; 2nd, their

RELATIVE PITCH is noted when the interval between

tones is calculated; and 3rd, their TONAL OR KEY
RELATIONSHIP is noted when their position as tonic,

dominant, &c., is settled.

Each of these three points of view has its special

terminology. It is important for the student clearly

to understand each set of terms, and not to confuse

them with one another.

In practice it is easy for the ear freely to feel tonal

relations, rather difficult to realise intervals, and very

difficult to memorise absolute pitch the latter, in
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fact, requiring a special gift. But anyone can learn

the various terms employed, and can work out useful

exercises in theory.

The first seven letters of the alphabet are used as

the basis of the naming of the pitch of sounds. In

France, and to some extent in England, the Sol-fa

names (with the Italian spelling, viz., do, re, mi, fa,

sol, la, si) are also used for this purpose. It is

unfortunate that the Sol-fa syllables should ever be

used to name pitch. The principle should be, alpha-

betical names for pitch and Sol-fa names for scale

position.

The compass of the various voices can be stated

only in terms of pitch, and the

tonal range of a vocal piece

forces attention to the matter of pitch. Octave

marks in the Tonic Sol-fa notation are partly

governed by considerations of absolute pitch.

A sound produced by about 256 vibrations*

(musicians are not agreed as to

Why Pitch must
be studied.

Terms of Pitch. .

the exact standard) is called

MIDDLE C. This sound is low in children's and

women's voices, and high in men's voices. From

this sound a scale is built, and each note named by a

letter. Octaves have the same alphabetical name.

This scale is called

* In a second.
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THE STANDARD SCALE OF PITCH.

Upper C
1

, C 1 d 1

(512 Orations)
Mmor 2nd~

B t

Major 2nd

Major 2nd
a s

Major 2nd

Minor 2nd
E n

Major 2nd
D r

Major 2nd
Middle C (256 vibrations) C d

The tune thus formed is that of the common

major scale, the Sol-fa names of which are placed on

the right. When the sound of C 1 has been found

the standard scale should be sung up and down, using

the alphabetical names, until it is perfectly com

mitted to memory.
It was stated above that it is very difficult to

memorise absolute pitch. Many per-I JLUC-11J.L/J. J.OO O)WOVJ-U.UO IJJLIA/JLL. 4UAUT IJ1 ~

Finding C.
1 sons fancy they can tell pitch, but

as a matter of fact only a small proportion of the

musically gifted can readily do so. Inasmuch as

singers and composers of the greatest repute have

been without this
" sense of pitch

"
it cannot be

regarded as indispensable to the ordinary teacher.

Teachers generally pitch key-tones by reckoning

from an instrument with a fixed pitch, such as a pitch-

pipe or tuning-fork. These instruments are made to
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give any one of various pitches, those that give the

high C being generally preferred.

Although the ear finds it so difficult to distinguish

absolute pitch it is possible for
Memorising Pitch.

almost any persevering singer

Names of
various keys.

to find C approximately with the voice, partly by
the conceptions of the ear and partly by a recollection

of the muscular effort needed to produce the pitch

sought for. Every singer should try to acquire at

least a rough idea of pitch.

KEY-TONES
(i.e., Dohs) may be fixed on any of

the unaltered, or as they are termed,

NATURAL NOTES, or between the

" whole
"

tones of the series. Any of the natural

notes may be a leading-note (t), and then the natural

note just above is, if necessary, flattened to provide

the key-tone. Thus if G is t, A> (not GUt) is d

d At? Efr Bb Db
/ / / / /
t, G D A C

d F C

/ / /
t, E B,

When a natural note is taken as a key-tone, the

natural note just below is, if necessary, sharpened to

provide a leading-note (t). Thus if Gr is d, F# (not

Gib) is t

d G E &c. c F
\ \ \ \ \

t, m rw BE
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Bb, Eb, and A!? are frequently chosen as key-

tones, Grb, Db, C#, and F# are rarely chosen, and

the other sharps are never chosen, at least as dohs.

When pieces in the minor mode are described by the

pitch of 1, three of the sharps are frequently used as

key-names

d E A B
t, D3 GJf A3

1, OS Ett GMf

The table on p. 125 exhibits scales at all pitches,

the positions of dohs and lahs being specially noted.

Major Mode : 1st way. All the keys pitched upon
naturals can be found by singingI UCtltU&CUB WCU4 1~>U -LUU-LJ.VA UJF DAUK.LU.K

Pitching Keys.
*

1 down from C 1 until the pitch

sought for is reached. Thus, to pitch E, singC'BAGFE = d

d 1

t 1 s f nd

The keys just above C 1 can be found by ascending

if the singer has a high enough voice. Thus, to

pitch D, sing C 1 D' = d' (d
1 r

1 r
'd'). When the d

or d 1

is found the Doh chord should be sung to

establish the key. Children should be constantly

practised in pitching keys in this way.

2nd way. The desired key-tone, if a natural, can

be sung by leap from C 1

. Thus if D is wanted, the

interval C 1 D (d
1 r r

d) is struck.

3rd way. The scale position of C 1 in any given

key is noted, the given C 1

is called by its Sol-fa
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TABLE OF PITCH.
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name, and the d found by step or leap. This is the

best and quickest method of pitching flat keys and

other keys in which C is a diatonic tone. The table

on p. 125 shows that C forms part of seven keys.

Minor Mode. It is best to find the d and the 1 in

pitching pieces in the minor mode. If the 1 alone

is sounded it may be mistaken for a d. When the 1

has been found, the Lah chord, up or down, as con-

venient, should be sounded or sung. It has been

stated that pieces in the minor mode are often

described by the pitch of 1. Teachers should be

thoroughly accustomed to this phraseology.

Exercises.

1. Pitch from a given C the key of E on the

stepwise method downwards. Sing the

Doh chord when the E is found.

2. Pitch F and then D in the same manner.

3. Pitch E, F, and D, using the stepwise method

upward (if your voice can reach these

pitches).

4. Pitch Q-, then D, then E, by leap upward or

downward.

5. Pitch F, by first calling its Sol-fa name in

that key and then finding the key by step

or leap.

6. Pitch a, Eb, Db, Ab, and ~Bb in the same

manner.

7. What is the pitch of 1 when B, E, a, A, F,

and Bb are respectively d ?
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8. What is the pitch of d when G, D, Ffl, E, Oft

and Gr# are respectively 1 ?

9. Pitch the following keys or modes G, A, D,

Eft and E minor.

The flat of one note is not strictly the same pitch

as the sharp of the major second

below. Thus, G# and Ai>, or se

and la, are slightly different in

theory if not in practice. Such notes are said to be

enharmonically the same. Although the intonation

(that is the proper relation of one sound to another)

of singing, especially of chords, and the keeping of

pitch, are affected by details of enharmonic relations,

the subject is too difficult and complicated to be dealt

with in these pages.

The placing of octave marks in the Tonic Sol-fa

notation is partly governed by con-

siderations of pitch. A singer can

get on very well without fully

understanding the plan upon which they are placed

so long as he knows the upward and downward

relations of the notes he is looking at. Thus

Key 0. G.t. f.0.dmrd sdt,dr dsfrd
Key A. E.t. f.A.

d m r d "d 1 t d 1 r 1 d
's f r d

show the singer plainly enough what to do without

requiring him to know why in one case s becomes

middle d and in the other upper d 1

. The teacher,



128 The School Teacher's Music Certificate.

however, who has to construct exercises should take

care to know why these distinctions are made. First
f

it should he noticed that the series of Sol-fa names

always begins with d and ends with t, or vice versa.

d 1 r 1 m 1 f s
1

I
1

t
1

t
1

I
1

s
1 f m 1

r 1 d 1

Middle, or unmarked octave.

drmfslt tlsfmrd

d, r, m, f, s, 1, t, t, 1, s, f, m, r, d,

d2 r2 HZ f.2 s2 1 2 t2 t2 1 2 s2 f2 r^ r2 d2

Next it should he noticed that notes in the Standard

Scale are similarly distinguished.

Higher marked octave

C 1 D 1 E 1 F G 1 A 1 B 1

Middle unmarked octave

C D E F G A B

Lower marked octave

0, D, E, F, a, A, B,

ien the point should he fixed in the memory that

[IDDLE DOH MAY BE PLACED UPON ANY NOTE OF

fTHE MIDDLE OR UNMARKED SERIES OF THE STANDARD

SCALE, BUT NEVER ON ONE OF THE UPPER OR

LOWER SERIES.
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C 1

natural, flat, or sharp, is never unmarked d.

B

A

G
f

natural, flat, or sharp, may be unmarked d.

E

D

B, natural, flat, or sharp, is never unmarked d.

The highest key (that is, the highest possible pitch

for unmarked d) is the key of E,

and the lowest key (that is, the

lowest possible pitch for unmarked d)

is C or 01?. The Table of Pitch on p. 125 shows

unmarked d and a scale from every pitch. Key A is

therefore a higher key than key D, and key E is a

lower key than key Gr, &c. &c.

Exercises.

1. (a) In which key of those named will the

following passage sound highest ? (b) and

lowest ?

Keys E, B, P, C, or D.
jj J

d t, f n 1 s

2. Arrange the following in order of pitch :

Afr C 1 A D 1 B D F E G C Et>'

Highest and
lowest keys.
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A teacher must consider the pitch of the highest

and lowest notes he writes when
Range and Pitch.

,

he constructs exercises. Thus

in the phrase

d s 1 t, f m

1 is the highest note and t| the lowest note. If the

passage is sung in key B a reference to the Table of

Pitch will show that

1 in key B is G3 1

upper series,

t, in key B is A# unmarked,

and if the passage is sung in key Db that

1 in key Db is Bb unmarked,

t, in key Db is C unmarked.

Exercises. A
(fc*

(b F# C

1. What is the pitch of 1 in keys 0, B, D, A, E,

and Bb respectively.

2. "What is the pitch of f
,

in the same keys P

3. What is the pitch of m in keys F, Gr, Ab, and

Eb?

4. What is the pitch of 1
,

in the same keys ?

The special manner of dealing with octave marks

for tenor and bass parts

should be understood by
teachers of both sexes. It

is a curious fact of nature that the compass of men's

voices is, speaking roughly, an octave lower than the

Octave marks and
Tenor and Bass parts.
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compass of children's and women's voices. Octaves,

as we have seen in describing the various relations of

tones, are so similar in effect that they are called by

the same names in scales and in absolute pitch. The

coalescence of octaves is so complete that when a

number of men and women sing a hymn or song

together they both instinctively and unconsciously

sing in " octaves." Little children who are beginning

to learn to sing or who are not accustomed to an

adult male teacher, find it difficult to imitate a!

pattern or tell an ear exercise given by a man s

voice, but older children soon fall into the habit of

disregarding the octave. Conversely, if a man

repeats a tune or phrase patterned by a treble voice,

he unconsciously sings it an octave lower. When
an adult class follows pointing upon the modulator

the sexes instinctively sing an octave apart,

although the teacher points only one note. In such

a case it is obvious that one of the sexes is wrong by
an octave, for d r m, say in key Gr, has been shown

to involve the use of certain sounds in absolute pitch.

The Tonic Sol-fa notation adapts itself to these

circumstances by writing tenor and bass parts AN

OCTAVE HIGHER THAN THEY REALLY SOUND, and

treble and alto parts at their proper pitch. This

plan, besides saving octave marks, accommodates

the instincts of the sexes to sing an octave apart, and

enables the teacher to pass from the modulator to

the written notation without confusion.
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The illustration on p. 127 showed a transition

passage written out twice, each

time in a different key. The

reason for the difference of the

octave marks used after the change in the two

versions will now be understood. If the d of a new

key falls upon a sound higher than B it must follow

the rule laid down that unmarked d is never placed

higher than unmarked B. As tests for Standards V
and upwards (Grade IY) include passages written

with bridge-notes, teachers should be prepared to

write properly exercises that use the octave marks

in transitions. It may save trouble to mention

that modulator voluntaries need not conform to the

rule as to the use of octave marks in changes of key.

As printed the one remove side columns of a modu-

lator fit the middle column in the matter of octave

marks in no key higher than key E for sharp

removes, or key Fjt for flat removes. But as the

relations of the notes in the three columns cannot be

misunderstood the teacher can begin in the centre

column with any pitch for middle d. If it is desired

to point a piece as written in a book with transitions

from a higher key than those named above, the

octave marks can be made to agree by commencing
to point in the right-hand column if the change is to

a flat remove, and in the left-hand column if the

change is to a sharp remove.
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Exercises.

1. Alter, if necessary, the octave marks in the

following, supposing it to be pitched in

turn in keys C, A, F, Bb, Eb.

1st sharp key.

d s m *r t, d ^m f r d

2. Alter, if necessary, the octave marks in the

following, supposing it to be pitched in turn

in keys C, A, F, Bb, Eb.

1st flat key.

d m r IN f t, d n l s t d 1

3. Write a passage of not more than twenty

notes (without time) beginning in key A,

containing a transition to key E and

returning to key A.

4. Write a passage of not more than twenty
notes (without time) beginning in key F,

with a transition to key Bb, and back to

key F. Do not change on the d or the s

in either case.

5. Write a passage of not more than twenty
notes (without time) using the following

keys :

(a) Key D to key G-, and back to key D.

(b) Key A to key D, and back to key A.

(<?) Key B? to key Eb, and back to key Bb,

(d) Key E to key B, and back to E.

(e) Key F to key C, and back to key F.
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CHAPTER V.

SYSTEMATIC EAE TBAINING FOE
STANDAEDS I TO VII.

EAR exercises should have early and systematic

attention in school music teaching,
Introductory. .

as this practice trains children from

the beginning to form habits of listening attentively (/)

7T\ and thinking independently. It will also be found

that children who from proper training can imitate

and tell quickly phrases of music sung to them will

3)
be more ready in sight-singing than those who lack

such training. All teachers agree that the ear test is

the most difficult requirement of the Music Code
;

many teachers therefore regard the ear test as only

possible with a few children gifted with a good ear.

This is, however, by no means a fair supposition ;
a

much larger average of children are able to tell ear

tests individually than are at present found to do so,

but in order to secure this it is essential that the

teaching of this subject should be systematic and
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well graded. Mere repetition of phrases of three

or four notes for the children to name or imitate

will not avail for real progress; the teacher must

be able, pleasantly and patiently, to get each child to

think independently.

The most serious mistake is for teachers to suppose

that ear training should first be taught in Standard

III, and with the telling of three notes. The sooner

ear-training is begun the better, both for children

and teacher. There is much to be done before even

the naming of notes is attempted. Teachers are

recommended to work carefully through the following

pages, keeping to the plans described, and success, it

is believed, will inevitably result. The directions

given are based on the fact that teachers have so little

time for this difficult subject that it is imperative

they should spend that little to the best possible

advantage.

STANDARD I ((TRADE II).

Code Requirement.

Ear Training. As a rule, this should consist oj

exercises in imitation, and should include rhythmic

phrases as tvcll as tonal p/irases.

The Music Code requires ear tests from Standard

I, but in the simplest form

only, that of imitation. In this

Standard everything in music is

taught by pattern ;
for instance, when singing from

the modulator the children are told they must listen

Ear training by
pattern teaching.
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to the teacher's singing and then imitate it, and so

with the time exercises and the school songs, which

should be patterned in phrases.

It is during this listening and imitating that the

ear is gradually trained; if the children do not

imitate correctly the teacher will of course tell them

they must listen well and try again A good teacher

would get from a child the fact that m is a higher

sound than d, and s higher than m, and then tell

them that after a few more lessons he would sing to

them three or four sounds and expect them to tell

him which was the highest sound. Also when

teaching time the teacher would sing three or four

sounds of different lengths, and ask how many long

sounds and how many short ones he had sung.

In order to discover the dull ears the teacher should

test his class in small groups.

As the imitation is often done

by one-third of the class only,

the teacher should not go on long before finding

out those who do not imitate readily. This may be

done by calling upon small groups of the class to

sing alone, and when the leaders are discovered they

can be silenced for a while, the teacher giving easier

phrases for the slower ears to try. The main atten-

tion throughout must be given to those not very

ready, and the quicker ones occasionally encouraged

by questions of greater difficulty.

If there should be many of these slow ones they

should be made to sing from the modulator and then

Special training for
dull and slow ears.
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again tested as before with a patterned phrase for

imitation. One of the chief reasons why so many
children remain dull at ear work is that teachers often

let the bright children give all the answers, and do

nothing special to start the duller ones. Let the

class understand that every member is expected to do

the work of imitating, and there will then be an

effort made by all.

For some time voice and ear training may be

combined, and should occupy the first

few minutes of every singing lesson.

The following exercises should be

patterned and imitated from the modulator to the

syllables, and then from the hand-signs, the teacher

watching the children to see that all are trying to

imitate properly.

d r
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When pa-tterning, the teacher should be careful to

sing the vowels properly, and see that the children

sing them according to pattern. These phrases

should be sung in different keys, and when the

children can imitate well with the syllables the

teacher should pattern with laa, as the Government

Inspector will examine the children by singing four

notes to laa, which they are expected to imitate the

first time correctly.

The backward children should frequently be

tried by themselves in order

that they may gain confidence,

and at the end of the school

year the whole class should imitate as with one voice.

Slow children occa-

sionally tried alone

m
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Imitation of

Rhythm.

Children are naturally fond of rhythm, and will

therefore he interested in imitating

(not defining the time of) the

following short phrases. Such exer-

cises are a welcome change, and are found serviceahle

in awakening the interest of children with slow ears

for tune. The exercises must, of course, he patterned

slowly, and with well-marked accent and time.

|d ,,r :m ,,f |s

|n.m :f .f |s

|s ,,f :m ,,r |m

|d.d' :t .1 |s

|m ,,r :m.f |s

|m ,,f :s .,1 |
s

|d' :s .d
1

|s

|s :1 .t |d'

|s .s :m .m |d'

|s .,1 :s .d
1

|t,

IB .,l:s .,f|n

|s.d' :t .1 js

|d .d :d' .d
1

|m

|m .m :s .d
1

|m

Id'.m
1

:d'.s |d'

|d' :t .s |d'

|d' :n ,f |s

|d' ,,t :d' ,m |s

|n .f :s .d
1

|t

-
II

-
II

-II
d 1

II

d 1

II

d 1

II

STANDARD II (GRADE II).

Code Requirement, same as for Standard I.

In large schools where Standard II forms one or

more classes, the children

having passed one examin-

ation in ear tests in Stan-

dard I, will now he expected to imitate phrases of

greater difficulty. The following exercises will he

found useful.

Exercises of greater
difficulty for imitation.
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Pattern Phrases for Imitation. Standard II.

m cl f 1
I! srfn|| sdd'm|| sd'ms

s,m r d
||

s t r 1 d 1

1|

1 f s m
||

m 1 f m ||

m r d 1
||

d t,d f
||

d r s m ||
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the difficulties they experience in getting even a few

of their class to pass with the ear test; they speak of

it as almost hopeless to expect from anything like

the majority of the class the results required.

These failures are more often the fault of the

teacher than the children. Blind dependence on
"
guessing," no matter what the subject may be,

always means that the child has been unintelligently

taught, not trained to think independently for itself

from the earliest stages. For instance, when an

examiner sings to a class s f m to laa, and is told by

one or more that he has sung d 1 ta 1, that is no proof

that the ear is defective, but that the child has not

listened to the phrase in its relation to the key-tone.

Again, if at the end of a school year, when an

examiner sings s f m the same children give as

answer d r n or n f S, as is often done, the teaching

in Standard II or in the beginning of III has

probably been seriously defective, or mere guesswork

has been allowed to go on unchecked. "With proper

teaching most of the class should easily recognise the

difference between an ascending and a descending

phrase

In the first lessons on telling notes by ear in

Standard II teachers should

make use of the power of

imitation already gained by

requiring the children to imitate phrases of four

notes similar to the following, sung to figures, the

12

First lessons for
note telling.
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children telling which figure had the highest or

lowest sound, and which two figures had the same

sound.

d s m d
||

1234
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No one must expect to teach, mental effects by

merely telling the names commonly used to describe

them (see p. 12) ;
teachers will have to study how

best to get the class to feel that one note is bright

and another desolate, &c., the special teaching

power qualifying the teacher for the profession he

has adopted having a very good opportunity here to

exhibit itself to advantage.

A teacher might say to his class,
" I want you to

know more about d, m, and s than that they are

sounds higher or lower than the others. Listen

while I sing

|d :- |s :s |PI :- ||

now tell me which was the brightest tone ?
"

All

would reply
"
s." They must then be told always

to think of s as the bright cheerful sound. The

following exercise should then be sung by the

teacher slowly, to his own pointing on the modulator.

KeyF.
|d : |s :s In : |s : |m :m |m :d |d : 1|

Attention having been called to the bright, bold,

cheerful s, they should be told to listen to the

teacher singing the same notes again, and then asked

which was the more gentle, peaceful note, d or pi ;
no

difficulty ought to be found in eliciting the right

answer, m.

After singing the whole exercise slowly through,

expressively patterning the characteristic quality of

each note, the class would readily be made to feel

that d was the firm, resting note, and therefore the
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best note to finish with, and then with every new

exercise or song the children's attention should be

called to it as the finishing, resting tone.

The manual signs are a great help in deepening

the impression made by lessons

in mental effect
;
and at future

lessons it will be useful to let

the class sing the Doh chord from the manual signs

instead of from the modulator before giving ear

exercises.

The following exercises will be found useful. In

using them the teacher should give the key-tone and

sing one of the phrases to figures, the children being

required to tell which figure was s, repeating the

phrase for m, and then again for d. In No. 2 set of exer-

cises the children should be asked how many sohs or

mes or dohs have been sung. The modulator should be

before the class, and when failures occur the children

should sing the notes in various positions from the

modulator, and then try again to name the note sung
to figures, the teacher reminding the class of the

character of the note they are expected to name, the

bright s, the gentle n, or firm, strong, restful d.

No. 1 exercises.

d s m d || ddmdsll s m d d
|| msdd||

1234 12345
d d d s m

|| dmdsdjl m d s m d
j|

<n d s d d
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No. 2 exercises.

n PI d PI s
||

m s s m d
||

d d s m d ||

ddmmsll smdsm|| sdmms||
d n d d m

II
m n s PI d

||
d d s s m

||

s d s d m ||

When d, m, and s are fairly well mastered the class

should be taught to recognise
Introducing new
tones (Ray or Te)
for toiling by ear. ,

that two new tones were now

r and t. They should be told

going to be added, but the names should not be

mentioned, leaving that for the children to do.

The teacher should sing a few notes to figures, one

of the notes being a new one r or t the children

then being asked to name the new note by telling

the figure sung to it. Thus

|d :s |m :d |r : jj12345
If the r be not recognised by a sufficient number of

the class the phrase should be repeated. When the

note has been fairly generally recognised its name

may be given, and it may be shown on the modulator

that its position is only one step above d.

The children must be made to feel that r is not a

resting but a leaning and an expectant tone
;
that

the singer when singing r feels that some other tone

should follow it, and that it leans on d, and therefore

no song or piece ever finishes with it. The same

process should be employed in teaching t, the manual

signs being continually used to secure or deepen the
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impression made. (See p. 26 for a fuller develop-

ment of the mental effects of these tones.) When

teaching or practising the chord of s the teacher

should show on the modulator that t and r are built

on s as PI and s are built on d. Ear tests should

always follow the modulator voluntary. At first ear

tests should be imitated and told thus : the teacher

sings d S PI d m, saying ah for the m; the class

imitate the teacher, and then try to sing the correct

syllables instead of ah.

For some time this practice should be continued,

using such examples as

d r d s dm d t, d 1

t d 1

s d 1 m d 1 r 1

d 1 m 1 d s,

in various keys, to familiarise the children in recog-

nising the same interval when sung at a different

pitch.

If many children fail to name the syllable in place

of the ah the teacher should point out the position of

the note on the modulator and emphasise its mental

effect and name
;
then try them again, frequently

silencing those children who are quick at this work.

After teaching and practising the Soh chord from

the modulator, ear tests for r and t may be given

thus : the teacher sings d S,, the class to tell the S| ;

the teacher then sings

s, t, s, r s, t, r 8, r t,

singing the second and third notes to ah, the children

having to name the notes sung to ah. When quick
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ears have told the note a short modulator voluntary

should be given to help the slower ones, and another

opportunity given them to answer.

Precisely the same methods are to be adopted in

introducing the desolate f and the

sorrowful 1, as have been adopted

in teaching r and t. First teach

these notes separately, showing their positions on the

modulator, and drawing from the children by suitable

illustrations the mental effect of each, singing such

phrases as the following :

d m d T
|| d m r T || d s m d T||

d m T m || d t, d T || d m d s d T ||

d'td'TTsll dmTsTsIl d'TTtd'lH
If the manual signs are used with them in thus

illustrating their mental effects the children will be

greatly helped to retain the impression made.

The following exercises should be used as ear tests

to test the power gained :

df dl dr dt, df dl dm
d s d 1 f d 1

1 d 1

t

The teacher should sing the second note to ah, the

class to imitate first and then to sing the two notea

to their proper syllables.

This can be varied by the teacher singing the

chord first, thus : d S m d f , singing the last note,

the test note, to ah, the class to imitate and then tell

the name of the last sound.
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STANDARD III ((TRADE III).

Code Requirement.

Ear Training. The teaching should be directed to enable

individual pupils to name any three consecutive tones of the scale

sung to the syllable laa for playedJ, the chord or the scale of G

being each time first given. The exercise should generally com-

mence on some note of the key-chord. N.B. This test should

be applied only to the more advanced children of the division.

Not more than half of the children in an average class taught

by a skilled teacher can be expected tofreely answer such questions.

If ear training in previous Standards has been

neglected it will be found difficult

to get many individuals of StandardHow to prevent
guessing.

Ill to answer correctly questions

of the kind described. During the first half of the

school year the class should persevere with the

training recommended for Standard II.

After this it should be clearly explained to the

children from the modulator what will be expected

from them at the end of the school year ;
that they

must learn to tell the names of any three notes of

the scale which the examiner may sing to them
;
that

these will be stepwise, ascending like d r m or

descending like m r d, or that one note may ascend

and the other descend, as r m r, &c. This ability

to distinguish the rise and fall of tones must be well

exercised before any attempt is made in telling

precise names by ear.

The teacher may now make a more hopeful

attempt to get three notes told, by singing s f m to the

class, and he will probably be encouraged by finding
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that the class now know that it is a descending

phrase, but he will most likely get such answers as

S PI d, f m d, 1 S PI. These errors must be pointed

out on the modulator, and the fact made plain to the

children that in s PI d there are two leaps, and in

each of the other answers (f n d, 1 S Pi) there is

one leap, whereas all their ear tests at present are

concerned with notes in steps. They must be warned

not to anticipate phrases involving leaps, but that the

three notes they have to name must go up or down

in steps only.

If the class is not a very bright one the teacher

should make the easiest start

?asy stot
a
with

n
P ssitle

'
even ^Sb " seems to

telling three "be too elementary and to consume
notes.

too much time. In the end the

time will be seen to have been well spent. Teachers

will find that after children make a start in telling

notes by ear there is no subject in which they will be

more interested
;
and all teachers know that progress

is never so sure and rapid as in a subject in which

the child's interest and pleasure are aroused.

In order to help the dullest over this difficulty of

telling three notes the teacher must aid the class

patiently to overcome one difficulty at a time. In

telling three notes the chief difficulty with a child is

with the first note. The memory has but little

holding power as yet. An adult would be better

able to think over the whole phrase, but with a child,

especially one of slow musical ear, the sound of the
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second note added to the effort of recognising and

remembering the first note is an almost sure cause of

forgetting both in trying to tell both.

The teacher should therefore say,
" I am going to

sing three notes (to laa), and I want to see how many
of you can tell me the name of the first note." The

teacher then sings the key-tone and chord and sings

m r d. If there are any who find it as easy or easier

to think of the whole three they may be allowed to

do so, but the result most likely will be that about

half-a-dozen will tell the first note correctly and all

the others fail to recognise it.

The mistake that teachers most commonly make

then is to proceed with another phrase of three notes,

which infallibly leads to a repetition of the above

result; consequently the slow ears have learnt

nothing from the first phrase. The teacher would do

better to ask the slow rather than the quick ones for

the answers, and when they are found answering

wrongly to put the whole class to sing from the

modulator to laa (which this Standard should be able

to do) dmrddsfm, telling the children to

think of the gentle, peaceful m, and the bright s

coming after the d. After having sung this over

once or twice the teacher should laa the same phrase

again, m r d, and he would find that many now

would be able to tell that the first note was m.

Singing the phrase again the whole three notes may
be asked for, much better results being the reward.
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The following phrases should be sung and told :

m f m
|| mfs|| mrm||

mmf|| m r r || mrd||
The same methods must be followed with s and d as

the first of a phrase of three notes, e.g., s f PI ||

d r m
||
&c. After three notes beginning with either

d, m, or 3 can be well told, the teacher may then

proceed with the other notes of the scale, f m r ||

1 t d 1

||
&c. It is very unadvisable to attempt these

latter before the former have been well grounded.

The teacher, after singing the key-tone and chord

thus, d 8 PI d, should sing one

of the following phrases to laa.

The class should then imitate

the phrase (singing to laa), and tell the names

of the three notes. The class should also be

frequently exercised in telling the three notes without

previously imitating them to laa

sfm|| sis || sfs|| sit
|| m r d

|!

m r m || m f m || m f s || r d t, || r m f
||

r m r
||

r d r || d r m
|| d t,d || d t, 1, ||

d r d
||

d d r || d r r
|| f m r

|| f s 1
||

f s f
||

f m f
||

1 s f
||

1 t d 1

1| 1 s 1
||

1 t 1
|| t 1 s

|| t d 1

1 || t d 1

r 1

1| t 1 t
||

d 1

1 1 d 1

1 d 1

1|

Ear tests that may
be given by

H. M. Inspector.
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STANDARD IV ((TRADE III).

When Standard IV is taught separately results in

advance of Standard III will

be expected. If the teacher on

commencing the year's work

should find the class to have done the ear work for

Standard III satisfactorily, he should at once com-

mence more difficult work. But it will be only waste

of time if he attempts this advanced work before

Standard III work can be easily done.

Obviously the work for Standard IV should

prepare for the work of the next Standard, and to

this end the class should be trained to tell any three

notes, including any easy leap. The teacher should

first sing, slowly and softly, and point on the modu-

lator the notes of such phrases as the following, and

carefully help the duller ears to recognise the

difference between a step and a leap.

s f r || s f 1
||

s 1 f
||

s t 1
||

s t d 1

1|

smr|| snfJI nrf||
m s f

||
m d r

||
m f r

||

m f 1
|| m d t,|| m f d

||

d r f || d m f || d m r || d r t, || d m m ||

d r s || d f m
||

After these have been well told as ear tests the

teacher may give exercises of four notes like the

following, three being stepwise and one leap. The

children should be told before commencing these that

there would be only one leap in the four notes about

Easy tests inclu-

ding one leap.
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to be sung, and that the leap would always come at

the end of the phrase. They should also be told to

think of the mental effect; especially of the last

tone.

m

r m s
||
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s d 1

1 1 ||
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At intervals of once a month the class should write

__ .,, : on paper at least six phrasesWritten exercises
advised once a sung by the teacher to laa, after

month.. . .

giving tne usual key-tone and

chord. These phrases should he carefully prepared

"beforehand, and embrace all the difficulties hitherto

encountered. Each pupil must sign his name to his

paper, and the teacher can at his leisure tabulate

them, and so estimate the progress each pupil is

making. This not only proves an incentive to each

pupil but enables the teacher to know better than he

otherwise could, how to adapt his teaching to the

condition of the class, and guides him in the arrange-

ment of the class. It will be a saving of time also

in the preparation of the next month's work, and

enable him to give helpful individual questions.

STANDARDS Y AND UPWARDS (GRADE IV).

CODE REQUIREMENT. Ear Training. Individual*

in this class should be able to name the notes of a simple

diatonic phrase consisting of not more than four tones,

sung twice to laa (or played], the chord or the scale

being given each time. Only the more advanced children

of this division can be expected to answer correctly.

These Standards should be prepared to write on

slates or paper any of the following phrases after

hearing the key-tone, without first imitating them to

laa. The key-tone should be frequently varied.

drsm||mfls||msfr||sfrd||
mfms || sfrm || slsn || smrd j|
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1 f



Teaching by
contrast.
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The teacher should sing the first portion of the

chant, repeating it before singing the second portion,

or, if the class he equal to it, the whole of the chant

may he sung through without a break.

Other plans of fixing the attention of pupils and

making them think may be here briefly described.

This exercise is suited to Standards I and II before

the regular naming of notes is

attempted. The class sings d r Pi

once or twice to the teacher's pointing.

Then the teacher sings these tones to laa and asks

were they the same ? Next the teacher sings m r d

to laa, and asks were they the same ? This process

should be repeated and the phrases reversed, the class

singing m r d and the teacher d r n, until they

generally distinguish the upward and downward

movement of the voice. In the same manner the

following phrases may be contrasted :

Class to sing d r Pi Teacher sings to laa d r d

d r d d t, d

d r m d d d

and so on with similar phrases.

The coloured modulators help the eye and ear to

sort the scale tones. A teacher

can say "Now I will sing only

black notes, tell me how I arrange

them." Again,
" Now I will sing two black ones

and one red one three black and one red two

black ones, a red one and a blue one," and so on.
13

Use of coloured
modulators.
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This is an exercise that greatly interests a class.

The teacher promises to sing up
or down the scale and to omit

one note, the class to discover

which. As skill in detecting the omission is attained

the teacher should sometimes sing from s to s,, or

f to f &c.

The teacher limits the range of his test. He

1-

-
1
announces that he will sing any

Confining range.
*-- 1 three tones between d and s

inclusive between f and d 1 between m and 1,, &c.

The teacher says
" I will sing s f m or f m r,"

and so on. At first dull pupils

should be encouraged by giving

them the choice of widely different

effects. For instance, the teacher may say
" Tell me

whether I sing s t d 1 or m r d." Gradually the

phrases given are brought nearer one another in scale

position and made like in upward or downward

movement.

It is often a good plan to give the most difficult--
1
tests first, the teacher asking pupils

Sorting pupils.
' 8- 1 to hold up hands if they can

answer. All who answer should be silenced, and the

remaining pupils should be asked to stand, and no

one should be allowed to sit down until he or she has

answered some question, however absurdly easy. If

the class is too large for this plan apply it to one

section of the class only.
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The class sings s f n, or any similar simple

phrase. Then the teacher says "Tell

me whether what I sing is the same

or different." The teacher then

sings s f PI to laa four or five times and at last

alters to s f r. The class need not be compelled to

say what was actually sung. They merely look out

for alterations.

Pupils able to give ear exercises properly should

be frequently got to do so in place of the teacher.

It is important for the class to be trained to tell tests

given by any kind of voice.

It is advisable to vary the syllable in giving ear

exercises. Kaa, koo, numbers (one, two, &c.), letters

of the alphabet, fragments of poetry, should be used

as well as the syllable laa.

Finally, the teacher must always take care that

the key is firmly established. The former pages of

this book have shown how completely mental effect

depends upon memory and power of comparison.

The training of the ear to tell time is dealt with

in the chapter on Time.
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Three chief facts
of Time.

CHAPTER VI.

TIME TIME-NAMES THE TEACHING

OF TIME.

THE word Time is a general name used to describe

more than one fact in music.

There are three great facts of

time upon which all other facts

are based. They are as follows :

1st. All music is divided into PULSES.

2nd. PULSES are regular in period in any one

tune.

3rd. PULSES have varied stress or accent, resulting

in various forms of MEASURE, i.e., a set

of PULSES.

The appreciation of all other details of time

depends upon these great facts being well understood.

The pulse of a tune is mostly easily felt. If chil-

dren are asked to clap or tap to a sprightly

march-like tune they will instinctively

make their movements correspond to its pulse. This

pulse is the natural unit from which all duration is

reckoned. A tone or a rest is said to be one pulse,

two pulses, a quarter of a pulse, &o. &c., in value.
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If a tune is sung fitfully, now faster and now

slower than it should be, pupils will

be unable to clap together as described

above, or if they manage to do so they

will quickly feel that their movements no longer fit

the tune. The pulses, then, to be felt, must be

regular in period. If they move at starting at, say,

the rate of 60 in the minute, they should all move at

that rate, unless for some special effect their period is

temporarily interrupted.

Pulses move at greatly different rates in different

tunes, although they are alike

pulsfmo^ement.
in &^ one tlule- Pieces

often definitely marked for pulse

rate by reference to a pendulum that can be adjusted

to move at from about 40 to 160 in one minute.

An instrument used for this purpose is called a

METRONOME. " M. 80 "
placed at the beginning of

a tune means, then, that the pulses are to move at

the rate of 80 in the minute. Practically, then, the

M. before the figure means minute. Sometimes the

rate given applies to sets of three pulses (see p. 166).

When the pulse rate is not stated the teacher's

discretion and taste must be his guide.

A less easily observed fact than the foregoing is

that the pulses of a tune must not all have

the same stress or ACCENT. The part that

variety of accent plays in making the identity of a

tune is best felt by altering the proper accents of a
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well-known tune. If the Old Hundredth is sung

with strong accents at A and with weak accents on

the other notes it is transformed almost beyond

recognition ; although the melody, and the time so

far as relative duration is concerned, are performed

correctly.

a dt|l|8, drnnnnrdfnr
A A A A A

d rn rdl, tidsndrfnrd
If the tune is now sung again, commencing with

a weak accent and giving weak and strong accents

alternately all through, the proper natural accent of

the tune will be felt to have been found.

The stronger pulses of a tune recur in cycles. In

1 speech varied accents are made as in
Measure. |

music, but the stronger accents recur

irregularly. Poetry, on the other hand, regulates its

accents much as music does. The accents of a finely

executed piece of music exhibit numerous gradations

of stress that no musical notation attempts to show

by special signs. But in every piece of music the

accents are arranged in fairly denned sets by the

regular recurrence of the stronger accents once every

second or third pulse. These broad accents are

shown in musical notation, and the varied arrange-

ments of which they are capable are called MEASURES.

All measures are Duple (having pulses in sets of

twos) or Triple (having pulses in sets of threes), and

there are varieties of each kind.
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The Tonic Sol-fa notation of time provides signs

for three gradations of pulse

accent, viz., STRONG, MEDIUM,
and WEAK. The signs are :

Notation of Pulses
and Measures.

Strong 1 (A relatively long upright line).

Medium
| (A relatively short upright line) .

Weak : (A colon. Note that the dots are not

far apart as *).

These pulse signs are placed at equal distances from

one another, and thus represent to the eye the equal

periods presented to the ear.

Measures are named by the number of pulses

between strong accents. Thus if there is one strong

pulse in every four the measure is said to be Four-

puke, &c.

Examples of Measures in common use.

Two-pulse Measure.

(Strong, weak, &c.)

This form of duple measure is not so frequently

employed as four-pulse measure (shown over).

Three-pulse Measure.

(Strong, weak, weak, &o.)

II

Note. The second pulse of three-pulse measure

in slow music is often performed with a strong or

medium accent but it is always written as above.
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Four-pulse Measure.

(Strong, weak, medium, weak, &c.)

H
*'" I I I II

1

I

'

II

This is the commonest form of duple measure. The

distinction between this and two-pulse measure is

even in good performances often hard to discover.

It is a question of taste whether any well-marked

difference between the relative stress of strong and

medium pulses should be made. Many pieces would

be ruined if pronounced distinctions of strong,

medium, and weak pulses were attempted.

Six-pulse Measure.

(Strong, weak, weak, medium, weak, weak.)

It is important to note that six-pulse measure is TWO

SETS OF THREES, not three sets of twos.*

Nine-pulse Measure.

(Three threes.)

: :
I

: :
I : :

Twelve-pulse Measure.

(Four threes.)

: :
I

: :
I

: :
|

: :

* Sometimes pieces are written in six-pulse measure with accents
in twos :

This form of measure might be employed with advantage more often
than it is. especially in writing slow triple time.
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The double line
||

at the end of the foregoing is

not a pulse sign. It marks the conclusion of a piece.

The bracket I is used for the end of a printed or

written line. It is altogether wrong to round off a

line by a pulse sign placed at the end.

The criterion of a pulse is held to be that place

i-
1
in a tune where the feet will

Rapid movement. . ,.,.,-. ,.
'- 1

instinctively tall in marching*
or where we all are disposed to tap if asked to tap

the time or pulse of a tune to which we are listening.

It is curious to observe that if the same piece is per-

formed slowly, and again very rapidly, the ear in the

latter case singles out only the stronger accents, and

regards them as the pulses, and the former pulses as

subdivisions of the new pulses. Triple time thus

treated leads to the use of measure-signs that at first

appear somewhat ambiguous, but which is found

to be on the whole the clearest way of showing

rhythmical relations. In this way six-pulse measure

so-called, becomes to the ear a two-pulse measure.

ti

Nine-pulse measure becomes three-pulse measure.

j|

: :
I

: :
I

: :

I

II II
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and twelve-pulse measure becomes four-pulse measure.

The execution of music noted in this way presents

difficulties to the inexperienced that will be dealt

with later on. When sets of three are to be counted

as one beat or pulse a direction to that effect is added

to the metronome rate. Thus " M. 60, &c., twice,"

means beat or count two at that rate in each six-pulse

measure. "M. 70, &c., thrice," is a direction

similarly applied to nine-pulse measure, and " M. 80,

&c., four times," to twelve-pulse measure. When
no such direction is given it must be inferred that

the rate mentioned is for each printed pulse. The

importance of the distinction is obvious. Ten

measures noted as follows

H

M. 60.
*

i
. . i .

should occupy one minute (10 x 6, each at the rate

of 60 in the minute), whereas ten measures noted as

follows

M. 60, twice in the measure.

: :
I

: :

should occupy only 20 seconds (10 x 2, each at the

rate of 60 in the minute).
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The effect of wrongly accenting the Old Hundredth

in threes instead of twos was

shown on p. 162. But this

tune may be sung in duple

time and still be wrong.

a, A A A A A A Aat|l|S|drnnnnrdfnr
a

A A A A A A Arnrdl|t|dsndrfnrd
It is clearly as important to notice whether a tune

begins with a weak or a strong pulse as to notice its

measure. Inexperienced teachers often write black-

board exercises the tune of which calls for accents

the reverse of those written.

A phrase or piece that commences with a strong

pulse is said to be in Primary measure, and a phrase

or piece that commences with any other than a strong

pulse is said to be in Secondary measure.

Secondary Measure*.

Two-pulse

Three-pulse

Four-pulse

( I

j
I

Six-pulse ( :

Nine-pulse (
|

: : : : I : :
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It will be seen from the foregoing that the Tonio

Sol-fa notation plainlyEducational advantage
of the Tonic Sol-fa shows what were described
notation of time. .. ..

as the great facts of time

the pulse, its regular period, and its varied stress.

Exercises.

1. "Write from memory the pulse signs for six

different kinds of measures, all in primary

form.

2. Write from memory the pulse signs for six

different kinds of measures, all in secondary

form.

3. State what measures six-pulse, nine-pulse, and

twelve-pulse measure sound like when sung

quickly.

The learner should acquire the habit of noticing

the measure when listening to music.

A teacher can fix the rate of pulse movement in

I several ways. He can regulate it
Beating time. J

vy pointing pulse by pulse on the

blackboard, by tapping his pointer lightly on the

board, &c., or by noiselessly appealing to the eye

only, and beating each measure according to pre-

scribed forms. It should be the constant aim of the

teacher to train his class to be governed by the silent

movements of his baton.

The customary plans of beating the various

measures are as follows :
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Two-pulse Measure,

(Weak)
Three-puUe Measure,

(Weak)

DOWN
[

(Strong)

DOWN

(Strong) (Weak)
Some conductors beat down, left, up.

Four-pulse Measure.

(Weak)
OP:

(Weak) Ten; X^ RI&HT
) (Medium)

OOVJN
I

(Strong)

Six-pulse Measure.

Down, left, left, right, right, up.
Sometimes the best conductors beat as for two tbree-pulse measures

When quick, beat as for two-pulse measure.

Nine-pulse Measure.

Usually treated as a three-pulse measure.

Twelve-puke Measure.

Usually treated as a four-pulse measure,
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Teachers should be able to beat time at any given

rate, at least approximately.

The best way to acquire a sense

of absolute time is to learn one

metronome rate say 60 and then to measure others

from this standard.

The main object of beating is to show when the

beginning of a pulse is due. This is why taps, each

of which lasts only a small fraction of a pulse, mark

the pulse so effectually. The beats should not be

spread over the whole time of a pulse but should be

quick and decided, but not jerky, and the baton

should remain at rest between the beginnings of

pulses. Work from the wrist. Very small beats

will mostly suffice. It is expedient to beat a silent

measure before the class commences an exercise or

song in order to fix the rate. As a rule it is best to

beat a primary measure even when a piece commences

in secondary measure, the class entering when due.

All time values are stated in terms of pulses.

Every tone struck, every rest or

silence between tones, is a pulse

or more or less than a pulse in

value. A note (d, r, m, &c.) placed in
(i.e., between

two pulse signs) a pulse without any qualifying sign

is a pulse in value.

DLL |d :m |s :r |n :d ||

Each note in the above is one pulse in value. When a

tone is continued through more than one pulse a mark

(__) called a continuation mark, is placed in the pulse.

Value (duration)
of notes.
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HI. 2

|d : |PI :
I

: II

In the above d is two pulses and n four pulses in

value. The continuation mark is generally set on a

level with the space between the dots of the weak

pulse, thus : ,
not thus : , or thus -r-. Some

Tonic Sol-fa printers use a mark not wide enough to

show a full-pulse continuation, thus :-
|j.

and pupils

are thereby puzzled. Generally, even in the best

Tonic Sol-fa printing, the full-pulse continuation

only fills the first half of the pulse space. In written

exercises teachers often for clearness' sake make the

continuation in the middle of, and almost as wide as,

the pulse, thus : 1|.
It would be well if printers

could be got to follow this plan.

Silences or rests are an important feature of time.

They are shown by the absence of notes
Rests. I

or continuations.

HI. 3.

|d : :
|

:n :d ||

In the above the third and fourth pulses being empty

show a rest of the value of two pulses.

A dot in the middle of a pulse divides it into

I Division of pulses.
|

halves '

111.4.

1 til 1 * 2

|d :s .f |n :d .r |m : ||

The figures over the above notes show their value in

pulses. The first of the halves always has the
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stronger stress. Hence a divided pulse is like a

miniature two-pulse measure.

Notes of one pulse and a half in value occur

frequently. They are nearly always followed by
another half-pulse note that fills the remaining, half

of the second pulse. The half-pulse continuation

is shown hy a short continuation mark.

111. 5.

11 1' It t t 4
|d :- .r |m :- .s js .f :m ||

Half-pulse rests may fall upon either half of the

pulse. They are shown hy leaving the space to the

right or left of the dividing dot empty.

111. 6. Bests on the first half.

Ill \ 1 \ \ 1

(a)
|^

.s :m
|^

.f :r
|

#
.m :d |j

Bests on the second half.

(&) |s
.^

:f
.^

|n . :r . |d . :t, . ||

Bests in the above occur at *.

When a tone is struck on the second half of a

pulse and continued into the first

Syncopation.
half of the next pulse, the stress

ordinarily given to a first half is made where the

note is struck. Notes begun on a weak pulse and

carried on to a strong pulse are subject to the same

rule of accent. This is called SYNCOPATION. The

effect is as though a note came before its time

Syncopation is then the anticipation of accent.
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EL 7.

() |d.d:-
.r |-.m :-.f |-.m

:- .r |-.d :-
.t,|d ||

W|d :m
I

:f
|

:s |f :m
||

Exercises.

Copy the following (taking care to space pulses

properly) and state in figures over each note

and rest its value in pulses :

1. |m : :
|

: :s,f|m :-.r:d ||

2. |s :-.f |m. : .r|d. :r |n : ||

3. |n :r. |m. :s |f :-.m|r. :m
||

A pulse is divided into quarters by placing commas

i 1
on either side of the dividing:

Quarter-pulses.
I 1 1 dot, thus : , . , ||

111. 8.

iiiii i 1 i

|s,l.s,f:n .d |r :m ||

Quarter-pulses are accented as though they were

a miniature four-pulse measure.

Halves and quarters are combined in one pulse

in two common ways.

111. 9. Quarters last comma last.

i i i i i * it i

|s .1 ,8 :f .m |m .f ,m :r
||

111. 10. Quarters first comma first.

Ill 1 1 111 1442 2 2 442
|s ,f .m :r .n |f ,m .r :d

||

Sometimes, and especially in Scotch songs, the pulse

is divided between two notes, the first a J and the

second .

14
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111. 11.

3. 1 1 3. 3 113.
4 444 4 444

.- |r

Bests may occur on any quarter of the pulse. The

empty space before or after the comma shows such

rests. They seldom occur in vocal music.

El. 11.

I* ,S .f ,m ||
Best on the first quarter.

111. 12.

:s ,* . 1 ,S ||
Best on the second quarter.

El. 13.

:n ,S .* ,r ||
Best on the third quarter.

El. 14.

:f ,P1 .r ,* ||
Best on the fourth quarter.

Exercises.

Copy the following (taking care to space pulses

properly) and state in figures over each note

and rest its value in pulses.

4. |B :s,l.s,f:n .s |d ,r,m:f . ,r:m ||

5. |s,l.s :m . : .f |n .r,d:n .r, :d ||

6.
| ,f.m :s .f,m|r, .n :d .f |m :- .

||

7. |s .f :n .
I

.f :r,m.f |m . ,s:f . ||

8. |s .m :f,m.- |r .m :s,f.- |m ,,r:d ||

This division occurs frequently, and is one of the

most important divisions toi mos mporan vsons o
and \ division. .

1 thoroughly understand. Consis-

tently with the notation so far explained it should be

written thus : s ,-,f ||
where the half-pulse s is

obviously continued into the following quarter-pulse.
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For convenience of writing and printing, however, a

somewhat arbitrary form of notation has been

adopted. A . and a
,
are placed close together between

two notes in one pulse, thus |n .,r ||
If the . and

,

are not placed close together this notation may be

mistaken for |n .* ,T ||
where at * a quarter-pulse

rest is clearly shown. To avoid this ambiguity the

half-pulse . is placed more than usual to the right.

That is, the
,
is placed in its proper place and the .

brought up close to it. This distinctive feature of

the notation of J and J pulse division is easily seen

when the pulse is wide.

El. 15.

JL JL 1 i 1
4 44 4 2 2 -1

|s ,,f :m ,,r |d .t, :d H

Three-quarter pulse continuations and rests are

similarly shown.

1-5. JL 3. 1 1
^4 444^

El. 16. |s :- .,f|m .,f:r ||

1 f'e8t I I I 1
111. 17.

|
S : .,f |m .f :r

||

1 | re8t 1 1 JL 1

111. 18.
|
S :

4
. /|m .1 :r

||

The f rests are shown in two ways. The first way is

preferable.

Exercises.

Copy the following (taking care to space pulses

properly) and state in figures over each note

and rest its value in pulses.
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9.

|s :s.,f|m.f
:s

|r :-.,f|n .,r:d
||

10.

[m : .,f:m .,r|d ., :f .,m :r . is .,f:m .s :d. n

11.

|n,f.s
:m .rid .,r :m .r,d|f :-

,,s|m. ,r:d n

12.

:s,f.n,r|m .,f:s.d|t,
:-

.d|
f ,,n:r ,n|d n

13.

is :- .,f |m ,r,d:m .r id . :

,s,,l||t,.f
:m

||

Pulses are often divided into thirds. Thirds are

I 1
shown by inverted commas, thus

Thirds of a pulse. ...
I 1

: f ( ||
which are placed so as

to divide the pulse into three equal parts. Single

thirds, continuations, and rests are shown just as with

quarter-pulses.

HI. 19. : 1 ,1 ,1 ||
Three struck thirds.

HI. 20. ;1 r ,1 || fandi
111. 21. : 1 t tills struck, | rest, struck.

111. 22. : 1 , , ||

i
struck, f rest.

111. 23. : , <1 || f rest, J struck.

111. 24. :- ,1 ,1 || J contin., struck, J struck.

111. 25. :- ,- ,1 || f continuation, J struck.

The foregoing will sufficiently illustrate the nota-

tion of triplet divisions.

Pulses are not infrequently divided into sixths to

I
the ear, although, owing to the

Sixths of a pulse. __

I form of notation usually adopted,

. they are not so shown to the eye. The fact that six-
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pulse measure performed quickly turns out to be

another way of writing two-pulse measure with

triplet divisions has been shown. To cram six notes

or various combinations of sixths with continuations

and rests all into one pulse would result in great

complication. The object of notation is to tell a

performer what he is expected to do, and to represent

rhythmic and tonal relations. The following two

forms of notation

iM.

60.

U .1 ,1 :l .1 ,1 II

M. 60, twice.

|1 :1 :1 |1 :1 :1 ||

show essentially piecisely the same fact and give the

same orders to a performer. In each case the singer

is told to group six notes of equal value into two

threes. The subdivision of thirds into sixths is then

far more clearly expressed by writing in six-pulse

measure than it could be in two-pulse measure.

When it is desired to express sixths in one written

pulse they are shown as follows :

IU. 27. : 11,1 1,11 1|

When sixths are meant to be sung in two groups of

three they must be written in one pulse, and they are

shown as follows :

111.28. :sfm.fsl||

Eighths of a pulse are sometimes written, although

to the ear they generally sound
Eighths of a pulse.

I 1 as quarters each written pulse

sounding as two pulses. They are shown as follows,

no new sign being employed :
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111. 29. (a) :sf,nf.sl,sf||

(b) :sf,-r.mf,-r||

1 if I

W :m ,-f.s ,-f ||

All these relations are better seen when written in

notes of double value, i.e., when one pulse is treated

as two.

Exercises.

Copy the following (taking care to space pulses

properly) and state in figures over each note

and rest its value in pulses :

THIRDS.

14.
1
3 iB tff\\f :-AfK-r:d< t,|d : ||

15. |n :--rld :r,f^|s^l:tr^'|iv%r:d ||

Write values, analysing each three written pulses

as one.

J. -L | j.
l &c.

16.
j|s

:- :f |m :r :d
1

1 :- :- |s :- :f
j

Jim
:- :- |- :r :d if :n :r |s :- :f

j

j|m
: :d' |r :- :m

|f
:- :t, Id :- :-

||

"Write values, analysing as written.

17. |s : , .fK , : , .slf.-n:^

SIXTHS.

Analyse three written pulses as one.

i i a. j. &c .

d :d.r:18.
||
d :d.r:m.f|s :f :m

|r
:- :m.f |n.f :s.f:m

j|r :d :r |m :- :- I!



Time. 179

19. ud :-.r:m |s :-.f:m
|r

: :f |m :-.f:m
j

20. jis :-:-|-:l :t|d':t:l|s : :
| :l:s|f:m:r II

Doubling-, halving,
trebling, &c., values.

A useful test of acquaintance with the theory of

time and notation is to re-

write passages, using longer

or shorter values, but pre-

serving exactly the original relative values and the

original relative accents. This is called TRANSCRIPTION.

Pulses with Duple accent may thus he transcribed to

any other form of duple accent. For example :

HI. 30. Passage to he transcribed.

() |s :-.f |m.s:f .1 |r :
|

:d
||

The same, values halved.

(b) |s .,f :n,e.f,l|r :- .d ||

The same, values doubled.

(c) g :
I

:f m :s |f :1 r :
|

:

Six p. m., (abbreviation of "
pulse measure ")

beating twice, being a duple time with triplet

divisions, admits of similar transcription.

111. 31. Passage to be transcribed.

(a)
||

B :d
!

:t |1 :- :m
|s

:- :- |f : :m
j

:r : |s :- :t, d :- :- |- :- :-

The same in third values.

(b) |sd
l

<t:lr-,m|s :f, ^jm^ :s 4-t,|d
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111. 32. Passage to be transcribed.

(a)
||

B ~,1 :s,f,m|r -, :s r< |d
:

The same, treble values.

(b) s :- :1 |s :f :m r :- : |s :-

Six p. m. (which has two broad accents) cannot be

transcribed into three p. m. (which has three accents).

Relative duration can be shown but not relative stress.

111. 33. Passage to be transcribed.

(a)
||d

:-.r:m.f |s.l
:s .f :m

||

The same, values doubled.

(b) J|d
:- i- |r :m :f |s

:1 :s |f :n :-
||

Beats should fall at * .

Passages in three p. m,, cannot be halved because of

the accent, but they may be doubled by employing

the exceptional form of six p. m. with three accents

noted on p. 164.

HI. 34. Passage in three p. m., values to be doubled.

(a)
|

:d
.,r|n

:d' .,t :1
,,s|s

.m :

||

The same, values doubled.

(b) Ud :-.rn :- |d' :-,t|l :-.sis :m |- :- n

Three p. m. and nine p. m., as well as four p. m. and

twelve p. m. can be similarly treated because they

chow the same relative accents. When transcribing

from the larger to the smaller form of measure it is

uot necessary to reproduce all the continuation marks.
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IU. 35. (a) j|d
:- :- |- :- :-

||

should be

reduced thus (b)
||
d :

||

not thus (c)
j |

d,-<- :"-||

Exercises in transcribing Time.

Doubling values.

21. Kewrite Exs. 6, 7, 8 (p. 174), in four p. m.,

doubling the value of every note and rest.

22. The same Exs. 9 to 13 inclusive (p. 176), and

Ills. 16 to 18 (p. 175).

Halving values.

23. Kewrite Ills. 4 and 5 (pp. 171-2), halving the

value of every note and rest.

24. Eewrite the following, halving the value of

every note and rest :

j|d
:

I
:r

|m :-.f|s :1
|r,n:f |m :r.d;

:
|

:t 4 |d :-!-:

Trebling values.

25. Eewrite Exs. 14, 15, 17 (p. 178), in six p. m.,

trebling the value of every note and rest.

Thirding values.

26. Eewrite Exs. 16, 18, 19, in two p. m., and

Ex. 20 in three p. m. (pp. 178-9), in

notes of third value.

Other exercises can be made by transcribing the
" Time Studies

"
issued by the Tonic Sol-fa College,

and reprinted at the beginning of this book.
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RHYTHM AND TIME-NAMES.

The contents of separate pulses in a tune are not

interesting to the ear. All tunes group
Rhythm.

a number of successive pulses together

to form musical phrases or lines, and the pulses in

such phrases are felt to belong to one another. The

relations of accent and value thus connected form

what is generally called RHYTHM. In most tunes,

and especially popular tunes, there is generally much

repetition of rhythm, that is, one phrase is rhythmically,

if not tonally, a counterpart of another phrase. This

repetition of rhythmic phrases is a great aid to the

memorising of tunes. Tunes that have little

rhythmic repetition are difficult to remember.

Example of rhythmic repetition.

HI. 36. National Anthem.

Linel. |d :d :r |t,

2. |m :n :f |m

3. |r :d :t, |d

4. |s :s :s |s

5. |f :f :f |f

6. |m :f.m:r.d|m

-.d:r }

-.r:d } Rhythm same as 1.

-.f :m }
Same as 1, 2.

-.m:r }
Same as 1, 2, 4

-,f:s

7. |l.s,f:m:r |d

In observing and comparing rhythmical relations

the ear notices most particularly the striking of notes

rather than the length they are held. Consequently,

the rhythm of the National Anthem can be easily

identified even when it is tapped with a stick each

tap lasting probably only a small fraction of a pulse.
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A clear perception of this fact will assist tlie student

to understand the value of time-names and the reason

for the adoption of plans of teaching to be presently

described.

A rhythm may then be denned as a phrase or

phrases of pulses, the notes in which are contrasted

in any imaginable way in accent and order of

succession. Time exercises are often called rhythms-

Quantitative analysis of written exercises gives no

; conception of effect. The subtle
Time-names. *

relations of accent and value can be

learnt only by the experience of the ear. This is

particularly the case with divisions of pulses into

halves, quarters, &c. How to fix in the ear proper

conceptions of rhythm, and to connect these concep-

tions with written notation is one of the problems of

teaching. It is an obviously excellent principle in

teaching to make use of skill already attained. Let

us apply this principle to the study of rhythmic

relations. First, observe that the words we constantly

employ in everyday language are full of delicate

contrasts of accent of rhythm, in fact. Poetry of

course organises these accents. Eepeat the following

lines quickly

HI. 37. Take her up tenderly, : 1 ,1 ,1 1
1

4
1 ,1 ||

Lift her with care, : 1 J ,1 1
1

||

Fashioned so slenderly, si,!,!)!,!,!)!

Young, and so fair. : 1 ,1 (
l

1
1

||

and their rhythm will be found to fit the notation
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placed at the side. Words, then, that anyone can

learn to pronounce are of great use in giving and fixing

conceptions of rhythm. The time-names rhythm
names would have been a better term used in Tonio

Sol-fa teaching are adapted from M. Paris's "Langue
des durees." They form a system, the carefully

chosen consonants and vowels ingeniously reproducing

the rhythmic divisions they are intended to name.

The time-names provide a consonant for every

struck note.
Pronunciation.

(6)

(c)

(d)

(e)

(/)

1 .1 ||
TAATAI

1,1,1,1|| tafatefe (
" a

"
as in mad.

1 . 1,1|| TAAtefe r< e
"

as in led.

1,1,1 ||
tafaTAi

1 ,1 J ||
taataitee

Continuations are named by dropping the consonant

that would be used if a note were struck where the

continuations begin. A hyphen is written in place

of the dropped consonant.

11.39. (a) ; ||
-AA (c) :- ,1,1|| -AAtefe

(ft) I- .1 ||
-AATAI (rf) :-,! ,111 -aataitee

It is found, however, in practice, that strict

adherence to this plan of naming continuations

creates more difficulties than it removes. To name

111. 40. :1 .,1 1|
TAA-efe

i.e., as TAAtefe with a "t" omitted, leads pupils to

a false conception of the proper rhythmic effect of

* The Tonic Sol-fa College do not now require candidates to use

these different types in writing time -names. The above would there-

fore be written : Taa, taatai, taatefe, tafatai. This applies to all the

examples in the book
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this division, and sets up an idea of there being three

notes in the pulse. To the ear a three-quarter pulse

note is no more a half pulse continued than a whole

pulse note is a three-quarter pulse continued. It

is, therefore, the growing practice with Tonic Sol-fa

teachers to name only the struck notes, and to sustain

the vowel through continuations. The consonants

then are like the taps described on p. 182, they give

the true heard outline of the rhythm. The common

continuations are named ee follows :

111. 41.

(a) : 1 .,1 ||
TAAfe

(ft) :- .,1 ||
-AAfe

(0) :!,!,- ||
tafa-ai (the last syllable to be incor-

porated in the second, thus, tafay).

(d) : 1 ,- ,1 1|
TAA-tee

(e) :-,- ,1 ||
-AA-tee

Quick six, nine, and twelve p. m., are named as

they sound, viz., in two, three, and four p. m.,

respectively.

[1. 42.

||
taataitee

||
TAA-tee

II
-AA

||
TAA

||
taatai-ce (taaTAi-)

||
-aataitee

||
-AA-tee

Sixths of a sounding pulse which may, of course,

appear in this form of measure, are named as follows :

TL4
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H. 43.

() |1.1:1.1:1. 1|| tafatefetifi

(b) |1.1:1 :1 ||
tafataitee

(c) |1 :1.1:1 ||
taatefetee

(<*) |1 :-.!:! ||
TAAfe tee

W |1 :- : 1.1
1|

TAA-tifi

(f) |1 :1 :1.1|| taataitifi

Bests are also named. This plan may appear

uncalled for, and likely to add to difficulty ;
but it

is not so in practice. There is a special difficulty in

getting pupils to see rests and to think about them.

When the naming has forced attention to rests they

are no longer named. The vowels used are the same

as for struck notes, "s" being substituted for the

consonant that would be employed for struck notes.

The names for rests are printed in italics.

111. 44.

(a)

(*)

w
e)

(>

(*)

1 . ||
TAA&47

.1
||

SAATAl

1,1. II

Mil
1 , II

or |l :

1,1, II
or |1 :1

, ,1 1|
or

|
:

1 t ,111 or |1 :

,1,1 II
or

|
:1

}
taasafoee

}
taataisee

} saa-iQQ

} taasattee

1 s^ataitee

The illustrations given of the application of time-

names have so far shown one pulse at a time.

Rhythm, however, cannot be studied adequately in
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this way. The end of a divided pulse is more often

rhythmically connected with what follows than by
what precedes. The time-names and these con-

nections can be best learned by the practice of such

exercises as the time studies appended to the syllabus

of the S.T.M.C. examination, and the exercises given

later on in this book.

Written exercises on time-names.

27 (a) Write out the time-names of Exs. 1 to 3,

p. 173.

(b) The same, Exs. 4 to 8, p. 174.

(c) The same, Exs. 9 to 13, p. 176.

(d) The same, Exs. 14 to 17, p. 178.

(e) The same, Exs. 18 to 20, pp. 178-9.

THE TIME KEQUIREMENTS OF THE CODE.

In teaching time the first care of the teacher must

be to implant in pupils' minds right conceptions of

great facts, viz., pulses, their regularity, and accent

(measure), as described on p. 160. Mere statements

of these facts are certain to be quickly forgotten.

The memory must be reached by repeated appeals to

the experience of the ear, and tested by frequent

1 questions. Thus in teaching the
Teaching Pulses.

1 existence of ulses some such

plan as that suggested on
p.

1-60 should be adopted.
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(1) LESSON ON PULSES.
Teacher asks class to notice his taps while he sings a tune

(the tune should be bright and have divided pulses), and to

hear how well they seem to fit something in the tune.

(Teacher sings, tapping the pulses.} He then sings again,

tapping for every note, and again, tapping anyhow. He asks

which method of tapping was the pleasantest ? The class ia

then asked to clap or tap lightly (the teacher leading by
beating pulses] while he again sings the tune. Then the class

may try to clap for every note. It will now be pointed out

that the places in the tune the claps and taps fitted so well

are called the PULSES, and the word should be written on

the board. The class may now be asked to find (tapping,

clapping, or marching) the pulses of other tunes, and the

fact that some tunes have a slower pulse than others should

be taught by this experience. The class should be told that

soldiers and people when they march to a band pick out the

pulses with their feet ; that the big drum marks the pulses ;

that people who dance mark the pulses with their feet ; that

their teacher will often show the pulses of songs and exercises

by beating with his hand or pointer.

So far no notation will have been taught. This

must be reserved until the accent of pulses can be

dealt with. Then the regular period

of the pulse must be again and again

shown to the ear. How a tune is

spoilt by irregular pulses may be shown as suggested

on p. 161.

The attention of young children can be drawn to

the varied accent of pulses in many

Regularity of

Accent and
Measure. ways. If the children are sufficiently

intelligent the analogy of the accent

of familiar words will assist comprehension. In this

way they can be taught to believe that as words



Time. 189

sound quite wrong when incorrectly accented (e.g.,

iiondon, Birmingham, Newcas^/e), it is the same with

pulses in tunes. The incorrect accentuation of a

familiar tune will, of course, awaken attention to

accent (see p. 162). These methods, however, are

as a rule better deferred until accent has been taught

more dogmatically. For this purpose the following

lesson may serve as a model.

(2) OUTLINE OP LESSON ON ACCENT.
Teacher asks the class to listen to his taps* and to say

whether they were all alike or different in any way. Teacher

taps (without singing) strong, weak, alternately. Having
elicited answers he now taps with equality of force, and asks

for an account of the difference between these taps and the

others. The process is then repeated by the teacher singing
on a monotone. Then the class is asked to sing both ways
on a monotone.

The notation of pulses may be introduced at this

stage, but if the attention of a class can be main-

tained the impression of accent so far felt will be

deepened by contrasting the duple accent with triple

accent. No fact is clearly comprehended until it is

shown to be like or unlike something else. Com-

parisons are an everlasting resource of a good
teacher.

(3) OUTLINE OF LESSON ON CONTRASTED ACCENTS.

( Continuation of above.)
Teacher asks the class to listen to taps as before, and asks

whether they are still strong, weak, strong, weak, &c.

He taps strong, weak, strong, weak, several times over,

and elicits from the class their opinion as to whether any new

*
Taps are, at first, better than sustained tones, because they show nothing

but accent and do not distract attention to value.

15
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form of accent has come as yet. At last the teacher taps

strong, weak, weak, strong, weak, weak, and when the class

has thoroughly felt the difference between the old and the

new accent he repeats the process with his voice and sets the

class to sing in both ways.

Notation must now be no longer delayed. Before,

however, showing methods of

introducing notation it will be

well for the student to know why special means must

be adopted to fix the notation of time in the memory.
The notation of tune makes hardly any call upon

memory. No pupil can suppose that d S f can mean

anything than d S f . But as the exact meaning of

dots, perpendicular and upright marks, commas, &c.,

is quite arbitrary, one sign can very easily be confused

with, another when the notation of time is un-

scientifically taught. Teachers who neglect time

work sometimes say that Tonic Sol-fa time notation

is not clear, and they compare it unfavourably with the

staff notation time symbols. Such teachers lose sight

of the immense advantage the Tonic Sol-fa notation

possesses in showing the pulses of the music and in a

pictorial manner the relative value of notes in pulses.

But in order that this advantage may be reaped it is

necessary that the meaning of the signs of the nota-

tion should be made absolutely clear. At every

lesson the teacher should call upon individuals to

explain signs, and every child should be trained to

expect to be called upon to say at once whether this

or that pulse is strong or weak, the values of notes
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pointed out in an exercise, &c. "With these ideas in

mind the plan of the following and other lessons will

be understood.
^

(4) LESSON ON PULSE-SIGNS AND MEASURES.

Teacher promises to explain signs for pulses. He writes

on the board boldly and clearly, and at equal distances

W
and explains to the class which are strong, &c., taking care

to add that the double line means simply the end. He now
asks individuals how many strong or weak pulses he has

written, and others are told to come to the board and point

strong or weak as asked for. A note is then written in each

pulse

(&) (Id :d
|s

:

|n
:n Id :d

and the class is told that the time-name for one note in a

pulse is TAA, no matter what note. Teacher monotones to

TAA, the class repeating. The number of pulses from one

strong to the next will now be denned as a MEASTJBE. To
draw attention to this the teacher should draw a curve as

above, and ask various children to come forward and draw
similar curves. Then the whole process should be repeated
with three-pulse measure. [Pupils will strongly desire to

make the "measure curves." They should be encouraged
for many lessons in this instructive task, until the teacher is

assured that all his class can tell a measure at a glance.]

The next fact of time and point of notation to

teach is the continuation of a tone
Continuations

through a second pulse. Again
the ear and the eye should be

separately attacked.
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(5) LESSON ON CONTINUATIONS.

Teacher while beating sings one tone through two, then

three, then four pulses, to illustrate continuations. He
repeats the process, requiring the class to state values. The
class then sustains tones according to the teacher's instruc-

tions. The teacher then writes on the board, say Example 6,

p. 191, and substitutes continuations for struck notes, requir-

ing the class to discover them. The sign is then written in, and

is called a continuation or "keep on" mark. The time-name

-AA (TAA with the T omitted and a hyphen substituted) is

given, the exercise is patterned to the names by the teacher

and repeated by the class. Then the continuations are

placed in other pulses, inattentive pupils are called out to

point out where TAA and -AA come, and the class again sings
as before. [Most of this lesson, or something equivalent to

it, should be given frequently to beginners.]

The habit of singing continuations continuously

must be established. Unless pupils

are constantly warned to avoid

breaking up long notes they will

almost certainly do so. This fault occurs so fre-

quently that it may be described as the greatest

difficulty of this stage to deal with.

All the Code tests are to be done to laa. The

time-names are a means to this end,
Time.

and should not be used exclusively.

In patterning to laa the teacher should take pains to

sing a sweet full aa, and should make his pupils do

so. If not carefully watched some pupils will not

take the trouble to sound the / at all.
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The ear should be first approached, then the

imitation from pattern secured, then

the notation of the MEDIUM accentFour-pulse
Measure.

should be shown, and the class tested

by the methods already described.

Exercises in secondary measure must be specially

practised. The class must be trained

to see quickly on what pulse an exercise

or tune begins, and to give the proper

Secondary
Measure.

stress.

Hitherto only blackboard work has been suggested.

,
At first it is important for pupils to see

Charts. I _
r

a written exercise grow belore them.

Beginners find it difficult to analyse a printed

exercise. But for the purpose of saving a teacher's

time and of accustoming the eyes of the children to

printed matter it will be found expedient to gradually

introduce Charts. "The Educational Music Charts
"

supply a carefully graded set of exercises, well printed

in bold type. "Standard Singing Tests" and "Tonic

Sol-fa Note and Time Tests
"

also provide ample
choice. The advantage of the charts is that they

save time in preparation ;
that the exercises are more

clearly printed than most teachers can write ; and

that the work is graded by experienced teachers.

The disadvantage of charts is that if they are used

too much the pupils learn the exercises, because

they cannot well be varied.
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The Instructions say nothing as to lessons in time

notation to Infants (Grade I). The foregoing lessons

cover the recommendations for

(TRADE II, STANDARDS I AND II.

Time. The class should be able to sing at sight on

one tone to the syllable doh or laa, exercises including

one-pulse and two-pulse tones in two-pulse or four-pulse

measure.

Specimen Time Test.

}|d:-|n:-|r:d|s:-|n:f |n
:d

|r :-|d :-||

Hd :r
|n :-|n

:f Is : Is :d' Is :n
|r

:n
|d

:

J

:n Is : In :r Id :r In :s In :r Id :r In :f Is

Us : Id :r
|n

:f |s :

|n
:f |n :r

|d
:r |n :

*

|
|n :s

|f
:n |r :d

|s
:-|d :

|r
:n |f :n

|n:-||

|

|d :-|t,
:d |r :n

|f
:n |s :-|s :-|s :-|s :-||

,

:n|f
:-|n :r

|n
:- |d :*

|l,:-|t, :-|d:-|d ||

Some of the above are written "in tune," not only

in order to accustom the eye to time as it always

appears in tunes, but to enable pupils to practise time

and tune together. It will be observed that eome of
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the tests are in secondary measure. Those marked

with an asterisk can be sung as two-part rounds, the

second part entering when the first reaches the *.

'For practice each test should be monotoned to time-

names, monotoned to laa, patterned in tune on the

modulator, sol-faed from the board, sung in tune to laa.

(TRADE III, STANDARDS III AND IY.

Time. The class should be able to sing on one sound

to the syllable doh or laa exercises in three-pulse or

four-pulse measure, containing one-pulse notes, half-

pulse notes, and whole-puke rests on the non-accented

pulses of the measure.

Three p. m. will probably have been taught

already as a contrast to the accent

of two p. m., and in order to practise

triple time songs. Children in these

Standards will soon see that the poetry they know

sometimes has one accent in every three, and they

will be able to suggest words that illustrate triple

time in primary (primary, /earfully, awfully) or

secondary (connection, ins^rwction) measure, and they

will be able to tell the measure of tunes sung to them.

The teacher should take care to select for study some

tunes in three-pulse measure.

Half-pulses may be introduced as follows :

Three-pulse
Measure.

Half-pulses.
TAATAI:d.d (6) LESSON ON HALF-PULSES.

Teacher asks the class to discover in which of four pulses
he sings two notes. He then sings, beating time :
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and elicits answers. The class then imitates the above, aa

patterned by the teacher. The time-name may now be intro-

duced and shown thus

TAA
TAATAI

on the, as yet, blank board. The teacher then makes an

exercise on TAA and TAATAI by pointing from one word to

the other. He then taps say |1 :1.1|1 ||
and draws

attention to the resemblance of the taps to the words TAA

TAATAI TAA. He then taps |1.1:1 |1.1:1 ||
and

{1 : 1.1
1
1.1:1 II &c., and asks what time-names they

resemble. If the teacher knows the finger-signs and makes

them quickly and certainly they should now be introduced,

and the fact that TAATAI is the name for a pulse equally

divided between two notes should be stated.

The notation should now be taught, and every

device employed to fix it on the memory. Before

suggesting plans for this purpose the following

remarks may be useful.

One of the early difficulties of a pupil is the

differentiation of the various arbitrary

signs employed. It is very necessary

that he should learn to see in an

instant the mapping out of the pulses and how they

are filled up or divided. The constant problem for

him is (1) Where does the pulse begin and end, and

(2) what is there in it ? To help the education of

the eye it will be found an advantage to use coloured

chalk, say red or blue for pulse-signs and white for

the contents of pulses, or vice versa.
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The adoption of a plain bold style of writing may
be said to be one of the first essentials

to the teacher's success. Illegible

blackboard writing is often responsible

for many failures of pupils. When strong pulses are

shown by long thin oblique lines, weak pulses by

insignificant dots very far apart, and when pulse-signs

are placed at unequal distances from one another, and

the Sol-fa initials are written obliquely, the Tonio

Sol-fa notation is caricatured. In order that black-

board writing may be clear the following rules should

be observed :

1st. Use thick vertical lines for strong and

medium pulses.

2nd. Use large dots, and place them close

together, for weak pulses.

3rd. Space the pulses with at least an approach to

equality.

4th. Do not finish a line with a pulse sign. Use

a brace }, or, if the end of the exercise

is to be shown, use a double bar
||.

5th. "Write pulse signs first, and fill in the

contents of pulses afterwards.

6th. Draw continuation marks from the level of

the middle of the Sol-fa letters or the

level of space between weak accent dots.

7th. Draw Sol-fa letters upright, as in print, and

use a form of letter like the printed form.

Place single notes, or the first of a group, close to

the preceding accent mark, |d :r
||

not
|

d: r||
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(7) LESSON ON THE NOTATION OF HALF-PULSES.
TAATAI.

Teacher prepares pulses as follows

He promises to write something in one of the pulses to divide

it into halves, and places a large dot in the centre of, say, the

4th and 6th pulses. A pupil is called out to find one of these

dots and another pupil the other. Two other pupils each

write a dot in two other pulses. Teacher fills in two lahs in

the divided pulses and one lah in each of the others. Four
more pupils are called out, each to find one pulse with two

notes in it. Teacher now states that the name TAATAI is used

for the divided pulses, and he asks the class to listen while he

names them, and he says, "If I make a mistake hold up your
hands directly you discover it." Teacher names the pulses,

making an error occasionally. Teacher now asks "Who will

name the first four pulses ? who the last four ?
" The class

will now unite in singing the exercise. Teacher now quickly
alters the exercise, substituting TAA for TAATAI, &c., and

repeats all the former process, taking care to select different

individuals to come forward.

The difficulty in teaching rests is to get pupils

to give them any attention whatever
<

Hence the value of time-names for rests,

provided they are used with careful

discretion. Rests on strong pulses are always more

difficult to observe than rests on weak pulses. This

is why the Music Code requires whole-pulse rests

only on the wow-accented pulses of a measure.

The plans described above will serve as models

for teaching SAA. The ear and the eye should be at

first separately attacked. The following plans are

suggested for practice :

SAA
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(8) PEACTICE OF WHOLE-PULSE BESTS (SAA).

Teacher writes on board |1 : |1 : |1 : |1 :1 |]

Pupils asked in turn to come forward and find (1) all the

TAAS, (2) the empty pulses, (3) the -AA. Teacher sings the

exercises to names and pupils do so. Teacher says
' ' I will

name the SAAS, you name the other pulses.
* Now let us

reverse parts.
* Now I will tap at the SAAS mind you

listen.
* Now I will ring this bell (sound this tuning-fork,

touch this high note on the piano, &c.) at the SAAS. * Now
I want someone in the class to say the SAAS. *

[The

position of the rests is now altered, and the exercise now

appears as follows |1 : |1 : |1 : |1 : ||]

Who will tap the SAAS ?
* Who will ring the bell at the

SAAS ?
* Now I want the SAAS to be shown by a wave of

my hand. * Now by a silent beat of my pointer." &c. &c.

Specimen Time Tests.

2.

3.

4.

5.

6.

7.

8.

9.

10.

||d
:

:d.r|i
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11.
j|d :t, id :r |n :r.d|s

:f |n : id :

1|

12.
||B

:

|m
: |f :

|r
:

|d :n.r|d :
1|

The foregoing are written in tune for practice.

A greater proficiency looked for in Standard IV
when taught separately may be expected to take the

form of quicker movement and an acquaintance witli

some of the time work of the next Grade for

instance, the rhythm taa-aatai (see below).

STANDARD Y AND UPWARDS (GRADE IY).

Time. The class should be able to sing at sight on

one tone series of notes in two-pulse, three-pulse, or

four-pulse measure, including pulse-and-a-half notes

and simple phrases in six-pulse measure, beating twice

in a measure.

The rhythm |1 :-.! ||
is the most difficult one

of this stage. Even after it is well

known and easily read pupils are

apt, unless closely watched, to drift

into a slovenly style of execution,

The rhythm and its notation should be taught more

or less on the methods described above. When the

ear has fully grasped the effect and allied it to the

notation, plans for practice will have to be considered.

In the first place the teacher must take care that

rhythmic exercises are not monotoned to time-names

exclusively, and from the commencement he should

get pupils to sustain the vowel of TAA for the -AA of

Pulse-and-a-
half tones

|1 - -I
II

TAA -AA TAI
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-A ATAI and not permit the continuity of sound to be

broken. While learning, some little pressure may
be given to the continuation, but even this must be

modified as pupils advance. Laaing should be

practised side by side with time-names. A distinct o

attack of each note must be insisted upon. The

practice of rhythms to the syllable koo is also good 3

because of the clear attack rendered possible. Indi- .

viduals should be called upon frequently. As an

intermediate course between monotoning and singing

in tune the Sol-fa syllables of a tune may be spoken

in time, thus,

|d :- .r |n :- .f |ro : ||

doh - o ray me - e fah me - ee

care being taken to avoid the break of sound pupils

are so liable to make. The effect of such breaks may
be illustrated by performing

" God save the King"
thus

|t, :-.d:r ||m :- .r :d ||d : : ||

gra f acious King, no t oble King. Ki f i f ing.

with stops at the daggers.

It will be well also at this stage to practise rests

on the strong pulses, although such

rests are not specifically required

by the Code. The plans already

described will suffice.

Specimen Time Tests.

In two-pulse, three-pulse, and four-pulse measure.

1.
||B

:

|s.f:m.f|s :-.l|s
:

|n
:-,rid :

1|
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2.
||m

: |r :

|

: id
:-.m|s :s.s|m

:d

3.
j:d{m :-,f|

s :1 is
:d.r|m

:

|f :m.r|d

4.
jjm : :f

|s
:-.f:n I :f.m:r

|d
: :

5. jrdls : : |m :-.r:d I :s il.tld 1

:
*

I I i i

6. um : :m
jr :-.d:t, Id :

:m.f|s
: : n

7.j|s
: |1 :-.s|s

:
|

:s.f|m
:-.r|d :

1|

8.
||d :t,.d|r.m:f.s|l :-.s|f :-.n|r

: |s :d
||

9.
j|m :-.f|s :d |f :-.m|r

:d
| :s.t,|d

:

1|

It has already been shown on p. 165 that when

six-pulse measure is performed
Six-pulse measure.

,
. .

quickly it falls into two-pulse

measure. The recommendation (" simple phrases in

six pulse measure ") say
"
counting twice to the

measure," and obviously such counting must be

learnt, because otherwise the requirement would be

too simple as a special requirement for the highest

Grade. As six p. m., counting six, presents no

difficulties that were not dealt with in three p. m., it

will be necessary to describe the teaching of the

quick form only. Some teachers manage to get

good results by practising six p. m. at first slowly

and gradually increasing the pace. In this case the

time-names are used in the usual way, viz., TAA for

each written pulse. Undoubtedly there is a certain
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complication in the application of time-names to

some divisions when three written pulses are named

as one, that may justify a feeling that the names are

more complicated than the thing named. But

however this may be with certain divisions the

objection does not apply to simple passages in six

p. m., especially as now named. Teachers who have

used the time-names hitherto are strongly recom-

mended therefore to continue to do so in teaching

quick six p. m.

As quick six p. m. involves the division of the real

pulse into thirds it will be well to begin, by teaching

triplets and their notation in two-pulse measure. To

describe this division here before describing the

teaching of pulses divided into quarters is not in

accordance with the steps of the Tonic Sol-fa method,

but it will be convenient for reference to deal with

the requirements for Grade IY together.

It is assumed that the processes of presentation

and practice now familiar will be

adopted. To perfectly accustom the

ear to the effect of thirds the teacher

should occasionally point voluntaries on the time-

names, written thus

TAA -AA

Taataitee Taa-tee

moving the pointer quickly from word to word so

that the pulse can be regularly performed. For some

time triplets should not be mixed with other
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divisions. Such a study is an advanced one, and if

begun too soon is likely to result in confusion. As

soon as such exercises as the following

(9) Exercises on Triplets in Two-pulse Measure.

1,1,1:1

are fairly performed the idea of six p. m. beating

twice must be established.

(10) LESSON ON SIX-PULSE MEASUEE.
Counting twice.

[The teacher selects a good tune written in quick six p. m.

from the charts or books in use, or he writes one clearly on

the board.]
The teacher asks the class to look at the tune while he

sings it, and beats to it. He sings it slowly, beating once for

each printed pulse. He now sings it quicker, and still beats

as before. He then asks the class to observe how much
better his beats or taps sound when he beats another way.
He sings again, beating twice in a measure. He now asks

the class to clap lightly first as he just did, and then for every
written pulse. The teacher now elicits or points out that his

taps come at the strong and medium pulses.

"O'er the ice," from Young Voices, Part II.

n :r :d |s, :- :s,
|1,

:- :1, |s, :- :-

n :- :d |t, :- :d
|r

:- :- |s :- :-

n :r :d |s, ;- is\ II, :- :1, |s, i- i-

|n :- :s |1 :- :s |r :- :- |d :- :-
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He asks, "How many taps should I make in the first line ?

How many all through ?
" He now announces that he will

tap without singing, and that if he stops suddenly he will

want to know where the last tap fell.

The foregoing will perhaps be enough for one

lesson. The time-names will be introduced at a

future lesson. It is enough at first to impress the

eye and the ear.

(11) LESSON ON TIME-NAMES IN QUICK
SIX-PULSE MEASUEE.

[Blackboard to be prepared as follows :

MIr7r-r^rr-^ (

TAA TAA

taa tai tee TAA

T^THl :- =1 ^
TAA tee TAA tee

i lifrrrr^-^j
TAA -AA

The teacher briefly recapitulates the last lesson, using the

above monotone exercise instead of the tune. The curves

should be drawn over the "
sets of three

"
in order to show

where the beats fall. The time-names should not be written

in at first. The teacher then reminds the class that the sets

of three sound like one pulse, and that they are time-named
as one pulse.

" The first note is then simply TAA [teacher
writes the name]. Is there another set of three like that.

*

Another? * Another ?
* The first set of three in line 2 make

taataitee, what shall we call the first set in line 3 if we only
name what is struck ? Is there another set like this ?

"

And so on until all the sots are named. "Now sing the lines

in any order as I point. Now I rub out the names. Who
will name the first line ? the second ? &c. Now tell me the

time-names of any line I choose to sing to Zaa."

16
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On another occasion a similar exercise can be

written on the board, the pulses being left empty and

only time-names being placed underneath. The

pupils then dictate the notation from the time-names.

SAA may be similarly taught. This will complete

all that can be reasonably looked for in " a simple

phrase in six-pulse measure/'

Specimen Tests in Six-puke Measure.

1.
j|d

:- :- |m :- :-
|r

:- :d Is :- :-
j

j|s
:n :d |m :- :r

|d
:- :- |- :- :- 11

2.
j|m

:- :- |- :- :-
|s

:- :-
|

: :

j

jif
:- :m |r :- :m d :- :- |- :- :- n

3.
||d

:- :n |s :- :-
|s

:- :f |m :- :-
j

jif
:- :m Ir :- :m

|r
:- :- |d :- :-

||

4 jjm
:- :- |- :- :-

|s
:- :f |n :- :- ;

jid
:- :- |r :- :- n :- :r Id :- :-

||

5.
jis :- :- |- :- :-

|

: : |d :- :-
j

j|
: :

|
PI :- :-

|f
:- :r |d :- :-

||

6.)|
B :- :-

|
: :

|m
:- :-

|
: :

j

- :- |- :- :- jr :- :m |d :- :-
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For the proper teaching of many songs, and in

order to prepare for the examination for the S.T.M.C.

it is necessary for a teacher to be familiar with other

developments of rhythm besides those demanded at

eight by the Code. The Time Studies printed in the

syllabus for the S.T.M.C. illustrate all varieties of

time likely to be found in ordinary vocal music. But

as school classes cannot, as a rule, be expected to

master so complete a course a teacher must of

necessity make a selection of the commonest divisions.

Such a selection should not be made arbitrarily,

because the notation and time-names of some

divisions cannot be properly understood without

reference to other and simpler divisions. The Steps

in Time, as laid down in Curwen's " Standard

Course
"
(1900 edition) are as follows :

1st step. taa, -aa, taatai, 2 p. m., 3 p. m.

2nd step. sact, -aatai, tafatefe, 4 p. m., and slow

6 p. m.

3rd step. saaioi, taaw/, taatefe, tafatai, taafe,

taatai -aatai.

4th step. taataitee, &c. Quick 6 p. m.

5th step. 6ths, and Syncopation.

6th step. 8tbs, 9ths, &c.

Difficulties of time arise as often from the strength

as from the weakness of the

memory. Most pulse divisions

in common use are easy to sing in

repeated succession, but when one division is opposed

to another the swing of the last felt rhythm hinders
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the conception of the new division. Thus in the

following12 3456
|d.,r:m.,f|s :s |d.,r:n.f|s :

||

most learners would sing the 6th pulse as they did

the 2nd. All new points of time should be intro-

duced with simple surroundings.

The finger-signs for time are not easy to make

quickly, and they cannot be seen dis-

tinctly by large classes. But when

a teacher has acquired readiness in

making them the finger-signs are useful and inter-

esting in teaching small classes. They enable a

teacher to face pupils, they fix time-names and values

together, and they are instantly available. They are

valuable for drill, but their use should on no account

drive out notation. The higher standards having so

much besides to learn, should not be expected to use

them.

On the principle of attacking one difficulty at a

time it is an advantage to practise

the time-names from tables written
Use of time-
name tables.

on the blackboard, as follows :123
TAAfe TAA -AA

TAAfe TAAWr -AATAI

TAAfe tafa teie

Pointing quickly from name to name (taking care to

maintain a regular pulse) a good teacher can give a



Time. 209

class a great variety of exercises in a short time.

The pupils have only to think of the word pointed to

and to take care to pronounce it properly. This

exercise, besides being interesting to children, pro-

motes a fluency most helpful in singing time-names

from the notation. TAAtefe and tafaTAi are shown

by pointing obliquely across table 2.

Pupils must learn to read time notation with

certainty. Writing exercises are
Fixing notation. . .

a great help in fixing notation

in the mind. As in large school classes the working

and examination of written exercises is not practic-

able, the next best thing is to frequently call pupils

out to place dots, commas, continuation marks, &c.,

in blackboard exercises prepared by the teacher.

The training of the eye can be further greatly
.

helped by questioning pupils as
Eye training.

r
I 1 follows:

1. The teacher directs'pupils to a page in a song book, or

he exhibits a chart, and asks how many TAAS are in

the first line ? the second ? &c. &c. And so on

with TAATAIS, and any other variety of pulse
division illustrated in the piece.

2. Teacher says: "I will name the pulses in the first line,

and perhaps make a mistake. Listen and find out."

3. Teacher says: "I will sing some line to laa, find out

which."

4. Teacher says : "I will sing the time-names of this

piece from the beginning and will stop suddenly.
Find out where."
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A class is greatly helped in keeping time when the

teacher points an exercise pulse by

pulse. This method, however,

should be regarded as merely a

stage in progress, and should be employed only as a

teaching device to accustom eyes and ears to regular

pulses. Singing from ordinary beating should_Jbe

the end in view.~

A short exercise sung over once or twice makes

1 very little impression on the
Effective practice. .

I memory. Practice is only

effective when an _exercise is dona, .say Jive or. six

times in succession.

The use of the time-names is that they assist

pupils to remember the effect of

the various ways of presenting a

pulse to the ear. They are not

only names, they are even more than descriptions,

for they are the thing itself. They can be readily

used to give time exercises of great rhythmic variety.

They form an easy method of communication

between teacher and pupil. They enable pupils to

quickly answer time ear exercises of comparative

complexity. They are so naturally constructed that

little children soon learn to pronounce them. Their

whole usefulness, however, depends UPON THEIR

BEING PROPERLY PRONOUNCED. The proper pronun-

ciation of the time-names is shown on p. 184. The

errors mostly made are in saying foafatefe and

tayfatefe for tafatefe. But mere errors of vowel use

Use and abuse
of time-names.
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are not so fatal to success as errors of quantity or

rhythm. If the names are spoken in wrong rhythm

they set up an entirely false idea of the thing

named and are worse than useless.

The time-names are abused when they are used

too exclusively in monotoning time exercises. Pupils

trained in this way do not learn to abstract time and

fit it to tune, and they are unable to state the values

of notes. It must be remembered that the time-

names only show rhythm in skeleton. They show

where notes are struck but not clearly and definitely

their values. Finally, they are of use only in

learning. Advanced classes sing time and tune

together at sight.

As soon as pupils can sing the time-names of an

exercise without effort they should

be made to monotone to laa. The

teacher will have to pattern lading very frequently,

and he must listen attentively to pupils in small

sections. A clear sharp lad TP11Rt ha insisted on.

Some children will, if permitted, say lull, and others

will go right through an exercise without an "1" that

can be heard.

It is difficult for beginners to beat and sing at the

1
same time. No good results

Pupils beating time.
1 from such an exercise in the

earlier lessons. But upper classes can be usefully

taught to beat time. At first they need only register

the pulses by tapping or clapping lightly, then they
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may learn to beat 2 p. m. and 3 p. m. to the teacher's

singing, and finally to their own singing.

Systematic exercises in time now follow. They
are mostly written in tune because it is important to

train the eye to see time as it is usually presented in

song-books, &c., and in order to afford practice in

fitting time and tune together.

Exercises.

Quarters and halves.

: 1,1 .1,1 1|
tafatefe

27. Id :d,r.n,f|s .n :n |s,f.n,r:d .d |m .d :d
||

28.|s,l.s,f:n |d,r.n,f:s |s,l.s,f :n,f.n,r|d .d :d ||

29.|n .s :n .d |s,l.s,l:s .s |s .d :s,f.n,r|n .d :d
|J

: 1 .1,1|| TAAtefe and :- . 1 ,1 1|
-AAtefe.

30.|n .n,f:s .n |s .s,f:n |f .s,f:n .f,n|r .n,r:d ||

31. |d :- .d,r|n ,s :s |s .s,f:n .d |m .n,r:d ||

:1,1 .1
!|

tafaTAi

32.|d .d :d,r.n |r .r :r,n.f |n .8 :f .1 |1 .s :s
||

33.|s,f.n :r .n |f .f :f,n.r |n,f.s :f,n.r |n .r :d
||

-.1,1 .-
||

tafa-Ai

34.|n,s.- :f,l.- |s,n.- :r,f.- |n,d.- :r,t,.- |d :- ||

The above combined.

35. |s .s,f:n .s )s,l.s,f:n |r,n.f :n,s.- |f,n.f,r:d ||

Three quarters and a quarter of a pulse.

This division is full of expectancy and life. It is difficult

to sing by itself. The ear expects the next pulse, and the

quarter-pulse note links itself to the contents of the next

pulse. The eye must be quick to see what follows.

Followed by TAA.

36. |n :PI ,,f|s |f .,n:r |n .,r :d II
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Followed by TAATAI.

S7.J8 .,l:s .f |n : |n .,f :n .r |d : ||

Preceded by TAATAI.

38.|s .n :s .,f |n .r :d |s .,1 :s .d |r .,n :d
||

Two or more in succession.

39. |d .,r:n .,f|s :- |1 .,s :s .,f |n ,,r :d ||

Followed by tafatefe.

40.|n :n .,f |s,l.s,f:n .d |r ,,n :f,n,r,d|n .r :d
||

TAA-AAfe. (Three-quarter continuation.)

4l.|s :- .,l|s :- .,f |n .f :n .r |d :-
||

Half-pulse rests.

Half-pulse rests are most felt when they occur on the first

half the shock of the pulse. The names for the rests should

be used only at first.

:1 . 1
1
TAA&47

4U>jd . :r . :n . |n :f :s |s . :n . :d . ||

: .1
||
SAATAI

42.j|d
: .r |n : .f

|s
: .1 |s .f :n

||

Both combined.

43.j|s
. : .1 |g . : .f

|

n . : .r |d . :

||

Syncopation (see p. 172).

The syncopated note should sound like a whole pulse note

struck out of time.

|1 .1 :- .1 ||
TAATAI (-AA)TAI

44.i|s
.s :- .1 |- .s :- .f

|n
.f :- .n |- .r :r .d

||

Thirds or Triplets.

(Inverted commas.) :1 ,1 ,1 ||
taataitee

45.|n 4
f

t
s :f> 4

r |n 4f,s:f |s ,1 ,s :f,n,r |d : ||

:- ,1 t
l

||
-aataitee

46.|s :-,f tn|f :-,n lr|n l
f

tn:r 4
n

t
r |d : ||

" r 1
II
-AA ^ e (aa-ai-tee)

i7,|n :-,-,f|s :-,-.f|n :-r,rld : IJ
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:1 -
,1 ||

taa tee (taa-aitee)

48.|s ril:8 4-,f In-,f :s |r ,- ,n :f -
t,|r :d ||

Following the principle adopted in naming :1 ,,1 ||
TAAfe

only the divisions struck are included in the name for the last

two forms. The name given in most instruction books is

shown in brackets.

The easily represented rhythms in this measure are

given on p. 206. The main

difficulty with more complex-

looking divisions is in fixing the

association of notation and rhythmic effect. Many
rhythms are quite easily performed by little children

when singing nursery songs learnt by ear that cannot

be simply represented by notation. In practising

quick six p. m. the time-names are only useful when they

are thoroughly understood. If they are not thoroughly

understood they become a useless burden on the

memory, and it is far better to adopt some other plan

of associating effect and notation. The alternatives

are (1st) to study all six p. m. rhythms at first slowly,

with a beat to each written pulse (with or without

the time-names, as for slow time), and afterward?

gradually to increase the pace ;
and (2nd) to pattern

the groups frequently to laa or to the tune.

As with tune the first ear exercises in time should

be simple imitations. The chapter

on Ear Training gives many

rhythmic exercises (see pp. 139

159) suitable for imitation. When the stage of

naming or describing values is reached it is difficult
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EXERCISES IN GROUPING SETS OF THREE
PRINTED PULSES.
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for pupils to answer briefly before they forget what

they heard. The time-names at this point become

supremely useful. They at once give the rhythmic

form and enable pupils to recall effects, analyse them,

and if properly practised, to picture the values and

notation. The following course of exercises is

suggested.

1. Tell 2 p. m. and 3 p. m. in exercises mono-

toned to one-pulse notes.

2. Tell how many pulses a note is held.

3. Tell where half-pulses come in an exercise

consisting of about four pulses. (The

position of TAATAI should be changed

several times.)

4. Tell where rests occur in an exercise consisting

of about four pulses. (The position of

SAA to be altered several times.)

5. Tell how often |1 J-.l|| comes in an

exercise sung to laa.

6. Tell time-names, and afterwards describe

values of notes in such passages as

|1 :- .1|1.1:1 || |1.1:1 |1 :- ||

11 : 11.1:1 II II :-.l|l :-J|
7. Tell how often sets of quarter-pulses occur in

.
an exercise sung to laa or tapped with the

pointer.

8. Tell time-names and afterwards describe values

of notes in such passages as

11 :1,1.1,1|1.1:1 || 11,1.1,1:1.111.1:1 ||

|1,1.1,1:1.1|1,1.1,1:1 II 11,1.1,1:1,1.1,1 1
1.1:1
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9. Tell how often :1 .,1 ||
occurs in a passage

monotoned or sung in tune.

10. Tell time-names, &c., of notes in such pas-

sages as

|s :n.,f:s.,l|s :-:-|| |s.,n:f.r|n.d:d ||

|d,,r:n.,f:s |s.s:s,s:s || |s :s,,l!s.f:n ||

TAAtefe and tafaTAi.

|1 :1 .1,111.1:1 II lU.l :1. 111,1.1 -'I
II

11.1,1:1.111.1,1:1 II U : 1,1.1 U .1 :1
II

Triplets.

Id :rAf|rv,r:d || |
s ,- t

l:s
ti>i|r :d

||

The foregoing illustrate the rhythmic forms likely

to he required in the time ear test for the S.T.M.O.

examination. More advanced exercises can he made

hy singing the time exercises given in the preceding

pages. Teachers at least should he always striving

to acquire the hahit of inwardly seeing the notation

of the music they hear.

Specimen Time Tests

For the S.T.M.C. examination.

1 : .1 |1 .,1:1
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4.

J|l
.,1:1,1.- I :

1

1,1- :1 4 U . : .1

j|l
:- I- .,1:1

|1
.,1:1 .,1 H 4:1

5.

||
1 :1 411 -I :1

|1
.,1:1,1.1,111 4:1

j|l
.1,1:1,1.1 II .1 :1 .1

|1
.1 :- .1 U .1 :1

6.

J|
: :1

4|1
:- 4:1 .1

|1
.1 :1 . : .1

j|l
.1,1:1 .1 :1 .1

|1
:1 : .1

|1
4:1 .1 :1

7. M. 80, six times.

8. M. 80, twice.

9. M. 90, twice.

1 :- :- I- :- :- 1 :- :1 U :

10. M. 60, twice.

U :- -
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11. M. 70, twice.

J,l
:- :-

,
: ,

12. M. 70, thrice.

J|l
:- :-|l :- :1 |1 :- :

:1 II :- :-

13. M. 70, twice.

d :-:r |n :-:s
|d

:-.r:n |r :-:-
|n

:-,f:s |1 :-.s:f
j

n :-.r:d |s :- :-
|

: :f |n:-.r:d
|r

:- :- |d :- :-
|j

14.

n :-:-|- :r :n
|f

:- :- |- :n :f
|s

:- :n |r :- :d
j

1 :- :-|-:- :-
|r

:-.n:f |n :- :s
|1,

:- :t, |d :- :- II

The difficulties of time are often much lessened

when the power is gained of

grouping pulses into phrases.

It is much easier to sing the following by taking

breath at the end of the over brackets than at the

end of the under brackets.

Phrasing Time.

:

,djs
.,f:n.f |s :- :-.s,f|n :- .f ,n

r.d:f .,n|n .,r:l
.,s|f

,1 :s .f |f
:n.r,d|

t,.d:n.r |d
j|
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CHAPTER VII.

TIME AND TUNE COMBINED.
SCHOOL SONGS.

THE "Instructions" (1901) which are given in full

on pp. 228-236 recommend that combined time and

tune should be studied in Grades II to IV. In

Grades II and III it is suggested that exercises

combining the time and tune taught in the Grade

should be studied, but it is not expected that such

passages should be sung at first sight. But in Grade

IV in schools with an attendance of more than 60

older scholars, the upper class should be able to sing

at sight simple passages combining time and tune (see

specimen tests, p. 300), and it is said that other more

difficult passages should be studied, but not necessarily

as first sight singing tests.

In the foregoing chapters the plan of separating

time and tune has been adopted to facilitate reference.

In actual lessons, however, it is important that these

topics should be united from almost the beginning.

All the details of time and tune belonging to each

step should be first mastered separately and then in

combination before proceeding to the next step. If

time and tune are always practised apart pupils will

not be able to read the simplest piece of real music

properly. Such practice must be regarded simply as

a means to an end.
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After a teacher has taught say Grade II to sing

the Doh chord in any order (for a tune exercise) and

one-pulse and two-pulse tones (for a time exercise) the

two should be combined in a time and tune form before

any further difficulties are introduced. When this

step is mastered the leaning-tones and TAATAI should

be taught, at first separately and then together, and

so on.

Specimen combined exercises with whole-pulse

tones and continuations are given on pp. 41 and 194.

The easiest tune exercises to combine with divided

pulses are :

1st. Those that repeat notes.

in. i.

(a) |d .d :d |m :m |s .s :s .s |s : ||

2nd. Those with leaps in the Doh chord only.

(b) |d :m .d |s .m :d |s.s:m.d|s : ||

3rd. Those that move stepwise.

(c) |d :-.r :m .f |s.f :m :r |m.f:m.r:d ||

The following example is difficult because of the

free leaps that are asked for in divided pulses.

(d) |d :l,.f|r.s:m |d ,l,:s .r |f .l,:r ||

Exercises introducing SAA and TAATAI are given

on p. 199, and others introducing various divisions

are given on p. 202.

As a bridge between monotoning time exercises

.. and singing in time and tune

I from board or book it is a useful

'

plan for the class to speak the

Sol-fa syllables in time. This practice accustoms tl;e

17



Dictating
time and tune.
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ear and voice to the vowel continuations, &c., that

occur in sol-faing in tune, and is particularly useful

in "
tuning" TAA-AATAI.

IU. 2.

|d : |s :-.f |m.r :d.t,|d : ||

Doh - o soh - o fah me ray dob te dob - o

The class to say the syllables without singing the

tune.

Short dictation exercises enable a teacher to give

in a limited time a great deal of

practice that tends to make pupils

quick and receptive. The teacher

monotones the Sol-fa syllables in time as described

above, and the class responds in tune and time. Unless

the class is a very good one the teacher in constructing

phrases must take care not to make them difficult.

It is a good plan to employ the same rhythmic form

to several different tonal phrases.

IU. 3.

() |d :-.r|m.f:s || (&) |s :-.l|s.f:m ||

(c) |m :-.f|n.r:d || (d) |d :-.t,|d.r:m ||

m. 4.

()|d.,r:m |m.,f:s || (b) |s.,l:s |s,,f:m ||

(<0|8.,s:s |n.,r:d || (0|s.,m:d |d.,r:m ||

Other similar phrases are given on p. 139.

Ear exercises in time and tune combined are

excellent practice for an upper
class. Even in a junior class

such exercises can be used in an

Ear exercises in
time and tune .

elementary form with great educational advantage.
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When a class can tell monotone time exercises and

timeless tune phrases they should try to tell the time

and then the tune of short musical phrases. See

pp. 139-40. The next stage is to write in prepared

pulses or dictate the writing of simple phrases in

time and tune. Thus the blackhoard is prepared and

the pulses are numbered for easy reference as follows

111. 5.

1 2 3456
() I

:
I

:
I

:
II

and the teacher sings (to lad) a measure at a time

(A) |d : |r :- .m |s .f :m ||

At first the teacher may point each pulse as it is sung.

When quite practicable such exercises should be

worked on a slate or ruled paper by each pupil.

Care must be taken at first to announce the measure,

BO that the pulses can be spaced beforehand.

Studies in Time and Tune combined.

Moderately difficult. To follow those already given.

Ex. 1.

lid :- ,m |s .r :m .f
|m

.s :f .1 |s :

j

u d 1

: .s |f .1 :s .m
|r

:s |d :

||

Ex.2,
lid :-.t,:d.r|m :-.f:s

|1
:-.s :f .m

{

|jB.f:m
: |r :-.m:f.s|l :-.r :m .f

j

s,d:n :r r :d :
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Ex.3.

j|s
:s |s,f.m,f:s 1 1 ,d':s .m |r .1 :s

|

j|l,t.d',l:s.s |f,s.l,f:m .mir,m.f,m:s,f.n,r|r :d n

Ex.4.

j
is, ,l,,t||d.m

:s :1 .s,f|m.s :d :r,m.f
j

hni .s :d .m :1, .d
]

t, :d n

Ex. 5.

jim ,,s:f .1 1 s .d :m .r
|

s ,l,t:d' .t 1 1 :s
j

jif .,s:l .f jm .,f :s .m|r,m.r,n:f .t, |m .r :d n

Ex. 6.

jid.nrs |l.fe:s |f
.r:n.l Is.mrr.s

j

jjn.f
:s

|ta.l :r'.d'|t
.1 :s .m |f .r :d

y

More difficult.

Ex. 7. Key D.

jld :-.r:m.f|s
:m :d

|1 :~.s:m.d^

A.t.

jjr
:m :

|

r
s, :-.l,:t,.f |n.r

:s :n
j

f.D.

j|r :-.l,:t,,m|r
:
d s :

1

1 :-.m :s .f
j

jlm.rrde
:r

|s :-.se:l,f|f :m : >

jjs .--.d'ld'.tjt.n:!
:s |f.l,:m :- .r

j

P :d :
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SCHOOL SONGS.

The best and most interesting study of combined

time and tune is a well cbosen school song. All the

teaching should lead up to the practice of songs.

There is some danger that teachers absorbed in the

preparation for note, time, and ear tests may be

disposed to neglect to teach songs. But judiciously

selected songs, if taught in a proper manner, make

the most instructive note, time, and ear tests. They
are often more effective than unmusical exercises,

because they so strongly attract and fix the attention.

It goes without saying that if music claims to be a

recreation and a refining influence, if the love for

music as a thing of beauty is to be instilled in chil-

dren, and if healthy moral sentiments are to be

taught by allied poetry and music, songs are an

absolute necessity. In fact, it would be better to

ihave all songs without any exercises than all exer-

cises without any songs, if these were the only courses

open. But happily the case is quite different. The

quickest and best way of learning to sing songs is by

learning to sing exercises, and one of the greatest

aids to successful note singing is the methodic teach-

ing of carefully chosen school songs. A child will

spontaneously sing a pretty song scores of times

away from the class and thus gain fluency and
;

receptiveness.
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In Chapter I, some remarks were made on the

choice of school songs. It may
Choice of Songs. -,-,, i xl_ xl_

. ,

be aaded here that the musical

and mental capacity of the children should alone

decide the style of the pieces to be chosen for

practice, and that the choice of difficult
"
classical

"

music without regard for its fitness for available

resources is indefensible. Young children, at least,

should be constantly learning pretty songs that they

can easily remember and sing at home for their own

or their parents' gratification. Such songs should be

of limited compass, the words should inculcate duty,

or awaken a love for the beauties of nature, and

stimulate the heart rather than the intellect. Older

children, besides learning tuneful school songs, should

study more elaborate but not necessarily difficult

pieces, and the poetry, without being too subtle and

deep, should be worth remembering.

School songs should be always carefully graded as

regards difficulty for each Standard. A song well

adapted to Grade IY is educationally as much out

of place in Grade II or III as a Standard V or VI

reading or copy book would be. Before selecting

songs that include chromatics, chromatics should have

been explained and well practised on the modulator,

and the difficulties of songs having changes of key
of two or more removes should be similarly studied.

Unless the teaching is thus well graded and properly

systematised teachers cannot expect that the intona-



School Songs. 227

tion will be pure and pleasant and the songs

thoroughly effective or of any real value or pleasure

to the children.

The tendency, already remarked, at the present

time in many schools is to introduce music that is

much too difficult, and has therefore to be taught

chiefly by ear. Time so spent is always wasted,

as the teaching by ear thus necessitated is a great

hindrance to the progress in the proper and intelligent

singing from notes, and the style of such songs in

words and music is too far beyond the children's

mental capacity to be of any use or pleasure to them.

The singing of such words and music cannot

therefore be regarded as a relief from severer studies,

and children are thus denied a source of great pleasure

in school life, and are forced to think and feel or

try to as men and women, and not as nature would

have them, as children. So much time is absorbed in

mastering difficulties that proper attention cannot

be given to observance of breathing-places, ex-

pression, refinement of tone, and pronunciation.

Such songs are therefore of no educational value.

The singing-lessons should be the most gladsome
hours of the school life, but they can only be made so

by the music chosen being well within, not beyond
the mental reach of children

; songs such as they
will delight in singing by themselves for their own

pleasure, and such as they can sing at home sweetly

and prettily, and thus interest their parents in their
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school life. The depression which inevitably clouds

a class trying to master difficulties which they feel are

beyond and above them will thus be avoided, and the

singing-lesson be what it always should be, healthful

and refreshing, both mentally and physically.

The following are the

THE BOARD OF EDUCATION INSTRUCTIONS AS TO

CHOICE OF SCHOOL SONGS.

The Instructions as to Singing in Day Schools

issued by the Board of Education in 1901 refer

frequently to the choice of school songs. Some of

the objects sought for in including vocal music in

the school curriculum are stated to be :

To provide a healthful and pleasant form of collective indoor

occupation, and, through the words of the songs, a possible

moral and educative force. Words, as a rule, are more per-

manently memorised through muiic than in any other way.

To store children's memories with patriotic, national, and

folk songs, the words of which are suitable for school use.

Such an aim does not necessarily exclude or condemn the use of
other music found useful and interesting for school entertain-

ments and other purposes.

To cultivate the power to sing tunefully in parts, not only

for present edification and culture, but to jit children to become

in after life executants of the rich repertory of choral music

which we have inherited in this country, and which is continually

being added to by living composers.

Under the recommendations for each grade there

are the following observations :
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GRADE I. INFANTS.

The music for little children need not be commonplace in

order to be simple. The value of the words as an action or a

game song, or as helping to enforce a lesson, may excuse the use

of music that is not of the best ; but wherever possible, both,

music and words should be chosen because they are good. The

compass of songs practised should be limited to the power of the

class. This will vary according to the skill of the teacher ; but

it will generally be from about C to J9 1 or J'.

GRADE II. STANDARDS I AND II.

Songs used in this grade should not present troublesome diffi-

culties. But it is not necessary that they should be constructed

to include only the notational points mentioned in Sections 2 and
3 above. [The Note and Time recommendations.]

GRADE III. STANDARDS III AND IY.

Good unison songs should be used. Folk songs, the words of
ivhich are suitable for school use, should be memorised. It is

desirable also (not instead] that in wtll-stajffed schools easy two-

part songs and rounds should be studied.

GRADE IV. STANDARDS Y AND UPWARDS.

Good two-part songs (accompanied if possible) and trios

(accompanied or unaccompanied) should be practised. In

addition it is advisable that good, sterling unison songs, of the

national or folk-song type, should be learnt by every scholar in

the class.

It is evident from all these suggestions and recom-

mendations that the choice of songs for use in schools

is regarded as a matter deserving the most serious

consideration. The whole subject of school singing

is brought into disrepute and its utility is gravely
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questioned when it is found that nothing but poor

ephemeral .
music is practised. It is an unfortunate

fact that it is possible for anyone possessing only

very poor abilities and less good taste to concoct

rhythmic jingles of time and tune and call them

school songs. If what too often passes as being

good enough music for school use were really of

value it is certain that any fairly educated amateur

with more facility than conscience could "
compose

"

such tunes by the hundred every day. The diffi-

culty of the matter is no doubt the formation of the

taste of those who make the choice of songs. What
canons of criticism are there to guide the chooser ?

This matter has been dealt with on pp. 1, 2 and 225-

228. It is only necessary here to add some remarks

suggested by the new Instructions. First, it would

seem to be desirable for teachers to rely for con-

siderable help upon collections edited by good

authorities on school music. A rough classification

of all the music used in schools may be made as

follows : (a} Music used for definite educational

(note and time) objects ; (6) music used for recreative

purposes or for entertainments
; (c) music designed

to be remembered in adult life.

The (a) music being necessarily restricted in its

technical difficulty, cannot well be always of high

musical interest. It is used for its definite purpose

and then forgotten. Although well chosen, good

sterling tunes are serviceable as time and tune studies
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it is rarely advisable to use the finest tunes as first

sight singing studies. A beautiful tune should not

be maltreated and distorted by clumsy sight singing,

but should be shown to be beautiful at its first

presentation. Then it can be incisively utilised to

illustrate time and tune points.

The (b) music opens up a wide field of choice, and

it is here that opinions will differ most, and mistakes

may be easily made. The Instructions liberally

recognise the need for the use of
" music found use-

ful and interesting for school entertainments and

other purposes." Such music will necessarily often

be of a light character, and take the form of an

action song, a descriptive chorus, a cantata, or an

elaborately produced operetta. But although such

music may be light it need not be poor, and while it

interests audiences at school entertainments it serves

to induce teachers and pupils to study ways and

means of securing tuneful, dainty performance.

Operettas are now a favourite form of school enter-

tainment, and their performance has served to draw

out and focus artistic capacity of all kinds that

might otherwise have never been discovered, besides

keenly interesting all concerned teachers, managers,

pupils, and parents in the school life. The danger

is when this desire for the dramatic and spectacular

is indulged to the exclusion of all sight singing

study and the tranquil acquisition of music that

should be permanently remembered, and when it
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takes the form of reproducing current comic operas,

written for adults, the plots, incidents, and language

of which are of questionable propriety, certainly so

far as children are concerned.

The
(c) music designed to be remembered in adult

life should be always before the mind of the con-

scientious teacher who recognises that the children

placed in his or her charge have, as it were, a right

to know some of the best national, patriotic, and folk

songs of at least their own country. The advantage

of learning such songs may be of great importance

to the bent of the children's minds this, of course,

as regards the words and, moreover, may serve to

form musical taste. The disadvantages are that

many of the numerous songs of this type are com-

posed to words not suited for school use, and that

their wide compass and demand for
"
hearty

"
(which

too often means boisterous and harsh) singing strains

the voices of young children. But here again the

careful editor comes to the rescue. No teacher who

possesses sufficient musical sensibility to realise the

beauty of many of the old English, Welsh, Scotch,

and Irish songs now made available in many collec-

tions for school use is likely to need much urging to

include such music in the permanent repertory of

the school. It is
" the touch of nature

"
in these

melodies that, as it were,
" makes the whole world

kin," the artist and the people unite to admire and

enjoy.
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Traditional.

PP Andante.

GOLDEN SLUMBERS.

Tune,
"
May Fair," 17th Century.

IL jif fij ^a.nuuuiG,

--ft-iTi?-n

KEYA.ijsi ;pi| :f| |S| j- ;n I r j- :d |1| ;

1. Gold - en slum - hers kiss your eyes,
2. Care you know not, there - fore sleep,

-*
n

-=&]=rfv
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A SOLDIER'S LIFE.
ACTION SONG.

Words and Music by Sir JOHN STAINER (copyright).

To be sung quickly, beating twice in a, measure.

,s, id :d .r |n :r ,d| r :s

1. Oh, a sol - dier's life is a mer -
ry

# #

jln :n,r|d.r:m.d|r
:si |s,

:m,f|
s,f:n.s|f :f

j

marches along to the drum and fife,With a rattle,ra<tle,bang,bang,

n.r:d.m|r :s.f In ,r :d ,m|r ,d:t|.r Id :si |d

rumty tumty bang, A rattle,rattle,rumty tumty bang,bang,bang.

Time to be marked with the feet (not noisily), left foot on the strong pulse
and the right foot on the medium. At * the children may bang the desk*
with their fists.

2 When he first enlists his head hangs low,
And he walks very queer,

1aud he stoops just so.

With a rattle, &c.

Head to be hung, then shoulders moved about, stooping.
1Head still hung,

arms loose, shoulders to move in time alternately.

3 But he soon stands straight and his chest grows broad,
As he handles his rifle or swings his sword.

With a rattle, &c.

Upright, with hands at side, then hands to be brought level with elbows and
chest thrown out. Point imaginary rifle and swing imaginary sword with
right hand.

4 When he's sent on the sea to a distant foe,
The ship goes up and down just so.

With a rattle, &c.

Body to rise on tiptoe, then drop slowly, bending the knees.

5 When the waves run high and the rough winds blow,
He feels rather ill and he goes down beloAV.

With a rattle, &c.

Head on one side; right hand to forehead
;

left hand on chest.
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6 But as soon as he lands and he meets the foe,

They all shake in their shoes, and their backs they show.
With a rattle, &c.

Make wry face, then turn sharp right about facebacks to teacher or
audience and remain so to the end of the vsrse.

7 He's as hold as a lion, and he knows no fear,

Though he thinks of the dear ones xat home with a tear.

With a rattle, &c.

1 Knuckles to eyes and expressions of grief.

8 At last he comes home to all those loved best,
With a sash across his shoulder and a medal on his breast.

With a rattle, &c.

Left hand to right shoulder, then right hand to point to left breast.

THE HUNT IS UP.

WILLIAM GRAY
(?)

about 1550.

Allegro.

16th Century.

1. The hunt
2. The east

3. The sun
4. A - wake,

-*

m_t~6it Id 1 :- :s |n !-.f;s

is up, the hunt is up, And
is bright with morn - ing light, And
is glad to see us clad All

all men, I say a -
gain, Be

it is well nigh day,
dark - ness it is fled,

in our his -
ty green,

nier -
ry as you may ;

And Har-ry our King is

Andthemer - ry horn wakes
And smiles in the sky as he
For Har-ry our King is

gone
up
ris -

gone

:f |s :- :s
|1_:-,

hunting, To brinjr

|t :-,

the morn
eth high
hunting,

his deer

To leave his i -

To see and to

To bring his deer

to

die

be

to

bay.
bed.

seen.

hay.



236 The School Teacher's Music Certificate.

Traditional.

Allegro.

BEGONE, DULL CARE.

Tune,
" The Queen's Jig," about 1700.

mm
KEYG.J.S, |d

:- :- |r :- :-
|n

:- :- |- :- jf

Be - gone, Dull Care ! I

||
s :1 :s |f !n;f

|n:-:- |-:-:s, Id :-:- |r :- :- I

prithee be-gone from me, Be-gone, Dull

In :- :- |f :- :f In :f ;n |r :d :r
|d

:- :-

Care ! Thou and I shall nev-er a -
gree. Long

Us :-:s |s :-:n If :-:f |f :-:r
|n_sf

:s |s ;f ;n

time hast thou been tarry-ing here, And fain thou wouldst iuldst me

ci-|-ij -=| nq= 1 cdn -qm^==^*&=^E j&z?=/ ^^^* * 9P 40

kill, But in- deed, Dull Care! Thou

jln
:f :n |r :d :r Id :- :- |- :-

nev - er shalt have thy will.

For accompaniments to the three traditional songs on pp. 233-5-6, see

CURWBN'S Songs of the British Islands.
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CHAPTER Vlil

EXECUTION.

TABLE OF THE AVERAGE COMPASS OF THE REGISTERS.

C2

Small.
Jl

Upper
n ^L 8 Thin.



Compass of
Children's voices.
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The compass of children's voices before they have

been taught to sing is very

limited, especially with boys,

but with proper training it can

be gradually extended upwards. To do this success-

fully teachers must insist upon soft singing until the

boys have learnt to sing easily and naturally in the

thin register of the voice. The voices of children

who have received instruction in singing will be

found to vary very much, according to the amount

and kind of training they have received. The

voices of children who have been well exercised and

properly trained in regular singing lessons from an

early age in a good infants' school, will be found

when they enter upon Standard I work to differ

greatly in compass and quality from the voices of

those children who receive their first singing lessons

in this Standard. It may, therefore, be well to state

here that too often children transferred from the

infants' to the boys' and girls' departments with

voices in good condition are distributed among others

whose voices are rough and uncultivated, and are

allowed unchecked to deteriorate seriously, as they

naturally must under these conditions. Such

children should be kept together during singing

lessons and frequently sing alone for the benefit of

the others whose voices are altogether uncultivated
;

instead, therefore, of the bad voices spoiling the good

or better ones, they will soon be improved by the

example given them. The old text stands good here
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also, "evil communications corrupt good manners."

The first aim of the teacher must be to get from the

children their proper singing voice, and this will be

found to be weak and small in compass.

Children should be trained to sing easily and

without any straining of the voice as follows:

Under 10 years of age Trebles, to E 1

(Key 0,

d to m 1

) ; Altos, A, to B (1, to t).

Over ten years of age Trebles, to F 1 or Gr
1

(Key C, d to f ' or s
1

) ; Altos, G, to B (s, to t).

As a rule the voices of children under ten show no

marked differences of compass. The teacher, how-

ever, should be always on the look out for children

who show power and good tone in singing low notes.

The training should be quite gradual ;
time must be

given for the vocal cords to gain strength ;
no strain

whatever must therefore ever be allowed. Care also

should be taken not to fatigue the voices with long

or repeated tones at the extreme compass either below

or above.

The force of voice with which children ought to

sing in Grades I and II should

not be determined by themselves,

as is too often done, but by the

teacher for them
; just as a teacher in teaching

writing shows the children the form and thickness

they must give to the various letters so they should

show by careful patterning with their own voice the

kind of tone and the force with which it should be

Degrees of force
in singing.
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sung. It is not sufficient to tell children that their

singing is too loud or too soft, they must be shown

clearly how loud or how soft the tone should be.

Teachers in these Grades must be continually

patterning and looking for as perfect an imitation as

possible. GooJ. results will in this way be gained in

half the time usually given, for the sufficient reason

that bad habits will not be formed by the children,

and therefore the time and labour to remove them is

done away with.

The force o.f voice for Grades I and II'should be

piano until the voices are in good tune and the tone is

sweet and pleasant ;
the force may then be gradually

increased, but the singing must never be louder than

the children can sing sweetly and pleasantly. In

Division I force of voice should be taught by pattern

from the modulator, from the lowest class upwards.

The teacher, for example, would say to her class,
" I

want you to listen to me, and then sing the notes I

point just as I sing them." The teacher then sings

d m d. After hearing the children's attempt at

imitation the teacher says,
" That was too loud, sing

again, and as I do
;
make & prettier d and m." The

teacher then patterns afresh very carefully, singing

three or four notes, such as

Key G. m m d ddm mrdnrm
dms ssm sfm mfs

Key F. ssms ssmd slsm
Key D. s 1 t d 1 d 1

t d 1

s &c. &c.
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The children should imitate these more than once, so

as to fasten in the memory the quality of tone and

force desired. This may occupy the first five minutes

in a lesson in an infant school class, and the children

would soon learn how loud or how soft their singing

should he, and would also soon effectively copy the

teacher's manner of singing the syllables. Teachers

may vary this exercise in the highest class by singing

the phrases of tunes in easy time forms, such as the

following :

|1 :1.1|1 :1
|| | 1.1:1.1 |1 :1 ||

The teacher should beat time and pattern softly with

a well-marked accent. Children are naturally fond

of rhythm and will enjoy this change of work.

With such methods of teaching it will be entirely the

fault of the teacher if the children do not now* sing

with proper force and in pretty style.

In Grade II the same method should be adopted

for teaching the degrees of force with which the class

should sing. The singing lesson should always begin

with the teacher patterning either time or tune forms

very softly. The time forms should be sung to the

time names (with careful attention to the accent) as

they help the children to open the mouth and deliver

their tones properly. The children should sing the

following examples from the teacher's pattern, first
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to the_tjme names and then to the Sol-fa syllables,

taking each example in both ways before proceeding

to a fresh phrase.

Key Gr. (To time names.)

11 :1 H :
II U :- U :1

II

Key F or Gr. (To Sol-fa syllables.)

|d :n |s :- || |s :- |m :d ||

|d :m.m|s : || |s.s:m Id : ||

|d :m :d |s : : 1| |d : :s |m :s :d ||

KeyD.
|d : irujld

1

: : II Id
1

:
|

:s |m.m:s |d : II

Id
1

:t.l|s : |s.f:m.r|d :
||

The following tune forms to be patterned to the

syllables with careful attention to the vowels in each

example, singing, of course, slowly.

KeyGK
s
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Key GK

|n.m:s.s|f :m
|| |m .,r:m .f |s :m ||

KeyR
|s .,l:s .f |m :d || |s .,f:m .r |m :d

||

KeyD.
|s .s :1 .t |d' :s

|| jd'.d'it .1 |s :m |j

|m .,m:s .d |f :m
|| |m .,n:l .s |d' :s ||

|s ,,l:s .n|d' :s || |s,l,t:d'.,s|s :m
||

Key E.

|s.s,s:m.m,n|s :d'
J| |m.r,d:s.,s|l :s ||

KeyD.
|s.s,s:d' |d'.t,l:s || |s .s,s:I .i,l|s ,,m:s ||

KeyC.
|
s ,s,s:d

!

.r',d'|t .1,8 :d' ||
&e. &c.

These last tune forms are to be carefully patterned

fco the syllables, giving special attention to rhythm,

force, and pronunciation, and must be taken slowly

so as to be easily and correctly imitated. As the

soft pure voice gains strength with sweetness the

force may be gradually increased.

Grades III and IY should, as a general rule, in

cases where the music is not marked for force, sing

with the mezzo force. Modulator voluntaries and

time exercises should also be sung mezzo.

Every boy and girl should know this medium force

of his or her own voice. Only when a good medium

tone has been cultivated may the voices be safely

trained for forte singing. Every singing class in

Grade IV should frequently practise voice-training

exercises for the purpose of cultivating piano, mezzo,

and forte singing.
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causes and cure.
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The following are perhaps the chief causes of

flattening: The neglect of

voice-training; exercises at the

beginning of a singing lesson
;

bad position j)f the body while singing, as, for

example, bending over a book on the desk when

sitting, or bending the head over the book when

standing ; singing nearly all through a lesson with a

loudjroice
this is fatiguing, and therefore leads to

v"

flattening; forcing the voice upwards as far as

possible with the thick register ; singing with

improperly-taken or insufficient breath; singing

without the intention to sing in tune
; the want of

a good pattern at frequent intervals from the teacher.

To deal with flat singing in classes of children
;

begin with classifying the ^voices, select the most

uncultivated in the class and place them in the front

row (for more careful watching), then select the most

promising voices and place them in the'back row
;
the

class will then be prepared for regular, systematic,

and frequent voice drill. Voice training will be found

the best possible remedy for flat singing, but if not

done under favourable conditions (as specified above) ,

a teacher may labour hard and long with but poor

results. Careful classification of the voice and skilful

voice training will soon cure flat singing. It is also

very important that teachers themselves should not

flatten when singing ; example is more valuable than

precept here. Children are too often left to thoir
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in boys' voices.
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own manner of singing and so form bad habits
; they

require a model to imitate as regards style and

manner of singing, just as fully as they do for writing

or reading. The teacher, therefore, who is most

capable of giving a good pattern is the most likely

to achieve success in bright singing and maintenance

of pitch ;
he should frequently sing a test exercise to

the children to show them how it must be sung to

avoid flattening.

The development of the thin register is most com-

pletely attained by (a) insisting

on soft singing, (b) by frequent

practice in the upper part of

the voice. If teachers would from the very first

insist on this soft singing from every child, they

would experience no difficulty in developing the thin

register, and they would find it unnecessary to talk

to the children about registers at all.

In this way the habit of singing in the thin

register is soon unconsciously formed, and the teacher

is able to take the proper steps for strengthening it.

If a teacher should have a class of boys who are

accustomed to loud talking or shouting, especially of

strong boys who force the thick register upwards
when singing, it will be necessary to show them the

kind of. voice they must sing with (the thin register).

Every teacher should know that the great break in

the voice is between F and G
fflyi^ ^ j

,^^ ,,
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and that boys and girls should sing F in the thick

register and Gr in the thin register.

Let a class of boys sing the following notes in the

Key of C :

m 1 r 1 d 1

t 1 s

singing every note with the same kind of voice
; they

will be obliged to sing the first note in the thin

register, and should be told to sing as if the voice

came from the throat. Then, following the scale

down, tell them to sing

f n r d

with a thicker, fuller tone, as if the voice came from

the chest. They will at once perceive the difference

between the two kinds of voices, the thick and thin

registers, and know why it is that some boys' voices

sound so different from others in a singing lesson.

Detailed information respecting other registers of

the voice, the lower and upper thick, the lower and

upper thin, &c., with instructions as to correct use

thereof, will be found in Curwen's " Standard

Course
" and Behnke's " Mechanism of the Human

Voice."

Exercises such as the following, sung from the

hand-signs will be found good practice for developing

and strengthening the thin register ;

n 1 r 1 d 1

s 1 t d 1 r 1 m 1

sung in the keys of C, C$, and D, first to the Sol-fa

syllables, then to koo, then to kaa, and finally to the

syllables again, but giving special attention to the

pronunciation of the vowel in each syllable.
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Unless the speaking voice has first some attention

paid to it, to refine and soften

it from the harsh, rough, noisy

Best exercises to

produce sweetness
and good tone.

speaking so common with school

children, sweet, pleasant, and good tone in the singing

lesson can hardly be expected, and only be produced

with much labour. Voice training in speech should '

therefore have the teacher's first attention.

To get sweetness and good tone when singing,

care must be taken that the voice exercises should

be suited to the age of the children and the condition

of their voices.

For Grade II the Doh chord may be used with

hand signs, and so varied as to form sufficient exercises

for some time. After the Soh chord has been well

taught, the two chords may be used in the following

manner as a voice exercise
; Keys C, C#, and D.

d :m :s Id :m :s s :t :r'|s:t

In Grade III, when the Fah chord has been

taught the three chords may be used as a voice exer-

cise in the following manner
; keys C, C#, and D.

d :m :s If :1 :d' Is :t :r' Id
1

:- :- >

Ur 1

:t :s Id 1

:1 :f
|s

:n :s Id :- :- II

In Grade IV the following chord exercise (as

given in "Standard Course") may be used as a voice

exercise. Keys C, Ctf, D, and R
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d .m :s .m |d .m :s .n

d :- I- :-

f .1 :d'.l |f .1 rd'.l

f :- - :-

R t V 1 t lH f !' f3 * u tl l/|O t L> .1 . t

:- |- :-)

In this exercise, in the keys of and C# only, it

will be well occasionally for the parts to be changed,

the alto singing the treble and vice versa. "When a

class of children can Sol-fa the above exercises cor-

rectly it will be better training for the voices to

substitute the following syllables, singing each exer-

cise through several times to each syllable ; thus, first

to koo, then kaa or aa
;
the syllable being at first

repeated to each note and afterwards slurred in twos

or fours, &c. To gain flexibility with the voices these

exercises must be sung occasionally in very quick time,

say M. 120
; the ordinary pace varying from M. 60

to M. 80.

For a voice training exercise to be of any service

it is essential for the children to be thoroughly

familiar with it, and that it be frequently used. As

very little time can be spared for this subject one or

two suitable and simple exercises, in the manner of

those given above, will be found quite sufficient.

They should also be used for cultivating piano, mezzo,

and. forte singing. To be successful in getting sweet-

ness and good tone from children with these exercises,

teachers will need to watch them very closely while

singing, listening carefully to every note sung,
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insisting on a proper position of the body, having

the mouth well opened, singing with sufficient breath,

good pronunciation of the vowels, and throwing the

voice well forward in the mouth.

For this purpose the class should be required to

first place itself in a good
Breathin- exer-g-

hicises for children ;

their purpose and
right use.

position for singing, each child

standing or sitting properly

upright, and then, so to inflate

the lungs that the ribs are pressed outwards, holding

the breath until the signal is given by the teacher

for gradually expelling it.

This may be most systematically done by the

teacher giving the hand sign for soh and telling the

children to take breath gradually as he closes his

hand, and to hold the breath until he re-opens his hand

as the signal for respiring, the teacher, of course,

re-opening his hand as gradually as he closed it. The

children should not be required to hold the breath

long at first, but the time may be gradually increased

in the number of seconds they may safely hold it, say

from three to ten seconds.

This may be followed by another exercise which

may be described thus : the teacher stands in front

of the class so that he both sees and is seen well,

holds the pointer in a perpendicular position, a little

to his right, and directs the class to take breath as he

moves the baton slowly to the left, and then expel

the breath gently in singing a given sound (say ah to
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Q-) while the pointer is moved back to its original

position on the right; the length of the tone thus

called for being increased gradually in the course of

the practice of the exercise. This exercise will

qualify the children to take breath properly when

told, or when they see the breathing places, which

should be marked in the music they sing.

By these exercises children will also gain the power

of giving pure, good tone, of singing with greater force

pleasantly, and of singing repeated or holding tones

without undue fatigue ; they are a great aid also in

sustaining the pitch.

Before marking the breathing places in a school

song the words should be care-

fully read through, the begin-

ning and end of the musical

phrases clearly perceived, and

the proper fitting of these phrases to the sense of

the words well considered. The choice of breathing

Dlaces_must depend on a proper rendering of the

words so as to bring out their meaning fully and

forcibly. If, however, the musical phrases should

suggest a different marking, the sense of the words

must of course rule. The proper breathing places

are, at the beginning of a phrase, at the end of a line,

before a strong rather than a weak pulse, before a

The choice of

breathing-places
in a school song
sung to words.

long holding tone, and new in the middle of a word

however it may be placed for music.
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At the commencement of a singing lesson it should

Best exercises to
Onl^ be necessar7 for the teacher

commence a sing- to give the word of command,
ing lesson with. ."

position, for the class to at

once put itself into correct form for singing as

regards physical condition, whether sitting or

standing; if standing, they may "stand at ease,"

but no slouching must be permitted ;
if sitting, the

body must be upright, without leaning against desks,

but in an easy, comfortable, erect position.

One thing must be specially avoided, that is, the

common habit of folding the arms across the chest or

behind the back during singing lessons. In such a

position, proper breathing is impossible, and the very

bad habit is therefore formed of breathing only with

the top of the lungs, technically called
"
collar-bone

breathing."

After a proper position of the body has been

secured, the teacher should then begin with a Breath-

ing Exercise (as described on p. 249), followed

by a Voice Exercise. This will at once put the class

in good form for the singing. After some few

lessons, this breathing exercise may be discontinued

as a regular thing and only used occasionally, that is

of course if the children thoroughly understand how

to take breath properly and together at the places

marked for it, or when so told by the teacher. The

voice exercises need not occupy more than three or

four minutes if judiciously employed ;
suitable

exercises will be found on p. 247.
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One of the best means to this end is for the teacher

slowly and distinctly to read

to the children the words of

nunciation in fae song atout to be studied,
singing.

the children then reading the

same collectively from his pattern. Distinct pro-

nunciation can only be secured by having the proper

value accorded to each vowel and consonant, whether

in reading or singing the words.

Tone can only be produced and sustained on

vowels; consonants must be well marked at the

beginning and the end of words to give them form

and shape, as it were.

The children should be shown how important it is

to open the mouth properly for the different vowels.

They should also be shown the proper use of the lips

for the consonants
;
this can be effectively done by

the teacher speaking words to them inaudibfy, that is,

shaping the words only, no sound proceeding from

the mouth. For instance, the teacher thus inaudibly

pronounces the word me, and asks the children to

carefully watch his mouth and tell what syllable on

the modulator he had just spoken ; they will at once

sco the necessary and proper use of the lips for

pronouncing words distinctly.

Every opportunity should be taken advantage of

for correcting the rough, noisy,

and unpleasant speaking of the

children, either in the school-

On pleasant speak-
ing as a necessary
preparation for

sweetness insinging
room or the playground. The

teacher should aim to establish a quiet, gentle,
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and refined manner of speaking, for it is impossible

to get sweet and refined singing from children whose

voices are permitted thus to run wild, and whose

rough, loud, uncultivated speaking remains unchecked.

A good medium force of the voice is fully as

important in speaking as in singing if good tone is

the aim, as of course it should be.

Teachers should always be able to say
"
speak as I

do," their example being always correct from the

children's point of view. Opportunities for this

species of voice training will be found in plenty in

such exercises as calling over the registers ;
the

ordinary salutations of "
good morning

"
or "

good

evening," the recitation and reading lessons, &c.

The following is a short list of the terms and signs

most commonly used, with an

approximation to the correct
Terms and signs

in music, with key
to pronunciation. . . .

pronunciation.

Adagio, (a-da'-zhio), very slow and expressive.

Andante (dn-ddn'-te), easily and fluently.

Andantino (an-dan-t?-no), a little slower than Andante.

Accelerando (dt-tshel-e-ran'-do), more and more quickly.

Ad libitum (ad lib'-it-iim), at will or discretion.

* Allegretto (dl-le-gret-to), cheerful
;

less quick than Alleyro.

Allegro (al-lV-gro), quick, lively.

Agitato (dj-i-ttt-to), with agitation.

Animate (an-i-ma-to], with animation.

A tempo (a-tem'-po), return to original time.

V Calando (kdlari-do) y
softer and slower by degrees.

Con brio (kon-bree'-o), with life, vigour and brilliancy.

Con moto (kon-mo'-to), a spirited_movement.
Con fuoco (foo-o'-ko), with fire.

Key to vowel sounds. d, ale ; d, add ; a, arm ; e, eve ; ?, end ',

, ill; ; o, odd; 6, old; ,
but

19



254 The School Teacher's Music Certificate.

Crescendo (kres-shen-do), gradually louder, -ccHH
Da Capo or D.C. (da-ka'-po), repeat from the beginning.
Dal segno (ddl sa-wyo), repeat from the sign. $.

Diminuendo (de-me noo-en'-do), gradually softer.

Dolce (dol-tshe), softly and sweetly.

Extempore (eks-tem'-por-e}, unpremeditated.

Fine (f?-ne), the end.

Forte/, (for'-ta), loud.

Fortissimo/
1

, (for-tes'-se-mo), very loud.

Forte-piano, f.p. (for'-td pe-ti-no), suddenly loud, then soft.

Grazioso (grdt-ze-o-so], in a graceful and flowing style.

Grave (gra'-ve), very slow and solemn.

* Larghetto (Idr-gef-to), in slow and measured time
;

less slow
than Largo.

Largo (Idr-go], a very slow and solemn movement.

Legato (le-ga-to), in a smooth, gliding manner.

Lento (len-tfi}. in slow time.

M. Metronome rate : M. J = 60
; .*., 60 crotchet beats to the

minute.

Marcato (mar-ka-to), marked and emphatic.

Mezzo-piano (med-dzo pe-ff-no), moderately soft.

Mezzo-forte, moderately loud.

Moderate (mo-der-t?-to) t
of moderate quickness.

AMolto (mol-to), very, extremely.

Piano (pe-ff-no), softly.

Pianissimo, pp. (pe-a-nes-simo), extremely soft.

^ Portamento (por-td-meri-to), gliding the voice from note to note

Presto (pres-to), very quickly.

Ballentando (ral-len-tifn'-dd), gradually slower.

Recitativo (retsh-i-ta-t?-vo), a kind of musical recitation.

Ritardando, ritard (re-tar-ddn-do) gradually slower.

T> Sempre (sempre), always.
Sforzando (sfor-tsan'-do}, with special emphasis or force.

Soli (so-le), one voice of each part only to sing ;
the plural form of solo.

Sostenuto (sos-tenoo-to), each tone sustained its full length.

Staccato (stdk-kd-to), detached, short, notes ; a distinct pause, of

rest between each note
; shown thus

\ \ '.\
v

>-, Tempo giusto (tempo joosto), in strict, exact time.

Tempo primo (tempo pree'-mo), return to the original time.

?enuto (tenoo'-to), to sustain the tones their full time.

Troppo (trop'-po), too much.

Vivace (ve-va-tshe), quick and lively

/TS sign for a note to be held at discretion.
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CHAPTER IX.

On singing to or
with the pupils-

OEDEE AND MANNEE OF TEACHING,

[Some of the topics introduced in this chapter have already "been

more fully dealt with elsewhere. They are succinctly explained in

this connection for convenience of reference.]

It used to be too often the rule for teachers of

school singing to sing with the

children, and of course loud

enough to be heard above their

shouting.

The Tonic Sol-fa method discourages this practice,

and
substitutej^gd^ferw teaching, the great merit of

which is that it enables children to listen thoughtfully

to the teacher and then to imitate as closely as

possible the pattern given. The bad habit of singing

with pupils makes the teaching of singing a laborious

task, and, besides, imposes a strain on the voice of

che teacher, already severely taxed by the ordinary

routine of school work.

Pattern teaching, by compelling children to be

attentive, trains them to think. The children also in

this way learn the music more quickly as well as

more accurately, and at the same time they learn the

proper style in which it is to be sung.
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But perhaps one of the chief merits of pattern

teaching is that it enables the teacher to listen to the

children and to discover all the defects in their sing-

ing, both individually and as a class.

The best order of teaching the Doh chord is

7T7 77 r: explained on p. 19, and the use
Order of teaching
tones of the Doh of skeleton blackboard and other

c
modulators, and mental effects

is shown on pp. 22-33. The course may be briefly

recapitulated here. After d has been carefully

imitated the s follows, then the m, thus

d d d d d d

The upper d (d
1

) and lower s (s,) follow.

pp. 1825.
It has been explained (p. 10) that the Code is a

scheme of examination

rather than an educational
Method of teaching

leaning-tones stepwise.

plan, and therefore any
teacher with an intelligent class may adopt the pro-

gressive plan as given in the steps of the Tonic

Sol-fa method. When teaching Grade I in an

infant school an efficient teacher mostly prefers

teaching her class to sing not only the Doh chord

but also the other tones of the scale stepwise, in order

to relieve the tiresome monotony of singing only

d PI S for a whole year.
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But as a matter of course she teaches the children

to sing these tones by pattern only, just as she would

teach them to sing the different notes of a school song.

Also in boys' and girls' schools, when teaching

Standard I (Grade II), t and r and then f and

1 are first taught stepwise, and by pattern only by
most teachers, and not thoroughly, as required by the

steps of the method, until they are to be approached

by leaps. The Code leaves the teacher at liberty to

teach by the more purely educational plan laid down

in the different steps of the method, or to teach by

pattern first (t and r and then f and 1 as above), and

postpone the thorough teaching of t and r till the

Second Step is reached (which is mostly done in large

schools in Standard II, when taught separately), and

f and 1 until the Third Step is reached in Standard

III.

The following exercises will suffice to show the

order in which these tones when taught by pattern

only, and not systematically bymental effects may be

taught in connection with the leaps of the Doh chord.

KeyD.
d 1

t d 1

s 1 t d 1 d s 1 s 1 t d 1

t d 1

||

d rmsfmdsmrmslsd'td'H
d 1

t d ! d t, d r d t, d m r m s d t, d
||

A teacher must not expect to be able to teach the

SohandFahchordsbymere

frequent repetition. They
The best method of

teaching and combining
the D, 8, and F chords.

make the same tune as a

Doh chord and are easily confused with it if care ia
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not taken to contrast them with tones of the Doh

chord and with one another, and to draw frequent

attention to their mental effects. It should be

steadily borne in mind that these mental effects are

wholly derived from power of comparison. See

p. 30.

If a teacher has to show an examiner how he

would teach the second chord with the first he must

be prepared to show he would teach each tone of the

chord by its mental effect in association with the first

chord already thus taught. The proper method of

teaching this second chord by mental effect will be

found on p. 26. A suitable phrase is first given and

the mental effect of t is fully described, and its very

different character from either d, m, or s is clearly

shown, r is then treated in a similar manner. The

chord should now be practised in its various forms on

the modulator and from hand-signs, with the first

chord, thus

KeyD.
d m s s t r 1 d 1

t d 1 r 1

t s r 1

t d 1

s m d ||

Key GK

m s d s, t, d r t, s, t, r d r s s, t, r d
||

These may be pointed backwards as well as forwards.

Other examples are given on p. 27.

In large schools where Standard II children are

taught separately, in a room by themselves, there is

no reason why the first and second chords should not

be taught thoroughly, and f and 1 practised stepwise,

leaving the third chord to be taught systematically in
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Standard III. In blending the third chord (Fah)

with the others care must be taken that the key is

not unsettled. The tone t promptly contradicts the

tendency of f 1 d 1 to sound like a Doh chord. In

giving examples of mental effect this point should

be remembered. The tones of the Doh chord are

also effective reminders of key. Examples are given

on p. 30.

The following are some of the most difficult inter-

The most difficult vals with average children :

intervals in each, chord.

(Eange d to d 1

.) (Kange s, to s.)

d 1 m In the Doh chord. s d

S) m

8 r In the Soh chord. s, r

d 1 f In the Fah chord. f 1,

d 1 f d

When a mistake is made in singing any of the above

intervals the correction should not be merely

patterned, but attention should be drawn to the

character of the tone to which the leap is made.

The best of teachers have to guard against

mannerisms in teaching.

Inexperienced teachers, or

teachers of only average

ability, are constantly found

repeating themselves, and thus, without being

conscious of it, they get into grooves, and make slow

progress with their pupils. Such teachers are

The best methods to

adopt to prevent the
teaching running in

a set groove.
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astonished to find how little they have taught, for

instance, from the modulator, when the examiner

points a voluntary. When the teacher points the

children appear to have learnt a great deal, but the

fact is they have learnt only a number of phrases

which their teacher has been in the habit of

repeating continually. For example, some teachers

point so constantly d PI S d 1 d 1

S m d that if

an examiner should only point one upper d, thus,

d m 8 d 1

8 PI d, the children find they cannot sing the

last three notes unless they are permitted to repeat

the upper d ;
that is they can only sing what the

teacher has been accustomed to point.

These faults are often observable in the first ear

tests required by the Code. Children cannot imitate

the four notes sung by the examiner because he does

not happen to sing them in the order the teacher has

always sung them. To avoid this result teachers

should write out suitable phrases of sufficient variety

and sing them in various keys.

Inexperienced teachers can escape from these

grooves and mannerisms in teaching any of the

different topics only by carefully preparing lessons

and as carefully recapitulating former lessons where

difficulties have been encountered. In constructing

modulator voluntaries especial care should be given

to avoid the common error of always beginning at

the same pitch and using the same tonal range.
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Head teachers in infant schools would find it a

good plan to arrange for teachers to change classes

for the music lesson once a fortnight or once a month.

Sameness in teaching would then be more easily

detected. This plan may also be adopted with

advantage in the lower Standards of the boys' and

girls' schools.

The hand or manual signs are intended to be used

in addition to the modu-

lator, and not in place of it,

Advantage of the hand
or manual signs, and

because these signs do not

give a picture of the scale with its different intervals,

and they do not show relations of keys. With this

reservation they are useful in numerous ways. 1st.

They serve to deepen impressions of mental effect,

because of their suggestiveness (the strong Doh, the

clenched fist
; the sad Lah, the drooping hand

;
the

placid Me, the levelled hand; &c. &c.), and they help

pupils to concentrate attention upon effect rather than

upon interval. 2nd. They enable a teacher to face

pupils, and thereby to command their attention and

to observe their faults of position and manner.

3rd. They are a new way of approaching the mind,

and they appeal to little children more strongly than

letters and words. 4th. They often save time. A
teacher in a spare minute can give useful practice

without delay in preparing apparatus. 5th. They
are useful in giving voice exercises.
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Two important aids to ear training are the realisa-

tion of mental effects and the
Ear training. ,

practice of singing to laa from the

modulator. Methods of impressing mental effects

have been fully explained elsewhere. It may he

worth while to repeat here that the scale tones derive

their effect only by the power of comparison with

what has gone before. If, say, 1 s f be given as a

test in the following manner

Teacher sings d n s d 1 s n d (long pause) 1 s f (another

pause) questions asked, wrong answers given, and teacher

announces he will sing the test again. He does so, but

without repeating the Doh chord,

he has only himself to blame for failure.

Laaing from the modulator calls for careful think-

ing on the part of the children. They are compelled

to make a conscious effort to conceive a tone before

they sing it. Laaing exercises sung at sight should

for some time be slow. As ear exercises disguise the

true names of the tones of the scale by calling them

all laa the practice of laaing is good ear-training,

because it involves much the same effort of mind.

Laaing from the modulator should begin in

Standard II. This will be found an excellent pre-

paration for the ear training of Standard III.

Adopting the same method in Standard III the

children should be taught to laa the work of the

previous Standard as a preparation for the ear

training and sight-singing of Standard IV. For

further information on laaing see pp. 42 and 43.
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There are two chief reasons why, as a rule, ear

exercises are not successful in schools. In the first

place, teachers shrink from giving more than the few

exercises they (and their pupils too, alas!) have

learned by heart, because they are not sure that they

can sing to laa what they would like to sing, and in the

next place, ear exercises are rarely taught on a

systematic plan even by otherwise good teachers.

The chapter on Systematic Ear Training should be

studied by those who are conscious of weakness in

this respect.

The notation of tune is self-explanatory, but the

notation of time deals with

arbitrary signs. Pupils should
Special means to
teach notation

of time. , ., ,, ,

be frequently called upon to

explain signs and to help to construct blackboard

exercises. Success in this matter depends largely

upon skilful class management. Every child in the

class should be made to feel that at any moment he

may be called upon for explanations. Where prac-

ticable, writing exercises are the best means of fixing

the notation of time in the memory. See further

p. 190.

The disadvantages of teaching time and tune apart

step after step, are shown on

p. 220. If these topics are

not systematically united

from almost the beginning pupils long under instruc-

tion have great difficulty in singing songs in tune or

Continued separation
of time and tune.
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of time and tune.
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in time. The end should not be sacrificed to the

means. If the requirements of the Code are ever

raised time and tune tests combined may be asked

for with good reason.

The general principle to keep in mind in construct-

ing exercises is, make the time

easy when the tune is difficult,

and the tune easy when the

time is difficult. After one-pulse and two-pulse

notes, the easiest rhythms are those that contain

imitations. (See p. 182.) Half-pulses are generally

easier on a weak than a strong pulse. Easy tune is

described on p. 221.

Examples.

(a)||n :m.f|s :l.t|d' :t.l|s
:

|

J|s :s.f|m :m.f|m
:r

|d
:

||

The use and abuse
of time-names.

J|s :-.l|s :-.f|m :m.r|d :

y

The function of time-names and the proper limits

of their use are described on

p. 210. The chief advantages

of time-names are that they

provide a great mnemonic help to the conception of

rhythm, are very useful in ear exercises in time, and

are a convenient mode of communication between

teacher and taught. They give wrong conceptions
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of time when they are mispronounced, and if they

are used exclusively for time exercises pupils are

unable to sing correctly in time without them. They
are an instrument, not an end, of teaching.

Only advanced classes should get their first

impression of a school song by

reading it at sight in time and tune.

In the lower Standards all the songs

should be taught by pattern. If they learn a song

by groping through it from book or chart they

acquire wrong notions of phrasing, &c., which are

afterwards difficult to remove. The process of

teaching may be described as follows : 1st Teacher

sings song right through to interest the class in it.

2nd Teacher asks the class to imitate his pattern as

he bit by bit sings the tune while pointing on the

modulator. [This should be done two or three times

if necessary.] 3rd Teacher patterns longer phrases.

[Twice or thrice.] 4th Teacher patterns whole

musical lines. 5th The class endeavours to sing

the tune through from the teacher's pointing, all

failures being repatterned. 6th The 3rd and 4th

processes are repeated while the children look at the

written or printed copy. 7th The time of the tune

is analysed. 8th The tune is sol-faed by the chil-

dren from the written or printed copy, and then

vocalised. 9th The pronunciation of the words

without the tune is carefully patterned by the teacher

and imitated by the class. 10th The fitting of

words to the tune is patterned by the teacher, llth
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The necessary expression is discussed and settled*

Of course all these processes are not always necessary.

The judgment of the teacher must decide this.

In teaching by pattern it must be noticed that a

well-written school song naturally divides itself into

sections and then short phrases. These should be

marked for breathing-places in order to express the

words properly and effectively. But when teaching

the music by pattern, apart from the words, the

sections formed by the lines of the verse are too

long for children to remember and imitate easily, and

must be broken up into little rhythmic phrases, not

taught in measures as is too commonly done.

To illustrate this take the following from " German

Two-part Songs."

THE SHADES OF NIGHT ARE FALLING.

(CRADLE SONG.)

Words by A. J. FOXWELL. Music by F. GARTZ.

KEY Eb- Slowly.

:d

IThe

:d

in If :n

ing O'erl moor and woodland

f : |n :n In :d |r :d

r :

wild;

8, :
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t
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Plans based on the following arrangement will be

found to work successfully and smoothly :

(a) A voice exercise or breathing exercise .
_.
3 minutes.

(b) Teaching tune from the modulator. . . .5

(c) Teaching time from the charts and

from the blackboard 5

(d) Ear-training exercises , ; .5

(e) Teaching time and tune combined from

the charts 5

(/) Practice of school songs from the black-

board or from books 7

Fe and Ta are the chromatic tones that occur most

frequently. Fe suggests

the first sharp key, and

Ta the first flat key. See

Chromatic or accidental
tones requiring most
frequent practice, and

the changes of key they

pp. 35 to 37. & is

taught by telling the children- to sing d t, d and

then requiring them to sing the same sounds to the

syllables s fe S-

For d 1 ta 1 they should first sing s f m, and then

sing the same sounds to d 1 ta 1. Ta must be pro-
nounced taw.

Fe and Ta should afterwards be approached from

any other note, as 1 fe s ; m fe s ; 1 ta 1 ; s ta 1,

using the same synonyms for teaching, viz., r tj d ;

1, t, d; m f m; r f m.
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The treatment of children
with " bad ears" for music

CHAPTER X.

MISCELLANEOUS.
THE phrase

" a bad ear
"

covers many different

musical deficiencies. An

average class generally

presents specimens of children who
1. Cannot imitate even single sounds, and cannot tell the

rise and fall of sounds.

2. Roughly imitate, singing out of tune, flat or sharp-
more often flat.

3. Cannot sing alone, but can sing correctly with others.

4. Can sing correctly alone, but go completely wrong
when singing with others.

5. Cannot imitate correctly, but yet quickly learp to tell

the names of notes, showing in this matter good ears.

In a school class it is seldom possible for a teacher

to devote time to the individuals whose difficulties

call for special treatment. All that can be done is to

devise means to (1) educate the ear by listening, and

(2) educate the voice to obey the ear. The teacher

must try to get such children to tell (1) a high sound

from a low sound, (2) a long sound from a short

sound, (3) an ascending phrase from a descending

phrase (as d r PI from pi r d), (4) the repetition of
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sounds sung to different syllables (as d sung to aa,

oo
,
or ee, &c.). These exercises should be mixed with

simple imitations of similar phrases. Lessons on

mental effects are not of much use until the ear can

conquer the tasks described above. The skill of the

teacher in this as in all his teaching is shown by his

adapting his lessons to the receptive powers of his

class.

Children should not be permitted to continually

sing out of tune in -the vague hope

that eventually they will fall into a

better style. It is only too easy for

the ear to become so vitiated that it serenely tolerates

what to an educated ear is most painful. No amount

of ability in singing from notes can compensate for

the ill effects of false intonation. Listening to other

children who sing in tune is the best cure for children

who sing out of tune. In this way the ear gets

educated to sweet pleasant sounds. The deficient

children should occupy the front seats of the class

near to the teacher, who is thus able to encourage his

pupils to listen and to easily test their power to

imitate correctly.

Practice is sterile if good and bad pupils are

allowed to sing together on all

occasions; the bad singers do not

improve and the good singers

rapidly deteriorate. A teacher's pleasure in his

work depends greatly upon classification according to

ability and voice quality. The best singers should

Mixing good and
bad pupils.
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be placed where they can least hear the worst, i.e., at

the hack of the class, and where, therefore, they can

be heard easily hy the others who depend so largely

on their pattern and example. By pitting one section

of the class against the other a better result can he

gained in a short time than by indiscriminately

mixing pupils.

In a class where the children sit in parallel rows

the teacher should test them

in tune by requiring the first

row to sing the first note, the

second row to sing the next note, and so on to the

end of an exercise. For another test half the num-

ber in each row should sing a portion of an exercise

and the other half the remaining portion. In this

way a teacher can readily discover which pupils have

gained the power to read and which have not. A
class can be also quickly tested in small groups or

individually by each child singing a note of a tune-

form (written on the blackboard) such as this

nsdlfmstd'fmsrmt, d

the first child singing the first note, the second child

the next note, and so on; the exercise being repeated

by being sung backwards instead of forwards as at

first. Individuals can also be rapidly tested by sing-

ing short phrases (m r d, d m s, s f m, s t d 1

, &o.)

from dictation. The class may also be tested in time

in as simple and expeditious a manner by each group
or individual singing one measure to the teacher's

beating (not, of course, pointing).
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The singing of rounds is the simplest and easiest

form of part-singing for

children. By this practice

they acquire the power of

holding their own part against another part, and the

ear is trained to recognise and enjoy sounds in

harmony.
After rounds have been practised the real alto

singers find much less difficulty in holding their part

than they generally do when ordinary part-singing

follows unison singing. In choosing rounds care

must he taken to avoid those that have a wide range.

Some of the best rounds from a musical point of

view are almost impossible to children. When a

round is found to be going fairly the teacher should

go close to each group in turn and identify those

children that show ability to hold the low notes with

full tone and without wavering. Placing the children

BO selected apart, the round or another one can be

practised in a higher key and treated as a part-song,

i.e., each section of the class keeping to one line. If

the teacher is able to point on the modulator in two

parts, or sing one part and point another, or use the

hand-signs with both hands, many useful exercises

can now be given. The alto part of very simple

two-part songs should be next attempted. At first

it should be learned separately from the treble, and it

is better that altos should know something of their

part before they hear the treble. Whep. combining
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parts only a few trebles should be asked to sing their

part, and as the altos gain confidence the number of

trebles should be gradually increased.

Most classes supply fewer altos than trebles. Altos

are greatly injured by straining

for high notes. It is well therefore

to discover and separate altos as

soon as possible. Besides the plan of selection

described above, other ready, if somewhat rough,

plans are available for the teacher who has little time

for the work of classification. The following plans

have been found useful :

1. A familiar tune (singers sing most freely what they
know best) is pitched in a very low key and the low voices

noted.

2. The teacher calls out groups of the older children in

turn and observes which voices are fullest and richest on low

notes.

3. Taking G as a key-tone the children are asked to sing

(to lad] up the scale slowly and softly, and to cease singing
when they find it difficult to proceed ; then in the same
manner they are asked to sing down the scale from G, and

are similarly instructed, except that they need not be asked

to sing softly. The teacher walks in amongst the class

during the singing, and noting the result whispers
" a" " b "

"c" or "d" to each child about whose capacity he feels

fairly certain, reserving decision regarding the others to some

future occasion. Mistakes in classification can be easily

discovered when later on the children sing in parts.

Individual examination according to, say, plan 3

above is, of course, much to be preferred if it is found

practicable. In examining voices it should be noted

that the region of the best quality and not the
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compass of a voice should decide the part to be taken.

It is unwise to run the risk of spoiling good treble

voices by making them sing alto because they can

read and maintain the part, or because such an

arrangement secures balance of parts.

Mixed-voice pieces (i.e., pieces for soprano, alto,

tenor, and bass) are not in-

tended by composers to be
On trebles and altos

>erpractising the upp<
parts of mixed-voice ^ft as sch ol music, and

pieces.
therefore as a rule neither the

music nor the words are at all suitable for use in

school. In such music the compass or range of the

parts, the oft-repeated and sustained high notes

impose far too great a strain upon young and

immature voices. When the upper parts only are

sung of a four-part piece the harmony is mostly

incomplete and unsatisfactory, and sometimes simply

barbarous. Even a pianoforte or harmonium does

not adequately supply the effect of the other parts.

The only possible excuse for the practice of such

music is that it is being prepared for performance

with tenors and basses.

It may seem wholly unnecessary to condemn the

practice of allowing school

children to sing in four parts

On children sing-ing
the four parts of

mixed-voice pieces. . .. . -

music composed for mixed

voices, for no sensible teacher is likely to commit

such an error of judgment. The fact, however, that

such a mistake, gross and absurd as it is, has been
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made not unfrequently, renders a reference and a

protest necessary. It is enough to point out that

when tenor and bass parts are performed an octave

too high they not only destroy the harmony intended

by the composer but often go above the treble and

alto parts, and obscure, if they do not hide entirely,

the melody of all the parts. Even to an untrained

ear the effect is strange and unsatisfactory, but to a

cultivated ear it is most painful. There is absolutely

no excuse for the practice. (See Inversion, p. 111.)

Mixed schools are too often found yielding to the

temptation to make all girls

sing treble and all boys alto,

All girls singing
treble and all boyioys

in order to save the trouble of

teaching two parts in one class. There are grave

objections to this practice, perhaps the chief being

that the provision nature makes for variety of

tone both with girls and boys is thus ignored,

alto voices being all but as numerous among

girls as among boys, and if anything a girl alto being

more satisfying and pleasing than a boy alto.

Therefore to make all girls sing treble simply because

they are girls is to lose all this beautiful variety

of quality provided by nature in a very constant

average, and such a loose classification is a fruitful

cause of flat singing. It is impossible to make a

natural alto voice into a good treble, or a natural

treble voice into a good alto
;
serious harm is done to

voices by trying to do so. Again, the singing from
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a school thus classified never gives the degree of

pleasure felt when children sing their own proper

parts.

Simultaneous reading is often very injurious to the

voices of young children.

As the practice is confined

to the lower Standards chil-

dren are then at an age when the voice is most easily

and permanently injured ;
it is then therefore that

the greatest care should he taken with it, and most

skill shown in forming and training it.

It is injurious also (a) because of the force or

loudness with which children are permitted to read
;

(6) because the children soon form the bad habit of

all reading with an unpleasant nasal twang ; (c)

because they mostly read at far too high a pitch ;

and (d) because of the length of time the practice is

continued without a break or release of the great

strain on such young and delicate organs.

If teachers, with their fully developed voices, were

to give themselves the same task they would soon

find how fatiguing such reading is to their throats,

and therefore more easily understand how much more

distressing it must be to a young child's throat.

Such a practice not only makes it all but impossible

to get sweet and pleasant tone when singing, but

induces boys to force the thick register much too

high, and therefore spoils the singing voice.
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Simultaneous reading may, however, be practised

without any harmful result to the singing voice

provided the medium force only is used, the pitch is

easy, and the voices are rested by frequent pauses

for individual questions or reading. Under even

favourable circumstances it is not well for simul-

taneous reading to be of long-continued duration.

School teachers should take care to know the Code

thoroughly. Such questions

as the following should be
Questions on the

Instructions issued

by the Board of
Education. easily answered :

1. Name somo of the objects sought for in the inclusion

of vocal music in the school curriculum.

2. How many Grades are there in the Instructions ?

3. What Standards are included in Grade II ? in III ?

inlY?
4. What are children in Grade II expected to be able to

sing at sight (a) as to Tune, (&) as to Time ?

5. Describe the ear tests required (a) in Grade III,

(6) in Grade IV.

6. What kinds of songs are expected (a) in Grade II,

(&) in Grade III, (c) in Grade IV ?

7. In what Grade is transition by bridge notes introduced ?

8. In what Grades is part singing asked for ?

The details of the Instructions will be found

in extenso on the introductory pages.
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APPENDIX
OF ADDITIONAL EXERCISES.

VOWEL PRACTICE AND VOICE
TBAINING.

On pages 247 and 248 three voice training exer*

cises are given. When singing these, great attention

should be paid to the pronunciation of the Sol-fa

syllables, the teacher insisting on the vowel sound in

each syllable being well given.

The following use of the Chord and Scale will be

found an excellent practice for the vowels, and at the

same time an effective voice training exercise.

Keys D, Eb, E, F, and GK

d : In :s

oh 'ee oh

d" : Id 1

: It :1 is :f in :r id :-
oh 'oh lee ah I oh ah |ee ay I oh

To be sung through next to oo, then oh, then ah
)

then ay, then ee.

The consonant "k" may sometimes be used before

any of the vowels, and occasionally the exercise

should be sung slowly to the Sol-fa syllables, with

the greatest possible attention to the opening of the

mouth in the formation of the vowels.
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EXEKCISES ON DIFFICULT LEAPS.

SUITABLE FOR GRADE III.

The leaps illustrated should be first separately

patterned ,
and then the tests should be sung from

the modulator or the blackboard. Some tests have

a range from about d to d 1

. These should be sung
in low keys, say C, D, or E. Others have a range

from about s, to s. These should be sung in

medium or high keys, say Gr, A, or Bb. If the tests

are sung backwards many other difficult leaps will be

encountered. Other ways of varying practice are

described on p. 44.

Eange d to d 1
.

Leaps d 1 n s r n t d 1 r t s.

No. 1.

d's dnrds rnd'ntd'sns rnd
No. 2.

d s n r s d d'r ns n td'snd'rntd 1

No. 3.

ndsn d'srnt d'sdrtd'tstd'rnd
No. 4.

s d n d 1 d s d ( t s n s r n d 1 t n r s d d 1 t s d 1

Eange s, to s (about).

Leaps S| n s r s, r n t
t 1| s s ti.

No. 5.

d s, n d t, n r s, s r n t, d s, r n d t, s, t, d

No. 6.

d n s, d r s n s, d s, n r s t, r s, d n s, r d

No. 7.

n r d S| s r n d t| n r $i d t| S| t| n S| d

No. 8.

d t, d r t, s, n d t, s, r d t, s, d tj n s d
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Range about d to d 1

.

Leaps d' f-d 1-d' 1-f d.

No. 9.

dt|dsndlsfdnd'flst|d
No. 10.

n r d t, s d d 1 1 s d 1 f 1 t d 1 f d m r d

No. 11.

nrdd'fnr sfdlsfnsrntd 1

No. 12.

s 1 s d r n f d 1 s t d' 1 t d 1 d 1 f n t, d

Range about S| to s.

Leaps d 1,-1| f-f 1,-f t,-d f,--d f-r 1,.

No. 13.

d t| d n S| d 1| d f n r s, d n f t| d

No. 14.

BI f| ni d S| n r 1| d t| S| 1| f n r 1| t| d

No. 15.

d r n S| 1| f n r f t
(
n r 1

(
d tj r s\ t\ d

No. 16.

d n s s, 1, f n r d 1, t, d f, 1, s, 1, f n r 1, d t, d

No. 17.

n r d BI HI 1| S| f| HI n r 1| d t| d fi HI l
t s, t| d

No. 18.

drnft, nrdfl, drriS|l|ft|dl, rd

Difficult successions of three or more notes.

Range about d to d 1

.

d r f n r t, s f r-s f d-s 1 d'-d 1 t s r f s,

No. 19.nsdrfnrslsfdnrftid
No. 20.

sdninrt, dnsld'tsd'fn
No. 21.

slsdrfslnsfdtinrfsfdt, d

No. 22.

drfnrt, dnsld'd'tslsfrd
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No. 23.

s 1 d tidnrfslfnsfrnd'tstd 1

No. 24.

PI s f rnrtidrfnsfdd'sldtirid

Eange about S| to s.

S| 1| d s, t, n d r f d 1, n l
t n d f n t|.

No. 25.

d 8, d 1, s, n f n t, d 1, n r 1, d t, d

No. 26.

Si li d tj S| t| n d r d 1| n d t| r s, d

No. 27.

BI d 1| t| d 1, n d S| t| n d r f n si d

No. 28.

d n d s t! n S| 1| n d t| s, r d r f 1, t| n d

No. 29.

n r d n, f| d s, 1| r d tj s, s f d r d

No. 30.

d S| lj d tj n r S| 1| d t| d r f n 1| n d t| r d

Many other tests for all the Grades will be found

in a handy form in " Code Singing Tests
"

(new

edition), by John Evans and A. L. Cowley, price 4d.
,

published by Messrs. J". Curwen & Sons Ltd.

Elementary Time and Tune Exercises.

No. 31. TAATAI and TAA-AATAJ.

(a)

w

1 :1 .1 |1 .1 :1

d :n .f |s .n :d

s :f .n |r .n :f

r :n .d |r .1 :s

n :r .n |f .r :n

1 :- .1 |1 :1

r :- .1 |s :n

s :- .d |n :r

f :- .n |n :r

s :- .r |f :n
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w
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No. 41. Miscellaneous.

(a)

w
(d}

w

1 .,1:1 . 11,1.1 :1

s .,f :n . |f,s.l :s

n .,r :d . |f ,n.r :n

d' .,t:l . |d',t.l :s

n .f :s . |l,t.d':t

.1 :1 .1,111 -I :1

,d' :t .l,s|l .t :d'

.S| :1| .ti.dln .r :d

.1 :s ,r,n|f .t, :d

.4' :r .n,f|n .r :d

Energises in Major and Minor Modes (without transition}.

No. 42. KEY D.

Jin
:s |d.r:n If :1 |s :r In :t.l|s.n:d

{

jlr
:n.f|n :-|l :d'.t|l.se:l

|n
:f.n|l :se

J

HI :f
|n.r:d.r|n

:se It :1
|r

:n.f|s.,l:s
j

J|f.,s:f
|n.,f:n

|d'
:-.d|r,l :f .r

|

s :t, |d :

||

No. 43. Lah is 6\ DOH is B?.

J|l,
:-.t,:d

|t,
: :n,

|d
:se, :t,

|

l
t

: :

j

j|t,
:-.d:r

|d
:- :s,

|f
:t, :r Id : :

j

> 1 1| in .'1| Is6|.'l| mi f| :S| ;f| I
ri| j \ I

No. 44. KEY G.

jjs,
:n :t,

|r

||r
:sei :1|

jd

:r.d :t, .

:d .n :s
|f

:1,

:t
t .1)

:sei.l||
f, :n,

:- :-
|

s, :s

:f :t,
jd

:-

:se,
j

:f
I

-
y
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No. 45. Lah is G. DOH is Bfr.

i :ni Hi :d
1

1, .1, :se,.l, |n, ?n,
j

:r .d |t, :n,
|d

:t, |1, :-
|

, :bai.se,|l| :t,
|d

:t, .1, |n, :sei I

i :t, .d |n :r .d
|d

:t, |d ;-
{

:f, ji, |f, .1, :d
|d

:t, .1, lse,.l, m
j

:n .f |n :se,.l| d .t, :1

Easy Transition Exercises. Time and Tune together.

No. 46. KEY F.

J|n
.s :d .n |r :s, II, .d :t, .r |f :

C.t.

j|"l
.t :'d' .r 1

In'.d' :s .1
|s

:t |d> :

f.F.

j|d's.f
:n .s |f :1|

|n
.r :d .n |r :s,

||f
.n :s .f |1 :- .s

|

f .n :r Md |d :

No. 47. KEY G. (Notice the wide leaps.)

||d
:~ |r :n

1

1| :- It,
:d.r|s,

:- |s :f

D.t.

J|f
:s, |n :-

|'s
:- |d' :t

|r'
:d' |r :1

f.G.

||s
:t, |n :r

|d

s
,

:f |r :t,
|d

:- |f :1,

f.C.

J|n
:- |r :-

|

r l :s |f :d
|n

:~ |r :-

,G.t.

^|

r
si :li It, :1

|s
:f |1, :r

|s,
:n |r :s,

H
d '-'-'-

1

21
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No. 48. KEY EP.

Jld
.r :r .n :n .s I s :r :n

j

f ,,n :n ,r :d
J

j|

df.'V *
:l|.t,|d

:r :n
|s,

:1, :t,
j

f.E>. f.Ab.

J|

d s :1 .s :f .n
|n

Mr :r .,d :s
|

sr.f :n .r :d .t|
j

Bfr.t.

j|r
:d :1,

|

s, :- :1,
|,li

:- :-
j

}|t,.,d:r
.n :f

.s|l
:t, :n

|d
:- :-

||

No. 49. KEY D.

jln
:r :d

|d'
:- :s .t II :r :s

j

f.G.

^|f
:- :

|'d
:r :f

|f
.n :n :r

J

D.t. A.t.

J|*s
:1 :d'

|d'.t
:t :1

|*'f
:n :r .d

j

f.D.

||t,
:1| :s

jf
:n :r .n

|r
:d

_
:ds.l

\

||s
:f :n

|1
: :t,

|d.s
:n.s :r .s /

THE S.T.M.O. EXAMINATI01S.

The sight-singing tune tests, especially when sung
to laa, the time tests, and the ear tests, are generally

found to be the most difficult parts of the examination.

TUNE. Changes of key, the use of ba and se in the

minor mode, and the chromatics ta, de, and re

are the points that require ahundant practice to the

Sol-fa syllables and to laa. TIME. Half-pulse rests

and quick six-pulse measure (beating twice) are the
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points that give most trouble in sight-reading. EAR.

The practice of giving tests is one of the best

preparations. The student should sing the chord

d m s d 1

s m d and then Sol-fa one of the tests on

pp. 151-6, and then again sing the chord and repeat

the test to laa. This accustoms the ear to realise the

scale position of tones sung to hia, and, besides, is a

valuable preparation for Beq. IY (ft),
in which the

candidate is required to give an ear test.

It is recommended that the foregoing exercises

be practised in the following order, viz., a transition

test, a chromatic test, a time test. The additional

exercises that are now given are arranged in sets in

this way.

EXEBCISES.
For the S.T.M.O. Examination.

Transition and Minor Mode.

No. 50. KEY B?.

s, :d .t, |t, ,1, :s, 1, :t, |r ,d :s,

j|

8
(
r :f .n |n ,r :d .r In :- .r |d :

B>.t.

||-d.t,
:1, .86,11, :t,

|d
,r :n .r |d .1, :t,

j|n,
:ba, |se, :1,

|t,
,r :d .t, |1, :-

||li
.1, :s, ,f, |f, .n, :n, .s,

|d
.t, :t, ,1, |1, .s, :s,

J|fei.s,
:1, .8, |d .t, :n .r

|

s, .d :t| .r |d :



288 The School Teacher's Music Certificate.

Chromatic.

:n r :de |r :n

No. 51. KEY!).
Hd :s |n :f Is :se

Is

:r |na :r n :r |d :

|ta :

Time.

("Written in tune to afford practice in time and tune.)

No. 52. KEY G. M. 60.

Jin
:

s :

|f i-.n.rin.r^djr
:lj :d

i|r
:d :

|r
.,n :n ,,r :n .,r II :s

Jls
:fe :f

|m,f-
:r,n.~ :d

|1|
:- d :t| .1,

Jlr
: .n :r .delr : ,s :f .n If . :1 . :f .

j|n.r
:- .n :r .si Id .t| :-.l| :t| .r

|d
: :-

Transition and Minor Mode.

No. 53. KEY Eh-

jls
.n :r .d |1 :- ,s If .r :s .f |n :

J |

sd :t| .d |r :si In .r :1
(
,t

t |r :
d s

jil
.s :f .n |f .s :n

|d'
.t :1 .se |1 .t :se

HI .n :f .n |r .n :d .r In :ba.se|l :

Jjt
.t :1 .s |d' .n :s .f

|n
.f :r ,,d |d :
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Chromatic.

No. 54. KEY D.

J|s
:1 :n

|s
:fe :f

|n
:s :1

|ta
:1 :t

J

j|d
! :s :la

|s
:f :m

|r
:de :r In :d :r I

J|n
:re :n

|s
:r :n

|f
:d :r Iria :na :r

J

j|n :-.r:n.f|s
:se :1 Id :n :r Id : : II

Time.

No. 55. KEY F. M. 80.

j|s
:s .,f |n .f :s

|s
.s,s:s,n.d |n .r :d

j

j|
-n :r .

| .f :n .

|

.s :f .n |r .1 :s
|

j|
:s .s

|
,1 :1 .1

|

n .,r :n .,r |n .r :d
j|

Transition and Minor Mode.

No. 56. KEY D.
: :n

.r|d
:d' :t

A-t. f.D.

J|f
:n :1

|se.l
:t :se

|1
:d" :t Ise :- :1

j|d'
:t.l:s,f

|n
:s :d

|1
:s.f

:n.r|d
:- :-

Chromatic.

No. 57. KEY Et>.

j|d
:n |re :n

|s
:r |f :n

|d :r |na :r

j|n
:r ,|d :-

|n
:d' |ta :1

js
:fe |1 :s

j|s
:r |de :r n it |s :s

|la
:s |f :r

j|n
:d' It :l

|.
;fe |f :r

|d
:~ |- :-
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Time.

No. 58. KEY E. M. 70.

jld
:r ,,n|r .d :n .f Is :-,l.s,f|m :

jjr ,n,f:n .d jr ,n,f:ri .d Ir :m .r |si :s

||
f . :n . |r . :d .

|1
:s |f,s.f,n:r

j|
.s :d I .f :ti |d ,,r:n .d |n .r :d

j|r
.?* :- .f |n .1 :s

|d
,?:- .1, |d .t, :1, .s,

J|li,d.t|,r:d
.n |r,f.n,s:f

|n
.r,d:r .1, |d .t, :d

Transition and Minor Mode.

No. 59. KEY El?.

j|d
:-.r:n.d s :

:f.n|r
:n :d II :-,s:f.n

j|d'
:s :t

|1 :-.f:n.s|d
:t, :d

|n
:- :r

tftt.

j|

sd :ti :t|.r
|r

:d :n
|n

:r .d
:t|.l||si

:n :n

f.Ei?.

Jlf
:t| :n Ir :si :1|

|t|.d:n
:r

|

d s : :f

Hn :-,s :f .r
|n.l:s

:r If
:-,n:s.ta|l

: :t

jjr'.d'it.lise.lld'
:n :1

|r.n:f
:t,

|d
: :-

Chromatic.

No. 60. KEY F.

||d
:si :n

|re
: :n

js,
:d :sei

|t|
:1| :

||r
:de :r

|f
: :s,

|la,
:s, :r Id : :

jld :t| :ta
(

|1|
: :si Id :r :na In : :r

||s
:fe :f

|n
:r :de

|r
:f :t,

|d
:- :-
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Time.

No 61. KEY F. M. 72.

j|n
:r

4n,f|n :d
|s

:f,-.n|r :

|

jln
:n ,n |r ,d :t| I ,t| :d ,,r |n : ,r

j

)|n
,,f:s .,1| s :

|f
:- .n |n ,,r :d

\

J|r,n.f
:n |f,s.l :s

|s
: |- .f :r .n

{

j|d
:- .r,n|r :-

,n,f|s
.se :1 .t |d

l
:

||

Transition and Minor Mode.

No. 62. KEY D.

||n
:- .f Is .d :r ,f

|n
:r .d |1 :s

J

A.t.

j|'B,
:- .1, It, .d :r .f

|n
:- ,r |d :-

|

f.D.

j|

d s .1 :f .s |n :r
|d

:t, .d |r .f :n
j

j|n
.n :ba.se|l :n .f In .r :t| .d |1 (

: I

||
t| .t, :1, .t, |r :d

|r
.r :n .f |1 :s

j

j|s
.ta:l .s |f .n :s .f

|n
:r |d :

||

Chromatic.

No. 63. KEY F.

j|d
:si |1| :t,

|d
:s

t |ta, :1,
|r

:de |r :n
j

||s,
:sei |1| :t|

|d
:n |re :n

|s,
:la. Is, :1,

j

j|t,
:d |r :na

jr
:n |d :-

||
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Time.

No. 64. KEY D. M. 80, twice.

j|n
:- :- |f :- :-

|s
:f :n |1 :- :-

j

j|r
:n :f |n :- :d

|r
:n :f |n :- :-

|

jln
:-.r:d |s :- :-

|n
:-.r :d |1 :- :-

J

j|
: :r In : :,

|f
: : I : :f

j

Jin
:-.r :d |r :- :n

|r
:- :- |- :- :-

j

| (n
:- :. I

: s

|f
:- :1 I : :

f

jjl
:- :- I- :t :d'

|r
:- :1 |s :n :d

j

j|n
:- :- |r :- :-

|d
:- :- I- :- r-

||

A number of songs in quick six-pulse measure will

be found in the "
Eoyal Songster," or

" Sunshine

Songs," Nos. 4, 5, and 6, price Id. each, published by
J. Curwen & Sons.

LEAPS AFTEE TRANSITION.
Exercises giving leaps to the distinguishing tones

of one remove transitions are given on p. 70 and in

the Specimen Tests. Sometimes other leaps are

found difficult. Thus the succession at the change
of key in the following

(1) d s n f n *d f n t, r d &c.

is not uncommon, although a considerate Tonic

Sol-fa translator would, if possible, avoid writing it

he would prefer to delay the point of change and

to write the passage thus :

(2) d s n f n s *'f n t| r d &o.
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The chances are that good singers reading from (1)

would sing f of the first flat key, thus :

d s m f n *r f n t\ r d &c.

because they have been accustomed to seek for a new

f in that region, and, moreover, the flat key f would

at once sound like f ,
while the f in sd f would not

sound like a true f at all, but merely like the d of

the old key.

The following examples illustrate other difficulties

of this kind

(1) |d, :d| |s, :,t, | s, ||
read |d, :d| |s, :n, | ,B, ||

(2) |d :n |r :*d
| f, ||

read |d :n |r :s
| af, ||

(3) |d :s
|

fd :n, ||
read |d :s |f :i,n, ||

Many similar passages that give great trouble can

be understood by alterations of the point of change.

SINGING TO WOEDS.
It is too often the case that great sight-singing

skill in sol-faing is cultivated without much attention

being given to sight-singing to words. Advanced

pupils should as often as possible practise the fitting

of words to easy music after once sol-faing. The

earliest numbers of "The Royal Songster" or

" Sunshine Songs
"

will be found useful for this

purpose, and ordinary black-board exercises in tune

can be utilised for the fitting of words on the plans

suggested on p. 45.
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EXEBCISES.

Transition and Chromatics.

No. 65. Don is D. A.t.

j|d
:-.t,|d.n:s

|d'
:- |n :-

|ir
:-.d |t, :r

j

f.l>.

j|s,
:n |r :d Pi : |s,f :n

|d'
:s |la :s

j

jlf
:n |r :de

|r
:de |n Jr

|s
: |f.n:r,d|

f.O. .t.

jidi
8 ;_ |fji:r,d|l st

|d',s:f,n|s
:ta |1 :f

j

i I I
'

Urn :re |n :ti
|r

: |d ;

||

No. 66. Don is F.

Jln
: |t| sd If :

|
:n Ire :n |1 :-rf

;

f.Bb-

j|s
:- |f :

|'d
:- |r :n

|f
:- |1, :d

F.t.

jjn
: |r :d

|t,
: |d :

|

8
|d: |t,,d:r.n

|

If :fe |s :

|s
:se |1 :n

|r
:de |r :

c.t.
ur s ._ |fe,s:l,t d 1

:r' |n' :n
|d"

: |t :r" ,

f.F.

II
r i :_ |d" :

|4>s:
|f :n

|r
:de
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EXEECISES.
For Requirement HE (6) of the S. T. M. 0. examination. To

be sol-faed and then sung to laa.

Transition and Minor Mode.

No. 83. KBY D.
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:- .r |n .f :s .n

|1

f.G.
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Chromatics.

No. 89. KEYD.
Us :fe :f In :s :d d' :n :re

II"
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NOTE AS TO APPENDICES II

AND III.

APPENDIX II covers the Staff Notation theoretical

and practical syllabus recommended for use

in schools in which the Tonic Sol-fa system

is used.

APPENDIX III covers and goes considerably beyond

the Staff Notation requirements of the S.T.M.

Certificate.

Together these Appendices form a complete

Elementary Staff Notation Course.
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APPENDIX II.

THE RELATION OF TONIC SOL-FA TO

THE STAFF NOTATION.

The Instructions as to Inspection issued in 1901 say that :

" In schools using the Tonic Sol-fa notation it is very
desirable that the relation between the Tonic Sol-fa and the

Staff notation should be taught at least to scholars in

Standard V and upwaids. The following are the points to

which attention may be profitably given :"

THEORETICAL KNOWLEDGE.

I. The staff and the alphabetical names (as C, D, E, &c.J
of the lines and spaces in the treble clef. (It will be an

advantage if boys are also made acquainted with the bass

clef.)

II. The signatures of major keys to four sharps and four

flats, and the rules for finding key-notes from signatures.
III. The meaning of the most used time signatures with

crotchet beats (viz.,
A and -).

IV. The relative values of notes from the breve to the

semiquaver, and the meaning of the added dot. The signs
for rests.
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PRACTICAL SKILL.

V. Singing (using the Sol-fa syllables) easy diatonic

phrases from pointing, on a large staff, from any position of

the key-note and of tune tests in the key of 0, the same as

given in Division III (Staff notation) :

Example :

VI. Monotone time tests the same as given in Division III

(Staff notation) :

Example :

J J J.
[J.

COMMENTS FOE TEACHEES.
It will be noted that, unlike the other parts of the Code,

the suggested course to some extent separates theory and

practice. This is reasonable, because practical skill in Tonic

Sol-fa and the ear generally will have been cultivated before

the Staff notation course is undertaken. It may also be

noted that more keys are mentioned in Section II than

are required in the syllabus for Division IV for Staff notation

schools. This may be explained by the fact that the ordinary
staff notation Code had to be shaped to all methods, fixed or

movable. But on the Tonic Sol-fa method all keys are

sol-faed alike, and it is desirable from the commencement to

encourage sol-faing in many keys.

WHY SHAEPSSIGNATUEES UP TO FOUE
OE FLATS?

The natural or "open" key and signatures up to three

sharps and to three flats show a " Doh "
from every possible

point on the staff :

F C G D A
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Key E, with four sharps, and key A flat, with four flats,

introduce no new position of the key-note, but they are

among the commonly used keys in vocal music.

Rules for finding key-notes from signatures.

In the end key signatures are memorised and identified

without calculation. But the beginner finds it difficult to

read signatures because the theoretical necessity for their use

is not easily brought home to his mind. Hence the apology
for scheme of mnemonics and "rules of thumb." One of

the most useful and least objectionable (because it draws

attention to a point of theory) of these rules is that which

points out that

In sharp signatures, a single sharp shows the position of Te

the 1th of the scale, and where there is more than one sharp the

last sharp to the right is on Te. Therefore, associate sharps

and Te.

In flat signatures, a single flat shows the position of Fah,
the 4th of the scale, and where there is more than one flat the

last flat to the right it also on Fah. Therefore, associate flats

and Fah.

Where there are no sharps or flats Doh i C, the 3rd space or

the leger line below the staff.

In writing signatures care should be taken to always place
the sharps or flats in proper order and exactly on the proper
line or space. Do not allow pupils to get an impression that

so long as the number of sharps or flats is right it does not

matter where they are placed. Show how the signatures are

cumulative and follow an orderly plan. Thus the sharps

proceed as follows :

G D A E

F is sharpened. The 4th below The 6th above the The 4th below
F, viz. C, is last sharp, vie. G, ia sharpened,
sharpened. ia sharpened.

The rule is, then, after the 1st sharp, sharpen alternately the

4th below and the 5th above. [If more than four sharps are

used the rule is broken because leger lines are never used for

signatures.] The flats proceed as follows :
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B is flattened. The 4th above B, The 5th below The 4th above
viz. E, is flattened. E is flattened. A is flattened.

The rule is, then, after the first flat, flatten alternately the

4th above and the 5th lelow. This rule exactly reverses the

rule for sharps.

TIME SIGNATUBES.

Only two kinds of measure are asked for, and only one

standard for the beat. The derivation of all time signatures
from the relations of notes to a semibreve, or "whole note,"

need not be fully gone into. It will be enough to establish

that the crotchet is worth the fourth of a semibreve, and is,

therefore, indicated by the figure 4 placed as the lower of the

two figures of the time signature, and that the upper figure

simply declares the number of pulses or beats in the bar or

measure. Three-four means three crotchets in a bar; and

four-four, four crotchets in a bar.

RELATIVE VALUES OF NOTES, BESTS, AND DOTS.

If a practical acquaintance with even a hundredth part of

the rhythms that can be constructed by various notes, rests,

and dots had been asked for, this section would have been

fatally difficult. But as it is merely a kind of table that has

to be understood the labour is not formidable. The notes to

be recognised are as follows :

Breve. Semiquaver.

1 10. 1 G & * *
each having a duple or sub-duple relation to the next in

order. This relation is perhaps best shown from the semibreve,

as follows :

equal to ~\ Semibreve.

J J J J

a equal to ||o[| (Breve).



Appendix. II. 309

The fact that the dot adds half as much again to the

value of a note is not hard to understand as a theoretical

point.

The memorising of rests certainly involves more trouble

because of the inherent badness of the signs employed in the

Staff notation. The commonly used signs for rests are as

follows :

Semibreve

On a line Minim.

Hook to tiie right

Hook totte left

J

Quaver

and these will probably be considered enough to know.

PEACTICAL SKILL.

WHY POINTING IN ANY KEY AND WEITTEN
TESTS ONLY IN KEY C ?

Pointing exercises are an almost indispensable feature of

a movable Doh Staff Notation course. As a rule, it is best

to write a Doh chord in several keys boldly on a large staff,

drawn or painted on a blackboard, and to point with a white

tipped pointer. The Doh chords should be written, say,
thus :

I,

Charts are often only an imaginary saving of time. They
show too much, or they are not so flexible as a blackboard in

supplying varied exercises.

It is stipulated that the written tests are to be the same as

for Grade III (not Grade IY) of the Staff requirements of

the Code. These requirements are as follows :

To sing slowly as pointed out by the Examiner, using the

Sol-fa syllables, a series of notes in the key of C, containing an

F sharp contradicted by an 1? natural, and a B flat contradicted

by a B natural. The F sharp should be approached by the note
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G, and return to @ as in the example, and the B flat should be

approached by C, and be followed by A, as in the example.

(See specimen in Section V, p. 306.)

It will be seen at once that the accidentals involve the use

of Fe and Ta. Now it is fairly easy to interpret these

accidentals in the key of 0, but when Fe and Ta are used in

other keys, their notation involves a somewhat complicated
use of the sharp, flat, and natural too involved for the

purpose in hand. It was necessary that the meaning of a

sharp or flat placed before a note should have at least an

introductory explanation.

TIME TESTS.

These are to be the same as for Division III Staff notation,

the requirements for which are as follows :

To sing on one sound, to the syllable Laa or Doh, an exercise

in or A
time, containing semibreves in time, and minims,

crotchets, quavers, and dotted minims, and rests on non-accented

portions of the bar in and A time.

(See specimen in Section VI, p. 306.)

As the dot may be applied only to the minim, and there

are no notes shorter than quavers to be used, no rhythmic

difficulty can occur that Division IV cannot easily master.

SUGGESTIONS FOE CLASS PRACTICE.
TUNE.

1. Exercises should be directed (a) to give pupils fluency
in discovering Sol-fa names, and (6) to singing the sounds

represented by the names.

2. As naming in reading staff notation is a mental act

involving calculation, collective practice is delusive unless

constantly checked by individual questioning. Therefore,

there should be frequent practice of naming notes without

singing.

3. Establish first that doh, me, soh are all on lines or all in

spaces. Always use at least three keys at every lesson.

Nothing need be said about signatures until the class can

read (i.e., name and sing) with fair ease in any key. The
blackboard should be prepared, say thus :
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THE HAND AS STAFF.

6. The left hand can be used as a staff occasionally with

advantage. The class can be made to use it as a staff to

point on. But the hand should not be used very much in

this way, because while it helps to illustrate it does not

present the same picture to the eye as is presented by the

lines and spaces that form the staff.

7. Besides pointing on upright chords it is useful to point
on a board prepared, say thus :

Point to and fro. The clef and key signatures are added for

completeness. Doh can be shown by a special colour or by a

special shape. But it is better still for pupils to learn to

recollect the position of doh.

PITCH NAMES OF LINES AND SPACES.

8. It is not easy to get a whole class to remember the

alphabetical names of lines and spaces. These names are

not used in singing, and are, therefore, apt to be forgotten.

Every lesson should include some practice in alphabetical

naming. The constant use of pitch names in connection

with the position of doh (as Key G, &c., not doh on second

line), is a great help to the memory. Gradually, the expression

"keyF,"
"
key D

"
conjures up its own special picture of

the Staff. In beginning to teach pitch names do not encourage

reckoning. Let each line or space be named by its appearance,

and not because it is a certain distance from others. Teach

a few details at a time. Fix, say, that the middle line is B,

and the top line, F. Add the name E for the first line.

Then add the names for one or two spaces, and so on until

all are known from sheer repetition. Afterwards exhibit the

pitch names from to above, and show that they fit the

Tonic Sol-fa scale.
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9. It is useless to try to teach the recognition of pitch to

classes of school children. But a knowledge of the pitch

names is indispensable for theoretical purposes. Approxi-
mate ideas of pitch should, however, be cultivated. Staff

notation exercises should, therefore, be sung at or near the

pitch represented.

CLEFS.

10. Explain that the lines and spaces sometimes stand for

high pitches within the range of treble voices, and sometimes

for low pitches within the range of men's voices. Show the

treble clef and the bass clef. Postpone naming the pitches

on the bass clef until you can give a lesson on the great

stave of eleven lines. Keep to the treble clef at present.

SHAEPS, FLATS, AND NATUEALS (FE AND TA}.

11. These are asked for only in the Key of 0. Explain
that means have to be devised to show sounds between the

whole tone steps of the scale, and, further, that it is found

convenient to name these pitches from the letter below or the

letter above. When named from below they are said to be

the sharp of the note after which they are named, and
so on with flats. Draw, and get pupils to draw sharps and

flats on the blackboard.

THE SHAEP CONTEADICTED BY A NATUEAL.

12. Write, say

and state that you want the 3rd note to be fah sharp (/<?).

Insert the sharp immediately before the note. State that

you want the 5th note to stand for fah again. Explain that

for this purpose the sign called a natural is used. Get this

sign well differentiated in appearance from the sharp.
Place the natural before the 5th note. The exercise will

then appear as follows :
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IT n fe

THE FLAT CONTRADICTED BY A NATTJEAL.
13. Write, say12345678
v -&-

and state that you "want the 5th note to be te flat (a). Insert

the flat immediately before the note. State that you want
the 7th note to be te again. Explain that the natural

is again needed for this purpose, and insert it before the note.

The exercise will then appear as follows :

14. These lessons must be repeated frequently until the

facts and notation are indelibly impressed. It may save

writing, but in the long run it does not save teaching to have

the exercise already complete on the board. The eye and

the memory are better exercised when the exercise is built

up gradually with the assistance of pupils.

15. If the sharp, flat, and natural are used in other keys a

much longer course is necessary. Such knowledge is not

asked for in the code syllabus, and if needed by teachers

must be sought for elsewhere.

TIME.
16. The practical work asked for is slight. Begin with

four-pulse measure. Explain that a crotchet is formed by
a head to which is added a stem turned either up or down. Use
the crotchet as a one-pulse sign. Then similarly explain the

formation of a minim and its duple relation to a crotchet. Let

the first exercise be in lines showing equal measures or

bars. It is easier to see and compare values in this way
than when several measures are in one line and those below

do not range.
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Stems up.

Forms of Exercises.

Stems down.

j j j j
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19. Next, introduce the dotted minim. Be careful to

explain the abstract force of the dot as making any note half

as long again. Otherwise the idea will grow that it means

simply a one-pulse continuation.1234 1234
J J
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The foregoing goes over all that is asked for in the

practical syllabus. For classes that can go further reference

must be made to Appendix III.

THEOEETICAL KNOWLEDGE.
22. The points of theory not included in the above practical

course are dealt with in the comments that precede the

practical section, with the exception of the bass clef, to which

it is recommended that boys should be introduced.

THE BASS CLEF.

23. The instruction should include the names of the lines

and spaces, and the determining of key-signatures from the

positions in which sharps or flats are placed on this clef.

The fact that the bass clef and the treble clef are parts of a

whole, viz., the great stave of eleven lines, may now with

advantage be introduced. Attention should be drawn to the

fact that the under leger line of the treble clef and the over

leger line of the bass clef show the same pitch, and that this

line is the bond of connection between the two clefs.

THE GEEAT STATE.

THE PLACING OF SIGNATUEES IN THE BASS CLEF.

KEYS G D A E

23
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APPENDIX III.

THE STAFF NOTATION BEQUIKEMENTS
(PEACTICAL) OF THE SCHOOL
TEACHERS' MUSIC CERTIFICATE (SEE

INTRODUCTION, p. xi).

1. The following course is not intended for beginners in

singing. Skill in singing at sight from the Tonic Sol-fa

notation is assumed.

2. The "suggestions for class practice," given in Appendix
II, Sections I to Y, pp. 310, 311, and Sections YIII and IX,

pp. 312, 313, should be studied, and the practical work

recommended should be done before the following exercises

are attempted.
3. The student has to learn how to see quicldy the degrees

of the scale as shown on lines and spaces. The degrees
must be seen in groups (as one reads words in a book) rather

than singly. Mainly, the sight-singing reader must in all

the early stages depend upon the recollection of the

necessary position of a, note in the scale series, rather than

upon reckoning from the last degree sung. Singing by
observation of interval is an after study.

4. Long exercises in one key (although possibly interesting
as complete tunes) are not so effective as sight-reading

practice as short exercises in many keys.
5. At first it is easier to see the scale when the range doh

to doh* is shown without calling into use leger lines. When
doh is on the 1st line (as in key E) or in the first space (as

in key E), it is fairly easy to determine the position of the

other degrees quickly (see Exercises 6 and 7). Key D is also

an "
easy

"
key. But when doh is higher in the staff, notes

below doh are used, and the scale is not so readily picked
out. For this reason more practice 'is called for in "

high
"

keys than in "low "
keys.
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KEY Eb- Boh on the 1st line.

1 t

319

7. KEY F\ Doh in the 1st space.
1 t

KEY I>. Doh iu the space below the staff.

1 t

t T

9. KEY C- Doh on the leger line below the staff.

1 t

10. KEY 11. KEY F.

2. KEY C. 13. KEY 1>.
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14. KEY O. Doh on the 2nd line.

15. KEY A. Doh in the 2nd space.
1 r

16. KEY Bb- Doh On the 3rd line '

1, t, d t, l,s,

17. 18.

19. 20.

DTJEATION. PULSE ACCENT. BAES.

TIME SIGNATUEE.

21. Musical notation has three principal facts of music to

show. These are: (a) TUNE, (fc) DURATION, (c) PULSE

ACCENT. Tune has been partly dealt with in preceding

sections.
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22. DURATION. No attempt is made to show absolute

duration directly. The signs or notes used express only
relative duration. Notes are described by two sets of names;
one set consists of arbitrary names widely used in this

country, and the other of fractional names which show
relations in value. Students must learn both sets.

23. THE WHOLE NOTE. A note of this shape <z> is

regarded as a WHOLE note, and others are regarded as

fractions of this "whole," and named by the number of this

fraction. See below.

24. The arbitrary names are an inheritance from various

sources. In view of the present use of the notes they name

they are sometimes absurd. Thus, the word "
breve,"

which names the longest note now used, is from the Latin

"brevis" (short).

25. THE SHAPES AND NAMES OF NOTES.

FIGURE ARBITRARY
NAME. NAME.

1 Semibreve.

2 Minim.

4 Crotchet.*

8 Quaver.

or ^7 70Ti 7? * Semiquaver.

The stems may turn up or down.

26. THE BREVE. This seldom used note has little rules

on each side |^a|| . It is twice the value of a " whole

note" as is implied in the word "
se7?u'breve." The breve

has no figure name.

* Notice that
"
t
" comes twice. Examinees often spell tlie word "

crochet."

jn n n n
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27. PULSE ACCENT. BARS. The Tonic Sol-fa student

knows that there are FOUR COMMON WAYS of ordering of

pulse accents. These are: Two-pulse measure, Three-pulse

measure, Four-pulse measure, Six-pulse measure. Nine-

pulse and twelve-pulse measures are comparatively rare.

A measure is generally called a bar.

28. THE PULSE UNIT. In the staff notation the
"
quarter

"
note or crotchet is usually used as the pulse sign

in two-pulse, three-pulse, and four-pulse measures, and an

"eighth" note, or quaver, in six- (and in nine- and in

twelve-) pulse measures. But there is no law or rule in the

matter. In anthems and hyinn-tunes the "half-note" or

minim is frequently the pulse unit,

29. TIME-SIGNATURES. The number of pulses in a bar or

measure and the denomination of the note employed as the

pulse sign is theoretically indicated by figures placed at the

beginning of a piece. These figures form the time- signature.
But owing to the indifference of composers and editors the

so-called "time-signature" sometimes simply records the

note value of the bars and leaves it uncertain whether a

note double or half the value indicated by the signature

should be the real pulse.

30. In the table below the top figure indicates the number
of notes in a pulse, and the lower figure is the fractional

figure that stands for the note employed as the pulse.

Crotchet (4) Time. Quaver (8) Time. Minim (2) Time.
Two -PULSE MEASURE.

THREE-PULSE MEASURE.

FOUR-PULSE MEASURE.

[l-.u-.u-l]
SIX-PULSE MEASURE.

31. The time exercises given in sections 16-21 Appendix

II, pp. 315-16, should now be practised.
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EXERCISES IN COMBINED TIME AND TUNE TO FOLLOW THE

MONOTONE EXERCISES SUGGESTED IN SECTION 31.

32. KEY Eb- Doh on 1st line.

*. KEY F. Doh in first space.

^P" r-p-ri njFj ^ r HE*Et! -F* ^- SE
34. KEY O. Doh on 2nd line.

*>*

| 3^

35. KEY 1). Doli in space below the staff.

r===r=

36. KEY C- Doh on leger line below staff.
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37. A student who at this stage will translate the Exs.

1 to 30 in Appendix I, pp. 279-281, and the tests given on

pp. 199-202, will have no further difficulty in reading simple
diatonic music from the staff notation.

38. BEADING KEY-SIGNATURES. Pull rules for reading

signatures are given on pp. 306 and 308.

39. SIGNS FOB BESTS. These are shown on p. 309. The
student must take pains to avoid confusing the crotchet rest

(r), which, like the letter "c," faces the right, with the

quaver rest (*]), which, like the letter "
q," faces the left.

40. Many constantly used durations of sounds as

measured in pulses and fractions of a pulse cannot be

expressed by the notes given in the table shown in Section

30. Two supplementary devices for showing prolongations
are used.

41. DOTTED NOTES. A dot placed after a note increases

its value by one half. This is very easy to understand

as a statement, but considerable practice is necessary to

accustom the singer to realise quickly exactly what the dot

tells him to do. Its value in pulses varies, of course, with

the value of the note after which it is placed. A second

dot increases the value half as much as the first dot. See

the following table :

42. TIED NOTES. Even the addition of dots to notes will

not express some values. A sign called a "tie" (s~^) is

therefore employed. It means that the value of the second

note "
tied

"
is to be added to that of the first note.

The values tied in the first line could be shown by dots,

but those in the second line could not.
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43. DOTTED MINIMS AND DOTTED CROTCHETS. |

J J
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46. TIED NOTES.

f ""JDJ

j. J J

47. HALF-PULSE BESTS. Quaver rests ~| (hook to the

left, the same as the letter "q"). Note that when the

second half of a pulse is a rest and the first half of the

following pulse is also a rest, two separate rests are written.

This is a welcome effort to show pulse beginnings in the

staff notation. Bead the note over 41Z> on p. 213.

| (The
A draws attention to the beginning of the pulse.)

^ AJ

IslO

JN i
vJ

MINIM TIME (|g|).
18. The c< Half "

note, or Minim, ^ is often used as the

pulse sign in sacred music. Crotchets are in this case half

pulses, and quavers quarter pulses.

49. The MINIM BEST,
"

(on a line), will now stand for

the value of one pulse, and the SEMIBREVE BEST -

(suspended from a line) for two pulses.
50. |12121212
J J
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51, g123 12
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55. The sign called a "
sharp

"
is said to "raise" a pitch

a semitone, although of course, strictly, no pitch can be

"raised "the higher pitch is simply another pitch.

SHARPS.

Similarly, the sign called a " %t
"
lowers a pitch a semitone.

FLATS.

56. After a pitch has been sharpened or flattened it is

often necessary to show that it is to be no longer raised or

lowered. The sign called a natural is then employed.

G sharp. G natural. B flat. B natural.

57. ACCIDENTALS. The signs $ S?
JJ

are called accidentals

when they occur during the course of a piece. Their

influence is limited to the bar in which they occur. But they
are often contradicted in following bars in order to remind

executants.

58. THE SHARP FOURTH. FE, the "sharp" of FAH, is

shown by an accidental placed in front of the note that

would otherwise be FAH. In key C and all keys with sharps
in the signature (except that of CJf), fah is a natural.

Hencs a J is necessary to show fe, and a fa to contradict the

sharp.

FE SHOWN BY A # AND CONTRADICTED BY A
Jf.

59. KEY C.
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61. KEY D.

ii: ?SE
62. KEY A.

f-A h

63. KEY E.

3 I l-^ij:

64. In all keys with flats in the signature fall is one of

the flattened notes. Hence fe is shown by a
JJ
and /aA ia

restored by reoewing the !?".

FE SHOWN BY A
t[
AND CONTRADICTED BY A b.

65. KEY F.

66. KEY

fanz
E32JZZ d_i^J_^J__LJ_?

67. KEY Eb (same as No. 63).

8. KEY Ab (same as No. 62).

69. TRANSPOSITION AND TRANSCRIPTION. When a tune

or piece is rewritten in another key than that in which it

was first written the alteration of pitch is called TRANS-
POSITION. Nos. 67 and 68 respectively transpose Nos. 63

and 62. The rewriting of time by doubling or halving values

and altering time signatures is called TRANSCRIPTION,
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70. THE FLAT SEVENTH. TA, the flat of TE, is shown

by an accidental placed in front of the note that would
otherwise be te. In the key of and all keys with flats in

the signature (except that of Cb), te is a natural. Hence a

b is necessary to show ta
y
and a natural to contradict the b

TA SHOWN BY A b AND CONTRADICTED BY A jj.

71. KEY C.

72. KEY F.

'3. KEY fib-

74. KEY Eb-

75. KEY Ab-

76. In all keys with sharps in the signature, TE is one of

the sharpened notes. Hence TA is shown by a
Jf,

and te is

restored by renewing the $.

TA SHOWN BY A NATURAL AND CONTRADICTED BY A #.

77. No. 72 transposed.

78. No. 74 transposed.

:fc*z

-hi t

I
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79. No. 75 transposed.

80. No. 71 transposed.

&

81. THE TRIPLET. The relations of duration shown by
the table given on p. 321 make no provision for showing
thirds of a pulse. When thirds are wanted the signs for

half pulses are used, and a figure 3 placed over them to

indicate that the pulse is to be divided into three equal parts.

The rhythm name is taataitee. Sometimes the figure is

implied, j

J J

J73J
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83. In singing the following exercises, the student must

keep in mind that the dot after the crotchet does not, as in

|, | and | time, mark the entry into a new pulse.

84. time.

J J
taa tai

m \000 0"

j. T

taataitee taa

>
orf

caataitee taataitee taataitee taa

1 N I

85. The frequently used and difficult-looking rhythm
named by taafetee (|d !- ,d :d ||)

is shown as follows :

time.

j- J-

J- J-

J- J-

J. J.

86. Tripletted three-pulse measure and tripletted four-

pulse measure, with a dotted crotchet for the pulse, appear as
o

follows : | or ~^~. time :

J.

J .

J- 3~3

J

.N
/T3

j.

j.
or

or *^" time

J.

J .N
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87. EEAL SIX-PULSE MEASURE. METRONOME INDICATIONS.

When there are six real pulses in a measure, six crotchets

are used. Sometimes slow six-eight time must be "counted"
in this way. But there is no established rule for either | or

| time. Either may stand for six-pulse or two-pulse measure.

When metronomic directions are given, the equivalent of

each pulse is stated thus :

J = M. 50 (this implies a dotted crotchet beat), or

J =. M. 126 (a quaver equal to a beat).

J = M. 60 (a dotted minim equal to a beat).123456 123456
J J J
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Some teachers use fe in the minor. Students who prefer to

use &a must notice that when both fah and soh are raised or

sharpened in close connection the minor is plainly indicated,

and the name la should be used; but when fah sharp occurs

in association with soh the major is indicated, and the name

fe should be used.

91. A. minor. Ba and se shown by sharps.

92. E minor.

93. B minor.

94. F$ minor.

1,

95. Cft minor.

ll

96. Z> minor. Ba shown by a Jj, se by a

98. C minor. Ba and se shown by naturals.
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99. F minor.

100. The staff notation postulates the key of C as a

NATURAL KEY. As the steps of a major scale are unequal

(see p. 122), it follows that one or more of the natural notes

must be altered to show the scale steps from any other pitch

than 0. The table given on p. 125 makes this clear. Notice

that in "
building" a scale from any place in the pitch series

the alphabetical names always follow in regular order, no

one being missed, and no one occurring twice in succession.

If a natural is a semitone too high it is flattened, and if it

is a semitone too low it is sharpened. It will be found that

every major scale (except that of C) requires either sharps or

flats, but never both. Scales that call for sharps are called

sharp scales, and those that call for flats, flat scales. Specimen
scales are given below. The student should build scales from

other pitches (say A, E, B, F#, Oft Ab, D^, Gb, Cb).

SCALE OP

Bb d 1

A t

G i

F s

Eb f

D n

B and E
flattened.

SCALE OF

F.

F d 1

E t

D 1

C s

G r

E d

B
flattened.

NORMAL
SCALE.

F f

E n

D r

d

All
natural.

SCALE OF

G.

G' d 1

t

E 1

D s

C f

B n

A r

G d

F
sharpened.

SCALE OF

D d 1

#08 t

B 1

A s

G f

*FS n

E r

D d

F and C
ill arpened
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101. CHANGES OF KEY on MODULATIONS are sometimes

difficult to trace in the staff notation. This difficulty is

owing mainly to the fact that, whereas the starting or

principal key is indicated by a key-signature, later keys
used are shown by accidentals used where called for. If

signatures were altered to fit key changes, or even if the

name of the new key were given at the point of change, the

singer's task would be easier than it often is.

102. The commonest changes are those of " one remove "

(see pp. 50, 51). The sharp fourth becomes a new TE, or the

flat seventh a new FAH. One remove changes are often

brief, and it is easy to sol-fa them in the original key (i.e.,

on the "imperfect method" described on p. 55). But if

there is a downward movement immediately after FE, or an

upward movement immediately after TA, it is easier to

change the key.
103. WHERE TO CHANGE. The selection of the place of

key change is often a matter of doubt. It is generally

expedient to make the bridge before the accidental occurs.

In part-music or accompanied songs it often happens that

the key is changed by the distinguishing note or some
characteristic melodic or chordal succession that occurs

elsewhere than in the part before a singer. It is, therefore,

impossible to lay down any definite rules for making key

changes. The sense or instinct that comes from experience

is, in the long run, the best guide. The following exercises

are graded with a view to provide elementary experience.

OF KEY.

I. THE SIGNATURE CHANGED.

104. C to G, and back to 0.

-*-

dz=i
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105. to F, and back to 0.

f=d

d= f ta

106. G to D, and back to G.

s = r fe

107. F to Bb, and back to F.

^_a -4 Lf_jzd utzrzn r *n

mz=l fe

108.

II. ACCIDENTALS Snow THE CHANGE.
The bridge noted.

A.t.

art

d= s se fe

F.t.

f.lfb-

*

d=., Q,)
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110.

f.Ab-

fczafc

Eb-t.

III. ACCIDENTALS Snow THE CHANGE.

The place to change noted, but not the bridge.
C.t.

112. n t

**~
f.O. f.C.

JL
i-^JT. JL.^_y. ^H.L.

113.
E.t.

114.
f.Bb- _

hg^-f-j-pj^^Efl=hEE^EE33ri:
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115. In the next set of exercises the student has to find

out the new key, and to fix the place of change. As these

exercises are constructed specially to avoid complications,

the general rule that FAH SHARP is a new TE, and TE FLAT

a new FAU: may be safely followed, but some of the passages
in which accidentals occur may be sol-faed in the principal

key. The student is again warned that to delay the point

of change until the accidental occurs is rarely the simplest

way. The rule that accidentals have no force beyond the bar

in which they occur is strictly followed in this set of exercises.

IY. THE NEW KEY AND PLACE OP CHANGE TO BE

DISCOVERED BY THE STUDENT.
116.

119.

&
Sim
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120.

121.

122.

123. MINOR KEYS AND MODULATIONS. The accidentals

called for to express the minor key in modulations must be

carefully studied. It is best to begin with the form of the

scale that requires only one accidental, viz., l|t|drnf se i.

*

124. MINOR OP THE FIRST SHARP KEY. A reference to

the table on p. 91 will show that SE of the 1st sharp remove
is equivalent to RE (ray sharp) of the principal key. But
this scale also requires FE to express its TE. For the

present, then, it may be understood that when RAY and
FAH are sharpened, the FAH sharp is still a new TE, and the

RAY sharp is SE. It is rarely possible to sol-fa this modula-
tion with tue syllables of the old key. A bridge must be

found.
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125.

MINOE MODULATIONS.
I. RAY SHARP AS SE OF A NEW KEY.

E min.

*
(C = d.)

"II

-p-^rp^^ -l-g^pp^L^
n

126.
.

C= d.

"1 dl s

127.

iJ win.

(ends in G major.)

di s

128.
G min.

Bb

ml,
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129. DOUBLE SHARPS. When any degree of the scale

(d r n f S 1 t d 1

)
is a pitch shown by a sharp, a chromatic

sharp (as de, re, fe, &c.), is shown by a DOUBLE SHARP

printed thus, $, or thus, x. This double sharp must not be

understood to doubly sharpen the already sharpened note.

It accumulates the signature, and, therefore, sharpens only
once again. Why not only one sharp ? Because of the

liability to misunderstanding, especially on the part of

instrumentalists. Why not the "natural" of the next

alphabetical pitch ? Because this would break the rule of

scale building given in Sec. 100. Exercises 130 and 131

exemplify the use of the double sharp. Compare Sec. 153.

130.

= d.

-A \

I I^S!E
ml,

3*
or A

131.

132. MINOR OF THE FIRST FLAT KEY. Son sharp of the

first flat remove is equivalent to Don sharp of the principal

key (see p. 91). The FAH of the first flat key is, as we
know, equivalent to TA of the principal key. Therefore,
the first flat minor scale, l

( t|drnfsel, calls for a

sharpened note and a flattened note, a fact that may at first

embarrass the student. He must try to remember that the

sharpening of a DOH and the flattening of a TE in the same

passage almost certainly mean a first flat minor change.
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II. DOH SHARP AS SE WITH TE FLAT AS FAH OF THE

FIRST FLAT MINOR.

133.

tm:

deSC

134.
-4 win.

^S^^-g=F^JE&^^*ji

*-r-t

135.
G min.

lib=_
I

1 t-+4-4-.6g=l

= d.

cr df

130. (Son sharp of the 1st flat key shown by a
j}.)

JP
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BA (BAY) IN FIEST EEMOYE CHANGES OF KEY.

137. We have now to study the notation of ba in modula-

tions. The intimate association of ba with se must be borno
in mind.

138. In the case of the first sharp key, fah sharp is the

equivalent of doh sharp of the principal key. From this it

will be seen that at least two readings of doh sharp are

possible it may be BA or FE of the first sharp key, or SE
(
of

the first flat key. But in the latter case we know that to,

and de stand for fah and se, whereas a reference to the tables

on p. 91 shows that doh sharp as BA is associated with RAY

sharp as SE
( ,
and fall sharp as te. There is no escape from

this complexity. It is the movable doh staff notationist's

burden. Here are the formulae :

(IST FLAT) IST SHARP)

-sHse, re'j suggest jse
de ) ( bay

n ba se 1 OF THE FIRST SHARP KEY (t| de, re, n

OF THE PRINCIPAL KEY).
139. E min.

A. minor. C = d. dr = d.
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141.

d.

142. BAY of the first flat key is the equivalent of TE of

the principal key. As te of the principal key does not

require an accidental, it follows that ba of the first flat

key is also expressed without an accidental, The formula

must be expanded as follows :

t bay
ta suggest f

de se,

The double bar in the following exercises show the ends of

the musical linos.

n ba se 1 OF THE FIRST FLAT KEY (1, t| de r OF

THE PRINCIPAL KEY).
143.

j=t-
-&

C= d.

"3F

144.
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145. Fmin.

-

hJ--t
-

1
i-h

*

CHROMATICS.
146. The foregoing exercises show how de, re, fe, se, and

ta may be regarded as diatonic in another major or minor

key or mode. The notation of these chromatics is, of course,

the same whether they are need as belonging to the principal

key or to one of its relatives. If the flat of ME (MA) and of

LAH (LA) are added, all the commonly used chromatics will

have been studied.

147. ME FLAT (MA) is shown by a flat in keys in which me
is a natural, and by a natural in keys in which me is a

sharp. The same statement may be made as to LAH FLAT

(LA).

EXERCISES ON CHROMATICS WITHOUT KEY CHANGE.

148.

149. The same transposed.
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150. ME FLAT (MA).

m~-p NT* ~S J?g^ -*<=}

151.

.1*1

152. LAH FLAT (LA).

153. Translate Nos. 7, 8, 9, 10, 11, 12, 13, pp. 302, 303.

154. DOUBLE FLATS. ' When the degree of the scale from

which a flat chromatic is named is already a flattened note

of the signature of the key being used, the chromatic flat is

shown by a double flat, bb The double flat adds only one

flat to that of the signature. It accumulates the signature.
See a similar explanation regarding double sharps, Sec. 129.

155. Double flats.

156. The double flat can be cancelled in the bar in which

it occurs in either of the ways shown below. The second

way looks less puzzling than the first way, and is preferable.

(2)

158, WHOLE BAR BESTS. It is one of the anomalies of

the staff notation that a semibreve rest is employed to show a

full bar rest, not only when that bar is a semibreye in value,
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but also when it is of any value less than a breve. Thus, in

example (a) below the " semibreve
"

rest is used, although
the value of a bar is only three quavers.

() (*) W (<0

159. SIGNS OF REPETITION. Z>a (7apo (abbreviated D.C.)
means return to the beginning ; Dal Segno (abbreviated D.S,)

means return to the sign (Jg). Dots placed thus if] on

the left hand side of a bar or a double bar direct a return to

the sign : ,
or to a place shown by dots placed thus ITZ:

on the right hand side of a bar.

THE GREAT STATE. CLEFS.

160, Eoughly, the average pitch compass of the voices of

men is about an octave lower than that of the voices of

women and children. The lowest notes of a bass voice are

about three octaves apart from the highest notes of a treble

voice. This collective compass can be represented by a

GREAT STAVE, thus :

Teble C

D -C- Middle

:ZQ:= i^izC.zu-- =zn Bass C

161. THE TREBLE CLEF. The top set of lines and spaces
is indicated by the sign called a TREBLE CLEF. This clef is

sometimes called the G CLEF, because one of its curves

circles round the line G,

M__FL_ G'.

162. THE C CLEF. Middle sets of lines and spaces are

indicated by the sign called the C CLEF,

but this clef is not now employed in

ordinary vocal music,
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163. THE BASS CLEF. The lowest set of lines and spaces
is indicated by the BASS CLEF. This clef is sometimes

called the F CLEF, because the line that runs through the

two dots is P,

164. The treble clef has been used throughout the fore-

going exercises. It fits the pitch and average compass of

the voices of women and children. When men sing from

this clef they instinctively sing an octave lower than the

pitch actually represented.
165. The pitch compass of the bass voice is truly repre-

sented by the bass clef. As music for bass singers is

commonly written with this clef, adult male teachers should

become accustomed to sing from it. Tenor singers should

also be used to it, for although in part-songs and oratorios

the tenor part is usually written on the treble clef, with the

understanding that it is to be sung an octave lower (a

transposition that, as stated above, is made instinctively),

hymn-tunes and other pieces present the tenor part upon
the bass clef. In the latter case, the unavoidable use of

high leger lines is at first confusing.
166. The arrangement of sharps or flats in key-signatures

on the bass clef is, of course, governed by the position of

the lines or spaces to be affected. As the signature of

C sharp major accumulates all the sharps used in other

"sharp" keys, and the signature of C flat major all the

flats used in other flat keys, it may suffice to show the

signatures of these two keys.

The rule that the last sharp to the right shows the te of a

major or minor key, and the last flat to the right the fah,

applies to signatures in the bass clef.

25
t
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172. E min.

173. D min.

174. C min.

CONCLUSION.
175. The foregoing course provides little more than

elementary instruction. If mastered by the student, he

will at least be able to sing simple music with confidence

and intelligence. But exercises alone will never make a

ready sight-singer from the staff notation. The practice of

concerted music t.e,, part-songs, glees, &c. must be added.

The inexorable demand of regular rhythm in such choral

practice may sometimes cause the student to despair, but

with perseverance the path will become clear. He should

not be too proud to quietly examine the music at home.

17G. The discovery of the key relationship of the note to

be sung is the sole principle of reading taught in this course.

This principle serves very well in simple music. But for

much other music it must be supplemented by the obser-

vation of intervals and a power of quickly conceiving the

melodic effect of intervals. Students who desire to pursue
their studies in this direction should work at the exercises in
" Yocal Interval Practice for Sight Singers," by W. E.

Phillips (J. Curwen & Sons).

177. The worst temptation to which a student can succumb
is to give up real "

reading" (that is, making out what there

is to do) altogether, and to rely instead upon vague guesswork.

Many so-called staff notationists seem to hope that if they

sing something
"
by ear" whilst looking at notes the art of

eight-reading will, in some mysterious way, come to them.
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TEACHER'S MANUAL, THE. By JOHN CURWEN. Sixth edition. A
manual of the art of teaching in general, and especially as applied to

music. Price 4s.
; postage 4d.

LONDON: J. CURWEN & SONS LTD., 24 BBBNBas STREET, W.



HISTORY, BIOBBWY, WW JITOSIG, (c.

Handbook Of Acoustics. By T. F. HARRIS, B.Sc., F.O.S. Fifth

edition. Price 3s. 6d. ; postage 3d. A handbook for musical students.

Contains 18 chapters profusely illustrated; with numeroua questions and
an Appendix of Examination Papers.

History Of English Music. By HBNRT DATET. A monumental
work tracing the history and proving the advanced position, past and

present, of English music. Contains many new and important facts

Price 6s.
; postage 4d.

Hymn Lover, The. By Rev. W. GARRETT HORDER. Price 5s.;

postage 4d. Second and revised edition. An account of the rise and

progress of Hymnody.

Memorials Of John Curwen. By hia Son, J. SPENCER CURWBN.
Price 2s.

; postage 3d.

Musical Haunts in London. By F. G. EDWARDS. Chapters on

Handel, Haydn, Mendelssohn, Weber, and many other musicians, with

stories and pictures of their residences in London. Price Is.
; postage 2d.

Musical Profession, The. By H. FISHER, Mus.Doc. Price 5s.
;

postage 4d. Contains advice for music teachers in every department of

the art.

Musicians Of All Times. Compiled by DAVID BAPTIE. Second and

cheaper edition, Is. 6d. ; postage 2d. Concise biography of composers,

teachers, artists, and all other musical workers, containing 5,000 names.

Student's Musical History. By H. DAVEY. Price Is.
; postage l$d. ;

cloth, Is. 6d.
; postage 2^d. The cheapest historical handbook; compre-

hensive, concise, brought up to date. Third edition.

Studies in Worship Music. First Series. By J. S. CURWBN.
Price 5s. ; postage 4d. Contains articles and information on various

matters relative to Worship Music, arranged in three divisions His-

torical, Practical, Descriptive. Second edition, revised and enlarged.

Studies in Worship Music. Second Series. By J. S. CURWEN.
Price 2s. 6d.

; postage 2^d. ;
continues above work articles on the

Chapel Royal Westminster Abbey Choir, &c.

Short Dictionary Of Musical Terms, A. By ARNOLD KENNEDY,
M.A. Price Is. (postage Id.) , cloth, Is. 6d. (postage Ijd.). About

2,700 terms. Gives the phonetic pronunciation of foreign words.

German, French, and Italian terms arc included.

United Praise. By F. G. EDWARDS. Price 3s. 6d.
; postage 3d.

Originally advertised as " Common Praise." A practical handbook of

Nonconformist Church Music.

LONDON: J. CURWEN & SONS LTD., 24 BERNERS STREET, W.



Culture of Voice and Speech,
ART OF BREATHING, THE. By LEO. KOFLER. Full of practical

exercises, embracing the whole vocal art. Price 4s.
; postage 4d.

BOY'S VOICE, THE. By J. SPBXCER CURWEX. Price 2s. 6d
; postage 2Jd.

A book of practical information for choirmasters, with numerous hints
from leading choir-trainers. Third edition.

CHURCH AND CATHEDRAL CHORISTER'S SINGING METHOD.
By HAYDX KEETOX, Mus.Doc. A series of progressive exercises calculated
to teach bo}-s how to read music at sight quickly, and to train and develop
their voices. Cloth, 3/6; paper covers, 2/6; postage 3d. Enlarged.

EXERCISES IN VOICE PRODUCTION AND ENUNCIATION, for

Speakers and Readers. By Dr. DUXSTAN. Cloth, Is. 6d. ; postage l^d.

HOW TO TRAIN CHILDREN'S VOICES, By T. MASKELL HARDY.
Specially written for school teachers and conductors of pupil teachers and
ladies' choirs. Price Is.

; postage Id.

MANUAL OF VOICE PRODUCTION. By HEXRY J. B. DART. Staff

Notation, Is.
; postage Id. For the training of voices in schools and

parish church choirs. The directions and exercises are those followed for

many years by this highly-successful voice -trainer.

MECHANISM OF THE HUMAN VOICE. By EMIL BEHXKE. Twelfth
edition, enlarged and revised. Price, cloth, 2s. 6d. ; paper, Is. 6d. ;

postage 2d. Gives a clear and succinct description of the human larynx
in untechnical language, illustrated with wood-cuts, with Appendix by
Mrs. EMIL BEHXKE.

PRIMER OF ELOCUTION in Recitation and Song. By FREDERICK
HARUISOX, M.A. Price, cloth, Is. 6d. Systematises the Study of

Elocution, summarises vocal physiology, gives specimen recitations,

pronunciation of Italian in singing, &c.

PRONUNCIATION FOR SINGERS. By Dr. A. J. ELLIS, F.R.S. Sixth
edition. Price 3s. Gd.

; postage 4d. Minute and authoritative. English
Pronunciation of classical German, Italian, and French songs, and a

Mass in Latin forms part of the work.

SINGER'S GUIDE, THE. By JOHX ADCOC/C. Price Is.; postage l|d.
Plain and practical rules on the singing of English, Italian, Latin,

German, French, and of Scripture Proper Names, together with a

pronunciation dictionary of musical terms (Italian and German), of

musicians and of musical works, &c. Fifth edition.

SOLO SINGER, THE. By SINCLAIR Duxx. Price Is.; postage IJd. A
handbook giving hints to those who desire to become solo tingers ; a

companion to the "Solo Singer's Vade Mecum," by the same author.
Third edition.

SPEAKING VOICE ; Its Development and Preservation. By
Mrs. EMIL BEHXKE. Price 4s. 6d.

; postage 4d. Adopted in numerous

colleges. A course of vocal training on hygienic principles, with photo-
graphs of physical exercises.

VOICE TRAINER, THE. By JAMES A. BIRCH. Both notations, price Is.
;

postage Id. Practical hints and exercises for solo singers, conductors,

choralists, and voice- training classes. Third edition.

LONDON: J. CQRWEN & SONS Lxp., 24 BERNERS STREET, W.



STAFF NOTATION MANUALS.
HOW TO TEACH THE STAFF NOTATION TO TONIC cJOL-FA

PUPILS. By EDWARD MASOM, Mus.Bac. In each lesson, the subject matter and
method or illustration are given in parallel columns, ending with blackboard scheme.
Practical exercises, 164 in number, also given. Price, paper boards, 2s.

STAFF CHORALIST. Staff Notation Elementary Course for Mixed Voices, by
by J. SPENCKR CURWEN. Price 6d.

STAFF BEADING TESTS. By H. COWABD, Mus.D. 100 melodies in the staff for
a course of sight-singing practice. Price Is. 6d.

THE CONTINUATION COURSE. The Tonic Sol-fa Method applied to the Old
Notation, by J. SPEXCKR CURWEN. Adapted for the Evening School Code, and foi
use in the upper standards of Elementary Schools, in Academies, &c. Price 3d.

CHORAL TECHNICS. A series of short part-songs illustrating various points of

choir-training. By H. ERNEST NICHOL, Mus.B. O.N., Is. 6d.
;
Tonic Sol-fa, 8d.

MUSICAL TRAINING-. A Course in Time and Tune by JAMBS SNBDDON, Mus.Bac.
It is practical only. Exercises in one and two parts. Price Is.

TRAINING COLLEGE MUSIC COURSE. By E. MILLS, Mus.Bac. Staff

Notation Course, Vocal and Theoretical, on the Movable Do System. Fifth edition.
Piice 3s.

THE GUILD OF MUSIC. An Elementary Staff Notation Course on Tonic Sol-fa

Principles, edited by J. SPENCER CURWEN. Price 6d.

MUSIC AT SIGHT. A graded course of instruction in choral singing from the
Staff Notation, for mixed choirs, by J. SPENCER CURWEN. Price 6d.

SOL-FA KEY TO THE STAFF. By WILLIAM DOBSON, Superintendent oi

Singing to the Birmingham School Board. Price, complete, 10s. 6d.

THE YOUNG CHORISTER. Edited on the lines of the Tonic Sol-fa method by
A. L. COWLET. Letterpress instruction as well as exercises and songs. Part IV intro-
duces the Staff Notation. Price 3d.

CROTCHETS AND QUAVERS. Edited by JOHN CURWRN. Part I consists of
Introduction to the Old Notation. Parts II and III consist of School Songs in Old
Notation for S.C. Price 3d. each Part.

STAFF NOTATION THEORY. For Pupil Teachers. With Exercises. By W. R.
PHILLIPS. Price 6d.

STAFF NOTATION PRACTICE. For Pupil Teachers. By W. DOCKSEY. Pre-

pares Pupil Teachers for the four years' examinations in practical music, also for the
Tonic Sol-fa College staff examinations. Is.

STAFF NOTATION TONAL MODULATOR. By JOHN C. WARD. With
Pamphlet of Hints for Teachers. For description apply for Circular. Price 10s. 6d.

THE STAFF NOTATION. With new Appendix. For Examinations in Staff

Notation. By JOHN CURWEN. Price 6d.

PRIMA VISTA. O.N. Sight Tests for Advanced Certificate. A Collection of Original
Melodies for practice in Sight-singing. Price 6d.

STAFF NOTATION PRIMER. By J. SPENCER CURWEN. A Course for Tonic
Sol-fa pupils. Price 6d.

THE SHORT COURSE. With instructions. Exercises in loth notations. Four-
part chants and hymn-tunes included. Price 2d.

CHORAL DRILL EXERCISES. A Series of Voice Exercises by L. C. VINABLES.
New edition, revised and enlarged. O.N., 6d.

; Sol-fa, 2d.

PRACTICE FOR SINGERS. Edited by J. S. CURWEN. A Course of Graded
Exercises. Parts I and II, 6d. each.

OLD NOTATION READER. Compiled by EDWARD MASON, Mus.Bac. A Course
of Exercises in the Old Notation, following the principles of the Tonic Sol-fa method,
with songs suited to the Code requirements. Parts I to V, Id. each.

THE MUSIC READER. By J. SPEXCER CURWEN. For the use of private pupils.
As each stage is reached, the knowledge and skill pained are applied to the Staff

Notation, in which also abundant exercises are given. Parts I and II, Is. each.

VOCAL INTERVAL PRACTICE. For Sight-singers in loth notations. By
W. R. PHILLIPS. With Preface by Dr. McNAUHT. Price Is.

OLD NOTATION EXERCISES. A new short course of Staff Notation lesson*.
Price Id.

LOKDON: J. CURWEN & SONS LTD.. 24 BERNBRS STRBBT. \V.



The Musical Herald.
A Journal for the Professor and Amateur.

PUBLISHED ON THE 1st OF EACH MONTH. PRICE TWOPENCE.

The Musical Herald was established in 1851
;

it is the most widely circulated and
read of all the musical papers.

The Musical Herald gives no music
;

it is bought because of the importance of its

articles and news.

The Musical Herald is indispensable to the up-to-date Pianoforte Teacher, Voice

Trainer, Organist, and Choirmaster.

The Musical Herald freely replies to questions on musical subjects which are of

general interest. In this way One Thousand enquiries are answered each year.
Most of them concern matters that the ordinary text-books and manuals do not touch.

The Musical Herald gives each month, in reply to questions, lists of songs, pianoforte
and organ pieces, violin pieces, orchestral pieces, choral works, all of which carry its

recommendation.

The Musical Herald devotes much space to Voice Training matters. It gathers up
opinions and hints from all quarters, favouring no clique ;

interested only in obtaining

good singing.

The Musical Herald provides each month a full biography, with portrait, of a

leading musician, who relates his experiences and their lessons.

The Musical Herald is read all over the world. The compact and newsy quality of

its matter, and its broad outlook command attention everywhere.

The Musical Herald reports musical doings of importance in France and Germany,
translating and summarising articles from the European press.

The Musical Herald reports papers, speeches and discussions at the various musical

societies.

The Musical Herald, in its Editorials, speaks out plainly, showing neither fear nor

favour.

The Musical Herald has a prize competition each month on some subject relating to

harmony, composition, musical rudiments, or the literature of music. A guinea is

given as the first prize.

The Musical Herald reports all important Choral Contests, sending its representatives

to any part of Great Britain or of Europe where events of interest are proceeding.

The Musical Herald interviews musicians who have things of weight and interest

to say.

The Musical Herald has correspondents in every district of Great and Greater Britain

who supply the pages of "News from all Parts."

The Musical Herald is invaluable to students preparing for music examinations,
because of the help given by its practical articles and answers to enquiries.

.. Published by ..

J. CURWEN & SONS Ltd., 24 BERNERS STREET, LONDON, W,
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