


Elements of Music

Third Edition

Joseph N. Straus

The Graduate Center
The City University of New York

PEARSON

Boston Columbus Indianapolis New York San Francisco Upper Saddle River
Amsterdam Cape Town Dubai London Madrid Milan Munich Paris Montreal Toronto
Delhi Mexico City Sao Paulo Sydney HongKong Seoul Singapore Taipei Tokyo



Editorial Director: Craig Campanella

Editor in Chief: Sarah Touborg

Executive Editor: Richard Carlin

Editorial Assistant: Lily Norton

Vice President Director of Marketing: Brandy Dawson
Executive Marketing Manager: Kate Stewart Mitchell
Marketing Assistant: Lisa Kirlick

Managing Editor: Melissa Feimer

Project Manager: Marlene Gassler

Senior Manufacturing Manager: Mary Fischer
Senior Operations Specialist: Brian Mackey

Creative Director, Cover: Jayne Conte

Cover Designer: Bruce Kenselaar

Cover Photo Credit: Orla/ Shutterstock

Senior Media Editor: David Alick

Media Project Manager: Rich Barnes
Full-Service Project Management: Emily Bush,
S4Carlisle Publishing Services

Composition: S4Carlisle Publishing Services
Printer/Binder: Edwards Brothers

Printer/ Insert: Edwards Brothers

Cover Printer: Lehigh-Phoenix Color/Hagerstown

Credits

“Over the Rainbow” (from The Wizard of Oz)
Music by Harold Arlen Lyrics by E.Y. Harburg

© 1938 (Renewed) Metro-Goldwyn-Mayer Inc.

© 1939 (Renewed) EMI Feist Catalog Inc.

All Rights Controlled by EMI Feist Catalog Inc.
(Publishing) and

Alfred Publishing Co., Inc. (Print)

All Rights Reserved

Used by Permission of Alfred Publishing Co., Inc.

“It Don’t Mean A Thing” (If It Ain’t Got That Swing)
Music by Duke Ellington Words by Irving Mills

© 1932 (Renewed) EMI Mills Music, Inc. and Famous
Music Corporation in the USA

All Rights outside the USA Controlled by EMI Mills
Music, Inc. (Publishing) and

Alfred Publishing Co., Inc. (Print)

All Rights Reserved

Used by Permission of Alfred Publishing Co., Inc.

Do not go gentle into that good night

Dylan Thomas, From The Poems of Dylan Thomas,
published by New Directions. Copyright © 1952, 1953
Dylan Thomas. Copyright © 1937, 1945, 1955, 1962,
1966, 1967 the Trustees for the Copyrights of Dylan
Thomas. Copyright © 1938, 1939, 1943, 1946, 1971
New Directions Publishing Corp.

“It Don’'t Mean A Thing” (If It Ain’t Got That Swing)
from SOPHISTICATED LADIES

Copyright © 2012, 2008, 2003 by Joseph N. Straus

Music and Words by Duke Ellington and Irving Mills
Copyright © 1932 (Renewed 1959) and Assigned to
Famous Music Corporation and EMI Mills Music Inc.
in the U.S.A.

Rights for world outside the U.S.A. Controlled by
EMI Mills Music Inc. (Publishing) and Warner Bros.
Publications Inc. (Print)

International Copyright Secured

All Rights Reserved

“Anecdote of the Jar” copyright 1954 by Wallace
Stevens and renewed 1982 by Holly Stevens, from The
Collected Poems of Wallace Stevens by Wallace Stevens.
Used by permission of Alfred A. Knopf, a division of
Random House, Inc.

“The Weary Blues” from The Collected Poems of
Langston Hughes by Langston Hughes, edited by
Arnold Rampersad with David Roessel, Associate
Editor, copyright © 1994 by the Estate of Langston
Hughes. Used by permission of Alfred A. Knopf,

a division of Random House, Inc. Reprinted by
permission of Harold Ober Associates Incorporated.
Copyright © 1994 by The Estate of Langston Hughes.

All Bach arrangements by kind permission of Barenreiter
Verlag Kassel Basel London New York Prague.

All rights reserved. Printed in the United States of America. This publication is protected by Copyright and permission
should be obtained from the publisher prior to any prohibited reproduction, storage in a retrieval system, or
transmission in any form or by any means, electronic, mechanical, photocopying, recording, or likewise. To obtain
permission(s) to use material from this work, please submit a written request to Pearson Education, Inc., Permissions
Department, One Lake Street, Upper Saddle River, New Jersey 07458 or you may fax your request to 201-236-3290.

Library of Congress Cataloging-in-Publication Data

Straus, Joseph Nathan.
Elements of music / Joseph N. Straus. —3rd ed.
p. cm.

ISBN-13: 978-0-205-00709-7
ISBN-10: 0-205-00709-0

1. Music theory. 1. Title.
MT6.S788E44 2012
781.2—dc22 2011006152

10987654321

P E A R S O N www.pearsonhighered.com

ISBN 10: 0-205-00709-0
ISBN 13: 978-0-205-00709-7
Exam Copy ISBN 10: 0-205-20503-8
Exam Copy ISBN 13: 978-0-205-20503-5



Contents

Preface Vi
Acknowledgments viii
CHAPTER 1 PITCH 1

Lesson 1: Staff

The five-line staff, pitches and notes, noteheads, ascending and descending motion,
steps and leaps, ledger lines 1

Lesson 2: Keyboard

Piano keyboard, black and white keys, letter names for notes, steps and leaps,
octaves, piano fingering 7

Lesson 3: Treble clef

Treble clef, accidentals (sharp, flat, and natural), semitones, enharmonic equivalence 13
Lesson 4: Bass clef

Bass clef, accidentals (sharp, flat, natural), semitones 23
Lesson 5: Great staff

Great staff 31
Chapter 1: Supplementary Lesson

Alto clef, tenor clef, octave signs (8va and 8vb), octave designations, double flats,

and double sharps 41
Chapter 1: Self-Test 45
CHAPTER 2 RHYTHM AND METER 49

Lesson 6: Quarter notes, half notes, and whole notes in ’,: meter

Quarter notes, half notes, whole notes, stems, beats, measures (bars) and barlines,
% meter (“common time”), upbeat, downbeat, accent, conducting patterns, tempo 49

Lesson 7: Eighth notes and sixteenth notes

Eighth notes and sixteenth notes, flags, beams 59
Lesson 8: Dots and ties

Augmentation dot, dotted rhythms, ties, anacrusis 69
Lesson 9: Rests

Rests 79
Lesson 10: Duple meter (} and 3)

2 and i meter, alla breve ¢, upbeat, downbeat, conducting patterns 89
Lesson 11: Triple meter (§)

2 meter and its conducting pattern 97
Lesson 12: Compound meter ()

Compound meter, § meter, and its conducting pattern 105
Lesson 13: Syncopation

Syncopation, accent marks, ties, and subdivision 111
Chapter 2: Supplementary Lesson

Rhythmic values smaller than a sixteenth note, triplets, other duple, triple, and quadruple meters 117
Chapter 2: Self-Test 119

CHAPTER 3 MAJOR AND MINOR SCALES 121

Lesson 14: Major scale (C major)

Major scale, arrangement of semitones and whole tones,
scale-degree numbers, scale-degree names, solfege syllables 121

Lesson 15: Major scales other than C major
Transposition, major scales with sharps, major scales with flats, circle of fifths 133

iii



iv

Contents

Lesson 16: Major keys and key signatures
Major keys and key signatures
Lesson 17: Minor scale (A minor)

Minor scale, arrangement of semitones and whole tones, scale-degree numbers,
scale-degree names, solfege syllables, and raising scale-degrees 6 and 7

Lesson 18: Minor scales other than A minor
Transposition, minor scales with sharps, minor scales with flats, circle of fifths
Lesson 19: Minor keys and key signatures
Minor keys, minor key signatures, relative keys, parallel keys
Lesson 20: Harmonic and melodic minor
Harmonic minor and melodic minor scales
Chapter 3: Supplementary Lesson
Modes and the pentatonic scale
Chapter 3: Self-Test

CHAPTER 4 INTERVALS

Lesson 21: Interval size
Intervals, melodic and harmonic intervals, interval size, compound intervals
Lesson 22: Seconds and thirds

Interval quality, natural intervals, major and minor intervals, diminished
and augmented intervals, enharmonically equivalent intervals

Lesson 23: Sixths and Sevenths
Sixths and sevenths, enharmonically equivalent intervals, interval inversion
Lesson 24: Fourths and fifths, unisons and octaves

Perfect intervals, fourths and fifths, unisons and octaves, interval inversion, enharmonically
equivalent intervals

Lesson 25: Intervals in a major key

Intervals in a major key, intervals and scale degrees, consonance and dissonance
Lesson 26: Intervals in a minor key

Intervals in a minor key, intervals and scale degrees
Chapter 4: Supplementary Lesson

All intervals, doubly diminished and doubly augmented intervals, intervals in harmonic
and melodic minor

Chapter 4: Self-Test

CHAPTER 5 TRIADS AND SEVENTH CHORDS

Lesson 27: Triads

Triads (root, third, and fifth), triad qualities (major, minor, diminished, augmented),
natural triads, chord symbols

Lesson 28: Triads in inversion

Soprano and bass, inversion of triads (root position, first inversion, second inversion),
figured bass (3, §, ¢

Lesson 29: Triads in major keys

Triad names, Roman numerals, triad qualities in major keys
Lesson 30: Triads in minor keys

Triad names, Roman numerals, triad qualities in minor keys, and the effect of raising the leading tone
Lesson 31: Seventh chords

Seventh chords, major-minor (dominant) seventh chords, inversions of seventh chords, dominant
seventh chords in major and minor keys, figured bass symbols, chord names

Chapter 5: Supplementary Lesson

Quualities of seventh chords, natural seventh chords, inversions
of seventh chords, and seventh chords in major and minor keys

Chapter 5: Self-Test

155

171

181

203

221

227
229

231

231

239

251

263

275

285

295
297

299

299

311

319

327

335

347
351



Contents %

CHAPTER 6 FUNDAMENTALS OF HARMONY 355

Lesson 32: Tonic and dominant

Harmonic progression, tonic harmony, dominant and dominant seventh harmonies,
harmonizing a melody 355

Lesson 33: Expanding I and V

Embellishment and prolongation (nonharmonic tones), passing tones,
neighboring tones, passing chords (V 4 and vii*¢), neighboring chords, the cadential ¢ 371

Lesson 34: Approaching V

Dominant preparation chords 387
Lesson 35: Phrase and cadence

Phrase, authentic cadence, half cadence, period (antecedent and consequent), plagal cadence 399
Chapter 6: Supplementary Lesson

Doubling, voice leading, smoothness, tendency tones, resolution of the seventh,

parallel fifths and octaves 411
ANTHOLOGY

Harold Arlen, “Over the Rainbow* 413
Johann Sebastian Bach, Two Fugues from The Well-Tempered Clavier, Volume 1

Fugue No. 15 in G Major 418

Fugue No. 16 in G minor 421
Johann Sebastian Bach, Two Chorales from the St. Matthew Passion

Chorale No. 1 from the St. Matthew Passion 423

Chorale No. 2 from the St. Matthew Passion 425
Frederic Chopin, Two Preludes from Opus 28

Prelude No. 7 in A Major 427

Prelude No. 20 in C minor 428
Edward Kennedy (“Duke”) Ellington, “It Don’t Mean a Thing” (If It Ain’t Got That Swing) 429
William Christopher (W. C.) Handy, “St. Louis Blues” 432
Joseph Haydn, String Quartet, Op. 76, No. 3, third movement (Minuet) 437
Scott Joplin, “The Entertainer” 440
Josephine Lang, “Ob ich manchmal dein Gedenke” (Do I Sometimes Think of You) 444
Fanny Mendelssohn, Trio for Piano, Violin, and Cello, Op. 11, third movement 447
Wolfgang Amadeus Mozart, Piano Sonata in A Major, K. 331, first movement
(Theme and Variations 1, 3, and 6) 450
Wolfgang Amadeus Mozart, “Dove sono” (I Remember) from The Marriage of Figaro 454
Matos Rodriguez, “La Cumparsita” (The Little Carnival Parade) 461
Franz Schubert, “Two Songs” 464

“Der Tod und das Madchen” (Death and the Maiden) 464

“Heidenroslein” (Wild Rose) 466

Robert Schumann, “Wenn ich in deine Augen seh” (When I Look into Your Eyes)
467

GLOSSARY 469



Preface

Who is this book for?

This book is designed for a one-semester course for two groups of students: (1) Nonmusic majors who are taking a
course in music because they want to write their own music or are simply curious about how music is put together;
(2) Aspiring music majors who need some extra work in fundamental topics before beginning a sequence of theory
courses for music majors.

What topics does this book cover?

This book covers the traditional fundamental topics in tonal music theory: pitch notation in bass and treble clefs;
rhythm and meter; major and minor scales; intervals; triads and seventh chords; simple harmonic progressions and
cadences. These topics are relevant to a broad range of tonal styles, including classical music in the Western tradi-
tion from roughly 1600 to 1900 and more recent jazz and popular music.

What makes this book different?

1. Musical literature. This book is immersed in musical literature. It includes an anthology of core works in
diverse tonal styles (both in score and recorded on CD), and these are the source of all of the musical examples
and many of the written exercises. Each musical excerpt is thus understood in its larger context; there are no
isolated snippets. The theoretical concepts and musical works are integrated with each other. As students learn
each basic concept, they see how it functions in music of high artistic quality. At the same time, they use their
newly acquired theoretical ability to come to an intimate understanding of a small group of fine works. They
learn the concepts through the musical works, and the musical works through the concepts.

2. Interactivity. Virtually all of the homework exercises in this book are available in Finale, the top music nota-
tion software program. By doing the exercises online at a computer instead of with paper and pencil, students
will be able to hear the music they are studying and to hear what they have written. Exercises that are avail-
able in Finale are identified in the text by this symbol:

mysearchlab

3. Flexibility. The book is organized into six chapters: (1) pitch; (2) rhythm and meter; (3) scales; (4) intervals;
(5) triads and seventh chords; and (6) harmony. This transparent organization provides instructors with a
significant degree of flexibility. For example, teachers who prefer to teach rhythm before, or simultaneously
with, early work in pitch notation will find it easy to do so. The book, with its extensive, imaginative, inter-
active exercises, is designed as a set of flexible resources for the teacher rather than a prescribed curricular
sequence that must be followed in lockstep. The main topics can be easily located either in the Table of
Contents at the beginning of the book or in the extensive Glossary at the end.

4. Written exercises and assignments. For each concept, there are extensive written exercises, both in tradi-
tional written and electronic (Finale) formats. Many of the exercises incorporate music from the anthology
and many encourage creative composition. There are far more exercises than any one class could do; the
instructor will thus have a wide range of choices. Many of the exercises also work well for in-class drill and
study. At the end of the first five chapters, you will find a Self-Test (with answers provided on subsequent
pages).

5. In-class activities. Each lesson is accompanied by suggested in-class activities, including singing, dictation,
and keyboard exercises. These activities do not comprise a course in sight-singing, dictation, or keyboard har-
mony; rather, they are designed to supplement and reinforce the theory lessons. The goal of these activities,
and of the book as a whole, is to bring beginning students into close, intimate contact with musical materials,
not only to understand them intellectually but to embody them in some way. At every stage, this book empha-
sizes that music is to be heard and made, not merely seen and contemplated in the abstract.

What resources are available on the Web?

To download the homework exercises written in Finale, go to www.mysearchlab.com.

You will also find a link to Finale, where you can purchase Finale NotePad directly from the company (the
current price is less than $10). With this software, you will be able to do virtually all of the exercises at your
computer, hearing what you are doing as you do it. Then print out a beautiful, clean copy to hand in, or email it
to your instructor, as directed.

Vi
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Preface vii

What'’s new in this third edition?
e Enhanced layout, with critical terms set in boldface in the text and highlighted in blue in the book’s margins.

e Exercises available online in Finale. Students can do their exercises on their computers, using Finale, the top music
notation software. They will be able to hear the music they are writing as they write it.

What resources are available for teachers?

In addition to the clear explanations in the text and the profusion of in-class activities and exercises (including the
availability online of the exercises written in Finale), instructors may wish to download the Teacher’s Manual. This
manual, available through the Pearson website www.pearsonhighered.com, contains suggested syllabi for a course
on music fundamentals as well as answers for all of the exercises in the book.

What is the goal of this book?

Learning music is like learning a foreign language. Some hard work is required to master the basic grammar and vocabu-
lary. But once you gain a reasonable degree of fluency, a whole new world opens up to you. You can express yourself and
communicate in a new language, and you can listen with far deeper understanding when others speak to you. Mastery of
the basic material of music described in this book will enable you to write your own music in a more thoughtful way, en-
able you to talk with and learn from other musicians, and give you insight into the uses that master composers have made
of these basic materials. A great adventure lies ahead of you in the following pages!


www.pearsonhighered.com
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1 Pitch

Lesson 1: Staff

In this lesson you will learn about the five-line staff, pitches and notes, noteheads,
ascending and descending motion, steps and leaps, and ledger lines.

Music is written on a five-line staff: five parallel lines separated by four spaces. Staff

Fifth line

Fourth
Fourth lines Fourth space
o Z_~Third space
Five-line staff Third line - 1
Second line 7 \FfrCS(iI; :f:ce
First line p

A pitch is a musical sound at some particular point along the continuum Pitch
from the lowest to the highest audible sound. A pitch is written as a note Note
placed either on a line or in a space on the five-line staff. A notehead, which Notehead
specifies where on the staff a note is to occur, is an oval shape that may be
either open or filled in.

Open noteheads Filled-in noteheads
on a line in a space on a line in a space

o . -

(2 E— @

Use the staves that follow to practice writing noteheads. They should be
oval (not round) in shape and tilted to the right. Noteheads in a space should
just touch the lines above and below; noteheads on a line should fill half the
spaces above and below.

=
o

9

(&)

Noteheads —

A

77 @

Too small Too big Wrong shape Just right

Z) I

© =
©
1

Write fifteen filled-in noteheads on the lines and spaces of this staff.

[
] [7]

=
o

s—o <

Writing
noteheads  Write fifteen open noteheads on the lines and spaces of this staff.

To move from a note to a higher-sounding note, you ascend on the High/Ascend
staff. To move from a note to a lower-sounding note, you descend. Low/Descend
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Ascending Descending
Ascending ] o—1 | e H e e — ) I
and descending —@ @ tg—T1T“%—F——j—F— 47—
Step There are two kinds of melodic motion: by step and by leap (also some-

Leap times called a skip). A step involves motion from a line up or down to an
adjacent space, or from a space up or down to an adjacent line. A leap is
any motion bigger than a step. Steps and leaps may be either ascending or
descending.

Steps Leaps

\
)

| | ) |
1 1 1 =)

Steps ]

and leaps I —

2 -~
o

For notes that lie above or below the staff, the staff may be temporarily
Ledger line  extended by ledger lines. These lines function and are spaced just like the lines
of the staff, but begin just before an individual notehead and end just after it.

Notes above the staff Notes below the staff

I11.

o
o E p—

Ledger lines

v

9]
]

Use the staff that follows to practice writing noteheads with ledger lines.
Notes in the spaces above the staff need ledger lines below (not above) them;
notes in the spaces below the staff need ledger lines above (not below) them.

Incorrect ledger lines

Should be Should be Too long Just right
above, below,
not below not above
o -
Writing —Z = . _e - o s
ledger i i i
ines N AN [ 4 —
lines - —6— - v -
Use ledger lines to write notes Use ledger lines to write notes
above the staff. below the staff.

Lesson 1: In-class activities

1. Singing. The instructor will play or sing a note. Sing the note you hear.

2. Dictation. The instructor will play two notes in succession. Identify the
melodic motion as ascending or descending, step or leap. Sing the notes.
3. Dictation. The instructor will play three notes in succession. Identify the
melodic motion as: (1) low-middle-high; (2) low-high-middle; (3) middle-low-
high; (4) middle-high-low; (5) high-low-middle; (6) high-middle-low. Sing the

notes.
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Date:

Instructor’s Name:

LessoN 1: EXERCISES

Note: In the Exercises in this chapter, and in every chapter of this book, you
will confront fully notated musical excerpts, replete with symbols of all kinds,
including many you will not be learning about until later: clef signs, key signa-
tures, time signatures, stems, and beams, among others. The number and vari-
ety of the symbols can be confusing at first. For now, just focus on the filled-in
or open noteheads and ignore any unfamiliar symbols.

1-1. In these melodies, identify each motion as an ascending step (AS),

descending step (DS), ascending leap (AL), or descending leap (DL).
Ignore any unfamiliar notational symbols and focus only on the note-
heads. Remember that a step involves motion on the staff from a line
to the adjacent space, or vice versa. A leap is any motion bigger than
a step.

a. Arlen, “Over the Rainbow” (the first three notes of the melody describe
a melodic shape that occurs two more times).

\
)

!
i
D

b. Rodriguez, “La Cumparsita” (the melody involves a contrast between
leaps and steps).

Chapter 1: Pitch

mysearchlab

i

)

Iele|

</

e v e

¢. Haydn, String Quartet (the descending leaps get bigger and bigger).

2 =i

O

[y

= I —
| A\




4 Chapter 1: Pitch

d. Mozart, “Dove sono” (the melody begins mostly with steps and ends
mostly with small leaps).

o)
ﬁ._} 1 /.; / Q}_ I / - /
RNV VAV Y

e

Lle|
I )

I 7
} -_'_F -
I ]

VAR Y%

<\]
<

e. Bach, Fugue in G minor (the leap in the middle is flanked by steps
before and after).

1)

«©

q

—~
ull

Ll

N
BT

f. Lang, Song (leaps at the beginning are balanced by steps at the end).

fH | \ \ N
g N \] N N A - °
fos> > o R Ra— H—e o T i —
o - % 7 —]
NS NNV
g. Ellington, “It Don’t Mean a Thing” (the melody consists mostly of
small leaps).
/. e . K
#Bhg o i — 4 P 8= ] T
| = @ | | | | @ Py

AN VANV ERVINGZANGZ§ N/

h. Mendelssohn, Piano Trio (the leaps are usually followed by steps).

. [
Y] _i I
hdl OOV () D I
- - i » —1 o
S~—
ﬁi’ysearchlab 1-2. Write ascending or descending steps or leaps. Remember that a step

involves motion on the staff from a line to the adjacent space, or vice
versa. A leap is any motion bigger than a step.

a. Write an ascending step above each of these notes.

P ©
O
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b. Write an ascending leap above each of these notes.

o ©

O

o
@

c. Write a descending step below each of these notes.

& O

O

o

[ -

d. Write a descending leap below each of these notes.

2 o

)
)
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Lesson 2: Keyboard

In this lesson you will learn about the piano keyboard, black and white keys, letter
names for notes, steps and leaps, octaves, and piano fingering.

In learning basic musical concepts, it is often useful to refer to the piano key- Piano keyboard
board. The typical piano keyboard contains eighty-eight keys, some black Black keys

and some white, each producing a different pitch. Moving toward the right, White keys

the pitches get higher; moving toward the left, the pitches get lower.

lower
-

<

higher

Piano keyboard » , m " m m

We will focus for now just on the white keys. Each white key has a letter Letter name
name—one of the first seven letters of the alphabet: A, B, C, D, E, F, G. The asym-
metrical layout of the black keys (alternating groups of two and three) provides
each of the seven different white keys with a distinctive location. C, for example, is
always found just below the group of two black keys. The C right in the middle of
the keyboard is known as middle C. Middle C

Letter names
C|D|E|F|G|A|B|C|D|E|F|G|A|B|C|D|E|F|G|A|B|IC|DIE|F|G|A|B|C

middle C
Moving from any white key to the adjacent white key, up or down, is a
step. Each step takes you from one letter of the alphabet to the next. When Step
you get up to G, you start over again on A. And, going the other direction,
when you get down to A, you start over again on G.

Steps
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Half step

Whole step
Leap

Octave

Most of the adjacent white keys have a black key between them (C-D,
D-E, F-G, G-A, and A-B). However, there is no black key between E and F
or between B and C. We thus have two different sizes of step: The smaller
steps (where no black key intervenes) are called half steps and the larger
steps (where there is a black key between two adjacent white keys) are called
whole steps.

Moving from any white key to a nonadjacent white key is a leap. If you
start on any key and leap up or down seven steps, you end up on another key
with the same letter name. Seven steps span eight white keys and comprise an
octave. Pitches related by one or more octaves share the same name because
they sound so much alike.

Octaves
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In playing the piano, it is customary to refer to your fingers by number:
the thumb is the first finger; the index finger is the second finger, and so on.

34
\ 0

Piano
fingering

Left hand Right hand

Lesson 2: In-class activities

1. Singing. The instructor will play a note. Sing the note you hear, and then
sing the note an octave higher or lower, as requested.

2. Singing. The instructor will play two white notes slowly in succession.
Sing the notes, then identify them as an ascending or descending step
or leap.

3. Reciting. Recite the letter names of the notes, ascending and descend-
ing, as follows (working for speed and accuracy):

a. ascending: A-B-C-D-E-F-G-A—B-C-D-E-F-G-A-B—
~C—D-E-F-G-A-B-C-D—E-F-G-A-B-C-D-E—



. Dictation. The instructor will play two white notes slowly in succession.
Identify the interval as either an octave or not-an-octave.

. Playing. The instructor will play a white note near the middle of the
keyboard. Play the note you hear.

. Playing. The instructor will call out a letter name (A through G). Play
the requested note, then the note a step above or below, then the note an
octave above or below (as instructed—white notes only).

. Playing. Using the thumb of your right hand, play any white note. Then
play four ascending steps (fingering: 1-2-3-4-5) and return to the starting
point (fingering: 5-4-3-2-1). Using the thumb of your left hand, play any
white note. Then play four descending steps (fingering: 1-2-3-4-5) and
return to the starting point (fingering: 5-4-3-2-1). Say the names of the
notes as you play.

. Playing. Using either hand, play any white note, then play as follows:
octave up, step down, octave down, step down, octave up, step down, and
so on. Use fingers 1 and 5 only. Name the notes as you play. Then begin
again on any note, now playing as follows: octave down, step up, octave
up, step up, octave down, step up, and so on. Again, use fingers 1 and 5
only and name the notes as you play.

Chapter 1: Pitch
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Name:

Date:

Instructor’s Name:

LessoN 2: EXERCISES

2-1. Identify the indicated keys by writing their letter names.

[hidhindh L

All Cs and Fs All Bs and Gs

!
[LidhacdlallisdL
!

All As and Ds All Bs and Es

W

All Cs and Gs

2-2. Provide the letter name for each indicated key.

a. b. ,,
X X X x| x X X X | X X X[ X X X
C -
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= =

2-3. Use arrows to indicate motions (white keys only). Remember that a step involves motion from
one key to an adjacent key. An octave involves seven steps, up or down, and spans eight keys.
Notes an octave apart have the same letter name.

a.

B
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Step above Step below

X
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Octave above
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Octave below

Octave above
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Lesson 3: Treble clef

In this lesson you will learn about the treble clef, accidentals (sharp, flat, natural),

semitones, and enharmonic equivalence.

A clef is used to identify locations on the staff with specific pitches. The most
commonly used clef is the treble clef. This symbol, which is derived from a
fancy, script G, is also called the G clef. It assigns the G above middle C to the
second line of the staff. All of the remaining pitches are assigned to the other
lines and spaces of the staff.

I
Treble Z— a2
clef O p— ——
Q);v—-@-a
A B CDETFGADBU CDETFGADBTCDE
(middle)
C

Use the staff that follows to practice writing the treble clef. You should
write it in one continuous curve. The top of the clef extends just above the
staff and the bottom extends just below it. The middle part of the clef circles
around the G above middle C.

Trace these treble clefs. Write ten treble clefs.

To name the black notes of the keyboard, we have to use accidentals—
namely, a sharp sign () which raises a note one semitone and a flat sign (),
which lowers a note one semitone. A semitone is the smallest musical distance.
From any key on the keyboard to the nearest adjacent key is a semitone. The black
key that lies right between the white notes C and D, for example, can be called ei-
ther C# (because it lies a semitone above C) or Db (because it lies a semitone below
D). Because Cf and Db refer to the same pitch, they are said to be enharmonic
equivalents. On the staff, the accidental is written before the note, but when you
say the name of the note, the accidental comes after, as in “C sharp” and “D flat.”

AN

ar e LV A 1|
Enharmonic —¢ = - I - —
. > =
; [ fanY I 1L 123 P el n vz
equivalents XY 9 O 2 B—— 2 1

bo he s
Ct /Db D§ / Eb F§/ Gb G#/ Ab A}/ Bb

Clef
Treble clef
G clef

Accidentals
Sharp
Semitone
Flat

Enharmonic
equivalents
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Natural A note that is neither sharp nor flat is natural (5). The white notes on the
keyboard are thus Ch, D, Eb, F, Gi, A, and B4
The use of sharp and flat signs is not limited to naming the black notes
of the keyboard. A sharp sign raises any note by one semitone and a flat sign
lowers any note by one semitone. Cb, for example, is the note a semitone below C,
so Cb is enharmonically equivalent to B. Similarly, E# is the note a semitone
above E, so Ef and F are enharmonic equivalents.

1 1

I8 r 1 r 1
\J 1| |
Enharmonic equivalents s } .  —— “
ANV AP e P P2 (] !
Dl ~
E/Fb Ef/F B/Cbh B#/C

It may seem cumbersome or redundant to have different names for the
same pitch. The reason has to do with the musical context in which the pitch
occurs. Within one scale or harmony, for example, a given pitch might sound
and act like a C8, whereas in a different scale or harmony, the same pitch
might sound and act like a Db. A full discussion of this matter will have to wait
until you know more about scales and harmonies, but the ability to confer
different meanings on a single pitch is a wonderful musical resource.

Use the staves that follow to practice writing accidentals. In a flat sign,
the vertical line is about two spaces long. The curved portion extends to the
right and is aligned horizontally with the note it modifies.

Write flat signs in front of these notes.
O ® - @
1 ‘ . ‘
IE\ )] 7@ r ) @
:S be [ 4
In a sharp sign, the two vertical lines are about three spaces long and the

two horizontal lines are angled slightly upward. Like the flat sign, the sharp
sign is aligned with the note it modifies.

Write sharp signs in front of these notes.

==

In the natural sign, the vertical lines are about two spaces long and the
two horizontal lines are angled slightly upward. Like all accidentals, the natural
sign is aligned with the note it modifies.

D>

&

Write natural signs in front of these notes.
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Lesson 3: In-class activities

1. Note reading. Using Exercises 3-1, 3-2, and 3-3, speak the names of the
notes as accurately, steadily, and quickly as you can.

2. Singing. The instructor will play or sing each of the following melodic
fragments. Sing them back, holding each note for about one second and
singing the letter name for each note. Sing an octave lower if that is more
comfortable.

@m@ﬁm

D) e =

3. Singing. The instructor will play or sing each of the following melodic
fragments, all highly simplified versions of melodies from the anthology.
Sing them back, holding each note for about one second and singing the
letter name for each note. Sing an octave lower if that is more comfortable.

a. b. c.
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. Dictation. Within each group, the instructor will play all three melodies
in order, then will play them again, one at a time, in a random order.
Identify the fragment you hear and sing it back. Sing the letter name for
each note.

Group 1 Group 2 Group 3 Group 4

[ @ ] Pay [ @ ]
O

0

[ @ )

0
0
o

[ @ ] [ @ ]
[ @ ]

[ @ ]

0
0
0

O [ @ ] [ @ ]

0
0

[ @ ]

?
0
0
®

[ @ ]

R N> eX
o)
]
¢
@



16

Chapter 1: Pitch

5. Playing. Play the following sequences of notes with your right hand,
using the fingering provided. Play each note for approximately one second.
Say the name of the note as you play.

N 1 2 3 4 5 1 3 2 4 3
\J 1 11}
a ts = i = i
=3 e o =y
) 1 3 5 3 2 5 2 3 1 4 '5‘ 3
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P 4 Py 11 ~r P | hd 11
b V.
ANV o> ~r o> 11 ~ 1 11}
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A 1 5 4 3 4 5 2 1 4 3 4 5 2 1 1 5 4 3
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/ 1 2 3 1 2 3 1 2 3 1 2 3 1 2 3 4
d \J 1 11 1 1 11}
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Name:

Date:

Instructor’s Name:

LessoN 3: EXERCISES

3-1. Provide letter names for these notes on the treble staff (C, E, and G

mvsearchlak
only). Work as quickly as you can. mystecl llab
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3-2. Provide letter names for these notes (C, D, E, F, G, A, and B only).

mvsearchlab
Work as quickly as you can. mysearchlab
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fivsearchlab 3-3. Provide letter names for these notes, including accidentals. (Ignore
mysearchila . . .
any unfamiliar symbols and just concentrate on naming the notes.)
a. Mozart, Piano Sonata (the melodic motion is primarily stepwise).
,/\
p T T— .
it - it T i r R—
S . e et
C D#
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b. Bach, Chorale melody (the melody is in six parts, called phrases.
The end of each phrase is identified with a symbol called a fermata,
which indicates that a note is to be sustained for an indefinite
duration.)

Py

T
o
QL)

c. Haydn, String Quartet (this melody is divided roughly into two
halves that begin the same way but end differently).

o] | -
%ﬁ:ﬁi:’éraﬁi SHESSS e
= =
T T T T = T N T T
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Name:

Date:

Instructor’s Name:

d. Bach, Fugue in G Major (the melody ascends slowly to its highpoint,
then descends rapidly back to where it began).

e. Handy, “St. Louis Blues” (the two halves of this melody begin differ-
ently but end the same).

[) \ , \ A ,
P A P N I L N1 1\ I
D Il I 4
o> =0 PN
! g P= =
o) 4 4 o [
5 R N .
P’ A \ 1\ 1 1\ I
| [ 7] I o Il I -
&) [ a o> =
J— o ] o =

f. Schubert, “Heidenroslein” (the entire melody lies within one octave,
from the G above middle C to the G an octave higher).

géi 1 I‘\ I‘\ Py H
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g. Mozart, “Dove sono” (the two phrases of this melody are shaped like
arches, rising to a high point and then descending to their close).
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ﬁi’ysearchlab 3-4. Write the indicated notes on the treble staff.
a different a different
4 ch G G Ab Ab B D#

a different a different
Db E GH F F Gb A A
b.
a different
s D D Bb Eb Df C G Al
P’ A
c. s
ANV
e
a different a different
A cbh i Fé B E E ch

o
BN



Name:

Date:

Instructor’s Name:

3-5. Use arrows to connect each note on the staff to the corresponding key

on the keyboard. Your arrows should extend all the way to the proper
key and they may not cross.

a. 1S T Y ® —
ANV, b ®
e o bo
Z -‘
VA - !}. - 'ﬂ-'—
b. r\’lb - e i
dJ o
vh
7 o o !7.._
v r ) 7@
c. 1t g o
ANV, Y 7@
¢ o o :

3-6. For each indicated key on the keyboard, write the corresponding note
on the treble staff. You will need ledger lines for some of the higher-
sounding notes.
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3-7. Provide enharmonic notes. Remember that enharmonic notes share

mysearchlab
y e the same pitch, but have different letter names.

ck-pb| Eb= A= b=  DE=  F= b=

)’ A I o

a. —fos 7 He ve a— I i
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Lesson 4: Bass clef

In this lesson you will learn about the bass clef, accidentals (sharp, flat, natural),
and semitones.

Like the treble clef, the bass clef is used to assign pitches to specific places on Bass clef
the staff. Notes written in bass clef are usually lower in pitch than notes writ-

ten in treble clef. The bass clef is sometimes called an F clef because its design F clef

is derived from a stylized letter F. It assigns the F below middle C to the fourth

line of the staff. All of the remaining pitches are assigned to the other lines and

spaces of the staff.

P A A AL Bl e

—

middle
C D E F G A B C D E F G A B C D E
[ R R
o =
Bass é): —2 v (|, ) <
clef _—5.‘0"9'000"

As with the treble clef, the black keys are named using accidentals (sharps Accidentals

and flats) that raise or lower any note by one semitone. Semitones
Use the staff that follows to practice writing the bass clef. The curve of

the clef centers on the fourth line of the staff and the two dots surround it—

one in the space above and one in the space below.

Trace these bass clefs. Write ten bass clefs.

Lesson 4: In-class activities

1. Note reading. Using Exercises 4-1, 4-2, and 4-3, speak the names of the
notes as accurately, steadily, and quickly as you can.

2. Singing. The instructor will play or sing each of the following melodic
fragments. Sing them back, holding each note for about one second and
singing the letter name for each note. Sing an octave higher if that is
more comfortable.
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3. Singing. The instructor will play or sing each of the following melodic
fragments, all highly simplified versions of melodies from the anthology.
Sing them back, holding each note for about one second and singing
the letter name for each note. Sing an octave higher if that is more

comfortable.
a b. c.
© o o o
rax] O ~ I Pay hodi © N | ]
Je ~r [ @ ) o> 1 o> [ @ ) ~ [ @ ) 1 1
[ @) ~ O 1 O 1 O ~ [ @ M|
1 1 e [ @ ) O 1
d e. f
6 \* I I [@ ) ]

4. Dictation. Within each group, the instructor will play all three melodies
in order, then will play them again, one at a time, in a random order.
Identify the fragment you hear and sing it back. Sing the letter name for

each note.
Group 1 Group 2 Group 3 Group 4
o ©
raxY] O O
Je ) o> [ @ ] -~ e [ @ )
a. 7 © [ @) © O O P=Y O
-©-
Y O O O O
b I'. [ @ ] o) [ @ ) [ @ ) o) [ @ ) Pe) O [ @ )
-© -©- -© -©-
C\': O O O O
C V4 [®) (@) (@) P=Y O O

5. Playing. Play the following sequences of notes with your left hand, using
the fingering provided. Play each note for approximately one second. Say
the name of the note as you play.
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Name:

Date:

Instructor’s Name:

LessoN 4: EXERCISES

4-1. Provide letter names for these notes on the bass staff (C, E, and G ﬁi’yszrerchlab
only). Work as quickly as you can.

o

()

. = — e -_'—a = —
—g o
- )
- —" —
d. = — — r E— — ) B——
o = * - o o
4-2. Provide letter names for these notes on the bass staff (C, D, E, F, G, A, ﬁ'i'ys sarchlab

and B only). Work as quickly as you can.

o—a =
e —
d. =F = o—b = e —

L]
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mysearchlab 4-3. Provide letter names for these notes, including accidentals. (Ignore
any unfamiliar symbols and just concentrate on naming the notes.)

a. Bach, Fugue in G minor (the melody pushes up to middle C from
the C an octave below).

$—

Yo T Te Sbw e bwoum e p G

b. Chopin, Prelude in C minor (each note is heard simultaneously in
two different octaves).

e be . .
. 1 II IIIII
jullFﬁk—J—aua;‘_jgggg

¢. Mendelssohn, Piano Trio (the space outlined by the initial leap is
filled in again and again).

0 ; - -:l ‘i ! I —  —
; Ej 7 H s—5 o —

T IV) SN——

d. Bach, Fugue in G Major (this melody moves mostly by step, but
contains two large ascending leaps).

]
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Name:

Date:

Instructor’s Name:

e. Mozart, Piano Sonata (this bass line moves around quite a bit, but
always returns to A).

o o
- ﬁ' e , #‘_ , #_ - ﬁ' = - n
A o o o o o oy
O 0 I I I I . O
7 [ [ [ [ ! —1 i

- T I. I =] 5 f - 4 i 4
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IFE‘P__#H e T T K— ®
7 1  —— i\i' ] R  — I i
I | A— — I D I i —

=

g. Schubert, “Death and the Maiden” (this slow, stately bass line is designed
to suggest the irresistibility of death and its fixity of purpose).

0 " I — " —
- - e
! 1 1 1 = | | y= yFE Ve 1 1 1 P=|
e T t—# &
R R —— R R 7+ - RN — RS R — - -
6
L L L | | L L
'l:l I I I I I I I I 1 I I I T 1 I
Z bH. IHA = ﬁ 1 1 1 2= 1 | 1 I Hhgl
e | = e
' o—o @ s -
11 A
rax I 1 1 1 I f I I 1 I

27



28 Chapter 1: Pitch

h. Lang, Song (this bass line starts and ends on Eb).

)
e tpbria e te—p P e —
I S —— R & o Lva —
|' be b
M'yg&arcmab 4-4. Write the indicated notes on the bass staff.
a different a different
Ff & G G Ab Ab B D4
a ',': ge
a different a different
Db E GH F F Gb A A
b. =
a different
D D Bb Eb D# C G AH
c. =
a different a different
A cbh i 4 B E E ch
d =)

4-5. Use arrows to connect each note on the staff to the corresponding key
on the keyboard. Your arrows should extend all the way to the proper
key and they may not cross.
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—_1 [ 4
E &
A T
/ o b
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Name:

Date:

Instructor’s Name:
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4-6. For each indicated key on the keyboard, write the corresponding note
on the bass staff. You will need ledger lines for some of the lower-

sounding notes.
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Lesson 5: Great staff

In this lesson you will learn about the great staff.

Often music is written using two staves at the same time, with the higher notes

written in treble clef and the lower notes in bass clef. The two staves are con-

nected by a vertical line and a large brace. That combination, called the great Great staff
staff (or grand staff), enables us to notate any pitch.

w_
g
_m_
O — = —
B — O —
o - > —

o
9-0 —
b0 —
o = —

CDEFGABCDEFGABCDEFGA D
[
| 2
\J o I
2 — 7 2
[ ManY o I 2
S oot
‘T‘|”| | IL
acae.ﬂ.g_
Great staff =) — B
o 0 = 4
soe7° i
middle C

Notice that the two staves of the great staff can overlap to some extent.
Middle C and the notes near it can be easily accommodated either in treble or
in bass clef.

The clef you use will depend on convenience and continuity—for exam-
ple, if you are writing a melody in treble clef, and it dips below the staff, you
will most likely continue writing in treble clef, with ledger lines, rather than
jumping to bass clef.

Lesson 5: In-class activities

1. Note reading. Using Exercises 5-1, 5-2, and 5-3, speak the names of the
notes as accurately, steadily, and quickly as you can.

2. Singing. The instructor will play or sing each of the following melodic

fragments. Sing them back, holding each note for about one second and
singing the letter name for each note.
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3. Singing (duets). Divide into pairs or groups to sing the following duets. Hold
each note for about one second and sing the letter name for each note.

a. b. d. e.

)

\J

2

[ ManY

~—© o—© . = o—1 o
D) o O e o o o ©

o © o
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4. Dictation. Within each group, the instructor will play all three duets in
order, then will play them again, one at a time, in a random order. Iden-
tify the duet you hear and sing back the upper or lower part, as requested
by your instructor. Sing the letter name for each note as you sing it.

Group 1

Group 2

Group 3

a.
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[ @ ]

[ @ ]
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[ @ ]

0
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[0 ]

[ @ ]

0

[ @ )

[0 ]

@

[0 ]

[ @ ]

®

>N

[ @ ]

[ @ )
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5. Playing. Play the following sequences of notes with both hands together.
Use the fingering provided. Play each note for about one second.

N 1 2 3 45 1 35 1 3 2 4 35
7
y.1
1rs = = =
NIV o O 905 o< Py [ @ WP=Wh.S = ) F=
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5 4 3 2 1 5 3 1 5 3 4 2 31
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Name:

Date:

Instructor’s Name:

LessoN 5: EXERCISES

5-1. Provide letter names for these notes on the great staff (C, E, and G sz earchlab
X mysea chla
only). Work as quickly as you can.

o) Py
75 = » — »
ANV v - v -
e * e i
a.
— ) = — o
S—
9 L —
C
o)
s - = =
ANV P b w = @ @ —
o) hd - e - e
b.
%)= ' = < =
7 r ]
- °
0 -
{rs — — —
ANV el = @ ®—
) - b T e
c.
[ E— — —
y.a — [
5-2. Provide letter names for these notes (C, D, E, F, G, A, and B only). searchlab
m sedlr d
Work as quickly as you can.
o)
yan —
s s e e
S o
a.
a—a" — < o
7 e L
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¥ .
[ fan) o
[ ) ° d °
\Q)V e @ v o b L 4 e
b
o ry
S T — o ) -
7
o)
A P ——
5 ~ ~
o - o 4 -
I
3% o ©
I A—— . -
mmysearchlab 5-3. Provide letter names for these notes, including accidentals. For the
notes in treble clef, write your answer above the staff; for the notes in
bass clef, write your answer below the staff.
a. Haydn, String Quartet (these are the violin and cello melodies).
==
o e — = ==
o) 1 [ T 1 z -
-
. & . . .
X I I > > I I I
hdl N y ] - ] ] y ] | | y 1 ] ] ]
7 PN T T PN I I PN d é d
5 - - - - - - -
— h F I N .
> J I f P_P_r_
P m— | | I T e E— i I I :
—— | , —— .
| - N : T
o It “F:r:&:ﬁf_—h?:h
hdl O ] y 1 y ] y ] | il
y A PN PN PN ! ] ! T | ] 1
L 1 ! 1
g — — — - -
— SN
_ 9 #'/—\F » He i = ® ho "‘}. .
A | I - I ] — A
[ an) ] 1 T 1 T 1 | 1
Dl
P o P r - . o .
o) I I I e I F
I O ] ] ] 1 ] ] ] o
A T 1 T ! 1 r I
[
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Name:

Date:

Instructor’s Name:

b. Chopin, Prelude in A Major (the melody in the treble clef, played by
the pianist’s right hand, is relatively active; the melody in the bass
clef, played by the pianist’s left hand, hardly moves at all).

Ho i =
> -1 d P i i
:#?- P > = i -1t [ [ [
= i — F ! —— :
[ [ [
T ® o o
S R S
o 1 1 1

c. Mendelssohn, Piano Trio (the right-hand melody is a memorable,
beautiful tune; the left-hand melody is an accompaniment to it).

] — =

174
4
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5-4. Use arrows to connect each note on the great staff to the correspond-
ing key on the keyboard. Your arrows should extend all the way to the

proper key and they may not cross.

i

mysearchlab

'7_0_ bl
0 , S
V.t 1 v
[ fan) T
ANAV4 ] 1 o
D) H-‘-
a.
_ -
rax] I e
I'. 1L e
= o
-
o
be
O . . ﬂ: * —
A b !
[ fan — P-@
ANIV -
D)}
b
. heg ©
yax B @
hdll O ] P B
7 T —
o bl

]
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Name:

Date:

Instructor’s Name:

5-5. For each indicated key on the keyboard, write the corresponding note
on the great staff.

[ ) [ ] [ ] [ ) [ ) [ ) [ ] [ ) [ ] [ ]
| / |
4 / —
\J | /
P | /
[ fan | v
ANIV A 14
e .
D |
e )
y4 |
el V]
T
@
® [ o ome
[ ] [ ] [ ] [ ] [ ) [ ] [ ] [ ] [ ]
| | IV
8 / —
\J | [
A | /
[ fan | /
o :
-0
D |
Je |
y 4 |
= V]
1
@
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Chapter 1: Supplementary Lesson

In this lesson you will learn about alto clef, tenor clef, octave signs (8va and 8vb), octave
designations, double flats, and double sharps.

Clefs are used to assign pitches to specific locations on the musical staff. In

addition to the treble and bass clefs studied previously, there is a group of clefs

known as C clefs because they assign middle C to different lines of the staff. C clefs
Of the C clefs, the most important are alto clef, which assigns middle C to the Alto clef
third line of the staff, and tenor clef, which assigns middle C to the fourth line Tenor clef
of the staff. The alto clef is used primarily by the viola. The tenor clef is used

by cello, bassoon, and trombone when their notes get too high to be written
comfortably in their more usual bass clef. Which clef is used depends on custom

and ease of writing notes without recourse to cumbersome ledger lines. Alto and

tenor clefs are written in the same way: two vertical lines and two loops
surrounding the line that represents middle C.

Too low for treble clef (viola melody from Haydn, String Quartet)

\J ) I I I I
[ ] 1 ) 1 I} 1 I 1 ]
—— 1 1 < —] 1 1 s
) = fe o = = ¢ - =
£ SN—— £ - S~ -
Just right for alto clef (same melody)
12 W ) T ‘ T T | T
| [7 240 ] I & ~ I 1 I /) I 1 2 i I } i
M.} Wr 1 .1 s '1 1 i — <

Too high for bass clef (cello melody from Beethoven, Symphony No. 5)
b 3 20 b 3 g
EECt o aff o alft prr.

 —

i
;

BT
I NT

| ICY v

et o Tt P ™

The highest and lowest notes require many ledger lines, and these can be
confusing and hard to read. Instead, composers often use the octave sign (8va) Octave sign
to indicate that notes should be played an octave higher than written or 8vb
for notes that should be played an octave lower than written.

r3
o © -
sva_ _ _______________ . . e & * = — =
A o & ® = - — — - = = =
; ——
\d\l
Octave
sign
rax
| O
"'_.'_ - - - - = —
®* = v g - = = = —
b o ___ — ®* T g T = =
8 -.-—"_.__._
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To identify a specific pitch, we will need to use not only its letter name
Octave designation but also its octave designation. Middle C, for example, is known as C4—it’s
the note C positioned at the beginning of the 4-octave. All of the notes above
middle C, but lower than the next higher C, also lie in the 4-octave. (Octave
designations actually depend on the letter name of the note, so B#4 is in the
4-octave, although it is higher in pitch than Cb5). Every pitch can be precisely
identified with a letter name and an octave designation. Our work in this book
takes place between C2 and E6, as does most music.

Octave C2D2E2F2G2A2B2C3D3E3F3G3A3B3C4D4E4F4G4A4B4C5D5E5F5G5A5B5C6 D6 E6
designations ‘ ‘ ‘ ‘ ‘ | | [ [ ! .
o =
N L erlET =
\J - 0 <
) YN —
\OJU E— (T = L 11
TT H— 4—Lctave : 5-octave 6-octave
] 3 1
) o e o &=
rax] o J <
7" o —
o<
7 < 3-octave
2-octave

Another more traditional system of octave designations is also in use.

Traditional system CC C c cl c2 c3 c4
Contra Great Small 1-line 2-line 3-line 4-line
sva_ _,
o
*/: ‘/:
® ¥ — ¥ —
0
T
ANV
Traditional octave designations D) ha
rax /.
O 7z
Z——eo—o ©®
< &
8vb__

The most commonly used accidentals are the sharp sign (which raises

a note by one semitone), the flat sign (which lowers a note by one semitone),

and the natural sign (which cancels any previous sharp or flat). In addition, it

Double sharp is also possible to raise a note by two semitones using a double sharp sign or
Double flat  to lower a note by two semitones using a double flat sign.
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Natural Sharp Double Sharp

[ = @
T ®

A
[ ) L& &

RN
@,(35\
=

)
E

9

b

L

JJEnes

Natural Flat Double Flat

t |
[ ] 10X ] D@ = o}

[
1

B>

[
Y-
[
BT
Yf—
[

B>

A double sharp sign is made with a simple small x before the note. A double
flat sign is made with two flat signs just touching each other.
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Chapter 1: Self-Test

1. Identify these notes (treble clef):

r ]
f) & — o
|
Y 2 @
2. Write these notes (treble clef):
(There will be more than one correct answer.)
7£
VUV
J 3 D# G C Bb A Eb F# D Ab  GH
3. Identify these notes (bass clef):
r ]
_ - be o b
Y. & a— e ®
® )X J
® -

4. Write these notes (bass clef):
(There will be more than one correct answer.)

—o):

y.4

Fi Eb G E Bb Al ct A F C
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5. For each indicated key on the keyboard, write the corresponding note on
the great staff.

/
2
-
6. For each note on the great staff, draw an arrow to the corresponding key
on the keyboard.
| .
Gy ——
7 o
¢ - ' o—
o e
. @
° / =4
o )— | P -
V4 / [2) P
/ Vv
- [ ]
@
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Chapter 1: Self-Test (answer key)

1. Identify these notes (treble clef):

s o
_’\‘9 » T — i fe
[ fan) ] - it D@ P
ANIV4 & P o o
[Y) r 2 ' L g
B F E ¢ GE A c¢¢ B B E A F& G C
2. Write these notes (treble clef):
(Multiple correct answers are provided for each item.)
He o b be Py
_s_. | D@ Py ; il
: —~ —_— & n oy l)’__ﬂ.._'
e B = e e = e —
L - * i
B Df G C Bb A Eb Fé D Ab G#
3. Identify these notes (bass clef):
be — o
s o
o) — Bo -
t#I o —
L4 -
F ¢ B G E A F¢ B D D A E C
4. Write these notes (bass clef):
(Multiple correct answers are provided for each item.)
¥ 3 o2
#— I)! = be He ﬁ' o — -
)yie—Hs . & | # Y o
£ : - L‘o—ﬁ—.—-ﬂ! - - [
F# Eb G E Bb Al ct A F c
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5. For each indicated key on the keyboard, write the corresponding note on
the great staff.

p’ 4
y o
[ an)
o
ra X i g
¥ —
D

6. For each note on the great staff, draw an arrow to the corresponding key
on the keyboard.




2 Rhythm and Meter

Lesson 6: Quarter notes, half notes, and whole notes in i meter

In this lesson you will learn about quarter notes, half notes, whole notes, stems, beats,
measures (bars) and barlines, ? meter (“common time”), upbeat, downbeat, accent,

A

conducting patterns, and tempo.

Just as pitch measures musical activity in space (high and low, up and down),
rhythm measures musical activity in time (longer and shorter, before and after).
The most common unit of musical duration is called a quarter note, and it is
written with a filled-in notehead and a stem (a vertical line that extends up or
down from a notehead). Two quarter notes together make a half note, which is
written as an open notehead with a stem. Similarly, two half notes combine to
make a whole note, which is written as an open notehead with no stem.

B o e e e e S e o e e o

Quarternotes g — 11— PP
! e e— ' e— 1 e— e e

\
) «—
Q)
N «—

' '

N
N <~

Half notes

. !

[ @ ] [ @ ) [ @ ] [ @ )

“—
-«

Whole notes

These three rhythmic values create a hierarchy of durations, from relatively
short to relatively long, all in proportion to each other.

Use the staves that follow to practice writing quarter, half, and whole
notes. The stem should be an octave in length. When the notehead is on the
second space of the staff or lower, the stem goes up (from the right side of
the notehead). When the notehead is on the third line of the staff or higher,
the stem goes down (from the left side of the notehead).

Rhythm
Quarter note
Stem

Half note

Whole note

Models Write ten more

O O
-

Whole notes (O]

o)

Half notes

Quarter notes

T
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Beat

Measures

Bars

Barlines

Time signature

Meter

* Meter
Common time

Downbeat
Accent

Upbeat

Conducting pattern

The quarter note usually serves as the beat: a steady, regular pulsation.
The beats are grouped into measures (also called bars), which are separated
by barlines (vertical lines through the staff). At the end of a piece or exercise,
a double barline is used. A time signature is used to indicate which note value
is acting as the beat and how many beats there are in the measure. It consists
of two numbers written in a vertical stack. The number on the bottom tells
which note value is acting as the beat: 4 for the quarter note, 2 for the half
note, and (much less commonly) 1 for the whole note. (Other rhythmic values
also can function as the beat, as we will see in later lessons.) The number on
top tells how many beats there are per measure. The time signature %, for ex-
ample, indicates that each measure contains four quarter notes. That arrange-
ment of beats in the measure is the music’s meter.

B

meter _‘?_r r r ‘F i £ r r r

[ [ [ [
x| I I I

HH
il
il
il

% meter is used so often that it is called common time. Sometimes, the
symbol ¢ is used instead of %.

Common —fz—f . o @ = e e e
time — 1 1 ‘ 1 1 1 1

LA S R

Within a particular meter like %, the actual note values need not be quarter
notes so long as each measure contains the durational equivalent of four quar-
ter notes. A measure of 3 might contain one whole note, or two half notes, or
four quarter notes, or any combination of quarter and half notes that adds up
to the equivalent of four quarter notes. The rhythms may vary, but the meter
stays the same.

Rhythms in 4 % I —

Each beat in # meter has a distinctive character. The first beat of the
measure is called the downbeat, and it receives a particular weight or accent.
It sounds relatively strong and heavy compared to the other beats of the mea-
sure—rhythmic movement seems to depart from and return to it. The fourth
beat of the measure is called the upbeat and, although it is relatively weak, it
gives a strong sense of directed, dynamic motion toward the downbeat. The
third beat receives a secondary accent—weaker than the actual downbeat, but
stronger than the weak second beat that leads to it.

Downbeat Upbeat Downbeat
strong weak semistrong  weak _ strong
Accentuation in _H‘ ! ;. f f i f
& I I I | |
1 2 3 4 1

This pattern of accentuation is reflected in the gestures that a conductor
uses to convey a feeling of % Use your right hand and follow this conducting
pattern: down for beat 1 (the downbeat); left for beat 2; right for beat 3; then
back up for beat 4 (the upbeat).
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Start
here ——> ®

Conducting
pattern for

@

The speed of the beats—how rapidly they occur—is called the tempo. Tempo
Tempo can be indicated in two ways: with a one-word character description
(customarily in Italian) or with the number of beats per minute. Here are
some common tempo names and associated numbers of beats per minute
(these are approximate).

Names Adagio Andante Moderato Allegro Presto
Tempo Slowly Somewhat slowly Moderately Fast Very fast

Beats per

minute 50 72 96 120 152

51

Lesson 6: In-class activities

1. Dictation. Within each group, the instructor will perform the three
rhythms in a random order. Identify the rhythm you hear and tap it back.
(The activities in this and subsequent lessons in this chapter make use
of the single-line staff commonly used for percussion instruments. The
usual five-line staff, used to indicate pitch, is not needed.)

Grow1 b G d e dtd LAl )y,

Group 2 b AG—J_J_J_H—J_J_J-FJ_J_J—FG—H



52 Chapter 2: Rhythm and Meter

Grows b ddd 14 JpJ ] Sy

2. Solo. Suggestions for performance: (1) another member of the class claps
the beats (or just the downbeat of each measure) while you clap or tap the
given rhythm; (2) stamp your foot on each downbeat while clapping the
rhythm, or tapping it, or chanting it using the syllable “ta”; (3) tap the four
beats of the measure with your hand while chanting the rhythm using the
syllable “ta”; (4) say the beats of the measure (1-2-3-4) while tapping the
rhythm with your hand; (5) tap the beats with one hand while tapping
the rhythm with the other; (6) conduct the beats with your right hand
while chanting the rhythm using the syllable “ta.” It is a good idea to tap
four preparatory beats, or count 1-2-3-4, or conduct one preparatory mea-
sure before beginning each exercise in order to establish the tempo.

a. Adagio

S R R e B e

b. Andante

R R B e R

c. 4=96

roedeto et dtofedatsesatidato |

d. Allegro

S R R B e R .

e. J=72

frosofeedfes o feesfoafoto|

f. Arlen, “Over the Rainbow” (adapted)
Moderately

R e R e R B

g. Mozart, “Dove sono” (adapted)
Allegro

PR B T Y B A

3. Duets. Suggestions for performance: (1) one student or group of stu-
dents performs each part of the duet, either tapping or chanting “ta.”
Then switch parts; (2) a single student chants the higher rhythm while
tapping the lower and then vice versa.
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o
o
L

4. Improvisation. You are given two measures of a rhythm in . Using only
whole notes, half notes, and quarter notes, continue and conclude by im-
provising two more measures. In your improvisation, use the rhythmic
values and ideas found in the two measures you are given. Perform your
improvisation by clapping your hands, tapping on your desk, or chanting
using the syllable “ta.” Three suggestions for performance: (1) improvise
a two-measure continuation and conclusion; (2) perform your improvi-
sation in continuing succession with other students, in tempo and with-
out missing a beat. As one student concludes an improvisation, another
begins immediately, by performing all four measures (beginning with the
two given measures) or just the two-measure improvisation; (3) after you
complete an improvisation, another student may be asked to perform
what he or she heard you do. The example that follows shows three pos-

sible continuations for a given opening.
Example: | "
P Y B S AU

53
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Name:

Date:

Instructor’s Name:

LessoN 6: EXERCISES

6-1. Insert barlines to create complete measures in 3 meter. (The exercises
in this and subsequent lessons in this chapter make use of the single-
line staff commonly used for percussion instruments. The usual five-line
staff, used to indicate pitch, is not needed.)

6-2. There are blank places, indicated with an arrow, in some of these measures mYS an
in # meter. Fill them in by adding one or more notes of the proper time-
value. Remember to use quarter notes, half notes, and whole notes only.

l } : } }

%)
]
[ ]
)
)]
]
]
)]
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6-3. Continue and complete the following short rhythmic compositions.
Each will be six measures long. Be prepared to perform your composi-
tions in class. Remember to use quarter notes, half notes, and whole
notes only.

S i | | | | |

mysearchlab

\]

d et | | | H

=y eaarchlak 6-4. Set the following poetic texts to an appropriate rhythm. Each syllable

mysearchlab should receive one note. Accented syllables should be placed in
accented parts of the measure; unaccented syllables should be placed
in unaccented parts of the measure. You should write complete, cor-
rect measures in 7 using only quarter, half, and whole notes. Each
setting is begun for you. Use as many measures as you feel you need.
Be prepared to perform your settings in class.

Example:

To provide a rhythmic setting for the following text, begin by reading it aloud
and determine which of its syllables is accented (marked with /) and which is
unaccented (marked with ©):

/Y AV VA VA VAR R

What a piece of work is man! How noble in reason!

Then provide a rhythmic setting that locates the accented syllables on the
strong beats of the measure (beats 1 and 3) and the unaccented syllables on
the weak beats of the measure (beats 2 and 4). Be sure to provide a note for
each syllable of the text and to write complete, correct measures. Here is one
reasonable setting; there are certainly others (your own taste and artistic sense
will guide you).

Example:

P Y

What a piece of work is man! How no - ble in rea - son!




Name:

Date:

Instructor’s Name:

a. Do not go gentle into that good night.
Rage, rage against the dying of the light.
(Dylan Thomas)

Chapter 2: Rhythm and Meter

4 . o o | o o |
3 N R O G '
Do not go gen - tle

b. When in disgrace with fortune and men’s eyes,
I all alone beweep my outcast state.
(William Shakespeare)

4 o o | -
3 S S |

When in dis - grace

57
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6-5.

Set your own full name to an appropriate rhythm. Each syllable should
receive a note. Accented syllables should be placed on accented beats
of the measure; unaccented syllables should be placed on unaccented
beats of the measure. You should write complete, correct measures in
2 using only quarter, half, and whole notes. Be prepared to perform
your setting in class.

Examples:

5 J ) g |

4 | | |
Frank - lin De - la - no Roo - se - velt

5 J J 1 S N R S
Dwight Da - vid Ei - sen - how - er

4 . . - . H
Lyn - don Baines John - son

Your name here:

_Z
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Lesson 7: Eighth notes and sixteenth notes

In this lesson you will learn about eighth notes and sixteenth notes, flags, and beams.

Just as quarter notes can be combined to create longer durations, they can be

divided to create shorter ones. A quarter note can be divided into two eighth Eighth notes
notes. Eighth notes are written with a filled-in notehead and a stem with a flag. Flag

When two eighth notes occur together in a pair, it is customary to dispense

with the flags and join them with a beam, a horizontal line that connects the Beam

stems. Four eighth notes together also can be joined with a beam.

Quarter notes J—J—J—J—r—r—r—h
Eighth notes

with flags

Eighth notes

with beams

Use the staves that follow to practice writing eighth notes. The flag
attaches at the top of an upward stem and at the bottom of a downward
stem, then curves out to the right and back toward the notehead. Notice
that although the stem switches sides of the notehead depending on its direc-
tion (upward stems attach to the right side of the notehead and downward
stems to the left side), flags always go to the right side of the stem. The beam
is a horizontal line that connects the ends of the stems.

Models Write sixteen more

Eighth notes =h =h o
) V!

with flags

Eighth notes
with beams

An eighth note can be divided into two sixteenth notes. A sixteenth note Sixteenth notes
is written with a filled-in notehead and a stem with a double flag. Like eighth Double flag
notes, sixteenth notes that occur in pairs or groups of four can be written with
beams instead of flags. It is also possible for eighth notes and sixteenth notes
to share a beam.
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Use the staves that follow to practice writing sixteenth notes with double
Double beam flags and double beams.

Models Write sixteen more

Sixteenth notes |
with flags [

Sixteenth notes
with beams

Use beams to clarify the beats, not to obscure them. Beams should not
span across the boundary between the beats, particularly between beats 2 and 3,
and they may not begin in the middle of a beat. It is common, however, for
four eighth notes to share a beam for beats 1 and 2 or beats 3 and 4.

Correct Incorrect

2 S A

- |

r |

In deciding if the stems will go up to a beam above the staff or down to a
beam below it, the note farthest from the center line is the deciding factor: If

the most distant note is higher than the center line, the stems go down, and if
it is lower than the center line, the stems go up.

2

H

=

If there is a tie under this distance rule, then majority rules: If most of
the stems would go up (because the notes lie below the middle line), then all
the stems go up to the beam; if most of the stems would go down (because the
notes lie higher than the middle line), then all the stems go down to the beam.

- -

Sometimes in writing for singers, composers don’t use beams at all. Instead,
if a syllable of text receives an eighth note or sixteenth note, it will have its own
flag. In the written exercises for this book, however, we will normally use beams.
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So now we have five different rhythmic values, or time-values: sixteenth,
eighth, quarter, half, and whole notes. These range from the relatively short to
the relatively long, all in arithmetical proportion to each other.

o o

f [ f [
i N O S A A A

1 o o o o O

CELPECLrELErErer CLErELErErererLs
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Lesson 7: In-class activities

1. Dictation. Within each group, the instructor will perform the three
rhythms in a random order. Identify the rhythm you hear and tap it back.

Group 1 Group 2

b.M{—.ﬁD—J—H b.mH—m—H

Group 3

e AT
el TR
Cedd LA

2. Solo. Suggestions for performance: (1) another member of the class claps
the beats (or just the downbeat of each measure) while you clap or tap the
given rhythm; (2) stamp your foot on each downbeat while clapping the
rhythm, or tapping it, or chanting it using the syllable “ta”; (3) tap the four
beats of the measure with your hand while chanting the rhythm using the
syllable “ta”; (4) say the beats of the measure (1-2-3-4) while tapping the
rhythm with your hand; (5) tap the beats with one hand while tapping
the rhythm with the other; (6) conduct the beats with your right hand
while chanting the rhythm using the syllable “ta.” It is a good idea to tap four
preparatory beats, or count 1-2-3-4, or conduct one preparatory measure
before beginning each exercise in order to establish the tempo.
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a. Andante

o J )W )] TR

b. Adagio

P I 0 s 8 T X e T e e M T

c. 4=72

e JLIRIIN IR DL I Ll

d. Arlen, “Over the Rainbow” (adapted)
Moderately

R e A R R B

e. Mozart, Sonata (adapted)
Allegro

o JRJJJJJW JRJJ I Al L LW T D)) )y

f. Bach, Fugue in G minor

L ORI LRI )

3. Duets. Suggestions for performance: (1) one student or group of students
performs each part of the duet, either tapping or chanting “ta.” Then
switch parts; (2) a single student chants the higher rhythm while tapping
the lower and then vice versa.
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4. Improvisation. You are given two measures of a rhythm in . With whole
notes, half notes, quarter notes, eighth notes, and sixteenth notes avail-
able to you, continue and conclude by improvising two more measures.
In your improvisation, use the rhythmic values and ideas found in the
two measures you are given. Perform your improvisation by clapping
your hands, tapping on your desk, or chanting using the syllable “ta.”
Three suggestions for performance: (1) improvise a two-measure con-
tinuation and conclusion; (2) perform your improvisation in continuing
succession with other students, in tempo and without missing a beat. As
one student concludes an improvisation, another begins immediately, by
performing all four measures (beginning with the two given measures) or
just the two-measure improvisation; (3) after you complete an improvisa-
tion, another student may be asked to perform what he or she heard you
do. The example that follows shows three possible continuations for a

given opening.
Example: | "
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Name:

Date:

Instructor’s Name:

LessoN 7: EXERCISES

7-1. Insert barlines to create complete measures in 3 meter.

7-2. There are blank places, indicated with arrows, in some of these mea-
sures in 2 meter. Fill them in by adding one or more notes of the
proper time-value. Remember to use whole, half, quarter, eighth, and
sixteenth notes only.

| l l l

mysearchlab
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7-3. Rewrite the following rhythms using beams instead of flags.

PRNRN
]

@

| | o [
[ [ I
Wi hlab 7-4. Continue and complete the following short rhythmic compositions.

yseay Each is four measures in length. Be prepared to perform your com-

positions in class. Remember to use whole, half, quarter, eighth, and
sixteenth notes only.

3

w
@
a
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Name:

Date:

Instructor’s Name:

7-5. Set the following poetic texts to an appropriate rhythm. Each syllable ...
should receive a note. Accented syllables should be placed in accented my
parts of the measure; unaccented syllables should be placed in un-
accented parts of the measure. You should write complete, correct
measures in ; using whole notes, half notes, quarter notes, eighth
notes, and sixteenth notes as appropriate. Each setting is begun for
you. Use as many measures as you feel you need. Be prepared to per-
form your settings in class. (See Exercise 6-4 for an example of the
proper procedure.)

archlab

171]
P

Note: In vocal music, composers traditionally use a separate stem
and flag for each syllable of text, without beams; this practice can be
seen throughout the anthology at the end of this book. In the written
exercises, however, students are asked (at the discretion of the instructor)
to use beams in the manner of instrumental music.

a. Whither is fled the visionary gleam?
Where is it now, the glory and the dream?
(William Wordsworth)

o

Whith - er is fled the

b. Let us go then, you and I,
When the evening is spread out against the sky
Like a patient etherized upon a table.
(T. S. Eliot)

L1 T

Let us go then

RN
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Lesson 8: Dots and ties

In this lesson you will learn about the augmentation dot, dotted rhythms, ties, and
anacrusis.

An augmentation dot placed directly after a note increases the time-value of Augmentation dot
that note by one half. In principle, any note can have its value increased in this

way, but as a practical matter, we will be talking about three dotted notes: dotted

half notes, dotted quarter notes, and dotted eighth notes. (When the notehead is

on the line of the staff, the augmentation dot is placed just above the line.)

A P
Augmentation dot ‘J-; - JLL

The augmentation dot gives us three new rhythmic figures called dotted Dotted rhythms
rhythms by combining a dotted half with a quarter, a dotted quarter with an
eighth, and a dotted eighth with a sixteenth. In each case, a larger value is
divided into two unequal parts.

Dotted rhythms ! ' !

Notice that a dotted eighth note and a sixteenth note that combine into a
quarter note beat can be beamed together.

Dotted eighth

and sixteenth or .

not
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Tie

Slur

Anacrusis

Still more rhythmic values become available through the use of the tie.
A tie is a curved line that connects two notes of the same pitch. It combines
those two notes into a single note whose duration is the sum of the two notes.
Notice that ties always join noteheads, never stems.

Ties

et
L EL

A slur, in contrast, is an articulation mark used to suggest a smooth con-
nection between two or more different notes. Slurs and ties are both created
with curved lines, but the slur does not affect the rhythmic values.

Do not allow a dotted note to obscure the beats of the measure, particu-
larly beat 3. Ties should be used instead.

Correct Incorrect

N Y R W
o e

A piece of music may begin on the downbeat (first beat) of a measure or
it may begin in the middle of an incomplete measure. An incomplete prelimi-
nary measure is called an anacrusis, upbeat, or pickup. By convention, when
a piece begins with an anacrusis it will end with an incomplete measure. The
durations of the anacrusis and the final measure combined will be equal to
one full measure. For example, in 3, if the anacrusis is one beat long, the final
measure will be three beats long.

Anacrusis

anacrusis incomplete
(1 beat) final measure
(3 beats)
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Lesson 8: In-class activities

1. Dictation. Within each group, the instructor will perform the three
rhythms in a random order. Identify the rhythm you hear and tap it back.

Group 1 Group 2

b gddd  MIILTly el Sl Dy

2. Solo. Suggestions for performance: (1) another member of the class
claps the beats (or just the downbeat of each measure) while you clap
or tap the given rhythm; (2) stamp your foot on each downbeat while
clapping the rhythm, or tapping it, or chanting it using the syllable “ta”;
(3) tap the four beats of the measure with your hand while chanting the
rhythm using the syllable “ta”; (4) say the beats of the measure (1-2-3-4)
while tapping the rhythm with your hand; (5) tap the beats with one
hand while tapping the rhythm with the other; (6) conduct the beats with
your right hand while chanting the rhythm using the syllable “ta.” It is a
good idea to tap four preparatory beats, or count 1-2-3-4, or conduct one
preparatory measure before beginning each exercise in order to establish
the tempo.

a. Bach, Chorale

| 108
N
| 108
TT®

b. Mozart, “Dove sono”

Allegro

o) -~ p— - P—

.1}
T
J '
TTe
T

e
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c. Mendelssohn, Piano Trio (half of the measures in this passage have
the same rhythmic pattern: a dotted quarter note followed by five
eighth notes).

Allegretto

N oo
‘F
|
(7%
Lﬂ
e
)]
[W

_i__

d. Chopin, Prelude in C minor (all four measures share the same rhyth-
mic pattern).

3. Duets. Suggestions for performance: (1) one student or group of stu-
dents performs each part of the duet, either tapping or chanting “ta.”
Then switch parts; (2) a single student chants the upper rhythm while
tapping the lower and then vice versa.
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4. Improvisation. You are given two measures of a rhythm in % With whole

notes, half notes, quarter notes, eighth notes, and sixteenth notes avail-
able to you, as well as dotted rhythms, continue and conclude by im-
provising two more measures. In your improvisation, use the rhythmic
values and ideas found in the two measures you are given. Perform your
improvisation by clapping your hands, tapping on your desk, or chanting
using the syllable “ta.” Three suggestions for performance: (1) improvise
a two-measure continuation and conclusion; (2) perform your improvi-
sation in continuing succession with other students, in tempo and with-
out missing a beat. As one student concludes an improvisation, another
begins immediately, either by performing all four measures (beginning
with the two given measures) or just the two-measure improvisation;
(3) after you complete an improvisation, another student may be asked
to perform what he or she heard you do. The example that follows
shows three possible continuations for a given opening.

SO Oy

Example:

OIS0
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Name:

Date:

Instructor’s Name:

LessoN 8: EXERCISES

8-1. Insert barlines to create complete measures in % meter.

a * *

b. 4 . . .

c. % S . . . . .

d. - . .

8-2. There are blank places, indicated with arrows, in some of these mea- iivsearchlab
sures in # meter. Fill them in by adding one or more notes of the proper ysearch
time-value. Use at least one dotted rhythm in each exercise.

l l .

|’||'u' | f H

®
9
R

o
-9
-9

75
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mys archlab 8-3. Rewrite these rhythms using dots instead of ties.

RN

4 | | | I
4 | | | |
iivséarchlab 8-4. Continue and complete the following short rhythmic compositions.
ysearch Each should be four measures in length. Be sure to use dotted rhythms

and ties. Be prepared to perform your compositions in class.
4. C | | I
4 I’ | | | |




Name:

Date:
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Instructor’s Name:

8-5. Set the following poetic texts to an appropriate rhythm. Each syllable

should receive a note. Accented syllables should be placed in accented
parts of the measure; unaccented syllables should be placed in unac-
cented parts of the measure. You should write complete, correct mea-
sures in # using whole notes, half notes, quarter notes, eighth notes,
sixteenth notes, and dotted rhythms as appropriate. Each setting is be-
gun for you. Use as many measures as you feel you need. Be prepared
to perform your settings in class. (See Exercise 6-4 for an example of
the proper procedure.)

Note: In vocal music, composers traditionally use a separate stem
and flag for each syllable of text, without beams; this practice can be
seen throughout the anthology. In the written exercises, however, stu-
dents are asked (at the discretion of the instructor) to use beams in the
manner of instrumental music.

a. O body swayed to music, O brightening glance,
How can we know the dancer from the dance?
(W. B. Yeats)

4 o | . . .
At 1T T iy
O bo - dy swayed to
I
I
b. Because I could not stop for Death—
He kindly stopped for me.
(Emily Dickinson)
e | _.
\v;

9

T

Be - cause I could
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Lesson 9: Rests

In this lesson you will learn about rests.

Any rhythmic value can be represented by either a note or a rest. A rest is a Rest
silence of a certain duration. First let’s consider rests that last for the duration
of a whole note, half note, or quarter note.

L | - H | H | [
Rests _4:!‘—“—|—H—F‘—FJ—|—-—-—H—@—|—£—£—£—£—H

The whole-note and half-note rests are written using the same shape, but
the whole-note rest hangs below the fourth line of the staff and the half-note
rest sits on the middle line. The squiggly quarter-note rest lies between the
lowest and highest spaces of the staff. Use the staves that follow to practice
writing whole-note, half-note, and quarter-note rests.

Write whole-note rests.

MR

Write half-note rests.

MR

Write quarter-note rests.

I
/) 1
o I
A 1

A4t

/) ]
o o
AY AY

MR

Note that in # meter, two quarter-note rests on beats 1-2 and 3-4 are nor-
mally combined into a single half-note rest. Half-note rests, however, are not
used to span beats 2-3.

Correct Incorrect

[#

. 1

Using half-note and =
quarter-note rests

\

1

i
I8

The eighth-note rest is a diagonal straight line with a short flag attached at
the top. The sixteenth-note rest is formed the same way, but with a double flag.

Eighth-note rests i? £
] ]

——

Lle
e

—

/

e

—

Sixteenth-note rests

g=

~ele
~ele
~ele
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Use the staves that follow to practice writing eighth-note and sixteenth-
note rests.

Write eighth-note rests.

! b | | |

N

8
<
1™
1™

—

Write sixteenth-note rests.

| ! | |

~e|

e

\
i
4

As with notes, adding a dot to a rest increases its length by half.

= +
- - )
PN
A
= +
Dotted rests = ¥ 7
AY A
= +
YK (7] o
1 1 .1

In practice, the dotted half-note rest is not used in 3 meter, because a
half-note rest and a separate quarter-note rest better respect the accent on the
third beat of the measure.

Correct Incorrect

Dotted half-note # — i — ;”? = i = ;ﬁ

rest in - ‘ ! ‘

A
A

Note that while rests may be dotted, they may not be tied.
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Lesson 9: In-class activities

1. Dictation. Within each group, the instructor will perform the three
rhythms in a random order. Identify the rhythm you hear and tap it back.

Group 1 Group 2
I
2 FE e e io el | Fapcasrae e o
> 3 | | | | I | 11} > 3 | | 71 | 1 | | 11}
I I I I I [ T el |4 I I
I
bEEE e fEEEEraey e
| 1/ | | 1/ | 71 11}
I I I I I [ [ |
I
o FEEErtE el o EEreperas e
> | | 71 | 1/ | Y | | | 11}
I I I I = T ol = I
Group 3
I
R o e e e |
| | AS | | | 1/ 1 11}
I I ] r I

2. Solo. Suggestions for performance: (1) another member of the class
claps the beats (or just the downbeat of each measure) while you clap or
tap the given rhythm; (2) stamp your foot on each downbeat while clap-
ping the rhythm, or tapping it, or chanting it using the syllable “ta”; (3) tap
the four beats of the measure with your hand while chanting the rhythm
using the syllable “ta”; (4) say the beats of the measure (1-2-3-4) while tap-
ping the rhythm with your hand; (5) tap the beats with one hand while
tapping the rhythm with the other; (6) conduct the beats with your right
hand while chanting the rhythm using the syllable “ta.” It is a good idea to
tap four preparatory beats, or count 1-2-3-4, or conduct one preparatory
measure before beginning each exercise in order to establish the tempo.

a. Allegro

d. Lively

1€
2y
e
e

e e
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e. Bach, Fugue in G minor (both measures start with a rest and end with
two quarter notes).

-

f. Mozart, “Dove sono” (this phrase begins with an anacrusis, a pickup to
the first measure).

Allegro
o) - 53 . — |
—H Q—P"’-F—Fﬁ—
iv4 | S— |  — | | | i I | 1 | I AI I I
P) Y = T r—1 — T

g. Mozart, Sonata (the rests in measure 3 occur on the beat, while the
eighth notes occur after the beat—that’s a syncopation, a topic to be
discussed in Lesson 13).

109 Allegro
I I
:)V = I I = ;: = I I hal I I — I I ]
111
£ b e \
p” AR~ il 1 | 1 I ]
iV - il 1 17 1 I 1 I I | ) ]
oJ 4 !

3. Duets. Suggestions for performance: (1) one student or group of stu-
dents performs each part of the duet, either tapping or chanting “ta.”
Then switch parts; (2) a single student chants the higher rhythm while
tapping the lower and then vice versa.

I H
x (7 /] ) P /] /] /] [#) ] )
/| N \. I N \. \. N \. N I N I ]
x | AS I I I AS I I AS I AS I AS I
T T T T T T T T T
a.
/] [#) r] /] r] (]
==L== =SS L ===~
T T T T T T T T T
2 (] (]
e = | = _— e
T T T T T T T
“g F P /] F F /] /] ] F P [#]
N N N N I I \. N
AS I I AS I I AS I I I I I AS
T T T T T T T T T
e e e e e e e i i e
X [ /1T 1 I/ T 1 I AS T 1 I I I
= L T [—— T T
C.
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e e e i i it it i i
_—_— e e =

4. Improvisation. You are given two measures of a rhythm in % With whole
notes, half notes, quarter notes, eighth notes, and sixteenth notes avail-
able to you, as well as dotted rhythms and rests, continue and conclude by
improvising two more measures. In your improvisation, use the rhythmic
values and ideas found in the two measures you are given. Perform your
improvisation by clapping your hands, tapping on your desk, or chanting
using the syllable “ta.” Three suggestions for performance: (1) improvise a
two-measure continuation and conclusion; (2) perform your improvisa-
tion in continuing succession with other students, in tempo and with-
out missing a beat. As one student concludes an improvisation, another
begins immediately, either by performing all four measures (beginning
with the two given measures) or just the two-measure improvisation;
(3) after you complete an improvisation, another student may be asked
to perform what he or she heard you do. The example that follows
shows three possible continuations for a given opening.

- P P 8 1 W B
R U T T U P R S A S

83



This page intentionally left blank



Chapter 2: Rhythm and Meter

Name:

Date:

Instructor’s Name:

LessoN 9: EXERCISES

9-1. Rewrite the rhythms that follow, replacing each note with a rest of the
same time-value.

4 z - = 2 = » » = » o f
4 j — j j — j ] j j j i i
I I I I I — — I I
a.
= I I I f
= i i i i
I I I H
- I i i i —* i = — il
x } \r/ } \r/ | | ﬂ I ﬂ } 1 } } } 1 11
b.
7 I I I H
x 1 1 1 1
7. 1 1 1 11}
x 1 1 1 11
9-2. Insert barlines to create complete measures in 3 meter.
===
I I I I
b 2 1/ 7 1/ 7 I I s ‘i. 1/ VA .7 i - ‘l \F \F. 7 }.. .7
T T— I I I

g
~Ne
1N
o
N
2
~Ne
~Ne
)4
e
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mysearchlab 9-3. There are blank spots, indicated with arrows, in some of these measures
in # meter. Fill in with a single rest to create complete measures of 4.

bl IS T S

q
_4

AL

Hivsearchlab 9-4. Continue and complete the following short rhythmic compositions.
mysearchia .

Each should be four measures in length. Be sure to use rests. Be pre-
pared to perform your compositions in class.

|
N

4] B

=3
IR
T8
N
Lle|
Lle|
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N
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Date:
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Instructor’s Name:

9-5.

Set the following poetic texts to an appropriate rhythm. Each syllable
should receive a note. Accented syllables should be placed in accented
parts of the measure; unaccented syllables should be placed in unac-
cented parts of the measure. You should write complete, correct mea-
sures in # using whole notes, half notes, quarter notes, eighth notes,
sixteenth notes, dotted rhythms, and rests as appropriate. Each setting
is begun for you. Use as many measures as you feel you need. Be pre-
pared to perform your settings in class. (See Exercise 6-4 for an example
of the proper procedure.)

Note: In vocal music, composers traditionally use a separate stem
and flag for each syllable of text, without beams; this practice can be
seen throughout the anthology at the end of this book. In the written
exercises, however, students are asked (at the discretion of the instruc-
tor) to use beams in the manner of instrumental music.

a. O Captain! my Captain! our fearful trip is done.
(Walt Whitman)

ysearchlab

e

(0)

Cap - tain! my

b. Heard melodies are sweet, but those unheard
Are sweeter; therefore, ye soft pipes, play on.
(John Keats)

[ 7] y 2
/ PN

/

Heard mel - o - dies are
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Lesson 10: Duple meter (3 and 3)

In this lesson you will learn about % and § meter, alla breve ¢, upbeat, downbeat, and
conducting patterns.

2 . . 3
In ; meter, each measure consists of the time-value of two quarter notes. % Meter

I
2 ﬁ? F - r )
ofe; I | 1
z meter X = |

™
™
™
™

As with %, discussed in the previous lessons, the actual note values need
not be quarter notes so long as each measure contains the durational equivalent
of two quarter notes. A measure of ; might contain one half note, two quar-
ter notes, four eighth notes, eight sixteenth notes, or any combination of those
rhythmic values that adds up to a total duration equivalent to two quarter notes.

As with % the beats of ; meter have a different character. The first beat of
the measure is the downbeat. It is relatively strong and receives an accent; it Downbeat
gives a sense of stability and arrival. The second beat of the measure is the up- Accent
beat. It is relatively weak and unaccented; it gives a sense of dynamic motion  Upbeat
that leads to the downbeat.

Downbeatand upbeal S @ @t @~ @i s s s sspsep o |
> 3

2 is a duple meter because its measure contains two beats. Another im- Duple meter
portant duple meter is 3, a measure that contains two half-note beats. A mea-
sure of  has the same duration as a measure of %, but has only two half-note
beats 1nstead of four quarter-note beats. The time signature for 3 is often writ-
ten with the symbol ¢. This meter is sometimes called alla breve, which is Alla breve
another way of saying that the measure contains two half-note beats (breves).

)
3 Meter

or

metel

W

R
5

£ ~
I I
I I

P 2
I I
I I

~ P
I I
I I

£ ~
I I
I I

Aswith #and} a Varlety of rhythrmc patterns can be used in 3. The pattern
of accents is the same in 3 as in : the measure consists of a weighted downbeat
and a relatively weak upbeat.

I

or

2
2 meter
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Conducting The conducting pattern is the same for both meters and reflects this
pattern pattern of accents.
Start

here — 3

Conducting
pattern for

9 a
zand 3

Lesson 10: In-class activities

1. Dictation. Within each group, the instructor will perform the three
rhythms in a random order. Identify the rhythm you hear and tap it back.

Group 1 Group 2

O e i e e |
} \/Iu}lu}l}ll ‘I\E\El\r/}\r/I} 1

(O 2 s s | L T e e e e e |
_4} \/I}ul}ul}ll ’:[\ﬂ\ﬁl\r/}\r/I} 11}
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cZrEriEEmeap | (e i
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} } 1 } u 1 } \r/ 1 } 1] | ﬂ | ﬁ 1 } \r/ 1 } 11}
Group 3 Group 4
2. A PP e eeepro] , el eEEp o mroy
A } } 1 } } 1 } } } } 1 1] T } } 1 } I A | } } 1 11}
b A | | | I | | I | | 1 1] b. T | | | I I I . 11 11}
I I I I I T I I I S —— I 1

|

. A—wlowlessn o c. X =
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2. Solo. Suggestions for performance: (1) another member of the class
claps the beats (or just the downbeat of each measure) while you clap
or tap the given rhythm; (2) stamp your foot on each downbeat while
clapping the rhythm, or tapping it, or chanting it using the syllable “ta”;
(3) tap the two beats of the measure with your hand while chanting the
rhythm using the syllable “ta”; (4) say the beats of the measure (1-2)
while tapping the rhythm with your hand; (5) tap the beats with one
hand while tapping the rhythm with the other; (6) conduct the beats
with your right hand while chanting the rhythm using the syllable “ta.”
It is a good idea to tap two preparatory beats, or count 1-2, or conduct
one preparatory measure before beginning each exercise in order to
establish the tempo.



Chapter 2: Rhythm and Meter 91

a. Mozart, “Dove sono” (the rhythm in measures 1-4 is the same as in
measures 9-12).

Andantino

)
)
He
}

b. Schubert, “Heidenroslein” (this music uses flags instead of beams for
eighth notes. That is common in vocal music, where each syllable of
the text receives a note, and the notes have their own flags).

Lieblich (J = 69)
0 | [ o

c. Arlen, “Over the Rainbow” (the rhythm in measures 1-2 is the same as
in measures 5-6).

Moderately
A 1

! (7] | 1 ! 1 ]
#&H! \ \ —® > P_'_P T ) | = 1
p/— i - ® i i  — i —© |
ANIV L—— I T ] ] ] I = ] T 1
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[ £ an LA/ | [#] | | 1 | | | | o 1 1
SV I 1 < ’ i @ 1 - 1 o 1

D) -&- v

d. Rodriguez, “La Cumparsita” (the rhythm in measures 1-2 is the same
as in measures 3-4).

s == |

\d\l L= 3 H# 1 1 ‘ \#-‘\- '\ 1 v 1 1 ‘ \#-‘\- ‘_l

3. Duets. Suggestions for performance: (1) one student or group of stu-
dents performs each part of the duet, either tapping or chanting “ta.”
Then switch parts; (2) a single student chants the higher rhythm while
tapping the lower and then vice versa.
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4. Improvisation. You are given four measures of a rhythm in either ; or 3.
With whole notes, half notes, quarter notes, eighth notes, and sixteenth
notes available to you, as well as dotted rhythms and rests, continue
and conclude by improvising four more measures. In your improvisa-
tion, use the rhythmic values and ideas found in the four measures you
are given. Perform your improvisation by clapping your hands, tapping
on your desk, or chanting using the syllable “ta.” Three suggestions for
performance: (1) improvise a four-measure continuation and conclusion;
(2) perform your improvisation in continuing succession with other stu-
dents, in tempo and without missing a beat. As one student concludes
an improvisation, another begins immediately, either by performing all
eight measures (beginning with the four given measures) or just the four-
measure improvisation; (3) after you complete an improvisation, another
student may be asked to perform what he or she heard you do. The exam-
ple that follows shows three possible continuations for a given opening.
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Name:

Date:

Instructor’s Name:

Lesson 10: Exercises

. .2 2
10-1. Insert barlines to create complete measures in ; or 3 meter.

a._%:' P = " — = e —

; ; ; —F — SSE5 ‘
b . oo e e . e o o
] ; = — =
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. 4e e e e e o 4 e o o o oo 0 s 0 0 O
ﬂ} } } } I } I } } I I I I I I I }

10-2. There are blank places, indicated with arrows, in some of these mea- fvsearchlab
.2 2 . - . ysedrcnila
sures in 3 or 3 meter. Fill them in by adding one or more notes of the
proper time-value.

l | l l
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mysearc

~hlab 10-3.

Continue and complete the following short rhythmic compositions.
Each should be six measures in length. Be prepared to perform your
compositions in class.

N meg

N I Y | | | |
4 I’ | |' | | | |
P | | | | I
hd |' | [’ | | | | |
Cereenrl L
L]
fysearchlab 10-4. Set the following poetic texts to an appropriate rhythm. Each sylla-

ble should receive a note. Accented syllables should be placed in ac-
cented parts of the measure; unaccented syllables should be placed in
unaccented parts of the measure. You should write complete, correct
measures in ; or 3 using whole notes, half notes, quarter notes, eighth
notes, sixteenth notes, dotted rhythms, and rests as appropriate. Each
setting is begun for you. Use as many measures as you feel you need.
Be prepared to perform your settings in class. (See Exercise 6-4 for an
example of the proper procedure.)

Note: In vocal music, composers traditionally use a separate stem
and flag for each syllable of text, without beams; this practice can be
seen throughout the anthology. In the written exercises, however, stu-
dents are asked (at the discretion of the instructor) to use beams in the
manner of instrumental music.

a. Made weak by time and fate, but strong in will
To strive, to seek, to find, and not to yield.
(Tennyson)

: S

Made

weak

by  time




Name:

Date:

Instructor’s Name:

b. Since then, at an uncertain hour,
That agony returns:
And till my ghastly tale is told,
This heart within me burns.
(Coleridge)
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Since then, at an
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Lesson 11: Triple meter (3)

In this lesson you will learn about § meter and its conducting pattern.

% is a quadruple meter because it divides the measure into four beats.  and
% are duple meters because they divide the measure into two beats. The re-
maining principal kind of meter is triple meter, which divides the measure Triple meter
into three beats. §, 3, and 2 are all examples of triple meter and, of these, § is the

most commonly used.

# meter indicates a measure that consists of three quarter-note beats. i meter
| | ]
3 ) e S —— i — R — — — S —— —  ——
4 meter % i i T i i — i i i \P i i i

A variety of rhythmic figures can be used in § meter. Only the whole note
cannot be used—it is too long for the measure.

When using rests in 2, remember two rules: (1) a whole-note rest is used to
fill the measure, not a dotted half-note rest; (2) a rest that lasts for two quarter
notes should be indicated with two quarter-note rests, not one half-note rest.

Correct Incorrect

.3
Rests in j

eSS EE ==

ESSSSgEs==

As with the other meters we have discussed, the beats of 3 have a distinc-
tive character. The first beat is the downbeat and is strong compared to the
other two. The third beat is an upbeat that leads to the downbeat. The second
beat is a kind of echo or rebound from the first beat.

—
N |«
—
—>

ﬂ

|
Accentuation in § e i
k> 3 1 }
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Conducting The conducting pattern for } reflects the accentual pattern.
pattern

Start ———>»|\g

here

Conducting
pattern for §

Lesson 11: In-class activities

1. Dictation. Within each group, the instructor will perform the three
rhythms in a random order. identify the rhythm you hear and tap it back.

Group 1 Group 2
a ﬁ'l | | | I 17 1 | I 1] a. _4 | | | | | I 71 | | | 11}
I I I r 1 I I I I T el I
b 4 | | | | I 17 1 | I 1] b‘ 4 | | | | | I 71 | | 11}
I I I I r 1 I — == I r T I
¢ "‘l | | | I | 1 1 1] C. ﬁ’i | | | | | I | | 1 1 11}
I I I I I I I == — I
Group 3
a ) PP & | -+ OO P| /- 1]
- : u} } |} \r/\ |} T
b
S TEE o B
1
e e |
> S } 1 u } \'/ 1 } 11}

2. Solo. Suggestions for performance: (1) another member of the class
claps the beats (or just the downbeat of each measure) while you clap
or tap the given rhythm; (2) stamp your foot on each downbeat while
clapping the rhythm, or tapping it, or chanting it using the syllable “ta”;
(3) tap the three beats of the measure with your hand while chanting the
rhythm using the syllable “ta”; (4) say the beats of the measure (1-2-3)
while tapping the rhythm with your hand; (5) tap the beats with one
hand while tapping the rhythm with the other; (6) conduct the beats with
your right hand while chanting the rhythm using the syllable “ta.” It is a
good idea to tap three preparatory beats, or count 1-2-3, or conduct one
preparatory measure before beginning each exercise in order to establish
the tempo.
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a. Schumann, Song (this passage makes frequent use of the rhythmic
figure of a dotted eighth note and a sixteenth note).

b. Lang, Song (as in the Schumann song, the combination of a dotted
eighth note and a sixteenth note is common in this passage).

Langsam

c. Haydn, String Quartet (the rhythm in measures 56-58 is the same as
in measures 60-62).

Allegro

o) 56 |

A E— — = — :
e Y/ N I S— 1 I I p— i  —— T I
Q)U“ld |= 1 & 'l Iil_ J__‘I_
60h |

7 I T " T p— —
e+~
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3. Duets. Suggestions for performance: (1) one student or group of stu-
dents performs each part of the duet, either tapping or chanting “ta.”
Then switch parts; (2) a single student chants the higher rhythm while
tapping the lower and then vice versa.

e

)

N

N

N
NN

N

-\

| |
=t
c. Chopin, Prelude (the upper part is just a bit more active rhythmically
than the lower).

Andantino
iﬁf&h{ n > ot e F‘.’ i =
fos—1—%—  — o 2 f A= t t t
ANV X 4 I I I I T 1
e [ [ [
S —— =
i /3 f £ g .” P { f f f
1 x | | | I T

o T T

d. Haydn, String Quartet (these are the first violin and cello parts).

Allegro

A — | L
3T e " |5 *| e
S e = B
o o ‘ ‘
4 CHl) ] - 1 S o 1 I I
)31 et s e e
24— < 1 € o —@ @ €
6/) /—\_#_P/\fﬂtf\'ﬂ'ha -5
| I _P‘\._M | I N . | \llﬂl‘;\L
el (e[ Pe T 0 T S0 I
ANV I | > I 1
T - A
. VN /—\
P i /2 > oo | e, |£ .
e e e e
| I 1 I I
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4. Improvisation. You are given four measures of a rhythm in . With half
notes, quarter notes, eighth notes, and sixteenth notes available to you,
as well as dotted rhythms and rests, continue and conclude by improvis-
ing four more measures. In your improvisation, use the rhythmic values
and ideas found in the four measures you are given. Perform your impro-
visation by clapping your hands, tapping on your desk, or chanting using
the syllable “ta.” Three suggestions for performance: (1) improvise a four-
measure continuation and conclusion; (2) perform your improvisation in
continuing succession with other students, in tempo and without missing
a beat. As one student concludes an improvisation, another begins imme-
diately, by performing all eight measures (beginning with the four given
measures) or just the four-measure improvisation; (3) after you complete
an improvisation, another student may be asked to perform what he or she
heard you do. The example that follows shows three possible continuations
for a given opening.

Frofosotosfodeto o poedea e Ll
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Name:

Date:

Instructor’s Name:

LessoN 11: Exercises

11-1. Insert barlines to create complete measures in § meter.

T — i i k— i i — i — i
a. —p—o o - P m— = s e — S — S—
[>] } k } } } I I I I l’\ } I I I I } }
o — e S S———— — — ——— —R———— ™,
L S —— i i i o — o — k—F i
C.fpw—ww = o =  C——  C——" e — — L —
11-2. There are blank places, indicated with arrows, in some of these mea- ‘r“ri'y»reatrchlab
sures in § meter. Fill them in by adding one or more notes of the proper -
time-value.
I 1
3 | | | |
== . PR — b

A
1

o
M
I8
_HA
e
ha

A
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=
o
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 SE

11-3. Continue and complete the following short rhythmic compositions. mysearchlab
Each should be four measures in length. Be prepared to perform your
compositions in class.

2

S
FCH
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| |
b. =74 & 2

ﬁajys earchlab 11-4. Set the following poetic texts to an appropriate rhythm. Each syllable
should receive a note. Accented syllables should be placed in accented
parts of the measure; unaccented syllables should be placed in unac-
cented parts of the measure. You should write complete, correct mea-
sures in  using half notes, quarter notes, eighth notes, sixteenth notes,
dotted rhythms, and rests as appropriate. Each setting is begun for
you. Use as many measures as you feel you need. Be prepared to per-
form your settings in class. (See Exercise 6-4 for an example of the
proper procedure.)

Note: In vocal music, composers traditionally use a separate stem
and flag for each syllable of text, without beams; this practice can be
seen throughout the anthology. In the written exercises, however, stu-
dents are asked (at the discretion of the instructor) to use beams in the
manner of instrumental music.

a. What passing-bells for these who die as cattle?
Only the monstrous anger of the guns.

(Wilfred Owen)
i T R
What pass - ing - bells

b. And what rough beast, its hour come round at last,
Slouches toward Bethlehem to be born?

(W. B. Yeats)
4 |

And what rough beast,
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Lesson 12: Compound meter (§)

In this lesson you will learn about compound meter, § meter, and its conducting pattern.

The meters we have discussed so far (4,5, 3, and 3 ) are considered simple meters Simple meter
because their beats (quarter note or half note) are divided into two parts

(eighth notes or quarter notes) and the beat itself is a simple value. In

compound meters, in contrast, the beat is divided into three parts and the Compound meter
beat itself is a dotted note: a dotted eighth note, dotted quarter note, or dotted

half note. In § meter, for example, there are two dotted quarter-note beats per § meter

measure, and each beat is divided into three eighth notes.

I N N N

4] _6_. T T

g meter (3] I I i

gis thus duple compound meter (two beats, each divided into three parts).
9 (triple compound meter with three dotted quarter beats) and ¥ (quadruple
compound meter with four dotted quarter beats) are also compound meters,
but § is the most commonly used and the one we will focus on here.

As with the other meters we have studied, many different rhythmic pat-
terns are possible in §. There are two beats in the measure: The first beat is the
downbeat, the second is the upbeat.

L

) & & O & | & P - | P OO P | P OOPOII- | D 1

{‘; L)
l]]CtCI" [® I I I I | | 171 | | 1/ T |
B T e T r—1 T =1 e — 1 {—

A measure of § has the same duration as a measure of §. They are both
the length of six eighth notes, but they are divided differently: a measure of
& consists of two beats, each a dotted quarter note long, while a measure of 3
consists of three beats, each a quarter note long.

6 3
gand

Note that beams are used to define the beat: they never span across the
division between beat 1 and beat 2.

Correct Incorrect

Beamsing —w—w—w @ — e —— S ——
r
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As with beams, rests should be used to clarify the beats; a rest should not
span across the division between beat 1 and beat 2.

Correct Incorrect

[ N I T 1 (@ N I [ 1
== T— — T—

Rests in ;:
(& | I A3 1/ 1 (& | I Y 1/ 1
—] 4 —] r
Conducting The conducting pattern for § is the same as for the other duple meters, 3

pattern and 3 (see Lesson 10).

Lesson 12: In-class activities

1. Dictation. Within each group, the instructor will perform the three
rhythms in a random order. identify the rhythm you hear and tap it back.

Group 1 Group 2
W e e e I
(® ) } \'/ } \r/ | I | | } 1] (® ) | d | | | | | I d | } 11}
b mw—wws tesmep | | G mwees——ais w1
(® ) /1 ./ | | I | | | 1] (® ) | | | VA | I ./ | 11}
r I T I ——— I I I T I

2. Solo. Suggestions for performance: (1) another member of the class
claps the beats (or just the downbeat of each measure) while you clap
or tap the given rhythm; (2) stamp your foot on each downbeat while
clapping the rhythm, or tapping it, or chanting it using the syllable “ta”;
(3) tap the two beats of the measure with your hand while chanting the
rhythm using the syllable “ta”; (4) say the beats of the measure (1-2)
while tapping the rhythm with your hand; (5) tap the beats with one
hand while tapping the rhythm with the other; (6) conduct the beats
with your right hand while chanting the rhythm using the syllable “ta.”
It is a good idea to tap two preparatory beats, or count 1-2, or conduct
one preparatory measure before beginning each exercise in order to
establish the tempo.
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a. Allegro
:-m------—-_-m------__--l_l
(& _H| ﬂ\ I I I I} \r/} I T ﬂ\ I I I I} } \r/I} 11
b. J =60
:-_-_---_--_Z--_-_---_---_I
S ===
c. Presto

i
1

d. Andante

:.-------.-_--_--_---_--.-_l—l

S e e

e. Bach, Fugue in G Major (measures 1 and 4 have the same rhythm, as
do measures 2 and 3).

_Q_gﬁ‘_:ﬁ e T h‘w‘ -
'é g ; T JT | 1
) o
f. Mozart, Sonata (the rhythms in measures 1-3 are repeated in mea-
sures 5-7).
A u b Andante grazioso

SAHH | |

\d\} I ﬂ I I 14 1 I I 14 1 \yl } 17 I} \y) 1

3. Duets. Suggestions for performance: (1) one student or group of stu-
dents performs each part of the duet, either tapping or chanting “ta.”
Then switch parts; (2) a single student chants the higher rhythm while
tapping the lower and then vice versa.

" .- i dwd oy

@
|

107
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d. Bach, Fugue in G Major (the two parts are rhythmically distinct—they
rarely do the same thing at the same time).

D>
S

S e e P i e
@m—‘— i

"I(O“Iﬂ T 1 1 T T I I Ldi I I k;
S =S

e. Mozart, Sonata (as in the Bach Fugue, the two parts are rhythmically
quite independent of each other).

9 Andante grazioso .
:%gﬁh?'_ﬁrf_ﬁ_ L R
I 1 !/ I — I
%&ﬁ _— 1
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I 1 I ]
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4. Improvisation. You are given two measures of a rhythm in §. Continue
and conclude by improvising two more measures. In your improvisa-
tion, use the rhythmic values and ideas found in the two measures you
are given. Perform your improvisation by clapping your hands, tapping
on your desk, or chanting using the syllable “ta.” Three suggestions for
performance: (1) improvise a two-measure continuation and conclusion;
(2) perform your improvisation in continuing succession with other stu-
dents, in tempo and without missing a beat. As one student concludes an
improvisation, another begins immediately, either by performing all four
measures (beginning with the two given measures) or just his or her two-
measure improvisation; (3) after you complete an improvisation, another
student may be asked to perform what he or she heard you do. The example
that follows shows three possible continuations for a given opening.
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Name:

Date:

Instructor’s Name:

LessoN 12: EXercises

12-1. Insert barlines to create complete measures in § meter.

a- 8- - }. 7 ] 7 ] - \P 7, ] 7, ] - }. 7 ] - \P.
b. : ] ] ] ] ] Y — I — ] ] ] ] ] ] ] ] ] ] -
— r 4 v V1 — \ r — — \
] = e | K

C. :-_--_------_---_-----_---_-_

12-2. There are blank places, indicated with arrows, in some of these mea- gy, ., ~hlab
6 . . . y\..r\i_.'dlr\..a | a
sures in g meter. Fill them in by adding one or more notes of the proper
time-value.

» gy T | 1

B

]

12-3. Continue and complete the following short rhythmic compositions.
Each should be four measures in length. Be prepared to perform your
compositions in class.

s : : |
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12-4. Set the following poetic texts to an appropriate rhythm. Each syllable

Searc
mysearchlab should receive a note. Accented syllables should be placed in accented
parts of the measure; unaccented syllables should be placed in unac-
cented parts of the measure. You should write complete, correct mea-
sures in §. Each setting is begun for you. Use as many measures as
you feel you need. Be prepared to perform your settings in class. (See
Exercise 6-4 for an example of the proper procedure.)
Note: In vocal music, composers traditionally use a separate stem
and flag for each syllable of text, without beams; this practice can be
seen throughout the anthology. In the written exercises, however, stu-
dents are asked (at the discretion of the instructor) to use beams in the
manner of instrumental music.
a. And we are here as on a darkling plain
Swept with confused alarms of struggle and flight,
Where ignorant armies clash by night.
(Matthew Arnold)
. o o o |
8 Y B
And we are here as on a

b. Had we but world enough, and time,
This coyness, Lady, were no crime.
(Andrew Marvell)

R

Had we but
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Lesson 13: Syncopation

In this lesson you will learn about syncopation, accent marks, ties, and subdivision.

Every meter has a fixed pattern of downbeats and upbeats, consisting of
relatively accented and unaccented beats. And the beats themselves are
divided into smaller units that are also either relatively accented or unac-
cented. Syncopation involves the contradiction of these underlying pat-
terns. It makes the strong beats feel weak and the weak beats strong. In 3
meter, for example, the first and third beats are relatively strong, while the
second and fourth are relatively weak. This basic metrical framework may be
contradicted in three ways:

1. A stress is placed on a weak beat by playing the note on that beat louder
than normal. Often, composers use an accent mark to tell performers to
place stress on a particular note.

Accent mark :h

x

Ty

Ty

Ty
Ty

2. A weak beat is tied to a strong beat. As a result, the weak beat receives a
musical attack, but no note is attacked on a strong beat.

Tis f@—F—@ o S S
T T T T T

3. A strong beat is omitted, replaced by a rest.

o

A4

Rests

MRNPRN
A
TN
)1
At

Syncopations can occur in any meter. And they can occur both among
the beats and among the subdivisions of the beats into accented and unac-
cented eighth notes.

Syncopation

Accent mark

Subdivision

17 17 1711
r r r

ﬁ
I
|
ié

I I I I I I I —] T— T— —] T |4
Syncopations
= = = =
1 1
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Lesson 13: In-class activities

1. Dictation. Within each group, the instructor will perform the three
rhythms in a random order. Identify the rhythm you hear and tap it back.

Group 1 Group 2
N\ /N
a. I N I A S S N | a. g,
=== e
N\
e tm— i — e i zm— | 3 i — |
b y 7 711 — T 11 i b. —F——&—
> r | | — | | 11 k> 3 } } } } } 1 } 11}
/N
2~ & [ FeFsso | !
C. —g—1 I I I S S | C %? }a i }a F!FH
— =l el 1 T T T T T
Group 3
N\
B e 2 i & T 1
a. T —1 |
> S| I I I | | I 1 11
N\
. e i B i i B |
b. I I I I | I I 1 1]
L I — 11 1]
N\ N\ N\
- e i o B o i i B |
C. I I I I I | I I I 1 1]
L S I I N S A I S N | 1]

2. Solo. Suggestions for performance: (1) another member of the class
claps the beats (or just the downbeat of each measure) while you clap
or tap the given rhythm; (2) stamp your foot on each downbeat while
clapping the rhythm, or tapping it, or chanting it using the syllable “ta”;
(3) tap the beats with your hand while chanting the rhythm using the syl-
lable “ta”; (4) say the beats of the measure while tapping the rhythm with
your hand; (5) tap the beats with one hand while tapping the rhythm
with the other; (6) conduct the beats with your right hand while chanting
the rhythm using the syllable “ta.” It is a good idea to tap preparatory beats,
or count aloud, or conduct one preparatory measure before beginning each
exercise in order to establish the tempo.

a. Allegro
< e B e e B S Bt e B S Bt e s T
7 1/ I 17 | I | Vi I 171 1 I 7 I 17 | VA I 1/ | o 1N
x T I 14 | | I | I 4 I 14 | | I | I 4 I r | I 4 I 14 | | S 11
b. Allegro

c. Joplin, “The Entertainer” (sixteenth notes are often joined to obscure
the eighth-note beats).

ANotFast —_ . —
#:=i — }.‘ = L — - - ;'_!_q
Dagele o = == e
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d. Ellington, “It Don’t Mean a Thing” (in measures 12, 14, and 16, there is
a tie into the third beat of the measure).

» Lively
H | ' ' ' ' A | I
I I  — I N I I — T Do~ o ]
y 2 I I I | I I I | 2 I I I = Ll e = ]
eJ % }
What good is mel-o - dy,— what good is mus - ic,
15
H | y \ y y !
g U I N I I | P e — o T T ]
y S — - T ey e > T T |

Q) 4 | L4 T |

If it ain’t pos - sess-in’ some - thing sweet,

e. Handy, “St. Louis Blues” (in the first measure, a tie is used into the

third beat).
9
f) & — N A
P A ] - KN I I It | N 1 I I I ]
. | I I y 2 ]
e i R — L e i m— = —
— 1 > == A ]
oJ yr v g I
I hate to see— de ev’-nin’ sun go  down

3. Duets. Suggestions for performance: (1) one student or group of stu-
dents performs each part of the duet, either tapping or chanting “ta.”
Then switch parts; (2) a single student chants the higher rhythm while
tapping the lower and then vice versa.

a. Andante

B B )
‘a i

I A
x D

b. Andante
T
c. Allegro

e T T T

d. Ellington, “It Don’t Mean a Thing” (the lower part provides a steady
background for the intensive syncopations in the upper part).

Lively
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e. Joplin, “The Entertainer” (the lower part moves in steady eighth notes
against which the upper part provides nearly constant syncopations).

Not Fast
[a) —— = , A~
} = } = t? T ] — ® = —
e S = = = |
]

Z % —— - e
[— [—

\
4\

)

4. Improvisation. You are given two measures of syncopated rhythm in
various meters. Continue and conclude by improvising two more mea-
sures. In your improvisation, use the rhythmic values and ideas found
in the two measures you are given. Perform your improvisation by clap-
ping your hands, tapping on your desk, or chanting using the syllable
“ta.” Three suggestions for performance: (1) improvise a two-measure
continuation and conclusion; (2) perform your improvisation in continu-
ing succession with other students, in tempo and without missing a beat.
As one student concludes an improvisation, another begins immediately,
either by performing all four measures (beginning with the two given
measures) or just his or her two-measure improvisation; (3) after you
complete an improvisation, another student may be asked to perform
what he or she heard you do. The example that follows shows three
possible continuations for a given opening.

Example: ~ ~ ~

S e R
IR aane
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Name:

Date:

Instructor’s Name:

Lesson 13: EXERcCISES

13-1. Syncopate these rhythms by adding ties and accents. ﬁi’yseaf_rchlab
(] -
=== === |
b s
/ | | | | | | i | | i i
)]
) o - - = - - y 2 y 2
¢ & - - - - - = < <
[ [ [ [ [ [
A | | | | | | |
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d.  —r r — T » 2 — 3

13-2. Continue and complete the following short rhythmic compositions. g, oo n) lab
. N myb\:(_.ru.ﬂ a
Each should be four measures in length. Use ties, rests, and accents
to create syncopations. (Notating a syncopation occasionally involves
obscuring a beat of the measure, as in the common pattern in the first
measure of Exercise 13-2a.) Be prepared to perform your composi-
tions in class.

a 7 |P 7 \/
T
===
I N i i i M
. =63 o
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ﬁi’yseamﬁﬂglab 13-3. Set the following poetic texts to an appropriate rhythm. Each syllable
should receive a note. Use syncopations, which will deliberately distort
the natural accentuation of the words. Each setting is begun for you.
Use as many measures as you feel you need. Be prepared to perform
your settings in class. (See Exercise 6-4 for an example of the proper
procedure.)

Note: In vocal music, composers traditionally use a separate stem
and flag for each syllable of text, without beams; this practice can be
seen throughout the anthology at the end of this book. In the written
exercises, however, students are asked (at the discretion of the instruc-
tor) to use beams in the manner of instrumental music.

a. I placed a jar in Tennessee,
And round it was, upon a hill.
(Wallace Stevens)

e e

I placed a jar in

b. With his ebony hands on each ivory key
He made that poor piano moan with melody.
(Langston Hughes)

With  his e - bo - ny
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Chapter 2: Supplementary Lesson

In this lesson you will learn about rhythmic values smaller than a sixteenth note, triplets,
and other duple, triple, and quadruple meters.

The hierarchy of note values discussed in previous lessons—whole note, half

note, quarter note, eighth note, sixteenth note—can be extended downward to

notes of even shorter duration. A thirty-second note is half as long as a six- Thirty-second note
teenth note, and is written with a triple flag or beam. A sixty-fourth note is half ~ Sixty-fourth note
as long as a thirty-second note, and is written with a quadruple flag or beam.

Whole note o

Half note

. . .
S P
MMM NTT T T

S
JXADNINMNN TR T 5 50
=

e
soieroe | AAMAMAN o =

These basic note values, together with augmentation dots and ties, pro-
vide a rich variety of possible durations.

One additional kind of note value is a triplet, which is used to divide into  Triplet
three parts a note that is normally divided in two. A quarter note, for example,
is usually divided into two eighth notes, but can be divided instead into an
eighth-note triplet.

Eighth-note J !‘ J J
3

Quarter note

Eighth note

Thirty-second
note

’
.
)
Siveenthnoe | §
J

|
instead J J - J
S o i i i
3 3
In the same way, a whole note can be divided into a half-note triplet; a

half note can be divided into a quarter-note triplet; and an eighth note can be
divided into a sixteenth-note triplet.

triplet

3
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Half-note O O instead —<» (e

[l‘iplt“ls [ B 7 R 7 B 7 B 7 B 7 ) of 77 7] 7] 77

Quarter-note (2] (Z) instead —=

.
e Trfrrrr ° T

3 — 0 3

Eighth-note J @ instead —®
3

triplets of T =

3

.
Sixteenth-note J\' lh' instead jh' lh'
e = —

3 3

In previous lessons, we focused on the most commonly used musical
4 4 %3 and & Oth Isoi ional H
meters: % (or e),s (or €), 3, 5, and §. Other meters are also in occasional use. Here

are the main possibilities:

Time value Duple meter Triple meter Quadruple meter
of the beat 2 beats per measure 3 beats per measure 4 beats per measure
Half note 2ore 3 2
Simple Quarter note 5 ; iore
Eighth note : 3 8
Dotted half note ¢ H 2
Compound Dotted quarter note s : 2
Dotted eighth note A o 1
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Chapter 2: Self-Test

There are blank spots in some of these measures (indicated by arrows). Fill
them in by inserting one (1) note of the proper time-value.

} S b

]

RN
-9
B )
B )
B )
= )
-9
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Chapter 2: Self-Test (answer key)




3 Major and Minor Scales

Lesson 14: Major scale (C major)

In this lesson you will learn about the major scale, its arrangement of semitones and

whole tones, scale-degree numbers, scale-degree names, and solfege syllables.

A scale is a collection of notes used for a musical composition or part of a
composition. The notes are extracted from the music and written in ascending
order, within an octave. There are two scales commonly used in tonal music:
major and minor. In major and minor scales, each letter name occurs once;
none is omitted and none occurs more than once (except the first note, which
is duplicated at the octave). Major and minor scales thus contain seven different
notes.

A semitone (ST) is the smallest possible space between two notes. On
the piano keyboard, any two adjacent keys are a semitone apart. Twelve semi-
tones make up an octave.

Semitones

The note D, for example, lies a semitone above C# and a semitone below Eb.
Similarly, F is a semitone above E and a semitone below Gb.

Two semitones make up a whole tone (WT). Two notes a whole tone apart
are separated by one intervening note. A whole tone consists of two notes with
different letter names, written on a space and the adjacent line (or vice versa).

Whole tones

Among the white notes, C-D, D-E, F-G, G-A, and A-B are whole tones (they
all have a black note separating them).

A major scale consists of a particular sequence of whole tones and semi-
tones above any given note: whole tone, whole tone, semitone, whole tone, whole
tone, whole tone, semitone. A C major scale involves that sequence written start-
ing on C—it is the only major scale that can be written without any accidentals.

\J
C major scale s
- ANIV

3 - o 7 ] @
* '\/ ~_" \/ \/
WT WT ST WT

WT WT ST

Scale

Major scale
Minor scale

Semitone

Whole tone
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Scale degree

Tonic
Supertonic
Mediant
Subdominant
Dominant
Submediant
Leading tone

Solfége syllables
Do

Re

Mi

Fa

Sol

La

Ti

Each note of the scale is called a scale degree and these are commonly
numbered 1 through 8, with scale-degree 8 the same as scale-degree 1 an octave
higher. Scale-degree numbers are designated by a caret (*) over the number.

A A A A A A A A
n L 2 3 4 5 6 7 8
\J
Scale-degree numbers s

L g

There are semitones between scale-degrees 3—4 and 7-8. All the other steps in
the scale are whole tones.

Scale degrees are also called by the names tonic, supertonic, mediant,
subdominant, dominant, submediant, and leading tone.

[a)
Scale-degree 7z
names

R g

The tonic lies at the center of this naming system, with the mediant and domi-
nant three and five steps above, and the submediant and subdominant three
and five steps below.

subdominant submediant tonic mediant dominant
Tonic, in A - r ) /.
the middle *D——= ® ’ f
¢ 3 steps 3 steps 5
5 steps steps

The scale degrees are also sometimes referred to with solfége syllables:
do (pronounced “doh”), re (pronounced “ray”), mi (pronounced “mee”), fa (pro-
nounced “fah”), sol (pronounced “soh”), la (pronounced “lah”), and ti (pronounced
“tee”). These syllables are commonly used when music is sung.

0

Solfege syllables ,’\‘,‘l\ — = o o
ﬁ & g

do re mi fa sol la ti do

We thus have three different ways of naming each note of the C major
scale:

Note Scale-degree number Scale-degree name Solféege syllable
C Tor8 Tonic do
D 2 Supertonic re
E 3 Mediant mi
F 4 Subdominant fa
G 5 Dominant sol
A 6 Submediant la
B 7 Leading tone ti
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Each degree of the scale has its own distinctive character, its own dynamic
quality and tendencies.

2 w
Py [ ]

[
\Z
V¥
- L4

[a)

y.a

Dynamic qualities K@y
‘ Dj

Y
N

The tonic (scale-degree 1) embodies a sense of poised repose—it is normally
both the origin and goal of melodic motion, and the other degrees of the scale
tend to move toward it. It is the principal scale degree. The dominant (scale-
degree 5) is the second most important and stable scale degree. It lies just beyond
the midpoint of the scale and can be pulled either upward or downward to the
tonic. The supertonic (scale-degree 2), so called because it is a step above the
tonic, is often pulled down one step toward the tonic, as though caught in a
gravitational pull. The mediant (scale-degree 3), so called because it is halfway
between the tonic and the dominant, is relatively stable compared to the super-
tonic. Melodic motion often passes downward from the mediant to the tonic via
the supertonic. The subdominant (scale-degree 4) tends to move downward to
the more stable mediant, a semitone below it. The submediant (scale-degree 6)
is pulled downward toward the dominant, a step below it. The leading tone
(scale-degree 7) is so called because it has such a strong tendency to move up-
ward to the relatively stable tonic, a semitone above it. In short, the major scale is
not a neutral bunch of notes but a scene of dynamism and activity. It is a network
of relations in which each scale degree has a distinctive character and role.
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Lesson 14: In-class activities

1. Singing. Sing these three-note melodic fragments using scale-degree
numbers, solfege syllables, or a neutral syllable like “la,” as indicated by
your instructor.

a. b C. d
\J (> I H I H I ) H ) I I ) 1}
(~—— — T— — 1 T— —1— T— —1— 1
SV & I I 1 I 11 I I 1 I 11 I
D) o & =2 o @ < - @ = e =
A f.‘ g h.
A 1 ‘ ‘ ‘

2. Singing. Sing these melodies using scale-degree numbers, solfege syllables,
or a neutral syllable like “la,” as indicated by your instructor.
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9 J /) N I N
c. A —F T n I T n I I T n
RO | | E—— EE—
g o 2 = . =
5
‘9 ! t |
o i - s—p9» —F . . = ~
| v | | | | | |
& | 1 | 1 | 1

3. Singing. Sing these melodies using scale-degree numbers, solfege syllables,
or a neutral syllable like “la,” as indicated by your instructor.
a. Mozart, “Dove sono” (adapted; the melody starts in measure 9 as it did
at the beginning, but diverges thereafter).

Andantino

0

f
<
[
N
N

e
~H
o
N
e
| 1REE

7
A f— o T . :
_f . .7 I }/ I ‘V) I } I 1/ .7 1
ANV A — 1 I | - ] | - 174 | - I 17 | I I L | I — 14 1
D] o = I I ! T—

b. Haydn, String Quartet.

Allegro
A g

Goart—r—r—°

S| T i T

GO

’

4. Singing (improvise). Continue and conclude the following short melodies
(each should last four measures). Use only the notes of the C major scale,
and use only whole notes, half notes, and quarter notes. Sing using
scale-degree numbers, solfege syllables, or a neutral syllable like “la,” as
indicated by your instructor. You may perform your improvisation in
continuing succession with other students, in tempo and without miss-
ing a beat. As one student concludes an improvisation, another begins
immediately, starting with the two given measures and concluding with
his or her own two-measure improvisation.

0 ‘ ‘
y.a

y ) \ i —— \
a. fos—C— \ \

|
D Z I ; 1 |
b y O 3 I I |

N S /) I |i_P_P—|
L 3 = 1 T T 1

& 1 i

[a) ‘
77 T I |
X 4 7 = 77 T |
C. {o8s—7,— = ] p= |
\.)v L - i i < 1
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5. Singing (improvise). You are given a melody in whole notes. Using only
the notes of the C major scale, elaborate and decorate that melody using
the suggested rhythmic values. Each improvisation is begun for you.

1) Given melody

N>
PR

d O © ©

2) Half notes only

O

(2> Y
pRS
QL

=

A 3) Quarter notes only

I ! I I !

k> 3 I I I I I I I I ==
I 1 I 1 1 1 |
I 1 1 1 |

=

A 4) Half notes and quarter notes

5— — : : n
v 7 ——— i i i

D)) b =<4 -©

N 1) Given melody

\J 7 | | | 1 |
527 o I I 1|
ANIVARES 3 = 1 1 1 |

D), © o ©

N 2) Half notes only

X —5— j — : : n
[ £ an Y I I | = 1 1 1 |
ANAVARES 3 I = | I 1 1 1 |

D), R b ©

A 3) Quarter notes only

1 : : n
[ £ Y I I I | - 1 1 1 |
| 1 1 1 |

o

N 4) Half notes and quarter notes

. S— i —1— I I 1|
RS — P — —— 1 1 i

e & et ©
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1) Given melody

MENMEN

0

Pay
O

(e}
N>

2) Half notes only

QL

I
I
[~

N>
PR
o/

3) Quarter notes only

| JARN

o
¢

4) Half notes and quarter notes

|
I
& o ©

(2> Y
RS
ol

QL]

6. Singing (duets). Two students or groups of students sing the two lines
of the following duets. Then switch parts. Sing using scale-degree num-
bers, solfege syllables, or a neutral syllable like “la,” as indicated by your

instructor.

a b. c d
O ) T T
A A | ! ! | | | | | | | |
e e S
n e le e e le lleole oo |F
Jo Ay | | | | | | | | | | | |
7 i T f I T t
0 : f | f ﬁi T £
e

Z o = s &

] —r
| | |

T I

7. Dictation. The instructor will play a C major scale to establish a context
and then will play a series of individual notes from the scale. Sing the
note back with the correct scale-degree number or solfege syllable.
The instructor will begin with C, E, and G only, then gradually add the
remaining four notes.
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8. Dictation. Within each group the instructor will play melodic patterns in
a random order. Identify the pattern being played and then sing it back,
either on a neutral syllable like “la” or using scale-degree numbers or
solfege syllables.

Group 1 Group 2 Group 3 Group 4

Pay
©

¢

0
0
0

0

0

[0 ]

?

0

0
0

0

[0 ] [0 ]

0

o
D BN U

¢
g

o
0

Pay
©

o U

9. Playing. Learn to play a C major scale in one octave with your right hand
alone and with your left hand alone (fingerings are provided).

5 4

1.

10. Playing. Learn to play these melodies with your right hand and then,
transposed an octave lower, with your left hand (fingerings provided).

a. Mozart, “Dove sono”

RH: 2 3 212 4 1 3 135 14
[a) . [ o —~

el
=== e =S===
D) ' ~ ' ~ Y
LH: 4 2 5 3 421 2 1251

11. Playing (improvise). In-class activities 4 and 5 (on pp. 124-126) involve
improvisation. Instead of singing, perform your improvisations on the
piano.
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Date:

Instructor’s Name:

LessoN 14: Exercises

14-1. Within the C major scale, identify these notes with scale-degree

Chapter 3: Major and Minor Scales

numbers, scale-degree names, and solfege syllables, as indicated.

a. scale-degree numbers

ysearchlab
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JEN SN
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b. scale-degree names
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0
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c. solfege syllables

0

(O]

)

O

O

0

[
P’ 4
'I\ O
eJ

do

rax
i 36 )
v.4

0

O

)

0

[0 ]

14-2. Within the C major scale, identify these notes with scale-degree numbers.

O
©

a. Haydn, String Quartet (this melody features large leaps).
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[\IEE
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Q]
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b. Mozart, “Dove sono” (in the first two measures, scale-degree 1 is
surrounded by notes directly above and below it. The same thing
happens to scale-degree 3 in measures 3-4).

o)
o  —— —
Eon e e 7 7
J ] f —— Y
1 . _ .
i, o
)" A | | el -
i ———— g — . —
ANV | | ! "4 | | 11
[3) r ' | I— ! 4
c. Joplin, “The Entertainer” (the two lines here are actually a single
melody played in octaves. Ignore the note in parentheses—it does
not belong to the C major scale, but fills the space between 6 and 5).
h —_ — — @ m ?\
g ¢ o Py
e —F —a—o = =
~— | i =| ]
— | >
o) —L >
Z J /1 E— | e —
) | =7
AN
2\ __ ___ _ __ . __ _
fﬁ'ys-earcliﬂulab 14-3. Compose a melody for each of these texts. If you wish, you may use
the rhythms you previously composed for these texts in Exercise 6-4.
Use only the notes of the C major scale and remember the dynamic
tendencies of the scale degrees. Use only whole notes, half notes, and
quarter notes. Each melody is begun for you. Play your melodies on
the piano or other instrument before handing them in—be sure they
sound the way you want them to. Be prepared to sing your melodies in
class.
a. Do not go gentle into that good night.
Rage, rage against the dying of the light.
(Dylan Thomas)
:/h . — ——
D4 — —
oJ & &
Do not go gen-tle in - to

DI S8
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Name:

Date:

Instructor’s Name:

b. When in disgrace with fortune and men'’s eyes,
I all alone beweep my outcast state.
(William Shakespeare)

= e o
raYx ] (]
) I i i 7]
A V] T 1 ! I I
T

When in dis - grace  with
'Y
)
A

14-4. Fill in the blanks in these melodies by adding whatever notes from the __. : :
C major scale sound best to you (bearing in mind the dynamic tenden- mysearﬁhlab
cies of the different scale degrees). Use only whole notes, half notes,
and quarter notes. Play your melodies on the piano or other instru-
ment before handing them in—be sure they sound the way you want
them to. Be prepared to sing your melodies in class.
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Lesson 15: Major scales other than C major

In this lesson you will learn about transposition, major scales with sharps, major scales
with flats, and the circle of fifths.

A scale is named for its tonic (scale-degree 1). The major scale discussed in

Lesson 14 has the note C as its tonic and is thus called a C major scale. But

any note can be the tonic of a major scale. We simply transpose the scale to Transposition
start on a different note, preserving its internal structure. To do so, however,

requires the use of accidentals (sharps or flats). To write a G major scale, for

example, requires an Fi.

0 P’ S| B
G major scale (\é = o ) o .
WT WT ST

WT WT ST WT

Without the F4, there would be two steps of the wrong size: a semitone be-
tween scale-degrees 6 and 7 and a whole tone between scale-degrees 7 and 8
The F# makes all of the steps the correct size.

To write a major scale starting on D requires sharping both the F and
the C.

Ia)
) 7 I
D major scale o -

— -—‘—H‘;
(o) f= o

WT WT ST WT WT WT ST

The C major scale requires no sharps or flats. The G major scale, which
begins on scale-degree 5 of C major, requires one sharp (Ff). The D major
scale, which begins on scale-degree 5 of G major, requires two sharps
(F§ and C#). Every time we transpose up five steps in this way, an addi-
tional sharp is required. Notice that the sharps are added in a particular or-
der: F#—C#-G#-D4#-A$-E4-B4. Like the tonics of the scales that use sharps, the
sharps themselves ascend five steps each time. (When counting the number
of steps, be sure to include the note you start on. So, for example, from C to
G is five steps—C, D, E, F, G).
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Major scales with sharps

L :
)l
fanY

-

C major: 04
)
AV 4 L2

T

Y G major: 14
)
\J 1L
s I .

D major: 24
[a) -
\J 1L

T

¢ A major: 34
)
\J 1L
2 |

Something similar happens moving downward by five steps. To write an
F major scale, of which C is scale-degree 5 requires one flat (B).

\J T - )

F major scale @B - I~ a— =
WT WT ST WT WT

WT ST
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To write a B> major scale, of which F is scale-degree 5 requires two flats
(B> and Eb).

: e o e
TN NN N\

WT WT ST WT WT WT ST

B> major scale

2 N

Every time we transpose down five steps, an additional flat is required.
Notice that the flats are added in a certain order: B-~Eb—Ab-Db—Gh—Ch—F. Like
the tonics of the scales that use flats, the flats themselves descend five steps
each time.

L 3
\J
-
C major: 0b
) \/—\
I‘(l |
Y r major: 1b

L
Bb major: 2b

— .

v I !
Eb major: 3b
Major scales with flats K_/_\
) ] | L-O-
\J ]
DI major: 4b
A K/\ ,
\J N 1
'I'(“ - T T 1
Db major: 5h
L T
\J | 1
Y G major: 6h

o —

Ch major: 7h
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If we start on C and move up five steps at a time in one direction and

down five steps at a time in the other, we will eventually meet back in the

Circle of fifths middle, creating a circle of fifths on which all of the major scales and the ac-
cidentals needed to make them can be conveniently listed. (A fifth is the space

between two notes that span five steps, like C and G, which span C-D-E-F-G.)

C (04, Ob)

D (2%
Bb (2b)

A@GhH
E} (3h
Circle of fifths ( )(
Ab (4h) E (48
CH(78) B (59
D} (54) F$ (68) Ch (7h)
Gh (6h)

Enharmonic Because of enharmonic equivalence, some scales are listed twice. G> major,

equivalence  for example, has six flats, while Ff major has six sharps. The two scales are played
with exactly the same notes on the keyboard, but are spelled differently.

The circle of fifths is the basic structure in relating major scales because
the major scale is itself made up of fifths. Any major scale can be understood
as a series of seven adjacent notes in the circle of fifths. Here are the notes of
the C major scale identified as a contiguous segment of the circle of fifths.

The C major scale as
a series of fifths

B,
Eb |

Ab
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Transposing that scale up by fifth involves shifting it one notch around
clockwise. F is omitted while F# is added, and now we have the notes of the G
major scale.

/Bb
From C major to G major {Eb

S A

Each transposition of a major scale upward by fifth works in just this way,
shifting one notch clockwise around the circle of fifths, and thus adding
sharps in the prescribed order.

Transposing down by fifth involves shifting one notch counterclockwise
around the circle of fifths. When C major is transposed down a fifth to F major,
for example, B is omitted while Bb is added.

From C major to F major

Each downward transposition by five steps shifts the collection of notes one
notch counterclockwise on the circle of fifths and thus adds flats in the pre-
scribed order.

137
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Lesson 15: In-class activities

1. Singing. Sing the following common five-note patterns (given in D major
and Bb major). Sing using scale-degree numbers, solfége syllables, or a
neutral syllable such as “la,” as directed by your instructor.
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2. Singing. Sing these melodies using scale-degree numbers, solfege syl-
lables, or a neutral syllable such as “la,” as directed by your instructor.
Remember that accidentals remain in force throughout a measure.

a. Schubert, “Heidenroslein” (G major; the melody moves down toward
the tonic in the first two measures, then up to the tonic in the last two

measures).
p” A Y ) | | -
g\ A o > > o = 1 [ 7]
| o Y /0 | el | = | | 4 /i
ANIVAES S| | | | | | | |
Q) | | | |  M— '

b. Mendelssohn, Piano Trio (adapted, D major; the melody creates spaces
with upward leaps and fills them in with downward steps).

p
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c. Bach, Fugue in G Major (it takes three measures for the melody to
ascend from G4 to D5 and a single measure to get back to its starting
point).

9 = | '
b’ 4 I | | A P A
8o o7 ilk‘up_ Dea e o
Q) b | 11 11
d. Mozart, Sonata (A major; measures 5-8 begin the same as measures
1-4 but end differently).
f) —~
Y T
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ANIV4 d ] ]
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3. Singing (improvise). Continue and conclude the following short melodies

(each should last four measures). Use only the notes of the G major scale
(for the first melody) and the B> major scale (for the second melody), and
use only whole notes, half notes, quarter notes, and eighth notes. Sing
using scale-degree numbers, solfege syllables, or a neutral syllable like
“la,” as indicated by your instructor. You may perform your improvisa-
tion in continuing succession with other students, in tempo and without
missing a beat. As one student concludes an improvisation, another begins
immediately, starting with the two given measures and concluding with
his or her own two-measure improvisation.

77— i f ]
- T === ===
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4. Singing (improvise). You are given a melody in whole notes. Using only

o)
a,l\,’-tn
e

the notes of the appropriate major scale (G major for the first melody, B
major for the second, and D major for the third), elaborate and decorate
that melody using the suggested rhythmic values. Each improvisation is
begun for you.

1) Given melody
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2) Half notes and quarter notes
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A 3) Quarter notes and eightP notes

o

0

] ] ] ] ]
e =~ [
4) Eighth notes
o) i E
b4 ] A
Y 4 = - ] | i I
[ an |  — ] b O
NIV I ©
oJ b o~
A 1) Given melody
b. %5 — e e
N2 " L L
ANIVAES §
o
A 2) Half notes and quarter notes
P’ 4 ] Py P =4 ]
A — - ot ! bo
[ fan = ] ] ] i
ANV ] ] 1 T
) | '
3) Quarter notes and eighth notes
o) . °
)’ A | ] ] ] I | 1
:@" ] ] I 5o
o) [
4) Eighth notes
0 ] o .
” e
I LJ ¥
o)
1) Given melody
C. N 2 O
ANIVAES § 0O
o) O O
2) Half notes and quarter notes
I - I
/1 Ly
ANIV4 ] o
o ' v O
3) Quarter notes and eighth notes
| [
| T
I T O
4) Eighth notes
0 st
Coatireasai
I
= = =

J L
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5. Singing (duets). Two students or groups of students sing the two lines of
the following duets. Then switch parts. Sing using scale-degree numbers,
solfege syllables, or a neutral syllable like “la,” as indicated by your
instructor.

a. b.

-
| JARN
NI

.
bl
i

N\ \ \ ‘ \ \
/() ¢ ! d.\

N
il

==

Ej. ﬁ.l " ‘P ‘.‘if F i
‘ ‘ \

|35
D

6. Dictation. Within each group, the instructor will play the scales in a ran-
dom order. Identify the scale played as major or nonmajor. Only one
scale in each group is major.

Group 1 Group 2
0 g! e Ia)
\V 4 1L
a. | a. oz
11
D)
[a) a)
b. F f b.
1
D),
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7. Playing. You are given a note and told its scale degree. Play the appropriate
major scale down to its tonic, then up through an octave.

w>

0
7

Example

b
b.E
E
e
Fae—

d.

8. Playing (improvise). You are given a note and told its scale degree. Start-
ing with that note, improvise a short melody that ends on the tonic of the
appropriate major scale. The melody should be in ; and use only whole
notes, half notes, quarter notes, and eighth notes.

>

0 ‘ | ]

Example

d.

[z

E
e
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9. Playing. Learn to play major scales in one octave with each hand alone
and with both hands together. Here are the recommended fingerings for
the major scales that use three or fewer accidentals.

ARH:I 2 3 1 2 3 4 5
\J H
C major s P S = —
ANIY Pay (@) ~ 1
o U
LH:5 4 3 2 1 3 2 1

Ay 2 1 2 3 1 2 3 4
. 1 1 1}
Bb major T S
ANIV4 b [ @ ) -~ 1]
3 21 4 3 2 1 3
31 2 3 4 1 2 3
[a | ]
Eb major G rr———hnre oo
ANV h o [ @ ) ~r 1}
S e
3 21 4 3 2 1 3

£

S
0 »
D w»

0

[a)

\J

A

[ ManY O O
ANAV4

D)

Db ateto =y
A major

ANIV4 1]

5 4 3 2 1 3 2 1
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Name:

Date:

Instructor’s Name:

LessoN 15: Exercises

15-1. Write major scales by adding the appropriate sharps or flats (major rﬁ'ysearcl'rulab
scales with three or fewer accidentals). Remember to write each
accidental directly before the note it modifies.

F major A major
AQ T f — o ra O f I o
a. % ] ] I I'. | I ] ] I
] ] ] 1 r ] ] ] 1 r
[ I ' [ I '
G major C major
)’ A ] I E\' I -I'.
b. ! i I I 7 ! i I I !
] ] ] 1 r ] ] ] 1 r
o) | ! ' | 1 -
D major Bb major

(@]

N
T7Te

NG

Y[
[ 1R

Eb major G major

p’ 4 " T t I
d. f I I

N

15-2. Write major scales by adding the appropriate sharps or flats (all major rﬁ'ysearcl'rulab
scales). Remember to write each accidental directly before the note it

modifies.
Db major D major
/) | . > £
b" 4 f I ] ] 1 lIr) Py é\: ] ]
a. _ﬁ_ f ] ] IP ,' I; ] I I ; I i :
o [ ! ' [ ! '
A major Ab major
o o . | b
I rax T I I P
b. ] | I I ! 7 —— ' | | I
| | | | ! D | | | | !
) | ! | 1
Bb major F major
o) . | . |
b4 f I ] ] 1 0 f I ] ] >
c. fon— i I I ' ' pe 77— I ' ' -
ANV | | | | | |
J hed & I | |
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E major G major
o) . | |
y - I I ' o)— I I '
d. M — ——
I . ! '
B major Eb major
A o . o e
b" 4 f I ] ] O ] ]
e. ey i I I — —— 77— — —— —
] ] ] 1
[ ! '
Gb major F# major
H | . | .
)’ A ] ] Y f I ] ] o
f. —r——1 77— ' ' it
] ] ] 1 Iy ] ] ]
DY) | ! B | | '
C# major Cb major
o) . | | bf
)’ A f I ] ] )= ] ]
e e E— E— —— m— ] 7> j ! I I J
\ i I | | | | !

15-3. You are given a note and told what scale degree it is. Write the appro-

mysearchlab priate major scale (scales with three or fewer accidentals).
AN
3 A
A Fis 3 Fhis 7
a H o &)z
a S’g >  — — 7
A AN
A Fis5 Gis?2
D’ 4 rax
b. o 7
D)
A LA
A Dis4 Ais 6
. ¥ =)
;j/
. AN AN
A Dis7 chis3
D’ 4 rax
d. s 7
D)
AN AN
A Eis6 Eis7
P’ A 5\.
e. —fos 7
D)
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Name:

Date:

Instructor’s Name:

15-4. You are given a note and told what scale degree it is. Write the appro- ‘*-'-y,:_e,; rchlab
priate major scale (all major scales).
A
Eis4 Dis3
o)
D’ 4 rax
y 4N . [y o hdl O
a. ey ‘_'_ﬁ_-_g.'_ﬂ.l o v.4
AN3V ) i
o) k2 F‘ "
A
D#is2 Chis 7
o)
)’ A 5\.
b. s 7
ANIV4
)
N N
Cis5 Bbis 5
o)
D’ 4 Y
y AW hdl O
C [ M anY V4
ANIV4
)
A . A
FRis6 Fis4
o)
)’ A 5\.
d. s 7
ANIV4
)
A
C is% Ghis3
o)
D" 4 5\.
e. oy 7
ANIV4
)
LA A
Ais2 Cis3
o)
b4 5\.
f. —fes 7
ANIV4
)
A
Ebis 6 Eflis 7

0
QQ§3N>
N
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fysear ~hlab 15-5. You are given the name of a major scale and a scale degree. Write the
o appropriate note (scales with three or fewer accidentals).
A A A A A AN A\
Al 63 A5 Bb: 7 C:6 F:5 Eb: 2 D:4
)’ A
a. fent®
ANIV4
o
A N AN AN A N N
A Bb: 3 F: 4 D:7 G:2 A: 4 Eb: 5 C:3
b4
b. o
ANV
oJ
N AN AN AN N AN AN
A:2 Eb: 7 G:5 Bb: 6 D:2 C:4 F:3
c ',':
AN N AN AN AN
Eb: 4 D: 5 G:7 A:3 Bb: 5 F: 6 C:2
6\.
d. =£
rﬁ'yuearchlab 15-6. You are given the name of a major scale and a scale degree. Write the
appropriate note (all major scales).
AN N N A AN A
Al G4 E: 6 C:2 Eb: 2 A:S Bb: 3 Db: 3
a L=
ANV
N N AN AN
B:2 Gb: 7 F:2 F4: 5 D: 6 Ab:3 c: 4
b. =F
N AN N AN N AN
A Gb: 2 D:2 F:4 C:5 Db: 4 G:6 Bb: 4
P A
c. ey
ANIVA
o
A A N N
Eb: 4 Gb: 5 D: 4 Ab: 6 F#: 3 ch: 7 A7
Y
d. =F
N AN AN N AN
F: 6 cts E:3 Eb: 5 G:7 Db: 6 B: 5
rax
e. -1
AN AN A N N AN
A4 F47 E:7 Ab: 4 ch: 2 B:7 Bb: 7
rax
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Date:
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Instructor’s Name:

15-7. In each of these passages, identify the major scale used by writing it in

mysearchlab
the appropriate space beneath the score. Remember that accidentals y
remain in force throughout a measure.
a. Chopin, Prelude (disregard the Bf and D# in measure 3—they decorate
the C4 and E they precede).
/\
o) | | Yy » » =
o ;.5' "8 i e —»
[ fan ] il | I - 5 ] ] o
ANIV4 @ ] -] ] \ ] A | ]
Py, o ; - - |
y4 dolce
= &
- £ £ — b 5 £
hdil O 4 f P P 4 ] ] ]
yA PN ] PN i ! !
] ] ]
o T T
o)
)’ A
y 4N
[ M an )
ANIV4
o
b. Schubert, “Heidenroslein” (the song begins with one major scale,
moves to another, then returns to its starting point. Disregard the A$
in measure 9—it decorates the B before and after it).
Lieblich (Sweetly) 4 = 69
o) | A A o
Voice g ¢ R R ‘ ; ] A I\J R ; E =
ANV "i‘ 1] 1] 1] | E_E 1/ 17 i 14 i
DY) yrr y—r
Sah  ein Knab' ein Ros - lein stehn, Ros - lein auf  der Hei - den,
A boy  saw a wild __  rose, a wild rose amid the hea -  ther,
0 \ \ A A A \ \
g ¢ 1 IR I I ] A q ]
[ 7] (7] (7] [ 7] [ 7] I (7] [ 7]
:m:‘;—g i 5 7 ! i i g i u.’ i j i JE
T
) d J I
Piano rp
k L
S o e w — o | —— ——
A J /1 1/ /i 1 /i 1 /i 1/ /i | ) /i /i P /i 11 /i
=x | 4 | 4 | 4 | 4 I'/ - d
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i 9 ) ] F—— -y - ﬁ 7 o)
o T L I P A AP Jd R
J ¥ P — = |
war so jung und mor - gen-schon, lief er schnell es  nah' zu_sehn, sah's  mit vie - len Freu - den.
it was so fresh and beau - ti - ful he ran quickly to  gaze at __it, gaze  with  great Jjoy. r
/R S - A
g g v g v vl ve wis v £ v ST
oJ = = % % 4 v
D
_q:_ﬂ (7] H (7] H (7] Hu__ﬁ'ﬁ (7] H (7] ﬁ (7] ﬁu ﬂﬁ (7] H (7] ﬁ (7]
7 7 7] 7 A O A A | i7 i Y7 W] 1 I i i —
14 14 14 14 4 14 f 7 4 f IV ]
o)
b 4
y
[fan }
ANV
oJ
A A ——
(nedpe > [T T Vv [ oo, = —
I I I 14 17—V ot
)  I— |4
Ros-lein, Ros - lein,  Ros - lein _roth, Ros-lein auf der Hei - den.
Lit - tle rose, — little red_rose,A rose —_ amid the hea - ther P
° —_— .
o) A A N A N . N - I
p 4 AY AY o T I I 1 — N@® I
Y] I (7] (7] (7] (7] & Z P i
S5 & BAS BRa B¥ P e
@ H 7
& ~L I = _/
N
. o T —~
N . ) N D e #j F.le o
O¥ P PR I AV r R
iﬁhﬂ 7 P I T —; i e - i ——1—
ol i 7 I — 1 I
4 r [ e
o)
4
y
[fan }
ANV
oJ
¢. Schumann, Song (this song begins with one major scale then moves
to another. Disregard the B> in measure 5).
Langsam
O il L e e— e—
o ° 2 s L e i s
ANIV Y S Y T y— o b ot ol 7 I
3] 4 ' I r—r
Wenn ich in dei - ne Au - gen seh', SO schwin - det all' mein Leid und
When I  in - to your  eyes look, then fades all my  pain  and
0 1 A
ya = o I ¥ j’ <
&S4+e 535535 53 e —
o1 EEBEE
S
»r —_ ——
/\\
= £c =
o i :
bl O 7 2 I ]
7  —  — Py i
—1 - I b
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Name:

Date:

Instructor’s Name:

4 _
£ | I ——
:@ 5 ‘; - I | I |74 1/ | - yi I | P
1/ 1 1 1 | — T L4 | 4 1”4 1 / I |74 I
ry) 4 r— ——r f 1

Weh; @ doch wenn ich kiis-se dei - nen Mund, so werd, ich ganz und gar ge - sund.
SOFTOW. and  when I kiss — your lips, then I be - come en-tire - ly  well

A N . N N

e == b=l
mwm! : I<)=A'

i
v~

"

i)
He

|

==
%

\

©
LN S8

©
QQ;”:D

3

15-8. Transpose these melodies as requested. When you transpose a melody, mysear hlab
you start on a different note and proceed in a different key, but main-
tain the shape, internal structure (including all semitones and whole
tones), and sound of the original. Transposition from one key to an-
other always requires the use of accidentals (sharps or flats). Play your
work on a piano or other instrument before handing it in—be sure it
sounds the way you want it to.

W

=z

a. Mozart, “Dove sono”

> _ v4
from C major %ﬁq}_ ] 7 ' —17 —fre } i IP—Q}—V—

i
to G major (&% =|

Ne

Ne

[
v
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b. Haydn, String Quartet

o) | A
from C maj e I B I
R GE e . o =
o) | | | T ~
r
o)
g ) o
to D major (‘@ "q i'
) .
c. Arlen, “Over the Rainbow”
h |D | | |
from Ebmajormg . bo—— | : £ ho
ANV A h | | | 2= |
Sl |
P’ A | | |
= e
Q) = V& . v
o)
P’ A !
. 7 ¢
to F major e%
D)
29
y 4%
[ M an )
ANIV4
)
fiysear ~hlab 15-9. Compose a melody for each of these texts. If you wish, you may use
= the rhythms you previously composed for these texts in Exercise 7-5.
The first melody should use the notes of the D major scale; the second
melody should use the notes of the F major scale. Use only whole
notes, half notes, quarter notes, and eighth notes. Each melody is
begun for you. Play your melodies on the piano or other instrument
before handing them in—be sure they sound the way you want them
to. Be prepared to sing your melodies in class.
a. Whither is fled the visionary gleam?
Where is it now, the glory and the dream?
(William Wordsworth)
R |
y AN ) I | I I

Whith - er is fled the

LN S8
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Name:

Date:

Instructor’s Name:

b. Let us go then, you and I,
When the evening is spread out against the sky
Like a patient etherized upon a table.

(T. S. Eliot)
— be

1 | i

h |

Let us go then, you and
5\-
,.o

15-10. Fill in the blanks in these melodies by adding whatever notes from
the B> major scale (first melody) and G major scale (second melody)
sound best to you (bearing in mind the dynamic tendencies of the dif-
ferent scale degrees). Use only whole notes, half notes, quarter notes,
and eighth notes. Play your melodies on the piano or other instru-
ment before handing them in—be sure they sound the way you want
them to. Be prepared to sing your melodies in class.

} }

W
y
=z

mysearchlab

o

TTTe

Y
L )

;.‘
il
f
oLl
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Lesson 16: Major keys and key signatures

In this lesson you will learn about major keys and key signatures.

Each major scale embodies a distinctive network of relationships. Each con-
tains its own unique tonic, its own unique supertonic, its own unique medi-
ant, and so on. Two major scales may have as many as six notes in common,
but no two scales contain all of the same notes. Every major scale contains
one and only one statement of each of the seven letter names (A, B, C, D, E,
F, G)—only the accidentals vary, but this variety is enough to distinguish the
scales from each other.

Scale-degree i 2 3 4 5 6 7
Name tonic supertonic mediant subdominant dominant submediant leading tone
Syllable do re mi fa sol la t
C major C D E F G A B
G major G A B C D E F4
D major D E F G A B Ch
A major A B C# D E Fi Gt
E major E F Gt A B CH D
{B major B Ch D4 E F# Gt At
Ch major Cb Db Eb P Gb Ab Bb
{F# major F G# A4 B ct D E4
Gb major Gb Ab B Ch Db Eb F
C § major Ct D E# Fi G At Bt
{ Db major Db Eb F G Ab B C
Ab major Ab B C Db Eb F G
E» major Eb F G Ab B C D
Bb major Bb C D Eb F G A
F major F G A B C D E

This network of relationships within each scale is what defines a key. Key
A piece is in the key of D major, for example, if it begins and ends by using
the notes of the D major scale and treats D as tonic, A as dominant, C# as lead-
ing tone, and so on. In pieces that are based on a particular major scale, it
would be possible just to write the necessary accidentals each time they are
called for, but this would be cumbersome. Instead, the necessary accidentals
are simply written at the beginning of each line of the piece, right after the clef,
in a key signature. Key signature
The A major scale, for example, uses three sharps: Ff, C4, and G§. Instead
of writing sharp signs in front of every F, C, and G in a piece, composers just
write the appropriate key signature, and all of the Fs, Cs, and Gs are automatically
sharped.



156

Key signature
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This: —~
R L e BRI
\v\/ [& | | | | 4 | | I 'V i ‘Y‘ } 1] ‘ y

J g Ple g ds D DS
D R S - S S
; —

Instead of this: —~
[a} | L | ¢
i¢ !i# !t ﬁ g .IJ. - - | InN 1L
l«flu = — I 4 ] — 7 ﬁ_\'_p_‘ ] | "7

J g Ple e Heda DS
o e e o s 1 e e
e o e e e L L s 2 r

The accidentals in the key signature need to be written in the proper
place on the staff and in the proper order. The key of C major has a key signa-
ture of no sharps and no flats. The key of G major uses one sharp, namely F#,
and a sharp sign is placed accordingly on the top line of the treble staff and the
fourth line of the bass staff.

G major

() 4 ° o
y =i ° T — — —

6y —e—= —

D)

e\ # P [#]
'I"” = " - o r ] @

9

That key signature indicates that every time the note F appears, in any octave,
it will be played as F# (unless a natural sign is used temporarily to cancel it).
Shifting to a tonic five steps higher, the key of D major uses two sharps:
F4 and Cf. Sharp signs are accordingly placed on the top line of the treble and
the fourth line of the bass staff (these sharp all of the Fs) and on the third space
of the treble and the second space of the bass staff (these sharp all of the Cs).

D major

A major

) u
7 s——©o
[ fan) T
ANV Y
e <4 e
o o
~Ne — .—‘—.
- 7 @
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Keys with flats in their signature work the same way. The key of F major,
five steps below C, has a signature of one flat: Bb. Five steps below F, the key of
B> major has a signature of two flats: B> and Eb. Five steps below B, the key of
Eb major has a signature of three flats: Bb, Eb, and Ab. As with sharps, these ac-

cidentals are written on particular lines or spaces of the treble and bass staves
and apply throughout a piece in all octaves.

Major keys
with flats

F major

o
\J T A=

Bb major Eb major

104 Y o)

N

Y11

)
ENE

2
=

N q
BT
)
FEH
N
Q
[
pgul
LIS
N

}
LA

<

The key signatures for all of the major keys can be written conveniently
around the circle of fifths.

Major key
signatures

$T

\Lt Qé’k)

té’ko
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Each time you move clockwise, you add a sharp (or take away a flat).
Each time you move counterclockwise, you add a flat (or take away a sharp).
Notice that the sharps and flats accumulate in a particular order: F§-C#-G#-D§-
Ab-E#-Bt for sharps and the reverse, B-—Eb—Ab—Db—Gb—Ch—F, for flats.

Lesson 16: In-class activities

1. Singing. Sing the following common seven-note patterns (given in G ma-
jor and F major). Sing using scale-degree numbers, solfege syllables, or a
neutral syllable such as “la,” as directed by your instructor.

> N — | T I —— | | VT o T 1 1 I ——
el —fewi el o a1 e
D) [T \ D) \
A | | [a) |
o T T T | I » Y N B I ——

/) u | [a) |
o T UV T o T 1 T
d.
| I | | I | I 11} | | I | | I 1]
D) [T D) \ ‘ ‘
|
e I I —— | 4 /A W — I —— (- —
VX 1 | 1 } | I 1]
§ | i
f I —— 7 5 7 I —
VX | I | | I 1]

ND
T

IR

2. Singing. Sing these melodies using scale-degree numbers, solfege syl-
lables, or a neutral syllable such as “la,” as directed by your instructor.

a. Arlen, “Over the Rainbow” (the melody hovers in one place then as-
cends directly to the tonic).
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b. Lang, Song (the melody starts and ends on the same note, scale-
degree 3).

c. Mozart, Sonata (adapted; the melody ascends to a high A before end-
ing on a low A).

0 44 . P
S — T 7 —— \; ﬁ 1 i_ﬂ_:ﬁ
\vl/ (@ | ﬂ I I 14 | | I I 'V 1 \Y) } 'V 1
4’¥ HE F&E T P/T' — } ]
ANV I 1] I 1/ i I 7 } E i i | .7 i
0y \ v 1 T \
d. Schubert, “Heidenréslein” (adapted; the melody begins with a simple
G major scale).
[ ') o —
J # | — ‘ I ‘ | I ] I ]
| |
o I T T —

e. Schumann, Song (the melody descends B-A-G two times—the second
one sounds like a real ending).

3. Singing (improvise). Continue and conclude the following short
melodies (each should last four measures). The first melody is in D major
and the second is in G major. Use dotted rhythms and/or ties as appro-
priate. Sing using scale-degree numbers, solfege syllables, or a neutral
syllable like “la,” as indicated by your instructor. You may perform your
improvisation in continuing succession with other students, in tempo
and without missing a beat. As one student concludes an improvisation,
another begins immediately, starting with the two given measures and
concluding with his or her own two-measure improvisation.

159
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4. Singing (improvise). You are given a melody in whole notes. Using only
the notes of the appropriate major key, elaborate and decorate that mel-
ody using the suggested rhythmic values. Each improvisation is begun

for you.

1) Given melody

4
\J IH’ 7 | | | 1 |
a.fs—7© o o o i
ANAV4 k> 3 1 = = 1 |
D)}
- 2) Use dotted quarter notes
- A P>y | | | 1 |
T 0 [l P 1 1 1 I |
7 I = 1 1 | PN 1 |
ANAV4 & | 171 I 1 1 = 1 |
D)} r \
3) Use ties
_ﬂ g ~ Fﬁ_‘ T T T i |
e, ; ——l
) 1
4) Use dotted eighth notes
# 7 -y ] = T T T i |
7 * o I I o i
ANV & | I v 1 1 = 1
D)} \ ‘
" 1) Given melody
AV A | I A I I I I |
b. 577 — I I i |
ANIY x O 1 1 O 1 O 1
e
2) Use dotted quarter notes
O 7 — T T T i |
Py 1 1 1 1 |
e = : P
3) Use ties
~~
7 P>y | | | 1|
(‘9 ia ‘5 — 1 I I i |
T ——— 1 1 I €Y 1
o
4) Use dotted eighth notes
Ia) —
AV A | 7 I | e | M | | | 1|
I o | 1 1 1 |
see= s — ! =—



1) Given melody
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\J ﬁIJ. J A 1 1 1 |
c. it 7 o 1 1 1 i |
SV x T © 1 1 1
D)) O O
2) Use dotted quarter notes
A, |
o - I I I H
0 | o | 1 1 1 |
.) H 1 1 1 1 O 1
3) Use ties
) 4 |
\J IHIJ. A | 1 1 1 1 |
e | | i
) v _ v g o °® O
4) Use dotted eighth notes
A “ | I | | | 1
0 1 1 1 1 |
! j m— | i i H
D) ' —_— O

5. Singing (duets). Two students or groups of students sing the two lines
of the following duets. Then switch parts. Sing using scale-degree num-
bers, solfege syllables, or a neutral syllable like “la,” as indicated by your

instructor.

o

QL

17

¥

e

TN

QL

\

L
N
e
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6. Playing (improvise). You are given a key signature and a note. Starting
with that note, improvise a short melody that ends on the tonic of the ap-
propriate major key.

Example

7. Playing. Learn to play the following five-finger pattern in all major keys.
Play first with each hand alone and then with both hands together.

8. Playing. Learn to play the following five-finger pattern as it moves
through all of the major keys. The last note of each pattern becomes the
first note of the next. Alternate hands.

O— - == s
- o oy geo = —
D) — ‘
etc.
: oL SlemPmie i
%F##‘*T"Fr} L LA _M}
N A S 1T 1T [ T 1 | T -
= [——— f—— o g
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Name:

Date:

Instructor’s Name:

LessoN 16: Exercises

16-1. Identify the major key represented by these key signatures (keys with fysea rchlab
three or fewer flats or sharps in the key signature).
hH! | %) # |
p” AN o 1 L2 I J
a. —fpwP i f Pb
ANV4
o
B - . . .
L s
A ot 1L o ]
b. % ik it B 5
D bl hal vV 1
A b | u
g &0 -] 1 LI |
C. —fpm—t a i P
ANAV4
oJ
16-2. Identify the major key represented by these key signatures (all keys). fysea rchlab
o) u 4 | u |
p” AN LT ) Ly 1 Db
a g\ ' h 1L o 2| 1L h [ 7
[ o VL hal L) J hal L) J
\Q)\J
F
L L
o) | ot 1L ] o Ll
b ',l' - L‘[)I I'V‘ Hﬁ'ﬂ L[) Hﬁﬂn
vV D I—V\ hal Ld bl ':_ID.J.
0 | uft | |
P’ A J - IVl [)A2Y 1 7y |
C. o Pb ft Pt Pt
ANIV4 L L) J
oJ
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LT e
)

h 71
VD hH

178

L - 2 T
LT 1L

raY]
il D
7

10

h TV )

RN
0 ST Tl

N

=N -

- Il

L
T
T Tl

-

N &
bl -0

L LT

I
1 D |
h TV ¥
L) |

v

LT

16-3. Write the key signature for these major keys (keys with three or fewer

accidentals in the key signature). Remember to write accidentals in
the correct order and position on the staff (see circle of fifths diagram

on p. 157 for models).

Bb

Eb

Eb

Bb

rax

Bb

Eb

ANIY

16-4. Write the key signature for these major keys (all keys). Remember to

write accidentals in the correct order and position on the staff (see

circle of fifths diagram on p. 157 for models).

Eb

4t
o LT

Lk s 10 Y

Db

F#

Gb

Ab

rax
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Date:

Instructor’s Name:

Gb

F# Ch Bb B Ch
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VRN
@{3’\

N

Eb

U2 S

16-5. Name the keys of these pieces.

a. Joplin, “The Entertainer” (disregard the notes in parentheses—they

do not belong to the key, but serve to decorate those that do).

o) = = | = ﬁ ~ E,;E

v’}:\ 2 2 E\? " i — —

\dv | e — | —_— E I —
p _ f

Y ) ‘

T e

u—

T

Key:

b. Lang, Song (the bass note at the beginning and end of a phrase is
often scale-degree as it is here).

Langsam und Ausdrucksvoll (Slowly and expressively)

) 1

p —_— T P —_
e e e e - e
D : i — e
1\\3\ 9 > = ma— =I\ p‘ i = i _.'\_5_;/ =I\ >
Ob ich manchmal dein Ge-den -  ke? wiisst-est  Du  wie sehr ich's thu!
Do 1 some-times think of you? If on-1ly youknew how much!
- I ﬁ N
4' | | | | |
= d | = | |
_
|
1

===

¢4 o

M

Key:

mysearchlab
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c. Mozart, Sonata.

Andante grazioso

) === = I i
P $ggg DJ MJQJ r
Febr g P _'_”_q;a—l'

Key:

d. Schubert, “Heidenroslein” (as in the Lang song, the bass note at the
beginning and end of the phrase provides scale-degree 1).

, Lieblich (Sweetly) J=69

- - : S P
y T R R — -
ANIV4 =x 1] 1] 1] 1] | | 1] 1/ |
o O A G G —— v
Sah ein Knab' ein ROs__ lein__ stehn, Ros- lein  auf der Hei - den,
A boy saw a wild, rose, a wild rose a-mid the  hea - ther,
04 \ \ N N N \ N
P’ A 'H [y ) | \’ | \’ I ] 1 1\ d | ]
eSS~ = ————
e —1 :
pp
A N
Znggq o — . O] — e S il\) O] oo
V4 /1 1/ [ 1/ [ 1/ Vi 1/ 7 | [ [ o [ 117
x | 4 | 4 | 4 | 4 'I/ - d 7
Key:

e. Chopin, Prelude (the Bt and D4 in measure 3 do not belong to the
key—they decorate the C§ and E to which they move).

A i Andantino I I g ///79
i e e e B—Ttiis: —
5 $—5—F+ T
Q) - o ' N —————| I
P dolce
4 I < =
i F b 2 -
Z 1 PN ] PN i ! !
il | ] ]
& I I
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Date:
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f. Arlen, “Over the Rainbow.”
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h | N N | | N ' ' N
K K — 1 A U I I K :
o e v B ™ R~
ANIV4 ! ) 1 - ] 1] d - - - ) ] é O
r r [ 4 4
When all the world is a hopeless jum-ble and the rain-drops tum-ble all a - round,
Ay S=s——— ===
AN3Y T i' o0 — o o — & —
p; 53
o © o -
5 I
D E— === S === ===
— T T T T T__
Key:
g. Bach, Fugue.
f) 4 i — — — e I I
o o 1 ] ] ] |\
77— ¢ N® i. -y
v\;nv J_,_.,jﬁlﬂi'—‘—d——ih'—r— — g
Key:
h. Bach, Chorale.
) 4 0
o I I I
y 4 H £ ] ] ]

|

g

q
=
o[e
i

@

TTN— |l
T 99— YA

N
RS

1T —
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i. Mozart, “Dove sono.”

A —~
i — e o —— 5t
4 7 | j | . Y— ¥ ———
1 f | ~— r
Do - ve SO - no i bei mo - men - ti
1 re - mem -  ber days long de - part - ed,
Andantino
5, s
GD f’i’ .; :‘ .I’ Ik\) I I' 1 .l’ 1 ] ]
) ' g s 3 D i ! ’v#
P f 1
— j
) —~ ) N I
[ 7] (7] I [ 7] 4 (7] E
[ ] [ ‘; H /i J i
- ’ VA v =
Key:
j. Mendelssohn, Piano Trio.
Allegrett//\

f) 4 | ‘h J h _J [ |
o i ] - . | ] ] ]
oy € - > e~ S, — — " p—

=4 ® e =4
o | | | | | F
o o o o o o o ldede e o]
o - e - - - - - - - - - - - - - e
Vs = e £ o 2
hal ] ) ] ] ] ]
[ I 4 I [ | [
Key:
k. Schumann, Song.
Langsam (Slowly)
s e ==
) 17 1] 1 I/} yi r L =I’ é - /é =I’ 1/ 1/ t
o yr vy ' I r—r
Wenn ich in dei- ne Au-gen seh', so  scwhin det all' mein Leid und Weh,
H u = A \
i R = ﬁ
@ D ’ PN i
D) 2 o9 o9 -
v/
p - =
/\\
] .
7= .4) — = - I £ | 1 1
= , %

Key:
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Name:

Date:

Instructor’s Name:

16-6. Compose a melody for each of these texts. If you wish, you may use fﬁ'ysearchlab
the rhythms you previously composed for these texts in Exercise 8-5.
Use dotted rhythms as appropriate. Each melody is begun for you.
Play your melodies on the piano or other instrument before handing
them in—be sure they sound the way you want them to. Be prepared
to sing your melodies in class.

a. O body swayed to music, O brightening glance,
How can we know the dancer from the dance?

(W. B. Yeats)
" —
I 0 ek >
G m— 1 — T
Q) l-d ' |~
o bod - y swayed to mu - sic, O
|
A
[ an Y
ANV
o)
b. Because I could not stop for Death—
He kindly stopped for me.
(Emily Dickinson)
) -
Yo ¥ fo
y_ A A\ W] I
Be -  cause I could
&
Yo o
S Cu
16-7. Fill in the blanks in these melodies by adding whatever notes from friysearchlab
the appropriate major key sound best to you (bearing in mind the dy- T
namic tendencies of the different scale degrees). Use dotted rhythms
as appropriate. Play your melodies on the piano or other instrument
before handing them in—be sure they sound the way you want them
to. Be prepared to sing your melodies in class.
9 L~ TV /1 A - \g e - | =
a AT A -
Q) T T T
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Lesson 17: Minor scale (A minor)

In this lesson you will learn about the minor scale, its arrangement of semitones and
whole tones, scale-degree numbers, scale-degree names, solfege syllables, and raising
scale-degrees 6 and 7.

The minor scale has a different arrangement of semitones and whole tones Minor scale
compared to the major scale. The minor scale has semitones between scale-

degrees 2-3 and 5-6 while the major scale has semitones between scale-degrees

3-4 and 7-8 All other steps in the scale are whole tones. Like the C major scale,

the A minor scale can be written without any accidentals.

AN A A A A A JAN A
n 1 2 3 4 5 6 7 8
C major
A VAVAVAVAVA v
WT WT ST WT WT WT
Major and minor
I4)
\J
A minor s
A1V
D)

e ————
\/\/V\/VVV

WT ST WT WT ST WT

As in major, the scale degrees have names as well as numbers: tonic, Scale degrees
supertonic, mediant, subdominant, dominant, submediant, and subtonic.

Scale-degree
numbers
and names

Notice that scale-degree 7 in minor is called the subtonic rather than the lead- Subtonic
ing tone. That is because it is a whole tone rather than a semitone below
scale-degree 8, and thus lacks a sense of directed movement toward the tonic.
Musicians often use solfege syllables when singing melodies in minor.  Solfege syllables
As in major, the syllable do is assigned to the tonic of the scale, re to the super- Do
tonic, and so on. Instead of mi, la, and ti, some musicians use me (pronounced Re
“may”), le (pronounced “lay”), and te (pronounced “tay”) for scale-degrees Me

3,6 and 7 in minor. Fa
We thus have three ways of naming the degrees of the minor scale: with ~ Sol

numbers, names, and solfege syllables. Le

Te

Note  Scale-degree number Scale-degree name Solfege syllable

A 1 Tonic do

B 2 Supertonic re

C 3 Mediant me (mi in major)

D 4 Subdominant fa

E 5 Dominant sol

F 6 Submediant le (la in major)

G 7 Subtonic te (ti in major)
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Leading tone (ti)

Harmonic minor

Asending melodic
minor

As with the degrees of the major scale, each degree of the minor scale has
a distinctive dynamic character.

Dynamic qualities

23
3 12 Py [
—F Py

o

>

As in the major, the tonic is the principal scale degree, with all melodic
movement departing from and returning to it, and the dominant is the most
important counterweight, dividing the scale nearly in half. The lack of a leading
tone means that motions often descend from the tonic toward the dominant.
There is a particularly strong pull downward from the submediant to the domi-
nant, only a semitone below. Similarly, there is a strong pull from the mediant
down through the supertonic (a semitone below) to the tonic. There is thus a
strong downward pull, which lends the minor scale a darker, more brooding
character than the major scale.

In writing music using the minor scale, composers often create a leading
tone by raising the subtonic a semitone, making the note natural if it was flat,
sharp if it was natural, and double sharp if it was sharp. Scale-degree 7 is now
only a semitone below the tonic. When scale-degree 7 is raised in this way, it
is called a leading tone (rather than a subtonic) and is sung with the solfege
syllable ti (rather than te).

leading tone

[a) (ti)
A \J
Raising 7 s :
¥ ® o ® #e
v s - ~_
ST

This alteration of scale-degree 7 is extremely common in music that uses
the minor scale.

Raising scale-degree 7 creates a relatively large gap of three semitones
between scale-degrees 6 and 7. To smooth this out, composers sometimes raise
scale-degree 6 as well. When scale-degree 6 is raised, it is still called a submedi-
ant, but is sung with the syllable la (rather than le). Note that 6 is rarely raised
alone, but typically only in conjunction with raised 7.

submediant
,, (ia)
Raising 6 2 ;
~ 1N 1L
& U—‘—H'.—g-‘—.—
D) - 2 E g

By shifting the position of scale-degrees 7 or 6 and 7, we create new forms
of the minor scale. The natural minor, the basic form of the scale, hasé and 7 in
their natural, unaltered position. When 7 is raised, the resulting scale is called har-
monic minor. When both 6 and 7 are raised, the resulting scale is called ascending
melodic minor. Lesson 20 discusses these additional forms of the minor scale.

Raising scale-degrees 7 or 6 and 7 from their natural position in the mi-
nor scale changes the dynamic qualities of the scale degrees. Now there is a
flow of energy upward from scale-degree 5 to scale-degree 8, and the leading
tone truly leads upward to the tonic.

/)

Dynamic 3

qualities LSS — 3 ,_'_ﬁ‘_g4_i_
= T
D) > K 2 E &
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Lesson 17: In-class activities

1. Singing. Sing these three-note melodic fragments using scale-degree
numbers, solfege syllables, or a neutral syllable like “la,” as indicated by
your instructor.

2. Singing. Sing these melodies using scale-degree numbers, solfege syl-
lables, or a neutral syllable like “la,” as indicated by your instructor.

b,
A R —) |
\J 0 | ‘ r—"h‘-}l ‘r(\‘ r—"F T 1 | | ]
A

e T e~ —
v ‘_“.I".“_i‘,_“._“.j‘l_d‘,j‘#;:j‘:. 1]
A

o — . I .

(ey 2 | - +—1—

J = Tz * ¥ 2 - o

5

o) , | , | , |
P A i I I I I I I I
y 4N 1 i I I M| I i I I
1N I I I | [y o g [- = [~
Y I I P 17 P~ D -

4 5 I C "
-

3. Singing. Sing these melodies using scale-degree numbers, solfege syl-
lables, or a neutral syllable like “la,” as indicated by your instructor.

a. Haydn, String Quartet (measures 1-4 and 5-8 begin the same but end

differently).
[a) |
\J [ | I | I | I ]
oh——f = ——— e e
CEE — - - "
4 |
l"l(h f T i i = .} i i T i f } T i T &
ANIV4 | | = | I | ) | 1 | I | 1 | AS
DEE 2 j bl ‘ & [4 > j
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b. Mozart, Sonata (adapted; as in the previous passage, measures 1-4
and 5-8 begin the same but end differently).

1;&
|

|

4. Singing (improvise). Continue and conclude the following short melo-
dies (each should last four measures). Use only the notes of the A minor
scale. Sing using scale-degree numbers, solfége syllables, or a neutral syl-
lable like “la,” as indicated by your instructor. You may perform your
improvisation in continuing succession with other students, in tempo
and without missing a beat. As one student concludes an improvisation,
another begins immediately, starting with the two given measures and
concluding with his or her own two-measure improvisation.

[a) |
77 T f— T 7 |
A —F I I I — ) I |
a. 0 — i - I |
‘@_4_0—‘_. —F < > 1
D) b =
| L |
rax T n T T—1 K—1 |
b. 2 I | N 7) T Ty
7 1 PR - - I 0 1

5. Singing (improvise). You are given a melody in whole notes. Using only
the notes of A minor (including the possibility of raising scale-degrees 7
or 6 and 7), elaborate and decorate that melody. (See In-class activities
14-5, 15-4, and 16-4 for models.)

7 T T T |

L 3 ) o | | |

a. o 7 O O O |
\')\/ L 3 1 1 1 1]

7 O T T |

b L 3 | | | |
A 27— O | 0 ) O |
\.)\/ L 3 1 1 1 1]

7 O T T T |

L 3 O | | |

C. 1 7. | O O |
\.)\/ L 3 1 1 1 1]

6. Singing (duets). Two students or groups of students sing the two lines of the
following duets. Then switch parts. Sing using scale-degree numbers, solfege
syllables, or a neutral syllable like “la,” as indicated by your instructor.

a. b. c. d.

>
2
L)
\EIN
| NI
e
T8
TI™
TTT®
T8
TI™
TTT®

T
TTTe
B
TN
T
TTTe
B
TN
T
TTTe
1™
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e. f. g.
Py |
# & [#) Py I
(°~N—7— } ! = ~ — z
ANIVARES | T I I I I I
) ‘ | —
e OO ) ] ] i & i &
Jeo Ay | I I I I I T I
7 7 r I I I I I
% ‘ — ‘
7. Dictation. The instructor will play an A minor scale to establish a con-

text and then will play a series of individual notes from the scale. Sing
the note back with the correct scale-degree number or solfege syllable.
The instructor will begin with A, C, and E only, then gradually add the
remaining four notes.

. Dictation. Within each group the instructor will play melodic patterns in

a random order. Identify the pattern being played and then sing it back,
either on a neutral syllable like “la” or using scale-degree numbers or
solfege syllables.

Group 1

Group 2

Group 3

Group 4

[0 ]

Pay
O

[ @ ]

Pay
O

A
g

[ @ )

[ @ )

[0 ]

[ @ )

Pay
O

o
o
.

0

0

®

o

[0 ]

0

[ @ ]

[ @ )

[ @ )

[0 ]

[ @ )

0

0

[ @ )

0

[ @)

=
|

[ @ ]

[ @ )

[ @ )

o
D BN O
_~
g

[0 ]

0

9.

Playing. Learn to play an A minor scale in one octave with your right
hand alone and with your left hand alone (fingerings are provided). It is
conventional to raise scale-degrees 6 and 7 when ascending and restore
them to their natural position when descending.

10.

Playing. Learn to play these melodies, sharing the playing between your
left and right hands (fingerings are provided).

a. Haydn, String Quartet

ARH:l 5 3 1 LH: 2 4 4 3 2 1
e Em— —_— o —
Gy, 7 e | =
T — - .-
4,)3 5RH:1 5 3 1 LH:5 3 2 4 5

VA ! I } | I I I

2 I | ) I | I | I I 1 J)
& - o e .
dJ ¢ ;(» hd ‘ o o j
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b. Mozart, Sonata (adapted)

RH: 21 1 12 4 45

ey

g U g o0
(N & | = &~ 1 1 |
SV O [ T 1 T T 1 e—

——— —

LH 1 1 21 1 1 2
4 —— 21 1 ——
A | 1 1 I ! |
) } 9 — :$ 1
1 21 1 1 21
7A 21 3 2 —_——
= .—F—'_I_'—‘—' - 1 o ]
—T i 1 i I — L i
D= [ ———— T
1 2 1 4 3 2 1

11. Playing (improvise). In-class activities 17-4 and 17-5 involve improvisation.
Instead of singing, perform your improvisations on the piano.
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Name:

Date:

Instructor’s Name:

LessoN 17: Exercises

17-1. Within the A minor scale, identify these notes with scale-degree num- mysearct lab
bers, scale-degree names, and solfege syllables, as indicated. (Both F
and F} represent 6; both G and G represent 7.)

a. scale-degree numbers

)

[0 ]

0

o

[© ]

i
0

N>

|-l>>

o

S
o}

[0 ]

[0 ]

0

O

0

¢

AN

0

0

O

[ O]

o)

i
o

0

o

0

[ O]

i
¢

0

(@]

AT

)

c. solfege syllables

0

O

O

0

0

O

i
¢

LN S8

do

|

)

&9z

[0 ]

i
¢

®

O

0

[0 ]

0

g3
¢
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fysearc hlab 17-2. Within the A minor scale, identify these notes with scale-degree numbers.
a. Haydn, String Quartet

= | (] | | |
Y] * | v o & o
o) |
D’ 4 f |
b 1

b. Mozart, Sonata (adapted)

[o) {
D’ 4
Cmu‘ F | | | | | | |
) ' e ——
A
3o\
3p - |
G = -
o |} { - I Y

e o L 17-3. Compose a melody in A minor for each of these texts. If you wish,

mysearchlab . :
you may use the rhythms you previously composed for these texts in
Exercise 9-5. Each melody is begun for you. Play your melodies on the
piano or other instrument before handing them in—be sure they sound
the way you want them to. Be prepared to sing your melodies in class.

a. O Captain! my Captain! our fearful trip is done.

(Walt Whitman)
o) r—
’A\v {2 I I (7] [ 7]
'\’D — ) L ] | | L ;
Y] =
0] Cap-tain! my Cap-tain! our

BN
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Date:

Instructor’s Name:

b. Heard melodies are sweet, but those unheard
Are sweeter; therefore, ye soft pipes, play on.

Chapter 3: Major and Minor Scales

(John Keats)
E": & F ] \ & y 2
/\ A | ] [ PN 0
i a—
Heard mel - o - dies are sweet,
rax
5z

17-4. Fill in the blanks in these melodies by adding whatever notes from
the A minor scale and whatever rhythmic values sound best to you.

Bear in mind the dynamic tendencies of the different scale degrees.
You may raise scale-degrees 6 and 7 when approaching the tonic from
below. Play your melodies on the piano or other instrument before
handing them in—be sure they sound the way you want them to. Be

prepared to sing your melodies in class.

l |

my

J
3

Wy

a)

)

Lva s

|, I

o
M
«

N
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([l

179



This page intentionally left blank



Chapter 3: Major and Minor Scales 181

Lesson 18: Minor scales other than A minor

In this lesson you will learn about transposition, minor scales with sharps, minor scales
with flats, and the circle of fifths.

Like major scales, minor scales are named for their tonic (scale-degree 1). The

minor scale we have been considering so far has the note A as its tonic and is

thus called an A minor scale. The A minor scale requires no accidentals, but

transposing it to start on any other note will require flats or sharps to pre- Transposition
serve its intervallic structure. To write the minor scale starting on E (the fifth

degree of A minor), one sharp (F$) is needed.

A A AY N A A A AY
A 1 2 3 4 5 6 7 8
E minor scale — - ~ ® o
v \/
ST ST

Without the F4, there would be two steps of the wrong size: a semitone be-
tween scale-degrees 1 and 2 and a whole tone between scale-degrees 2 and 3.
The F# makes all of the steps the correct size.

As with the major scale, every time we transpose up five steps in this way,
an additional sharp is required.



182 Chapter 3: Major and Minor Scales

1 5
8)
[ 4
ANAV4
D) s T A minor (0#)
)
;l
K—J E minor (1#)
8)
4
ANAV4
D)

‘

;J B minor (2#)

0
,‘(

[ fan)

Minor scales with sharps

1L

Cﬁ minor (4#)

ﬁJ G# minor (5#)

D) A# minor (7#)

In contrast, to write a D minor scale, of which A is scale-degree 5, one flat
( Bb) is needed.

D minor scale

LJEs Su
)
rl
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Every time we transpose down five steps in this way, an additional flat is

required.
0
\J
(S
ANIY
Y < v - Aminor (0b)

D G minor (2h)

N>

;x
¢

C minor (3b)

Minor scales with flats

D) K—/—ﬁ F minor (4b)

VRNA
@,ca\

Bb minor (5b)

iyvfb,_b‘_-_%_uﬁ
o%; |

! be

N>

Ab minor (7b)

If we start on A and move up five steps at a time in one direction and
down five steps at a time in the other, we will eventually meet back in the
middle. We thus create a circle of fifths on which all of the minor scales and Circle of fifths
the accidentals needed to make them can be conveniently listed.
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Circle of fifths
for minor scales

a (0%, 0b)

b (2%)
g (2h)

¥ (3%)

f@) ct(49)

a¥ (74)
bb (5h) di (64) ab (7h)
eb (6b)

Lesson 18: In-class activities

1. Singing. Sing the following common five-note patterns (given in B mi-
nor and G minor). Sing using scale-degree numbers, solfege syllables,
or a neutral syllable such as “la,” as directed by your instructor. Notice
that these melodies routinely use an accidental (natural or sharp) to raise
scale-degree 7, thus creating a leading tone.

{) 4 | l |
T T 1 L A A ) I I I T |
a. - — |
e \ \ e 4
) 4 l |
7T ¢ I — T 1 —T |
b.
| | I | . T
o | ‘ D) m ‘
() 4 l |
7T ¢ —T
C. T I T |
Y I I | T ] I | . T
D) o \ 1
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2. Singing. Sing these melodies using scale-degree numbers, solfege syl-
lables, or a neutral syllable such as “la,” as directed by your instructor.
Notice that these melodies routinely use an accidental (natural or sharp)
to raise scale-degree 7 thus creating a leading tone.

a. Schubert, “Death and the Maiden” (D minor; the refusal of the melody
to budge from D suggests Death’s inexorability).
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b. Chopin, Prelude in C minor (the melody descends a long way, mostly
stepwise, to its conclusion on C4).

c. Bach, Fugue in G Major (although the piece begins and ends in G major,
this passage is in E minor).

d. Bach, Fugue in G Major (although the piece begins and ends in G major,
this passage is in B minor).

f. Bach, Fugue in G minor (although the piece begins and ends in G mi-
nor, this passage is in C minor).
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g. Haydn, String Quartet (this passage is in A minor).

4 |
] | I | I | |
7, — } — —  —— — I
ANAVARES 3 = 1 } | ) '\ 1 _J_ I -‘\- '\ = 1 -‘\- j\
h. Haydn, String Quartet (despite the key signature, this passage is in
D minor).
[a) |
o o —— —1— — ——r \
AN S m—— — —1— ey — —— — j
D) - ‘ " bo ghe N

3. Singing (improvise). Continue and conclude the following short melo-
dies (each should last four measures). Sing using scale-degree numbers,
solfege syllables, or a neutral syllable like “la,” as indicated by your in-
structor. You may perform your improvisation in continuing succession
with other students, in tempo and without missing a beat. As one student
concludes an improvisation, another begins immediately, starting with
the two given measures and concluding with his or her own two-measure

improvisation.
4 ‘
\J # & | I ) ]
. ! A | — I 1 I I 1
a. 1oy 7 I I I | ]
fa) | |

4. Singing (improvise). You are given a melody in whole notes or half notes.
Using only the notes of the appropriate minor key (including the possi-
bility of raising scale-degrees 6 and/or 7), and whatever rhythmic values
you like, elaborate and decorate that melody. See In-class activities 14-5,
15-4, and 16-4 for models.
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5. Singing (duets). Two students or groups of students sing the two lines
of the following duets. Then switch parts. Sing using scale-degree num-
bers, solfege syllables, or a neutral syllable like “la,” as indicated by your

instructor.

@ O l!} 1) a.i | f T f > f | =

) ‘ ﬂii‘ = . 1 =
L Py 2 L Py 2

) L2 ® 4o | @ € ! g_teo | & F !
————— 1 ‘ : —— 1 1 :

£ ‘

1 n?ﬁ l'Ef D ° — - d; | |
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6. Dictation. Within each group, the instructor will play the scales in a ran-
dom order. One is minor, one is major, and one is neither. Identify the

scale played.
Group 1 Group 2
[a) ‘ | a) |
7 I \ \ I \ \
a. 7 \ \ ] \ a ] ]
\ ] n |
\ ‘ \ ‘
fa) | |
7 I \ T v A I \ \
b. 7 \ \ ] ] b. 7 \ ] \
' : i i i I T
\ ‘ \ ‘
Y, ‘ ‘ } i } ) v I \ } )
C C
T
\ ‘ \ ‘
Group 3
|
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: i ! i I T
|
I
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7. Playing. You are given a note and told its scale degree. Play the appropriate
minor scale down to its tonic, then up through an octave. When ascending,
you may raise scale-degrees 6 and 7, as directed by your instructor.

8. Playing (improvise). You are given a note and told its scale degree. Start-
ing with that note, improvise a short melody that ends on the tonic of the
appropriate minor scale. When approaching the tonic from below, you
should raise scale-degrees 6 and 7.
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9. Playing. Learn to play minor scales with each hand alone and with
both hands together. Here are five minor scales that have the same

piano fingering.

A A
(with 6 and 7 raised when ascending)

31 2 3 4 5 4 3 2 1 3 21

189

\J 11}
A minor ozs o
ANIV4 1

3
-~
M
N
0

Q)—-O-GU

¥ o [ @ M|
Eminor fis————— o ———
ANAV4 c € 7 11}
54 3 21 3 2 1
A 1 2 31 2 3 45
\J T 3 11}
D minor _ﬁrb—nl"_e_‘)_H
ANIV o 7 1
D) o
5 4 3 2 1 3 2 1
1 2 31 2 3 45
A | o O
. 1 o [ @ M 1]
G minor 7=
\v\/ o 11}
5 4 3 2 1 3 2 1
A 1 1 2 31 2 3 4 5
\J 10, 1]
Cminor s PP r————— 0o 2
ANAV4 € 7 11}

o ©
4 3

S
o —©
2

1 3 2 1 2 3 1



This page intentionally left blank



Chapter 3: Major and Minor Scales 191

Name:

Date:

Instructor’s Name:

LessoN 18: Exercises

18-1. Write minor scales by adding the appropriate sharps or flats (minor =

: ; searchlab
scales with three or fewer accidentals). y
F# minor C minor
o} L oo | »
P A I I I 1 [ e\ I I
a. % I I | 7 I I | I !
I I I I T I I I I T
' T T
G minor A minor
o} , | , | o
—— ! | o)— I i -
b | | | 1 4 | | |
I I I I I I I I
D)) L .
E minor G minor
4 T t | O — T t |
C {7 I | I | | -I'. I | | | |
I I I I a I I I I
[ ! ¢ [ T
D minor B minor
" 4 " T t | P Ca— |
d. —T— ' - - — ! I I i
| | | b | | | 1 T
1 [ T '
18-2. Write minor scales by adding the appropriate sharps or flats (all minor mysearchlab
scales).
E minor Gﬁ minor
o} , | , | L
P A i I I I é_\' i I I I
| | | 1 gl | | | 1
[ ! [t [ T
D minor F minor
T t | = rax T t | Py
b y 4N | | | | r ',l' I I | | r
I I I I I I
| | T | 1 T
Ab minor D# minor
o} , | » #F
P A i I I I Y L I I
C y 4\ I I I 1 e ¥ 4 I I I I
[ fanY I I I I 4 P2 d e I I I I T
ANV | | T i I ! 1 T
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F# minor G minor
, | ¥ , |
)’ A I I I IHP e\' N I I I
d' I I I I' - I I | I I
I I I I T a I I I I
| — o | , I
A# minor B minor
o) , | , |
P’ 4 f | | | é\‘ | |
e. —frs ——1 ——t 7 — i i I I
ANV I I v I I ! I T
Jyd 4@ -
Bb minor C# minor
o) L | ﬁf
P A i I I T 1 5\' I I
f. frs —+—1 I i ] be 74 i i I I !
I bl I I I I T
[ [ T "
A C minor Eb minor
" 4 " T t | rax " T t | i

fiysearcl lab 18-3. You are given a note and told what scale degree it is. Write the appro-
. priate minor scale (scales with three or fewer accidentals).

Ay A
A Fhis2 Cis7
P’ A 5\.
a %’L Iﬁ]_._l_‘_!_'_. 7
A A
A Dis5 Dis4
b. frs 7
ANIV4
)
. A
A Dis6 Fﬁisg
)’ A Y
y 4N hdl O
C | Fan .4
ANIV4
o)
Ebis 3 >
is Eis2
o}
A )
d [ fan) 4




Name:

Date:

Instructor’s Name:

18-4. You are given a note and told what scale degree it is. Write the appro-
priate minor scale (all minor scales).

A A
Ais 5 chis7

%!ND
®
NH

A
A Chis 6 Abis2
P A 5\.
b. o 7"
ANV
[Y)
A A
Ais 4 Ais?2
o)
D’ 4 rax
y 4\ hdl O
[ anY V4
ANV
[I)
A C# is§ Ebisﬁ
D’ 4 rax
y A\ hdl O
[ an Y V4
ANIV4
[3)
A A
A Bbis 7 Gis6
P’ A |
y 4N hdl O
[ fan Y 4
ANV
oJ
A A
A Ais 3 Bbis2
D’ 4 rax
y 4N hdl O
[ M anY V4
ANIV
[I)
A A
" Dbis6 Ghis 5
D’ 4 rax
y 4\ hdl O
[ fan Y 4
ANIV4
[I)
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fhvsearchlab 18-5. You are given the name of a minor scale and a scale degree. Write the
mysearchia ; )
appropriate note (scales with three or fewer sharps or flats).

A N AN N N
A f#3 d: 2 a:s g3 b: 5
)’ A
Rl .
oJ
N A AN A AN
A b:2 g4 c:3 e:6 f#:5
b 5
ANIVA
oJ
N AN N A N
A d: 4 a7 f&o c:5 e:2
)’ A
C. e
ANV
oJ
fiysearchlab 18-6. You are given the name of a minor scale and a scale degree. Write the
appropriate note (all minor scales).
A AN N A AN A
d:3 e:2 f: 4 eb: 7 b: 6 a: 5
o)
A
a. ey —
D)
A A\ A A A A
A a:s dg: s c:6 f4:2 g5 gf: 4
b4
b. o
ANV
)
AN AN A A A
A cl:7 f: 5 di: 4 bb: 6 gf:2 c:3
b4
c. e
ANV
oJ
A A N N AN
af:2 e 6 eb: 4 d: 4 a: 3 ab:s
4
d. oy
ANIY4
oJ
N N N
fﬁ:g g/7\ ab: 2 b: 3 bb: 4 ch:5
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Name:

Date:

Instructor’s Name:

18-7. In these passages, identify the major or minor scales being used by mysearchlab
writing them in the appropriate space beneath the score.

a. Bach, Fugue in G Major (the third scale is the same as the first).
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b. Bach, Fugue in G minor (remember that scale-degree 7 is routinely
raised in minor scales. Disregard the Cf in parentheses in measure 5.)
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Name:

Date:

Instructor’s Name:

c. Schumann, Song (disregard the Bb in parentheses in measure 5—it
does not belong to the prevailing scale, but merely decorates the A,
which does).
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d. Mendelssohn, Piano Trio (here are three similar passages taken from

three different places in the work. Disregard the notes in parentheses—
they merely decorate notes that belong to the prevailing scales).
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18-8. Transpose these melodies as requested. When you transpose a melody,

you start on a different note and proceed in a different key, but main-

iy

tain the shape, internal structure (including all semitones and whole
tones), and sound of the original. Transposition from one key to
another always requires the use of accidentals (sharps or flats). Play
your work on a piano or other instrument before handing it in—be

sure it sounds the way you want it to.
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to G minor :@F

¢

fysearchlab 18-9. Compose a melody for each of these texts. The first is in E minor and
the second is in G minor. If you wish, you may use the rhythms you
previously composed for these texts in Exercise 10-4. Each melody is
begun for you. Play your melodies on the piano or other instrument
before handing them in—be sure they sound the way you want them
to. Be prepared to sing your melodies in class.
a. Made weak by time and fate, but strong in will
To strive, to seek, to find, and not to yield.
(Alfred, Lord Tennyson)
h H I Il
g & ) #Hg -]
y AN . o~ '”IP HI : P-
—?—4 ! | .
Made weak by  time and fate,
f) 4
g
Y 4N
[ M an)
ANIV4
)
b. Since then, at an uncertain hour,
That agony returns:
And till my ghastly tale is told,
This heart within me burns.
(Samuel Taylor Coleridge)
< Y| ! | |
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Since then, at an un - cer - tain hour, That
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rax
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Name:

Date:

Instructor’s Name:

18-10. Fill in the blanks in these melodies by adding whatever notes from  ivsearchlab
the appropriate minor scale and whatever rhythmic values sound
best to you. Bear in mind the dynamic tendencies of the different
scale degrees. You may raise scale-degrees 6 and 7 when approaching
the tonic from below. Play your melodies on the piano or other instru-
ment before handing them in—be sure they sound the way you want
them to. Be prepared to sing your melodies in class.
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Lesson 19: Minor keys and key signatures

In this lesson you will learn about minor keys, minor key signatures, relative keys, and

parallel keys.

As with the major scale, each minor scale embodies a network of relationships,
with its own unique tonic, supertonic, mediant, and so on. This network of

relationships is what defines a key. A piece is in the key of D minor, for exam- Key

ple, if it begins and ends by using the notes of the D minor scale and treats D

as tonic, F as mediant, A as dominant, and so on. Every minor scale contains

one and only one statement of each of the seven letter names (A, B, C, D, E,

F, G)—only the accidentals vary, but this variety is enough to distinguish the

scales from each other.
Scale-degree 1 2 3 4 5 6 7
Name tonic supertonic mediant subdominant dominant submediant subtonic
Syllable do re me fa sol le te
A minor A B C D E F G
E minor E Fi G A B C D
B minor B CH D E Fi G A
F# minor F4 Gt A B Ct D E
C# minor Ci Dy E Fy Gt A B
G# minor Gt Al B Ct D# E F#
Ab minor Ab Bb ch Db Eb P Gb

{D# minor Dt Ei F¢ Gt Ab B Ct
Eb minor Eb F G Ab B ch Db

{A# minor A} Bt Ct Di F} Fi G
B> minor B C Db Eb F G» Ab
F minor F G Ab B C Db Eb
C minor C D Eb F G Ab B
G minor G A B> C D Eb F
D minor D E F G A Bb C
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As with the major scale, the accidentals needed for each minor scale can

Key signature be gathered into a key signature, and the key signatures for all of the minor

Circle of fifths scales can be summarized in a circle of fifths. The sharps and flats are added
(and written) in just the same order as in major.

o)
P’ A
y 4\
[ fan Y
AV
o
o) () 4
y iy y =
(N =35 &
D) D)
)= S - —
s
H 1
o D
y AN
|  an W
ANIV4
oJ
O Il
E"IU
ia
H |
o
fZ. b |
| oo W) J
V4
D)
O 1
E"\I}
17|
L)
. H 1
Minor key A5
. o | an WL J
signatures d"
o | Il
E"-IU 7Y
b 1.7
L) J

Major and minor scales that share the same key signature are called
Relative keys relative keys. Relative keys use the same notes, but they are ordered differ-
ently. For example, F major and D minor both use the same seven notes, but
F major arranges those notes to begin on F and D minor arranges them to
begin on D. Similarly, D major and B minor are relative scales.
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F major

N>

‘Q’l
|

T
V. b
A5
D minor
Relative scales
A 4 D major
VA"
Lk ) —
[ 4 T
o '_'_._._l—'—':‘_
D) o @
A"
\J  #1l
2 Lk
[ fanY kil
o '_._l_'_l_‘_mi
D) K 2 E &
B minor

Major scales begin on scale-degree 3 of their relative minors; minor scales
begin on scale-degree 6 of their relative majors.

The relative major and minor key signatures can be gathered into a dou-
ble circle of fifths, with the major keys listed around the outside in uppercase
letters, the minor keys around the inside in lowercase letters, and their shared
key signatures between.

Relative keys

Major and minor scales that share the same tonic are called parallel Parallel keys
keys. Parallel keys share not only the same tonic but also the same supertonic,
subdominant, and dominant as well. C major and C minor, B major and B
minor, D major and D minor are all parallel keys. They differ only in scale-
degrees 3,6, and 7. But those differences can have a powerful expressive effect.
Many compositions create a change of mood by shifting from minor to major,
or vice versa, while retaining the same tonic.
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Lesson 19: In-class activities

1. Singing. Sing the following common seven-note patterns (given in E minor
and D minor). Sing using scale-degree numbers, solfége syllables, or a
neutral syllable such as “la,” as directed by your instructor.

.
-. --- [ 11 T T1 T[T
. I“n__ I _.-- -

2. Singing. Sing these melodies using scale-degree numbers, solfege syl-
lables, or a neutral syllable such as “la,” as directed by your instructor.

a. Rodriguez, “La Cumparsita” (adapted; the melody leaps from a low G
to a high G, then fills in by step the space thus opened).
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b. Chopin, Prelude in C minor (adapted; the generally descending shape
of the melody contributes to its gloomy character).

e
5 e

c. Schubert, “Death and the Maiden” (the upward push of the melody
reflects a young woman’s desire to evade death).

d. Ellington, “It Don’t Mean a Thing” (adapted; the melody stays between
scale-degrees 1 and 5).

1
12
v

QL

i
i
Hi
| 108

L)
i

.
I =)
[ Py =

> = I

3. Singing (improvise). Continue and conclude the following short melo-
dies (each should last four measures). Use only the notes of the appropri-
ate minor scale. Sing using scale-degree numbers, solfege syllables, or a
neutral syllable like “la,” as indicated by your instructor. You may per-
form your improvisation in continuing succession with other students, in
tempo and without missing a beat. As one student concludes an impro-
visation, another begins immediately, beginning with the two given mea-
sures and concluding with his or her own two-measure improvisation.

) 4 \
\J PL VD) ) InN 1 o °
R i — = ﬁ/ | !
D) \ \ r
‘, ' ;’ P - 1 1
b. o — = e ————
v > W | | | I | 1

4. Singing (improvise). You are given a melody in dotted half notes. Using
only the notes of the appropriate minor key (including the possibility of
raising scale-degrees 6 and/or 7), and whatever rhythmic values you like,
elaborate and decorate that melody. See In-class activities 14-5, 15-4, and
16-4 for models.
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5. Singing (duets). Two students or groups of students sing the two lines of
the following duets. Then switch parts. Sing using scale-degree numbers,
solfege syllables, or a neutral syllable like “la,” as indicated by your

instructor.
0 4 a | b. ‘
—2 1 — — \ — — —] 1
‘ [ J ‘ ,J‘ d‘ I | | | | “4
s - — — ® e
T SN B IS I B R
I 1

QL

T8

6. Playing (improvise). You are given a key signature and a note. Starting
with that note, improvise a short melody that ends on the tonic of the
appropriate minor key.

A b | 114el
ln:‘_'._l /

Example
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7. Playing. Learn to play the following five-finger pattern in all minor keys.
Play first with each hand alone and then with both hands together.
0 —~
— = —_— T e e s N
T I } } - \rlJ. Tk I I } - } I I I d\ a} :bé\ \’
H*"H ﬂ‘s* etc.
i . ot . i = f
I — o 2 m— 'rlfl i —— #v’%a‘- ol O Y o—= e —
I il I I — I kil w \I;\ i \rétc
8. Playing. Learn to play the following five-finger pattern as it moves
through all of the minor keys. The last note of each pattern becomes the
first note of the next. Alternate hands.
A [T J—
A — W—r‘ﬁr = K
[ FanY \!} Tl | = Ilt
D o+t oot i t
etc.
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Name:

Date:

Instructor’s Name:

LessoN 19: Exercises

19-1. Identify the minor key represented by these key signatures (keys with rﬁ'ysearchlab
three or fewer flats or sharps in the key signature).

A
p=

A

A

$T

pus

P

o
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pav s

p==
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BT

L
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s

19-2. Identify the minor key represented by these key signatures (all keys). fys archlab
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av el
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o
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19-3. Write the key signature for these minor keys (keys with three or fewer

sharps or flats in the key signature). Be sure to write sharps or flats in

the correct order and position on the staff (see the circle of fifths dia-

gram on p. 204 for models).
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19-4. Write the key signature for these minor keys (all keys). Be sure to write
sharps or flats in the correct order and position on the staff (see the

circle of fifths diagram on p. 204 for models).

d

bb

eb
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19-5. Name the key of these pieces. Remember that scale-degree 7 is routinely
raised in minor keys.
a. Chopin, Prelude (notice that both staves are written in bass clef).

/_\

F

)

Key:

b. Schubert, “Death and the Maiden” (notice that both staves are writ-
ten in bass clef).

PSR s S Y
PP |I| | |
=== ss s Se s es

Key:

c. Rodriguez, “La Cumparsita” (disregard the C4in measures 2 and 4—
it does not belong to the scale, but embellishes the D, which does).

Ilf)‘)‘ I— d ]
: :]ﬁ | e | Id :]ﬁ | e |
o ‘j:ﬁ’ 1 AR A AR EEAS e
p
] | = ﬁ _# _ﬁ _a
> > >

Key:
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d. Mozart, Sonata (disregard the embellishing notes in parentheses).

A : {
7 it Fies s Phn e 5
OH T F - |
o . = |
nmi@lz % e p 2. p #
b o e e e e e e e o £
. " 5 i b
on —
//—\7 P P _ )
e P efelrlellefof, P "(M‘!F!
e e e e e ' ——— !

e. Ellington, “It Don’t Mean a Thing” (the Db in measure 3 is a wonder-
fully expressive note, but it does not belong to the key—that’s part
of the reason it sounds so expressive).

215

fH | . . AN N
P | | =) | Ih oY N
#ﬁ ® I — o | L = pS— 7 3
D — e o ——H o—T—1 7 — o €
Y| ' I ' I ' r
It don't mean a thing, if it ain't got that swing, —
H | | . N N VAR N
] 1 ] = 1 ] lhl’l-ll i) ] N
] 1 2 1 \Z / o 1] y ]
s e ——= ——= 2
P 2 qF;ﬁ
| | | 4 |
) e . ! oo LC e E
>— ] g———<—+J—+ J = > e
v - v - < z T e heh
Key:
f. Haydn, String Quartet.
o) |
I)\’ [] i 2 J I I | e | s
[ fan ] 1 ] ] I | e | ] ] ]
ANV =| | () J | | | J =| |
| |
)3 - 20 o 3
g | —
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g. Bach, Fugue.

H | |
)’ AN/ ]
Y 4 7Y £ - - (7] o
GRESS o—*
oJ s

o ® o

9 T e
A . | e —
v 1 1
Key:

19-6. Name the two keys (one major and one minor) represented by these
key signatures (keys with three or fewer sharps or flats in the key sig-
nature). Write the major key first with an uppercase letter, then the

minor key with a lowercase letter.

o) u | u | u f
P’ AN P ] 1 1 P~ Il
a 7 5 i b1 i} 2) i}
[ an VA ) J it P al
o
L N N
- & I ] I
b bl COF- 2Vl i 1] Y i Y]
. 7 0 7} 7} o} 7}
bl Vv V[) bl Vv

19-7. Name the two keys (one major and one minor) represented by these

key signatures (all keys). Write the major key first with an uppercase
letter, then the minor key with a lowercase letter.

nl u I TR S u #
p” ANN/) - 1y o LT e 1L 1 - Il
g\ h | T h 17 L T 2 bl
a [ 4 L) J v D h A Y - v jal
Dj - :
Eb/c
Lh N
0 11 w1l 11 -] |
b “Fe 1 D T o T 1 Dy I [- 3 )
7 H ivrD - D) B VD T 5 1
L T T L hul L) J
L ™ v
E.8 | .8 I I u
0 ST 4 ot LT i Iy [ A ot LT
C y A\ 1L o 2 1L el h IV D h [V 1L
N [ anY " v T 1L V D | v D I
Lk N L
ey # 11 1l | - 11 [ - 2
d e #HTIE 11 1 - Iy | o LT e 1L
* V4 W~ 2 N h [ 71 Tl ST e
1l I V Db 111 o
M v m
O 1 . u L u i u i,
g D h ol A LT ] LT
e y 4N h [V o h 1 7] 1L Ll h 1l o
6NV D il V O h hal 1L L hul
o ) -
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Name:

Date:

Instructor’s Name:

19-8. For each minor key, name the relative major and provide their shared
key signature (keys with three or fewer sharps or flats in the key sig-
nature). Remember to write the sharps and flats in the prescribed
order and position.

d/F b c a g e it
H—
a. o>
ANIV
)
a d f# b c e g
b =k

19-9. For each minor key, name the relative major and provide their shared
key signature (all keys). Remember to write the sharps and flats in the
prescribed order and position.

e/G d bb C b eb

v

I
JEN 53N

NP

(¢)
JE S8

gf g f¥ f ch a

o)

af ab e d eb dt

(¢}
JEN 538
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19-10. Compose a melody for each of these texts. If you wish, you may use

the rhythms you previously composed for these texts in Exercise 11-4.
Each melody is begun for you. Play your melodies on the piano or
other instrument before handing them in—be sure they sound the way
you want them to. Be prepared to sing your melodies in class.

a. What passing-bells for these who die as cattle?
Only the monstrous anger of the guns.

(Wilfred Owen)
- .-
y 4 1l e = P e P | ]
- - ! — :
e) [ I [
What pass - ing - bells for these who
_9 u
- I
y AL
[ anY il
A3V
Y,
f) #
)’ A I
y AN
[ anY il
ANV
e
b. And what rough beast, its hour come round at last,
Slouches toward Bethlehem to be born?
(W. B. Yeats)
ﬁ
rax [)) - 0
o)y < . i
i 3 # | 7
And what  rough beast, its hour
rax
hdl OO
e
rax
o)

Y
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Name:

Date:

Instructor’s Name:

19-11. Fill in the blanks in these melodies by adding whatever notes from the  gave am el lab
appropriate minor scale and whatever rhythmic values sound best to
you. Bear in mind the dynamic tendencies of the different scale de-
grees. You may raise scale-degrees 6 and 7 when approaching the tonic
from below. Play your melodies on the piano or other instrument be-
fore handing them in—be sure they sound the way you want them to.
Be prepared to sing your melodies in class.
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Lesson 20: Harmonic and melodic minor

In this lesson you will learn about the harmonic minor and melodic minor scales.

The minor scale we have been discussing so far is called the natural minor. Natural minor
The natural minor is the basic form of the minor scale, and key signatures
are always based on it. But as we observed in Lesson 17, scale-degrees 6 and 7
are frequently raised one semitone above their position in the natural minor.
These alterations create new, varied forms of the minor scale.

The first common variant is the harmonic minor. It creates a leading Harmonic minor
tone by raising scale-degree 7 a semitone from its position in the natural minor.

v/‘leading tone
’\(l
Harmonic minor {3y — ._5_‘_!_
D), o K 2 & L4 b '

In the natural minor, scale-degree 7 is called the subtonic and is a whole step Subtonic
below the tonic. In the harmonic minor, scale-degree 7 is called the leading Leading tone
tone and is only a semitone below the tonic. It is as though the leading tone
has been borrowed from the parallel major.
In the harmonic minor, there are three semitones: between scale-degrees
2-3 and 5-6 (as in the natural minor) and 7-8 (borrowed from the parallel
major). There is also a gap between scale-degrees 6-7. This interval, a semi-
tone larger than a whole tone, is called an augmented second (for reasons to Augmented second
be explained in Chapter 4).

augmented
second
4
\J
Harmonic minor s ._ﬂ_._._

ANAV4 P

0 — 2 & 4 hd I

- L \/ v
ST ST ST

To create the harmonic minor by raising scale-degree 7 from its position
in the natural minor, an accidental will always be required. If scale-degree 7
in the natural minor is flat, it must be made natural; if scale-degree 7 in the
natural minor is natural, it must be made sharp; if scale—degree7 in the natu-
ral minor is sharp, it must be made double sharp.

A second common variant is the melodic minor, which exists in two Ascending
forms: ascending and descending. In its ascending form, the melodic minor melodic minor
creates a leading tone by raising scale-degree 7 a semitone from its position
in the natural minor, just as the harmonic minor does. It then smoothes out
the gap between scale-degrees 6-7 by also raising scale-degree 6 by a semitone.

This variant is thus particularly suitable for singing or playing a melody that
ascends to the tonic.

Ascending melodic minor

N>
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Descending
melodic minor

Now there are two semitones, between scale-degrees 2-3 and 7-8. All the other
steps in the scale are whole tones. The ascending melodic is thus very similar
to the major, differing only in the placement of one of its semitones—between
2 and 3 in minor and between 3 and 4 in major.

Ascending melodic

2> Y

Major

2> Y
= = v
"

o

To write an ascending melodic minor scale, scale-degrees 6 and 7 will always
require an accidental.

The final variant of the minor scale is called the descending melodic
minor. When descending melodically from the tonic, the raised seventh degree
(leading tone) and sixth degree are no longer necessary and revert to their po-
sitions in the natural minor. As a result, the descending form of the melodic
minor is identical to the natural minor and thus requires no further discussion.

The three forms of the minor scale—natural, harmonic, and melodic—
are not really three independent scales. Rather, the natural minor is the basic
form of the minor scale, and the key signature is always based on it. Harmonic
and melodic minor are just variants that result from the alteration of scale-
degrees 7 or6 and 7.

Lesson 20: In-class activities

The in-class activities for Lessons 17, 18, and 19 virtually all include alteration
of scale-degrees 7 or 6 and 7 in minor and thus involve the harmonic and
melodic minor scales. No new activities are provided here.
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Name:

Date:

Instructor’s Name:

Lesson 20: EXercises

20-1. Transform these natural minor scales into harmonic (H) or the ascend- ‘“-'yae archlab
ing form of the melodic minor (MA) by adding or altering accidentals -
(minor scales with three or fewer sharps or flats in the key signature).
F# minor (MA) C minor (H)
o) L TR P J_P_EF_'_F_M -
)’ A I ] ] [y Ed e )= ] I ]
a. % i — I 7 i I I i !
] ] ] 1 T ] ] ] 1 T
[ ! ' [ ! '
G minor (H) A minor (MA)
O ' a—T—+—1 ®
b.  ——— 7— ——
] ] ] 1 T ] ] ] 1
) " .
A E minor (H) G minor (MA)
i T f I raa " T f ] !
C i i 77— g i i
] ] ] 1 P ] ] ] 1
T . L
A D minor (H) | B minlor (MA)
d A T f | | — et ) i I
’ i i I —eo+ i i I I ! :
[ ! ' [ ! '
20-2. Transform these natural minor scales into harmonic (H) or the ascend- ... | lab
ing form of the melodic minor (MA) by adding or altering accidentals mysearchia

(all minor scales). Hint: You will need a double sharp to raise scale-
degree 7 for some of the minor keys whose tonic note is itself sharp.

E minor (MA) C minor (MA)
o) R . | i
b A f I ] ] 1L )= ] 1 ]
a. % ] ] 7  — ———
| | | | | | | !
[ I [ I
D minor (H) B minor (MA)
! | ! |
f I ] | I - A ] ]
b (2 | I I | I I r Z =I 1L'|ﬂl I —1 I | I
[ ! ' [ ! '
Ab minor (MA) D# minor (H)
o) . | I fe #F
)" A f I ] ] o) N [y ] ]
C. s S T v v At s — ——
ANV | I | | ] ] ] 1
J | ghede? L
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F4 minor (H) G minor (H)
9 T f ] I ﬂ? Com— T f ] |
d' ] ] : I -I'. I — ] ]
] ] ] 1 T | ] ] ] 1
[ I e [ I
A# minor (MA) F minor (H)
0 . T f ] . T f - | >
¢ A m—————" F
T E AL -
b mi .
A Bb minor (MA) | C#Immor (MA.) . .
[/~ ——— S ——
’ i 1 i I I I
G#minor (H) Eb minor (H)
f ] ra T f - !
g ] ] : I I i I ,' 1 I I ] I ) = = ] ]
[ ! b [ !

20-3. You are given a note and told that it is scale-degree 6 or 7 in either the
harmonic minor (H) or ascending form of the melodic minor scale

(MA). Write the scale (minor scales with three or fewer sharps or flats

in the key signature).

. Fis 7 (MA) ctis 7 (H)
a. :@F)’ E—L‘o—!_'_‘_a'.—. )
)
DHis 7 (MA) D¥is 6 (MA)
4
b. —fos -
ANAV4
e
Eis 6 (MA) Fis 6 (MA)
) o
C. o 7
ANAV4
o
Abis 7 (1) Als 6 (MA)

o
JEN 53N
N
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Name:

Date:

Instructor’s Name:

20-4. You are given a note and told that it is scale-degree 6 or 7 in either the mysearchlab
harmonic minor (H) or the ascending form of the melodic minor scale
(MA). Write the scale (all minor scales). Hint: You will need a double
sharp to raise scale-degree 7 for some of the minor keys when the tonic
note is itself sharp.
A N
Chis 7 (MA) B is 6 (MA)
9 b @ o)
a. S"g P — i 7
N A
Cis 6 (MA) Efis 6 (MA)
£ o
b. s 7
ANIV4
oJ
AN N
Diis 7 (H) FRis 7 (H)
9 -
c. frs 7"
ANIV4
oJ
Ef is 7 (MA) Gis 7 (H)
9 -
d. s 7
ANV
oJ
Dbis 6 (MA) BY is 7 (H)
y :
c. o 7
ANV
oJ
20-5. You are given the name of a minor scale and a scale-degree number. friysearchlab

Write the appropriate note (scales with three or fewer sharps or flats
in the key signature).

N N A N N
F# minor (MA): 6| D minor (H): 7 A minor (H): 7 G minor (H): 7 B minor (MA): 6

—#T

Cki’*b

A A A A A
B minor (MA): 7 G minor (MA): 6  Cminor (H): 7 E minor (MA): 6  F# minor (H): 7

D
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AN
D minor (MA): 6

'yweamhlab 20-6. You are given the name of a minor scale and a scale-degree number.

Write the appropriate note (all minor scales).

AN A A AN AN
E minor (H): 7 Fminor (H): 7  Ebminor (H: 7  Bminor (H): 7 Ab minor (MA): 6

JE SN

A A A A A N
Aminor (MA): 7 D#minor (H): 7 Cminor (MA): 6 F# minor (MA): 6 G minor (MA): 7  GHminor (H): 7

N
C# minor (MA): 6

A A A A A
F minor (MA): 7 D# minor (H): 7 Bb minor H): 7 G# minor (MA): 6  C minor (H): 7
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Chapter 3: Supplementary Lesson

In this lesson you will learn about the modes and the pentatonic scale.

The major and minor scales are the most common scales in Western classi-

cal tonal music. Six additional scales were in common use in Medieval and
Renaissance music (before around 1600). These are called the modes, or Modes
Church modes, and they persist in more recent folk and popular music. They

can be played using only the white notes of the piano.

A A A A A A A A
1 2 3 4 5 6 7 8
[a)
\J
Tonian W
@ \/
fa)
\J
Dorian s
\/
[a)
. y..
Phryglan W
\/
Modes O
Lydian M
e

0 '—'—.—‘—.—
v 2

MiXO]ydial’l :P @
e

[a) @
\J
Aeolian ;@P—o—.—'—.—'—.—

D)

The six modes, like all other scales, may be transposed to start on any
note. Notice the distinctive position of the two semitones in each mode and
the way in which modal scales and key signatures relate to major and minor
scales and key signatures.

In relation to major

Mode name  and minor scales Position of semitones  Key signature

Tonian Same as major 3-4,7-8 Normal for major

Dorian Natural minor with 2-3,6-7 One sharp more (or one flat less)
raised sixth degree than signature for minor

Phrygian Natural minor with 1-2,5-6 One flat more (or one sharp less)
lowered second degree than signature for minor

Lydian Major with raised 4-5,7-8 One sharp more (or one flat less)
fourth degree than signature for major

Mixolydian Major with lowered 3-4,6-7 One flat more (or one sharp less)
seventh degree than signature for major

Aeolian Same as minor 2-3,5-6 Normal for minor
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Pentatonic scale

One final scale in reasonably common use, particularly in folk and popular
music, is the pentatonic scale, so called because it contains five notes: a group
of three and a group of two.

Pentatonic scale

JJEnes
[y

o L4

It can be thought of as a major scale with scale-degrees 4 and 7 omitted (it thus
contains no semitones). The notes can also be rearranged to give the feeling
of Dorian, Phrygian, or minor (if the scale started on D, E, or A). Whatever its
ordering, the pentatonic scale, like all other scales, can be transposed to start
on any of the twelve notes. In one of its transpositions, the pentatonic scale
corresponds to the black keys of the piano, with their grouping of three-plus-
two or two-plus-three keys.
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Chapter 3: Self-Test

1. Write scales as indicated (ascending within one octave). Use appropriate
accidentals (do not use key signatures).

A G major F minor (natural)
D’ 4 rax
Y 4 hl D
{es 7
ANV
D)
A B minor (ascending melodic) E major
P’ A A
y ai Ml O
[ an ) y4
A3V
D)
A Ab major D minor (harmonic)
)’ 4 X
y bl O
{es 7
ANIV4
D)
2.

number. Write the appropriate note.

You are given the name of a major or minor scale and a scale-degree

A
Fmajor: 4 Gminor: 6 AMMOET 4 jor: 5 Esmajor:3 B minor: 4
" major: minor: (harmonic) major: major: minor:
P’ A
y AN ]
[ an WIP.N
ANIV4
o
. A
E minor: 7 A A A A
(ascending melodic) B> major: 6 D major: 2 E major:4  Céminor: 5  F minor: 3
rax
o)
y4
3. Write key signatures for these keys.
A major E major D major F# minor Eb minor
=
[ an
ANIV4
oJ
G minor E minor Ab major F major C minor
rax
o)
V4
4. Name the two keys, one major and one minor, represented by these key
signatures.
_9 u [ |1 o
-7l 1 Dy 1 DB | o
y 4 b} h [ 7 h 17 2Y .
[ . WA L) J 7 h 1
ANIV4 14
o)
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Chapter 3: Self-Test (answer key)

1. Write scales as indicated (ascending within one octave). Use appropriate
accidentals (do not use key signatures).

" G major F minor (natural)
b A raY 1 I -
&) : ®
7 M
)
A B minor (ascending melodic) E major
. )

)
.
.

Ab major

A . I l’ o D minor (harmonic) ﬂ o £
o) .—o—!_'_b_. ;
H@—P‘—“—'_' g
)
2. You are given the name of a major or minor scale and a scale-degree
number. Write the appropriate note.
A minor: 7
LA ) A minor: LA oA . A
A Fmajor:4 G ml?or. 6 (harmonic) Abmajor: 5  Ebmajor: 3 B minor: 4
b 4 ! D&
y 4N he L
[ an ) L [P 1 o
<D #e be ® =
o
. A
E minor: 7 A A A A A
(ascending melodic) Bp major: 6 D major: 2 E major: 4 Céminor: 5  F minor: 3
P Ly
o). - ® r 1 — he
7 2 -
3. Write key signatures for these keys.
A major D minor E major D major F# minor Eb minor
H 4t u u 4 |
b’ 4 T ] LT Ly LT 1D |
y AW o 7Y - o i h [ V1
’\fD hal Ll il il hal v b
)
G minor Bb major E minor Ab major F major C minor
Co— I # T I
— e 1 1 -] 1 D 1 .
yA 2 2 B [V 7Y |
1 v v Ld vV D
4. Name the two keys, one major and one minor, represented by these key
signatures.
H 44 u | | u
0 #T LT 1 Db 1 Db | ]
y AW o 1L #il h 1V h 171 2Y
[ an WA il o) L) J V1 h 1
ANIV4 T 14
oJ
A/f4 Cla B/g# Ab/f Db/bb F/d Gle




4 Intervals

Lesson 21: Interval size

In this lesson you will learn about intervals, melodic and harmonic intervals, interval
size, and compound intervals.

An interval is the distance between two notes. When the two notes occur at  Intervals

the same time, the interval is harmonic. When one note occurs before the Harmonic intervals
other, the interval between them is melodic, and may be either ascending or Melodic intervals
descending.

Harmonic intervals N § ——— —

0

[ @ ]

1}
. . 1
Melodic intervals O i

)

[ @ ] [ @ )

Intervals are identified by both their size (to be discussed in this lesson) Interval size
and their quality (to be discussed in the next lesson). The size of an interval
is the number of steps it contains (or the number of different letter names it
spans), disregarding any accidentals. A unison contains a single step: its Unison
two notes have the same letter name and lie on the same line or in the same
space of the staff.

2 loto
Unisons fe—o—oto—o—t——Hofo K 7 —ofo
ANV 1 Ill«) ers 1 1 | 1 1 1]

0
0

A second contains two steps and consists of notes with adjacent letter Second
names. The actual number of semitones between the notes may vary, but if
one note is on a space and the other is on the adjacent line (or vice versa), the
interval is a second. We have previously referred to this interval as a step.

231
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Third

Fourth
Fifth
Sixth
Seventh

Octave

Simple intervals
Compound intervals

A third contains three steps and spans three letter names. As with sec-
onds, the actual number of semitones may vary, but if the two notes are on
adjacent lines or adjacent spaces, the interval is a third.

Thirds

The remaining intervals—fourths, fifths, sixths, sevenths, and octaves—
are calculated in the same way.

o) s
\J 1 n 1 | 1 1 _© 1 [ @ ) 1]
Fourths f§———© g O PO g g O 4
D) 4 '
ba
Fifths $Fr—o—F—o— I I  — —F—te—
T O HU
0 P bo
T e e e e e T
1X S [ £an) | DA 1 _© 1 124 @ ) 1T 1 11 11
ANIVARN © ) 1T 1 1 1y 1l o 1]
o - he ©
L Pay L
o oo —o— - e n
Sevenths 1 A o 17O 1 ; T 1
[ @ ] 1 LS ) | .= 17 1 ”c 1 O 11
T © f
o ‘o © o
O l ©o | W 4= | IS | | ]
. ) O = 1qY | 17 1 1 11
OCtaVes Z 1 11 | DA 1L 1 O 1 Py [
Pa 1 1 1T 1T 1 1 ~ 11
© O fo t |

Intervals smaller than an octave are called simple. Intervals larger than
an octave are compound, because they consist of a simple interval plus one
or more octaves. Compound intervals are referred to either by their simple
names or by the total number of steps they contain.

Simple Compound

9th A

. o
—

1 P

-&- <4 & "
> ve 20d

Second

10th 1
T E—
Third —

)



Fourth

Fifth

Sixth

Seventh

)

(&)

)
N
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Lesson 21: In-class activities

Reciting. There are only seven letter-pairs for each interval size. Drill
and memorize those pairs as follows.

a.

Seconds. The letter-pairs for seconds are C-D, D-E, E-F, F-G, G-A,
A-B, and B-C. Your instructor will name a note. Provide the note a
second above or below, as requested.

. Thirds. The letter-pairs for thirds are C-E, D-F, E-G, F-A, G-B, A-C,

and B-D. Your instructor will name a note. Provide the note a third
above or below, as requested.

. Fourths. The letter-pairs for fourths are C-F, D-G, E-A, F-B, G-C,

A-D, and B-E. Your instructor will name a note. Provide the note a
fourth above or below, as requested.

. Fifths. The letter-pairs for fifths are C-G, D-A, E-B, F-C, G-D, A-E,

and B-F. Your instructor will name a note. Provide the note a fifth
above or below, as requested.

. Sixths. The letter-pairs for sixths are C-A, D-B, E-C, F-D, G-E, A-F,

and B-G. Your instructor will name a note. Provide the note a sixth
above or below, as requested.

Sevenths. The letter-pairs for sevenths are C-B, D-C, E-D, F-E, G-F,
A-G, and B-A. Your instructor will name a note. Provide the note a
seventh above or below, as requested.
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Name:

Date:

Chapter 4: Intervals

Instructor’s Name:

LessoN 21: EXercises

21-1.

Identify the numerical size of these simple intervals. Remember to 3
disregard any accidentals—they do not affect the numerical size of an
interval (1 = unison, 2 = second, 3 = third, 4 = fourth, 5 = fifth,
6 = sixth, 7 = seventh, 8 = octave).

o) —
o
P 4 P - D ] O
y A\ o> O O > h_
N [0 T e O ~ L © = O
ANIV4 [ ) 0O O ~
) o P=Y
o o
| H oy o> O
hdl O o~ 1O TN e ) o ~0) ~ O
b ) - D Tl O P - Do O
1 O kil Pas ~
! P=Y
0 . . © . o
Y 5o oro (0] - P2 Mg
y 4N v F [~ B~ B . TEV=N LU O [ D24
[ an ) > T ~F 1O ~ >
SO 1t ©
e) ©
P A
y A\
|  an YIS
ANIVJ B O O O Pay
) o - _— P=N P=Y
o
o o) © o
' O ~ O ~
‘,'0 O O
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ffivsearchlab 21-2. Identify the numerical size of these compound intervals. Remember
mysearchla ) ; : :
to disregard any accidentals—they do not affect the numerical size
of an interval. Compound seconds and thirds should be identified as
ninths and tenths. Larger intervals should be identified as their simple
equivalents (1 = unison, 2 = second, 3 = third, 4 = fourth, 5 = fifth,
6 = sixth, 7 = seventh, 8 = octave, 9 = ninth, 10 = tenth).
fHl © o | bo Ho be P fo
b A DO = D ~ hal
a. fay o
ANIVARSY § ] O -~
U O O O e b_o_ O
10
bo o P o © o ©
A ~ O ~
b. £ bo
P=Y O l oy L L ©
be go p— go
0 |
b4 DO O
y A O ) | O ~ L] Pay
[ fan ) O DO ~ ~
ANIV4 ~
)
c.
rax ! O o ©
hdl O DO O o O
Z O ~ O
8
iﬁysea{rchlab 21-3. Write 1r}tervals of the proper size as indicated. Rem§mber to Fhsregard
any accidentals—they do not affect the numerical size of an interval.
a. above
o)
p” A o I | V=N I I I | V=N Il |
o ——H fo — Hho—tg re — H
ANIVAK ¢ ] O I I I = I I i |
oJ
6 2 5 1 7 8 4 3
b. above
5 o I Feo— Fo = I H
Z O = I I | = I by O Il |
1 1 O 1 [ DO 1 7= 1 i |
8 1 5 2 7 3 4 6
c. below
e to | o
A e 1 e  B— ) Fo I Fe I H
[ fan) 1 1 1 = 1 1 1 O I |
ANV I I I I I I I i |
oJ
3 6 1 7 4 8 5 2
d. below
s I i Foe Fr — Fo I H
7z O I I O I I | V=N Il |
1 1 1 | 1 1 = i |

N
w
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[V}
\8}
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Name:

Date:

Instructor’s Name:

21-4. Identify the numerical size of these intervals. Remember to disregard fysearchlab
any accidentals—they do not affect the numerical size of an interval.

a. Arlen, “Over the Rainbow” (each measure contains a leap down
from B, and the leaps get bigger each time).

s ANAAAAN, AMANANAN

E——
o r 7 I

AN
When all the world is a  hope-less jum-ble and the rain-drops tum-ble all a - round,

7,
| THEE

A
] ]

| 188
[ 10N

[ 18

Iy} Jld O

b. Chopin, Prelude in C minor (this bass line features wide leaps,
mostly fourths and fifths).

e S=sss
VIV WAV VA

R
1Te

c. Schubert, “Heidenroslein” (all of these intervals, between bass and
melody, are compound—identify them as their simple equivalents
[i.e., with a number smaller than 8]).

Lieblich (Sweetly) q =69
[ ) 3\

A

N
~ q q ] q 1/
uw ] ] Tt T — f

y¥ v Yy 7

Sah ein Knab' ein [ROs - lein _[stehn, Ros -lein [auf der [Hei - [den,

A boy saw a wild rose, a  |wild rose lamid the |[hea - (ther,
Ik A A A

o 'k‘,.,‘ e T TR i
S et ey

o
#

N>

Qf

e

N>
e

=

e

Lle

U_‘__Q_j
Lle

hiiEE

e
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Lesson 22: Seconds and thirds

In this lesson you will learn about interval quality, natural intervals, major and minor
intervals, diminished and augmented intervals, and enharmonically equivalent intervals.

Intervals of the same numerical size may vary in quality depending on the Interval quality
number of semitones they contain. If a second contains only one semitone, it

is a minor second (familiar already as a semitone or a half step). If a second Minor second
contains two semitones, it is a major second (familiar already as a whole tone  Major second

or whole step). A natural interval is formed without any accidentals. There Natural intervals
are seven natural seconds, all either major or minor.

Natural seconds

J

?
;
0

M M m M M M m

If both notes of a natural second are raised or lowered by the same
amount, the size and quality of the interval remain the same.

P>

=

P>

=

Natural seconds transposed

If a minor second, or any minor interval, is compressed by lowering the
upper note or raising the bottom note by a semitone, it becomes diminished.
But diminished seconds—intervals made up of adjacent letter names that
are enharmonically the same pitch—are rare and we will not consider them
further here. If a major second, or any major interval, is expanded by low-
ering the bottom note or raising the upper note by a semitone, it becomes
augmented. Augmented second
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a)
H | | ]

{ H i - i |

ANV 11 1 1 1 1L 1

¢ o O ﬁo had o V0 o 1O

M m m A
a)
H | | ]
{ H i T i . |
M m m A

)

y.a H I I ]
m M M A

fa)

y.a H I T I . ]
Major, minor, and O—wv oo t+tovreoet—~vio—
augumented seconds D) K '

M m m A

fa)

\J T I I ]
%5 © ” B = l = l C= l
M m m A

[a)

\J T I T I 1 ]

D)

M m m A

[a)

ANV 1T 1 1 1

D)

m M M A
Major third Like seconds, thirds can be diminished, minor, major, or augmented.

Minor third The seven natural thirds, formed without any accidental, are all either major
(contain four semitones or two whole tones) or minor (contain three semi-
tones or one whole tone and one semitone).

N>

Natural thirds

¢

@]
=40

(8]
m M M m m

8

Raising or lowering both notes by the same amount preserves the size
and quality of the interval.

1]
M o | r— T I

Natural thirds transposed N
\J
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Natural thirds transposed

(COHt.) .)u il bl T 1
h L

m A—8———#e8— "8

U\/ 1T 1 ]

When a minor third is compressed by a semitone, it becomes dimin-
ished; when a major third is expanded by a semitone, it becomes augmented.
But these are relatively rare in music and will not concern us further here;
instead, we will concentrate on major and minor thirds.

[a)
\J 1T | ]
1t it I T |
M m m
0
\J 1 I 1
(7S it I I |
o~ O —— P —— 88—
m M M
0
v it I . ]
m M M
0
\J 111 I ]
Major and minor thirds %a 8 " TE, 8 | 8 |
M m m
[a)
\J 111 I T ]
M m m
[a)
\J || | L ]
<~ 8—HHh8—F—H8———
ANV 10 1 1
D)
m M M
[4) .
ANV 10 1 1
D)
m M M

In sum, there are four kinds of seconds and thirds (diminished, minor,
major, and augmented), but only minor, major, and augmented seconds and
minor and major thirds are in common use.

Diminished Minor Major  Augmented
Seconds Ct-Db C-Db C-D C-D#
(number of
semitones) 0 1 2 3
Thirds C4-Fb C-FE C-E C-E
(number of
semitones) 2 3 4 5
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Intervals that span the same number of semitones but are spelled with

Enharmonic different note names are enharmonically equivalent. C-D4 and C-Eb, for ex-

intervals ample, both span three semitones, but one is a second and the other is a third.
They have correspondingly different musical roles to play.

Enharmonically 9
equivalent intervals 7S 7
ANV 1 I;)c
Y © 7O -
Augmented second Minor third
(3 semitones) (3 semitones)

Lesson 22: In-class activities

1. Singing. Sing the following melodies. The lyrics identify the qualities of
the natural seconds and thirds.

Ma-jor sec-ond, ma-jor sec-ond, mi-nor sec-ond, ma-jor sec-ond, ma-jor

O = . . =
==

D)

sec-ond, ma-jor sec-ond, mi-nor sec-ond. Mi-nor sec-ond, ma-jor sec-ond, ma-jor

1

0,

0.

pa \") 1 ] =i ;\) i ;i — ='| '|'|

D) o o 0 j ;‘-
sec-ond, ma-jor sec-ond, mi-nor sec-ond, ma-jor sec-ond, ma-jor sec-ond.
4] F—ﬂ—l—ﬁﬂ

b T ‘ ‘ ‘
R e e ]

Ma-jor third, mi-nor third, mi-nor third, ma-jor third, ma-jor third, mi-nor third,

4/) T F\ e— S——
e o

| | | 1
\vl/ | | } 1 k 1 _|
mi-nor third, yes! Mi-nor third, ma-jor third, ma-jor third, mi-nor third,
n
o e B B —T—

— e——— ]
o 1 | i\. -‘\- 1 |

mi-nor third, ma-jor third, mi-nor third, yes!



2. Dictation. The instructor will play the pairs of notes within each group
in a random order. Sing the notes you hear, then identify the interval as
a minor second, major second, minor third, major third, or none of the
above. In Groups 1-6, the three intervals are m2, M2, or neither of these;
in Groups 7-12, the three intervals are m3, M3, or neither of these.

Group 1 Group 2 Group 3 Group 4 Group 5 Group 6
0
7 rax [ o=
> @ L hill O Py P b
a. ® Y @ L
oo =
60 — Y oo
b. S - bo ﬁ" FHs—Fo :
c :%ﬁln = ﬁ’ ZH—"
Group 7 Group 8  Group 9 Group 10 Group 11 Group 12

Hg
P
i

®
"~ QT>
[
[
»
= - -
N

N
| ]
BT
| ]
BT
*»
ﬁ
N
| ]
| ]
L

Exs
N

‘h
I

3. Playing. Play the following melody two times. The first time, identify
the qualities of the thirds as you play them. The second time, identify the
qualities of the seconds as you play them. Transpose to other major keys.

Chapter 4: Intervals
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major).

minor, M =

EXERCISES

Identify the quality of these natural seconds (m

|

Instructor’s Name:
22-1.

Date:
Lesson 22

Name:

D2

b~

major,

VX)

= minor, M
- =
Ll

- d
Y]

W=
- =

s

7

hull|

b~

augmented).
e

A
=

rax
hdl CIZ)
()
rax
hdl CHEP
y AT 2)
[ an W
rax
e):

22-2. Identify the quality of these seconds (m

C.
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mysearchlab

22-3. Add an accidental (sharp or flat) to the top note if needed to create sec-
onds of the desired quality (m = minor, M = major, A = augmented).

Do not alter the bottom note.

o) T .
) AN B - A = I == 7]
a. = S 5= 7] e =
[ fan = = LAy = =4 oy =
5 ? =
M m M A M M
=Y (] 1 =
b e Z ~ () 07 = 1 =
y 4 < = 7] Tt ; Y] i !
e #&\ () bl ) X”) e
A m M m m M M
9 7] l)a &
c. AT 7] S S ) = 5= )
. N b~ () [y = Y] e v—o
\Q)\J Vo HG e il
M m m M m M A
A | = = (] ]
d =2E V1) 4 ; = i be =
y 4 = ; == 17} = S ve
= = == (7] 4=
fo
m M M m A m M
mysearchlab 22-4. Write seconds as indicated (m = minor, M = major, A = augmented).
ai
! above |
y © o o
[fan YK ) & © 1 P
o = —
M m M m m m A
b. above
rax - D=
hdl OEP2N - D O
4 ~ N O O
O o o~ ~
fo
A M m m M m M
c. below
f) B
p” AN P~ D >
6‘ be | . O ~
e ] O
ANV v 7 h o
o
M m M M m M m
d. below
P [0} ©
hdl Olnd ] O O
4 hao 0O ~
ho
M m A M M m m
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major).

minor, M

=

A
hal CEP=Y

22-5. Identify the quality of these natural thirds (m

Instructor’s Name:

Date:

Name:

lab

rch

0
D

iE

ys

major).

minor, M

22-6. Identify the quality of these thirds (m

e

) X”]

h -

"

2=

D2

D2
D2

h A

b~
- d

#.-
#>

-
Ml 124

rax
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‘rﬁ'ys earchlab 22-7. Aqd an accident.al (sharp or flat) tq the top note' if needed to create
thirds of the desired quality (m = minor, M = major). Do not alter the
bottom note.

o) -
D’ 4 (] = o e
y 4 2 2 = e P A =
a [ @ an ) - =) (7] ) 7 d = d
ANIVA = A Y] e
|7 v
M m m m M m m
Ay = = S ! 7]
b bl O = < i = o) 7 < )XZ)
7 = i b < ) 7
=P =4 LAy Tt 2]
go
m M m M M m M
o} | -
D’ 4 12 9=Y = I =) (]
y 4\ 1 (] | = L= 4 2= e (]
C | 2o WX ) = b~ o oy 2 L
ANV - =Y e A d ue
[3) = "
m m M M M M M

iﬁ'ysearci' lab 22-8. Write thirds as indicated (m = minor, M = major).

a. above
o} | TP
ﬁ # © DO - A
~ s Pay O
o~ ~
ANIV4 -
'y}
M M m m M m m
b. above
Y ¢ ) 1 Pas
hdl O ] h ey O ~
V4 h o L | 1O
v DO
m M M M M m m
c. below
e ] |
g 7 ha O Pas
Y 4\ ve O ~ o>
[ fanY O > ~F
ANV ~
[3)
M m M M m m m
d. below . o
0 o~ O
hdl D O P P~
7z O O ~
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Name:

Date:

Instructor’s Name:

22-9. Identify these intervals as seconds (minor, major, augmented) or thirds

tify th Friys@gchiab
(major, minor).

a. Haydn, String Quartet (thirds, ascending and descending, are a per-
sistent feature of this melody).

f)
\\7\/‘* i A —
m | - B
i
& Z : - .
4 b 3 He —
— XA TV
Yy _ I —
SR AT

b. Schubert, “Death and the Maiden” (the first two seconds go down, the
next two go up. Don't forget to take the key signature into account).

N>

eas
{

I
|
3¢

D ~/ N ~_" : /\/

c. Bach, Chorale (the voice pairs—soprano-alto, alto-tenor, and
tenor-bass—are often very close to each other, either a third or a
second apart. Don't forget to take the key signature into account).

™ | | | | | | |

v
pas

LN S8

‘_ll
E i
3

N
g=N

e
1T
L )
L )

i
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Lesson 23: Sixths and sevenths

In this lesson you will learn about sixths and sevenths, enharmonically equivalent
intervals, and interval inversion.

Sixths and sevenths behave like seconds and thirds. Natural sixths and sevenths

are either major or minor (a minor sixth contains eight semitones, a major Minor sixth
sixth contains nine semitones, a minor seventh contains ten semitones, and a Major sixth
major seventh contains eleven semitones). Minor seventh

Major seventh
0

\J I I I I [ @ ) I S I © ]
. S
Natural sixths ———— S——  d——————
SV I I Po Y I O I ~F I I ]
Y © O
M M m M M m m
— O -
\J I I Pay I [ @ ) I ~F I I ]
Natural sevenths s—O———+— Fe——T—o—9o—
atural sevenths &) | — o1 PoY ! ! |
© O e
M m m M m m m

When a natural sixth or seventh is transposed up or down, it retains the
same quality.

Natural sixths transposed Natural sevenths transposed
[a)
7 H F ] Q T 1 ]
M o Hfoiro M Ao ol ro—]
5 ANIVA Y T 1
,) | T— ] O I . .
M - m 'ﬂ’n [ @ ] ” (@ ] I 7y I
& o foro — S g1 '
e O o VO

V;::;_
0|9

3
s
N>
09

Q9

a) , ] 7\ |
—S—o—Hrto—bo— AV A © N— L 2749 ) ]
M ' M +s I I| I
ANIVARN © ) MT.E» T DAY ]
o
—bzﬂzﬁnrrlzc: ) o to ho—
=2 N
M % m fo—totha—]
i Yy = | VXF 1
D) ¢
— N o o _bo
i \J I | ]
m m 5o Moo |
ANIV i I ]
D o
_Q_o_|_#_o_r|10_| ne te be
' 7 FroTro—]
m fs—9—1Foere— o Tolhe
o—" | m Ly—O—jro :
D) )

When minor sixths and sevenths are compressed by a semitone, they
become diminished; when major sixths and sevenths are expanded, they become
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Augmented sixths

Diminished sevenths

augmented. Augmented sevenths and diminished sixths occur rarely and will
not concern us further. Augmented sixths are somewhat more common (there
is a beautiful example of one in measure 6 of Chopin’s Prelude in C minor), but
not enough to merit discussion and drill in an introductory textbook like this
one. Diminished sevenths are also reasonably common.

Major and minor sixths

Major, minor, and diminished sevenths

AV 4 I I ] O I I | I | |
S—e— o 1beo|—bo—
i f ANIV |1 I I i |
J o fe fe J o e o e
M m m M m m
a) a)
11 1 | 11 | Y I | |
{ [ @ ] “ [ @ ] I H.() I JSL © ) I 78 I
M m m m M M d d
[a) [a) . .

Ao o o] A S o tfFotgeorre
o o—HeHe— ro—goe——
m M M m M M d d

[a) ! [a) l l
)( o Pe Y pe ’\(l [ © ) ” [ @) I 7 I 7 I
M m m M m m

[a) | é) o o 4o e ho
+‘)_H_|‘-’_|_|IL‘)_| e 1T | I I |
H—eoe—iFe{+teo—] A = —

) ) ' ) ' '

M m m m M M d d

D) D)
m M M m M M d d
N H © Helﬂel ell)e |
1 f ] T i
ANV4 11 1 | ANAV4 11 1 1 1 |
D)
m M M m M M d d

Thus, while there are four kinds of sixths and sevenths (diminished, minor,
major, and augmented) only major and minor sixths and major, minor, and

diminished sevenths will be discussed here.

Diminished Minor Major Augmented
Sixths CH-Ab C-Ab C-A C-A
(number of
semitones) 7 8 9 10
Sevenths Ct-Bb C-B C-B C-B
(number of
semitones) 9 10 11 12
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As noted earlier, intervals that span the same number of semitones but
are spelled with different note names are enharmonically equivalent. C4~A4 Enharmonic intervals
and C§-Bb, for example, both span nine semitones, but one is a sixth and the
other is a seventh.

f)
hnh.armomcally > 4 _ —
equivalent (& — o) : PO
intervals e) ne ne —
Major sixth Diminished seventh
(9 semitones) (9 semitones)

When an octave is divided into two parts, each part is said to be the
inversion of the other. Conversely, an interval can be combined with its inver- Interval inversion
sion to make up an octave.

\J
Dividing an octave fay— — — T  —

© = + or + or +

An interval is inverted by reversing its upper and lower notes (bottom
becomes top and top becomes bottom). To invert an interval, either move the
upper note down an octave or move the lower note up an octave.

[a) ! to s d o
. . \J 74 | P o I 1}
Inverting intervals -@B—kﬂ—e—L—i—“—H—B—i—eﬂ—“—G—H
i 7O L —
* - oo - or - o e

When an interval is inverted, certain predictable things happen to the
size and quality. In size, seconds become sevenths (and vice versa) and thirds
become sixths (and vice versa).

o ] Second < inverts to — Seventh
Inverting intervals (size) . . .
Third « inverts to — Sixth

In quality, major intervals become minor (and vice versa) and dimin-
ished intervals become augmented (and vice versa).

o . Minor « inverts to — Major
Inverting intervals (quality)

Diminished « inverts to — Augmented

For the seconds, thirds, sixths, and sevenths, the inversions work like this:

d2 m2 M2 A2 d3 m3 M3 A3

Inverting intervals ) ) ) ) ) ) ) )
A7 M7 m7 d7 A6 M6 mé6 dé6



254 Chapter 4: Intervals

Lesson 23: In-class activities

1. Singing. Sing the following melody. The lyrics identify the qualities of
the natural sixths.

7 —1 Ej = — > |
v -‘- -‘- o I I } 1 |
= = =

Ma-jor sixth, ma-jor sixth, mi-nor sixth, ma-jor sixth, ma-jor sixth, mi-nor sixth, mi-nor sixth, yes!

2. Singing. Sing the following melodies. Identify the qualities of the sixths
and sevenths.

a. Arlen, “Over the Rainbow” (this melody features large upward leaps).

17 fl () | I | I ]
@ 1 | [#] | V=N 1
| | 1 | | | = 1
ANV ! =i | | I | | | | | = | | 1 1
® = — = i
5
| | ‘ |
\J 10D, | I | — | | I | | | I ]
Pt b 1 ! | 1 | | | | 1 | | s | | | 1 1
0N 7 U | () | ™ | 1 | | I o 1 1
ANAV4 | | - 1 - | V= 1
D) < e e

b. Haydn, String Quartet (the downward leaps that lead from beat 3 to
beat 1 get larger and larger).

| I\
[ N

—
7

ﬁj
4]
\
TN

@

¢. Bach, Fugue in G minor (from the highest note to the lowest note of
the melody is a diminished seventh).

k]

— £ ' —o @ ® o o 0 o

d. Bach, Fugue in G Major (this melody features two large upward leaps).

——

1 1 N

#
7

Qo

)
{
NIV,

D))

e. Joplin, “The Entertainer” (this melody begins by repeating the sixth
from E4 to C5, then explores the inversion of that interval: the third
from C5 to E5).

= = . o

. }.‘ t | LA N 1 lc'_!q
. e H—F

| 108

??Fg:=
o e



f. Mendelssohn, Trio (the two halves of this melody begin with an up-
ward leap and then fill in that space with descending steps).

174 -
T T

D)

3. Dictation. The instructor will play the pairs of notes within each group
in a random order. Sing the notes you hear, then identify the interval as
a minor sixth, major sixth, minor seventh, major seventh, or none of the
above. In Groups 1-6, the three intervals are mé6, M6, or neither of these;
in Groups 7-12, the three intervals are m7, M7, or neither of these.

Group 1 Group 2  Group 3 Group 4 Group 5 Group 6
v r rax ® r o
a ey — 2 _— )
) he - o

i
11

T [ ]
Do - ’—e P®
\.)v - & [ ]
c ,",?\ o ® he ¥ = fo
Group 7 Group 8  Group 9 Group 10 Group 11 Group 12
)? = ° ¢): e » .
a. % @ 7 i
Py Py [ ]
0 P m
=== - i
@ > [ ]
- = ﬁ’
“ % e ® — L4
- -

4. Playing. Play the following melody two times. The first time, identify the
qualities of the sevenths as you play them. The second time, identify the
qualities of the sixths as you play them. Transpose to other major keys.

1 5 1 5 etc.
1 — -

l2 T, T e e ; e o |
(?N—7 @ T o - —® \ 1
NIV 3 T ® T \ 1
D) & L [ [ ‘
5 5 1 5 1 etc.

[ N ~

\ —1 ] T —
o = > — \ T ? i |
ANIV T @ - > — \ i |
.) -“- 1- ;- - b - ' - -‘-
g v & ;:
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Name:

Date:

Instructor’s Name:

LessoN 23: EXercises

23-1. Identify the quality of these natural sixths (m = minor, M = major). mysearcl lab

9 © O o
y 4t o O ©
a. (rs© © o P o)
<D © © © [e)
[y} i O ©
m
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ya X © o) P
b o) o O © O o
. 7 O o © ©
© [0)

®
¢

23-2. Identify the quality of these sixths (m = minor, M = major).
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p" 4 "= T T 7} =
y 29 2= 7 () S
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h T 7 v L4 <
e 1
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(/N "= D& hul D& 2 = <
ANIV I 7 = - A
e vo =3 =
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rax I - () = A4
d i O Do - A = )
. 7 i < = = 1) i)
= () < < T bl
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mysearchlab

23-3. Add an accidental (sharp or flat) to the top note if needed to create
sixths of the desired quality (m = minor, M = major). Do not alter the

bottom note.

o) - < )
P A 1) e = ()
Y 4\ ¥ e () = =
[ fan) bl (] Iy e e =
NV~ 107 | e
|7 v Vo
M M m m M M M
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M M m M m m m
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P A = e 1 (o]
y 4N e 1 = h - R (]
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eJ Re 2=
m m m M M m m

23-4. Identify the quality of these sixths (m =
write the inversion and identify its quality.

minor, M = major). Then
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Date:
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23-5. Write sixths as indicated (m = minor, M = major).
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mysearchlab
a. above
o) e
P A [ - B Il
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23-6. Identify the quality of these natural sevenths (m = minor, M = major). &3ve o inl :
fy the quality ( ' jor)- fiysearchlab
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minor,

diminished, m =

major).

M

23-7. Identify the quality of these sevenths (d

rchlab
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raY
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minor, M = major).

diminished, m =

sevenths of the desired quality (d

23-8. Add an accidental (sharp or flat) to the top note if needed to create
Do not alter the bottom note.
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Name:

Date:

Instructor’s Name:

23-9. Identify the quality of these sevenths (d = diminished, m = minor,
M = major). Then write the inversion and identify its quality.

0l o be
g DO O
y AW Pay
a (7S T (@) ©
ANIV4 O b & O
) i
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23-10. Write sevenths as indicated (d = diminished, m = minor, M = major). s

a. above
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rﬁ'ysearchlab 23-11. .Identlfy ‘.[hese 1nterv.als as sixths (major or minor) or sevenths (dimin-
ished, minor, or major).

a. Arlen, “Over the Rainbow.”

0 |
e E— R s e o
2 i E— e
v
| |
A0 e
'\3"[}; édl 1 é S

b. Bach, Fugue in G minor (the large leap at the beginning opens up a
space that is gradually filled in).
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e e ——w T pffef
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c. Bach, Fugue in G Major (apart from the two big upward leaps, the
melody moves almost entirely stepwise).
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d. Mendelssohn, Trio (the large leap at the beginning of measure 1 is
answered by one even larger at the beginning of measure 3).
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e. Haydn, String Quartet (this melody is unusual in having more leaps
than steps).
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Lesson 24: Fourths and fifths, unisons and octaves

In this lesson you will learn about perfect intervals, fourths and fifths, unisons and
octaves, interval inversion, and enharmonically equivalent intervals.

Because of the relative purity of their sound, unisons, fourths, fifths, and octaves are

perfect intervals. Perfect intervals cannot be major or minor. They can only be dimin- Perfect intervals

ished (if compressed by a semitone), perfect, or augmented (if expanded by a semitone). Diminished intervals
The seven natural fourths are all perfect, except for F-B, which is augmented. Augmented intervals

f)
7 o O
Natural fourths v aim — — P=N 8 =4 P
ANV O ~ © O ~
e © O
P P P A P P P

The augmented fourth is sometimes called the tritone because it spans Augmented fourth
three whole tones (it contains six semitones, or exactly one half of the twelve- Tritone
semitone octave). Perfect fourths, in contrast, span two whole tones and a Perfect fourths
semitone (or five semitones).

Augmented fourth (tritone) Perfect fourth
A WT WT WT WT WT ST
pa = Z - > 7]
e | ) | )
6 semitones 5 semitones

Transposing a natural fourth preserves its size and quality.
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If a perfect fourth is expanded by a semitone, it becomes augmented; if
a perfect fourth is compressed by a semitone, it becomes diminished. Dimin-
ished fourths are rare, however, and we will concentrate only on perfect and
augmented fourths here.
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Perfect and augmented fourths ) T
A P P
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y 4N O 1 €O 1O
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5—wo bo o
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0
)’ A O O [- P2
I o o
e O DO O
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o)
P A A
0 m
P A O 1 €© L
y 4 O h e T e
o bo o
ANIV4
°J
P A A
Inversion Fourths invert to fifths. Perfect intervals invert to perfect intervals and

(as with seconds, thirds, sixths, and sevenths) diminished intervals invert to
augmented intervals, and vice versa.

Inverting fourths and fifths A P4 P5
\J

Perfect 4th <> Perfect 5th = ——— -
J <
2 A4 s

Augmented 4th <= Diminished 5th gy o w— “
\.)V -é- 1Y)

All the natural fifths are perfect except for B-F, which is diminished.
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A perfect fifth contains seven semitones (or three whole tones and a Perfect fifth
semitone); a diminished fifth contains six semitones (or two whole tones and
two semitones).

Perfect fifth Diminished fifth
WT ST WT WT ST WT WT ST
s} Z~
m——= — © - ® —
ANV A— P—
o 7 semitones 6 semitones

Transposing a natural fifth preserves its size and quality.

o —HFeT1Hre—-
I4) .
Natural fifths transposed P %

If a perfect fifth is expanded by a semitone, it becomes augmented; if it is
compressed by a semitone, it becomes diminished. Augmented fifths are rare,
however, and we will be concerned here only with perfect and diminished Diminished fifth

fifths.
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Enharmonic intervals

Unison

Chromatic semitone

N \
e — | — ) S—
(g e — 7 ——
S .
P d d
) ) |
Perfect and o o | o |
diminished fifths
(cont.) *
ont. P d d
ANV 11 1 1
D)
d P P

In sum, while fourths and fifths may be diminished, perfect, or aug-
mented, we will be concerned here only with perfect and augmented fourths
and with diminished and perfect fifths.

Diminished Perfect Augmented
Fourths C+F C-F C-Ft
(number of
semitones) 4 5 6
Fifths CtG C-G C-G
(number of
semitones) 6 7 8

A diminished fifth and an augmented fourth both contain six semitones.
They are thus enharmonically equivalent. They are the same absolute size
but span a different number of steps.

Diminished fifth Augmented fourth
A 5 steps 4 steps
\J —]
e— ——— =
DR N A — LA —
6 semitones

6 semitones

Two notes on the same pitch create a perfect unison.

[a)
. \J I | ] ] | N ~) [#) ]
Perfect unisons s I T he A ] |
ANAV4 | Y] N7 1 1 1
dJ o -&- T' 4

If one of the notes is a semitone higher than the other, but still maintains
the same letter name, then the interval is an augmented unison (there is no
such thing as a diminished unison). Normally, we will just refer to such inter-
vals as chromatic semitones.
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Augmented unisons
(chromatic semitones)
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The octave is like the unison. A perfect octave is a single note repeated
an octave higher or lower.

7\ l?.a_
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aE5=
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Perfect octaves
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Y o

ETSENS
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As with the other perfect intervals, compressing a perfect octave by a
semitone produces a diminished octave; expanding a perfect octave by a semi-
tone produces an augmented octave. But diminished and augmented octaves
will not be discussed further here.
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Octave
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Lesson 24: In-class activities

1. Singing. Sing the following melodies. The lyrics identify the qualities of
the natural fourths and fifths.

/) —_—
. ; S=s==—c==—
2SS s — ————

Per - fect fourth, per - fect fourth, per - fect fourth, aug-men-ted fourth,

30 % Y 1 n
bro—o—" - T = " H
-?_‘_‘—F I 1 ] I } 1 |

per - fect fourth, per - fect fourth, per - fect fourth, yes!

b 59 25
:
D) o o
Per - fect fifth,

s —

I

per - fect fifth, per - fect fifth, per - fect fifth,

N
[
]

B e —— o
) g———
per - fect fifth, per - fect fifth,

di - min-ished fifth, yes!

2. Singing. Sing the following melodies. Identify the qualities of the fourths
and fifths.

a. Arlen, “Over the Rainbow” (the downward leaps arrive on successively
lower notes: G-F-Eb-D).

b. Chopin, Prelude in C minor (this bass line moves mainly in fourths

and fifths).
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c. Lang, Song (the interval in measure 4 is given an expressive, yearning
quality by the fermatas over both notes—they should be sustained as
long as the singer thinks appropriate).

DA

o
=1

P
| I

3. Dictation. The instructor will play the pairs of notes within each group in
a random order. Sing the notes you hear, then identify the interval as a
perfect fourth, perfect fifth, augmented fourth/diminished fifth (without
distinction), or none of the above.

Group 1 Group 2 Group 3  Group 4 Group 5 Group 6
O !}. P % ‘
Hes——= — ® ——— 1
o = » o ®
D e o f
:‘) 5 o re
l~—— o @ ® be — ®
o < ) o ®
o ® ®
#2:#1 5 o -
e i ; - >y ® Y i
D) e = =
Group 7 Group 8 Group 9  Group 10 Group 11 Group 12
. be .
e— p—" o » S e .
he > e
he . .
$)—eo ' . = Yo
Z £ . 2 4 e e i
y . - — fo o

4. Playing. Play the following melody two times. The first time, identify the
qualities of the fourths as you play them. The second time, identify the
qualities of the fifths as you play them. Transpose to other major keys.
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perfect, A = augmented).

EXERCISES

hll DI

rax

24-1. Identify the quality of these natural fourths (P

Date:
Instructor’s Name:
LessoN 24

Name:

lab

rch

0
D
2z
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y

perfect, A = augmented).

24-2. Identify the quality of these fourths (P
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fivsearchlab 24-3. Add an accidental (sharp or flat) to the top note if needed to create
mysearchla : .
fourths of the desired quality (P = perfect, A = augmented). Do not
alter the bottom note.
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mysearch lab 24-4. Write fourths as indicated (P = perfect, A = augmented).
a. above
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mysearc hlab 24-5. Identify the quality of these natural fifths (d = diminished, P = perfect).
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Name:

Date:

Instructor’s Name:
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diminished, P =

24-6. Identify the quality of these fifths (d
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perfect). Do not alter

diminished, P =

fifths of the desired quality (d

24-7. Add an accidental (sharp or flat) to the top note if needed to create
the bottom note.
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‘rﬁyceamhlab 24-8. Write fifths as indicated (d = diminished, P = perfect).
a. above
9 ) 1
Y 4\ h o O 1
N O v [ h o
3 o o Fo =
P d P P d d P
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Wivséarchlab 24-9. You are given a fourth or a fifth. Identify its quality (d = diminished,
yse&e P = perfect, A = augmented). Then write its inversion and identify its
quality.
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Name:

Date:

Instructor’s Name:

24-10. Identify these intervals as fourths (perfect or augmented) or fifths rﬁ'ysealrchlab
(diminished or perfect).

a. Arlen, “Over the Rainbow.”

#Bgmél . 'y ) \/ i—\/ i_‘__lbﬁ lv/ e o JI =
P4 _
b. Chopin, Prelude in C minor.
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c. Lang, Song.
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d. Schubert, “Death and the Maiden” (the melody consists mainly of
two large downward leaps, and then two large intervals filled in by
steps, also descending).
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Lesson 25: Intervals in a major key

In this lesson you will learn about intervals in a major key, intervals in relation to scale
degrees, and consonance and dissonance.

Within a major scale, the intervals formed between the tonic and the other Major scale intervals
scale degrees are all major or perfect: major second, major third, perfect
fourth, perfect fifth, major sixth, and major seventh.

. . ,) A
Intervals in relation i — M3 - —
to the tonic '\.)’“\, ; “’/ — = L7y 7] &
Bl

It is also interesting to think about the intervals that can be formed with
all of the degrees of a major scale, not just the tonic. The most common inter-
val in the major scale is the perfect fourth (or, if the interval is inverted, the
perfect fifth)—there are six of them.

—_>
N>
o>
B>
u>
o>
~>
—
o™
o>

Six perfect Y
fourths '\\')"‘\, — o &

Indeed, the entire major scale can be described as a chain of perfect
fourths or perfect fifths. (You read the fifths going clockwise and the fourths
going counterclockwise.)

TN

Ad4/4s

Circle of fourths/fifths

B D
\\E A/
v

In addition to its six perfect fourths (or fifths), the major scale contains
five major seconds (or minor sevenths), four minor thirds (or major sixths),
three major thirds (or minor sixths), two minor seconds (or major sevenths),
and a single, unique augmented fourth (or diminished fifth).
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Consonance
Dissonance

Other intervals

A AY AY A A A A N A
1 2 3 4 5 6 7 1 2
— |
. . —— 7] &
Five major seconds e e — R—
& =
B |
. . — - S
Four minor thirds —1 ;

)
\

Three major thirds — — e — ——
& % © —
e |
—
Two minor seconds e — — — ——
& < @
— e |
One augmented fourth e S— E— ——

OB OB YD U o

Every kind of interval occurs a different number of times, ranging from
a maximum of six (perfect fourths/fifths) to a minimum of one (augmented
fourth/diminished fifth). Because there is only one of them, the augmented
fourth/diminished fifth plays an important key-defining role: it uniquely iden-
tifies the major scale to which it belongs. For example, the augmented fourth
F-B and its inversion, the diminished fifth B-F, occur only in C major. En-
harmonically equivalent intervals like F-C> and E-B point with equal force to
other major keys (Gb major and Ff major).

Harmonic intervals are classified as either consonant or dissonant.
Consonant intervals are those that sound relatively harmonious, whose notes
blend well together, and which are relatively stable. Composers use consonant
intervals at points of arrival or conclusion. Dissonant intervals are those that
sound relatively tense and unstable, with the notes rubbing against each other
rather than blending together. Composers use dissonant intervals to propel
music forward, because dissonances require some kind of continuation—they
cannot be used at points of arrival or conclusion.

Major and minor thirds and sixths are consonant. So are all perfect in-
tervals, with one partial exception: the perfect fourth, which is only consonant
when a major or minor third or perfect fifth is sounding below it. When the
lower note of the perfect fourth is also the lowest sounding note, the perfect
fourth is usually treated as a dissonance. Major and minor seconds and sev-
enths are dissonant, as are all augmented and diminished intervals.

Consonance | Major and minor thirds and sixths
Perfect fifths, octaves, and unisons
Perfect fourths (sometimes)

Dissonance Seconds and sevenths
Augmented or diminished intervals
Perfect fourths (sometimes)
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Lesson 25: In-class activities

1. Singing. Sing the following melody using scale-degree numbers, solféege
syllables, or a neutral syllable such as “la,” as directed by your instructor.

9‘) | | |

e e e ' = s s = —
T = = o z
E—— o 2 2 —=

;)Vl I .‘I..

2. Singing (duets). Sing one or more to a part, and then switch parts. Iden-
tify the melodic intervals (within each part) and the harmonic intervals
(between the parts).

a. In this duet the intervals between the parts are all consonances.

Pay
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O ©

b. In this duet the intervals between the parts are all consonances.
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c. Bach, Chorale (these are the soprano and bass voices in the first phrase
of the chorale).
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d. Bach, Chorale (these are the soprano and bass voices in the last phrase
of the chorale).
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e. Haydn, String Quartet (after singing this duet, listen to measures 2-5
of the piece from which it was adapted. Many pieces can be under-
stood as elaborations of a simple, consonant duet like this one).
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f. Mozart, “Dove sono” (after singing this duet, listen to the first eight
measures of the piece from which it was adapted).

g. Mozart, Sonata (after singing this duet, listen to the first eight mea-
sures of the piece from which it was adapted).
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3. Dictation. The instructor will play the three brief duets in a random
order within each group. Identify the duet and sing it back.

a. b. c.
[a) |
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o N —— 2, 1 1 1 — 1
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D)) 1 \ 1 \ 1
Group 3
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4. Playing. Practice major scales in thirds and fifths. These can be played
with either hand alone or with both hands together. The example is given
in D major and also should be transposed to other major keys.
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5. Playing. You are given an interval that occurs in more than one major
key. Improvise a short progression of intervals that leads to the tonic note
of one of the possible keys played in unison or an octave apart. Use only
thirds, fifths, and sixths (in addition to the concluding unison or octave).

Example:

6. Playing. You are given an augmented fourth (which represents scale-
degrees 4 and 7 in one key) and its enharmonic interval, a diminished
fifth (which represents scale-degrees 7 and 4 in a different key). Play the
resolution of each interval to scale-degrees and in the appropriate key.

Example:
7 1 4 3
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Name:

Date:

Instructor’s Name:

LessoN 25: EXerciSes

25-1. For the given keys, identify the requested intervals.
| a. G major: its four minor thirds A-C, B-D, E-G, F{-A |

b. G major: its three major thirds

c. F major: its five major seconds

d. D major: its two minor seconds

e. Bb major: its one augmented fourth
f. A major: its six perfect fourths

g. Eb major: its four minor thirds

25-2. For any major key, identify the interval between these scale degrees,
always calculating upward from the first note to the second.
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25-3. Name the major scales that contain these intervals.
a. F-A= 1-3in F, 4-6in C, 5-7 in B}
b. G-B = 1-3in , 4-6in , 5-7in
c. E-F= 3-41in . 7-8in
d. D-A= {-5in , 2-6in ,37in :
4-11in , 5-2in , 6-3in
e. Fi-A=2-4in ,3-5in ,6-1in :
7-21in
f. B-C= i-2in , 2-3in , 45 in :
5-6in , 6-71in
g. B—-E=4-7in
h. G§-D= 7-4 in
i. A-D=4-7in
j. C4-G= 7-4 in
k. A-E= 7-4in
mysearchlab  25-4. Identify the quality and size of these intervals. (Remember that the key
signature remains in force throughout each line of music.)
£ o o
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f) 4
g # © O O (0]
C. fon—H O © Q 9) © O
ANV (0] O O ~
Q) O O e
D major:  ___ _ . _ . _ . _
Lk O O O
o o 1 O (0] P24 O™
d. 5 S (0] o [6) © — —
hl O™ [0 ] ~
A major: -
o) o o o o o
p” A © ~ ~ P=Y O
e. > (9] S 4 o) © ©
ANV [0 O ~
oJ
F major: —
© o o o o0
)| O [0 ] e Pa O ~
f. 52 P = o o e ©
Bb major: ; S —
H | o ©
g D Py
g fonPD © — P 0° of? — —
\Q)V © d) O ~

Eb major:



Chapter 4: Intervals 283

Name:

Date:

Instructor’s Name:

25-5. Identify the quality and size of these intervals. (Remember that the key fiysearchlab
signature remains in force throughout each line of music.) -

a. Bach, Chorale

n ) | | | 12 m
e s € — 4 ' I o —— I
- 7 —4 ' R A— =
SEE AN PR
>2 5 >8 11 14 _J>17 >2o >23
. o £ o o o
| ‘_a:r'u. =3 A — 19— >t rrom— ST ——
Y A . O —— P -P—P"LD— 18 ok
il | 1 | = | o |
! 6 ! r f !
1. M3 5. 9. 13. 17. 21.
2. 6. 10. 14. 18. 22.
3. 7. 11. 15. 19. 23.
4. 8. 12. 16. 20. 24.
b. Mendelssohn, Piano Trio
) # | j J h _J | E— |
P’ A 'HLJ. | - 0 =| | | |
M' 1 = 4 !)—. > =_¢ d i 1L
1 | | VA —_— |l 2 1Y
) | [ [ [ 101 13 D
2 5 xg 11 14
17
e d e d el o]
i e} =0 e—#—0 o 1> 15 _s>—1o
i | ) | | | | | 10
[ I Y I [ I [
1. m3 4. 7. 10. 13. 16.
2. 5. 8. 11. 14. 17.
3. 6. 9 12. 15. 18.
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25-6.

Compose duets by adding a melody above the given melody (some
notes are already provided). Play your duet on the piano or other instru-
ment before handing it in—be sure it sounds the way you want it to. Be
prepared to sing in class both the melody you are given and the melody
you have composed. Your melody should follow these guidelines:

1. Use only whole notes.

2. Create only the following intervals between the two melodies:
thirds, fifths, sixths, octaves. Identify each interval by writing the
appropriate number beneath the staff.

3. Do not write two consecutive fifths or octaves between the melodies.

4. Write a melody that moves mainly by step. Your melody should be
as smooth, connected, and directed as the melodies you are given.

5. Do not use any accidentals (sharps or flats).
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Lesson 26: Intervals in a minor key

In this lesson you will learn about intervals in a minor key and intervals in relation to
scale degrees.

In a minor scale, all of the intervals formed with the tonic, with one exception, Minor scale intervals
are minor or perfect: major second (that’s the exception), minor third, perfect
fourth, perfect fifth, minor sixth, and minor seventh.

mé m7
ps P>
[a) m3
Intervals in relation ,,"(’n Ve - - X
to the tonic o ;{{;/ S = S = 2 =

In a major scale, the intervals formed with the third, sixth, and seventh
scale degrees are all major; in a minor scale these intervals are all minor.
And that is precisely what gives the two scales their different, contrasting
characters.

Considering all of the intervals (not just those formed in relation to the
tonic), the minor scale (like the major) has six perfect fourths/perfect fifths,
five major seconds/minor sevenths, four minor thirds/major sixths, three
major thirds/minor sixths, two minor seconds/major sevenths, and one aug-
mented fourth/diminished fifth. But those intervals are formed by different
scale degrees.
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Also like the major scale, the minor scale can be described as a chain of
perfect fourths/perfect fifths.
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Circle of fourth/fifths
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A
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C F-
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The alteration of scale-degrees 6 and 7 so common in minor, creates new
intervals. The most important and distinctive of these is the augmented sec-

ond (and its inversion, the diminished seventh) when 7 is raised to create a
leading tone.
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Like the augmented fourth/diminished fifth in major, this unique, dis-
tinctive interval involves the leading tone and thus serves to identify the tonic
of the minor scale to which it belongs.

Lesson 26: In-class activities

1. Singing. Sing the following melody using scale-degree numbers, solfege
syllables, or a neutral syllable such as “la,” as directed by your instructor.

f) | N
v':{n 2/) | | ! I a'r.! J- &
ANV ‘—i' \J I i d i P~ Bl
J 3 v g * 3 o o o e

5
B — . . . . P
Q) R F 2 ;.

2. Singing (duets). Sing one or more to a part, and then switch parts. Iden-
tify the melodic intervals (within each part) and the harmonic intervals
(between the parts).

a. In this duet, the intervals between the parts are all consonances.
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b. In this duet, the intervals between the parts are all consonances.

N

¢

1Y (C) [ @ ]

4
0

[ @ ]

¥
4
N

y (O

[0 ]

B N

b

|

v

=
==

$T1
0

[ @ ]

Pay
© © O

N o)

P

c. Bach, Chorale (these are the soprano and bass voices).
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d. Ellington, “It Don’t Mean a Thing” (after singing this duet, listen to the
passage from which it was adapted—see if you can figure out which
one. Many pieces can be understood as elaborations of a simple, con-
sonant duet like this one).
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e. Chopin, Prelude in C minor, adapted (after singing this duet, listen to
measures 5-8 of the piece from which it was adapted. The upper voice
descends immediately from Eb to C; the lower voice descends more
slowly from C to Eb).
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f. Schubert, “Death and the Maiden” (after singing this duet, listen to the
first eight measures of the piece from which it was adapted).
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3. Dictation. The instructor will play the three brief duets in a random
order within each group. Identify the duet and sing it back.

a. b. c.
A 1 ‘ | |
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7o = = - 2 7 — =
D), \ m
Group 1
Py 2 L
L e e e e |7
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9] ‘ 1 \ 1 \ 1
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N o ® fe £ — e ® ce £
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4. Playing. Practice minor scales in thirds and fifths. These can be played
with either hand alone or with both hands together. The example is given
in D minor and also should be transposed to other minor keys.

5. Playing. You are given an interval that occurs in more than one minor
key. Improvise a short progression of intervals that leads to the tonic
note of one of the possible keys played in unison or an octave apart. Use
only thirds, fifths, and sixths (in addition to the concluding unison or
octave).

Chapter 4: Intervals

Example:

A minor G minor E minor D minor
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Name:
Date:

Instructor’s Name:

LessoN 26: EXerciSEs

26-1. For the given keys, identify the requested intervals.

| a. E minor: its three major thirds G-B, C-E, D-F} |

b. E minor: its four minor thirds
D minor: its six perfect fourths
B minor: its three major thirds

c.
d.
e. G minor: its one augmented fourth
f. F# minor: its two minor seconds

g.

C minor: its five major seconds

26-2. For any minor key, identify the interval between these scale degrees,
always calculating upward from the first note to the second.

a. 15 Ps |
b.

S L
><Tl'l>i>¢‘?>l|\)> )£>L|r|>.'>>|>>|~>»l—-)>|~>
- b LT o o w

o B B — &«
= 09> N

?\) Llj'l)

p.
26-3. Name the minor scales that contain these intervals.

a.G-B=35in e, 68in b, 72in_a_

b. C-E = 3-5in , 6-8in ,
7-21in
c. B-C=23in . 56in
d. G-D = i-5in ,37in ,
4-8in ,52in ,6-3in ,
7-4in
e. G-B> = 1-3in , 2-4in )
4 6in ,57in
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f. E-Ff = 1-2in ,3-4in
4 5in
g. E-Bb = 2-6in

h. G#D = 2-6in
i. B-A = 6-2in

26-4. Name the minor scales that contain the following augmented seconds
(or diminished sevenths), when scale-degree 7 is raised.
| a. B—Ct D minor |
b. D§-C
c. D-F#
d. A-B
e. At-G
f. F-Eb
fiysea rchlab 26-5. Identify these intervals.
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Name:

Date:

Instructor’s Name:

26-6. Identify the quality and size of these intervals. (Remember that the key i
signature remains in force throughout each line of music.)

a. Bach, Chorale.

ysearchlab
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Y 4\ | re) - 1 >4 ~ v 10 F——12 [0
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b7 3 =6 r 7 e e 18

4 b I | | 1 [#]

104 | | | 1 r I
1. M6 4 10. 13 16
2 5 8. 11 14. 17
3 6 12 15. 18
b. Chopin, Prelude in C minor (adapted) (interval number twelve is an
augmented sixth).
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ifysearchlab 26-7. Compose duets by adding a melody above the given melody (some notes
are already provided). Play your duet on the piano or other instrument
before handing it in—be sure it sounds the way you want it to. Be pre-
pared to sing in class both the melody you are given and the melody you
have composed. Your melody should follow these guidelines:

a. Use only whole notes.

b. Create only the following intervals between the two melodies:
thirds, fifths, sixths, octaves. Identify each interval by writing the
appropriate number beneath the staff.

c. Do not write two consecutive fifths or octaves between the melodies.

d. Write a melody that moves mainly by step. Your melody should be
as smooth, connected, and directed as the melodies you are given.

e. Do not use any accidentals (sharps or flats)—the leading tone in the
penultimate measure is provided.
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Chapter 4: Supplementary Lesson

In this lesson you will learn about all intervals, doubly diminished and doubly aug-
mented intervals, and intervals in harmonic and melodic minor.

In the preceding lessons of Chapter 4, we focused on those intervals that occur
most commonly. The following charts offer a more comprehensive account,
identifying each interval by its size, quality, and the number of semitones it

contains.

Diminished second Minor second Major second Augmented second
Seconds 0 semitones 1 semitone 2 semitones 3 semitones
(C4-Db) (C¢-D) (C-D) (C-D¥)
Diminished third Minor third Major third Augmented third
Thirds 2 semitones 3 semitones 4 semitones 5 semitones
(C4+-E)) (C-Eb) (C-E) (C#
Diminished sixth Minor sixth Major sixth Augmented sixth
Sixths 7 semitones 8 semitones 9 semitones 10 semitones
(C5-Ab) (C-Ab) (C-A) (C-AD
Diminished seventh Minor seventh Major seventh Augmented seventh
Sevenths 9 semitones 10 semitones 11 semitones 12 semitones
(C4-B) (C-B) (C-B) (C-B¥)
Diminished unison Perfect unison Augmented unison
Unisons (Does not exist—no interval 0 semitones 1 semitone
can have fewer than 0 (C-0) (c-cH
semitones)
Diminished fourth Perfect fourth Augmented fourth
Fourths 4 semitones 5 semitones 6 semitones
(C+F) (C-F) (C-F¥)
Diminished fifth Perfect fifth Augmented fifth
Fifths 6 semitones 7 semitones 8 semitones
(C-Gp) (C-G) (C-G§)
Diminished octave Perfect octave Augmented octave
Octaves 11 semitones 12 semitones 13 semitones
(C-Ch) (C-0) (C-Cp
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Doubly diminished
Doubly augmented

In fact, there are additional intervals not included on this chart. If you
compress the size of a diminished interval it becomes doubly diminished. If
you increase the size of an augmented interval, it becomes doubly augmented.
Here are examples of doubly diminished and doubly augmented thirds and

fifths.

/ dd3 d3 m3 M3 A3 AA3
\J 1 1 1 1 ]
1 : 1| i 1 i 1 Ny | ’ * |
semitones: 1 2 3 4 5 6
N dds ds P5 A5 AA5
N ! I ® I > I e I e ]
Ce———ita o PSR L R
semitones: 5 6 7 8 9

But doubly diminished and doubly augmented intervals are so rare in music—
there are no scales and few musical contexts that produce them—as to make
any further discussion unnecessary. .

The common procedure of raising scale-degree 7 in minor keys (creating
a scale called the harmonic minor) produces intervals that are not available in
the natural minor scale.

A A A A A A A A
1 2 3 4 5 6 7 8
0 A5
J4
1S i =
y—— . . "
s -
d7

The intervals formed between scale-degrees 7 and éA(diminished seventh/
augmented second) and between scale-degrees 7 and 3 (diminished fourth/
augmented fifth) cannot be found either in the major scale or in the unaltered
minor scale.
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Chapter 4: Self-Test

1. Identify these intervals by numerical size and quality (d = diminished,
m = minor, M = major, P = perfect, A = augmented).
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Write the requested interval above the given note.
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3. Name all the keys, major and minor, that contain these intervals.

G-D
C-E
Ct+-D

P4

M6
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Chapter 4: Self-Test (answer key)

1. Identify these intervals by numerical size
m = minor, M = major, A = augmented).

and quality (d = diminished,

f Ho , )7} - |
A — 7 Ho— = | i i i b= i - i
D= ! = : = ——54 < : — < 5 -
o T T I po P& I

m3 P5 A4 M2 P8 m3 mb6
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m6 m3 A4 M2 P8 m3 P4
2. Write the requested interval above the given note.
o) be
i — fo 0" —~ o g
\Q)\I 8 © %()
P5 m3 A4 M2 P4 mb6 M3
fo by o
s = e = e = o
hal © 19 © ) © D@
~ O
P8 m7 P5 m3 M7 P4 M6

G-D G,gF,e F,D,dC,c b Bha
C-E C,a,G,F,e d
C#_D D’ br A} f#

. Name all the keys, major and minor, that contain these intervals.
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Lesson 27: Triads

In this lesson you will learn about triads (root, third, and fifth), triad qualities (major,
minor, diminished, augmented), natural triads, and chord symbols.

The triad is the basic harmony of tonal music. It consists of three notes: a fifth
divided into two thirds.

Triads fifth< %;:ﬂiig fifth <§E; %Eﬂg

The three notes of a triad can always be written on three consecutive
lines or three consecutive spaces. When they are written like that, the lowest
note is called the root, the middle note is called the third, and the highest note
is called the fifth.

fifth fifth
Root, third, fifth %ithird :ithird
——™root == “-root

There are four different qualities of triads—major, minor, diminished, and
augmented—depending on the qualities of the thirds and fifths they contain.
A major triad has a major third and a perfect fifth above the root (and thus a
minor third between the two upper notes). A minor triad has a minor third and
a perfect fifth above the root (and thus a major third between the two upper
notes). The major and minor triads are sometimes called consonant triads or
perfect triads because of their inherent stability. A diminished triad consists
of a minor third and a diminished fifth above a root (or two consecutive minor
thirds). An augmented triad consists of a major third and an augmented fifth
(or two consecutive major thirds).

N Major Minor Diminished Augmented
Triad v T T T ]
L. 2 m3 1 A2 1 [] 2 1 L Pv/{’ 1
qualities D ——8 =47 © ZA— v, 14 © 7AM— — i < {—
DR < SSVE oXe>m3 O H>m3 AINO>M3

Any note can act as the root of a triad. A triad is named for its root so, for
example, a C§ major triad is major in quality and has C} as its root, while an F
minor triad is minor in quality and has F as its root. Here are some examples
of major and minor triads:

Major and minor
triads

Triad

Root
Third

Fifth

Major triad

Minor triad

Diminished triad

Augmented triad
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Chapter 5: Triads and Seventh Chords

Natural triads

Chord symbols

There are seven natural triads (formed without any accidentals): C-E~
G, D-F-A, E-G-B, F-A-C, G-B-D, A-C-E, and B-D-F. Of these, three are ma-
jor, three minor, and one diminished.

[a) o
\J I I I I Pa I ) I =4 ]
Natural triads —a—F—9—F—8 8 8 0O O
dJ © O e
M m m M M m d

The natural triads can also be visualized around a circle of thirds: each natural
triad consists of three consecutive notes of the circle.

C

B

By applying accidentals to these seven natural triads, it is possible to form any
triad. For example, we can build the four different kinds of triads that share
E as their root by applying accidentals to G and B, the other two notes of the
natural triad on E: E-G-B.

N>

Forming triads 28— +— g | ——#g8 ——#ig |
oS 8 8 Cai <4
d m M A

Conversely, every possible triad uses the groups of three letter names defined
by the seven natural triads: C-E-G, D-F-A, E-G-B, F-A-C, G-B-D, A-C-E,
and B-D-F.

Composers and performers of jazz and popular music use a system of
alphabetical chord symbols to name triads and other chords. Major triads are
named with a capital letter that designates the root of the triad. Minor triads are
named with a capital letter followed by a lowercase m (for minor). Diminished
triads are named by a capital letter followed either by a small circle or the ab-
breviation “dim.” An augmented triad is named by a capital letter followed by a
plus sign (+). These symbols are illustrated here with triads built on the root D.

)
\J
.t

Chord symbols %ﬁ:ﬁ:l:ﬁ:l:ﬂj:l:#ﬁg:’

D Dm D Dt

The augmented triad is included here only for the sake of theoretical
completeness. In musical practice, it is rare and occurs only under special
conditions. As a result, the augmented triad is not discussed further in this
book, or included among the in-class activities or exercises.
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So far, all of the triads discussed have been arranged in a tight little clus-
ter, with the third and fifth found as close as possible above the root. But in
actual music, many other arrangements are possible. One or more notes may
be doubled, that is, represented by two or more different notes a unison or an
octave apart. As a result, a three-note triad often appears in music as a chord
containing four or more notes. Furthermore, the notes of a triad, including
the notes that are doubled, may be arpeggiated, that is, with the notes played
consecutively rather than simultaneously. Rhythmic and melodic activity can
serve to animate and activate a triad.

To figure out what triad is being played, eliminate all doublings and ar-
range the three notes in the smallest possible stack, on three adjacent lines or
spaces. The lowest note in the stack is the root of the triad.

|

Doubling

Arpeggiation

25 Sa

NGO
JJEnes
T

"y

Identifying triads

Al

B
oyl

NGO

G major G minor
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Lesson 27: In-class activities

1. Singing. With the given notes as root, arpeggiate major and minor triads
up and down. Sing the names of the notes.

Example:

0

v T i >y T  —— P T

D)) \ ‘ \ \ ‘ \

EE=
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2. Singing. You are given a note and told if it is the root, third, or fifth. Ar-
peggiate down to the root, then arpeggiate the major or minor triad up
and down. Sing the names of the notes.

Examples:
a) ‘ ‘ ‘
=— i  — — 1 I H

t—o R b the—o—T—o {5 f
¥ third/M |
ﬂ 11 M } | I | } } I 11|
ANAV4 11 2 | lr)i (J} i .} 'fli \F .‘ i [ @ ) ii
) ! ‘

fifth/m
. =

third/M

ﬁr

fifth/M

==

third/m

Aﬁgﬂ)

fifth/m

3. Singing (improvise). Choose a major or minor triad. Improvise a short
melody that uses only the notes of that triad. Here are two samples:

[a) .
1V A=~ T3  — & —2 Py p~— — |
OO 1 2 \ & \ T \ T A — & 1l
' ‘ T ‘ T ,
, ‘ ‘ , ‘
O 7= T i — i T T |
) (D = 4 = \ >y — 2 \  — I — |
g e e o L e
\ ‘ e

4. Dictation. The instructor will play these three-note chords in a random
order within each group. Identify each as a major triad, a minor triad, or

not a triad.
Group 1 Group 2 Group 3 Group 4 Group 5 Group 6
a) o
(@] . ] O
) 1 4) Pa< @ ) I _ by bh &S
a. [ @ ) 7¢) ~7 YRS S 4 L = 4 O
ANV [ @ ] v b 5 ~ o
D) RS
[a) Ho
/oo 9 AL 9
b- [ ManY [ @ ) ) ! ~ I ot PS4 l ©
ANV [ @ ] b{'{’ ~ ‘P)H
D) RS
[a) o
\J TN 8] PS4 I O ]
7 L8 ) O LA = 4 b [ @ »=d b
C. eSO ) ~ | S 4 O V=
ANV [ @ »=d ‘l;n 5 ~ [ @ ]
) o
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Group 7 Group 8 Group 9 Group 10 Group 11 Group 12

o Q y be
o 7 o> ) PoE-AMD = 4
hdll O Pay [Py =4 [ @ ) Pay T
7 -~ 129 =4 179 =4 oY
o O e
&
o e ) ﬂﬁ
FaY Po =4 | V=S p-d = P-AMD = 4
~Jeo A ¥ Py [y =4 o O A0 ) o
7z -~ [ @ 2= h" &% ey '
Pay v_F T4y
rey
o LO '.H:ne'
FaY P4 Pat 8 ] ne) Pl P
~J P4 Pay [ T4y (@) P-4 ~r
7z -~ p =4 b o ) T
P4 v__F [ © )
24

5. Playing. Play the requested triads with either hand (use the fingering
1-3-5). Remember that major triads are named with a capital letter,
minor triads with a lowercase m, and diminished triads with a ° sign.

| a. Cm play: C-Eb-G k. A
b. G 1. D
c. Dm m. Fm
d. Bm n. Gim
e Fb o. Gm
f. F p. Gim
g. Ab q. Em
h, F¥ r. Am
i E s. D*
i B t. Bb

6. Playing. You are given a note; its identity as root, third, or fifth; and a
triad quality. Play the triad.

. Bb, third, minor play: G-B-D
. Bb, third, minor

. B, fifth, minor

. C, fifth, major

. B, third, diminished

. A, fifth, minor

. E, fifth, major

. D, third, diminished

. F4, third, major

. D, third, major

SR o, 0 &0 o

—

—
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7. Playing. Play major and minor chords by changing the position of notes
in the right hand while playing the root in the left hand.

. 5 3 3 2 5
fingerings: 5 2 -;’ 1 -;’ 2 5
0 f 3 3
a. D play: | )
b. Cm f
c. Dm
yax
d. B fe—e—p—p ——p 7 >3 >
’ \ \ \ \ \ \ \
e. Em
f. F
g. G
h. Gm
i. A
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Name:

Date:

Instructor’s Name:

LessoN 27: EXerciSes

27-1. Identify the qualities of these natural triads (M = major, m = minor, r’r'i'yce'»rchlab
d = diminished).

o) o
>’ 4 8 S 0]
. S} 24 24 0] S
[ fan VK0 © (0] Py 24 e) 24
ANIYAN 8 ) 0] 24 © 24
PY) O R4 e
(o] O
A (9] S (9] S
b. =F8 <3 S 4 0] 24 S
7 ¢ o) 24 S 24 (0]
(0] © 24 0]
el O

27-2. Create the requested quality of triad by adding accidentals if needed to mysearc hlab
the third and/or fifth of these natural triads (M = major, m = minor,
d = diminished). Do not alter the root.

o) o) o
P A [0 ) [®) Pas P24
a y 4\ > <) [®) [® ) P24 P24
| M an YEZ D24 [®) [®) 24 [§) ~

ANIVAE-D 24 O ~ (0]

J [ o
M M m m m d M

< o Q
e ¢) P24 P24 <) Pas

b e €) ~ P24 O P24 > [0
7 O S )24 24 (o]
S 24 o)

S
M M M d m d M

o) o) o

Y (0] (0] P24
C y A= 4 (9] O [® ) P24 [© )
[ O an W24 [0 ) [® ) P24 ~ [0 )
T ) P24 [ ® )

) (e S
M m d m d d d

27-3. Write triads as indicated. Remember that a capital letter alone calls iy ~hlab
. . . . . mysearchia
for a major triad; a lowercase m calls for a minor triad; and ° calls for
a diminished triad.

Em Fi° B C Gm D Ab

o
té§>k>
00

B° Fm Cm Eb

Q
)
=
>
2

o
NG
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A cho F Bm Dm E° Gm

JEN S8

F Bb D ABe Chm Ghe E

N>

o
)

]
N

Q]

fiysea rchlab 27-4. You are given a note as the root, third, or fifth of a certain quality of
= triad (M = major, m = minor, d = diminished). Add two more notes to
complete the appropriate triad. Do not alter the note you are given.

o) o ,
© T o
. A =
o fifth/M |  third/m fifth/d third/M fifth/M root/m third/M
ya O 0 ) - = ©
b. - O = © — [0)

third/M root/m third/M third/M root/M third/M third/M

O
O

L
Pay 4O
© ol

I
DO

(o) ©r

[)
A
C. s o
N3V
)

root/m fifth/m third/m third/m third/M root/M fifth/m

:
A
¢

O
O DO s
©

[oN
NG
BT

[0 ]

O
A=

third/M fifth/M third/m root/m fifth/m thirdm  fifth/M

hlab 27-5. Rewrite these triads in the closest possible position. Identify them
' with chord symbols (e.g., Em for E minor, G# for G# diminished, B
for Bb major).

.

]

il

wi
(T
0

iy

lo} o
)’ A O O L 1
y 4 S © [0 ) 1O b
| & an YR © ) © [0 - AP VO
:j’ #3 © 8 —O o
Ko}
O e — uﬂe
ra Ol d 7O Py Py L O Q
Ml O T P O © Mg DO
V.4 © TP 1O
a. [0 | ™

QQ;”:D
paw
ey
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Name:

Date:

Instructor’s Name:

o) to | e
p” A Pas bk © ) O -
y 4N h e ~ Pas |
| o W24 ~ o> O 1 DO O
ANV4 ~ (0] ~ h o
) O o T o
O
Y o o~
hdl O O P - O
y4 Pas O | ~
b P ~ O
. o

JE S8

27-6. Identify the boxed triads with chord symbols (e.g., Em for E minor, fivsearchlab
searchlab
Gt° for Gf diminished, B> for B> major). yst&c

a. Schumann, Song (the triads are formed by a combination of the
voice and piano parts).

Y ©

h ” i i i A
P A~ N ) ) O K K NN K
s S 17 A R RS E e
O—4% 7 1 y - b b o—@
) ryr vy [
Wenn ich in dei - ne Au - gen seh', S0 schwin-det all' mein
When I in- to your eyes_—_ look, then  fades — all my
) 4 = o B O SR
e e
) - 2 Bims - <
J 2 EEBEE;
Y/ — =
L
7] :
& P E&Eﬁ_t—kzﬁ
hdl OO y 2
7 1 1 Py
= = - !
D4 | 5
e £ o P s . p
ANIV 7 1 7 7 I I
Q) |4 |4 | 4 |4 —
Leid und Weh; doch wenn ich kiis - se
pain  and sorrow, and when 1 kiss
0 4 \ N j S
7= !r Iy j
7 e
[} 1 o/
&—=3 e e
oJ
/\
. e —— 2
O - I
hdl OO N 7] o I I I I I
7 7 BT/ 7| | | | t I
I [TV U
y 7
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b. Handy, “St. Louis Blues.”

L

[ 7]
/i

LN T
s ta e

”,

JE S8
P
e
e
e

BT
q
-9
Ty
&

V ~ ]

[ )

@
=

!

N

\
eeolv) @
©

N
L va T
N
g

DA
BT
Q]
<

-

o3l

¢. Rodriguez, “La Cumparsita” (the notes in parentheses are embel-
lishing or decorative—they do not belong to any triad. Do not in-
clude them in your identification of the triads).

" [— (@) F(gp)_F__
317 ¢4 [t FF — e

= T et e s = = =g o
— O, i >@ ) G)

> IL‘ID % jzszj:s*j:,—%: E‘Z'_—EI:P:
> > > > > § _I' i . » H

St _ . . 8

[n> febbe o[, 5 & 5 = | = > E
e 1 e Loy |

a- F @;ﬁ:,. " j@CiD j§ | (#)f(.')ﬁw—.l

T h
M
[
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Name:

Date:

Instructor’s Name:

d. Chopin, Prelude in C minor (notice that the upper piano notes are
written in bass clef until near the end of the passage. The chords
marked with an asterisk (*) have an additional fourth note a sev-
enth above the root—ignore that note. On the third beat of each

measure, the melody has a dissonant note that is excluded from
the chord).

0 Foee *@J%@@ ® ®
sttt tpagi e,

- Ol
— Yo | D r )
VAT A W

gitiinSiiicy

s
Nl
Lausll]
oin]
wal]

ERL

ol
naypy
\ o]
NI
oLlel ]
oLle/l

1. Cm 5. 9. 13.
2. 6. 10. 4.
3. 7. 1. 5.
4. 8. 12. 16.
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Lesson 28: Triads in inversion

In this lesson you will learn about soprano and bass, inversion of triads (root position,
first inversion, second inversion), and figured bass (§ § $).

The highest note in a chord is called the soprano; the lowest note is called the Soprano

bass. When the root of the triad is in the bass (i.e., when the root of the triad is Bass

the lowest-sounding note), the triad is in root position. All the triads we have Root position
discussed thus far are in root position. But the third or fifth of the triad may

also be in the bass. When that is the case, the triad has been inverted. When

the third of the triad is in the bass, the triad is in first inversion. When the First inversion
fifth of the triad is in the bass, it is in second inversion. Notice that the bass Second inversion
alone determines the position of the triad.

Root position First inversion  Second inversion
o ©

C:ﬁ‘:c':ﬂﬂﬁ:ﬂ:m:?:ﬂﬁ

Triads in inversion d © © o e

o © ©

The first inversion of a triad is usually a weaker, less stable version of the
root position. The second inversion, however, involves a significant difference.
Recall that the interval of the perfect fourth is considered either consonant or
dissonant, depending on the circumstances. In root position and first inver-
sion, fourths occur among the upper voices and are thus consonant. In the
second inversion, however, the fourth occurs between the bass and one of the
upper voices—now there is nothing sounding below it and it is considered dis-
sonant. As a result, a triad in second inversion is usually treated as a dissonant
chord, and is used only under special circumstances, to be described later.

Root position First inversion Second inversion
1 1 O 1 1 ) 1
Fourths in triads - O— ] O— ] — ]
[ fanY oO—- 1 oO—-* 1 o —- 1
ANIY PS4 1 5 1 ~ 1
e R:S

It is common to describe the position of triads, and other chords, using
figured bass numbers. These numbers identify the intervals formed above a Figured bass
bass note (the lowest-sounding note). When a triad is in root position, there are
intervals a fifth and a third above the bass, so the triad is said to be in § position. £ position

[a)
y.a 7=y 2 3 =N
D < 763 %O, < o o
v AN VAR 8 \
O T B N k\ /7 5003
Triads in § position — _ "/ \ / / 5 © o __ \\ /
(l‘OOt ‘.t. ) ~Jo X &)Y 3 LS Ji [© ) [© ] 32 5( PN \‘ 7
position y4 [ @ — 5 2 r=y
5 5 5 5 5 5 5 5
3 3 3 3 3 3 3 3
- Cc — L — L Am BC

Notice that either or both the third and the fifth may be compound intervals
and may be doubled. Notice also that the note creating a third with the bass
may be either higher or lower than the note creating a fifth with the bass. The
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root may also appear doubled among the upper voices, an octave above the
bass, but the number 8 is not normally included in the figured bass.
When a triad is in first inversion, there are intervals a sixth and a third

§position above the bass, so the triad is said to be in § position.

. . 8 L.
Triads in g position

(first inversion)

[a} Hn -©
A 1 O o
[ fan Py O O e )
\v\l =~ O c\ O 7 (@)
/ /N FAERN /3
306 6 3 \ /3 6\ / /;
Vn=a 4(‘9/ OS2 X / © © o o)
(3 Bk s S FE o e e
7 © ©
6 6 6 6 6 6 6 6
3 3 3 3 3 3 3 3
—  C—— —— F—  Am— |_B°_|

As with triads in § position, the sixth and third may be doubled, may be
compound, and may occur above or below each other.

¢ position A triad in second inversion is in § position, with intervals a sixth and a

fourth above the bass.

Triads in § position

(second inversion)

Chord symbols

N -
A O - . 3 =
N o e\ ) O
\.)U ey c Wﬁ /l”v\
/ \ / M / \ /
KK R : )
/ \ \0 a A/G/ , 86
& \°* {0} A A A4 VA = Pavi [e] PaY
'I'o SN © Y i [0 M © ©
6 6 6 6 6 6 6 6
3 3 3 3 3 3 3 3
L C ] L E 1 L Am 1 L Bo ]

The sixth and the fourth may be compound and may occur above or below
each other.

Alphabetical chord symbols do not usually distinguish between the root
position and inversions of a triad. Sometimes, however, composers indicate
the position of a triad by providing the bass note following the chord sym-
bol. The letter before the slash identifies the root of the triad and the letter after
the slash identifies the actual bass note (which is the third or fifth of the triad).

Root position (g) First inversion (g) Second inversion (2)

[a)

A I o) I S H
[ fan) O 1 O 1 O 1
ANV =4 1 =4 1 ~ 11}
D) = i

C C/E C/G

4}

\J 1 [ @ ) 1 11}
s e t e t e fl
SV PS4 1 P 1 Po =4 1]
” o o

Chord symbols E E/G# E/B

\J ) 1 1 11}
2 ) 1 1 (9] 1
1N [ @ ) 1 [ @ ) 1 [ © ) 11}
SV 1 O 1 O 1]
D) S ©

Am Am/C Am/E

\J Q 1 1 o> 11}
2 P24 1 O 1 PS4 1
{ fan Y © 1 = 1 h=d H
SV 1 (@] 1 O 1]
) O

B° B°D B%/F



Chapter 5: Triads and Seventh Chords 313

Lesson 28: In-class activities

1. Singing. You are given a note as the bass note of a triad in first or second
inversion. Arpeggiate upward through the rest of the triad. End an octave
above where you began.

Example:

major 4
major 3

. 6
minor 4

I

major 3

2. Dictation. The instructor will play these triads in a random order within
each group. Identify them as root position (), first inversion (§), or sec-
ond inversion (§).

Group 1 Group 2 Group 3 Group 4
[a) o
\J Py s Y
7 )= 4 1 4) ey
a. [es S P48 ) K ) (0]
Y © Py (9]
P9y) © O
\J I
b e L) by
[ £an) O 104 8 ] Fod S 4 'S
D L= LiRet o
D B © o
g
2 Pay 14) [ ) Pay
C. S = 194 @ = T
Y © O PS4 10
)] O Aod 1O
Group 5 Group 6 Group 7 Group 8
a b. c a. b c a. b. c a b c
\J [ @ ] [ @ ] [ @ ] O ] T 1L O
2 V= O P= ~7 b b I 8 ) ~ (@ ) 1 4) (@) )
16N _# &5 ~ PS4 O V&S L = 4 TT4» A @ ) 74) l & [ @ ]
ANV A=d O - s ~ s ~ O S ) (@) [ @) 17924 O
o o— O O O o—H o PO ©
m o llbo
Y] AL @ ) [ @ ]
hdll O [ ) il Pay
Z ~ [ @ ] [ @ ] [ @ ]
(@) (@ ) (@)
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3. Playing. Play triads as indicated with either hand. (Remember that a
capital letter stands for a major triad, a lowercase m for a minor triad,
and ° for a diminished triad. In alphabetic chord symbols, the letter after

the slash is the bass note.)

a.

Ej

play: G-B-E |

b.

e

@ o- 0 o0

D§
Fm$
Cm¢
ER
A3
B
F;
Fi°§

: o6
_E°S

-2 0B 0B B~

Ci
Al
Df°§
Am$

. Fm/Ab play: Ab-C-F

G#°/B
Dm/A

. Gm/Bb

F#°/A

. Cm/Eb
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Name:

Date:

Instructor’s Name:

LessoN 28: EXerciSes

28-1. You are given triads in root position (the figured bass is 3). Rewrite them gz . .. chlab
e . . 6 . . . o mysearchia
in first inversion (figured bass: 3) and second inversion (figured bass: §).

9 P 23 4 [9)
y 4% ~ <)
a. 1870 u.: & O
e 8
5 6 6 5 6 6 5 6 6
D3 D3 D4 Am 3 Am 3 Am 4 B° 3 B° 3 B°4
ixe ]
A e 1. €
b =g tH 8
VA O]
O
5 6 6 5 6 6 5 6 6
Fm 3 Fm 3 Fm 4 E 3 E 3 E 4 Cmj Cm 3 Cm 4
f)
A—8 3
C. I8 #8 [0}
ANIV4 ~ P~ I <)
Q) O
5 6 6 6 6 5 6 6
G3 G3 G4 Ghe3 G#°3 G#°4 Dm 3 Dm 3 Dm 4

28-2. Write triads as indicated. Remember that § signifies root position, § we.
signifies first inversion, and § signifies second inversion. In the alpha- mysearchlab
betic chord symbols, a capital letter stands for a major triad, a low-
ercase m for a minor triad, and ° for a diminished triad. If there is a

letter after a slash, that is the bass note.

o)
4 [0}
y Py
a [ an WEZD-Z4
U T#O
)
6 6 6 5 6 5
Ej Gm 3 C3 AL’3 Fq D#°3
e\'o
b 7"
6 6 6 6 5
Am 3 D3 Bm 3 Fm 3 Cm 4 Gm 3
o)
p” 4
c. e
ANV
)
5 6 5 6 5 5
B°3 cheos A3 Dm 3 Gio3 Eb3
d =F
6 6 6 6 6 6
E°3 A3 G3 Bb3 D4 F#"j,

315
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o)
b4
C  fes
ANIV4
oJ
Fm/Ab B/D C/E G#°/B Am/C Dm/A
E\.
f. y.
Gm/Bb D/Fé Fio/A Em/G AJE Cm/Eb
mysearct lab 28-3. You are given triads in first or second inversion. Rewrite them in root
position. Remember that you can always write a triad in root position
on three adjacent lines or spaces of the staff.
o
Ao O 8 © ©
| an Widhsd oy O O O O
ANIV4 O 0O )24 ~ (0] ~
oJ T o
bo b4 o bo
Y ~ O
hdl PN O O ~
a. \[==% © —
0 o
P AT 24
Y 4 h ey
'm "
ANV
oJ
o)
b4 O 1 O
y 4 )24 heo [0 ) [0 ]
[ fanY O P24 [ O O (0]
ANIV4 ~ b © © ~ [© )]
J 8 i
. o fo
Ol - P2 F2 D24 O .
hdl O “,‘5 - O O
b. ~ © O
o)
)’ A
y 4N
[ fan
ANIV4
oJ
mysearct lab 28-4. Identify the boxed triads by chord symbol (e.g., G for G major, Gm for

G minor, and G° for G diminished) and figured bass numbers to indi-
cate position (§ for root position, § for first inversion, and § for second
inversion).

a. Mozart, “Dove sono” (chords 7, 13, 20, 22, and 26 are seventh
chords—they contain an additional note a seventh above the root.
Disregard this note. Chords 5, 11, and 12 contain only two notes—
they are incomplete. Assume that the fifth of the triad has been
omitted. Ignore the notes in parentheses—they function as decora-
tive embellishments, not as members of any triad).
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Name:
Date:
Instructor’s Name:
. ® @
- O 0 000 ¢
G5 = N D e e e e B 7
Q)\I“,l’ L4 b- bd’ 1 .I ; :} 1 I' y 14 - 1 ! :} r 1
tut - to  si can - Eio per me | ftut - |fo si dan gio la mq-
height of joy to \fall from that |height | pf joy |[to fall, Must I
| | h
TN = - SdimEaiii
.fp P —
T — . . o b — ! ' > .@
S e | B i ST A
Il Il hd 2 C P o - l 1%
. ©ap, ® @® ®
o) e o @ = _-@@) < : ] —
e e e ssseE=n e == s s
@ ] i 1 1 — I' t/ ; 1 NIT 1
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b. Bach, Chorale (ignore the decorative notes in parentheses. Chords
11 and 14 are incomplete—the fifth of the triad is omitted. Notice
that in chord 8, the soprano is still singing its E—that note is part of

both chords 7 and 8).
ONO ® OO O® @ @ © @ @ ®,
9 ﬁu T I } t T - /.T il .! .I ™/ !
"\’“V H {5 1 d i dl — I-\ ’E 1 £ - - i'id; i
CaE i AR il LA iR
P Y S T O %,
e i e e
] mipi NS r
® ©® O Q
ST a J ine a J J J
G f co e T e
p i ;‘1 AR e O
A A R A R M R AR = 15
. 4. 7. 10. 13. 16. 19.
2. 5. 8. 11. 14. 17. 20.
3. 6. 9. 12. 15. 18. 21.
¢. Haydn, String Quartet (ignore the notes in parentheses).
9 % | !/Kl t il | ; T "
= — = I r — pa
g r r F. || E
. s o 4 4 ) o
= ====_Ss==s==—
| | | |
1. 2. 3. 4.
d. Schubert, “Death and the Maiden” (notice that the upper staff of the
piano part is in bass clef throughout).
} ® O ® ®
9 ] ) I I I
'\3 Ld \i_/ a: 1 1 I a: PN JI I ‘I. A 1 1 I a:
Gib dei - ne Hand, du schon und zart Ge |-| bild!
Give me  your hand, you beau - ti- ful, sweet | |creature!
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Lesson 29: Triads in major keys

In this lesson you will learn about triad names, Roman numerals, and triad qualities in
major keys.

A triad can be built on each degree of a major scale using the notes of that

scale. (We will use C major as our example, but all of the relationships can

be transposed to any other major scale.) The name of the triad is the name of Triad names
its root: tonic, supertonic, mediant, subdominant, dominant, submediant, and

leading tone.

[a) o
v ] ——s ] Ty ] Py ] 3 ] PS4 !
Triad names tH—g —8 —8 i (33 i S — i — I
J O O e
Tonic Supertonic  Mediant  Subdominant Dominant Submediant Leading tone

Triads also can be named using Roman numerals, with the numerals Roman numerals
corresponding to the scale degrees of the triad roots.

0 o
\J O ) o
Roman numerals e —g—§ —§—§ O ——
J & O =
I ii iil Y% A% vi vii®

Of the seven triads in a major scale, three are major in quality (I, IV, and V), three  Triad qualities

the Roman numeral is uppercase, for minor triads it is lowercase, and for dimin-
ished triads it is lowercase with a ° sign.

7\ O
\J Py (@) P4
Triad qualities ﬂDQ—f!—g—ﬁ—g—B—éi
dJ © O d
M m m M M m d

In identifying chords, Roman numerals are often combined with figured
bass numbers: the Roman numeral identifies the root of the chord; the figured
bass numbers tell the position of the chord.

A C Dm Em F G Am 13:)
\J Pas [ ) =4
7~ Q9§ — 89— — 66—
ANV -g— 8 5 [ @ ] ~r
13 ii 3 i3 V3 V3 vi i

Triads in major
C/E Dm/F  Em/G F/A G/B Am/C  B°/D

fa) o o o o2
\J o> [@ ) s o> [@ ) P =4
S g 8§ 8 8 8 9
\v\l ‘,-5 [ @) ~r

1§ i § i§ w§ o v§ vi§ i

The figured bass } is usually omitted—any Roman numeral without a
figured bass after it will be assumed to be in root position (§ position). The
figured bass § is sometimes abbreviated 6 (the 3 is just assumed). In theory, it
is also possible to construct ¢ chords on each degree of the scale. In musical
practice, however, ¢ chords are used only under special conditions to be dis-
cussed in Chapter 6. Therefore, § chords are omitted from the in-class activi-
ties and written exercises for this lesson. Another aspect of these harmonies,
namely their functional relationships to each other and their combination into
meaningful harmonic progressions, will also be deferred until Chapter 6.
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Lesson 29: In-class activities

1. Singing. Sing the following arpeggiations of triads in a major key. Here
are some ways to perform them: (1) sing on a neutral syllable like “la”;
(2) sing with solfege syllables; (3) sing the qualities of the triads (“Ma-jor
triad, mi-nor triad, mi-nor triad,” etc.); (4) transpose to other major keys
and sing the letter names of the notes.

A | [ g & 1 | [ 4 ---"'- = [ 1 1 -A- I N

'A" p | | | o = [ 1 & 1 | o = | -.-- | | | o | -_.-- 1]

o = ‘ i o° = =

2. Dictation. The instructor will play short progressions of triads in a random
order within each group. Identify the progression you hear. Sing the bass.

,J b. ,l c.

a.

s 2
%
D) \ |
Group 1
| |
6N # [ | |
g = ® J & — &
i i i — i
I v@ I I Vv I I viie® 1
a. b. c
O L | L | L |
e e — 2 — =
Group 2
L |
rax 1 > | | | | -
e & - m—— = 7 — &

i
<
=4
[e]
o
—
[e
(=]
(!
<
—
o)
L
<
—
[o)
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:thl i
MR
e
—$el
MR
O

Group 3
| , |
52— 1 — —m — i i‘ =
F—4 @ = —— = — =
. \ — \ . \
I 1 v I v v I IV V

3. Playing. Play triads in C major as shown. Transpose to other major keys.
In the first progression, all of the chords are in root position (they are 3
chords). In the second progression, all of the chords are in first inversion
(they are § chords).

IV, or V). Beginning with that triad, play triads down to each of the pos-
sible tonics, then up through an octave.

Example:

=1ii in G major = iii in F major

s

=vi in C major

321
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Name:

Date:

Instructor’s Name:

EXERCISES

Lesson 29
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&
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Use Roman numerals and figured bass numbers to identify these triads

in major keys.

29-1.
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‘“"’ysealrchlab 29-2. You are given a major key fmd a.Roman numeral with figured bass
numbers. Write the appropriate triad.
o)
O
a. 58
ANIVA B
oJ
D: ii6 Eb: TV G: Vo F:V Bb: vii*0 A: 16
o
b. =
A: VO F: V6 D: 16 Bb: 16 G:ii Eb: vi
o)
)’ A
c. o
ANV
D)
Bb: ii® G: vii®0 Eb: 16 F:ii D:V A:vi
o)
d =
A vii0 Bb: v G: 1V F: VO Eb: V6 D: V6
fiysea rchlab 29-3. Use Roman numerals and figured bass numbers to identify triads in
these works.

a. Haydn, String Quartet (disregard the notes in parentheses—they
are embellishing notes and do not belong to any triad. In this pas-
sage, there is one triad per measure. The passage begins and ends
on the tonic).

0 I !/—\l f I ] Ik\/I\ T
] I T 1 ] ]
b= ==e——-—ec
J ¢ = 1 O =
PP r
J J ] | TA) 4
<D ] ] ] P a ]
hdl ONKY 2 2 - ! ! 4 | e | =
4 PN I I PN ; ' ' F
[ [ [ I
C major _I L L L
b. Bach, Chorale (disregard the notes in parentheses. This passage be-
gins and ends on the tonic).
0 4
P’ AR TN I I
y 4N '% £ | | |

TN — Y|

)
:

[1!
2N
1T
. )
N

‘SL _
e ¥l
G wld
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c. Schumann, Song (this passage moves from tonic to dominant).
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G major:

d. Mozart, “Dove sono” (there is generally one harmony per beat, con-
sisting of a bass note plus a chord, except at the ends of the two
phrases—measure 8 and measures 17-18—where harmonies last
for a full measure. Disregard notes in parentheses—they embellish
the harmonies. In three places, there are chords we have not yet
studied and the Roman numerals are provided—these are inver-
sions of the dominant seventh chord, V7).
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(continued)
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Lesson 30: Triads in minor keys

In this lesson you will learn about triad names, Roman numerals, triad qualities in
minor keys, and the effect of raising the leading tone.

As with the major, it is possible to build a triad on each degree of a minor scale.

(We will use the key of A minor as our example, but all of the relationships

can be transposed to other minor keys.) The name of each triad is the name of Triad names
its root: tonic, supertonic, mediant, subdominant, dominant, submediant, and

subtonic. Roman numerals also are used to name triads.

0

\J Pay
7 Pay ) PS4
[ ManY Py <) P4 ) P4
ANIY Pay ) PS4 [ @] 5 [ @ ) ~

Triad names D) g G S
i ii® 11T iv v VI VII
Tonic Supertonic  Mediant Subdominant Dominant Submediant Subtonic

In using the dominant and subtonic triads, composers routinely raise the
seventh degree of the minor scale to create a leading tone (as discussed in
Chapter 3). This gives these harmonies a greater impetus to move toward i
(tonic). The common alteration in minor keys of scale-degrees 6 and 7 has the
potential to affect other chords also, but use of a raised 7 to make V and vii°
triads is by far the most common. As a result, the V and vii® chords are the
same in major and minor keys.

8}

VA II Pay Pay 1|

Alternative forms {—§————— 48— 1§ 48—
D)

of V and VII - e I

v alteredto V VII altered to  vii®
(subtonic) (leading tone)

In the rest of this book, as in most music, we will assume that the domi-
nant triad will be a major chord (V) and the leading-tone triad will be a dimin-
ished chord (vii®), both using the raised form of scale-degree 7. Of the seven
triads in a minor scale, then, typically three are major in quality (ITI, V, and Triad qualities
VI), two are minor (i and iv), and two are diminished (ii° and vii®).

A 7=y (0] > <4
Triad qualities Wg:ﬁ:&g:ﬁ:ﬁ:
m d M m M M d
i ii® 11T iv Vv VI vii®

In identifying chords, Roman numerals are combined with figured bass Roman numerals
numbers. As in major keys, the figured bass numbers are usually omitted when
the triad is in § position and abbreviated to 6 when the triad is in § position.
Also as in major, § chords occur relatively rarely and under special conditions
to be discussed later. They are thus omitted here.

pAm B C Dm E F GH°
I\(l O (9] L ﬁ
i i° I iv v VI vil®

Triads in minor
Am/C BD C/E Dm/F  E/G# F/A G#°/B

[a) o to

\J Py [ @ ] e T
o — O — 3 ————4g—— 8§ —6——
ANAV4 o> 3 8 [ @ ] I""’
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Lesson 30: In-class activities

1. Singing. Sing the following arpeggiations of triads in a minor key. Here
are some ways to perform them: (1) sing on a neutral syllable like “la”;
(2) sing with solfege syllables; (3) sing the qualities of the triads (“Mi-nor
triad, di-min-ished triad, ma-jor triad,” etc.); (4) transpose to other minor
keys and sing the letter names of the notes. Notice that scale-degree 7 is
routinely raised in minor in making the V and vii° chords.

\

2. Dictation. The instructor will play short progressions of triads in a random
order within each group. Identify the progression you hear. Sing the bass.

a. b. C.
0 L ] L |
=l 1L =l [ d
g \ \ ‘8
Group 1
|
& \* > | |
0 | =Y - | =Y - =Y
e S e e
i ve iV i i vii® i
a. b. c.
A 4 L \ L \ L \
RS I : <« | o s o 1o
Group 2
| L | L L
e\ # [ | | | | -
i e 7 e w2 e— 7
\ ‘ \ ‘ \
i ovii® i i v i® i ovoif
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a b. c.

0 1 | ‘ | | ‘ | | ‘
J 107 | } } | } } | } }
o Y] o 11 &7 [

Group 3

3 Lo r— i —

A Y /R — & — 2 — o 2
L T . i

i 16 A\ i iv6 \Y% i iv A\

3. Playing. Play triads in the key of A minor as shown. Transpose to other
major keys. Notice that scale-degree 7 is routinely raised for the V and
vii® chords.

329

R e e e e
R R
s

4. Playing. You are given a triad that could occur in several different minor
keys (minor triads could be i or iv; major triads could be III, V, or VI).
Beginning with that triad, play triads down to each of the possible tonics,
then up through an octave. Be sure to raise the leading tone in the V and
vii® chords.

- P 1 L1
) L@ . & P & e ST ¢

= ivin B minor
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Chapter 5
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EXERCISES
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Use Roman numerals and figured bass numbers to identify these triads

in minor keys.
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fiysearchlab 30-2. You are given a minor key and a Roman numeral with figured bass
- numbers. Write the appropriate triad. Remember that scale-degree 7 is
always raised in making the V and vii® chords.

oo
JEN S8

d: ii°¢ f#: VI c:i® b: 111 gV e: vii®®

(on
G 1SS

e: ii°® g: i d: vii®® f¥: ii°® C: 111 b:V

(e
JEN 53N

f¥: 111 c: VI b: iv d: i eV g ive

[oN
B>

e: VI c: vii®® f4: vii®© b:i® d: iv

mysearcl lab 30-3. Use Roman numerals and figured bass numbers to identify triads in
these works.

a. Schubert, “Death and the Maiden” (when you see a chord that
contains only two notes, assume that it is an incomplete triad
with the fifth of the triad omitted. In this passage, the young
woman ceases begging for her life and Death begins his unforgiv-
ing answer. Notice that the upper staff of the piano part is in bass
clef starting in the middle of the third measure and disregard the
notes in parentheses).

18 Der Tod. (Death)
f —— o
I —  —— - - T —7  E— Z— I N — I Z—
- I — | E—— — T e 1
o) = o o o o oo o 9 - o
riith - re mich nicht an. Gib dei-ne Hand, du schon und zart Ge - bild! bin
do not touch_ me. Give me your hand, you beau - ti-ful,sweet creature!
T LTI 3R 8 4EE 1358
p” Amm— T s A 7 2
ey —— = ———
J 7 BTk 3
PP dim Ve
. 0 — = —
s e ( —— = | — —— = = e ———
e e el A
SR A = =~ B
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Name:

Date:

Instructor’s Name:

b. Bach, Chorale (disregard the notes in parentheses).
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Lesson 31: Seventh chords

In this lesson you will learn about seventh chords, major-minor (dominant) seventh
chords, inversions of seventh chords, dominant seventh chords in major and minor

keys, figured bass symbols, and chord names.

A seventh chord consists of a triad plus the interval of a seventh over a shared
root. Or you can think of a seventh chord as a triad (a stack of two thirds) with an
additional third on top of the stack. A seventh chord contains a root, third, fifth,
and seventh and can be written on four successive lines or spaces on the staff.

Seventh

~ oty Seventh
X a—T1it . «—Fifth
Seventh chords ~ Triad—{ *—Third Triad—~ <—T;1ird
Root —Root

The quality of a seventh chord depends on the qualities of the triad and
seventh that comprise it. The most important kind of seventh chord is called a
major-minor seventh chord, because it consists of a major triad and a minor
seventh. Or you can think of it as a major triad with a minor third added on top.

m7

n my_ "
. . D’ A \D \ - L oo ——
Major-minor seventh chords A s 1=
\Q) v A @ Y I WS T = I
Major Triad Major Triad ~ Major Triad

The major-minor seventh chord is also called a dominant seventh chord,
because it is the quality you get when you build a seventh chord on the scale-
degree 5 (the dominant) in a major key. As with triads, seventh chords can be
named in two ways: (1) a Roman numeral that identifies the scale degree of the
root; or (2) an alphabetical chord symbol, with the root identified by a letter.

0| u i o
Dominant seventh chords @%‘E%E
n major Bb major: V; A major: V; C major: V;
(F%) (EY) (GY)

In minor keys, scale-degree 7 is raised when creating a dominant seventh
chord. As a result, a minor key and its parallel major will have the same domi-
nant seventh chord.

Dominant seventh
chords in minor

Bb minor: V;
(F%)

As with triads, seventh chords whose root is also the lowest-sounding
note (bass) are said to be in root position. And, also as with triads, seventh
chords can be inverted by placing notes other than the root in the bass: First
inversion places the third of the seventh chord in the bass; second inversion
places the fifth in the bass; third inversion places the seventh in the bass.

Root position First inversion Second inversion Third inversion

o -
Inversions of -Al\—iaﬁ—i;ﬂ-’—b-d‘;—i;-d‘-;—
ra o
seventh chords Y S b= 4 O+

e ©
Rooj[>

Seventh chords

Qualities

Major-minor seventh
chord

Dominant seventh
chord

Root position
First inversion
Second inversion
Third inversion
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Figured bass
Chord symbols

Figured bass and
chord symbols

C major

A major

A minor

Figured bass numbers are often used in conjunction with Roman nu-

merals to indicate inversion. Chord symbols are also useful for indicating
inversion: the actual bass note is shown after a slash.

Root position Fir‘s‘t‘%nversion Second inversion  Third inversion
& 8 8 S, 8,
ALV s [ @ 2=d [ @ 2=d
D) O
v’ (67 vé (G7m) V3 (G7/D) V3 (G7IF)
0 1| Py o
. LV P = 4 O " o
C minor fs—>H—H8 7o T RS
&) e . ey Fe
D) O
v’ (67 vé (G7/m) V3 (G'D) V3 (G7IF)
0 4 4 Q
A LT Py o) Pa O]
t5—1—8 - —© 8
A1V < © O —
D) o P
v (&" v ®7/64) v E7/B) V3 E7/D)
Ia) b o
e ey oL s o e
[ fan) P S 4 P2 S 4 ~ P2 S 4
ANIV oS4 o = P B a
) S F oo
v’ &7 ve E7/GH) V3 E7/B) v E7/D)

Lesson 31: In-class activities

1. Singing. With the given notes as root, arpeggiate major-minor seventh
chords (dominant seventh chords) up and down. Sing on a neutral syllable
such as “la” or with the names of the notes. Name the two keys (a major
key and its parallel minor) of which this chord would function as V’.

Example:
¢ | H‘Tl |
— 1l
al
o O 4 S —
a. L1
o . —
o O+ SER— |
c. ——T—1
o S= C—
o OO+ S I—
e. ——1—1
o N X —



2. Dictation. The instructor will play short progressions of chords in a ran-
dom order within each group. Each progression contains a dominant
seventh chord or one of its inversions (§ = first inversion; # = second
inversion; 4 = third inversion). Identify the progression you hear. Sing
the bass.

Group 1

Group 2

3. Playing. Play the requested major-minor seventh chord with either hand. Re-
member that § = first inversion; 4 = second inversion; and 3 = third inversion.
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a. b. c. d.
RS e Y Y S
= 'F' | i3 2
i ] N T F
L |
)% e 1o e galc [[em |7 T
e ] I -
v v¢ Ve v3
a. b. C. d.
i) d 44 g %J 4 ﬁ 4
SEE e T -
, ° ) ® |l o
D i i i e ——
v > I I I I I I T I
| |
7 6 4 4
v v¢ Ve V3

In the alphabetic chord symbols, the letter after the slash is the bass note.

E7

play: E-G§B-D |

A7
G7
B7
C7
D7
F7
B
. CS

6

j- As

e om0 &0 O

—-

~» 09 05 B ~®

ES
Dj
Bj
F3
E3
Az
BY/D
D'/F%
C7/Bb
B7/F¥
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4. Playing. You are given eight V7 chords. Resolve each to the root and
third of its tonic triad (which may be either major or minor).

Example:
0
or
a. b. c.
) o !
E@é%@%
d e f. g. h
!;-n |J.'9' ‘)0
/48 8 R : = !
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Name:

Date:

Instructor’s Name:

LessoN 31: Exercises

31-1. Create major-minor (dominant) seventh chords by adding accidentals mysea rchlab
(if needed) to the upper three notes. Do not alter the lowest note. Re-
member that a major-minor seventh chord has a major triad and a
minor seventh above its root.

o) 0 _ b e
b4 N =
a {1 s 3
ANAVAF-] >
) & o
" _ ©
b. = : n: 5 |
hal -2 o 104 Ly
24 248
31-2. Write major-minor (dominant) seventh chords as indicated (root posi- ‘rh"yc earchlab
tion only). Remember that a major-minor seventh chord has a major
triad and a minor seventh above its root.
o)
D’ 4
a. —fost
NV 1 '#
oJ
E7 G’ B’ E»/ B/ F7
o)
b. =
D’ A7 F/ c’ ct7 Dy’
31-3. You are given a note as the root, third, fifth, or seventh of a major- ‘rﬁ'ys earchlab

minor (dominant) seventh chord. Write the rest of the chord in root
position. Do not alter the note you are given.

4 e . o
a. :@ I[). o A=
J O °
5th 7th 3rd 7th Sth 3rd
b. I: " * HI
& fo o t

7th root 3rd 5th 3rd 5th

339
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yseatrchlab 31-4. You are given major-minor (dominant) seventh chords in root posi-
tion. Rewrite them in first inversion (the third of the chord is in the
bass), second inversion (the fifth of the chord is in the bass), and third
inversion (the seventh of the chord is in the bass).

o) ¥ o T = 4
Py - -2 4 - 24 1
QO O O h
a. 7<) O v
G :
D’ D¢ D’ D 7 o s s
l
o F3 =
b
6 6 4 4
Bb’ Bb: Bb Bb; Eb7  Eby Eb; Eb>
|
).
s ;
oJ
G GS G G> F’ FS F3 Fi
Fr'i'yse archlab 31-5. Write major-minor (dominant) seventh chords as indicated (root position

and all three inversions). Remember that 7 means root position, § means
first inversion, 4 means second inversion, and £ means third inversion.

Oy o
P’ AE_ 24
y AN [ © 2
a [ O
ANIV4
o
4
D} BbS c’ G3 B D’ E, AS
é_\o
b. =F
o ES A DS Bs  F’ ci G
o)
b4
c. ey
:)V
B’ D> AS E’ G’ cs F; Bb’
fiysearchlab 31-6. Use Roman r‘1umeljals and flgured bass r;umbe}‘s to 1deI.1t1fy these sev-
enth chords in major and minor keys (V7 and its inversions only). Re-
member that 7 means root position, § means first inversion, ¥ means
second inversion, and & means third inversion. And notice that, in minor
keys, scale-degree 7 is raised when forming the dominant seventh chord
in all of its positions.
0 4 o
o o Py )24
g [ © i O~
a [ fan <) (0] O
ANIV4 <> <>
Y, . o O
G major: 5
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Name:

Date:

Instructor’s Name:

it g o
O (9] I O I O I h |
b ~Fe | L ) I O I IV © ) I VL ® ) I |
V4 h 114) | | 1l € | Y @ ) 1N |
L T I I bl I T~ 1 |
P
D minor:
H | o
g U O
c y ANETY O O
[ an WL [© ) [ O] O
ANIV4 t‘-\’l) P2’ )
o) S
Bb major:
, 4 o T =4
d. I. o O I L e ) I L) I I |
bl I O I 1) I 1 |
T TO
B minor:
H | B o
g U P [- >4
e y ANEEZY [ © 2= O (9]
|  an WL LU Lna) O L)
ANIV4 L ® ) O L @ )
!) ﬂd__) T T
G minor:
Q e =d
Y <) I (9] I I (9] h |
f hdl N (9] I [©) I O I (9] I |
7 h [ ® ] | | o) | L) 1N |
L I I &5 I ~F 1 |
S
F major:

31-7. You are given a major or minor key and a Roman numeral with fig-
ured bass numbers. Write the appropriate seventh chord (V7 and its
inversions only). In minor keys, the dominant seventh chord is always
made with raised 7 (the leading tone).

o)
> 4 T T T T T T n |
y 4 I I I I I I N |
a [ @an | | | | | | |
ANIY 4 1 1 1 1 1 1 |
oJ
6 7 4 6 6 7 4
F:Vs d:Vv C:V, e:Vs BB:V5 GV a:Vy
5' I I I I I I N |
b. = I I I I I I H
1 1 1 1 1 1 |
6 6 6 7 7 7 7
d:Vs Eb: Vs % Vs bV F:V C:v D:V
o)
> 4 T T T T T T n |
7 I I I I I I il |
C [ an ) I I I I I T N |
ANIY 4 1 1 1 1 1 1 |
oJ
6 4 7 4 7 7 4
D:Vs d:V o, Y C:V3 eV aV A: V2
o) T T T T T T n |
d =F I I I I I I H
I I I I I I N |

4 6 4 4
aVv AV gV Bb: V b: Vs G:V3 E|9:V2
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fﬁy*c archlab 31-8. You are given a V' chord (or one of its inversions). Name the tonic note
SCd i . . . . .
of the key to which it belongs. (The key may be either major or minor.)
o) - o P
)’ A o> = i ) ) 1 [ DO
a y 4 [ ® x=d = > 2 [ (0]
[ fan YETX Q) = ~ 7 & T LT O
ANIVALY ¢ ] — - Tl
e M S T
G _ _ _ _ _
Q be -
. L. P2 b)) YV & -»2 (0]
b hll CEVEREZX © 2 oy O | & o o 2 1 <)
Z LUl €) o) ~ 292 -] - h i)
< it s S a4
11
o) | b o
yan z 78 ;)
C. [ fan o] oy O o 1)1d (p
ANIV4 P < i 24 [0
e TGO 233 O

|

31-9. Use Roman numerals and figured bass numbers to identify triads and
seventh chords in these works.

a. Schubert, “Heidenroslein” (this piece begins in one key [G major],
moves to another [D major], then returns to where it began. This
process is called “modulation.” In the second measure, the harmony
is an inversion of a seventh chord built on scale-degree 2. Each
harmony lasts for one full beat and includes both the bass note in
the left hand and the chord in the right. To identify the triads and
seventh chords, focus on the piano part only, ignoring the notes in
parentheses—these serve to decorate or embellish the harmonies.
Then, notice the extent to which the melody either reinforces or
contradicts the harmony—the contradictory notes, especially if they
occur on a beat, have a particular expressive force).

, Lieblich (Sweetly) J=69

| A A H
i D" A" ) ) > I AY AN >
Voice T T
W ) ) W E_s W 7 I
o
Sah ein Knab' ein Ros - lein_— stehn, Ros - lein  auf  der Hei - den,
A boy saw  a wild rose, a wild rose amid the hea - ther,
Hu \ N A A A \ N
p” A I ) ) ) T g I I i I A o I
] 7] 7] ] 7] I [ ]
i i 1 1 1 i ’ 1 g 1 E
Py) L 4 L 4
Piano pp
‘ A
D L e e S < w— e ———— S ——
7 /M- i 7 i 7 1 7 i T i 1 = R 7
s 14 14 14 74 ot i
4
. 112
G major: _I 1
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Name:

Date:
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f) & |
P A > 5 I O
e e e e itrreds (oo [ prrLIE
R A e A — |
war so jung und mor - gen - schon, lief er schnell es nah' __ zu__ sehn,
it was so fresh and beau - ti - ful he  ran quickly to gaze___ at__ i,
[ A N
P A

e
~e
e

N N A A
IO 3 fvy-;y -

e

|

s o B e o i e S 7 — ﬁ [ [
y 4 7 i 7 i 7 i 7 A— Wi i 7 i 74 i i
14 14 4 ¥ 14 f
D major: IV _
’ A
A U p— . A N A
VA ., te @ e e FI]
[ an) I o A 2 2 i I
ANV f— ——| S - I ] 7 74 —
o = | "
sah’s mit vie - len Freu - den. RoOs - lein, ROs - lein, Ros - lein  roth,
gaze with great joy. Lit - tle rose, — little red  rose,
7N ~
9 ﬁ I h} J\ N A qh T
R S T 3
o % v
cresc. pp
) N . )
. 7] 7] ﬁ 7] (7 B — f
7 ) [ i 7 7 ® 7 ® —to i i 7 I
¥ 14 1 ) i u ot &
4 4
- - _ _ Gmajor: _ - . .
13
ﬁ ) ] E f
7 H—— - L
1 b P
ANV 14 I 14 o
|4
ROs - lein  auf  der Hei - den.
rose__  amid the hea - ther.
.
by h N NN ;
iﬁ ;i % * i { ’ Y d = = —= ——
ANV < | I b
o < T — = —
>
. > R —
N (D P ar @3 - e o p
0 I P~ I
=== ===== | ==
[
>



344 Chapter 5: Triads and Seventh Chords

b. Rodriguez, “La Cumparsita” (within both tonic and dominant har-
monies, the D in the melody is embellished with notes above and
below it. Disregard the notes in parentheses).

)I|'DC) ] 4 | ‘ ﬁ 4 I

A j F s — — L s s

J ¢ ¢ o8 : N B - Bl A
P

. ! ! m— ﬁ ﬁi ﬁ i j_%

ﬁi ’ ii > > > , > >

> > > > >

G minor: _

c. Lang, Song (one unfamiliar chord—the first inversion of ii7—is
identified for you. Ignore the notes in parentheses—they embellish
the harmonies you are asked to identify).

Langsam und Ausdrucksvoll (Slowly and expressively)

¥4 —_— _ ——
h | A A A p ‘ 1
A% I S i — i —% = S . W I I —
s —&t—» :
e e e e e e e S R
D)) 2 I 4
Ob  ich manch- mal dein Ge - den - ke? wiisst est  Du wie sehr ich's thu!
Do 1 some-times think of  you? If on - Iy you knew  how much!

—— Im-NE—— .
ERe st |

sle® g8

p
= l I I [

Eb major: ____

_T—.\
= M
L1

Y

d. Mendelssohn, Piano Trio (ignore the notes in parentheses—they
embellish the harmonies you are asked to identify).

1L7
|L?

(]

Alleng—\
AT

P

s %
}E(
|¢7 (N
([ Y4
?k
i
«/
v

TN

-9
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e. Chopin, Prelude in A Major (the notes in parentheses embellish
the harmonies. The fact that these embellishing tones occur on the
downbeat gives them particular expressive force).
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"R | | | ) - | &
G
2 LR 2 | =

P dolce

. e ¢ | e g
o)+ y3 . P P y3 | I I
Z—+ < | I i < o ! !

o T T
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Chapter 5: Supplementary Lesson

In this lesson you will learn about qualities of seventh chords, natural seventh chords,
inversions of seventh chords, and seventh chords in major and minor keys.

The previous lesson focused on the major-minor (dominant) seventh chord.
This supplementary lesson gives a full account of seventh chords.

There are five qualities of seventh chords in common use (illustrated Qualities
here with D as their root).

Full name: Major-major Major-minor Minor-minor Diminished-minor Diminished-diminished

Common name: Major Dominant  Minor Half-diminished Fully diminished
Five Chord symbol: pmaj7 D’ Dm’ p*/ p°/
kinds / .
of seventh @" E““ i g i g i i g i 'l 'E; 3
chords g1 O TO O O O

Triad quality: M M m d d
Seventh quality: M m m m d

It is possible to write seven different seventh chords without any
accidentals—these are the natural seventh chords. Natural seventh
chords

A MM mm mm MM Mm mm dm

o b= d
Natural ta——5 8388 —
seventh chords o 8 83 8 .
Cmaﬂ Drn7 Em7 Fmaﬂ G7 Am7 Be7

All seventh chords involve these seven stacks of letter names: C-E-G-B,
D-F-A-C, E-G-B-D, F-A-C-E, G-B-D-F, A-C-E-G, and B-D-F-A. Adding
accidentals will change the quality of these natural seventh chords.

The natural seventh chords can also be visualized around a circle of thirds:
each natural seventh chord consists of four consecutive notes of the circle.

C

B

When talking about seventh chords within a key, Roman numerals with
figured bass can be used either instead of or along with the system of alpha-
betic chord symbols. Just as with triads, the dominant and leading-tone sev-
enth chords in minor are normally made by raising scale-degree 7 .
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Tonic Supertonic  Mediant Subdominant Dominant Submediant Leading tone
. o o) <
Naming seventh I I D I 9 I b < 4 I (9] I 2 4
chords in C major \.)\/ g 1 (8 1 S 1 (8) 1 © 1 1
1/ i iii/ v/ v/ vi’ vii*’
MM mm mm MM Mm mm dm

Tonic Supertonic Mediant Subdominant Dominant Submediant Leading tone

Naming seventh ¥ ] I I () I P=Y T () T 8
chords in A minor :W%w
i7 ii*’ g iv’ v7? Vi’ viie’
Am7 B97 Cmaﬂ Dm7 E7 Fmaﬂ G#°7
mm dm MM mm Mm MM dd

Any seventh chord can appear in inversion as well as root position. The
figured bass works as follows: 7 for root position, ¢ for first inversion, # for
second inversion, and 2 for third inversion. Here are the five kinds of seventh
chords in all four positions with D as the root.

A Major Dominant Minor Half-diminished Fully-diminished

1L I I I M I Ml | ]

Root position

\]
~
~ g
~
~

Figured bass

Third inversion I 1  — —— ]
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Chord symbols are also useful for indicating inversion: the actual bass
note is shown after a slash.

Root position (=

First inversion

p™a7r DYt Dm’/F  D/F p°7/F
Chord symbols

Second inversion

p™a7A  p//A  Dpm’A  D7/Ab D°7/Ab
2
Third inversion S"é F! s i ! S i ! ; i I!,! ! — ]
p™¥7c; plc  pm’ic  DYC D°//Ch

All of these seventh chords and all of these inversions are not equally
common in musical practice, although it is hard to generalize. For examples
of seventh chords of different kinds in music, return to Exercises 27-6d and
28-4a. Both contain seventh chords that you were previously asked to disre-
gard. Try to identify those seventh chords with the appropriate chord symbol.
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Chapter 5: Self-Test

1. Identify the quality of these triads (d = diminished, m = minor,
M = major).

o) | o

P 4 (9] VX O] Pas =4
y 4N P (9] (9] O P24 2924
[ M an Y- D24 O I ® ) P24 Y ¢ ) v 7
ANIVAN D24 s @ ) ~ 1€)
Q) ~ T T

L, o o .

Y [§) V &5 o5 | [®) - Pas
hdl CEEVY O ) ~ 24 0K © ) [- 24 o L )

VAR S ) ~ P24 2924 1€y

T ~ v 5 Ty
2. Write the requested triad.
Em F# B AR Gt D Ab

o)

P 4
y AW
[ an )
ANV

eJ

Gb D# Am B° F Cm Ebm

rax
)

V4

3. You are given a key and a triad or seventh chord. Provide the appropriate

Roman numeral and figured bass.

il o e o Heo

P 4 O [- 24 iy ] 1 [-X- 24
y AW P24 ~ o) ho hes - B 24
[ an ) ~ hal 1 O L >4 ~
ANV h o (9] h o5

G b D g Eb Bb e
O I’ 0 s

Y O Il L~ o~
hdl CEEVY O ) o VXS] [-X- D24 F - (9]

Z 1<) 2924 | <) o (9] <)

T4y 1> )X ) [§) (0]

>
o
o

%2
—
aQ

a
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4. You are given a key and a Roman numeral with figured bass. Write the
requested triad or seventh chord.

0
D" A
()
ANV
)
GV e:ii°® c: 11 g Vv A IV Eb:1°
-,,:
d: if Bh: V’ D:V® b: vii®¢ £ ive 6

D1V E:V
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353

Chapter 5: Self-Test (answer key)

1. Identify the quality of these triads (d = diminished, m = minor, M = major).

9 [0} D¢y P =4
Y 4\ o> [0 [0 O P24 2924
| Fan YR D24 O 1<) P24 [IY ) v F
ANIVAN-D 24 s ) ~ 1€
g " O
M _m d _m_ M M M
Le o bo ,
4 (9] V & P24 | (0] L. P2
hdl CIEVY O ) ~ P24 V2K © ) [- 24 [Pa iy ® )
VAL S ) ~ P24 2924 1<)
T ~ v 5 bk © )
d _m _m M _m _m M
2. Write the requested triad.
Em F B AR Gt D Ab

Ly

H
D" A
oJ

T

3. You are given a key and a triad or seventh chord. Provide the appropriate
Roman numeral and figured bass.

il o e 0 Mo
P’ O 1 & 1 1 1 X34
y AW P24 ~ oy ho ho [- 224
| fan ) ~ hal 1 O L [ = 1 ~
ANIV4 b (0] h O
D) Re3 o 7
6 . 6
G: 1 b: III D: V’ g ii°® Eb V Bb: IV e V
L O I)" s
o O ] - Py [- P
hdl CHEVX 6 ) l <y [-X- D24 o (0]
AN S ) 2924 | <) o (0] <)
K © ) 7 )2 O ) [0 (0]
A: .6 . E 6 f: 7 . 20 6 . :
| Dy c: VI A\ -V g vii DoVl
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4. You are given a key and a Roman numeral with figured bass. Write the
requested triad or seventh chord.

D>
v

7 ot E hre
o—p 5 = i 3 :
GV erii°® c:II Vv ATV Eb:1°
o de |’). )
— = g E '3 = =
’ ol ol
6

d: i Bb: V' D: V¢ b: vii®® f: iv® E:V



6 Fundamentals of Harmony

Lesson 32: Tonic and dominant

In this lesson you will learn about harmonic progression, tonic harmony, dominant

and dominant seventh harmonies, and harmonizing a melody.

A harmonic progression is a succession of harmonies in which each leads
purposefully to the next. Each harmony has its own distinctive character and
its own role to play. The tonic harmony generally conveys a feeling of stabil-
ity and repose. Progressions often start on the tonic and very often end on it.
Normally, tonal motion is directed toward the tonic as a goal.

The main function of the dominant harmony is to lead to the tonic.
Indeed, the most basic harmonic progression involves three chords: I-V-I.
It begins on the tonic (in a state of poised repose), moves to the dominant
(which has a strong tendency to move to the tonic), and concludes on the tonic
(conveying a sense of arrival and completion).

a) | | | fa) | ‘ |

z = o ya ] — ]

O = O = s =
S e r 9 £ & F

V-1 rax) } [#] } rax] I I
) O I 1 I ) O I (] I

/ A / o o

\
C major: 1 \% 1 A minor: i \Y i

The progression I-V-I is often written in this standard, conventional way.
Each triad is written in four voices: a soprano (the highest-sounding note in each
chord, written on the treble staff with an upward stem); an alto and a tenor (the
next highest notes, written on the treble staff with a shared downward stem); and
a bass (the lowest note, written by itself on the bass staff). Because triads con-
tain three notes but are conventionally written in four voices, one note in each
triad is doubled (i.e., occurs two times). This arrangement of notes on the great
staff—with three voices in the treble clef and one in the bass clef—is often called
keyboard style, because it is particularly easy to read and play at the keyboard.

The progression I-V-I can be intensified by adding the interval of a sev-
enth above the root of the dominant triad—that turns the dominant triad into
a dominant seventh chord. The tendency of the dominant to resolve to the
tonic is strengthened by the presence of the dissonant seventh.

[a) | | | [a) | ‘ |
\J I I I \J I I I
¢ Z—g = & 0
=5 2 e—Ff—zg
T T £ £
I-V'-I
5\' } (o) } 5\0 I I
7" o j z 7 ] = j
I [#] I [#]
I
C major: 1 v’ I A minor: i \z i

Harmonic progression

Tonic harmony

Dominant harmony

Voices

Doubling

Keyboard style

Dominant seventh

chord
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The presence of the seventh makes the V7 chord dissonant and tense—more eager
to resolve to the tonic. The seventh of the V7 chord (scale-degree 4) usually re-
solves down by step to the third of the tonic triad (scale-degree 3). In writing
the progression I-V-I in four parts, the root of the chords (scale-degree 1 for
I and scale-degree 5 for V) is usually doubled. In writing V7, it is sometimes con-
venient to leave the chord incomplete by omitting the fifth of the chord (scale-
degree 2) and doubling the root (scale-degree 5). The general rule of doubling is:
never double a tone that has a strong tendency. In V and V7, that means never
doubling the leading tone (scale-degree 7)—it has a strong tendency to resolve
upward to the tonic—and never doubling the chordal seventh (scale-degree 4)—it
has a strong tendency to resolve down to the third of the tonic triad.

Harmonization Many melodies can be harmonized using the tonic and dominant har-
monies (I and V or V7). To harmonize a melody, follow these steps (illustrated
with four different melodic fragments in the key of D major).

1. Identify the scale degree of each melody note and figure out if it belongs
to the tonic triad (scale-degrees 1-3-5), the dominant triad (scale-degrees
5-7-2), the dominant seventh chord (scale-degrees 5-7-2-4), or more than
one of these. (Notice that scale-degree is the only one shared by tonic and
dominant harmonies.)

AN A AN Ay A A N JAN AN A AN A AY N
3 2 1 5 4 3 1 7 1 3 1 7 2 1
entits - J ] d o | J ] ]

y )4 2 e n = > s e —g— T n
possible '\;‘)D — f i f it f it f i 1
chords

1 vV o1 1 v I Vorv/ 1 1 1 vv/vvl o
or 7
VorV
2. Choose a good, strong progression of harmonies and write the bass line.
For now, we will define a strong progression of harmonies as one that
begins on I and ends either V-1 or V’-1.
- J | 44 | J ] L
\J #11 f A () Py ~ = I O A = I (&) Pay
. L /W (C) < e () o A 77 O
LA E———
o
Write the e & = 2 o I
bass line 7" '"1'1_11' {5 14 j © 14 j o 14 j o Za— j (J ©
\ \ \ \ \
I VvV 1 1 V7 1 I Vv 1 I I vV V |
or or or or
v’ v’ v7 V7

3. Add inner voices (alto and tenor) to fill out the chords.

Fill in inner voices

As J L 1o
p” AR IY ) & > (L P24 = | o> =i & o>
s> - ——© = — —
[ an ) T X O O ‘f [0 [0
ANIV4 ! 1 [® ) [® ) = [® ]
o ' i =
| _ _ _ _
o y 4 4 4 4
e #Hl de | > = | > = | o> = = | o>
A ¢e—+—tfo e —— e — e — =
| | | | |
7 7 7
1 \Y% I 1 \Y% 1 | \Y% 1 1 1 vV V 1
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Here is a simple way of realizing the progression I-V’-I that makes it
particularly easy to play at the keyboard.

Y Our-J
)=
e

yiQ
7

)

P
vao)

Keyboard realization

T v/ I

These left-hand chords can be used to harmonize melodies that are
played by the right hand or sung.

0y d s 4

¢
0
QO

[\ -

Ql

357

\
¢

==

¢

&

[ 4
ANV

D)

Harmonizing
at the keyboard

Pay
[ © 2=

o]
@0
@0

0

[ @ ]

@0

T

When you use this keyboard realization of I-V’-I, you may end up creating
problems with the relations among the voices (see Chapter 6: Supplemen-
tary lesson for details). As a result, your instructor may choose to advise you
against it, and to skip the keyboard exercises based on it.

Lesson 32: In-class activities

1. Singing. Sing these melodies, using a neutral syllable like “la,” solfege
syllables, or scale-degree numbers. Think about the harmonies and the
harmonic progression that each melody outlines. Transpose to other
keys. Melodies e and f below work well as a four-part round.
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2. Singing (improvise). Improvise melodies that arpeggiate tonic and dom-
inant, beginning and ending on the tonic. Here are two samples:

[a N ‘ L — . ‘
A e | ™ g I 1 T N I T & & & ] -_ \® a1 T 1
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3. Singing. Sing these short four-voice chorales. Students should have the
opportunity to sing each of the parts.
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4. Dictation. The instructor will play a major or minor scale to establish a
context, followed by I, V, or V7. Identify the chord you hear.

5. Dictation. The instructor will play these three-chord progressions in a
random order within each group. All of the progressions include only I
and V or V7, all in root position. Identify each progression and the chords
it contains.
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6. Playing. Play the following progressions. Transpose to other keys.
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7. Playing. Harmonize these short melodies by adding three lower voices.

10
g
- 5 i
TR q
E TN
| Q|
D D
== m==
XINE NE
e
. =
ie)
T
=
e
P
o
£
& N
SRR

J

a.

11123

1NN

P2
A

(D minor)

(F major)

(Bh major)

(B minor)

(E minor) (G major) (A major)

(G minor)



This page intentionally left blank



Chapter 6: Fundamentals of Harmony 361

Name:

Date:

Instructor’s Name:

Lesson 32: EXERCISES

32-1. Using only I and V or V7, harmonize these short melodic fragments mysearchlab
(derived from works in the anthology). Supply one chord for each note
in the melody, and identify each chord with a Roman numeral (some
chords and Roman numerals are provided for you). The melody note
you are given should be the highest note in each chord. Try to move
the voices as smoothly as possible (avoid large leaps). When you have
harmonized a melody, transpose what you have written to a differ-
ent key, as indicated. Play what you have written at the piano before
handing it in—be sure it sounds the way you want it to. After you have
finished, compare your work with the actual music from which the
melody is adapted.

Remember the three-step procedure for harmonizing a melody:

1. Identify the scale degree of each melody note and figure out if it
belongs to the tonic triad (scale-degrees 1-3-5), the dominant triad
(scale-degrees 5-7-2), the dominant seventh chord (scale-degrees
5-7-2-4), or more than one of these.

2. Choose a good, strong progression of harmonies and write the bass
line.

3. Add inner voices (alto and tenor) to fill out the chords.

a. Chopin, Prelude in A Major, mm. 1-8 (every two measures in the
music are represented by one measure in this exercise).
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b. Arlen, “Over the Rainbow,” mm. 9-11.
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c. Ellington, “It Don’t Mean a Thing,” mm. 26-29.
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passage is in G minor).
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Name:

Date:

Instructor’s Name:

A major:

h. Mozart, “Dove sono,” mm. 1-8.
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32-2. Using only T and V or V7, add three upper voices for the following fﬁ'ys-eamﬁ"ulab

bass lines (derived from works in the anthology). Supply one chord for
each bass note and identify each chord with a Roman numeral (some
chords and Roman numerals are provided for you). Try to move the
voices as smoothly as possible (avoid large leaps). Play what you have
written at the piano before handing it in—be sure it sounds the way
you want it to. After you have finished, compare your work with the
actual music from which the melody is adapted.

a. Chopin, Prelude in A Major, mm. 1-8 (condensed).
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b. Arlen, “Over the Rainbow,” mm. 9-11.
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Name:

Date:

Instructor’s Name:

g. Mozart, “Dove sono,” mm. 1-8.

o) | Z

P’ A Y ) 1

Y 4 o A
G - S

oJ

| | | | | |

e (9] 1 f 1 1 1 1 1 f
SEE T 4 1 T e 1J . z ]
C major: 1 I I

32-3. Identify the boxed chords as I, V, or V7. All nine passages end with the
same two chords—a dominant followed by a tonic. Think about why
that should be so.

a. Schubert, “Death and the Maiden” (the third and eighth chords are
incomplete, but you should be able to figure them out even with
one note omitted).
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b. Joplin, “The Entertainer.”
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c. Bach, Chorale (this is the concluding phrase of the chorale).
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Name:

Date:

Instructor’s Name:

f. Chopin, Prelude in C minor.
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C minor:

g. Chopin, Prelude in A Major (the entire piece, like this passage, consists
of an alternation of tonic and dominant harmonies).
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h. Handy, “St. Louis Blues” (despite the key signature, this passage
is in G minor, and the piece as a whole moves back and forth con-
stantly between G major and G minor).
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i. Rodriguez, “La Cumparsita” (like many popular dances, this tango
consists largely of tonic and dominant harmonies).
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Lesson 33: Expanding I and V

In this lesson you will learn about embellishment and prolongation (nonharmonic
tones), passing tones, neighboring tones, passing chords (Va and vii®), neighboring

chords (V¢, V¢, V4 and IV), I¢, and the cadential §.

The tonic and dominant harmonies, and any other harmonies, may be embel-
lished with foreign notes. These decorative, embellishing tones are always just one
step away from a note that does belong to a harmony, and they have the effect of
prolonging or extending a harmony. They often are called nonharmonic tones.

There are two main types of embellishing notes: passing tones and
neighboring tones. A passing tone fills in the space between two harmonic
tones. It may be ascending or descending, accented or unaccented.

Unaccented Accented
Ascending Descending Ascending Descending
P P P P
Passing tones g | | | L Nl a
\J [IAP= R [ @ ) | | V= A I a1 & 11 € \
R ia e g o o oo
J 66— O O —6 -ﬁy—ﬁ RS Nawr < 3

Unlike a passing tone, which connects two different tones, a neighbor-
ing tone moves away from and back to a single, stationary tone. A neighbor
may occur above (upper neighbor) or below (lower neighbor) and it may be
accented or unaccented.

Unaccented Accented
Upper neighbor Lower neighbor Upper neighbor Lower neighbor
Neighboring N N N N
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2 o =z [ @ ] 11 "4 [T © ) ~Z o 1 ~ 1
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These neighboring tones are complete: they depart from and return to
a harmonic tone. Neighboring tones also can be incomplete, attached to a
harmonic tone before or after, but not both.
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Just as individual tones may have a passing or neighboring function
with respect to other tones, entire harmonies may have a passing or neighbor-
ing function with respect to other harmonies. The second inversion of the V’
chord (V3), for example, is often used as a passing chord to connect I with I¢.
Its bass note, scale-degree 2 acts as a passing tone: it comes by step from I and
continues by step to I°. In addition, vii®® has the same bass note and often has
the same passing function.
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cadential

The first inversion of the dominant or dominant seventh chords (V¢ and

V$) is often used as a neighboring chord to connect two statements of 1. The
leading tone in the bass acts as a neighboring tone: the bass of the I chord

moves down a step to the bass of V¢ or V¢ then right back to its starting point.
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In a somewhat different sense, the subdominant triad (IV) can also func-
tion as a neighboring chord to I. The common progression I-IV-I prolongs the
tonic harmony and the IV chord frequently supports a melodic neighboring
tone, either 3-4-3 or 5-6-5.
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So far all of the passing and neighboring chords we have discussed are
used to embellish or prolong tonic harmony. But the dominant can also be
embellished. One particularly common kind of embellishment involves pre-
ceding the third and fifth of the dominant triad with their upper neighbors.
This produces a chord that looks like the second inversion of a tonic triad
(I$ but functions as an embellishment of the dominant. This is called
the cadential ¢ because it frequently occurs at cadences.
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Lesson 33: In-class activities

1. Singing. Sing these melodies, which elaborate a tonic triad with passing
and neighboring tones. Identify all nonharmonic tones as either passing
or neighboring. Transpose to other keys.
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2. Singing. Sing these melodies, which elaborate tonic and dominant harmo-
nies. Identify all nonharmonic tones (circled on the music) as passing or
neighboring.

a. Joplin, “The Entertainer” (some of the embellishing tones are diatonic—
they use notes within the scale—and some are chromatic—they use
notes with sharps or flats that lie outside the scale).

Eqiri fo A-'—!—‘q

b. Mozart, “Dove sono” (the first, second, and fourth dominant chords
are embellished with an accented passing tone. The third dominant
chord includes a seventh [F]).
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c. Rodriguez, “La Cumparsita” (a melodic figure that contains both
upper and lower neighbors is called a double neighbor).

d. Haydn, String Quartet (here is another double neighbor, but the second
one is incomplete).
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e. Schubert, “Death and the Maiden” (the first two measures span the
interval of a third, D-F, within the tonic harmony. The third measure
also spans a third, but within the dominant harmony, E-C#).

e £ e e BFL £ @4 ¢
m\\\\\ \1

I I
i \Y% i

f. Chopin, Prelude in A Major (the D in parentheses in the first measure
is a neighbor to C§, which is itself a neighbor to B).
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3. Singing. Sing these melodies, which arpeggiate progressions that contain
passing or neighboring chords.
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4. Singing. Sing these duets with one student or group of students on a
part; then switch parts. Identify the circled notes as passing or neighbor-
ing. Notice that dissonant intervals occur only on the second beat of the
measure and only as passing or neighboring tones; the note on the first
beat is always consonant.
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5. Singing. Sing these duets. They involve neighboring and passing
harmonies—try to identify them. After you have sung them, compare
the duets to the music from which they are adapted.

a. Lang, Song, mm. 1-4 (adapted)
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b. Mendelssohn, Piano Trio, mm. 1-3 (adapted)
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6. Singing. Sing these two passages as a vocal quartet. Only tonic and
dominant harmonies are used; identify all nonharmonic tones as either
passing or neighboring.
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a. Schubert, “Death and the Maiden,” mm. 1-8 (this passage is the piano
introduction to the song. It sounds like a dirge in D minor and it
represents the character of Death).
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b. Schubert, “Death and the Maiden,” mm. 37-43 (this passage is the
piano postlude to the song. It takes the music from the beginning and
shifts it from D minor to D major. Death has triumphed).
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7. Dictation. The instructor will play these short progressions in a ran-
dom order within each group. Identify the progression. The progressions
in Group 1 involve passing and neighboring tones; the progressions in
Group 2 involve passing and neighboring harmonies.

a. b. c.
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8. Playing. Play these progressions that elaborate tonic and dominant
harmonies with passing or neighboring notes. Transpose to other keys.
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9. Playing. Play these progressions, which involve passing or neighboring
harmonies. Transpose them to other keys.
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10. Playing. Improvise short melodies with your right hand while playing
these chords with your left. Try to play steadily with a definite rhythm. The
melodies you play will use the tones of the chords, and embellish those
tones with passing and neighboring tones. If you wish, you may sing rather
than play your melody.

Example: (three melodies for chord progression a.)
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LessoN 33: EXERcISES

33-1.
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Compose duets by completing a melody above the given melody. On
the second half of each measure, add a half note that is a passing tone
or a neighboring tone. Play each duet at the piano before handing it
in—Dbe sure it sounds the way you want it to. Be prepared to sing both
the melody you are given and the melody you have written in class.
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fivsearchlab 33-2. Identify the circled notes as passing or neighboring by writing P or
m sedl d .
N directly above each note (some are done for you). Remember that
a passing tone connects two harmonic tones that lie a third apart (it
involves two steps in the same direction) while a neighbor tone departs
from and/or returns to a single note.
a. Mozart, Sonata (for most of the passage, the bass and soprano move
together in parallel motion).
oy _/th —rr - —
g ;é'l’f_.r:uif"_*—.
) ) 2N YT
- 5%4 Q;—é e o S o 213
5~ ?;ﬂm I ﬂ F ! ! i ¥ ; — |§ i r r.

b. Haydn, String Quartet (accented, incomplete lower neighbor tones
are featured first as part of the descending line in the highest voice
and then in the ascending line in the lowest voice).

c. Arlen, “Over the Rainbow” (the prevailing harmony is Eb major—
only one note does not belong).
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Where troubles melt like lemon drops, a
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e e ) e
o J J J J
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N &
B A z
PN
L) J T

©

d. Schubert, “Death and the Maiden” (there is only one harmony in each
measure—the notes that don’t belong to the harmony are neighboring
or passing tones. The double-neighbor figure—a four-note figure that
starts on the main note, continues with its upper and lower neigh-
bors, then returns to the main note—is used in measures 1 and 5).
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e. Mozart, Sonata (the bass line arpeggiates the harmony—either tonic
or dominant. The melody embellishes those harmonies with pass-
ing and neighboring tones, including the double-neighbor figure).
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f. Handy, “St. Louis Blues” (in measure 2, the passing tone C§ connects
the harmony tone C with its upper neighbor D. The key signature tells
us this piece as a whole is in G major, but this passage is in G minor).
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mysearct lab 33-3. Compose a melody for each of these chord progressions (involving
tonic and dominant only). The melodies you write will use the tones
of the chords, and embellish those tones with passing and neighboring
tones. See In-class activity 33-10 for some examples. Play your compo-
sitions on the piano before handing them in—be sure they sound the
way you want them to. When you use the arrangement of harmonies
in Exercises 33-3 and 33-4, with three voices close together in the bass
clef, you may end up creating problems with the relations among the
voices (see Chapter 6: Supplementary lesson for details). As a result,
your instructor may choose to skip these exercises.
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Name:

Date:

Instructor’s Name:

33-4. Harmonize these melodies by adding three-note chords in the bass fﬁyaeammab
clef (tonic and dominant only). Some chords are provided for you.
Begin by singing the melody several times to become familiar with it.
Try to figure out what harmonies it suggests and which of its notes are
nonharmonic tones.

a. Arlen, “Over the Rainbow.”
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b. Chopin, Prelude in A Major.
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¢. Haydn, String Quartet (adapted).
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f. Rodriguez, “La Cumparsita.”
3 S e
N m— Y P v — — Y 7 v —
) v fe g
of
—)y—H—S-Fe
=
g. Schubert, “Death and the Maiden.”
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raY ; Q
Y98
m'ygeﬁ-mhlab 33-5. Use Roman numerals and figured-bass numbers to identify harmo-
nies. They are either passing harmonies (like V% and vii®®) or neighbor-

ing harmonies (like V¢, V& or IV).

a. Handy, “St. Louis Blues” (both the tonic harmony and the neighbor-
ing harmony that prolongs it are heavily embellished with passing
and neighboring notes. The tonic harmony in measure 1 has a sev-
enth [F] added to it).
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b. Haydn, String Quartet (the tonic is elaborated by a neighboring har-
mony. Despite the key signature, this passage is in A major).
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c. Mendelssohn, Piano Trio (the tonic harmony at the beginning and
end of the passage is prolonged by neighboring harmonies that
involve both an upper neighbor [E] and a lower neighbor [Ct] in

the bass).
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Eb: I o I
e. Schubert, “Death and the Maiden” (the passing chord that connects
I with I® is actually a seventh chord, not a triad. Its root is C4—ignore
the seventh [Bb] in labeling it).
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mysearch

lab 33-6. Harmonize these melodies by adding three lower voices. The notes of
the melody you are given should be the highest in each chord. Roman
numerals and some bass notes are provided. Play your compositions
before handing them in—be sure they sound the way you want them
to. When you have finished, compare your work to the passages from
which these melodies are adapted.
a. Schubert, “Death and the Maiden,” mm. 18-19.
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b. Mozart, Sonata, mm. 1-4.
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c. Lang, Song, mm. 1-3
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d. Handy, “St. Louis Blues,” mm. 9-11.
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Lesson 34: Approaching V

In this lesson you will learn about dominant preparation chords (ii and IV).

Just as the dominant leads to the tonic, there are harmonies that lead to the
dominant. Chords like these are called dominant preparation or predominant Dominant preparation
chords, and the most important are ii and IV. Predominant
In the progression from ii to V, the bass moves up by a fourth or down
by a fifth. That is a very strong kind of harmonic motion, imitating the motion
from V to I. (Note that ii in root position rarely occurs in minor keys because
composers generally avoid writing diminished triads in root position.)
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In first inversion, ii® works well in major and minor. Its bass note is
scale-degree 4 which moves smoothly by step as ii® progresses to V.
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IV has the same bass note as ii°, and when it moves to V, its bass also
moves smoothly by step. Like ii°, IV acts as a neighboring chord to V, approach-
ing it from a step below.
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IV thus has two different roles: sometimes it leads to I (discussed in
Lesson 33) and sometimes it leads to V (as a dominant preparation chord).
Dominant preparation chords (ii, ii°, and IV) can also lead to V® or to the
dominant seventh chord in any of its positions.

Here is a simple way of realizing the progression I-IV- V’-I that makes it
particularly easy to play at the keyboard.

o
Keyboard 1 5 4
realization
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In this arrangement, the progression can be played with the left hand alone,
and used to harmonize melodies that are either played by the right hand or
sung. When you use this keyboard realization, you may end up creating prob-
lems with the relations among the voices (see Chapter 6: Supplementary lesson
for details). As a result, your instructor may choose to advise you against it,
and to skip the keyboard exercises based on it.

Lesson 34: In-class activities

1. Singing. Sing these melodies, which arpeggiate progressions involv-
ing dominant preparation chords. Identify the harmonies. Transpose to
other keys.
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2. Singing. Sing these four-part chorales, with one student or group of stu-
dents to a part. Identify the harmonies.

a. Bach, Chorale (here are two different harmonizations of the same
melody—it is the last phrase of the chorale).
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”»

b. Mozart, “Dove sono,” mm. 1-8 (after you have sung this vocal quartet,

compare it to the passage from which it is adapted).
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4. Playing. Play‘ these progressions. Transpose to other keys.
[a) | | | | ‘ |
52— ® e } 1 o i
L e | = — T .
C 1 116 V7 1 ar i 1106 V7 i
A | | | | | ; |
S e
52— ® e } 1 o i
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c o1 v vl a: i iv vl
5. Playing. Harmonize these short melodies by adding three lower voices.
Example:
A3V, L 3 1 1 1l H é =
D) D) \ \ \
(D major) or
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6. Playing. Improvise melodies with your right hand while playing these
chords with your left. Try to play steadily with a definite rhythm.
The melodies you play will use the tones of the chords, and embellish
those tones with passing and neighboring notes. See In-class activity
33-10 for examples. You may wish to sing rather than play your melody.
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Name:

Date:

Instructor’s Name:

LessoN 34: Exercises

34-1. Harmonize these melodies by adding three lower voices. The notes of fﬁ'ys-eamﬁ"ulab
the melody you are given should be the highest in each chord. Roman
numerals and some bass notes are provided. Play your compositions
before handing them in—be sure they sound the way you want them
to. When you have finished, compare your work to the passages from
which these melodies are adapted.

a. Handy, “St. Louis Blues,” mm. 1-7 (many other passages use a simi-
lar melodic and harmonic framework).
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b. Mozart, Sonata, mm. 17-18.
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c. Chopin, Prelude in A Major (adapted).
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d. Chopin, Prelude in C minor, m. 1 (the F after the third beat is a
passing tone).
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e. Haydn, String Quartet, mm. 2-5 (adapted. The F in measure 3 is a
passing tone).
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rﬁ'ysearchlab 34-2. Use Roman numerals to identify the harmonies in these works.
a. Schumann, Song (this phrase moves from an initial tonic to a conclud-
ing dominant, which is preceded by a dominant preparation chord).
I = - — :
oy—% oo o5 oo g g s
| | ] 1/ 1] | "4 1L I - - v - - 1 1
oJ y rr | r—r
Wenn ich in dei - ne Au -ge seh', SO scwhindet all' mein Leid und Weh;
When I in-to your  eyes_ look, then fades—_ all my pain and  sorrow;
s 111 s A \
i m—= T - - m— I r j — Hre
& : $ S5 o —— 3
oJ z-. 79
S
p —_— —
2-/\\
ra Ol - Pz r ] o
] O] )] | — P y I [7] - &
~ i 1 | < L %
S —— 1 4
G L o L L
b. Bach, Chorale (in the sixth and seventh chords, the alto voice has an
accented dissonance—ignore those notes in your identification of
the chords).
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Name:
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Instructor’s Name:

¢. Haydn, String Quartet (the fourth chord represents an arrival on
the tonic, but it is embellished by accented neighbor notes in both
soprano [first violin] and tenor [viola]).
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d. Schubert, “Heidenrsslein” (on the first beat of the fourth and sixth
measures, the dominant is embellished by the cadential §).
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Ros -lein, Ros-lein, ROs-lein roth, Ros-lein auf der Hei - den.
Lit - tle rose,— little red rose, rose a-midthe hea - ther.
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e. Mozart, “Dove sono” (this passage has a noble simplicity—it uses the
simplest harmonies and only the seven notes of the C major scale).
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f. Mendelssohn, Piano Trio (the last four measures of the piece are all
tonic—but the tonic is extensively embellished with neighbor and
passing tones, and with one neighboring chord).
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Name:

Date:

Instructor’s Name:
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g. Handy, “St. Louis Blues” (in this piece, the subdominant is often
used as a neighboring chord to prolong the tonic, but in the second
measure of this passage, it is a dominant preparation chord).
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h. Mozart, “Dove sono” (V usually resolves to I, but in this passage it is
often diverted to vi instead as a way of building tension and antici-
pation for the final blazing tonic arrival).
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i. Joplin, “The Entertainer” (there are only three harmonies in this
passage, with the second acting as a neighbor to the third).
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34-3. Compose a melody for each of these chord progressions (involving mysearchlab

I, IV, and V7 only). The melodies you write will use the tones of the
chords, and embellish those tones with passing and neighboring tones.
Play your compositions on the piano before handing them in—be sure
they sound the way you want them to. See In-class activity 33-10 for
examples.
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Lesson 35: Phrase and cadence

In this lesson you will learn about phrase, authentic cadence, half cadence, period
(antecedent and consequent), and plagal cadence.

A phrase in music is like a sentence in language: a self-contained utterance Phrase

with a beginning, middle, and end. Phrases in music are groups of measures,

often groups of two, four, or eight measures. Like sentences, musical phrases

end with a form of punctuation—in language the punctuation is a period; in

music it is called a cadence. Cadence
There are two principal types of cadences: authentic cadences and half

cadences. An authentic cadence involves a progression from dominant to tonic ~ Authentic cadence

(V-I), providing a strong sense of arrival on the tonic at the end of a phrase. The

V-I progression can occur anywhere in a phrase; only when it occurs at the end

of a phrase is it called an authentic cadence. Musical phrases vary consider-

ably in length and content, but a particularly common arrangement is a four-

measure phrase that begins on the tonic and ends with an authentic cadence.
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\J (@) = I
V.t {° [ @ ) (]
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Four-measure phrase 1 2 3 4
with authentic cadence |
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Jeo (7 | |
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Here are five different realizations of that prototype:

a. Joplin, “The Entertainer.”
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b. Lang, Song.
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c. Ellington, “It Don’t Mean a Thing.”
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d. Haydn, String Quartet.
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The second principal type of cadence is the half cadence, which involves
an arrival on the dominant (V). Because the dominant has a more tense, un-
resolved quality than the tonic, a half cadence does not sound like a definitive
ending, more like a temporary pause in the musical flow (more like a comma
or even a question mark than a period). A common arrangement is a four-
measure phrase that begins on the tonic and ends on the dominant.
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Here are three realizations of that prototype.
a. Schumann, Song.
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b. Mozart, Sonata.
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There's some-thing  else that makes the tune  com - plete.
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Longer phrases are created by combining shorter ones. An eight-measure
phrase, for example, might result from a combination of two four-measure
phrases, and might combine with another eight-measure phrase to create
a sixteen-measure phrase—these larger combinations are called periods. A Period
particularly common arrangement involves one phrase that ends with a half
cadence followed by another that ends on the tonic. When these two bal-
anced phrases begin in the same way, the first is called an antecedent and the Antecedent
second is called a consequent, while their combination is called a parallel Consequent
period. Here are two parallel periods: Parallel period
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a. Mozart, Sonata.
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b. Haydn, String Quartet.
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There is one additional type of cadence that occurs from time to time,
Plagal cadence although not nearly as often as the authentic and half cadences. The plagal
cadence involves a progression from subdominant to tonic (IV-I). The sub-
dominant has none of the strong pull toward the tonic that the dominant has.
As a result, the plagal cadence is weaker than the authentic cadence and, in
fact, usually occurs after an authentic cadence as a kind of extra confirmation.
Here is one example:
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Schumann, Song
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Lesson 35: In-class activities

1. Singing. Sing the following melodies and identify the type of cadence,
marked with an arrow (authentic or half). Authentic cadences usually
end with scale-degree 1 in the melody, or occasionally with scale-degree 3
(over the tonic harmony). Half cadences usually have scale-degree 2in the
melody, or occasionally scale-degree 5or 7 (over the dominant harmony).

a. Arlen, “Over the Rainbow.”
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]

b. Ellington, “It Don’t Mean a Thing."

H | | | |
B S J— P —a— P e I I
VY N N A N p— e I = I
[ . LA (VP S— I T I o e z 4 7K
~Z : } } } } ! } ! !
o . I I I
There's some-thing else that makes the tune  com - plete.

c. Ellington, “It Don’t Mean a Thing.”
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It don't mean a thing, if it ain’t  got that swing. _

d. Haydn, String Quartet (this is a parallel period).
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e. Haydn, String Quartet.
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f. Joplin, “The Entertainer.”
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”»

h. Mozart, “Dove sono” (this is a parallel period, with the second phrase

stretched out to ten measures compared to the eight measures of the

first phrase).
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Schubert, “Death and the Maiden.”
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order within each group. Identify the progression you hear and describe

2. Dictation. The instructor will play four-chord progressions in a random
the type of cadence with which it ends (authentic, half, or plagal).
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3. Playing. Improvise melodies with your right hand while playing these
chords with your left. Try to play steadily with a definite rhythm.
The melodies you play will use the tones of the chords, and embellish
those tones with passing and neighboring notes. See In-class activity 33-10
for examples. You may wish to sing rather than play your melody.

a. Four-measure phrase ending with an authentic cadence.
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b. Four-measure phrase ending with a half cadence.
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c. Parallel period (your melody for measures 1-2 should be the same as
for measures 5-6).
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LessoN 35: EXercises
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35-1. In the following passages, cadences are marked with an arrow. Identify mysearchlab

them as authentic or half cadences.

a. Arlen, “Over the Rainbow.”
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b. Handy, “St. Louis Blues.”
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each punctuated with a cadence, and with two extra measures

c. Mozart, Sonata (the piece is divided into four-measure phrases,
added at the end).
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d. Rodriguez, “La Cumparsita.”
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Name:

Date:

Instructor’s Name:

e. Joplin, “The Entertainer.”
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f. Schubert, “Death and the Maiden.”
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Das Madchen (The Maiden)
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mysearct lab 35-2. Compose a melody for each of these chord progressions (involving
authentic and half cadences). The melodies you write will use the
tones of the chords in the left hand, and embellish those tones with
passing and neighboring tones. Play your compositions on the piano
before handing them in—be sure they sound the way you want them
to. See In-class activity 33-10 for examples.
a. Four-measure phrase ending with an authentic cadence.
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b. Four-measure phrase ending with a half cadence.
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c. Parallel period (your melody for measures 1-2 should be the same
as for measures 5-6).
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Chapter 6: Supplementary Lesson

In this lesson, you will learn about doubling, voice leading, smoothness, tendency
tones, resolution of the seventh, parallel fifths, and octaves.

Triads have only three different notes, but composers often write chords
that have four or more notes. As a result, one or more notes of the triad must be
doubled (i.e., played more than once in the chord). Any note may be doubled Doubling
with one important exception: Tones that have a strong tendency to resolve
in a particular way (tendency tones) are not doubled. The leading tone, which
occurs as the third of the dominant chord, is such a tendency tone and should

not be doubled.
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The notes of a chord are sometimes called voices: the highest note is the
soprano, the second highest is the alto, the third highest is the tenor, and the low-
est is the bass. The movement of the voices from chord to chord is called voice Voice leading
leading. The bass voice often leaps, but the voice leading for the upper three
voices is generally smooth, with each voice moving by small intervals (usually
unisons, seconds, or thirds) to the nearest available position in the next chord.
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412 Chapter 6: Fundamentals of Harmony

If two voices are an octave apart in one chord, they should not be an

Parallel octaves octave apart in the next chord. That is called parallel octaves, because the
two voices are moving in parallel motion (in the same direction by the same
Parallel fifths interval). Parallel fifths are similarly avoided. This preference for avoiding

parallel perfect consonances is deeply characteristic of classical music, but
much less so of popular styles.

e 7h
Parallel fifths y an - E
and octaves \Q)U
(avoided 3 5 8 5
by classical
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There are two important conventions governing the treatment of the
seventh in seventh chords such as V7. First, the seventh is a dissonance and
thus has a strong tendency to resolve to a consonance. Normally, dissonances
resolve downward by step. In this case, the seventh of the V7 chord is scale-
degree 4 —when the V7 chord moves to I, scale-degree 4 moves down to scale-
degree 3 within the tonic chord.
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Second, because the seventh has such a strong tendency to resolve, it should not
be doubled. In this way, it is just like another tendency tone, the leading-tone.
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“Over the Rainbow”

Harold Arlen (lyrics by E. Y. Harburg)

Harold Arlen (1905-86) was one of a generation of composers (including
Jerome Kern, Irving Berlin, Richard Rodgers, and Cole Porter) responsible
for a “Golden Age” in American popular song during the second quarter of
the twentieth century. He wrote songs for Broadway musicals and Hollywood
films, and many have become standards. “Over the Rainbow” was written for
the film The Wizard of Oz. In it, the character Dorothy (played by Judy Garland
in the film) sings of her longing to escape drought-parched Kansas during the
Great Depression to a land where “dreams really do come true.” The music is
performed in many different ways, but it is presented here as Arlen wrote it,
for voice and piano with chord symbols. Because of an improvisatory tradition
in jazz and popular music performance, the recorded performance on the CD
that accompanies this book may not correspond in all respects to the music

printed here.

Over the Rainbow

Music by Lyrics by
Harold Arlen E. Y. Harburg
Moderately (Not fast)
a) | f T T 1 f T T 1 , " " | , " " | | | * o ren.
VAN I I I I I I I I I I I I I I I Il Il = I P_
Gt oo g o oo g o ta o g 040407 e e —
D} I3 r r = = = ]
— /\ —
4 4 = 4 ] 4
f’- 1 ) 0 ) ) I () Eal
(] bt ! ‘l s ‘l } . ‘i =\ ‘J‘
© © ‘ ©
5 Eb Ab Ebmaj7
e "” \i\ K — : : l’\l i ~—1 i i ‘\‘\ T i ]
> T—eo—F —e ) e —e
G e et e e e _r |
D) r r I b 4 [d b
When all the world is a hope - less jum-ble and the rain - drops tum-ble all a -
9 I'V i i ] — 3 ] ] i i i f f i I
® Ly e ® s ————s——a 3 e e~ — —
D
p
Y 1 — ©
i ——= — = ——
T T T T T T
8, | Fm7 Bb7 Eb Edim 7y Bh(9) Eb
J 117 I I I I I I I I I n n I ]
e E=——rc-——= = |
D) l "
round Heav - en o-pensa  mag-ic lane.
3
O I'V = = ’—id 1’7 t T ‘j .‘E—\
,\43 L —— = %‘ e ibq — = . ———
Co— f — K 1 i@
e o —wre—iz =
g 7 s

(continued)



be

to
i

IR

N g @

high-way

K

To a place be-hind the

Eb
Bb7

Ebmaj7
rain - bow

Fm7

PaWARY

T\t
0

rain.

sky - way, there’s a
Fm7

F9

the
Ebdim
L

Ab7
o

from your win-dow pane.

up
a)

IAY

IR}
Eb
Just a step be-yond the

ing
(7]

dark - en

Cm
Lead

the clouds

G7

When all

Anthology
Dm7
O
Fm7
sun,

117

found,
12
v 1

71D
710

J T
J 1
[ £ an LA/

ANV

J 117
7~ 7
ANV

Q_E
)

_
ss f

&

[0

17

J 117

ANIV4
D)
Q_E

414

Gm7 Edim
ba

Gm7 Eb

high,
IR I~
FAAV=S
the

Ab7
b

Abmaj7
2
up
(7]

Ab
way
o

Eb7

—

ver the rain - bow

Gm
o

Cm
[~

where
(7]

Eb
Some

Moderately (Not fast)

CHORUS:

17

AV A ]

(&Sl

[ £ VLA

J 117

@_&




415

Fm7 Bh(49)
Gm7 Edim
Lo
dreamily
Some-

Anthology
me,

Gm7 Eb

Eb
by,
blue,

[HIR I~}
A AV=N
e
Eb

true.
==

Eb6

2

[

- hind

Bb7
a
i
Ab7
Bb7
=i
be

be
come

Bbh7

Fm

lull
F
are
Fm
JF

Abmaj7

Ty
Y

in a

Ab
skies

F7

F7
dream real-ly do

once
D
1y
(O
D

i

Eb7

of
to

C(b9)
heard

C(b9)

Fm?7

!
[NINT )

o]

—

ver the rain - bow

T

K
K

q

Gm
o
Eb
star and wake up where the clouds are far

[ @ )
O

Eb

land that I

™

a

dreams that you dare

Eb6

b

[#]
(]
Cm
[#]
where
[#]

(7]

A
the
=
£

K

[#)

Some

And

[#)

day Tl wish up - on
&

,
There’s

12

LA S )

117

12

vV O

v

117

)

AV -
v

(S

AN1V

J 1
U1

[ £ an LA/
U1

J 1
6N~ IF
ANIV
J 1
6N~ IF
D)
D)
D)

o]

(continued)



Anthology

416

Eb

Bb7

Eb

Ab

Bb

A})
AV A
2
(S~ 1

A1V

a

drops,

like lem - on

troub - les  melt

Where

J 17

Bl

O

12

@_&

Bbo+

Fm7

Cdim

Ebm

Fmé6

[#)

J 117

VA

VA

me.

you'll find

a - bove the chim-ney tops that's where

way,

P

NN ()
EES
)]

NN 0|l
\ S

9

. va v
R - L
HL.N

O

Ly
!

v -
12}

»

’)

1

@_&

v ¢

Gm7 Edim

Ab7 Gm7 Eb

Abmaj7

Ab

Eb7

Gm

Cm
2

J 11

fly,

- birds

blue

ver the rain - bow

(o]

- where

Some

5]
LN
Al
0 N||®
0
— N
A.\
HES
{ Y |
N9 \
("
=
1O ~t 1 .
N
e NN
ik ARk
. 1.
TR e L]
D~ RO
Y Y
X | K
e NN
Aunmwu “DT

Bb(b9)

Bb9

Bb7 Eb

Fm

F7

C(b9)

Eb

1N
i

=

Birds

\J 117,
V.t
6N 7" 7
o

I?

why then, oh why can’t

o - ver the rain - bow,

fly

F

£ 4

=

>
@

3

§e

g

s

™~

IHI‘(J

J 117
12}

[#)
=
H&

.=

12

L
AV
D)
oy

L /A © )




417

Anthology

J 17
b

1t

1?

13 ,L@i

&
)

L S

oL o @ o0 g @
Ees=====

« 4 .

!

BLelils

. 4 .

¢

rall.

Eb6
(@ ]

Bb7

Flm7

[#)

K

U1

W)

hap-py lit-tle blue-birds fly be - yond the rain-bow, why oh why can’t 1?

1
s
M| R \EE
|
p! |
9
<
g v\m B
| | > IL
N E
I )
i ~|0l
(119
1L ) SN
e
e 3
(119
1L N
[T]®
1179 ~| @
N | N
- |
1N NL.N
D lu\w &n_l




418 Anthology

Two Fugues from The Well-Tempered Clavier, Volume 1
(No. 15 in G Major and No. 16 in G minor)

Johann Sebastian Bach

Johann Sebastian Bach

J. S. Bach (1685-1750) is a dominant figure in the history of Western classical
music. He wrote hundreds of works for voices and instruments in countless
combinations. His Well-Tempered Clavier, Volume 1, was written in 1722 and
consists of twenty-four Preludes and Fugues in all the major and minor keys
(Volume 2, written later, follows the same plan). It was written for the harpsi-
chord, but sounds good on any keyboard instrument. The Fugue in G Major is
written for three voices—that is, three distinct musical lines—while the Fugue
in G minor is written for four voices.

Fugue No. 15 in G Major
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Fugue No. 16 in G minor

Johann Sebastian Bach
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Two Chorales from the St. Matthew Passion

Johann Sebastian Bach

Amid the dramatic action of Bach’s St. Matthew Passion (completed in 1729),
the chorus pauses from time to time to sing contemplative chorales—these
are hymns for four voices: soprano, alto, tenor, and bass. Five chorales in the
St. Matthew Passion use a melody composed many years earlier by a composer
named Hans Leo Hassler. Each of Bach’s harmonizations of this melody is
different in interesting ways. Two of the chorales are given here, each in two
formats. Version A presents the chorale much as it appears in Bach’s original
score, with each vocal part on a separate staff. Instruments accompany each
part. Beneath the score, there is a figured bass—this is the bass line of the
chorale with numbered instructions to a keyboard player for producing appro-
priate chords. Version B gives the chorale in a compact format with soprano
and alto sharing the treble clef and tenor and bass sharing the bass clef and
with an English translation suitable for singing.

Chorale No. 1 from the St. Matthew Passion
Johann Sebastian Bach
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Chorale No. 2 from the St. Matthew Passion
Johann Sebastian Bach
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Two Preludes from Opus 28 (No. 7 in A Major and No. 20 in C minor)

Frederic Chopin

Frederic Chopin (1810-49) wrote extensively for the piano. His Preludes
(completed in 1839) are a set of twenty-four short piano pieces, one in
each of the twelve major and twelve minor keys. In its systematic explora-
tion of all the keys, it recalls The Well-Tempered Clavier of J. S. Bach. The
composer and pianist Franz Liszt commented on these Preludes: “They are
compositions of an order entirely apart: they are not merely, as the title
would indicate, introductions to other pieces. Rather, they are themselves
poetry. Everything in them seems fresh, elastic, created at the impulse of the
moment, abounding with that freedom of expression which is characteristic
of works of genius.” Each of the Preludes has a distinctive character. The
Prelude in A Major sounds like a gentle waltz, while the Prelude in C minor
sounds like a funeral march.

Prelude No. 7 in A Major
Frederic Chopin
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Prelude No. 20 in C minor
Frederic Chopin
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“It Don’t Mean a Thing” (If It Ain't Got That Swing)

Edward Kennedy (“Duke”) Ellington (lyrics by Irving Mills)

Duke Ellington (1899-1974) is perhaps the most important composer in jazz history.
He wrote roughly two thousand works, including hundreds of short instrumental
pieces and popular songs. “It Don’t Mean a Thing” dates from 1932, toward the
beginning of Ellington’s most fertile creative period. It was written for and first per-
formed and recorded by Ellington’s own big band. This is the original sheet music
for voice and piano (with chord symbols). Because of an improvisatory tradition in
jazz and popular music performance, the recorded performance on the CD that ac-
companies this book may not correspond in all respects to the music printed here.

It Don’t Mean a Thing (If It Ain’t Got That Swing)
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Edward Kennedy (“Duke”) Ellington Irving Mills
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“St. Louis Blues”

William Christopher (W. C.) Handy

W. C. Handy (1873-1958) is sometimes called the “Father of the Blues.” He
played a major role in the early popularization and wide dissemination of the
blues throughout America and abroad. His early involvement with African-
American folk music, especially the newly emerging blues in the Mississippi
Delta and Memphis, strongly shaped his own later career as a composer,
arranger, and performer. He wrote the “St. Louis Blues,” probably his best-
known piece, in 1914. Because of an improvisatory tradition in jazz and popular
music performance, the recorded performance on the CD that accompanies this
book may not correspond in all respects to the music printed here.

St. Louis Blues

William Christopher (W. C.) Handy
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String Quartet, Op. 76, No. 3, third movement (Minuet)

Joseph Haydn

Franz Joseph Haydn (1732-1809) was an amazingly prolific and influential
composer, a mentor of Mozart, and a teacher of Beethoven. He is known as the
“Father of the String Quartet” because he was the first to write a large number
of works for a small ensemble of two violins, viola, and cello. His Opus 76 is a
set of six quartets, and the third movement of the third quartet is a Minuet (a
stately dance in  time). In the published score, each instrument has its own
staff (with the viola playing in alto clef), but it is presented here in an arrange-
ment on a single great staff: the violins share the top line and the viola and cello
share the bottom.

String Quartet, Opus 76, No. 3, third movement (Minuet)
Franz Joseph Haydn
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“The Entertainer”

Scott Joplin

Scott Joplin (1867 or 1868-1917) is the preeminent composer of piano ragtime.
Joplin tried to effect a fusion of popular ragtime with classical harmony and form.
The result was what he called “classic rags.” He wrote “The Entertainer” in 1902.

The Entertainer

By Scott Joplin
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“0Ob ich manchmal dein Gedenke” (Do I Sometimes Think of You)

Josephine Lang (text by Christian Reinhold Koestlin)

Josephine Lang (1815-80) was an important composer of German art songs
(Lieder). Felix Mendelssohn praised her “divine genius” and commented: “She
has the gift of composing songs and singing them as I have never heard before;
it is the most complete musical joy I have ever experienced.” She wrote about
150 songs, mostly during the 1830s and 1840s. The song included here was
written in 1841 and its poetic text is an ecstatic outpouring of romantic love.

Ob ich manchmal dein Gedenke (Do I Sometimes Think of You)

Music by
Josephine Lang

Langsam und Ausdrucksvoll

Text by
Christian Reinhold Koestlin
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thu!
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Tag und Nacht, und all Stunden,
O, dies Alles sagt es nicht
Du seit dem wir uns gefunden
bist’s allein was aus mir spricht
Alles Andre seh ich schwanken um
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Dein gedenken ist mein Leben!
Dich zu lieben ist mein sein!

Do I sometimes think of you?
If only you knew how much!

Directed to you are the shadows of dreaming thoughts.

Day and night, and at all hours,
oh, I can’t express it.
You, since we found each other

are the only one of whom I speak
All else I see swaying around

me like dream and illusion!
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Trio for Piano, Violin, and Cello, Op. 11, third movement

Fanny Mendelssohn

Fanny Mendelssohn (1805-47) wrote a large body of works, mostly songs and
short piano pieces, but including cantatas and orchestral works. Many remain
unpublished even today, but the increasing availability of her music has begun
to suggest its quality and range. Her Trio for Piano, Violin, and Cello, written

in 1846, is one of her finest works.
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Piano Sonata in A Major, K. 331, first movement (Theme and Variations 1, 3, and 6)

Wolfgang Amadeus Mozart

Wolfgang Amadeus Mozart (1756-91) managed in his extremely short life to
write an astonishing number of masterpieces of every kind, including sym-
phonies, operas, concertos, string quartets, and sonatas. The Piano Sonata in
A Major, the eleventh of eighteen piano sonatas, dates from 1778. Its first move-
ment is a theme with six variations, three of which are included here.

Piano Sonata in A Major, K. 331, first movement
(Theme and Variations 1, 3, and 6)

Wolfgang Amadeus Mozart
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“Dove sono” (I Remember) from The Marriage of Figaro

Wolfgang Amadeus Mozart

Wolfgang Amadeus Mozart (libretto by Lorenzo da Ponte)

Movzart’s opera The Marriage of Figaro was first performed in 1786. Classical
opera consists of arias (songs for a solo voice) and ensembles (vocal duets, trios,
quartets, etc.) connected by a kind of singing speech called recitative. In the
aria reprinted here, the Countess first sings regretfully of her husband’s loss
of affection for her, then hopefully that she might regain his “faithless heart.”
The music is presented in piano-vocal score, with the orchestral parts arranged
for piano.

“Dove sono” (I Remember) from The Marriage of Figaro
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“La Cumparsita” (The Little Carnival Parade)

Matos Rodriguez

The tango has its roots in the poor slum areas of nineteenth-century Buenos
Aires in Argentina and has since become the most popular Argentine dance of
the twentieth century. Matos Rodriguez (1897-1948) wrote “La Cumparsita”
(The Little Carnival Parade) in 1916 as a marching song for the Federation of
Students in Uruguay, of which he was a member. The song was later arranged
as a tango by the composer and bandleader Roberto Firpo, and is probably the
most famous tango ever written. It has since been rearranged countless times,
but is provided here in the form in which it was first published, for piano and
violin. Because of an improvisatory tradition in jazz and popular music perfor-
mance, the recorded performance on the CD that accompanies this book may
not correspond in all respects to the music printed here.

La Cumparsita (The Little Carnival Parade)
Matos Rodriguez
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Two Songs: “Der Tod und das Madchen” (Death and the Maiden)
and “Heidenroslein” (Wild Rose)

Franz Schubert (text by Claudius and by Goethe)

Franz Schubert (1797-1828) was a masterful composer of symphonies, sonatas,
and string quartets, but is perhaps best known for his Lieder (songs), of which
he wrote more than six hundred. “Death and the Maiden” is a dialogue between
a young woman who pleads for her life and the figure of Death, who claims her,
promising that she will sleep softly in his arms. “Heidenroslein” is a simple,
seemingly artless depiction of a boy admiring a flower.

Der Tod und das Madchen

(Death and the Maiden)
Franz Schubert Text by Claudius
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Das erste ZeitmafS. (The first tempo.)
Der Tod. (Death)
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geh, wilder Knochenmann! Go, harsh, bony Death!
Ich bin noch jung, geh, Lieber! I am still young, go, my dear!
und riihre mich nicht an, and do not touch me,
und rithre mich nicht an. and do not touch me.
Gib deine Hand, du schén und zart Gebild! Give me your hand, you beautiful, sweet creature!
bin Freund und komme nicht zu strafen. I am a friend and do not come to punish.
Sei gutes Muts! ich, bin nicht wild, Have courage! I am not cruel.

sollst sanft in meinen Armen schlafen! Softly in my arms you will sleep!
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Heidenroslein (Wild Rose)

Franz Schubert Text by Goethe
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Sah ein Knab’ ein Roslein stehn, Roslein auf der Heiden,
war so jung und morgenschon,

lief er schnell es nah’ zu sehn, sah’s mit vielen Freuden.
Roslein, Roslein, Roslein roth, Roslein auf der Heiden.

A boy saw a wild rose, a wild rose amid the heather,
it was so fresh and beautiful
he ran quickly to gaze at it, gaze with great joy.
Little rose, little red rose, rose amid the heather.



“Wenn ich in deine Augen seh™ (When I Look into Your Eyes), from

Dichterliebe (A Poet’s Love)

Robert Schumann (text by Heinrich Heine)

Robert Schumann (1810-56) wrote several song cycles (collections of songs
with interrelated texts). Dichterliebe (A Poet’s Love), written in 1840 to poems by
the famous German poet Heinrich Heine, is probably the best known of these.
The fourth song, “Wenn ich in deine Augen seh” (When I Look into Your Eyes),
sets a deceptively simple two-stanza poem that seems at first to be a gentle love

lyric, but ends with a surprising ironic twist.

Robert Schumann

Wenn ich in deine Augen seh’
(When I Look into Your Eyes)

Text by Heinrich Heine
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Wenn ich in deine Augen seh’,

so schwindet all’ mein Leid und Weh;
doch wenn ich kiisse deinen Mund,

so werd’ ich ganz und gargesund.
Wenn ich mich lehn’ an deine Brust,
kommt’s tiber mich wie Himmels lust;
doch wenn du sprichst: “Ich liebe dich!”
so muss ich weinen bitterlich.

When I into your eyes look,

then fades all my pain and sorrow.
and when I kiss your lips,

then I become entirely well.

When I rest upon your breast,
comes over me a heavenly bliss;
but when you say: “I love you!”
then must I weep bitterly.



Glossary

Accent. A particular emphasis on
a pitch, either by playing it
louder, higher, or longer than
surrounding pitches, or by
positioning it on a strong part
of the measure, such as the
downbeat (Lesson 6).

Accent mark. A notational symbol
(>) indicating that a note is
to be stressed in some way,
often by being played more
loudly (Lesson 13).

Accidentals. Symbols placed before
notes that raise them (sharp
sign, ) or lower them (flat sign, b)
by one semitone (Lesson 3). See
also double sharp and double flat,
which respectively raise or lower
a pitch by two semitones.

Alla breve. A time signature notated
as ¢ where the measure contains
two half-note beats (Lesson 10).

Alto. The second-highest note in a
chord or the second-highest-

sounding melodic line (Lesson 32).

Alto clef. See clef.

Anacrusis. An incomplete
preliminary measure (also called
a pickup or upbeat) (Lesson 8).

Antecedent phrase. The first phrase
in a parallel period, ending with
a half cadence on the dominant
harmony (Lesson 35).

Arpeggiation. Playing the notes
of a triad or seventh chord
consecutively rather than
simultaneously (Lesson 27).

Ascending melodic minor. See
melodic minor.

Augmentation dot. A notational
symbol placed directly after a
note that increases the time-
value of the note by one-half.
For example, a dotted half note
has the value of a half note plus
a quarter note; a dotted quarter
note has the value of a quarter
note plus an eighth note; a dotted
eighth note has the value of
an eighth note plus a sixteenth
note (Lesson 8).

Augmented triad. A triad that
consists of a major third and an
augmented fifth above its root
(Lesson 27).

Authentic cadence. A progression
from dominant to tonic that
occurs at the end of a phrase and
provides a strong sense of arrival
on the tonic (Lesson 35).

Bar. See measure.

Barline. A vertical line through the
staff that divides it into measures
(or bars).

Bass. The lowest-sounding note in a
chord, or the lowest-sounding
melodic line (Lessons 28 and 32).

Bass clef. See clef.

Beam. A horizontal line that connects
notational stems to create
groupings of two or four eighth
or sixteenth notes (double
beam) (Lesson 7).

Beat. A steady, regular rhythmic
pulsation (Lesson 6).

Cadence. A musical punctuation
point that conveys a sense
of harmonic arrival, such as
an authentic cadence, a half
cadence, or a plagal cadence
(Lesson 35).

Chord inversion. The positioning
of the third or fifth of a triad,
or the third, fifth, or seventh
of a seventh chord, in the bass
(Lessons 28 and 31).

Chord symbols. Names for triads and
seventh chords that designate
their root with a letter name and
their quality and position with
additional symbols (Lessons 27
and 28).

Circle of fifths. The arrangement of
the twelve notes into a series of
ascending perfect fifths, returning
to its starting point after all
twelve notes have been traversed
(Lessons 15, 16, and 19).

Clef. A symbol placed at the
beginning of a staff to identify
locations on the staff with
specific pitches (Lesson 3).

The most commonly used clefs
are the treble clef, also known

as the G-clef, which assigns the
G above middle C to the second
line of the staff, and the bass clef,
also known as the F-clef, which
assigns the F below middle

C to the fourth line of the staff
(Lessons 3 and 4). Less common
are alto clef (assigns middle C to
the middle line of the staff) and
tenor clef (which assigns middle
C to the fourth line

of the staff) (Chapter 1:
Supplementary Lesson).

Common time. Another designation
for % meter, referred to with the
time signature C (Lesson 6).

Compound interval. An interval
larger than an octave, such as a
ninth (compound second), tenth
(compound third), or eleventh
(compound fourth) (Lesson 21).

Compound meter. A meter in which
the beat is divided into three
parts and the beat itself is a
dotted note. The most common
compound meter is g, where the
beat is a dotted quarter
note (Lesson 12).

Consequent phrase. The second
phrase in a parallel period, ending
with an authentic cadence on the
tonic harmony (Lesson 35).

Consonance. The quality of intervals
and chords as relatively
harmonious, blended, and
stable (compared to dissonance)
(Lesson 25).

Descending melodic minor. See
melodic minor.

Diminished triad. A triad that
consists of a minor third and a
diminished fifth above its root
(Lesson 27).

Dissonance. The quality of intervals
and chords as relatively
inharmonious, unblended,
and unstable (compared to
consonance) (Lesson 25).

Dominant. A name for scale-degree 5
or for the triad built on that
degree (Lessons 14, 29, and 32).

Dominant preparation chord.
A chord that precedes and
leads to the dominant.
Also called a predominant
chord (Lesson 34).

Dominant seventh chord. A seventh
chord that consists of a major
triad and a minor seventh
(or a major triad with a minor
third added on top). Also called
a major-minor seventh chord
(Lessons 31 and 32).

Dot. See augmentation dot.

Dotted note. See augmentation dot.

Double beam. See beam.

Double flag. See flag.

Double flat. An accidental },}, that
lowers the pitch of a note by

two semitones (Chapter 1:
Supplementary Lesson).

Double sharp. An accidental »
that raises the pitch of a note
by two semitones (Chapter 1:
Supplementary Lesson).
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Doubling. Representing one part
of a chord (root, third, fifth,
or seventh) with two or more
different notes, a unison or
octave apart (Lesson 27).

In certain situations,
composers may prefer certain
doublings and avoid others
(Lesson 32 and Chapter 6:
Supplementary Lesson).

Downbeat. The first beat of a
measure, which typically receives
a sense of weight or accent
(Lessons 6 and 10).

Duple meter. A meter involving two
beats per measure. Common
examples are £ and 2 (Lessons 10
and 11). -

Eighth note. A duration equivalent
to one-half of a quarter note.
Written with a filled-in notehead
and a stem with a flag. When two
eighth notes occur together in a
pair, it is customary to dispense
with the flags and join them with
a beam (Lesson 7).

Embellishing tones. Tones
(including passing tones and
neighboring tones) used to
decorate tones that belong to
a stable harmony. Also called
nonharmonic tones (Lesson 33).

Enharmonic equivalents. Two
different names for the same pitch
(e.g., C# and D},), scale (e.g., Fi
major and G|, major), or interval
(e.g., C—D# and C-EJ,) (Lessons 3, 15,
and 22).

F-clef. See clef.

Figured bass. Numbers that identify
the intervals formed above a bass
note (Lesson 28).

First inversion. The position of a
chord in which the third of a
triad or seventh chord is in the
bass (Lessons 28 and 31).

Flag. A notational symbol attached
to a stem to turn a quarter note
into an eighth note. A double
flag identifies a sixteenth note
(Lesson 7).

Flat sign (). An accidental placed
before a note that lowers its pitch
by one semitone (Lesson 3).

G-clef. See clef.
Grand staff. See Great staff.

Great staff. A combination of two
staves connected by a brace, the
upper with a treble clef and the
lower with a bass clef. Also called
a grand staff (Lesson 5).

Half cadence. An arrival on the
dominant at the end of a phrase
(Lesson 35).

Half note. A duration equivalent
to two quarter notes, written as

an open notehead with a stem
(Lesson 6).

Half step. The smaller of two sizes of
step (whole step is the other). A
half step is the distance between
two adjacent white keys of the
piano where there is no black key
between them (i.e., E-F and B-C)
(Lesson 2). More generally, a
half step is the smallest musical
interval formed between any
adjacent keys, white or black.
Also called a semitone.

Harmonic intervals. Intervals
comprised of notes sounding at
the same time (Lesson 21).

Harmonic minor. A variant form of
the minor scale in which scale-
degree 7 is raised one semitone
from its position in the natural
minor (Lesson 20).

Interval. The distance between two
notes, measured in terms of
interval size and interval quality
(Lesson 21).

Interval inversion. An interval
is inverted by reversing the
registral order of its upper and
lower notes (bottom becomes top
and top becomes bottom). An
octave may be divided into two
intervals related by inversion;
conversely, an interval can be
combined with its inversion to
make up an octave (Lesson 23).

Interval quality. Variation among
intervals of the same numerical
size depending on the number of
semitones they contain. Intervals
may be diminished, minor,
perfect, major, or augmented in
quality (Lesson 22).

Interval size. The number of steps
the interval contains (or the
number of different letter names
it spans), disregarding any
accidentals (Lesson 21).

Inversion. See interval inversion or
chord inversion.

Key. (1) One of the eighty-eight
visible levers comprising a
keyboard that a pianist depresses
to produce musical sounds
(Lesson 2). (2) The network of
pitch relationships that defines
one note as a tonic and assigns
subordinate functions to the
other notes (Lessons 16 and 19).

Keyboard. The set of keys that the
player of a piano (or other
keyboard instrument) depresses
to produce musical sounds. The
typical piano keyboard contains
eighty-eight keys, some white
and some black, each producing
a different pitch (Lesson 2).

Keyboard style. An arrangement of
harmonies on the great staff with

three voices (soprano, alto, and
tenor) in the treble clef and one
(bass) in the bass clef (Lesson 32).

Key signature. An arrangement
of sharps or flats at the beginning
of the staff that defines the
major or minor scale in use
(Lesson 16).

Leading tone. A name for scale-
degree 7 in major or for the triad
built on that degree (Lessons 14
and 29), Similarly for scale-
degree 7 in minor, when it is
raised one semitone from its
natural position to a position
one semitone below the fonic
(Lessons 17 and 30).

One of two kinds of melodic
motion (step is the other). A leap
is any motion bigger than a step
(Lesson 1).

Ledger lines. Short lines parallel to
the lines of the staff that function
to extend the staff either up or
down (Lesson 1).

Leap.

Letter name. The way every pitch
is identified by one of the first
seven letters of the alphabet—A,
B, C, D, E, F, G—either alone or
modified by an accidental (sharp
or flat) (Lesson 2).

Major-minor seventh chord.
A seventh chord that consists
of a major triad and a minor
seventh (or a major triad with
a minor third added on top).
Also called a dominant seventh
chord (Lesson 31).

Major scale. A scale written above
any given note that follows a
particular sequence of whole
tones (WT) and semitones (ST):
WT-WT-ST-WT-WT- WT-ST
(Lesson 14).

Major triad. A triad that consists of
a major third and a perfect fifth
above its root (Lesson 27).

Measure. A fixed grouping of beats.
Common measure lengths are
two, three, or four quarter notes
in duration. Measures are also
called bars (Lesson 6).

Mediant. A name for scale-degree 3or
for the triad built on that degree
(Lessons 14 and 29).

Melodic intervals. [ntervals
comprised of notes sounding one
at a time in succession, either
ascending or descending in
motion (Lesson 21).

Melodic minor. A variant of the
minor scale which, in its
ascending form, raises both
scale-degrees 6 and 7 from their
positions in the natural minor.
Its descending form is identical
to the natural minor (Lesson 20).



Meter. A fixed, recurring
arrangement of beats in a
measure (Lesson 6).

Middle C. The pitch C located in the
middle of the piano keyboard, on
the first line below the treble staff,
and on the first line above the
bass staff (Lessons 2, 3, and 4).
According to common systems
of octave designation, middle
C is either C4 or c1 (Chapter 1:
Supplementary Lesson).

Minor scale. A scale written above
any given note that follows a
particular sequence of whole
tones (WT) and semitones (ST):
WT-ST-WT-WT-ST- WT-WT
(Lesson 17).

Minor triad. A triad that consists of
a minor third and a perfect fifth
above its root (Lesson 27).

Natural interval. An interval formed
between notes without any
accidentals (sharps or flats)
(Lesson 22).

Natural minor. The minor scale that
corresponds to the key signature,
without any alteration of scale-
degrees 6 or 7 (Lesson 20).

Natural seventh chords. The seven
seventh chords formed from
notes without any accidentals
(sharps or flats): C-E-G-B,
D-F-A-C, E-G-B-D, F-A-C-E,
G-B-D-F, A-C-E-G, B-D-F-A
(Chapter 5: Supplementary
Lesson).

Natural sign. An accidental placed
before a note that undoes the effect
of a previous sharp or flat sign,
restoring the note to its original,
unaltered pitch (Lesson 3).

Natural triads. The seven triads
formed from notes without any
accidentals (sharps or flats):
C-E-G, D-F-A, E-G-B, F-A-C,
G-B-D, A-C-E, and B-D-F
(Lesson 27).

Neighboring chord. A chord used to
embellish a more stable chord by
harmonizing a neighboring note
in the bass or soprano (Lesson 33).

Neighboring tone. An embellishing
tone that moves by step away
from and back to a harmony
tone (Lesson 33).

Nonharmonic tones. See
embellishing tones.

Note. A symbol used in music
notation to represent the
duration and pitch of a sound
(Lesson 1). More casually, the
term note is used throughout
this book to refer to any musical
sound or tone.

Notehead. An open or filled-in oval
that specifies where on the staff a
note is to occur (Lesson 1).

Octave. The interval between two
notes with the same letter
name (Lesson 2).

Octave designation. A way of
assigning a pitch to a particular
octave by attaching a number
to its letter name. Middle C,
for example, is designated C4,
and all of the notes above it,
but lower than the next higher
C (C5), also lie in the 4-octave
(Chapter 1: Supplementary
Lesson).

Octave sign. A text symbol (8va or
8vb) used to indicate that notes
should be played one octave
higher or lower than written
(Chapter 1: Supplementary
Lesson).

Parallel keys. Major and minor
scales that share the same tonic.
For example, D major is the
parallel major of D minor, and D
minor is the parallel minor of D
major (Lesson 19).

Parallel period. A combination
of antecedent and consequent
phrases (Lesson 35).

Passing chord. A chord used to
connect two more stable chords
by harmonizing a passing tone in
the bass (Lesson 33).

Passing tone. An embellishing tone
that fills in the space between two
harmony tones that lie the interval
of a third apart (Lesson 33).

Period. A longer phrase that contains at
least two shorter ones (Lesson 35).
Phrase. A self-contained group
of measures that ends with a
cadence (Lesson 35).

Pickup. See anacrusis.

Pitch. A musical sound at some
particular point along the
continuum from the lowest to
the highest audible sound. Each
of the eighty-eight keys of the
piano keyboard represents a
distinct pitch (Lessons 1 and 2).

Plagal cadence. A progression from
subdominant to tonic at the end
of a phrase, usually occurring
after an authentic cadence as an
extra confirmation (Lesson 35).

Predominant chord. See dominant
preparation chord.

Progression. A succession of harmonies
in which each leads purposefully
to the next (Lesson 32).

Prolongation. The extension in time
of a harmony through the use
of embellishing tones (including
passing tones and neighboring
tones) (Lesson 33).

Quadruple meter. A meter involving
four beats per measure. The
most common example is 2

(Lesson 11).
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Quarter note. The most common
unit of musical duration, written
with a filled-in notehead and a
stem (Lesson 6).

Relative keys. Major and minor
scales that share the same key
signature. For example, F major
is the relative major of D minor,
and D minor is the relative
minor of F major (Lesson 19).

Rest. A silence of a specified duration
(Lesson 9).

Rhythm. A measure of musical
activity in time, including
particularly duration (Lesson 6).

Roman numerals. A nomenclature
for identifying the roots of triads
or seventh chords according to
their scale-degree (Lessons 29
and 30).

Root. The fundamental, generating
tone of a triad or seventh chord.
When the harmony is written
in the closest possible stack of
thirds, the root will be the lowest
note (Lesson 27).

Root position. The position of a triad
or seventh chord in which the
root is in the bass (Lesson 28).

Scale. A collection of notes used
in a musical composition and
customarily written in ascending
order within an octave (Lesson 14).

Scale degree. The order position
of each note within a scale:
the first note of the scale is the
first degree; the second note is
the second degree; and so on
(Lessons 14 and 17).

Scale-degree name. Each degree

of the scale is identified by

a customary name: 1 = tonic;

% = supertonic; 3 = paediant;
4 = subdominant; 5 = dominant;
6 = submediant; 7 in major =
leading tone; 7 in minor =
subtonic or leading tone (Lessons
14 and 17).

Scale-degree number. Each degree
of the scale is assigned an
ordinal number, usually written
with a caret over it (Lessons 14
and 17).

Second inversion. The position of
a chord in which the fifth of a
triad or seventh chord is in the
bass (Lessons 28 and 31).

Semitone. The smallest musical
distance, equivalent to the
interval between any two
adjacent keys (black or white) on
the keyboard (Lessons 3 and 14).
Also called a half step.

Seventh chord. A triad plus the
interval of a seventh over a
shared root (or a triad plus an
additional third on top)

(Lesson 31).
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Sharp sign (§). An accidental
placed before a note that lowers
its pitch by one semitone
(Lesson 3).

Simple interval. An interval smaller
than an octave (e.g., a second,
third, fourth, fifth, sixth, or
seventh) (Lesson 21).

Simple meter. A meter in which the
beat is divided into two parts. In
',:, for example, the quarter-note
beat is divided into two eighth
notes (Lesson 12).

Sixteenth note. A duration equivalent
to one-half of an eighth note
or one-quarter of a quarter note.
Written with a filled-in notehead
and a stem with a double flag.
When four sixteenth notes
occur together as a group, it
is customary to dispense with
the flags and join them with a
double beam (Lesson 7).

Sixty-fourth note. A duration
equivalent to one-half of a thirty-
second note or one-quarter of
a sixteenth note. Written with
a filled-in notehead and a stem
with a quadruple flag or beam
(Chapter 2: Supplementary
Lesson).

Slur. A curved line that connects
two notes of a different pitch,
and indicates that they are
to be smoothly connected in
performance (not to be confused
with a tie, which connects and
combines two notes of the same
pitch) (Lesson 8).

Solfege syllables. Syllables (do, re,
mi, fa, sol, la, ti) used to name
scale degrees when music is sung
(Lessons 14 and 17).

Soprano. The highest note in a chord
or the highest-sounding melodic
line (Lessons 28 and 32).

Staff. Five parallel lines separated by
four spaces. Music is written by
positioning notes on the lines or
in the spaces (Lesson 1).

Stem. A vertical line that extends up
or down from a notehead, used
to define particular durations
(Lesson 6).

Step. One of two kinds of melodic
motion (leap is the other).
As represented on the staff, a step
involves motion from a
line up or down to an adjacent
space, or from a space up or
down to an adjacent line
(Lesson 1).

Subdominant. A name for scale-degree
4 or for the triad built on that
degree (Lessons 14 and 29).

Submediant. A name for scale-degree
6 or for the triad built on that
degree (Lessons 14 and 29).

Subtonic. A name for scale-degree 71in
minor—a whole tone below the
tonic—or for the triad built on
that degree (Lessons 17 and 30).

Supertonic. A name for scale-degree
2 or for the triad built on that
degree (Lessons 14 and 29).

Syncopation. The contradiction of a
metrical pattern that results in
strong beats made weak and weak
beats made strong (Lesson 13).

Tempo. The speed of the beats,
customarily indicated either with
a one-word character description
or with the number of beats per
minute (Lesson 6).

Tenor. The second-lowest note in
a chord or the second-lowest-
sounding melodic line (Lesson 32).

Tenor clef. See clef.

Third inversion. The position of a
chord in which the seventh of
a seventh chord is in the bass
(Lesson 31).

Thirty-second note. A duration
equivalent to one-half of a
sixteenth note or one-quarter
of an eighth note. Written
with a filled-in notehead and
a stem with a triple flag or beam
(Chapter 2: Supplementary
Lesson).

Tie. A curved line that connects two
notes of the same pitch (not to
be confused with a slur, which
connects two notes of different
pitch). The tie combines those
two notes into a single note
whose duration is the sum of the
two notes (Lessons 8 and 13).

Time signature. A pair of vertically
aligned numbers placed at the
beginning of the szaff to indicate
which note value is acting as the
beat and how many beats there
are in the measure. Common
time signatures are 2 “’ and 2
The number at the bottom
indicates which note value is
acting as the beat (4 indicates a
quarter note) and the number at
the top indicates the number of
beats per measure (Lesson 6).

Tonic. A name for scale-degree 1 or
for the triad built on that degree
(Lessons 14, 29, and 32).

Transposition. Rewriting a scale,
melody, passage, or piece at a
different pitch level (Lessons 15
and 18).

Treble clef. See clef.

Triad. The basic harmony of tonal
music, consisting of three notes:
a fifth divided into two thirds.
There are four different qualities
of triad: diminished, minor,
major, and augmented. Triads
consist of a root, a third, and a
fifth (Lesson 27).

Triple meter. A meter involving three
beats per measure. The most
common example is 2 (Lesson 11).

Triplet. A rhythmic value that divides
into three parts a note that is
normally divided in two.

A quarter note, for example, is
usually divided into two eighth
notes, but can be divided instead
into an eighth-note triplet
(Chapter 2: Supplementary
Lesson).

Tritone. Name sometimes given to
the interval of the augmented
fourth, because it spans three
whole tones (Lesson 24).

Upbeat. The last beat in a measure
which, although weak in relation
to the downbeat, nonetheless
gives a sense of directed,
dynamic motion toward the
downbeat (Lessons 6 and 10).

Voices. The distinct registral lines
that move through a progression
of harmonies: soprano, alto,
tenor, and bass (Lesson 32).

Voice leading. The movement
of voices from chord to
chord within a progression
of harmonies (Chapter 6:
Supplementary Lesson).

Whole note. A duration equivalent
to two half notes or four
quarter notes, written as an
open notehead with no stem
(Lesson 6).

Whole step. The larger of two
different sizes of step (half step
is the other). A whole step is the
distance between two adjacent
white keys of the piano where
there is no black key between
them (i.e., C-D, D-E, F-G, G-A,
and A-B) (Lesson 2). A whole
step consists of two half steps.
Also called a whole tone.

Whole tone. An interval comprised of
two semitones (Lesson 14). Also
called a whole step.
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