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PREFACE

This textbook offers exercises in ear-training. Although primarily
intended to be used in schools which specialize in music, it also
can be used in elementary schools, high schools, and junior
colleges. Applicants for admission to colieges and conservatories
will find the easier exercises helpful when preparing for entrance
examinations in ear-training. (This applies chiefly to the sections
on Melody Reading and Rhythmic Exercises). Many of the
exercises also can be used for private study, even though this book
is not always decisive in their use or adaptation. The teachers and
teaching assistants should complement and vary any material
which is necessary for comprehensive use.

The chief goal of ear-training is to develop complete familiarity
with the melodic, rhythmic, and harmonic sense of musical tones.
A book on this subject should contain material on all these
separate aspects, but the studies of each aspect should be cultiva-
ted simultaneously throughout the course. The intimate connec-
tion of this entire subject with practical music-making should be
obvious, however, its importance cannot be stressed sufficiently. If
ear-training is taught in a comprehensive way, it will be a highly
integrated type of training which will include elements from
several other branches of musical theory-melody writing,

harmony, counterpoint, and the elements of musical form. These
are combined into one category for this subject: Ear-training.

The book is divided into four sections:

I. Melody Reading Exercises

II. Rhythm Exercises

III. Figured Bass Exercises

IV. Keyboard Harmony Exercises

Once again it must be stressed that, as far as possible, all these
aspects should be studied simultaneously. (The introduction to the
Melody Reading Exercises gives further reason why this is true.)
The index on page 6 gives some general suggestions how this can
be accomplished.

The purpose of each section of the book is explained at its outset
and instructions are given for practical methods to be followed.
All work must be approached in a practical manner in order for
this book to be regarded as an exercise in musical craftsmanship.
MODUS VETUS - “the old way”. Since the textbook on free-tonal
melody reading was entitled Modus Novus (1963), Modus Vetus
seemed an appropriate title for a textbook on practical music-
making in major/minor tonality. One might say that this is a book
published two centuries too late! Major/minor tonality has lost
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most of its basic meaning as a structural principle in contemporary
music. Yet it is still necessary for us to study this subject
methodically. As long as Bach, Mozart, and Beethoven are played
and mean so much to us, we are obliged to study their
“vocabulary™.

In designing certain parts of the Melody Reading section, the

author has been stimulated greatly by the works of the Danish
composer, Jorgen Jersild, on the teaching of solfege (1), a debt
which I gratefully acknowledge.

I also wish to express my sincere thanks to Eva Eklund, my
colleague at the Royal Academy of Music in Stockholm, who has
examined my manuscript critically.

Lars Edlund

(1) Ear Training - Basic Instruction in Mélody and Rhythm reading (Wilhelm Hansen - G. Schirmer, New York)



CONTENTS

page
Correlation of various sections for simultaneous study 6

MELODY READING EXERCISES:

Introduction.............ooiiiiiiiiiiiiia, 7
Chapter I From the tonic to the major third ........ 8
I1 From the major third to the tonic ....... 10
IIT From the tonic to the minorthird ...... 13
IV From the minor third to the tonic . ...... 15
V Major and minor in the same example ... 18
VI Major third with neighboring tones ..... 20
VII Minor third with neighboring tones .. ... 26
VIII Summaryonintervals ................ 30
IX A. Major and minorthirds............. 33
B.Diminished triads ................. 35

X Five-tone scale in major with neigh-
boringtones .........coviiiiuiiinn.. 37

X1 Five-tone scale in minor with neigh-
boringtones ....................0... 47
XII Arpeggiated cadences ................ 60
XIII Themajorscale ..................... 62

XIVTheminorscale ..................... 80
XV Melodies not in major/minor tonality. . .. 93
XVIThedominant seventhchord.......... 104
XVII The dominant ninthchord ........... 121

The dominant ninth chord with a low-
ered ninth and the root omitted (a dimi-
nished seventh chord). Secondary se-
venth chords. Diminished third in con-
junction with the Neapolitan sixth chord.

RHYTMEXERCISES. ... 166
FIGUREDBASSEXERCISES ............... 180
KEYBOARD HARMONY EXERCISES ....... 193

HARMONIC EXERCISES IN CONNECTION
WITH THE MELODIES SUGGESTED

METHOD. ...ttt 203
Source of melodies in Melody Reading
EXercises . ....ovvviveiiniiniiiinnnann, 205

Key to Figured Bass Exercises ............. 208



Suggestions for general correlation of Melody Reading, Rhytm, and
Keyboard Harmony Exercises.?)

Melody Reading Exercises Rhythm Exercises Keyboard Harmony Exercises (or
aural tests in chords and dictation)
Chap. I —II Series I — II Example 1 —2
, I —V , 1II— IV » 1—2
» VI » V —VI » 3—-15
» VI —XII » VII » 3 —-15
., XIII , VI . 16 —21
. XIV — XV , VII ‘ , 16 —21
. XVI , VIII . 16 —21
, XVII ,» IX—X » 22 — 45

1) Work with the Figured Bass Exercises should be done gradually at a pace suited to the student.




MELODY READING EXERCISES

This section comprises the largest part of the book. The material
has been designed primarily to develop a feeling for tonality. If
tonal relations in melodies are to be understood properly, more is
required than a mere facility in singing isolated melodic intervals.
The student therefore should study the Keyboard Harmony
Exercises, page 193, and the Figured Bass Exercises, page 180, at
the same time as the Melody Reading Exercises. For those
students who cannot play the piano at all, these exercises may be
used as exercises in ear-training (see the introduction to each
section). The Rhythm Exercises, page 166, should also be studied
simultaneously.

The table on page 6 gives suggestions for ways in which the various
sections may be studied simultaneously. These correlations can
and should be applied somewhat differently by different students.
The Melody Reading examples can be used for dictation, although
they are intended primarily for singing. In the later chapters of

this section some melodies are hard to sing, not only because of
their difficult intervals and.-complicated rhythms but also because
of their wide ranges or because they are inherently instrumental.
Even so they still should be sung whenever possible. If the range is
too great octaves may be transposed. These melodies at least can
be used for dictation. Although most of the melodies are vocal in
character, the author has not restricted himself only to such
melodies.

The melodies also can supply material for harmonic exercises,
consisting of basis aural harmonic analysis with practice in key-
board harmony. On page 203 are suggestions for further use.

The sources of these melodies are given on page 205. Melodies not
listed there have been composed by the author.



8 I. From the tonic to the major third

Any given note can be treated as the tonic

Tonal material

Begin on each degree of the chromatic scale and sing upwards to the major third, naming the notes.
Choose several melodies in this chapter for harmonic practice like the method on page 203.

etc.

Melodies: |
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II. From the major third to the tonic

Any given note can be treated as a major third

Tonal material N T ete.

-

Begin on each degree of the chromatic scale and sing downwards to the major third, naming the notes.
Choose several melodies in this chapter for harmonic practice like the method on page 203.

Melodies:
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The following examples begin on the second degree of the major scale. The aim here is to treat any given.note as the second degree of the
scale. Practice each example in two ways:

(1) Determine the key and play its tonic. Then sing the example. (2) Play the first note and determine the tonic yourself - in this

Work through examples 16-24 in this way . case a major second downwards. Then sing the example.
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I1I, From the tonic to the minor third

. i H
Tonal material % I i i I } i etc,
J e ©U r
Begin on each degree of the chromatic scale and sing upwards to the minor third, naming the notes.
Choose several melodies in this chapter for harmonic practice like the method on page 203.
Melodies:
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IV. From the minor third to the tonic

Any given note can be treated as a minor third.

Tonal material i - EE ! i etc.
o o

Begin on each degree of the chromatic scale and sing downwards to the minor third, naming the notes.

Melodies :
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The following examples begin on the second degree of the minor scale.
Practice each example according to the instructions on page 12.
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Choose several melodies in this chapter for harmonic practice like the method on page 203,
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V. Major and minor in the same example

Tonal material That which was used previously.

Choose several melodies in this chapter for harmonic practice like the method on page 203.
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V1. Major third with neighboring tones

Rising and falling leadingtone
Don’t forget to choose several melodies for harmonic practice like the method on page 203.

The major third, the interval from the first to the third degrees of
the major scale, has half steps on either side of its notes. One leads
upwards from below to the tonic of the scale, and one leads
downwards from above from the fourth to the third. In this con-

text both these half steps have a strong leading tendency - to the
tonic and to the third respectively. The note below the tonic is
usually called the leading tone of the scale. So we are working now
with the following group of notes:

2+ —

-

The F (subdominant) and the B (leading tone) in this example
each form a melodic digression from a starting point - E and C
respectively, to which they return. The tendency of these “chang-
ing” notes would be more obvious if the above notes in the group

h =g T —r

were harmonized. Sing and play the following harmonizations in
various major keys, paying close attention fo the leading tones in
both voice and piano.



Slow tempo { J = about 60)

21

Faster tempo (4 = about 100)
L
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Note: In the faster example certain notes have not been harmonized. They act as so-called passing tones between two chord tones, thus
giving a more flowing movement to the rhythm.
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In Example 3 the dominant seventh (V7) is included. This means Excercise:

that both the subdominant, which falls, and the leading tone,
which rises, are found in the chord, still further emphasizing the
tendency of the chord to move towards the tonic. Regarding the

13 in Ex. 4, refer to Keyboard Harmony Exercise No. 10.

Play V71 (in different keys) and sing the subdominant and the
leading tones, Try to find the B and the F in the V’ chord without
repeating these notes once the entire chord has been played.
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Melodies:
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(1) Regarding all melodies which do not begin on the tonic, see the instructions in Chapter II, page 12.
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Use as much of the previous chordal material as possible with the subdominant triad (IV) and its inversions (IV6 and IV$) with the
cadential 1§ chord (I$-V) and also the dominant seventh chord (V7 with its inversions (VS V4 and V3).
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VII Minor third with neighboring tones

v T

Tonal material: #—bu } : ;

R & K7 — H M I
D} o R S = h—o- -

-
¢

Exercise:

The interval F-Eb in the above example does not have the same (1) Sing and name these notes in various minor keys.
downward-leading tendency as it has in a major key. Yet the F  (2) Play, also starting on many different tones, the harmonizations
does have a strong downward tendency when given the function of in Chapter VI, page 21, in minor, observing the accidentals in
a dominant seventh. parentheses, Sing the appropriate melodies!

Melodies :
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Use the chordal material in Keyboard Harmony Exercises Nos. 1-15 (possibly also Nos. 16-25) in as many ways as possible.
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VIII. Summary on intervals

On the basis of the tonal material used so far, we can classify the intervals encountered as follows:

SECOND

Major second (a diatonic 1) whole step):

THIRD = o ; H
Major third (2 diatonic whole steps): %;___.e__‘lk i il 1
j ( ps) - ra——_E T
M || ) {| 1l Y |
y it } c% @ Ebll — EE by E’“ ﬁ 'S LS M— E
o A L4 ] L
Minor third (1 + 1/2 or 1/2 + 1 diatonic steps): : it =
o e 5 bo— 0 vo o
i H 1 % i }} 1 }I(l H 1 j
hn } e H Z4 R H 'L & ] . [’}

=‘| T o hif HU

(1) A diatonic step is the distance between two neighboring tones with different
Jetter names with or without accidentals.
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FOURTH
Perfect fourth (L »1+1/20r 1/2+ 1+ 1 0r 1 +1/2 11 diatonic steps):

= - — © & — = Ve
o o o

Diminished fourth (1/2 + 1 + 1/2 diatonic steps):

#f === == FJHL# "o—ﬂ#‘m ﬂ;o—(‘——ﬂ-o—-g;’—ﬂ

Exercise:

The following exercise can be used to memorize the intervals. Write a chromatic scale:

Write the above intervals upwards and downwards from each note in this chromatic scale.

A good knowledge of intervals implies quick recognition of any 2) [n major/minor tonality each interval always has some kind of

interval in the printed music and an ability to sing it at sight. This " tonal quality. The same interval can have several different tonal
exercise is often applied only to isolated intervals. But it is by no meanings, the rtesponse evoked being entirely different in
means certain that skill in singing isolated intervals guarantees different contexts.

good sight reading of complete melodies. There are several reasons

3) In isolated intervallic exercises we ignore rhythm, which plays
a great but subtle part in a melody. Rhythm also strongly
influences our response to an interval, One reason for this is
that rhythm often is related closely to the harmonic develop-
ment of a melody.

for this:

1) A melody is much more than a mechanical succession of larger
and smaller intervals., When we read a literary text, we grasp
syllables and whole words at a single glance, we see them as
units, shapes. The same technique should be applied to reading  4) A good command of isolated intervals (the ability to “hear”

music. Here the shapes are made up of melodic motives and them mentally and to sing them from the printed page) is
phrases. But vital to the reading of major/minor melodies is the therefore only one requirement for good sight reading, This
ability to see and feel the tonal quality of such shapes and to command is important, but it is not enough in itself. /n actual

spot those notes which are “magnetic”, thereby giving the practice there is constant interplay between this knowledge and

other notes direction and function, a perception of the tonal and rhythmic shapes and sequences.
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Note:

THE INTERVAL EXERCISE USING THE NOTES OF THE CHROMATIC SCALE, WHICH WAS RECOMMENDED ON THE
PREVIOUS PAGE, SHOULD BE REPEATED WITH EACH NEW INTERVAL YOU ENCOUNTER IN THE MUSIC BELOW.

The preceeding chapters and exercises have stressed the  second, etc, These terms, in the mental picture we form of a note,
importance of being able to determine the key in each example  always must have definite meaning, depending on the position of
and thus identify the function of any given note in that key: the note in relation to the tonic and other important notes. Any
Whether it is the tonic, the leading tone, the major third, the  given note implies either potential movement or rest.

For exampie, take the note D. It may be the:

(*) i 2
Ji3
(1) Keynote or tonic (first degree of the scale): H—— = — : E
e - <
TR ) . ® :
(2) Leading tone (seventh degree of the scale): S T A = 1 - E
=+
(3) Major third: e X ] H
LY
) I - < 7
1
(4) Minor third: ——1 A ) ] i
? e i’ “ -+ #;: -,
o
(5) Dominant seventh of the key, which is also the subdominant ﬁéﬁiﬂ -
(fourth degree of the scale): | — —
) ¥F &




33

IX. A. Major and minor triads
B. Diminished triads

A.

Since the triad is emphasized greatly in the following chapters, it is
presented here in a special section which should be prepared care-
fully. The triads in Nos. 1 -9 are shown in root position (the root
of the chord is the lowest note in the chord). Nos, 10 - 18 are in

first inversion (the third of the chord is the lowest note) and Nos.

Excercise:
Describe position and location for triads in Nos. 29 - 40,

1 2 3 4

19 - 27 are in second inversion (the fifth of the chord is the lowest
note). The term location refers to the highest note of the chord.
Thus Nos. 1 - 9 have fifth location, 10 - 19 have octave location,
and 19 - 27 have third location. No. 28 is in root position and
third location, etc,

10

19
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28 29 30 31 32 33 34 35 30
be
1 = - P L ® ]
o b8 ey i 7 B —
\ =y g“ [ @ ] [ & ) L EXF V<
¢ >4 "o e b8 g 7
=t
O LS ] © © © = 4 b(l = .b..e._.__.
v [ § ] — — b1¥ i
37 38 39 40 ,
2 \ . fo 'i
# 8 53 ‘,@E E The tonic of the triad is easy to determine if the chord is in root
:J" © position: That is, when the bass note and the tonic are identical.
Determining the tonic in the inversions will take perhaps a little
_ —g- bo ﬂ-e— longer. A visual aid: The tonic is the top note in the inter
5). #“ ¥ valof a fourth.
Excercise:

The triads on page 33 should be practiced as outlined in Nos. 1 - 5
below:

1) Play the triads on the piano. Sing the notes of each triad by
name while the tones are stili sounding on the piano. Check by
playing the tonic alone.

2) Practice singing the third of each triad in the same way.
3) Do the same with the fifth of each triad.

4) Write the notation of triads 1 - 40 on a separate sheet of paper:
(1) C major, (2) E minor, (3) C minor, etc. Close the text-
book. Play only the tonic in each triad and then sing the com-
plete triad by naming the notes.

5) The following numbers show the intervals used in the triad on
the next page, determined from the tenic. The arrows indicate
direction of movement,

) 1,73,/5 €) 53\1 €) 3\1/5
b) 1753 d) 5173 £) 3751
Play triads 1 - 40 in tum. Sing each triad, naming the notes,

according to (a) above. Check afterwards by playing (a). Then
do the same with (b) through (f).

In addition, the following exercises are recommended:

6) Play any note on the piano. Sing major and minor triads
according to (a) - () in (5) above by naming the notes, beginn-
ing each of the triads on the note you have played. This is a
rather difficult exercise but a very effective one. The result of
this exercise starting from the note F is shown on page 35.
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N Notate broken major and minor triads as shown in (a) - (f) notes after you have played only the first note of each triad.
above, but change the tonic for each triad. Sing the name of the Check your work on the piano!

B.

B. The diminished triad consists of two minor thirds, the interval between the upper and lower notes forming a diminished fifth.
According to major/minor tonal conventions, a diminished interval is a dissonance which must be resolved to consonance. If we look at
the diminished triad formed on the seventh degree of the major scale (the leading tone), we find that the interval between the outside

notes, the dimished fifth, is formed from the two “tendency tones” we have discussed previously. The customary resolution of this chord
is therefore:

Vil 1
Notice that this diminished triad consists of the three upper intervals found in an ordinary dominant seventh:

Vo
Therefore in its harmonic function the diminished triad is a dominant seventh with the tonic left out, or a so-called imperfect dominant.
The omitted tonic is symbolized by the zero foliowing the function symbol in the figured bass. The imperfect dominant is perhaps most
commonly used in second inversion - that is, with the fifth of the V7 chord as its bass note:

- i
o & g—3 —g
v See Keyboard Harmony Exercises, No. 14, for additional
. 4 - work,
2 = e
T 1
viié I vié I vi® 1
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Exercise:

The diminished triads below can be practiced in the following way:

1) Determine the omitted V 7 root for each triad, together with the key to which it customarily resolves.

2) Sing the triads and their common resclutions to tonic major, naming the notes, as in the following example:

1 2

b) 9
> - L o
Singg b d f Ye ¢ #cﬂ e g ,f,# d

8

b
Downwards: %:P‘ol — .
—-

)

N

B

e’f

a

f

(If you like, you can play the roots of the dominant seventh and the tonic chords with the left hand on the piano. Then the harmonic

context will become much clearer.)

(3) Sing the triads in the same way as in (2), but with resolution to tonic minor.

A 1 2 3 4 5
7 i - - —— % ——= —be
J &+ ° Fe v = v
6 7 8 9 10
g b : = — bo—5 o — =
)] > L ¥ M )
11 12 13 14 15
= = ; —_—
5 O T et ——%s
16 17 18 19 20
T i
?:’:#1_“.' — r— re—ml & SN
- B for ¥ 2

5
N
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X. Five-tone scale in major with neighboring tones

Tonal material :

L
W

¢

¢

@

o U

U o o e

Play the following harmonizations of these notes. Sing the melodies and practice them in several keys.

-

b Ee====—==——=—=Co=
A X A A R L BE
S — N S
Fopeg— - F T F ol I 114
1 Vi) 1 v 1 wvof v n® 15 vh 1
#{i‘y%ﬂ i y
SR ! 2 ! B!
d - i ‘ ‘ - X | H
0 ST
Ot - N ! ]
g S iF 3 ¢
Sl : K
-L‘-b[ll -dl' dl
I 1 v 15 f

!} Neighboring tone -
original note.

also called auxiliary tone when it goes back to the

3 Passing tane - moves by step and passes between two harmonic tones,

#) The C here can be called an accented passing tone or an appoggiatura to

the harmony note B.
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The unifying factor in this group of notes is the major triad, or the first, third, and fifth degrees of the scale:

(1) Passing tone

i f .. Y — © (2) Neighboring tone
= T e 5 o a5
1) 1) 2) 1) 1) 2)
Melodies:
1 ;?‘*%g' = = = | N : =
. r- o° ¥
- & & & r <+ 5 &
I 4. 1 1
o5 I T = t AP i ——
2 1.8, W — - - - - f __‘.Ep =
! T ! d
b b ; — ;
3 I t ! % ¥ 5 !é. i —F —11" ~
o I
e ¢ I ]
4 ot —F——% e e e e =
e - —— , . T -*
A
ﬂ — I .
5 [ > ‘ ) |
!] -5 S —— R
Melto adagio
N i | I 3 } N N n
6 e — e . T E e |
d" ‘\_______,—’ —— — f\__..‘—«/ bt = — -
» . crese. f — e/
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o~ —

il

108

u

Wi

[Y)
Jd=9 N
- /:'_ /\ - V> /\ > - F .
0 [} ] A N
202 ] £ & ——
e ——— —<
-//\ _ /_'- /—\ - /—-'_ ,—-——\
1"'» 1 7 1
< — 1]
4 . — i ]
2 1 = Al if i = i ; 1L Il | 4 - > ri s F |
v v r v 4 2
Drei Sonnen sah ich am Himmel steh’n, hab lang und fest sie angesehn.
L1 — —— : < ——= C—— ———
22 #Fb—(‘—k s =
S h H 1 1 1 - I 1 L 1 -
ry) T T — v—1 f T
mf espress.
bt ] — 7 PR o = /'—\} } e
D } e = 7
d am ' ! 4
—— ey — /,—‘ T\\ I-—_\'__ N /‘\i i 1
e . = T ~3H
1 /. ] )| 1
T y— 1 j I




42

Allegro scherzoso ( J = 112)

1 I ey =
P
J ' = {
23 mf
g 2 2 o o~ ~ 4 ")
™ — .
— 1 H ] ]
G e S 2 =
] — ~—
g2 o 2 e - i . A £ e .
5’53 1 ' P
- £ o o>
0 )' r—. '—.—
24 i‘ T. »— ! . —
A
25 B A == =
i — _‘ =
e o
Lento maestoso d =54
26 #g } : : | ———
Piolce cantabile
#3 I 1 ] oy
LY had F é 1 i
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Examples 27 - 36 contain chromatically-altered notes within the span of five consecutive tones. The raising of the fourth degree of the
scale is one of the most common alterations. This augmented fourth may be a fast neighbouring tone, such as the A in melody No . 27.
But this alteration also can acquire greater importance by functioning as the leading tone to the dominant key. In such cases it then is
heard as a new tonic of shorter or longer duration. This is known as a transitory {or passing) moduiation. (Refer to Keyboard Harmony
Exercise No. 26 and those immediately following.) When a definite key change takes place, we speak of firm modulation. As a rule,

raised notes act as leading tones to the note a half step above.
The lowered note which we notice chiefly at the moment is the flatted sixth (submediant). It has a tendency to go downwards to the

fifth degree of the scale, the dominant. See examples Nos. 28 and 29. (Refer also to Keyboard Harmony Exercise No. 26.)

o — "
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Menuetto Trio
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In examples Nos. 35 and 36 we encountered alterations of the first and fifth degrees of the scale. Presumably they caused no difficulty
since the melodic movement proceeds step-wise,
The following examples use difficult leaps in approaching the augmented first and second degrees of the scale. Always try to imagine the
note of resolution (the goal of the augmented note) before singing the chromatically altered note.
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A
In example No. 37 therefore, > and then m and # o ans o
first think \ I = T
If you find examples Nos, 37 and 38 too difficult, leave them for the time being and retum to them later,
p L
37 o2 (5 — 1 > Y ¥ ) Y 0 h&j —
(e s 4 i o1
"y |
Si - - - Ber Freund, du bli - ckest mich  ver - wun - dert an,
=1 0 Y 1Y N 3 h = ¥ Ill\l Y z .
iz * o e oy —F f
L] 4 ] 4
kannst es nicht be-grei-fen, wie ich wei - nen kann; lal der fteuch -ten Per - len
I
N . N A" Y A
; — 1 ;'. dh:  — = s
4
un - ge-wohn -te  Zier freu - dig hell er - zit - tern in dem Au - ge mir!
Adagio molto (J‘ = 84) & —
e W Dot o o .
o N " __' Y ! aa 0 _'
38 A a = = ‘/g Y
.J Y hY ’ . u
£ ¥ cresc. sf f sf 3
You may study example No. 38 (and similar examples) in the following ways:
(1) Sing the rhythm on one tone with a steady eight note pulse.
(2) Sing the tones of the melody in equal time values and in any comfortable octave. Slowly!
(3) Sing the melody as notated, but without the trills.
(4) Play the melody on an instrument with the trills, accents, dynamics, etc.
]
| 9 | Y Y 3
39 Y 5 ) Y — ¥ y — ) 1z ,
Z ! e & =
O] ! t
Hie und-da ist an den Biu - men man-ches bun-te Blatt 2u  seh’n,




XI. Five-tone scale in minor with neighboring tones

Two important exercises:

1) Play and sing the minor versions of the harmonizations in Chapter X, page 37.
2) Practice minor triads carefully in the same way as you practiced major triads in Chapter IX, pages 33 and 34,

¢
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Use the chordal material in Keyboard Harmony Exercises Nos. 1 - 25 in as many ways as possible.

In the following melodies the lower neighboring tone of the tonic lies a whole step below. Therefore if D is the tonic, we have:

@

| & ] [ @ ]

£
=

T (q).o_ T

This is the central group of notes in one of the old church modes - the Derian plagal or Hypodorian (church mode II). Later several
examples of diatonic melodies which are not governed by the tonal cadences and therefore are not related to major/minor tonality will
be found. But first here are some simple examples in the Dorian mode:
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Some old French carols:
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Chan tez par - mi le pre -au Nau-let, nau-let, nau-let, nau Nau-let, nau-let, nau-let nau.
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The tonality of the church modes is made up largely of certain typical melodic formulas which
reveal much more about the mode in question than merely the arrangement of the notes,
Notice the typical Hypodorian melodic formula in Examples Nos. 42 - 44,

[ —

e ¥ o [ J

The use of formulas is called the modal system. (Modus, plur. modi, is used, as is known, as an identification for the church scales.) Many
folksongs are modal. (See Chapter XV).

Contemporary composers often have used church or folksong modes. Here are a few examples from the works of Igor Stravinsky:
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) If the rhythm is ioo difficult to sing at first, sing notes of equal
length until you can sing the rhythm as given. Return to this
example when you can master the exercises in Rhythm Exercises
on page 176.
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XII. Arpeggiated cadences

The following exercises are based on arpeggios (broken chords) belonging to the cadential material. Practice in the following way:
1) Read through each example and determine on what chords it is based. Play these chords on the piano (right hand only) while you sing
the example. In Example No, 1 therefore, the following chords are played:

. D)
I ] I Jin Example No. 2,% —a i
e - g J these are played: O po——8—1
¢ D) 2 3 a0 £} 3 8
I V5 Ve I 1 12 v I

2) Sing the examples without using the piano. Always try to hear the chord notes sounding together as harmonic entities.

3) Practice the major examples in minor and vice-versa.
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1) Refer to Keyboard Harmony Exercise No. 18
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XIII. The major scale

Tonal . - ——O
material: i P — . Tt etc.
) ———— o ——— ————
s> = —
i i H 1
= |

The step-wise movement from the dominant degree of the scale

upwards to the tonic, forming a perfect fourth (541, see group of

notes above), should be practiced first by using the following

i

ol | {

5
simple harmonic exercise: ll
5 } |
. #B. XX Hl ]lli
Exercise: v
Play and sing this chord in all major keys, naming the notes. I V7 1
The group of notes given is a triad This triad contains two new intervals. The
with the tonic doubled at the top: interval formed by the third of the chord — —
and the tonic above (3#1)isa minorsixth® 3 __~1

[ & AN [ % ]
If the triad is put in second inversion (with the fifth as the lowest note) r=a o
v 573 B T o)
s~
£ e
[ & ] nY
oad. | I
A3 7 J o -y ) | R
- t -tv o 0
or info open position:
pen positio -
] | & ]

#‘ . | L @ | ¥
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then the interval of a major sixth is formed from the fifth of the triad up toits third. (5.~ 3)

Excercise:
It is most important to practice the sixths in open positions of the triad. Play the triads in Chapter IX, part A, page 33, on the piano.

Sing and name the notes of the major and minor sixths of each triad that result from the following progressionsa) 5 -3 ¢) 3.7 1
b) 35 d) 1~ 3

Be sure to read and sing upwards and downwards, beginning with all the notes in the chromatic scale (see Chapter VIII, page 31), the new
intervals which you have encountered in Chapters X - XIII: Perfect fifth, diminished fifth, major sixth, and minor sixth,

Melodies
Allegro non troppo ma con brio
1 —1— i X : !
—T — T o4 ¥ * [ - T e !
L2 _..\iy L ‘\_/ Q S g ~—
poco f
]
. ! i i { } !
s
¥r
11 i i
" __‘ 1




i

BE
@

h_-

L2 i i , JJ_]I
6 N ] . !
| & J— i_ i 1]
v
7%@ Y =
h% ¥ 4
-7 [
) = >

L 1IN
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Andante cantabile
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18
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At 3 e s m m
ry) Y] ! T £ !
I had a litt-le nuttree, nothing would it bear,
1
neA 3 N
- a . —N—1 s ¥ Y ) f. r
D) y > . 1 T
but a sil - ver nut- meg, and a golden pear. The King of Spain’s  daugh - ter
D1
st vi — + ? Y Y
g r.a v Vi 1 7 1 1 I T T
e) [ 4 | 4 — |4 i
came to Vi - sit me, and  all tor the sake of my lite - le  nur - tree.

4 1 ID [ N
14 M ¥ % : o ! —= — T ——— g
- Fd 1] 1/ 1./ 1] Ly P |
) 4 14 ¥ | 4 '
Fin  Jing - ling liebt ein Mid - chen, die hat  ei-nen An - dern er-

[ \

#ﬁ’_ 3 s 17 - H IF . ! : *r - \:
¢ v . . ' — ¥V V¥
wihle; der And’-re liebt ei-ne And’ - re, und  hat sich mit die - ser ver - mibhlt,
Andante larghetto
: — o = -k !
15 e " []' 4 :a 1 v A i L | P4 — L #_H
i 1 | 4

)

Their sound is gone out, their sound is gone out in-to all lands. in-to all lands.
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Allegro vivace :
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Allegro
t f 1 3 ay N >
Py e === e e e ==
5] 7 o 4 f 1 ¥
27 i i K X - -
\.‘JU > lrl ri o ‘ } _d‘ nll g “=. 'I ) _‘T i f;
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apples in the hold.  The sails were made of sa - tin, and the mast was madeof gold.
! . R
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Brisk and happy 3
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dot - ter som kal - la - des Mal - fred. Den Sjon han gror aldrig.
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Allegro modera I Y
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Adagio molto espressivo
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<>
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Mein teu - rer Heiland, laf} dich fra - gen, laB dich fra - gen, teu - rer
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2 = e WP - »- (#r)
i 3 o —tr
L o ; + ! 7
T  p— 4 .
Hei - land, 1aB  dich fra - gen, laB dich fra - gen, teu-rer Hei-land, la} dich fragen:
Poco andante
M’ | 1
— f - X ] ~ Y
47 HL‘ - - 7 7
1 1 1 7
T s I 4 ¥
Kom gladt hit 4,  komgladthi - vt ~ flinkt och
— f 1 | } 1}
2 == ]
latt, skyn - dom pa, - dom pi, flic - kor  sma.
ﬁ - ———F ! N —~ -
MFLESSiaS == =S L= = ==
Kom hit och wvilj och kép, se  hir, de blom - mor vir - en
s = —
%‘ - ) . o - ! ! 1 g"'f
| —_— Ll N P
ské - nast  birl Kom, va let gor er &j be -



# F o i; 4 | H > i1 i oy S
) 1 = ;1— = r 1 ’ o g
svir, jag  har de bis - ta  qvar, de bis - - ta gvar.
Poco allegretto —
g : A 4 'y 4
49 RS EEE B = F——~—t7-
Fi - geln  pi gre - nen sjun - ger i - ka gallt.
P N ) . cresc. ,
ﬁ# 7 —H : : e :
1 & ? & 17 ] —Zde
J ' 4
Blom - man pid re - nen blic -  kar H - ka snillt.
m; —— m ——
;' o — + 5 ; ” 2 :
e ! e i — —
d ¥ V ]' 1 | 4 Ir.l 7
Men allt - se - dan dig jag sig har tor - ind - rats all min hag.
p A A — A
] —h— — 1 5 y
—— = 1o = 2 =57 ¥
) t — - 4
He - la da- gen jag be - ta - - gen ser och hor blott  dig.

In several of these exercises you may notice that it is easy to use the parallel triads of the major key (submediant, supertonic, mediant).
This may be practiced in Keyboard Harmony Exercise No. 38. [t also may be meaningful to do this exercise in connection with the
harmonization of melodies in that chapter. '



Recitatives often provide excellent practice in reading a melody.
The ability to read the Bach recitative below (and by reading we
mean as always, not only the ability to hear it in your head, but
also to sing it) depends on one’s proficiency in reading the harmo-
nic progressions. To a great extent the following melodies contain
the notes of the chords indicated by the figured bass symbols.
These numbers, written below the bass note, are a musical short-
hand to indicate the desired interval(s) above the given bass note,
Thus the examples also provide practical figured bass exercises
using chords in conjunction with the Figured Bass Exercises begin-
ning on page 179. If you have difficulty in finding the right note,

If a student cannot play the piano, the figured bass part should be played
by the teacher or some other person.

(1) Play the figured bass part and sing each chord, naming the
notes, while the piano is still sounding,

(2) Play the figured bass part and sing the recitative with or
without the text.

(3) Sing the recitative without help from the piano.
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you always should find the broken chord of which the "difficult™
interval usually forms a part (se¢ the inserted notes in parentheses
in the first recitative).
A good method for singing recitatives is as follows:
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Dic Schaar a-ber und der O - ber - hauptmann

und die Diener der Juden nahmen Jesum.
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Und er kam zu sei-nen Jingern,  und fand sie schlafend, und sprach zu ihnen:
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[ :. i ‘: L | ‘i ¥ . = ﬂ
6 Bh
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Evangelist:
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7 Evangelist: Pilatus: '
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XIV. The minor scale

Tonal material

7
R | —
. L2 H g o ©
C minor - { —yB1E ﬂc i 0.8, V.
.J H PR O B o | H

1 2 3 4 6 6 1 7 1 oo
Th oo il oo © O e = =
e relative minor H —— Iy O xe u
of C major is Fr—— - 2 — i .8V
A minor. 1 —
s — 1

Those notes of the minor scale which lie between the tonic and the fifth (L#5) differ only from the corresponding part of the major scale
in the lowered third. The other part, from 541, is more complex because the sixth and seventh degrees are variable, accounting for the
different pitch sequences of the natural, harmonic, and melodic minor scales.

1 2 3 4 5 6
Harmonic minor scale: # }o_ll;&g
AN 4 s N 8 )

¢

o
5 6 7 1 7 6 5
Melodic minor scale: % 19y Wn ”
3 %l‘ - l%“ O ' 3
J 5 v e © © U g
5 6 7 1 7 6 5
Natural minor scale % -
(sometimes called Aeolian): P y—© ——o—y S
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5 6 7 1 7 6 5
Dorian scale: #
ey -~ 43 M vy
AN 7.4 — o—hE o b=t s P —
Y] = T © e T o
5 6 7 1 7 6 5
From the note d: i TS —  — B
£ [ & ] -~ -— I & ] L
¢ g T

All scales are specific patterns of tones. They are foundations of total musical ideas - general basis for compositions. Melodies rarely
confine themselves to a fixed scale pattern. To explain their differences we may examine them as follows:

Let us begin with the natural minor scale:

O -
[ 9] ©

D)

In a perfect cadence in a minor however, the third of the dominant is raised to g in
order to give the feeling of the leading tone rising to the tonic a:

SEN

If we arrange this particular group of notes into scale form, the
result will be a harmonic minor scale. As vou can see, this scale has 3

an augmented second between the sixth and seventh degrees, or ﬂ
the submediant (which tends to fall) and the leading tone (which

tends to rise). I v v L

In traditional Western melodies this augmented interval often has
been considered difficult to sing and perhaps also ugly to hear, and /Ti .'EF:
o -
1 7 G

Te

therefore it has been avoided. Even today it sounds somewhat
exotic, as in this excerpt from Geroges Bizet’s opera, Carmen:

et ¥ : T T~
[ T——— ~—r & - v‘iﬁ &
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The augmented second does occur in several East European and
non-European types of scales (see Chapter XV). In major/minor
tonality it is common for the natural sixth and seventh degrees to
be used in downward movement (stressing the direction towards

the dominant), and the raised sixth and seventh degrees to be used
in upward movement (stressing the direction towards the tonic).
For example, in Car} Nielsen’s song *““Irmelin Rose”:

# e : — 1 i
‘ | . 1 b; ‘_1___
o < L o
Se, der wvar en gang en Kon - - ge, mangen  Skat han kald - te sin.

The result is what we call the melodic minor scale.

The harmonization of the movement 51 with the raised sixth and seventh degrees

can be written like this:

The Dorian key belongs to the medieval system of church modes -
a subject not theoretically treated in this book (1). Here we shall
restrict ourselves to a few observations on a typical Dorian melody
taken from plainsong in order to illustrate the difference between

1
?
[~

=

£

o ”

I v vl 1

the tonal material of the scale and the Dorian melodies themselves.
The Dorian repertoire used is monophonic. In modal polyphony.
however, additional factors apply.

% N e _
1L v
; A — —
|| 1 ! ! ]
J - 2) ] i
Ro - mn - te coe - - - =~ 1L de - - su - - - - pet,
i ! k A T Y
- ] ] 1 .\ } )i }
1 ) b
etnu - besplu - rant ju - - - - stam: ap-pe-ri-a - - -turter - - [f&

(1) Chapter XV however does contain some melodic material for practice
in melody reading.

{2) The sign__av{quilisma) is a performance practice sign. The line

indicates a somewhat lengthened tone and av a short and some-

what voiceless one,



o —
' 2 ] T —— 1T
—= : ————
vy — € S ——&
et ger - mi - net Sal - - va - - - to - rem.
Some observations:
1) The tonic (usually called the finalis) is d. 3) Tonally, the ¢ is a very important note (see the word

2) Both the raised and the lowered sixths, bi and bb , occur, In
each instance the lowered sixth, bb, appears as a note falling
to the dominant a. The raised sixth, bY, appears to rise as a
link between the dominant a and the leading tone .

desuper) and in tumn is related closely to the fifth below, f.
Melodically, the ¢ plays a more important role than the high d
(the tonic), which here is only a “neighbering tone™ to the c.
The melody therefore encompasses a range of ¢! 2 | rather
than d'-d?.

F

Melodies: Allegro con brio
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Andante
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In several of these exercises it may be easy to exchange the parallel chords of major and minor keys, This may be practiced in Keyboard

Harmony Exercises Nos. 38 and 39. It also may be helptul to work with these exercises in connection with melodic harmonization, since
we now have completed the chapter on melodies. Examples Nos. 26 - 32 (-37) as well as 40 - 43 in the Keyboard Harmony Exercises will
provide an even greater variety for harmonization.




XV. Melodies not in

This chapter deals with a number of melodies whose ionality in
many cases is not major/minor. Most of the examples are in some
type of mode (see pages 57 and 82).

In reading almest any melody one must be aware of tonality as
well as the intervals. The same applies here. The student therefore
is advised not to sing using the “one interval at a time” principle.
He must imagine whole shapes. It is now, just as before, a question
of melodic studies, not intervallic exercises. Before singing a melo-

93

major/minor tonality

dy, the student is advised to determine the tonic. This will make it
easier for him to become aware of the special types of tonality
encountered here.

Otherwise the melodies are stated without comment. A perceptive
teacher will be able to find numerous examples illustrating the
treatment of different tonal systems and ty pes of scales.

Sources of the melodies can be found on page 204
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XVI. The dominant seventh chord

We have stressed previously the importance of focusing attention on whole groups of notes or shapes when reading melodies. These
shapes have generally consisted of triads.
Now study the melodic line in the following excerpt from the St. Matthew Passion by J.S. Bach:

b, .
fir~ T 711 } b —P‘h' -

7 71 . 74 7 3 - —-—
':I | ] 1 : 4 17
4 4
Wahrlich, ich sa-ge euch: Li-ner un-ter euch wird mich ver - ra - ten.
1
. N 1 1 Y
[ 12 Ld o & ] |
i T - —§—
1 1
!
6b sb 7b 6 5b b 6 4 9 &b

As you see, the melody is governed by two V7chords: In the first  the chords of which the sevenths are a part - that is, think of the
bar the V7 on eb and in the second the V7 on ¢ (in spite of the V7 chords in all of bar 1 and bar 2 respectively. In earlier exercises
fact that the figured bass has an e, which simply means the chord ~ we experienced “finding our way about” within the triad (Chapter
is used in first inversion). You will find it much easier to sing the 1X). Here are some similar Exercises using the V 7 chord.

minor sevenths of the melody eb» 1D and c~bY if you can hear

1 2 3 4 5 6
A I ' . A _ -
G &8 o= =
o J = J J 8
7 8 9 10 11 12 13 o
l Fal #g— &#17
: ﬁ;: b:, [1§ I: oW 1 I:
1| 7 A\ i & - ||
. n ey
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14 15 16 17 18 19 20
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bo © ggn b-o—
E“ -2 1
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e ] hil
1 2 3 4 6 7 8 9 10
B s X T . = —— ﬂ O ¥ 7 it
Z [ & ] hsll § ] |14 = 1l Dt
¥ b —© I it iﬁ_ﬂ—ﬁz
Exercises:

1) Play the above V7 chords and their resolutions. (Refer to page 35).

2) Play the chords with resolutions, but let each chord sound while you sing it, naming the notes. The chords should be sung from the
bottom up, starting with the tonic. The chords notated in open position are to be sung as if they were in close position. Chord No.12
therefore is sung:

Note:

In this chapter all the resolutions of the V7 chords have been
notated with the major tonic. However you should practice re-
solutions to the minor tonic in the same ways.

e

gh e

b dc f‘ a

3) Play the bass note (root) of each chord. Sing the chord. Sing the chords and their resolutions, naming the notes, beginning with the
note you have played.

4) From the bass notes notated in Section B, sing the notes of the V” chords and their resolutions after first playing them on the piano.

5) Think of the notes below as sevenths in various V7 chords. Play them on the piano and sing the V” chords from the note downwards.
Name the notes. Finish with the tonic in the key of resolution.

1 2 3 4l 5 6 7 8 9
—_ n — © | A S ) H H g — | 1|
#" ! e — s — et ﬂxﬂll“—_—ﬂ
e
Number 1 is sung: %—M - E —

[y}
bb g e ¢ f

¢
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Using the V7 chord, here are some special exercises for the following intervais:

I. Minor seventh
1. Augmented fourth (tritone)

IIT. Major sixth (It has already been introduced in conjunction with the triad, but here

it has a different harmonic function).

I. Minor seventh
1) Sing the minor seventh from the root of the V7 chord upwards
to the seventh, naming the notes,

(a) from the chords notated in A, page 104, after first playing

only the tonic on the piano.
(b) from the bass notes notated in B, page 105.

Sing the minor seventh from the seventh of the V71 chord

(a) from the sevenths of the above chords after first playing
only the seventh on the piano. If you find it difficult to sing
the minor seventh downwards immediately, first think of the
descending V chord as a whole.

downwards to the root

L VEE

(b) from the treble notes in Exercise 5, page 105. i—:ﬁ‘ﬁ

I1. Augmented fourth (tritone)

This interval is formed by the movement from the seventh of the
V7 chord upwards to the third of the chord. In terms of the step
numbers of the key of resolution, this is the interval between the
fourth and seventh degrees, 4#7. This resolution yields two notes

previously studied. Thus the normal major/minor tonal resolution,

of the dissonant augmented fourth is:

— -6
‘\z‘i—
}
o : ¥
SoLF 1 | B 21 . [
g I T s
— )
4 _—17 3 _ 1
Sing: #-— 5 ﬁ
AN\ 7.4 1 <] 1
v .
f b e c
: Ty
. (8]
ANIF g - ©
o
Play:
I. o [ @ ]
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Excercise: 2) Play only the root of each V7 chord with the left hand in the

1) Let us study again the V7 chords on page 104. Each chord bass. While this note is sounding, sing first the minor seventh
contains an augmented fourth, Play the chords and their resol- (without help from the piano) and then go upwards to the third
utions, and at the same time sing the augmented fourth and its in the V7 chord. Then play the root of the chord in the bass
resolution according to the formula 47 , 3/1. See the example while you sing the resolution of the tritone to a minor sixth.
at the bottom of page 106. Here is the exercise notated:

4 —~ 7 3 "1

- 5 <
\:j’ . - Ld : = ;
1
Sing: f b e c
Play:
,.6};_ [ § O

(3) Do the same as in Exercise (2), except in downward motion, as follows:

7™~4 1™ 3

-—  m——
—_
b f c €
‘,v [ & IO
I. [ & ]

3
E2s
@

[ & ] 1 %ll
ig [ % ) © Bn L & ] <> 11K & ) L1
< [ @ ] L % ) b

v | | | | T

() Begin on the above notes and sing the augmented fourth with subsequent resolution to the minor sixth. Always name the notes. The
arrows indicate'the direction of the movement,
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II1. Major sixth from the V7 chord

The major sixth shown here has the following position in the V7 chord:

L resolution:
z © : [ ® )
Sokd : I & ] HEPSN
Hpa—— —_—
from the fifth of the vV’ down to the seventh of the chord.
Excercise: without help from the piano. If the exercise is too difficult at
1) Play the V7 chords on page 104. Sing each chord the way as first, you might find it helpful to play the root of the V’ chord
shown above and name the notes. in the bass, that is, the fifth below the first note. Look at the
2) Do the same, treating each note in Exercise 5, page 105, as the following example:
fifth of a V7 chord. Play only the first note and sing the others
-, A : :
i b — 52s
SE e —F _
i — 1
' bt db c ab
E'q% ID [ & X
. — ]Ul‘
Play only if necessary (see No . 2 above).
1 2 3 4 5 6 7 8 9 10
] — —_— ——
© ‘b - — il 1t 1
d O .e- __H O il IV O 1| U b“

3) These notes are to be used as sevenths of the V* chord. Sing 75 of the v chord
with its appropriate resolution, using the following as a model:

- -
= g -» [ & )

L B :J/_’_J #.9.

==——]
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The inversions of the V7 chord

It is assumed that the inversions of the V7 chord are familiar to you from
your harmony studies. For your information however, the V7 chord is

%

< Y
-1
<V

\% I % I
&

bt -
\& 1 v I
8 —u0 P ——

.

.—

v? I V2 I

rJ
—— 1 g e
vl I VII [ —
—o—&__ =
-
vII® I vIé I
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presented below with its inversions and resolutions, along with some sug-
gestions for practice.
V7 inroot pusition. The root and bass notes of the chord are identical: g.

Figured bass: 7, " chord of the seventh”.

V7 with the third in the bass (first inversion). Root: g. Bass note: b (the
6
third). Figures bass: g , more ofteng , @ “six-five” chord because of the

presence of a sixth and a fifth above the bass.

V7 with the fifth in the bass (second inversion). Root: g. Bass note: d (the
6
lowest fifth of the chord). Figured bass ‘; more often ‘31 , a* four-three”

chord because of the presence of a third and a fourth above the bass.

V7 with the seventh in the bass (third inversion). Root: g. Bass note: f
(the seventh of the chord). Figured bass: '; often ;or just 2, 2** four-two™
chord because af the presence of a second and a fourth above the bass.

See page 35.

Often written V° (Figured bass: §).
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Exercises

1) Sing and name the notes of the V§, V4, and 'v§ chords from the bass notes in Example B, page 105. Use the method outlined on the
previous page that uses the small black notes after each chord.

2) A difficult but effective exercise is to sing and name the notes of a whole series of chords, always beginning from the same bass note. The
following series is recommended.

(a) major triad (g) diminished triad with resolution
{b) minor triad (h) V7 with resolution
(c) sixth chord in minor (i) V$ with resolution
(d) sixth chord in major (j) V4 with resolution
(e) six-four chord in major (k) V3 with resolution

(f) six-four chord in minor

From the note C:

_a) b) I S O R VL S S

Allegro

E==——s= ==,

Wi T Rt i O

l » o ——— p—
1 1F 0 Py 1 1 1
y o L 4 - 1 S
0 d | | ‘_! ] ) = g n - i]‘
—_— T T—




Andante larghetto
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But thou didst not leave his soul  in hell;
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ANI P4 J N |
M) -+ - - |
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— P———
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Examples Nes. 1 - 14 are well suited to harmonic exercises according to the suggestions on page 6.
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Evangelist:
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XVI. The dominant ninth chord (V?)
The dominant ninth chord with a lowered ninth and the root
omitted (a diminished seventh chord) Secondary seventh chords.
Diminished third in conjunction with the Neapolitan sixth chord.

The dominant ninth chord

We have worked with triads and sevenths and we have seen the
great importance of the interval of the third in major/minor har-
mony and melody. In fact in major/minor tonal harmony the third
is the basis of the chords.

a) b) c) d)
1| 1 1 1 1 Iln
N3V > =4 i : P :[i i
5 b4 O 4E>b

We recognize the chords (a) and (b) from earlier studies. (c) is a
chord of the ninth, a chord of the dominant ninth, V¥ in f major.
The V? consists of the V7 chord plus the addition of a major third | I
above the seventh. This new note forms a major ninth from the

tonic. Hence the name the chord of the ninth. In its normal resol- A F
ution, this ninth can move either up or down: i

F v? I AN
The ninth also can be minor (see (d) above). In minor it assumes 4 - J | - |
the function of a leading tone to the root of the chord and the
normal resolution is downwards to this note:
yobs (» vib

Exercise: Practice ihe resolutions of V¥ in major and minor on the piano.
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Both the major and minor V? were used extensively during the Romantic period. Late ninetenth-century music contains many examples
of both melody and harmony influenced by the chord of the ninth. Here are two familiar examples:

César Franck: Sonata A-maj. for violin and piano

#“# = : \ — A
foy 01— !'5 —7 5 » ==
d ' 1 ~.__—r I p—
}
Aty ——
i 1 | L
1 3 1 =
- = 2!: p———g 1o : : —
d s . ;’_- . . . ?N\:’//F.
1 11 1
LYY + 1 L i P 1 o
H# { & "  ———————— | e ——T | D
3 e ] ? # 0 — ) :F
-L-_'_/ ' ‘Gh. *
. . . ] -\____//
———— ‘\-______—/
) Richard Wagner: Tristan and Isolde, Act. 11
MiBig langsam
{ . Isolde: ————
) = - - Y X {
=% a
O
Tristan:
T Y - } 1 |
5 £ f 7 » "f }.
o & - 1 1
0] Sink’ her - nie - der, Nacht der
NN M
beol o o &
R
—{
N B N
L 1 |
Ity

N
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Some composers went even further in piling up thirds. Study the following example from Richard Wagner’s Prelude to the third act of
Lohengrin:

Sehr lebhaft ]
5 ) U > 7 '.."_ ~ . (.‘;‘_\ ..!
e tht e =
r ] ] £ & ¢

%

e
::% S

&

i
™
"
::
/

EEffpft ECfef F £» a_-ﬁ}:. Phesy ., o o fo be-

The melody is based clearly on a chord built of thirds, and it adds another third to the chord of the ninth!
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a) b)

©
me

7b

In the above example the sign V*°b stands for a V® chord in first inver- chord”, e g eb db. This chord, which consists of three minor thirds,
sion with the reot omitted. The bass note is thus the third of the V® chord.  conlains strong leading tone tendencies (see the arrows in example a)
From this third (¢) up to the ninth of the V* (db) a diminished seventh and therefore has a very marked tendency to resolve to the triad
is formed, which explains the figured bass notation “diminished seventh  which follows.

Exercises:
1) Play again the seventh chords in B, Chapter XVI, page 105. While the chords are sounding, sing the appropriate dimished seventh,
beginning with the third of the V7 chord. Also sing their resolutions. No. 1in B, page 105, will be performed in this manner:

Ef'

|

i

1_

o
L]
o
-
=9
-

Play :

(ejeju e
LA
44 "
ale
— — —

2) Sing, naming the notes, the diminished sevenths with their resolutions (also to minor triads) as in the musical example b) above, using.
the following notes as starting tones:

== = =

& _
mi
¢

i
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(3) The notes below are (o be regarded as diminished sevenths (lowered ninth in a V® chord). Sing, naming the notes, diminished
sevenths downwards, as well as their resolutions according to the method outlined below,

1 2 3 4 5 6 '{ 8 9 10 11 12

'
B 11 1 |1 N 743 L i | = H_ Sk |
1 Ty H H e H H w e
:)u 1l Il 11 i } | 1

|

]
N
L

)|
4 H
t i
D)) - -
(Name the notes! )
4) Use the notes in A and sing diminished sevenths with their resolutions in the
following way: \
1 : 1
r {1 i 1
== H
-+ I z
(Name the notes' )
(5} Use the notes in B and sing diminished sevenths with their resolutions in the
following way:
I n
1
1 ] H |
1 L L i}
D) v : &

{Name the notes! )

In some cases it may be difficult to see the tonality in an arpeggjated diminished seventh chord
(a) il the notes extend beyond the basic chord (if the third of the V? is the lowest note).

(b} if there are big leaps within the notes of the chord. Examples:

a) b)
| Lo ~ F — L Tﬂl .
d = e L= " ~—
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The tonal stability of a chord is derived from a clear feeling of the
tonic, and knowing where the tonic is, the relationship of the notes
becomes apparent. But in the diminished seventh chord this tonic
is omitted and can be hard to determine, even visually, The tonic
of the chord can be located as follows: when the chord if arpeg-
giated, as in a), there always occurs an augmented second (here db
ef}). The top note in this interval is the third of the V% chord in
question. Its tonic therefore lies a major third below (in this case
c¢). The same reasoning applies to example b), even if the aug

mented second is somewhat harder to find here because of the
chord’s open position. To stabilizé your intonation when prac-
ticing melodies like a) and b) (and exercises 4 and 5 on page 125),
you are allowed to play the omitted tonic on the piano.

L3 A e =
Sing: %ﬁ"‘" y i ' z s
mng: S —e - T = o o e
+ : 2
A A
Play: % IE Z 1% X¥ =

Secondary seventh chords

All intervals are not obtained from the V? chord. A non-
dominant seventh chord has these characteristics:
a) itlacks a diminished fifth, with its strong tendency to resolve.

b) the seventh can be major.

These so-called secondary seventh chords can be formed on all
degrees of the scale except the fifth and seventh, whose sevenths
are always dominant, V7 and V¥ respectively.

c) its third may be minor,.
g ! | |

F

| AVACHR Vi g

Secondary seventh chords and melodies characterized by their
sevenths are usually sequential and the tonics of the cords fall in a

V1 1’ \' |

series of fifths. Study the following excerpt from J.S. Bach’s Inven-
tion in D minor:




i

|
B
5

Study only the melodies and then compare them with the outlined
harmonic progression. Even if the secondary sevenths are not pro-
minent in the Bach excerpt, the basis of this example is the same
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example.

type of harmonic progression as found in the previous C major
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Once your ¢ar has absorbed the harmonic progression, it is not usual- Another way of comprehending the sevenths in the melody is to
ly difficult to sing sevenths in this kind of melodic context. hear them with the missing thirds in the key.

g £ e P
& A

oo - I '
1'_— +— —1 — "—"‘? 1 etc.
o ]

The diminished third

The diminished third often occurs in a melody in conjunction with the Neapolitan sixth chord ('llel’). Its definite leading tone tendency
towards the tonic makes it easy to sing.

| i I‘_,r\ L |
_g E g. ﬂ
o
I ROV I

Exercise: Sing the melody in the above example in a number of keys. Name the notes! Play only the bass notes on the piano.

Melodies

i 1 h t 1 ] I
1. I | B  am— s - } p Ff‘*\ |
X | 4 1 T — 1 T —— 1
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Die Ge - rech -ten See-len sind in Got -tes Hand, und kei- ne Qual rih - - ret sie an.
Etwas langsam N —_— w3 .

LA

1
Der Reif hat ei - nen weis-sen Scheinmir 4 - - ber'sHaupt ge- streu - et

T
Sht
L

L 1R
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Larghetto
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Jesus:
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As we have noticed several times earlier, confidence in melody reading comes not from singing individual intervals, but from a thorough
understanding of combinations of intervals. These combinations are given here in tonal form, often combined with harmonic

progressions. The movements of one chord to another create the harmonic progressions of a composition. Security in melody reading
also implies the ability to read quickly and to understand the harmonic progressions.

In the following example from Wagner, the sight reading demands are great because the composer has exploited the chromatic potential
of the tonal system to the full. It also is difficult to find and analyze the tonal center. It is quite worthwhile to become thoroughly
familiar with this type of material. Here again the sight reading procedure is based upon knowledge of music theory.

In teaching groups of three to five students, the author has used the followihg method in studying the Wagner example and similar
material:

1) The student first should attempt to discover the harmonic progressions in either the complete example or in a small portion
of it (possibly with the guidance of the teacher).

2) The teacher (and later the student) should play the harmonic progressions by reducing the accompaniment to the basic chordal
patterns (so-called harmonic reduction),
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A reduction of Example No . 27 on page 140 could take the following form:

3) One student (or several students) should sing the solo part (first without text) while the teacher or another student plays the
harmonic reduction.

4} One student should sing the solo part to a piano part which is reduced even further, one which possibly contains only the bass
notes or roots of each chord.
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(1) The anthor is awgre of the frequent use of the term “leading-tone triad”
and the symbol VII7, but he feels his terminology has sironger meaning in
terms of harmonic function.

8
{2} The cadential 4 chord here is given the function symbols Vf § (rather
than Ia— V), because the author feels this shows the tone function more
clearly.

The author prefers the term dominant ninth chord with omitted root, just as
he preferred the term dominant seventh chord with omitted root.
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RHYTHM EXERCISES

This section contains ten series of notes (I - X), each with 12 different rhythmic patterns based on them. The 120 examples are arranged
mostly by increasing degree of difficulty. They can be used in the following ways:

1. As written dictation

First the student should copy down the series of notes on music
paper and then close the book. The teacher will play the examples
and the student will notate them. Before the example is played
through the first time, the student should be told the meter and
the tempo. Then the teacher will play the example, counting out
one free measure. Of course this counting must be repeated when
necessary before going on to the next example. The number of
times the example has to be played will vary according to the
degree of difficulty and the student’s aptitude. Five attempts may
be regarded as average. The time span between them depends on
the speed with which the student can write down the notes.

Even students who have no teacher can learn much from this
material by using a tape recorder. Each series of examples can be
recorded in advance either by the student himself or by someone
else. From a practical point of view it is best to record about five
versions consecutively, leaving about 10 seconds’ pause between
each one, This will enable the student to stop the recorder after
each playback to do his notating. Information about meter and
tempo marking also should be recorded before the first version
(the tempo given by counting), Write out all ( or half) the examples
in any one series before comparing them with the “answers” in the
book. It goes without saying that the recording of the examples

must be made with great rhythmic precision.
No indications of tempo are given in the examples, although in

some cases the thythmic structure and manner of notation suggest

(1) See Lars Edlund: Modus Novus  (Nordigska Musikférlaget)

certain interpretations. You should practice taking dictation at
different speeds, but for each individual example you should al-
ways maintain the same tempo.

Dictation is an effective exercise in comprehension, memory, and
notation. It is worth all the time you devote to it!

2. As reading exercises
(2) You can sing the examples as written.
{b) You can read (or sing on one tone) the rhythm only on any
syllable.
(c} Yo ucan play the examples on an instrument.

3. As material for your own rhythmic invention
Make your own rhythmic patterns for the series of notes. You
may find that the degree of difficulty will rise too quickly. Try to
remedy this by composing new examples. By comparing the
examples in each new series in the book with those in the series
immediately preceding it, you will be able to get an idea of how
the rhythmic material is expanded. This should suggest ideas for
your compositions.

Sections 1X and X fall ouiside the framework of a book such as
this one which deals with major/minor tonality, since these sect-
ions are based on the twelve-tone series. They have been included
for the purpose of introducing the student 1o tonal material not
restricted to a key. The examples serve as an orientation to the
practice of music-making in free tonality! M
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The figured bass exercises have the following purposes:

1) DICTATION: The teacher should play realized versions of the
figured bass examples from the appendix containing the figured
bass parts (page 208). The student should analyze the chords
aurally and write the figurations for the examples in the book.

2) KEYBOARD EXERCISES: The examples dictated during the
lesson should be given as homework for the student to realize
on the piano at the next lesson.

These exercises not only effectively develop an ability to listen
and think in harmonic terms, but they also develop proficiency in
using the principal major/minor chords at the piano. Together
with the harmonic exercises on pages 193 - 202, the Figured Bass
Exercises give many opportunities to improvise freely and play by
ear.

REQUIREMENTS:

Performance of these exercises requires

1) the teacher to be able to realize the figured examples which are
found in the appendix.

2) the student already to be able to read figured bass symbols, or
else he will have to learn as he goes along,

3) the student to be able to play these exercises on the piano and
to have familiarity with the classical conventions governing the
movement of voices in four-part harmony.

The subject of figured bass onty has been briefly touched upon,

since its scope is beyond the aims of this book. Students wishing

to acquire knowledge of the fundamentals of figured bass theory
are referred to other literature! ()

"} For example, Keller: Thorough Bass Method, Norton. For the study
of more advanced figured bass playing, see Rob. Donington: The Inter-
pretation of Early Music, Lo ndon 1963, and F.T. Arnold: The Art of
Accompaniment from a Thorough-Bass, London 1931, 1961.

FIGURED BASS EXERCISES

GENERAL DIRECTIONS:
Here is a brief outline of the most common figured bass symbols.

The figures show the intervals in each chord, starting from the bass
note going upwards.

These differ from the chord symbols, which are determined by the root of
the chords and their function in a particular harmonic context. The figured
bass symbols say nothing about this context or the function of the chords
in relation to other chords. The number 7 below a bass note does not
necessarily mean a dominant seventh chord. This will depend on whether or
not the bass note in question is the dominant of the key in which the music
is written (or is in at that particular moment).

1. All figures indicate intervals formed from notes found within
the key. If an interval is to be raised or lowered, this is indic-
ated by #, b, or [ beside the number in question. The augment-
ation of an interval can also be indicated by a figure with a +:
6+,4+,2+, 58

2. An accidental by itself without a figure always refers to the
third of the chord.

3. A noie without a figure indicates a triad in root position.

4. The number 6 (or §) means a chord in first inversion (six
Note : chord).
Certain figures in the symbols often are. omitted, jusi as they are in the
actual designations of the chords. We usually say ‘“six-five chord”, not
““six-five-three chord”. But if one of the intervels in the chord is changed

chromatically, then the cortesponding figure must appear together with its
appropriate accidental.

5. § = means a six-four chord
7 .

6. 7 (or 7 or 5) means a seventh chord
3

-] .
7. & {01 5) means a six-five chord
3



4 6
3.3 (org ) means a four-three chord

6
9. 2{or g or4 ) means a four-two chord
2
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10. Several figures appearing one after the other below the same
bass note usually indicate the linear movement of a part. Usual-
ly one or more notes will remain stationary. These notes are
generally suspensions, neighboring tones, or passing tones. For

example:
[ o e S,
. N —
E ”) h 2l wJ- g
ﬂ | o T
-1
o) - r v f}zl F £ Iy % P
i F(j r } V4 PI} %r)
6§ —5 4 5 — 6 g —6 9 8

1. Fuster bass parts which move chiefly by step often contain
unharmonized passing tones, and the chords fall mainly on the
accented down beats. In these exercises certain passing tones
have been marked with a horizontal line in front of the note.

SOME ADVICE ON USE:

When giving dictation, the teacher should play slowly, play only -

stnall sections at a time. and repeat each section as many times as
may be required. He also should make sure that the student js
certain of the bass note on which the whole figured bass is built.
Violinists, Mutists, sopranos. and tenors sometimes have difficulty
i wdentifying the bass of a chord. Often itis a good idea to let the
student sing the bass of the chord. as well as the complete chords
i close position, naming the notes.

When the student plays music incorporating figured bass, he
should begin with traditional four-part harmony in close position,
with the left hand playing only the bass part. In the author’s
experience. however, it is wise not to be as strict when the student
is playing as when he is writing out the exercise. Psychologically it
often helps to ignore consecutive fifths and octaves rather than to
inhibit the student’s freedom at the keyboard by rigorous
demands. One is reminded of the old principle that “since music
exists solely for the ear, a “mistake” which does not offend the
ear is not a mistake.” (Michel de Saint-Lambert’ Nouveau Traite
de UAccompagnement du Clavecin, 1707)

ll 21 IL 2 ! 2 3 4L
Gl | ) 1 . )| 0 '
2 = = 2P N 3T ZE




182

1 2 3 4 1 2 3 4
O ) ] ' T t I 1] - [ "
4 I | sEE e —1r
1 2 3 1 2 3 4
- = 1]
6 FhpsF I F =—] 755 = =
| ' I
1 2 3 4 1 2
' 1l 0
8 l f © §9;H’ 5 —Z — ©
1 2 3 1 2 3 4
)] 1l
10 5 === e =
I l3 4 1 2 .3'1 4 5
| 1
12 s = 13Fe e
I 2 3 5 L . 2
1 1 b} 1|
14 = 5Fe e =
< R
" 1 : 2 ] 1 2{ 3 4
16 Fipte ' 1 1722 = =




183

i
1
7z

|
XX j

Lo

21

|

i

20

2257

(o]

-
[ =
T
|

v

>

X

Ol > )
0

26

p=

I : ]

ny
h1
h L]

Fa




184

¢
|
]

4%

1 1 1

|

b 1]

A W

36

1
i

372X

(>

382

15

14

13

12

11

10

F4 Y]




i85

T
4

15

14

13

12

11

10

-

r{)

r4x
hall [N

lbl;

40

16

15

14

13

12

11

10

N

il O

L.

o)

41

11

10

&)

17

16

15

14

13




186

12

11

10

5

18

Iz

16

15

14

13

I
1.4

i1,

10

Z

17

16

15

14

13

12

—x

A




187

14

13

12

11

10

2

19

18

17

16

15

4K & ]

"
7.4

r

L2 ]
[} )
[ 31

0
0

sy

>

nff W+
L.

b

F % CHIN |

46

vi—

J°K & ]

” ]

| 5 )
* 17 8

47

10

jeL @ ]

y 0.




188

==
I I -

]
1)

48

1y

10

97N

e

nmn
N
1T
-] R
-4 Mﬁl
]
[Tl
G .
b=
L}
|
[
s L 18I
- T
;nHII
.IJIr
i Nl
(2]
< ) -
e
O~
4

14

13

12

11

10

F—'—'

[ § ]




189

4 /N

=

=

270N

10

2

1N
1

o)

16

15

14

13

12

1 7

4, Ol |

hif TN #
P

21

20

1970\

18

i7

-




190

-

#l

r41

v

12

11

-

10

N7 4
)

ﬂ- ole
Gy C
Y
N
b
- L
JU
— | =
21 -
1
[
» »
N mr s
9 Y
T
N
N



191

LD huig 1R
N
1 -
u L]
H— on
1]
.m: ¢Ri- €
118 X '
Napg
t~
.
¢ q .
o
ol HH
° XX

|74




192

F i ]
L Wi

10

s S

/—'—'~'\

I4m

13

12

H




193

KEYBOARD HARMONY EXERCISES

The following material consists of many examples containing
various kinds of chords. They cover most of the chordal material
encountered in any traditional harmony book. But this is not a
harmony fextbook! Nothing is mentioned here about the move-
ment of parts, the treatment of dissonances, etc. The exercises are
suggestions for Keyboard practice relating to traditional harmony,
which often tends to become stereotyped in abstract written exer-
cises. The purpose of these exercises is to have the student play
harmonic impulses, cither here in the form of chord symbols, or
from his own imagination or memory (improvisation, playing
tunes, playing excerpts from compositions, etc.).

The second is the more important. Realization from the chord
symbols is merely the methodical task which will lead to greater
facility on the keyboard using the framework of major/minor to-
nal harmony. Many people fancy that they have a natural aptitude
for playing by ear. Usually they have learned to do this in child-
hood - perhaps because they had difficulty in learning to read
music! Others who depend more on the printed music can, by
practice, fmprove their playing by ear. Careful study of the mate-
rial provided below will prove this fact. This demands  lot of hard
work, and the following exercises contain only one of several
methods in this type of training. Do not forget the Figured Bass
Exercises, page 180, which to a large extent develop the same
skills as the exercises in this chapter.

HOW TO PLAY THE EXERCISES:

It is essential for the student to be familiar with the chord symbaols
and to be able to play the piano well enough to play these exer-
cises. Most students probably will find it difficult to do the exer-
cises without the guidance of a teacher.

As in the Figured Bass Exercises, we take four-part harmony as ¢
starting point, but we do not make it the basis of hard and fast
rules. These are keyboard exercises, not strict choral harmony,
Practice three-part harmony frequently, even if the ¢xamples are
mostly in four parts. You must feel free to change the number of
parts. Do not stick to one particular key. The models are written
always in the key of C only for the sake of simplicity.
Furthermore, each example should be practiced

a) with the initial chord in different positions.

b) in both close and open positions.

¢) in major and minor keys unless otherwise stated.

The relationship between rhythm and harmony is an important
aspect of theory. For the special study of this relationship, the
student is advised to consult music literature.’In the following
exercises we merely stress the importance of giving a clear
thythmic outline at the piano so that they do not result in a series
of chords of arbitrary duration, They must devetop into rhythmic
figures which become formal elements to both student and listener
(real or imaginary). The rhythms given in the examples on the
next page are only suggestions. Duple and triple meters make
good basic altematives. Experimentation should be done in various
forms and different tempos. The teacher should be critical of the
harmonic/rhy thmic relationship.

Finally, the exercises also can be used for chordal dictation, The teacher should play the examples and the pupil should write the chord

symbols without notation.

1) The relationship between rhythm and harmony is treated in, among

other sources, Walter Piston: Harmony, Norton.



194

Lay21v|i-| bygi-v|r1--|
) b2) |
— — - —
i
Example: i “
; L ]
1 (|
ﬂj 41 |
22y 31ve|1- | by 2 1-vé|1-- |
3. f‘,“VI [- I' Also in triple meter:
4. 211° | l\/-l I- || Try also to do the examples using slightly more movement in the melody line.
T
%
Example: r *
0 ; E
% |
1§
S.a)fr-v-|v-1-| by21|v-vli- |
6.31-1%|v-v|1-- |
T4 1-vev |18 |w.v-|1-=|
N |
y e | t 4_‘{ ; j E ‘= Y j i

Example:

| —emll
—%

- —— ~

L 18

H£
il




8. qvel 11°1[Ivo-| 1 -|

9. 2) 3 11Vé| 1]

Example:

Example:

a)
% 3
gz: o—

10. 3118V 1§ -v| 1--]

1 2r-ve 1§ -v|r--|

e e
gﬁ? ' r I
e =

b) 4 FIVEIV| V - T -]
b) .
e — . f
ﬁ 1
- R T -

———

%

Example:

195

:

i

N |

i




196

123 V'] 1]
133 1V|T- | I S i
)| 4 l | {
14. 3 1V? |[51v| g-v I I- Il Example: | F ?
6 ON + ¥ 1 +
or VII e !
—— } .
—— -} n
== =
15 3 LIOIvVEie ve §| 1- | Example: r
i " i
) | ] 1
= ——
16. 3 I I nk-v I 1 || Note: Don’t forget that a minor subdominant (here 1V §) can occur in a major key and a major subdomi-
C 4 nant in a minor key. Practice both!
| ]
73
I = #
17. 3 1o -V 1- | Example:
S =i £
L 1 Ll
[>] 1
|
18. 3 1|ug-ve| 1| Example: (b
1
gE [ > 1




19.

o

20.

o

21.

p—

197

Hepg® - v - |

vE 3
il ll](;)- V%l I- Il Example: , ( ) %
> 1
%g_i 2 -
/
G | |
1
3 ¢ ’
| | H(b) V| i- ’l Example: .
|

or Example:
l(b)ING'V| |'“ Ok ) | 1
th 6 a i 7 H
11,2 or N* means a Neapolitan sixth ~%ord. i
1 1 .
=1
v | 1- “ Example: g
i 1
1
ﬁj r,




198

23. 2 v°gb| I®... Finish the example and end with the tonic in root position.,
7
1
I ! |
b —
-
24.3 1|Iv- vos‘l 1 ... Finish it yourself!
[l
e
1 t
v I
| 1l
&
25. 3 T|1v®v®2| 1§ ... Finishit yoursel! i
s §F F i
Rt X3 i
1 ===
& 5 ¥ 2 (=
26. 3 1-18|v/v-ve[1-v7 | 1-- | =
5 }
= Z:
I

T®



i99

27. 3 1 Ve a§|vev-v) 1- |

e

iE
]

Ha —n“
QR

L1188

-

M1 EER
3

28. 31-V vjveT |1 |

o DR R S
__.! o - ZZs
29. 31-vg v v |- | ® | F
LEEE=-
A | | |
.~ &

=n

—w/ N

30. 21-v3/ v viss |-
3 o




200

e —
e Lo 0
33 VO V[V |- | ' |

[>] 1 | H
[ ] L ! ]
ni .
. | .
2. 4-vyyvlye g 1| F .
gt
- (J[ i ] )

In the following examples the student must complete the exercises first by creating a good beginning, then by playing the given harmonic
progression, and finally by completing them in a suitable manner.

B v‘”b/vl Voo 34 Vo V| v L.

37. The secondary dominant or applied dominant, V 7/ v -1V, should be practiced in the following versions:

) i, VIV V... ) VeIV IV
&) e vinv| ... d) voinyl| ve, .. ...
&) vernnn. Vo7 (z),'wl V... £ vesthv| v,
g e VOav] Ive ...

38. The following cadence !) contains these additional chords of the major key: mediant, submediant, and supertonic. The cadence
should be practiced in all major keys. Practice both close and open positions in various ways,

) Used by Anton Bruckner in his harmony teaching.
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39. In the following cadence practice the same chords in the parallel minor key. Carefully study the chords which differ from those in
the major key. The cadence is to be practiced using the same principles stated in exercise 38.

Il | | 1 1 N 1
[ 1 1 j i 1 j 4 1
. &3 ]L
2 ! - £ .
o f f
1 VI m v Vi IV vl

40. Practice the secondary dominant to supertonic of the related major, V/II - 1L, in all major keys. The secondary dominant should be
practiced in the following versions:

) ciieiiiin. 11711 N S | b) ... VAT TR | I
S I vin| u ... ) vém| o o
S T vin| o ... ' I Vflnl ) R
8) i v o ) IR vom| e ..........
Do L% 111 {5 § N,

41, Practice the secondary dominant to submediant, V/VI - VI, in all major keys. The secondary dominant should be practiced in the
same versions used in exercise 40.
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42.
43.

44,

45,

Practice V/VI - 111 in all major keys. Here also the secondary dominant should be practiced in the same versions used in exercise 40,

Th e secondary dominant to primary and secondary chords of the minor key should be practiced using the same principles as shown
above for the major key.

Practice modulation to the keys temporarily affected by the above secondary dominants to various primary and secondary chords.
Do not lead the examples back to the original key, but complete them in the key to which the secondary dominant has temporarily
led, thus becoming the dominant of the new key.

Let us conclude this series of keyboard harmony exercises by practicing different resolutions of the diminished seventh (v 09). It
has been encountered previously in connection with melody reading, page 124. There it was pointed out that this chord, which
consists of three minor thirds piled one on top of the other, contains streng leading tone tendencies. This is partly true because it
also contains two diminished fifths and no perfect fifth.

Suppose you hear a diminished seventh without seeing it notated. It is impossible to say for certain into which key the chord will
resolve, since each of the four chordal notes can act as the leading tone of the resolution key, or the third in the V09 chord. (Refer
to the explanation on page 126). In other words, we do not know whether we hear a V02, VO-‘; , V°43, or a V02 chord.

The examples below will demonstrate this clearly, Play the chords in the right hand and let them sound for a few moments before
playing the “omitted” bass note in the left hand. Notice how clearly the bass note stabilizes the tonality and govems the resolution.
When the bass note is added, the other notes in the chord acquire a definite function. The leading tone with its resolution has been
marked with an arrow.

EXERCISE: Practice these four different alternatives for resolution using the following
two diminished sevenths: 37 it

Key and function: i D: v I F: ver 1% Ap: V9 f® B: v% 1

|
i
!

Omitted bass note: |

J g #

Because of its ambiguity this chord is useful for purposes of modulation, Stylistically such modulations belong chiefly to a somewhat
chromaticized major/minor tonality as used by the late Romantics Liszt, Wagner, Reger, and Mahler.

EXERCISE: Practice modulations using the V®? chord as the means of modulation,



HARMONIC EXERCISES IN CONNECTION
WITH THE MELODIES SUGGESTED METHOD

The skills which have been acquired through practice in keyboard harmony, page 193, also can be applied to harmonic exercises
in melody reading. This can be done by using the following method after the student has sung the melody. (Melody for de-

monstration purposes - No. 9, page 9).

The teacher should play the melody harmonized very simply.
(See also 1 and 2 below. Notice; Only chords from sections 1
and 2 of the Keyboard Harmony Exercises are used!) Possibly
only the melody and the bass parts should be played. The

Alt 1

L —

teacher should not harmonize each melody note with its own
separate chord. This type of harmonization is often rhythmi-
cally very heavy. Allow various notes to be passing tones,
neighboring tones, etc.
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The student should notate the bass line and identify the
harmonic function of each note. Later these should be written
in pencil under the notes.

The student should sing the bass line, namine the notes from
the fraction symbols. Perhaps first he should read the names
of the notes.

The student should sing the bass line while the teacher or
another student sings the melody.

The student should sing the melody and play the bass line
on the piano at the same time.

The student should play the melody and the bass line on
the piano. This can be done even by students whose basic
instrument is not the piano. Students with greater facility
naturally should practice more than just the melody and bass
line. One may notice that here it often is better to have
too few tones in the chords than too many. In these exercises
we arc not searching for traditional four-part writing. The
teacher may choose a number of melodies from each chapter
for that type of exercise. The progressions used should follow
principally those in the Keyboard Harmony Excrcises. See
the table above on page 6.
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Sources of melodies in Melody Reading Exercises

Melodies not included in this list have been
composed by the author.

The Swedish folksongs are taken mostly
from Sture Bergel - Musikkommentar till
Geijer-Afzelius:  Svenska  Folkvisor,
Stockholm, 1960. Most of the melodies in
Chapter XV are taken from Europiische
Lieder in den Ursprachen, Berlin, 1956.

Chapter VI

13 J.S. Bach: Fugue in E major (Well-
Tempered Clavier 1I)

14 R. Schumann: Dichterliebe

15 J. Brahms: Haydn variations

35 A. Striggio: I cicalamento delle donne
al bucato

Chapter VII

19 I.S. Bach: Fugue in C minor, Well-
Tempered Clavier 1

Chapter x

4 J.S. Bach: Fugue in C major, Organ
Works, vol, V11

5 J.S. Bach: Fugue in C major, Organ
Works, vol. [1

6 L. van Beethoven: String quartet in E
minor, op. 59 No. 2

8 Melchior Franck: Da pacem (Canon).

10 L. van Beethoven: Symphony No. 2 in
D major

15 J.8. Bach: Fugue in C major, Well-

17
18
20
21
22
23
24

25

26
27
29
30
31

32

33
34

35

36

37
38

Tempered Clavier [

J.S. Bach: Fugue in E major, Well-
Tempered Clavier I}

W.A. Mozart: Symphony in G minor,
K.550

B. Bartok: For children

F. Schubert: Die Winterreise

J_ Sibelius: Finlandia

Carl Nielsen: Piano music for young
and old

J.5. Bach: Fugue in F. major, Well-
Tempered Clavier 1

J.S. Bach: Fugue in C major, Well-
Tempered Clavier II

[. Stravinsky: The Firebird

W.A. Mozart: The Magic Flute

R. Schumann: Dichterliebe

Swedish Hymnal No. 35

L. van Beethoven: String quartet in C
major, op, 59 No. 3

W.A. Mozart: Symphony in D major,
K. 385 (Haffner)

A. Striggio: Il cicalamento

Swedish folk tune (Dalarna)

J. Haydn: Symphony No. 94 in G
major (Surprise)

J. Haydn: String quartet in B major,
op.76 No. 4

R. Schumann: Frauenliebe und 1eben
L. van Beethoven: Symphony No. 2 in
D major

F. Schubert: Die Winterreise

oo N =

12
13

15
19

20
25
26

30
31

37
38
39
40
41

42
43

45

4649
50-53
54-56

Chapter X1

Swedish popular melody

Swedish folk song

French carol

1.S. Bach: Art of the Fugue

J.S5. Bach: Fugue in E minor, Well-
Tempered Clavier 1

Swedish folk song

3.8. Bach: Fugue in D minor, Well-
Tempered Clavier [

J.S. Bach: Fugue in G minor, Well-
Tempered Clavier |

A. Krieger: Chorale

R. Schumann: Liederkreis, op. 39
W.F. Bach: Sinfonia in D minor

J.S. Bach: Fugue in F minor, Well-
Tempered Clavier I1

J.S. Bach: Fugue in G minor, Well-
Tempered Clavier 11

J.S. Bach: Fugue in B minor, Well-
Tempered Clavier [1

J.S. Bach: Art of the Fugue

F. Schubert: Die Winterreise

I.S. Bach: Fugue in F minor, Well-
Tempered Clavier 1

Hymn, Middle Ages

Antiphon, Middle Ages

Hymn, Middle Ages

Graduale Romanum: Mass XI

French carols

I. Stravinsky: Les Noces

1. Stravinsky: Rite of Spring
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1

11
12

13
14
15
16

17

18

19

20

21

22
23

24
25

26
27
28
29
30

Chapter XIII

J. Brahms: Symphony No. 1 in €
minor

P. Tchaikovsky: String quartet in D
manor, op. 11

1.S. Bach: St. Matthew Passion

1.S. Bach: Fugue in B major, Organ
Works, vol, VIII

English nursery thyme

R. Schumann: Dichterliebe

G.F. Hindel: Messiah

W.A. Mozart: String quartet in E
major, K. 428

W.A. Mozart: String quartet in D
major, K. 575

W.A. Mozart: String quartet in D
major, K. 575

W.A. Mozart: Symphony in D major,
K. 385 (Haffner)

1.8, Bach: Sonata I, Organ Works, vol.
|

J. Haydn: Symphony No. 94 in G
major

H. Purcell: Fancy No. 4

J.S. Bach: Sonata III, Organ Works,
vol. [

L. van Beethoven: Violin concerto
W.A. Mozart: Violin sonata in A
major, K. 305

W.A. Mozart: Eine kleine Nachtmusik
English nursery thyme
Swedish-Finnish folk song

C.M. Bellman: Fredman’s songs

A. Sdderman: The Wedding at Ulfisa

31-33 Swedish folk song

34  W.A. Mozart: Violin sonata in B
major, K. 454

35 L. van Beethoven: String quartetin E
major, op. 127

36 L. van Beethoven: String quartet in B
major, op. 18, No. 6

37  F. Schubert: Piano sonata in D major,
op. 53

40  G.F.Hindel: Acis and Galathea

43 1.S. Bach: Wachet auf, Organ Works,
vol. VII (Cantata 14)

44  L.van Beethoven: String quartet in B
major, op. 130

45  W.A. Mozart: Violin sonata in F
major, K. 547

46  J.S. Bach: St. John Passion

4748 Franz Berwald: Estrella di Soria

49  J.A. Lindblad: Near

50  J.S.Bach: St. John Passion

51-54 1.5. Bach: St. Matthew Passion

55  J.S. Bach: St. John Passion

Chapter XIV

2 L. van Beethoven: String quartet in F
minor, op. 95

11 Tor Aulin: Four watercolors for violin
and piano

13-14 L. van Beethoven: String quartetin C
minor, op. 131

16-17 F. Schubert: Die Winterreise

18  Swedish folk song

19 L. van Beethoven: String quartet in C
major, op. 59, No. 3

20  Swedish folk song

21 L. van Beethoven: String quartet in A
minor, op. 132
22 G.F.Hindel: Messiah

23-24 Swedish folk song
25 Danish folk song
26-28 Swedish folk song

29  G.F.Hindel: Piano suite XV

30 Fr. Chopin: Mazurka op. 59

31 Fr. Chopin: Mazurka op. 67, No. 4

32 J.S. Bach: Fugue in C minor, Well-
Tempered Clavier 1

33 J1.8. Bach: Fugue in E minor, Well-
Tempered Clavier 11

34

J.S. Bach: Fugue in F minor, Well-
Tempered Clavier I
35 1S. Bach: Fugne in E minor, Well-

Tempered Clavier 1

37  Swedish folk song

38 1.8. Bach: Fugue in D minor, Well-
Tempered Clavier 1}

3940 J.S. Bach: Art of the Fugue
41 J.8. Bach: Fugue in D minor for piano

42  F. Schubert: Symphony No. 4 in C
minor
43 ].S. Bach: Fugue in C minor, Organ

Works, vol. 11
44-45 Swedish folk song

46 I.A. Lindblad: Confession

47  ].S. Bach: Partita 2 for solo violin

48 I.S. Bach: Fugue in E minor, Organ
Works, vol, I1

49  J 8. Bach: Sonata 4, Organ Works, vol.

I
J.S. Bach: Jesu, meine Freude, Organ
Works, vol. VI
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Chapter XV

Neidhart von Reuental {c. 1250)
Hungary (after Bartok)
Turkestan
Kasan-Tartar
Russia

Java

North America (Indian)
Mongolia
Scotland
Peru (Indian)
Poland
Lithuania
Croatia
Russia
Catalania
Stovakia
Latvia

Russia
Finland
Russia
Bungary
Lithuania
Hungary
Poland
Ukraine
England
Russia

Russia

Lapp melody
Serbia
Roumania
Bulgaria
Indonesia
Macedonia
Armenia

- Chapter XVI

L I OV

6

15
16
17
18

19
20

L. van Beethoven: String quartet in B
major, op. 130

G.F. Hiindel: Messiah

G. Mahler: Revelge

W.A. Mozart: Requiem

J. Haydn: String quartet in C major
op.76,No. 3

J.S. Bach: Concerto for two violins

J. Brahms: German Requiem

G.F. Hindel: Messiah

J.H. Roman: Sinfonia in G major
W.A. Mozart: Violin sonata in E
major, K. 481

Rimsky-Korsakov: Scheherazade

J.A. Lindblad: For ever

21-23 J.S. Bach: St. John Passion
24-25 J.S. Bach: St, Matthew Passion

S B Wb e
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Lol =

12-13
14

Chapter XVII

J. Brahms: German Requiem

F. Schubert: Die Winterreise

G.F. Hindel: Messiah

W.A. Mozart: Requiem

G.F. Hindel: Messiah

J.S. Bach: Concerto in D minor for
harpsichord

G.F. Hindel: Messiah

J.S. Bach: Partita 2 for solo viclin

J.8. Bach: Suite 2 for solo violoncello
J.8. Bach: $t. Matthew Passion

W.A. Mozart: Violin sonata in A
major, K., 402

Franz Berwald: Estrella di Soria

1.S. Bach: St. Matthew Passion

15-16 J.S. Bach: St. John Passion

17-18 1.S. Bach: St. Matthew Passion

19 C.M. Bellman: Fredman's songs, No.
30

20 Franz Berwald; Estrella di Soria

21-23 W. Stenhammar: Gildet pa Solhaug

24 Ture  Rangstrom: The sea s
murmuring
25 Ture Rangstrom: An old dance

rhythm
26-27 R. Wagner: Lohengrin
28-35 R. Wagner: Tristan und Isolde

Reference list of
figured bass examples

3844 from J.S. Bach: Grundlicher Unter-
richt des Generalbasses

45-47 Purcell: Dido and Aeneas

48  1.5. Bach: from Schemellis’s Hymnbook:
Brunnquell aller Guter

49 1.5, Bach: from Schemellis’s Hymnbook:
Jesu, meines Herzens Freund

50  J.S. Bach: from Schemellis’s Hymnbook:
Komm, susser Tod

51 ]8. Bach: from Schemellis’s Hymnbook:
Kommt Seelen, dieser Tag

52 1.8, Bach: from Schemellis’s Hymnbook:
So gehst du nun, mein Jesu, hin

53 1.S. Bach: from Schemellis’s Hymnbook:
Selig wer an Jesu denkt

54  1.S. Bach: from Schemellis’s Hymnbook:
Mein Jesu, was vqr Seelen Weh
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Key to Figured Bass Exercises
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