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CHAPTER I

LEARNING ABOUT
SGALES AND INTERVALS

Scales and Their Relationships
Before we are able to identify all intenals we must learn about the structure of
major and minor scales, since the terrfis ma.jyr and, minm occur fiequently in
the designation of many intervals. \4,e r,,'ill see that these interrals are used to
build our major and minor scales as well as many of the other tlpes of scales
that we will treat in chapter IX. we will use the first portion of this chapter to
study major and minor scale construction, the key signarure for each scale,
and the larious relationships between major and minor scales, and devote the
second portion of the chapter to the spelling and notation of intervals. \4re will
postpone the actual singing of scales until Chapter II.

THE RELATIoNSHIP We will learn scales quickly if r.r'e first teach ourselves to instantly recognize key
o F K EYs 

;'ffi :rul. I;:;;'l ;'fllT.; ;':, ;?,:"i ;L H.T:ffi J*i:. fi.tr Jj
iTr,ililHi;::':1ffi::ii**m:i::::ffi ll":"ilxiff #H:*"J9. keys with a growing number of flats. Relative minor keys are placed

H':;ffi :r:il,i'l*jffi :T..;x",*i:.J3:;:T:T;Ti":::"ffi ;
major scales and their relative minors.

(no flats)
(no sharps)

C

G (1 sharp)

(2 flats) B! D (2 sharps)

(3 flats) Eb A (3 sharps)

(4 flats) AI E (4 sharps)

(7 sharps) Cl
(5 flats) Dl

B (5 sharps)
Cb (7 flats)

The Circle of Fifths
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MAJoR scALEs AND Now let us study the structure of major and minor scales. In the diagrams
THEIR RELATIVE below, rounded brackets above the notes signif whole steps and angular

MINoRS brackets below the notes, half steps. A half step is the shortest difference
between rwo pitches in either direction: A-Bb or A-Ab; while a whole step is
made up of rwo half steps in either direcrion: A-(A{)-B or A-(Ab)-G.

The major scale is constructed in the following manner:

234567

There are three types of minor scale, each constructed srightly differently.

1 2 3 4 5 6 7_8{1} 7 6 5 4 g 2

Natural, Simple, Modat,

or Pure Minor

2 Melodic Minor

fu the melodic minor ascends, the sixth and seventh scale degrees are
raised; they are lowered again when descending. The descending melodic
minor is like the natural minor scale. on a rare occasion, you will find the
ascending form of the melodic minor scale used when descending.

2 s 4 s 6"o7 g"''T
3 Harmonic Minor
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THE REI.ATIONSHIP
BETWEEN MAJOR AND

MINOR SCALES

This scale is the same as the natural minor, except that the seventh degree
is raised both ascending and descending, creating an interval of one and one-
half steps between the sixth and seventh scale degrees.

Each major scale has a relative minor scale. The key signature for both the
major scale and its relative minor is the same, as is the collection of notes con-
tained within each, but that is the extent of the relationship. Each scale starts
on a different note, thereby arranging the notes in a different order. To find
the relative minor of a major scale, count down three half steps (a minor
third) from the key (tonic) note:

p C major to A minor (both have no sharps or flats in the key signature),
o D major to B minor (both have two sharps in the key signature).

A CHAPTER I LEARNING ABOUT SCALES Al{D INTERVALS
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conversely, to find the relative major of a minor scale, count up three half
steps (a minor third) from the key (tonic) note:

o F minor to A| major (both have four flats in the key signature),
o E minor to G major (both have one sharp in the key signature).

Here is the full table of key signarures:

Major

Relative Minor

Major r Bt E Ab Db Gb cb

RerativeMinor 
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WRITTEN EXERCISEIS

write out the following scales by half and whole steps, without using key signa-
tures.

Example
B minor melodic

Example
B minor melodic

1. D minor, melodic
2. Eb major
3. F minor, harmonic
4. A major
5. Cl major
6. C{ minor, simple
7. F{ major
8. C minor, harmonic
9. D major
10. Ab major

A minor, melodic
Eb minor, harmonic
G minor, simple
G major
Db major
E major
Ff minor, melodic
B! minor, harmonic
Bb major
Cb major

11.

12.
13.

14.
15.

16.

17.
18.

19.

20.

write out the twenty scales above in both the treble and bass clefs, using key
signatures.
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ldentifying lntenrals
Now we will study the notation and spelling of all intermls that are contained
within the octave, as well as those that are between one and two octayes in size.
starting in the next chapter we will begin to sing and hear all intervals within
the octave separately, one by one.

cLAsslFlcATloN oF An interval is the distance between any two musical pitches-in ollrer words,
INTERVALS the difference or amount of aural space berween two musical tones. In our

western musical system we divide intervals into two groups:

1 those that are smaller than an octave, or witlin the chromalic scale of
an octave (C-Cl);

2 those that are larger than an octave.

Intervals within the octave are the following:

Simuttaneously Notated Successively Notated

Unison (Prime)
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9th (a 2nd plus an
octave)

10th (a 3rd plus an
octave)

11th (a 4th plus an
octave)

12th (a 5th plus an
octave)

13th (a 6th plus an
octave)

'14th (a 7th plus an
octave)

15th (compound 8ve or
two Sves)

TYPES OF INTERVALS

Intervals larger than an octave are the following:

Simu Jtaneously Notated Successively Notated

The intervals rvithin the octave are called unisons, seconds, thirds, fourths,
fifths, sixths, and sevenths. These intervals fall into mo different categories

depending on how they are formed. The intervals u'ithin the first categorY are

seconds, thirds, sixths, and sevenths, rthich may'be "major" (tr{), 'minor" (m),
"diminished" (d), or "augmented" (A) . An oft-repeated, simple rule for
remembering the classification of these four intervals is the follosing:

c the interval is major if the upper note is in the major scale of the lou'er

note;

r the interval is minor if the upper note is in the minor scale of the lower

note;

n the interval is augmented if the upper note is one half step higher than
the upper note of the major (or perfect) interval:

C up to E is a major third

C up to Ef is an augmented third;

o the interval is diminished if the upper note is one half step low'er than
the upper note of the minor (or perfect) intert al:

Cf up to B is a minor 7th

C* up to Bb is a diminished 7th.

o
.o
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Therefore, if we order the intervals according to half steps from small to
large, we have diminished (d2, d3, d6, d7), minor (m2, m3, m6, m7), major
(M2, M3, M6, M7), and then augmenred intervals (A2, A3, A6, A7).

The above rule is helpful if the student uses it carefully, but it does have its
limitations; for one thing, it does not allow for the minor second, for instance,
from c to Db. we know that the second scale degree in the minor scale, Iike
that in the major scale, lies a major second rather than a minor second above
the scale's first note. Therefore the second scale degree in the Gminor scale is
the note D, not Db. calling the interval c-Db a diminished second might
therefore seem logical at first, but as we can see in the foilowing chart, the
diminished form of the second (which acrually sounds like a unison) is one
half step too small:

Minor (m) Diminished (d) Augmented (A)

2 half steps or
1 whole step

3rds

t half step a unrson 3 half steps or
1 whole step
and a half step

iE=:=+i +E1:$ffiffi
'l

I

I
H

C-Eb C-ES C-Ef

4 half steps or
2 whole steps

6ths

3 half steps or
1 whole step
and a half step

2 half steps or
1 whole step

5 half steps or
2 whole steps
and a half step

C_A, c-Ab C-A$

E

-1

J
I half steps or
4 whole steps
and a half step

Tths

8 half steps or
4 whole steps

7 half steps or
3 whole steps
and a half step

10 half steps or
5 whole steps

I
I

I
I

J

l
'l
_i

c-Bb c-Bb c-B{

'1 t half steps or
5 whole steps
and a half step

1O half steps or
5 whole steps

t half steps or
4 whole steps
and a half step

12 half steps or
6 whole steps
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This chart shows that the diminished form of an interval is two half steps
smaller than the major interlal, notjust one half step. Our C-Db, then, which
is a half step smaller than the major second, is a rninor second.

The intervals within the second category, fourths, fifths, unisons, and
octaves, are designated differently from those of the first: they are nel.er called
major or minor but instead are considered perfect (P). With the perfect
fourth and perfect fifth, the upper note is always in both the major and minor
scales of the lower note. If tlese intervals are lotvered one half step, they are
designated diminished (da, d5);if they are raised a half step, they are consid-
ered augmented (A4, A5):

Perfect (P)

4ths
Diminished (d) Augmented (A)

c-F C-Ff,

5 half steps or
2 whole steps
and a half step

5ths

4 half steps or
2 whole steps

6 half steps or
3 whole steps (tritone)

rcb c-Gf

6 half steps or
3 whole steps (tritone)

I half steps or
4 whole steps

nA
g-.,-l--q--1 ffiffia,€){>C.or€}aoo-
7 half steps or
3 whole steps
and a half step

Octaves and unisons (or primes) are also called perfect (or "pure"),
diminished, or augmented. \\hile perfect octaves and unisons abound in
l4'estern music, augmented and diminished octaves and primes are infrequent-
l)' encountered in music before 1900. Theorerically and visuall;.---especially
within the notation of tnentieth<entur), scores-we will sometimes encounter
augmented primes as r,vell as augmented and diminished octaves. These inter-
vals, of course, soundlike minor seconds, major sevenths, or minor ninths:

In fact, alternate (i.e., "enharmonic") spellings for these particular aug-
mented and diminished intervals are used so frequently in music composed
before 1900 that we will not spend a lot of time in rhis text on them. In con-
trast, augmented and diminished fourths and fifths are used so regularly that
they must be easily and quicklf identified.
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ENHARMONIc Some inten'als sound alike but appear in different spellings in musical scores.
SPELLING oF For instance, the intervals B-C* and B-Db sound alike because their top notes,

INTERVALS Cf and Db, are actually the same pitch in our tempered scale.* These two inter-
vals, however, create different visual impressions on the page:

@and@
.F

Even though these two intervals sound the same, we must label the first a
M2 since it involves two adjacent pitch names (8, c) and tre second a d3 since
it embraces three adjacent pitch names (8, c, D). \fe call the practice of rabel-
ing inten'als that sound alike but have different spellings rhe "enharmonic
spelling" of intervals.

The enharmonic spelling of inten'als is used by many composers to create
greater unity of voice leading, such as in the follorring melody where sharps
are found in ascending lines and flats in the descending line:

Enharmonic spelling can also accuratell'designate the harmonic function
of a pitch to assure its correcr resolution, such as the following interchange of
the augmented sixth rith the minor seventh:

In examples a and b above, the nlro chords denoted with an asterisk (*)
sound alike, but the first functions as an augmented sixth chord, with the Ff
resolving up to G, and the second functions as a dominant seventh chord, with
the Gb resolving down to F,

*Nontempered instruments such as strings and even the human voice may perform cfi
a]l$ oi with a slight tonal variation, but for mosr ears and for our early atremprs ar
sight singing, we should not concern ourselves too much with these u.ry small devia-
tions in pitch.
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WRITTEN HXERCISES

Label each interval and include the number of half steps.
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Fill in the missing pitch.

a M61 9 A41

6 M6down

11 m6 I 12 M7I10 P41
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CHAPTER II

SCALAR SECONDS

Singing Scalar Seconds
Now that we have studied the construction of both major and minor scales and
their relationships, we need to exercise our ability to sing major and minor
seconds, the truo intervals that are used to construct these scales.* In doing so

rve will gain the necessary skill to perform all major and minor scales as well as

most melodies of the common-practice period (the era in music history from
the eariy eighteenth century to the late nineteenth century) that show these

scalar relationships.

The Maior Second
The major second (M2) is the distance of one whole step (or mo half steps)

bebr,een nvo pitches.
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PREPARATOff EXERCISES

Play the first pitch of each set of pitches (indicated by repeat marks) on the
piano or on any other 'C" (nontransposing) instrument and then sing the rest
of the pitches without the piano or instrument. Repeat each set several times
until the characteristic sound of this interval is well established in your ear.

*Since an augmented second occurs in both the upward and downward motion of ttre
harmonic minor scale, however, we advise that the student practice a few of these inter-
vals in Chapter \IIII (pp. 134-35) before attempting to sing the harmonic minor scale.
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SOUND THE PITCH AND SING

ftlr ttre notated pitch on the piano, and then sing the given interval above or
below the nore. Do not pray the pitch you are to ,i.rg ui.[ opoyor"r have sung
it; the piano should only be ,^.d to check your accuracy. Do these exercises
very slowly and deliberately at first, and then inc..ur" you, speed graduaily.

PIay each note, then sing a major second aboue it.
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Play each note, tien sing a major second betowit.

PIay the given note, then sing the indicated pitch.

M2 up M2 up M2 up M2 down
M2 down

NONRHYTHMIC EXERCISES

Play the first note of each exercise on the piano, then sing the entire exercise
without accompaniment. Do it srowly at first, and then incrlase speed with each
successive repetition. If an exercise is out of your voice range, feel free to trans-
pose it up or do*,n an octa'e; but be sure to maintain the intended intervals.*

*In the ronrhlthmic exercises, ail accidentars appry onr1, to the notes that thel,pre-
cede. If that pitch is immediately repeated and^tirere is no rest ro separate the notes,
the accidental applies to the repeated note as well.
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The Minor Second
The minor second (m2) is the smallest interval between two pitches in the
western tonal system. It is the "nearesf interval, only one hali step away in
either direction.
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PREPARATORY EXERCTSES

As with the previous exercises drilling the major second, play the first pitch on
the piano and then sing the given set of pitches. Each set is bracketed by repe-
tition marla; repeat each set several times.
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SOU}ID THE PITCH A]{D SING

Play the notated pitch on the piano, and then sing the given interval above or
below the note.

Play each note, then sing a minor second abweit.
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Play each note, then sing a minor second belawit.

Play the note t}lat is given, then sing the indicated pitch.
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]{ONRHYTHMIC EXERCISES

Play the first note of each exercise on the piano, then sing the entire exercise

without accompaniment. Start slowly, and then after several repetitions try to
increase your speed.
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Singing Maior and Minor Scales
we are now ready to sing qpical scalar patterns using these trvo intervals, first
in a series of nonrhythmic exercises, next in melodies drawn from music ]itera-
ture. Finally, we n'ir sight sing melodic patterns featuring the major and minor
second that are a bit more challenging, due to their modulatory:or sometimes
chromatic nature.
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NOilRHYTHMIC EXERCISES

Play the first note of each exercise on the piano, then sing the enlire exercise
without accompaniment. start slowll', and. then after seveial repetitions try to
increase your speed.

\\']rile these exercises consist mostly of major and minor scales, a few thirds
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and fourths occur, but these return to notes that vou've already sung. These

"discrepancies" add interest to the line and present a bit more of a challenge.

But think about each interlzl as you sing it; do not take your knowledge of
these intervallic relationships for grantedl

Major-Scale Exercises
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Minor-Scale Exercises
a. Natural, Simple, or pure Minor
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b. Melodic Minor
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c. Harmonic Minor
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Exercises for Performance
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MELODIES FROM THE LITERATURE

Sing the following melodies, which are taken from vocal as well as instrumen-
tal literature. These tunes are mostly based on major and minor seconds-that
is, whole- and half-step motion-although all contain a few other intervals.
Sing the melodies verv slowly, checking your pitch at times with the piano but
not playng along on the piano while you sing.

You may wish to practice certain rh1'thmic exercises from Part Two before
attempting to sing these melodies. For melodies 7,2, 3,4, and 8 we suggest
particular examples rith which you may \{arm up. These directives give an
idea of how you can precede all of the melodies in Part One u.ith rh1'thmic
exercises from Part Two that focus on a particular meter or rh,vthmic pattern.
If the rhy'thmic exercises that are suggested belorv hare alreadY been covered,
simpl,v revierv thern before singing the rnelodies.

Practice numbers 9-l 1 of the Regular Rhy'thmic Exercises in Chapter XII
(p. 183) before singing this next exercise.

Practice numbers 5-6 of the Preparatorv Rh1'thmic Exercises in Chapter XII
(p. 185) before singing this exercise.

Symphony No. 9
Ludwig van Beethoven

Easter Hymn
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The Maniage ol Figarc
Wolfgan g Amadeus Mozart

Practice numbers 1-2 of the Regular Rhi'thmic Exercises in Chapter XIII
(p. 201) before singing this next exercise-

The Moldau
eediicn smetana

Symphony No.7
Beetfpven

Symphony ilo. 1

Gustav Mahler
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r11
Symphony No. 2

Howard Hanson

SPECIALLY COMPOSED MELODIEIS EMPHASIZING MAJORAl{D MI]{OR SECOI{DS

Here is a set of exercises that feature a greater occurrence of accidentals.
Some melodies contain moclulatory patterns; others are not necessarily cen-
tered around a particular ker'. Most of these exercises, horvever, do have tonal
centers that n'ill rer,eal themselves when the melodies are mastered; the best
rvay to approach them, ne'ertheless, is purel,v b,v interval. Sing each melody
slorvly, concentraring on one inter'al at a time. In doing ,o yoriho,rrcl be able
to master the different seconds contained u.ithin them.
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Pay special attention to the enharmonic spelling in measure 4: A* = Bb, u'hich
will make the whole step to C very eas1,.

)l

In a relaxed manner

Happily

Quite slowly
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CHAPTER III

THE PERFECT FIFTH AND
THE PERFECT FOURTH

The Perfect Fifth
The perfect fifth (P5) is one of the most important intervals in \Arestern music.
Its prominence and distinction stem from the fact that it is the first *nerv" note
in t}le harmonic series after the unison and the octalre:
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fundamental overlones

Harmonic Series of C

The word "perfect" used to describe this interval (as *.ell as the perfect fourtl;
see below) stems from several practical and historical sources. In the early his-
tory of \A/estern pol,vphonic music, the fif& and the fourti were considered.
the only true consonances aside from the unison and octave;* they rvere conse-
quently the most frequently used. Practically speaking, these intervals are
called "perfect" because they remain constant even if the mode of a piece
changes from major to minor or vice versa. (As rve learned in chapter I, this is
not the case uith seconds, thirds, sixths, and sevenths, which change quality
when moving from the major to the minor mode, or vice versa.)

The perfect fifth is made up of seven half steps, or three whole steps and
one half step. Tune this interval well, for in our tempered scale system, the
perfect fifth helps to stabilize the intonation of a piece of music. we recognize
that all strings tune to it or to the perfect fourth, and it is a very useful interval
for tuning voice parts as well.

*The numerical rarios that define the unison l/1, the octaye 2/1, the perfect fifth z/2,
and the perfect fourth 4/3 are all based on the first three prime numbers, a factor that
reflected the all-important theological concept of the Trinin during the Middle Ages.
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PREPARATOW EXERCISES

Play the first pitch of each set of pitches on the piano, and then sing the rest of
the set without accompaniment.

SOUI{D THE PITCH AND SING

Play each nritten note on the piano and sing a perfect frfth aboue it before
going on to the next note. Then go back to the beginning, play each note and
sing a perfectfifth belowit.
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Play the written note and sing the appropriate interval.

P5 down P5 up P5 down P5 down P5 up P5 down P5 up P5 down P5 up p5 up p5 down p5 down
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NONRHYTHMIC EXERCTSES

Plav the first pitch of-each exercise on thc- piar.ro ancl then perf<rm the rcst of
the cxercisc rvithotrt accornpanirnent. Clheck votrr pitch at the encl. Follorv this
procedtrre ibr all exercises in the rest of tiris chalttcr.
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The Perfect Fourth
The perfect fourth (P4) is constructed of five half steps, or two whole steps
and one half step. In the harmonic series this interyal appears just after the
perfect fifth:

fundamental overtones
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The perfect fourth is the inversion of the perfect fifth.

PREPABATOBY HXEBGHTES

Play the first pitch of each set and then sing the rest rri6out an instrumental
accompanimenL
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SOUND THE PITCH AND SING

Play the written note on the piano aad sing a perfect fourth belowit. Then go
back, play each note and sing a perfect fourth aboaeit.

P4 down P4 down

P41P41

Plal,the vrritten note, rhen sing the appropriate interval.

P4 up P4 down P4 up P4 up P4 down p4 up p4 up

NONRHYTHMTC EXERCISES
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Mixing Perfect Fifths and Perfect Fourths
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PREPARATOff EXEBCISES

Play ttre starting pitch for each set on an instrument and then sing each set at
least three times.
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Exercises for Performance

t2

MELODIES FROilI THE LITERATURE

Violin Concerto
Ludwig van Beethoven

Lieutenant Kii6
Sergey Prokofiev
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Canon
William Byrd

Entr'acte trom Carmen
Georges Bizet
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Rather slowly

Like a march, very steady

UArldsienne Suite No. 2
Bizet
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Symphony No.1
Johannes Brahms

"Sleepers, Wake!" from Cantata No. 14O

Johann Sebastian Bach

Aca de m i c Festiv a I Ove rt.u re
Brahms
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112

Canon
Paul Hindemith

Fanfare ffhird Symphony)

Concerto for Orchestra
B6la Bart6k

Aaron Copland
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SPEGIALLY COMPOSED MELODIES EMPHASIZING
PERFECT FIFTHS AND PERFECT FOURTHS

These melodies consist of mostly fifths, fourths, whole steps, and half steps so

that you may gain further experience in practicing these intervals. Again, the
tonal centers will reveal themselves as you master these exercises.
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Moderately fast
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r6 Practice numbers 1-3 of the Regular Rht,thmic Exercises in Chapter XV
(pp.226-27) before singing this next exercise.
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CHAPTER IV

THE THIRD

The importance of the third in tonal music cannot be overesLimated because it
is the inten'al that defines the modarity of a piece or musical passage; we
should therefore be especially conscious of the difference in sound betneen
the major third and the minor third.

\A'I}'rile unisons, octa\€s, perfect fifths, and perfect fourths were considered
perfect consonances during the early history of \4bstern music, thirds and
sixths (see chapter vI) were termed "imperfect consonances"* and rrere not
often used as stable consonances until the sixteenth century. The terms
"major" and "minor" to dexribe thirds (as rvell as seconds, sixths, Ld sevenths)
came into favor much later, during the eighteenth century rvhen thirds took
on a more primary role in defining the modality of a musicar composition.

In some foreign musical terminologies rnajor and minor thiids are desig-
nated b1' the terms "iarge third" and "small third," respecti'eh,. These terms
might help in guiding us how ro tune each third: the rnajor third should be
sung on the "high" side (but ir.ithout going sharp) and the minor third on the
"low" side (but rvithout going flat).

The Major Thid
The major third (M3) is constructed of four half steps, or two whole steps, in
either direcrion fiom a giren pitch.
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PREPARATORY EXERCISES

Play the first pitch of each set of pitches on the piano, and then sing the rest of
the set a cappella, or without accompaniment.

*This is partly because the numerical rarios that define thirds and sixths are made up
of prime numbers that are larger than the theologically correct 3; for instance, a major
third is 5/4, amhor third 6/5.
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SOUND THE PITCH AND SING

Play each ntitten note on the piano and sing a major third abwe each one.
Then go back to the beginning, play each nore and sing a major rhird belanit.

Play the written note and sing the appropriate intenal.

M3 up M3 up M3 down M3 up M3 up M3 down M3 down M3 up M3 down M3 up
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NONBHYTHMIC EXERCISES

Plat' the first note only and then perform the rest of the exercise rvithout
accornpaniment. check vour pitch after completing each exercise. Follorv this
procedure for all exercises in the rest of this chapter.
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The Minor Thid
The minor third (m3) is the intenal of three half steps, or one whole step and
one half step, in either direction from a given pitch.
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PREPARATORY EXEBGISES

Play the first pitch of each set and then sing the rest without an instrumental
accompaniment.
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SOUI{D TIIE PITCH AND SING

Play the written note on the piano and sing a minor third aboae it" Then go
back, play each note and sing a minor tlird belowit.

Play the rritten note, then sing the appropriate interval.

m3 down m3 down
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NONBHYTHMIC EXEBCISES

Play the first pitch of each exercise on an instrument, then sing the entire
exercise without accompaniment, beginning slowly and gradually increasing
your speed. Remember that the rests are only suggestions for where to
breathe.
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Mixing Maior Thilds and Minor Thirds

SOUND THE PITCH AND SING

Play the nritten note and then sing the inten'al that is indicated. Be sure You

tune the different thirds u"ith precision.

M3 up M3 up m3 down m3 up m3 down M3 up m3 up m3 down M3 down M3 up M3 down

m3 Im3iffi1

m3 IMslM31M3l mel N,ts 1 msl ffil m3l m3l
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Seconds have been added; be carefull

M21 M31 mzl Msl m3l

NO}IBHYTIIilIIC EXERCISES

lt-"y P: first pitch on the piano and then perfiorm rhe exercise a cappeila.
Check t}re accuracy of your last pitch after each exercise.
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Exereises for Performance

MELODIES FROM THE LTTER/ATUBE

t2 O betla fusa (The SPinning t'thee[
Orlando di Lsso
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Two Macedonian Folk Songs

Chorale, Sheep May Safely Graze
Andante J = 72
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Spanish Folk Song, Ya viene la vieia

Thanksgiving Hymn
George J. Elvry
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PocolentoJ=60

Magdalena
Johannes Brahms

The Lamb of God
Traditional Easter Tune

The Swan of Tuonela
Jean Sibelius
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rlo Overture lo The Schoolfor Scandal
Samuel Barber

Gtory to God
G iovanni Battista Pergolesi

Quietly moving
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112 Practice the rhythms in Leonard Bernstein's "America" {p. 203) before singing
this next exercise.

Noth Argentinian Folk Dance
Transcribed by Alberto Ginastera

The Sorce re r's App ren ti ce
Paul Dukas
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)14 Symphony No.4O in G minor
Wolfgang Amadeus Mozart

SPECIALLY COMPOSED MELODIES EMPHASTZING
MAJOR AND MII{OR THIRDS
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Quite fast
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Smoothly flowing
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Practice some "changing meter" Regular Rhlthmic Exercises in Chapter XV-r8
for instance, Exercise Nos. 3-6 (p.2?7)-before doing this next exercise.

THE THIRD CHAPTEH IV O5
Created in Master PDF Editor - Demo Version

Created in Master PDF Editor - Demo Version

http://code-industry.net/


Moderately

DUETS

Here are some duets that emphasize the inten'als of chapters II through r\2.
women and men should dir.ide (S + T and A + B). If possible, these exercises
should be done a cappella after only the first pitch is given.
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George Frideric Handel
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Quietlymoving
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The next two exercises emphasize singing not only melodic fifths and fourths
but also harmonic fifths and fourths.

,l

I
l
I
j
-il
tl

B

H

:

u

il

E

E

il

il

3

I
;l

il

r11

t12

--...'--.--

Gently flowing

GANONS

Most of the canons presented in this and subsequent chapters were uritten on

non-English texts. Rather than risk inadequate or unmusical translation, we

have often chosen to omit the text altogether so that you may concentrate on

the intervallic content and perform the music accurately. Even those canons

that have been translated would benefit from performance with neutral rylla-
bles. Each canon should be studied in unison and then divided up into parts

once the lines can be performed with ease.
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rl
Johannes Brahms

^*J'

Luigi Cherubini

Rr?eat tlvee tirnes

Andante espressivo (4 paft)
1.

7e-/\------- -'-/
Repeat three times

*1,3,2,1 stop at rhese fermaas at the rhird repeat.
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*4,3,2, I stop at tlese fermatas at the third repeat.

John Hitton

Quite slowly (3 pa*)
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Eusebius Mandyczewski

*2, 1, the fermatas are the stopping places for the respective voices the second time
through.
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CHAPTER V

SOME OTHER CLEFS

The AIto and Tenor Clefs
Throughout our studies of intenals up to this point, rve have read music that

is notated only in the treble and bass clefs. Historically, a number of clefs have

been employed in music written for different instruments, usualiY to minimize

the needfor ledger lines, Many of these clefs are no longer in use, and others,

such as the soprano clef, are only rarely found, Trto addirional clefs, horvever,

are still frequently employed. They are the alto clef, in which middie C is

notated on the third line of the staff:

and the tenor clef, in rvhich middle C is notated on the fourth line of the stail

rO

The soprano clef, found today mostly in older editions of Renaissance,

Baroque, and Classical pieces, notates middle C on the first line'

\4lhile we will not focus on the soprano clef in this text, you r+ill $ant to be

aware of its existence. If you memorize where middie C occurs in these clefs,

you should be able to easily organize where the other pitches fall on the staff'

\Ahy should we study these clefs? Simply because we encounter them today

with some frequency. The alto clef is used to notate most music for viola, and

may also be found in eighteenth- and nineteenth-century scores notating alto

voice or alto fombone. The tenor clef is often used to notate the higher regis'

ter of the cello, double bass, bassoon, tenor trombone, and in older vocal
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scores the tenor voice. often one finds a mixture of clefs in a musicar score-
.evel 

to notate a single instrumentr we must therefore attain some mastery ofboth of these clefs. Sight singing exercises using the arto and tenor clefs will
appear quite frequently throughout the rest of this book. In this chapter, wefeature both written and aural exercises to help you familiarize yourself with
them.

Written Exetrises

PITCH tDENTtFtCATtOItt

on the lower staff, write the equivalent note in either the trebre or the bass
clef, as indicated. The first two examples are done for you.

l

t-

T
i
&.

'{L

e?1

El

*i,.

+'l

E1

:
Fl
E:il

€

Ee

E
&l

I
FIe-l
*l
@

rq

H

g

B
6

*_z€,*,
6ntEtHsl
cs;t

,r{i{
tu_t
Ele

&t

ffit:t
?rl
*:.J
*E3!

!@r
*:..,*ii
&a_t
@

&.t
Ela
H

\l'rite out these lines first in the treble and then in the bass clef.

t2
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TRANSCRIBING MELODIES

Tlanscribe the follorring melodies into the clefs that are indicated.

Transcribe flrst into alto and thcn into tenor clef.
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-l

Transcribe into treble and then bass clef, as indicated.

Transcribe into either treble or bass clef.

Transcribe into treble clef.
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rl
L.l

Ll

E

T

il

il

Created in Master PDF Editor - Demo Version

Created in Master PDF Editor - Demo Version

http://code-industry.net/


Transcribe into alto and then tenor clef.

Transcribe into bass and then treble clef, as indicated.
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Tianscribe into either bass or treble clef; ).ou mal'wish to srvitch back and
forth benyeen the ttvo.

Here is a short exercise that uses the soprano clef; transcribe it into treble clef.

7A CHAPTERV SOME OTHER GLEFS

Transcribe into bass clef.
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Transcribe into treble or bass clef; you may u'ish to srr.itch back and forth
befiveen the tno.
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Transcribe into treble clef, bass clel or a combination of the tn'o.
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Transcribe ilto treble clef, bass clef, or a cornbination of the hr'o.

Ti'alrscribc' thc fcrllol'ing excerpt from \\agner's ?iislan urtd Isoldcrr.tto treble cle{.

schrr'eiii dcr lllick; ost-rviirts streicht clas Schilf. trisch u'cht dcr' \\'in<l rlcr-

\\reh, ach we - he, mcin

80 CHAPTEBV SOME OTHER CLEFS
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Ilci- nrat zu: ntcin i- risclr Kincl. urr tr.ci - lest clu? Sincl's dci-ncr Seutzcr \\:c-hen,

die mir die Se - gcl blii - hcn? \\'c - hc, r'e - he, du \\'incll-
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Exercises for Practice and Performance

NONRHYTHMIC EXERCISES

Sing the following lines.
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MELODIES FROM THE LITERATURE

Sing the following melodies, slortl,v at first and then increasing your speed.

rl Agnus Dei

Georges Bizet

Jesu, Priceless T?easure

Johann Sebastian Bach

Allegro moderato
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The Willow Tree
English Folk Song

Wandering
American Folk Song
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CHAPTER VI

THE SIXTH

The Mqior Sixth
\4'e begin this chapter with the major sixth (M6) since manl people consider it
easier to master than the minor sixth; certainll., many Western folk songs con-
tain this intenal rather than the minor sixth.

\{'ith the sixth, as with the third, we must be conscious of the mode of the
inten'al; here rve enter the major-minor tonal system again, if onll'b1' the des-
ignation of the inten'als themselves. \{'e call the "large" sixth major and the
"small" sixth minor. Remember that the sixth is major if the upper note is con-
tained nithin the major scale of the lorter note, and minor if the upper note is
contained within the minor scale of the lorver note.

To many people inten'als larger than the perfect fifth are more difEcult to
hear and sing. Instead of making these assumptions let us carefullr, diligentll',
and slorvl-v practice the sixths in this chapter and the sevenrhs in the next,
being attentive to their tonal indir.idualities and characteristics and integ::ating
them into our vocabulary and auditory memonr Quite a number of people
find it valuable to remember one or more favorite tllnes from the classical or
popular music repertories that prominently feature sixths or sevenths;lou ma)'
find some of these quoted in the next felv chapters. (Er-en the NBC "call
theme" is useful in remembering the major sixth.)

The major sixth is constructed of nine half steps, or four whole steps and
one half step, in either direction from a given pitch. Since this is the "large"
sixth, we must try to sing it as "high" as possible u,irhout going sharp. Before
singing the preparatory exercises, you ma)'u'ish to rtarm up u'ith the follorting
scaiar patterns to get the intenal firmh'into your ear.
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PREPARATORY EXERCISES

Play the first pitch of each set on the piano, and then sing the next pitch or
pitches in the set without instrumental accompaniment. Do not forget to
repeat each set until the sounds are well implanted in your ear.
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SOUND THE PITCH At{D SII{G

Play'each *ritten note on the piano and sing a major sixtb aboae each one.
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Play each written note and sing a major sixth belouit.

b- b-

M61

Play the r,r'ritten note and sing the appropriate inten'al.

M6 up M6 up M6 down M6 down M6 up M6 down M6 down M6 down M6 up
IPro r0

M6IM6l 
#e

M61146 I

G

M6l M6l M6l M61 M6l
o

M6l M61 M6 I Kl M6l M6lM6lM61 S, M61

M6l M61 M61
e

M6lM6i flo

M6 down

NONRHYTHMIC EXERCISES

PIav the first note only and then perform the rest of the exercise u'ithout
accompaniment. Check 1,our pitch after completing each exercise.
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The Minor Sixth
The minor sixth (m6) is the inrerval of eight half steps, or four whole steps,
from any pitch in either direction. It is the "small" sixth, and we recommend
that before singing the preparatory exercises you sing the following scalar pat-
terns a few times to get the interval firmly into your ear:
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PREPARATORY EXERCISES

Pla,v the first pitch of each set and then sing the rest without an instrumental
accornpaniment. Repeat each set at ieast once.

#r.'
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SOUND THE PITCH AND SING

Play the written note on the piano and sing a minor sixth aboueit.

fle

Plav each note and sing a nrinor sixth Delozu it.
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m6 up m6 up

Play the \rritten note, then sing the appropriate inten'al.

m6 down m6 up m6 up m6 down m6 up m6 down

AA CHAPTER VI THE STXTH
Created in Master PDF Editor - Demo Version

Created in Master PDF Editor - Demo Version

http://code-industry.net/


m61 m6J m61 m61 mol , m61 m61 m61 m6t mol

mol m61 mol m61 m6l m61 mol , moJ mol mct

NONRHYTHMIC EXERCISES
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Mixing Maior Sixths and Minor Sixths
Be very careful to distinguish befrveen the fivo sixths bv feeling the unique
qualities of the small one (m6) r'ersus rhe large one (M6). Although this sense
of difference ma1' be purell, ps1'chological, it wili insure good intonation.

E
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I

PREPAIIATORY HXEBCISES

Play the first pitch of each ser on rhe piano; sing the orhers a cappel,la.

j
l
J

j90 CHAPTER VI THE SIXTH
Created in Master PDF Editor - Demo Version

Created in Master PDF Editor - Demo Version

http://code-industry.net/


m6i m61 m61 mol m61 m61 m61

m6l m61 mo] m61 m61 m6l mol

o

m6t m6l

m61 m61 m61

NONRHYTHMIC EXERCISES
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Mixing Major Sixths and Minor Sixths
Be very careful to distinguish betrveen the t$.o sixths by feeling the unique
qualities of the small one (m6) r'ersus the large one (M6). Nthotigh this sense
of difference may be purely ps1'chorogicar, it r.ill insure good intonation.
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PREPARATOry EIERCISES

Play the first pitch of each ser on rhe piano; sing the oriers a cappila.
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SOUilD THE PITCH AND SING

Play the rvrirren note, rhen sing the indicated intenal.

jo.G

M6l m61 m61 M6lM6imolmblm61M61

M61 mol i" moi

o
^I. mbim6l o m6l M6l M6i M6J m6l

M61 m6l M6l m6l M6l

M61

M61

mbt M6l rn6l
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M6down m6down M6up m6down m6up M6down M6down m6up M6up m6down M6up Modown
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NONRHYTHMIC EXERCISES

Play the first pitch on the piano and rhen perform rhe exercise a cappetta.
Check the accuracy ofyour last pitch after each exercise.
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Exercises for Performanoe

MELODIES FROM THE LITERATURE
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Brausten alle Berge
Johannes Brahms

Golden Momings
Traditional English Carol
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Mon Dieu (My cod)
Anthoine de Bertrant

Celui qui pense pouvoir ltle who thinks can have)

Run Moses
Jamaican Folk Song

I Remember
Polish Tango

Paschal de L Estocafi

Quite fast
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Feldeinsamkeit
Brahms

Syrnphony No..lO
Wolfgan g Amadeus Mozart

Symphony No.6
Ludwig van Beeihoven
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Elo Octet in F major
Franz Schubert

x11

,-\2 thc -) -=-- ^)o-)r- -\

ar r\ irr\ (t

"Brindisi" from La Traviata
Giuseppe Verdi
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Symphony No. 5

Pyotr ll'yich Tchaikovsky

Children's Games

Georges Bizet

"Tonight" from Wesf Side Story
Leonard Bemstein
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AllegrovivoJ=152

QuitefastJ=76

SPECIALLY COMPOSED MELODIES EMPHASIZING
MAJOR AND NflINOR SIXTHS\ r-'

r1
Fast
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As fast as it can be done comfortably
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Quite fast (4 uoices)
1

\:cs, \'es, l,es.

Rather relaxed (3 uoices)

1_:,€ A c H)

)'es, l,es, \'es, )'es. Cet outl Throu' him out not.l

must be. Yes, 1'es, ves,

t2

ves, ),es, yes, I'es, yes, t.es, yes it must be.
Rrlteatfiur tintcs, then drop out

Cool, Not Lukewarm*
Beethoven

*A canon rvhose text is a pun on the name of the composer Friedrich Kuhlau: kiihl
(cool), nicht (not), /aa (lukel.arnr).
t'In German, B signifies Bb; H, Bq. \\re do r.rot knon' if the use of rhe notes Bb.-A-c-Rh
(or, in German, B-,A,-C-H) rvas an intentional allusion to the composer,s name.
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*A canon intending to extol the virtues of lesser composers,'nho used clear and
singable material, as opposed to Luigi Cherubini's chromaticism.

Anti-Cherubini*
Friedrich Kuhlau

Welcome to the Month of May
Franz Schubert

Rrpeal llrree tinLes

Gently flowing O lsilss1

R$xat three times
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r5

Quite slowly (2 voices)

1.

O Lord, How Long (Psalm 13).
Georg Telemann

Ave Maria
Wolfgang Amadeus Mozart

Quietly moving (4 aoiccs)

ve- Ma - ri- a,

a - ve Mz- i - a, a -
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bis- pa - cem, do- na

Dona No6is Pacem
Attributed to Mozart

A Drinking Song
Robert Schumann
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Calmly (j ztoices)
1.

pa - cem, pa- cem; do - na- no - bis

bis

J.

Do-na

cem.

Repeat three times

no - bis

r8

\-, t
fupeat three timcs

do-na

Quite fast (3 uoices)
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Pleni sunt coeli
Josquin Desprez

ple - ni suntPle - ni sunt coe

glo - ri-a,

- \--.,,
et ter - ra, et ter

( A) ril.

r10

(No rtpeat)

Confide filia
Anonymous (sixteenth century)

Con - fi- de fi - li - a, fi-des ru

fi-li-a,con-fide fi-li-an-ti -4.

fupeat four times

Con-fi-de
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CHAPTER VII

THE SEVENTH

The Minor Seventh
The rninor se'enth (m7) is the inten'al of ten half steps, or fir,e rvhole steps,
fron an1' pitch in either direction. The minor se'enth is of great importance
to the entire tonal s)stem because it is a member of the dominant seventh
chord, u'hich consists of one rnajor third and fivo minor thirds:

5,,
This chord, and therefore the inten'al itself, demands resolution in a tonal
context, rvhere traditionalll, all sevenths ntelodicallr'"settle dorr,n" to a sixth:

\\'e shall study and practice the minor ser,enth for its orrrr particular sound
characteristic, horr'ever, so that rvhen rve meet it in nontonal surroundings
(i.e., in many musical compositions of tl.re trventierh century) it u'ill present no
diffictrlq'-regardless of u'hether or not it is resolred or rvherher it is preceded
or follorved b,v another minor seventh or an even more dissonant inten,al. In
the course of these exercises, rve shall be made aware of the many different
combinations of inten'als that mav be contained within the minor se\.enth,
such as two perfect fourths, a perfect fifth and a minor third, and so forth. You
should practice these combinations r,,.ith great care so that they rlay sen'e as

guidelines for you to "tune" the minor seventh well.
Try this exercise before any of the others:
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PREPARATORY EXERCISES

Play the first pitch of each set and then sing the rest of the set a ca,ppella.
Repeat each set until it is mastered.
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SOUND THE PITGH AND SING

Play the written note on the piano and sing a minor seventh aboaeit.

Plat'the rrritten note and sing a minor seventh belouit.

o - *tg

"#o

Play the rvritten note, then sing the appropriate inten'al.

m7 down m7 down m7 up m7 up m7 down m7 up m7 down m7 up m7 down m7 up m7 down m7 down

^e#^ho!.

mzl ,,n7lt
!e
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NOI{RHYTHMIC EXERCTSES
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The Major Seventh
The major seventh (\{7) is the inten'al of eleven half steps, or flr'e \rhole steps

and one half step. It is the inten al of greatest tension u'ithin the octave. The
major seventh has come to be called "the contempomry composer's disease"

because it has been used so frequentl,v in music of the nventieth century. Its
use as a melodic interval before the nventieth century ryas rare and ahvays

'rr,ithin a musical context in need of resolution, usualll'b,v "settling dou,n" to a
sixth:
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Today', consecutive selenths, both melodic and harrnonic, are commonplace,
creating the kind of musical tension that composen of the past few decades
have been interested in conveying. practice the major seventh carefully. The
nonrhythmic exercises, as well as the excerpts from music literature, should
proride many opportunities to become n'ell acquainted with this interlal.

Perhaps another short preliminarl' exercise will help to firrnly establish
this difficult inrenal in your ear:
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PREPARATOHY EXERCISES

Play the first pitch of each set, and then sing rhe rest of the set. Keep repeating
each set until the sounds are u'ell implanted in r.our ear.
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SOUND THE PITCH AND SING

Play each written note on the piano and sing a major seventh aboaeit.

Pla,v each rlritten note and sing a maior seventh belou, it.

"fro Lo *h= #o bo te

Play the written note and sing the appropriate interval.

M7 down M7 down M7 down M7 up M7 up M7 down M7 down M7 up M7 down M7 down M7 down M7 down

ci r {*o f,o

bc

THE SEYENTH CHAPTER VII III

,rI
f,e

Created in Master PDF Editor - Demo Version

Created in Master PDF Editor - Demo Version

http://code-industry.net/


M7l

M7J

turi I

fio
utl n,tz I vzl

o

tvtz 1uzl

vzl uzl urzl
(}

vzlvzl

vzj

o

e

fr,lz 1uzl uzlt-
Ir 

-

ttt I

-o,

uzl

o

vrzl l,azt n,lz I , vzl uz I
h-o.

uzi uzl

bo
H,tz 1trrtZ I

o

urzl n,tzl l,azl uzl M7l r,,lz1

o

n,tz I M7l uzi l,lz 1

-o.

n,tz 1

I{ONBHYTHMIC EXEBCISES

Plav the first note onlv and then perform the rest of the exercise u.ithout
accompaniment. Check vour pitch after completing each exercise.
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Mixing Minor Sevenths and Maior Sevenths
It is important to remernber that there is a "large" (major) and a ,'small',

(minor) seventh. Differentiate benteen them carefulh', since pitch suffers
greatly if these or any other intenals are mistuned; this is especially so of the
larger ones.

PREPAHATORY EXERCISES

Play the first pitch of each set on the piano; sing the others a cappella.
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SOUND THE PITCH AND SING

Play the written note, then sing the indicated inten'al.

mTdown M7 up MTdown mTup MTdown MTup MTdown mTup

M7I m71 M7l

bo
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M71rm/l
be

m71

e

m7l M7l

=
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M7l Mtl M7l hg' M7l

M71m7l
m7l

M7l mzl -o M71 m7l

M71

(t
mz!

#e
M7l

rO

m7l m71

e
-tmllm7lM71M71m/l

M7l m7l
rO

M7Jmzlm7I m7l

THE SEVENTH CHAPTER VII I 15

M7l

Created in Master PDF Editor - Demo Version

Created in Master PDF Editor - Demo Version

http://code-industry.net/


E
:,:;i
i;*l

,.. I
!-l
gJ

,E
ig

ffi

F€

H

FIi:3

H

E

€

t
ffi

ffi

g

g

ffi

ffi

g

ffi

ffi

ffi

NONRHYTHMIC EXERGISES

Play the first pitch on the piano and then perform the exercise a cappera.Check the accuracl.ofyour last pitch after each exercise.

,I6 CHAPTER VII THE SEVENT}I
Created in Master PDF Editor - Demo Version

Created in Master PDF Editor - Demo Version

http://code-industry.net/


Exercises for Performance
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MELODIES FROM THE LITERAASPE
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SIowly
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t2
"Contessa Perdona,'from 7}le Marriage of Figarc

Wolfgan g Amadeus Mozart

Symphony No.2
Sergey Bachmaninoff

"O terra addio', trom Aida
Giuseppe Verdi

J=88

Allegro molto

l
l
I

La creation du monde

Slowly
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"Convulsion, Rage, Terrof from 7he Creation
Franz Joseph Haydn

Well, Did You Evah?
Cole Porter

"! Love You" from Mexican Hayride
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r9

!10

"Every Day a Little Death" from A Litfle Night Music
Stephen Sondheim

Youkali (fango Habanera)
Kurt Weill

Pastorale trom ln Praise of Music
Paul Hindemith

Ml de Tango
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Concedo Grosso No.1, Fugue
Ernest Bloch

Enigma Variations
Edward Elgar

Wind Quintet
Arnold Schoenberg
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Happily

SPECIALLY COT,IPOSED MELODIES EMPHASIZING
MINOR AND MAJOR SEVENTHS

5
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CANONS

r1 Viva la musica
Michael Praetorius

- va la mu - si- ca. Yi- va la mu- si- ca.
Repeat three timcs

All Who Hate Music Are Not Worthy of Hearing lt
Johann Staden

Music, The Dispeller of Sorrows
Paul Sartorius

6. 7.

Rtpeal four times

Glory to God
Ludwig Gebhardi

2.,-=-'---.--_

in the high

on- earth- and good trill,

men. A

good will to

fupeat four timts

*The fermatas in these canons signif' the stopping places when the first voice has sung

the entire canon the final time.

Vi - va, vi- la la mu- si- ca. Vi - va, vi- va la mu- si- ca. Yi- va

ward all
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!5
A New Hymn

Giambattista Martini

(6) fupeat three tinrcs

Lacrimoso
Wolfgang Amadeus Mozart
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per - du - to, I-dol mi - o.
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Lullaby
Johannes Brahms

Repeat tlute timzs

A PreW Bird Sits in a Tree

Brahms

c.
(a)

When I Know What You Know
Franz Lachner
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Rapeat four tinus
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.As t re Dew Awakens a Wilting Flower

Repeat four times

Hallelujah
Anonymous

Rr.peat three tintes

Two All-lnterval Canons
Anonymous

Repeat three timzs

Three Originat Canans

Re,peat four timzs
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CHAPTER VIII

THE TRITONE AND
ENHARMONIC INTERVALS

The TFitone
The augmented fourth (A4) or diminished fifrh (d5), called the tritone,is six
half steps or three whole steps between tn'o pitches. Unlike all other inrenals,
it inverts only to itself.

Because this intenal sounded an'kn'ard and was certainl,v hard to sing, it was
banned in medieval plainsong and earlv polyphonic music, and nas called dia-
bolus in musica, the deril in music. Even in the period of common-practice
(roughli'from the mid 1700s ro about rg00), on n'hich many of our harmony
and counterpoint exercises are based, ne find rules and prohibitions concern-
ing this intenal. \4rithin the diatonic svstem, it is a restless interval that is
always in need of resolution, n'hich can be accomplished in the following manner:
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PREPARTTOHY EXERGISEIS

Play the first note of each set and then sing the rest of the set without accom-
paniment
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SOUI{D THE PITCH AND SII{G

Play the u'ritten note on the piano, then sing a tritone aboaeit- Then go back
to the beginning, plav each note, and sing a tritone belowit.

Play the written note on the piano, then sing the indicated inten'al.

dSdown d5down 44up A4up dSup ,A4up d5down dSdown
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NO]{RHYTHMIC EXERCISES

Play the first pitch on the piano and then perform the exercise a cappella.
Check the accuracv ofvour last pitch after each exercise.
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SPECIALLY COMPOSED MELODTES
EMPHASIZING THE TRITONE
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Quite fast (all separate notes .staccato)
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r3
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Moving sprightly along

The Augmented Second
The augmented second (,{2) is made up of three half steps, or one whole step
and one half step, and therefore sounds like a minor third. In fact, it is often
notated as a minor third. Many ethnic repertories, such as Balkan, Near
Eastern, and Jewish, however, feature the augmented second as an integral
part of their melodic vocabulary,. Til.o examples are the .,Hungarian major,,
scale:
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In l, quite fast
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and the "Hungarian minor" scale (Alavah Rabbah mode,Jeu'ish):

Harmonically the interval warrants our consideration. As we have seen in
Chapters I ar-rd II, the harmonic minor scale contains an augmented second

berween the sixth and seventh scale degrees; this is because in common har-

monic practice the leading tone must be present to form a major dominant-
seventh chord. So concerned were the original practitioners of our eigh-
teenth- and nineteenth-century harmonic q'stem that they built strict admoni-
tions into their voice-leading rules about aroiding the augmented second by

all means; they felt that this interval, like the tritone, was too difficult to per-
form. Todal', hortever, we can no longer avoid study,ing this intenal since eth-

nic repertories that contain augmented seconds are a grouing segment of our
musical scene.

Practice these exercises diligentlr', for the inten'al appears here in nals
that u'ill be found in rnuch of todar''s literature.
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"*SPARATORY 
EXERCISES

Play the first note of each set on the piano, and then sing the next note.

SOUND THE PITCH AND SING

Pla1, the notated pitch, then sing an augmented second bcloru it.

PIa,v the notated pitch, then sing an augmented second aboueit.

THE TRITONE AND ENHARMONIC INTERVALS CHAPTER VIII I35
Created in Master PDF Editor - Demo Version

Created in Master PDF Editor - Demo Version

http://code-industry.net/


NOIIIRHYTHMIC ExERcIsEs

SPECIALLY COMPOSED MELODIES
EMPHASIZING THE AUGMENTED SECOND
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Like a waltz (in 1)

i!
(in minor

only)

46 iii6 r9 v
(ltalian) (also in

minor)
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The Augmented Sbrth and
the Diminished Seventh
Our srudy of intervals rvould not be complete without a brief discussion of the
augmented sixth (A6) and the diminished seventh (d7). Although borh inter-
vals are enharmonic spellings of other intervals, the first of the minor seventh
and the second of the major sixth, their use within augmented sixth and
diminished seventh chords, Evo harmonies employed frequentty during the
common-practice period, makes it necessary for us to practice them. Play the
following harmonic patterns on the piano and note the spellings of the aug-
mented sixth chord and diminished seventh chord. Most commonly used aug-
mented sixth chords and their resolutions:

A6
(German)

r3

t4

d {)€> €€> o. +t tt
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r I iii6
(also in
minor)

Common harmonic and melodic uses of the diminished seventh chord:

The intervals of an augrnented sixth zrnd a dirninished seventh are nrost
important visually and pslchologicallr', for thev detennine upu.ard or doun-
rvard nrovernent in tonal ntusic: the sl'rarped pitch(es) mlrst rnove uprvard
n'hile the flatted pitch(es) rnust nlovcl dourlvarcl. Contcmporan'contposers
use thesc inten'als sinrplv to clarift the nrovenrent of a particular set of pitches,
not necessarilv because of harrnonic consideraticlns.

In actual Inttsic literature \\'e find vcn, f'et' iltstzrnces of melodically notated
augmentcd sixtl.rs, brrt harmonic:rllv nouited ausmentecl sixths are in ahun-
dance. The nrerlodicallv notatcd diniinishccl seven{.h is freque ntlv uscd.
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NONRHYTHMIC EXERCISES
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SPECIALLY COMPOSED IIIELODTES EMPHASIZING THE
AUGMENTED SIXTH AND DIMINISHED SEVEilTH
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Moderately slow quarters
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With good spirit, rather fast
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Exercises for Performance

MELODIES FROilI THE LITERATURE

rl

t2

r3

I

I

I
-l

I

:l
i"l

]
L1

B

fl

:

I
*t

I
E

E

il

il

il

il

il

il

Symphony No. 5
Ludwig van Beethoven

Symphony No. 4
Gustav Mahler

Ricercare from 715e Musical Offering
Johann Sebastian Bach

Andante con moto

Quite slowly
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.4 "Maria" from Wesf Srde Sfory
Leonard Bernstein

rS

Moderato con anima

'---.---

r-3- 
-3-

,-3- r-3-

Violin Goncerto
Jean Sibelius

Piano Concerto No. 24, K.491
Wolfgang Amadeus Mozad

r6

Allegro moderato
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Hugo Wolf

Was soll der Zorn (What matters the anger)

Cello Concerto
Frederick Delius
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CHAPTER IX

OTHER SCALES

Modal Scales and Other Scales
Norv tliat'we have considered all the inter-rals that appear within major and
minor scales, as ivell zrs the tritone anc{ some en}rarntonic intenals, \re can

turn our attention to a ferv other scales. These scales-nrodal, chromatic,
l'hole+one, and octatonic, irs n'ell as folk and syrtiretic* scalar configura-
tions-have come into use nith increased frequencv rr'ithin the last hundred

)'ears or so. ]'Ielodies based on nrotial scales have been corlrposed for hun-
dreds of vears, bnt since the Baroque pedod thel' hare not been a predouri-
n:1nt part of the \\'cstenr classical reperton. \\'itli the rlatrring of the nr'entieth
centun', ho'u'ever, rve have seen a rerival of interest irt rnod;rl rr-riting, espcciailv
in inrpressionistic music. Similarlr', uith the grorr'ine intercst in folk nrusic. eth-
nic scales of all npes have come ir.rto the cor.rsciousness of \\'esteril conlposers.

Bccause these lariotrs sca]es are a major fact o{'life ir-r nrucl-r of ti.re mtrsic that
is currentiv heard, rr'c rr'ill trcat tllcnr one bv one ir.t tiris chirpter.

Modal Scales

H
€.t
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LJ

l
l
1t

"l
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aJ

SCALE CONSTRUCTION AND NONRHYTHMIC EXERCISES

Play the first note of each scale or nonrhl,thmic exercise on an instmnent,
then sing the rest of the exercise. Check the notes after you have repeated the
exercise at least three times.

Dorian

rl

*Bv svnthetic \re mean scalar configurations n-rade up by' composers, consisting of non-
traditional patterns that suit the composer's particular purpose.
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iooo

*\bu ma,v begin a modal, synrhetic, or anorher qpe of scale on an), pitch, bur you must,
of course, be careful to use the prescribed putt".r, of half and whole steps of tire partic-
ular scale.
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Aeolian (Natural Minor)
tl
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MODAL SCALE COMBINATIONS

The following exercises r.r.ill test your knowledge of the exact makeup of the
different modal scales as you modulate from one scale to another. si,g the
first two exercises carefullv and then follow the directions for creating other
combinations of scales.

1. S-tarting on the pitch D, sing a major scale up, and then a phrygian scale
down (andviceversa).

2' Starti,g on the pitch c, sing a melodic minor scale r.rp, a,d then a mixolvdian
scale do*'n (and rice versa).

Norv praclice in a similar manner:

3' Starting cin rhe pitch E, sing a r'dian scali: trp, trre, a dorian scale dorrn.
4. Starting on the pitch A, sing a Iocrian scare up. the, an aeorian scale clon-n.
5. Starting o, the pitch Eb. sing a major scale .p, rhen a mirol'crian scale cro*n.
6. Starting o, the pitch F{, sins a rlanno,ic nrinor scale .p. t}ren a phngiirn

scale dou'n-

Non, make trp vour ou'n conrbinirtions.
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SPEGIALLY COMPOSED MELODIES
EMPHASIZING MODAL SCALES

Phrygian
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<_:J

Other Scales
Repeat each of the following scales at least rhree times, slowly at first and then
increasing your speed.

THE CHROMATTC SCALE
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THE WHOLE-TOTIE SCALE

I
I

I
I
l THE OCTATONIC SGALE

This scale has the same intervallic relationship upward that it does downward,
but it can "modulate" between its two versions: 1) whole step, half step, whole
step, half step, etc., and 2) half step, whole step, half step, whole step, etc.i:l
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SYNTHETIC SCALES

Sing these patterns purell'bv inten'al. Do not relr' on second guessingl
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Whole-Tone Scale

rl

SPECIALLY COMPOSED MELODIES EMPHASTZING
WHoLE-TOHE, OCTATONTC, AHD FOLK SCALES
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Octatonic Scale
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"Hungarian" or,,Gypsy,, Scate
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Exercises for Performanoe

EIGHT FOLK SONGS BASED ON
MODAL AND OTHER SGALES
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Kasorr-Tartar Melody (Mixolydian)

Southern U. S. Folk Song (Dorian)

lrish Folk Song (Aeolian)

Personent Hodie (Aeolian)t4
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:5 Greek Hymn (Phrygian)

Down in That Valley (Phrygian)
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These folk tunes are related to traditional modal melodies but cliffer in one or
t\r'o itltervals because of the oral ethr-ric musical traditions frorn nhich thev are
developed.

Polish Folk Song (Folk Scale)

B

fl

:

I
'l
.l
__l

B

E

=1
I
I

r,J

I
J

l

"l

I

,-;

I5A CHAPTER IX OTHER SCALES

Armenian Folk Song (Folk Scale)
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CHAPTER X

CHORDS

Ghords and Simultaneities
Norv that r''e have nrasterecl all orrr intervais and scales, let us sing some of
these ir.rterlals in sin-rultaneous combinations. Usuallv rr.e think of chords as
stacked thirds, but in the rn-entieth ccntun' composers have experimented
$it.h some u'onderftrl clrordal stnrctures tirat are based on all of the interryals
n'e haye studied. In orcler to get vour ears Accustomed to these sounds, studv
tlic exercises i, this chapter c:iref*llr; repeating each one as ma.\. times as
nc'cded. \\'c srrggest that as a class.rou sing the series of sinsle pitches tl,rat pre-
cecles each sttccessior.t of chords bcfbre \'ou attempt to sing the actual sirnpl-
ta ncities.
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fl
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I
LIKE.INTERI'AL CHORDS

Sirls t'ach sttccession of'chords at the pitches thirt arc rir.en, the n select tlree
adclitional startir.rg pitches arrd si.rg the trarsposecr series.
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Major Thirds

Class sings: first the \\'onten, then
parts bett'een men and rr-omen.

the men, then together. Finalh', mix up the
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Minor Thirds

Perfect Fourths

Perfect Fifths

Class sings:

Class sings:
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Class sings:
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Minor Sixths

Major Sixths

eoe

Class sings:

? g ,,lfa le
f e Ir

t-----I *

Class sings:

Minor Sevenths
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Major Sevenths

Class sings:

Class sings:
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DIVERSE-INTERVAL CHORDS

In the following paired exercises, first sing each chord as a broken chord
(called an arpeggia)-that is, each note separatell' from the bottorn up and

then from the top do*n, as in Example 1a. Then as a class, sing these same

chords as harmonic simultaneities, progressing directll' from oue chord to
another (Example lb).

rl
a
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PLANTNG (OR PARALLELINGI EXERCTSES

choose anv of the chords that are gir-en above and perform them in the fol-
lorn'ing fi\'o \\'avs:

Sing the chord up and dol'n as an arpeggio and then rranspose it up a srep,
perfornring it in the same \ra\. Keep transposing rhe chord up a step each timi.
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t2 Sing the chord up and down as an arpeggio and then sequence it up or down
a half step, a third, or any other interval that you or your instructor chooses.
Because of vocal limitations, you might stop transposing at the intenal of a
third in both directions since the compass of the chords is so large.

r3 As a class, choose any of the chords git'en abor,e and perform them b1, building
the chord from the bottom up and then holding it before sequencing it up or
dou'n a half step, a u'hole step, a third, etc.
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