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ELEMENTS OF MUSIC 

CHAPTER I. 

NOTES, OLEFS. LEGER LINES, 

1. Musical sounds differ from one another in Pitch. By the 
Pitch of a sound we mean whether it is high or low. 

2. As regards pitch, musical sounds are named after the first 
seven letters of the alphabet-

A, B, C, D, E, F, G. 
3. These seven sounds follow each other in ascending order of pitch, 

and if we take the Mghth note in the same order it is so related to the first (A) 
that it receives the same name. As it is the eighth note from the first, it is 
called the octave 1 of the first (from the Latin word octav'lts = eighth). 

4. Musical Sounds are represented by characters called Notes, 
which are written on, and in the spaces between, a series of five 
parallel lines called a Stave (or Staff). 

Both lines a.nd lfJIMeS are counted upwards. (Fig. 1.) 

Fm.1. 

Lines 
Spaces =:x:=========== 

5. To determine the name and pitch of notes written on 
staves, signs called Clefs are used. 

The two chief clefs are the G clef or Treble clef~ 

and the F clef or Bass clef ~@~====== 
H will be seen that the G clef crosses the second llne four times. It iG 

said io sie.nd on the second line, to which it gives the name G. 

' It will be seen presently that the term oct<we is also applied t.o the 
whol.e aeries of eight notes in aJphabetioal ordei. (§ 26.) 

A2 
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8. Reckoning upwa.rds ·and downwards from G on the second 
line the space above will be A, the space below will be F. Thus 
the names of the notes on the Treble stave will be as in fig. 2. 

FIG. 2. 
(<1) 

The note next below the treble iltave will be D; the note nex~ above 
will be G. 

7. The F clef is placed on the fowrth line, to which it gives 
the name. of F. The names of notes on the Bass stave will be 
as in fig. 8. 

FIG. 3. 
(a) 
~~-----A-

LineS ~--B D F 

(c) 

@f-
F 

8. When it is neoessary to represent notes of higher or lower 
pitch than oa.n be shown on a stave, short lines called Leger lines 
(or Lerlge-r) are used, above and below the stave. 

Flo. L 

9. The names of notes on and between these leger lines 
follow each other in alphabetical order. Thus : 

Fm. 5. . 
-0- .....,-6, o-0-.a..- D C B " a·t!:r ........ - F E D C 

~ Ir I~ IF II&~ 
G A B C 0-&- 7:7 ~ 8 C 0 E 0-6- l!:7 ~ 

NOTES •. CLEFS. LEGER LINES. 3 

EXEROISES, 

Copy out the following and write underneath each note its 
alphabetical name. 

(1) 

~ 0 e 0 ° B o 
£ 0 e O O O s,0 au _ ,_ o .s ,..,o e;;, o o 

0 ...... 

(2) 

~~~. -,c,s,---,,c..,:;,c----<=o.-,,c-,-2 n ~ a 11 
____!a a r.;0 - C:;;11" o o 

(8) 
-0-

-0- a .a.== 

§ 
a -0-

0 
B 

0 II 
-0- 0 

-6,-
0 

"O"~ 

(4) 
-0- ..a. 

0 
-0- - a B a 

@; ~ II a 0 

:eo-o- e 
-6,-

CHAPTER II. 

THE ALTO A.ND TENOR CLEFS. THE GREAT STA.VE. 

10. If we place the treble stave above the bass stave we get 
the double stave used for pianoforte music. 

FIG. 6. 

11. Let us examine this pair of staveA. The not.a below the treble stave 
is D; the note above the bass stave i1 B. There i1 than on, 1tep from I.he 
bass to the treble stave, and this can be tilled up by using a Zeger line, the 
name of which will evidently be 0. 

... 
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F10. 7. 

12. We shall now be able to get a continuous series of notes 
beginning in the bass and continuing without break through the 
treble. 

0 t:-2 
G' t:) 

C) 

FGABCDEFGABQDEFGABCDEF 

It will now be easy to specify more definitely the exact pitch of a note. 

18. The note C written on the leger line between the trebte 
and bass staves is called Middle C. 

On a piano Midd/,e C stands, roughly speaking, in the middle of the 
instrument ; on a violin it is the C played in the first position by the third 
finger on the fourth string. 

Thia Middle C is of great importance for reference, and the student should 
thoroughly understand its position on the double stave, on the treble stave, 
and on the bass stave. Thus the following are different ways of representing 
the same note : 

FIG. 9. 

Middle C 

14. When the treble and bass staves standing over ea.ch 
oilier a.re joined by a. continued leger line, we get a stave of 

THE ALTO AND TENOR CLEFS. THE GREAT STAVE S 

eleven lines. This is useful for reference and is called the Great 
Stave of eleven lines (v. § 245). 

F,o. '°· I· ..... · .................................. . 
15. The treble and bass staves are merely sections of the 

Great Stave. 

16. In order to avoid the use of a large number of leger lines 
other sets of five lines from the Great Stave are used. 

To show this another clef, called the C clef, is used, I or 

I. It always denotes the Middle C. 

17. The five lines of the new stave may be made up in different ways. 

Thus we may take middle O with two lines above (from the --­
treble) and two below (from the bass). Thia stave is called the ft 
Alto Stave. 

Or we may take middle O with one above and three below. 11:t=== 
Thia is called the Tenor Stave. :tf:t=== 

Or we may take middle O with four above, and this is called === 
the Soprano Stave. 

18. The relative position of all the staves will be seen from 
the Great Stave of eleven lines : 

FIG. 11. 

rmi!~)))j)1~~~1:~;:~:j:~ 
Bass Tenor Alto Soprano Treble 

19. Two of these staves with the O clef are so important that 
we shall take them separately. 
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(a) The alto stave has the O clef on its :middle line . .1lt=== 
The names of the notes on the alto stave will then :!It=== 
be: 

FIG.12. 
-B- ...C.. 

ltl "1!° -D· s--F-jj A 

8 A 

a I] E F 

(b) The tenor stave has the O clef on its fourth line. The 
names of the notes on the tenor stave are as follows: 

Frn. 13. 

ltl 8 e 0 E 
F -G- A._ 

,;-: ·B- c B E F. Q 

20. It is important that the student should familiarise himself with the 
names of notes on all the staves. He should also be able to represent 
the ,ame sounds on different staves. 

Thus, suppose we are asked to re-write the following on the bass stave: 

& o n II 
~ r ~ c::;;r ~ 

This can always be done by keeping in mmf ilie middle C, and reckoning 
from that. Thus the first note ls the G above the middle C, represented on 
the bass stave by the third lager line above. Similarly for the others. We 
therefore get the following : 

" f -6,- .a_ p 
.a.. A 

In the alto, tenor, and soprano the passage would stand 

Alto. Tenor. Soprano. 

1~-0 
It is worth noticing that a note on a line with one clef will be on' a line w 

any clef; eo with nGtes in spaces. 

I 

THE ALTO AND TENOR CLEFS. THE GREAT STAVE 7 

E~ROIBE. 

1. Rewrite the following, without altering the pitch. in the 
bass clef: 

(a) (b) 

o 111~ LJ 
0 -0- ~ 

0 t:2 0 II v~o 0 --0- c:::;;-

1&0 O 0 0 0 

2. Rewrite the following in the treble clef: 
-6,- .a.. 

-6'-o -- o -G- o·o-..a. 
@ 0 11 ltl O O Q O II 

In O o.a..0-c;. 0 e := ~ II 
8. Rewrite the following in the alto ckf; and in the tenor ckf: 

-c,..a.. -0-

~ 0 
1
~ o a o 

0 0 ~ t:2 • e 
Q t-2 0 -5J- II 

CHAPTER III. 

ORIGIN OF THE FORM OF CLEFS. UBE OF CLEFS. OCTAVES • 

21. The signs used for the G, F, and C clefs are merely 
corruptions of old forms of the letters G, F, and C. Thus, all 
the following shapes (with many others) are found in old music : 

(a) G clef (lf), i.e. ~-

(b) F clef f /.., i• +Jj:, i .e. ~ 

(o) C clef £, jJ:, ~, [, i.e. ~-
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22. In writing for voices the soprano (highest voice of 
women), alto 1 (lowest voice of women), tenor (highest voice of 
men), and bass (lowest Toice of men), were formerly indicated by 
the clefs bearing those names. Now 2 the treble G clef is used 
foe soprano, alto, and tenor, and the bass clef for the bass. The 
tenor part, however, is written an octave higher than it is sung, 
and this is shown by writing octave lower (Sve lower) at the 
beginning of the tenor part. 

The following extract from Handel's" Judas Maccabreus" will illustrate 
this: (a) is ta.ken from a.n old edition ; (b) is the same from a modern 
edition. 

Fm.14. 
(a) &c. 

&c. 

&c. 

&c. 

(b) 

Treble. ~ ~b 2 JI .JJ r I E? j I t1Ir fl E ~ I &c. 

Alto. &c. 

Tenor &c. (8ve lower). 

Bass. &c. 

1 The word alto really means h,i,gh. Formerly thle pa.rt was always 
sung by men (and it is still in most cathedral choirs), and so it men.nt the 
h,i,ghest voice of men. It was also called counter-tmwr. In modern musio 
the pa.rt is sung by women, and is often called contralto (v. § 246). 

• I.e. in England. In German editions of fall scores the old clefs are 
still used for the four voicea. 

v( 

\r 

ORIGIN OF FORM OF CLEFS. USE OF CLEFS. OCTAVES 9 

23. In music for piamo, organ, &c., the treble clef is used for the higher 
notes, usually played with the right hand ; the bass clef is used for the 
lower notes, played with the left hand. 

The treble clef is further used for the violin, and for wind instruments 
of similar pitch, viz. piccolo, flute, oboe, clarinet, cornet, &c. 

The al. to clef is used for the viola,' and the alto trombone. 
The tenor clef is used for the lenc· · trombone, and for the higher notes 

of the violoncello. 
The bass clef is used for the vwloi1, .:, .. and double bass, and also for 

wind instruments of similar pitch, viz. b.i.s, :•on, bass trombone, &o. _, 

24. We have seen in Fig. 8 that there are several sets of notes (C, D, E, 
F, G, A, B) called octaves. It is convenient to give different names to the 
different octaves. 

25. The octave beginning with the O on the second leger line 
below the bass is called the Great Octave. The next octave is 
called the Small Octave. That beginning with middle O is called 
the Once-marked Octave. That beginning with the O in the 
third space of the treble stave is called the Twice-marked Octave. 

Note that each C begins a fresh octave. 

FI-,. 16. 
Great 8ve. Small Sve. Once-marked tve. Twice-msrked Sve. 

C D E F 

26. Another method is commonly used for the upper notes. 

The notes of the octave begi:_ing with treble G F 
are called in alt. Thus F is called O in alt. -e- . 

27. The octave above this, beginning with~ 1s 

called in altissim.o. ~ 
- -=------------------

' The =la is often called thfl tenor viown, but U plays from the alto 
cut. 
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28. Two other names should be noted : the middle O (§ 18) 

~ and the tenor o ·one octave below this: 

@i a or m::I~ === ~-

CHAPTER IV. 

SHAPE A.ND LENGTH OF NOTltS, 

./ 29. The relative duration of notes is indicated by their shape. 
The following are the chief shapes used in modern music : 

o semi-breve. j minim. i crotchet. 

C quaver. ; semi-quaver. ; demi-semi-quaver. 
ii' 

The semibreve ts an open note; the m.m.im is e.n open note with a sten: · 
the crotchet is a. black note with a. stem ; the quaver is a black note and its 
stem has a hook, wlwe the semiquaver has two hooks, and demisemiquaver 
three. 

80. In modern music the semibreve is taken as the standard, 
and in Germany it is therefore called the whole note. In the 
list below each note is equal in duration to two of that which 
follows. Thus, 1 semi-breve = 2 minims; 1 min~·2 crotchets, 
&c. This will best be seen from the German names in the 
following table : 

0 semibreve or whole note. -13emiquaver or sixteenth I , " Fa minim or half note. ~ 
note.1 

I I ~ " crotchet or quarter note. demisemiquaver or 
I 

, " 
f'_.J 

~ thirty-second note. 1 

quaver or eighth note. ~ 
~ 

' Semi- and demi..- both mean half. 

. 

• 
SHAPE AND LENGTH OF NOTES II 

31. Ste!Illl may be turned up or down. "When several hookeil notes ooonr 
together they may be written in groups. 

FIG. 16. 

~ ~ r lfilJJJJIJ a1W J!!Jj 

82. A dot placed after a note makes it half as long again. 

Thus j• = F r or i i r-
A second dot adds half the value of the first dot. Thus : 

88. Instead of using dots to increase the length of notes, a 
sign called a tie I c---) may be used. The tie indicates that the 
sound is to be continued for the total length: of the notes joined. - ..-. ----
Thus: jj or j C or iiC· 

84. Rests are signs used to denote periods of silence in music. 
Each note shown above has a corresponding rest. 

Frn.17. 
Semibreve Minim Crotchei Quaver Semiquaver Demisemi-

rest. rest. rest. rest rest. quaver rest. 

- - r , 9 9 
The semibreve and mmim rests are alike in shape, but the longer rest 

hangs from the higM:r line, the shorter lies on the lower line. The crotchet 
and guaver rests are &like in ahape, but the umger rest turns to the right, 
the 5horUJr to the uft. The semi.quaver and demisemiquaver are easily 
distinguished by their hooks. 

85. Owing to the simila.rity of the crotchet and qUOIV~r rests 
a, new crotchet rest (written n is now very generally used. 

1 Other uses of this sign will be shown later (§ 216), 
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86. Dots may be added to rests with just the same effect as 
when UBed with notes. Thus: r-. = r- j 

Except in certain cases, explained later (§ 72), dotted rests are not much 
used. 

NOTB TO 0HA.PTEB IV. 

37. A note called e. breve, equal to two semibrooes, ia occasionally used in 
Church music. 

In instrumental music a semi-demi-semi-quaver,' equal in value to half 
a demisemiquaver, is sometimes used. These notes with their corresponding 
rests are shown below. 

FIG.18. 
Breve. Breve rest. Semidemisemiquaver e.nd rest. 

INI 

~ 
~ • 

38. 1n e.noient musio the following notes were used : 

Maxima or Large CJ ; Longa or Long q ; Brevis or Short D ; 
Semibrevis or Half-short O ; e.nd Minima or Smallest 9 . 

Thus what was originally the shorl note (the brooe) ha.s in modern 
musio become the longest note used, and other shapes and ne.mes have 
been invented to indicate the shorter notes. 

EXERCISE. e,, J 
0 1. What single note is equal t? 8 quavers; 

4 crotchets; to 8 semiquavers? J 
to 4 quavers ; to 

JjJft 
2. Express the following in 

(c) o. )'J-J- J'.r .f-.f-

)J-if.J-i' 
quavers :-(a) 1·; (b) iL; ----

}JJ; ' fJ-tJ, 
8. Express the following in semiquavers :-(a) j; (b) j• ; 
r--r--

(c) rr,· 
1 Occasionally in instrumental music a. note with five hooks (half the 

length of the semi demi-semi-quaver) is found. Vide Beethoven's Piano 
Sonatas, No. 26, Andante Espressivo. 

SHAPE AND LENGTH OF NOTES 13 
----- ------- ----------~--

4. How can a note equal to 6 quavers be written ? j • 
5. Writ,e the rests corresponding to the following without 

nsing dotted rests :-(a) r.· ; (b) Pr ; (c) ;-; ; (d) o; (e) •P: 
r'1 l_t ~ ~ _ 1-, 

6. Rewrite the following, halving the value of each note and 
rest: 

~ J.r I.J-/j 1£J-lo 
7, Rewrite the following, d.cubUng the value of each note and 

rest: 

@J.J•,91~/:Jo;Jd JJ rr· 
8. Rewrite the following, 

times greater in value : 
making each note and rest four 

~ 0.J · JI J J r - 9 

CHAPTER V. 

ACCENT AND TIME. 

89. In a line like" Down the hill-side tripped the maiden'' 
we pronounce some of the syllables with more emphasis than the 
others. Thus : 

Down the hill-side tripped the maiden, 
where the sylla.bles in thick type are accented. 

40. In music Accent means the stress or emphasis given to 
certain notes. We might represent the abo,~ line in music, 
marking the accent by the sign " , thus :-

Fm.19 . . 

§ 
I\ I\ I\ I\ 

r r r - r r r r I 
Do'wn the hlll-11ide tripped the mai-cien. 
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41. In music the accented note is shown by placing befor6 it 
an upright line ca.lled. a. bar or bar-line. Thus the above would 
to shown as follows : 

A A A I>, 

rrlrrlrrlrrtt / "'"·'° ~ 
Note: When the first note is a.coented the bar-line for that note is 

omitted. 

V 42. The sign (==IE') is ca.lied a Double-bar. It has n_othing to do 
with aocenl i it =3E:: merely indicates the end of a piece or of a 

section. 

~8. In the next example the first note is unaccented ; the bar­
lines would then stand as shown. 

F 21 & A A A A 

IO. · r I r r I r r I r r I r u 
The way was long, the wind WIM! cold. 

~4 It will be seen that the accent divides the notes into equal 
sets. · These equal groups or sets are called Bars 1 or Measures. 
Thus the notes between any two bar-lines form a bar or measure. 

45. Every bar can be divided into a certain number of equal 

lengths, ca.lled Beats. 
Thus in (a) there are two beats; in (b) three beats. 

Fm. 22. (b} 

@7.JI J .llJ JI J JD ~ rr rlr r rlrt rlf'ill 
1 I 1 2 1 2 1 2 I 2 S l 2 3 l 2 S l 28 

46. In dividing bars into beats the following points must be 

kept in mind : 
(1) The beats in each bar may be subdivided into notes _of smaller value; 

or one note may be sustained for two or more beats. This, however, doe 
not alter the miniber of the boots. __ 

• . b th t th upr·o-ht lino and to 
, Notiee that the word bM 18 applied O O 8 1

"' 

the oontentll of the measure. 

ACCENT AND TIME 15 

ll'.Io. 23. 
(a) ...- r r .--

@ 11 r aY Ir er I tE tf I Qt ell 
12 12 l 2 I 

(b) 

@ .J .iJ I j J I J J J ~ I "' II 
1234 1234 1234 1234 

Here eaoh beat equals one crotchet, but in (a) some of the beats a.re 
divided into four semiquavers; others into two quavers. In (b) some of 
the notes are held for two beats (i.e. one minim). 

(2) The unit note may be of any value without altering the number of 
beats. In (a) fig. 24 each beat = one crotchet; in (b) one quaver; in (c) 
one minim; but in ea.oh case there a.re three beats in a bar. 

FIG. 24. 
(a) (b) 

@J :;I.J JJb l)IJ II & J;lfJJb /'! It.fl 
123 - ' • <.}l23 ·' • 

(c) 

@ ~
2 
J I J J J I 

0
_ J. ;I 0 _ II 

(3) Rests may make up some of the beats. 

FIG. 25. 

~.f ;1 J• JI J JJI J;•II 
' 23 123 128 123 

-V-(4) If the first bar is incomplete the last bar of the section must also be 
incomplete, so that the first and last incomplete bars make up a complete 
bar. The bars marked (a) and (b) together make a complete bar. If the 
first bar is complete t)le la.st bar must also be complete. In both these 
cases rests must be added to the la.st bar if necessary to make up the 
completeness. 

Fm. 26. 
(a) (b) 

g.11rmrr1rrrtld Jn v 
B 
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16 ------------------------
v 47. Time is the grouping of notes into regular sets by me&ll! 

of accents. 
Time depends upon the numb el' of beats in a bar. 
When there are two beats in a bar it is called Duple time, 
When there a.re three beats in a bar it is Triple time. 
When they are four beats in a bar it is Quadruple time. 
48. Very often the term Common Time is applied to a.11 music having a.n 

even number of bes.ts, but a.s the term common is still more frequently 
applied to one special time (§ 59), it seems better to use the terms duple, 

quadruple, &c. J 49. Time is further subdivided into Simple and Compound. 
When the value of each beat is equal to a simple undotted note 

the time is said to be simple. 
When the value of each beat is equal to a dotted note the 

time is said to be compound (v. § 247). 
/( Frn. 27. . 

(a) 

~ ;1 J JJ J Ir c.U I Ci~ I r · fl 
l ~ l 2 l 2 

(b) f;&-6::J 11 n a J . 1.trn ni m; _ 11 
1 2 1 2 1 I! 1 2 

Both of these a.re duple time, because there a.re two beats in a bar. 
In (a) each beat is equal to a. crotchet, therefore (a) is simple duple. 

In (b) ea.c~ beat is equal to a. dotted cr otchet {fl, or i~ or P) 
therefore (b) is compound duple. ~ I., u.,.! 

Similarly (c) is simple triple; (d) is compound triple. 

Frn. 28. 
(c) 

J J 
2 3 

(d) 
~ 

~ 

.ACCENTS .AND TIMll 17 -----·---
E:u:RCIBB. 

1. Bepresent M,Ch syll,able in the following by the note 

~ ; mark the accented note ; add bar-lines, and say whether 

the time ia duple or triple. 
(a) But a.mid my broken slumbers 

Still I beard the magic numbers. 
{b) In happy homes he saw the light 

Of household fires gleam warm and bright. 
(c) Under the willows the streamlet runs murmunng 
(d) T~e prid1e of his country, the hope of his na.tion . . 
(e) With the accents of}wildest despair in her voice. 

( ) 
2· tewrite (a) and (b), making the beat equal to a C':'otchet · 

c an (d), making the beat equal to a qU011Jflr. · ' 

(a) 

';:$31 J • ilJ--JI n1 , 11 
(b) 

~ JI J d J JIJ J J Jlo Ed 
(c) c:,;, -e-• 

~ 0 t4t F F E I d , r 7 r I O 
• II 

d 

ea ;- Add a rest (or rests) to each of the following, so as to make 
c bar equal to four crotchets. 
(a) (b) (c) (a') (e) (f) 

& :J :nwn II w . II ~bfb1± 11 iJ U 
B il 
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4. Correct. by a.dcling rests or lengthening the notes, the ba.r11 
marked *· Wide § 46 (4).) 

(a) 

@ J1..Slrr1rr rlrr 1-I i II 
(b) 

@ ffl · [Q, I r . r s I CU E& I * r 

CHAPTER VI. 

TIME-SIGNATURES. 

50. The time used in a piece of music is shown by a sign 
called the time-signature, which is placed at the beginning of 
a piece immediately after what is called the key-si,gnature 
(explained in Chapter X.). 

51. The time-signature shows the time-value of one bar. 
It is most conveniently written as a vulgo.-r jra,,;!11-0n, on the 
understanding that a semibreve=l. 

Thus a minim is the half of a. eemibreve : there.fore if lli\Ch beat equals 
one mimm we say that each bar contains so ma.ny halves of a semi­
breve. Two minims in a bar=~; three minims=~, &c. Similarly, as a 
crotchet= t of a semibreve, two crotchets in a bar = ¾; three crotchets=¾, &o. 

52. When each beat = f' the lower figure is ?a _,, These 

" .. " -, " 
4 figures 

=c 8 show what ., 
" " 

,. 
" fraction of =, 16 asemibreve 

~ ., " .. each beat is 

=i 82 
(v. § 80). 

" .. ,, .. " 

TIME-SIGN A TURES 19 

58, To find out the upper figure of the time-signature we 
must distinguish carefully between simple and compound time 
(§ 49). 

54. When the time is simple1 the wpper figure shows the 
number of beats in each bar ; the lower figure shows- the value 
of each beat. 

Thus in duple time we should write J, ¾, or 1 according as each beat is 
worth a minim, a crotchet, or a quaver. 

8 

Triple time wonld similarly be ¾, ¾, i, &o. 

55. In compound time the upper figure does not show the 
number of bea_ts. The lower figure shows the kind of note 
which equals one-third of the beat ; the upper figure shows how 
many of such notes make up a bar. 

Thus in compound duple, when the beat=~• or W, the lower figure 

will be 8, denoting quavers ; the upper figure 
1wm be 6 : i.e. 

Ir· r· 1--~. 
If each beat = r· we should get 

IF· F· I=~- , 
. 56. _If we wish to find out what compound time corresponds to a given 

simple trme we proceed as follows: Suppose the given simple time is ! ; it 
means there are three beats of one crotchet ea.ch. The corresponding com­
pound time would have three beats of one dotted crotchet ( • three quavers) 
each. Therefore ea.ch bar would contain nine quavers, and the signature 
would be !, This gives us the rule : multiply the upper number by 3 and 
the lower by 2. ! x } = f. 

_57. When the number of notes in a bar is 6 or 12, we must 
notice carefully how they are accented. 

Fro. 29. " 

'~ lttzE!dl 
1 

T~ere are oocasional exceptions to the rule in the case of ¥ time. 
ihus, m Mendelssohn's 'I waited for the Lord' there are four distinct 

ea.ts of one quaver ea.oh: its signature ought to be j; but this signature is 
not often used. So we find ¾ in its place. V. §§ 806--9, Part III. 
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We may accent this passage with three beats in a bar, each beat = (fl 

when it is clearly simple time ¾ (a). Or we may have two beats in a bar, 1 

each beat = r, when it is compound time ; (b). 

FIG. 30. 
(a) 

@22 s.rJ1ac_~ CJ 11 
(b) 1 2 a 1 2 s 

~g~ICC!¼HJ 
1 2 l 2 

58. Besides the fractional time-signatures two other signs are 

used: C and¢. 

59. C means four crotchets in a bar, and therefore is just the 

same as t. It is frequently called common time-a. term which 
therefore means four crotchets in a bar(§ 48). 

Formerly triple time was called perfoot time, and was indicated by a 
circle, Q. Time with an even number of bee.ii was then called imperfect, 
a.nd was indicated by an imperfect circle ( , which bas since become the 
letter C. 

60. ¢ is called Alla Breve 1 time ( or better, Tempo a Cappella, 
from the fact that it is much used in church [ =cappella] music). 
It means two minims in a bar (n with two beats in a bar.,;-( 

The sign ¢ is very frequently used in the final section of a chorus which 

begins in C time (with four beats and two accents), and which changes to 

¢ (with two beats and oni, a.ccent). It generally implies an increase in 

the pace of the movement, and sometimes the worJs Doppio movimento 

(=double the pace) a.re added. Thia means that the section marked ¢ 
is to be twice as fast as that marked C : i .e. the beat remains the same, 
but a minim (=one beat) of the section marked DoJYl)'W movimento occupies 
just the same time as a crou;het ( = one beat) in the section marked C· 
See Mendelssohn's "Elijah," last chorus. 

1 The term alla bre1!e is commonly applied to f or ¢ time, but this ia 
nevertheless quite an error. Alla breve really means breve time, i.e. where 
each bar • four minims or one breve, i.s. ~ ; sometimes the sign ¢ is used 
instead of the signature t· 

TIME-SJGNA. TURES aa 

Table of Time-signatnres. 

SIMPLE COMPOUND 
- - ---

DUPLE 
¢or~ J J 6 I J. 4d . 

2 ..! I I I 
4 • ~ .. •• 

2 'r'- J" 6 1'-> :' a• 16 •• • • 

QU.lDRUPLJ!: !JJJJ I J. I I i; a· a· a· 

Cori ..! ..! I I 12 I I I I • - 8 •• •• •• •• 

&e p. 19, footnote 12 f. (" ,._ I"' 
16 •• •• • • 

I -

TRIPL.R ~JJJ iJ, J. I a· 

3 ..! J ..! 9 I I ) 
4 8 •• ... ., . 
3 ~ ,._ J' 9 J". 1°' ;-. 
8 
. ., 

16 
., . •• 

E XERCISES. 

1. Add time-signatures to the following, stating whether they 
are simple or compound: 

(a ) (b) (c) (d) & JJ; ~ ll=#ftl.QblJW J lblllE-ff 
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(e) (/) (g) (h) 

§5 rcrr11 r· r11 Jc~~~,1 J. JJWJJ11 
(i) ()) (k) (Z) 

@ JJ;J JJ 11 J n 11 o :J 11 J. J J H 
(m) 

2. Complete each of the following bars by adding one note at 
the end: 

(a) (b) 

~ J 7 n 7 llt d - J .J r II 
(c) (d) 

@ i :J , JJ II: J J, 
• (e) 

II g J. J', II 
8. Add bars to each of the following according to the time­

signature. Each begins on the first beat of a bar : 

(a) 

~ J J 11:J JJJ JJJ lfJ :J II 
(b) 

@A F 5 c:c:r F 5 f 5 5 0 C 5 5 5 H 
(c) 

fl -!1'11 __J --l P, ""' ~ __ (7'...l ~ ...j i'L.1 § g.; .rJ i ~- ¼.;t,r.; . .; . .; *.; .L.J· J. I) 

(d) 

~ ~ ~ ? § !· ¼ ~ G· ~ Cf r Cf r r II 

• 

TIME-SIGNATURES 

4. Bar the following notes in as many different ways as you 
can, adding time-signature in ~ach case : 

@ C; '~ C ~ JJJ;.t! H 

5. Add bar-lines and time-signatures to the following : 

(a) 

@ 11J:J r' r r er JF 0 r· ~ H 
(b) 

@ n 1m J ; J k c r · r · r ,, w ; 11 
I,, --=--

( c) (d) 

@01:Jfl :i '":rll r · t:.c:P r J?t a H ' H 

6. State exactly the time-signature of the following, giving 
your reasons : 
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7. Add missing bar-lines and time-signatures to the following-: 

(a) 

@Rt- 9 iJ- J. ~- r · " 0 II 
(b) 

fH I J J'J. r:r· r· r· 11 

(c) 

~ .1.1:J. J. j. r·r J J. r· J. u 

CHAPTER VII. 

ACCENTS. BEATING TIME. RESTS, ETO. 

61. Accents. We have so far only spoken of one accimt in 
a be.r. When there are more than two beats in a bar there will 
be more than one accent. The first beat of a bar has the 
strongest accent, while a secondary accent will fall on every 
alternate beat. 

Thus in duple time there is one accent, on the first beat; 
in triple and quadruple time there is a strong accent on the 
first beat, and a secondary accent on the third beat. 

In simple triple time the second accent only occurs when the pace is 
slow. 

62. When the pace is slow e.nd ea.ch beat is subdivided it is usual to 
accent the first note of each beat, the first note in the be.r still keeping 
the strongest accent. 

63. Compound time is accented exactly like simple, i.e. on 
the alternate beats, or, if the beats are subdivided, on the first 
note of each beat. 

• 

ACCENTS. BEATING TIME. KESTS, ETC. 

64. In Counting time we count one for each beat. If, how­
ever, the pace is slow, we may consider each beat subdivided, 
e.g. a. crotchet into two quavers, a. dotted crotchet into three 
quavers, &c . 

FIG. 31. 

~ ¥ ~ ~ ~ tt=if631 or -i 3 i • 6 • 

' 
g ~~ q§ or ~~~-~ .J 

~~.. 4 •• t, t 
66. In counting a. he.If bee.i it is convenient to use the word " e.nd," 

thua: 

FIG. 32. 

~2 
1 2 

66. Beating time. When a number of persons are per­
forming music together, a. conductor "beats the time," i.e. 
marks the beats, or the divisions of the beats, with a. bdton. 
There are many ways of doing this, the following being one of 
the commonest. The strong accent is shown by the thick type, 
the secondary accent by capitals. For duple time, Down-up ; 
for triple time, Down-left-UP ; for quadruple time, Down-left­
RIGHT-up. 

67. When the musio is slow it 1s 1mtnetime11 necease.ry to divide the 
beats. This is done by bee.ting twice (or, in compound time, three times) 
in ea.ch direction ; thus for simple triple time : Down--down-LEn- le/t­

UP-up. g time is often bee.ten Down-left-left-BIGHT-right-up. V 
The Use of Rests. 

68. The sign for a whole bar's rest in any kind of time I is the 
semibreve rest. 

1 Except in ~ time, where the breve rest is used ~] (v. p. 20 
noi.e.) ~ 



26 ELEMENTS OF MUSIC 

J Fro. 33. 

~ "¥ II¥ II & II <I~ H 
69. In expressing a rest which lasts through several bars, 

the breve rest is used to mean two bars' rest. This may be 
d~ubled in length (whep it means four bars' rest) or combined 
with the semibreve rest. In all cases it is usual to write the 
number of bars o,er the sign. Very often, especially when the 
number of bars' rest is great, a long stroke is draWT\, and the 
number of bars' rest written above it. 

Fm. 34. 

~ 
~ 6 A 10 24 

II H--o II Ii II~-
70. In writing rests, care should be taken to show that 

each beat is complete in itself. Thus, the following are 
incorrect :-

FIG. 35. 
' (a) 

~2r 
(b) (c) 

- 11 t r - r 11 fi r r 1 ; II 
At (a) and (b) each beat equals a crotchet, and therefore a minim rest 

cannot be used. At (c~ each beat is a dotted crotchet, and the first beat 
must be shown by adding a quaver rest, letting a crotchet rest and the 
quaver make up the second beat. Corrected, these examples would stand 
as below:-

Fm. 36. 
#Yda) r (b) (c) 

~ rlltrrrrllHr 1 rsH 
71. In quadruple time a minim rest may be used to denote 

half a bar's rest, provided it occurs at the beginning or end of 
the bar, and not in the middle. Thus :-

FIG. 37. 
correct correct incorrect 

~ i r r - 112 - r r 11 i r - r 11 

ACCENTS. BEATING TIMB. RES1'S, ETC, 27 

72. In compound. time, a sound which occupies a whole bar 
may be written as one note (a), In all other cases the notes 
must be grouped so as to indicate the beats (b). 

Since the beat in compound time always equals a dotted note, it is clear 
that a <1ottea rest corresponds to a beat. Dotted rests may, therefore, be 
used in compound time. (c) (§ 86). 

Fm. 38. 
~ (a) ft -= ~ (b) -= 
§fir· u or§ f·F·II § F·F 

(c) 

The bar (b) could not be written ~ because that does not 
show the beats. ~ 

EXERCISES, 

1. Write a bar of music in common time and one in g time, 
and mark the accents in each case. 

2. Express by means of the breve and semibreve rests a 
rest for seven bars ; for six bars ; for ten bars. Express in 
any way you like a rest of thirty bars. 

8. Correct the rests used in the following example, giving 

reasons~ 

(a) (b) (e) 

~ ¥ - a II g - F II O r - s 
4. How ought the following notes and rests to be written -tc 

be in strict accordance with a time-signature? 
(a} (b) (e) 

' ~ r· F • II ~ F2 r r s II g r r r II 
6. In what kind of time is the minim rest unava.ila.ble? 

v 
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CHAPTER VIII. 

TRIPLETS. SYNCOPATION. 

• 78. Three notes played in the time of two form a triplet 

Fm. 39. 

@o J cl·I :J .iJ; IJ J J. ~1¥=0 
. .----, -e-

Here the second half of the Beoond bar i11 equal to two crotchets. Threa 
are put in place of the two, and the figure 3 is added to make this clear. 

Rests may form part of a triplet, or two notes of the triplet may bo su11-
tained and written as one note (11. § 249). 

FIG. ,o. 
r-

j 8· j 

When several sets of triplets follow each other, very often only the first 
set has the sign 'a', the grouping being sufficient to indicate the meaning . / 
in the other cases. VI 

74. Sometimes in compound time a beat (which is usually 
divided into thlree) is divided into two; thus. two notes are played 
in the time of thlree. This is shown by the figure 2. The group 
is called a duplet, or, where /D'IW a.re written for six, a quad­
ruplet. 

FIG. 41. 

§ g: Ui[]-1 ::r :} I E2 · II 
75. A beat or par! of a beat may be diTided into any irregular number 

of notes. The number in a set ii !hown as in the 011.ee of the triplet. 
The term, Quintuplet (i.e. gronp of f/,116 note&), Sextuplet (m notes), &a., 
are used. 

FIG. 42. 
(a) 

TRIPLETS. SYNCOPATION 29 

At(a) the fourth beat has five semiquavers instead of f~ur; ~t (b)_theflrst 
beat (four quavers in a bar: v. § 54, no~) has twelve sem1derrusem1quavers 
instead of eight ; the first half of the second beat has six instead of four ; 
the last ha.If of the last beat has 11even instead of four. . . 

76. The use of the triplet is practically co~fined to Blmple tune,_where 
a few beats a.re divided into three instead of mto two. But someti~e_s a 
movement in simple time has triplets throughout, so_that the effect 1s _Just 
the same as if written in componnd time. The followmg from Mozart 1s of 
that kind: 

FIG. 43. 

&c. 

. 
This might clearly be written in g time, when each beat would be a 
dotted crotchet. The treble wonld ste.nd as below : 

Fto.K .-. t· ~ @¥~ r · r · r · I c · ~, s I J • J z • .J J ; J I 
77• Mulic which ii written in simpZ. time may also be expressed in // 

compound wne, e.nd t>ic. -,d., 
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For example, rewrite the following passage in ~ time: 

F10. 45. 
(a) (b) (c) 

~ g r- r· 1 r r: r r· 1 ., er r s I J. ~- 11 

We have to produce the aame effect in 1 time. This will be done by 

representing a beat of ~ time by a beat of i time, and by indicating where 

necessary the subdivision of the beats. 

In ~ time a beat ~ j • ; in ~ time a beat = j ; each dotted crotchet 

(i.e. ~) will therefore be represented by a crotchet (i.e. i) In bars two 

and three the beats are divided into three parts. In i time a be11.t is 
usually divided into two parts, and it can only be divided into three ' by 
writing the notes as triplets. The passage then would stand as follows : 

Fm. 46. 
(a} (b} - ---(fl. 3 ' ....--.... I @! r c I r r: r r 1 , Et r s I J F 

78. Sometimes a double time-signature is used, e.g. =4!~ This 

means that some parts of the movement are in 68 time · others in 2 time. 
/ ' 4 

79. Syncopation.-When a note is begun on an iinaccented 
beat and continued over an accented beat, the accent is given to 
the beginning of the note. This is called Syncopation. 

Fm. 47. 

* *,_Sa) *__Q} * 
@ 0 r E r I r F E I F c IF {r: r: r r I O II 

80. When a note begins in one bar and is continued into the next, a tie<! 
note must always be used (a). Formerly this was not the rule. Such a 
note used to be written on the bar line as at (a) below ; or with a dot placed 
st the beginning of a bar (b). 

Fm.48. 
(a) 

r 
(b) 

c I · {r:r:rc EF:1 

TRIPLETS. SYNCOPATION 31 

81. When a note begins on the half beat (§ 62), and is con· 
tinued over the next beat, there is syncopation. 

F1G. 49. ~ 

i& ~J ~t~G5Sjj~~§~I ~:±1~1 
82. Syncopated notes are always played with an increased emphasia, 

and fuis is very often indicated by the signs > or - or sf. ( Vide § 239.) 

88. An effect very similar to syncopation is produced when 
a.n unaccented beat receives a special emphasis, although the 
note is not prolonged. 

This is usually indicated by the signs >, &c. ; but sometimes, as at (a), 
the grouping of the notes by means of slurs a.lone shows that the accent is 
displaced: 

FIG. 00. 

(a) Grug. 

@ 2 .J I J J ll.J I .J .J Jj I 1 1 JJ 1-.J =r II · / -...; "-- ~---..... ~ : ..-. v · 
84. We have seen(§ 47) that time depends on the regular r~ 

Currence of accents, and also that sometimes the accent is taken 
from its usual place and given to a beat usually unacce!lted. 

Now if the diaplaced accent is made to recur regularly , the 
effect will sound like a change of time. 

F10. 61. 

C 
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This example is in 1 time, but in the third bar the accent is given to 
lhe second beat and then it is made to recur cm every other beat. The part 

in brackets is therefore practically in ~ time. 
85. Changes of time like this are usually indicated by signs like>, &c., 

but very often the grouping of the notes by means of slurs is sufficient 
Occasionally the same effect is produced by means of rests, as in the follow­
ing example from Schumann's Pianoforte Concerto. 

If the atudent will play this carefully he will find that the notes group 
themselves as regards accent in the way indicated. Each beat is clearly 
equal to two crotchets, and the strong accent occlll'll on every third beat. 
The time is then three beats of two crotchets (=one minim), or ~ as shown 
below. 

Fm. 63. 

86. As a rule such changes of time occur (though this is not so in the 
above example) when several parts are being performed together, Then one 
part changes its time while the original time is kept up by the remainder. 
We thus get two different kinds of time played together : e.g. 

Fm. 54. I'. Chopin. Op. 42 . 

.. .,,-
1 

&c. 

Here the bass is clearly in 1 time. But the upper stems of the right 
band show that the melody haa two aottecl crotchets to the bar-i.e. the 
melody is in ~ time, 

_______ T._'R_Il_'L_B_Ts._._s_Y_"N<_c_o_PA_ T._1o_N _____ ___E 

87. Uases of the alternation of ili.ffen,.ut kinds of time are not 
infrequent. 

Brahms has written variations on a Hungarian song which consists of 
bars in i and 4 time alternately, The slow movement of Chopin's Sonata., 

Op. 4, is in i time (i.e. five crotchets in a biu), with the first and third beat 

accented. This is equivalent io bars of ~ and ? combined. 

Schumann (Oarneval) interpolatas :i.single bar of 1 time in a piece which 
is in 1 time. Such an interpolation IS usually a question of rhythm, and 
the subject is best studied under that head. 

These various metLods of changing the time in a. movement prevent 
monotony and add to the interest. 

EXERCISES. 

1. Write examples of triplets in ~ time and~ time, 

2. Rewrite the following in i time: 

g .l. _.l. _JJJ_ 1-;~~J-/ r , _; ~ .;. I J_. r- i ,. , ll 
. 3. _(a) In the_ following extract (from S. Heller), what other 

t1me-s1gnature might be used, and what trilling alteration would 
then be necessary to make it strictly correct? (b) As it now 
stands, what is omitteil which would have made the meaning 
clearer? 

Fro. 55. 

4. Rewrite the following in ~ time : 

~dd/-J/JJJ/d d// 
c2 
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5. Rewrite the following examples of syncopation (from 
Mozart) as they would probably be written now: 

~ 0 J .!Jl.ij ~ t4 I .1:J. rJl.=rJ. ;J l&c. 
• • .._,,,, ---J 4_/ -J 

6. What effect (as regards time) is produced by the grouping 
of the notes in the followin~? Explain your answer fully. 

Beethooen. 

7. Explain the effect (as regards time) of the following: 

,u,~ ~~~ ~b~ ~~ 1*9i;:~ ,,, 

&..:. 

TRIPLETS. SYNCOPATION 35 

8. In what other time might the following be written and 
still produce t~e same effect ? Would any alteration become 
necessary? 

...----.... R. Frant. Op. 2, No. 6. 

?- '? J'";\ 'a' ~ '";\ 
@@-fJ IJ J] JJ J]J.Q J J1JgJii4-B&At. 

CHAPTER IX. 

SEMITONES. SHARPS, F'LAT81 NATURALS. 

88. If we examine the notes C, D, ·E, F on a pianoforte key­
board, we see that a black key comes between C and D, and also 
between D and E ; but there is nothing between E and F. 

The reason for this is that the musical FIG. 55. 
distance from C to D, or from D to E, is 
twice as great as from E to F. The black 
key represents a note half way between C 111 111111 
and D. The musical distance or interval c o &: •.,,. o A s • c 
from E to F is called a Semitone (i.e. half tone); that from 
C to D is called a Tone, and two semitones make a tone. 

Further examination of the keyboard will show th~t a similar semitone 
occurs between B and C. 

89. Sometimes it is necessary to raise the pitch of a note by 
making it a semitone higher. This is shown by writing the sign 
# (called a Sharp) before the note: e.g. 

~ = C sharp. 

90. Sometimes it is necessary to raise a note already sharp-
3ned. This is shown by the sign x (called a Double Sharp). 
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A d01.ible sharp means that a natural (§ 93) note has been rai!md 
two semitones. 

~ x r = 0 double sharp. / 

91. The sign \i (called a Flat) means that a note before which 
it stands is lowered a semitone in pitch. 

Z 9: !i)~·-·r.t:==::tt::=== ac: D flat. 
t. 

92. When it is necessary to make a note already flattened a 
semitone lower, the sign Db (called a Double Flat) is used. A 
double flat means that a natural note bas been lowered two 

semitones. 

= D double flat. 

93. When a note which has been made sharp or flat returns 
to its original pitch, it is indicated by the sign~ (called a Natural). 

94. When a double sharp note is to be lowered a semitone 
(i.e. made only a single sharp), it is ind i::atcd by ~ # (sometimes 

by# alone'). 
95. Wben a double flat note is to be raised a semitone (i .e. 

made a single flat), it is indicated by b !J (sometimes by !J alone). 

9G. When any of these signs (#, D, ·x, !JD, q I are used, they 
a,pply to the same note through01d the bar, unless they are con­

tradicted. 

Fm. 56. 
(a) (b) 

At (a) each C in the bar is meant to be sharp, thou\lh only the first is 
marked. If we wish the other C's to be natural the sign !l must be used, as 

a.t (b) . 

97. If the last note of a bar is raised or lowered, and the first 
note of the next bar is the same note, the sign it, IJ, &c., may be 
omitted. though it is better to use the sign in tho fresh bar. 

SEMITONES, SHARPS, FLATS, NATURALS 37 

EXERCISES. 

1. Rewrite the following notes, (a) caking each note one 
semitone lower; (b ) ma,lring each note one semitone higher, 
using the same lines and spaces : 

&½rH ~, 11 pr II r 11 ~r II J 11 

2. Rewrite the following, making the notes in (a) one semi­
tone lower; the notes in (b) one semitone higher, using the same 
lines and spaces : 

(a) (b) 

~ -9f II r 11 ~r II Mw 11 e II ppr: IIFME¥±fl 

CHAPTER X. 

MAJOR SCALES. 

98. We have seen that in the series of notes O D E F G ' ' , ' . 
A, 13, 0, semitones occur, between E and F and B and C. 

This is seen clearly when we exhibit the series in the form of a ladder: 

{: SEMITONE C 

B 

TONE 

6 A 

TONF. 

Fm. 57. 5 

~ ~~ 
G 

0 - r::2 II TONE 

a e:Q 0 r-2 

E F G " B C {:1 
F 

SElIITONE 
E 

TONE 

!I 0 

TOlffi 

1 C 
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We have here a series of eig1't notes following each other in e.lphe.betioeJ 
::irdor; ihere a.re five tones a.nd fllJJo semitones : the semitones occur between 
the 3rd a.nd 4th and the 7th a.nd 8th degrees.' 

9D. This series of notes is called the Major Scale of C, and 
the note it starts from (i.e. C) is called the Keynote or Tonic of 
the scale. 

We can now give some definitions. 

100 (1). A Scale (Lat. scala, ladder) is a series of notes 
arranged in alphabetical order. 

101 (2). A scale which is made up chiefly of tones is called a 
Diatonic Scale. 

The term die.tonic means through tM tones. The sea.le shown a.hove bas 
five tones and two semitones. · 

The term diatonic is used to distinguish this sea.le from one (to be 
presently described) ca.lied a. chromatic scale, which is ma.de up entirely of 
semitones. There a.re two kinds of diatonic scales, major a.nd mi-nnr. 
(§ 120.) 

102 (8). A major scale is a dw.tonw scale proceeding by five 
tones and two semitones, having the semitones between the 3rd 
and 4th and the 7th and 8th degrees. 

103. We might have a. succession of eight notes in alphabetical order 
beginning with some other note than C ; e.g. 

& 
(a) (b) 

G -~ e II 0 J:2 e TI 1 -= a G t2 

? t-2 ,9 t...J 
0 :I 4 r; 8 , 8 !l s 4 6 6 , 8 
l 

(a) is a. sea.le beginning on D, and (b) i1 one beginning on E. They are 
both diatonic sea.lea, bnt they a.re neither of them major scales, because 
their semitones do not occur between the 3rd a.nd 4th and 7th and 8th 
degrees. We can make them into major scales by altering the pitch of some 
of the notes so as to make the semitones fall In the right pla.oes. We aha.II 
best nndersta.nd this, however, by looking a.t the sea.le of C a.gain. 

104. Any major scale ean be divided into two exactly equal 
halves. 

1 Each step or note of the sea.le is ca.lied a Degree. 
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Lower tetrachord. Upper tetrn.chord. 

I 

0 t2 c/:=t-2 
0 

Thus C-F consists of four notes with the intervals tone, tone, semito'n6; 
G-C consists of four notes with the intervals tone, tone, semitone. Each of / 
these ha.Ives is ca.lied a Tetrachord.' I 

105. If we begin with the upper tetrachord of the scale of 0 
and continue it to the G above, we get a scale beginning on G. 
But while the semitone of the lower tetrachord is in its right 
place (between 3rd and 4th), that of the upper tetrachord is 
between the IHh and 7th. To m11,ke this semitone fall between 
the 7th and 8th (as in the scale of C), we must raise the 7th note 
a semitone. by sharpening it. 

Thus by sharpening every F we get a major scale on G exactly resem• 
bling the major sea.le on C. 

Fro. 58. 

o ;, 
,,. Y? 

L Scale of 0. 

I Scale of G. .-. I 
~ ;;=;;; o a Ito fry ¢;, 0 0 ==11 

a / l !I 3 4 6 !I 8 
-----------------------------

1 A tetrachord (tetra, fonr, chorde, string), is a. series of four notes in 
a.lphabetica.l order, a.nd oomprising two tones and one eemit,me. 'rh,:, semi­
tone does not a.Jwaye occur a.s in the tetra.chord shown above. Thus 

~t;; Et;; 
5 

is a. tetra.chord hanng the order tone, semitone, tone. 

t.., When two tetmchords overlap, i.8. the la.st note of one is the first note 
of the other, they are ca.lied Con_jnnct ~trachords. 

When the two tetra.ohorde a.re di~\inct from eaoh other, i.e. where there 
is a. tone between ilie last note of one a.nd the first of the other they a.re 
tlisjnnct tetrachords. ' 

Canjuw:t !)isjw,u:t 

g s Q O k 9 ~ II -- Q ~r-t-, 0--.t:.) 

J l ~O'""' 
0 
V 
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106. By taking the upper tetrachord of G, and continuing it, 
we get the scale of D. And here again the 7th note (C) would 
have to be sharpened. Continuing this process, we should get a 
series of major scalos, each n.w scale beginning on the fifth note 
upwards of the previous scale ; the seventh note of the new 
scale being sharpened. 

Fro. 59. 

c0a a o 
1.J -e- c:;: 

Scale of C. 

,_ 
~~ 0 

0 0~ II 
Scale of G. 

0 Scale of D. Scale of A. 

107. The sharps thus used in scales are not written every 
time each note occurs, but are placed once for all at the beginning 
of every stave. These together are called the Key Signature, and 
it is understooil that every note in a piece of music is to be 
played according to the signature, unless altered in the course of 
the movement. 

108. Each fresh sharp added is a perfect fifth 1 (§ 186) higher 
(or a perfect foitrth lower, § 185) than the precP.ding one. 
Thus: F#, Q#, G#, D#, A#, E#, B#. 

These are written in the signat11re in a definite order. in such 
a way as to get them symmetrically on the stave. Each fresh 
sharp is added to the right of those previously standing. Starting 
with F:lj:, the other sharps are either a fourth below or a fifth 
above, no leger lines being used. 

109. The scales are named after their keynote or according to 
the number of sharps or flats in the signature. Thus we speak 
of G or one sharp, &c. The scale of C is often called the Natural 
Scale, because no notes of it are sharp or flat. 

1 The musical distance from one note to another ie called an interval. 
Intervals are named according to the number of notes included : e.g. 0- G 
is called a :6.fth. When a fifth consists of tm-ee tones and one semitone it 
is called 11, perfect fifth (v. Chap. XVI.) 

MAJOR SCALES 

110. Table 0£ key-signatures of keys with sharps. 

FIG. GO. 

C G D A E B F# 0# 

~~~~~~=-~,=--!$~~~~ 
f._, 

- @J ffi=!flfiii3~=~=1J=E±!i=:8=Flw-~~-~iF#-=B ____ __E:8£R~tt_±:::;;::ll-- =±=it=:lE-#--'if-EB 
111. In major keys with sharps the keynote is always a / 

semitone abova the last sharp of the signature. 

112. By taking the lower tetrachord of the natural scale 
and continuing it downwards, we get a scale beginning and 
ending on F, but to malrn the semitones agree with those of the 
natural scale we must make the B flat. 

FIG. 61. 

Scale of C. S 1 f F 
1 ~eo . 

~~Os-~J-*-----~*--~------- C-L..e-a ----1:;-~-c:...c_:::::_~ 
--------- . e -<:::2.a- -~~ --~-= 
-------- -~c:::2- -

~' ' 1234 5 678 V< 
113. Continuing the process, we get a series of maJor scales 

with flats. 
Each new flat scale begins a perfect fifth belo>cv the old one, 

and each new flat scale has its fourth note flattened. Thus : 
Fm. 62. 

_., -e~a-
-:;;::;----;>':-a~-~ ~--f,c::;:r::O--L...o<----~ 

----~e- --=o=-=:a=====--~=--~=--~=--::....~=--~=-=--~=-----1-1 '- -a-~--- -
'- ' 

Scale of F. Scale of Bl?. 

ito 
t. -

-ePTI o &c. 

Scale of E ~. 
. 114. The flats used follow each other a fifth below (or a fourth above), 
i .e. Bb, Eb, A b, D b, G b, Cb, Fb. 

A~ in the case of scales with sharps, the flats of a scale are written as 
a key-signature at the beginning of each stave, each new flat being placed 
out to the right, alternately a fourth above and fifth below. / 
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115. Key signatures of keys with flats. 

116. In major keys with flats the last added flat is always the /mirth 
note of the scale, and therefore the keynote is three notes below the last 
added flat. 

117. Summary.-The following major scales are used in 
music: 

(1) The natural scale of C, without sharps or flats. 

(2) Seven scales with sharps in the signature. The sharp 
keys follow each other in the order of the number of sharps 
required, each new scale beginning a perfect fifth above the last 
one. 

Thus (starting from C) G, D, A, E, B, F~j:, and C#, are 
the keynotes. 

(3) Seven scales with flats in the signature. The flat keys 
follow each other in the order of the number of flats required, 
each new scale beginning a perfect fifth below the last one. 

Thus (starting from C) F, B t,), E t,), At,), DtJ, Gt,), Ct,) are the 
keynotes. 

118. We have used the terms Key and Scale. It is necessary 
to distinguish between them. 

A scale means notes arranged in alphabetical order. 

A key means all the notes of a scale, but not taken in alpha­
betical order. 

Thus the following consists of notes from the scale of F . It 
is in the key of F ; but it is not the scale of F . 

FIG. 64. 
b::ii=t I ~-l ~ I I ...L___.,_ I . ' ~f ~.---J.:.a~-~4 cz_:_7-~=ft=il~td2_-==~ 
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Bote on Key-eignature.-When in the course of apiece the key changes, 
it fa usual to correct the ~arps or flats of ihe first key by naturals before 
writing the· proper signature. Thus, a piece beginning in A major and 
modulating io Eb would stand thus:-

Fxo. 66. 

@ i!f II 1~', II 1 

/ EXEROISES, 

1. Write out the major scales beginning on E, on B, on F,l;, 
adding the sharps as required. Mark the position of the semi­
tones (by the sign ,..--_), _ 

2. Write out the major scale having four flats for signature, 
(a) making each note fl.at as required; (b) with a key-signature/ 

3. Write the signatures (on the bass stave) for the following 
keys: F, E, Eb, Dt,), B. 

4. Add sharps or flats to the following to make the scales of 
(a) D; (b) Ab; (c) E. 

(a) (b) 
a-s-@ dP o o o o o II Do o o e o a II 

::;., 

(c) 

~ 0 of? 0 0 0 GJfttt 
5. Writ.; the signatures (in bass and treble staves) for the 

major scales of B t:,, Ab, D, Dt,), A. 
6. Rewrite the following signatures, placing the sharps and 

flats in the usual order. Write underneath each the keynote of 
the scale represented. 

@ \ ~ 11 t :¥ # 11 ~~ / 11 @ tz~ 11 # 1 l # 11 it? ~ 
7. Add any sharps or flats that may be necessary to make 

the following melody in the key of Et,). Add the signature. 

~ JjJ1dr1rrrr1rrrrlJJIQ] 
t/ 
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8. Write below each of the following the name of the major 
key it indicates. 

Jf ,' ~ Y' II¥\ II®\ II,',' 11,N.;, II 

CHAPTER XI. 

THE MINOR SCALE. 

119. There is another diatonic scale, which differs from the 
major. The pattern scale is that beginning on A, using only 
natural notes. 

Fla. 66. 3 0 C2 0 C2 II 
~ -0- -of C) -__,I 

120. This is one form of the scale of A minor; it is a diatunio 
aca.le, having its semitones between the 2nd and 3rd, 5th and 6th. 

i/ 121, The chief difference between a majO'I' and a minor sea.le lies in 
the first three notes. In a major sea.le (e.g. C), the distance from the first 
note to the third (0-E), is f<nW aemitones, or a major third; in the case 
of a minor scale (e.g. A- C), it is three semitones, or a minor third. Thie 
is the reason for the names majO'I' ( = greater), and minor ( - less). 

v 122. In the above scale the 7th note is a tone below the 8th. 
'fhis has an unsatisfactory effect, and the 7th note of a minor 
scale, like that in fig. 66, is raised a semitone in order to make it 
only a semitone below the octave. 

FIG. 67.~ 

~~ =====
0

:::3JKoB:=:03lll 
~ -0- -0-..:;=,- 0 ":__J 

This produces an interval (F- G#) larger than a tone, called 
an augmented second (§ 197). As that interval used to be con­
sidered difficult to sing, the 6th note of the minor scale was also 
ra,wed a. semitone in ascending. In descending there is no 

THE MINOR .<.:CALE 45 

objection to the 7th being a tone below the 8th, so both the 6th 
and 7th notes have their pitch as in fig. 66. 

Fm. 68. 
Ascending. Descending. 

~ G ~ jiO C2 II Q ~§ ~& O ] 
-~-o o~~--e-- -0-

1:.:lS. This form is called the Altered Diatonic minor scale. 
As it is chiefly used in melodic progressions, it is sometimes 
called the Melodic minor scale. Note that the ascending form 
differs from the descending. 

124. The form of the minor scale most used in modern music 
is that which has only the seventh raised. As this form is 
convenient for purposes of harmony (i.e. the harmonies of the 
minor scale are built up from the notes of this form), it is often 
called the Harmonic minor scale. It is also called the 
Chromatic minor scale, because it contains an inter.al between 
the 6th and 7th notes called a, chromatic interval (v. § 181). 
This form of the scale is the same ascending a.a descending. 

125. There are then t7vree forms of every minor sea.le. 

I. Diatonic minor scale. ( ' ) 

Fm.69. 
o ·O- -0-n --.. 

11 
o o 

II. Altered1 diatonic minor scale. 

~0- -0-110 I,, -

' 0 &"o 
O 

oiP II -, •I° o o ;.70 0 " 

III. Harmonic or Chromatic minor scale. 

G CG II Q 

1 The altered diatonic minor scale is also found with ~he raii,ed 6th and 
1th m descenuing, espeoially in ~h &11d HandeL 
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L The d.iatonio minor is the eame ascending and d&cending. 

II. The altered diatonic has the sixth and seventh notes raised a semi­
tone in ascending; in d&cending the sixth a.nd seventh notee are restored 
to the same pitch as in •he diatonic minor. 

III. The harmonic form has only the seventh note raised both ascending 
and descending, and it oonWW1s a ohramatic interval between the 6th and 
7th degrees. 

126. If we compare the major scale of C and the mi1W1' soale 
of A in its original diatonic form, we shall see that they are both 
made up of exactly the same notes, the only difference being that 
they each have a different starting-point.' 

127. Two scales which contain a.11 (or nearly all) the same 
notes are said to be related. 2 

The scale of A minor is called the Relative, minor of O maj<YI'. 

The scale of C major is called the Relative major of .A mirwr. 

128. In the same way every major scale has a relative minor, 
which begins a minor third (i.e. three semitones) below the 
major. 

The relative minor of A major begins on Fll; the relative minor of Ell 
major begine on C, &c. 

129. Every mi1WT scale has a relative major, which begins a 
minor third above the minor. 

The relative major of F minor begins on At>; the relative major of Cl! 
minor begins on E. 

1 Major and minor scales are sometimes spoken of as diatonic scales majur 
mode and diatonic sea.lee minor ,node. The word mode means manner. Both 
sea.lee, major and minor, U.8e ihe ea.me notes, bui each in different manner 
or mode. 

• Another way of expressing this is, by reference to ietrachords : Two 
,eales which have a tetrach<.Yrd in common Me 3a,id :O be related. Thus 
(fig. 58) the upper tetrachord of C is the lower ietrachord of G. The 
scales of C and G have a ieira.chord in OOIIlillOll : they are therefore related. 
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Fro. 70. 
Relative major. 

e; o 

Relative minor. 

. 180. Th~ alterations (§ 122) in the minor scale are not shown 
m the key-signature, but are indicated by th . 

h t . h . e signs 1t D &c 
eac ime t ey occur m the course of the music. ' ' ., 

131. The signs ll t> ~ &c used t · · . . ' ' ' ·• ' no m a. signature, but in the 
of a compos1tion, are oa.lle Accidentals. course 

182. T~e key-signature of relative major and minor seal 
therefore, 1s the same. es, 

183. Table of major and minor keys, with key-signatures. 

MAJOR 

Sl611ATURE 

MINOR 

MAJOR 

S161ATURE 

MINOR 

h l34. Every signature, therefore, stands for two keys We have alread 
:.no~(§§ 111, 116) how to find the major key from the signature anl 

owmB the major, § 128 tells us how to find the minor. 

135 In writin t · a.I si u · . . g on mmor sc es care must be taken to use the proper 

thg ~or rrusmg and lowering the sixth and seventh no tee T, • nco din t 
e sign h • u, - r g ·O 

If t.he ature, t ese are flat, a natural will raise them, as inc minor below. 
'1 are sharp, a double sharp will be necess11.ry. {,a ~O.) 

D 
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G# Minor. 4 &i~; o o o o c,jp*o o 11 ~iOgo o o o o oll 

~ . 

136. A maJor and a mirwr scale beginning on the same n~te 
are called respectively Tonio Major and Tonic Minor: e.g. C maJor 
and C minor. 

187. To change any tonic major scale into the tonic minor 
it is necessary to lower the 3rd and 6th notes a semitone. 
This will give us the harmonic form of the minor scale, from 
which either the melodic or diatonic forms can be got by 
§§ 120-5. 

FIG. 71. 
0 major. 

00 a,O 
3 6 

0 minor (Harmonic). 

-0-
0 

3 Cl 

C minor (Diatonic) .A~ing. (t Descending. 

§ -o-o~o o o o o o I~ o~obo o ob0 II 
138. The degrees of every diatonic scale receive certain names. 

The first note is called the Tonic. The fifth note, from its 
importance in harmony, is called the Dominant (or ruling-note). 
The third note, being midway between tonic and dominant, is 
called the Mediant. 

Reckoning from the tonic a fifth downwards, we get to the 
octave of the fourth note of the scale, and as the fifth upward is 
called the dominant, the fourth rwte is called the Subdominant 
( or lower dominant). The sixth note is midway between sub­
dominant and tonic (or octave of tonic), and it is called the Sub­
med1a.nt. 
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The second note is called the So.pertonio (i.e. over the tonic), 
and the seventh note is called the Leading-note, because it has a 
strong tendency to proceed or lead up to the octave. 

Thus in the key of C these names would be : 
FIG. 72. 

Super­
tonic 

0 
II 

Sub- Domi- Bub- Leading-
Media.nt dominan1; nan1; mediant note 

tf I n I o t2 0 

4 6 6 '1 

NOTE TO ClliPTEB XI. 

Ootave 

u ff 
8 

French and German Names of Notes, &c. 
18~. In :French the_ notes C, D, E, F, G, A, B are called respeetively ut, 

re, m1, fa, sol, la, 11. The sign ll is called die.se ; the eign b , bhnol • 
majeur and mineur respectively mean major and minor. ' 

140. In German the letter names are used a.a in English, but B always 
means B b ; the name for B natural is H. 

Ba.ch wrote a. series of fugues on the name B A OH. 

B A C H 

Ps 0 0~0 11 

Ul. When a. note is sharpened or flattened its German name is obtained 
by adding -is ( - sharp), -ea (=flat) to the letter name: e.g. Dia = D sharp, 
Des=D flat. 

Schumann has a. melody founded on the name AS ( =es) CH (v. Harle­
quin, &c., in the Carneval. 

A eS C H 

~ O De; 0 o II 
142. The terms for major and minor ii.re respectively dur and moll. 
143. Examples of names of keys in English, French, and German :-

Eng/tish. 
F minor 
011 major 
E b major 

Frmch. 
Fa. mineur 
Ut diese majeur 
Mi bemol ma.jeur 

EXERCISES. 

German. 
F moll. 
Cis dur. 
Es dur. 

1. Write out, in the three forms, the minor soales beginning 
on F, D, and E. 

2. What farm of the minor scale is the following 'l Why is it 
eo called 'l What interval char11,Cteriaes i~ ? 

D2 



ELEMENTS OJI MUSIC 

c; C.J 
7:7-e-O 

olio o II 
8. What alteration is necessary to make the following scales 

into harmonic minor scales ? How would the alteration be 
made? 

(a) 

~ 6'0 oO 
~oO 

4. What are related scales ? 
of related scales. 

11
5',11 n0"~ II 

:. jl c;,0 _ c::.,0 

Give several examples of pairs 

5. What are the relative minors of E, G, F, and D major? 
What are the relative majors of F #, C #, G, and Ab, minor ? 

6. Add accidentals which will make the following major 
scales into tonic minor scales, Harmonic form. 

(a) (b) 

~ 
,.. o-<9- .,. e o 

$r+ O O IIH 0 0 " ta+ Q O .. 0 0 ·-
~"' c2 ° oC-1 

7. Write above the following the name of the major scale to 
which they belong, and below the name of the minor. 

yll • 11 ~11 IMII N II•' II II~ II~ II •'.', II 
8. What note is the dominant in each of the following scales : 

E maj.; B min.; Bb maj.; F maj.; F minor? What is the 
leading-note in Bb, C, F, F#, B, D, and A major? 

9. What is the mediant, and what is the submediant in F, G, 
Bl:>, C#, Ap, E. 

CHAPTER xn. 
KEYS, 

144. A piece of music rarely remains very long in the same 
key. The signature, however, is not changed every time a change 
of key occurs, but notes which differ from the signature have 
accidentals. 

KEYS 

145. To recognise what key s.ny part of a composition or 
any melody is in it will be necessary to examine the accidentals 
used, keeping in mind the sharps and flats which characterise 
each key (§ 117). This will best be seen from examples. 

146. I. 

Fro. 
73

· ~ 2 r ft r I lVj J I lP:J J I j . 11 

The first sharp present is D 11- the fourth added sharp (§ 117). This 
in itself indicates four sharps, unless there is something to contradict it. 
The order of the sharps in the major keys is F 11, C ll, G 11, D JI. All these 
are present in thP above melody except G 11, and as G does not occur at all 
in this melody there is no reason for assuming that it would not be G 11 if it 
did occur. We may therefore conclude that the key is E major (four sharps). 

147. TI. 

' i J J I #J J I ~J l' ; I -D J " 
The first accidental is F 11, which would suggest a key with sharps, but 

we soon find flats, which suggest a key with flats. 
It must be here remembered that the leading note (7th) of a minor key 

with flats often has the sign JI. The F 11 is then probably the raised seventh, 
in which case the tonic is G, and when we remember that G minor bas two 
flats, Bb and Eb, we shall soon see that the key here is G minor (two flats). 

148. It will help the student if he remembers that practically 
all melodies end either on the tonic, on the mediant, or (rarely) 
on the dominant. 

EXEROISES. 

1. Say what key each of the following melodies is in ; rewrite 
it with a key-signature. 

@ °i ~ J l11J JI Jt I rr I J~ l,J JjJ,J iJ II 

f ! ~J F r Ir· cc 0 p.JP,.; :11 J. ~ 
(3) 

& ° Ft F F Pt r J iiJ I J J J i;J I f r r:JD 
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2. In the following cases say what is the key, ta.king into con- · 
sio.eration the signatures and accidentals ; rewrite with proper 
signature. 

(1) g ~ £ .J J I :J .JJ I J i,lJ I J?d1 
tJ 

(2) 

f@~ J~J1J l3JJ; I~ attJft] 
(3) * J?v,~~ !t t fa I ~.J@;;.J ~J I ~J J I ~J. U 

CHAPTER XIII. 

ACOUSTICS, 

149. The science which investigates the laws of sound is called 
acoustics, from a Greek word akouo=I hear. 

150. All sounds are the result of vibration!!. When the 
vibrations are regular, the sound is musical ; when the vibra­
tions are irregular, the sound ceases to be musical and becomes 
mere noise. 

151. The pitch of a sound depends on the number of vibrations 
in a given time. The greater the number of vibrations the 
higher the pitch. 

Thus, middle C is produced by 256 vibrations in a second ; the D 
abo.ve by 288 vibrations, &c. On this principle, if we double the number of 
vibrations we must get a note twice as high. Therefore, the octave of a 
note is produced by exactly twice as many vibrations as the note itself : e.g. 
the C above the middle C would have 512 vibrations ; that below the 
middle C, 128, &c. The lowest sound used in mnsic is that produced by 

• Whatever the signature may be, the sig·11t or b now always means a 
note altered from its natural state, not from i ls condition according to the 
signature. Here GIi means a semitone higher than oq. On the contrary, 
11, natnral (~) alwa.ys means tha.t a note is cha.nf,ed from its condition a.ccord-
1.ng to the signature or to some previous accidental. 
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16 vibrations per second. This note is the C four octaves below middle C, 
produced by an open organ pipe 32 feet long.' 

The highest sounds used in music have between 4,000 and 5,000 vibrations; 
such are those produced by the highest notes of a piano, piccolo, &c. 

The standard of 256 vibrations for middle C is called the philosophical 
standard, but it is not the one in general use. Indeed, owing to a variety of 
circumstances, the standard pitch has gradually been raised since Handel's 
time. English concert-pitch is now about 264 vibrations for middle C. 
French standard (normal) pitch is in general use on the Continent; it has 
about 435 vibrations for the A above middle C. This gives middle C 261. 

152. The relative pitch of sounds is expressed by the ratio of 
their vibration numbers : i.e. by placing their vibration numbers 
as a vulgar fraction. 

Thus C = 256; D = 288; the relation of D to C is ~*' or reducing to 
lowest terms t 

153. The intensity or loudness of a sound depends on the 
arnplitiide (i.e. size) of the vibrations. 

This may be proved by plucking a violin string: the further we pull it 
aside the wider the vibrations and the louder the sound. 

154. Vibrating bodies possess, in a greater or less degree, the 
following natural property, best explained by a vibrating string: 

If a stretched string, fastened at both ends, is made to 
vibrate, not only does the string vibrate as a whole, but also in 
halves, thirds, quarters, fifths, &c., at the same time. 

The vibrations of the different parts of the string each produce their own 
notes at the same time, so that the total sound heard is a compound sound 
made up of a series of sounds produced by the whole string and its 
different parts. The shorter the same-string is made, the higher the note 
produced: therefore the notes produced by the subdivisions of the string 
are higher than the ·note of the whole string. 

The sound produced by the whole string is called the Fundamental or 
Generator ; the upper notes are called Harmonics or Overtones. 

These harmonics exist practically in all sounds, even when they cannot 
be detected by _the unaided ear ; and if a low note on the piano be struck, 
by carefully listening we shall be able to detect some of the overtones. 

155. The whole of the notes produced by a fundamental note 
-i.e. the fundamental note and its overtoites- are called the Har­
monic Series. 

' This is only found in the largest organs, the lowest note of most organR 
b~ing the C, three octaves below middle C, produced by 32 vibrations. '.l.'he 
lowest note (A) in the modern piano has 27 vibrations. 
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Thus for the note ~~ the first twelve overtones would 
-e-

be as shown below. The fraction below each note shows the 
part of the string producing that particular note. 

~--~~- ft: e ~e-'--"-----~ * +- --&c 
~--a EE --0 -tl-9 o_____ __t 

.i .l .l -e '-
-e- "2" 3 4 ¼ t t k ¼-nrirnn 

Generator 

The note marked * is a little flatter than B b ; that marked + is 
definitely sharper than Fa. 

The notes here exhibited are heard together, and the total result is 
the compound tone spoken of in § 154. As might be expected, the over­
tones are much fainter than the generator; indeed, they cannot often be 
heard by the unaided ear, although it is easy to prove their existence even 
in that case. The effect of the overtones, therefore, is, not to hide the 
generating tone, but merely to modify it in quality. Those sounds are 
richest in quality which have most overtones in addition to the generator. 

156. We are now able to explain the cause of the differences of 
quality in musical sounds. We have said that all vibrating bodies 
produce overtones, but some bodies naturally produce more than 
others. The quality or timbre of a musical sound depends 
mainly on the number and force of the overtones included in the 
sound. 

157. Resonance. When any sound is produced, the vibra­
tions producing that sound have the power to set other bodies in 
vibration, provided those bodies produce the same note ( or one of 
its harmonics) as the original sound. This is called Resonance. 

If, after gently raising the dampers of a piano, I sing the note C, the 
vibrations produced by my singing set in motion the strings of the piano 
which produce C or its harmonics, and I hear distinctly the note I sang, 
reproduced on the piano. If, again, with raised dampers, I cough or shout 
near a piano, I am able to set up vibration in a great number of strings, 
which produce a confused noise. This will make it clear why the so­
called loud pedal in a pilino is, besides being a sustaining pedal, really a 
loud pedal; for if a chord is struck while the dampers are up, all similar 
notes in the piano are set in vibration and the chord is reinforced and 
made louder. 

158. We can now fully explain the quality of musical sounds. 
If we make a stretched string vibrate, the quality of the sound 

ACOUSTICS 55 

will depend on its overtones, which again depend on the 
quality of the string. If now we place this string on a violin 
and make it vibrate, the vibration of the string will by resonance 
cause the air in the instrument to vibrate, and also the wood of 
the instrument. Therefore the quality of the sound will depend 
on the quality of the string, the quality of the wood, and the per­
fection of the shape and make of the instrument . 

CHAPTER XIV. 

DIATONIC AND CHROMATIC SEMITONES. 

159. We have already seen that the intervals B-0 and 0-Cl! are each 
called a semitone, · but theoretically the two examples are not exactly 
equal. This requires explanation. 

160. A semitone occurring between two notes with different 
letter-names is called a Diatonic Semitone [fig. 74 (a)]. 

Such semitones are diatonic, because they can occur in diatonic scales. 

161. A semitone occurring between any note and the same 
note raised or lowered by an accidental is called a Chromatic 
Semitone [fig. 74 (b)]. 

Chromatic semitones can only occur in a chromatic scale (§ 174). 

Fm. 74. 
(a) Diatonic semitones. (b) Chromatic semitones. 

#=¥¥=tt·@ r~=H~~H~-H. _u 
~11++--=+-==;::::...i =t==U- - =1==-31-t:-~-B~~lJ 

162. We might express the difference by means of tho ratio of vibration 
(§ 152). The ratio for a diatonic semitone is ~; the ratio for a chromatic 
semitone is ~- As a diatonic semitone is greater than a chromatic semitone, 
the diatonic is sometimes called a major semitone and the chromatic a 
minor semitone. 

163. We see then that the semitones C to C# and D to Db 
are both chromatic. If we raise C to C#, and lower D to Dj:,, 
according to the ratio for chromatic semitones, the two notes C# 
and Db are not alike. In other words, theoretically there are 
two intermediate notes between C and D, i.e. C# and Db, 
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164. Formerly organs were occasionally made which had different keys 
for Cll ancl Db. Dut as to be perfectly accurate it would be necessary to have 
similar pairs of keys for Gll and Ab, &c., it is easy to see that such a plan 
would make instruments like the organ or piano extremely complicated. 
It is therefore necessary to set aside theoretical semitones in tuning pianos 
and organs, ond this is done as follows:-

165. The octave is divided into Twelve equal semitones, so 
that in practice O to 0#, D to Di;>, E to F, B to O are all 
equal. 

As the semitone thus obtained is smaller than a diatonic and larger 
than a chromatic, i.e. it lies between them, it is called a mean semitone. 

A violinist produces semitones by moving his fingers up or down the 
string, and as he is able to move them at will he is able to make the 
difference between chromatic and diatonic semitones. So also is a good 
singer. But in all cases where the note is played by a fixed key, as in the 
piano, &c., the mean semitone is used. 

166. Since on instruments of the piano kind there is no 
difference between o, and Di;> &c., it makes no difference in 
effect whether O# or Di;> is written, the same key of the instru­
ment being used in both cases. 

167. When two notes with different names have the same 
sound, i.e. are played by the same key on a keyed instrument, they 
are said to be enharmonic1 to each other. 

Thus Cl! and Db are enharmonics; so also GIi and Ab. 
If Cll occurred in a piece of music, and the next note was Db, i.e. Db 

written instead of Cll a second time, it would be called an enharmonic change. 

168. By means of enharmonic change every note on the piano 
(except G#=At>) can be written in three ways. Thus O may be 
also called B# or DD[), each of the three notes being played by 
the same lcey on a piano. 

Fm. 75. 3 ~&~~ 
~ !==;=_I 

169. Enharmonics are useful as offering a convenient means of simplify. 
ing written music for keyed instruments. 

170. If we compare the keys of seven flats (Op) and five 
sharps (B) we find the notes played on a piano identical. As it 

1 There is another use of the word. A scale which provided for the two 
notes Cl! and Db, &c., would be called an enharmonic scale. 
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is easier to play with fewer altered notes we often find where a 
piece has modulated (i.e. changed its key) into the key of Ct> 
the notes are written as ifin B (i.e. five sharps). Similarly, seven 
sharps (~ and five flats (Db) use just the same keys on a piano, 
and the key of Db is often used instead of Q#. 

The first movement of Beethoven's " Moonlight Sonata" is in C!I minor 
(signature four sharps). The second movement is in the tonic major (§ 186), 
i.e. Cl! major (seven sharps), but it ia written enharmonically in jive flats 
(Db). 

171. When a change of this kind only lasts for a few bars the 
signature is not altered, but the enharmonic change is indicated 
by accidentals. Sometimes an enharmonic change is made for 
convenience of modulation. Thus the following example 
(Mozart's " Fantasia e Sonata. " in C minor) modulates at * into 
Q) (seven flats), but as it changes into G major in a few bars, it 
is simpler to approach this by writing in B major (five sharps) 
instead of seven flats. 

FIG. 76. • 
&c. 

If this were written without enharmonic change it would atand thus : 

Fro. 77. * 

~, .. 2uun21•.JJ ~ 2 u111 

I 
172. If we continued the series of scales described in § 117 

we should get scales having more than seven sharps or flats in 
their signature. 
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For example~ a major scale beginning on Gl! (the nei::t fifth above Cit; 
would be the same as that on G with every note made a semitone higher. 
That is, every note would be sharp, and as F was already sharp (in the key 
of G), it would now be double sharp. The signature for Gll would then be 
eight sharps, thus 

1 ~8. Keys requiring more than seven sharps or tlats are never 
indicated by signature, but not infrequently music modulates into 
such keys. If the change into the key with more than seven 
flats or sharps only lasts a few bars, accidentals are used ; if a 
longer section occurs the key is enharmonically changed. Two 
examples from Schubert will make this clear. 

No. 1 is from the Trio in Op. 78. The movement begins in five sharps, 
as shown in the signature, but presently it modulates into Gll mnjor (eight 
sharps). As this only lasts for two or three bars, accidentals a.re used. 

FIG. 78. 

I &c. 
..lb 

1r- I 
That this is in Gll major is seen from the fa.ct that all the notes used 

a.re made sharp, and the leading note is Fx. 

No. 2, 'Moments Musicaux,' No. 6, in four flats modulates at the end of 
the second section to eight flats (F b major). The third section is written 
enharmonically in E major ffour sharps). 

Fm. 79. 
End of Section 2. Beginning of Section 3. 

~7- :1p ~ F--~ 
I 
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EXERCISES, 

1. What is the difference between a diatonic and a cbfomatic 
semitone? Give examples in musical notation. 

2. What other names can the following keys on the piano 
bear ? C#, F, B\), G#. 

8. By what notes on a piano are the following played ? B#, 
Fb, G x , Gpp, Op, Bpp. 

4. What does the term enharmonic mean ? Give examples. 
Of what use are enharmonics? 

5. What would be the key-note of a scale having nine flats? 
Write its signature. How could it be represented enharmonically? 

CHAPTER XV. 

THE CHROMATIC SCALE, 

174. A Chromatic1 Scale consists entirely of semitones. 
Ail pointed out in § 165, the chromatic scale consists of twewe equal 

semitones, and, counting the upper octave as well, there are thirteen notes. 

There are two ways of writing the chromatic scale . 

175. I. The Harmonic Chromatic Scale is the same ascend­
ing and descending. The notes between the tones of the ordinary 
scale are obtained by lowering the upper one (e.g. between C and 
Dis called D!J), except that between the fourth and fifth, which 
is always written as the raised fourth. 

Harmonic Chromatic Scale of C (ascending or descending). 

F IG. 80. * 
~ q ~}in brJ,aj#:-4 

-.9-&a ~a §ie ,s.- o y; -

This form of the chroma.tic scale is called " Harrrwnic " because, as will 
be seen later, it is the most con%nient for purposes of harrrwny. li the 
ha.rnumic series described in § 155 were continued far enough we should find 
that it contained all ilia notes used in ilia above scale. 

1 The word chromatic is derived from ilie Greek chroma = oolour. 
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176. II. In the arbitrary chromaiio scale the 116Illitones are 
written as follows:. The fowrth is always raised; the seventh is 
always louurred. The other semitones a.re raised in ascending, 
lowered in descending. 

Flo. 81. 

Arbitrary Chroma.tic Scale. 
Aaoe.nding. .. • 

0 Poij0 o II 
Descending. 

• 
(a) 

t 11 

The reasons in favour of this scale are tha.i, though it is not theoreticaUy 
correct, it is ea.sier to read and requires fewer a.coidentals than the harmo.n.io 
form. 

The note marked (a) is sometimes wriUen All in ascending. Grea\ 
composers like Mozart and Beethoven have used both forms. Sometimes 
they begin a chroma.tic sea.le in the harmo.n.ic form and then continue it (in 
a second oota.ve) in the arbitrary form. Their principle apparently waa 
M> use whatever form best suited their immediate purpose. 

177. NoTK.- Oreat care must be exercised in selecting the proper 
accidentals for lowering and raising the notes of the chromatic scale. Thus 
in the harmonic form of Ab the aecond note must be Bb lowered a semi. 
tone, i.e. B b b. Thus : 

II 
177 (a). Note on writing the Chromatic Scale. 

Suppose we have to write the chromatic scale of D. First write the 
major scale of D, leaving a space between the tonu of the scale and marking 
the semitones I by slurs thus : 

0 II 
1 It is obvious that ,w nctes can be added betwee1i the nctea /orowng 

semitones. 
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Next insert the intermediate notes a.coording to §§ 176-6. Thus if we 
are writing the harmonic (§ 175) chromati.c, (I ) the fourth note must be 
raised ; in all the other cases the upper note of each pair must be lowered 
thus: 

(2) between D and E is Eb 
(3) E and FIi is FU 
(4) AandB isBb 
(5) B and 011 is C!l 

When the chromatic scale is written, count the notes. There llhonld be 
eight in the major scale with five added notes, i.e. thirteen in all 

~ 
:.I ~ 4 6 

jr;;::O 9• ~0 Dill liz:-J ---€9 ll 11- ~- 11• 0 
0 c.o 

EXERCISES. 

1. Write the chroma.tic sea.lea (harmonic form) in the follow­
ing keys: D, B, A; 0#; F, Bp, Dp. 

2. What are the reasons in favour of the arbitrary chromatic 
scale as against the harmonic? Write out in both forms any 
chroma.tic sea.le which you think speoia.lly illustrates the point. 

OHA.PTER XVL 

INTERVALS. 

178. An Interval is the difference in pitch between any two 
notes. Intervals are named a.ccording to the number of degrees 
of the staff included. 

Thus C to D is called a second; 0 to E a third., &o., a.s seen from the 
following table : 

F10. 83. 
2nd 

'-0 6th 

'-· ••• 0 

3rd 

-0-•0 

7th 

4th 

. ,:;;; 
-0- • 

. . -. 
-0· 

.o 

6th 

. c 
-a-•. 

8th or octa.ve 

• • . --e- • 

Intervals are always counted upwards unless the contrary is exprelli.ly 
stated. 
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179. Intervals up to and including the 8th are called Simple 
Interval~. Beyond the 8th they are called Compound Intervals, 
being merely an octave added to a simple interval, e.g. a 10th 
is an octave added to a third. 

~ .o 
@ • • • • = tenth. 
-- . --· With the exception of the 9th, 11th, and 13th, compound intervals are 

not used in harmony, and the simple name is usually applied however many 
octaves may be added to a simple interval : e.g. each of the following would 
be called a 3rd in harmony :-

F10. 84. 

180. The name of the interval depends entirely on the number 
of degrees included. C to D and C to DI:> are both seconds. It is 
clear then that different kinds of intervals must be distinguished. 

181. Intervals which occur between any two notes of an 
unaltered diatonic scale are called diatonic intervals. 

Intervals which can only occur in a chroma.tic scale are 
called chromatic intervals. 

E.g. the interval E to G is diatonic, because it can occur in the scales of 
C, D,&c. 

The interval CII to B b is chromatic, because it cannot occur in any un­
altered diatonic scale. It occurs in D minor, but only when the diatonic 
form of D minor has been altered by the raising of the 7th to C!I (§ 124). 

DIATONIC INTERVALS. 

182. If we examine all the intervals of the second in the scale 
of C major we find that some contain two seinitones (e.g. C to D; 
G to A &c.); others contain only one semitone, e.g. B to C; E to 
F. Those containing two seinitones are called major seconds; 
those with one are minor seconds. 

188. In the same way there are major and minor thirds ; 
major thirds (e.g. C to E; F to A) have four semitones; minor 
thirds (e.g. D to F; E to G) have three semitones. 

INTERVALS 

188 (a). Similarly, sixths may be major or minor; major 
sixths (e.g. C to A) have nine semitones ; minor sixths (e.g. 
E to C) have eight semitones. 

184. Again, sevenths may be major or minor ; major sevenths 
(e.g. C to B) contain eleven semitones; minor sevenths (e.g. D 
to C) contain ten seinitones. 

185. The fourth, fifth, and octave of any major scale reckoning 
from the tonic are called per/ect. 

All the fourths of a major scale (e.g. C to F; D to G, &c.), 
with one exception, contain five semitones and they are called 
perfect fourths. 

The exception is the fourth from F to B upwards ( i.e. from the 
subdominant to the leading note), and it is larger than a perfect 
fourth. It contains six semitones, and is called an augmented 1 

fourth. 

As the augmented fourth consists of six semitones or {hlree tones, it is 
often called the tritone or the tritone fourth. 

186. All the fifths of a major scale (e.g. C to G ; D to A, &c.), 
with one exception, contain seven semitones, and they are called 
perfect fifths. 

The exception is the fifth from B to l!., upwards (i .e. from lead­
ing note to subdominant), and it is smaller than a perfect fifth. 
It contains six semitones, and is called the diminished fifth (or 
the imperfect fifth). 

187. The augmented fourth and the diminished fifth occur 
only once in each major scale, on the fourth and seventh degrees 
respectively. 

F10. 85. p C, \) p 

& 
0 

II 0 0 
0 

Augmented 4th. Diminished 5th. 

' ~ . tih ia sometime• called the pl,wpwf ect •th, and its companion, 
the diminiahed 6th, is $hen orJJ.ed the imperfect 5th. Those who use ihese 
118.Jlltis do so becau11<1 iheae intervals are diatonic, and ihe1 prefer io reserve 
ihe Daml'8 ~ and. dimmished for chroma.AC intervala (v. §§ 192-4), 

E 
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In the Harmonic form of the minor scale each of these intervals occurs 
noiee-viz., augmented 4ths on the 4th a.nd 6th degrees ; the diminished 6th 
on the 2nd and 7th. 

188. Summary of Diatonic Intervals :-

Second,s, thirds, sixths, and sevenths are either major or minor. 
Fourths are perfect or augmented. 
Fifths are perfect or diminished. 

189. Table of Diatonic I Intervals. 

SECONDS Tm1ms FoURTHB 

10, OF 
SEMITON ES 

~ 

MINOR 

1 I 
MA.JOB. 

2 
MINOR 

I 
MAJOR PEltFECT l..!UG~NTED 

3 4 6 

I II I II I ita II ~o 0 0 
0 -Er -0-. -

Fii'THS SIXTHS SEVENTHS 0C'l'A.VB 

DlllDUSHED PERFECT MINOR I 'llA.JOR MINOR I MA.JOB. PERFECT 

~ 
6 7 I s · 9 10 11 12 

I II ~o I a 11 ~01 0
11 

~ Qo 0 
-e- -e-

190. T-o find the exact name of any interval proceed as follows. 
First see how many degrees of the staff are included ; then count 
the number of semitones. 

5 
(a) (b) 

II ttg II e .. 
(a) Includes D, E, F ; it is a tkvrd, therefore, because there are three 

degrees. Now oount the semitones thus : D to D11 = 1 ; to E = 2 ; to F = S, 
therefore it is a mi.nor third. 

1 It must not be supposed that all the ~tervals i~ thi~ table occur in 
the sam., diatonic soale, though they all ooour in some die.tome scales. 

II 

INTERVALS 

(bJ Includes A, B, C, D ; it is a fourth because there are four degrees. 
Ooonti.ng the semitones we get A to All = 1 ; to B = 2 ; to C = 3; to 011 = 4, 
lo D = 6 ; to D11 = 6 ; i.e. it is the augmented fourth. ' 

The result obtained by the above method may be tested as 
lollows :-

. 190 (a) The ~ntervals_ from the tonic up to each note of every 
maJor scale are either maJor or perfect, i.e. the 2nd, 3rd, 6th, and 
7th, are major; 4th, 5th, and 8th are perfect. Thus in the key of C: 

& 1$1ole o O 0 Q 
-eO ~ -0- ·6'" ·0- ·0- -

Major 2nd. Ma1or 3rd. Perfect 4th. Perteet 6th. Major 6th. Major 7th. Perteet 8ve. 

Refer any interval to the major scale which has the lower 
note of the interval for tonic ; thus in § 190 : 

(a) D-F is referred to the major scale of D. If this were in 
D major, D to F# would be the major Brd, and since D to Ftt is 
one semitone smaller, it must be a minor third. 

(b) A-D# is referred to A major. A to D4 would be tho 
perfect four th, and as A to D# is one semitone larger it must be 
the augmented fourth. 

EXERCISES. 

(1) Write underneath each of the following intervals its exact 
name: 

(2) To (a) add a perfect 5th above each note; to (b) add a minor 
6th. above: · 

(b) 

0 
II o I s 

&o jb] 
(8) What two differently named intervals of the major scale 

contain the same number of semitones ? Write them in the key of 
F and give their exact names. 

(4) Write above each note of (a) a diminished fifth; above 
each note of (b) an aUiJmentea fourth.: 

E2 
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(b) ,o jp:; 

(5) Write underneath each of the following intervals its exact 
name: 

& .~ :; 1111/g 111: II~ :Ir@'\ g II.' : II• %11~ 
(6) Write the harmonic minor scale of A, and point out 

between what notes the interval of the a;ugmented f<YWT'th occurs. 

CHAPTER XVII. 

OHROMATIO INTERVALS. 

191. Chromatic intervals can only occur in a chromatic 
scale(§ 174), or in the Harmonic form of a minor scale. 

192. The chromatic intervals are obtained by chromatically 
(§161) raising or lowering one of the notes of a diatonic interval. 

Intervals so altered are called either augmented or diminished. 

198. When a major or a perfect interval is increased it is 
called a.n augmented interval. 
Fm. 86. 

Major 2nd. Augmented 2nd. Perfect 5th. Augmented 5th. 

&-0- 0 I 
0

_ p 11 0-
0 

I ~ ~ ~ 
194. When a minor or a perfect interval is lessened it is called 

a. diminished interval. 

Fxo. 87. th D' . • h d 5th :Minor 3rd. Diminished 3rd. Perfect 5 . l.ID.lD.18 e . 

J§ pe I p0 II 0 I O 
" -f9- lfe- ·0- 110-

It should be noted that an interv·al may be <Mlg1'Mnted by raising the 
upper note or by lowering the lower; similarly, an in'81val may be dimmisW 
by raising the lower note or by lowering the upper, e.g. : 

CHROMATIC INTERVALS 

Fro. 88. Diminished 3.rd. 
Minor 3rd. (a) (b) 

(a) Is diminished by raising the C \o 011. 

(b) Is diminished by lowering Eb to Ebb. 

195. All augmented and diminished intervals are chromatic 
except the augmented fourth1 and the diminished fl.fth1 (§ 187) 
which ca.n occur in diatonic scales. 

196. Theoretically all intervals may become diminished or 
augmented, but only the following are used in harmony : 

l 
Intervals which can be augmented : 2nds and 6ths. 
Intervals which can be diminished: 8rds and 7ths. 
Intervals which can be both augmented and diminished: 4ths 

and 5ths. 
197. Table of Diatonic and Cn.romatio intervals : 

UNISONS' SECONDS 

110, OF PBBI!', 

I 
AUOH, .HINOB WJOB AUOll, 

SEMITONES 0 1 1 2 3 

& I II 
~ ~z:;, c::i to ~· -0- -0- -e, -0- - -0-

THIRDS FouBT.BS FIJl'TBS 

II 

»7· \ w;oB I ~OB »7· I PE;, I AU:M· 07, I PE:· I AU;M· 

&f:90 1 ~~J ,._JI Do I a I jp II Pol ow::J} 
V G'- -Er - -0- -0- -0 -0- -0· -<9-

1 The augmented 4th and diminished 5th may be either diatonic or 
chroma.tic according to the key in which they occur. Thus if in the key of 
C, F is ma.de sharp by an accidental and there is no modul~tion C to FIi 
would be in the chroma.tic sea.le of C, and therefore a chroma.tid interval. 
But if the same interval occurs in G it is clearly diatonic because in the 
.key of G, FIi is part of the diatonic sea.le. ' ' 

' The unison, i.e. two notes of the same name, is not, strictly speaking an 
in terva.l, but it is usually included in a. scheme of intervals. ' 
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SIXTHS SEVENTHS 

MAJOR 

11 

-e-

OCTAVE 

PERI!'. 

12 

198. Either of the notes forming a chromatic interval may be 
enharmonically altered, i.e. altered in name but not in pitch(§ 167). 
Such alteration changes the name of the interval and makes it 
diatonic. 

FIG. 89 . 
. (a) 1 2 3 (b) 

0 I t%: I t; II Q '° 
~ a- -
Dim_ '7th. Major 6th. Major 6th. Aug. 2nd. Minor 3rd. Minor 3rd. 

I ;@ill 
The three intervals at (a) are all alike in pitch; the first is the chromatic 

diminished 7th; by wziting Db for CU we get a major 6th (2); by keeping 
CU and writing AU for Bt, we again get a major 6th. Similarly the three 
at (b) are all alike in pitch but different in name. 

199. Further examples of naming intervals [§ 190 (a).] 

(d) (e) (f) 

tto II ~ II 9
~: II 1;etfl 

(a) C# to Bl) is referred to the scale of C#; 0# to B# is a 
major 7th; C# to BtJ is two semitones smaller, therefore dimin­
ished 7th. 

. Or t~us: If C were natu~al we should refe~ to C major, when cq-Bq 
1s a maior 7th; cg-Bb a mmor 7th; CU-Bb 1s one semitone smaller than 
minor; therefol'8 diminished 7th. 

(b) DIJ-BIJ referred to scale of DI). The interval is the 
major 6th. 

(c) F- G# referred to scale of F; F to Gq would be major 
2nd : this is one semitone larger ; therefore an augmented 2nd. 
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( d) E#--G#. As there is no scale beginning on E# refer to 
scale of E ; E to G# major 3rd ; therefore E# to G# is a minor 3rd. 

(e) EIJ-BIJD referred to scale of Eb; Et) to Bl) is perfect 5th. 
This is one semitone smaller; therefore diminished 5th. 

(j) :E1-Cx referred to scale of F1, F1 to C# is a perfect 
5th. This is one semitone larger ; therefore an augmented 5th. 

EXERCISES, 

1. Add to (a) an augmented 2nd above; to (b) a diminished 
7th. 

(a) (b) 

~ o II 90 II lP I O II o 

2. Name the following intervals: 

~ftl@J g I tA0 I t; I 99923 I :: I !: I xjJ 
8. Name the following intervals; change one of the notes 

enharmonically and then name the interval: 

~ j~ t ""' I c., '"' II =- ~ !% ~ 
4. Copy each of the following notes and add above each a 

diminished 5th, below each a diminished 3rd. 

CHAPTER XVIII. 

INVERSION OF fNTERV ALB. 

200. When the lower note of an interval is placed above the 
upper, or, vice versa, the inter1wal is said to be inverted. 

FIG. 90. 
~ Inte,v:· Inv.,,inn. IntemL Inve,-,ion. Intonal. lnvM,ion. 

~~;.;II;; 8 11:z;. S;B H 
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201. The numerical name of an interval snbtracted from the 
number nine always gives the numerical name of the inversion, 
e.g. a. 3rd becomes a 6th (9-8); a 4th becomes a 5th. 

Fm. 91. 

' :II r; 11 o % II a~ II a F3 II od'II OW> ff 
v-sO $ -19- -e- ~ -e- -e-

2nd 7th 3rd 6th 4th 5th 5th 4th 6th 3rd 7th 2nd 8th unison. 

The interval and its inversion together make up an octave, i.e. eight 
degrees, but one note of the interval is counied twice, e.g. C to D and D to C ; 
therefore the total number is nine. 

202. Most intervals when inverted change their quality. 

{ 
Major inverted becomes minor. 
Minor ., ,. major. 

{ 
Augmented inverted becomes diminished. 
Diminished ,, ,, augmented. 

But perfect ,, remains perfect. 
If we examine fig. 91 we sh&ll see this : major 2nd becomes minor 7th, 

&c., perfe-et 4th beoomes pe,-ftct 5ih. 

208. Consonance and dissonance. 
A consonant interval is a combination of two notes whioh 

sounds complete and satisfactory in itself. 

If we play the following intervals on the piano we notice the com­
pleteness. 

Fm. 92. 

$1 0 
0 II 

A dissonant interval is one which sounds incomplete and 
unfinished ; it requires other notes to follow it, to make a satis­
factory effect. 

Fro. 93. 

If we play these intervals the incompleteness is evident. 
They require to be followed by other notes to complete ihem, as 
shown in figure below ; this is called resolving the dissonances. 
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FIG. 94. 

~ g :: : 11 : .... : 11 0, - = 11 

204. The consonant intervals a.re perfect unisons and octaves, 
perfect Mths, perfect fourths, major and minor thirds, major 
and minor sixths. 

Major or mi?Wr 2nds, or 7ths, and all augmented e.nd cUmi,n­
ished intervals, are dissonant. 

The consonant intervals are subdivided into perfect con­
sonances (unison, octave, perfect 4th and 5th), and imper/eel con­
sonances (major and minor 3rd and 6ths). 

205. The per/ ect intervals cannot be made larger or smaller 
without becoming dissonant; the major 3rd and 6th can be 
changed to minor and vice versd, and still remain consonant. 
This is one difference between perfect interva.le and others 
(v. also § 202). 

206. In using intervals it is unporlant that the student should know in 
what key or keys they may occur. The following examples will show the 
method to be pursued. Bear in mind throughout the signatures of the 
major and minor keys (§ 133) and the order in which the sharps and flats 
are added. 

To find the keys in which any given intervals may occur: 

(a) (b) (c) (d) (e) 

(a) This evidently occurs in a key with sharps. Fir is the first added 
sharp; D!r is the fourth (FU , CU , GU , DU ). The interval then occurs in 
four sharps (E major). It oould also occur in .keys with more than four 
sharps, e.g. in B, FU , and CU major. 

Since DU is the raised 7th of the harmonic minor scale on E (§ 124), it 
is clear this interval might occur in E minor also. 

(b) This musi be in a key with flats. The order in which flats are added 
is Bb, Eb, Ab, Db, Gb, Cb, Fb. This interval containing Fb, then, ca.nonly 
occur in seven flats in Cb major, and in i" relative minor (§ 128). 

(c) GU being the fuird added sharp suggests three sharps (A major); 
bui ~ cannot occur in A major. The GU must then be the raised seventh 
of A minor and the key is A minor. 
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This interval is the augmented fifth, and ii oeours on the mediant of 
every minor scale (harmonic form), Here a.re examples of the augmented 
fifth in other keys : 

D minor. G minor. Glf minor. C minor. 

~ l½ II ~!: II *: 
(d) Bb suggests one flat (F major). Clf cannot occur in F major. CIJ 

is the raised seventh of D minor, the relative minor of F. 

(e) A double sharp never occurs in a signature ; it can only occur as the 
raised seventh of a minor scale, and as the tonic is one semitone above the 
raised seventh the key is Glf minor. 

EXERCISES, 

1. Give the name of each of the following intervals ; then 
write the inversion and name of inversion. 

2. In what key or keys can each of the following intervals 
occur? 

8. Write the following interval in every major and minor 
key in which it could occur, giving key signatures: 

4. In what form of the minor scale can the augmented 5th 
and the diminished 7th occur, and between what notes ? 
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CHAPTER XIX. 

TRANSPOSITION. 

207. It is sometimes necessary to alter the pitch of a piece of 
music. A melody in a given key may be rewritten in a higher 
or a lower key. This is called transposition. 

RUL ES FOR T RANSP OSING. 

208. I. When there are no accidentals. 

(a) Write the new key-signature. 

(b) See whether the new key is higher or lower than the old 
one ; then find out by what interval it is higher or lower. 

It is only necessary to ascertain the numerical name of the interval, not 
whether it is major, minor, &c. 

This will be done by comparing the tonics' of the two keys, e.g. to trans­
pose a melody in F to the key of A. A is a third above F. 

(c) Raise or lower each separate note the required interval. 

E xample :-Transpose the following melody into the key 
of G :-

(a ) The new key is G major, i.e. one sharp signature. 

(b) G major is a fourth higher than D major (the original key). 

(c) Every note must therefore be raised a fourth. 

The melody then stands as below :-

209. II. When there are accidentals. 

.Proceed first as if there were no accidentals (by § 208), and 
put them in afterwards, on the following plan:-

1 Unless otherwise stated, that tonic of the new key which is nearest to 
the olcl tonic is meant : thus in F to A, the A a third above F is meant, not a 
sixth below. 
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(a) Examine separately each accidental in the original : 
notice whether the accidental raises or lowers the note frotn it1 
condition according to the key-signature. 

(b) Then add an accidental, which will produce the same 
effect, taking into account the new key-signature. 

EXAMPLE 1. 
Transpose the following into the key of E major: 

~ I - I 2 3 4 :::=+=: 
«r¥ J--~= .. 1-~crIDM=t,W@~~ 
V i.t?~ 

Proceeding as in § 208, the new key (E) has four sharps for signaturl!, and 
it is a second lower than the original F. Each note must then be ,1ritten 
a second (i.e. one note) lower, leaving out accidentals. 

To add accidentals: 

(1) The B is flat by the signature ; the natwral raises it a sen:itone. 
The. corresponding note in the transposed melody is natural according IO the 
signature; to raise it a sharp is necessary. 

(2) The flat here restores the B to its original state ; to restore t).e Ali 
to its original state a natural is war.ted. 

(3) Eb is lowered a semitone from the signature. In the tranfl)osed 
melody D is sharp according to the signature; to lower it a natural is "1nted. 

(4). In CJi the sharp raises the note a semitone; a sharp sin:ilarly 
raises B. 

EXAMPLE 2. 
Tran~pose the following into F minor : 

This is in CJi minor ; the new key F minor has four flats for sign1ture, 
and F is a fourth higher than C. 

To add Accidentals. 

(1) F according to the signature is sharp; the double sharp (x then 
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merely raises it a semitone. In the transposed melody the corresponding 
note (B) is flat by the signature; a natural will raise it a. semitone. 

(2) The natural lowers D (sharp by the signature) a semitone; tbe 
corresponding note (G) is natural by the signature, and will require a flat to 
lower it. 

(S) The sharp raises B a semitone; the natural raisea E (which is flat 
by the signature). 

EXERCISES. 

1. Transpose the following melody (a) into At,, (b) into G, 
(c) into B, (d) a minor third I lower. 

d 1J FIE r: I 
elj J I J II 

2. Transpose (a) into D; {b) into A; (c) into Et>. 

' 
st
. g ffl j s Ir ~Jj s I ::dr r JI j 

8. Transpose (a) into C ; (b) into Bl:>; (c) into D. 

@.',•, ~ J J.JJj~;PQ3 let.er I ~J.J] 
4. Transpose (a) into E minor; (b) into O minor; (c) into 

F# minor; (d) a major third higher: 

, o J,JSJ w I qJ JJ;J .J 1r ~ti& 'r r J" 
1 In ca.see of this kind proceed as follows : The melody is in Eb ; the 

Ile"' tonic will be a minor third lower, i.e. C. The question then meaiu; 
transpose into C. 
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5. Transpose the following into the key of F major : 
I 

CHAPTER XX. 
DOTS, ABBREVIATIONS, ETO. 

210. Dots placed to the left of a double-bar (§42) mean that the 
music is to be repeated, either from the beginning of the piece, or 

from a. previous double bar, ±3li= or 
=II 

When the repetition is from a previoUB double-bar, dots are often placed 
to the right of that double-bar: 

di 
211. Sometimes, in repeating, a different ending is necessary 

for the second time. This is indicated by marking the endings 
1st time, 2nd time, or simply 1, 2, or Prima volta, Seconda volta. 

Fm. 95. I 1st t-ime. I 12nd time.I 
~ p Y J J J I J. ; ;1 I J J :J I J J r m £fl 

The first time we play to the double-bar and repeat ; this time we omit 
the bar marked 1st time and play in its stead the bar marked 2nd time. 

212. Da Capo (=from the beginning) or D. C. placed at the 
end of a piece means that we a.re to begin a.gain from the 
beginning, and to continue until we reach a. double-bar marked 
by the sign ,:,.. called a. pause, or by the word Fine ( = end). 
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When such a repetition is not absolutely from the beginning 
a sign ,% indicates the exact note from which the repeat is to be 
made. The words to denote repeat in this case are Da Capo al 
Segno or Dal Segno (=from the sign), or simply the sign % is 
used. 

213. When a short passage (a few bars) occurring in the 
middle of a section has to be repeated it is enclosed in a bracket 
or a slur, and the word bis ( =twice) is written. 

Fm. 96. 
,---b-is-. ---., 

¥~~lf-ter5F-1-rte==~ 
214. The sign r.-. called a pause is used in two ways. 

(a) Placed over a note or a rest, it means that the note or rest 
is to be prolonged beyond its written value. 

When the pause is to be very long the words lunga pausa are written. In 
all cases the length of a pause depends on the taste of the performer. 

(b) A pause placed over a double-bar denotes the final end of 
a piece which has been repeated (§ 212). 

Fm. 97. 

~~~ ~ 
215. The slur ---- used with two (or more) notes of the same 

pitch means that the second is not to be struck, but that the two 
are to be sustained without break, just as if their total length 
were written in one note ( § 33). 

In this case the slur is often called a tie. 

The slur used with notes of different pitch means that they 
{Lfe to be played as smoothly as possible, one note following 
another without break. 
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In music for the voice the slur means that the notes so joined are to be 
sung to one syllable. In instruments like the violin each group of notes 
slurred is played with the same stroke of the bow. 

When notes are slurred in twos the second of each pair is made slightly 
shorter than its real value in order to show the grouping more definitely by 
separating each group of two from its neighbours. The first note of such a 
pair is accented slightly. 

FIG. 99. 

216. The word staccato means that the notes are to be played 
short and crisp, and well separated from each other. 'l'his is 
indicated by dashes (, , ) or by dots ( ... ) placed over the notes. 
When dashes are used the notes are to be played as staccato as 
possible (a) ; Dots (b) indicate a moderate staccato, sometimes 
called mezzo-staccato (mezzo= half). A third degree of staccato 
is marked by slurs and dots ; this indicates a staccato less 
marked than when dots alone are used (c). 

216 (a). When the staccato is long-continued, the first bar only 
is marked, and the word simih (= similarly) is added. 

217. The sign • or ':' placed over a note or notes means that 
each note is to be held its full length, and is to be played with a 
.firm but gentle pressure. 

218. 8va (ottava alta) written over a passage means that 
each note must be played an octave higher than it is written. 

The continuance of 8va is shown by dots, or by a wavy line. 
When 8va is to be contradicted, and the notes played as written, 
the word loco ( =in the place, i.e. as written) is added. 
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1!'10. 101. 
81,a ............... ..... .... . ......... loco 

Written. * r r f I tr r -r-I r r r I F)i II 

Pi&y,d. § f F~ 1 ~f f I er r I r 11 

219. 8va (ottava bassa or ottava sotto) used below a passage 
means that each note is to be played an octave lower than 
written. 

Sometimes the figure 8 (not Sva) is placed over or wnder a note. H 
means that the octave above or below is to be played with the note, i.e. in 
octaves. This is sometimes indicated by con 8va (con= with), 

Fxo. 102. Written Played 

@ rrrlldJil 11 
8 

8 8 -0-

220. When the ea.me note is reiterated, e.g. ~ 
it may be abbreviated thus : ~ In such cases the note 

repr.esenting the total value of the reiterated notes is written, and 
the sub-divisions are indicated by a stroke or strokes written 
through the stem, or in case of a semibreve over the note. 
FIG, 103. (a) (b) 

Written ~ II ~ II 
Played ~ J J J J J .J J J II J Z ; - J J £f B .. , 

<e) (d) 

Written '* > ,. j JI ,-. ~- II 
Played ~;J.::;::: n II z -; -; JJ. --·=] 

] f 
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(a) A semibreve ( = 8 quavers) is divided into g_uavers ; (b) a. mimm ( - 8 
semiquavers) is divided into semig_uavers; (c) crotchets ( = 2 quavers) divided 
into quavers; (d) d-Otted crotchets ( - 6 semiquavers) divided int-0 semi-
g_uavers. 

Frn. 104. (e) 

Written § c:r II II t:2 r 
--Z: 

Played 

Written 

Played 

II [ f f r f f f r II 
~

0 === o 11 

~ f E F r F F r r f r I" r E r f r II 
When as at (e) a group consists of two notes it requires two notes to 

write it, but the total value in all such cases is only one of the notes, i.e. 
bars 1 and 2, each equal one minim in length; bar 3 equals one semibreve. 

221. When notes are to be repeated very quickly indeed the 
word tremolo or tremolando is written, and generally as many 
repetitions as can be got in the time of the note are played. 

The manner of playing the tremolo on the pianoforte and violin is shown 
below. 
Frn. 105. Tremolo TrllmOlo 

Writt,n ~.f 11.f II 
Violin Pianoforte 

Pu,,• ~ HHHFP [rf rf cf? 
Tremolo Tremolo 

Writt,n @1 
==I:::: 

Pianoforte. 

Played ~ . ~ . ~ § tr trtrL/ 11 lrrlr\r 8 
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222. Repetitions of groups of notes a.re shown by writing 
-· or==, or-::-, or by the use of the word simili [§ 216(an 
FIG. 106. 

Writlon@ ECY ...- 11 ~~ II 
Played @ II II 

== t.CYtcft p~ 
rimili 

wn, .... ~ rrrrn-1 ·.- 11 jj 11 

Played & r:rf rr:~1 rrf r:r:~11 (Ji(Jt~ II 
223. The notes of a chord, i.e. a combination of several 

notes sounded together, are usually struck all at the same time. 
A chocd is then said to be a firm chord. H a. chord has a wavy 
line or a. curve at its left side, the notes are to be played as 
quickly as possible one after the other, beginning with the lowest. 
This is called an arpeggio, beoouse on a harp (Italian arpa) 
chords are so played. 

Sometimes the notes are written as they are to be played, as at (b). 

FIG. 107. 

~ (~ 
(b) 

l~ II g~ - II 
EXERCISES. 

1. Explain the following terms: bis, simili, lunga pausa, dal 
segno, mezzo-staccato. 

2. Rewrite the following passages as they are to be played. 

(a) (b) 8va · ·· ······· · loco 

@Err r J J 1 ° ug p zc:e1~1tc:1s-r D 
Sm ........ ... loco v 
8. Express in abbreviated form. using the note G: 

F2 
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(a) 6 quavers; (b) 8 semiquavers; (o) 16 semiqua.ven; 
(d) 16 quavers; (e) 12 semiquavers; (/) 8 demisemiquavers. 

4. Write out in full the following abbreviation: 

§~ 
5. Write two bars of music, using signs to make one bar 

staccato and the other legato. 

OHAPTER XXI. 

GRACE NOTES, 

224. A melody may be ornamented by the addition of grace 
notes. The chief grace notes used in modern music are the 
appoggiatura, acciaccatura, turn, shake, mordent. 

225. The appoggiatura {from appoggiare, to lean upon) is 
written as a small note before a principal note. It takes its time 
from the principal note, and is usually half the length of an 
undotted note, two-thirds t~ length of a dotted note. 

Appoggiatura means the note leaned upon, and therefore it alwa;r1 
takes the accent instead of the principal note. It should be wl'itten as a 
,crotchet, g:uaver, &o., according to its length. 

F10. 108. * * 
W,itten § ·Jj I :i§l~@ I ~ J II 

Played § ~ l~gg__35IJ' J II 

Written @ Q 11 · £) II .J_J, II %j II 

Pl&y,d ~ t~ II D II j ~J II {D II 
I 

1n modem music the appoggia.tlll'a is almosi always wriUen as an 
ordinary large note. 

226. The acciaccatura (from acciaoocw,, to crush) is written as 

GRACE NOTES 

a small note with a stroke through its stem ( !). It should be 
played just before the principal note, but as close to it as possible. 

The principal note-not the acciaooatura-iakes the accent. 

~ 
227. When an acciaccatura is a semitone below a note U is sometimes 

called a beat. 

228. Several grace notes played before a principal note are sometimes 
callecl. a double appoggiatura. They are played as quickly as possible, 
never take the accent and take iheir time from the previous note or beat. 

4flr1laJ 
• 229. The turn consists of a principal note with the note 

above and the note below. 
When the note above the principal note comes first, the turn 

is said to be direct, and the sign for it is "'· 

~rl¼t=t 
280. The inverted turn (written l ) has the note below the 

principal note first. 
l 

~r1:arn 
The notes of the turn will be according to the key in which they occur. 

If it is necessary to modify this, accidentals are written above or below. 
Thus, a. turn with a sharp below it means that the lower note is to be made 
sharp, &c. 

t, t, 
Fro. 109. ; ,_ ! 

Written § E II r II F II 
Played § b r II ttr r II to r II 
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281. When the principal note is to be played before the turn 
begins, the sign ought to be placed a little to the right (a). If 
a turn occurs on a dotted note, the principal note is first played, 
and the turn is made to terminate with tha principal note on the 
dot (b). Thf\speed of the turn will depend on the character of 
the music. 

When a turn stands immediately over a note, it should begin 
with the note above the principal note, and then the turn will 
consist of four notes, played in the time of the note over which 
the turn is written (c). 

fu.ll~ w - -
W,itten ~ r ct II r LJ' II r tr ii 

or 

p"'"' Jtfr&a11ciu11rwr.r11 
(b) (c) 

Written ~ r_· _ i II ,f]Jt i5 II 
Played 

'"'.'."\' ~ 

~ctfEttll½jjJ II 
282. The shake ( or trill) consists of a principal note, and 

the note above it rapidly alternated. It is written 1r or 1r ~ 

Generally the principal note comes first. When the upper note 
is to come first it is usually indicated in modern music by a 
small note (appoggiatura) (b). 

Befo the last recurrence of the principal note, the note 
below is often taken, thus forming a turn at the end of the 
shake. This is indicated in modern music by two small notes 
as at (c), and, as a rule, a shake should only end with a turn 
when these small notes are written. 

The length of the shake is the value of the principl!J note, 
as many notes being played· as can be got distinctly in the time. 

CRACE NOTES 

Fm. 111. (a) (b) 
Ir ' Ir ----,-----tt=J---8 

\<Vritten . 1£:~=r __ LI 

Pfayed ~ , ~ 
(c) Written 

~P----~Y 
Played 

As in the case of a turn, the note above the principal note may have an 
accidental which is written above the sign for the shake, e.g. t. 

288. A shake may occur in two (or three) notes at the same 
time. This is a double (or triple) shake. 

Sometimes a series of shakes occurs on notes following each other step­
wise. When the series ascends each shake will finish with a turn. 

284. The mordent, 1 written w-, consists of a principal note, 
and the note above taken once very rapidly, and followed by the 
principal note. 

Written Played 

285. An inverted mordent (o/) has the principal note and the 
note below. 

Written 
11" 

EXERCISES, 

Played 

1. Explain clearly, with examples, the difference between 
appoggiatnra and acciaccatttra. 

2. Write in full each of the following ornaments as it is 
played: 
~G-e-rm- an_y_ t_h_e_s-ig_n_ W_ is-c-al-le_d_pr_a,_ll_er_o_r_p,_·_aZ-ltriller, -w-h-ile- ~-. -is 

called a mordent . The signs, however, are interpreted as in §§ 234-5, so 
that the difference is merely in the names. 
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CHAPTER XXII. 

MUSICAL TERMS. 

236. Many words, mostly Italian, are used 
force, style, &c. 

to indicate pace, 

237. I. Terms denoting pace (beginning with the slowest, 
and going upwards to the quickest): 
Grave . 
Adagio . . 

1 Largo . 
Larghetto1 • . 

ento . . 

{ 
Andante . 
Andantino1 

Moderato 

{ 
Allegro 
Allegretto . 

{ 
Presto . 
.Prestissimo3 • 

{ 

Tempo comodo . 
Tempo giusto . 
Tempo ordinarw 

very slow. 
slowly, leisurely. 
elow. 
rather slow. 
slow. 
going, slow but graceful. 
rather slower2 than Andante. 
moderate. 
merry and fast. 
not so fast as Allegro. 
fast. 
very fast. 
at a convenient pace. 
in exact time. 
in ordinary time. 

Some of these words also convey an idea of style as well as of pace. Thus 
largo means not only slow, but also broad, large in style. 

------ - ----
) The ending -etto or -ino is called a diminutive, and it diminishes the 

force of the meaning of a word to which it is applied, e.g. larghetto is not so 
slow as largo ; allegretto not so quick as allegro. 

" Unfortunately there are two exactly opposite meanings attached to 
andantino. As andante means "going," andantino should mean less going, 
i.e. not so fast 1<s andante. Some composers, however, taking andante a~ 
meaning slow, make andanti1w mean less slow, i.e. faster than andante. 

• The ending -issinw is a superlative, a.nd corresponds to our word nwst or 
'l!ery. 

MUSICAL TERMS 

These words usually apply to a whole movement or section, and they 
are to be considered in force until contradicted by some other term. 

238. II. Terms denoting a temporary alteration in pace : 

Accelerando or accel. . increasing the pace. 
Ad libitum or ad lib. } 
A piacere : at pleasure. 
A tempo . } after a modification to return to 
Tempo primo . original time. 
Oalando1 decreasing the pace. 
Ballentando or rall. } 
Bitardando or rit. :_ gradually slower. 
Slentando 
Stringendo pressing or hurrying the pace. 
L 'istesso tempo at the same pace ; used . when 

there is a change of time, e.g. ~ to ~ ; it means that 
the beat in the new time is to be just the same as the 
beat in the previous time; i.e. the dotted crotchet of ~ to 
be the same length as the crotchet of the l· 

239. III. Terms relating to degrees of loudness, softness, or 
force: 

{

Piano,p • . 
Mezzo piano, mp 
Pianissimo, pp . 

soft. 
moderately 110ft. 
very soft. 
loud. 

{

Forte,/ . . 
Mezzo forte, mf . 
Fortissimo, ff . 
fp 

moderately loud. 
very loud. 

. loud and then soft immediately. 
. { gradually louder . 

Crescendo, c7 es. or -<:::::: • · increasing in loudness. 

Decr~s~endo, decr~s.; } decreasing in loudness. 
Diminuendo, dim. =======-

Morendo . · } gradually softer· dying away. 
_Perdendosi . ' · 

Dolce . . softly, gently, sweetly. 

{ 

Sforzando, sf, > or /\ . } 
Forzato, fz . . strongly accented or empha11ised. 
Sforzato, sf . . . 

240. IV. Terms relating to style. The words marked * are 
used with others to form phrases. 

1 Calando also implie~ gradually more 1,oftly. 
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Affetuoso 
Agitato . 
Alla or all' . . . . 

e.g., alla marcia, alla breve. 
Amoroso • • 
A,iimato or con anima 
Appassionato. 
*Assai . . . 

with feeling. 
agitated. 
like, according to. 

lovingly. 
animated. 
impassioned. 
enough or very. 

e.g., Allegro assai. 
*Ben (e.g., ben marcato) well. 
Brillante . . . brilliantly. 
Cantabile in a singing style. 
Colla voce with the voice part. 
Comodo convenient, without haste. 
*Con . with. 
Con brio with spirit. 
Con energia . with energy. 
Con espressione with expression. 
Con forza with emphasis. 
Con juoco with fire. 
Con grazia gracefully. 
Con rnoto with movement, spirited. 
Con spirito . in a spirited manner, lively. 
Con tenerezza with tenderness. 
Dolente . in a plaintive style. 
Espressivo full of expression. 
Grazioso gracefully. 
Legato . smoothly. 
Leggiero lightly. 
*Ma but. 

e.g., ma non troppo but not too much. 
Maestoso . . majestically. 
Marcato well marked, emphasised. 
Marziale like a march. 
* Meno • less. 
* Mezzo . half. 
Mezzo vooe with half the power of the voice. 
Mosso . moved. 
* Molto • much, very. 
*Non not. 
Pesante • . . . heavily each note to be played 

with great :firmness, but not sta~cato. 
*Piu . more. 
* Poco . little. 
Poco a poco little by little, gradually. 

MUSICAL TERMS 

as if, like. 
boldly. 
lightly, playfully. 
so much. 
too much. 
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*Quasi . 
Risoluto 
Scherzando 
Tanto 
Troppo. 
Segue . placed at the end of a movement 

means that the next movement is to follow without break. 
*Sempre always, throughout. 
* Senza . without. 
Smorzanclo fading away. 
Soave delicately. 
Solo a part performed by one person. 
Sotto voce . . . subdued in tone. 
Sostenuto (applied toa passage) each note held its full length. 
Tempo _rubat_o . . . . . _ lit. robbed time,_ means-(a) not 

m stnct time, i.e., occas10nally acceleratmg or retarding 
the pace for the purpose of expression. (b) The effect of 
a change of time caused by change of accent (§ 84). 

Tenuta or ten (applied to a 
single note) 

·Tutti 
chorus (v. solo). 

*Vivace. 
Vivo 

to be sustained its full length. 
to be performed by full band or 

lively. 
briskly. 

241. V. Terms applying to pianoforte technique. 
Sometimes it is necessary to indicate which hand shall be used 

for certain notes. This is done by using R. H. (right hand), or 
M. D. (main droite, French; mano destra, Italian), for the right 
hand; and L. H. (left hand), M. G. (main gauche), or M. S, 
(mano sinistra), for the left hand. 

242. Pedals.-Modern pianos have two pedals-the right 
pedal or sustaining pedal, the left pedal or soft pedal. 

The use of the right pedal is indicated by the word ped., and 
the pedal is kept down until the sign * or-$- is reached. 

The strings corresponding to each note of the piano (except the highest 
octaves) are touched by an arrangement for deadening the sound, called a 
damper. Wben a note is struck the same action raises the damper, thu.s 
allowing the strings to vibrnte freely, and when the note is left the damper 
falls on the strings and stops their vibrntion. The right pedal raises all 
the dampers in the piano at once, and thus allows full and free vibration 
after a note is left (§ 157). 
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These dampers are called sordini (=mutes), and we sometimes find senza 
sordini (=without dampers) when the dampers are to be raised, i.e. ped., 
and con sordini (=with dampers) when the dampers are to be lowered, i.e. 
·* or-$-, v. Beethoven's Sonata XIV., first movement. 

243. The use of the left pedal is indicated by the words una 
corda ( =one string), and the pedal is to be kept down until the 
words tre corde ( = three strings) are reached. 

To most of the notes of a piano there are three strings ( all of the same 
pitch) to increase the volume of tone. The action of the left pedal is to 
move the hammers in such a way that only one string is struck. This, of 
course, diminishes the loudness of each note. Instead of una corda we 
often find mit Verschiebung (=with shifting) in German music. 

244. The terms for the indication of pace(§§ 237-40) can, of 
course, only give a rough idea of the intentions of the composer. 
He may, however, accurately indicate the pace by reference to a 
contrivance called Maelzel's Metronome. This is a piece of clock­
work to which is attached a pendulum with a sliding weight. By 
moving the weight the pendulum can be made to swing more 
quickly or more slowly. The pendulum is graduated, and the 
divisions are numbered on the principle of the number of beats 
per minute. Thus, when the weight is :fixed at 60, the pendulum 
beats 60 times in a minute; :fixed at 100, the pendulum beats 100 
times in a minute. 

M. M. r = 60 means that when the metronome weight is 

:fixed at 60 each beat of the pendulum gives the time of a crot­

chet. M. M. i = 80 means that :fixed at 80 each beat is the 

time of a minim, &c. 

It must not be imagined that all music marked with the same Italian 
word for pace would have the same metronome mark, fo1· the Italian word 
is used to roughly describe many degrees of pace. The following then must 
only be oonsidered as roughly indicating the possible metronome marking: 

Andante M. M. r -60 ; Adagio j = 54 to 50 ; Moderato I ~ 90 ; 

Allegro j ~ 110 to 135 ; Presto r = 135 to 160, &c. 

EXERCISE. 

1. Explain the following terms :-Doppio movimento, largo, 
quasi, pesante, soave, maestoso, senza sordini, allegro assa·i. 

MUSIC.AL TE.RMS 

con moto 
lAgato 

1. In what key is this ? 

> <YrB8, -==::::::::=: 

2. Does it keep in the same key throughout ? 
3. For what other key does this signature stand? 
4. Is the time simple or compound ? 
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5. What signs are used here for altering the pitch of the notes ? 
Explain them. 

6. Explain all the uses to which the dot ( • ) and the slur are 
put in this extract. 

7. What does 1--i-l r-;-1 mean? 
8. Explain the following signs and terms occurring here. 

con moto, legato, mf, >, ores, -<::::::: f > ,P. 
9. What c"lefs are used here? 
10. Transpose the extract a semitone higher. 

2'45. The Stave. -The number of lines used for the stave bas varied 
greatly at different periods, and it was not until the invention of printing 
that the number was fixed at five. In medimval music staves with from 
tlvree to fifteen lines were used. In some of these only the spaces were 
used; while in others the spaces were not taken into account, only the lines 
being written upon. 

Even at the present time a stave of four lines is used for ibe Gf'egoriall~ 
Tones, i.e., the traditional chants of ibe Ea.rly Christian Church, 
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In music for the CYrga:n there are usually three staves (of five lines each) 
bracketed together- two used for the notes to be played by the two hands , 
and the third for the part played by the feet. 

246. Names of Voices.-Originally the part we now call Tenor always 
sang or held the melody- hence its name (from teneo, I hold). The part 
below was called Bass, a. word meaning 1,ow. The part immediately above 
the tenor was called alto, as explained in § 22. The word treble means 
third, and. thus it was applied to the third part above the tenor (compare 
the word triple). The word soprano means highest, and mezzo-soprano 
means lowe.r than soprano (v. mezzo in § 240.) 

247. Compound Time.-Each bar in Compound Time may be regarded as 
consisting of two, three, or four bars of simple triple time. Thus ~ ia com­

pounded of two bars of ~-

Similarly, g is compotmded of three bars of ~ ; and lf is compounded of 

four bars of ~-
On this principle l time is always considered in Germany M compound, 

i.e., made up of two bars of 1· 
The grouping of bars into equal sets or groups constitutes Rhythm (see 

Part III.). 
248. The Origin of the Sign b,- The B at first used in music was only a 

semitone above A, and from this the letter b in time was used to denote the 
lowering of a note by a semitone. The letter b eventually was corrupted 
into the sign b. (Compare § 140.) 

249. In the eighteenth and the beginning of the nineteenth centuries it 
was not the custom to write two of the parts of a triplet as one note, e.g. ,....__ i 3 ~. The plan was always to have three characters to represent the 

triplet, either three notes, or two notes and 11, rest, or two notes and a dot. 
Instead of .,.?,. we find incorrectly • •f . An example like (a) 

I ~ L_. 
below occurring in music of the period referred to must be played as at (b): 

(a) (b) 
;:jt::.::.::.-::"if:..-_-~---+_"-_-.... ~ 
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Bar, 41 
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Beat (grace note), 227 
Beats, 45 
- dividing bars into, 46 
Bis, 213 
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- broken, 22 3 
Chromatic minor scale, 124 
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Consonance, 203 
Crotchet, 29 
Da capo, 212 
Dal segno, 212 
Dasbes. 216 
Demisemiquaver, 29 
Diat onic, 101 
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Diminished intervals, i94 
Dissonance, 203 
Dominant, 138 
Doppio movimento, 60 
Dot, 32, 36, 210, 216 
Double bar, 42 
- sharp, 90, 206(e) 
Duple time, 47 
Duplet, 74 
Eighth note, 30 
Enharmonic, 167-17f 
F clef, 7 
~'ifths, l i6 

Fifths, augmented, 206(c) 
Flat, 91, 248 
- double, 92 
Fourtbs, 185 
Fundamental note, 154 
G clef, 5 
Generator, 154 
German names of notes, 140, 141 
Grace notes, 224 
Great stave, 14 
Gregorian tones, 245 
H alf-note, 30 
Harmonic minor scale, 124 
- series, 155 
Harmonics, 154 
Intensity of sound, 153 
Intervals, 178 
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- augmented, 185, 193 
- chromatic, 181, 191 
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- consonant, 203- 5 
- diatonic, 181-9 
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- dissonant, 203-5 
- inversion of, 200-2 
- major and minor, 182 
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- table of, 189, 197 
- to fi nd key of, 206 
- to fiud name of, 190, 199 
Inversion of intervals, 200- 2 
Key compared wit h scale, 118 
- how to t ell the, 145 
- relative, 127, 132 
Key-note, 111, 116 
Key-signature, 107, 110, 115, 133 
Large, 38 
Leading-note, 138 
Legato, 215 
Leger line, 8 
L. H., 241 
Lnnga pau.sa, 214 
Maelzel's metronome, 244 
Major mode, p. 46, note 
- scale, 102 
M. D., 241 
Measure, 44 
Mediant, 138 
Metronome, 244 
Mezzo-soprano, 246 
- -staccato, 216 
Middle C, 13 
Minim, 29 
Minor mode, p. 46, note 
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- - altered diatonic or melodic, 125 
- - chromatic or banLonic, 125 
- - diatonic, 125 


