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Preface

In my over ten years of teaching aural skills classes to college students
from all walks of life, | seem to encounter the same questions and
comments over and over from students.

How will this help me become a better musician?
Why do we need to learn solfege, can’t we just sing on the syllable /a?
Don't you need perfect pitch to accurately sightsing?

Why is it that | can sing familiar songs like Happy Birthday and The Star
Spangled Banner but | can't write out the notes to these melodies?

Is there some way to better hear and recognize chords than to just
guess?

How can | improve my sightreading skills?
| can’'t read rhythms, help me 11!

Practicing with a metronome throws me off, so do | really have to use
one?

This text is an attempt to answer all these questions and to provide a
flexible, practical and comprehensive system for learning to hear and
notate common melodic, harmonic and rhythmic structures in tonal music.
While the concepts and material in this book are fairly simple and are
presented in a straightforward manner, they will not be mastered uniess
the student works diligently on them daily. With careful practice and
patience, any serious student can use the aural skills concepts presented
in this text to unlock their artistic and technical potential as a musician.
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CHAPTER 1

Pitch Recognition Systems

o00e TOPICS

m  Solfege (Moveable Do)
n Kodaly Hand Signs

APPLICATION

Pitch Recognition Systems such as
Solfege and Kodaly Hand Signs enable
the student to associate individual
pitches with musical syllables and
visual hand signs which aid in hearing,
singing and notating tonal melodies.




Chapter 1 Pitch Recognition Systems

Introduction

The most effective way of accurately recognizing and reproducing pitches, intervals,
melodies and harmonic formulas is through the study and mastery of a pitch recognition
system. By quickly and accurately recognizing pitches and their relationship to one
another in a tonal setting, musicians can sing and play music at sight, transcribe music
from recordings, compose music away from the piano or computer, create counterpoint
or harmony to an existing melody, and effectively improvise melodies over an harmonic
setting. All of these tasks are crucial to your artistic and financial success as a musician.

Solfege

Musicians have been studying and teaching pitch recognition systems for over a
thousand years. The most common systems today involve the use of solmization
syllables or what we know today as solfeggio or solfege. Solfege is the singing of
pitches, intervals, melodies and melodic outlines of harmony with the aid of individual
syllables such as do, re, mi, etc. Although several variations of solfege exist, perhaps
the most effective one for tonal music is moveable do with do being the root for major
and /a being the root for minor. This particular solfege system is the only one that does
all of the following:

uses universally recognized syllables

follows the major and relative minor scale model
employs unique syllables for each scale tone
allows for chromatic alterations of scale tones
allows for the transposition of syllables to new keys

Example 1.1 illustrates the major do minor /a concept as applied to a Bb major and G
minor scale. Notice that when you change to a relative minor key you don’t employ new
syllables. Instead, you simply start with the solfege syllable /a rather than do.

Example 1.1 Major Do, Minor La

_9 1 }l 1 1 }
y AW 1 |
[ Fan N4 1 1 1 P i '
AN3"4 1 1 - - 1
D)) = = @ I
do re mi fa sol la i do
_9 | .
4 . t
Gx = ¢
.J r j: k- &

-
la ti do re mi fa sol la
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As mentioned in the previous page, one of the advantages of using the moveable do
solfege system, is that you can transpose the tonic pitch syllable, do, to new keys.
Example 1.2 illustrates a simple scalar melody first in the key of C, then transposed to

three other major keys.

Example 1.2 Moveable Do, Major Keys
9 . | .
p 4 1 1 1 1 1 I M
o7 I T - ——a > T —+ I I 1
NV 9 1 J =l - - =! ‘
D) - ©-
do re mi sol fa la sol mi fa re mi re do
H i .
1 1 T f
O s = - R T R
do re mi sol fa la sol mi fa re mi re do
ﬂ ¥ | ] )
| 1 1 1 1 | 1 T
1 1 - 1 1 1 T 'I[
O ————a —
] bt & O
do re mi sol fa la sol mi fa re m re do
Hutt . 1 . | ,
A I — _-j e — — il I I I
S S E——— ———— ! —e o —— S
| 1 R ©
do re mi sol fa la sol mi fa re mi re do
Example 1.3 demonstrates the same procedure with a minor melody.
Example 1.3 Moveable Do, Minor Keys
/. by : -
1 1 {' } 1 1 1 ? =: —
D)) ! | ' T i 1 i
la do ti la m re do Ia t do ti  sol la
Mt
l ! —to—* o —
la do i la m re do Ila ti do ti sol la
9 JIL y/ t )
2T — T T 1 I 1 " T f } -
v 1 1 IF i 3 1 1 1 1 1
%‘j‘——‘—o o b j i e v > -©-
la do i la m re do la ti do ti sol la
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Kodaly Hand Signs

Many teachers and musicians, this author included, use an additional pitch recognition
system to visually emphasize the solfege system. This visual system is known as the
Kodaly hand signs and it employs a unique hand symbol for each solfege degree of the
scale. This system was actually invented by John Spencer Curwin of England but it was
popularized by Zoltan Kodaly, a very influential Hungarian music educator and composer
of the first half of the 20" century. In this system, the student begins with the first hand
sign, do, a few inches in front of and level with their bellybutton, and proceeds to raise
the height of each successive hand signal until they reach the upper do which is at eye
level. Advantages of using this system include:

students can visualize the solfege system as they sing it

both a note’s pitch quality and register are represented

the physical activity of using the hand signs increases focus and decreases
the anxiety of singing in class

students who are occasionally unable to sing can still work on their pitch
recognition skills

students gain a more thorough knowledge of pitch recognition through
visual reenforcement of aural concepts

Example 1.2 illustrates the Kodaly hand signs as applied to a G major and E minor

scale.
Example 1.2 Kodély Hand Signs
#‘ﬁ ] ot
i e :
) !

sol

do re mi fa la ti do

vy

2

C)-

sol la

la i do re mi fa
=29 1 S F T E_\

The chart on the next page shows all the diatonic solfege syllables and the commonly
used chromatic alteration syllables and their corresponding hand signs.
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Solfege Syllable and Kodaly Hand Sign Chart

2

A4
e -©-
do

&

ANI"4
.j O
re

2
A4 P
v -y
mi

2
NV [© )

[Y)
fa
A
AN3"4 hsd

[Y)
sol

NV

Y]
la

6 U




Chapter 1 Pitch Recognition Systems

| Solfege Exercises 1.1

A. Write in the correct solfege syllable beneath each note.

1.

| - > '
SE==r=——c——cc=c—i—

) | T 1
2. y "3
I.' I
3.

I;I > I =
S = = o
4, - o o

. ¥ ' { "- — ' t
B - |

bt

5.
% |l |

T Y i I i
o> == =
) - ! v o
6.

1 | »
) et »
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B. Write in the number that corresponds with the correct hand sign in the first blank beneath
each note. Then, write in the correct solfege syllable in the second blank.

O N, N\ Pn G M Dh
1. 2. 3. 4, 5. 6. 7.

-+
by .
) X L 4
2 > o .
L i Py 1: --»-
XX =
—Jo
7 -
3.
i bt T
b L2 ij =
) - ]
4 r] o
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Student Notes

U6 VI U

N

N




CHAPTER 2

Diatonic and Altered Diatonic Scales

TOPICS

Major Scales
Pentatonic Scales
Natural Minor Scales
Harmonic Minor Scales
Melodic Minor Scales
Blues Scales

APPLICATION

Diatonic and altered diatonic scales provide
the source material from which many
melodic and harmonic structures in tonal
music are created. By linking solfege
application to various scale formations, we
train our ears to recognize a vast amount of
melodic material.
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Introduction

In this chapter we will explore hearing and singing some of the more common diatonic
and altered diatonic scales that are used in Western classical and popular music.
Since there are several similarities among these scales, it is helpful to categorize them
according to the following elements: (1) number of different pitches present, (2)
modality, (3) presence of chromatic alterations and (4) interval pattern. The following
table should prove helpful for quick reference.

Table 2.1 Scale Elements

Scale No. of Modality Alterations Interval Pattern
Pitches
Major Five Major None w,w, 12, w, 12
Pentatonic
Minor Five Minor None 12w, w, 12 w
Pentatonic
Major Seven Major None W, W, %, W, W, W%
Natural Minor | Seven Minor None W, %, W, W, Y2, W, W
Harmonic Seven Minor Raised 7th (si) W, %2, W, W, %2, W, W
Minor
Melodic Minor | Seven Minor Asc: Raised 6™ (ff) W, %, W, W, W, W, %
Raised 7" (si)

Desc: None W.W, %2, W, W, %2, W

Blues Six Minor Raised 4th (i) 12w, 1%, %, 12, W

In order to successfully recognize and reproduce each of these scales, use the
following four step process. Repeat several times if necessary.

Step 1 - Play the scale several times slowly on piano (or your instrument) and listen
carefully to the sound of each scale degree.

Step 2 - Practice matching each pitch by first playing the scale degree on piano and
then singing the scale degree with the appropriate solfege syllable. Using a chromatic
tuner during this step will enable you to see exactly how sharp or flat you are on each
degree of the scale.

Step 3 - Play do on the piano and sing up the ascending part of the scale until you
reach the upper do. Play that upper do on piano to check the accuracy of your pitch.
Now sing down the descending part of the scale and check your lower do on piano when
you reach tonic.

Step 4 - Sing the entire scale ascending and descending and when you reach the final
do, check your pitch accuracy with the piano and/or a tuner.
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Unaltered Diatonic Scales
A diatonic scale is one that is constructed and organized around the presence of a tonal
center (tonic) and key signature. Diatonic scales can occur in both an unaltered and

altered form. An unaltered diatonic scale is one that contains no pitches outside the
key signature.

The major pentatonic scale, perhaps the simplest of the unaltered diatonic scales, is
made up of five pitches starting on the tonic of the key (solfegge syllable do), and
moving up through the second (re), third (mi), fifth (so), and sixth (/a) degrees of a major
scale. Example 2.1 shows a major pentatonic scale written in the keys of C and Bb.

Remember, we are using a moveable do system and each tonic pitch of a new key is
do.

Example 2.1  Major Pentatonic Scale

9 . i i - 1
{7 + T — » — > T T -
A4 1 | J'L - 1 - - i {
¢ o I b o
do re mi so la do la sol m re do
0 1 . .
y T ] —— -+ 1 T -
| an N T ] 1 i__‘_______F_______J’_____i 1 1 i
AN I I i | | I
Y] 5 = ° 1 L = N
do re mi sol la do la sol mi re do

The major scale is made up of seven adjacent pitches starting on the tonic of the key
(do), and moving up through the second (re), third (mi), fourth (fa), fifth (sol), sixth (/a)
and seventh (ti) degree of the scale.

Example 2.2 D Major Scale

0 s . ! I
p’ AR

\
] 1 1 1 1

iy 1. L 1
P AW Y I 1 L 1 ] 1 1 ]
i & an WAL 1 1 1 1
1 1 ! T 1
I ! ' ' I

do re m fa sol la ti do ti la sol fa m re do

The minor pentatonic scale, related to the major pentatonic scale a minor third above,
is made up of five pitches starting on the tonic of the minor key (/a), and moving up
through the third (do), fourth (re), fifth (mi) and seventh (sol) degrees of the natural
minor scale.
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Example 2.3 F Minor Pentatonic Scale

s 1:;,. T |- — F———TP—“Li | T
f T T ' ] ! - » .’

DR | 1 I |
la do re mi sol la sol mi re do Ila

The natural minor scale, related to the major scale a minor third above, is made up of
seven adjacent pitches starting on the tonic of the minor key (/a), and moving up
through the second (ti), third (do), fourth (re), fifth (mi), sixth (fa) and seventh (sol)
degree of the scale.

Example 2.4 E Natural Minor Scale

[ . ! !
o 1

.
T t I 1 I T
2 I I I I 1
T T T
T mi T I m T T
| I ' ' | ]

la ti do re mi fa sol la sol fa mi re do i la

| THES

Altered Diatonic Scales

An altered diatonic scale is one that contains at least one note that has been
chromatically altered (raised or lowered) from the key signature. The harmonic minor
scale, perhaps the most common of the altered diatonic scales, contains a raised
seventh scale degree which is represenied by the solfegge syllable si and functions as
the leading tone of the scale. This scale is made up of seven adjacent pitches starting
on the tonic of the minor key (/a), and moving up through the second (ti), third (do),
fourth (re), fifth (mi), sixth (fa) and raised seventh (si) degree of a natural minor scale.

Example 2.5 D Harmonic Minor Scale

) . | | .
y — T i T ) I i T N
y i — 1 1 1 T T §) T
(o7 — T I T .
i 1 T T i
] ! ' ! |

la ti do re m fa si la si fa mi re do i la

The melodic minor scale has both an ascending and descending form. The ascending
form of the scale has two chromatically altered notes, the raised sixth degree of the
scale (represented by the solfege syllable fi) and, like the harmonic minor scale, the
raised seventh degree of the scale (represented by the solfege syllable si). The
descending form of the scale is identical to the natural minor scale.
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Example 2.6 Melodic Minor Scale

N 1 I n

[ I [
D R | g
la ti do re mi fi si la sol fa mi re do i

o4

The blues scale, used extensively in jazz and popular music, is very similar to the minor
pentatonic scale. This scale features an added raised fourth scale degree which is
represented by the solfegge syllable ri.

Example 2.7 Blues Scale

Inlilj:r’\ T | I!_‘r'“—". - T | T
T I I ' T I T i ” j
[Y)] | | | I ] |
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| Solfege Exercises 2.1|

Play each of the following scale exercises slowly on piano first, then sing using the correct
solfege syllables. Check your intonation with the piano and/or a tuner during each exercise.
Transpose each example to at least three different keys.

o

e
‘
¢

w !lﬁw
)
¢

g
C

N> e
v;r_

N

o
)
2

1 7

h 1 ) 1
(& ; ; L
) o <+ - * v 3 T
4,

|JD’D

; !

() &5 & -
4

j:[I

v o
D)
2

1 7

N

L - T -.

[Y) & X X - X,
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| Solfege Exercises 2.2|

Sing the indicated scale (ascending and descending) above the given tonic note using the
correct solfege syllables. Check your intonation with the piano and/or a tuner during each

scale.
D Major Pentatonic F Major
=z
iy 1
1t 12
[ o YL %4
ANA"4
[Y)
A Major Pentatonic Db Major
P ﬁ |l
o LTI 17 b
=3 B 1V,
v 17 ll;
)
Bb Major Pentatonic E Major
%. % gn'rrn
&> i
ANS"4
J 3
G Major Pentatonic Eb Major
¢t R
v 1’
[y,
Gb Major Pentatonic B Major
ﬁ }) BT ﬁu.#ré
I i 2
X
[Y)

15
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| Solfege Exercises 2.3 |

Play each of the following scale exercises slowly on piano first, then sing using the correct
solfege syllables. Check your intonation with the piano and/or a tuner during each exercise.
Transpose each example to at least three different keys.

1.
2.
3.
> o

1A
¢
d




Chapter 2 Diatonic and Altered Diatonic Scales 17

| Solfege Exercises 2.4]

Sing the indicated scale (ascending and descending) above the given tonic note using the
correct solfege syllables. Check your intonation with the piano and/or a tuner during each scale.

B Minor Pentatonic E Natural Minor
P o
% # i
(e
NV
[Y)
F Minor Pentatonic D Natural Minor

\d in
Y[l
| N
Y|
Y

G Minor Pentatonic F# Natural Minor
% | a4 4
1 1) ﬂnu.'rr
b #
D))
A Minor Pentatonic C# Natural Minor
-, ok
T
| FanY % ia |
V I
) - o
Eb Minor Pentatonic G# Natural Minor
% [ o &
751 ; W
o5 — o
NV v ‘ T
D))
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| Solfege Exercises 2.5]

Play each of the following scale exercises slowly on piano first, then sing using the correct
solfege syllables. Check your intonation with the piano and/or a tuner during each exercise.
Transpose each exercise to at least three different keys.

s
- = —

vl e%“ g%"
|

s
v

AR
Ay

IS '
e% ¢ N NS e
';t = =
T
-

CGTtE
=
I
L e
B
N
A

Je

.=
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| Solfege Exercises 2.6 |

Sing the indicated scale above the given tonic note (ascending and descending) using the

correct solfege syllables. Check your intonation with the piano and/or a tuner during each
scale.

A Harmonic Minor

D Melodic Minor
o a-
SV
Q) ';[
F Harmonic Minor C Melodic Minor
# | |
R 5%
%4 v_ 1)
D))
E Natural Minor F# Melodic Minor
4 4.4
i1 ¥
[ an) kil

G Harmonic Minor Bb Natural Minor

Eb Melodic Minor C# Natural Minor
lr) 1 ﬂu# }
lmb {')VIIn” - % L
NS4 v
)
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| Ear Training Exercises 2.1 CD 1, Track 1|

Identify each of the following diatonic scales played on the accompanying CD by writing the

name of the scale in the blank. Then, write in the scale notes above the given tonic pitch and
provide the correct key signature.

2.
= !
s 75
ANS"4 ANNYJ
[y o
3. 4.
2
5. 6.
P Z
A4 NV
o b [y
7. 8.
S o
’I ’I E‘,‘
9. 10.
[ Fan)
ANI"4 I
[Y) [Y) 4
11. 12.

¢
-
ofe

N
o
ND
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| Ear Training Exercises 2.2 CD 1, Track 2|

Identify each of the following diatonic and altered diatonic scales played on the accompanying
CD by writing the name of the scale in the blank. Then, provide the correct key signature,
write in the scale notes above the given tonic pitch, and make any needed chromatic
alterations.

1 2.
)
NV
[y, (Y]
3 4.
>—F s
5 6.
% [ FanY I
AN3"4 12Y
Q) L
7. 8.
. b
= 2
9 10.

e@i%
I 53

11. 12.

\’.‘
]
A
Exd

21
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Student Notes
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CHAPTER 3

Intervals
TOPICS
n Perfect Intervals
L Major Intervals
[ Minor Intervals
L Augmented and Diminished
Intervals
APPLICATION

Intervals form the building blocks
used to create the melodic and
harmonic ideas and formal structure
in music. An aural mastery of
intervals provides both a technical
and emotional understanding of
music.
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Introduction

Now that we have a general understanding of diatonic scales, we can further break
down each scale into separate pairs of notes called intervals. Intervals are classified
according to their quality (major, minor, perfect, etc.) and size (4", 5™, etc.) Table 3.1
illustrates each interval and its size and location in both the major and harmonic minor

scale.

Table 3.1 Interval Grid

Interval Size Scale Source and Location
Minor 2nd Y2 Step Major: Mi - Fa, Ti - Do
Harmonic Minor Ti- Do, Mi - Fa, Si - La
Major 2nd Whole Step Major: Do - Re, Re - Mi, Fa - Sol, Sol - La, La - Ti
Harmonic Minor: La - Ti, Do - Re, Re - Mi
Augmented 2nd | 1 Whole Step Major: Not Present
+ %2 Step Harmonic Minor: Fa - Si
Minor 3rd 1 Whole Step Major: Re - Fa, Mi - Sol, La - Do, Ti - Re
+ Y2 Step Harmonic Minor: La - Do, Ti- Re, Re - Fa, Si - Ti
Major 3rd 2 Whole Steps | Major: Do - Mi, Fa - La, Sol - Ti
Harmonic Minor: Do - Mi, Mi - Si, Fa - La
Perfect 4th 2 Whole Steps | Major: Do - Fa, Re - Sol, Mi - La, Sol - Do, La - Re, Ti - Mi
+ %2 Step Harmonic Minor: La - Re, Ti- Mi, Do - Fa
Augmented 4th | 3 Whole Steps | Major: Fa - Ti
Harmonic Minor: Re - Si, Fa - Ti
Diminished 5" 3 Whole Steps | Major: Ti - Fa
Harmonic Minor: Ti - Fa, Si - Re
Perfect 5" 3 Whole Steps | Major: Do - Sol, Re - La, Mi - Ti, Fa - Do, Sol - Re, La - Mi
+ %2 Step Harmonic Minor: La - Mi, Re - La, Mi - Ti, Fa - Do
Augmented 5" | 4 Whole Steps | Major: Not Present
Harmonic Minor: Do - Si
Minor 6" 4 Whole Steps | Major: Mi - Do, La - Fa, Ti - Sol
Harmonic Minor: La - Fa, Mi - Do, Si - Mi
Mayor 6" 4 Whole Steps | Major: Do - La, Re - Ti, Fa - Re, Sol - Mi,
+ %2 Step Harmonic Minor: Ti - Si, Do - La, Re - Mi, Fa - Re
Diminished 7" 4 Whole Steps | Major: Not Present
+ %2 Step Harmonic Minor: Si - Fa
Minor 7™ 5 Whole Steps | Major: Re - Do, Mi - Re, Sol - Fa, La - Sol, Ti - La
Harmonic Minor: Ti - La, Re - Do, Mi - Re
Major 7" 5 Whole Steps | Major: Do - Ti, Fa - Mi
+ V2 Step Harmonic Minor: La - Si, Do - Ti, Fa - Mi
Perfect 8ve 6 Whole steps | Major: Do - Do
Harmonic Minor: La - La




Although somewhat arbitrary, other descriptors may prove helpful in identifying these

Chapter 3 Intervals

intervals by ear. Table 3.2 lists descriptors such as relative consonance and aural

perception of interval size. Note that these descriptors apply most effectively when the

interval is played harmonically.

Table 3.2 Interval Descriptors

Interval Description

Minor 2" Very dissonant - sounds very close and has a tense, harsh and biting
quality

Major 2™ Dissonant - sounds close but not nearly as harsh and tense as a
minor 2nd

Minor 3 Consonant - sounds somewhat close and has a sad, mellow and
calming quality

Major 3™ Consonant - sounds somewhat open and has a joyous and
triumphant quality

Perfect 4" Very consonant - sounds somewhat open and has a stately quality

Augmented 4" Very dissonant - sounds open but has a dark and tense quality

Diminished 5"

Perfect 5" Very consonant - sounds open and has a pure, regal, and fanfare-
like quality

Augmented 5" Consonant - sounds very open and has a gentle, sad, reflective

Minor Sixth quality

Major 6" Consonant - sounds very open and has a brave, glorious quality

Minor 7th Dissonant - sounds very open and has an unresolved, searching
quality

Major 7" Dissonant - sounds very open and has a harsh, suspenseful quality

Perfect 8ve Very consonant - sounds very open and has a pure, placid quality

25
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Perfect Intervals

A perfect interval is the label that is used to classify the consonant 4ths, 5ths and
octaves that occur in both major and minor scales. Example 3.1 - 3.3 illustrates these
intervals and their solfege syllables in addition to a brief excerpt of a familiar theme that
features the interval in its ascending form.

Example 3.1 Perfect 4" Interval

)

A Here Comes the Bride

P’ 4
¥ 4

o

?

(]
1
1
I

AN374
[J)

sol do

Example 3.2 Perfect 5" Interval

Theme from Star Wars

0 0 L 3
= = G
D = O J— ~ ——y

do sol
Example 3.3 Perfect 8ve Interval
A Over the Rainbow

P’ 4 p A #1]

6 I FZ y AW - 2 P | ﬁ____F
(Y 1 1 = P
A3 1 | NV 5 I 1 | - 1 1

v & | [} =S 1 | | !

do do

As we did with scales, use the following four step process to learn each interval.
Repeat several times if necessary.

Step 1 - Play the interval several times slowly on piano (or your instrument) and listen
carefully to the overall sound (consonance, size, etc.) of the interval.

Step 2 - Practice matching the first and second pitch of the interval by first playing the
note on piano and then singing the pitch with the appropriate solfege syllable. Using a
chromatic tuner during this step will enable you to see exactly how sharp or flat you are
on both notes of the interval.

Step 3 - Play the interval on the piano and then sing the interval using the appropriate
solfege syllables. Play the interval again on piano to check the accuracy of your pitch.

Step 4 - Sing the interval in at least 3 other keys.
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Major Intervals

A major interval is the label that is used to classify the distances of a 2nd, 3rd, 6th and
7th that occur in the major scale above the tonic do and other scale degrees.
Examples 3.4 - 3.7 illustrate these intervals and their solfege syllables in addition to a
brief excerpt of a familiar theme that features the interval in its ascending form.

Example 3.4 Major 2" Interval

A A Are You Sleeping
G : Eot——F———F—F—+—
© & T © o v * o o ¢ * 3
do re
Example 3.5 Major 3rd Interval
A A When the Saints Go Marchin'In
y + A ¥ . T
*D— = D4 € t o » ©
¢ & () - e
do mi
Example 3.6 Major 6th Interval
A My Bonnie
A== ee————r——>
AN AN 1 AJ ~ - 1 "4 I
[Y) ) ' T
sol mi

Example 3.7 Major 7" Interval

Theme from Superman (bar 5)

s 3 3

77— = 994; ¥ S — — :

H— i HO5—¢ ¢ N1 . T

0 & l D)) o o o & | - -
do t

J‘ Note: Major intervals occur several places in the scale, not just above the root so
different combinations of solfege syllables do exist for the same interval.
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Minor Intervals

A minor interval is the label that is used to classify the distances of a 2nd, 3rd, 6th and
7th that occur in the natural minor and harmonic minor scales above the tonic /a and
other scale degrees. (They can also be found in the major scale above scale degrees
other than the tonic.) Examples 3.8 - 3.11 illustrate these intervals and their solfege

syllables, in addition to a brief excerpt of a familiar theme that features the interval in its
ascending form.

Example 3.8 Minor 2" Interval
The Song is You
0 )
':\(_v“ F AN J— I I i i I |P {3
o | [} I T I I I | | I
f1 do
Example 3.9 Minor 3" Interval
Brahms Lullaby
0 . . —
:@‘*_jj:ﬁ;_—_: ﬁ —& ] e i =
ANY"J b - - hed = = o &
v T v - - - -
mi sol
Example 3.10 Minor 6™ Interval
A Black Orpheus — 83—

QQ;’ND
Gl

do

Example 3.11 Minor 7™ Interval

T

Qﬁ’tb
QL

N

Y ]

&
<

Al

L=

| 1HES

L )

There's a Place for Us

A
e

" Py
1 =
1 1
z 1
< T

TN

IR

W) X

Y
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Augmented and Diminished Intervals

Augmented and diminished intervals are derived from the colorful 2nds, 4ths and 5ths
that occur in both minor and diminished scales. The augmented 2" interval is the
characteristic interval in the harmonic minor scale and can be found between scale
degrees six (fa) and raised seven (si) of that scale. This interval provides an exotic
quality to a melody as is demonstrated in folk tunes such as Hava Nagila.

Example 3.12 Augmented 2™ Interval

Hava Nagila
9 T f {) " ; N I T
o ————#— A ——] F e !
) =i P=i - P = el =
[ 5} i & =
fa s1

The augmented 4" interval (enharmonically spelled also as a diminished 5") is
especially common in the works of jazz composers such as Thelonious Monk as well as
many jazz influenced symphonic scores such as West Side Story. The augmented 4"
interval can be found in the melodic minor scale between scale degrees three (do) and
raised six (f)). The interval has a dissonant, mysterious quality that makes it attractive
to composers of all genres.

Example 3.13 Augmented 4" Interval

Symphonic Dances, West Side Story

) () — .
> A T y 4 T ] ry X
y A | —¥ T ¥ i — 1 y 2
O p o S— P Y ry
. ¢ » ¢ #
© o o Py &

do fi
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| Solfege Exercises 3.1 |

Play each of the following interval exercises slowly on piano first, then sing using the correct

Chapter 3 Intervals

solfege syllables. Check your intonation with the piano and/or a tuner during each exercise.
Transpose each example to at least three different keys.

1. Major
%;i 4 * 5 —
[} L — o & > L L ] S &
do do re do mi do fa do sol do la do ti do do do
2= '
I
SV 2 i
) o - & & & -©-
ti do Ila do sol do fa do mi do re do do
2. Natural Minor
| |
' | 1
ﬁ — =t = e »
Y g g v g * o < < o < &
% la la ti la do la re la mi la fa la sol la la |la
¢ < < < 4 * ¥ T I =
sol la fa |la mi la re la do la ti la la
3. Harmonic Minor
|
| |
1 1 .
ﬂﬁ ; F = £ -
2 & ¥ & * < =3 & 7 - &
la la ti Ila do la re la mi la fa Ila si la la |la
:é g',%i ! 1 -
; & —— s —— — —
) & & & 3 . o & =
si la fa la mi la re la do la ti la la
4. Melodic Minor
|
1
23 P
o — i — —t
¢ ¥ & ¥ 4 = < < < & <
la la ti |la do la re Ila m la fi la si la la la
=) {
e & & & 4 * 3 T I =
sol la fa la mi la re la do |la ti la la
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| Solfege Exercises 3.2 Major Scale Intervals |

Play each of the following interval exercises slowly on piano first, then sing using the correct
solfege syllables. Check your intonation with the piano and/or a tuner during each exercise.

Transpose each example to at least three different keys.

1. Thirds
| . |
@ = == 2
[)) . [ 4 -0 ¥ &
2. Fourths
T 1 T
1 TI ‘J d] (® ]
- &
e ! ©-
3. Fifths
&E ; s
1Y) & -
{ .
— | T
)] 1 - e
4. Sixths
== '
D) &
#ﬁ—' {
2 > {
> -©-
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| Solfege Exercises 3.3 Harmonic Minor Scale Intervals |

Play each of the following interval exercises slowly on piano first, then sing using the correct
solfege syllables. Check your intonation with the piano and/or a tuner during each exercise.
Transpose each example to at least three different keys.

1 Thirds
J N - il !
1 1 " ]
SEEE S R |
| N
%é g — ——— ,
: & > ! s
(Y v T d ¥ uF =
2. Fourths
1 J
1 1 1
f 1 N | 1 1]
— =" & o
&
]
) - » 2 * ¥ ©
3. Fifths
' |
" | 1 1
1 M | 1 1 ' 1 y J
- I » 4{- "y = s i =] —
—
£ . i
[ ! - » 2 o
4. Sixths
! |
] 1
fo =
+ v -
—
te
© - & =S
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| Solfege Exercises 3.4

Melodic Minor Scale Intervals |

Play each of the following interval exercises slowly on piano first, then sing using the correct
solfege syllables. Check your intonation with the piano and/or a tuner during each exercise.
Transpose each example to at least three different keys.

1. Thirds
Q’ P
) ;: & > & L4 —®
% 1 " :
1 1 n n
1 | T N 1
‘ -L 1 1 1 1
[ - v ¢ g ¢ g Z
2. Fourths
%3 = 5
ry) —_ > % = hy
i >
t n i n
= —
(Y ” - » = > =
3. Fifths
i =
! -, T i o F (@)
B B E— o & " i
o >
4
- 1
DA > » - > &
4. Sixths
|
;Q—& T - f f i
4 - = =
X K - !
| .
I -
%:i 7~ —
© - - - ==
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| Solfege Exercises 3.5 |

Chapter 3 Intervals

For each example, play the given pitch on piano and sing the indicated interval using the

correct solfege syllable. (Use do for the given note except where noted.) Adjust an octave
higher or lower if needed.

[Perfect Intervals (ascending))|

=

N>

[ & anY [ an Y 1 N
SV NV |2 AN A
5 o)== > Jie
P5 P4 P8 P4
| , b b
L L T o €):
.4 'r M 'I 'I
P5 P4 P8 P5
| Perfect Intervals (descending)]
(sol)
= — 2 i
D LD~ O+ tD—
[3) DY o T [}
P8 P4 P5 P8
te (sol)
be ke = be
2 7 Z* Z
P4 P8 P5 P4
[Major Intervals (ascending)|
#; [ §anY 10N I;L;?\ ] i
\ . AJ \J VYV hd
e S SE= SE
M3 M6 M7 M2
blg #12 _ L
rax) Y . Y |2
:," :1.0 :’.. 'I..
M6 M3 M7 M6
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| Solfege Exercises 3.6 |

For each example, play the given pitch on piano and sing the indicated interval using the

correct solfege syllable. Use an appropriate starting syllable for the given note. Adjust an
octave higher or lower if needed.

| Major Intervals (descending)|

% & =

S ) D4 G
v kLl
P5 M2 M3 P4
be £ bo
9 ) 9t 3 P
7 ’I 'I ,I
M2 P5 M3 P4
| Minor Intervals (ascending)|
% = z &
Y, (Y [Y) o <
m3 m6 m7 m2
0 !}' ray Y [;" VoY)
o) :Ir: :Il- :’l-
m6 m7 m3 m2
| Minor Intervals (descending)|
% L £ # ]
& G G -5
(Y] Y] e )
m6 m2 m3 m7
ba
be = £
¥ > > >
m2 m7 m6 m3
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| Solfege Exercises 3.7 |

Chapter 3 Intervals

For each example, play the given pitch on piano and sing the indicated interval using the
correct solfege syllable. Use an appropriate starting syllables for the given note. Adjust

an octave higher or lower if needed.

| Perfect and Major Intervals (ascending)|

#

[ fan )
AN3Y
[)),

QC;%

il & an) 1h [ 7 an) =
NV 1L A4
DY) T Y,
M3 P5 P4 M2
Z
b = fe
ra O ya Y .
— e hdll I} hdll I hdl I
w4 v 4 7 7
M7 M6 P8 P5
| Perfect and Major Intervals (descending)
?,% O 'ﬁ - %@. =
ANS"4 sV AN3"4 ok S~V
) ) o 7 Y,
M3 M2 P4 P5
bzz #Eg E F-3
%) &) ). )
7 7 7 v 4
M6 P8 P5 M3
[Minor and Tritone Intervals (ascending)|
m6 m3 m7 A4
L
. . P Yilldd Y
','- :I.' :I.. 'l'-
m6 m7 d5 m3




Chapter 3 Intervals

| Solfege Exercises 3.8 |

For each example, play the given pitch on piano and sing the indicated interval using the

correct solfege syllable. Use an appropriate starting syllable for the given note. Adjust an
octave higher or lower if needed.

[Minor and Tritone Intervals (descending)]

#ﬁ\l‘b { £ an) [ anY = | & an YN
A4 ANI"4 NV SV b
[Y) [y} [} o 7

m3 A4 m7 m6
£ b:% ,
2 j: - Jrfo'_
7 7 7 7
m3 d5 m7 m6é
| All Intervals (ascending)|

g‘ = D D <D
o bz ), Y,

M7 m3 A4 m6
-
b & #:: ﬂ.g.
o ¢ ) ):
) ) ) 2,
P5 m7 P8 M3
[All Intervals (descending)|
Y 4% Y 4
[ anY N £an) [ an) Lh [ an)
< ) ~V
3 S SE S
m7 d5 M6 P4
-
= j: - 5
=k % 2 )

m2 m6 M2 M7
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| Solfege Exercises 3.9 |

For each example, play the given pitch on piano and sing the indicated interval using the
correct solfege syllable. Use an appropriate starting syllable for the given note. Adjust an

Chapter 3 Intervals

octave higher or lower if needed.

| All Intervals (ascending and descending)]

4 2 P /
o 5] ~g® OR =
m7 i M3 l mGT P4 T
ek te .
o ) 3R %
m2 | At ps 1 m7 4
=) )
& & & o
y) y)
¢ M2 | * we i} P54 2
£ E te E
e): ¢): ) )
’[ 'j ’I ’l
m6l M2 T P8 | P5 |
-_"f\bp (s [ FanY % =
NV 1 SV V7 A3 "4 ~V
Y 4 v m2 © [wmei © ha J
#Q y 7 .
o): ) ¢): ) —
y .4 7 W 4 A —-

m2 4
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| Ear Training Exercises 3.1 | |CD 1 Tracks 3 - 15|

Identify each of the following intervals played on the accompanying CD by writing the

name of the interval (use abbrev.) in the blank and filling in the second note of the interval.

|CD 1, Track 3 - Perfect Intervals (ascending)|

2 & &

[ an) Fan [ a0 1 [ 4
ANA"4 VvV ~V 12} NV N
[y, Y] e v [N 2=2
1 2 3. 4
1 b
o)~ )% )— )~
J. ’I. ’I ’I
5 6 7. 8

| Track 4 - Perfect Intervals (ascending)|

__’GL

Py

Fan)
<

N>
\
>

A3
[Y) ) [Y)
1 2 3. 4
be fe bo
0 Yy Y] VYl
il hdl | hdll IO hdlf ] |12Y
2z ’I ’l ’I v
5 6 7. 8

| Track 5 - Major Intervals (ascending))

= 2

QQ;’ND
A=
q

Q_QSSND

[ ManY [ an)
A3 4 NV
[y [,
1 2. 3 4.
be te b
) f:.: 4 :,': b
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| Ear Training Exercises 3.1 (continued) |

| Track 6 - Major Intervals (descending)|

—9 # 2
) p-
J’(\!\ [ £anY I% : gf\
NV AN "4 ANI"4 N~V
) [Y) [y,
2. 3. 4.
5
[’:2 1f(":: #eo
. raY e Ve Y
e D Al P i ) ). hH
2 A 'I ,l Ll
5. 6. 7. 8.
[ Track 7 - Minor Intervals (ascending)|
[ fan) gi\ = 2\ ] | Y
NV V- NV 2} NV
) Y, g o fe
1. 2. 3. 4.
| " bo
Y - Y . V=Y o Yild et
~Je ). A 4 D 1 'l'-
Z w4 !1 Y A "
5. 6. 7. 8.
| Track 8 - Minor Intervals (descendingj
#
= 2 7t Z
D D D \Gh A
[y, [Y) Y, [y,
1. 2. 3. 4.
b:g ﬁi?‘ ﬁ.g.
o G GE =
5. 6. 7. 8.




| Ear Training Exercises 3.1 (continued) |

| Track 9 - Perfect and Major Intervals (ascending)]
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0 0 f) 4
yai i s —
[ Fan) [ an [ anY [ FanY
A3 74 SV =V A3 74
[3) Y] D) )
1. 2. 3. 4,
=
be #T ie
) 'IJ: o). o). E,\
4 ,I ’L ;Lf
5 6. 7. 8.
[ Track 10 - Perfect and Major Intervals (descending)]
= 4 = 4
1 | anY | 7 anY | [ an
AR’/ AN/ A4 T AN "4
() Y, )
1. 2. 3. 4.
=
bﬁ 1¢:: 'ﬂ.s.
¢): e): ©): $) 5
" 4 Z W Y A
5. 6. 7. 8.
[Track 11 - Minor and Tritone Intervals (ascending)
D - D+ O—
D) 0y, o 7’ o #e
1. 2. 3. 4,
| ) b
L ) E > Do > B
i 4 ’I i A 'I
5. 6. 7. 8.
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| Ear Training Exercises 3.1 (continued) ]

| Track 12, Minor and Tritone Intervals (descending)

N>

/-

(G SN

T'Q N~V
[ Y]
1. 2. 3. 4.
=
b:z 1¢: o
raY) ra Y . o |
M D) A IS hdl IO e -~
.4 A v 4 W 4 Vlfl
|
5. 6. 7. 8.
| Track 13, All Intervals (ascending)|
= 0 £ 4o 4
(s {2 [ an (s
VYV VT ~V VvV
) Y D) [y
1. 2. 3. 4.
b:z #@ #
o) Y 6\- M 6\- 1
J- lj. ’}. ’ll- bf
5. 6. 7. 8.
[Track 14 - All Intervals (descending)|
£ 2 — = 2
1. 2. 3. 4.
be i fo
s | ) f‘}: fl}: 5
5. 6.




| Ear Training Exercises 3.1 (continued) |
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| Track 15 - All Intervals (ascending and descending)

pn
&) W=
N £an l?i\ e [ an) : [ an )
NS4 ANI 74 NV N~V
[Y) D)} [Y) e
1. 2. 3. 4,
5
be- 1'J(r:: fo
6 N* r N VYl
eV O hdl I Bl D e h
Z Z w4 A
5. 6. 7. 8.
= ) =
&
| fan [ MY = [ an) [ an
A4 NV N~V \V
[ Y} Y] )
9. 10. 11. 12.
>
be ﬁ']: #o
%) ) ) > P
.4 'I 7I 'I v
13. 14. 15. 16.
== 7 5 :
5= ley 5 & ()
D)) DY) J b Y
17. 18. 19. 20.
e
o) b )—e ): )
7 w4 4 A
21. 22. 23. 24,
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Student Notes

)

N

.

Mo

N

AN

L
Ry
ole

N




CHAPTER 4
Modes

TOPICS

n Modes of the Major Scale
] Modes of the Harmonic Minor
Scale

APPLICATION

Modes of the major and harmonic minor
scale have been used as an important
source of material in Western classical
music, jazz, European folk songs and
other musics of the world. A thorough
knowledge of modal structures will
enable the student to recognize and
reproduce a much broader and more
colorful range of melodies.
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Modes of the Major Scale

Modes of the major scale date back to medieval times and are still commonly used
today in contemporary classical music and jazz. Since there are seven modes of the
major scale, it is helpful to categorize each mode according to some of their
distinguishing elements: (1) mode name, (2) mode number, (3) overall modality,

(4) presence of any chromatic alterations from the major or natural minor scale and
(5) interval pattern. The following table should prove helpful for quick reference.

Table 4.1 Elements of the Modes of the Major Scale

Mode Name Mode # Modality | Alterations Interval Pattern

lonian Mode 1 Major None W, W, % W, W W, %
Dorian Mode 2 Minor Raised 6™ W, %, W, W. W, Y2, W
Phrygian Mode 3 Minor Lowered 2™ Yo, W, W, W, 2, W, W
Lydian Mode 4 | Major Raised 4th W, W, W, W, W, %
Mixolydian Mode 5 Major Lowered 7th W, W, % W, W, % W
Aeolian Mode 6 Minor None W, %, W, W, %, W, W
Locrian Mode 7 Minor Lowered 2™ and 5™ Y2, W, W, Y2, W, W, W

As in the previous chapter on scales, use the four step process to master the
recognition and reproduction of each of these modes. Repeat several times if
necessary.

Step 1 - Play the mode several times slowly on piano (or your instrument) and listen
carefully to the sound of each note of the mode.

Step 2 - Practice matching each note of the mode by first playing it on piano or your
instrument and then singing it with the appropriate solfege syllable and hand signal.
Using a chromatic tuner during this step will enable you to see exactly how sharp or flat
you are on each note of the mode.

Step 3 - Play the tonic note of the mode on the piano and sing up the entire mode using
the appropriate solfege syllables and hand signals. When you reach the upper tonic
note, play that note on piano to check the accuracy of your intonation. Then, sing down
the entire mode and when you reach the lower tonic, check your pitch accuracy with the
piano.

Step 4 - Sing the entire mode ascending and descending and when you reach the final
tonic, check your pitch accuracy with the piano and/or tuner.
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The lonian mode is a major scale (the parent scale) and uses do as its tonic pitch. It
has a bright and cheerful quality. (You should already be adept at recognizing and
singing this scale from your work in chapter three.)

Example 4.1 lonian Mode
H 1 | |
o 1 D | ! 1 1 | T
i AW i | | 1 | 1 T
[ £ anNd | | | | | 1
AN 4 1 I P I
[)) s @ [ b Ld
m

VIl
o 8

do re m fa sol la i do t1 la sol fa re

The Dorian mode is the second mode of the major scale and is similar to a natural

minor scale with a raised 6" scale degree. It has a somewhat dark and pensive quality
and uses re as its tonic pitch.

Example 4.2 Dorian Mode

| . ;

1 1) 1 1 1 | 1 | f

12 | I I 1 1 1 1 1
| Fan N4 1 1 |

5 B ——

re m fa sol la t do re do t la sol fa m1 re

The Phrygian mode is the third mode of the major scale and is also similar to a natural
minor scale with a lowered 2" scale degree. It has an exotic, mysterious quality which

many listeners identify with Spanish melodies. The Phrygian mode uses mi as its tonic
pitch.

Example 4.3 Phrygian Mode

_1\9 {—;}) T i I i I : i ] t T

L&\"_i'__"__i—d—i_,’_,:,m,_r—i—d—mﬁ:
1 . ' . 1

m fa sol la t do re m re do t la sol fa m

The Lydian mode is the fourth mode of the major scale and is similar to a major scale
with a raised 4™ scale degree. It has the brightest sound of any of the modes and has
an aggressive, piercing quality. The Lydian mode uses fa as its tonic pitch.
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Example 4.4 Lydian Mode

9 | . | |

I J— T I I
y 4T I T I
d i I
i I T I
| ' '

fa sol la f do re m fa m 1 do 1 la sol fa

TTTe

The Mixolydian mode is the fifth mode of the major scale and is similar to a major
scale with a lowered 7" scale degree. It has a somewhat bright and suspended quality
and uses sol as its tonic pitch.

Example 4.5 Mixolydian mode

_4>| b— t i r’ i- | f T

i
sol la 1 do re m fa sol fa mm re do ti la  sol

The Aeolian mode, the sixth mode of the major scale, is a natural minor scale and uses
la as its tonic pitch. It has a dark and somber quality.

Example 4.6 Aeolian Mode

0 b | | i

The Locrian mode is the seventh mode of the major scale and can be constructed by
taking a natural minor scale and lowering the 2" and 5" scale degrees. It has the
darkest sound of any of the modes and uses {i as its tonic pitch.

Example 4.7 Locrian Mode
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Modes of the Harmonic Minor Scale

Used abundantly in European folk music and contemporary jazz, the modes of the
harmonic minor scale are exotic and very colorful. There are seven modes and each
one contains chromatic alterations of the major modes. Again, it is helpful to categorize
each mode according to some of their distinguishing elements: (1) mode name (quality),
(2) mode number, (3) overall modality, (4) presence of chromatic alterations from major
mode and (5) interval pattern. Notice that as you move up the modes of the harmonic
minor scale (from 1 - 7) the chromatic alteration (si) goes down from the 7" degree. As
mentioned in Chapter 2, the augmented second interval gives these modes their unique
quality. Many students successfully identify the modes of the harmonic scale by simply
listening for the exact location of the augmented 2" interval.

Table 4.2 Modes of the Harmonic Minor Scale and Their Elements

Mode Name Mode # Modality | Alterations Interval Pattern

Aeolian #7 Mode 1 Minor Raised 7th W, %, W, W, 2, 1%, V2
Locrian #6 Mode 2 Minor Raised 6" Yo, W, W, %2, 1%, %2, W
lonian #5 Mode 3 Maijor Raised 5th W, W, % 1%,% , W, %
Dorian #4 Mode 4 Minor Raised 4th W, %, 1%,%2, W, % W
Phrygian #3 Mode 5 Minor Raised 3rd Vo, 1%, %, W, %2, W, W
Lydian 42 Mode 6 Major Raised 2nd 1%,% , W, %, W W, %
Locrian b4, b7 Mode 7 Minor Lowered 4th and 7th 2, W, %, W, W, ¥, 1%

As with modes of the major scale, use the four step process to master the recognition
and reproduction of each of these modes. Repeat several times if necessary.

Step 1 - Play the mode several times slowly on piano (or your instrument) and listen carefully to
the sound of each note of the mode.

Step 2 - Practice matching each note of the mode by first playing it on piano or your instrument
and then singing it with the appropriate solfege syllable and hand signal. Using a chromatic tuner
during this step will enable you to see exactly how sharp or flat you are on each note of the mode.

Step 3 - Play the tonic note of the mode on the piano and sing up the entire mode using the
appropriate solfege syllables and hand signals. When you reach the upper tonic note, play that
note on piano to check the accuracy of your intonation. Then, sing down the entire mode and
when you reach the lower tonic, check your pitch accuracy with the piano.

Step 4 - Sing the entire mode ascending and descending and when you reach the final tonic,
check your pitch accuracy with the piano and/or tuner.
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The Aeolian #7 mode is a harmonic minor scale (the parent scale) and as the first

mode, uses /a as its tonic syllable. It has a darker quality but with a bright edge and the
interval of the augmented 2™ is between scale degrees six and seven.

Example 4.8 Aeolian #7 Mode

BN

T I I ] I I I T
T 1 1 | 1 1 1 I
1 1 1 I
g & * - ¥ 3
la i do re m fa s la s1 fa m1 re do la

The Locrian #6 mode is the second mode of the harmonic minor scale and uses ti as

its tonic syllable. It has a dark and tense quality and the augmented 2™ is between
scale degrees five and six.

Example 4.9 Locrian #6 Mode

_9 " T t ! 1 t
Z\ s ] 1 1 | 1 1 1 1
[ M an 1 1 1 1 L 1 1 I
ANI"4 1 1
v 5 - I
i do re mi fa s la t la st fa mi re do ti

The lonian #5 mode is the third mode of the harmonic minor scale and uses do as its

tonic syllable. It has a bright and noble quality and the augmented 2™ is between scale
degrees four and five.

Example 4.10 lonian #5 Mode

__9 | i
I 1 1 1 I
Y A\ I 1 1 1 1 1 1 T
N 1 1 1 1 | 1
- 1 1 1
R I [
do re m fa s1 la t1 do i la s1 fa m re do

The Dorian #4 mode is the fourth mode of the harmonic minor scale and uses re as its

tonic syllable. It has a mellow yet searching quality and the augmented 2™ is between
scale degrees three and four.
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Example 4.11 Dorian #4 Mode

re m fa st la i do re do la  s1 fa mi re

The Phrygian #3 mode is the fifth mode of the harmonic minor scale and uses mi as its
tonic syllable. It has a dark, exotic quality and the augmented 2™ is between scale
degrees two and three.

Example 4.12 Phrygian #3 Mode

_9 X [ L .
n 1 1 | 1 1 I I
{ L 1 | 1
1 1 I
| [} 1 1 1 1 1
. [ , I I ] ! ;
m fa si la i do re m re do ti la si fa m

The Lydian #2 mode is the sixth mode of the harmonic minor scale and uses fa as its
tonic syllable. It has a bright, piercing quality and the augmented 2™ is between scale
degrees one and two.

Example 4.13 Lydian #2 Mode

) — |

| ! 1 il | 1

fa si la do re m fa m re do la si fa

The Locrian P 4, b 7 mode is the seventh and final mode of the harmonic minor scale

and uses si as its tonic syllable. It has an extremely dark and mysterious quality and
the augmented 2™ is between scale degrees seven and one.

Example 4.14 Locrian b 4, b 7 Mode
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| Solfege Exercises 4.1 |

Play the following mode exercises on piano (or your instrument), then sing using the correct
solfege syllables. As you work through each exercise, check your intonation periodically with
the piano and/or a tuner.

A. J=60-80
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