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TRADITIONAL HARMONY

prepared by Vaclav Nelhybel

Musical Examples Played By Chamber Orchestra

Narrator: WILLIAM GEIB
SIDE ONE
Band 1:

Harmony, generally speaking, is the vertical organiza-
tion of music. It is concermed with:

1) the simultaneity of two or more musical sounds,
called chords;

2) the relationship between chords;

3) the progression of chords related to their tomal
center, the tonic.

Chords

Chords are constructed by superimposing the interval
of a third above the root or fundamental tone.

The triad: two superimposed thirds.
Music 1
The seventh chord: & seventh between the

root and the top note,
three superimposed thirds.

The ninth chord: a ninth between the root
v ) and the top note, four
superimposed thirds.
Music 3
an eleventh between the
root and the top note,
five superimposed thirds.
Music b4
a thirteenth between the
root and the top note,
s8lx superimposed thirds.
Music 5

Delcrilt:lon of chords

Next, we are going to play the most important
chords used in functional harmony.

First we will hear the four kinds of triad.
TRIAD:

Major (a major and & minor third) Music 6

HESCeg S

Minor (a minor and a major th:lrcl_)_bﬁm_ic. 7

Diminished (two minor thirds)




Auvgmented (two mejor thirds) Music 9
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SEVENTH CHORD:

Major (a major triad plus & major third) Music 10

Dominant (a major triad plus & minor third)
Mugic 11

Diminished (& diminished triad plus a
minor third) Music 13

minor third ) Music 1k

NINTHE CHORD:

BAND TWO

Close and open harmony

Now we are going to explain and illustrate close

and open harmony. Music 17

Those were three C major triads. The difference
between them is due to the different number of
parts involved.

The first chord is a three-part triad. The
second version uses eight parts; it is a
powerful, pianistic stylization obtained by
doubling the individual parts in octaves.

The third version has four parts; the fourth
note in this triad is the root note doubled
in the octave. Those three versions of the
same chord can be divided into two categories:

First: close harmony (chords one and two).
Second: open harmony (chord three).

A chord is in close harmony if there is no
chordal note omitted in the vertical chord
structure.

If the notes are dispersed in such & way that
they create at least one chordal note-gap
between two or more parts of the chord, open
harmony is the result.

The following three chords demonstrate the close
and open harmony versions of the same triad.
Music 18
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The first chord is in perfect close harmony.
The second has one chordal note-gap (between
the tenor and bass).

The third is in perfect open harmony with
chordal note-gaps between all voices.

In our demonstrations we shall call the second
type close harmony because the soprano, alto
and tenor contain all three chord notes in close
harmony.

The practical application of open and close har-
mony will be discussed later.
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BAND THREE
RelationsEP between chords

There are three types of relationship between two
chords. The degree of closeness varies with the
number of their common notes. We start with the
relationship based on two common notes. Music 19

Both pairs of chords have two common notes. The
interval in which the root notes progress is a
third up (in the first peir) and a third down
(in the second pair).

Next, we shall discuss the relationship of two
chords based on one common note. Music 20

The root notes progress a fourth up or a fifth
down in the first part, and a fouwrth down or
& fifth up in the second part of the example.
The third relationship is that of two chords
with no common notes. Music 21

The interval of the roots is a second up or down.

Evaluation of the three chordal relationships

Now we begin the evaluation of the relationships
between two chords.

The progression of two chords with two common
notes has a static character. The only
"changing” note is perceived by the ear as an
alternating note within one chordal function.
Music 22
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Here is a more vigorous example in four-part
harmony. Music 23
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There are two types of progression of two chords
with one common note:

1) The dominant progression, in which the root
notes create the interval of a fifth down or a
fourth up. Music 2k
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2) The subdominant progression, in which the
root notes create the interval of a fifth up or
a fourth down. Music 25
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The dominan}{ progression has a strong uplifting
character, so to speak. The third in the first
chord is the so-called leading tone (B in the
key of C) and therefore must be led into its
adjoining upper second (C). It is for this
reason that the second chord, in & dominant pro-
gression of two chords, represents the resolu-
tion of tensions contained in the first chord.

The subdominant progression bas what we might call
& downpulling character, caused by its root tone
(in the key of C, the tone F), which has the
tendency to go down to its adjoining second (E)
or to its tonie (C).

The succession of two chords without any common
note is a liaison by force: deliberate, sur-

prising or deceptive. To avoid parallel motion
in fifths and octaves, the soprano and bass have



to be led in contrary motion. The alto and temor
in the soprano in contrary motion to the bass.
Music 26
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If the third of the first chord is a leading tone
which has to be resolved into its adjoining upper
second, and if the bass progresses in the same
direction, we avoid parallel motion in fifths and
octaves by leading the alto and tenor in motion
contrary to the bass. This is the so-called
deceptive cadence in which the dominant it not
resolved into its tonic, but inmto the chord built
on the sixth step. Music 27
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The next example demonstrates how any two chords
with their roots in the interval of & second can
be treated as & deceptive cadence. Music 28

BAND FOUR

Classical cadence

The classical cadence is & succession of four
chords:

The tonic on the first step,

the subdominant on the fourth step,
the dominant on the fifth step,
and again the tonic.

This is the most certain way of identifying
tonality. Music 29

9

The tonic is the beginning and the end of any
tonal composition. All other chords are
related to the tonic.

The dominant is the so-called uplifting, the
subdominant the down-pulling force. Both seek
resolution in the tonic. The chords built on
the second, third, sixth and seventh steps are
related either to the dominant or the sub-
dominant and, therefore, bave a secondary
dominant or subdominant relation to the tonic.
Music 30
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BAND FIVE

Harmonization of & melody with triads only (root
form)

Now we turn to the harmonization of a simple
melody and use triads in root form only.

We have to use the chords in such & way that we
obtain a satisfactory melodic line in the bass.
The bass must avoid parallel motion with the
soprano. In measures 3, &, and & of the music

we are going to hear in a moment the sopranc and
bass are led in parallel octaves on the first

and third beats. This practice should be avoided.

Because of the slow tempo and the harmonic inter-
ruptions on the second beat, we permit it hexe for
the sake of an illustration. Thus, we can

83
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demonstrate the improvements in the conmstruction
of the bass line later when we have more material
to work with. Music 31
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That example was set in close harmony. To obtain
open harmony we transpose the alto line one octave
lower. If it falls under the bass line we have to
keep the close harmony. The next example is a
repetition of the preceding musical number, set,
where possible, in open harmony. Music 32
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BARD SIX

Inversions of triads

A triad can be used in root form or in an inverted
form. There are two inversions of a triad:

The first inversion is called the chord of the
sixth. We obtain this inversion form 'by trans-
posing the root one octave higher.
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The third of the original chord is now in the
bass. In the four parts of a chord of the

sixth we double, if possible, the root note or
the original fifth. We avoid doubling of the
original third, which is the bass note of the

inversion. Music 3%

The first inversion of a triad is called the
chord of the sixth because of the interval of
a sixth between the bass note and the root
note of the original triad (E-C).

The first inversion is employed wherever the full
power of a triad is not necessary. The use of
chords of the sixth in the next example demonstrates
increasing freedom in the construction of the bass
line. Mus:lc 35
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We repeat music example number 31. By using the
inversions we loosen somewhat the bass line which
was stiff in the original. Music 36

The second inversion of a triad is the six-four
chord. The sixth indicates the interval between
the bass note and the third of the originmal triad,
the four indicates the interval between the bass




note and the third of the original triad, the four
indicates the interval between the bass note and
the root. We obtain the second inversion by trans-
posing the bass note of a chord of the sixth one
octave higher. : Music 37
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The six-four chord is used, for the most part, as
a retardation of the preceding chord. Music 38
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We double the bass note only. The best use of
the six-four chord is in that case where it
produces the retarded entrance of a dominant
chord (the first two bears in the second mea-
sure and the second and third beats in the
fourth measure of the following music example).

We go back to number 31 and play the first half
of 1t, using the six-four chord three times.
Music 39
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BAND SEVEN

Seventh chords

Seventh chords are all dissonant chords, that is,
chords which contain some notes requiring resolu-
tion.

The seventh must be led to its lower second, and
the third of the chord must be led to its upper
second. For this reason, these two notes are never
double (to avoid parallel octaves).

We may omit the fifth, and double the root tome in
a four-part seventh chord. A complete seventh
chord is resolved in an incomplete chord and vice
versa. Music

[Wo 3] Tomplele

Due to their dissonant character, all seventh
chords are stronger than triads. For this

reason, we use seventh chords wherever we

want to establish a strong connection between

two chords, that is, the relation of the accum-
ulated tension snd its resolution. This is es-
pecially the case at the end of a perfect cadence.

(Dominent-Tonic). Music il
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The seventh chord can be built on all steps of the
scale. Music k2

This means that any of the seven steps of a scale
can become the seventh, fifth, third or the root
of a seventh chord.

Now, we hear the tone E as the root, third, fifth
and seventh in different seventh chords. Music 43
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The different harmonic interpretations of one tone
are demonstrated in the next example which is again
music number 31, using inversions of triads, and
seventh chords wifhout inversions. Music Lk
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BAND EIGHT

Inversions of seventh chords

There are three inversion forms of a seventh chord.

The first inversion, the so-called six-five chord,
has the third in the bass. The six indicates the
interval between the bass and the root, the five
indicates the interval between the bass and the
seventh of the original (seventh) chord. Music 45
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The third inversion has the seventh in the bass.
The numerical symbol is 2, indicating the interval
between the bass and the root. Music 47
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The inversions of seventh chords increase the pos-
sibilities of harmonic interpretation of a note.

To complete the list of different interpretations
of the tone E as domonstrated in number 43, we will
now hear the situations where the inversions of
seventh chords are involved. Music 48
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Band 1:

General rules of harmonization

L &> “

The second inversion is called the four-three chord.

is in 88. The two numerical symbols
again indicate the intervals between the bass and
the root (the four) and between the bass and the
seventh (the three). Music 46

Before we proceed tc ninth chords we shall point out
the general rules of harmonization.

First, we have to establish the proper cadencing in
the melody. If the melody is written in a regular
period we shall try to end the first phrase with

an imperfect cadence (in which the dominant follows
the tonic), introduce the beginning of the second
phrase by & deceptive cadence (where the dominant

is followed by the chord on the sixth step), and

at the very end we must establish the progression of
the c:;.a.asica.l cadence (tonic-subdominant-dominant-
tonic -



In the middle parts of the two phrases, the choice
of harmonic functions has to be deduced from the
latent tendencies of the melody:

A) If a melody contains a long sustained note,
it can be harmonically interpreted by using
inversions of the same chord or we may inter-
pret it by chords with two common notes. Both
methods maintain the feeling of one harmonic func-
tion and still result in a variety of chords.

B) If one note in the melody moves to its adjoin-
ing upper or lower second, we interpret it as the
third or the seventh in the respective seventh
chord. In this case the relationship of two
chords with the common note is involved.

C) If the melody takes a sudden, surprising turn,

we try to apply the third type of chordal relation-
ship, the forceful chord progression with no common

notes.

Harmonic construction of the Eriod
Now, we shall examine more closely the barmonic
construction of the period.

The next musical example is a simple period of
eight measures. The melodic flow is kept to a
minimm. Music 49

(See Page 9)

The first measure consists of the tonic in triad
form, which increases in density at the fourth
beat by adding the major seventh. The tonic
function of this chord is thus transformed into
the dominant function.

The second measure starts with the major seventh
chord built on the fourth step. This chord
represents the resolution of the tension from
the last beat in the first measwre and at the
same time has the tendency to be resolved into
its respective tonic. This actually happens in
the second half of the measure.

The third measure repeats the sequence of chords
(from the second measure) which enter as the
resolution of the accumulated tension of the
preceding chord. These chords, being themselves
seventh chords, seek resolution of their dis-
sonant tension in their following chord.

The fourth measure has the same harmonic pattern.
However, in the first chord an inversion instead
of a root form of the chord is used. The last
chord of the first phrase is the G-seventh chord,
the dominant of C major, creating the imperfect
cadence required at the end of the first phrase
of the period.

The fifth measure (the first measure in the
second phrase) is introduced by the deceptive
cadence (fifth-sixth step). The triad in the
first half of the measure is followed by the
third inversion of the seventh chord of the
same root (A).

The next measure (six) does not bring the reso-
lution of the dominant tension of the chord, but
introduces the major seventh chord on F. This
is & chord progression of the second relation-
ship with two common notes. This (major)
P-seventh chord actually retains three notes
from the preceeding chord: E-A-C. This results
in & relatively static harmonic progression.
The second balf of the sixth measure again re-
tains three notes from the first chord in the
measure. The change of the five-six to four-
three inversions on the third and fourth beats
introduces some rhythmical motion. In both the
fifth and the sixth measures the harmonies were
changed very carefully, using their common notes
as the tie between them. This is in complete
contrast to the whole first phrase which is a
chain of strong dominant-tonic chord progres-
sions.

The harmonic function of the seventh measure is
the dominant, which is resolved into its tonic in
the eighth measure.

geve
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From the second half of the sixth measure to the
seventh measure the chord progression is the
dominant-tonic type. The six-four chord in the
first half of the seventh measure retards the
entrance of the actual G-chord, which is the
resolving chord of the D six-five, and D four-
three in the second half of the sixth measure.
The triad on G increases in density on the last
beat in the seventh measure by the addition of
the minor seventh, thus creating the dominant
seventh chord which leads into the fimal tonic
(perfect cadence).

As we can see, all three types of chordal rela-
tionships are employed: The type based on two
common notes is used in the first two messures
of the second phrase in order to establish a
smoothly-changing chain of chords. The rela-
tionship based on one common note, used through-
out the first phrase, results in a chord pro-
gression of strong tensions and their resolutions.
At the turning point of the period, between the
fourth and fifth measure; the connection of two
chords without any common note is employed, thus
stressing the entrance of the second phrase of
the period.

Now, we will repeat the music we have been
analyzing (number 49 in the score).
Music 50 Music 49

Band 2:

Ninth Chords

The ninth chord is actually & seventh chord aug-
mented at the top by a third. This new tone is a
dissonance which has to be led to its adjoining
lower second. For the most part, the ninth chord
is used on the dominant. The major ninth chord
has a major third added to the dominant seventh
chord; the minor ninth chord has & minor third

as the augmenting note to the dominant seventh
chord. Music 51 g
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Inversions of ninth chords are seldom used because
of the accumulgtion of intervals of three or four
seconds. Music 52

The ninth chord is used as the strongest form of
the dominant. Here is an example of the succes-
sion of two ninth chords: the first on the second
step and the second on the fifth step in C major.
All three chords of the next example could have
been used in example number 49 as chords numbers
12, 13 and 14. The firet half note of the next
example is identical with chord number 12 in
example 49. Music 53 EESIES % * 5 3 —




. Band 3:

Non-chord notes

8o far we have used triads, seventh and ninth
chords, and their inversions. To make the melodic
lines more fluent, we may use notes which do not
belong to the actual chord.

Passing notes

| A passing note is & note which does not belong to

| the chord, but connects two notes belonging to the

same, or a different, chord. The connecting,
pessing note can be either diatonic or chromatic.
The first part of the next example demonstrates one
diatonic passing note (F) connecting two notes (E
and G) of the same chord (C major triad). The
second part uses two chromatic passing notesx(F
sharp and E flat) connecting notes belonging to two
different chords (F sharp and E flat) connecting
notes belonging to two different chords (chords on
F and G). Music 54

Al ternating notes

One chordal note can be varied by an interruption
through its adjoining second above or below. The
interruptiong note is called alternating note.
Here is an example showing one and two diatonic
Music 55

alternating notes.

In the next example we hear one and two chwomatic
alternating notes. Music 56

Retardation

The retention of one or more notes irn s chord from

the preceding chord is called retardatiom. The

resolution of the retarded note must be im ascent.
Music 57

Suspension

Suspension is a retardation in descent. Music 58
: - o

Anticipation

In the succession of two chords one note «f the

first chord moves into its respective posiition in

the second chord, in advance of the otiex mnotes of

the chord. The advancing note anticipsies the

gsecond chord. The procedure is called smiicipation.
Music 59

o

To demonstrate the importance of notes fimreign to
the chord, we shall play & short musicsl pessage,-
first in its basic form, and then varies Ty passing

and alternating notes, anticipations, etic. Music 60-61



There are certain chromatic patterns which belong
to a key, as its standard parts, without dissolving
its integrity. In the major key both the major and
minor subdominants are used. Music 62

bas two altered forms:
fifth: Music 63
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or with the lowered fifth: Music 6k
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The root and the third of the seventh chord on the
second step in the major key are very often raised.
Music 65

A triad built on the lowered second step in major
or minor key, in C the triad on D flat, used in
its first inversion, can precede the dominant in
final stage of a composition. It is called the
Neapolitan chord of the sixth. Music 66

==

Now, we shall repeat the melody from example 31
and make a chromatic version of it. Music 67
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By employing the technique of diatonic (mon-chord)
and chrometic notes foreign to the key (non-key),
and by using the established chromaticism within

& key, we can create a harmonic background with
astonishing, chromatically-floating effect, without
raising any doubts about the harmonic functional
content of the diatonic melody.

Band 5:
lonpKeLdominanta

Another way of introducing chromaticism if to use
the key-foreign dominants. We shall play a succes-



sion of eight chords, each of them being in the
dominant relationship to its following chord.
Music 68
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! We will try to strengthen the dominant character

. of the chords by introducing minor sevenths and

| major thirds chromatically into those chords which
' do not have those two intervals which are typical
. for the dominant seventh chords. Music 69

In the third and sixth chords, where the melody
contains the third of the respective chord, we

' did not meke any chromatic changes, our purpose
' was to preserve the melodic line. The seventh
chord (G seventh did not need any changes, since
it was already a dominant seventh.

' Band 6:

| Modulation

\
l

| harmonic function.

Chrometicism introduced into & key in & certain way
ca.n weaken the gravitational force of the tonic

' and can shift the focal point to & differemt note,
thus creating & new gravitational center, a new
tonic. This procedure is called modulation.

When modulating from key one to key two, we have

to find one chord in the first key which also exists
in the second key - of course, in a different

From this chord on, we begin

to treat all following chords in relation to the

12

34382

tonic of the second key. Here is a modulation from
C to G. The chord which will be used as the bridge
between C and G major is the triad on C, on the
first beat of the second measure. This C triad is
approached as the tonic in C major ami is re-
evaluated as the subdominant in G major.

Music 70
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Now we come to the same modulation employing & d4if-

ferent chord as the bridge for both keys. The chord

is the minor triad on A, the sixth step in C major,

approached by a deceptive chord progression and re-

evaluated as the chord on the second step in G major.
Music 71
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When modulating into & more remote key, as, for ex-
ample, from C to B (major), it is not quite obvious
which chord ie common to those two keys. In this
particular case, it is the first inversion of the
tonic triad in C major which is idemtical with the
Neapolitan sixth chord in B major. Music 72

Diatonic chromt:bé and enharmonic-chromatic modulation

There are three types of modulations:
chromatic and enharmonic-chromatic.

diatonic,
In diatonic



modulation, the bridge-chord has to be a diatonic

chord. Chromatic modulation uses a chromatically- == 3 * A
altered chord as bridge. Here is such a chromatic e :
modulation from C to D major. The critical chord ey

is the seventh chord on the second step in C major, . 3

which is altered twice and which becomes & seventh SeT—wi

chord on the first step in D msjor, then altered T

three times (D sharp, F sharp and C natural) M'—F
Music T3 ——

All the modulations were done in a form condensed to
e e the utmost; in an actual composition it is up to
the composer to aim slowly at the bridge chord and
Tom there to penetrate carefully into the territory
f the new key.

:
o

We conclude our discussion of the basic prineiples of
functional harmony by demonstrating organ point.

The name "organ point" as one might suspect, is derived
from its origin in organ music. Toward the end of a
composition the organ pedal reaches the tonic and holde
it for several measures. Meanwhile, there are very
complex diatonic or chromatic, homophonic or polyphonic
developments on the keyboard. Despite the complexity
of the vertical structures above the pedal-tone, the
tonic note in the bass retains its harmonic funection,
and the composition ends on the tonic triad.

the second step in F sharp major. You will hear an The last musical example demonstrates two organ points;
enbarmonic-chromatic modulstion from C into F sharp the first is diatonic, the second uses great many
ma jor. Major Th chromaticisms. Music 75.
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VACLAV NELHYBEL, Biography

Vaclav Nelhybel, composer-conductor-organist, was
born in Polanka, Czechoslovakia. Besides obtaining
& thorough musical education under the guidance of
outstanding European musicians he also studied
musicology, acoustics and philosophy at different
Universities in Europe. He has conducted such well
known orchestras as the Czech Philharmonic Orchestra
of Prague, the Vienna Symphony Orchestra and the
Munich Philharmonic. As lecturer, he has given
extensive courses in musical forms, composition and
orchestration. Prior to coming to the U.S. for
permanent residence in 1957, he was Music Director
of RADIO FREE EUROPE in Munich for seven years.

His many compositions include operas, ballets,
symphonic works, chamber music and countless scores -
for radio and films.
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Additional FOLKWAYS/SCHOLASTIC Releases of Inferest:

MUSIC: JUNIOR-SENIOR HIGH SCHOOL

MUSIC THEORY

3602 THE ORCHESTRA.
ITS INSTRUMENTS.
Demo. rec. by Alexander Semler; narr. &
contemp. mus., ex. inc. symphony orch. &
its component parts; individ. instru. in var.
combinations leading to development of full
symphonic sound. Text inc. transcrip.
1-12” LP

4+ 3603 INVITATION TO MUSIC.

Prep. & narr. by composer Elie Siegmeister.
Intro. to mus. appreciation & understanding;
inc. mus. ex. of melody, notes, classical, folk,
& jazz. 1-12” LP—-$5.79

4+ 3604 TRADITIONAL HARMONY.

Demo. rec. narr. by William Geib; mus. ex.

by chamber orch.; basic principles of func-

tional harmony; 100 ex. inc. cadence, chro-

matics, chords, organ point, & modulation.
1-12” LP

4+ 3605 FORMS IN INSTRUMENTAL MUSIC.
Narr. by W. Geib; chamber orch. demo. &
explanation of instru. mus. forms. Theme &
variations, rondo, sonata; more.

1-12” LP

3606 MODAL COUNTERPOINT.

Piano acc. by Alexandre Barta. Mus. ex.
sung by vocal group in style of the 16th
cent. T N=1or LP

4+ 3607/8 MUSIC ARRANGEMENT.
Narr. by W. Geib; inc. more than 80 mus.
ex. played by chamber orch.; shows ar-
ranger’s role. 2—-12” LPs

3609 THE FUGUE.

158 mus. ex. played by woodwind quartet
& harpsichord, with narr, All ex. are from
J. S. Bach’s Well-Tempered Clavier. Struc-
ture analysis. 2-12” LPs

3610 TONAL COUNTERPOINT.

In the style of 18th cent., with narr. 158
mus. ex. played by woodwind quartet &
harpsichord. Demo. based mostly on Bach’s
works. 2-12" LPs

3612 TWELVE-TONE COMPOSITION.

Prep. by V. Nelhybel; mus. ex. by wood-

wind quartet; narr. by W. Geib. Side 1

demo. 12-tone technique; Side 2 explains

the mus. technical terms used in text (inc.).
1-12” LP

+ 6007 THE SCIENCE OF SOUND.

Prod. by Bell Telephone Labs. Demos. of

acoustic phenomena inc. how we hear, fre-

quency, pitch, vibration, resonance, Dop-

pler effect, & masking distortion; others.

Acquaints h.s.-col. students with sound.
2—12” LPs

STORY OF THE
KEYBOARD INSTRUMENTS

3326 THE STORY OF THE

KEYBOARD INSTRUMENTS Vol. 1.
Played by Franzpeter Goebels. Side 1: Clav-
ichord; Side 2: Hammerclavier. Illus. des-
crip. text. Classical mus. 1-12” LP

3327 MUSIC FOR THE

KEYBOARD INSTRUMENTS Vol. 2.
Played by Franzpeter Goebels. Harpsichord
mus. Illus. descrip. text. 1-12" LP

3349 THE PIANO MUSIC

OF HENRY COWELL.
20 contemp. pieces played & discussed by
the composer. Inc. Exultation (Irish), Ban-
shee, Lilt of the Reel (cluster), & Anger
Dance. 1-12” LP

STORY OF THE
VIOLIN

Four additional records are available, rep-
resenting violin compositiong from early to
contemporary music.

4 3354 THE VIOLIN Vol. 4.

Acc. by C. Reiner. Selec. from Debussy

(1862-1918), Schoenberg (1874-1951),

Bloch (1880-1959), & Bartok ( 1881-1945).
1-12” LP

.\STAR (#) indicates record appearing on one or more professionally recommended lists.

CHORAL MUSIC

2377 THE NEW ENGLAND HARMONY—

OLD STURBRIDGE SINGERS.
Coll. of Early Amer. choral mus. perf. by
The Old Sturbridge Singers & members of
The Harvard Wind Ensemble. Rec. at Old
Sturbridge Village, Mass. Inc. 31-pp. docu.
text. 1-12” LP

4+ 8954 GREGORIAN CHANTS.

Sung by the Edmunite Novices; dir. by

Marie Pierik, noted authority, writer, &

teacher of the chant. Inc. Salve Regina, Ave

Verum, & Adoro Te; 22 more. Hist. text. inc.
1-12" LP

MUSIC OF

OTHER PEOPLES

MUSIC OF THE WORLD’S PEOPLES.

The best examples, chosen for listenability
& appreciation. Produced by Moses Asch,
recorded on location, & edited by Henry
Cowell. Fine source material.

4504 Voi. 1. 2—-12" LPs
4505 Vol. 2. 212" LPs
+ 4506 Vol. 3. 2—12% LPs
4507 Vol. 4. 2127 LPs
4508 Vol. 5. 2—-12” LPs

2404 400 YEARS OF FOLK MUSIC.

Sung by Steve Addiss & Bill Crofut; Tim
Prentice on addl. guitar & bass; docu. notes
by Addiss & Crofut. Inc. Plaisir & Amour,
Impressions of Japan, & Cambodian Flute;
maore. 1-12” LP

4+ 3700 2,000 YEARS OF MUSIC.

Compiled by Dr. Curt Sachs; concise history
of mus. development from earliest times
through 18th cent.; Greek, Jewish mus.;
chants; more. 2-12" LPs

4 4444 THE ESKIMOS OF

HUDSON BAY AND ALASKA.
Rec. & docu. notes by Laura Boulton; inc.
rhythmic chanting, primitive melodies,
game songs, lullabies, animal imitations;
more. 1-12" LP

4510 THE WORLD’S VOCAL ARTS.
Compiled & ed., with docu. notes by Heary
Cowell. Vocal styles from around the world;
inc. bel canto, German kieder, French pop.,
crooner, blues, Swiss yodeling; more.
2-12"LPs

4+ 4525 MAN'S EARLY MUSICAL
INSTRUMENTS.
Ed. & with notes (inc. geog. index & discog-
raphy) by Curt Sachs. Mus. demos. of na-
tive instru. from around the world.
2—12” LPs

4 4530 FOLK MUSIC U.S.A.

Compiled by Harold Courlander & Moses
Asch; docu. notes by Charles Edward
Smith; inc. 25 mus. ex. of blues, work, chil-
dren’s, shanty, ballads, & other songs &
singing styles; var. artists from Alaska to the

Virgin Islands. 2-12” LPs
8807 MOUNTAIN SONGS & YODELING
OF THE ALPS.

Played & sung in German by Fritz Liechti &

family; inc. The Shepherd, The Cuckoo,

Echo Yodel, & var. accordion tunes.
1-12” LP
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~ Addifional FOLKWAYS/SCHOLASTIC

Releases of Inferest

MUSIC FOR DANCE

DANCES OF THE WORLD’S PEOPLES.
A series designed for teachers & pupils who

tries of origin; inc. dance notes & instruc-
tions.

4+ 6501 Vol. 1. 1-12" LP

4 6502 Vol. 2. 1-12" LP

4+ 6503 Vel. 3. 1-12" LP

4+ 6504 Vol 4. 1-12" LP

4+ 6510 AMERICAN INDIAN DANCES.

Documentary record; cross-section & vari-

ous examples of many styles of Amer. Indian

dances; sun, rain, harvest; more. Text.
1-12" LP

4 7673 MUSIC FOR DANCE RHYTHMS.

41 piano pieces played by Mieczyslaw Ko-

linski; controlled rhythm. Inc. waltz, ma-

zurka, & minuet; more. Complete dance

instruc. inc. 1-12” LP

4+ 8827 OLD-TIME COUPLE DANCES.

Played with fiddle, accordion, & piano. Inc.

ex. of waltz, polka, schottische, minuet, var-

souvianna, & two-step; descrip. instruc.
1-12" LP

DOCUMENTARY MUSIC

3344 CHARLES IVES SONGS Voi. 1:
1994-1915.
These songs have long been considered one
of Ives’ most outstanding achievements, &
his first collection has been called the most
outstanding group of songs ever published
by an American composer. Sung by Ted
Puffer, tenor; piano acc. by James Tenney
& Philip Corner. Descriptive notes.
1-12” LP

5560 MILLIONS OF MUSICIANS.

Documentary of musical expression in ev-

eryday life—from a shoeshine boy in Times

Square to the musical speech of a country

auctioneer. Recorded by Tony Schwartz.
1-12” LP

6160 SOUNDS OF NEW MUSIC.
Compiled & ed. by Moses Asch to demo. use
of classical instru. in development of avant-

6111 BACKGROUND MUSIC
FOR HOME MOVIES Vol. 2.
Music for 18 moods & situations, inc. reli-
gious, sports, Western, & fashion. Can ac-
company movies made on vacation trips.
1-12" LP

»
9671 LANGSTON HUGHES'

“JERICO-JIM CROW."”
With original cast & The Hugh Porter Gos-
pel Singers; music directed by Hugh Porter.
Freedom songs, spirituals, & traditional
songs; with narration. Depicts the Negroes’
struggles to attain freedom & equality. Inc.
complete text & lyrics. 2—-12” LPs

JAZZ

4 7312 THE STORY OF JAZZ.

Documentary examples & intro.; blues, be-

bop, ragtime, Memphis, boogie-woogie, big

bands; more. Written & narr. by Langston

Hughes, based on The First Book of Jazz.
1-10" LP

JAZZ. ‘

A definitive, authentic, 11-volume history
of fazz on records: traces origins of jazz.
Based on early, out-of-print remastered rec-
ords. Great names & performers. Inc. notes
by Charles Edward Smith & Frederic Ram-
sey, Jr. For high school-college.

JAZZ /Vol. 1 THE SOUTH.
1-12" LP

JAZZ /Vol. 2 THE BLUES.
1-12” LP

JAZZ /Vol. 3 NEW ORLEANS.
1-12” LP

2801

2802

2803

2804 JAZZ/Vol. 4 JAZZ SINGERS.
1-12” LP

2805

2806

JAZZ /Voi. 5 CHICAGO No. 1.
1-12” LP

JAZZ /Vol. 6 CHICAGO No. 2.
1-12” LP

2807 JAZZ/Vol. 7 NEW YORK: 1922-34.
1-12” LP

2808 JAZZI/Vol. 8 BIG BANDS: 1924-34.
1-12" LP

2809 JAZZ/Vol. 9 PIANO.
1-12” LP

2810 JAZZ/Vol. 10 BOOGIE-WOOGIE.
1-12" LP

2811 JAZZ/Voi. 11 ADDENDA.
1-12” LP

2865 ROOTS: THE ROCK AND ROLL SOUND

OF LOUISIANA AND MISSISSIPPI.
Styles & rhythms of today’s popular music
in the South. Played & sung by various jazz
& gospel-oriented musicians. Music of this
type communicates to disinterested students.
Inc. notes. 1-12” LP

FOLK SONGS

2301 BRITISH TRADITIONAL BALLADS IN
THE SOUTHERN MOUNTAINS

(Child Bailads).
Coll. by F. ]J. Child; sung by Jean Ritchie.
Inc. The House Carpenter, Barbara Allen,
& Gypsy Laddie; notes by Kenneth S. Gold-
stein. 1-12" LP

3509 THE ENGLISH & SCOTTISH POPULAR
BALLADS (Chiid Ballads) Vol. 1.

Ewan MacColl sings British traditional bal-

lads as sung in England & Scotland. Inc.

documentary notes. 1-12” LP

8755 TWO-WAY TRIP/AMERICAN, SCOTS,
& ENGLISH FOLK SONGS.
Ewan MacColl & Peggy Seeger sing songs
common to the U.S. & Britain, Manycrooa,
Jackaro; more. Inc. glossary.
1-12” LP

STAR (#) indicates record appearing on one or more professionally recommended lists.

INSTRUCTION RECORDS

8355 THE ART-OF THE
FOLK-BLUES GUITAR.
Narrated instruc. by Jerry Silverman, based
on his book The Art of the Folk-Blues
Guitar (Oak). Inc. tablature, basic blues,
arpeggio, choking the strings, “walking
bass”; more. Inc. illus. instruction booklet.
1-12" LP

8357 THE RECORDER GUIDE:

AN INSTRUCTION GUIDE RECORD.
Narrated by Johanna E. Kulbach & Arthur
Nikita. Recorders are played by Martha
Bixler & Eric Leber. Based on the book The
Recorder Guide (Oak). Soprano & alto re-
corder exercises & mus. examples; folk
themes. Complete text & mus. notations.

1-12" LP

8358 BLUES HARP: AN INSTRUCTION
METHOD FOR PLAYING THE BLUES
HARMONICA.

Tone layout, rhythm exercises, banding

notes, var. exercises, explanations, & com-

bined effects. Acc. guitar by Linus Blato.

Complete illustrated documentary notes by

Tony “Little Sun” Glover 1.

1-12" LP

MUSIC IN THE
SOCIAL STUDIES

5801 AMERICAN HISTORY
IN BALLAD & SONG Vol. 1.
For social studies; prep. by Albert Barouh
& Theodore O. Cron; 24-pp. teaching guide.
Chronologically from colonial Amer. to
growth of the U.S. as a world power. Sing-
ers inc. Pete Seeger, Hermes Nye, Ed Mc-
Curdy, Woody Guthrie, & Wallace House.
3-12" LPs

4+ 3850 WHALER OUT OF NEW BEDFORD.
Orig. film score based on trad. whaling songs
& “Panorama of a Whaling Voyage Round
the World”; sung by Ewan MacColl, Peggy
Seeger, A. L. Lloyd, & chorus; acc. by banjo,
autoharp, fiddle, guitar, & concertina.
1-12" LP

5595 WNEW'S STORY OF SELMA.

With Len Chandler, Pete Seeger, & the
S.N.C.C. Freedom Voices; prod. by Jerry
Graham & Mike Stein; dir. by Doug John-
son. Seeger, Chandler, & others discuss free-

adapt., & improvmed, studio & docu.
marchers’ yoices inc. 1-12" LP

5211 WITCHES AND WAR-WHOOPS.
Early New England ballads coll. & sung by
John Allison; with illus. notes. Songs of the
Salem witch. persecutions, Indian encoun-
ters, & other colonial songs.

1-12” LP

4+ 7027 THIS LAND IS MY LAND.

Work songs of fishermen, lumbermen, farm-
ers, cowboys; more. Pete Seeger, Leadbelly,
Woody Guthrie; more. 1-10” LP

4 7566 CALL OF FREEDOM.

Side 1: Cantata based on civil rights; writ-
ten & performed by sixth graders. Side 2:
Authentic documentary freedom songs from
Israel, France, Angola, & Algeria. Useful
for assemblies; inc. text. 1-12” LP
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