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Subjects of this Lesson: GeNERAL THeORY - TECHNIC - EAR TRAINING

GENERAL THEORY
The “Usolin and The Bow

(This subject is resumed in Lesson 10.)

THE VIOLIN

The Violin has eighty or more skilfully joined parts, but
it is necessary to become acquainted with only a few of
them at first. (See Illustration 1.)

There are four Strings, named G, D, A, and E.

All the strings are the same in length, but no two have
the same thickness. The G string vibrates the most slowly
of the four, and sounds the lowest tones of the violin. The
D string vibrates more rapidly than the G string, and
sounds higher tones.

Illustration 1

Various Parts of the Violin

The A string vibrates still more rapidly, and sounds
tones which are still higher. The E string vibrates the most
rapidly of all, and sounds the highest tones.

The Neck is a handle-like piece of wood, ending in the
Peg-box. The peg-box contains the Pegs which adjust the
tension of the strings. At the end of the peg-box is the
elegantly carved Scroll, or Head.

The strings are attached at one end to the pegs, and at
the other end to the Tailpiece. They are supported by the
Bridge, which rests on the upper surface, called the Top,
or Belly of the violin; and by the Nut, or Saddle.

The Fingerboard is glued to the neck, and extends over
the body of the violin.

The Chin-rest is intended to help the player hold the

instrument.

Illustration 2

Various Parts of the Bow

THE BOW

The important parts of the Bow are the Stick; the Hair;
the Frog, or Nut; the Tip, or Point; and the Screw, which
adjusts the tension of the hair. (See Illustration 2.)
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THE CARE OF THE VIOLIN AND THE BOW

In using your violin and bow, remember always that
they are delicately constructed instruments which should
never be handled roughly or carelessly. Form at once the
habit of taking good care of them.

Before beginning to practice, tighten the hair of the bow
moderately by giving the screw four or five turns to the
right. When you have finished practicing, loosen the hair
of the bow by the same number of turns to the left.

Rosin must be added to the hair of the bow occasionally.
The use of rosin increases the friction between the moving
bow and the strings, and thus aids in the producing of
violin tones. When applying rosin to the bow, hold the
rosin in the left hand and draw the full length of the bow
hair over it lightly, back and forth, six or eight times.

After each practice period, wipe away with a soft cloth
the rosin particles which gather on the strings and on the

top of the violin. Treat the stick of the bow likewise.

Avoid touching with the fingers either the hair of the
bow or the section of the strings to which the bow is
applied. (See this Lesson, Tecunic.) The moisture from
the fingers has a tendency to cake the rosin, and thus to
make it ineffective.

The inside of your violin should be cleaned once in a
while, by pouring a small quantity of dry rice into it and
shaking it around so that it gathers the dust and rosin; then
pouring it out.

Wrapping the violin in a piece of silk or woolen cloth,
when it is put away in its case, helps to protect it against
moisture and changes in temperature.

Your first work on the violin will be of such nature that
the instrument will need to be tuned only by your teacher
at your lesson period. (See Lesson 6, TecuNi1c, for instruc:
tions on tuning.)

TECHNIC

The Playing Apparatus

(This subject is resumed in Lesson 4.)

Technic is a term used to describe all that belongs to the
mechanical side of the arts. In violin playing, it relates par-
ticularly to the training of the Playing Apparatus.

The playing apparatus consists, especially, of the fingers,
hands and arms, which are the parts of the body directly
used in playing.

In the training of the playing apparatus, we must first
take into account the condition of its parts and their posi-
tion in relation to one another.

CONDITION

The condition of the body, arms, hands and fingers must
be easy and relaxed. There should be natural freedom,
without stiffness or tension.

POSITION

There is a normal standing position for violin playing,
although there are many allowable departures from it. In
this position, the body should be erect, the head up, the
shoulders back, the chest out, and the lungs unhampered
for free and easy breathing. The weight of the body should
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be divided between the two feet. The right foot should
be slightly advanced and turned a little outward. (See
Illustration 3.)

Illustration 3
The Normal Standing Position

The more detailed adjustments of the members of the
playing apparatus naturally vary according to physical
differences in players.
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In making such adjustments, you should have foremost
in mind your comfort and ease, avoiding any position
which seems peculiar or awkward. A position which is
normal and comfortable is conducive to the highest techni-
cal efficiency. The use of a mirror is very helpful in study-
ing details of correct position.

HOW TO HOLD THE VIOLIN IN THE CORRECT
POSITION FOR PLAYING (Continued in Lesson 8.)

To hold the violin in the proper playing position, you
should pick up the violin by its neck with your left hand,
and place the body of the violin so that its underside rests
on your left collar-bone and the curved end rests against
your neck. (See Illustration 4.)

Illustration 4
The Correct Position of the Shoulders and the Head

Your shoulders and head should remain in the same
position as if you were standing at ease. Your shoulders
should not be raised or thrust forward, nor should your
chin be lowered. The chin-rest should be of such height as
to fill completely any gap between the violin, as it rests on
your collar-bone, and your chin. If necessary, a shoulder-
pad may be used. Your head should be upright, neither
tilted nor turned.

Your left hand, when placed to the neck of the violin,
should retain the same general shape as when hanging

Illustration 5
The Left Hand, Shaped for Playing

relaxed by your side, with the thumb and the fingers gently
curved. (See Illustration 5.)

The base of your index finger and the tip joint of your
thumb should be placed lightly against the sides of the

neck of the violin, at the end near the scroll. Your index
finger should be placed alongside the nut of the violin.
Your hand should not be raised so high that the flesh at the
bottom of the V-shaped opening between the thumb and
the finger, will rub against the neck of the violin. The line

Illustration 6

The Correct Position of the Thumb and the
Index Finger of the Left Hand

along the forearm and the back of the hand should be mod-
erately curved. (See Illustration 6.)

When the left arm is properly relaxed, the elbow will
drop beneath the violin of its own weight; and that is its
normal position. (See Illustration 7.)

Illustration 7
The Left Arm and the Violin in Correct Position

Tilt the violin slightly, so that the G string is a little
the highest. The scroll should be raised to such a height
that the section of the strings from the nut to the bridge
will lie approximately horizontal.

As you stand holding your violin and facing your
music, the scroll should point away somewhat to the left
of the music.




HOW TO HOLD THE BOW

Shape your right hand as shown in Illustration 8 (a),
with the fingers close together, and in their natural, relaxed
curve; and with the tip of the thumb opposite the middle
joint of the middle finger.

Lift the thumb slightly and lay the frog end of the bow
obliquely across the fingers, so that the stick crosses the

~~ SHERWOOD Music ScrooL Courses—VIOLIN 5 -

tip of the little finger and the middle joint of the index
finger, as shown in Illustration 8 (b).

Place the thumb in the U-shaped opening in the frog,
so that the ball of the thumb grasps the upper side of the
U, and the nail touches the lower side of the U, and the
side of the thumb rests against the base of the U, as in
Illustration 8 (c).

Illustration 8
How to Grasp the Bow and Place It in the Correct Position

()

(@

Now place the bow on a string of the violin, so that the
bow lies exactly parallel with the bridge, with the hair
touching the string at a point about halgway between the
bridge and the broad end of the fingerboard, and with the
stick inclined a little away from you and toward the
scroll. Illustration 8 (d) shows the bow in the correct
position.

(e)

The fingers should be curved slightly over the top of
the stick, with the tip of the little finger partly on the top
and partly on the side of the stick, as shown in Illustra
tion 8 (e).

Grasp the bow just firmly enough to give you complete
control of it. Do not grip it tightly.

Bowing

(This subject is resumed in Lesson 5.)

THE USE OF THE WHOLE BOW

The term, Whole Bow (abbreviation: WB), is used
to designate the drawing of the bow, full length, back and
forth across the strings.

The movement of the arm in so drawing the bow should
be easy and natural. The elbow should always be a little
lower than the wrist, and the bow should be in contact
with the strings all the time. As the bow travels across the
strings, it should always be parallel with the bridge, and
its motion should be even and smooth.

The weight of the bow is sufficient to set the strings in
vibration as it moves across them, and for present pur
poses, only the weight of the bow should be brought to
bear upon the strings.

For the time being, when you are directed to play
Down-Bow, start with the frog end of the bow on the
strings, and pull the bow downward, full length. Also, for
the time being, when you are directed to play Up-Bow,
start with the tip end of the bow on the strings, and push
the bow upward, its full length.

EAR TRAINING
Identifying the Open Strings by their Sounds

The following directions are for the teacher, and the work is to be conducted at the weekly lesson period.
It may also be conducted at other times by any member of the family who has some knowledge of music.
The pupil should sit in such position that he cannot see the violin.
1. The teacher will sound the G, D, A and E strings in turn, naming each string as he does so. He will then sound
them in order, without naming them, asking the pupil to identify them. Following this, the teacher will sound strings at

random, asking the pupil to identify them.

2. The teacher will sound the G and D strings together, the D and A strings together, and the A and E string
together, naming them first, later asking the pupil to identify them as they are played without being named. Then
he will ask the pupil to identify these combinations played at random.

LEssoN 1 - PAGe 4



Possible

Marks

Marks
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Test on Lesson 1
GENERAL THEORY

Obtained

1. Name eleven of the most important parts of the violin.

........ A s P
TECHNIC

6. Of what does the playing apparatus consist?

........ Ans.
7. What should be the condition of the playing apparatus?

........ Ans.
8. What is the normal standing position for violin playing as regards the body, the head, the shoulders, the

chest?
........ Ans.

........ NS iy il B o 2o S ek S e A EE S oo e M st T s AT TSR ety SV N

........ AN on e s
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) T (
—E?é .gg TECHNIC—Continued
S& =0
12. Which way should the scroll point in relation to the printed music?
W s Ans.
13. In holding the bow, where should you place
e e (a) the thumb? Ans.
(b) the fingers? Ans. B R
14. Where should you place the bow with regard to the bridge?
B i T YOI T S U VN S S SECi a1
15. Where should the hair touch the string?
. PP — o ATt e e AR R VTP SR TUCHE TS WP W
16. Which way does the stick incline?
O RSN W DLW, | . -4~ £ 1 14 K O
17. What does the term, whole bow, designate?
Bl T T LSS ST S - Y TS S B SR il | Ay sl ks SR el . T O .
18. Explain the meaning of the following terms:
i (a) down-bow. ANS, cauvenen
(b) up-bow. Ans. ..
EAR TRAINING
W et 19. Identifying the open strings by their sounds.
{1 i Gy e TOTAL.

POy S NG 2 e e Y e w Y

Pupil’'s Address

Pupil's Class Not=._ Xt 0

Teacher’'s Name. ... s,

Test on Lesson 1—Page 2
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VIOLIN

Lesson 2

GRADE—PREPARATORY A

Subjects of this Lesson: GENERAL THEORY - TeCcHNIC - EAR TRAINING

GENERAL THEORY

The “Uiolin Fingerboard

PITCH

Sound is produced by vibrations. Rapid vibrations give
tones which are said to be high in pitch, while tones that
are made by slower vibrations, are said to be low in pitch.

PRODUCING TONES OF DIFFERENT PITCH

Each Open String of the violin (meaning the string
in its full length, from the nut to the bridge) produces a
tone of definite pitch, which is different from that of the
other open strings.

In addition, each string is made to produce many other
tones of different pitch, by a process called Stopping. This
means, simply, putting the string down to the fingerboard
at some point, with one of the fingers of the left hand. (See
this Lesson, TECcHNIC.)

The effect of stopping is to shorten the section of string
that is permitted to vibrate under the friction of the bow,
namely, the section between the finger tip and the bridge.
As this section is made shorter and shorter, the tones be-
come higher and higher.

THE MUSIC ALPHABET

Tones of various pitch are named from the first seven
letters of the English alphabet, A B C D E F G, these
forming the Music Alphabet.

THE FINGERBOARD CHARTS

The FincerBoArRD CHARrTs provided with this Lesson
will be needed not only in studying this Lesson, but also
in studying other Lessons, as well as in practicing the mu-
sic of this Grade. They should therefore be kept at hand
for convenient reference.

Illustration 1 of the FincerBoARD CHARTS is a diagram
of the most used section of the violin fingerboard. The
white spots show where each of the four strings should
be stopped in producing various tones of different pitch,
each spot showing in bold type the letter of the music
alphabet which is the name of the tone produced at that
point. (See Illustration 1 of the FinceErBoARD CHARTS.)

In many cases, spots which bear the same letter name on
adjacent strings represent tones of the same pitch.

For example, the tone designated by the fourth white
spot on the G string (counting downward from the top
of the chart) designates a tone of the same pitch as the
open D string.

Similarly, the fourth white spot on the D string repre-
sents a pitch the same as that of the open A string; and the
fourth white spot on the A string represents a pitch the
same as that of the open E string.

Copyright 1937 by A. J. LLeweLLyN. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
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Notation

(This subject is resumed in Lesson 3.)

When a composer wants to write out his musical ideas,
and convey a musical message, he makes use of the symbols
of a “music language,” set down on the printed page; and
the student must thoroughly learn these symbols in order
to understand the composer’s idea. The symbols used to
express musical ideas in writing constitute Notation.

THE STAFF

The Staff is a group of horizontal lines and spaces
which identify the pitch of the symbols placed upon them.

THae EarLiest ForM oF THE STAFF

In the year 900, a single horizontal line, colored red, was
drawn across the page; and signs (hooks, points and other
characters) were placed upon, above and below that line
to represent tones of certain pitch.

Soon after this, a yellow line was added, at a little dis-
tance above the red one, to increase the number of tones

of different pitch which could be represented by means of
this staff.

Early in the eleventh century, two black lines were
added to the staff; one above the yellow line, and the other
between the yellow and red lines. The combined result
was a four-lined staff. (See Illustration 1.)

Illustration 1
The Four-Lined Staff

Black
Yellow
Black
Red

Later, black lines were substituted for the yellow and
red lines, and this four-lined staff of black lines remained
in use for some time. Still later, the five-lined staff of today
came into use. (See Illustration 2.)

Illustration 2
The Five-Lined Staff

Tue CLEF

The word clef is a French word meaning “key.” It is

the symbol which identifies the pitch of a certain line of
the staff, from which line we can identify all the other
lines and spaces.

The staff used in writing violin music is marked with
the Treble Clef. It is sometimes called the G clef, because
the treble clef sign is an old form of the letter G, and curls
around the G line when placed on the staff. (See Illustra
tion 3.)

Illustration 3
The Treble Clef

Tae NaMmes or THE LINES OF THE TREBLE STAFF

The names of the Lines of the treble staff are EG BDF,
from the first, or lowest, to the fifth, or highest. (See Illus

tration 4.)
Illustration 4

The Names of the Lines of the Treble Staff

4] ¥
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The pitch of the sounds represented by these lines rises
as we read upward.

THe NAMES OF THE SPACES OF THE TREBLE STAFF
The names of the Spaces of the treble staff are F A CE,
from the first to the fourth. (See Illustration 5.)

Illustration 5
The Names of the Spaces of the Treble Staff

K
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The pitch of the sounds represented by these spaces
rises as we read upward.

The treble staff, with its lines and spaces named, will,
therefore, be as in Illustration 6.
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Illustration 6
The Names of the Lines and Spaces of the Treble Staff

h
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Tue Spaces ABovE AND BELow THE StArr

To extend the range of tones that may be represented
by the staff, we name the first space above the staff, G, and
the first space below, D. (See Illustration 7.)

Illustration 7

Names of the Spaces Immediately Above and
Below the Treble Staff

e——

e D

AppeEp LINES AND SPACES

We also place short lines called Added Lines, or Leger
Lines, above and below the staff as needed, and make use
of these, as well as the spaces between them, to represent
still other tones.

The first added line below the treble staff is called C;
the second added line below is called A; between them is
B; and below the second added line is G. (See Illustra-
tion 8.)

Illustration 8

Names of Added Lines and Spaces
Below the Treble Staff

ez

')'G"B'-'.&:E

The G below the second added line represents the lowest
tone of the violin.

The first added line above the staff is named A; the sec-
ond added line above is named C; and the third added line
above is named E. The two added spaces between these
three added lines are named B and D. (See Illustration 9.)

Illustration 9

The Names of Some of the Added Lines and
Spaces Above the Treble Staff

.e..D.ﬁ'.
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The names of other lines and spaces added above the
staff are given in a later Lesson. (See Lesson 36, GENERAL
THEORY.)

THE RELATION OF THE STAFF TO THE FIN-
GERBOARD

Illustration 2 of the FincerBoarRD CHARTS accompany-
ing this Lesson, shows the relation of the staff to the section
of the violin fingerboard which you will use in your early
study of the instrument. By referring to this illustration,
you will see how the pitch represented by each line and
space of the staff corresponds to one or more spots on the
fingerboard, representing the same pitch. (See Illustration
2 of the FINGERBOARD CHARTS.)

NOTES

A Note is a sign or character which, when written upon
or above or below the staff, represents a musical sound
or tone.

There are eight different kinds of notes in general use,
each having its own shape or form. Each note shows, by its
position with relation to the staff, the pitch of the tone
represented; and shows, by its form, the duration of the
tone, that is, its time-value.

‘WHorE NoTEs

The Whole Note is a white and open note. (See Illustra-
tion 10.)

Illustration 10
Whole Notes

=

Other kinds of notes will be studied in Lesson 3, Gen-
ERAL THEORY.

Names oF THE NOTES

The notes take their names from the names of the lines
or spaces of the staff on which they are placed. For ex-
ample, a note placed on the fourth space of the staff, as
in Illustration 11, is called E; and it directs the player to
sound the tone E, as produced by the open E string of the
violin. (See Illustration 11.)

THE SIGN FOR OPEN STRING

The symbol “o0”, when placed over or under a note,
indicates that it is to be played on an open string. (See
Illustration 11.)

LessoN 2 - PAGE 3
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Illustration 11
The Sign for Open String
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SIGNS FOR FINGERING

In referring to fingers of the left hand to be used in stop-
ping strings, we call the index finger the first; the middle
finger, the second; the ring finger, the third; and the little
finger, the fourth. (The thumb is never used in stopping
strings.)

In writing violin music, the numbers 1, 2, 3, 4 are used

N e e - g NN ——
- CAN // N =)~

to indicate the use of these fingers, respectively. (See Illus
tration 12.)

Illustration 12
Signs for Fingering and for Bowing

4

L 2 o o
— =
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SIGNS FOR BOWING

You will find in your Exercises, Studies and Composi
tions, the sign 1 (sometimes ™), which means “down-
bow"’; and the sign A (sometimes V ), which means “up
bow.” (See Illustration 12.)

TECHNIC
Stopping

(This subject is resumed in Lesson 3.)

As explained in GENErAL THEORY, this Lesson, the
process of Stopping consists of pressing a string down to

the fingerboard at some point, with one of the fingers of
the left hand.

FINGER ACTION IN STOPPING

In stopping strings, it is important to use the tip of the
finger—never the nail. The nails should be clipped short,
so that they will not interfere with the action of the fin-
ger tips.

The action of the finger from the knuckle should be like
that of a hammer. The string should be pressed firmly to
the fingerboard, otherwise the tone produced may be
unsatistactory. However, tension should be avoided.

The tip of the finger should be as nearly upright on the
fingerboard as the length of the finger and the distance
to be reached may permit. (See Illustration 13.)

Illustration 13

The Correct Position of the Finger Tip
on the Fingerboard

The tonal effect desired is that the tone produced by
playing a stopped string should have approximately the
same clear, ringing quality as that of the open string. Pre
c;';ion and firmness in stopping will help to produce this
effect.

When a finger is placed at a certain point on the finger:
board, it is left at that point until the music requires that

it be lifted.

EAR TRAINING

Producing Natural Tones on the E String

The following directions are for the teacher, and the work is to be conducted at the weekly lesson period.
It may also be conducted at other times by any member of the family who has some knowledge of music.

1. Play the tones E and F on the E string. Have the pupil sing this progression many times over as you play it, unti
the sound of it is firmly fixed in his mind, using the letter names E F, E F, etc. Now direct the pupil to play these tone
on the E string, with a full stroke of the bow for each tone, listening to their sounds.

2. Proceed as before, but add successively the tones, G, A, and B. After singing these tones, the pupil should play then
in order, up and back again, without skips: EFGFE,EFGA GFE,EF G A B A G F E, listening thoughtfully

the pitch of each tone.

AN
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Marks
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SHErRwooD Music ScHoor CouRrsEs—VIOLIN

GRADE PREPARATORY A

Test on Lesson 2

GENERAL THEORY
1. How is sound produced?

TUBE. oo BB AN T BT inns
2. What kind of vibrations give tones that are:

(a) high in pitch? P50 R

(b) low in pitch?

3. What is meant by the process called stopping?

4. How are tones affected by the process of stopping?
Ans.

5. On the FingerBoArD CHarT, which white spot on the G, D and A strings represents a pitch the same as

that of the next open string to the right?
RS oo

6. What name is given the symbols used to express musical ideas in writing?

8. Name the lines of the treble staff.

BINIE s L0k e i ot sl e Bt i i o e Sl ity s e S A ih. o S s it
9. Name the spaces of the treble staff.
¥ IR o
10. Name the spaces above and below the treble staff.
L T e i e A AW 1 L1 e PO M S e < 5
11. What are added, or leger lines?
L BN s S S e R BILL o4 5 e b R s B S s A
12. Name the following lines and spaces below the staff:
(a) first added line. Y NINOIRA L o BT S IO RN LN .-
(b) space below first added line. Ans. ... AR
(c) second added line. ¢ R AR N I TN O

(d) space below second added line.Ans. ..
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13. Name the following lines and spaces above the staff:
........ (a) first added line. F T L O N
(b) space above first added line. Ans. oo .
(¢) second added line. A A AT s 7. AR o -
(d) space above second added line Ans. ... 705 3803 29000 TR LNCICIGLY 10 DR IEQNY B el
(e) third added line. AN 2B Bt e N el
14. What does a note show
........ (a) by its position with I o b B St Bl AL NI
relation to the staff?
(b) by its form? .. ... SR I0E BT ad SN S P L T BN SV
15. From what do notes take their names?
........ .+ niacteanemmn Mo vt AU P S Rl anns o SRR T s rtbperassi ool 5w N NI .
16. Write the signs used for
........ (a) open string. ABS, rorpiissmsmsmeasonon
(b) index finger. Ve VTSN o SRR INY RO, [ papR e - P S o SO SRR
(c) middle finger. ANS. ..ennee NS00 03 300K G300, 1550 201,38
(d) ring finger. P MR TSR . SO o SEy TV
(e) little finger. Pl AN SR RGN AT e oy
(f) up-bow. T R AR S e -0 1 "
(g) down-bow. P ORISR & . ¥ . T .
TECHNIC
17. What part of the finger is used in stopping strings?
Ans. R RS DIPTSR NPt o M Ao uepelr vl el il oo B ol cp e ooy o
18. What should be the action of the finger from the knuckle?
........ g e e L e B, e
19. What should be the position of the finger tip when placed on the fingerboard?
........ Ans.
20. When a finger is placed at a certain point on the fingerboard, how long should it be left at that point?
........ IR e AR R IO 1 C I N 0 < Slar et e W O A v > 5 SP RO S
EAR TRAINING
........ 21. Producing natural tones on the E string.
........ TOTAL
12T R T Vo S T o W PP T TR SRS e e P
PupillstAddress . Slsntmneites e GBRE LT Jning s20N: BADS
PUBIES Clase N o= et 2
(el Tl St M S SO, 0. o Lt NS e

Test on Lesson 2—Page 2
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The Fingerboard Charts inside are to be used when
you are studying Lessons 2, 3, 4, and 6, also in con-
nection with your daily practice through Grade
Preparatory A. So, keep them close at hand, and be
sure to refer to them whenever they are mentioned
either in the Lessons or in the annotations to the

music.
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The diagrams on the preceding page show where the
strings of the violin are stopped for various tones of
different pitch, and for tones that are identical in pitch.
(See Lesson 2, GENErAL THEORY.)

The three diagrams are alike, except as to size. Diagram
(a) is based upon a fullsize violin; (b) upon a three
quarter-size violin; and (¢) upon a half-size violin. The
length of violin fingerboards may vary somewhat, but the
distance from the nut to the bridge should be uniform
for each size. So these diagrams may be studied as an aid
in learning where the fingers are to be placed on the finger-
board for various tones, and in learning the fingerboard
distances between tones. Although the spots on these
diagrams show you the mechanical distances between
tones, the ear must always judge the accuracy of the pitch
of tones produced, and guide the fingers in stopping the
strings correctly.

All natural tones are shown as white spots. Sharps and
flats are shown as green spots. (See Lesson 3, GENERAL
THEORY.)

Reading downward from the top of the diagram, the
tones indicated rise constantly in pitch, one half step to
each spot. (See Lesson 3, GENERAL THEORY.)

The diagram for each string might be extended to the
end of the fingerboard by continuing the sequence of
half steps and letter names, the tones indicated rising
higher and higher in pitch. In your playing you will eventu-
ally use the entire length of the fingerboard in stopping
tones; but for the present you will not be concerned with
tones which are higher than those shown.

The progression from B to C, and from E to F, is only
a half step on any string. So B may also be thought of as
Ch; C may also be thought of as Bf; E may also be thought
of as Fp; and F may also be thought of as Ef.

When, in stopping the G, D or A strings, you reach
the point indicated on each by the fourth white spot, you
are sounding a tone which is the same in pitch as the
open string next to the right. For example, the A at the
fourth white spot on the D string has the same pitch as
the open A string.



Illustration 2
The Relation of the Violin Fingerboard to Various Notes on the Staff

(See explanatory remarks below)
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tone, A, to be played by the first finger on the G string.
above the fifth note, D, indicates the open D

The diagram above shows how the violin fingerboard
is related to various notes on the staff. (See Lesson 2, The “o”
= string. The same note may be played by the fourth finger
0", to indicate  , the G string, as indicated by the “4”, which is also
written above the note.
The 1 above the sixth note, E, indicates that it is to
be played by the first finger on the D string.

GeNERAL THEORY.)
These examples will serve as a key to a full understand-

Above each note is placed either an
the use of the open string, or a number designating the

finger which is used in stopping the string for that note.
(See Lesson 2, GENERAL THEORY.)
You will observe, for example, that the first note, G,
with an “o” above it, calls for the open G string. The

ing of the entire illustration.

next note, A, with the figure “1” above it, calls for the



- Subjects of this Lesson: GENERAL THEORY - TeCHNIC - EAR TRAINING

GENERAL THEORY
Half Steps and Whole Steps

In Lesson 2, GENErAL THEORY, you learned the mean-
ing of the word pitch, and that some tones are “higher,”
and some “lower,” in pitch, than others.

You learned, also, how to produce tones of different
pitch, through sounding the open strings, and through
sounding strings stopped at points indicated by the white
spots in Illustration 1 of the FinGeErBOARD CHARTS.

Looking again at Illustration 1 of the FiNnGErBOARD
Crarts, you will observe that, in addition to the white
spots, there are also green spots on the chart, which indi-
cate points at which the strings may be stopped for still
other tones of different pitch.

THE HALF STEP

The difference in pitch between any two tones produced
at adjacent points beneath any string, as indicated in
Illustration 1 of the Fingerboard Charts, is a Half Step.

For example, the difference in pitch between the tone
produced by the open A string, and the tone produced by
stopping the A string at the point indicated by the first
green spot in Illustration 1 of the FingerBoaRD CHARTS,
is a half step. The difference in pitch between the tone
produced at this green spot, and the tone produced at the
first white spot beneath the A string, is also a half step;
and so on. (See Illustration 1.)
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Illustration 1
Half Steps on the A String

Half Step

Half Step

Thus you will see that each string, as mapped out in
Illustration 1 of the FingerBoARD CHARTS, is divided into
a series of half steps.

THE WHOLE STEP

As two halves make a whole, so also do two adjacent
half steps make a Whole Step. The difference in pitch, for
example, between the sound of the open A string and the
sound produced at the first white spot beneath the A string
involves, as we have seen, two half steps. (See Illustration
1 of the FingerBoARD CHARTS.) And so, this difference in
pitch is called a whole step. (See Illustration 2.)

Illustration 2
Whole Step on the A String

\Xhole Step
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The difference in pitch between the tones produced at
the first green spot and the second white spot on the A
string is also a whole step; and so on. (See Illustration 1 of
the FincerBoARD CHARTS.)

You learned in Lesson 2, GENErRAL THEORY, that the

tones produced at points represented in Illustration 1 of
the FincerBoArD CHarTs by the fourth white spot be-
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neath the G, D and A strings, respectively, have the same
pitch as the tone of the next open string to the right.

Now, studying Illustration 1 of the FincerBoARD
CuarrTs again, fix in your mind the fact that the difference
in pitch between the tone at the third green spot beneath
the G, the D, or the A strings, and the tone of the open
string next to the right, is one half step.

Notation

(This subject is continued from Lesson 2, and is resumed in Lesson 4.)

NATURALS, SHARPS, AND FLATS

Let us now study the system used for naming and rep-
resenting on the staff, the tones indicated by the green
spots in Illustration 1 of the FinGErRBoARD CHARTS.

A tone which is named simply by a letter of the music
alphabet, as are the tones produced at the white spots, is
called a Natural.

In naming the tones indicated by the green spots, we
make use not only of the letters of the music alphabet, as in
naming the natural tones, but we include also in the names,
terms called Sharps and Flats. The symbol for the sharp
is #; and for the flat, p.

Looking at the first green spot beneath the A string, you
will see that two names are given for the tone produced at
this point: A-sharp and B-flat. (See Illustration 1 of the
FinGERBOARD CHARTS.)

The effect of a sharp sign placed before a note is to raise
the pitch of the tone represented by that note, one half
step; the effect of a flat sign is to lower the pitch one
half step.

So it is that we may, for example, give the tone indi-
cated by the first green spot beneath the A string, two
names.

If we call it A-sharp, we consider it as the tone A, as
represented by the open A string, raised one half step. If
we call it BAlat, we consider it as the tone B, represented
by the first white spot beneath the A string, lowered one
half step. (See Illustration 3.)

Illustration 3
A-Sharp and B-Flat on the A String

A

In the same way, you will observe that all the green
spots in Illustration 1 of the FingErBoARD CHARTS, bear
two names. They may be called the sharp of the tone next
lower in pitch; or the flat of the tone next higher in pitch.

Observe carefully that wherever you find two white
spots on the chart, representing E and F, or two white
spots representing B and C, there is no green spot between
them. The reason for this is that the difference in pitch be-
tween E and F, or between B and C, is only one half step.

Consequently, the spots on the chart which are named F
may also be named E-sharp; and the spots which are named
E may also be named F-flat. Similarly, the spots which are
named C may also be named B-sharp, and the spots which
are named B may also be named C-Alat.

When, in writing music, we wish to indicate that a tone
is to be sharped or flatted, we place the symbol for the
sharp or flat directly before the note. (See Illustration 4.)

Illustration 4
Sharps and Flats, as they appear on the Staff

Later we shall learn that there is actually a slight dif- ) Hine
ference in pitch between the two tones in each pair; but B kR TR
for the present we shall consider them identical. i PO
as e AoV —-————————;ﬁ/\?\
LessoN 3 - Pace 2 F\‘ e L3>
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NOTES

In Lesson 2, GENERAL THEORY, you learned that there
are eight different kinds of notes; that these notes show by
their position on the staff the pitch of the tones they rep
resent; and that they show by their form the time-value of
the tones. You also learned that the whole note is a white
and open note.

In this Lesson, we learn about Half Notes and Quarter
Notes, and how their time-values compare with that of
the whole note, also with that of each other.

A whole note has the longest time-value of all the notes
in common use.

The whole note has been adopted as the unit of measure-
ment for duration of sound in music notation. The time-
values of all other notes are reckoned as fractional parts of
the time-value of the whole note.

Harr NotEes

The Half Note is a white and open note with a stem.
It is shown in Illustration 5.

Illustration 5

Half Notes
%
D)

A stem is a vertical straight line attached to a note. It
is either to the right of the note, pointing upward, or to
the left of the note, pointing downward. When the note
is on the middle line of the staff, the stem may point either
up or down. When it is above the middle line, the stem
usually points down, and when below the middle line, the
stem usually points up, as in Illustration 5.

A half note represents half the time-value of the whole
note. The time-value of two half notes is, therefore, equi-
valent to the time-value of one whole note.

QuarTeErR NoTES

The Quarter Note is a black note with a stem. It is
shown in Illustration 6.

o)

The foregoing general rule, with regard to the placing
of the stem, applies to all forms of notes with stems.

A quarter note represents half the time-value of the
half note, or a quarter of the time-value of the whole note.

CoMprArRATIVE NOTE VALUES

By examining Illustration 7, you will see that one whole
note is equivalent to two half notes, or four quarter notes;
and that one half note is equivalent to two quarter notes.

Illustration 7

Comparative Note Values

P

P
Py oph g 1
BARS

Bars are vertical lines drawn across the staff to divide
it into parts.

SINGLE Bars AND MEASURES

Single Bars are vertical lines drawn across the staff to
divide the music into measures.

In talking of single bars, the word “single™ is usually
omitted, and merely the word “bar™ used. (See Illustra-
tion 8.)

Illustration 8
Single Bars and Measures

0
#‘ e
U"’ ‘+‘_‘_—
D)

Measure is the term used to indicate the group of beats
included between two bars. The subject of beats and meas-
ure is further explained in Lesson 6, GENErAL THEORY.

W
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TECHNIC

Stopping

(This subject is continued from Lesson 2, and is resumed in Lesson 11.)

THE POSITION AND CONTROL OF THE LEFT
HAND FINGERS

Each finger of the left hand must be trained to act with
entire independence in stopping the strings.

In practicing to acquire finger control, think of your
finger as a weight which you move in the following man-
ner: Lift—Drop, Lift—Drop.

If the string is brought firmly to the fingerboard, a clear,
ringing tone will be produced by the weight of the moving
bow. Be careful not to push the string sidewise when you
press it down to the fingerboard.

When a finger is raised, it should retain its normal
curved position, as shown in Illustration 9 (a). Lift the
tip of the finger vertically, so that it will not pick the
string as it is lifted.

Avoid any tendency to straighten the finger, as it is
raised, as this would make it necessary to curve it again
before playing. Any lack of control of this kind means

Illustration 9

Finger Positions

(a) Correct (b) Incorrect

waste motion. Illustration 9 (b) shows an incorrect posi
tion, with the finger partially straightened.

The fingers should not be lifted too much or too littl
in stopping. If they are lifted too high, the result, again
is waste motion. If they are not lifted enough, their actio
cannot be as clean-cut and decisive as it should be.

EAR TRAINING

Recognizing Half Steps and W hole Steps

The following directions are for the teacher, and the work is to be conducted at the weekly lesson period.
It may also be conducted at other times by any member of the family who has some knowledge of music.

1. Play the tones E and F on the E string. Have the pupil sing this progression many times over as you play it, unt
it is firmly fixed in his mind, using the letter names E F, E F, etc. Now direct the pupil to play these tones on the E strin
with a full stroke of the bow for each tone, listening carefully to determine whether or not the pitch is correct.

2. Proceed in the same way with A and B on the A string; D and E on the D string; and G and A on the G strin
Point out the difference between the half step formed by the open E string and the first natural tone on the E strin
and the whole step formed by each of the other open strings and the first natural tone on each one.
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Test on Lesson 3

GENERAL THEORY
1. What is a half step?

NI i X I i s S S G e - e e

2. What is a whole step?

R T e WS

3. Give two names for the tone a half step above the open D string.

Ans. TR s b e Sardpvrantis AN ¥R

4. Give two names for the tone a whole step above the open E string.

TN i SRS R R b SV I B A b el S Sl O

5. What is the effect of a sharp?
¢ R A SRR R Y S I PRIt Y o

6. What is the effect of a flat?
B S e et el e S o e it e Bt s

7. Where is the symbol for the sharp or flat placed?
Ry . % s SERIRERIIA R s ernenenssnnspasanssusnuonsnsonmsmommnanntss

8. Which note has been adopted as the unit of measurement for duration of sound in music notation?

T WS Ol O o on e R B T SO L L TV W

9. How are the time-values of all other notes reckoned?

WIS o e S e st se e TR LR T rleie vl AR, Lol Toi

10. What is a half note?
ook ettt St S o0 sl Scusitli oot SV UM T TR T Y S

11. What is a stem?

R NP SR PN ot B OO PO oty COMRIRER R o oo o b ool b

12. To which side of the note is the stem attached when it

(a) points upward? BB o corivesipn st

(b) points downward? Ans.
13. Which way does the stem usually point when the note to which it is attached is

(a) on the middle line? 51 e AR, : o s
(b) above the middle line? P O SPNEE S AL e ~ S
(c) below the middle line? Py U TP
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'§'§ GENERAL THEORY—Continued

=0
14. To what is the time-value of two half notes equivalent?
o S S S ORIl IS SO SOt S WR ORI SUMRORIR. - 18 | Y, W= YW
15. What is a quarter note?
Ans. it e S g B s s
16. Of what note does the quarter note represent

........ (a) half the time-value? Ans.

(b) a quarter of the time-value? Ans.

17. What are bars?
P T R A USRS T RSO ORI V. 0.5 SOSURRE I WA (o . . PO Syt
18. What are single bars?
o R o Al M B o ISl EPRCETPMIENCUTCNON. 0 <3 ARMIFCIOUE- TS SO SRR . . 00 WOF
19. What is a measure?

........ Ans. ..

TECHNIC

20. What should each finger of the left hand be trained to do?
BRI it A oA S AR SN S AN AR AR S AR SO RER RSO Ao
21. What position should a finger assume when raised from the fingerboard?

........ Ans.
22. What is the result when the fingers are

........ (a) lifted too high? Ans.

(b) not lifted enough? Ans.
EAR TRAINING
........ 23. Recognizing half steps and whole steps.
........ TOTAL

Pupil’s Name

PUbil s AdAYess ... ..o it sn o s e

Pupil's Cldss NO.-.c-osecersemsconcintonssos

Teacher's NaAMe..woeeeemmemeeeeeeeeeeeeeeeene

Test on Lesson 3—Page 2
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Subjects of this Lesson: GENERAL THEORY - TECHNIC - EAR TRAINING
GENERAL THEORY

Notation

(This subject is continued from Lesson 3, and is resumed in Lesson 7.)

RESTS same duration, or time-value, as a half note. It is shown in
A Rest is a character indicating silence of a certain Ilustration 2.

relative duration. Rests are called by the same names as Hlustration 2

their corresponding notes, namely, Whole Rests, Half Half Rest

Rests, Quarter Rests, etc.

Whole Rests, Half Rests, and Quarter Rests are
described in this Lesson.

WxoLe REesTs Observe that it does not differ in form from the whole
A Whole Rest is a character indicating a silence of the rest. It differs E p?Sltlon only, for it rests upon a line,

same duration, or time-value, as a whole note. It is shown generally the third line of the staff.

in Illustration 1. The whole rest has another use, which is

explained in Lesson 9, GENERAL THEORY. QuarTer REests

A Quarter Rest indicates a silence of the same duration,
Illustration 1 PRI, ol N —
sk don or time-value, as a quarte e.

There are three characters used to represent it, as shown
in Illustration 3, the first, however, being the one generally
used in present-day editions of music. This rest is usually
written in the middle of the staff.

Observe that it is a black, oblong sign (longer than it is
broad), generally suspended under the fourth line of the

Illustration 3

staff. Quarter Rests
Harr Rests ﬁ
A Half Rest is a character indicating a silence of the )

O j
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Intervals

(This subject is resumed in Lesson 22, HARMONY.)

The difference, in pitch, between one tone and another,
is always called an Interval, whether it is one half step or
many half steps.

We name intervals, according to the number of letter-
names in the interval, counting from one to the other.

SECONDS

From any letter-name of the music alphabet to the next,
is an interval of a Second. For example, D to E is an inter-
val of a second, because we count D as 1, and E as 2. (See
Illustration 4.)

Illustration 4

oy

The Interval of a Second, Illustrated on the D String

A Second

THIRDS

From any letter-name of the music alphabet to the next
but one, is an interval of a Third, as GtoB. (Gis 1, A is
2, and B is 3.) Count the half steps; there are four. (See
Illustration 5.) Play the tones illustrated.

Illustration 5
The Interval of a Third, Illustrated on the G String

Four Half Steps

| |
O ()
’t ]

A Third

Now play the open A string, then C, stopping the A
string at the point indicated by the second white spot in
Illustration 1 of the FingerBoarRD CHarTs. This is also a
third; but when you count the half steps, you will find that
there are only three. (See Illustration 6.)

Illustration 6

The Interval of a Third, Illustrated on the A String

Three Half Steps

9

-
<
|

|
°’|

A Thid

These two kinds of thirds, containing four and three
half steps, respectively, we will call, for the present, Large
and Small thirds. (See Illustration 7.)

Illustration 7
Large and Small Thirds

SMALL THRD Three Half Steps

L

|
| |

LARGE THRD Four Half Steps

If you will study Illustration 1 of the FiNGERBOARD
CuarrTs, taking any string for an example, to see how
many different thirds can be made out of the natural tones,
you will find that there are seven altogether, with C, D,
E,F, G, A, and B for the lower tones. (See Illustration 1
of the FiNGERBOARD CHARTS.)

Three of these are large thirds, C-E, F-A, and G-B.

The other four are small thirds, D-F, E-G, A-C, and
B-D.

FIFTHS

Play G A B C on the G string, beginning with the open
string, then sound the open D string. Then sound the open
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G and D strings together. This is an interval of a Fifth,
because it extends over five letters of the music alphabet.
It contains seven half steps. (See Illustration 8.)

Illustration 8
The Interval of a Fifth, Illustrated on the G and D Strings

e

B oo i e ] o o

Seven Half Steps

The interval between the tone of the open D string, and
that of the open A string, is also a fifth, as it includes the
letternames D E F G A; and the interval between the
open A string and the open E string is also a fifth, includ-
ing the letter-names A B C D E. The interval of a fifth
governs the tuning of the violin. (See Lesson 6, TecuNic.)

OCTAVES

An Octave is the difference, in pitch, between any tone
and the nearest tone of the same name, either up or down.

An octave always includes eight letter-names, as A B C
D E F G A. This interval, therefore, is an interval of an
eighth. The word, octave, means eight.

Illustration 9

The Interval of an Octave, Illustrated on the A and E Strings

1 2 3 4

| || || Il

Twelve Half Steps

I

Look at Illustration 9 and count the half steps in the
octave illustrated on the A and E strings. There are twelve
half steps.

Chords

A Chord is a combination of tones having a definite
pitch relationship to each other.

You have played the tones of the third, G-B. (See Illus-
tration 5.)

Now play the third, B-D (as indicated in Illustration 1
of the FingerBoARD CHarTs by the second white spot
beneath the G string, and the open D string).

Now play these three tones, one after the other, G-B-D,
and you have a three-toned Chord, namely a Chord on G,
because it is built on G as a foundation. (See Illustration
10.)

Observe that the interval from G to B is a third, and
that the interval from G to D is a fifth.

A similar chord, with a third and a fifth, may be played

Illustration 10
A Chord on G

1 3

with any other tone as a foundation. Whether the third is
a large or a small one, will make an important difference
in the character of the chord.

Further study of chord construction is taken up in
Lesson 35, HarMONY.
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TECHNIC

The Playing Apparatus

(This subject is continued from Lesson 1, and is resumed in Lesson 8.)

COORDINATION OF RIGHT AND LEFT HANDS

Success in violin playing cannot be attained until the
two hands are taught to work in harmony with each other;
that is, until their movements coordinate.

The point to be studied at this time is, what must occur
when the direction of the bow is changed, and when a left
hand finger is, at the same time, put down in stopping.

Suppose, for example, you play the open A string down-
bow; then wish to play B on the A string, up-bow. The
first finger of the left hand must press the A string down
to the fingerboard at the point indicated by the first white

spot in Illustration 1 of the FincerBoARD CHARTS at the
precise instant the bow starts upward.

If, in doing this, you observe a slight click, you may
know that the finger is too slow for the action of the bow
and that the string should be stopped more quickly.

You will seldom find your left hand finger action to
fast for the bow, but in such a case you will notice tha
the change of pitch, from A to B, for example, occur
before the change of bow direction.

Perfect codrdination of bow and finger action can b
developed only through slow, thoughtful practice—but i
must be developed.

EAR TRAINING

Dynamics

Dynamics

Time-Values

Rhythm

Tones may be loud or soft; also they may grow gradually louder or gradually softer. Dynamics is the word used whe

speaking of the loudness or softness of tones.

TmMe-VALUES

Tones also differ from one another in duration, that is, in the length of time each one sounds. Some tones may b

short, others long.

RuyraM

There is also in music, a forward motion, or flow of pulsations or beats; and at regular intervals one beat has a speci
emphasis. We say such beats are accented. This forward motion, with accents at regular intervals, is called Rhyths
The sound of the wheels of the train in which you may be traveling, will give you a good idea of rhythm. A very simpl
rthythm (of 1-2, 1-2, etc.) is heard in the ticking of a clock.

The following directions are for the teacher, and the work is to be conducted at the weekly lesson period.
It may also be conducted at other times by any member of the family who has some knowledge of music.

1. Have the pupil play the thirds, G-B and B-D. Try to induce him to describe the difference in sound. If he does n
recognize any difference, point it out to him, explaining that one is a large third and the other a small third.

2. As the pupil has studied fifths in this lesson, have him play many different fifths and listen to them, so that he m:
recognize the sound of a fifth.

3. Play a melody for the pupil, utilizing tones of different time-value. Ask him to name these time-values. Introdu
some accents, and ask him to locate them as you play.
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1. What is a rest?

4. Where is

GRADE PREPARATORY A

Test on Lesson 4
GENERAL THEORY
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2. How are rests named?
Ans. PRGN LB M S VAR Tl
3. What name is given a rest which indicates a silence of the same duration as
(a) a whole note? Ans, oo
(b) ahalf note? PG
(c) a quarter note? Ans.
(a) a whole rest written? Ans.
(b) a half rest written? Ans.
(c) a quarter rest written? Ans.
5. 