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VIOLIN Lesson 21
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Subjects of this Lesson: GENERAL THEORY - HARMONY - EAR TRAINING
GENERAL THEORY
Scales
(This subject is continued from Lesson 15, and is resumed in Lesson 23.)
{CALES OF Bp, Ep AND Ap MAJOR Ilustration 2
In Lesson 15, GENERAL THEORY, you studied the scale Sigaature and. Sols for the Kay 1ofe B
F, with one flat. In that Lesson it was also pointed out b i 8
tthe flat scales come in an order the reverse of the sharp o o | m——— T e s
: that is, each new scale has for its keynote the fifth e >
w the keynote of the preceding scale. This was the Similarly, the next flat scale will be built on Ap, the
wse with F, with its keynote a fifth below C. fifth below Ep. This scale, as you will see from Illustra-

The fifth below F is B}, so that the next flat scale to be tion 3, has four flats, or one flat more than the preceding
tken up is the one beginning on Bp. In order to have scale of Ep.
a half step between the third and fourth degrees, it Illustration 3

isnecessary to flat E, making the fourth degree Ep. This Signature and Scale for the Key of Ab
gives us a scale with two flats, or one flat more than in '0 b
tie preceding scale of F. (See Illustration 1.) N (s e A
ryj e O © Sy
Illustration 1 o i .GL'/
R Signature and Scale for the Key of Bp i SUMMARY
74,!2 gy O X - — A summary of the flat key signatures, up to Ap, is as
%}“’ follows:
In finding the next flat scale, we again count down to The key signature of F is 1 flat, Bp.
e fifth below, which brings us to Ep. Here, also, you The key signature of Bp is 2 flats, Bp Eb.
yill find that it is necessary to flat the fourth degree, A, The key signature of Ep 183 flats, By Eh Ab.
fnorder to make it the required half step above the third The key signature of Ap is 4 flats, By Ep A Db
dgree of the scale. This gives us a scale with three flats, The flats are always placed in the same order, namely,
ot one flat more than the preceding scale of Bp. (See  the order in which they are added in making new scales.
[lustration 2.) (See Illustration 4.)
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Illustration 4

Flat Signatures and Keynotes

Two Flats
One Flat
0 o 01 2
! e 17
‘ S Y P e D ST Ge—
e ‘ —
Key of F ey o
F iZ the keynote Bb is the keynote

- Four Flats

Three Flats
% i E; L -
1 [ %) 7.4 l'}

¢ Key of Eb e Keéyof Ab
Eb ?s the keynote Ab’is the keynote

Rhythm

(This subject is continued from Lesson 16, and is resumed in Lesson 79.)

SYNCOPATION

Another very important means of giving variety to
a rhythm is that known as Syncopation, which consists
of temporarily shifting the position of the chief accents.

This is done by having a specially accented tone in
some other position than on the first beat of the
measure, as at (a) in Illustration 5; or by having the
tone on an accented beat merely a continuation of the
tone on the previous beat. The latter arrangement
completely effaces the normal accent, as in the second
and third measures of (b).

HARMONY

Introductory

Harmony is the art of combining tones of different
pitch, and connecting these combined tones into pro-
gressions. Its many established rules are the result of
gradual evolution, and are based upon the practice of the
best composers.

The word Harmony has had many uses throughout
the development of music. The Greeks used it as a general
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HOW TO FIND THE KEYNOTE WHEN TH
SIGNATURE CONSISTS OF FLATS ‘

In Lesson 12, GENERAL THEORY, you learned that wha
the signature is composed of sharps, the keynote is fi
note directly above the last sharp in the key signature.

A different rule must be applied when the key sg
nature is made up of flats. The last flat is always the
fourth degree of the scale. Therefore, to find the keynot,
we may count down four degrees from the last flat—
the Bp scale (see Illustration 1) count down four fron
E} to Bp; in the E} scale (see Illustration 2) count dom
four from A} to Ep; and in the Ap scale (see Illustration
3) count down four from Dj to Ap. Hence, the ft
before the last one is always the keynote, in a maj
scale.

Illustration 5
(@) Syncopation by Transferring the Accent
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(b) Syncopation by Prolonging a Tone Over an Accent
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term for music, and it is often so used in poetical writing
today.

According to the derivation of the word, Harmoy
means merely “a fitting together.” As a definite musicd
system, it did not come into use until the seventeent
century. This system has undergone many changes inf
development, and is still in process of evolution.

LEssoN 21 - PAGE 2
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| You will recall that in Lesson 5, GENErRAL THEORY,
lyou were told that the tones of a scale are known as
 degrees of the scale.

j THE TONIC

In Lesson 12, GENERAL THEORY, you learned that the
tone from which any scale is named is always the first
tone of that scale, and is called the Keytone, Keynote,
‘o Tonic; that the succession of tones constituting a
sale are arranged according to definite and fixed rules:
and that all of these tones bear a certain definite rela-
tionship to the first tone.

We shall give the names of each of the scale tones, and
llustrate more fully their relationship to the tonic.
(See Illustration 6.)

Illustration 6
Names of the Tones of the Scale in their Relationship to the Tonic
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The tones of the scale will now be taken up for further
description, beginning with those of most importance,
next to the tonic.

THE DOMINANT

The fiftth degree of any scale is known as the Dominant
of that scale; thus, G is the dominant in the scale of C;
D, in the scale of G; A, in the scale of D; etc.

The dominant is, next to the tonic, the most “‘domi-
nating” or the tone of strongest effect, among the tones of
the scale.

The following table gives the dominant of every
major scale:

is G.

is D.

is A.

is E.

The Dominant in the Scale of C
The Dominant in the Scale of G
The Dominant in the Scale of D
The Dominant in the Scale of A

f/’-\\_—

Scale Degrees Named

The Dominant in the Scale of E  is B.
The Dominant in the Scale of B is Ff.
The Dominant in the Scale of F§ is Cf.
The Dominant in the Scale of C# is G§.
The Dominant in the Scale of F  is C.
The Dominant in the Scale of Bp is F.
The Dominant in the Scale of Ep is Bp.
The Dominant in the Scale of A} is Ep.
The Dominant in the Scale of Dp is Ap.
The Dominant in the Scale of G is Dp.
The Dominant in the Scale of C}y is Gp.

THE SUBDOMINANT

The fourth degree of any scale is known as the Sub-
dominant of that scale; thus, F is the subdominant in the
scale of C; C, in the scale of G; G, in the scale of D; etc.

The prefix sub means under, and the subdominant
is five degrees under or below the tonic, just as the
dominant is five degrees above the tonic. Hence, the
name of sub (under) dominant.

For instance, in the scale of C, G, the fifth above, is
the dominant, and F, the fifth below, is the subdominant.

To continue:
The Subdominant in the Scale of G is C.
The Subdominant in the Scale of D is G.
The Subdominant in the Scale of A is D.
The Subdominant in the Scale of E  is A.
The Subdominant in the Scale of B is E.
The Subdominant in the Scale of F# is B.
The Subdominant in the Scale of C# is Fg.
The Subdominant in the Scale of F  is Bp.
The Subdominant in the Scale of Bp is Ep.
The Subdominant in the Scale of Ep is Ap.

and so on.

THE MEDIANT

The third degree of any scale is known as the Mediant
of that scale; thus, the mediant in the scale of C Major is
E; in the scale of G Major is B; in the scale of D Major is
Fi; etc.

The word mediant means mid-way. The third tone
of the scale is mid-way between the tonic and the
dominant.

/// =

LessoN 21 - PAGE 3

x_ﬁ\@i/ N\ ipr————===gm, )

x%@%



THE SUBMEDIANT

The sixth degree of any scale is known as the Sub-
mediant of that scale; thus, the submediant in the scale of
C Major is A; in the scale of G Major is E; in the scale
of D Major is B; etc.

Counting downward, the submediant (or mediant be-
low) is mid-way between the tonic and the subdominant.

THE SUPERTONIC

The second tone of any scale is known as the Supertonic
of that scale; thus, the supertonic in the scale of C Major

is D; in the scale of G Major is A; in the scale of E Major
is Ff; etc.

The prefix super means above. The supertonic derives
its name from its position directly above the tonic.

THE LEADING-TONE

The seventh degree of any scale is known as the Lead:
ing-Tone (or Subtonic) of that scale; thus the leading
tone in the scale of C Major is B; in the scale of G Major
is Ff; in the scale of D Major is Cf; etc. The name,
leading-tone, is derived from the fact that it naturally leads,
by a half step, into the final tone forming the octave of
the tonic.

EAR TRAINING

Playing Scale Degrees Named, in Different Keys

Melodic Dictation

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.

PravinGg ScaLe DeGrEEs NaMED, IN DiFrereNT KEYS

1. Have the pupil play the scale of C, one octave, naming each tone—tonic, supertonic, mediant, etc. Then, have
him name each tone as you play the same scale. He should give both the letter name and the name of the tone in rela
tionship to the tonic. Play the tones first in regular and then in irregular order.

2. Dictate to the pupil, the following scale-degree names, in the key of C, asking him to play each tone as it is

named.

(a) Tonic, leading-tone, octave, dominant, mediant, tonic.

(b) Mediant, submediant, octave, subdominant, mediant, supertonic, tonic.

(c) Dominant, leading-tone, octave, submediant, dominant, mediant, tonic.

(d) Octave, dominant, supertonic, mediant, submediant, subdominant, mediant.

3. Dictate the same exercise, in the key of E, and have the pupil play each degree as you name it.

Merobic DicTaTiON

Play the following note-groups, and have the pupil write them. Observe that no measure signature is used. Give
the name of the note on which each group begins. Play each one several times, and do not proceed to the next until the

pupil has had time to write the one played.
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Test on Lesson 21
GENERAL THEORY

1. In what manner does the order of flat scales differ from the order of sharp scales?

BOTTS: ot U RS R Rl R I e

2. What interval below the keynote of the preceding scale determines the keynote for the new flat scale next
in order?

T PR T N L S ol Wi R O o B sy e LA R ORI e ) SR M et N

3. Why is it necessary to flat E, in the scale of B}?
TR SO T TINOTI: Tl AR M A I S A Ao SN I PSRN N X e - -

4. What is the new flat
gl B s e B e SR B L St VARt e bt o s A SR

(b) in the key of Ap? 5 R SRRy IV MUOUE. - ot SR LG SN 57 Lo ST 1 B
5. Give a summary of the flat key signatures, up to A}, and name the flats in each key.
R R SR e . CAS T T e, S S G- A USSP SO (R S BT P . T gL e - .

6. In what order are the flats always placed in the signature?

/G R e it~ Sy s LS e S A T Py PR, . B ey . 8 U7 4 £ It Ty SRR gkt UL R G R Gy

7. Write the scales of F, Bp, Ep and Ap; draw the proper signature for each scale and indicate the half steps.

;QF ;QEI,

J

¢

;@Bl’ 39 Ab
§

.\\3}\
8. What is the rule for finding the keynote when the signature consists of flats?

UAEE. o cn ucasmnictymihdame e o i i Sl G i et o B st i Braciabitdr il B ol o i
9. Why is syncopation important?

. s e i, A . i AR, S SN ot 3 NS R T Sl S & WP Nl . 2ot
10. Of what does syncopation consist?

M
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SHERWOOD Music Scroor Courses— VIOLIN Test on Lesson

o %
2% _gj GENERAL THEORY—Continued
S& 50
11. Name two ways by which this is done.
B o NS Ghor-sinin-iBiauiabadlog i she scale oL R A e
HARMONY
12. What is meant by the term, Harmony?
% LK TN AR I O A
13. When did Harmony first come into use as a definite musical system?
4 ... Ans
14. Give, in order of their importance, the names of the scale degrees, and show their relationship to the toni
o g Ams.-Soale-degree......cpning im0 30 VIR 203 OE AQL e
o e o Rt o 1. el ooty il 5 Bt B L o
L ——————— e e A S i oot 3
SERlED GOEPED Ll TS e Bk itesasesoumsssuscasannner el
Scale degree... o it . Frcomme bt ) e e, ROt e
Scale degree Bt I TPgpre N W W
Scale degree....oowocueneen... . — I PR ity W
15. Write whole notes on the proper scale degrees to show the tonic, subdominant and dominant in the kejs
of C,G, D, F.
13 e Ans
;9 () ()
A A
N T R R IR S A AR St taa .
EAR TRAINING
2 Lot 16. Playing scale degrees named, in different keys.
- — 17. Melodic dictation.
£ S TOTAL,
Pupils Name X" - 2 o L L
DTS FRBRIRIL . s oovmscsmtensmimssiriipe st ottt siriaiisemad
Pupil’s Class NO.ccecererececececnnne.
Teacher's NaMe.........ocooooeeoeeeeeee

Test on Lesson 21—Pag€ 2
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Subjects of this Lesson: Harmony - TecuNiIC - EAR TRAINING

HARMONY

Intervals

(This subject is continued from Lesson 4, GENERAL THEORY, and is resumed in Lesson 23.)

NUMERICAL NAMES OF INTERVALS KINDS OF INTERVALS

A general definition of interval may be given as, the In addition to their general or numerical names, intervals
pitch relationship between two tones, numerically ex- have more definite or specific names, such as Major, Minor
pressed. and Perfect.

The intervals in common use are: Primes, Seconds, The intervals which are normally major or minor are

Thirds, Fourths, Fifths, Sixths, Sevenths, Octaves, and the seconds, thirds, sixths and sevenths, with their com-
Ninths. (See Illustration 1, at the foot of the page.) pound forms.
The intervals which are normally perfect are the primes,

fitervals of more than an octave are generally treated fourths, fifths and octaves, with their compound forms.

and named as if brought within one octave. For instance,
in this chord example, the interval between the lower G
and the E at the top is regarded as a sixth

Major, minor and perfect intervals may be further modi-
fied into Augmented or Diminished intervals, as will be

. (a Compound Sixth) although it is actually explained in later Lessons.
fv\ o—fla thirteenth. Similarly a ninth may be re- Major and minor intervals cannot, by any change,
¢ — garded simply as a second, or a Compound become perfect intervals; nor can perfect intervals, by any
o Second. change, become major or minor.
Illustration 1
Intervals from the Tonic of the Scale of C to Every Degree of the Scale, up to and Including the Ninth
o -
©- (9 ) s
— e O —Ay . < L Z
v O © e e o__ o__ o_" ©o_ o o o 7
Prime ~ Second Third Fourth Fifth Sixth Seventh Octave Ninth

N
S— o

e D e e T e —— 3 — Iy \
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TECHNIC
Pizzicato
(This subject is resumed in Lesson 73.)
The word, Pizzicato (pit-se-kah’toh), is an Italian Hlustration 3
word, the literal meaning of which is “pinched”. The Correct Position of the Right Hand in Fixed

One-Finger Pizzicato

As used by violinists, it designates a form of tone pro-
duction in which the strings are plucked, instead of bowed.

ONEFINGER PIZZICATO

The first kind of pizzicato playing to be studied is that

in which the strings of the violin are plucked with only the
first finger of the right hand.

In preparation for playing one-finger pizzicato, the frog
end of the bow is dropped to the base of the fingers, and
is clasped against the palm of the hand by the second, third,
and fourth fingers; the thumb and first finger being left

free. (See Illustration 2.) In the second, or free-hand, form of one-finger pizzicato,
the thumb is not placed against the edge of the fingerboard

Hlustration 2 The entire right hand moves as the tip of the first finger

Fow v, ol the Disw rsing: OneBingsr plucks the strings. Ordinarily, the movement of the finger

Pizzicato Playing and hand is somewhat diagonal, as indicated by the dotted

line in Illustration 4. For loud pizzicato effects, however,
the finger may move straight across the strings. In fre
hand pizzicato, the bow is sometimes held in normal play
ing position. (See Illustration 4.)

Hlustration 4

The Movement of the First Finger and Hand
in Free-hand Pizzicato

There are two forms of onefinger pizzicato, namely,
Fixed and Free-Hand.

In the first form, fixed one-finger pizzicato, the inside of
the tip of the right thumb is placed against the edge of the
right side of the fingerboard, to hold the hand in a fixed

position. The tip of the index finger then plucks the

strings, moving quickly toward the palm of the hand. ° In both forms of one-inger pizzicato, the fingers of the
Care must be taken that the finger nail does not touch the  left hand must stop the strings very firmly; otherwise the
string. (See Illustration 3.) plucking of the strings may loosen slightly their contad

LEssoN 22 - PAGE 2
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vith the fingerboard, with the result that the stopped tones
wil not be clear and true in pitch.

In writing violin music, the word pizzicato, or its abbre-
viation, pizz., is placed at the point where the player should
bgin to pluck the strings. The return to the use of the
bow is indicated by the phrase col arco (“with the bow™),
orsimply the word arco.

For a very short section of pizzicato, the free-hand piz-
jicato is customarily used. The fixed form is used for more
atended sections. Orchestra music occasionally includes
piwicato sections which are so extended that the bow is
hid down for greater freedom and to avoid tiring the hand.

When a series of pizzicato single tones is followed by a
tord or chords of three or four tones, also to be played
pizzicato, the single notes are usually played with the hand

in fixed position, and the chords are played with free-hand
pizzicato. (See Lesson 27, TEcHNIC.)

When the music calls for a rapid alternation of pizzicato
and arco, the bow cannot be dropped to the base of the
fingers, but must be held in playing position; only the first
finger is removed from the stick of the bow, the thumb
and the other fingers holding the bow in position ready for
playing as shown in Illustration 4.

With few exceptions, the finger is not permitted to
touch the section of the string where the bow usually
plays, that is, the section between the bridge and the lower
end of the fingerboard. As explained in Lesson 1, Tecn-
NIC, if this part of the string is touched by the finger, the
moisture from the finger has a tendency to mix with the
rosin on the strings, in cakes, so that the strings vibrate less
effectively under the friction of the bow.

Scale Fingerings

(This subject is continued from Lesson 17, and is resumed in Lesson 25.)

B, Eh, AND Ap SCALES

[lustration 5 shows the fingering of the scale of Bp,
through two octaves, in the First Position.

The Bp scale offers at two points a choice between the
use of the fourth finger and the use of an open string:
once on the third tone, which may be produced either by
the fourth finger on the G string or by the open D string;
and again on the seventh tone, which may be produced by
the fourth finger on the D string, or by the open A string.
(See Mlustration 5.)

Illustration 5

Fingering of the Bp Scale

The scale of Ep can be played through only one octave
in the First Position, and it is so shown in Illustration 6.
None of the open strings comes into use in this scale. The
fingering pattern for the tones played on the D string is
identical with that of the tones played on the A string.
(See Illustration 6.)

Illustration 6

Fingering of the Ep Scale

The fingering of the scale of A} is shown in Illustra-
tion 7.

Illustration 7
Fingering of the Ap Scale

This scale may be played through two octaves in the
First Position, and the fingering is so given in Illustration 7.

As with the scale of Ep, none of the open strings is used
in the A scale.

LEssoN 22 - PAGE 3



SN 7 P
o - MR =

: ? ~ Suerwoop Music Scuoor Courses—VIoLIN N\ D=
A =T ﬂ\;.,.»--"‘ TS T = o 7 A
Fingering
EXCEPTIONS TO THE RULE stop B on the A string, and F on the E string. It is mud

You were told in Lesson 12, TecHNIc, that when the  easier to finger this passage as shown, by using the seca
left hand is in the First Position, each finger stops each  finger to stop B on the A string, and the first fingert
string for a certain natural tone, and for the sharps and  stop F on the E string. (See Illustration 9.)

flats of that tone.
Illustration 9

In your music, however, you will occasionally find Another Bxample of Fingering which is an
melodic progressions and combinations of tones which can Exception to the Rule
be fingered most conveniently by making exceptions to this L Py
general rule. e
For example, the rule would require that the Ap, A and v - o
At in Illustration 8, all be stopped by the first finger. It is The exception shown in Illustration 9 is typical d
easier, instead, to let the second finger stop the string for numerous fingering problems which can be solved in ti
A%, as indicated in the illustration, so that the first finger same way. If the notes in this illustration, B and F, wen
will not have to stop three different tones in succession. played together, the fingering would still be the same. (%
(See Illustration 8.) Lesson 27, TecuNIC.)
Tlustration 8 Illustration 10 shows typical exceptions of still anothe
An Example of Fingering which is an kind. If played on the E string, the second tone, F}, woulé

Seapriet o B not be stopped at all, but would be played on the openk

string. Observe, also, that the first finger must be usedin
this passage not only to stop F and F#, but also to stop B}
(See Illustration 10.)

17 4
+

VA ! i l

L= 3 R s

2

() ? b? h?

- Illustration 10

Further Exceptions in Fingering
Illustration 9 shows a fingering problem of a different ) O SO gt i

)” &)

kind. The regular procedure for fingering would require 7 i, G
the first finger to be moved back and forth constantly, to ' :

EAR TRAINING
Tonic Sol-Fa

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.

Play and sing each of the following passages, using the Tonic Sol-Fa syllables. After each one, have the pupl
sing it, using the same syllables.

. )yt . .
i } ' F Fﬂ ; 77 ’:L }"5 : 1 1 ] 1
Pt —a S i e

2 Dok Me Soh Te Doh Dok Me  Sob Fuh Me Ray Me

n “ ol —l ; ]
— ‘IHU.T‘H i i i i { }
w = = e & === F ’?:E:J

Ray Dok 7e Dok Ray Me Fah Soh Lah Te Dok Soh Dok

LEssoN 22 - PAGE 4
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GRADE PREPARATORY B

Test on Lesson 22
gg HARMONY

1. Give a general definition of interval.

... Ans.

2. Name the intervals in common use.

B < veecsnnsnmnasmmansmmsm e omresb o s

§ e Ams.

4, What intervals are normally major or minor?

... Ans.

5. What intervals are normally perfect?

§... Ans.

6. Into what other kinds of intervals may major, minor and perfect intervals be further modified?
... Bkt et 4

$ Prime S5th 2nd Octave 4th 9th 6th 3rd 7th
VY
Jv e o o o © © ©- © o
TECHNIC
8. What is the meaning of the word pizzicato, as used by violinists?

1. Ans.

9. Name the two forms of one-finger pizzicato.

- RRARGER. ) S e I A N BN e o S A i st IR NP 7+ S MRl
10. When is each form used?
| - A T e et

§...... Ans.

Copyright 1937 by A. J. LLewrrryn. Imperial and International Copyright Secured
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PRINTED IN U. 8. A.



Suerwoop Music Scroor Courses—VIOLIN Test on Lesson)

.gié '?;E TECHNIC—Continued
=& =20
12. What is the meaning of the word arco?
;s AN, comsgpansnmimmsspaonippusspess
13. In playing the B} scale, where is there a choice between the use of the fourth finger and the use of anop
string?
. E— B s R e AR s N bR s nsssnossnsssmyrnsss s amasaes
14. How many octaves of the Ap scale may be played in the First Position?
[ Ans. 4
15. Why is there an exception to the general rule for fingering, as indicated in
. T— (a) Ilustration 8? Ans. ...... J
(b) Illustration 9? AN, ... ‘ L
EAR TRAINING
 — 16. Tonic Sol-Fa.

$00. s TOTAL.

Pupil’'s Name.

Pupil’s Address
Pupil’s Class NOwoceuememeecmruceecnne.

Teacher's NaAMe....eeeeeeeeeeeeeeeeeeeeeeeeeeeeenene

Test on Lesson 22—Page 2



THE DOUBLE SHARP

In Lesson 3, GENErRAL THEORY, you learned that when
we speak of sharping any note, we mean that the tone rep-
resented by that note is made a half step higher in pitch.

It sometimes becomes necessary, for reasons which you
will shortly understand, to raise a note that is already
sharp; that is, to double-sharp it.

A note that is double-sharped is two half steps higher
in pitch than the natural, and two half steps higher on the
 fingerboard, instead of one half step.

. The sign used to indicate that a note is to be doubles

sharped, is . (See Illustration 1.)

Illustration 1
The Double Sharp

-

| ()

A double-sharped note is usually played by the same
' finger as would regularly stop the string for a natural with
' the same letter name. (Refer to the fingering shown for

llustration 3, next page.) However, exceptions are some-
' times made for greater convenience.

THE DOUBLE FLAT

In Lesson 3, GENERAL THEORY, you learned that when

(‘L:\"'\ - . Z 1:

Co, p;ri ght 793741;;;\_—]~ Liew a:;v; . Im, p
- All rights reserved, for all countries, including the right of translation
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Lesson 23 2L

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

GENERAL THEORY

Notation

(This subject is continued from Lesson 18, and is resumed in Lesson 32.)

we speak of flatting any note, we mean that the tone repre-
sented by that note is made a half step lower in pitch.

It becomes necessary, many times, to double-flat a note;
that is, to lower a note that is already flatted.

A note that is double-flatted is two half steps lower in
pitch than the natural, and two half steps lower on the
fingerboard, instead of one half step.

The sign used to indicate that a note is to be double-
flatted is pp. (See Illustration 2. )

Illustration 2
The Double Flat

{
L)

A doubleflatted note is usually played by the same
finger as would regularly stop the string for a natural with
the same letter name. But, as with double sharps, there are
instances in which exceptions are made. (Refer to the
fingering given for Illustration 4, next page.)

HOW TO CANCEL THE DOUBLE SHARP

In Lesson 8, GENErAL THEORY, you learned the use of
the Natural Sign, namely, to restore to its regular pitch a
note that had been sharped or flatted.

Suppose you are playing a composition in the key of B
(signature five sharps); and G, which is already sharped

erial and International Copy'rlght Secured '
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by the signature, is double-sharped for a particular pas-
sage. To restore it to its previous pitch, the sign, ki, is
used. It indicates cancellation of one of the sharps and
retention of the other, as required by the key signature.
(See Illustration 3.)

Illustration 3
The Sign for Cancelling a Double Sharp
2 1 2 i o

| ' s |
i |  —

==

L)

HOW TO CANCEL THE DOUBLE FLAT
In like manner, the sign hp is used to cancel a double

/; S — _,;,4,4;:/?'{,.:t1

2 Suerwoop Music ScaHooL Courses—VIOLIN

)
N
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flat, and restore the note thus double-flatted to its regula,
or previous pitch. (See Illustration 4.)

Illustration 4
The Sign for Cancelling a Double Flat

4 1 2
11 3 1 o

= =

@ | | !

A natural, sharp, or flat sign, alone, positively indicates
the pitch of the note to which it is attached, and canceh
any other sign going before. The natural signs before tie
sharp in Illustration 3 and before the flat in Illustration
appear, therefore, unnecessary and are omitted by some
writers.

Scales

(This subject is continued from Lesson 21, and is resumed in Lesson 26.)

SCALES OF Dp AND Gp MAJOR
There are two more commonly used flat scales to be

studied, Dp with five flats, and Gp with six flats. (See
Illustration 5.)

Ilustration 5
Scales with Five and Six Flats

4 Scale of Db
| I} _
n o>
|4 | P A .
7 h O 4» ¥
AN 74 | Pl S .4
v QL Vv ~—
Scale of Gb e
= o0
Y P 00—
vy UV hn o 43 -
v o
()

Observe that the keynote of D} is a fifth below the key-
note of A, the scale with four flats; and that G} is a fifth
lower again. Also observe, in each case, how you can
find the keynote by counting down four degrees from the
last flat.

SCALES WITH MORE THAN SIX FLATS

It is possible to have scales with more than six flats; for
instance, Cp with seven flats, or Fy with eight flats. How-
ever, such scales are not commonly used.

o N P Y
NN\ el

LEssoN 23 - PAGE 2
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Illustration 6 shows the scale of Cp. Observe that thee
are no natural tones in this scale. It may be regarded mo¢
simply as the scale of C with every tone lowered one hal
step. (See Illustration 6.)

Illustration 6

Scale of Cb

¢

D) 003\/

If a scale were constructed on F} as tonic, it would
require eight flats. Every scale degree would be a flat, the
fourth being a double flat, Bpp.

SUMMARY OF THE FLAT SCALES

The scale of F  has 1 flat, Bp.

The scale of B has 2 flats, Bp Ep.

The scale of Ep has 3 flats, By Ep Ap.

The scale of A} has 4 flats, By Ep Ap Dp.

The scale of D has 5 flats, By Eph Ap Dp Gp.

The scale of G} has 6 flats, Bh Ep Ap Dp Gp Cb.
The scale of Ch has 7 flats, By Eh Ap Dp Gp Ch Fp.
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HARMONY
Intervals
(This subject is continued from Lesson 22, and is resumed in Lesson 24.)
W INTERVALS ARE RECKONED Tlustration 9

Intervals are reckomed from the lower tome upwards, Augmented Primes

otherwise indicated. For example, in forming the

of C, CE-G (see Illustration 7), we call the upper- / iy
tone of the chord, G, the fifth of the chord, as it is { — —jppofe-
fith above the foundation tone or root. Likewise, the J . o ﬁe- TR

niddle tone of the chord, E, is the third above the root.
A diminished prime is not possible.

In Illustration 10, you will find Perfect and Augmented
Primes on all the degrees of the scale of C.

Tllustration 10
% Perfect and Augmented Primes

L),

Illustration 7
Chord of C

Perfect Augmented

PERFECT PRIME o8
A Perfect Prime, also called a Unison, consists of two X e ﬂre-
utes on the same staff degree and of the same pitch. (See
[lustration 8.) A perfect prime is not really an interval Jﬂ
(both notes representing the same tone) but is technically OnD {7y =
nduded as an interval. o oo O RO
Illustration 8 4
Perfect Primes or Unisons e JI[L\D . P
st
Z — OnF
it oo % 2 ) @ MY 8 )
J ee
/)
HE AUGMENTED PRIME et oo
An Augmented Prime consists of two notes on the
ame degree of the staff, the second of which is a half step
igher than the first. (See Illustration 9.) OnA Y oo
The word Augmented means enlarged or increased, and -
jused when some perfect or major interval is enlarged a
ilf step by means of an accidental which raises the upper On B fiy—©OO © gs
me or lowers the lower tone. -y

- %\\\\,___._..___,.4, O S it e //’/\/*\ o /4
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EAR TRAINING

Rhythmic Dictation Melodic Dictation Tonic Sol-Fa

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. '

Ruyramic DicraTioN

Play (or tap) the rhythms given below, and have the pupil write them. Give the measure signature, and cout
aloud while playing. Explain that you will repeat each rhythmic group, but that it is to be written only once.

B 500 4 s S 5 e N 01 R S - Y S I A
4 J TR TNy 3 ) 3y

Merobic DicraTion

Play the following note groups, and have the pupil write them. Observe that no measure signature is used. Giw
the name of the tone on which each melody begins. Play each one several times, if necessary, and do not proceed to ti
next one until the pupil has had an opportunity to write the one played.

|
1 i

’ t T
1 i 1 T T 5 T T T
_H_i I & | } I 1 1
LY, J | L = & v

| 10EY
| 158}

| 1688

Tonic Sor-Fa

Play and sing each of the following melodic passages, using the Tonic SolFa syllables. After each one, have tt
pupil sing it, using the same syllables.

_:Qr /) ] /) [N R
) L 1 [ | N A 1 |
G el Crlaeaie i Giise bl raen
| T ry, I I
Soh Lah Te Doh Ray Doh Doh Ray Me Fuh, Lah Soh

Me RayDoh Ray Me DohSoh, MeFuh Stk

™ \'\“'L' =\\! e
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ﬁ GRADE PREPARATORY B

| Test on Lesson 23

ﬁéé GENERAL THEORY

; 1. How much higher in pitch is a note that is double-sharped?

S, ...l s ORI o o R 8 BT odsuemsysinimerin s

" 2. How much lower in pitch is a note that is doubleflatted?

... R RO N N A e et oy, St oy g SN D
3. What sign is used to indicate that a note is to be

}6 (a) double-sharped? pc 7 SO o I\ i | bl skttt

| (b) double-flatted? AN e e o e

| 4. What sign is used to cancel

B (a) the double sharp? Ans. ST O S PO RO 7. W82 ) 5

I‘ (b) the double flat? ANG Sigua s

| 5. On the staves below, write the scales with five and six flats, indicating the proper signature for each scale,
and the half steps by a short curved line.

-
A\l

D))

D S8
D>

6. What scales sound the same on the violin as

E..... (a) Cp, with seven flats? Ans. woooeeemeeeeeeeee
(b) Fp, with eight flats? Ans.

7. How many different major scales can be played on the violin?

Copyright 1937 by A. J. Lrewerryn. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
PRINTED IN U. 8. A.
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‘3% :z? HARMONY
S8 50
9. How are intervals reckoned?
S R, NS e i e o

Test on Lesson X

14. Write in the treble staff below, the perfect and augmented primes on the first, fifth, third, and seventh

degrees of the scale of C.

On First Degree On Fifth Degree On Third Degree

On Seventh Degree

5. 1N

Perf. Aug. Perf. Aug. Perf.
EAR TRAINING
p NP 15. Rhythmic dictation.
- Ep— 16. Melodic dictation.
- e 17. Tonic Sol-Fa.

100 ........ TOTAL.

PUBLUS NN st oo ninion

Aug.

Perf.

Pupils Address......c...cormissrismassseesoss

Pupil’s Class NO..oeveeeeeeeemeeencne

edCher SENTIIE i o et e Bl ke o e i

Test on Lesson 23—Page 2

Aug.
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Lesson 24

Subjects of this Lesson: HARMONY - INTERPRETATION - EAR TRAINING

HARMONY

Intervals

(This subject is continued from Lesson 23, and is resumed in Lesson 25.)

THE MAJOR SECOND

A Major Second is the interval between any tone and
the second degree of its major scale. Thus, C to D, E
to P, etc., are major seconds. (See Illustration 1.)

Illustration 1
Major Seconds

[ Q)

BT

e

7
N ©
‘Yd © U

[ % )

Exs
I
et
)

Observe that in the second measure of Illustration 1,
P is sharped because Flj would not be the second degree
of the E major scale.

The interval of a major second is always a whole step,
and the name of the second tone, reckoned upwards, is
dways the next letter in the music alphabet. For ex-
ample, in the second measure of Illustration 1, the second
tone must be written Ff, not Gp. You will better under-
stand the reason for this as you continue your study of
intervals.

THE MINOR SECOND

A Minor Second is a second having one half step less
than a major second.

J, ( N
J.LLeweLLYN. Impmal and International CopyngFSuuud "’

(N

F\‘.V’KIS ,nt‘opyvn—mn A,

A major second becomes a minor second when the
upper degree of the interval is made a half step lower in
pitch. From C to D is a major second, and from C to Dp
is a minor second. (See Illustration 2.)

Illustration 2

Minor Seconds Formed by Lowering the Upper Tones of the
Intervals in Illustration 1

VY

-7

¢

All major intervals may thus be reduced a half step,
thereby becoming minor intervals.

The raising of the lower tone has the same effect as
lowering the upper tone, in changing the character of an
interval. (See Illustration 3.)

Illustration 3

Minor Seconds Formed by Raising the Lower Tones of the
Intervals in Illustration 1

hn 42
o golpo o lie

oo

luding the right of
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THE AUGMENTED SECOND

An Augmented Second is a second containing one half
step more than a major second.

In the same way that a perfect prime may be augmented
by raising the second tone of the interval a half step, so a
major second may be made into an Augmented Second by
raising the pitch of the second tone of the interval a half
step, as in Illustration 4 at (a).

From C to D is a major second, and the interval consists
of two half steps. From C to Df is an augmented second,
having three half steps. Notice, however, that only two
letters are included, and that the second tone of the inter-
val is Df, not Ep.

A major second may also be made into an augmented
second by lowering the lower tone a half step, as at (b) in
Illustration 4. Without the flats, the intervals at (b) are
major seconds.

Illustration 4

Augmented Seconds

_{) (a)

| fan)

s

54
|

N5 N

o A
8‘ ™
N—

COMPARISON OF THE AUGMENTED PRIME
AND THE MINOR SECOND

The augmented prime and the minor second both con-
sist of only one half step, but the augmented prime uses
one letter of the alphabet, while the minor second includes
two.

From C to Cf is an augmented prime, and from C to D}
is a minor second. (See Illustration 5.)

SCHOOL COURSES——VIOLIN

S i

[!”‘{ =

Be careful, in writing any interval, to use the corred
notation. For instance, it would be incorrect to writ
C-C# when a minor second is meant.

Illustration 5

Comparison of Augmented Prime and Minor Second

/) 0
w4 —g
10y 03 +
A\ V4 14 ANV |
J o fe J V0

In Illustration 6, you will find Major, Minor and
Augmented Seconds on all the degrees of the Scale of

Illustration 6
Major, Minor and Augmented Seconds

Major Minor  Augmented
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USE OF THE TERM ENHARMONIC

The term Enharmonic is applied to notes, intervals and
dords, which are named and written differently, but
which sound alike or nearly alike.

The word really means “having intervals less than a
hlf step,” as from Ff to Gp. As we shall later learn,
B and G} are not quite the same in pitch, although for
pesent purposes we are considering them as being pro-
diced at practically the same point on the fingerboard.
Likewise, we are, for the time being, thinking of Cf# and
Dpas being produced at the same point on the fingerboard;
ad we are considering Df and Ep, G# and Ap, Af and
By in the same way.

ExaarmonicaLLy EQuivaALENT NoTEs

Notes which represent approximately the same pitch,
hut which may be written in either of two different ways,
are said to be enharmonically equivalent. (See Illustra-
tion 7.)

Illustration 7

Single Notes Enharmonically Equivalent

NN

¢

P

¢

33
e

BN

‘BxaarMONICALLY EQUIVALENT INTERVALS

Enharmonically equivalent intervals were shown in
[lustration 5 (the augmented prime and the minor sec
ond). Illustration 8 gives another example. The intervals
there shown sound alike but are named differently.

Many other enharmonically equivalent intervals will
b met with as you proceed with your studies.

Enharmonic Change of Notation

Illustration 8

Intervals Enharmonically Equivalent

EnnmarMonicaLLy EQuivaLENT CHORDS

Chords which sound alike, but are written differently,
are shown in Illustration 9. The enharmonic changes may
affect all the notes of the chord, as at (a), or only some
of them, as at (b).

Illustration 9

Chords Enharmonically Equivalent

At (a) in Illustration 9 above, we find in the first
measure a chord written as Af Ff Cf. In the second

measure the chord is written differently. The A} becomes
B}, the Ff becomes G}, and the Cf becomes Dp.

It will be seen that at (b) the second chord in the first
measure has one note which is the same as in the first
chord. The D} in the first chord becomes C# in the sec-
ond; the A remains the same; and the F of the first chord
becomes E# in the second.

—
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INTERPRETATION

Playing from Memory

(This subject is resumed in Lesson 42.)

It is important for you to learn to play from memory.
You can give more attention to the elements of interpreta-
tion—dynamics, tone duration, rhythm, etc.—when you
do not need to read the notes from the printed page.

SUGGESTIONS FOR MEMORIZING

The memorizing of music is not very different from the
memorizing of a poem. If you were to memorize a poem,
you would not proceed to read it over and over again,
from beginning to end, until the words came as a result
of habit. You would study it, section by section, and
part by part, trying to understand the ideas of the poem
and the relation of one part to another.

Exactly the same thing should be done in music. Music
must be learned passage by passage, and built up by con-
necting and relating these passages.

By playing over several times a passage or section of
a certain number of measures, a decided impression i
made both on the ear and on the playing apparatus
When one section can be played from memory, add ar
other; and so on, little by little, for the whole piece. Ifa
certain passage proves troublesome to remember, take i
in still smaller sections, exactly locating the place whet
the difficulty of memory occurs, and form, if possibl
some ideas about the notes at that point.

Memorizing may be partly carried on away from the
violin. It is said that some musicians have been able fo
memorize a piece away from the violin, and then to pliy
it, the first time, without notes. While this may seem i
possible to many, the silent study, after practice, may
greatly help to strengthen the impressions already obtained.

EAR TRAINING

Observing Major and Minor Seconds

(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

1. Play a succession of major seconds (whole step) from middle C to the next C (B#) above. (This successionis
known as the Whole Tone Scale, and is prominently used by some composers.)

2. Play this same succession of ascending major seconds, beginning on F, Bp, E and A.

3. Play the following, observing which progressions of seconds are major and which are minor.

!i o | T T
v = 1 =—t==I ==
na
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Test on Lesson 24
§ HARMONY
1. What is a major second?
... R T ST St AR TSNS > CERN ¥ J . s PSR
2. What is a minor second?
... I ... i it i e A, A TSRS, (RPN, S, AR B b d el b

3. When does a major second become a minor second?

T ———— R ———— R

4. In what other way may the same effect as lowering the upper tone be obtained?

R Ans. ... e Lo ot er oo Pionadd ol o B0 wl e o SRR oftacot i o A e o~ 5ty S, Sl AT SRR e 5

5. Write two examples each of
(a) major seconds.

(b) minor seconds formed by lowering the upper tones of the intervals.

(c) minor seconds formed by raising the lower tones of the intervals.

. Ans.
4 (@) () (c)
1l
2 o) i
S ,

6. What is an augmented second?

8. Write two examples of augmented seconds, illustrating the two ways of obtaining this interval.

BE...... Ans.

9. What difference is there between the augmented prime and the minor second?

Copyright 1937 by A. J. LLewerryN. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
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HARMONY—Continued

Obtained

Marks
Possible
Marks

10. Write major, minor and augmented seconds on the second and seventh degrees of the scale of C.
’l‘

4 Major Minor Aug. Major Minor Aug.

11. To what is the term, enharmonic, applied?

12. Give one example each of

(a) single notes enharmonically equivalent, (b) intervals enharmonically equivalent, (c) chon
enharmonically equivalent.

(s e Ans
# (a) ()] (c)
<0 E 42
Y]
INTERPRETATION

13. Name some of the elements of interpretation to which the pupil can give the best attention when he
from memory.

EAR TRAINING
{4 g 16. Observing major and minor seconds. i

100 ........ TOTAL.
Pupil’s Name.....

Pupil’'s Address

Pupilis-@lassNozmanrgmn o

Teacher’'s Name

Test on Lesson 24—Page 2



Subjects of this Lesson: HarmoNY - TecHNIC - EAR TrAINING
HARMONY

Intervals

(This subject is continued from Lesson 24, and is resumed in Lesson 27.)

THE MAJOR THIRD Remember that a third of any kind always includes

A Major Third is the interval between any tone and three letters.
the third degree of its major scale. (See Illustration 1.)

Illustration 2
Minor Thirds

Illustration 1

Major Thirds —-9 T
V o¥ 1. DO
b= i1 s .
/) o i
S 1%y 403 8 g {}9%

J & PO 1O For example, from D} to F is a major third, as F is the
third of the major scale of D}. It would be incorrect to
B\ OR THIRD write the interval, Dp-E#, for a major third, as only two

letters would be included instead of three.
A Minor Third is a third having one half step less than

e In the same way, the interval, E)-G}, is a minor third,
amajor third.

as Ep-G is a major third, and Ep-G} is one half step less.
From C to E is a major third. If we use E} instead of E It would be incorrect to write Ff in place of G}, as only

we have a minor third, as there are only three half steps  two letters would be included instead of three.
ketween C and Ep. (See Illustration 2.)

We might say that a major third is made up of two
mjor seconds, and that a minor third is made up of a COMPARISON OF THE AUGMENTED SECOND

ninor second and a major second. (See Lesson 24, Har- AND THE MINOR THIRD

uoNy.) The terms Large and Small are sometimes used The augmented second and the minor third include the
for major and minor intervals. (See Lesson 4, GENERAL  same number of half and whole steps, but the augmented
THEORY.) second includes only two letters of the alphabet, while the

e . s - Y- !
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minor third must always include three letters. (See Illustra-
tion 3.)

Illustration 3
Comparison of the Augmented Second and the Minor Third

W %
105
7
)

(i
]

s o o 2° o fotho—2o-l
Aug. Sec. Min.Third Aug. Sec Min. Third
THE DIMINISHED THIRD

A Diminished Third is a third one half step less than
a minor third.

From C to Ep is a minor third. By lowering the Ep one
half step, we obtain a diminished third, C-Ep}.

By raising the lower tone of the minor third from C
to C#, we also obtain a diminished third, as the difference
in pitch between C# and E} is two half steps, and the three
included letters, C D E, make it a third. (See Illustra-
tion 4.)

Illustration 4
Diminished Thirds
:@7 LA ll'i\r\ OF4 [ W ) b(, or-H4e)
g T8 F L
Min. Third Dim Thirds Min.Third Dim. Thirds

As stated above, the interval, C-Epp, is a diminished
third. It would be incorrect to write this interval C-D,

because only two letters would be included, making it a
second.

COMPARISON OF THE MAJOR SECOND AND
THE DIMINISHED THIRD

The major second and the diminished third include the
same number of half and whole steps, but the major second
includes only two letters of the music alphabet, while the
diminished third must always include three letters. (See
Illustration 5.)
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Illustration 5
Comparison of the Major Second and the Diminished Third

4

Maj. Sec. Dim.Third Maj.Sec. Dim. Third

In Illustration 6, you will find Major, Minor and
Diminished Thirds on all the degrees of the scale of C.

Illustration 6
Major, Minor and Diminished Thirds

Maj. Min. Dim .
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TECHNIC
Sight-Reading

(This subject is resumed in Lesson 65.)

Sight'Reading is cultivated by practice rather than
by study.

To become a good sight-reader you must gradually
aquire an intimate knowledge of the meaning of the signs
o notation, and must perfect your command of the
chnical means necessary for interpreting these signs.

-~ With such a knowledge of notation, you will be able to
aticipate mentally each technical motion a moment before
foccurs, so that your mind may guide and direct the play-
g apparatus as it should. For example, in sight-reading
the passage in Illustration 7, the eye and mind should be
buisy with the second group of notes, A-GF, while the
flaying apparatus is still busy with the first group of
wtes, E-F-G.

Illustration 7
A Sight-Reading Example

Va)

| v e |
S e
[))

Always running a little ahead of the playing apparatus,
ke a scout before an advancing army, the mind should
aticipate and form a picture of each motion of stopping,
bowing, or other technical means required.

Sight-reading depends not only upon the rapidity with
which these mental pictures are formed, but also upon the
readiness with which the playing apparatus responds in
reproducing them. These processes become almost auto-
matic by much practice, and lead to fluency and con-
tinuity of playing.

The difference between one who is called *“a good
sight-reader” and one who is merely able to read music,
is altogether in the speed and accuracy of these processes.

The greater your familiarity with scales and keys, the
more immediate and definite will be the mental impres-
sions derived from looking at the printed notes.

You should practice reading at sight every day, select-
ing material easier than you are studying. You will grad-
ually be able to read, without hesitation, music of a more
and more intricate nature.

Always remember that, in sight-reading, it is most
important to keep to a strict rhythm. A musically un-
educated listener may be conscious of stumbling and in-
accurate rhythm, when wrong notes would escape his
attention. This does not mean that you should be satisfied
to play wrong notes. Endeavor, constantly, to produce a
note-perfect reading, and your ability in this respect will
rapidly increase.

Scale Fingerings

(This subject is continued from Lesson 22, and is resumed in Lesson 28.)

Dy AND Gp SCALES

Illustration 8 shows the fingering for the Dp and Gp scales through one octave.

Illustration 8

(s) Fingering of the Dp Scale

(b) Fingering of the Gh Scale

GDAE
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Bowing

(This subject is continued from Lesson 18, and is resumed in Lesson 27.)

HOW TO BOW DOTTED NOTE RHYTHMS
Dotted note rhythmic patterns, like those shown in
Illustration 9, are frequently found in music.

Illustration 9
Dotted Note Rhythmic Patterns

Let us study the forms of bowing which are applicable
to rhythmic patterns of this type.

The first note in Illustration 9 might be played with a
short section of the bow, up-bow; and the second note
with the same short section, down-bow. In such case, the
bow must be drawn faster for the second note than for
the first, because the second note has only one-third the
time-value of the first note, yet receives an equal amount
of bow.

Naturally, it is also possible to play the first of such a
pair of notes down-bow, and the second, up-bow. When
the first note is played down-bow, it is easiest to start at
the frog of the bow. When the first note is played up-bow,
it is usually easiest to start at the middle or at the tip of
the bow. All three pairs of notes in Illustration 9 may be
played according to the explanation given for the first pair.

Another way to bow a dotted note pattern, as repre-
sented by the first pair of notes in Illustration 9, is to take

both notes of the pair with one stroke of the bow, up o
down, but with the first note receiving more of the stroke
than the second, in proportion to its greater time-value
This procedure is almost invariably followed in playing
orchestral music.

If the notes are played in one bow, and the effect isto
be detached in character, staccato bowing is used, &
explained in Lesson 18, Tecunic. If a legato effect is de:
sired, the notes are simply slurred together; except thit
when the two notes in a pair happen to be of the same
pitch, they must be made staccato to keep them from
merging into a single note of greater time value.

With proper adjustments of the distribution and speed
of the bow, to fit varying time values, the forms of bowing
just explained may also be adapted to other rhythmic pat
terns, like those in Illustration 10, all of which represent
similar bowing problems. (See Illustration 10.)

Illustration 10
Other Rhythmic Patterns

ool e
l’.’:‘\’ I’T’?, I’.?‘,
i Ly e

EAR TRAINING

Rhythmic Dictation

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.

Play (or tap) the rhythms given below, and have the pupil write them. Give the measure signature, and coutt
aloud while playing. Explain that you will repeat each rhythmic group, but that it is to be written only once.
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0
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GRADE PREPARATORY B

Test on Lesson 25

HARMONY
1. What is a major third?
L S 0 SRR 1. TR, &5 2 8 7 I it e A \ RS RTR SN
2. Write major thirds on C, D, E, F# and G}.
Ans.
1\3‘ © - 5 ﬁﬂ ==
3. What is a minor third?
L SRR 3 18 B 8 B ok . 8 82 SRR SN S . e T
4. Werite minor thirds on C, Dp, E, Ff and G.
.. Ans.
£
i\c)? P PO © Fo =

5. What other terms are sometimes used for major and minor intervals?

B oo AR B cinmios e bismuesirsimoragiiion r el s o et v popaset e dars S BN o o s o AR
6. How many letters does a third of any kind include?
Ans. . R e A iy R s i Bz v e e B

7. Write examples showing the comparison of the augmented second and the minor third on C and Bj.

.. Ans.

P Aug. Sec Min. Third Aug. Sec. Min. Third
= i fr s
5 i — —
Y o ©
8. What is a diminished third?
L S S < S RS e A S O R SOS 10 0
9. Write diminished thirds on C, C#, E and Ef.
Ans.
% —t

J o Qe—
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SueErRwo0D Music Scroor CouRrRsEs— VIOLIN Test on Lessoni

HARMONY—Continued

Obtained

Marks
Possible
Marks

10. Write examples showing the comparison of the major second and the diminished third on G and A.

ﬁ Maj. Sec Dim. Third Maj. Sec. Dim. Third
| Fan 5 > [ %) [ %)

ANAV4 o O

)

11. Write the major, minor and diminished thirds on the first and fifth degrees of the scale of G.
Draw the proper signature.

£ Maj. Min. Dim. May. Min. Dim.

TECHNIC
12. How is sight-reading cultivated?

13. What must the student first attain in cultivating sight-reading?

15. What procedure is almost invariably followed in playing dotted note rhythms in orchestral music?

EAR TRAINING

100 ........ TOTAL.

Pupil’'s Name......
Pupil’s Address

Pupil’s Class No...occcueceruenens

Teacher's NAME ..o wsveiensstossssmmsmissnssssassaney

Test on Lesson 25—Page 2
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Subjects of this Lesson: GENERAL THEORY - ForM AND ANALYsIs - EAR TRAINING

GENERAL THEORY

Scales

(This subject is continued from Lesson 23, and is resumed in Lesson 30.)

SCALES OF B, F#, AND C# MAJOR

We shall now study scales with five, six, and seven
sharps—the scales of B, Ff, and C§ respectively. (See
[lustration 1.)

Illustration 1
Scales with Five, Six and Seven Sharps

Scale of B

#ﬁ o
w O Vs
' Scale of F§

n -

ho § el 4 Dol 1
re——— e
D]

Scale of C#

13
hs T —
O [ ® )
P [ ®.] o Lk
S B
-“-©- O ST

Observe that the keynote of the scale of B is a fifth
above E, the scale with four sharps; and that Ff is a
fith higher than B; and that Cf is a fifth higher than F.
Also, observe that the keynotes are, in each case, one
degree above the last sharp.

z e @ = - ———— an
NS~ Copyright 1937 by A. J. LueweLLyx. Imperial and International Copyright Secured ' S
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The tonality of a passage of music is definitely fixed by
the presence of the fourth and seventh of the scale.

For example, let us say that we have the fourth (D)
and the seventh (G#) of the scale of A, with three sharps.

No scale with less than three sharps has G§, and no scale
with more than three sharps has Db.

This rule applies in the same way to flat scales. For
instance, take the fourth and seventh of F, with one flat.
The fourth, B}, would not occur in a scale with less than
one flat. The seventh, E, would not occur in a scale with
more than one flat, because the second flat is always E}.

Hence the rule for determining the key of a given
passage of music:

The key of any passage of music is the same as the key
whose fourth and seventh are found in the passage, if
major.

SUMMARY OF THE SHARP SCALES

The scale of G has 1 sharp, F#.

The scale of D has 2 sharps, Ff C#.

The scale of A has 3 sharps, F# C# G§.

The scale of E has 4 sharps, F§ C# G D.

The scale of B has 5 sharps, F§ C# G§ Di Af.

The scale of Ff has 6 sharps, F C# Gf Df At Ef.
The scale of Cithas 7 sharps, Ff Ct Gf D A Ef Bf.

Ve /*V\\‘
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FORM AND ANALYSIS

Periods, Phrases and Sections

(This subject is continued from Lesson 19, and is resumed in Lesson 29.)

ANALYSIS
In Lesson 19, Form AND ANALYSIS, you were shown the piece under discussion. We shall now analyz i
the process of analysis by which we study the details of similar fashion “A Little Story™ by Theodore Oesten
a composition. Robert Schumann’'s “Humming Song™ was (See Illustration 2.)
Illustration 2
A Composition Illustrating Periods, Phrases and Sections
Moderato THEODORE OESTEN: A Little Story
# A — L T o T —— )
v — . - e = t - ~ t . o
o o AR A P S
p |1 2 3
v - A
a\ 1 1 1 1 1 1 L = T’ 8 o f j o 1 q-
WV O () p ] 1 | 1 1 | 1 1 1 1 I | | A |
- A —~ o ol ] — — :
\ 1 B! 1 |
o= et e ey g
[y I T ] |
4 5 6 7
_’Q % i % : 18 s | 1 osen | " & 1 1 ! ! 1 1 ! 1 1 q—
1 7 | 1 | it | 1 1 i 1 1 | 1l
ANSY ‘—i—a - & & 4 o . o - L - o —
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As you play the first eight measures of the first violin
part of this composition, which is written in the key of C,
quadruple measure, you discover that there are two four-
measure phrases exactly alike. The close of the first four-
measure phrase is indicated by a pause, or a “breathing
place,” as it might be termed. The quarter rest emphasizes
this division into phrases.

Following this eight-measure period is another eight-
measure period, again subdivided into two four-measure
phrases. The key, however, changes, as is shown by the
Gt in the 9th measure, this four-measure phrase being in
the key of A minor, the relative minor of C major. (See
Lesson 30, GeNeEraL THEORY.) In measure 13, G is
natural again, bringing us back into the key of C; while
in measure 15, Ff makes its appearance, and the phrase
concludes in the key of G, at measure 16.

Now come three two-measure sections, making a six-
measure phrase; that is, an extended phrase. The E-flats

cHooL CoOuURsSES—

VioLIN O~

7 N

belong to the C minor scale (see Lesson 30, Gen
Tueory) thus giving the tonal effect (tonality) of €
minor; and the passage ends on the dominant (G), withi
long pause indicated by a hold, in measure 22.

Notice that the introduction of E} makes this passg
contain minor thirds, C-Ep.

This little six-measure phrase is to be played mor
slowly, and the pause in measure 22 is approached by
ritardando. The next eight measures, 23-30, are exadl
like the first eight measures of the piece.

With measure 31 begins a new idea, the phrase (mex
sures 31-34) being repeated (measures 35-38) withs
little variation, and ending in measure 38, where a cof
or concluding portion, begins.

In measure 42, we again meet some minor thirl
(F-A}), which give contrast to the cheerful major inter
vals preceding them.

EAR TRAINING

Naming Intervals From Their Sound Rhythmic Dictation

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.

NaMminG INnTERVALS FROM THER SounDp

Play for the pupil the following intervals, telling him that the lower tone is C, and have him name each interv
and write it:

o o_ -

Ruyramic DicTaTioNn

Play (or tap) the rhythms given below, and have the pupil write them. Give the measure signature, and count alou
while playing. Explain that you will repeat each rhythmic group, but that it is to be written only once.

. 4 L
T el o . I — //,l‘(',\i%i\r‘m'm
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GRADE PREPARATORY B

Test on Lesson 26

ﬁ gg GENERAL THEORY
L 1. Write the scales with five and six sharps, drawing the proper signatures, and indicating the half steps
with short curved lines.
0 e Ans.
2 =
5 D
2. How is the tonality of a passage of music in a major key definitely fixed?
4 Ans. s g IR B
3. Give a summary of all the sharp scales, and name the sharps in each scale.
A g e L AT Db 9 - O B SN oA Bt -5
DI .. i B T R S B o St
FORM AND ANALYSIS
4. In “A Little Story,” by Oesten, what is
.. (a) the key? TRIB, ~ oiimsiminrincinrnirminisn st o i e oas e s
(b) the measure? T s oS E Stk e i b Al st i S L Lo O
5. What do you discover as you play the first eight measures?
- Ans. .. . O A N M SO AN . =5 L
6. How is the close of the first four-measure phrase indicated?
3 Ans. . ’ SRONERIN e cotponbbed v . 5 - SE SN NPENLHEP: | - 7 HRNER
7. What follows this eight-measure period?
3 AL e WS R G s e LI S R e e e I T
8. How is this second period subdivided?
] T I P RS VSRR S Sy o

9. In what key is the first four-measure phrase of the second period, beginning with measure 9?

5 Ans. S5t e e AT R SR G ST S D W BE LS e DRI o S 8
10. How is this change of key shown?

4 BIRIIR. oo ciokieeniabiitocassovsspars s inssn s RBREBE YA S Homsnnssansnnonsesnssiusnainan vemi ums oo AR T T s
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Marks
Possible
Marks

Obtained

........

FORM AND ANALYSIS—Continued

11. What note brings us back into the key of C, in measure 13?

Test on Lessou{
|
|

J

12. In what key does the phrase conclude, at measures 15 and 16?

13. What note in measure 15 indicates this key?

14. How many two-measure sections make up the next phrase?

15. What is this six-measure phrase called?

16. What kind of thirds does the introduction of Ep make in this passage?

17. What measures are exactly like the first eight measures of the piece?

18. With what measure does a new idea, in chords, begin?

19. With what measure does the coda begin?

20. What does the term, coda, mean?

21. What minor third occurs in measure 42?

EAR TRAINING

22. Naming intervals from their sound.
23. Rhythmic dictation.

Pupil’'s Name

Pupil’'s Address

Pupil’s Class NO.-euevecereorecaeeeaceas

Teacher's Name

Test on Lesson 26—Page 2



THE PERFECT FOURTH

A Perfect Fourth is the interval between any tone and
the fourth degree of its major scale. (See Illustration 1.)

Illustration 1
Perfect Fourths

) 4 1 I 1]

J © O

THE AUGMENTED FOURTH

An Augmented Fourth is a fourth having one half
step more than a perfect fourth.

An augmented fourth may be obtained from a perfect
fourth either by raising the upper tone, or lowering the
lower tone, a half step.

From C to F is a perfect fourth. By raising the upper
tone a half step, we have the augmented fourth, C to
B#; by lowering the lower tone a half step, we have the
augmented fourth, Cp to F. (See Illustration 2.)

In writing any kind of fourth, it is necessary to include
four letters in the interval. It would be incorrect, then,
to write G instead of Ff, in measure 1, of Illustration 2.

PN

&\/&\—/ 4 / PRINTED IN U.8. A. 3
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Lesson 27

‘Subjects of this Lesson: Harmony - TecHNIC - EAR TrAINING
HARMONY

Intervals

(This subject is continued from Lesson 25, and is resumed in Lesson 28.)

Illustration 2

Augmented Fourths

| (an YW1 Y
X714y [ %)
e To D-e

THE DIMINISHED FOURTH

A Diminished Fourth is a fourth having one half step
less than a perfect fourth.

A diminished fourth may be obtained from a perfect
fourth either by lowering the upper tone, or raising the
lower tone, a half step.

The perfect fourth, D to G, in Illustration 1, may be
converted into a diminished fourth in the two ways
shown in Illustration 3.

Illustration 3
Diminished Fourths

v \ < 5 e = 7
v -\‘_{} \ Copyngh: 1937 by A J LLEWELLYN Imperial and Intematno-nal Copynght Sccurcn‘ r ( (N
o ~ All rights reserved, for all countries, mcludmg the rlght of translation
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In Illustration 4 you will find Perfect, Diminished and
Augmented Fourths on all the degrees of the scale of C.

Illustration 4

Perfect, Diminished and Augmented Fourths

Perf. Dim. Aug. Perf. Dim. Aug.
O _9¥ 0
OnC t- I OnD s
<3 4y hIN Q) VvV ‘Pv
J o © [ L3 . A
—Q | | - ﬂ
o B o E | O el el o
g ©—© o *
' ol - = #S
= oot > Afeyo oot
o e
4 o8 %
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THE PERFECT FIFTH

A Perfect Fifth is the interval between any tone and
the fifth of its major scale. (See Illustration 5.)

In writing any kind of fifth, it is necessary to incluk
five letters in the interval. It would be incorrect, there
fore, to write Ap instead of G, in the interval C to Gf.

Illustration 6
Augmented Fifths

0

P4
W 4%
Vs

SR e
THE DIMINISHED FIFTH

A Diminished Fifth is a fifth having one half step les
than a perfect fifth.

A diminished fifth may be formed from a perfect fifth
by either lowering the upper tone, or raising the lowe
tone, a half step. (See Illustration 7.)

Illustration 7
Diminished Fifths

4]

P 4

W -

| (an W/A O <O
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e) O HO

In Illustration 8 you will find Perfect, Diminished and
Augmented Fifths on all the degrees of the scale of C.

Illustration 8
Perfect, Diminished and Augmented Fifths

/) Perf. Dim. Aug. Perf. Dim. Aug.

onC By o hol—fad] P oo
Illustration 5 0\ e,v e.vvnégi QM
Perfect Fifths
‘E ; © <) 43 x “ ]“ e t\w &> ﬁ ‘
(%) ~r Yy < ©
J o O
Py LAH .R' a } "
THE AUGMENTED FIFTH OnGfaya— cvvﬁeﬁ" OnA
An Augmented Fifth is a fifth having one half step ¢ ©
more than a perfect fifth.
An augmented fifth may be formed from a perfect fifth
by either raising the upper tone, or lowering the lower OnB '
tone, a half step. (See Illustration 6.) 5
f\? \‘(}( / LESSON 27 - PAGE 2 e ;} S\~
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DOUBLE STOPPING

The term, Double Stops, refers to pairs of notes which
pquire the use of two adjacent strings at the same time.
(e Lesson 9, GENERAL THEORY.)

As you know, chords are combinations of three or four
tigs sounded simultaneously or in rapid succession.

The term, Double Stopping, is commonly used to refer
wthe procedure of the left hand in stopping the strings
for double notes or for three- or four-part chords.

The term, double stopping, originates from the fact that
i playing double notes and chords, the fingers of the
kit hand must be placed on different strings at the same
time to stop the required tones. The word ““double™ is not
drictly accurate, because if one of a pair of double stops is
gunded on an open string, only one finger will be required
for stopping, and in playing chords it is sometimes neces-
gy to put more than two fingers on different strings
it the same time. However, by common usage, the term
sapplied to any passage of violin music in which more
than one tone is produced at the same time.

The use of open strings frequently facilitates the play-

TECHNIC
{ Stopping

(This subject is continued from Lesson 13, and is resumed in Lesson 33.)

ing of double stops. Barring is used whenever two adjacent
strings are to be stopped at points which are exactly op-
posite each other on the fingerboard. (For an explanation
of barring, see Lesson 11, TecuNIC.)

Illustration 9 shows a typical passage in double stops.

Illustration 9
A Passage in Double Stops

4]
AU L
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The double notes, A-E, are produced on the open A and
E strings; the double notes, A-F§, use the open A string
with the first finger stopping Ff on the E string.

The double notes, D-E, are produced by stopping the
A string with the third finger, and by the open E string.

The chord, D-A-F#, uses the open D and A strings,
with the first finger stopping F§ on the E string. The
fourth chord, G-D-B-G, uses the open G and D strings,
with the first finger stopping B on the A string and the
second finger stopping G on the E string.

Bowing

(This subject is continued from Lesson 25. and is resumed in Lesson 35.)

JOWING THREE- AND FOUR-PART CHORDS

Violin chords are of two kinds: 1. Arpeggiated chords,
in which the tones are produced singly but quickly, one
after the other. (The notation of such chords is custom-
uily preceded by a wavy vertical line }.). 2. Chords,
i which the tones are to be played as nearly simulta-
xously as possible.

Arpeggiated chords offer no special bowing problem.
They are performed simply by sweeping the bow across
the strings involved, in such a way that it makes contact
with only one string at a time, although it moves quickly
wross the strings. In playing chords, however, in which
the tones are to be sounded as nearly simultaneously as
pssible, a number of points must be taken into account.

The bridge of the violin is cut in such a way that the
strings lie in different levels. The D string lies above the
others; the G and A are about on a level with each other;
the E string lies lowest of all. This is necessary in order
that it may be easy to bring the bow to bear exclusively
upon any string without its touching any other.

Because of these differences in level, it is not possible
to bring the bow into contact with all four strings at ex-
actly the same time, as might be desired in playing a
four-part chord. The effect of making the tones of a four-
part chord sound as if they were all played at the same
time, is usually produced by moving the bow quickly from
one pair of strings to another. This motion is ordinarily
down-bow, from left to right. For example in playing the
last chord in Illustration 9, G-D-B-G, the bow first touches

Z ‘.\ ./,ﬁm:—::‘:::\@\»\
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the G and D strings for G and D; then the D and A strings,
for D and B; then the A and E strings for B and G—the
whole process being merged into one swift, continuous
stroke.

When the chord has three parts, pressure can be used
on the bow to depress the middle string to the level of
the others, so that the three tones can be played simul-
taneously. In playing four-part chords, the bow is some-
times brought to bear upon the G, D, and A strings at
once, then drawn over quickly so that it rests upon the D,
A, and E strings. This procedure in playing four-part
chords yields rich, full, musical effects.

In bowing three- or four-part chords, it is helpful
to place the bow close to the broad end of the fingerboard
where the differences in string level are not so great as
they are nearer to the bridge.

If a fortissimo is desired, however, it is better to place
the bow closer to the bridge.

HOW TO TRANSFER THE BOW TO A
NON-ADJACENT STRING

Violin music frequently requires the transfer of the bow
from one string to another string which is not adjacent
to the first string.

Illustration 10 shows an example in which the bow,
after playing the first three tones on the A string, must be
transferred to the G string for the fourth tone.

When it is necessary that the bow be transferred from
one string to a non-adjacent string, the bowing must be

~~. Sarrwoop Music Scaoor Courses—VIOLIN % r;/z/j)/)}
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so planned that the transfer can be made when there isa
change of bow direction from down-bow to upbow o
from up-bow to down-bow. At the end of each stroke, the

Illustration 10

A Passage Requiring the Transfer of the Bow
to a Non-Adjacent String

A H

Z.

bow is motionless for a fraction of a second before start
ing in reverse direction. The player must take advantag
of this instant to transfer the bow without causing any
intervening string or strings to sound.

For example, after concluding the up-bow stroke indv
cated in Illustration 10, the right arm should be raised very
quickly to the proper height for playing on the G string,
(See Lesson 8, Tecunic.) When the right arm is raised
in this way, the bow naturally touches the D string before
it touches the G string; but it touches the D string between
strokes, and the down-bow does not begin to sound unti
the exact instant when the bow is brought into contact
with the G string.

These movements can be made so quickly that there
is no appreciable break in a legato effect. |

A different kind of procedure, which requires the lifting
of the bow in transferring it to a non-adjacent string, i

discussed in Lesson 46, TEcHNIC. |

EAR TRAINING

Naming Intervals From Their Sound

Rhythmic Dictation (Syncopation)

[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.

Naminc InTERVALS FROM THEIR SounD

1. Play each of the following intervals one tone at a time, the lower tone first; tell the pupil that the lower tone

is C, and ask him to name the upper tone.

W 4
V 4 [ ] O
iy [ 8 ) s
AN P4

Ruyramic DicraTion (SyNcopATiON)

Play (or tap) the rhythms given below, and have the pupil write them. Give the measure signature, and cout
aloud while playing. Explain that you will repeat each rhythmic group, but that it is to be written only once.

j:J gl o i)

3 J

% ] __.D_J_.B.J_—ﬂlk“ :
s gl )7

W %\T_
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GRADE PREPARATORY B

Test on Lesson 27
HARMONY

Marks

Obtained

Possible

Marks

1. What is a perfect fourth?

ST R S A e SO S USSR . - 4

2. What is an augmented fourth?

. Ans. ARy o5 GRS . Sy T WY 1| SN Y < | SRR SRR o

3. How may an augmented fourth be obtained?

... e SR ¢ e T~ PO A4 N, IRttt I . s TN RIS

Q Perf. Dim. Aug Perf. Dim. Aug.
{2y

ANAY4

[))

8. What is a perfect fifth?

... e e RS sV vt A ORGSO ¥ w L . KD B TER W R - NP O i JFurio 1
9. What is an augmented fifth?

- PR, ool T s o B I e BT Y B8 e e i e BT L e e

10. How may an augmented fifth be formed?

i Ans. O oo e T B B AR e e e i o T R

11. In writing any kind of fifth, how many letters is it necessary to include in the interval?

. Vo T o N PO ok e T e ey N IR SOEHET S iy - < ki i, Yot SN
12. What is a diminished fifth?

4 Ans. s kol s ek BTSRRI S sl P CR T SRR BN LT i

Copyright 1937 by A. J. Lrewerry~. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
PRINTED IN U. 5. A.




Suerwoobp Music Scaoor CoursEs— VIOLIN : Test on Lesson

-]
# 25 HARMONY—Continued
§8 8§35
=& 20
13. How may a diminished fifth be formed?
P il Ans.
14. Write the perfect, diminished and augmented fifths on the fifth and sixth degrees of the scale of D.
13 e Ans.
Perf. Dim, Aug. Perf. Dim. Aug .
D}
TECHNIC
15. To what does the term, double stopping, refer?
 JE o Fpi T RUR ¢ EN TS o SR SRSV TRS ..
16. How do you produce chords in which the tones are to be sounded as nearly simultaneously as posi
when such chords have
(a) four parts? Ans. o e iy 1 A -
| g
(b) three parts? Ans. b R
17. What bow action is necessary in transferring from one string to a non-adjacent string?
- L T S b St I ANIS T A o W SOED s i St B o A o B 1Ly £ MR
EAR TRAINING
SR 18. Naming intervals from their sound.
., Deeiten 19. Rhythmic dictation (syncopation).
300 s TOTAL

Rubillse Namtecte e ot e oo SR L e e L R

Pupil’'s Address N N e it (TR NEAEK R, T R

Pubil's Class NO oot mpsnmposs

Teacher's Name............... A e e

Test on Lesson 27—Page 2
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Lesson 28
N\

VIOLIN

Subjects of this Lesson: HARMoNY - TecrNIC - EAR TRAINING

HARMONY

Intervals

(This subject is continued from Lesson 27, and is resumed in Lesson 29.)

F
THE MAJOR SIXTH Observe, again, the necessity for using a double sharp.

" AMajor Sixth is the interval between any tone and the In Illustration 2, measure 3, it would be incorrect to write

sith degree of its major scale. (See Illustration 1.) Henatton 3
ustration

Augmented Sixths

Illustration 1 ﬂ_e. o %o
Major Sixths . }

i
D)
A x as B, as six letters only are included in any kind
of sixth.
THE MINOR SIXTH
Observe that a double sharp is necessary in writing a A Minor Sixth is a sixth having one half step less than
mjor sixth above Aff, because a major scale constructed a major sixth. It may be formed from a major sixth by
m Af would require Fx as its sixth degree. (See Illus- either lowering the upper tone, or raising the lower tone,

tration 1, measure 4.) It would be incorrect, although it a half step. (See Illustration 3.)
sounds the same, to write G in place of F x, for six letters

nust be included in writing sixths of any kind. Hiustearicis '3
Minor Sixths

e
THE AUGMENTED SIXTH m

An Augmented Sixth is a sixth having one half step )
nore than a major sixth. It may be formed from a major
ixth by either raising the upper tone, or lowering the In Illustration 4, you will find Major, Minor and
ower tone, a half step. (See Illustration 2.) Augmented Sixths on all the degrees of the scale of C.

= I'
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Illustration 4

Major, Minor and Augmented Sixths

9 Maj. Min. Aug.

AMaj.  Min. Aug.
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THE MAJOR SEVENTH

A Major Seventh is the interval between any tone and
the seventh of its major scale. (See Illustration 5.)

Illustration 5

Major Sevenths

M -t o
===

THE MINOR SEVENTH

A Minor Seventh is a seventh having one half step less
than a major seventh. It may be formed from a major
seventh by either lowering the upper tone, or raising the
lower tone a half step. (See Illustration 6.)

Illustration 6
Minor Sevenths

SHERWOOD MUSIC SCHOOL COURSES——VIOLN

Wt s /31]

L = SYPNN

Observe that seven letters are included in this inter
val; the B}, therefore, must not be written Af.

THE DIMINISHED SEVENTH

A Diminished Seventh is a seventh having one half step
less than a minor seventh. It may be obtained from a minor
seventh by either lowering the upper tone, or raising the
lower tone a half step. (See Illustration 7.)

Illustration 7

Diminished Sevenths

g e ia

y AW [ ]

In Illustration 8 you will find Major, Minor and
Diminished Sevenths on all the degrees of the scale of C.

Illustration 8

Major, Minor and Diminished Sevenths

Maj. Min. Dim. Maj. Min. Dim,
T T I T }
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HALF-POSITION

QOccasionally passages are encountered which can be
ngered more easily by means of the Half-Position than
by means of the First Position.

" In the Half-Position, the first finger of the left hand
ops the G string for G§; the second finger stops the G
gring for A or AY; the third finger stops the G string for
Band the fourth finger stops the G string for C or C#.

On the D string, the first, second, third and fourth fin-
grs stop in the order named: Df; E; F or F§; and G
o Gf.

On the A string they stop in the order named: Af; B
Cor C#; D or Df. On the E string they stop Ef; F#; G or
Gf;and A or At

[lustration 9 shows an example of the kind of stopping
nwhich the Half-Position fingering is useful. The First
Posmon fingering indicated above the notes is obviously
ey inconvenient because of the constant chromatic stop-
ping. The Half-Position fingering shown below the notes
mkes the passage comparatively easy to play. (See Illus-
fration 9.)

Illustration 9

A Passage which can be Played most easily with
Half-Position Fingering

| 1 1 2 1 1 L O [N, T (R [ [T T | 1
! e

-
ﬁ» = = ¥ :
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THE THIRD POSITION

In Lesson 12, TecuNIC, we learned about the First
Position. The next Position to be studied is the Third
Position.

The First and Third Positions are used more frequently
fun any other Positions. For that reason, study of the
Third Position may be taken up before study of the Sec-
nd Position, which lies between the First and Third Posi-
tions; and for the added reason that the Third Position is
asier to locate than the Second.

TECHNIC
The Positions

(This subject is continued from Lesson 12, and is resumed in Lesson 35.)

Starting with the left hand in the First Position, move
it along the neck of the violin until the hollow of the
thumb between the base joint and the tip joint touches the
neck of the violin where it joins the body of the instru-
ment.

When the left hand is so located, it is in the Third
Position. (See Illustration 10.)

Illustration 10
The Left Hand in the Third Position

The shape assumed by the left hand for playing in the
Third Position is virtually the same as that used in the
First Position. However, the contour of the neck of the
violin requires the tip joint of the thumb to be tilted
slightly outward, and the finger tips must lie a little closer
together in stopping the Third Position tones than in stop-
ping the First Position tones. (See Lesson 33, Tecu~ic.)

Illustration 11 shows the natural tones covered by the
left hand when it is in the Third Position.

Illustration 11

The Natural Tones Covered by the Fingers
in the Third Position

You will observe that there are four natural tones on
each string. The lowest on each string is covered by the
first finger; the next highest by the second finger, and
s0 on.

W e
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Just as in the First Position, so in the Third Position, In your use of the Third Position, or any other Positio,
each finger stops the string for the sharp or flat of each  you should cultivate the feeling that your hand is molded
natural tone which it regularly covers. or shaped to that particular Position.

Also, as in the First Position, the thumb and the body ExTensions orF THE THIRD PosiTioN
of the hand should at all times remain quiet; and the points In accordance with the explanation of Extensions given
at which the thumb and the base of the first finger make  in Lesson 12, TecuNIC, when the fourth finger reachesa
contact with the sides of the neck in the Third Position half step upward, on any string, beyond the natural toe
should not be changed. The movements required for stopr ~ which marks the limit of the Third Position, these reache
ping should be confined to the fingers alone. are said to be Extensions of the Third Position.

Scale Fingerings
(This subject is continued from Lesson 25, and is resumed in Lesson 30.
SCALES OF B, F#, AND C#
Illustration 12 shows the staff notation for the fingering

Scale of Fj '
of the scales of B, Ff and C# in the First Position. The ﬁﬁiﬁ 0

e
[ %) e

scale of B is shown through two octaves, as it can be i e e erivnce i
played through two octaves in the First Position. (See II- 8 o Soiese hand LA A
lustration 12.)
Illustration 12
Fingering of Scales of B, F, and Cf
4
3 Scale of C
Eug Scale of B 2301209 #
O as =7
1t —— Ot i ——— 06—
¢ 500 T23 41 R e
g 8§ avatinuell 83 4 A00E

EAR TRAINING
Melodic Dictation

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.

Play the following note groups, and have the pupil write them. Observe that no measure signature is used. G
the name of the tone on which each melody begins. Play each one several times, if necessary, and do not proceed to tie
next one until the pupil has had an opportunity to write the one played.
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SHERWOoOD Music ScHooL Courses—VIOLIN
GRADE PREPARATORY B

Test on Lesson 28

»

gi 5 HARMONY
1. What is a major sixth?

] T TR A S Rre | 1S SR | el TS L SRR NN LS Y NRERRRE S REN € 1 SN GO S
2. What sign is necessary in writing a major sixth above Af?

3 R LIS T L L, A e P R SN < W
3. How many letters must be included in writing sixths of any kind?

R....... s o PSSO 5 T AN, X IS N 2 S5 s Voo MR T SR AR 8. 3 T Y
4. What is an augmented sixth?

3 O e AR G e R DO PRSI A A romio s i i e o s i i
5. How may an augmented sixth be formed?

J T R CIET A S SO g e T e W VR RAets - 0wt Y TR B ASMCSEINRINER , ERCRRE IR S WA S
6. What is a minor sixth?

. PIRTIR, i s et s e e o g SOt o A o ot s
7. How may a minor sixth be formed?

... o © M- N SRR e s Ve AR L ST

8. Write the major, minor and augmented sixths on the first and third degrees of the scale of F.
... Ans.

—Q May. Min. Aug. Maj. Min. Aug.
&>
NV
[Y)

9. What is a major seventh?

... .. 7T S ST R IR 5 o < PRI Aty et ST S UM e QO o
10. What is a minor seventh?

] g e e ST N R Sl PRI SRR .5 et s L] S SOMP RIS ISR, Sy A
11. How may a minor seventh be formed?

3 N s B Lt R T e e S SRS > TR LR, E L N ke O i R B )
12. How many letters must be included in this interval?

3 Ans. o SR Copomilons, AN e e e e e et e e S L
13. What is a diminished seventh?

... . ..

Copyright 1937 by A. J. Lrewerryn. Imperial and International Copyright Secured
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Obtained

Marks
Possible
~ Marks

100

15. Write the major, minor and diminished sevenths on the second and sixth degrees of the scale of Bp.

HARMONY—Continued

Test on Lesson

Ans.

# Maj. Min. Dim. Maj. Min. Dim.

{‘3‘,

TECHNIC

16. Which finger is used in the Half-Position to stop
(a) G on the E string? Ans. ......
(b) D on the A string? Ans.
(c) E on the D string? Ans.
(d) Gt on the G string? Ans.

17. What two Positions are used most frequently in violin playing?

Ans.

18. Which finger is used in the Third Position to stop
(a) D on the G string? Ans.
(b) Bon the D string? Ans.
(c) G on the A string? Ans.
(d) A on the E string? Ans.

19. Write the fingering for the following scales in the First Position:

# e -
et aia s
EAR TRAINING

Pupil’'s Name

Pupil's Address
Pupil’s Class No

eacher’s Name.....
Teach

Test on Lesson 28—Page 2
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Lesson 29

]
Subjects of this Lesson: HARMONY - ForM AND ANALYsIs - EAR TRAINING

HARMONY
Intervals
(This subject is continued from Lesson 28, and is resumed in Lesson 32.)
THE PERFECT OCTAVE Ilustration 2

. . A ted Oct
A Perfect Octave is the interval between any tone and S g

the eighth degree, or octave, of its major scale. (See
?Ilustration 1.)

[
-I(O_I_O_I-I(O—I-IIQ_I

4 WIVIA | EEPNETTPN |

Illustration 1
Perfect Octaves

THE DIMINISHED OCTAVE

-
%_T_‘fli——o—ﬂ ﬂ — ;ﬂ A Diminished Octave is an octave having one half step
- less than a perfect octave. The diminished octave may be
U > O P
© formed from a perfect octave by either lowering the

upper tone, or raising the lower tone, a half step. (See
THE AUGMENTED OCTAVE Illustration 3.)

. An Augmented Octave is an octave having one half

step more than a perfect octave. Hlustration 3
Diminished Octaves

An augmented octave may be formed from a perfect

otave by either raising the upper tone, or lowering g B
the lower tone, a half step. (See Illustration 2.) .’ -
N an) (8 ) Ly
r It is so unusual for an octave to be anything else than A\av, s
perfect that some printers place a natural sign before
the note not intended to be changed, in order to avoid
any possibility of misunderstanding. This is really un- In Illustration 4 you will find Perfect, Augmented
necessary. The notations at (a) in Illustration 2 are and Diminished Octaves, written on all of the seven de-
correct. Those at (b) are sometimes found. grees of the scale of C.
=\ e S =
" /J/f A Copynght 1937 byA J LreweLLyn. Imperial and lmzmatlonal CopynghtSctuué‘\ ( K ~ \ g

?‘( B All rights reserved, for all countries, including the right of translation ) A ) Yoy
(< }{,C; o euwmbmvvea R WA

</



N

i S
@?“’“2 SHERWOOD MUSIC ScHoor CoursEs—VIOLIN

//’ e

«/,/

Illustration 4

Perfect, Augmented and Diminished Octaves

Perf. Aug. Dim ) Perf. Aung. Dim
OonC (%) ‘{Tlt() Dy OnD hS4 go PO
o © © QX 4 e
W ] ;. — PR 3
4 I W) 10X S ) p” 4 ¥ L
OnE—fiis it —HOnF
\1V.4 © © © A\I VA N ) 49 43
[y}
) o fo bo o fo be
OnG N o r= © OnAJ‘ (%) X
L)
) O #__Q b.().
On B © © ©
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THE MAJOR NINTH

A Major Ninth is the interval between any tone and
its second scale degree in the octave above. (See Illustra-
tion 5.)

Illustration 5
Major Ninths

Hﬁﬂ:ﬁi—_ﬂ
[ § ]
NV L

) O RU

=

The major ninth is an interval combining a perfect
octave and a major second.

A ninth, being a compound second (see Lesson 22
HarMmoNY) may, like that interval, be either major, minor
or augmented. (See Lesson 24, HarmoNY.)

THE MINOR NINTH

A Minor Ninth is a ninth having one half step less than
a major ninth.

The minor ninth may be formed from the major ninth
by either lowering the upper tone, or raising the lower
tone, a half step. (See Illustration 6.)

Illustration 6
Minor Ninths

THE AUGMENTED NINTH

An Augmented Ninth is a ninth having one half step
more than a major ninth.

The augmented ninth may be formed from the major
ninth by either raising the upper tone, or lowering tln
lower tone, a half step. (See Illustration 7.)

Illustration 7

Augmented Ninths

o 1

In Illustration 8 you will find Major, Minor and
Augmented Ninths written on all of the seven degrees of
the scale of C.

Illustration 8

Major, Minor and Augmented Ninths

Maj. Min. Aug. Maj. Min. Aug.
1 §— |
&> Doy K. 4 104
OnCJ o L #v OHD' i
A3 ANSP 4 1t
J © © o e ©O s
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FORM AND ANALYSIS

Periods, Phrases and Sections

(This subject is continued from Lesson 26.)

ANALYSIS
In this Lesson we shall analyze the little piece, ““A Fairy Tale,” composed by Hugo Reinhold. (See Illustration 9.)

Illustration 9

A Composition Illustrating Periods, Phrases and Sections

PERIOD I HUGO REINHOLD: A Fairy Tale
ﬂ“ LJrA A { | Il 1
25 et ===
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This piece contains thirty-two measures as printed,
the repetition of the second part making forty-eight
measures in all. The first part, up to the double bar, con-
sists of a sixteen-measure period.

We do not call the first eight measures a period, but
an eight-measure phrase, because it has no conclusive
ending. The repetition of the same eight measures
forms a second phrase, ending distinctly on the key-
note, G.

The Df, in measure 4, carries the composition for a
moment out of the key, but the break in the tonality is
very brief, and the key of G continues, in general, all
through the first period of sixteen measures.

The second period, measures 17-32, is again mostly in
the key of the tonic, G.

Measures 21-24 have a short digression to A minor

ru((
VIOLIN

brought about by the G#’s and F’s. This period has two
eight-measure phrases, like the first period.

Notice that its second phrase, measures 25-32, &
sembles the opening phrase of the piece; and here we
have the first suggestion of a plan of composition fre
quently used in forms to be studied later—namely, that
of recurrence, or the return of a theme for the closing
division.

In this repetition of the opening phrase, it is interes
ing to note some devices which the composer emplos
to make variety and contrast, while still keeping the same
musical idea. For example, the melody in measure 1 is
B C; in measure 25 it is varied by the substitution of
two notes, D and C, for the C alone, these two
respectively dotted eighth and sixteenth notes.

Similar embellishment is used in measures 27 and 3.

:
!
/

EAR TRAINING

Rhythmic Patterns for Scale Playing

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 time to any member of the famly who has some knowledge of music.

Play (or tap) each of the following examples two or three times, the same as for Rhythmic Dictation; then have th
pupil play in the given rhythm, first the scale of G, then the scale of D, each in one octave. After playing it upwards,

he should play it downwards, to the same rhythm.
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Suerwoop Music ScHoor Courses— VIOLIN
GRADE PREPARATORY B

Test on Lesson 29
HARMONY

Marks
Obtained

1. What is a perfect octave?

34 R ANs, .ol

3. How may an augmented octave be formed?
... S S R RN A s A E I ... oA SRS S UL AP PR
4. What is a diminished octave?

. Ans. ..

5. How may a diminished octave be formed?
- BOIEE cooirsibinmmrisins ML SRS e o AL SV E RGO U N R YR LR e

6. Write the perfect, augmented and diminished octaves on the first and seventh degrees of the scale of Ej.

Perf. Aug. Dim. Perf. Aug. Dim.

7. What is a major ninth?

| - Ans.

8. What is a minor ninth?

. Ans. e de et e N ek e o e o ey S0 L R

9. How may a minor ninth be formed?

... Ans.

10. What is an augmented ninth?

R ... PSSt e o e 15y SRS TR
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Suerwoop Music ScaoorL CoursEs— VIOLIN Test on Lesson

o 8
£ 23 HARMONY—Continued
S& 20
12. Write the major, minor and augmented ninths on the sixth and fifth degrees of the scale of A.
: 7 O Ans.
" Maj. Min. Aug. Maj. Min. Aug.
LT
%
)
FORM AND ANALYSIS
13. In “A Fairy Tale,” by Reinhold, how many measures are there, with the second part repeated?
. Ans.
14. How many measures in the first period?
L PN A S AN ARG POy AT W i S AN MRS
15. Why do we not call the first eight measures a period?
7 Ans. . . T
16. What is the meaning of recurrence, used in connection with measures 25 to 32?
8 Ans. o5l R AME R T R RS e -y s
17. In what measures in the recurrence do you find quarter notes in the first theme changed to dotted eig
and sixteenths?
;o PG RR  WIRES Wt I, e e VLS BRI LR PRy o ST T e
EAR TRAINING
bR 18. Rhythmic patterns for scale-playing.

OO TOTAL.
o T] {6 300,01 7 L N PO OO I o . 1 o (¢ W' I 11 La { Lo 0 11

Pupil's Address e I BT St et L I e

Pupil’s Class NO....cerureeecreacnee

T eacheP e NBIME cdicvscratin s emipiessssinsinmschonirincigme spapeons N

Test on Lesson 29—Page 2
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Lesson 30

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

GENERAL THEORY

Scales

(This subject is continued from Lesson 26.)

MINOR SCALES In addition to the minor third, A-C, it will be seen that

If the tones of a major scale are played in succession, the sixth and seventh degrees are also minor; that is, A-F is

kginning and ending on the sixth degree instead of on
the keynote, we produce a scale in which the arrange-
ment of whole steps and half steps makes a very different

Illustration 2
The Natural Minor Scale

effect from that of the major scale. (See Illustration 1.) A
1/ 2
0 2 e o
> A e o> 4y R
Illustration 1 4 ~m— S\ R—
Tones of the C Major Scale, Beginning and Ending on A ;}7
(the Sixth Degree)
2 a minor sixth, and A-G is a minor seventh. It is as if we

Pa ¥
[ @) <

O
O

played the scale of A major, omitting the sharps. (See
Illustration 3.)

O 1 8 ]
o

[ @)

s

Illustration 3
The most important difference is in the third degree Seale of A Major Converted Into Natural Minor

which, in the major scdle, is always a major third; but in

this case is a minor third (A-C). From this fact such an i |
aangement of tones is called a Minor Scale. #ﬁ———hﬁ—“—:ﬂn i

| an VR 1 OO

There are several forms of the minor scale, and, in g
eery form, the third degree is a minor third above the
Boic. These changed intervals give the scale an entirely

different character. It seems to suggest a less cheerful
Tue NATURAL MINOR SCALE mood than the major scale.

The form of minor scale shown in Illustration 1 is The natural minor scale of A is identical with an
alled the Natural Minor. The half steps in this scale ancient Greek scale; in fact, both our major and minor
occur between the second and third and between the  scales are the survivals of scales used in the early days of
fifth and sixth degrees. (See Illustration 2.) the evolution of music.
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Tue Harmonic MINOR Scare

The half step between the seventh and eighth degrees
in the major scale, making the seventh degree a leading-
tone, soon caused a desire for a leading-tone in the minor
scale, also. Consequently, the seventh tone was raised
(G to Gf), so that the scale might progress by a half
step into the tonic.

The scale thus formed is the Harmonic Minor Scale,
with half steps in three places, and an augmented second
(three half steps) between the sixth and seventh degrees.
(See Illustration 4.)

Illustration 4

The Harmonic Minor Scale

1 A
% //i,. {to/\-e
o P ST, 65
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Tue MEeropic MINOR ScaLE

The augmented second of the harmonic minor scale,
made by raising the seventh degree, seemed awkward
and unsingable. Therefore, another change was made,
raising the sixth degree a half step (F to Ff) and giving
us the Melodic Minor Scale. It is shown in Illustration
5 at (a).

In descending, the sharps to the sixth and seventh
degrees were both omitted, as there seemed no necessity
for a leading-tone in descending. The descending form
of the melodic minor scale, therefore, is identical with
the natural minor scale, and is shown at (b), Illustra-
tion 5.

Illustration 5
The Melodic Minor Scale

) (@ b fo ©
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RELATIVE MAJOR AND MINOR SCALES

A minor scale, in whatever form, is said to be the
Relative Minor of the major scale beginning on its
degree. The scale of A minor is the relative minor of
major. Similarly, C major is the relative major of A
minor. (See Illustration 6.) '

Illustration 6
Relative Major and Minor Scales

C Major

O

¢

Ly

Pas 4)
—&r v
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A Minor
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TONIC MAJOR AND MINOR SCALES

Major and minor scales beginning on the same key
note are said to be the Tonic Major and Tonic Minor of
each other. The scale of A major is the tonic major of
the scale of A minor; the scale of A minor is the toni
minor of A major. These relations are shown at (a) and
(b), respectively, in Illustration 7. (The conversion o
the tonic major into the tonic natural minor was
in Illustration 3.)

Illustration 7

(a) Scale of A Major Followed by Its Tonic Minor (A Minor)
o fo ©
<




[IGNATURES OF MINOR KEYS

The signatures of minor keys are the same as the sig-
res of their relative major keys, because the notes
wd are the same, with the exception of the changes
peessary for the sixth and seventh degrees, and for
fiese, accidentals are used as required. Thus, the sig-
uture of E minor, the relative minor of G major, is one
Td)arp (F#), the same as the signature for G major; the
Hignature for B minor is two sharps (Ff and Cf), the
ame as the signature for D major, its relative major;
ad so on.

llustration 8 shows the key signature of each major
key and its relative minor. The large note represents the
frst degree of the major key, the smaller note represents
tie first degree of its relative minor key.

Illustration 8

Signatures for Relative Major and Minor Keys

&

A minor
0 “ G D g # A
13 o %l
A =0
D) - 5.
E minor B minor F# minor
E B , F#
P e e e s
A3V S—— - -
OB C# minor G# minor D¥ minor
F Bb Eb
#ﬁ T % T 117. ?
> B - P
1) minor G minor C minor
‘a ]D ! Ab | Db M Gb
e 17 O 17, 1
b 1Y n LV 8> h LV
V. v 7 h b V17 b P
%.L_!i b5 b <
F minor Bb minor Eb minor

THE CHROMATIC SCALE (Continued from Lesson §5)

The Chromatic Scale is a scale which has twelve half
steps in the octave, thus dividing the whole steps of the
diatonic scale into half steps.

//:-éj\\\]\/s‘.__ e = — V4 /, N
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In other words, it is simply a succession of half steps,
each tone progressing to the tone which is a half step
higher if the scale is ascending; or to the tone which is
a half step lower if the scale is descending. (See Illustra-

tion 9.)
Illustration 9

The Chromatic Scale

) @ ;
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The word, chromatic, is derived from the Greek word
chroma, meaning color. The tones intervening between
the diatonic tones were formerly indicated in colors.
The ancient lyre of the Greeks had colored strings.

A chromatic scale may begin on any tone. Since it
does not strictly belong to any tonality it may be used
in all tonalities. In general, raising signs (sharps or
naturals) are used for an ascending passage, and lower-
ing signs (naturals and flats) for a descending passage;
but the use of sharps or flats depends upon the tonality
immediately preceding and following the passage.

In the above illustration, assumed to be in the key of
C, Ft and B} are retained in both ascending and de-
scending forms, as the notes are commonly met with in
chords of the related keys of the dominant (G) and sub-
dominant (F). In chromatic passages, however, Af
would often be used instead of B}, if ascending; whereas
G} would, in almost any instance, be an incorrect nota-
tion for Fj.

Illustration 10 shows a chromatic scale passage as it
might occur in the tonality of Ep. You will readily see

Illustration 10
A Chromatic Scale Passage in the Key of Ep

|2 =
£

o e Gaphanat

that it represents the same tones as Illustration 9 (a),
beginning on the fourth note, but the notation of many
of the tones is different, to conform to the E}y tonality.
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TECHNIC

Scale Fingerings )

(This subject is continued from Lesson 28, and is resumed in Lesson 35.)

C, G, D, A, AND E MINOR SCALES (MELODIC) the form in most general use, in violin playing. The finger
In this Lesson, GENErAL THEORY, the various forms of  ing for the C, G, D, A, and E melodic minor scales, in one
the minor scale have been explained. The melodic minor is ~ octave, is given in Illustration 11. !‘
Illustration 11
Fingering of the C, G, D, A, and E Melodic Minor Scales

>
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Scale of C Minor (Melodic)
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Scale of G Minor (Melodic)

g%
%

QT
.

b

®

QT

¢
¢

[ @ )

e
-

= 3  me— 2 3 -
B — 1 % - = B o—} I 2 2 2  —
g — = e e hara 1 »O—o —
o © U ©® © T 3
) Scale of D Minor (Melodic)
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Scale of A Minor (Melodic)
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EAR TRAINING

Rhythmic Patterns for Scale Playing

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.

Play (or tap) each of the following examples in the same way as for Rhythmic Dictation; then have the pupl

reproduce the rhythm in the form of a scale of one octave, playing first the C scale, and then the G scale, for each
rhythmic example.
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Test on Lesson 30
GENERAL THEORY

1. Wherein lies the most important difference between the major and minor scales?

Obtained

E

) Ans.
2. What other degrees, in addition to the third degree, are also minor in the natural form of the minor scale?

4 Ans.

3. Convert the following major scale into a natural minor scale, by adding accidentals.

@

[ %]

¢

Pay 4>
©O—

[ %]

[ fan)
AN

Y

>
o

4. How was the minor scale made to progress by a half step into the tonic?

J T S e R A DO e il S NGl Y T LR S )%,
5. What is the scale thus formed called?

§ Ans.
6. Why was another change, that of raising the sixth degree a half step, made?

§ LT TR 7 | O 7Y 4 P wWOON, R A § SO T 7] O L7 B8 S s £

7. What was the resulting form of the minor scale called?

3 Ans.
8. With what scale is the descending form of the melodic minor scale identical?

j Ans. BT SCE S8

9. Write the melodic minor scale beginning on A, ascending and descending.

0 ... Ans.

ﬁ Ascending Descending

| fanY
ANAY4

)

10. What are relative major and minor scales?

§ Ans.

11. What are tonic major and minor scales?

Copyright 1937 by A. J. Lrewerryn. Imperial and International Copyright Secured
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SreErwoOD Music Scroor Courses—VIOLIN Test on Lesson 30
°
.3% 34 GENERAL THEORY—Continued
S8 50
12. What is the rule for the signatures of minor keys?
, ANS, wsrenonncesenSaoans sonM-bas el a0l |
13. Write a whole note, representing the first degree of the major key, and a small black note, represenﬁ%
the first degree of the relative minor key, for each of the following signatures: |
12 cie TS |
g%# f L‘l; 5 f g% LEL J
‘\;")y‘ 5 = e = i |
14. What is the chromatic scale? i
o — Ans.
15. What chromatic signs are generally used for chromatic scale passages?
- golivns Ans.
TECHNIC
16. Write the melodic form of the minor scales on G, E and D. Draw the proper signatures and mark the
fingering.
| ————
o
D}
Dj
EAR TRAINING

- . 17. Rhythmic patterns for scale playing.

Pupil’'s Name.
PUBil's Address. . ..ccrmaemsinsinssssnmias

Pupil’s Class NO.-eveeceeeeeeeernnee.

Teacher's NAME... 2k ......cccomenionreeiusicemnssmssesanmcnsnarssssencsanas

Test on Lesson 30—Page 2
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SHErRwWOoOD Music ScHoor CoURsEs— VIOLIN
GRADE PREPARATORY B

Mid-Grade Test Following Lesson 30
GENERAL THEORY

1. (L.21) In what manner does the order of flat scales differ from the order of sharp scales?

2. (L. 24) Write after each note below, another note (diatonic), giving the same sound on the violin.

.. Ans.
%1’1{ Xy ﬁ“ > P TT 'H},}{} '!J['/u»
J@ h o f ey ﬁ el o - T il
[ (RIS
[y} “m
3. (L.23) Give a summary of all the flat scales and name the flats in each scale.
........ R0 {138 b i i s o - sy s

Ans. P ——

5. (L.30) Write the relative major and minor scales (harmonic form) having the signature of one sharp.
Indicate the half steps by short curved lines and name the keys.

Ans.
SR £} (1} ¢ J— 3,10} ¢

6. (L.30) Write the major scale and the minor scale (natural form) beginning on D. Draw the proper sig-
natures and indicate the half steps by short curved lines.

Ans.
D Major D Minor

g o J—o
7. (L. 30) Write the melodic minor scale, ascending and descending, beginning on B. Draw the proper
signature and indicate the half steps by short curved lines.

Ans
N Ascending Descending
B
[ .0
ANAV4
A

Copyright 1937 by A. J. LLewerryn. Imperial and International Copyright Secured
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g
3% 2f HARMONY

i% L3

28 20 !

8. (L.21) What is Harmony? I

IR, . o cmrteh commmr s e At e e o e B LN AR 8900 TR JSAW (. (L b

9. (L.21) Give the names of all the scale degrees. |

p Jeret i s 2 e TR e e b i S 4

11. (L.22) Write, in whole notes, all the intervals in common use in the key of E}, above the k
Indicate the name of each interval.

oy On Mediant On Submediant
K

G

D) Perf. Aug. Perf. Aug,

13. (L.24) Write the major, minor and augmented seconds on the supertonic and leading-tone of Ap.

& ot Ans
L On Supertonic On Leading-Tone
$ ymr/m Y
e i o
w
D Maj. Min. Aug. Maj. Min. Aug.

14. (L.25) Write the major, minor and diminished thirds on the dominant and mediant of F.

" TR Ans
$ On Dominant On Mediant
T ||
(&>
o) 1

Maj. Min. Dim. Maj. Min. Dim.

Mid-Grade Test Following Lesson 30—Page 2
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Marks
Obtained

Possible

Mid-Grade Test Following Lesson 30

HARMONY—Continued

15. (L.27) Write the perfect, augmented and diminished fourths on the subdominant and submediant of B}.
Ans.

AL On Subdominant On Submediant
£ .
ANIV4
Perf. Perf. Dim.
16. (L. 27) Write the perfect, augmented and diminished fifths of the tonic and leading-tone of A.
Ans.

-

Aug. Dim. Aug.

# On Tonic On Leading-Tone
Jatl
(ot
ANIV4
o Perf. Aug. Dim. Perf. Aug. Dim.

17. (L.28) Write the major, minor and augmented sixths on the supertonic and subdominant of E.
Ans.

g ” On Supertonic

ANIV4
Maj. Min.

On Subdominant

D Aug. Maj. Min. Aug.

18. (L.28) Write the major, minor and diminished sevenths on the dominant and mediant of E}.

On Dominant On Mediant

=

Maj. Min. Dim. Maj. Min. Dim.

19. (L.29) Write the perfect, augmented and diminished octaves on the submediant and subdominant of G.
Ans.

On Subdominant

On Submediant
[sn]

NV
v Perf. Aug. Dim. Perf. Aug. Dim.
20. (L.29) Write the major, minor and augmented ninths on the tonic and dominant of B.
Ans.
# On Tonic On Dominant
#uﬂﬁ
{4
ANI V4 by
v Maj Min. Aug. Maj. Min. Aug.
TECHNIC
21. (L.27) What is meant by the term, double stopping?
2 LR TR SN T O DR 7B O BN o e SO M SO UMMM P % 51

Mid-Grade Test Following Lesson 30—Page 3
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o
2% 23 TECHNIC—Continued
(] © 0
=a =0
22. (L.28) Which Positions are most frequently used in violin playing?
- S I B cinssnsisnmsisiscsnsis iy SRR St Lk E e I Lo NOEREOVRS. P B .
23. (L. 30) Write the melodic form of the minor scales on C and A. Draw the proper signatures and mark
the fingering.
L S Ans.
()
K
X6
D)
0
&
&
o)
INTERPRETATION
24. (L.24) How must music be learned in order to memorize it?
: B e e e e e e e
25. (L.24) Why is it important to learn to play from memory?
4 ... o Ut Tkt el ot g s Ao o B e A, ey B LA 4
100 ........ TOTAL.
Pupil’'s Name......
Pupil’'s Address....... 3 e g R £ e
Pupil’s Class NOuw-ceeecereueacereceenes

Upon completion of this Test, the Pupil is entitled to receive two compositions chosen from any Grade in the Catalog of Addii
Compositions. Indicate carefully and completely the compositions desired.

o 1 (R4 S P S L. o MR Lt Compoger . L ity A IND it e T Grade
Tatle: o coniciinnss oo mmaihe b Fhuramansisss : (0671115 0L TL] ok e Ry e No Grade........ .
Compositions mailed... N P by

TO THE TEACHER: Please fill in your name and address below. The Test will be returned to that address in one of our special mailing envelopet

Teacher’s Tiedeher seNamesit bt o Ll e Eoted r Soe s S male s e
Account Number
(Please fill in) Birertin A diness: o wer e e e Sk
Clity andrQlrte o et R e i i ettt e

Mid-Grade Test Following Lesson 30—Page 4
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Subjects of this Lesson: Form AND ANaLysis - TEcHNIC - EAR TRAINING

FORM AND ANALYSIS
One-Part Primary Form

Your first Lesson in ForM AND ANALyvsis was conr  ANALYSIS
wmed with the single period. (See Lesson 17, Form anp The following is another example of a composition,
Axavysis). This was a sufficient musical setting for many consisting of a single period, and constituting a One-Part
ifthe old ballads, or simple narrative poems, in song, much  Primary Form now seldom used. (See Illustration 1.) The
wed about the year 1000 A.p.; it necessarily resulted in a  tonickey isnot left at all, and each phrase ends with the tonic
wmposition of short and simple character. chord, that at the end having a suitably conclusive effect.

Illustration 1

A Composition in One-Part Primary Form
(Composition in Single Period)

Rat};er slow 0ld English Melody
o L el Tpd i L L e
= = = ” T 1 P —F—
= —— o &= =T —
J s 0 |1 1 l T - - ]
] ] = A 1
¥ y y ¥ y : H =
& & e e e b2 g & P
J 57 < 5 - i
\—_/
] o o P F 1 P | -
. ' ! z — [\' P g_ 1L,
o = : r——w Spte g
') — T l H
eresce. 'p
?” u A e A W
re | V=8 T
; i ? Jl ) - 1 1 : : { J |
AN 1 u| >~ ] 1  — A3 » @ F
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Two-Part Primary Form

Two-Part Primary Form, or Binary Form, as it is some-
times called, is an enlargement of the one-part form. It
consists of two parts, each one of which in itself corre-
sponds to the one-part form. Being derived from the early
folk-song, it is termed by some, Two-Part Song Form.

Part I is a statement of the principal musical thought.
Part II resembles Part I in general character. The close of
Part I is decisive in its harmony, but may be in a related
key. Part II must close in the key of the tonic, the original
key of the composition.

ANALYSIS
The following Sicilian Mariner’s Hymn, in the key of

Illustration 2

A Composition in Two-Part Primary Form

G, is an excellent example of the two-part primary form.
(See Illustration 2.)

Observe that each part is a period consisting of tw
phrases, each phrase being the usual four measures it
length. Part I ends in the key of D, the dominant, and Pat
II ends in the key of G, the tonic.

The variety found in the many examples of two-pat
primary form is very great, for the composer’s imagination
may express itself in a variety of details, while still cor
forming to the general design. For example, either partor
both parts may be repeated; an introduction, or a littk
coda (see Lesson 26, Form AND ANALYsIS) may be added;
extensions and expansions may be brought about, without
deviation from the general two-part plan.

Sicilian Mariner’s Hym
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The act of moving the left hand along the fingerboard,
fom one Position to another, is called Shifting.

For example, a violinist may shift from the First to the
Third Position for notes which are too high for the First
sition. Or he may shift from the Third to the First Posi-
ton for notes which are too low for Third Position.

In shifting from one Position to another, the left hand
noves quickly along the fingerboard, toward or away from
tie player, the hand retaining its correct shape for playing,
sdescribed in Lesson 1, TEcHNIC.

HE PORTAMENTO

Portamento (Pohr-tah-men’-toh) is an Italian word
which is used by violinists to denote the connecting of two
tnes which are different in pitch and which lie in two
diferent Positions, by gliding from one to the other, as in
dromatic stopping. (See Lesson 13, Tecunic.) This is
tne by shifting one of the fingers of the left hand along
the string, the finger holding the string loosely against the
ingerboard during the shift.

The rule commonly observed is that the finger which
plays the last note of any Position performs the shift to the
wext Position. In doing this, the finger shifts on the string
bst played, even though the next tone is to be played on
adifferent string.

Illustration 3 provides an example of the application of
this rule. The first four notes are played on the A string in
the First Position. The first finger plays the last note in
he First Position group, then shifts along the A string

Illustration 3

An Application of the Rule for Shifting in Portamento

]

ST
) 1

util the hand is in the Third Position. As soon as the
hand reaches the Third Position, with the first finger cov-
wing D on the A string, the third finger descends to the
fngerboard to play C, the next note, on the E string.

A o)

— /t(({
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TECHNIC
Shifting

(This subject is resumed in Lesson 59.)

The fingering of any passage is usually devised in such
a way that when a shift from one Position to another must
be made, the finger which plays the last note of one Posi-
tion will not have to play the first note of the next Position.

There are times, however, when it is necessary or
desirable that one finger play the last note in one Position
and the first note in the new Position.

When the portamento is performed quickly, and the
string is not held very firmly against the fingerboard during
the shift, the effect created is simply one of connecting the
last tone of one Position with the first tone of the next
Position, and the listener is hardly conscious of the inter-
mediate tones produced during the shift.

Occasionally, in slow melodies which are emotional in
character, it is desirable to make these intermediate tones
audible in the portamento. This is accomplished by retard-
ing, somewhat, the speed of the shift, and increasing,
somewhat, the pressure of the finger on the string. This
may be done, however, only within the bounds of good
taste; and great care must be taken to avoid a whining
effect.

If it is desired that the last tone of one Position should
not be connected with the first tone of the next Position,
the portamento slide should still be performed, as an aid
to locating the new Position accurately, but the movement
of the bow should be interrupted, to secure the detached
effect desired.

FINGER SUBSTITUTION

When the last note of one Position has the same pitch
as the first note of the next Position, and when both tones
are to be played on the same string, the point on the finger-
board at which the string is stopped must be covered by
two fingers in succession. This is called Finger Substitution.

Illustration 4 shows a passage requiring finger substi-
tution. The third note of the first measure, C, is played

&»Q\
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by the third finger in the First Position. The fourth note
of the first measure, also C, is played by the first finger
in the Third Position. In the second measure, the process
is reversed: the third tone, C, is played by the first finger
in the Third Position, and the fourth tone, also C, is played
by the third finger in the First Position. (See Illustration
4.)

Illustration 4

A Passage Requiring Finger Substitution

'\‘El‘ﬂ: 1 1 —= i l]Ll i 1
DE - & =
sveeTt s

The portamento is used in connection with finger sub-

stitution, to secure a legato effect.

EAR TRAINING

Melodic Dictation

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.

In using the Folk-Song below, first play the entire melody for the pupil. He should then be able to give you the
measure signature, and some pupils may be able to name the key, as well. If he cannot do this, give him this inform

tion. Then play the melody again, one section at a time, beginning, first at (a), then at (b), etc., allowing him timefs

write each one as played.

Follow the same plan in using the folk-songs and melodies found in succeeding Lessons.

Mention that the melody in this Lesson consists entirely of tones of the tonic chord.

(a) (5

For example, when the left hand shifts from the First
to the Third Position, as between the third and fourth
notes in the first measure of Illustration 4, the third finger
should shift along the G string until it covers E, as in the
Third Position, releasing itself from the string as the firs
finger comes into place for the fourth note, C.

Similarly, when the left hand shifts from the Third to
the First Position, as between the third and fourth notesin
the second measure of Illustration 4, the first finger should
slide along the G string until it covers A, as in the Firs
Position, at which time the third finger will be in the
proper place to play the fourth note, C.

In such instances, the portamento must be performed
as quickly and as inaudibly as possible, in accordance wifh
the instruction previously given in this Lesson.

Polly’s Bonnet (French Folk-Song
(@, ,
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Test on Lesson 31

FORM AND ANALYSIS
1. In what form is the ““Old English Melody,” Illustration 1 of this Lesson?

IR, cniomni BT i B Beliniinasnn cans SRR, et ) a b sz Yo i n e s B3l i
2. How many keys are to be found in this piece?
L R LN N ) SN - TR W R
3. With which chord does each phrase end?
T SRS S 0 TR . G X0 RO RPNOME O ., .
4. What does Part I state in two-part primary form?
L AT TN WL 1 411 o\ 6 e U IR e LA s S LG GMUSS R R R LA T SRR
5. In what key must Part II close?
T RN R B AP e A Al - 0 SN - B - L 3 ) 5, ST R Ty
6. What is the general character of Part II?
Wyt e Sl e i RS BTSRRI . e e e it
7. In what form is the “Sicilian Mariner's Hymn™ (Illustration 2) written?
T W TR NCE SRR TP SN | SRR W =g e | ot el va
8. What keys are to be found in this example?
R o e T bkt TSRS e S AR A e A b
9. In what key does Part I end?
AT N N SRS WSS ok & s . emierdos Mk, - npoe Brvionter TRt B st xgitnnr .1
10. Give three ways by which variety in two-part form may be obtained.
L TP A PCN R T VORI .. - 3. 1% O LA L eyt b o B SRR M T
Diten of the wistvommped pl BRI .0 o0 i e R e S
B ol Ak s coun swt phitdolie e b A Sl

11. Write the natural, harmonic and melodic forms of the scale of F minor. Draw the proper signature and
indicate the half steps by short curved lines.

(This question gives further practice in a subject taught in a previous Lesson.)

Ans.
Natural Harmonic
[J)
g' Melodic (ascending) Melodic (descending)
i (an)
A\BV.4
()

Copyright 1937 by A. J. LLewerry~. Imperial and International Copyright Secured
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The word Ornament is the general term for all extra
notes introduced into a composition to embellish it. They
are commonly called Grace-Notes, and are printed in small-
sred type. We call them “‘extra notes™ because the meas-
ures in which they occur are complete, as to time value,
without them.

~ In the music of the early composers, small notes, or
goups of notes, placed before certain principal notes, are
frequently found. Their use was influenced to a large
atent by the nature of the instruments of the period.

The instruments of that time were not sufficiently de-
wloped, from a mechanical standpoint, to permit the
layer to give much variety to the music by playing louder
and softer; hence, ornamental notes were added to furnish
the desired variety and interest.

The instruments of today are capable of such a variety
of tone, that many of the ornaments formerly used to give
wriety to the music, have been discarded; indeed, but few,
wmparatively speaking, remain. Those found in use today
ae the Appoggiatura (ap-pod-jia-too’ra), single and
double; the Acciaccatura (at-chak-a-too’-ra): the Turn;
the Trill; the Mordent, plain and inverted, and single and
double.

T i

Lesson 32

fubjects of this Lesson: GENERAL THEORY - HARMONY - EAR TRAINING

GENERAL THEORY

Ornamentation

(This subject is resumed in Lesson 44.)

A few of the simpler ornaments are introduced in this
Lesson.

THE APPOGGIATURA

The Appoggiatura is a grace-note intérposed to delay a
note of a melody. It is usually written in the form of a
small quarter, eighth, or sixteenth note. The melody note

preceded by a gracenote is referred to as the Principal
Note.

There were formerly two forms of the appoggiatura,
the long and the short; but the term is now generally
applied to the former only, the short appoggiatura being
called the acciaccatura.

TiME VALUE OF THE APPOGGIATURA

When the time of the principal note may be divided into
halves, the appoggiatura receives half the time-value of
the principal note. When the principal note is dotted, the
appoggiatura receives two-thirds of the time-value of the
principal note, and the principal note one-third. If the
principal note is tied to another shorter note, the appog-
giatura receives the whole time-value of the principal note.

A,
mperial and International CopynghtSccund (\ \\’/ f<
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Illustration 1 (a) and (b) shows two examples of the
appoggiatura, and the manner in which they are per-
formed.

Illustration 1

The Appoggiatura

MOZART: Sonata, A Minor

(a)
wiien I
o

Played
==
) HUMMEL
Written &% -VH __]__.ﬂ' :
d i L4
o
N SSSSS===
o ’ 4%

THE DOUBLE APPOGGIATURA AND SLIDE

The Double Appoggiatura consists of two short grace-
notes preceding a note. They have no definite duration,
but are played rapidly, or more deliberately, according to
the tempo and character of the music. Examples are shown
in Illustration 2 (a) and (b). When in direct line, melo-

P layed < | oo e ) 1t 2
dically, they are also called a Slide, as at (b), which term ‘\'j!_% i R
Notation
(This subject is continued from Lesson 23, and is resumed in Lesson 36.) h

THE DOUBLE DOT

Double Dots placed after notes or rests add to their time-values three-quarters of the time-values of the notes o

rests, the second dot adding half as much as the first dot.

DousLe Dortep Notes

A Double Dotted Whole Note g .. equals a Whole, Half and Quarter Note

may also cover a progression of more than two notes &

at (c).
Illustration 2

The Double Appoggiatura and Slide

(2) (3)

(e)
Written e

1 101 1| I 1 H
T T

THE ACCIACCATURA
(Short Appoggiatura)

The Acciaccatura is a small note with a stroke through
its stem and hook. It has the shortest possible time-value.
(See Illustration 3.)

Whether the grace-note be an appoggiatura or an accia
catura, it usually takes its time-value from the note which
follows, and so must be played on the beat, not before the
beat.

Illustration 3

The Acciaccatura

)
. )4 N I | Fi o
Written 22 1 nﬂ
AN\ V.4 — il
J | 8
/)

11 e | s [l { |

AT
A Double Dotted Half Note J .. equals a Half, Quarter and Eighth Note J
A Double Dotted Quarter Note J «« equals a Quarter, Eighth and Sixteenth Note J

A Double Dotted Eighth Note .h.. equals an Eighth, Sixteenth and Thirty-Second Note J)

™ o) @
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DousLE DorTED RESTS

A Double Dotted Whole Rest equals a Whole, Half and Quarter Rest v. ARy {
A Double Dotted Half Rest e equals a Half, Quarter and Eighth Rest y * 7
A Double Dotted Quarter Rest 1{" equals a Quarter, Eighth and Sixteenth Rest & e |
A Double Dotted Eighth Rest ¥+ equals an Eighth, Sixteenth and Thirty-Second Rest 7 7 i
Illustration 4 shows the double-dotted notes and rests in music notation on the staff.
Illustration 4
Double Dotted Notes and Rests
4 \
IUIIL“ [ S WY lav-- F-. H-- B.. - - :. ql,- .‘]'
U | 1 1/ | % S L
) T T T Y N
) Equivalent Time Values of Above
' Bl B X 2t B e S e S ETCE AR e a e s
e 4 e a4 5 o e o e e ’ L
HARMONY
Intervals

(This subject is continued from Lesson 29, and is resumed in Lesson 34.)

UMMARY OF KINDS OF INTERVALS

You have seen that intervals are given general names
(Seconds, Thirds, Fifths, etc.), according to the number
f scale degrees which they include; also that they are
iven specific names (Major Second, Minor Third, Dimin-
shed Fifth, Perfect Fourth, Augmented Sixth, etc.),
ccording to the exact number of half steps which they
nclude.

Intervals may be grouped as Consonant or Dissonant, the
erm consonant implying that the interval, when sounded,
roduces a feeling of rest and completeness; and the term
fissonant implying a feeling of unrest and incompleteness.

JONSONANCES AND DISSONANCES
All perfect intervals, and major and minor thirds and
ixths are called Consonances.

The perfect prime, perfect fourth, perfect fifth and per-
ect octave are called Perfect Consonances.

’/o\\__

The major and minor thirds, and the major and minor
sixths are called Imperfect Consonances.

Seconds (or ninths) and sevenths, and all augmented
and diminished intervals, are called Dissonances.

Illustration 5 on page 4 shows clearly these various
classes of intervals.

Meropic INTERVALS AND HarMONIC INTERVALS

Melodic intervals are formed by tones that progress in
succession, one after the other, as at (a) below.

(2) -

-

B ——
e

Harmonic intervals are formed by tones that are com-
bined or sounded together, as at (b) above.

1 1
1 l
D —a
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Illustration 5
Intervals Classified

CONSONANCES DISSONANCES
Ise'rfect Impev}ect s
Perfect Prime Major Third Major Second Major Ninth
Perfect Fourth Minor Third Minor Second Minor Ninth
Perfect Fifth Major Sixth Major Seventh All Augmented and

Perfect Octave Minor Sixth Minor Seventh Diminished Intervals

EAR TRAINING

Transposing a Minor Melody Melodic Dictation

(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

TRANSPOSING A MINOR MELODY

Study the following melody carefully. The first four measures constitute a phrase founded upon the natural A
minor scale. In the 6th measure a chromatic tone, C#, is introduced; and in the 7th measure there is a Gf, which is
the seventh, or leading-tone, in the harmonic form of the A minor scale.

Play the melody several times, then try to play the same melody, beginning on D (a fifth lower) instead of on A

A PERGOLESI: Nina

AW = A s R A il Y -
. E At P - T
o e e B ke =

[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.

Mzeropic DicTaTioN

According to the instructions of Lesson 31, Ear TRAINING, first play the complete Folk-Song below, then play it
section by section, allowing the pupil time to write each section as played. Point out to the pupil that this melody,
like that in Lesson 31, Ear TrAINING, consists entirely of tones of the tonic chord.

The Postman (Folk-Song)

g (&) g (c) . ()
| e e e e e e e e
3 i oo — ; st ! ‘
P (/) . (8) , (8)
o e | e Tp e
I e N //W\

(( \)
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Test on Lesson 32
GENERAL THEORY

1. What does the word, ornament, mean in music?

4. What is the principal note?

5. What is the time-value of the appoggiatura

(a) when the principal note may be divided into
halves?

(b) when the principal note is dotted?

(c) when the principal note is tied to another
shorter note?

6. Of what does the double appoggiatura consist?

7. What is the acciaccatura?

10. Name the following ornaments and show, after each, how it is to be played.

Played

Played

i)

ﬁj 1 I i'__-F
<l i O &

11. How much time-value is added to notes or rests when double dots are placed after them?

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

PRINTED IN U. 8. A.
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GENERAL THEORY—Continued

Test on Lesson 32

12. Write the characters necessary to show, without dots, the equivalent time-values of the following:

Ans.
Y o [ & XX F.- Huo - .Il.
NV 1 Y
) ' ¥
=
&
HARMONY

13. What does the term, consonant, mean when applied to an interval?

14. What does the term, dissonant, imply?

15. What intervals are called consonances?

Ans.

16. Name the four perfect consonances.

17. Name the four imperfect consonances.
P R MU LA G

18. Which intervals are called dissonances?

Ans.

19. How are melodic intervals formed?

20. How are harmonic intervals formed?

EAR TRAINING
21. Transposing a minor melody.

22. Melodic dictation.

Pupil’s Name e e T e

Pupil’s Address g et nah ot Bab b . o

Pupil's Class Now..co. it i

e (el s T i e e MRS C S W e MR ST D

Test on Lesson 32—Page 2
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Lesson 33

Subjects of this Lesson: Form AND ANALYsIS - TeECHNIC - EAR TRAINING

FORM AND ANALYSIS
Three-Part Primary Form

In many examples of the two-part form, the second
phrase of Part II resembles the first phrase of Part I, that
is, the opening phrase of the piece. We are thus led, nat-
wally, to three-part form, which embodies the principle
of recurrence. (See Illustration 9 of Lesson 29, Form aND
ANALYSIS.)

The Three-Part Primary Form is a further development
of this tendency to restatement, and has three distinct
divisions, of which the third is practically a repetition of

the first, in the original key. The second division is a
digression, but in a closely related key.

ANALYSIS

A simple example is given in the following Sarabande
(see Lesson 58, Form aAND ANaLysis) from Handel's first
German opera Almira, which was afterward changed by
Handel himself into a song. The song bears the title Lascia
ch’io pianga, (“Leave me to languish™) and is a favorite
with concert singers. (See Illustration 1.)

Illustration 1

A Composition in Three-Part Primary Form

PARTS I and III

HANDEL: Sarabande

A
1 ! [ ! o B—
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A W A W Resall A
%2 N T S\ N I n
g L2 ] 2 1 & & T g T 1 i n
3 y<) 17 -~ & A < { 2. — ] 1 1
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The three parts are here very evenly balanced, each
one being eight measures in length. The first and third are
identical, Part III being, in fact, played from the same
notes as Part I, as indicated by the repeat sign. This is not
usually done. Part III is generally printed again, and fre-
quently has some slight differences from Part I. Part II,
in this piece, is in the same style and rhythm as Part I, the
main difference being its tonality, which is principally that
of the dominant, C.

Illustration 2
A Composition in Three-Part Primary Form

Another example of three-part primary form is the

“Song Without Words™ by Gurlitt, Op. 101, No. 10.
(See Illustration 2.)

In this piece, sixteen-measure periods are used, the
measures being short, as in Illustration 9 of Lesson 29,
Form anp Anavysis. The three periods which form the
piece are each subdivided into eight-measure phrases and
four-measure sections.

ﬁﬁf almtmo GURLITT: Song Without Words, Op. 101. No.10
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Part I is in the key of G. Its second four-measure sec- nant. That a change of tonality is even of greater im-
ion, as you will notice on playing it, is a varied repetition portance than variety of material is thus well exemplified,
of the first; that is, measures 10, 13 and 14 have the same for this little ““Song Without Words” makes a very satis-
nelody notes on their first beats as measures 2, 5 and 6, factory effect as a three-part form, with no other change
but other notes are added for variety. for the middle part than a change of key for the same

Part II is in the key of the dominant, as was the case period.
with Illustration 1. We find here, however, the rather Part III is a repetition of Part I, with the melody ending
unusual occurrence of Part II having exactly the same on the tonic, instead of on the third. Part II also had this
material as Parts I and III, merely transposed to the domi- ending, the last note being the tonic in D.
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TECHNIC
Stopping

(This subject is continued from Lesson 27.)

VARIATION IN DISTANCES BETWEEN POINTS the nut to the bridge, but from the point stopped to the
STOPPED ON THE FINGERBOARD bridge.

Taking any string for an example, it may be observed The distance from the nut to the point where A is pro
that the distances between the points on the fingerboard duced on the G string, is approximately one-tenth of the
at which successive tones are produced, constantly become total distance from the nut to the bridge. Likewise, the
smaller as the tones rise in pitch. distance between D and E on the G string, as referred to

For example, the distance between the nut and the point ~ before, is approximately one-tenth of the total distance
where the first A is produced on the G string, is noticeably from the point where D is stopped, to the bridge.
greater than the distance between D and E, as played by
the second and third fingers on the G string, in the Third
Position. Yet the intervals represented are the same, each
being a whole step.

We may readily see from this, that, in any case, thei
relation of the distance from the point which representsa
whole step (or other interval) to the entire string length,
does not change. However, as the string length is mad

In stopping any string, the player really creates a new shorter for higher tones, the actual distances between the
and shorter string, or string length, which runs not from points stopped are smaller.

EAR TRAINING
Melodic Dictation

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.

First, play the complete melody below, according to previous instructions; then play it section by section, allowing
the pupil time to write each section as played.
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SHERWOoOD Music ScHooL COURSES— VIOLIN
GRADE PREPARATORY B

Test on Lesson 33

n
a «
L HARMONY
1. Write major seconds, perfect fourths, minor thirds, diminished fifths and diminished thirds from each of
the four tones, G, Ep, Ff and D, as indicated below:
(This question gives further practice in a subject taught in previous Lessons.)
... Ans.
Maj. 2 Perf. 4 Min. 3 Dim. 5 Dim. 3
[ (an) P - et O O
ARV A - g «r -~ -~ >
e/
T33 - 1
[0}
7
EeE= = = = =
'\(u.\/n ﬁ(‘ ﬁ [ 8] ﬁ L 8 ) g [ 8 #“
¢
~V
® © £ 8] (8] L8 ) O
FORM AND ANALYSIS
2. What principle, in musical form, is embodied in three-part primary form?
... M ss.coainiad . o e SR L i et Pryoe Ee QOGS R e,
3. What constitutes, generally, the third division?
... T R AN A s gl 7 SN SR A LAY STl e XL CONREC SN - D .. ST 01§ S <
4. What is the second division?
... ot PR e UNRENIMER, o o7 Y WA s ORNESIITIS: -5 s’ ik PRI, G s, e, | B | b oo Ot PO L3 4o
5. How is the third division indicated in Illustration 1 of this Lesson?
. T v | NN RR . e etre ~smimioiniunr, SRS « SO ol N ODURNSNY wORPRRMG- W - SN CO S AL |t (T
6. What is said of Part II, in this piece?
... - T St | L SR, . Sy 9. seapiaces | TSSO A RSN el | .
7. What is the length of the periods in Illustration 1?
... P A RIS DI T NSO, 07~ S SRS MR | T B e RS
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Suaerwoop Music Scaoor CoursEs— VIOLIN Test on Lesson 33

]
3% 2% FORM AND ANALYSIS—Continued
& 20
8. What is the length of the periods in Illustration 2?
4125050 7o - WEH ol SRR T oY AT Mo Rt AW Lt T T2 24 1 AR e
9. What unusual occurrence is found in Part II, Illustration 2?
. gl Ans.
10. What is the only difference between Part III and Part I in Illustration 2?
K icica PV T I m— A § Sm— g S
TECHNIC
11. What effect has stopping, as regards string length?
- T Ans
12. When the string length is made shorter for higher tones, how are the successive half steps and whole
steps on the fingerboard affected?
S 7T PECY.. . ST ST P AT
EAR TRAINING
- P 13. Melodic dictation.

1,1 S TOTAL.

Pupil’s Name
Pupil’s Address
Pupil’s Class NO.c.cuecucmemreeecncmemenne

Teacher’s Name.

Test on Lesson 33—Page 2




THE INVERSION OF INTERVALS

The term, inversion, means literally a turning upside
down. An interval is inverted when either its lower tone
is placed an octave higher, or its higher tone is placed an
octave lower, than the original position.

The numeral designating the original interval, added
to that of its inversion, will always make 9, although the
two together form only an octave. This is because the
stationary tone is counted twice. (See Illustration 1.)

Illustration 1

Inversion of Intervals

A Perfect Fifth

A Perfect Fourth
/ __9 |
= becomes
D) f D)
A Major Third A Minor Sixth
{) ! f) |
p'4 P 4
- becomes -—ﬁ\——-—‘
R\IV ey ANIV4 P
D) ?— () S
A A Minor Seventh / A Major Second
1 P4 1 i
b e becomes —ﬁ‘————b-ei
V4 -
D) r' )

It will be seen that by inversion, a major interval be-
comes minor, and a minor becomes major. A perfect

Subjects of this Lesson: HARMONY - INTERPRETATION - EAR TRAINING

HARMONY

Intervals

(This subject is continued from Lesson 32.)

interval, however, does not change its quality when in-

verted, but remains perfect.

If we take the intervals as found in the scale of C
major and invert them, using the tonic, C, as the lower
tone, we obtain the results shown in Illustration 2.

Illustration 2

Intervals of the Major Scale and Their Inversions

/) Perfect Prime-Perfect Octave ) Perfect 5 Perfe(it 4
1
P’ 4

e &
:Q Major 2 Minor 7 ) Major 6 Minor 3
f I
- —F e s
R \3v4 2 W3 P
e v
Major 3  Minor 6 Major 7  Minor 2
£ ' ;
1
7 ——
A\IV.A -
D))

|

Perfect 4 Perfeet 5

=

Perfect Octave Perfect Prime
1
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Illustration 3 shows, similarly, the inversion of every
interval constructed on C, including the diminished and
augmented intervals. For completeness, several aug-
mented and diminished intervals are given, which have
no practical use in the study of harmony, and which,

therefore, were not described in the earlier Lessons on
intervals. They are marked with an asterisk, or star"
The kinds of intervals are indicated by letters, thus: |
P (Perfect), A (Augmented), D (Diminished), M (Ma
|
|

jor), m (minor).

Illustration 3

The Intervals and Their Inversions

) P.8 D.8
A { il
Primes '@UE‘;; 4#
[)) o - Qe
P. Prime A.Pﬁme
1) m.7 M.7 D.7 P A7
W 4 t—_
Seconds -@—J = n - Ei T n
Y] OO L8] 11437 T 3o T WO
.KI.Z E..z "Gy rA.F.’ D.2 i
-9 m. 6 M.6 .‘f +* I:LG
Thirds fy——®&—Ff———=*—F+———
QJ -y v ~ |0, " A v * b W
iM.3 gﬁ D:3 Al3
ln P.15 A5 Dj'i
Fourths ANIV4 4 43 il; 43 lf) 43 ‘j[-l.L 4 %‘
oJ r-v e ~——— b PSS 1
P.4 D.4 A4
9 P’14 Aj D.'4
I a5 ks 39\—_5—
QJ — L ——
P.5 D.5 K.S
7 m.3 M.3 D3 % A3
—I 4 s L1 i
Sixths Z@'_I!—_d {IA) 5 '"& I\' ‘nﬂit H"‘ H’ ;i
Q) ~— e — m——  —
m.ﬁ mrﬁ AE‘ DE
) m. 2 M.2 A2 % D.2
w4 1 1 11 11 4l 1
Sevenths ‘@}—‘9__9‘—"‘99‘—93&— s e X — i
.7

Tz

/) P.| Prime

p 4
Octaves ML‘V{

© s

We have already seen that, by inversion, major inter-
vals become minor, and minor become major, and that
perfect intervals remain perfect. From Illustration 3, we

i

observe further, that diminished intervals become aug
mented and augmented intervals become diminished.

As a perfect consonance becomes either augmented ot

O e T (=
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iminished by chromatic change of either of its tones, CoNSONANCES

w see that a perfect interval cannot have any change and Perfect

emain a perfect interval. Perfect Primes invert into Perfect Octaves.
With an imperfect consonance this is not the case, for Perfect Fourths invert into Perfect Fifths.

Perfect Fifths invert into Perfect Fourths.

pinor may be changed to major, or major to minor, and ,
y g & ) . Perfect Octaves invert into Perfect Primes.

kth are imperfect consonances.
Imperfect

Major Thirds invert into Minor Sixths.

Major Sixths invert into Minor Thirds.

Minor Thirds invert into Major Sixths.

Minor Sixths invert into Major Thirds.

The process described for inversion evidently will not
ivert a ninth, because, if the lower tone is raised an
xtave, it is still below the upper tone, and, therefore,
the interval is not “‘inverted.” The interval of inversion,
which we have given as an octave, must always exceed

o at least equal the interval to be inverted. DissoNANCEs

: : Seconds invert into Sevenths.
[llustration 3 includes examples of all the consonances . )
Sevenths invert into Seconds.

id dissonances in S musical system. We will repeat Diminished intervals invert into Augmented intervals.
the classification, showing the effect of inversion: Augmented intervals invert into Diminished intervals.

INTERPRETATION

Basic Elements

(This subject is continued from Lesson 15.)

DYNAMICS Illustration 4

In Lesson 15, INTERPRETATION, you were given in-
gructions for producing several degrees of loudness and :
witness of tones, and in using judgment to distinguish WMMM‘.
between p, mf, f, etc. 4 Pp orese.’ . . . « JF
P m o Ff

GraDUAL INCREASE AND DECREASE OF TONE
The directions printed in the music for gradual change

in tone volume (see Lesson 14, GENERAL THEORY) re In the same way, the word diminuendo does not mean
quire very careful interpretation. For instance there may that we should play softly immediately. Just as crescendo
be a tendency to play loudly immediately when the word means that the volume is to be increased little by little,
wescendo is seen, but this must be avoided. Frequently so diminuendo means that it is to be decreased little by
the loud point is not reached for many measures. (See little. Illustration 5 shows a crescendo and diminuendo

[lustration 4.) in a passage of eight measures.

Illustration S

BN, 0\ — (] 7
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TEMPO CHANGES

What has been said about dynamic marks applies
equally to ritardando and accelerando; that is, the
change is nearly always to be gradual, and very seldom
abrupt.

Neither should these changes be exaggerated. The
tempo of the composition must be kept in mind. In a
fast piece, the ritardando would seldom reach a really
slow tempo; while in a slow composition it would be-
come very decidedly slow. With due regard to the
general tempo of the composition, the ritardando and

-~ SHERWO0OD Music ScaoorL CoursEs— VIOLIN =

Z N> NS

accelerando will neither disturb the rhythm, nor destroy
the sense of proportion and unity.

It is important to keep in mind that the symbols or
marks of expression are merely suggestive of the emo
tional and intellectual feeling which the music contains.
You must learn to feel, in the music itself, the reasons
which call for the variety of expression indicated by the
symbols. In other words, you must translate symbols into
musical thought, in order to express musical ideas.

A merely mechanical attention to the symbols wil
make more or less lifeless playing, in spite of the greatest
effort.

EAR TRAINING

Transposing a Minor Chromatic Melody

Analyzing Intervals and Their Inversions

(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

TrRANSPOSING A Minor CHrROMATIC MELODY

Play several times the first two measures of the following melody; then similarly the third measure; and then the
last two measures. Next, play the entire melody several times. After working with it thus in the original key, E minor,
transpose it to the key of Ff minor. The object of the preliminary playing in sections is to give the ear opportunity
to grasp firmly the outline of the melody, so that it may serve as an accurate guide in making the transposition.

MASSENET: Elegie

ANALYZING INTERVALS AND THEIR INVERSIONS

1|

1N\ = P
Pl R

1. Name the following intervals. Then play and name the inversions of each:

) ) s y
: [ - bq U L
<P ) T 14 Lé Y HY aa | H
[y} # He v #2 LU 117,

2. Play the following melodic intervals on D. Follow each with its inversion, naming it.

(a) Augmented Fourth
(b) Major Third

(¢) Minor Sixth
(d) Diminished Seventh

3. Repeat the same intervals on G, following each with its inversion.

1.
{r r\‘T(

[J?\\ e e

N
O S
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GRADE PREPARATORY B

Test on Lesson 34

i HARMONY
1. What is the literal meaning of the term, inversion?
... P T SN SRRSOty SNSRI | .. L NS A W WA .
2. When is an interval said to be inverted?
... Ans.
3. Why does the numeral designating the original interval, added to that of its inversion, always make 9,
instead of 8?
... . e T R SR SO T DS MR
4. What kind of interval results when we invert
(a) a major interval? Ans.
(b) a minor interval? Ans.
1 — (c) a perfect interval? LT PPN RGNS N LA e S P N ab L I B

(d) an augmented interval?  Ans.
(e) a diminished interval? Ans.

5. Write and give the names of all the intervals and their inversions from the keynote of the F major scale.

(Inversion)

i PoPriste | S, M35 B4y PiBaoe: M.6......... M.7. . P.8
k .

[ % W K ] 1O —
v N—— n—

T34-5
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100

HARMONY—Continued

9. Name the dissonances and their inversions.

Ans.

INTERPRETATION
10. What must be avoided when crescendo or diminuendo is indicated?
NS Dottt e R e s S R R e

11. Indicate, by use of dynamic marks, below the notes, the degrees of loudness and softness of tones necessary
to play the following eight measures with a crescendo and a diminuendo, beginning and ending the pag

sage pp.

PP cres - cen - do f dim - t!n - w - en - do »p

12. What two tempo marks also call for a gradual change?

13. What is the chief object of symbols, or marks of expression?

14. What is the effect of a merely mechanical attention to these symbols?

EAR TRAINING
15. Transposing a minor chromatic melody.

16. Analyzing intervals and their inversions.

PUDIL S INGINE - ceeccisionmaonsonsmsarssussssncssamssinssissiomssniisonms s sssnsiosammsinsssnntasessssoots

PUPILS AAATEESIL s ooensipmsmosssessgussnsas

Pupil’'s Class NO..--ocvonsiecssmmmssnnss

T EACKHETY' S NAME. cceceeeeeeeeneeeermeeemresncscrseememesecnsessssemmamememsese s snmsne oo ans .

Test on Lesson 34—Page 2




Lesson 35

Subjects of this Lesson: HaARMoNY - TeEcHNIC - EAR TRAINING

HARMONY
Triads

( This subject is resumed in Lesson 36.)

In Lesson 4, GENerAL THEORY, you learned something
about chords, and that a chord is a combination of tones
having a definite relation to each other.

In the same Lesson you formed the chord of G (G-B-D).

Now that you are studying Harmony, it is time to
give more detailed attention to chords, and to analyze their
structure (the way in which they are built).

The simplest complete chord is the Triad, a chord of
three tones. (The word, chord, is sometimes applied to
combinations of only two different tones. These are in-
complete chords.) The three tones which form a triad
are called fundamental (or root), third and fifth.

The Fundamental is the lowest tone when the chord
is arranged entirely in thirds, and consequently that
arrangement is said to be the Root Position of the chord,
or the Fundamental Position of the chord. The funda-
mental is the tone upon which the triad is built and which
gives the triad, or chord, its name; as, for instance, the
C chord is the chord which has C as its fundamental.

The next tone is a third above this fundamental, or
root, and is called the Third. The uppermost tone of a
triad, as originally constructed and without duplication
of tones, is a fifth above the root; it is therefore called the
Fifth.

e
P77,
&

‘\

S — 9 N
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As we have different kinds of thirds (major or minor),
and fifths (perfect, augmented or diminished), above the
root, we can construct different kinds of triads with the
same root. These triads are major, minor, diminished, or
augmented.

THE MAJOR TRIAD

A Major Triad consists of a fundamental, a major third,
and a perfect fifth.

If we take C as the root, or fundamental, we find the
major third above that tone, which is E. We next find a
perfect fiftth above C, which is G, and the three tones

form the complete major triad, as at (a), Illustration 1.

Illustration 1
Major Triads on C, D and E}p

Y (@) () ()
i 1
Y o b
10 o 'Y Q) V2R
NP &S Uy b &%
) - o g

If we wish to construct a major triad on D, we find
the major third (F#), and the perfect fifth (A); and the
triad appears as at (b).

For a major triad on E}p, we find the major third and
the perfect fifth above E}; and the triad appears as at (c).

]
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TECHNIC

Bowing

(This subject is continued from Lesson 27, and is resumed in Lesson 39.)

THE NATURAL SPICCATO

Spiccato (speek-kah’toh) bowing is one of many forms
of bowing used to produce staccato tones. (See Lesson 18,
Tecunic.) There are two kinds of spiccato bowing,
called Natural and Artificial. We shall study the natural
spiccato in this Lesson; the artificial spiccato is discussed
in Lesson 46, TecHNIC.

The natural spiccato belongs to a family of bowings
referred to as the Bouncing Bows, so called because the
bow rebounds from the string after each stroke. Other
forms of the bouncing bow are explained in later Lessons.

The use of spiccato bowing is indicated by the word
spiccato (or its abbreviation, spic.), in connection with
staccato dots. (See Lesson 18, GENERAL TuEORY.) Illus-
tration 2 shows a passage marked for spiccato bowing.

Illustration 2

A Passage Marked for Spiccato Bowing

m:ﬁ:&
spiccato

French editions frequently use the word staccato to indi-
cate either staccato or spiccato. In such a case, the player
must judge by the nature of the music which effect is
intended. If a number of notes are to be played in one
stroke of the bow, either at moderate or rapid tempo, they
are ordinarily played staccato. If the notes are to be played
rapidly with one stroke of the bow for each note, they
are ordinarily played spiccato.

Natural spiccato is produced by the natural bounce or
rebound of the bow. It is made possible by the resiliency
of the stick of the bow. The resiliency of the hair and of
the violin string also contribute to the action of bouncing.

As this same resiliency figures in all other forms of the
bouncing bow, it is well to analyze it very carefully at this
point.

Seat yourself by the side of a table. Pick up your bow
as if getting ready to play, but instead of inclining the
stick away from yourself, as you usually do, hold the bow
so that the stick is almost directly over the hair. Hold your
right hand lower than the edge of the table, and let the
bow drop to the edge of the table from a distance of an
inch, so that the hair strikes approximately at the half
way point of the bow. (See Illustration 3.)

Illustration 3
Analyzing the Resiliency of the Bow

When the hair strikes the edge of the table, the bow
will bounce. The hair yields to the edge of the table, and
in so doing, pulls the tip and the frog of the bow toward
each other. This forces the stick of the bow upward.

Because of its flexibility and springy quality, the stick
immediately tends to return to its normal curve down
ward. In so doing, it brings the tip and the frog of the bow
outward again, to their usual position. This straightens
the hair of the bow, and in straightening, the hair lifts the
entire bow off the surface struck.

These adjustments and readjustments are so slight, and
occur so rapidly, that they can hardly be perceived by the
eye, but the rebound which results is very noticeable. -

The action of the bow in natural spiccato may also be
studied most easily at a table, in the position shown in
Illustration 3.

Let the bow rest at the halfway point on the edge of
the table, with the stick almost directly over the hair, as
mentioned before. Set the bow in motion with short, rapid

f'\\\\ S e 0\___““ -J/f//
) @Yf \\
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grokes, not more than a half-inch in length, alternating
fown-bow and up-bow, with the action of the hand from
e wrist joint as in wrist legato. (See Lesson 10,
TecHNIC.)

The bow will bounce off the edge of the table a short
distance at the end of each stroke. This happens because
the thrust and pull of the hand provides the same kind of
inpetus as received by the bow when dropped against the
wge of the table. In the actual playing of spiccato on the
yiolin, the elasticity of the strings adds zest to the rebound
of the bow.

For spiccato playing, it is essential that the bow always
fe held so that the stick is almost directly over the hair, as
sown in Illustration 4.

Illustration 4
The Correct Position of the Bow for Spiccato Playing

Unless the stick and the hair are approximately in a
wertical line with one another, the bow will not bounce
0 well. To test this, take a few strokes on the edge of a
tible, as before, with the stick of the bow inclined away
from yourself. Follow this without pause by other strokes,
with the bow turned so that the stick is almost directly
over the hair.

You will observe that so long as the stick is inclined
away from yourself, the bow does not bounce much; but
that as soon as the stick is brought over the hair, it re-
sponds readily.

This proves not only the value of holding the stick so
that it is above the hair, but also that the natural spiccato
is based simply upon the natural resiliency of the bow,
rather than upon any special action on the part of the
player.

In playing a natural spiccato, you need only observe the
following rules:

1. Use the middle of the bow, with short, fairly rapid
strokes, not more than a half-inch long, alternating
down-bow and up-bow.

2. Bow with hand action from the wrist joint, as in
wrist legato. (See Lesson 10, TecHNIC.)

3. Hold the bow so that the stick is almost directly over
the hair.

The exact point at which a bow rebounds most easily
varies somewhat from one bow to another, according to
the distribution of the weight of the stick. This point may
be just at the middle, or a little above, or a little below.
In performing your first exercises in natural spiccato, try
your bow at different points, until you have found the
point where it bounces most effectively.

The natural spiccato is by nature restricted to fairly
rapid or rapid passages. The bow no more than strikes the
string than it bounces off; and as rapidly falls to the string
again. As the bow falls, there must be a change of direc-
tion, up-bow or down-bow. This sequence is repeated, over
and over again, with great rapidity, as long as may be
required.

Scale Fingerings

(This subject is continued from Lesson 30, and is resumed in Lesson 45.)

THE CHROMATIC SCALE

Illustration 5 shows the fingering for a chromatic scale
beginning on the open G string and extending through two
octaves.

Observe the constant necessity for chromatic stopping
(see Lesson 13, TecuNIC) occasioned by the playing of
successive half steps, as required in the chromatic scale.

Ilustration 5

Chromatic Scale Fingering
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The Positions

(This subject is continued from Lesson 28, and is resumed in Lesson 45.)

THE SECOND POSITION Hlustration 7

For the Second Position, the left hand is moved along atie N’“I::t' gl:::‘ ig"(‘;:“;;:ﬂ:‘;gﬁgi“ i

the fingerboard to a location which is approximately half-
way between the Third Position and the First Position.
(See Illustration 6.)

Illustration 6
The Left Hand in the Second Position

Extensions of the Second Position occur when the fourth
finger reaches a half step higher than the natural tone
which marks the limit of the Position on each string.

Whenever the left hand is in the Second Position, the
points of contact established between the sides of the neck
and the fingerboard, and the thumb and the base of the
first finger, must remain fixed. It is a rule in all Positions

The first, second, third and fourth fingers of the left  that the hand must not move along the fingerboard until it
hand cover, respectively, B, C, D, and E on the G string;  actually shifts to another Position. The movements re
F, G, A, and B on the D string; C, D, E, and Fonthe A quired for stopping the strings must be confined to the
string; G, A, B, and C on the E string; and the sharps and fingers. The careful observance of this rule is absolutely
flats of each of these natural tones. (See Illustration 7.) essential to certainty and precision in stopping.

EAR TRAINING

Transposing Chord Progressions and Finding Major Triads in Various Keys

(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

1. Play the following progressions in all major keys. Before beginning the transpositions, play the original several
times.

Wy 4%
[ £an) O <> <>
:“)V A [ & ] S

Ry © o o O >

f

o1
-0 | |
<

O
«r

2. Play the tonic, subdominant and dominant in the key of G; and with each tone as a root, sing the degrees ofa
major triad. Use the Tonic Sol-Fa syllables, thus: On the tonic, Doh Me Soh Me Doh; on the subdominant, Fah Lah Doh
Lah Fah; and on the dominant, Soh Te Ray Te Soh.

3. Repeat the foregoing in the keys of D, A, F, and Bp.

S MR
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; LEssoN 35 - PAGE 4 \\ ﬁ,\,\
\\ B 1 J/ % LA
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Test on Lesson 35

ﬁ -gg HARMONY

i 20
1. What is a triad?

.. TS| A MRS s ). A . OGS A, Sy s S et e BRI SRR
2. What are the three tones which form a triad called?

.. YL T O B r C R LN . . RO A S D AR E RN 8

“ 3. Give two definitions of the fundamental.

. Ans. 1.

2.

4. What is the position of the chord when the tones are arranged entirely in thirds?
. Ans.
5. Name the four kinds of triads that can be constructed with the different kinds of thirds and fifths.
... Ans.

6. Of what does a major triad consist?

... T IR A e ot e AR SO SR DEULSCSPEIICREARE % 7S I ¢ 5 SIS ENONS AL | AL W
7. How do we construct a major triad on D?

... Ans. e R R A e e AR N AR I L GER o sseosssnssniniods
8. Write major triads on F, G, A, B}, E and C§.

... Ans.

[
.
BT
[
¢
<\
¢

TECHNIC
9. Name two kinds of spiccato bowing.
... P R X S I NP AR D SN ES RN | SR WO .4 Totl UG SESLECRNP Y . o’
10. Why are the bouncing bows so called?
.. T vl Tbieaichet ot Vi RO v, MR SR A WA D W SEN A i -
11. How is spiccato bowing indicated?
e T et B I e A R R M 50

Copyright 1937 by A. J. LLewerryN, Imperial and International Copyright Secured
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:

100

Possible
Marks
Obta:

d

1mne:

........

TECHNIC—Continued

13. How may the player judge which effect is intended?

14. What is the difference between connected staccato bowing and natural spiccato bowing?

15. What makes possible the natural rebound of the bow in natural spiccato?

Ans
16. Name three conditions necessary for playing a natural spiccato.
Aoy N s s
YT DSyt s i D e T A e e e S
3.
17. Write a chromatic scale, two octaves ascending and descending, beginning on G below the staff, and mark
the fingering.
Ans.
£ Ascending
“ﬂ;\, 1
¢
Descending
- |
3V 1
D))

18. In the Second Position, which finger stops
(a) DontheGstring?  Ans.
(b) Fonthe D string?  Ans.
(c) POfighe A Strng? AR5, oo recommeonaerssomsssgonsns

(d) Aonthe B string?  ANS, ...ccnommmimonsnsssasassansmonsase
19. What rule governs the movement of the hand in all Positions?

EAR TRAINING

20. Transposing chord progressions and finding major triads in various keys.

PHpilsNdme S vl ot e el S e
Pubibiiddyess, Lasia s 05 Bl saer. 10l S8

Pupil’s Class NO.wemeeoeceeeeeceeccemane

e IO, e e e e R e

Test on Lesson 35—Page 2




Lesson 36

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

GENERAL THEORY

Marks of Expression

(This subject is continued from Lesson 16, and is resumed in Lesson 63.)

DYNAMIC MARKS (Continued from Lesson 14.) Illustration 1, the use of sf and fz respectively, is shown at
(a) and (b).

You have become thoroughly acquainted with the regu-

lar measure accents of duple and triple measure, with spe- Hlustration 1

cial accents indicated by the sign >, and with accents The use of Sforzando and Forzato

naturally employed in playing phrases. (@) KULLAK

# 1 s e R e ot O o s AR s 5

There are several other means used to indicate that P ! ! ! I

tones are to be accented. S o oo  r— .

The principal words indicating accent are sforzato ’
(sfor-tsah’toe), sforzando (sfor-tsahn’-do) and rinfor-

zndo (rin-for-tsahn’-do). ) o KULLAK: Scherzo
\ b
; S— 1 = 1
Sforzato and sforzando are also used without the s, as D R e = o e i i
|
forzato and forzando. o H“ : o o ! .
The meanings of the first two are about the same, and Q... '{\‘ A
correspond to the accent mark shown above. They indi- % - - " ¥
pls oy

cate that a sudden strong accent is to be given to a tone,
or chord. Rinforzando indicates playing in which all the
tones are somewhat accented, though it may also imply

accents on certain tones or chords. THE HOLD
When a composer wishes a rest or tone to be prolonged
Generally, the abbreviations only are used. The abbre- for the purpose of producing a certain effect, he indicates

viation for sforzato, or sforzando, is sf. or sfz.; for forzato this by the following sign, = , which is called a Hold,
and forzando, fz., and for rinforzando, 7f., rfz., or rinf. In or fermata. (See Illustration 2.)

< = D /b‘ S S Sy
,J//v""\'\‘"\"{l' - :}5\\bapyn‘ght 1937 by A. J. LLewerLy~. Imperial and International Copyright Secured’
\,C') S/ All rights reserved, for all countries, including the right of translation
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Illustration 2
Use of the Hold

REINHOLD: Hungarian Dance
] N

9

¥ i 1 1 N n >
%W 1 1 A | i
L 1 1 ) I W |
e L) t_w_ LA
'J .
\J
p —
e L )
D y N L
% e o 1 ¢ . -
) L ! 1 ) S
J S veY o3 o <

The hold may be placed over or under a note or rest.
The tones or rests affected by it are to be held beyond their
regular time-value. There is no definite rule as to how long
the tone or rest is to be continued. This is left to the feel-
ing and taste of the player, and will naturally depend
somewhat upon the character of the composition.

é.

\ *\)/
,,,,,,----waf\ = )/

?;:

THE TENUTO

The term tenuto (tay-noo’toe) indicates that tones are
to be firmly held or sustained to their full value.

The tenuto may be indicated by writing the word over
or under the notes to be affected, but more often, it is
indicated by its abbreviation, ten., as shown in the last
measure of Illustration 3.

Illustration 3
The use of the Tenuto Sign

REINHOLD: Butterfly

u Mok G 4
e B
S | D e A Y e S
ANIV4 [ ) VA 1
o r 1% =3

ten.

U L Sefu uASaA
X 78 \

TE=_i=nEl adEY;

Notation

(This subject is continued from Lesson 32.)

REPEAT MARKS

In Lesson 7, GEneraL THEORY, you learned that dots
placed before or after the double bar indicate that a pas-
sage of music is to be repeated.

First AND SeconD EnpInGs

Towards the end of a repetition, the last measure or
two must often be different from what they were in the
original, in order to continue with the following section
of the music. When this is the case, we have what are
called first and second endings, marked thus:

1

F1 N2

After the repetition from the beginning, or from the
last double bar with the dots on the right side

.
—
0

the measure marked 1 is omitted, and we go on at 2. (See
Illustration 4.)

770N
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Hlustration 4
First and Second Endings

KULLAK: Evening Bells

o []A /—\—”2
o PRE B EAES e
12 8 1 L7 I |V
" e e 3 Y
bv (o ]
m
Py f
A6 X al o F— K1k
2D Q N A — | )
[ &

(

Da Caro :

There are several other means of indicating that a pas
sage is to be repeated. The words Da Capo (dah kah’po)
are used for this purpose. The term Da Capo means from
the beginning. Thus, when the term Da Capo is placed at
the end of a composition, it means that the player is to
return to the beginning and play until he comes to the
word Fine (fee’neh). This word, meaning the end, is used
to show just where the composition ends. (See Illustration
5.) It is occasionally replaced by a fermata over a double
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bar, as in the Melodic Dictation exercise in Lesson 38, Ear
TRAINING.

Illustration 5

Fine, Showing the End of a Piece

BURGMUELLER: Op. 100, No.6.

Tl e E
e —r e . .
—F 1
i
fﬂ&ne

CTesce.

s

The term Da Capo is frequently abbreviated to D. C.
Sometimes it is written thus: D. C. al Fine. (See Illustra-
tion 6.)

Illustration 6
Da Capo al Fine

BURGMUELLER: Op.100, No.6.

A
e e s
S h*l
R e
GRS i
v i\/_ j\_j D.C al Fine

Illustrations 5 and 6 are from the same piece, and the
former is the ending after the D. C. of Illustration 6. See
also Ilustration 1 of Lesson 33, ForM AND ANALYsIS, for
another example of the use of D. C. and Fine.

DaL SeEgNO

The expression Dal Segno (daht sayn -yo) is an Italian
term, meaning, from the sign. It is used in connection with
aspecial sign, thus: §§ Therefore, when you see the term
Dal Segno, you immediately go back to the place where
the sign §§ occurred, and then play until you reach the
sign for the end of the composition.

Sometimes the expression Dal Segno al Segno is used.
This means from the sign to the sign; and in this case, the
sign §6 occurs twice. This indicates a repetition of the
music written between the two signs.

9N

“'[ \/
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Dal Segno is frequently abbreviated to D. S. and Dal
Segno al Segno to D. S. al §.

ADDED LINES ABOVE THE TREBLE STAFF

You already know that the first added line above the
treble staff is A, the second added line, C. and the third
added line, E. The fourth added line above the treble staff
is G, and the fifth, B. (See Illustration 7.)

Illustration 7
The Added Lines Above the Treble Staff, and the Spaces Above Them

B AC

G o

E © F e

AE,&%:Bﬂﬁﬁ—

_n.e.—-—-————-——_o__—::
f |
& —

D)

It is necessary for you to learn thoroughly the names of
all these added lines: A, C, E, G, B, etc. Knowing these,
you can find at once the name of the space above each
added line, namely, B, D, F, A, C, etc. (See Illustration 7.)

SIGNS USED INSTEAD OF ADDED LINES

More lines may be added above the staff, but when
many lines are added, the result is confusing to the eye.

In order to avoid this confusion, a sign, 8va, is used.
This is an abbreviation of the word ottava (ot-tah’~va),
meaning, octave, and it is generally called simply “8-v-a.”

When the sign, 8va, is placed above single notes (or
chords) it means that those notes are to be played an
octave higher than written, as shown in Illustration 8.

Illustration 8

8va Sign and Indication of its Discontinuance

1A DI e ey 18 ,boco 8sva
o 1= -
e o o el !
! f i

A dotted horizontal line is used after the sign, 8va,
when the sign is to apply to a continued series of notes.
When the 8va is discontinued, the dotted line is finished
by a very short vertical line, and the word loco (meaning,
in place), is sometimes added, though it is not necessary
if the ending of the dotted line is plain.
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HARMONY
Triads

(This subject is continued from Lesson

THE MINOR TRIAD

A Minor Triad consists of a fundamental, a minor third,
and a perfect fifth.

By comparing the minor triad with the major triad,
we observe that the only difference is in the third, which
in this case, is minor; the fifth remains the same.

This difference, however, produces a very decided
change in the character of the triad, as you will discover
if you play the two triads at (a) in Illustration 9, one tone
at a time, reading upward from the lowest note.

Illustration 9
Major and Minor Triads Compared

(@)

Major Minor (5)
==—=t=

EAR TRAINING

Transposing Passages Containing Chromatic Notes and Broken Chords

(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

1. The progressions below, in the key of C, are to be transposed to the keys of A, B, and E}, after first playing and

studying each one as it is.

f T % I 4 5
o T—TH

2. The following succession of intervals begins in the key

35, and is resumed in Lesson 37.)

Let us construct the minor triad on D as the funda
mental; we find the minor third above D, which is F,
and the perfect fifth above D, which is A. The D minor
triad therefore reads as at (b) above.

In addition to having the same kind of fifths (perfect),
the major and minor triads have another quality in com
mon, for they are both concords.

A concord is a combination of tones which does not
demand another concord to follow it in order to give a
feeling of repose, but is satisfying in itself.

A composition may end with either a major or a minor
triad, the final chord usually corresponding to the key of
the piece. A piece in minor sometimes ends on a major
chord, but a piece in major always ends on a major chord.

A

e |

43

.

of C. Transpose it, beginning in the keys of Bl and D.

i

N
BT
)

1D
————

3. The following passage is in the key of G. Transpose it to the key of D.

/"«\/\\L == _.T/C e ///,7@:\ -
~7 <f(> 2 LESSON 36 - PAGE 4 Ny
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Test on Lesson 36
GENERAL THEORY

1. What are the principal words indicating accent?

Obtained

Marks
Possible

Marks

... T AR NS L e LR et
6. How is the tenuto usually indicated?
- AR v ot o sl areatti ol e i S s e A S

7. Indicate, on the staff below, the sign for first and second endings.
... Ans.

8. Give the meaning of the following terms:

(a) Da capo. 7, TR L
- (b) Fine. o 11 Y T SR S
(c) Deal segno. B
9. Write whole notes on the proper added lines or spaces above the staff for the letters indicated.
- Ans.
g |
€ aliva -
Lines:E, A, B, C, G ¥ Spaces: A, D,C, B, F
HARMONY

10. Of what does a minor triad consist?

Copyright 1937 by A. J. LrewerLryn. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
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o
9 @
8 iR HARMONY—Continued |
3 &8 :
=& =0 |
12. Rewrite each of the following major triads, changing it to a minor triad:
L Ans.
= ;
> R/AS ) Y PE 8 )
)4 — 1 &) PN ) N
=S 3ia e 8 A ‘
¢ S v
13. Mark the major and minor triads below, using the letters, M and m. |
4
1 Ans |
#“; S o .QL!' T8
(%) [ %) [ %) S > S 4 Y — e >4 Ty S
ey e S—f—=
14. What is the name applied to a combination of tones which does not demand another chord to follow it -
in order to give a feeling of repose?
T O e e 3 AT D i A A5 3
15. Write the inversions to the following intervals, naming both the intervals and the inversions, by means -
of the abbreviations, P.P., M.3, A.4, etc.
(This question gives further practice in a subject taught in a previous Lesson.)
2 1 S Ans.
[ 9 ] — 3 o
03 /K%Y — 11} ©- —
) o (8 ) II—<s F——‘——iﬂ
EAR TRAINING
- el 16. Transposing passages containing chromatic notes and broken chords.

i1 E—— TOTAL.

Pupil’s Name.
Pupil’s Address

PupilsiClassNo...... il ok

Teacher’s Name

Test on Lesson 36—Page 2
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Lesson 37

Subjects of this Lesson: HarmMoNY - FormM AND ANALYSIS - Ear TRAINING

HARMONY
Triads

(This subject is continued from Lesson 36, and is resumed in Lesson 38.)

In Lessons 35 and 36, HARMoONY, you studied the con-
struction of major and minor triads.

In both major and minor triads, the fifth is a perfect
fifth from the root.

THE DIMINISHED TRIAD

A Diminished Triad consists of a fundamental or root,

a minor third, and a diminished fifth.

If we construct a diminished triad on C as the funda-
mental, we find the minor third, which is E}p, and the
diminished fifth, which is G}, and the whole triad reads
as at (a) in Illustration 1. The diminished triad on D
would read as at (b).

It will be seen that the diminished triad has the same
kind of third as the minor triad; that is, a minor third.

The difference between the minor and diminished triad
is in the fifth, which is diminished in the latter. The
diminished triad is a discord, or dissonant chord.

Illustration 1
Diminished Triads
(a) (3)
—Z =
Y o — et L
Lo ns ™
J T O O RrooT

A discord is a combination of tones which demands
another chord to follow it in order to give a feeling of
repose. In later Lessons you will see just how this is
brought about.

The word, discord, is very often used to describe a
combination of tones unpleasant to the ear; but tech-
nically, the term has not such a meaning.

FORM AND ANALYSIS

Ternary Form
(Minuet Form, or Song Form with Trio)

In Lesson 33, FormM aND ANALysis, the three-part
primary construction was analyzed. You found that it
was a development of the two-part form, and embodied,
definitely, the principle of recapitulation, or return to

S5

a first theme, so that the whole piece divided itself more
or less symmetrically into three parts.

Later on, Part I was made more complete in itself, with
a decided ending.

S
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Part II took on the nature of a new and contrasted idea,
also complete in itself. Part III then offered another con-
trast, in the return of the material of Part I after Part II.

This larger three-part form is variously called Song
Form with Trio, Ternary Form, and Minuet Form, the
last mentioned name being used because the form is em-
ployed in the classic Minuet. The first part, complete in
itself, may be written in either two- or three-part primary
form. The second part, or trio, may also be either a two-
or three-part primary form. The element of contrast al-
ready mentioned is essential. The third part, or repetition,

usually has some slight alterations.

The form may be diagramed in the following way:
A (PARTI) B (PART II)

C (PART III)
As each of these three parts may be either a two-part

or a three-part form, the diagram, in fuller detail, would

be:

A B c

ab ab ab

or or or
a-b-a a-b-a aba

The ternary form is used in marches, polonaises, and
innumerable other pieces of no special names.

ANALYSIS

We select for analysis, and as an example of a very
simple and clear application of the ternary form, a
Scherzo by Reinhold, given in Illustration 2.

Part I, consisting of twenty-four measures (without
repeats), is plainly a three-part primary form in itself,

Illustration 2

A Composition in Ternary Form

M
{151
‘ﬁ—

Modimfo REINHOLD: Scherzo
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the three eight-measure periods forming the three divisions. printing in full is necessary in order to permit of some
Notice that the first and third periods are the same, except desired changes.
for slight changes in the endings. The first period ends

in the dominant, C, and the third, in the tOﬂiC, F. In Lesson 1'7’ ForM aND AN ALYSIS, you learned some-
thing of the little group of notes, easily recognizable, which
Part II, here with the printed name, Trio, is in the is called a figure, or motive. Observe that the rhythmic
key of the relative minor, D minor. It consists of a small pattern
two-part primary form, of two eight-measure periods.

The first part ends in the key of A (measure 32), the I I l I l I
second returning to D minor (measure 40).

Part III is a repetition of Part I. This repetition might is constantly repeated in the first part of this piece, con
have been indicated by a Da Capo sign, as was the case stituting a rhythmic motive.

with the three-part primary example in Illustration 1 of The division of the periods into four-measure phrases,
Lesson 33, Form aAND ANavrysis. However, a Part III is and these again into two-measure sections, is very distinct
more often printed out in full, as is done here. Frequently,  throughout this composition.

EAR TRAINING

Transposing a Passage Containing Chromatic Notes Playing Diminished Fifths and Triads
(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

TRANSPOSING A PassaGe ConTaiNnINg CHrROMATIC NOTES

In studying a melody in order to transpose it, a little analysis will be of assistance. For instance, in the following pas
sage, the alternate notes are merely the notes of the chord of C—the first, third, fifth and seventh notes, in the first two
measures; and the second, fourth, sixth and eighth notes in the last two measures. Every one of these notes (except the
first one) is preceded by a note a half step below it.

Transpose the passage into the keys of F, G, and A, listening carefully so that you may be sure of the correctness
of your transpositions.

+ 1
i | 1

B

1t
bt

' 1
T =

7%

e

R ==
"‘—-1.

Praying DiminisHED FirrHSs AND TRIADS

1. Play diminished fifths from each of the seven natural tones.
2. Play diminished triads on C§, D, E, Ff, G, and A.




Obtained

Marks
Possible
Marks

Suerwoop Music ScHooL CoUuRsEsS— VIOLIN
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Test on Lesson 37

HARMONY
1. What kind of fifth do we have in both major and minor triads.
7, .7 WACOUURGERN, JF 35 L 20 5\ MNCTSUTNCERIR o o AT N PR ek S SLAEE
2. Of what does a diminished triad consist?
.V ST AT o e Y e O A B it b LR e L LS
3. What two kinds of triads have a minor third?
P00 o Lo < e i DN | ¢ % - WSROI, Al oo s Rk e, . W
4. Wherein lies the difference between a minor triad and a diminished triad?
Ans. . GIRIEMCREES - O LR SO WM s AR e 1
5. What is a discord?
A . o O

6. Which one of the triads thus far explained—major, minor and diminished—is a discord?

% E

l\‘n‘" © LS ) i § ﬁ() ]F o

e
«»

8. Mark the following triads, whether major, minor or diminished. Use the letters M, m and D, and place them
above the chords.

Ans.
i I L e R R B L R A e R OOy B s
1 Ht 1%y L6y
ey “3 IS
O < ﬁﬂ'{)

FORM AND ANALYSIS

9. Give three names for the larger three-part form.

Copyright 1937 by A. J. LLewerryn. Imperial and International Copyright Secured
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Test on Lesson 37

Test on Lesson 37—Page 2

s 9
i FORM AND ANALYSIS—Continued
12. What element is essential in the second part?
3 S o NR Lt ARG VT . e s 4 TIOR3 O b M £
13, Is the third part the same as the first?
" A I . oot e i e et et S I et b AR AT
14. Which form is generally used in marches, polonaises and other pieces of no special names?
- 7 . e et s = e =1 R o . g7 i e
15. In the “Scherzo™ by Reinhold (Illustration 2), how many measures in
(a) PartI? ANSE coontieennenrens
fcllon, Ans. (b) Part II? 7, YT N NSRS W S e
(c) Part III? o 1 At Sk
16. What keys are used in
B o Ans. (a) Part I? £ EAT N TR L A8 WA R N SN ) o
(b) Part II? Ans.
17. How could Part III have been indicated instead of being printed out in full?
- il o R S I A O N ST Wi TN L A A0 NIk POl Y0 (o T
18. What is the most prominent rhythmic motive used in Parts I and III?
A Ans.
EAR TRAINING
g 19. Transposing a passage containing chromatic notes.
P L 20. Playing diminished fifths and triads.
100 o TOTAL.
547751t R SR e e S, S o S ol e M
g T VNS SN B At TR ey S
Pupil’s Class NOuvererrvrreoes e
T EACRET'S AT .-ttt ee s e
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Subjects of this Lesson: GENERAL THEORY H—RMONY Ear

Lesson 38

NING

GENERAL THEORY

Measure

( This subject is continued from Lesson 16, and is resumed in Lesson 39.)

SIMPLE MEASURE

In Lesson 6, GENEraL THEORY, three kinds of simple
measure were studied; two-four (%), three-four (3) and
four-four (§).

You learned that, in each of these, the quarter note is
the unit of measurement, each quarter note or its equiv-
alent receiving one count.

There are several other kinds of measure with two,
three or four beats to the measure, in which the half
note, or the eighth note, or occasionally the sixteenth
note, takes the place of the quarter note as the beat unit.

StMpLE DuPLE MEASURE

In addition to two-four (%) measure, which we have
already studied, we may have Two-Two (3) and Two-
Eight (§) measure.

In two-two measure, the half-note is the unit of meas-
urement. This kind of measure is commonly called
Alla Breve, and is frequently indicated by the sign shown
in Illustration 1 (b). The vertical line through the C,
indicates that the half note is the beat unit.

Without the line through the C, two half-notes to
the measure would represent four-four measure, with

Illustration 1
Two-Two Measure (Alla Breve)

9 ‘Ja) (3)
D) )

two beats (instead of one) to each half note. (See Illus-
tration 2.)

Illustration 2

Alla Breve Compared to Four-Four Measure

&3 e

R &t

-'f""‘n

2 3 4

Two-eight measure has the eighth note as a beat unit.
This measure is only rarely used. (See Illustration 3.)

Illustration 3
Two-Eight Measure




';'_‘:)?\\i T ommniiniteion
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StmpPLE TRIPLE MEASURE

The usual simple triple measures, besides three-four,
which we have already studied, are Three-Eight (3) in
which the eighth note is the beat unit, and Three-Two
(3)in which the half note is the beat unit. Three-eight
measure is used very frequently. It gives the impression
of quicker music than does three-four, although an eighth
note in one composition may be as long in duration as a
quarter note in another. (See Illustration 4.)

Illustration 4
Three-Eight Measure

N 1

-t

Three-two measure, on the contrary, gives an impres-
sion of slowness, and is mostly found in hymns and
other church music. (See Illustration 5.)

Illustration 5
Three-Two Measure

w ) - ~
L e} I B 25 Io”) Py [ %)
A —1"—1 T i o g
NSV o 1 1 1 1 | e
D) e LS

SiMPLE QUADRUPLE MEASURE

Other simple quadruple measures, besides the fourfour
already given, are Four-Eight (§), Four-Two (3), and,
rarely, Four-Sixteen (%). (See Illustration 6.)

Illustration 6

Four-Eight, Four-Two and Four-Sixteen Measure

O e

-

;

¢
\
R

Four eighth notes are equivalent to two quarter notes,
so that the note value, in four-eight measure, is the same
as in two-four measure; but in four-eight measure, every
note has more importance, and there is a secondary accent

e N
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on the third beat, as in the four-four measure. (See Illus
tration 7.)

Illustration 7
Four-Eight Measure

' p——

In fourtwo measure, the half-note is the beat unit,
as in twotwo measure, and for this reason it, also, is
called Alla Breve, and is indicated by the same sign. It is
found mostly in church music, where the longer notes
suggest a suitably dignified style of performance; hence
it is also sometimes called Alla Cappella, meaning “in
the church style.” (See Illustration 8.)

Illustration 8

Four-Two, or Alla Cappella Measure

e i L Hete,
h\3 ¥ 1 1 1 1 1
O) T ' & -y

OctuPLE MEASURE

A measure signature of Eight-Eight (§) has occasionally
been used. While some writers call it Octuple Measure,
it seems better to consider it as a very slow fourfour
measure, in which the half beats are all counted in per-
formance. In any measure, one may sometimes count
half beats in slow playing, but that should not change the
measure signature. For example, the measure of three-four,
in Illustration 9, might be counted in six eighth notes. It
would not, for that reason, be called six-eight measure.

Illustration 9
Slow Three-Four Measure, Wth Six Counts

Andante

) — R Nisnensstiosd 77
‘7"“ "&{ /1 LEssoN 38 - PAGE 2
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THE AUGMENTED TRIAD

An Augmented Triad consists of a fundamental, a major
third and an augmented fifth.

If we construct an augmented triad on C as the funda-
mental, we find the major third, which is E

i

and the augmented fifth, which is G§.

i

The whole triad then reads thus

i

The augmented triad on D would, therefore, read thus:

3

The augmented triad has the same kind of third as
' the major triad, that is, a major third.

The difference between the major and augmented triads
is in the fifth, which is augmented in the latter. The aug-
mented triad, like the diminished triad, is a discord, and
needs special treatment, both as to the chords that pre-
cede it and those that follow it. This will be taken up
in detail later.

ROMAN NUMERALS TO INDICATE CHORDS

Chords are designated by means of Roman numerals,
according to the scale degrees on which they are built.
' (See Lesson 21, HarMoONY.)

W et ?

70N
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HARMONY
Triads

(This subject is continued from Lesson 37, and is resumed in Lesson 42.)

Major triads are designated by large Roman numerals:

I v Vv
Small Roman numerals are used for minor triads:
I I v VI

A small Roman numeral, with a little circle following
it, is used for diminished triads, thus: vi°.

The augmented triad is designated by a large Roman
numeral with a small plus sign added, thus: IIIt.

THE TRIADS OF THE MAJOR AND MINOR
SCALES

If we construct a triad on each degree of the major
scale, using only tones contained in that scale, we shall
have the major, minor and diminished triads, shown, for
example, in the key of C, in Illustration 10 (a).

The triads similarly formed in a minor scale are shown
in Illustration 10 (b), taking the scale of A minor for
example.

Hllustration 10
(a) The Triads of the Major Key (C Major)

0 - e O
o 09—
o3 A S § M — o T —
oY o =
SO, o ) G0 46 S V0 1 T

(b) The Triads of the Minor Key (A Minor)

0
y 4 o %3
o 9 83 —¢
SO #8—<
I me I+ 1v V VI vie 1

It will be seen that diminished triads occur in one
place in major, and in two places in minor. The aug-
mented triad occurs only once; namely, on the third
degree of the minor scale.

All the other triads of the two scales are major or
minor, and are, therefore, concords. Diminished and aug-
mented triads are discords. (See Lesson 37, Harmonv.)

A — 777((:\\\
T \

Ny,
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EAR TRAINING

Playing Augmented Fifths and Triads Transposing a Passage Containing Chromatic Notes

Melodic Dictation

Praying AueMENTED FirTHSs AND TRIADS

(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

1. Play augmented fifths from each of the seven natural tones.

2. Play augmented triads on D, Ep and Cp.

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.

TrANSPOSING A Passace ConTaiNnINgG CHROMATIC NOTES

Have the pupil play each of the following passages as written, in the key of C, and then in the key of B}. See that he
listens carefully, comparing each transposition with the original. "

sk ———— ) _‘:__h_d4 ! L P SR TR
5 e . ¥ 14--3,;{43
|
e ] o e e e e T e ]
&= f = be T

Mzropic DictaTioN

First, play the complete melody given below, according to previous instructions; then play it section by section,
allowing the pupil time to write each section as played:

(a)

(%)
= et f pr—— e
I 1 {
TP ™ 5 — ;
D T ] s e 3 S
(e) (a@) DC
e e o 22 s s =
#‘1 e e — e e — o — e —— b
D) [ x ' T 1 ] ) y +

PN
— e ————

— 177
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§ Test on Lesson 38
-g GENERAL THEORY

1. What other simple duple measures may we have, in addition to two-four measure?

........ Ans. .

2. What is the unit of measurement in

wsassn T R

........ (a) Twotwo measure? Ans.

(b) Tworeight measure? Ans.

3. What is two-two measure commonly called?

........ Ans.

4. What sign is frequently used to indicate Alla Breve measure?

cecssnsscssncesssannsssnasansadeans

5. What other simple triple measures may we have, in addition to three-four measure?

........ Ans.
6. Mark the counts in the two following examples:
........ Ans.
e e s oo e S v
E _ o |

7. What other simple quadruple measures may we have, in addition to four-four measure?

........ Ans.

8. What is the meaning of Alla Cappella, sometimes applied to four-two measure?

........ Ans.

9. Mark the counts in the following examples:

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

100

Obtained

HARMONY—Continued

11. What two kinds of triads have a major third?
Ans.

12. Wherein lies the difference between a major triad and an augmented triad?

13. Write augmented triads on Bp, D, Ep, Cf, A.

]
i hn
«

&

[ ® )

BT

£
O < ﬁ E s

14. Mark the triads below, whether major, minor, diminished or augmented. Use the abbreviations M, m,

Ans.
I O
5 o WV~ X S ) g 1YL S 4
XY | . ﬂ:—nu v 3% ) = Vh %
[ %] 1904 0 ) <Y < 4 K ¢ ) < ©
[ % DL 4y 1~ < © <>
e o '

15. Write the triads on all the scale degrees of the relative major and minor keys having the signature of
one flat, and mark each triad with the proper Roman numeral.

Ans.
........ Major f------- Minor
e g-
< o

16. Name the kind of triads which are
(a) concords. Ans. (b) discords. Ans.

EAR TRAINING
17. Playing augmented fifths and triads.

18. Transposing a passage containing chromatic notes.
19. Melodic dictation.

Ritpil s ot B oo L R ) et

Pupil's Address
Pupil’s Class NO...w-ceeeeecaeececeennne

Teacher’s Name.....

Test on Lesson 38—Page 2
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Subjects of this Lesson: GENERAL THEORY - TECHNIC - EAR TRAINING

GENERAL THEORY

Measure

(This subject is continued from Lesson 38, and is resumed in Lesson 74.)

COMPOUND MEASURE

We learned in Lesson 16, GENErRAL THEORY, that com-
pound measure is that measure in which the unit of
measurement is a dotted note.

Comprounp DupPLE MEASURE

The usual Compound Duple Measures are six-eight
(8) and six-four (§). Six-eight measure was illustrated in
Lesson 16, with the dotted quarter note as the beat unit.

In Six-Four measure, the dotted half note, which is
equal to three quarter notes, is the unit of measurement.
(See Illustration 1.)

Illustration 1

Compound Duple Measure

ComprPounDp TriPLE MEASURE

The only Compound Triple Measure in common use
is Nine-Eight (), having three groups of three eighth
notes each, or their equivalent, three dotted quarters.
(See Illustration 2.)

0
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Illustration 2
Compound Triple Measure

E=c=ccs s

IF- [F.

T

A\IV.A 1 -

u 1

Nine-Sixteen (;%) and Nine-Four (%), are other com-
pound triple measures occasionally used. (See Illustra-
tion 3.)

Illustration 3

Unusual Compound Triple Measures

T or

> Q_QEFib
<
S
N

CompounNp QUADRUPLE MEASURE

In Compound Quadruple Measure, we must have four
beat-units to the measure. Twelve-Eight (%) measure is the

— =i W
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most used, but Twelve Sixteen (}3) and Twelve-Four The following table summarizes duple, triple, and
(%%) are also found. (See Illustration 4.) quadruple measures, simple and compound.

Other measures than those listed may be found oc
casionally, but these are the most commonly used. (See
Hlustration 5.)

Illustration 4

Compound Quadruple Measures

Illustration 5

Simple and Compound Measures Tabulated

DUPLE TRIPLE QUADRUPLE
S e e o e s AR
we (844 |30 00 (R D
Twelve-eight measure has four dotted quarter notes to 3 3
the measure, equaling four groups of three eighth notes 4 4 444
each.
9
Twelversixteen measure has four dotted eighth notes R L R N e
to the measure, equaling four groups of three sixteenth e 6 I ol PON 3 M AN NI R B
ey £ 4 |} doad e |B dudodl
Twelve-four measure has four dotted half notes, equal- e R BRAI) S
ing four groups of three quarter notes each. As in four-
four measure (simple quadruple measure), there is a The very rare quintuple and septuple measures (5 and
secondary accent on the third beat. 7 beats) are mentioned in Lesson 74, GENERAL THEORY.
TECHNIC
Bowing
(This subject is continued from Lesson 35, and is resumed in Lesson 46.)
THE DETACHED BOWS to create the detached effect desired. The pinching move:
The Detached Bows are used to produce emphasized ment of the thumb and forefinger of the right hand is used
tones which are conspicuously separated, or detached, 3t the beginning ‘of each stroke, in all three forms. (See
from one another. Lesson 8, Trcunic.)

The marcato stroke is used for short tones which are to

There are three principal f?rms of detached b9w be moderately emphasized. The stroke is moderately swift,
strokes: Thfa Marcato (mar-kah’toh), from the Italian 4 usually a fairly short stroke, at the point, frog, or
word meaning “marked;” the Martele (martaylay) or .44 ¢ bow.

Martellato (mar-tel-lah’-toh), from the French and Italian
words meaning ‘“hammered;” the Detache (day-tah-
shay), from the French word meaning *‘detached.”

The martele, or martellato stroke is used for short tones
which are to be very strongly emphasized. A section of the
bow from two to eight or nine inches in length, is ordi
All three forms have certain points in common. They all narily used for this stroke, usually within the upper half

employ rapidly drawn strokes, but are used in music of of the bow. The tone is started with a decisive accent re-
moderate tempo. Each tone is given a separate stroke. The sulting from a combination of the pinching movement with
movement of the bow is abruptly halted at the conclusion pressure. (See Lesson 14, Tecunic.) It is finished by a
of each stroke, the bow remaining motionless for a moment jerk of the forearm. Start and finish are blended into one

72N ‘\ \, ,:,___«_.,._‘.r/o \__._,;h__
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7 LESSON 39 - PAGE 2 Q\x‘j ’J\

&4 Qx N ay———an I }’J/%




EEPUR————

R

extremely rapid motion which produces a heavy, ex-
plosive tone.

There are two kinds of detache stroke, the Grand
(grahnt) and the Petit (peh-tee). (Grand is the French
word for full, and petit is the French word for small.)

The grand detache consists of a full or almost full
stroke of the bow, very vigorous and energetic, producing
a very loud tone. The petit detache is usually drawn with
a section of the upper part of the bow, and its effect is
essentially the same as that of the marcato stroke. Some
composers use one word, some another. It may also be
played at the middle or at the frog of the bow.

The marcato, martele and detache forms of bowing
are very frequently used in passages which require the
bow to cross from one string to another, the second string
being either adjacent or non-adjacent to the first.

When such crossings must be made from right to left,
it usually facilitates the bowing to start up-bow. If the
crossings must be made from left to right, it is usually
easier to start down-bow. Illustration 5 (a) and (b)
shows bowing indications based on this principle.

Illustration 6

Bowing Indications for Notes which require
String Crossings

(a) From Right to Left (b) From Left to Right

W A g A W
c u
When a passage calls for constant crossing or skipping
back and forth, from one string to another, you may apply
this general rule by observing on which string the accented
tones are played, and by considering, accordingly, whether
the other string lies to the right or to the left.
The same principle of bowing may be applied to legato
effects in which there are crossings from any string to an
adjacent string.

PIQUE BOWING

The French word, Pique (peek), is used to designate
a special form of detached bowing. The word means
“pricked,” and this describes very well the quality of the
tones produced by Pique Bowing.

A very short section of the bow is used, usually at the
tip or at the frog. The right arm remains motionless, and
the bow is moved by the hand only, from the wrist joint.
Although the attack is not brusque, it is given some extra

L?/A\ \\\ o ‘:—:__;;/v'() \\;::: — ‘_,A:/’ \/?\\
R
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emphasis through the pinching movement of the thumb
and index finger. (See Lesson 8, TecuNIC.)

At the end of the stroke, the hand lifts the bow and
brings it back off the string into position for another stroke
in the same direction. Thus, pique bowing always consists
of a series of up-bow strokes (usually at the tip), or a
series of down-bow strokes (usually at the frog).

Illustration 5 shows a passage to which pique bowing
may be applied.

Illustration 7
A Passage to which Pique Bowing may be Applied

¢ g SR IR SRR, DOMET RO R Y

y -, - L L " I | 174 J |7 I | L
4 |4 4 14
L e 5] b W} J W
As indicated, all the notes in Illustration 7 may be

played either up-bow, or down-bow.

g U

ARPEGGIO BOWING

When the bow is moved from one string to one or more
other strings, in order, from left to right, or from right to
left, producing only a single short tone on each string,
the process is called Arpeggio Bowing.

The word, arpeggio, is derived from the Italian word
meaning “harp.” Thus, in arpeggio bowing, the bow
moves from one string to another as the fingers of a
harpist move from one string to another.

Illustration 8 shows a passage of the type which calls
for arpeggio bowing. In this example, the constantly re-
curring G and D should be played on the open strings,
and the upper tones should be played on the A string. (See
Illustration 8.)

Illustration 8
A Passage Which Requires Arpeggio Bowing

A A A

9 LJ (] J 4
CiE CeadY &+

=3 N3

Arpeggio bowing is usually performed with a section
near the middle of the bow.

Very little up-bow and down-bow movement is re-
quired. The right arm moves up and down rapidly, to
assume the different height needed for each string (see
Lesson 8, Tecunic), with a motion like that of a pump
handle moving up and down, and with comparatively
little movement of the wrist.
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The Playing Apparatus

(T his subject is continued from Lesson 19, and is resumed in Lesson 61.)

THE CORRECT POSITION OF THE LEFT ELBOW

It was stated in Lesson 1, TEcuNIc, that when the left
arm is properly relaxed, the left elbow will of its own
weight drop to its proper position beneath the body of
the violin.

This position is easily assumed when the violinist is pre-
paring to play, but when the left hand becomes active in
stopping the strings, there is sometimes a tendency for the
left elbow to move outward. When this occurs, it becomes
difficult for the third and fourth fingers to reach the points
which they must cover on the fingerboard.

Two tests will enable you to determine whether or not
your left elbow is in the correct position.

First, it should be far enough under the body of the
violin so that you can see a little of it as you play.

Second, it should be in such position that the four
fingers of the left hand can easily be put down, all at the

same time, on the following points: The first finger on F
on the E string; the second finger on C on the A string;
the third finger on G on the D string; and the fourth finger
on D on the G string. (See Illustration 9.)

Illustration 9

Notes to be Fingered in Testing the Position
of the Left Elbow

When the fingers cover these points on the fingerboard,
the left elbow is forced to move farther to the right be-
neath the instrument, if it is not already far enough to
the right to permit the third and fourth fingers to reach
the notes designated. This, in itself, illustrates the neces
sity for the left elbow to be in the correct position, in order
that the third and fourth fingers may easily fall into place.

EAR TRAINING

Playing Various Triads on Given Tones

Prayine Various Triaps on GiveN ToNEs

Melodic Dictation

(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

Play diminished, minor, major and augmented triads on each of the following fundamentals, taken one at a time.

C#, E, F, G, and B},

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.

Mzvropic DicraTion

First, play the complete melody below, according to previous instructions; then play the melody again, section by
section, allowing the pupil time to write each section as played.

French Folk-Song

A _an———an K
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Test on Lesson 39

i1
33 53 GENERAL THEORY
1. What other compound duple measure may we have, in addition to six-eight measure?
- T G, NERRROTONIUR, ¥ 4 0 450 S0 .. WSRO . © - (05, o0, S SRR 1 20 L M TE T L e
2. What is the unit of measurement in six-four measure?
. 7 ISR SRR S S LGy e COUMONORIGY . W 6wy PR 41 ¢ R, L L S o B LT -
3. What is the only compound triple measure in common use?
ik 5 A B T B SR RSP - . JEY. RSN WO et adusolibat; . o bieannscn Ol ot R S
4. What compound quadruple measure is most used?
» ——" o 1 D IS 0 PRI i O (99 P T 5% 205 | W
5. Mark the counts, according to the compound units, in the following three examples:
O Ans
B e = e . {
: = — = Lo
1 S ! i -
J ) | y ] [ V]
i o ) ‘K L
()
1 ] AR ! J—— i
1 8 NN 1 1 | 1 N | ) N
: Do R A B i E— o —1
TECHNIC
6. For what purpose are detached bows used?
B i 7 02" TR SN Oe SRR Sl Lo NCE e SHES AN S IS SRSURMCR U O SR L 38 WL (OO SERRMIRSpS
7. Which stroke is used for tones which are to be
BRI (2) moderatily ePISAIBET" AN, et et amssmerm e emeen s cmacseae i asabs b s

(b) strongly emphasized? T TG SRR RO U SR
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Marks
Possible

100

P

Test on Lesson 39 H

.gg TECHNIC—Continued
=0
8. What part of the bow is used for
........ (a) the grand detache?  Ans.
(b) the petit detache? RS v i oovetmiginy
(c) the pique? Ans. ‘2l
9. How is the pique bow played?
........ Ans.
10. What is arpeggio bowing?
........ Ans.
11. With what part of the bow is arpeggio bowing usually performed?
........ Ans.
12. In testing the position of the left elbow, what notes are to be stopped with
........ ‘ (a) the first finger? Ans. .
(b) the second finger? P A S N AN
(c) the third finger? ABS, ol
(d) the fourth finger? Ans.
EAR TRAINING
........ 13. Playing various triads on given notes.
........ 14. Melodic dictation.
........ TOTAL
Pupil’s NaMeerroreeeeee oo
B ARG il s AR S D oy i
Pupil’s Class NO..-orirooeoesooeerreen

Teacher’s Name
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VIOLIN . ) Lesson 40

j GRADE—PREPARATORY B RaD
W N /%L/ 7

Grade Review

The review of Grade Preparatory B is now to be made, using the Reference Chart
on the following pages for this purpose, as in the case of Grade Preparatory A.

The Reference Chart gives a synopsis of the subjects presented in Lessons 21 to 39,
inclusive. Thus, subjects which the teacher thinks should be reviewed may easily be
found, and turned to and re-studied in the Lessons themselves.

The fundamental matter of Scale study, which must still occupy much of the stu-
dent’s attention, is continued in this Grade. In General Theory, the remaining major
scales are presented, and the student is made acquainted with the minor scales. A thor-
ough review of this subject in Lesson 30, General Theory, is recommended.

Scale Fingerings are continued in the Technic section, Lessons 22, 25, 28, 30, and 35.
A glance at the Technic division of the Chart will reveal numerous other vital topics
that may well be reviewed.

The specific names of the scale degrees are given in Lesson 21, under the heading of
Harmony, which subject is introduced in this Grade. Directions for practice in the use of

these names, and in the playing of scales to given rhythms, are found in several of the
Ear Training Lessons.

The Lessons in which Intervals and Triads are explained, are readily found in the
Harmony division of the Chart; and directions for practice in the recognition of the same by
ear are given in the Ear Training division.

If the student is at all uncertain as to anything he has studied, this Grade Review is
his opportunity to strengthen himself on such subjects. His progress in the following
Grade will then be natural and easy.

After such a review, the pupil is to take the Grade Test accompanying this Lesson,
writing the answers in the presence of the teacher, or as may otherwise be arranged.

A_/ Q N

=1 Copyright 1937 by A. J. LLewerryn. Imperial and International Copyright Secuu
X 11 rights reserved, for all countries, including the right of translation
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GRADE PREPARATORY B

21 22 23 24 25 26 27 28 29
Scales Notation Scales
> (Bb, Eb and (Double Sharp, (B, F#and C#
o Ab Major) Double Flat) Major)
2 e - ey
- Rhythm Scales Summary
© (Syncopation) (Db and Gb of Sharp
Q Major) Scales
S L
O Summary of
Flat Scales
Introductory Intervals Intervals Intervals Intervals Intervals Intervals Intervals
e (Major, (Primes) (Seconds) (Thirds) (Fourths, (Sixths, (Octaves,
5 Scale Minor, —_— Fifths) Sevenths) Ninths)
= Degrees Perfect, Enharmonic ]
g Named Augmented, Change of
s Diminished) Notation
o
n Periods, Periods,
4 Phrases and Phrases and
© Sections Sections
é (Analysis, (Analysis,
- “A Little “‘A Fairy
c Story"") Tale")
©
£
e
©
Pizzicato Sight-Reading Stopping The Positions
(One-Finger) —_ (Double Stopping)| | | (Half-Position,
o _ Scale Fingerings — Third Position)
= Scale Fingerings (Db and Gb Bowing —_—
= (Bb, Eb and Ab Major) (Three- and Scale
3 Major) s Four-PartChords,] ||  Fingerings
= - Bowing Transferring to (B, F# and
Fingering (Dotted Note Non-adjacent C# Major)
(Exceptions Rhythms) String)
to the Rule)
Playing
c From
_-g Memory
3
o |
e. ?
9 |
X
Playing Tonic Sol-Fa Rhythmic Observing Rhythmic Naming Naming Melodic Rhythmic
a0 Scale Dictation Major Dictation Intervals Intervals Dictation Patterns
= Degrees = and Minor From Their From Their for
£ in Melodic Seconds Sound Sound Scale
o Different Dictation — —_ Playing
= Keys — Rhythmic Rhythmic
© s Tonic Sol-Fa Dictation Dictation
Ll Melodic
Dictation
Sherwood Music School Courses -- Violin



REFERENCE CHART

GIVING A SYNOPSIS OF THE SUBJECTS IN LESSONS 21 TO 39 INCLUSIVE

30 31 32 33 34 35 36 37 38 39
Scales Ornamentation Marks of Measure Measure
(Natural, (Appoggiatura, Expression (Simple) (Compound)
Harmonic Acciaccatura) (Dynamics,
nd Melodic —_— Hold,
Minors, Notation Tenuto)
(hromatic) (Double Dot) —_
Notation
(Repeats,
Added Lines)
|
Intervals Intervals Triads Triads Triads Triads
(Summary) (Inversion) (Major) (Minor) (Diminished) (Augmented
Triads,
Roman
Numerals
for Chords,
Triads of
Major
and Minor
Scales)
One-Part Three-Part Ternary
d Primary Form Primary Form
(Analysis, “*0ld Form (Analysis,
English Melody'") (Analysis, ‘‘Scherzo’’)
—_— ‘“‘Sarabande,"’
Two-Part ‘‘Song
Primary Form Without
(Analysis, *Sicilian Words'’)
Mariner's Hymn'")

Scale Shifting Stopping Bowing Bowing
Fingerings (The (Variation in (Natural (Detached
(C,G,D,A Portamento, Distances Spiccato) Bows,

and E Finger Between Points —_ Pique,

Melodic Substitution) Stopped Scale Fingerings] Arpeggio)

Minor) on the (Chromatic) —_

Fingerboard) —_ The Playing
The Positions Apparatus
(Second (Position of
Position) Left Elbow)
Basic
Elements
(Dynamics,
Tempo
Changes)
' Rhythmic Melodic Transposing Melodic Transposing Transposing Transposing Transposing Playing Playing
. Patterns Dictation a Minor Dictation a Minor Chords, Passages a Passage Augmented Various
. for Melody Chromatic and Containing Containing Fifths and Triads Triads on
Scale —_ Melody Finding Chromatic Chromatic —_ Given
Playing Melodic —_— Major Notes Notes Transposing Tones
Dictation Analyzing Triads and —_ a Passage —_
Intervals Chords Playing Containing Melodic
and Diminished Chromatic Notes Dictation
Their Fifths —
Inversions and Triads Melodic Dictation
Lesson 40 -- Pages 2 and 3
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GRADE PREPARATORY B

Grade Test Accompanying Lesson 40

Pk .gg
8 32 GENERAL THEORY
1. (Ls. 23, 26) Write the signatures and the keynotes for the following keys: Ff, Dp, E, G}, B, Ap.
B dck e Ans.
i
'\‘3/‘ it
Fi Db E Gb B Ab
2. (L. 30) Werite the major scale of F, and the harmonic forms of its relative and tonic minors. Draw the
proper signatures and indicate the half steps by short curved lines.
3 Ans
F Major Relative Minor Tonic Minor
’Q J [o) o)
&) &%) &5,
) [J) [J)
3. (L. 32) Show how the following appoggiaturas are to be played, using the blank space after each.
3 s Ans.
L Played I Played :é@ Played
# 55 5
AV I ) - - ', =1 )
[ ¢ r 14 T
4. (Ls. 38, 39) Add single notes necessary to complete the unfilled measures in the examples below. Mark
the count, simple and compound, below, and name the kind of measure in which each example is
written, above.
Qs Ans.
e e AR \ poey R R |
[ 3 { P | V A | 1 1 [0 Nl 1 L | ] I o, | 1
_@n [/ ‘i ﬂ [/ Z D i‘i (/1) : 0 b i
s -
HARMONY

5. (L.21) Write, in the following order, the dominant, mediant, leading tone, subdominant, tonic, sub-
mediant and supertonic in the keys of Bl major and Cj minor. Add the necessary signatures.

W s Ans.
Bb Major e f
5i =
\Y% 11T VII v I VI I
CH Minor ffm ﬂ
0}
6. (L.22) Write, in whole notes, all numerical intervals up to the ninth above the keynote in the key of A.
Use no signature, but accidentals instead. Give the numerical name of each interval.
N sshi Ans.
j“vﬂ‘u 4 [ Q) 4 [ 8 ) [ 8 ) [ @] [ 8 ) [ @ [ 8 )

...........................................................................

Copyﬂght 1937 by A. J. LLewerry~. Imperial and International Copyright Secured
11 rights nscrucd for all countries, including the right of translation
PRINTED IN U. 8. A.
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Music Scroor Courses— VIOLIN Grade Test Accompanying Lesson 40

HARMONY—Continued

7. (Ls. 23, 24, 25,27) Write augmented primes, minor seconds, major thirds and diminished fourths on
each of the tones, Ap and C#, as given below.

Ans.
% Y Y e y’ Y
| | | g L L9 ) prL N ) prY 8 ) p’YL %)
| (a2 T/L Q) 1743 Z4» I71L S ) 1 h U h Ui h
)
A.Pr. m.2 M3 D.4 A Pr. m.2 M.3 D.4
8. (Ls. 27,28, 29) Werite the indicated intervals on the following given tones:
Ans.
e 2 1’ V& s 4 'S4 4l LUl " \ )
P.5 A6 M.7 D.8 m.9 P.5 A6 M.7 D.8 m.9
9. (L. 32) Mark the consonances, ¢, and dissonances, d, in the following examples:
Ans.
ﬂ [ s
Y Dy (S BAN [
[ § Y e N SR ISR IV -~ Z4E® 11 Dy
. \2 V4 Jr Y [ S WhH'I 8] 1! hae 11 V¥
[J) oo-eﬁoo“oﬂ”& o' e o0 o e o0 ©'ve o

10. (L. 34) Write, without key signature, all the intervals and their inversions in the F§ minor scale, har-
monic form, from the keynote. Name each interval and each inversion, using the usual abbreviations.

Ans.
A Int. Inv.
= llll } it H

Ans.
f)
n .. & e & P e
AN [ 8 ) 4% [ 8 1 1 1 1 - o Ao e
. \3 ¥ 4 b b b b
M. m. D. A. M. m. D. A. M. m. D. A.

12. (Ls. 35, 36, 37, 38) Write triads on all the degrees of the tonic major and minor (harmonic) scales be:
ginning on E}p, without signatures. Mark the description of each triad, using the abbreviations M, m,
D, or A, below them.

Ans.
e In Major In Minor
e S
VO

Grade Test Accompanying Lesson 40—Page 2
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Grade Test Accompanying Lesson 40

FORM AND ANALYSIS

13. (L. 33) In what form is the principle of recurrence embodied?

TECHNIC

16. (L.22) What terms are used to indicate

(a) tone production in which strings are plucked? Ans. ...........

(b) a return to the use of the bow? Ants. ........

17. (Ls. 28, 35) Mark the fingering for the scale of C in the Second and Third Positions, as indicated:

Ans.
Second Position Third Position

o [ %) - [ %]
i Fan O [ & ] bl [an Y 4 by H
\J —— (%) © SV P <
J o ©O ¢ o ©O *¥

18. (L. 31) What is meant by the term, shifting?

¢

19. (L.31) What term is applied to the connecting of two tones which are different in pitch and which lie in
two different Positions?

1 RO 8 | R N B O SR MU TR PR CE LT NS s ST AL . TN N
21. (L.35) Write a chromatic scale beginning on D, one octave, ascending and descending, and mark the
fingering.
Ans.
s =
NV ]
o

Grade Test Accompanying Lesson 40—Page 3
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TECHNIC—Continued

Marks
Possible
Marks
Obtained

22. (L. 35) In the Second Position, what note is played with

W e (a) the third finger on the G string?  Ans. ............
(b) the first finger on the D string? ~ Ans. .ocooooooeo..

(c) the fourth finger on the A string? Amns. ..........

(d) the second finger on the E string? Auns. i
23. (L. 39) Name the three principal forms of detached bow strokes.

. Ans. S (el
24. (L. 39) What is the movement of the bow in arpeggio bowing?
. e Ans.
INTERPRETATION

25. (L.24) Why is it important for every violinist to learn to play from memory?

26. (L. 34) What musical terms, used as marks of expression, call for a gradual change?

e Ans. (a) in dynamics? o e o L R UG TR et I e M
(b) in tempo? . T oMU . VAT 2 T s T TR £ W WY bR
100 .3, TOTAL,
S .
Report of Pupil’s Technical Upon completion of this Test, the Pupil is entitled to receive two compositions chosen
Work from any Grade in the Catalog of Additional Compositions. Indicate carefully and com-
I hereby certify that this pupil has pletely the compositions desired.
studied not less than 75 per cent of the
technical material accompanying Grade Title COMmpOser...... ..o No... . il
Preparatory B, with the following
result: Tatlerse: wu s L. 2 Tt Composer.........cccuceemcecemeceunnn. No.... Grade
Exercises, average grade........................
Studies, average grade...................... Compositions mailed to Pupil..... by
Pieces, average grade
General Average....ccocoeoceeeeee...... e i
........ per cent of the Pieces have been Pupil’'s Address
memorized.
(The minimum should be 50 per cent) Pupil’s Class No
"""""" o Qi TO THE TEACHER: Please fill in your name and address below. The Test will be returned to
e Teceher & Bipmatns that eadelfiress liny:)ne of our special mailing envelopes.
Teacher’s Tacner SINQIMEL. & oozt isinlsnmiss it se e cabssas i tas At sas sy NI AR, o
Account Number
(Please fill in) Street Address.. (s ity Sl e vt S o et
s
............................................... (T B 1 e ot 0, 0 VSRS
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