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Lessox 41

Subjects of this Lesson: GENERAL THEORY - TecHNIC - EaAR TRAINING

GENERAL THEORY

Notation

(This subject is continued from Lesson 36, and is resumed in Lesson 50.)

VARIOUS FOREIGN WORDS AND PHRASES

In reading foreign editions of music, you will need
to be familiar with the following foreign words and
phrases, pertaining to music for the violin or the orchestra.

By common practice through the centuries, the Italian
language has been used more than any other as a source
of musical designations, because so much of our musical
art was originated in Italy.

However, in recent years, there has been an increasing
tendency on the part of composers and editors to make use
of their native languages, whatever they may be.

As noted in Lesson 22, Tecunic, the Italian word for
bow is “arco” (ar’~koh). The French word is “archet”
(arshay’). The German word is “Bogen™ (Boh’-gen).

The French phrase, “arreter 'archet” (ar-ruh-tay’ Iar-
shay’), means “stop the bow.” This is often marked
instead with the symbol JI or a large comma (o). The
German designation for the same thing is “‘absetzen™
(abpsetsen). The French phrase, “allonger I'archet”
(ahllong-zhay” I'ar-shay”), means “‘prolong the stroke of
the bow.”

German editions use the word “abgestossen™ (ahp’-gay-
stohs’sen) ‘‘abstossen” (ahp’-shtohs-sen), or “gestossen”
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(gay-stohs’-sen), to indicate staccato. The German word
for spiccato is “abgesondert” (ahp’-gay-sohn’-dert). As
explained in Lesson 35, Tecunic, French editions often
make use of the word “‘staccato™ either for staccato or
for spiccato.

The German word, “‘abzug” (ahp’tsoog), directs the
player to lift the finger or the bow.

The Italian word, “lunga” (loong’-gah), is sometimes
placed over or under the fermata (see Lesson 36, GeEn-
ERAL THEORY), to show that a tone is to be sustained a
long time, or that a rest is to be prolonged beyond its ordi-
nary duration. You will also occasionally encounter the
Italian phrase, “lunga pausa” (pow’-sah), indicating a long
pause.

In orchestral music, you will find the Italian word
“divisi” (de-vee’-see), which means “divided.” This is
used in connection with double notes or chords. For exam-
ple, when it is placed over a series of double notes in a
first violin part, the players seated on the outside chairs of
the first violin section play the upper notes, and those on
the inside chairs play the lower notes. Chords are similarly
divided. German editions use the word *‘getheilt” (gay-
tylt’), to indicate the same thing.
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Some foreign words and abbreviations may lead you
into technical errors, unless you are well informed, and on
guard. German editions use the abbreviation “SP,” and to
the uninformed this might suggest “spiccato.” It is, how-
ever, the abbreviation for *“‘Spitze” (Spit’seh), which
means ‘“‘the point of the bow.”

Therefore, when you see “SP™ in a German edition, it
means the same thing as “PT"” in an English edition. The

French word indicating the point of the bow is ‘‘pointe”
(pwan’te), which is also abbreviated “PT.”

“FR" in a German edition indicates the use of the frog
of the bow, just as in an English edition, these letters being
an abbreviation for “Frosch™ (Frohsch). The French word
for the frog of the bow is “talon™ (tah-lohng’), which is
often abbreviated “TL.”

*“uHB" in a German edition means lower half bow. It is
the abbreviation for “unter Halb Bogen™ (oonter hahlp
Boh’-gen). “oHB" designates the use of the upper (ober)
half bow. The German abbreviation “GB”, for ‘“‘ganzer
Bogen™ (gahn’-tser Boh’-gen) calls for the whole bow.

Pizzicato is often called for in German editions by the
word “‘gekniffen” (gay-kneef’-fen).

The French word, “restez” (res'tay’) is one frequently
encountered in violin music. It means “remain”, that is
to say, “‘remain in the same Position.” The German equiv-
alent is “in Lage bleiben™ (in Lah’-geh bly’-ben).

The Italian word “simile” (see’me-day), or “segue”
(say’-guay), means “continue in the same manner.” For
example, a passage which is to be played staccato may have

staccato dots over the first few notes, followed by the word
“simile”, or “‘segue”.

SIGNS FOR THE USE OF SPECIFIC STRINGS

Many passages in violin music might be played on any
of several strings, as all four strings have many tones in
common, so far as pitch is concerned.

Frequently the composer or editor designates the string
which he wishes used for a certain passage, either for
convenience of fingering, or for purposes of tone color.

Roman numerals are often used for such designations, I
representing the E string, II the A string, III the D string,
and IV the G string.

(This is an entirely different use of Roman numerals
from that explained in Lesson 38, Harmony.)

Some confusion arises from the use of Roman numerals
in designating different strings, because they are also used
to indicate Positions in some editions. For example, a “III"
over a certain passage might mean “play it on the D
string”, or it might mean “play it in the Third Position.”
Examination of the fingering will almost always show
which use of the numeral is intended.

Another device frequently used is the Italian word,
“sul” (sool), meaning “upon”, followed by the letter name
of the string, as for example, “sul A,” or “sul D.”

Still another device in common use is the italic form of
the Arabic numeral, followed by the equivalent of the
word “string”, as for example, in German editions “I
Saite” (Sy’-teh), or, in Italian editions, “2 corda” (kor”
dah). ;

The simplest means of indicating the use of a specific
string is to put the letter name of the string in parentheses
above or below the passage. This is the.symbol most fre-
quently used in the Exercises, Studies and Compositions of
this Course. The use of the various Positions is indicated
in this Course by Arabic numerals, followed by the abbre-
viation “Pos.”, as for example: *“3rd Pos.” "

The French word, “chanterelle” (shahng-tuh-rel’) desig-
nates the use of the *“‘soprano string” (the E string). The
Italian equivalent is “‘cantino” (kahn-tee’-noh). The Ger-
man word used in the same connection is “quinte” (quin”

teh).

INNER AND OUTER SLURS

Sometimes you will find groups of notes marked with
two sets of slurs, one long slur mark covering two or more
shorter slur marks. An example is shown in Illustration 1.

Tllustration 1
An Example of Inner and Outer Slurs
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In such a case, the longest slur mark governs the bow-

ing, and shows how much is to be played with one stroke

of the bow. The short slur marks indicate subdivisions of

the stroke. The first note under or over each short slur

mark should be given a little emphasis to make the group-
ing of notes evident to the ear.
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The pinching movement applied to the frog of the bow,
as described in Lesson 8, TEcHNIC, is sufficient to empha-
size such grouping of notes.

A slur mark with dashes above or beneath the indi-
vidual notes, as in Illustration 2, is used to indicate “long
staccato,” in which the tones are very slightly detached
from one another by momentary interruptions of the
movement of the bow.

Illustration 2
The Slur Mark in Combination with Dashes
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INTONATION

“Intonation™ is a word used in talking or in writing
about violin playing, and it is a very important word which
needs to be clearly understood.

In the widest sense, it has application simply to the
production of tones, but it is more commonly applied as
pertaining only to the pitch of tones produced.

Thus, when we speak of the intonation of a violinist as
being good or bad, true or faulty, we mean primarily that
the pitch of his tones is correct or incorrect.

ARPEGGIO ‘

The Italian word, “arpeggio” (ar-payj’-joh) is used to
designate the individual tones of a chord sounded con-
secutively upward or downward. (See also Lesson 39,
TecuNIC, on Arpeggio Bowing.)

TECHNIC

The Playing cApparatus

(This subject is continued from Lesson 39%

COMPARATIVE RELAXATION

You were told in Lesson 1, Tecunic, that the playing
apparatus should be in an “easy and relaxed™ condition.
Through the annotations to the Exercises, Studies and
Compositions of this Course, you have been told repeatedly
to keep your playing apparatus “as relaxed as possible.”

The simplest definition of the word, “relax,” is “‘to
loosen, or slacken,” and when we apply the word to the
technic of violin playing, we are naturally speaking of the
muscles of the playing apparatus.

A state of absolute relaxation of the arms and hands
would be one in which they hang loosely and limply by
our sides, completely devitalized. Obviously it is not
intended to designate absolute relaxation in connection
with violin playing, but rather a state of comparative
relaxation.

So when we say that our hands and arms should be *‘as
relaxed as possible,” we mean “as relaxed as it is possible
for them to be while meeting the physical requirements
of playing.”

Impulses of energy must flow from the brain to the
muscles, in order that they may perform the motions
necessary for bowing and stopping, and, inevitably, these
impulses set up some slight degree of tension.

This tension, however, must be kept at a minimum, if
we are to avoid fatigue and develop facility. If you make
all the muscles of your arms as tense as you can, and hold
them so, you will soon feel a sense of weariness; and you
will observe immediately that there can be no movement
at all so long as your muscles remain rigid.

This shows why we should put into any technical
motion just as little energy as will accomplish it. Any
excess energy tires the muscles, and impedes their action.

We seem to be so constituted that it is usually our
tendency to throw more energy into a given task than is
actually needed for it. For this reason, it is safe and effec-
tive to talk and think of relaxation as if referring to it in
the absolute rather than the comparative sense. The brain
will always supply energy impulses sufficient for technical
requirements.

LessoN 41 - PAGE 3
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The flow of energy to specific parts of the playing
apparatus is very much like the flow of water through
a hose. If the hose is leaky, little water will come through
the nozzle, where it is wanted, and much will be wasted
through the holes in the hose.

It is a curious fact that we often find energy to be
“leaking away™ through muscles which have little to do
with the work in hand. Students sometimes discover, for
example, that they have unconsciously formed the habit
of pressing hard against the floor with one foot while
playing. Obviously, the muscular energy wasted in doing
this belongs elsewhere.

To avoid undue tension and waste of energy, stop
occasionally when practicing, and with your violin still in
playing position, make a check-up of your muscles from
head to foot, in an effort to discover any which are not
at ease.

Take particular care to form the habit of breathing
quietly and regularly all the while you are playing. If you
hold your breath while playing a difficult passage, either
intentionally or unintentionally, you actually make the
passage harder for yourself, because you temporarily inter-
fere with the supply of oxygen, which is vitally necessary
to energy.

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 melodies below, according to previous instructions; then play them section by section,
allowing the pupil time to write each section as played.

CARMAN'S WHISTLE: Old English
l 1
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THE RED SARAFEN (Excerpt) Russian National Song
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GRADE INTERMEDIATE A

Test on Lesson 41
GENERAL THEORY

1. What is the meaning of “divisi,” and how is it used?

Marks
Obtained

Marks
Possible

s ...... PSSk o o e e R N | oi o e L et

2. What is the meaning of the Italian word, “simile™?

. o L AN SR A UM L5 B N DO | . TGS S RIS SRR SS TBe 2y 5 RPN - . -
3. What is the simplest means of indicating the use of a specific string?

... RS I SN . - NSRBI R . oS R S B e

4. What is the more common application of the term, intonation?

TECHNIC

5. Why should tension in the muscles be kept at a minimum?

18 . ... PTTSIE o B Ll T e . e et o oMU Sl e e e B e R B B S e e i Wi & L i T
EAR TRAINING

R ... 6. Melodic dictation.

100 ........ TOTAL.

Pupil’'s Name......
Pupil’'s Address
Pupil’s Class NO..cemmeemcurmcscncnses

Teacher’'s Name

Copyright 1938 by A. J. LLeweLryn. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
PRINTED IN U. 8. A.



A succession of four tones that was used in early
Greek music was called a Tetrachord. Such groups of
tones, or tetrachords, were combined in different ways
to form various scales. (See Lesson 52, History.)

Now that we have become acquainted with all the
major scales, it will be shown how they, also, are made
up by the combining of tone groups, or tetrachords; and
that each tetrachord is common to two different scales.

The lower tetrachord, or first four tones, of the scale
of C (C D E F), forms the upper tetrachord of the scale
of F (C D E F); the tonic of C becoming the dominant
of F.

These two scales are, by reason of the common tetra-
chord, closely related; and in the same way any scale or

Illustration 1
Relationship of the Scales C and F

§ Scale of C o @0X
Scale of F b
O —S 2« © e
© e
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D)} Dominant
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Lesson 42

Subjects of this Lesson: Harmony - INTERPRETATION - EAR TRAINING
HARMONY
‘Related Major Keys

key is related to that other scale or key, of which its
tonic is the dominant. (See Illustration 1.)

In like manner, the upper tetrachord, or the last four
tones, in the scale of C (G A B C), forms the lower tetra-

chord, or the first four tones, in the scale of G (G ABC),
the dominant of C becoming the tonic of G.

These two scales are, therefore, also closely related;
and in the same way, any scale or key is related to that
other scale or key of which its dominant is the tonic.
(See Illustration 2.)

Illustration 2
Relationship of the Scales C and G

Scale of G

Toniq — €
I c a3 o
D)
Scale of C
o 43

o ) -~

\V.4 3 [ 8 B AN

© O Dominant

Combining the two cases, we see that the key of C is
related to the keys of F and G.
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Stating it generally: A key is closely related to the keys
of its subdominant and dominant.

TONIC AND DOMINANT KEYS

In Lesson 12, GENErAL THEORY, you learned that the
key of C requires no signature; that the key of G requires

F / ; > g "', i ,.‘\‘\\ ;. Vol
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the signature of one sharp; and that when ‘there is one
sharp in the signature, that sharp is always FY; etc.-

Just as G is the dominant in the key of C, so D is the
dominant in the key of G, A in the key of D;etc.; and
the keys in their order, G, D, A, etc., have tonics which
are respectively the dominants of the preceding keys,
in each case. (See Illustration 3.)

Illustration 3
The Dominant of Each Scale Shown as the Tonic of the Next Scale
1

. Scale of B
o Scale of E %
Scale of A r
Scale of D I 1
Scale of G I ] o O €
Scale of C I 1 o 2 2 #2 #: = =
9 | ' ten. g0 = SRR = =
y 4% 4 ——— O oy Y =
S — gy — O —— = Y t
D) ‘6'\0 . e } I
Tonioc.C ’I‘omc,é Tonic,D Tonic, A Tonic, E Tonie,B
onic, Dominant Dominant Dominant Dominant Dominant
of C of G of D of A

of E

The Circle of Fifths

The relationship of the tonic and dominant is graph-
ically expressed by the so-called “Circle of Fifths” shown
in Illustration 4. (Compare the scale summaries in Les-
sons 23 and 26, GENERAL THEORY.)

Counting up a fifth from C, we come to G, which is the
tonic or keynote of the key with one sharp. The fifth
above G is D, the tonic of the key with two sharps; and
so we go on until we arrive at Ff, the tonic of the
key of six sharps. We could go on in the same way
until we reached C again, but now it would be called B,
the key of twelve sharps. (See Illustration 4.)

As we practically reach the same place from which we
start, the usual term, “Circle,” seems to apply; but as,
theoretically, we do not reach C, but B, we show the
figure as a spiral, rather than a circle.

Now let us go back to C, and work in the opposite
direction; that is, find the fifth below, which is the sub-
dominant. This is F, the keynote of the key of one flat.
If we go on to the next fifth below, which is the sub-
dominant of F, we get Bp, the keynote of the key of two

TNV 2

flats. We proceed in this manner until we reach Gb, th
keynote of the key with six flats. (See Illustration 4.)

Illustration 4
Circle of Fifths

LEssON 42 - PAGE 2 S
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As in the-case of sharps, we can repeat this process
until we again reach C, but it now would be Dp}, the
k(iy of twelve flats.

It would be very cumbersome to work entirely in
sharps with the necessary double sharps, and equally
dificult to work entirely in flats. We, therefore, do not
go beyond six, or, rarely, seven, with either; as any num-
ber of sharps above six can be replaced by a smaller
number of flats, and vice versa. This number is always
obtained by subtracting from twelve the number of flats or
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sharps in the signature of the key we wish to change into
its opposite key (sharps to flats, or flats to sharps).

For instance, the key of Df has nine sharps. The
corresponding flat key is Ep, with three flats.

Occasionally a composition will be found in as many
as seven sharps or flats.

In Illustration 4, you will see at a glance the sharp and
flat keys in common use, as these are shown in larger
letters, and enclosed in circles.

Tonic Triads of Relative Major and Minor Keys

There is a close relationship between the triads of any
major key and those of its relative minor. For instance,
the relative minor of C major is A minor; the tonic triad
in the key of C is C-E-G; the tonic triad in the key of the
relative minor, A, is A-C-E. Two of the tones, C and E,
occur in both triads. These are shown in Illustration 5 (a).

relative minor key; for example G major and E minor, as
at Illustration 5 (b).

Illustration 5
Tonic Triads in Major Keys and in Their Relative Minors

iéaenajor A minor (b)

G major E minor

5‘{ - e -
Similar relations exist between any major key and its %} §. § © S
Primary Triads
The triads on the tonic, dominant, and subdominant Illustration 6
of any key are known as the Primary Triads of that key. Primary Triads
(See Illustration 6.)
. . . : f
The primary triads contain all the seven different tones R — Q y s F;; Q
of the scale, and it is therefore possible to harmonize an O ——h— oty
3 p z y A\1V.4 % 42 R i A\IV.4 4%
diatonic melody with them exclusively. J o o
As you have already built triads upon every degree of Key of G o Key of Ab
the major scale (see Lesson 38, Harmony), you know s § - e — — —
that the triads built upon the tonic, dominant and sub- BH—o 1 e mm—
. e ) o
dominant are all major triads.
INTERPRETATION

Playing from Memory

(This subject is continued from Lesson 24.)

DIFFERENT WAYS OF MEMORIZING

The subject of Playing from Memory was discussed
briefly in Lesson 24, INTERPRETATION, and a few general
suggestions were given. There are various ways in which

LessoN 42 -

a violinist may set about memorizing a piece. We shall
now consider these in some detail.

The process of memorizing must depend a little upon
individual tendencies. Some will remember more easily

Pace 3




the appearance, order and position, of the notes on the
page; others, the motions made in bowing, stopping and
shifting; while still others remember only the sound, and
depend upon automatic action of the hands to reproduce
the music after having played a piece a great number of
times.

The last mentioned process, if used alone, is a very
insecure way of memorizing; yet it is quite common. In
this way of playing “from memory,” when something
occurs to divert the player’s attention for a moment, the
continuity is broken, and it is generally impossible to con-
tinue without going back to some point where a more
definite mental impression has been made, and that may
be only at the beginning of the piece.

The best plan for memorizing combines all the different
sense impressions mentioned above, namely, those of eye,
ear and hand. The mind then cannot completely “lose the
thread,” so to speak.

A very important aid to memorizing is the theoretical
analysis of the form, melody and harmony of the piece,
which is almost involuntarily thought of by the student of
these subjects. The definite ideas thus obtained fix in the
mind the main outlines and much of the detail of the piece.

When a player has studied a piece carefully, and with
concentrated attention, it will often be found that he has

w\‘ —

already memorized it, without any special effort; that is,
the impressions left have been definite and clear. Where
this is not so, deliberate effort will be necessary, in one or
more of the various ways indicated.

TESTING THE MEMORY

If you think you have memorized a composition so as
to be able to visualize the printed notes and hear the
sounds, you can test your memory by thinking of certain
measures throughout the composition, and playing them
alone. For instance, if you desire to play, say, the seventh
measure, follow the composition, mentally, from the
beginning to that point, and then play that measure with-
out playing the preceding ones.

Another test is to play from memory the very last
phrase, or section, of the composition; then play the sec-
tion preceding this one; then play them both. Follow this
process back, section by section, to the very beginning of
the composition.

The ability to meet such tests as the above, which are,
unquestionably, severe, will prove that the memorizing has
been thorough and reliable.

It is always very important to listen critically to your
playing. To do so is one of the best aids to concentration,
and prevents self-consciousness, which often causes a lapse
of memory.

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 given below, according to previous instructions; then play it section by section,

allowing the pupil time to write each section as played:

English Air
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Marks
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SHERWOOD Music ScHooL Courses—VIOLIN
GRADE INTERMEDIATE A

Test on Lesson 42
HARMONY

Marks
Obtained

1. What is a tetrachord?

6. Name the keys closely related by tetrachords to the following:

........ (a) ToD. B, B i
(b) ToBp. RN o S L R R G Y LY e
(c) ToB. R, s cvinssionsssgrongioons i e bims Sy e
(c) ToDp. AR A T A e nacaen
7. In what manner is there a close relationship between the tonic triads of any major key and its relative
minor?
........ o TWE e L LSO WAL = R S L O I T SOOI Y . - I EO IO Lo B

........ (a) G major. ¥ o i O RO L% s i BN A T Tl - e Epe
(b) F minor. P MARBRTIE 1109 < M b
(c) A major. o PSRRI e i R G
(d) Ep minor. o1 gt AR RO LU - SO T TSIty s

9. What are known as the primary triads of any key?

Copyright 1938 by A. J. LLewerryn. Imperial and International Copyright Secured
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-i;% -Ejg RMONY inued
S8 32 HARMONY—Continue
10. Write the primary triads in the keys of D, Bp, E and D}. Draw the proper signatures and indicate th
chords by Roman numerals.
4 Ans
D Bb E Db
i, 0 0
ﬁ é"} 1t ﬁ it
) 5 H'JD 111
INTERPRETATION
11. What is the best plan for memorizing?
L a R AL T R i B Aot B e ssrsems e s (AT e e SRR NERRTE
12. What is a very important aid to memorizing?
R b R I i o i A AR NSRS L L
EAR TRAINING
Aialos.x 13. Melodic dictation.
o ........ TOTAL

PPN aierni: SR nsi, - e SRS
Pupil’s Address ..................

Pupil’s Class NO«....oeeemeeeeeeeeeeeeeene

Teacher’'s Name

Test on Lesson 42—Page 2
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Lesson 43

Subjects of this Lesson: HARMONY - INTERPRETATION - EAR TRAINING

HARMONY

The Purpose and “UValue of the Study of Harmony

Before going more deeply into the study of Harmony,
let us give some thought to the value and meaning of this
subject, to music students in general, and to violin students
in particular.

We recognize in music three elements: Melody, Har-

mony, and Rhythm.

To gain a clear conception of these elements, simply
think of Melody as the song-like part which you play in
any violin solo. Think of Harmony as the supporting
chords provided by your accompanist, to round out the
whole effect. Think of Rhythm as the sense of forward
motion created by the relative time-values of the tones
played.

Obviously, all three elements are necessary to music at
its best, and if we desire a full understanding of music, we
must seek a full understanding of all its elements.

Now, let us draw a distinction between Melody and
Harmony, to make clear the nature of the latter element.
We often say that in Melody we think “horizontally,”
and that in Harmony we think “‘vertically.” The meaning
of this saying is made clear in Illustration 1.

The music on the upper staff represents Melody, ‘‘hori-
zontally™ set forth. The chords on the lower staff represent
Harmony, “vertically™ assembled. (See Illustration 1.)
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Illustration 1
Melody and Harmony Contrasted

.................................................................................

dilelp
dig|gp

In the study of Harmony, then, we consider tones as
assembled into groups of successive chords.

What is the value of Harmony study to the violin
student, who is primarily concerned with the projecting
of Melody?

One of its chief values is, that along with the study of
Ear Training, it develops perceptive hearing. If someone
addresses you in a foreign language with which you are
not familiar, you hear him, but you do not understand
him; and this illustrates the vast difference between per-
ceptive hearing and ordinary physical hearing.
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Until you have studied chord structure, you can be only
vaguely conscious of the harmonies in your accompani-
ment, or the chords which you are outlining in your own
playing of melodies—for, as we shall see in later Lessons,
the structure of melodies has much to do with chords.

When you have learned to build and classify chords,
and to analyze chord progressions, you really hear them
with intelligence, and all music takes on new life and
meaning. You become keenly and delightfully aware of all
the tonal movements in music, and, inevitably, your enjoy-
ment of musical art is heightened. Your ability to interpret
music is also increased, because you have a wider view
of it.

The reading and memorizing of music becomes easier,
as you study Harmony, because you acquire a new tool
for grappling with and retaining hold on musical materials,
namely, the tool of harmonic analysis. For example, when
you encounter the tones C-E-G§ in a melody, your knowl-
edge of Harmony enables you to think of them not as three
unrelated tones, but as the augmented triad on C; and
your recognition of this relationship makes it easier for
you to read and to remember this series of tones and other
series in the same melody. :

At any time when you have the inspiration to write or
to arrange music, your knowledge of Harmony will be
indispensable. No effective creative work can be done
without such knowledge.

As you proceed with your study of Harmony, you will
become increasingly aware of these values, but to derive
the utmost benefit from what you learn, you should con
stantly seek to relate your new knowledge to your daily
playing, making use of analytical processes which will be
explained in later Lessons.

In the course of your study of Harmony, it will fre-
quently be necessary for you to study combinations of
tones which cannot be sounded simultaneously on the
violin. The effect of such combinations can be approxi-
mated on the violin by sounding the tones of each chord
in rapid succession.

However, if you have access to a piano, you will be well
repaid for spending a few hours learning which keys
should be depressed to sound the chords used in the Har-
mony illustrations. The necessary knowledge can be
gained quickly by a study of the chart given in Illustration
2. For this particular purpose, you need make no effort to
acquire proficiency in playing the piano, and it will make
no particular difference if you are slow in finding the keys.

The chart referred to shows a little more than two
octaves of the piano keyboard, beginning with the G below
Middle C (corresponding to the pitch of the open G string
on the violin).

The white keys bear in rotation the names of the letters
of the music alphabet, and represent natural tones.

Illustration 2
A Chart Showing the Relation of a Section of the Piano Keyboard to the Treble Staff
o O b
(%)

&5

P\ ) & 4
«¥

%

[ % ) ©

FEiGH i A8 c#i D# F4iGH# i A$

F|G|JA|[B|C|D|E|F|G|A|B|C

Each black key is the sharp of the white key at its left,
and is also the flat of the white key at its right. Bf is the
same as C; and Ef, the same as F. C} is the same as B;
and Fp, the same as E.

A chromatic scale is sounded when the keys are
depressed successively in order, upward or downward; so,
the interval of a half step lies between one key and the
next, white or black.

D = = SR
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INTERPRETATION

Phrasing

| (T his subject is continued from Lesson 19.)

|

A phrase is a division, or part, of a piece, which is inde-
pendent in itself. This division may consist of any number
of notes, of different lengths. Musical phrases, like phrases
in language, are units, or divisions, of larger units. As in
language, there is no definite length for either the larger
units or their subdivisions. They are simply musical pas
sages—melodic, harmonic, rhythmic—which make sense
in themselves.

What are the means employed in making phrases under-
standable to the listeners?

The first necessity is that they be clearly understood by
the player. As in written or spoken language, phrases must
be indicated by some kind of punctuation. Any means
whereby this punctuation is made perceptible to the
listener is called phrasing.

In language, the reader has the divisions pointed out to
him by such signs as comma, semicolon, colon, etc. In
music, there is seldom such visible guidance, excepting
where a phrase is followed by a rest, as in the example
shown in Illustration 3.

Illustration 3
Phrases Followed by Rests

MOZART: Violin Concerto, No. 6

When, however, one phrase follows the other without
interruption, it is not so easy to sense the point of division,
and it becomes the performer’s task to make it apparent to
the listener. How to do this is the problem of phrasing.

R e e e e
;{['IG 1 .I'U'll
e | _y { l’/

A phrase may be ended softly, and a slight increase of
force given to the first tone of the next phrase. The effect
may also be assisted by shortening the last tone of the first
phrase. (See Lesson 19, Tecu~ic.)

Illustration 4

Phrasing Divisions

In Illustration 4, the points of separation between the
phrases are marked by means of commas. The general
contour of this melody dictates its phrasing and virtually
leaves no choice as to where the points of separation
shall occur.

LESSON 43 - PAGE 3

BEETHOVEN: Violin Concerto, Op. 61
Solo ¢en, ?  ten. - L. r
Oy | A 1 | 4 | N 1 l‘\ ‘l l‘\ | ?\ By
[ @] l) IAY ” l\l % 1A L 1 I 1 ] { } 1| ') i
p . ;-/ {_’a i / = 5 ‘: i: + -é‘ ~

Phrasing is an element of interpretation which is vitally
important, and which must be given constant attention.
It calls for the exercise of musical feeling and instinct, and
for careful study of the composer’s or editor’s markings
in every composition.
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Study of the bowing indications is often very helpful
in reaching an understanding of the phrasing which is
correct for any given passage. It must, of course, be
remembered, however, that one phrase may consist of one
stroke of the bow or of a number of strokes; and that if it
consists of a number of strokes, these may be smoothly
connected or may be detached from one another at various
points to give the effect of “taking a breath.”

Phrases should never be rendered in a disjointed man-
ner. A feeling of the unity and coherence of all the phrases
taken together should be maintained.

The following practical rule will be helpful, in phrasing:

Observe the start, the end, and the culminating point
(the point of highest musical feeling and interest) in each
phrase. The beginning and ending may be indicated by
phrasing marks, while the culminating point is often to
be found upon the highest note of the phrase. Generally

Srmxwoon MUSIC SCHOOL COURSES—VIOLIN
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speaking, the rising of the melody is combined with an
increase of intensity up to that point, after which 2
decrease sets in.

The tempo of the composition and its general charac
ter are, of course, important deciding factors in proper
phrasing. For example, a phrase occurring in an agitate
movement, will have to be played very differently from a
phrase, looking somewhat the same, which occurs in 2
slow, dreamy movement.

As intimated above, there may at times be more than
one good way to phrase a passage. But the number of
ways are limited, and the melodic construction will some
times point clearly to only one way.

Good phrasing will usually possess naturalness and sin
plicity, and the performer is said to phrase well when he
brings into due prominence the proper grouping of sounds
in motives (figures), phrases, etc.

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 given below, according to previous instructions; then play it section by section,

allowing the pupil time to write each section as played:

STEAL AWAY: American Negro Spiritual
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GRADE INTERMEDIATE A

Test on Lesson 43
HARMONY

Obtained

Marks
Possible
Marks

1. Name the three elements in music.

2. How are tones considered in the study of harmony?

7. What is meant by the term, to phrase well?

... . Ans.
EAR TRAINING
... 8. Melodic dictation.
100 ........ TOTAL
Pupil's Name.........cccoooven......
PPV AN QT E880 .. .. et sonsssnsmsicso st ostmsnismmsmas s sism i e
Pupil’s Class NO.-..oweveeeeeemcnens
Teather s Name e 80 YRR T N
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Lesson 44 s

Subjects of this Lesson: GENERAL THeoOrY - TeEcHNIC - EaAR TRAINING

GENERAL THEORY

Ornamentation

(This subject is continued from Lesson 32, and is resumed in Lesson 49.)

In Lesson 32, GENErAL THEORY, you were introduced
to some of the simpler Ornaments, or Grace-Notes. In the
present Lesson, we are to study the Turn.

It may be interesting to quote here what Emmanuel
Bach, son of the great Johann Sebastian Bach, said of
ornaments: ““They serve to connect the notes; they enliven
emphasis; they help to elucidate the character of the
music, whether it be sad, cheerful, or otherwise; they
always contribute their share to the effect; an indifferent
composition may be improved by their aid, while without
them, it would be meaningless.”

He protests against their over-use, however, saying they
should be regarded as the “ornaments with which the

finest building may be easily overladen,” or “the spices
with which the best dish may be spoiled.”

THE TURN

The Turn consists of four notes: the first diatonic scale-
note above the principal note, the principal note, the first
diatonic scale note below the principal note, and, finally,
the principal note again.

The sign used to indicate that a turn is to be played is
shown in Illustration 1. It may be placed directly over a
note, or between two notes.

—— 4 9 & ——— 1
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When the sign is placed directly over a note, the four
notes take the time of that note, if the note is short; or
they take only a part of its time, if the note is long. Exam-
ples of both are shown in Illustration 1, (a) and (b).

Illustration 1
(a) The Turn on a Short Note

N
Written Played

(b) The Turn on a Long Note

o ‘ 0
Played

Written

——
-
——

37
)

When the turn sign is placed between two notes of
different pitch, the first note is held almost its full time-
value, then the turn is played just before the second note.

AR
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The time-value of the turn is taken from the time-value of
the first note.

The following illustration shows how a turn placed
between two different notes may be played. (See
Illustration 2.)

Illustration 2 ;
The Turn Between Two Notes of Different Pitch

() {)

Written {)",ﬁ f ~ Played =
T d )

of

If the note following the turn is the same as the note
before it, the final note of the turn (the return to the prin-
cipal note) will not be required, and the turn will consist
of only three notes, instead of four. (See Illustration 3.)

Illustration 3
The Turn Between Notes of the Same Pitch

oS /)
Written | Played ‘
D ' D)) I

A sharp or a flat is sometimes found above or below a
turn sign. When it is placed above the turn sign, it applies
to the note above the principal note; when it is placed
below the turn sign, it applies to the note below the prin-
cipal note. (See Illustration 4.)

Illustration 4
Flats or Sharps Either Above or Below the Turn Sign

b

H %
Written 7 ‘11
s)
/..
Played ybar gl s itaorrs
') "
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THE INVERTED TURN

The Inverted Turn consists of the same group of notes
as the turn, but they are inverted, the turn beginning on
the scale-note below the principal note instead of the note

above. This form is practically obsolete. Its sign is shown
in Illustration 5.

Illustration 5

The Inverted Turn

n 2 %
Written'
ANIV4 1 1
d I T
0
Played fy—o P @

THE DOUBLE TURN

The turn may occur in two parts, or voices, at once,
although it is very rarely used in this way. It is then
called a Double Turn. The turn is distinctly a melodic
embellishment, and a double turn might occur in a duet:
like passage, as in Illustration 6.

Illustration 6
The Double Turn

il
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TECHNIC
cArticulation

An understanding of the meaning of the word, Articu-
lation, as related to the playing of the violin, may be
reached most easily by a study of the word as it applies
to speech.

In this latter sense, articulation means “the uttering of
distinct syllables.” In violin playing, the parallel of vocal
articulation is “‘the uttering of distinct tones.”

The attack of the bow on the string is naturally of prime
importance in articulation, for it is this attack which gives
the musical utterance a prompt and distinct beginning.
Thus, satisfactory articulation is mainly the result of a
correct attack.

The basic technical procedure for a correct attack, as
described in Lesson 8, TecHNIC, consists chiefly of the
pinching movement exerted on the frog of the bow by the
thumb and first finger of the right hand.

For purposes of articulation, this process must be em-
ployed to give distinctness and individuality to the first of
a series of legato tones, and to each of a series of staccato
tones.

Illustration 7 shows several legato phrases, and in
articulating these clearly, the pinching movement should
be used in playing the first tone of each stroke. Once the
stroke is under way, the placing of the fingers on the
fingerboard serves to articulate the remaining tones
played within the stroke. (See Illustration 7.)

Illustration 7

Legato Phrases Illustrating Articulation

1 1 1 { . 1

D) i

HIL

Illustration 8 shows a series of staccato tones, and in
articulating these clearly, the pinching movement should
be used with each tone, because the tones are detached.
(See Illustration 8.)

7O Se==
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Illustration 8

A Staccato Passage Illustrating Articulation

-

> P
1

Ordinarily, the force applied to the pinching movement
of the attack should be just enough to cause the tone
to start promptly, with no lost motion on the part of the
bow. -

For example, if you were playing a smooth, flowing
melody, like that in Illustration 9, you would desire no
undue emphasis on the first tone of each slur. You would
wish only to have the beginning of each stroke start to
produce a singing sound immediately, and should regulate
the force of your pinching movement accordingly. (See
Illustration 9.)

Illustration 9

A Flowing Melody Which Requires Minimum Force of Attack

.)p e ——

Many violinists habitually over-emphasize their attack,
regardless of the nature of the melody they are playing,
with the result that they secure an unpleasant, guttural
articulation which interrupts the flow of the melodic line.

On the other hand, the material to be played does some-
times, by its nature, require a strong attack, and such an
attack may be indicated by means of special accent marks.
The interpretative effect which is desired must always be
taken into account, and the articulation planned accord-

ingly.
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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 melodies given below, according to previous instructions; then play them section by section,
allowing the pupil time to write each section as played.

é[“}xe Skipping Rope (Folk-Song)

L) ] :!a) { 1 z (‘L 1 1 {E— 1 =
1 1 IF ' '
o = i, i ﬂ:j B S —— =
(d) ] ‘f) 1 T T (f) o0 e i | {— T
IF lg I 1 1 y A l 1 1
L.
Little Sister’s Lullaby (Folk-Song)
(a) ( ?) ; )
Tt t 1 f 1 N —————
4 ! T 1 T 1
| 1 | |
(2) (e)
[ 1 . ] | 4
i 1 1 !l l! 1 1 | i 1 T Ji ' 41
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g [} | 1 (2)
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GRADE INTERMEDIATE A

Test on Lesson 44

3 .
Bt GENERAL THEORY
2 50
1. Give a full and complete definition of the turn.
... O i
2. How much time is allotted to the notes of a turn when the sign is placed
. (a) directly over a note? Ans.
(b) between two notes of F. IR LR
different pitch?
3. From which note is the time-value of the turn taken?
... Ans.
4. To what note in a turn does a sharp or flat apply when placed
L — (a) above the turn sign? (T TP O g S MO I T S NSNS e 2 N - SR
(b) below the turn sign? AN, vttt s it it st Dol it
5. Of what does the inverted turn consist?
. s 1 T R N I 4 N RO SR AN 5 O ... 8 i s oot Wt el LU 5o B o 50 D Moo
TECHNIC
6. Why is the attack of the bow of importance in articulation?
... B i R e r e it S s s I e s ne s v i A
7. What bad result comes from over-emphasizing the attack?
RO SN TG R S R A RN R i O RSN i
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