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VIOLIN COMPOSITION 401

Playera

SARASATE

Although we call music “the universal language,” yet every nation has expressed itself in musi-
cal idioms which are more or less peculiar to itself. The search for these national characteristics
is one of the most interesting adventures of music study. It is likewise a profitable quest, for it
will put you in gympathy with the spirit which moves each nation, and help you to instill sincerity
into your playing, with genuine warmth of emotion.

The dance music of the Spanish people is characterized by incisive rhythmic patterns, and an
abundance of color and contrast. This is in no sense a definite description of Spanish dances, for
the same terms might be applied to many other kinds of music; and, in fact, Spanish dance music
cannot be described —it must be experienced!

Nevertheless, these suggested attributes indicate the line of attack which you should follow in
developing your interpretation. It is far easier to understand these things as ideas than to express
them in tone. But untiring effort on your part will translate them from thought into action, and
project them in eloquent sound for the enjoyment of your listeners. ‘

You will find it especially helpful to make several silent readings of this Composition, just
for the sake of studying the rhythmic patterns. Observe the frequént use of syncopation, as for
example, in measures 15 and 16. (See Lesson 21, GENERAL THEORY.) Notice, too, how often
long notes alternate with swirling groups of short notes, as in measures 4 and 5.

Lento is one of the slowest paces in music: but lenfo does not mean “draggy.” Music at any
tempo must create a sensation of forward motion. Without being mechanical or jerky, the move-
ment of your beats should be steady,so as to set forth clearly the distinctions in time-values which
make up the rhythmic patterns. The flow of pulses is occasionally interrupted by rather prolonged
fermatas, as in measures 16 and 20. (See Lesson 36, GENERAL THEORY.)

The dotted-note patterns, as in measures 22 and 23, must receive careful treatment. Refer
to Lesson 25, TECHNIC, for instruction on bowing such rhythmic combinations.

Dynamic contrasts, ranging from f to ppp are clearly indicated in the text, and should be
strictly observed.

Pablo de Sarasate was a Spanish genius of the violin who lived from 1844 to 1908. As we
study his compositions, we can readily sense his great proficiency as a player, for his music is
particularly “violinistic,” and very effectively exploits the rich resources of the instrument.  His
compositions consist mainly of Spanish dances, gypsy tunes, and fantasies on operatic airs. He
was a pupil of the famous Alard.
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VIOLIN COMPOSITION 402

The Bee

SCHUBERT

Gossamer wings invisibly agitate the summer air — and our ears, more than our eyes, tell us
that a bee is near. How swift is his flight, how tireless his search for nectar— from hive to flower,

from flower to flower, home again, on the wing again, all day long!

In playing this Composition, you are to create in sound the illusion of a bee in flight, and you
will find that the melody lends itself almost uncannily to that purpose. Observe that the first four
measures make use of only two half step intervals, from B to C, and from B to A#, in different
octaves. The constant reiteration of the half step mimics the humming of the bee. Frequent repetition
of bass notes in the accompaniment helps to simulate the characteristic droning effect.

When the melody changes its level of pitch, by means of a skip or a scale, we experience a
feeling of soaring or sinking, likewise typical of the flight of the bee. Sforzandos, diminuendos,

and crescendos reproduce the surges of sound which we hear in the buzzing of the bee.

The arpeggios and repeated notes in measures 20 to 35 seem to suggest the bee darting among
the blossoms in a flower bed,hovering now over one,now over another, as he seeks the one desired at the
moment. Perhaps on this foraging expedition he is seeking only sweet peas, and can find nothing
but zinnias. At any rate, he soon resumes his journey (measure 36),and shortly afterward, vanishes.
Be careful to represent his disappearance by a déminuendo (starting with measure 58), and very soft
pizzicato chords (measures 61 and 62).

The tempo indication, Allegretto poco agitato, means “moderately lively, and a little excitedly.”
Applied to sixteenth notes in triplet groups, this requires that the individual notes be played quite
rapidly; and velocity is,indeed,essential to an effective performance of this composition. Practice
slowly at first, however, so that your stopping may be accurate, and so that you can study carefully

your distribution of the bow.

Refer to Lessons 18 and 39, TECHNIC, for instruction which will help you to master the stac-
cato and arpeggio bowing in measures 20 to 35. Make use of the mute, as directed. Measures
60 and 61 may be played without the ocfava, if desired.

The Franz (or Francois) Schubert who composed this piece was not the Franz Peter Schubert
of greater fame. The Franz Schubert to whom we are indebted for this clever and charming item
of repertoire was born in Dresden, in 1808, and died there, in 1878. His career was devoted to

playing the violin, to conducting orchestras, and to writing for stringed instruments.
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VIOLIN COMPOSITION 403

German Dance
DITTERSDORF

It is a common saying among writers of the history of music that all of our musical art owes
its origin to the folk song and the folk dance. They trace the evolution of modern music back through
the ages to melodies which sprang unbidden to the lips of those who felt the sadness of bondage, or
the joy of love and to rhythms evoked to intensify the ecstasy of the dance.

We derive from this analysis some insight to the hold which music has upon us. It is as inti-
mately a part of us as our speech, our tears, or our laughter; and it satisfies the same human need
for expression of the inner self.

We cannot say with great conviction that we have come a long way since the early days of music,
for we must reflect that our gain in color and complexity has been offset by some loss of simplicity
and spontaneity.

Occasionally, a composer undertakes to recapture the charm of folk music in a melody of his
own devising. Less occasionally, he succeeds in doing so. In this Composition, we have one of
the happy results of such a quest.

Now, as interpreter, you must enter into the spirit of the thing, and find means to do your part
as well as the composer has done his. Here are some instructions that will help you.

First, do not play this Composition too fast. Moderato con moto means “moderately, with mo-
tion”— but not rapid motion. If you were summoned to play for a folk dance on the village green,
you would take care not to set a tempo so rapid that your merrymakers could not keep up with you.

Furthermore, any undue speed would tend to obscure the dainty contrasts between connected
and detached tones, and the delicate articulation of individual tones, which must figure so largely
in your interpretation. A glance at the text shows an unusual number of slurs, staccato dots and
accent marks; a careful observance of these will help you greatly in giving an effective rendition
of the Composition.

The notes in measure 1 form a pattern which is frequently reiterated. To make this pattern clear
and incisive, send the bow lightly off the string with each stroke upward.

Measures 9 to 16 are an exact repetition of measures 1to 8, but soffo voce—‘in an undertone.”
First you talk, then you whisper. Observe the use of this same device in measures 32 to 36, and
40 to 44.

Many folk dances—perhaps most of them— are hearty and robust, but the general style of this
one should be graceful and light.

Quite probably, this Composition will be your introduction to the work of a distinguished Austri-
an composer, Karl Ditters von Dittersdorf (1739 - 99). Unfortunately, the compositions of Ditters-
dorf are not so well known as they deserve to be. He was a worthy contemporary of Mozart, and it
is commonly thought that much of his work dropped from sight because he was overshadowed by the
genius of Mozart. He wrote brilliantly and prolifically in almost every department of composition,
and was, in addition, one of the most widely acclaimed violin virtuosi of his time.
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VIOLIN - : COMPOSITION 410
Sonata INo. 6

MOZART

Upon retiring from active service, a famous conductor of orchestras remarked that he hoped to spend
his remaining years in getting better acquainted with the music of Mozart.

Coming from a man who had taken into his mind all the worlds best music, this remark is peculiarly

significant. Clearly, it bespeaks a humility of attitude, and.a certainty that further search would un-
cover new riches.

Other eminent musicians, in describing the evolution of their musical taste, have referred to it as a
cycle, in which, at length, they have “come back to Mozart”.

Thus, we see that we may enter-upon the study of Mozart with high expectations. We should ap-
proach his music with a respect which is almost reverence— yet we may lay hold of it freely and joy-
fully, for we find at once that this is friendly music, which seems to welcome our attention.

The more we give ourselves to it, the more it gives itself to us. We may begin fairly early in our

music study to play the music of Mozart, but as we go on, we may doubt if we shall ever play it to our
entire satisfaction, for this is flawless music which demands a flawless interpretation.

For nearly two centuries, Mozart’s music has been an inspiration to students and a challenge to
artists. We cannot say just why it has such enduring qualities, but we know that in some way it is
like the moral truths which have grown out of human experience, and which have come along with man-
kind through the ages. This is great music because it is the musical embodiment of a great character
Mozart, as we know, was afflicted beyond the average with adversity. Yet his spirit soared above all
earthly troubles to sing serenely its love of life and its gratitude for being. L.j

poser has ex-

In beginning your study of this Sonata, give attention first to its strucure. The co
ercised much skill in casting this piece into the sonata form (see Lesson #, FORM AND ANALYSIS),
80 in giving it an intelligent and effective performance, you must first perceive the outlines of this form.

The first Theme is announced by the violin in measures 1 to 12, and is partially repeated by the piano
in measures 13 to 19. Measures 20 to 43 comprise an Episode. The Second Theme, in the dominant,
begins in measure 44, in the piano part; and it is taken up by the violin in measure 48, and carried for-
- ward to measure 57. Measures 59 to 84 form another Episode. The Development section begins with
‘measure 85, and continues to measure 120. The Recapitulation begins with the last beat of measure 120,
in the piano part,the First Theme being repeated and elaborated upon, through measure 153. The re-statement of
the Second Theme, in the tonic key, begins in the piano part in measure 154, and in the violin part in meas-
ure 158. A repetition of the second Episode, measures 169 to 179, serves as an introduction to the Coda,
which begins at measure 180 and which is based upon material from the Second Theme. The Allegro
movement which is appended, brings the Sonata to a conclusion.

This Composition presents no technical problems with which you are not already familiar, and the in-
dications given with the text show clearly the composer’s intentions. It is important, however, that sim-
plicity be the essence of your style of performance, in keeping with the nature of the music. Mozart’s music
may be earnest, or joyful, or tender, or dramatic—but whatever the effect, it must not be exaggerated.

It is also important that you understand this to be not a sonata for violin with piano accompaniment,
but a sonata for the two instruments, cooperating as equals. At times, it is a dialog, the two instruments
taking turns in projecting musical ideas. At other times, it is a duet, both instruments joining their
‘voices in affirming their musical convictions.

For biographical notes concerning Wolfgang Amadeus Mozart, see Lesson 77, HISTORY.

Copyright 1938 by A.J. Liewellyn.  Imperial and International Copyright Secured
All rights reserved for all countries, including the right of translation
Printed in U. S. A.
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Sonata No. 6
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MOZART
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Allegro con spirito
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eSherwood Atusic @School cLourses

VIOLIN COMPOSITION 451

Orientale
CUlI

As we listen to this item from Cui’s suite, “Kaleidoscope”, we seem to catch fleeting glimpses
of the folk who lived in Scheherazade’s thousand and one stories— Aladdin with his wonderful lamp,
Ali Baba and the forty thieves, Sindbad the sailor, and all the others who peopled the “Arabian
Nights”.

How has the composer contrived this melody so that it carries us away to a mood of enchant-
ment, and stirs us to the peculiar sense of mystery which is invoked by the thought of the Orient?

Upon making a close examination, we see that he has very effectively used a musical idiom
which we have come to associate with Oriental music. This idiom has many points in common with
the musical art of the East, although it has been freely paraphrased for Occidental listeners.

One outstanding feature of this idiom is a minor scale which contains two augmented seconds:
one between the third and fourth scale degrees, the other between the sixth and seventh. (This is
sometimes called the Oriental minor scale, and sometimes the Hungarian minor scale.) This Compo-
sition being in the key of & minor, the augmented seconds appear as the intervals between Bb and C#,
and between Eb and F4. Refer, for example, to measures 11 and 25. (See Lesson 108, HISTORY.)

Piquant rhythms form another prominent characteristic of this idiom. Observe, for example, the
rhythmic patterns in the following measures:

Measure 1 Measure 12 Measure 13

Still another idiomatic feature is the constant reiteration of musical figures,practically unchanged.
Observe, for example, the figure which is repeated through measures 1to 10 of the violin part. Notice,
also, how the bass note of the accompaniment is often prolonged through many measures, as in mea-
sures 11 to 18.

Plan your interpretation so that it will make the most of these musical devices. Be careful that
your augmented seconds are as widely separated in pitch as they should be. Make your rhythms ac-
curate and incisive. Inrepeating figures which are similar to one another, hold to a steady tempo, so
that their resemblance may not be destroyed.

In playing figures like that in measure 1, the bowed tones should be played with rather pointed
artificial ricochet, the stroke starting near the tip of the bow. (See Lesson 47, TECHNIC.) The
mute is often used in playing this Composition. (See Lesson 73, TECHNIC.)

For biographical notes on Cesar Antonovich Cui, refer to Lesson 91, HISTORY.

Copyright 1937 by A. J. Llewellyn. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
Printed in U.S. A,
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