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Lesson 121

. GRADE—GRADUATE A

Subjects of this Lesson: APPRECIATION OF Music - TECHNIC

APPRECIATION OF MUSIC

Sundamental “Principles

Music has been called the “universal language of man-
kind.” It is, like painting and sculpture, an intelligent
expression of emotion. In order to fully understand and
appreciate this music language, something more is neces-
sary than a knowledge of its mechanical side. A music
composition is not a mere compilation of notes. It is the
intricately designed embodiment of an indwelling spirit.

The structure of music may be likened to a great cathe-
dral, upon which successive generations of artisans and
artists have labored. In the material edifice are foundations
of stone, safely and solidly placed; with arches, pillars, and
columns, symmetrically and delicately adjusted. Further
grace and beauty are added to the superstructure by the
products of the still finer arts of the sculptor, metal worker,
and glass maker.

Just so, before an organized and artistic system of music
could be reached, it was necessary that certain relations
between tones should be agreed upon, and that scales be
formed, out of which melodies could be constructed. The
selection and arrangement of these fundamentals, and the
subsequent evolution of harmony and form, was the work
of centuries.

While it is true that music is architectural, it is a sort of
dream architecture, which passes before the senses and
is gone.

You may stand and gaze long at the cathedral, and
return again and again to study its details. On the other
hand, the tonal details of a symphony are only momen-
tarily present.

The appreciation of music, then, involves correct hear-
ing, a good memory, keen discrimination, and sympathetic
interest.

Let us approach our subject of Music Appreciation by
undertaking a brief review of the three chief factors, or
underlying principles, that enter into the construction of
the tonal edifice—Rhythm, Melody and Harmony.

Both children and primitive peoples express activity and
vitality in rhythmical bodily movement; while for their
more thoughtful and contemplative emotions, they are
impelled to the vocal utterances of melody.

Systematized movements resulted in the dance, and
systematized vocal utterances, in the song. Thus, we have
the two great generators of music—the Dance, and the
Song.

Mankind, in its efforts to express its feelings and emo-
tions by the language of music, has worked through three
stages, which may be called the “drum stage,” the “pipe
stage,” and the “lyre stage.”
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RHYTHM

The “drum stage” begins when rhythm alone is first
used to give pleasure or excite emotion. There is an
inevitable connection between emotion and movement.
Then again, something within us insists on marking off
time into short, repeated, equal periods by means of
accent. There seems to be a natural tendency to group
bodily motions in twos; although it is said that some savage
races have an unaccountable faculty for producing and
recognizing very intricate rhythms, singly and in combina-
tions.

Carrying this principle of grouping bodily movements
still further, the group of three was devised—evidence
that metrical form is not altogether *“‘an anatomical acci-
dent,” but a process evolved by the mind. Men came, then,
to group their bodily movements, and their beating of
drums, etc., into groups of twos and threes. The march
was, undoubtedly, the primeval dance.

MELODY

The “pipe stage™ begins when the first experimenter
tries to construct a tune. Early attempts at melody, how-
ever, are of the same character as those in the drum stage
—very short, with much repetition. It is only by slow and
tentative experiment that the main principles of melody
are discovered: for example, that certain tones are prefer-
able for a close (the genesis of the “keynote™); or that a
high note is not an accident, but a point of emotion (mak-
ing Climax an element in structure).

Sooner or later some one discovers that singing can
make a commonplace task more agreeable.

If you sing while you dance, or while you haul on a
rope, or while you rock a cradle, you will be impelled to
invent tunes which have periodic accents. There is no
doubt that the first combinations of rhythm and melody
arose in this way, namely, as an accompaniment to, and
outgrowth of, everyday occurrences.

Melodies fall into two classes—those with, and those
without, periodic accent. These two classes of melodies
have developed along separate lines. In plainsong (with no
periodic accent) the greatest pains were taken to exclude
all thythm from the music. On the other hand, the folk-

song, which is an outstanding type of homophonic music—
that with a single melodic line—is rich in accents.

HARMONY

The “lyre stage™ arrives when, by design or acciden,
it is discovered that two sounds, simultaneously produce,
may have a pleasant effect. It is clear, however, that not
much progress could be made along this harmonic line unti
scales were reduced to system.

The long array of ecclesiastic musicians devoted theit
energies, for centuries, to the evolution of harmonic exprey
sion. Greek dramatic recitations, and Christian intoning,
included simple intervals like that of the fourth.

ACCENT AND DISSONANCE

As just stated, folk music tended towards strong,
rhythmic utterance, while the ecclesiastical music of the
medieval times, on the contrary, sedulously avoided
metrical regularity. The latter exhibited, also, entire
absence of dissonance. The emotional function of dig
sonance is to suggest, by its harshness, and by its sharp
contrast with the consonances by which it is surrounded,
the struggle that is a part of all finite existence. Thus, by
the avoidance of rhythmic vigor, which would express
active impulses, and of dissonance, which always suggests
effort and striving, Palestrina’s music secured its freedom
from “‘profane suggestion,” and from ‘‘every trace of
struggle.” Such a fabric of tones, produced by voices sing’
ing the purest consonances without instrumental accon
paniment, was well fitted to merge with the vast, cool arch
of the cathedral, and to form a background for mysticil
contemplation.

During this period of composition, however, musi
became a kind of audible mathematics. Melodies crossed
and recrossed, interlaced in a wonderfully woven texture
Method, first practiced as a means to an end, became an
end in itself. The mind alone was called into activity, and
the taste for complexity and formal elaboration quite over
shadowed any desire to express emotion. The early master
devoted their energies to the creation of erudite compost
tions wherein sentiment was decidedly lacking. Theme
were repeated with alteration of pitch, rhythm and melodi
direction, until the words, or text, became entirely lost.
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All of this mechanical manipulation of tones had its
purpose, however; for thereby the principles of repetition,
unity and variety, were established. The emotional quality
of later music would have been impossible without this
preliminary experimentation and achievement.

E .

Let us now consider some of the chief factors, recogni-
tion of which is necessary for intelligent appreciation, or
listening.

THEMES

Many pieces of music begin with some small group of
tones of melodic and rhythmic interest known as a theme,
or motive, which is the germ of the whole work. This is
comparable to the subject of a lecture, or the text of a
sermon. It may be defined as “the simplest unit of imagina-
tive life in terms of rhythm and sound.” A musical theme
may, on the other hand, be a long sweep of thought, con-
taining several motives.

The first step in the art of listening is the recognition
and remembrance of the chief motive or motives of a com-
position; then will come, in time, the ability to follow these
themes in their organic growth. (See Lesson 135,
APPRECIATION OF Music.)

UNITY

Every genuine work of art, no matter what the medium
of expression may be, must possess unity of conception,
and yet variety of detail.

History makes clear that this principle of musical coher-
ence was first worked out in the field known as polyphony
—music made by the interweaving of independent melo-
dies. (See Lesson 61, HisTory.)

In the thirteenth and fourteenth centuries, a method
was evolved whereby the introductory theme was made
to generate its own subsequent tissue. A body of singers
would announce a melody; then, after they had proceeded
so far, a second set of singers would repeat the opening
phrase; and so, likewise, a third and a fourth set. All the
voices were made to blend into a harmonious whole. A
piece of music of this structure is called a Round (see Les-
son 68, History), because the singers take up the melody
in rotation, at regular rhythmic periods.

SN SaErwoop Music Scaoor CoursEs—VIOLIN

By these systematic, imitative repetitions, one of the
first requisites of composition—coherence, or unity—was
secured. The principle was later applied, with great artistic
elaboration, in the Fugue.

It is difficult to estimate the far-reaching effects of this
early principle of polyphonic music. One may safely assert
that systematic repetition in some form or other, is the
most important constructive principle in music.

As polyphony is the foundation of any large work,
whether symphony, symphonic poem, or string quartet,
the listener must acquire what might be called the
*“polyphonic ear.”

Everyone can hear a tune when it lies in the uppermost
voice. But often the tune is in the bass; or there may be
melodies in all parts of the musical fabric, sounding simul-
taneously, as in passages of Wagner’s music dramas, for
example.

Two other principles of repetition of prime importance
(besides imitative repetition) are transposition and restate-
ment. By transposition is meant, here, the repetition of the
melody, and often of the whole harmonic fabric, by shift-
ing it up and down the scale, in the same key.

It was a favorite device of Beethoven, for example, to
impress the main themes upon the hearer by such repeti-
tions on various degrees of the scale.

CONTRAST

Restatement consists of repetition of the original melody
after a contrasting portion, thus making the formula,
A B A. (See Lesson 37, Form AND ANaLysis.) Examples
of this device are to be found on every hand. Folk-songs,
those first essays made by man in distributing his tones so
as to express his feelings in terms of design, are full of it.
There is keen satisfaction in the reappearance of a pleasing
subject after its temporary absence. Hence the demand for
variety as well as unity. Monotony is especially intolerable
in music, because the ear is so sensitive an organ, and
because we have no way of shutting off sound. If we are
displeased with a scene we can close our eyes; but the ear
is unprotected, and we can escape only by taking flight.
Unity without monotony, then, may be achieved by repe-
tition after contrast.
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Out of the mass of impressions which we receive
through the avenue of the ear, the mind must be taught to
grasp the “inner orderliness” of the sounds that go to make
up music; the intellect must perceive the fundamental idea
of a composition, and see how the composer has developed
and illuminated it, and furnished it with vitalizing details
provided for his use by the language built from those
intangible but ever-present elements—sound and rhythm.

SUMMARY

Let us now make a summary of the facts and suggestions
given in this Lesson as an aid to the appreciation of music.
We have observed:

1. That Music is architectural, its materials being

Rhythm, Melody and Harmony.

2. That themes form the basic material of most com
positions.

3. That unity and coherence in music are chiefly gained
by applying the principle of systematic repetition or
imitation.

4. That a melody is not necessarily always in the high
est voice, and that melodies may be used in combina
tion.

5. That the simplest folk-songs, and the most compli
cated modern works, alike, employ the principle of
restatement after contrast.

6. That the hearer must make a conscious effort
towards mental reception, if he would grasp the
messages expressed in music.

TECHNIC

‘Tempered Intonation

In the playing of chords and double stops on the violin,
it is often necessary to alter the pitch of certain tones
slightly, in order to produce a harmonious and agreeable
effect. This process is called *“tempering” the intonation.

Illustration 1 shows an example in which tempered
intonation is required. If you play the first chord with

Illustration 1

Chord Progression Requiring Tempered
Intonation

5
h
M G

accurate intonation, then play the second chord, carefully
holding your finger at the same spot for the B, the second
chord will be somewhat unsatisfactory because the B will
sound a trifle sharp. It is necessary to lower the B just a
little, by shifting the finger toward the scroll of the violin,

to make the second chord perfectly harmonious. (See
Illustration 1.)

Such alterations of pitch in the playing of chords and
double stops are too often necessary to make it feasible to
illustrate all the progressions requiring tempered intona
tion. It is only necessary that you be aware of the frequent
necessity for tempering your intonation; and that you
listen carefully to your chords and double stops, letting
your sense of hearing guide you in making adjustments of
pitch, either downward or upward, that may be needed for
harmonious results.

The need for tempered intonation arises out of certain
mathematical characteristics of our musical scale, creating
problems which are solved in various ways in different
instruments. The fixed tones of the piano, for example,
represent a “tempered” scale, not mathematically corred,
but providing satisfactory compromises at certain points
of pitch. The violinist must make similar compromises
through adjustments of the fingers on the fingerboard. |
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GRADE—GRADUATE A

Test on Lesson 121
APPRECIATION OF MUSIC

Possible
Obtained

1. Name four requisites involved in the appreciation of music.

... TR R, I U e R SN S TS R
i

2. What may be called the two great generators of music?

... A B P i e R 0w S S RN LA OURNIE NSON ., ; TR | ¢ |
3. From what three stages of musical development are Rhythm, Melody and Harmony derived?

. SR IR it L Dt N A i, P e R L I e N
4. What was the chief difference, as regards accent, between the folk music and the ecclesiastical music of

the medieval times?

- S, ... RS NURSNCDINRGL TR, 000 SEPRRG POUSIIID. .~ W (901, CF L Wh- 113 Cix. B0 0 SRR 2 5 ) LA
5. What is the first step in the art of listening?

. ks - aivs b e b P s S i A e i S S e
6. How is unity in music chiefly secured?

- Ans. SR P S CNI SRR 712~ (ot A B e MO L R Y B e e 13T
7. Of what does the principle of restatement consist?

v A— B B e s o s s ot g sasvonsansa WO A SO b oo et Jomep st
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8. Explain briefly the need for frequent tempering of intonation in playing chord progressions on the violi
and tell how this is done.

4. A TOTAL.

Pupil’s Name

Pupil’'s Address

Pupil’s Registration No

Teacher’'s Name

Test on Lesson 121—Page 2



(EXPLANATORY NOTE: With this Lesson we be-
gin the study of Harmony from a creative aspect, and shall
take up the fundamental principles underlying its use in
the writing of music.

As explained in Lesson 119, Harmony, the study of
Harmony from this standpoint is not required of students
who do not wish to carry their studies beyond the earning
of the Diploma which is issued through the Extension
- Department, for the completion of the theoretical and tech-
nical material of the first six Grades of the Sherwood
Music School Violin Course.

The study of creative Harmony is, however, required of
students who expect to carry their studies through the
Graduate Grades, and to become candidates for the
Teacher’s Certificate issued through the Extension Depart-
ment of the Sherwood Music School upon the completion
of those Grades.

The study of Counterpoint is not required, but is offered
as an optional privilege to students who are proceeding
toward Teacher’s Certificates, and the materials necessary
for the study of Counterpoint will be provided to such
students, free, upon request.

Inthe Harmony sections of the Lessons which follow, you
will find frequent references to earlier Lessons which treat
Harmony from the analytical standpoint. A review of the

Lesson 122

GRADE—GRADUATE A

Subjects of this Lesson: HARMonY - How T0 TeACH THE VIOLIN
HARMONY
Sour-Part Writing

Lessons referred to will help you greatly in your study of
creative Harmony.)

In the process of experimenting with sound combina-
tions pleasing to the ear and reacting definitely on the
mind, various customs, with their resulting rules, have
been in force for writing music. In the earliest days only
one tone at a time was used; later, combinations of tones
were admitted, but for a long time these were limited to
mere fourths and fifths, other combinations coming into
use gradually.

In course of time, the laws which govern the pro-
gression of tone combinations forming chords, as used in
classical music, became firmly established.

We may, then, speak of combinations of tones which
conform to the rules of good usage, as correct, or gram-
matical, just as we speak of the right combination of words
or expressions in language. Others, which do not conform
to such rules, we say are incorrect or ungrammatical.

RANGE OF VOICES

The four parts, or voices, soprano, alto, tenor and bass
—two female and two male voices—form what is called a
“mixed quartet.” When each part is sung by a number of
voices, the “mixed chorus” is formed.

The range for the average chorus voice is about one
and a half octaves. The tenor has a range similar to that
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of the soprano, but an octave lower; and the bass a range
similar to that of the alto, but an octave lower. The aver-
age range of each of the four chorus parts, or voices, is
shown in Illustration 1.

Soloists have usually more extended vocal ranges than
those shown in the illustration, but these need not be con-
sidered in four-part writing. For solo work, the treble staff
is frequently used for men'’s voices, in which case, they sing
an octave lower than the tones indicated on the staff.

Illustration 1

Average Range of Voices
o) _©
p A il
Soprano gy —— H
ANIV4 ,/ | |
¢ ©
Alto 7~ B
A\ V4 55
W
©- ©
N el &8 O
46‘0 ’/ v Jl }
Tenor —}4—9—4—5 = }
\¢ O /
“© .
A Y1 y4 [
Bass p - /- L3
7 7

The word, contralto, is often used instead of alto, when
referring to the lower female voice. The word, alto, was
originally used when the part was sung by a high male
voice, above the tenor.

Baritone is a voice between the tenor and bass, and
refers to voice quality, rather than to range. Hence, we
generally find the term used in connection with soloists.

DOUBLING CHORD TONES

When using triads in four-part writing, it becomes nec-
essary to double one of the three tones; that is, to use one
of the tones of the triad twice in order to obtain four parts.

Usually, the fundamental, or root, is the best tone to
double. There are occasions, however, when this cannot
be done. There are also occasions when it is desirable, for

some reason, to double the fifth or the third. The doubled
third of a major triad generally makes it too prominent,
and the chord ill-balanced.

Exceptions are found to practically every rule, and
composers have often seen fit to modify the usual method
of procedure in order to gain desired effects.

The generally accepted rules, however, prevail in the
majority of cases, and should be strictly followed by the
student until he achieves some independence in his writing. -

The leading-tone is of such distinctive and penetrating |
character, that, as a rule, it should not be doubled.

The tones of a chord may be arranged in various ways,
as shown in Illustration 2.

Illustration 2

Various Arrangements of the Tones of a Triad

CLOSE POSITION :

When the tones of a chord occupy the positions nearest:
each other in the three upper voices, the chord is said to be’
in Close Position. This is shown at (a) and (b) of Tilug '
tration 2.

OPEN POSITION 1

When the chord tones do not occupy the positions near :
est each other, the chord is said to be in Open Position. ;
This is shown at (c), (d) and (e) of Illustration 2. :

In open position there are unused chord tones between
the soprano and alto or between the alto and tenor, or it
both places. Such unused chord tones are shown by small
note heads in Illustration 3, in which are repeated the !
three open position chords of Illustration 2.

LEssON 122 - PAGE 2
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Tlustration 3 times necessary to double the fifth or even the third.
- Chords with the fifths and the thirds doubled, are shown,
m:g respectively, at (a) and (b) of Illustration 4. The extra
R — prominence of the doubled third is unobjectionable when
P ' it is a melody tone.
A Y] 4
7O o O Illustration 4

Chords Doubling the Fifth (a) or the Third (b)

sons, on How to Teach the Violin, review a number of

It is important to remember that there should never be @ ﬂ(b)“
more than an octave between the tenor and alto, or O—= =
between the alto and soprano, even when arranging chords J D) o=
in open position. e - i
Observe that in Illustrations 2 and 3 the fundamental o) —
is in every case the tone doubled; but, as stated, it is some-
HOW TO TEACH THE VIOLIN
How to Teach Correct Habits of ‘Posture
INTRODUCTORY NOTE: points covered in the early Lessons of this Course, but we

(Grades Graduate A and B are designed especially for shall now consider these points from .the standpoint c.)f th.e
those students who are preparing to teach, and who want teacher rather than thjat of the pupil. T}.me g tl.lmg s
to earn a Teacher's Certificate through the Extenmsion i ‘?f the Lessons which foll-on, and W_hmh deal with the
Department of the Sherwood Music School. teaching of other phases of violin technic.

Before you permit a pupil to place his violin in playing
position, make careful note of his physical structure, with
special regard to his neck and shoulders.

The instructions in this Lesson and in succeeding Les-

technical subjects which were studied in previous Lessons,

but which are now to be studied again and expanded from Wh.en the violin is placed in play.ing positic.m, it PAEG,
the standpoint of the teacher, as an essential part of the  t© all intents and purposes, form a single continuous unit
student’s preparation for teaching.) with the body of the player. When this is brought about,

the pupil loses the feeling that the violin is something
strange and foreign to his physical person; he finds that the
It is the experience of teachers in dealing with technical  vjolin and the bow are, in a manner of speaking, a continua-
matters, that there are a number of errors and difficulties  tjon or extension of his own body, and this increases the
to which all or a majority of students are peculiarly sus*  sense that the motions of playing are natural.
ceptible. In this and in succeeding Lessons we shall discuss
a number of these natural “pitfalls,” so that you may
anticipate them when you come to take up your work as a -
teacher, and deal with them most directly and effectively.

(Have your pupil review Lesson 1, TEcHNIC.)

A pupil who has a short neck, or high shoulders, will
generally have no difficulty in holding the violin comfort-
ably between his shoulder and the jaw bone, so that the
effect above described is satisfactorily achieved.

We shall begin by considering the means for establishing On the other hand, the pupil who has a long neck must
correct habits as to the position of the members of the  1;qe the help of a shoulder pad in order to hold the violin
playing apparatus in relation to one another. with the desired ease and comfort. The shoulder pad which

This may require some review of fundamental technical is fastened to the violin with a strip of elastic, is preferable.
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As a further help in solving this problem, chin rests are
available, which extend above the violin for a distance of
an inch to an inch and a half.

Take pains to see that the pupil holds the neck of the
violin in such way that the scroll will be within his line of
vision when his head is in the normal, erect position. This
is a fundamental and important point in violin technic.

Direct the pupil to press straight downward on the chin
rest so that the line of pressure is vertical. The line of pres-
sure exerted by the chin will thus be parallel to the vertical
line of pressure exerted by the bridge of the violin.

Care must be taken to see that the pupil does not turn
his head sidewise, and exert pressure on the violin at an
angle, on a line leading towards the breastbone.

One of the best ways to secure a proper vertical place-
ment of the chin on the chin rest, is to tell the student to
let the weight of his body rest on the left leg, the right leg
being used only as a balance. In response to this adjustment,
the pupil will automatically hold his head upright and press
straight downward with his chin.

From the first, careful attention should be given to
moulding the pupil’s left hand into the correct position
with relation to the fingerboard. This is a vital point which
has much to do not only with the technic of the left hand,
but also with maintaining the violin in playing position.

The correct position of the left hand may seem some-
what awkward to the pupil at first, especially when he
begins to stop the strings; but the feeling of awkwardness
soon disappears with training and exercise, and the pupil
finds the correct way to be the easy and natural way.

The important thing for the teacher to remember is that
the pupil is not likely to shape his left hand correctly, and
accommodate it properly to the fingerboard, without pains-
taking guidance, because the proper position will seem
awkward to the pupil at first.

The pupil should never be permitted to extend his left
elbow beyond the left-hand edge of the violin. The elbow
must always be beneath the instrument. Students with long
arms should in particular be directed to keep the left elbow
close to the body. Students who have short arms are
obliged to hold the upper part of the arm, from the shoul-
der to the elbow, somewhat higher than other students;
but still the elbow must always be kept beneath the violin.

Here, again, we have a case in which the right way to

proceed may seem a little awkward to the pupil at first
and the desired habits will be formed only under the care
ful coaching of the teacher.

Again, however, the feeling of awkwardness will soon
disappear, and the student will find this arm position bes
because it affords the best opportunity for the free working
of the series of levers made up of the muscles and bones
from the shoulder to the finger tips.

Point out and explain this series of levers to the pupi,
and show him how the recommended arm position keeps
the thumb low, and keeps the fingers high and relaxed over
the strings, so that they may have the greatest reach and
freedom of movement.

Explain, also, to the pupil, that the lowest knuckle of his
index finger must not fall below the level of the finger
board, lest there be interference with freedom of finger
action.

Instruct the pupil, further, to hold his left hand so that
when it is relaxed the tips of the fingers will not forma
straight line down one string, but will form a diagonal lin¢
from left to right, across all the strings. In this hand posi
tion, the fingers are entirely at ease, and each finger is bes
prepared for any motion that may be required of it.

The back of the hand should be so posed that it is
natural continuation of the forearm; it should not lie at an
awkward angle in relation to the forearm.

In learning to hold the violin, pupils often show a ten
dency to pinch the neck of the instrument between the
thumb and the index finger.

Explain to the beginning pupil, that the left hand doe
not always remain at the same point of contact with the
fingerboard, but must often be shifted. He will readily set
then that for freedom of motion he must not clamp the
left hand fast to the fingerboard.

The foregoing are the main points to be observed in ge
ting the pupil to bring the members of his playing appe
ratus into correct relation with one another, and with the
instrument. Do not be discouraged if it takes some time s
coach the student to a point where correctness in all detai
is habitual.

Exercise as much patience as may be necessary, for thes
points are absolutely fundamental to everything that fo
lows—and nothing which follows can be entirely right i
the correct habits of position are not firmly established.
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Test on Lesson 122
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| 31 i HARMONY
f 1. What four parts, or voices, form a “mixed quartet?”
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. L SR . | ¥ s TR
g
es 2. Give below the average range for each of these voices.
o ... ... Ans.
ps - pSoprano pAlto Tenor Bass
er - 5 o)
¥ oS % = 2
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is 3. When using triads in four-part writing, what is necessary, in order to obtain four parts?
1
er] I e B o cnerssnntonsnsnanns R0k a2 00 bned 335 add Yo doed ada do soitaba ad
L 4. Which is the best tone to double?

at
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:: 5. Why is the doubled third of the major triad not advisable?
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3 6. When is a chord said to be in close position?
;e L CRERERR, B TR N e R R s RS S |
1 7. When is a chord said to be in open position?
he

e L e S SRR 3 BL 1 SR 8 © (A 45 e PSR T 3
s 8. What is the largest interval allowed between tenor and alto, or between alto and soprano, even in open
he position?
ee
.. L el e R .. e AR S
v 9. Write five examples, in four-part harmony, of the tonic triad in the key of B major, doubling the root.
2| Make two examples in close position and three examples in open position.
he
tol 19 wooe Ans.
ils a 1 Close Position Open Position
se 3
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10. State briefly the point which you would emphasize concerning each of the following features, in teachir |
correct habits of posture:

D e Ans. "The ling of ‘presstre-exerted by thevehin, . . S DBr, o0 Ve st oo sl Sng (s 1o, positicl
Thepaition: of thie Telt elbomr: i sl T i s doncisntii - s }
1
The position of the lowest knuckle of the index finger of the left hand.......ccooooooeeoeoi
The position of the tips of the fingers of the left hand when relaxed..............c...........
.................................................... |
The relation of the back of the left hand to the forearm.........ccooooeeeeeeee.. :
i
|
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(Review Lesson 42, HarmoNY.)

CONNECTING TRIADS HAVING
A TONE IN COMMON

Tonic aNpD DoMINANT

In formulating the laws and principles which govern
progressions of chords in four-part writing, there has been
constant striving for smoothness of progression. By this
we mean that each voice must progress in a way which
r{ will be as natural as possible for the singer.

Such smoothness of progression requires that the inner
voices, the alto and tenor, progress by small intervals.
Although the outer parts, or voices (the soprano and
bass), are better adapted for progression in larger inter-
vals, the effect is smoother if the progression, even in these
voices, is free from numerous large skips.

One of the generally accepted principles of four-part
writing is, that smoothness is promoted by retaining, in the
same voice part, a tone common to two successive chords.

For example, in the triad built upon the first degree of
the scale of C—the tonic—we have the tones C-E-G; the
tones of the triad built on the fifth degree of the scale of
C—the dominant—are G-B-D. It is seen at a glance, that
G is common to both triads.

If we write the tonic triad C-E-G, using C for the

Lesson 123

GRADE—GRADUATE A

Subjects of this Lesson: HarmoNY - How 10 TEACH THE VIOLIN
HARMONY

Connecting ‘Primary Triads

(This subject is resumed in Lesson 125.)

soprano, we find G, the common tone, in the alto. (See

Illustration 1.)
Illustration 1

X%
!ﬁ Sy
D) ©
&) 42
il 1
Z 42
1 v

In connecting the dominant triad G-B-D, with the tonic
triad, we therefore write the G for the V triad, in the same
voice in which it occurred in the I triad. (See Illustra-
tion 2.)

Illustration 2

<»
- -
A\ VA = < =
A =4
o) 43
hudl I}
2 [ @ ]

This leaves the B and D of the dominant triad to be
provided for. The other tones of the first triad (C and E
of the tonic triad), should now move to the nearest tones
of the dominant triad, which would take C to B, and E to
D. (See Illustration 3.)
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Illustration 3
Connecting Triads I and V
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The octave of the root need not always be in the
soprano for the first chord. When it is desired to begin
an exercise with the third or fifth of the chord in the
soprano, a 3 or a 5, respectively, is placed over or under
the first given bass note. When no figure appears, or if an
8 is placed there, the octave of the bass is the highest tone.

When the third of the triad is in the highest voice
(soprano), the chords will connect as in Illustration 4.

Illustration 4
Connecting Triads I and V

4>
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o
b\ V .
~

3

V.4 43
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E moves to the nearest tone of the V triad, D; C, now
the alto, moves to B; G, in the tenor, is the common tone,

which is retained, and thus becomes the tenor tone in the
V triad.

When the fifth of the triad is the highest voice, the
chords will connect as in Illustration 5.

Illustration 5
Connecting Triads I and V

e~
==
A1V )24 .
DER K

5
o) S )
(=
\ Z [ 8 )

I \Y%

G, being the common tone, is retained, and becomes the

soprano of the V triad. E, now the alto, moves to the
nearest tone, D; and the tenor, C, moves to B.

ToNIC AND SUBDOMINANT

We shall now proceed, in the same way, to connect the
triad built on the first degree of the scale with the triad on
the fourth degree—the subdominant. The rule to keep the :
tone common to both chords in the same part must b
carefully observed.

We have seen that the triads of C and G, the tonic and
dominant, are related through the common tone, G; the
fifth of the C triad is the fundamental, or root, of the G
triad. In like manner, the fundamental, or root, of the |
C triad is the fifth of the F triad, the subdominant, F-A-C.
(See Illustration 6.)

T e e

Sall T e

Illustration 6

Relation of the Tonic, Dominant and Subdominant Triads
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In connecting the triad on the first degree with that on
the fourth degree, we proceed as shown in Illustration 7, ¢
where the tonic triad is taken in each of its three positions

I
Illustration 7
Connecting Triads I and IV
b
g (@ ® @ :
0=O
[ @ M-S ) { & S )
-~ A ) P S ) o Y
S—C O é{r <y
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3 5 1
e\o ©O- © ©
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1 v ) () B0 I v (

We find the common tone in the triads on C (C-EG) e

and F (F-A-C) to be C. At (a) this tone is in the soprana 3
It therefore remains in this voice in the second chord, and
becomes the fifth of the F triad. The alto, G, moves to th €
next tone of the F triad, which is A; and the tenor, E,t
moves to F. &
At (b) and (c), the same process is followed, the onlj €
difference being in the arrangement of the tones; thatis I
the common tones appear in the alto at (b), and in tht ¢
tenor at (c). 1
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HOW TO TEACH THE VIOLIN
How to Teach the ffundamentals of ‘Bowing

(This subject is resumed in Lesson 125.)

(Review Lessons 1, 5, 8, 9, 10, 14, 16, 18, 25, 27, 35,
39, 46, 47, 92 and 93, TecHNIC, in which you studied the
subject of Bowing. The treatment of the subject in this
Lesson, and in Lesson 125, is intended to further your
preparation for teaching.)

Preliminary to actual practice in bowing the open
strings, make use of a special exercise to teach the pupil
how to grasp the bow properly.

Lay the bow on a table so that the frog extends beyond
the edge of the table. Place the student so that the front of
his body is parallel with the length of the bow, and in such
a position that the right hand may descend vertically to
the frog. The fingers should be entirely relaxed, neither
extended nor held tightly together, but gently rounded,
approximately as they would be in hanging relaxed along-
side the body.

Let the right hand of the student approach the frog of
the bow from above, as mentioned before, with the thumb

# curved so that its ball points toward the slight space

between the first and second fingers.

After the pupil has learned to grasp the frog of the bow
in this manner, direct him to take hold of the tip of the
bow with his left hand and to lift the bow from the table
with both hands, at the same time giving the bow a little
push with the left hand so that the first finger of the right
hand involuntarily slides a little toward the tip.

When this exercise is performed with due observance
of all details, the fingers of the right hand will have the
easy, natural and correct grasp of the bow which is
described in Lesson 1, TEcHNIC.

This exercise should be used only a few times before the
student places the bow on the strings, because it requires
the hands to support the weight of the bow; and this may

" induce the student to take too tight a grip on it. It must be

emphasized that in playing, the weight of the bow nor-
mally rests upon the strings; the right hand does not have
to support this weight; and in playing, the fingers of the
right hand should grasp the bow easily and lightly.

Just as soon as the correct grasp of the bow has been
established, let the student begin to bow the open strings.

In his first use of the bow on the open strings, do not
permit him to use the section close to the tip or the section
close to the frog. About two-thirds of the length of the
bow should be used in both directions from the middle, as
the bow is easiest to control when used in this way.

As directed in Lesson 1, TecuNiIc, for the first bowing
the bow should be placed on the strings about midway
between the bridge and the fingerboard.

Allow the student to produce long tones without regard
for time values, so that he can concentrate on manipulation

of the bow.

In your teaching experience, you will probably find that
in performing a down-bow stroke, all beginners will let the
right hand travel towards the body and will let the elbow
move to the rear, so that the bow will form an obtuse angle
with the strings, as observed from the left-hand side.

The best aid in getting the pupil to draw the bow so
that it will always be at a right angle with the strings, is to
tell him to keep his elbow quiet and to draw his right hand
away from the body as he moves the bow downward. It is
also helpful to the student to suggest to him that he aim
the frog of the bow at a definite point on the floor of the
studio; being careful, however, that the student does not
change the position of his body once this point has been
determined.

In making up-bow strokes, the usual tendency of the
beginner is to let the tip of the bow move in the direction
of the back of his head as the bow progresses upward; so
that the bow forms an acute angle with the strings when
it is viewed from the left-hand side. To overcome this, it
is helpful to direct the pupil to aim the tip of the bow at a
certain spot on the ceiling—again being careful, of course,
not to change the position of the body when this spot has
been determined.

(The student should not make it evident that he is aim-
ing at the ceiling or the floor.)
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Take special pains to see that the pupil never lets all the
hair of the bow rest upon the strings; he should always be
able to see a part of the lower side of the hair of the bow.

It is not necessary to direct the student to give detailed
attention to the intricately co-ordinated movements of the
joints of the right hand wrist and the fingers.

In fact there is some evidence that too close a scrutiny
of these movements will make the student too acutely con-
scious of them, so that he becomes confused and has a
tendency to tighten these joints.

To secure the proper co-ordinated action of these mem-
bers of the playing apparatus, it is necessary only to get the
pupil to fix his attention upon moving the bow in the pre-
scribed manner for up-bow and down-bow strokes. All else
that you might desire will follow, and the parts of the hand
and wrist will automatically be forced to function as they

should.

After the student has worked for a little time with
approximately two-thirds of the bow length, as indicated
before, you may proceed to have him use the entire length
of the bow on each stroke; and at this point his bowing of
the open strings should be accompanied by audible
counting.

Direct the pupil to play whole notes in four-four time,
and dotted half notes in three-four time, and so on, while
you count aloud and observe at the same time the flexibility
of the bowing.

In due time, when you are sure that the preceding
fundamental points have been firmly established, you may
explain to the pupil the adjustments of speed and pressure
which are necessary in connection with every stroke of
the bow.

It is natural that the weight of the hand will bear more
upon the strings when the bow is at the frog than when it
is at the tip. The danger of producing a scratchy tone,
therefore, is greater at the frog than it is at the tip.

Consequently, the bow must be drawn somewhat more
rapidly near the frog end than at the tip end.

As a corollary, the first finger of the right hand must
apply a slight pressure to the bow when the tip end is used,
so that the weight brought to bear upon the string may be
the same throughout the stroke, for the sake of producing
an even tone. If this is not done, each down-bow stroke

will give the effect of a diminuendo toward the end, anf
each up-bow stroke will be slow to produce the desired
power of tone.

Illustration 8 diagrams the adjustments of speed ani
pressure within a down-bow stroke, to show how th
increasing pressure and decreasing speed may be correlated .
to produce an even tone.

Illustration 8

A Diagram Showing the Adjustments of Speed and Pressure Necessary
Within a Down-Bow Stroke to Produce an Even Tone 4

DECREASE SPEED

INCREASE PRESSURE

Illustration 9 shows how an up-bow stroke can be mad
to produce an even tone by decreasing the pressure of th
index finger as the stroke approaches the frog, becaus
some of the weight of the hand is brought indirectly to;
bear upon the string; and by a gradual increase of the
speed of the bow.

Illustration 9

A Diagram Showin%the Adjustments of Speed and Pressure Necessary
p-Bow Stroke to Produce an Even Tone

Within an

INCREASE SPEED

DECREASE PRESSURE 1.

These adjustments may seem somewhat complicated &
the pupil at first, but he will find that they are not difficul
to put into practice; and if they become habitual early ir
his study, they will have much to do with the rapid deve
opment of a satisfactory tone quality in his playing.
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Test on Lesson 123
HARMONY
1. What is the object of the rules governing progressions of chords in four-part writing?

Ans.

6. Illustrate, below, the connecting of triads on the tonic and dominant in the keys of G and F. Write three
examples in each key, with the first chord having, respectively, the root, third and fifth in the soprano.
(Close position.)

Ans.
T 5
[ Fan L
Vv L AN V.4
Y] [Y)
: 8 3 5 8 3 5

93&' o)
2 N
v

i \Y I v I v | Vv 1 v I v

7. Illustrate, below, the connecting of the triads I and IV in the keys of D and Bl. Write three examples in
each key, as above, using close position.

Ans
f) |
T i M 1
"B I &
\ \
D)
i porify 5 3 8 | s 3
o) 4 o)
Ea | 2
1 v 1 v 1 v I v I v 1 v

Copynght 1940 by A. J. LuewerLyn. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
PRINTED IN U. §. A.




Srerwoop Music Scaoor CoursEs— VIOLIN Test on Lesson |
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58 59 '

8. Describe an exercise which may be used effectively in teaching a pupil how to grasp the bow corredgt

9. What fault do most beginners show in their first down-bow strokes? In their first up-bow strokes? Hi
may these faults be corrected?

e . F s AN M e B - v, W it 4 e A S e R O .
............................................................................................ !
.................................................................................................................................................................. :

10. Describe the adjustments of speed and pressure which must be made within a down-bow stroke. '

8 e TR = N GV SR L AR . S il :

1
........................................................... ¥
11. Describe the adjustments of speed and pressure which must be made within an up-bow stroke.
. RO B LR s e | TR ST L N | SRR DUURUNE | RSO SRR | NN S :
C

PupilssNank o.o8e inammet b cndil s faa doag bl Lo
Pubils, Addeess.. B =t . L g o e B
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Subject of this Lesson: APPRECIATION OF Music

Lessonx 124

GRADE—GRADUATE A

APPRECIATION OF MUSIC

The folk-Song—Its Tonality and Structure

“Listen carefully to all folk-songs,” wrote Schumann;
“they are a storehouse of beautiful melody, and unfold to
the mind the innate character of different peoples.”

For centuries, the folk-song was like the wild flower
along the wayside; it was but little known to the cultivated
musician, and because no rules hampered expression, it has
| a freshness and spontaneity often unknown to the process
 of conscious effort.

The form of the folk-song has always been dominated
'~ by the poetic meter of the words. As we have already
learned, there is a close correlation between the elements
| of poetry and those of melody (see Lesson 6, GENERAL
TruErory); and in folk-songs we find the two in perfect

agreement. We also find a recognition of the value of
repetition and of contrast; and of restatement after a
contrasting idea has been presented. (See Lesson 121,
APPRECIATION OF Music.)

Variety of tonality or key is a marked characteristic of
folk-songs. The pure folk-song developed while the old
medieval scales, or modes, prevailed, and many of them are
written in these modes. (See Lesson 55, History.)

The following English folk-song is written in the
Church Dorian Mode—the present-day D minor without
leading tone (C#) or minor sixth (Bp). (See Illustra
tion 1.)

Illustration 1
Old English Folk-Song, in the Dorian Mode
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This quaint composition furnishes an example of sym-
metrical form. It is divided into two periods of eight meas-
ures each, and each period is again divided into
four-measure phrases. Restatement after contrast is illus-
trated in the repetition of the first four measures to form
the final phrase. The element of contrast is provided by the
phrase marked B.

Illustration 2

Old Scotch Folk-Song, Showing Symmetrical Construction

Many folk-songs observe this pattern: A A B A, in
which A A is the first period, and B A the second. Thus
they embody the three necessary elements of all good -
music—symmetry, unity and variety.

The Scotch folk-song in Illustration 2, shows the same
elements in a slightly different way.

Wandering Willie

ﬂ l A P— A Joie Il ] 'A f— A | L | !
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The symmetrical form is the same as in the last example. ~ of the final phrase duplicate the last two measures of the
There are two eight-measure periods, but each has its sec-  second phrase.

ond phrase corresponding to its first phrase. The unity of
the two periods, however, is strengthened by the fact that
both have identical endings; that is, the last two measures

Illustration 3

The following Irish folk-song is an example of organic
unity and symmetry of metrical form. (See Illustration 3.)

iR i s, o - e

Irish Folk-Song
Would God I Were the Tender Apple Blossom
Motive
0 1 [ s W T o ] 1 }
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section of the second period, suggest, in each case, either
dominant or tonic harmony.

The following Serbian folk-song is an interesting study
in tonality as well as in formation. It has attained fame in
the musical world through being used as a basic motive in
Tchaikovsky's brilliant *“Marche Slave,” Op. 31 (see
Illustration 4):

Notice the frequent repetition of the first ascending
motive, on the same or a different degree of the scale. The
first section, two measures in length, pauses on the sub-
- dominant harmony; the second on the dominant; the third,
on the subdominant again; and the fourth rests on the
tonic. This ends the first period. The pauses, or points of
rest, which occur, in similar manner, at the end of each

Illustration 4
Serbian Folk-Song, Used in Tchaikovsky’s “Marche Slave”

Come, My Dearest
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The outstanding characteristic here is the frequently
repeated descent from the dominant to the tonic of a Hun-
garian Scale, wherein occurs an augmented second inter-
val, the same as in the upper part of the scale. Though
written in F minor, the song ends on the supertonic, G.

This is a peculiarity often found in Slavic songs, and in
other tunes based on old tonalities.

The following Old English folk-song illustrates some
other points which should be noticed, in observing the

means of musical expression (see Illustration 5):

Illustration 5
Old English Folk-Song, Showing Plan of Construction and Repetition of Rhythmical Figure

O . TA . 1B - e " Ilc
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In measure 2 is a figure, or pattern (the first three
notes), which occurs again, transposed, in measures 3 and
6. Measure 1 is imitated by inversion, in measures 5 and
11. A sequence is found in measures 2 and 3—the repeti-
tion of a passage at a different pitch. Measure 7 is also a
modified sequence of measure 6. In form, the song resem-
bles Illustration 1, in that the fourth phrase is a return of
the first phrase; but the second and third phrases are here
dissimilar (B and C). The pattern may, therefore, be indi-
cated by A B C A—four phrases, making two periods, the

first of which ends in the dominant and the second in the
tonic.

Examination of the folk-song shows that, while it came
spontaneously into existence, inspired by feeling, event,
or occasion, and unhampered by formal rules, it contains
within its limited compass many principles of construction
that still prevail. In larger works, however, the principles
are applied with such plasticity and freedom that the
mechanical regularity of primitive music is seldom
observable.
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In the study of the folk-song we frequently find inter-
esting use of the pentatonic scale (five tones) and the
hexatonic scale (six tones).

To clarify this point, Illustration 6 gives examples of
pentatonic and hexatonic scales constructed on C as a key-
note. As you will observe, when these two scales are com-
pared with the regular C major scale, we find that the
pentatonic has no mediant and no leading tone; and we
find that the hexatonic has no leading tone. (See Illustra-
tion 6.)

Illustration 6

Pentatonic and Hexatonic Scales on C
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Illustration 7 shows two English folk-songs which make
use of the pentatonic and hexatonic scales. (See Illustra
tion 7.)

Illustration 7
English Folk-Songs Making Use of the

Pentatonic and
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Hexatonic Scales

The Warfare is Raging
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