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VIOLIN

Subject of this Lesson: APPRECIATION OF Music

Lesson 141

GRADE—GRADUATE B

APPRECIATION OF MUSIC

The Symphony

(This subject is resumed in Lesson 142.)

The crowning achievement of the Classical Period
was the invention of the sonata form. Although this
term refers specifically to the form of the first movement
lonly, of sonatas, symphonies, concertos, etc., it applies
in a more general way to the constructive design of
the entire cyclical work. (See Lesson 69, ForM anD
ANaLysis.) A symphony, therefore, may be thought of
#a sonata for orchestra.

The exploitation of two themes, in related tonalities,
diferentiates the sonata form from the many varieties
of composition having only one theme, or, on the other

hand, several themes, but each practically independent of
the others.

~ Another characteristic of the sonata form is that divi-
son of the movement known as the Development section.
The composer there has the opportunity of exercising to
“ the full his ingenuity in developing the latent possibilities
of his themes. All his knowledge of the devices used in
' plyphonic music may be utilized for the attainment of
variety and freedom of treatment.

" The sonata form has been called the “Gothic Cathedral
of Music.” It predominates, with modifications, in all

the larger works of the classic, romantic, and more
modern composers.

As we are about to take up the study of the symphony,
we repeat here the outline of the first movement form,
already given in Lesson 69, Form AND ANALysIs, referred
to above:

I. Exposition.

(a) First theme in the tonic.
(b) Second theme in a related key.

II. Development

III. Recapitulation

(a) First theme in the tonic.
(b) Second theme in the tonic, or some key other
than that in which it first appeared.
IV. Coda
SYMPHONY No. 5—BEETHOVEN

The famous and ever-popular Fifth Symphony of
Beethoven, in C minor, will now be analyzed, from the
standpoint of the appreciative listener.

Copyright 1940 by A. J. LLewerLLy~. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
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Primarily, this work interests the student because of Tllustration 1
the conciseness and perfection of its form. Then, also, Celebrated Motive of the First Theme
what lies “between the lines”—the emotional content—is Allegro com brio  BEETHOVEN: Symphony, No§
of universal appeal. Like the majority of symphonies, this ;9 L ¥ ~ "

/] | i 9 } | s o
one has four movements. T e s i ]
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First Movement

The first movement is a wonderful example of unity, 7 N —l P
variety and symmetry. In the opening two measures 83 D =5 oo 6o si ,i_
appears a motive which forms the basic element of the R il vy
whole first theme; indeed, its rhythmic and melodic pattern * & s 4 4

permentes the whole movement, Ilustration 1), the strings bring forward the principl

After the brief but commanding Introduction of five  theme, piano. This is sixteen measures in length, and closs
measures, announcing and repeating this motive (see in the dominant key, as shown in Illustration 2:

Illustration 2

Principal Theme of the First Movement

BEETHOVEN: Symphony, No.5
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In the first twenty-one measures quoted in these two &
illustrations, the restless opening motive appears thirteen b r== < =
times, transposed, or slightly altered, but, after the sixth 3 —— e
measure, always in rapid and unbroken tempo. o
. )
The three succeeding measures introduce the unison . P | G
. + =
passage of the third and fourth measures of the Introduc- : :_q“ e ey S o sr sg |
tion, at another pitch, thus: P * 3°\_/2f 1
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The tied notes and the hold serve to temporarily
amest the onrushing theme, which is at once resumed,
ad continues for some thirty-three measures. The
modulations are swiftly introduced, and the theme
appears in different registers, being finally brought up
druptly through a series of diminished chords, to the
dhord of the dominant. In measure 59, the horns lustily
give out the beginning of the second theme, the first four
motes of which follow the rhythmic pattern of the basic
notive. (See Illustration 3.)

Illustration 3
Beginning of the Second Theme
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This is immediately followed by another four-measure
phrase. The second theme is in the key of Ep, the

Suerwoop Music ScaoorL Courses—VIOLIN

relative major of C minor, and its second phrase is lyric
in character. (See Illustration 4.)

Illustration 4

Continuation of the Second Theme
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The gentle mood of this second phrase holds but
momentary sway, however, for the restless rhythm of
the first theme breaks in at measure 65, in the bass.
The four-measure phrase is then repeated, with the bass
again interrupting in the same manner. In the modu-
latory passage following the third statement of this

Illustration 5
A Modulatory Passage Derived from the Second Theme
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melody, a fourmeasure phrase (see Illustration 5, meas
ues 75-78), supported by changing harmonies, forms

Illustration 6

Conclusion of the Exposition
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LESSON 141 -

the subject material leading into the codetta of the
Exposition.

The basses constantly interpolate the rhythmic pat-
tern of the first theme, as indicated in the illustration.
At the close of the flowing codetta, this same figure is
given out by the full orchestra, and the rhythm of the
first theme concludes the Exposition. (See Illustration 6.)

The Development runs through one hundred and
twenty-two measures. Impetuosity prevails in this
whole section. Some interesting passages are worthy
of quotation. Notice the empty fifths (measures 127-128)
in the opening phrase:

PAGE 3



Suerwoop Music Scuoor Courses—VioLIN N/ = i

0| | | f'}
1 1 L 1 {
ANV 4 | 1 l g 1 9
) S S— 7 D -r- /.r-
e iy
A O ) o 1 | 1 ]|
Jpr——= 5 Z :
- g
=y
125 126 127 728

In measures 179-183, the first four-measure phrase of
the second theme is given out, fortissimo, and treated
sequentially a few measures later:

s s
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179 180 181 182 183

In measure 196, the half-note phrase begins a series
of modulations, with a gradual decrease of power. The
passage is somewhat antiphonal in character, soft chords
in the upper register answering those in the lower. In
measure 228, the full orchestra breaks violently into this
tranquil mood for a few measures. The quiet chord-
calls are resumed for eight measures, when the full
orchestra gives out, vigorously, the motive of the Intro-
duction, many times in succession. This ushers in the
Recapitulation.

The Recapitulation seems to be under full headway,
when, emerging from a forte staccato chord, uttered by
the entire orchestra, the oboe interpolates a plaintive

Illustration 9
The Introduction of New Melody Against the Chief Motives

|

measure. (See Illustration 7.) Woalter Spalding, the
theorist and writer on musical topics, calls the passage ‘4
flower growing out of the debris of the avalanche.”

Illustration 7
An ad libitum Solo Passage for the Oboe
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The Recapitulation brings forward the second theme,
in the key of C major, which is reached by diminished
chords, as in the Exposition. (See Illustration 8.) The‘
transition (a) may, with profit, be compared to that of the’
Exposition (b): |
Illustration 8 |
Chords Leading to the Second Theme
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The Coda begins in measure 374, working from the
key of C major through F minor, D} major, and, with
diminished chords, back to C minor; the rhythmic pattem
of the leading motive prevailing throughout. Measue
400 brings forward some new counterpoint—a melody i
conjunction with a variant of the pompous halfnote
phrase first appearing in measure 59 of the Exposition
(See Illustration 3.) The close relationship of the second
theme to the first becomes very apparent here (s
Illustration 9), where the skip between the eighth nots
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wd the first half note is reduced from a fifth to a third.
o fact, the first four notes are, in this form, identical

The device of diminution is employed in the succeeding
asures, thus:

406

In measures 478-482 there is a fortissimo repetition of
te Introduction, in chord formation. This is followed

£07 408 409

Andante con moto

= ' SHErwoop Music ScHoorL CoURSES—VIOLIN W/

by the first four measures of the first theme, pianissimo
and repeated; after which, up to the close of the move-
ment, the chords of the dominant and tonic vigorously
and crisply alternate.

Second Movement

The composer has chosen to mould the romantic mood
of the second movement into Variation form. The
divisions are not clearly marked and are irregular. The
theme has two parts, the first part being twenty-two
measures in length. It is in reality an extended eight-
measure sentence, with expansions and repetitions. (See
Illustration 10.)

Illustration 10
Opening Theme of the Second Movement

BEETHOVEN: Symphony, No.5

7 2 3

Beethoven's habit of jotting down his themes in a
mebook, and altering and polishing them until they

— _— mm——— |
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satisfied him, is here well exemplified. The original
theme, according to Daniel Gregory Mason, is as follows:

Illustration 11
Beethoven’s Early Sketch of First Theme

-
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By comparing this early sketch with Illustration 10,
twill be seen that Beethoven retained the chief char-

wteristics of the melody, but improved its presentation.

The theme closes with a short sentence in Ap, dolce
and piano, which is repeated nine measures later, forte,
and in the key of C. (See Illustration 12.)

Illustration 12

An Important Episode Theme
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After ten measures of charming modulatory material,
the solo clarinet sustains an Ep through several measures,
while the first variation is given out by the ’cellos and
violas, which instruments voiced the initial statement
of the theme. A measure of the first variation is quoted
to show the change in the arrangement of time-values.
(See Illustration 13.)

Illustration 13
A Variation of the Opening Theme
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The second part of the theme (see Illustration 12), now
reappears in Ap, with a thirty-second note accompani-
ment; and the repetition in C (measure 147), takes on a
martial and grandiose character.

The succeeding variation of the main theme is in thirty-
second notes. (See Illustration 14.)

Illustration 14
A Later Variation of the Opening Theme

This covers eight measures. It is then practically
repeated in a higher register, and thereafter in unison by
all the lower strings, while the brasses give out fortissimo
chords in sixteenth notes.

In the interlude, beginning in measure 123, the dom-
inant seventh chord is sounded eight times, pianissimo,
and without melody, creating an atmosphere of suspense.
Then delicate fragments of the main theme are woven
into the fabric, and wind back and forth in contrary and
parallel motion, thus:

In measures 160-168 we find a favorite device d
Beethoven—the repetition of a figure in notes of decrea
ing time-value, thus:

From this emerges a charming version of the themei

the tonic minor:

160-161 ° 162

Y
i
+H]

g

At the beginning of the Coda (measure 206), e
movement is accelerated, creating an almost playf
mood. (See Illustration 15.) There is, nevertheles;?
pensive character underlying all this apparent humor.

Pii mosso
H 1.

l_
167 168

Illustration 15
Beginning of the Coda

The movement closes happily. The concluding caden
of the opening theme, presented in Illustration 10, is usd
as the conclusion of the movement, fortissimo. After ti
interpolation of two soft chords, it is repeated, again vl
all the power of the orchestra.

The third and fourth movements of this symphony ae

analyzed in Lesson

LessoN 141 - PAGE 6

142, APPRECIATION OF Music.
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GRADE—GRADUATE B

Test on Lesson 141
APPRECIATION OF MUSIC

1. Compare the symphony with the sonata.

e R R AR e S M S A SN Al L

{ 2. What is an essential feature of the form of the symphony?

' R

3. Mention another marked characteristic of its form.

4. As Beethoven is considered a connecting link between the classical and the romantic periods, how does his
Fifth Symphony represent

(a) the classical period?  Ans.

(b) the romantic period? Ans.

5. Where is the basic motive of the entire first theme of the first movement in this symphony to be found?

Copyright 1940 by A. J. LrewerLyn. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
PRINTED IN U. 8. A.
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g:% gg APPRECIATION OF MUSIC—Continued
& =0

6. In what form is the romantic mood of the second movement expressed?
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Lessonx 142

e GRADE—GRADUATE B

Subjects of this Lesson: APPRECIATION OF Music - ELEMENTs oF CONDUCTING

APPRECIATION OF MUSIC

The Symphony

(This subject is continued from Lesson 141.)

SYMPHONY No. 5—BEETHOVEN
(Continued from Lesson 141.)

Third Movement (Scherzo)

The third movement of Beethoven's Fifth Symphony
i a Scherzo. This is in the ternary form, having the
pttern A B A. (See Lesson 37, ForM AND ANALYsIS.)
The Scherzo leads without pause into the Finale, which
§in sonata form.

The opening sentence of the Scherzo is eight measures
in length, being composed of two four-measure phrases,
the first in the lower register, and the second in the
‘higher. The tonality is again C minor, that of the first
movement. (See Illustration 1.)

Illustration 1
Introductory Theme of the Scherzo
BEETHOVEN: Symphony, No. 5

Allegro T

1.8/
-

rp ey
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e e e
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7 2 2 4 5 6 8

This mysterious theme, given out by the ’cellos and
basses, is restated, and several measures added, closing

on the chord of the dominant. It serves to give the
atmosphere for the movement, and after the Introduction
of eighteen measures, the main theme sets in, with the
same rhythmic idea as the main theme of the first move-
ment—that of three repeated notes preceding an accented
and held note. (See Illustration 2.)

Illustration 2
Main Theme of the Scherzo

) o e e ) ] e B B
'—'-—Tu----

22 23 24 25 26

19 20 21

This theme is carried through some modulations and
expansions until measure 52, when the Introduction
reappears in the key of B minor. In measure 71, a forte
is attained, and some counterpoint is added to the main
theme. (See Illustration 3.)

Illustration 3
Main Theme With Added Melody

Copyright 1940 by A. J. LLeweLLyn. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
PRINTED IN U. §. A.
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In measure 97, there is a pianissimo entry of the
introductory measures, the second phrase of which is
accompanied by a persistent rhythm of

3
4 !

The codetta employs a combination of these ideas with

the following interesting figure:

. L) < » .

1 L

'8 1
1 1

i |

L ! 1 i 1 1 1 | )|

] T —=——m

115 16 117

It closes with an extended cadence—subdominant,
dominant, tonic.

The Trio opens with a rapid passage for the double

basses and ’cellos, written in fugato style, and resembling

the exposition of a four-voiced fugue. (See Illustration 4.)

Beethoven, by the way, was not inclined to the writing

Illustration 4
Opening of the Trio

of fugues, although fond of introducing a fugato, or
fugue-like passage.

In the second portion of the Trio, Beethoven's se
of orchestral humor displays itself in amusing fashion
The ’cellos and double basses begin the repetition of th
passage above referred to, but are apparently unsucces
ful; a second attempt is made with the same abrupt
results; the third effort is successful, and this portion of
the Trio proceeds joyfully until a satisfactory resting
point is apparently attained. The humorous efforts of
the heavy strings to get under headway, appealed s o
Beethoven's fancy that he repeats the passage. Berliof
compared it to the gambol of a delighted elephant. (S
Illustration 3 of Lesson 144, APPRECIATION OF Music.)

In measure 237 the Recapitulation begins, and we
have again the eight-measure Introduction, at one

7471 742 143 144 45

repeated by the strings, pizzicato. Then the main theme
reappears in somewhat hesitating fashion. In measure
325, the kettledrum begins to sound a succession of C's,
which it continues to reiterate for fifty measures. Above
these repeated C's is heard the mysterious Introduction in
abbreviated form, leading without pause and with con-
stantly increasing force, into the Finale. This approach
to a climax produces a thrilling effect, and is one of the
most notable passages in symphonic literature.

Illustration 5
Main Theme and Subsidiary Ideas of the Fourth Movement

149 r 150 151

747 748

Fourth Movement (Finale) y

Three trombones, a double-bassoon, and a piccolo
now reinforce the instrumental body, and the who
orchestra bursts out in an exultant cry of triumph,
though victory were won over an impending catastrophe.
In the first twenty-five measures, several ideas are pre
sented in addition to the main theme. Illustration §
shows, at (a) the main theme, and at (b), (c) and (d),
subsidiary ideas.

BEETHOVEN: Symphony, No.5
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The second theme, four measures long, is in the key
G, and the rhythmic pattern of the triplet is intro-
diced. (See Illustration 6.)

Illustration 6
Second Theme of the Fourth Movement
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The Exposition is brought to a close by a very interest-
g codetta, the chief material of which is shown in
stration 7. Observe the three repeated notes:

Illustration 7
New Theme in the Codetta

S
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The Development brings forward the second theme
in the key of A. Then follow a series of repetitions,
transpositions and inversions of the triplet figure. This
goes on gaily until measure 153, where the tempo and
measure change, and, after a number of repeated, isolated,
G’s on the first beats of six successive measures, the
somber movement of the Scherzo (see Illustration 2)
holds sway for forty-seven measures, until the Recapitu-
lation sets in with the exultant utterance of the entire
orchestra.

Much of the material of the Exposition is repeated
with some modifications, the second theme appearing
in the key of C, the tonic (measure 253).

The Coda is an extended one, running from measure
317 to the end of the symphony. The material of the
codetta of the Exposition (see Illustration 6), changed to
a presto movement, claims much of the attention of the
composer (measure 362). Then, toward the end of the

The closing measures, from measure 404 to the end,
msist largely of oft-repeated chords of the tonic and
e dominant, fortissimo—a rather empty peroration,
nd 2 manner of writing which, to a large extent, has
mppeared in the works of later composers.

* ok 3k

In concluding the analysis of this most popular of all
gethoven's nine symphonies, it may be valuable to sum-
arize some of the salient points in which the composer
dvanced far beyond the work of his predecessors.

In the matter of selecting tonalities for the first and
cond themes of works written in sonata form, Beetho-

AN Y [ A N/

N\ AL

Lesson 142

- PAGE 3 \ _
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B movement, there is a canonic treatment of the opening
Y u 55 " # v PR T . theme as 10llows .
Illustration 8
Canonic Treatment of the Opening Theme, Fourth Movement
HEENFEAE it > o
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ven departs from traditional rules, which restricted the
composer to the choice of the tonic and the dominant—
an inheritance, no doubt, from Bach in his fugal writing—
or of relative minors and majors. Also, tradition or
custom usually provided for the use of the key of the
subdominant for the second movement of a sonata.
Grove, in his Dictionary of Music and Musicians, calls
attention to the fact that in eighty-one works in sonata
form, Beethoven makes the transition for the second
movement only nineteen times to the subdominant, and
thirty times to the submediant.

Moreover, his episodes were not mere padding, or as
Woagner said of the passages connecting the themes in
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the works of Haydn and Mozart, “like the rattling of
dishes at a royal feast.”

Often his codas are almost independent movements,
and in the recapitulations new subsidiary ideas appear
frequently. Beethoven introduced these innovations in
no arbitrary spirit, but because the previously made rules
prevented him from saying something which his thoughts
and emotions impelled him to say. However, he always
retained the triune symmetry of Exposition, Digression
(in development), and Recapitulation, which is but an
expansion of the old three-part form of the folk song, or
dance, AB A.

The introduction in the middle of the Finale, of the
prevailing theme of the Scherzo, is a fine example of the
relationship which Beethoven sought to bring about
between the different movements of a symphony. The
rhythmic pattern of the various movements should be
noted.

ELEMENTS OF CONDUCTING
Baton Technic

(This subject is continued from Lesson 135, and is resumed in Lesson 148.)

HOW TO BEAT TRIPLE MEASURE

The pattern most commonly followed in beating triple
measure is shown in Illustration 9.

Illustration 9
A Pattern for Beating Triple Measure

3

1
In your study of this pattern, note the application of
the principles explained in Lesson 134, including the use
of the down-beat for the primary accent and upward
diagonal beats for the second and third pulses.
If the tempo of the composition in triple measure is very
rapid, it does not permit the conductor to follow the pat-
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We find in the first movement this pattern—

2%""! "

4
in the Scherzo— —3——J—Ol—J—O—6l—-H
4

in the Finale—

In the Scherzo, Beethoven presents the humorous;
possibilities of the fugal style of writing.

pendence of voices, abrupt changes and dissonance
recognition of the tone-color of the various orchest
instruments, are all marked characteristics of Beethovens
symphonic utterances.

tern shown in Illustration 9, and he is obliged instead, t
use that indicated in Illustration 10. (See Illustration 10)

Illustration 10
A Diagram Showing How to Beat Triple Measure in Rapid Tempo

3

After reaching the limit of the downward stroke onti
first beat, the baton either hesitates just long enoughf
take up the time of the second beat, then is lifted agin
quickly on the third beat; or is kept in motion in such waj
that three beats are covered in the two strokes, downwat
and upward.
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Test on Lesson 142
APPRECIATION OF MUSIC

1. What musical forms did Beethoven choose for the third and fourth movements of his Fifth Symphony?

. v cncrosemssonssmcanminesssonsensasmniotasssonsra DGR o+ e cosssass ocsrisinan

2. What rhythmic idea is used in the Scherzo that was also used in the main theme of the first movement?

N oo ooy Mobw e leanae moen Mase mie oL Sk

3. What additional instruments are used to reinforce the orchestration of the fourth movement?

.. Ans. 9. LIRS WA ' e O MR s S e

4. Mention a rule connected with sonata form that Beethoven disregarded.

e R T N RGN SN W TR %, SRR PR, S e S e

5. What reason is given for Beethoven’s innovations?

L am e e S O i ST GNP U M TRPRIAN | MRS o S et o e

L I O e S e T M P AU U
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5?!? gé ELEMENTS OF CONDUCTING
& =0 4

7. Draw from memory a diagram showing how to beat triple measure in moderate tempo.

8. Draw from memory a diagram showing how to beat triple measure in rapid tempo.

100 ... TOTAL.
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When a melody in the soprano is given, the choice of
dords is usually left to the student. The repetition
of a root position chord, in its first inversion, as at (a),

prevents harmonic monotony. Besides this, it sometimes
makes possible a progression to a chord which could not
have been approached from the root position, as at (b).
The manner of indicating the key, in connection with
the chord symbols, is shown in Illustration 1. The
apital C represents C major. A small letter would

indicate a minor key.
Illustration 1

Lesson 143

GRADE—GRADUATE B

Subjects of this Lesson: HarRMoNY - How T0 TEACH THE VIOLIN
HARMONY
The Use of Inverted Triads

(This subject is continued from Lesson 139, and is resumed in Lesson 145.)

Passing §

ol 1

2. When the §
chords on the same bass tone:

Stattonary Bass

=

g_@w =F « (ot
| -~ SV 77 | =
F R ¢ | |
or
?.Jl [ %) 9: -
i A q

is preceded and followed by other

T
First Inversion, Improving Chord Connection = g——
. - O e T
J 4
,,' o ,,' ,,'7 o 3. When the § is preceded and followed by other
J (7] > © v, e
e — i” = positions of the same chord:
' C: - n-Cill < I Repeated Chord
E RESTRICTED USE OF SECOND £ ﬁ " "
ERSIONS oy —2 &) f f
: : Y - A DEER % g
The second inversion of a triad is to be used only under or
one of the following conditions: it . P }
bl I 1 - 1 o 1 1 1
1. When the bass passes by step between tones above = — et z
and below: 6 g
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4. As cadential §, already mentioned in Lesson 139, mediately gives the impression of the key of D mino,
Harmony. Here, the tonic chord, in its second inversion, and is naturally followed by other chords in that key.
is followed by the dominant (V or V:) on a weaker (See Illustration 2.)

accent. At the concluding cadence, this, in turn, is Ilustration 2 .
followed by the final chord. The progression from the New Key Induced by 4 Chord
tonic § to the dominant triad, forms a Half Cadence. | -
(See Lesson 57, Harmony.) Both uses of the cadential o %:_
six-four are shown below. ) i AR
Cadential § - ® - 2
t

Perfect Authentic Cadence Half Cadence
L . P CEE
[/
| —3$+ 6 &
4 4
or |

‘ We shall now harmonize a soprano melody, using

both fundamental and inverted triads. (See Illustr

6 5 6 8 tion 3.)
iy g " 2 Illustration 3
It must be noted that the cadential § is accented, and A Given Melody to be Harmonized

it is so familiar in this position that the second inversion f) |

of any major or minor triad on the accent, suggests itself m o
. . o . . T [ |

as a tonic triad, thereby implying a modulation to the D) I

key of which it is I. For instance, if we place the second Illustration 4 is the harmonization of this melody, using

inversion of m in the key of C on the accent, it im- triads, with their first and second inversions.

’]

/)

1T
T
BiIL.
DIER
T

Illustration 4
Harmonization of the Given Melody
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In the second measure, we have used the first inversion ~ and (d) is also a questionable progression. (See Lesson
of the diminished triad, vi°. 129, HarMONY.)
If we had harmonized the D in the soprano with V Incozl'il::tmlg::’g‘:eisions
instead of vi®, we should have had faulty consecu- AL@® | | By | @, | @ .
tives, or some other incorrect progression, as shown in #‘ b"b 7—6 7 m— 7—f6 7 m—
. ? o - —
Illustration 5. '3 l" P I” r r '
At (a), are parallel fifths between the alto and the A
tenor and bass, as well as parallel unison in the tenor and :J I_—J o J 4=
bass. At (b) the progression shows parallel fifths be- # ',,Llfr — —
tween the alto and tenor. At (c) the leading-tone, D, is e Pt il |
doubled, and at (d) the tenor skips an augmented fourth, The use of vi®e (first inversion of the diminished

which should, at present, be avoided as a progression in  triad) for the fourth chord, avoids all these difficulties
any voice. The leap of a seventh in the bass at (b), (c) m would be possible, but rather unsatisfactory after IV,

LESsON 143 - PAGE 2
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HOW TO TEACH THE VIOLIN

How to Teach Scales

In directing the scale practice of your pupils make it a
principal point of instruction that they be played in even
tempo—whether slow, moderate or fast.

In this way no tones need be slighted; the intonation of
ach tone can be judged carefully and each shift can be
made painstakingly. No good can come from a scale per-

grmance which consists of a hasty, scrambling rush from
bottom to top and back again.

~ When the last shift has been made, the fingers should

and ‘Broken Chords

be allowed to rest on the strings, until technical procedure
requires them to be lifted.

Ease of fingering and accuracy of intonation will be
promoted by using the open strings when possible in
ascending, but using the fourth finger, instead, in
descending.

The procedures recommended above as to shifting and
fingering are shown below in an illustration which is based
upon the G major scale through three octaves. (See Illus-
tration 6.)

Illustration 6

Showing Shifts to be Made and Fingering to be Used in Playing the
G Major Scale Through Three Octaves

5th Pos.
Y

: f_ b AR 1st Pos.
onl oo P
| T e } ) [ e | | RN [SSR FE
n - o | VL D e = S o I e
T e A il [ e [ A |
~ P B T T, % W e Lz T s
X A==t T i
/l | I 4 -‘:-‘-#_

(Do not lift)

(Do not lift)

In playing scales, the pupil should be trained to exercise
his mind as well as his fingers, so that every move of the
fingers may be anticipated by the mind. It is particularly
important that the pupil keep in mind a sort of chart of the
Positions through which he is moving, and of the shifts
which must be made from one Position to another.

Students commonly show a greater tendency to play the
hird and the leading-tone of the major scale too flat rather
than too sharp, and, consequently, it is usually safe to urge
them to think these tones a little sharp.

After your pupils are able to play scales satisfactorily
long strokes of the bow, and with one note to each
stroke, direct them to play them in slurs of four notes each,
without any effort to establish a definite rhythmic pattern.
This automatically presents new situations with regard to
shifting and bowing, contact with which is very helpful.

After using slurs of four notes, direct your pupils to
use slurs with three, five, six and seven notes, respectively,
when still more new situations will present themselves, so
that from their scale practice your pupils will realize
maximum technical progress.

From a technical standpoint, the playing of the har-
monic minor scale is not essentially different from the play-
ing of the major scale, but it is well to explain to your
pupils that it is a common fault to play the third above the

keynote, in each octave, somewhat higher in pitch than it
should be played.

The principal technical points to be observed in the per-
formance of the harmonic minor scale are shown in Illus-
tration 7, based upon the G harmonic minor scale through
three octaves. (See Illustration 7 on the next page.)

LEsSON 143 - PAGE 3
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Illustration 7

Showing Principal Technical Points to be Observed in Performance of
the G Harmonic Minor Scale Through Three Octaves

5th Pos,.

2#4, 8rd Pos.
3rd Pos. [ —#:e- — 2 1st Pos.
L PE | -'Fl! TLF)F.' ! —_—

e ] et B e o e
e =E oS et e —— T T epeg
ot SRR R S ' =y e

(Do not lift) {10 not )

The playing of the melodic minor scale is different from
the playing of the major and the harmonic minor scales,
because the scale does not follow the same pattern in its
descending form as in its ascending form. (See Lesson 30,
GenNEerAL THEORY.)

In recognition of this fact, when the left hand reaches
the highest Position in the playing of a melodic minor scale,
the second and third fingers should not be kept on the
strings, but should be lifted.

the scale. The first finger, however, may as well remainin
place, because its tone does not change, and the fact thatit
is held in place helps to keep the hand correctly in
Position.

The application of these points and other procedures
previously explained, is shown in Illustration 8, based upo
the G melodic minor scale through three octaves. (8
Illustration 8.)

Illustration 8

Showing Technical Points Involved in the Performance of the G Melodic
Minor Scale Through Three Octaves

5th Pos.
el

o

3rd Pos.
le

N

]
|

|

|
1

= |
1

1 [
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1 LT,

O 4
v x

o
i

1

1
I
Ay

X fift) (Do not lift) Lift

2\

(Do no

As with the harmonic minor scale, care should be taken
to keep the pitch of the third tone as low as it should be.
Your beginning pupils may take up scales singly; but
advanced students will find it profitable to practice them
in cycles each day, following the circle of fifths. (See Les-
son 42, HARMONY.)

In the practice of major and minor triads, dominant and
diminished seventh chords, and other broken chord forms,
your pupils should again use the device of starting with

only one note to each stroke of the bow; then later shr
four, three, five, six and seven notes to each stroke, asi
scale practice, so that shifts may be made in conjunction
with the use of all the different parts of the bow.

The practice of either scales or broken chords should’
started slowly, so that the accuracy of the intonation of
each interval may be carefully judged, and so that eachshift
may be made smoothly, with special attention to the mow
ment of the left hand thumb.

LEssON 143 - PAGE 4
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| Test on Lesson 143
HARMONY

1. What is gained by the repetition of a root position chord, in its first inversion?

. Ans.

2. Name four uses of second inversions.

o Ams. 1. : - e

3. Illustrate these four uses, below, in the key of A minor. Figure the § chords.

. Ans

# 1. 2. 3. 4.
[J)

—

4. Harmonize the following melody in four parts, open position, using the chords indicated. Whether the
fundamental position or an inversion is to be used is left to the student. Indicate the inversions by adding
the proper arabic numerals to the chord indicators.

. Ans,
g o= o l e
( [/ B (/] I 1 — (% )
{; — "’i & = = a 4 ""I
[/
[J)
\
49
\ \ 9
) B I - vV - v 1 vie [ v - I V 1
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.g'-é .gg HOW TO TEACH THE VIOLIN

& 50
5. What should be a principal point of instruction with regard to the scale practice of your pupils?

- & P 7, IR TR ROERMSURI RIS ( . o< & DAL S S S W
6. What tones of the major scale are pupils likely to play too flat?

TR cinich P TR ey S A W M oI S Lo e S P Dl 8 S e et e
7. What directions would you give to a pupil concerning the second and third fingers when in the high

Position, in playing a melodic minor scale?
- TR ¥ T MR R SR T T " W R e
L0, S, TOTAL.
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Subject of this Lesson: APPRECIATION OF MusIC

In the Lessons on the Instruments of the Orchestra
u Lessons 109-110, History), the instruments of the
various sections—string, woodwind, brass and percus-
son—were described and illustrated. The use of these
istruments by the great composers of orchestral litera-
ure, is a subject for unlimited observation and study.

The Violin is the leading instrument of the orchestra.
Etmay be used in orchestral compositions for brilliant tech-
nical display, or to express deep emotion. Interesting and
vried effects may be made by the use of the tremolo, har-
monics, the mute, pizzicato, and col’ legno.

" A particularly notable use of artificial harmonics is
diown in Wagner's Prelude to Lohengrin, in the opening
‘measures of which, four solo violins play complete chords

" The Viola has a somewhat reedy tone, and is especially
fited for expressing brooding melancholy, or dreamy
ss; although in the early classical symphonies we
find it used merely to strengthen the lower harmonies, and
without individuality. Berlioz, in his symphony, Harold
in Italy, makes the somber quality of the viola express
admirably the mental state of Byron's gloomy hero.

Lesson 144

GRADE—GRADUATE B

APPRECIATION OF MUSIC

The Tone-Color of the Orchestral Instruments

Illustration 1
Violins Playing in Harmonics

YR _E{AGNER Prelude to Lohengrin
L e

' Solo Vins. @
4 (%)

o
Orch. €~ ™ e I~
>~ B e ™

| 4 L4

“ﬂ
/

é1¢

The Violoncello might be said to stand in the same
relation to the violin as the baritone voice does to the
soprano. Its peculiarly rich, full tone, especially that of
its chanterelle, or A string, makes it an excellent solo
instrument. How unforgettable is the lovely second
theme of the first movement of Schubert's Unfinished
Symphony “‘sung” by the ’cellos against a throbbing
accompaniment of the violas and clarinets! (See Illustra-
tion 2.)

Illustration 2
Melody Played by *Cellos

Allegro moderato

Ao SCHUBERT: Unfinished Symphony

Copyright 1940 by A. J. LLewerryn. Imperial and International Copyright Secured
All rights 7eserved, for all countries, including the right of translation
PRINTED IN U. §. A.



Suerwoop Music ScrHoor CouRsSES—VIOLIN

The Double-Bass came into its own in the time of
Beethoven. In the older scores, it was chiefly used to
furnish the foundation, or fundamental tone, of the
orchestra. Beethoven, in the last movement of ‘the
Fourth Symphony, causes the double-basses to play a
passage as rapid and intricate as a violin figure. In the
Scherzo of the Fifth Symphony and in the last movement
of the Eighth Symphony, he uses them in a somewhat
humorous manner (see Illustration 3); and in his “Pas
toral” Symphony, they suggest the rumblings of thunder.

Before the time of Beethoven, Gluck, in his opera,
Orpheus, had used sliding effects on the double-basses

Illustration 3
Double-Basses Used with Humorous Effect

1 y 3 : .3

. to execution.

to imitate the barking of the three-headed dog, Cerbexu}.J
Berlioz, in his Fantastic Symphony, employs the doubl
basses in a four-part pizzicato harmony to suggest a mard

In general, we may describe the tone-color of tie
instrument as dignified and ponderous. But if used i
bold skips or explosively, it may become comical an'd
grotesque.

The Harp, from Scriptural times, has always been aso:
ciated with celestial harmonies. Schumann and Berliog
in their settings of Faust, have followed this commorly
accepted idea of the tone-color of the harp.

BEETHOVEN : Symphony No.5

anananan

-
D 'basses I I I I l | ’ I |

Wagner, however, - characteristically introduced a
larger and richer treatment for the instrument. In his
Rhinegold, there are six separate harp parts, interlacing
in different arpeggios, representing the rainbow bridge
over which the gods cross to their heaven, Valhalla.

The glissando is of very frequent use on the harp, as it
is effective, and easy of execution. See Illustration 4, in
which the waved line indicates the continued slide over
all the intermediate strings.

Illustration 4
Harp Glissando

STRAUSS: Ein Heldenleben

e

g ANIV4 = o b i AS 1 12 . %
T
mp gliss. \
l It * f
g"g h o S/ | e Y T
A LY 1
- F e
Bhatimadin = Y o . 3
St — —
b T

- Saint-Saéns, in his tone-poem, Danse Macabre, uses the
harp, instead of a bell, to strike the hour of midnight.
Berlioz utilizes ten harps in his Damnation of Faust.

LessoN 144
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Guitars, Mandolins and Zithers are rarely found in the
orchestra, although the guitar is used by Weber in u*
opera, Oberon; by Rossini, in The Barber of Seville, and
by Mozart in his Don Giovanni.

The Piano has been used as a purely orchestral inst ‘
ment by Berlioz and Saint-Saéns, and other, later, wri

The Flute is the most agile instrument in the orchestty
executing, with great facility, all kinds of diatonic ad
chromatic passages, arpeggios and skips. )

The tone-color of the flute, in its lower register, §
rather somber and weak; in the higher registers, brilliat
and often piercing. Mendelssohn used the flute with
incomparable felicity. In the filmy scherzo of I
Midsummer Night's Dream (see Illustration %), the fu
plays a rapid figure; beginning in its “woody” lover
register (a), it gradually climbs up into bright regions (b):

H I

Illustration 5 ‘
The Flute in Different Registers 4
MENDELSSOHN : Midsummer ngMs Dresn

(ay Flute e : :
e s Pasiae oo
O Bt e
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.~ The Piccolo is simply a little flute. It is about half the
size of the flute, and therefore plays in the higher octave.
Iis tone-color is of a wild, feverish brilliancy. It may
well be called the “imp™ of the orchestra. It is used to
depict bacchanalian revelry, drinking songs, the infernal
regions, storm scenes, etc.

Beethoven employs the piccolo in painting the storm in
bis “Pastoral” Symphony; and in his overture to Egmont

it appears to give out shrill-cries of triumph. Weber uses
it in a drinking song in Der Freischiitz. Meyerbeer, in the
first act of his opera, Les Huguenots, pictures, by means of
this instrument, the shrieks of the wounded.

The piccolo often merely adds a higher octave to the
flute part, but may have an individual melodic line, as in
the passage from the Finale of Beethoven's Fifth Sym-
phony shown in Illustration 6.

Illustration 6
The Piccolo in an Obbligato Part

-3 2444115 51

BEETHOVEN: Symphony No.5

peleerl

g E E2EE §= =t e é: o e
a LrirpRien P =
= e P ==

The Oboe has a tone-color which is thin, nasal and
petrating. It can picture pathos or poignant grief;
on the other hand, its kinship to the droning of the bag-
pipe causes it to be effective in picturing rustic merri-
ment, or naive simplicity. In the lower register, it is
wmewhat gruff and hoarse; in the middle register, it is
smooth and effective; and, in the upper register, piercing
and strident. Illustration 7 of Lesson 141, APPRECIATION
of Music, shows a short cadenza-like passage from
Beethoven’s Fifth Symphony. The plaintive accents of
the oboe in this passage attract instant attention.

Handel, Bach and Schumann were extraordinarily fond
of the oboe. Berlioz, in his Fantastic Symphony, uses
it to depict the simplicity of a shepherdess; Beethoven
ues it in the Scherzo of his “Pastoral” Symphony to
suggest rustic merriment; in the Funeral March of the
“Broica” Symphony, he employs it effectively to picture
grief.

A remarkably imaginative treatment of the oboe is
fond in the slow movement of Schubert’s Unfinished
Symphony. The accompaniment is provided by gently
pulsing chords in the strings. (See Illustration 7.)

The English Horn, as already mentioned in Lesson 109,
History, is not a horn at all, but a large-sized oboe. Its

Illustration 7

The Oboe in a Characteristic Cantilena

Andante con moto SCHUBERT: Unfinished Symphony

Oboe,
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tone-color is brooding and melancholy, something like
that of the viola. It sounds best in the middle and lower
registers. The tones of the upper register may be better
produced by the oboe.

Dvorak’s use of the English Horn, in the Largo of his
*“New World” Symphony (see Illustration 8) is a con-
spicuous example of the plaintive character of the instru-
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Illustration 8
A Melody for English Horn

DVORAK: Largo

Largo Engl. Horn
e
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ment. Its use in the Allegretto of the D minor Symphony
by César Franck is particularly ingratiating. (See Illus-
tration 4, Lesson 152, ApprEcCIATION OF Music.)

The Bassoon can be exceedingly grave and earnest, or
very . grotesque and comical. It is so often used in the
latter fashion, that it has been called the clown of the
orchestra. Haydn first used it in this way.

Berlioz wrote a duet for bassoons in his Fantastic
Symphony, to describe the footsteps of the crowd as
they accompany the tumbril to the guillotine. He calls
for seven bassoons in his Damnation of Faust. An instance
of the instrument’s solemn gravity of tone, with a certain
emotional intensity, may be seen in Illustration 9, from
Tchaikovsky's Sixth Symphony:

Illustration 9
The Bassoon in a Serious and Earnest Aspect

Adagio
Bassoons — .ﬂ’ "

o. N
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TCHAIKOVSKY: Symphony No.6

The humorous qualities of the bassoons are brought
out by Beethoven in the Scherzo of his “Pastoral” Sym-
phony, where we find, as an intermittent accompaniment
to a dance, a bassoon part consisting of but three notes,
F, C, F, as though the player were capable of producing
these tones only. In Mendelssohn’s Midsummer Night's
Dream, the bassoon bursts out in wild braying when the
enchanted weaver, Bottom, is transformed into an ass.

The construction of the bassoon makes the middle
register dull and lifeless. Meyerbeer utilizes this dull
tone-color, in the opera, Robert the Devil, in depicting the
scene ““The Resurrection of the Nuns.” The passage may
be referred to in Illustration 1, of Lesson 89, History.

. The Double Bassoon, with a very much longer tube
than the bassoon, has a deep, grave and powerful tone.
Haydn used it in his Creation, to accompany the words
“by heavy beasts the ground is trod.” (See Illustration
10.) Beethoven introduced it in the grave-digging scene,
in his single opera, Fidelio. He uses it also in the Fifth
and Ninth Symphonies. Most modern composers em-
ploy it to add weight and sohdlty to the basses of their
scores.

LESSON 144 - PAGE 4

Ilustration 10
The Double Bassoon Used Descriptively

Maestoso HAYDN: The Creation
Voice
.y b
g ey 2O I 1 1 |
P o e o e e e =
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By | heav - y beasts the | ground s trod..
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The Clarinet is comparatively modern in its orchestrd
use, although it was invented in 1690, by Joham
Christoph Denner, of Nuremburg. It was much iw
proved by a Viennese musician named Stadler (174%
1833).

Handel and Bach did not fully realize the instruments
possibilities. Mozart was the first to use it in the
symphony orchestra, and added effective clarinet passagss
to Handel's Messiah. Beethoven makes it represent the
call of the yellow-hammer in the second movement of
the “Pastoral” Symphony.

The wide usefulness of the clarinet was fully under
stood by Weber and Mendelssohn. Its deepest register
is called the chalumeau, and it has a peculiar, grave, eve:
ominous, character. Mendelssohn, in his *“Scotch™ Sym
phony, employs this register of the clarinet in picturing
the lonely and gloomy character of the Scottish Highlands

Tchaikovsky opens his Fifth Symphony with a moun
ful theme allotted to two clarinets in unison, in
chalumeau register referred to above, accompanied by the
low strings. (See Illustration 11.)

Illustration 11

Clarinets in Their Lowest Register

Andante TCHAIKOVSKY: Symphony No.5
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The Bass Clarinet has a very solemn and Sonorow
tone, similar to the chalumeau of the other



Liszt employed it effectively in his “Dante” Symphony for
a unaccompanied monologue. (See Illustration 12.)

Illustration 12
The Bass Clarinet in a Solo Passage

Bass Clar.

L1SZT: Dante Symphony
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~ The French Horn is the most important of the brass
mstruments. In the full-sized orchestra, four French Horns
are generally used, making complete harmony possible by
means of the horns alone.

The horns are often compared to the damper pedal
of the piano, due to their use in blending the harmonies
of the various sections of the orchestra. Their tone-color
i mellow and romantic, and they have an almost un-
limited variety of uses. Horns may sustain harmonies,
fom an unaccompanied quartet or trio, double other
mstruments, or provide effective solos. In Illustration
13, some interesting passages for horns are shown. That
at (@) shows them used in chords; while in (b) the horn
iyused for solo purposes:

Illustration 13
Uses of the French Horn

BEETHOVEN : Symphony No.3
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The muted tones of the horn are very sinister and
sriking in effect. Wagner and Strauss, as well as practi-
ally all of the modern composers for orchestra, have
made frequent use of these “‘stopped” tones.

-

The Trumpet was a favorite instrument of both Bach
and Handel. A conspicuous use of it is found in the

= SHErRwoOD Music Scroor Courses—VIOLIN

bass aria, “The Trumpet Shall Sound,” in Handel's
Messiah.

Wagner employed the trumpet with great skill, and
showed its possibilities in modern orchestration. Fine
examples of fanfares (flourishes) occur in the pages of
Tannhduser and Lohengrin.

The Cornet is inferior to the trumpet in tone-color, but
frequently takes its place in small orchestras. Franck
uses both trumpets and cornets. The flexibility of the
cornet makes the playing of florid passages easy, and it
has been used for such passages by Halévy, in his opera,
The Jewess, and by Meyerbeer, in The Huguenots.

The Trombone is a very important instrument, the tone
of which Mozart fully appreciated, as is shown by his
commanding use of it in his Requiem, written in 1791.

The three trombones and tuba, forming what may be
called, for convenience, the trombone choir, constitute the
most powerfully sonorous group of the entire orchestra,
capable of dominating everything else.

The bombastic qualities of the trombones are well
known; but the organ-ike effects in extreme pianissimo,
extremely rich in character, are not so familiar. In the
Finale of Tchaikovsky’s Sixth Symphony is a passage
using trombones and tuba very effectively. (See Illustra-
tion 14.)

Illustration 14
The Trombone Choir, Pianissimo

3 PR3 e TCHAIKOVSKY: Symphony No.6
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Berlioz made extravagant use of the instrument, calling
for sixteen tenor trombones in the portrayal of the
“Day of Judgment™ in his Requiem, in one place intro-
ducing their rarely-used pedal, or fundamental, tones.

The Bass Tuba in its deepest register is brutal and pon-

derous in character. Wagner uses four tubas to picture
the relentless character of Hunding, in The Valkyrie.
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The tuba is the natural bass of the trombone family, and
is so used in the foregoing passage shown in Illustration
14.

The Kettledrum, formerly an humble instrument, was
given prominence by Beethoven, who employed it con-
spicuously in several of his symphonies, notably in the
great Ninth Symphony.

Berlioz, in his Requiem, uses fifteen kettledrums in
the “Day of Judgment” section—an extraordinary in-
crease from the usual two, or three. In Haydn’s “Sur-
prise” Symphony, a sudden, explosive stroke of the
kettledrum startles the audience, which has been pre-
viously lulled to a reposeful state of mind.

Woagner pictured suspense and anxiety by causing
kettledrums to give out soft tones in an irregular rhythm,
the rest of the orchestra remaining silent. Such passages
occur in Lohengrin at the death of Telramund, and in
The Twilight of the Gods at the stabbing of Siegfried. In
The Valkyrie, the rhythm of the Hunding motive is
announced by one kettledrum almost unaccompanied, as
shown in Illustration 15:

Illustration 15
The Kettledrum Carrying a Motive in Rhythm

WAGNER : The Valkyrie
Kettledrum
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Bells are often used by orchestral composers. Verdi
uses a funeral bell in the “Miserere” in Il Trovatore, and
‘Woagner uses one in the Grail scene in Parsifal.

Glockenspiel, Tambourine, Castanets, Snare Drums,
Bass Drum, etc., are frequently used in the orchestra for
special effects, and are easily recognizable when heard.
The tinkling tones of the glockenspiel give a peculiar
quality to the tonal web of the slumber scene at the close
of Wagner’s The Valkyrie. Tambourine and castanets
naturally suggest Gipsy or Spanish music. The bass drum
is used by composers of today to assist in producing an
overwhelming tidal wave of tone.

The Celesta, 2 Glockenspiel equipped with a keyboard,
produces a very picturesque sound effect. Tchaikovsky
used it in the famous Nutcracker Suite.

LESSON 144 - PAGE 6

Illustration 16
The Full Orchestral Score

Allegro BEETHOVEN: Symphoiy Mo

Piccolo

Flutes

Oboes

Clarinets in C

Bassoons

Double Bassoon

Horns in C

Trumpets in C

(

Trombones il

Kettledrums
in C,G.

Violin 1

Violin 11

Viola

‘Cello

Double Bass

The Xylophone is introduced by Saint-Saéns in b
Danse Macabre, to suggest the rattling of the bones of the
skeletons in a gruesome dance. ‘

The Triangle commonly produces mere rhythmi
effects, but Schumann utilizes it, in his B} Symphony,
to picture tinkling sheep bells upon the plain.

" The Cymbals are used by Wagner to picture feverid
gaiety in the “Venus” scenes of Tannhduser; and to
accentuate great sforzandi; as, for example, in the P
lude to Lohengrin. #



‘? Gong, or Tam-Tam, is an instrument of Chinese
in, In its fortissimo, it is successfully used to portray
y cataclysm or great catastrophe. It is thus used by
lioz, to portray the plunge of Faust with Mephis-
pheles into the infernal pit. Its soft effects may
ald anything weird or supernatural, or a great emo-
al climax, as in the last movement of Tchaikovsky's

th Symphony .
. * % ¥

fnough has been stated in this Lesson, to show how
it are the possibilities of tone-color within the grasp
¢ orchestral composer. An infinite variety of
ects may be produced; and by skillful use of this won-
ful palette of colors, composers may paint musical
wases of limitless variety. In the modern orchestra,
have truly reached an enormous development of the
ient Chinese theory that the eight sound-giving

g Suerwoop Music Scroor Courses—VIOLIN

bodies are skin, stone, metal, wood, bamboo, silk, gourd
and clay.

Illustration 16 is a short extract from a full score
(German, Partitur), showing how the instruments are
used all together in the orchestra. It is taken from
Beethoven's Symphony No. 5, which was analyzed in
Lessons 141-142, AppreciaTiION oF Music, and is the
opening of the fourth movement. More of the theme may
be seen in Illustration 5 (a) of Lesson 142.

Although in a passage such as this, there is a certain
tone quality, resulting from the blending of all the
instruments, it is when they are used a few at a time,
that color, as explained in this Lesson, is best in evidence.
Most of the illustrations given, therefore, have been of
passages in which the instrument under discussion is
distinctly prominent.

o e b S
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' Test on Lesson 144
"‘ APPRECIATION OF MUSIC

1. Name three or more uses of the violin for special orchestral effects.

... Ans.

i

.. Ans.

2. Which stringed instrument, in addition to the violin, is frequently assigned an obbligato part?

3. What was the function of the double-bass in the older scores?

. Ans.

4. In what work does Wagner use six separate harp parts?

.. Ans.

5. What difference in tone-color is there in the lower and higher registers of the flute?

. Ans.

6. In what way does the tone-color of the English horn resemble that of the viola?

.. Ans.

7. Which instrument is frequently called the clown of the orchestra, and why?

Copyvighz 1940 by A. J. LLeweLLYN. Impefia! and International Copyﬁght Secured
All rights reserved, for all countries, g the right of
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é-“é é'-é | APPRECIATION OF MUSIC—Continued
& =0

8. What composer was the first to use the clarinet in the symphony orchestra?

200 ........ TOTAL.

Pupil’s Name..............

Pupil's Address......ccooocmeeeecncicnee.

Pupil’s Registration NO....ceeeceemcueeeememree-

Teacher's Name.....comeeeeeeeeeeeeeeeenn

Test on Lesson 144—Page 2




HARMONIZING A MELODY IN MINOR

We shall now harmonize a melody (see Illustration 1)
ina minor key.

Illustration 1
A Given Melody in Minor to be Harmonized
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Ilustration 2 needs no special explanation. The up-
ward progression of all the voices at (a) is justified,
fecause each voice is moving to another tone of the
ame chord. As the bass moves an octave, the chord is

(Review Lesson 79, HarmoNY.)
REGULAR RESOLUTION

We shall now take up study of the use of the dominant
gventh chord in harmonizations, and give particular atten-
fion to the ways in which the tones of this chord may
be resolved.

The regular resolution of the dominant seventh chord
i§to the tonic triad, a fourth above (or a fifth below),
% shown in two positions in Illustration 3.

Lesson 145

GRADE—GRADUATE B

Subjects of this Lesson: HarmoNY - How 1o TEACH THE VIOLIN

HARMONY
The Use of Inverted Triads

(This subject is continued from Lesson 143.)

still in fundamental position. Observe that from (b) to
the end of the harmonization, close position is employed.

Illustration 2

Harmonization of the Given Melody
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The Use of the ‘Dominant Seventh Chord

Illustration 3

Resolution of the Dominant Seventh Chord

%a) %) —

o (S ]
oy ©
A\ V4 1» . [ §) e
D)} i C o
O o ey
[ @ ) [ @ )
= (%) (%)
VvV, 1 vV, 1

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



(=
—

Suerwoop Music Scroor Courses—VIOLIN - ‘ W2

In the regular, or natural, resolution of the dominant though it is usually preferable to move downwards to
seventh chord, the the root of I.
Seventh resolves downwards one degree to the third Only the fifth may be omitted, and only the root may
of the tonic triad; the be doubled.
Third, if it is in the soprano (or highest) voice, pro- Illustration 4 is a given bass to be harmonized in four
gresses upwards one degree to the tonic (fundamental  parts, using the dominant seventh chord; and Illustration
of I), as at (a) above; if in an inner voice, it is some- 5 shows the harmonization complete. i
times allowed to fall, to complete the tonic chord, as :
at (b) of Illustration 1; the Hinetpntices 4
A Given Bass to be Harmonized
Root progresses upwards a fourth (or downwards a ;
fifth) to the root of the tonic triad; the > /D ) e ‘?
) 2 = =it

Fifth can progress upwards or downwards a degree, - & et Bl i 6 66 87

Illustration 5
Harmonization of the Given Bass, Using the Dominant Seventh Chord
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At (a), the soprano moves to C, in carrying out the o 'Illus;rat:&nl:d i
; ; ; t A
melodic progression desired. On account of the resolu- T S T

tion of the seventh in the alto, this doubles the third N ,J( ’! I ! ’! &
of the chord. Such doubling between soprano and ‘ ot S ot ot o
alto is allowed, as illustrated in Lesson 132, HarmonNy. D) RN I | | [ T11
It is best when, as here, the octave is taken in contrary
motion from a sixth. ‘ -JJ .JA 'Aé A Aﬂé .I 7.
The fifth is omitted and the fundamental doubled, in ‘%r}’,‘fn e &
|

the V: chord, at (b), which allows the final chord to be | 1
complete, at the resolution. IV, I— IVt VI IV V; Tus 1§V, 1

HARMONIZING A FIGURED BASS
HARMONIZING A MELODY

; We shall now further apply the inversions of th
We shall now show how the dominant seventh chord  Jominant seventh chord in the harmonization of a

may be employed in harmonizing a given melody. bass. (See Illustration 7.)
Illustration 6 shows the complete harmonization of a As used hitherto, dashes indicate continuation 0
given melody, with the dominant seventh chord used in  repetition of the chord on the previous beat. In m

four places. The resolutions should be closely studied in 4 of Illustration 7, therefore, the D chord continues
each case. the fourth beat, and the C in the bass is added to i

LEssoN 145 - PAGE 2
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Illustration 7

A Given Figured Bass to be Harmonized

That is, the seventh is added to the dominant triad, and
it the point where the dashes are, we have actually a
i chord, as may be seen by the harmonization in Illus-

) ) £ ; l
7] 7] 1 = L
g e
. ’ e ©
1 6 $% : g et B B an ey

tration 8. At (a) of this Illustration, the tenor doubles
the major third, E, in the bass, as the best means of ap-
proaching the D in the next chord.

Illustration 8

Harmonization of the Given Figured Bass, Using V7 and Inversions

(Have your pupil review Lessons 31 and 59, TecHNIC.)

THE USE OF THE SECOND AND
fOURTH POSITIONS

Because of the emphasis rightly placed upon the study
of the First Position, and the fact that study of the Third
Position frequently follows study of the First Position, for
rasons mentioned in Lesson 28, TecHNIC, it often hap-
pens that students place too much dependence upon these
o Positions, which cover such a wide range of pitch
fetween themselves, and neglect the adjacent Second and
Fourth Positions.

This is not right; there are many situations in which it
ibetter to shift to the Second or Fourth Position in order
tstop the string firmly, in preference to making an exten-
son from the First or the Third Position and stopping

itlightly.

(a)
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HOW TO TEACH THE VIOLIN
How to Teach Shifting and the Use of the

®Oarious “Positions

In other cases, fingering may be facilitated by the shift
to the Second or the Fourth Position.

Consequently, these Positions should be given as much
study as the First and the Third, and the student should
be prepared to make full use of them.

In teaching a pupil to make use of the Second Position,
point out to him that the thumb of the left hand moves
along the fingerboard the distance of one whole step closer
to the body of the violin.

Assuming that the student has mastered all fundamental
points taught in connection with the First Position, he will
have nothing new to learn in connection with the Second
Position except the fingering, and a slight adjustment of
the finger tips to compensate for the fact that the finger
board distances are slightly less in the Second Position than
in the First. The functions of the fingers, hand and arm
are all the same in producing half-steps and whole steps.

LESSON 145 - PAGE 3
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The same thing is true of the Third and Fourth Posi-
tions. The hand is simply brought farther along the finger-
board toward the body of the instrument, and procedures
followed in the First Position are applied in becoming
familiar with the new Positions.

SHIFTING

In making a shift from one Position to another, the stu-
dent should be cautioned not to make the shift too soon,
thereby shortening the last note played in the first of the
two Positions involved. Pupils frequently make this error.

When the pupil has mastered the first five Positions,
special attention should be given to the relations of the
Positions, one to another, and to the ways in which shift-
ing can be utilized to provide the greatest facility in finger-
ing. (See Lesson 59, TEcHNIC.)

In making a downward shift which goes beyond an
adjacent Position, the thumb should anticipate, or prepare,
the way for the shift. This should be done, for example, in
shifting from the Third Position to the First Position, or,
from the Fourth Position to the Second Position, or from
the Fourth Position to the First Position. An instant before
the whole hand is shifted, the thumb should reach back-
ward on the fingerboard to the correct point for the new
Position. The finger last used in the higher Position slides
downward on the string when the shift is made. (See
Illustration 9.)

Illustration 9

Examples Showing How the Thumb Should Prepare the Way
for a Downward Shift

4th Pos.

3rd Pos. 1st Pos 1 1st Pos
1 ——— A 2 \ 2
4 - Ry 2 iy
! b oo A AY
= ! £ ¢ :
. (3 . 5
D) Thumb returns to @) ¥Thumb returns to
First Position First Position
3rd Pos.
4 1st Pos.
>4 gz i 4th Pos. 2nd Pos.

g £ o
_«5{3
D)

With fingers 1-2-3
lifted, thumb returns
to First Position

¥'With fingers 1-2-3
lifted, thumb returns
to Second Position
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In dealing with points like the one just discussed, you
can make clearer to the student why the thumb and index
finger must not pinch the neck of the violin, and why the
thumb must always be sufficiently relaxed to make shifting
easy.

Point out to the student that when he shifts to the Fifth
Position from a lower Position, the thumb should be low:
ered in preparation for the shift, so that it may easily cone
into place for the Fifth Position, as explained in Lesson
45, TecHNIC.

Be on guard against the tendency of your pupils o
apply needless extra pressure to the bow when makinga
shift with the left hand. This fault seems to arise naturally
out of physiological correlations between the left and right
hands—it is a sort of sympathetic response of one hando
a motion made by the other.

THE USE OF THE HIGHEST POSITIONS

When all Positions up to and including the Seventh
Position have been mastered, difficulties as to learning new
fingerings virtually come to an end for the student, becaue
of the similarity of fingerings in the still higher Positions
to those of the First, Second, and Third Positions.

When your pupil plays in the higher Positions on the
E string, direct him to let his thumb drop a little lower o
the neck of the violin, and to lift his left elbow somewhat,
so that the position of the fingers may be the same asin
lower Positions. It is particularly necessary that the fir
finger have the same position, and be able to stop the
string firmly.

(particularly great on the A, D, and G strings) that jou
pupil’s intonation may be too low, because of the greate

arm; this in turn will tighten the elbow and make th
thumb tense, so that downward shifts will be greal
impeded, the preparatory movements of the thumb bei
particularly difficult.
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' g Test on Lesson 145

HARMONY

1. Harmonize the following melody in four parts, open position. Mark the chords and indicate the inver-
sions used.

. E [/ E :T i — LS )
(),
5 Y £
|

2. In the regular resolution of the dominant seventh chord, what is the progression of

{ J— (a) the seventh? Ans.

(b) the third? Ans.
(¢) the root? Ans.
(d) the fifth? Ans.

3. What tone only may be

BL..... (a) omitted? Ans.

(b) doubled? Ans.

4. Write the V; chord, open position, with resolution, in the major keys of B and D, and the minor keys of
F# and C. Use accidentals instead of key signatures.

ﬁKey Bb Key D Key F# minor Key C minor
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Test on Lesson 14
3 g
-g'g €3 HARMONY—Continued
S8 50 |
5. Harmonize the following melody in four parts, open position. Use the V: chord, as indicated, and
mark the other chords.
b S Ans
l | - 2
P z—1o— i e 1
P _N/ [/ $ [/ i | +
()
o |
o) IF 4°
A 'I."—l .
Vq A"/ V., V'I
6. Harmonize the following bass in four parts, open position. (All harmony work in future exercises is to be
written in open position unless otherwise stated.) Mark the chords.
» J—— Ans
=
120
| L £)
H—H-
()
e —F——P 2 > F—rteo
{0 ¢ T | ! 1 1 1
g 4 I 4 I () 4 4 e J 6 4
3 3 5 3

HOW TO TEACH THE VIOLIN

7. How would you explain the function of the thumb in making a downward shift?

8. What special procedure would you recommend to the pupil with regard to the left hand thumb and the
elbow when he is playing in the higher Positions on the E string?

O TOTAL.

Pupil’'s Name

Pupil’s Address

Pupil’s Registration No

Teacher’s Name

Test on Lesson 145—Page 2
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All instrumental music is divided into two general

(1) Absolute Music; (2) Music with a poetic basis.

Absolute Music is that which is not connected by
ans of a title, motto, text or description with definite

ful; but depends for its value and effect solely on its tonal
material, form and procedure.

Music with a poetic basis may again be subdivided
into Romantic Music and Program Music. The former
i to a large extent, concerned with the projection of

sicts the emotions connected with certain definite condi-
fims or events. That is, it follows an underlying
program. It may go further, and attempt to simulate the
mtural sounds connected with the events depicted, in
which case it becomes realistic and imitative.

A few instances of extreme realism are cited below.
Realism, however, is not necessarily an essential feature
of Program Music. A basis of concrete ideas is sufficient
to make the name applicable.

The tendency, today, among composers in the larger
forms, is distinctly toward this class of music, with a
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Lesson 146

GRADE—GRADUATE B

bjects of this Lesson: APPRECIATION oF Music - HarMoNy

APPRECIATION OF MUSIC
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(This subject is resumed in Lesson 147.)

greater or less admixture of realism. Program Music
naturally becomes impressionistic, and is descriptive and
pictorial in so far as it employs realism.

Berlioz, the great French romanticist of the nineteenth
century, is frequently designated as the founder of
program music. This is not altogether the case, for
research proves that long before the classic era, the
pictorial possibilities of tone had found use by com-
posers. The earlier efforts to paint musical pictures by
the most primitive means, and to tell a story in tones with
the very limited and crude musical language then avail-
able, seem feeble and merely amusing to our ears, accus
tomed as we are, to the complexity of structure and
the wealth of tonecolor found in our present-day
program music.

The purely sensuous effect of sound is earliest illus-
trated in the savage’s delight in mere noise and rhythm.
Next followed the desire to reproduce, in tone, certain
sounds of nature, such as the calls of animals, the episodes
of life, industrial and martial.

Later, came the intellectual pleasure of arranging music
into phrases and sentences—an architectural task, and
a phase of musical culture culminating in the finished
forms of the classicists.
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The romantic rejuvenation of the intellectual formulas
of the classicists followed; and these finally led, again, into
the more imitative art of Program Music.

It is interesting to recall some of the early attempts
to suggest moods, events and pictures through the medium
of musical sounds, realistically.

An Englishman living in the thirteenth century wrote
a Fantasy on the weather. In a two-part canon, written
in 1540, the cuckoo’s call was used as a theme. A com-
poser named Scandelli, who lived in Dresden in 1560,
attempted to suggest the cackling of a hen. Johann
Krieger (1652) wrote a four-part fugue as an imitation of
cats.

Jannequin and Gombert, masters of the old Nether-
lands School, both wrote compositions with the title
“Songs of the Birds.” In one of these, the song of the
nightingale is imitated. Jannequin also wrote a composi-
tion called *“The Cries of Paris.” (See Lesson 63,
History.) Couperin attempted to depict an alarm-clock.
Rameau, a great French contemporary of Bach, wrote

pieces called, “The Hen,” “The Three Hands,” and  ciated with chromatic passages, weaving about a ce
*“The Scolding Voice.” central point of tone. (See Illustration 1.)

Illustration 1

Spinning Song

Allegretto

SHERWOOD Musxc SCHOOL COURSBS—VIOLIN RN
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Purcell, one of England’s greatest composers, attempts
in his King Arthur to suggest, in a frost scene, the chatter
ing of teeth. Kuhnau, a predecessor of Bach at the 8
Thomas’ School in Leipsic, wrote six Bible Sonatas
based on the stories of Gideon, David and Goliath, and
others; and Haydn attempted to depict “‘Chaos” in the
introduction of his oratorio, The Creation, although i
seems now a very mild and orderly kind of chaos. :

Indeed, there are innumerable examples of the attempts
of various early composers to suggest and relate stori
or paint pictures, by means of tone.

In examining the technical details of pictorial of
descriptive music, it appears that various composers haw
used similar patterns for Spinning Songs, Cradle Songs,
Hunting Songs, etc.; not by reason of copying or borrow:
ing ideas, but on account of the effects produced upon the
sensibilities by certain groupings of rhythms, figure
passages, or tonalities.

Spinning Songs, for instance, seem to be always asy

WAGNER: Spinning Song
(The Flying Dutchman)
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The study of these and other effects is interesting. For
example, very high sounds give the suggestion of<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>