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HOW THIS BOOK CAME TO BE WRITTEN 

Dedication 

The Intermediate String Class is the result of nearly 30 years of 
development, testing, re-write and re-testing in public school classrooms. It 
was begun in response to the need for a mixed-string method (for violin, 
viola, 'cello and bass) which would bridge the gap between the beginning 
level pupil, whose experience was usually limited to small, like-instrument 
unison groups and the middle-level player who could function in a string 
ensemble or orchestral setting. 

When I began teaching in the public schools of the Bronx, NY, I was 
teaching classes of 25 or more pupils in a mixed-string context. I applied the 
conservatory approach to the beginners with an emphasis right from the start 
on the ear-training component of instrumental development. I soon 
discovered that there were no appropriate materials to support such a 
training plan. Most of the extant methods were based on mechanical notions 
promoting rigid left-hand positions which I knew were detrimental to the 
training of competent string players. I preferred using a musical approach. 

I appealed to my father and teacher, Samuel Gardner (1891-1984), a 
violinist, teacher and Pulitzer Prize-winning composer, to write some 
instructional training exercises which would serve middle-level students in 
the mixed string class setting. They would have to conform to the principles 
of his "Harmonic Thinking" which was the foundation for my own string 
teaching. . 

At first, he wrote some very simple but delightful, harmonically self-
supporting exercises based on diatonic scales and arpeggios. As time passed, 
the need for more problem-specific exercises was met with a range of short, 
musical lines which, taken together, formed the beginning of a formalized, 
progressive method which has resulted in The Intermediate String Class. 

I wish to dedicate this work to my father's memory in honor of his 
many significant contributions to string education in America. 

Herbert S. Gardner 
Bronx, NY 

April I, 1995 
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HOW TO USE THIS BOOK!  

The Intennediate String Class is organized into 1.5 key-centered 
chapters divided into two volumes. These are developmentally linked by a 
series of graduated steps. 

The Teachers Manual contains a full score and an overview of the 
new work to be covered in each chapter. This feature materially aids in the 
preparation of lesson plans. Each numbered line identifies the new work to 
be introduced in that line, teaching suggestions specific to the new work. and 
on-going reminders to the teacher. Many additional exercise lines and 
familier tunes are provided for extra drill and reinforcement. A sample of a 
portion of a score page appears below. (Note that in the actual score the 
identifications of the instruments and the accompaniment staves are not 
included in the interest of space economy.) 

<Title of Line, if any) 
(NEW WORK PRESENTED  
IN THIS LINE)  (line number same as in students' books: 1 

,.,(Teaching suggestions follow  
in this space) (Violin)  

(Viola) lin. r. 

('Cello) · · 

(Bass) · · 

,.,
(Basic Harmonic  
Support)  tJ 

(Enriched ... 
Harmonic Support 
for Piano) · · 

II 



Compare the foregoing sample with the first score page to see how an 
actual work, with teaching suggestions, is formatted. 

The success which this book promises is based upon two central ideas: 
(1) that real music, supported by correct harmonies, counterpoint and voice 
leading promotes the musical growth of the student, and, (2) that, at this 
point in the development of young players, the fingers of the left hand have 
been freed of the constrictions which may have been previously imposed by 
tapes on the fingerboard, finger patterns or the habituation of holding fingers 
down on the string past the correct rhythmic value of the pitch being played. 
In other words, "one note, one finger!" 

Volume II, builds upon this technical foundation in introducing the 
pupils to the higher positions. Playing well in the higher positions depends 
upon a completely free left hand. Because the inter-pitch distances shrink as 
the player advances up the fingerboard, those students who are not "locked 
into a rigid left-hand mold" will be able to play in tune easily and without 
difficulty. The two basic questions introduced in Volume I remain vital: (a) 
Does it sound right? and (b) How can it be improved? 

The teacher must continue to focus on the ear-training aspects of string 
teaching and playing. This is a central purpose of the book. Teaching 
suggestions for achieving this are included throughout. The two piano parts 
support this goal. 

The single staff, Basic Harmonic Support, is included for teachers 
whose piano skills may be limited, or who prefer to use a "one-hand" 
technique. The full piano, Enriched Harmonic Support, provides complete 
accompaniments 

GEITING STARTED 

Begin with a review of C major and G major as introduced in Volume 
1. Drill material, tunes and review exercises are included in each chapter to 
reinforce the new work. 

When preparing performance materials, it has been found useful to 
return to the appropriate chapter in The Intermediate String Class to get the 
players warmed up in a "new" key prior to introducing a new piece. 

iii 

-------_._- -------------------



Chapter 9 - Starting The Higher Positions 

Instructional Guide 

Positions: 

The violins, violas and cellos will shift to second position as a range extending device 
on the outside string. The basses will extend their position playing to fourth positionl also on 
the outside string. 

Objectives: 

1. To learn the "ti do" and "do - ti" shifts 
2. To extend the playing range upward beyond I (first) position 
3. To learn the triplet abbreviation 
4. To review 6/8 meter in countrapuntal style 
S. To play comfortably in the new positions 
6. To "discover" new shifts within the musical passages 

Teaching suggestions and performance hints are set forth in the score. 

General Teaching Hints: 

FINGERING. Young students accept the logic of learning II (second) position after first 
position. This does challange them to use new fingers on old notes! If they have learned to 
anticipate the correct pi tch, they will accomplish this task immediately. 

BOWING. Bowing specifics will occur with increasing frequency in this and subsequent 
chapters. Teachers should make certain that the students observe them inasmuch as they are 
logical according the musical content of each line. 

SHIFTING. Several new kinds of shifts are introduced in this chapter. Shifts to adjacent 
pitches, both half and whole step, replacement shifts, portomento shifts, "jump-shifts" are 
encountered within easily heard diatonic passages. Each new kind of shift is noted in the full 
score as they occur. 

tV 



Chapter 9 • Starting The Higher Positions 
The "ti-do" shifting concept on the outer strings only 

1 Review of C Major 1"1 
4

2 ft4 __ .. --n.. _.__Violins extend 4th 
I -- r j

finger to achieve the = ti?io ",.'" Cf6-ti-- : -
high C on the E string. 

I I 
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Violins Shift from I to II Position on the E String 
G Major 

2 
o 1"1 4 r 3 , 

Violins Shift To II Position §,'§8'
'In this line the violins will 
make their first excursion (test) rr'''11 41 4 I tI - W· second (If) position" ..... "." ........... " ..................................................................................... ..  
into the higher positions.  
To make the up:"shift to II  1!: ft· .,...position, keep the first .. u 
finger on the string and 
slide the whole hand 
upward one-half step into (test) 4 
tlie new position. This shift 
takes J?,lace on 1"1 1"1 V 1"1 
"ti-do, '(F#-G) the most 
compelling interval in the 
scale. I I I I I 

This new skill is 4 1"1 1"1 1"1 1"1 V 1"1 
harmonically supported by 
the other instruments. To 
begin the line, test for the 
key of G by qUietly playing :----. (test) III 
the test notes at the 
beginning before starting 
the exerase. .... 
The basses will emplov 
third position, previously 
learned. 

1 



The Triplet 
Abbreyjation 

The violins will begin this 
line in Jl position. They 
should not confuse the "3" 
of the triplet 
with "L'rird finger" in 
second position! 

Show thepupils how the 
abbreviabon represents 
three triplet eighth notes 
using the numeral 3, three 
dots and a single slash on 
the stern., 

violins Shift Between 
Two Positions 

In this line the violins will 
make four shifts between I 
&: II positions. Can you 
find them? 

For the downshift, retain 
the firs! finger on the E 
string and slide the entire 
hand'downwards one-half 
step. 

Remind violin and viola 
players to USe the fourth 
linger where indicated. 

'Cellos use extended 
position on the C string. 

Watch outior the 
abbreviated triplet! 

Melodic Ensemble  
The triplet abbreviation  

Violins Downshift from II to I Position on the E String  
Shifting drills between second and first positions  

4 Ensemble  
;, I 0 •• • .fL • •• 1 4 .J! ..,...." .II 

7  II I  
do - ti  

4 
-IliH-- - _. -0 0 +-+-4-.., ..,'---- fJ314 

....lII 
I  I I - -:* * -:* 

1"'1 .  3 

.,..;;  ......II ..#  I I I 

1"'1 3 

 
areo 

d J . ,. J . !. ..]nfJ. .II  
h'k -¥  

I -f) 

I 
I&- 

------j-f)  II II 

+ 8==-.J--=.. #=.. .+-.. .. ----4-+F\ ... '-=-------- I I  -,1  I 
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"Lovely Evening" 
(Excerpt)

5 Ensemble with contrary motion 

1\ II h 1': f- .. .f: 
····tJ II 

! 11": If-
 

... .....  

..----+ "--T-.... +-
I I I 

. - ..  
..... 
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I I I I 

-• 
(u,",,,," oruyJ 
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C Major Review 
Preparation for Shifting for lower strings 

CA6 Ensemble G 
B 

r-o... o 

f-&- .....tJ IYiplins and Basses I I position ti - lifl 
Learn A New Half-Step C D Bmill! 3 

3 0 : t 1fI:' .... ....ln measure 8 the violins 
will take a half-step shift 
into II position by sliding -4 mst p08mon ... do Ii I Ithe entire hand into the 
position while retaining the 
fourth finger on the string. BCD C 

The basses will make the ! ;,. "!;,. jIt- jIt- I; .. 
half-step shift into III --+ position in measure 3. 

I first position do-Ii -I 
Cellos and violas will -
prepare for their firs! shift BCD C 
m!o the upper positions in 
line 7 by identitying the ! .J.. 
"ti-do" of C major. -,.... -

... 

Ii- do do- ti -I1 - III position I 
I 

i I I 4- 1 4- ... -

.-F-
! 

- -- -

rl 

..1. """ I n 1 

... "';tiJ I 

H!': 

I I II I - 
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All Instruments Shift On The Outer String 
New shifts for each instrument7 

All Instruments Learn 
A%)lew Shift 

Violins will make a 
whole-step upward slide 
of the entire nand keeping 
the first finger On the 
string from f to g on the E 
string behveen measures 1 
&2, 

Violas and Cellos will 
make a half-step upward 
slide of the entire hand 
keeping the first finger on 
the string in measure 3, 

Basses do two 
different shifts in this line. 
A "replacement" shift in 
ml?asure 3 and a 
whole-step slide-shift in 
measureS. 

"Lei the ear be your 
guide!" 

Students must locate their 
startin& pitches quietly to 
themselves before 
beginning this line 

Violins: whole step 
downshifts in measures 2 &: 
8, 

Violas will remain in II 
position throughout. 

Cellos: the "x" fingering 
designation is here used for 
the last tim... in measure 1. 
The "1 - 2 - 4" S<"quence 
should be recognized bv 
the pupils as requiring the 
"spread" fingering, 

Basses mll play in a total of 
four positions In this linel 

Second position ",," 
II !"I E 

C1 x4 

Position and Shifting Drills 
in Ensemble Style 

8 
8 

 
di¥fu;O LtMffi  
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Lower Voices Learn the "do-ti" Downshift 

9 Ensemble 
shift 

4 h 19- • rl:f:. New Shifts " " 0 0 ? • 
... 

Violins make a "silent" shift 
between measures 8 & 9. 
The hand will up to II 
position while open E is 
played, landing with the 
second finger on A. They 
will remain in II pesition 
until the end. 

Violas and Cellos will slide 
the left hand down from II 
to 1position while keeping 
the first finger On the string 
between C &: B in measure 
2. 

Basses will downshift from 
III to I position in measure 
2. 

All the lower voices make 
theIr downshift on the scale 
steps 8 • 7 ("do - ti"). 

:==t=P= .... tJ ... 

ELF' ao- r 
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112- .fl.. 
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-+-- ' 
I 

f: If: :ft 
... , 
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;,..". .". .". ! .. 
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l 

....,.-B 
II 4 1;,..,. .. ..". 1fIJ:... :, ..... 1"1 

I 1 I ..... 

LLC. 

III do Ii 
I 

I J J ..... 

f--F-¥.. 
.... 

<> -

..-
• 

II] 
- -.---C7/I' ... 

I Jj.l 
====1=:' Y. 

... 1 

..... 

.. 

I 

•---..:J-f: 
.. 

... 

I I 

•• 

-+ 
I ..... 

Some Notes On Shiftin& 

1. By having done the preparatory work in Cltapters 1 - 8 the students should be "shift-ready." That is they should 
have developed a left hand technic which is characterized by ear-guided independent finger action. Teachers should 
insure that their pupils do not retain a finger on the string any longer than the correct rhythmic vaiue for any particular 
note. Exceptions to this general rule include certain shifts and, of course, trills and double-stops. 

2. Shifting is introduced in the most logical way, that is, as part of scale passages on leading tones supported by the 
most compelling harmonic progressions. Additionally, young pupils find that developing second position is quite 
natural after learning first position. 

3. As stated in the introduction to Chapter 9, shifting is here introduced as a range-extending device on the outside 
string. Teachers are encouraged to use this as a point of departure in extending the positions downward as occasions 
occur in their performance music and at other opportunities. This concept will be introduced in later chapters. 

5 



counterpoint Study in First & Second Positions 

In and out of two 
positions 

All instruments "ill utilize 
first and second pooitiontl. 
Students should scan this 
exercise to locate their 
shifts before beginning to 
play the line. 

Teachers are encouraged to 
elicitfrom their pupils the 
locatIons of the upshifts 
and do"nshifts in this line. 

Basses have a NEW _ 
SHIFT between I & II ' , 

.. ... 
rests. new shift! 

'i¥=p

6 



Preparatory Ensembles for"Drink To Me Only" 
Drill of Positions 11 In 6 

Upshifts and 
Downshifts Reviewed 

Violins and violas use 4th 
finger in the ascent in I 
position. This is drill for 
use of this finger in n 
position. 

Remind the cellos that the 
1·2-4 finger is "extended" 
position. 

Basses will have two 
downshifts in measure 6. 

12 Interval Ensemble do 

Shiftin& in 
CounteIPoint 

Violins have a new shift. 

1hls is a "replacement" 
shift in which the pitch 
stays the same but the 
hand shifts to a new 
position and utilizes a 
different finger for the 
same note. The hand will 
slide quickly to II position 
while the first finger 
replaces the second on the 
E string between measures 
two and three. 

Violins will also have a 
"hidden" shift in measure 
7J 

counter melody ....................................... .. 

7 
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Drink To Me Only With Thine Eyes 
Concert Version in G Major 

(see performance suggestions, page 9) 
Old English Tune 

13 Unison and Ensemble 
In 6, Slowly 

..... __.... ......

1 i£=f=r....

8  



---

(play twice!) 
-

tJ 
.. .-

.. .. 

- =g=;.. :..-:-
............ 1 

Violins violins divisi 2nd time 

I .. f. .lI 

tJ .. .. 
4 J 

I r 0 
violas < , harmony 

0 

, ---i-:--{ -
• 

-H'-

, 0 

.......... play 2nd time 

I-r-....... - - ... ... -,. 
.- .--

cellos < harmony -" 
,«4 f•-

play 2nd time G# -
..."'¥-J. .' - -... 

basses "- -"  
h::-\;.. . ,f ! .!. • Jib 

--- - 
1/2 -

..... .  
.lI • Jf AI'::I: bt:.,.... ::.:: -I' . -Jr. S .. ....L-

... .  
tJ I r - I r' I I I 

.,.:;- -..., --------1m I I -- . ...-T 

Performance Sugestions: 

1. Unison melody with piano accompaniment. (Upper stave for all instruments) 

2. Ensemble. Violins play descant until measure 13/ then divisi, upper and lower staves. 
Violas & cellos repeat the melody to measure 13, then play the harmony line. 
Basses play the counterline on the repeat. 

Piano is optional in the ensemble version. 

9 



Some New Shifts 

14 C major scale designs, with positions 

C Major in Two 
Octaves 

Violins will extend the 4th 
finger from I position to 
reach the high C in meas. 
3. 
They will make a whole 
step slide shift from f to g 
in measure 4 and reverse 
this in measure 7. 
In measure 8 they will 
make a "silent shift" on the 
open E into II position. 

Violas and Cellos will play 
C major in both octaves 
employing I & II positions. 

Basses must find the 
'i1ldil'en shift in measure 81 

Non-linear Shifts 

Students are asked to 
execute their shifts between 
chord tones as contrasted to 
previous shifts which were 
between adjacent scale 
tones. 

Violins will shift over a 
minor third in measure 4. 

Violas will shift over a 
minor third in measure 5 
and do a replacement shift 
(same pitch, different finger) 
between measures 5 & 6. In 
this case, from do to do. 

Cellos will upshift OVer a 
minor third In measure 5 
and downshift over a major 
third in measure 6. They, 
too, will do a l'eplacemmt 
shift between measures 6 & 

Basses will upshift over a 
fourth between measures 3 
& 4 and make a silent 
downshift in measure 7. 

 

r  

Shifting "On The Fly" 
The "do-do" shift for violas and cellos 

15 Canonic Arpeggio 
o 

o 

10 
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Lovely Evening 80 
Two-Part Concert Round in C Major 15 

Slowly, in 3 
1\ _...New Extension Shift -- c-.- • ,.-....-for Lower Voices "- -
f) 

Cellos will extend the 4th 
finger a half-step upward 
to III position to reach the f 
in measure 15. For players f- f.: If: {l 
with small hands, a very '-----.- .,--,small upshift will facibtate .. 
this process. Don't forget ,. Into reverse this move in the 
half-step return to e in II 
position. 

I I .J I I'];'1,'.Basses will make a 
porf1lmento shift from the c T' fL---
In measure 14 in III r.-

position to the f in measure 
15, in V 'pOSition. Retain 
the 1 at finger on the string 
as the hand upshift, I.toward V poSItion until the .. ,4th finger can find the f. 

f-- I I I 

1\ 

f) f[ZJ r I r ..f, 

f) .. ..1"19-

I I I I I I I I I I I t

1\ ° ° ° • ! o 

I 

4 

slide! f.: 

m II 

v III 

P"'""l I I J ! J j J J I 

f) I r I r r I I I rtf r r r I r I r r 
[ill 

.. .. .. .. I 
(tb erne in contrar motion) 

• .". 17 •-r'- :f'L-:f-+-+---I----

11  
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o L ...... t:'\fadeI I .. " ...= =-= ...- -f'--"... --.--
.1 . 
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..-._+= i _ ....- .- -::----'-...------t-- r<--
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... ..1""-- -F-

.. j--+-... ...- - .....fL....... +- I-l- ...- r-:-.. :::::=:=-
..-

t:'\ 

...L... - +----t--=-==- -r-=--t. 
......._'--.. --+-. ..- ..._ ...  

pizz:::::=:=- arro  

.1\ I I J I I I 1 I 1 J:  

t.J - -:::-I I I rr f r r r r[ill [[] 
I-W-- ... ._- _ ... ..-..-t::::= r- I I 1":\ I -+--...-1-6'-'  

?f .. I' --1" [' '" . ott .. 

::::::::=- t:t" f 
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Chapter 10 - Bb Major 

Instructional Guide 

Positions: 

The violins, violas and cellos will employ first (I) and second (II) positions in this key. 
The basses will play from half position (H.P.) to fourth (IV) position. 

Objectives: 

1. To develop the concept of the lowered first position 
2. To improve the bowing of quick, repeated tones (sixteenth notes) 
3. To develop understanding of the dotted eighth-sixteenth in several meters 
4. To learn to read abbreviated, repeated eighth notes 
5. To apply the new rhythms in ensemble playing 

Teaching suggestions and performance hints are set forth in the score. 

General Hints: 

FINGERING. New shifts are required in this Chapter. Half and whole-step shifts are 
introduced as are several shifts on "new" fingers. 

BOWING. Rapid alternations for sixteenth notes require a relaxed right arm. 



--- --

1 

Chapter 10 • Bb Major  
Positions Vn, Va, Vel, I & II  

Bass, 1/2 - IV  

A New Key Introduced 

To orient the pupils to Hb 
major, ask them to sing 
the last three pitches of 
the scale (la-ti:.Jo) against 
the harmony provided at 
the beginning of the piano 
part. Then play these 
tones (small notes) 
similarly supported. 

Now, play the scale (large 
notes) as written. 

Violins and violas will 
contract the left hand into 
thi s ke,Y in order to play 
the Eb s and Bb's as they 
occur. This will, of 
course, require the 4th 
finger to reach out "just a 
little further" when 
substituting for the open 
string. 

Cellos will employ a 
"lowered" first position so 
that their extended 
fingering 'will aecomooate 
the Eb on the D string and 
the Bb on the A string. 

Basses will remain in half 
position (H.P) throughout 
this line. 

Bb Major With Signatul'<' 

'Abbreviated Eighths 

In Otap!er 9, eighths in 
triplet Form were first 
abbreviated. Two eighths 
are now written in tfie same 
style; the shortened beam, 
WIth two dots above the 
note. 

Play these rapid noles in 
the upper half of the bow. 
Keep-the three hinges of the 
right arm, shoulder, elbow 
and wrist, relaxed. 

The short stroking is done 
with the forearm. Use a 
longer stroke for the slurred 
quarters. 

Hold the beat of the 
quarters steady. This 
guides the sulidivision into 
the eighth notes. 

Bb Major Scale· first octave Student Book pg. 32AG 
a 3 0 3 2 
D Eb F a Bb 0 

... .. -* .....l.. 

23 0 

* .. -
(test)  

0 
4 0 

, . 
a a 

(test) '0 
H.P. 

.---=--=......- ... -u .... .... ...... ... ... .. ....... 

Abbreviated Eighths 

2 Bb Major o o o oo0 0I . I'" 1\ I 0 .-
t ....

4v 4 I ....... ·  n-: I' -;* ... -......... - -
0 

0 I {/ ; 0 

..-H ...--"'-- H=t=t:7--
4 4 --t-T - ... 

......... 
. -- +-J,;t-

. .. .. • ; .. .-- - ,..., 
* 

I ..- f----- I I - • I;; •. L""'- . It#' ......... ... ... 

I 
.. ...- ... ...----'---+--- I I · 

1\ 

v 

I 

tt & ..... 

I 

.. 
.... 
I I 

0 

I 

)1 
... EJU 

1\ I .-A I """'" ·  . t.J .. ----' - -II- 
II .;;::-..." .- LL I,...,.. 

... ... --- .. -100""'" ", 
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Abbreviated Triplets 

3 Arpeggios 
Student Book pg. 32 

2 0 I V 0 1 3 1 .,. .." ITriplets Abbreviated ...-j--. ... 

The triplel is played ,. I I........ -- I ........ I........ II ........ slightly faster than two 
eighths for the quarter I ry,3!

2note. 0 , .:;,;. 1-,$1--I-rrn-. ' 0 

1 ___MThe teacher can help the 
. ... --rhythm bv tapping a 2 I 3 well-controlledpulse 1 I,,:3, 

while the pupils clap 0 0i I. ,,,
tnplets. . --+-+++ . .'. n 

1\'ole the different bow I 
..- f+--:±:;=:: -

Ii I 1speeds between two and I Ii Ir 4 

three notes for the ryh 
quarter. The entire ..,... 10 In0 0 

.....exerdze is executed t=q;::;:j;: ...= \+:::..----+-+H-t-';::;:-
between the middle and 
tip of the bow. I I I { { I I 40I 
The interval of the 
diminished fifth, A to Eb (Bach motive-see 1\'0. 15) II] 
in measure 11/ is best  
guided by the {eel of the " I  
harmony.  r· .. H JCellos are reminded that 
the interval Eb to G i 
between measures 5 & 6 I 

I I J J I If 
requires a "spread r:=!!-'---
fingering," or" xl - x4." " .. --:-::---: 

!if = ._= ..:' ... ..:::.. I---- ...-
Basses will remain in 1/2 

 

p,osition throughout this  
line.   -,I--r...-+ ..;:" ... .-!""I"'" 

\.0001' .... .. •
counter scales 

o WJ o 3 
o 

3 I I 1 I 
+"",1 '" .. - ... 

. ..

-fl. ....' -4'. I.'-" II "-.!! [7' T 1 -.::. I ... •  
0 r 3,  

0 :;: . I • !-,$I-- J. .,..:..,••• -
.---F-FF ...II I I... I 1 

0 r a ! . .,... 10 l .- ... 

4 

. 

I I ' .. --
I1- 2 r3, 

II ,. l 
f-io - •••10 

·+-1--1.1-F1---+===f----!== R=... ...-=--
4 1- 4 I I ... 

1 

[[] i ..J.-.. WJ 1""1 
" I "'-.-' .... _ .. ..."'" ... 

-.. ,4].. m . ...- ...- _... 
& & 

" I I ih- ... . ... j Ii J I 
t:.i. 

• Ji .... J 

L .. 
I!ooj 

I..-:C: I--I-n---.- ..--
Ie: 
H---

Ie 
...._L......... 

fL._ J.p. 
... f+---

i T 

1--. ...-
...== 
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Broken Thirds 

'Reminder: Playing in tune 
is refined with of 
the basic triads, I-IV-V7. 

The chromatics in the 
piano add color and 
mterest to this simple line 
of broken thirds. 

The abbreviated triplet in 
the last measure lends 
rhythmical continuity to 
the musical design. 

Cellos must reach 
backward 'With the first 
finger to achieve the Eb on 
the D string and the Bb 011 
the A string. 

Basses remain in half 
position (H.P) throughout 
this line. 

Second Octave of Db Major 

the starting pitch 
by testing the pItches A-Bb
(0!l):rteo. by the harmony 

Violins play the full scale, 
supported by the incomplete 
octave In the 10'W"el' strings. 

Violas will shift to second 
position in measure 6, using 
a whole step upward slide 
of the handOetween Hb and 
C. 

Cellos use the extended 
finger f'Ositions. At the Eb 
above the staff, eldend the 
fourth finger a half step into 
II position. Measure 6 has a 
whole step shift into n 
position. Bb to C. 

Basses start in II position, 
leading from 1/2 pos. The 
IV posItion is in measure 2. 
The II and III positions are 
also used for this Bb major 
group in the bass. 

4 Broken Thirds  Student Book pg. 
1? 

0
J'1 i • 
tJ ... - ... -

0 

... I 
I  I 

. •  3 

.... ---f 
! I  I I 

., Q, •  3.  'r-
-... r-.- , , ..-

I  I 

I 

I 

I I 
...

-./ "" 

, , I 

Second Octave of Bb Major 
Lower voices shift to higher positions 

Bb5  D Eb F ACA Bb Bb 
1 2  3 

(test "ti-do") Bb. major scale 

1/2 
(test "ti-do") 

(V7-I) 
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Ensemble Patterns 

The scale patterns are 
vvoven into an ensemble. 
The triplet abbreviation 
reeei ves further drill. 

Violas will employ both 
first and secona positions. 
Ask the pupils to find the 
shift points. 

Cellos use normal, 
extended and II positions. 

The basses will shift 
frequently in this line. 

Intervals In Two Octaves 

The Broken chords and 
thirds (in line 8) are treated 
as canonic imitations, 
somewhat in the style of a 
round. 

This is a good line with 
which to practice entering 
after a rest. The lower 
voices will have a good drill 
of this skill. 

Observe the bo"'fugs as well 
as the fingerings in this line. 

Ensemble Patterns 

6 The Scale 
Student Book pg. 32 

,Lh. 

7 The Broken Chord  
.. 1\ I t 3 t 1'- {I 4 :. -II- -II- .. 4 t 1':-- ............ 3 1'-

4 -. 3 

,. 
_. · I I I I I 

-' I43 1"'1 
2 0 1"'1 --+- t f 3 t ' :i 1"'1 -II- f f:;" 1':f: If: 1*'-.1*'" 

.. · .... 
1"'1 0• 0 4 1"'1 

4 .;,. - 3• -f'- 1 f: . • 
-.:=t. -l:;j-< .... · , I ..... , 

4 
1"'1t 0 4 .! jI. 

4 
1"'1 I o :'...1: t .;.. - 3 . .'.... 

-;C. ..... ,II IV III ltl.1/2' 

" 
tJ Uti 1:J 

,,1'- f 1'- fL' 

....V' 
" 

... ...." " 
... I I.... 
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Ensemble Patterns 
(cont'd) 

Broken Thirds Student Book pg. 328 

Ensemble Patterns 

All of the intervals of the 
principal chords of Bb 
major have been reviewed. 

Lines 6,7 & 8 together 
prepare the pupils for an 
enrIched counterpoint 
study in line 9. 

Cellos have "hidden 
shifts" in measures 2 & 3. 

Basses start in II position 
and have shifts in 
measures 2, 3, 4 & 61 
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Counterpoint Study 
in Bb Major 

9 Extending the First Octave Down Student Book pg. 32 
BbA G r3,4 .-' Counterpoint Study ." - r:4+ 

This lower extension from 
Bb has the incomplete , tiW'lt' -,f-:;i-rf i-,f* " I I . 
octave, It reaches into the 
lowest compass for all 0 

BbA G F Eb 0 0 .;7Lf!:.f:: 0instruments. f!:.jL *-. 1.".-' •-+-++ 
Cellos have a downward -
"xtension (X2) for the low 1 0 3 
Eb. 

BhA G F Eb All parts combine different j= ........r"I _ 0. .-- .......... 
... """"  bowings. These should be 

dearly articulated. ...= Contrapuntal playing is 1 I 
the principle aIm of this 1 2 
study Bb A 

o 
G 

': 
F ........,..., 4 • • .........,., 1111--'" 1---,.... """" ..

.. 2. . -'-- ... --'--. 
I 0 • ':' ... I 

[[J 
I r.1,

'" I -- -
y

-,f*.l-,f I II: ........r"I 1-('-- .- I. ,J " .• 
--"- 1"---'---' .. *71 

1"\ 0 
,., I 1"\ 0 3 

'''"''' 0 

....
-+-+ 

71· I I 1 II 
o 1"\ 

.... 
1"\ .. 

• I1*.I I.,... ..• 

pizz I I ""' .. -areo 
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Sixteenth Notes 
Four 16ths equal One Quarter 

]rus new rhythm pattern continues the initial style of writing subdivided notes (beats). First with single flags! then with beams.  
Four notes are now played in the time of one quarter note. These are called sixteenth notes. Use the bow from the middle to the point.  

The stroke for these more rapid notes is done mainly with a loose right hand. The bow is held in a steady manner, without stiffness in the fingers.  

A steady beat must be maintained. Considerable practice is required to establish a correct division of the beat, without any rushing.  

Students should clap and count this line before playing. Examples:" one - two three and - four". Also," one - two three ee and uh - four."  

10 Unison - from middle to upper part of the bow Student Book pg. 33 

1"1 V ,..-.....II I 

i.... ... 
t.J II I II I 

count i i i 3 e and a 4 -
,.. 1*- .fL .fL ,.. ,.. ,.. ftftft 1*- 1*- ,.. ,.. V 

I,.. ,.. 
....-

.... 

count 1 2 3- and 4 1 2 3 e and a 4 

. .. .. ,..,.. .. .. .. t .L 
I t .. 

.c..........: 

.. ;,..,..,..,.. .. .. ........ ...-.... 
· .. ·bi r.. J....... ..l......-.... 

count 1 

• 
2 

• 

3- and 4 

1*- 1'- .. • • .fL.fL .fL 
1 

• 
2 

• 
3 e and a 4 

;,..,..,..,.. .. V....... .. ...-.... 
fL 1*- .....• 

... 
count 1 2 3- and 4 1 2 3 e and a 4 

+,1,--,,-
't.J ;I'. • ... . . .. ........  • 
II I r;:;:;...... 1 ..... I!!!!!!!I!!!!!! I 

-if.. ==== ............. -... ... ...t.J IT 

I I I I n ...: ...: .. f: fI: !'-,.. ... .... 
.._.. tiL += 

:;t T "" .... ... I 
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Rhythm Drill in Ensemble 

Notes in 
ounterpoint 

The sixteenths are 
developed from unison 
into ensemble thouf;h 
contrapuntal imitation. 

The rest patterns require 
exact counting. The bows 
must be ready for each 
entrance. 

In measures 7 & 8 the 
cellos and basses hav,," 
dots over their eighth 
notes. This means that 
they should be played 
very shor!. This is called 
staccato, from the Italian. 

Student Book pg. 33 
11 II] 

 
I 

(1 - 2) 

.....•. .....•••••=tffu•....• ... ... tbfi 
II] 

v 

1"1 v 
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Listen To The Mockingbird 
(see performance suggestions on page 23) 

12 Unison and Ensemble Student Book pg, 33 
Not too fast 

(silent count) 1 - 2 - 3 

 
.--

1"1 1"1 
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12 (cont'd) [I[J 

I __
 

-
.:..J--,-

.... ;::;:,;; .... - ===---

,. ,. ,. ,...... -
... -"" ---:: - .. -

..... .. 

Up-beat Sixteenths 

Bows must be on the string BEFORE the attack. Silent-count the three preparatory rest beats to establish the pulse for the four even sixteenths on the 
fourth beat. 

The bow is treated in two different ways for the rests. In measure two, the bow comes off the string before the next down bow. In measure three it stays 
down and is ready for the up-bow. 

The piano uses part of the tune as a counterpoint with a bit of old-fashioned "boogie-woogie" style. Students ",,'ill gain in musical knowledge when this is 
illustrated and anaiysed. 
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Preparing for Bach 
Two sixteenths tied equals one eighth 

13 Moderate Speed Student Book pg. 33 
,.. "'l Y 1"1 YI"IY 0 

... 
m .....and Two ..Ixteenths 

tJ "lhhhhI ...... .- T----- . . ...'This rhythmical figure I +a2 3+<14(count) )oe - and-a two three-and-a fourfrom tlie Bach Arioso in 
No. 15, is prepared with 
the same principle of the 
TIE as begun in Chapters 3 
&8. 

The tie here changes two 
sixteenths into an eighth. 

V 

IIIIIIiIOiI I 

(count) 

... 

'"
_I 

one .. and-a two three-and-a four ! a 2 

-::: 

3 + a 4 

...... ...-

Use a moderate tempo. 
Sart at the middle of the 
bow for the fus! group of 
sixteenths. The quarter 
note brings the bOw near 
the point for the next 
group of sixteenths. 

. 1"'1 V 
I!!!!I!!!!!!!I 

(count) 

1"'1 V1"'1 V 

one - and -II two 

I!!!!!!!!!!!!!! 

v 

three-and-a four 

-
I T a ,. 

... 

2 a 4 
I....f 

In measure 3, the first 
eighth takes the place of 
the two tied sixteenths in 
measure 2. 

. 
.. 

1"1 1"1 V1"'1 V 
iJ)£ik .. 

2 4 

-.. ... ... 
.. ... 

",,, .... 

'''Ioo.ol ..-

... -.... ""'"l I ...........- - -it 

If -""... . . . . 
i I r I 

J!<. --/I 

" I ....-1 
......, ,......., r1 rFi r--,. ..- ... --1;-...... .. -j 

tJ .. ... .. . ...  
...rr.-t-... I I I • I 1"""""= 

... .................  ... '" ... I '" I 

14 
Up-Beat " ,.. 

The up--beat for the following :fft:::::Bach piece is here first sho,,'I't r  
as part of a full measure of four  
quarters. This makes clear its (test)  
place in the rhythm pattern.  

Play the fust three counts  
steady. The bow remains on  
the string for the fourth count  
rest, then the eighth starts on  
the "and," or second half ofthe  
quarter. Try this by rate first! 3 ........  

The chromatic Eb to E adds a 
new tone to the scale line. 

The eighth-two sixteenth  
patterns receive further drill. .4 ......  
Basses have a "hidden" shift in  
measure 3.  

,.. ! 

...•i" 
tJ 

.. I· ...... '" IT "-IJ- .... 

_ .... "fIf" .. -f'-... 

....-
I 
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15 

v 

Bach HAMson 

The last two eighths in 
measures 1 & Z are both 
played with UP-BOWS, 
but with a slight stop 
between them. Tbe bow 
remains on the string for 
these detached eighths. 

They are written -with 
sin131e flags first to show 
theIr relation to the 
pick-up eighth note and 
the last eighth at the end 
of the piece. 

The bow should be on the 
string ready for the 
pick-up. This type of 
rhythm is usually plaved 
in the upper par! of the 
bow. 

The bow arm should be 
relaxed as far as possible. 

Bach Arioso 

Student Book pg. 33 

v v 

v v 

v v v 

Final missing eighth (pick-up) 
IS at the beglnrung 

ov o 
v 

v V 

... Ef v V 
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Dotted-Eighth and Sixteenth 
ill) n 

16 F Major  four 16th, In time of from tie to dot! Student Book pg 34 
one quarter 

1"'1 V ... v v ... V 1"'1 V- -=" Rh Drills for 
I oun Gar ensH 

FROM TIE TO DOT. 
t.J 

count 
I 
1 2 

. ... 

1 .. 2 1-------- 2 1- da 2 
I 

dot takes the 
of third 

.. 

F major is reviewed for this 
new rhytlun step. The first 
measure sets the beal for 
the quarter notes to guide 
the speed of the four 

I 

'::-+--
1"1 

.-

V 
" 

V V" 1"1 
-+---+. 

6th 
r"\.-. V 1"'1 V 

- " . 
sixteenths 

Three sixteenths are tied to 
equal the dotted eighth. 
The third sixteenth 
"shrinks" into the dot! The 
fourth sixteenth must be 
played with a very short, 

mi' 
j-.L. 

I 

1"1 V ..-
.. 

'1"1 V V 
-

1"'1 V 1"'1 V 

,.. .-
qufck stroke. 

The eountertheme in the 
piano illustrates a 
technique of musical 
composition. Its strong 
rhythmic pulse aids the 
learning of the sixteenth 
notes. 

" 
I 

.. 
...-

V 
... 

1"1 V 

-y 

V 

N
1"1 1"1 V 1"1 V. 

ct· -:f'.::= 

t) 

... ... :f:.!_:f:: 

 I II  II 
countertheme 

,. . .. I ....  ... --

...J'-.----

17 Slurring the new step 
Rtttted  ,.It#lj- lxtee__  ". 

.. .... 
The dotted rhythm in this line  
is suggested by the motive of ' .. - '3 ..... .... 1 
"Country Gardens." The 2--- 3 4 
timing between the bow and  

-
fingers is different when this  .--...,. ,,--...- .--...,.• 1"1 V---.. ... .. pattern js slurred. 

The bow moves steadily for the .. ...- ..==::....  
quarter beat. '!he finger ads count 1 2 - - - 3 4 1 2--3 4  
with the same quick placement  
as in the preceding exercise.  

1"1 V_ 11"1 V--., .-::-
... ,... .-  ., 

count 1 2 - 3 4 1 2---- 3 4 

1"'1 V..---. 1"1 V---.  , ...  - 1-:;,-' 
.--=+--F----F-+ 

I !-' 
count 1 - .. 1 2---- 3 4  

..---:::: I i"=i r-::," 
.. t.J r D r t  r• i 

"  
...  • $ 7.f .. ..  jh::r.- -..-J  I :-:::. 41- I.... 

.'1--. .- .... -----+----
_.::.'L..... 

'-' 71'.  I I-----"71' -:J. -:J.. ::  11 
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Country Gardens  
Unison and Ensemble  

Old English Tune in Memory of 
Percy Grainger 

18 Slowly at first, then lively! 
of "Connto' o 

ardensH 

-
I···· II I 

I i 

I .... I .. ........ I ,/ I 

I ... I I J . _--------1 ..:.. .. .. .. r r I I 

..-;-.=- -..... ... • 1""1 ,.. 
t) .. 

I -
1'"1 ,-. .i1'"1 ,,- l.i'"7" . - -. 

... ...
I I 

4 
x4 . 1'"1 1'"1 1'"1 1'"1 .... -------,-..... .....f:q:: ""'"'-.... .... -- + 

c.L._ - ... ..-' I r iOIii I I 
I 

1'"1 1'"1 2 
t 

-.:;y. ._. • 11- - .-4 

. .--
_. 

r ........ I Ipm II 
H.P. 

r"I'IIr- r"ii 
fI ..•. , ! I I J i ! ! nJ } .... rr'1 .... :-.. - ....  

.-
I f' r i -.1'- - - ji." I!'" r Clr , I I Citlf r I 

.... 

rm a r' 
JI ._. I :""" . -

t) .... .. .. .. I- Io.,j I - -' - - 'I I
.1I-.L I 

11- b. 11- 11- b. ?- t lb. .". I I I 1'1f- .". . .. _. 

I WI;W I 
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Canonic Study 
Abbreviated sixteenths 

19 Bb Major Student Book pg. 34 

Sixteenths Abbreviated 

To start, have the bow 
ready ON THE STRING, 
near"the point for the 
preparatory third beat. 
Think two 'silent counts 
before starting. 

The dolled 
eighth-sixteenth is played 
slurred and with separate 
strokes. The true rnythmic 
timing f(lr each of the 
bowing styles requires a 
long dotted eighth and a 
short sixteenili. 

In measures 4 & 5 the bow 
remains on the string for 
the rests. 

Notice how the 
abbreviated sixteenths are 
written. This pattern is 
introduced in each part 
tltroughimitation,asa 
"Canonic Study." 

''Darling Clementine" 
Old Irish Song 20 Unison 

B;tted -e aateows 
The bow starts at the middle 
and should be ready on the 
string. Aim to improve the 
rhf.tlim of the dotted 
eighth-sixteenth, with an 
accurate timing of the notes. 

In the separate strokes and 
slurred patterns be sure to play 
the eighth notes in measure 2 
evenly in contrast to the 
dotted-eighth figure. 

1st time - play left hand 
part alone, using two 
hands. The low Bb is a 
drone! 

2nd time - play both 
1i.'1es 
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Bb Major Ensembles With Positions 

21 Shifting Driil in Ensemble Form Student book pg. 35 

New Shifts in Db Major 

A WHOLE STEP SHIFT 
for all instruments. 

Violin, viola, cello: J to n. 
Bass: H.P. to IlL 

Note the downshift of a 
major third in measure 6 
for viola, cello and bass. 

Remember that THE 
THUMB MOVES AHEAD 
ON 1HE DOWNSHIFTS! 

Measure 6 has an up-bow 
start. This is done for a 
coordinated ensemble 
finish. Prepare the bow 
near the point, ready to 
play after the whole rest. 

H.P. 

Ensemble Drill 

Ensemble Drill in Bh. 

The Bb scale steps are drilled 
in positions and ensemble 
form. A chromatic F to F# is 
introduced for the lower 
voices. 

Bass shifts to first position 
for F # and back to balf 
position for Eb, during the 
open G string. 

Viola has a NEW SHIFT, Eb 
to D, II to I, before measure 5. 
The third finger stays down 
on the string while Shifting. 
The thumb Initiates the 
dO"'nShift. 
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Position Drill 
Student Book page 35 

Posjtion Drill 

All instruments are 
drilled in the positions 
in Bb major, l:ioth in the 
unison scale and 
through harmonic and 
contrapuntal voice 
leading. 

Pupils should be asked 
to locate the shifts by 
inspection before the 
line is played for the first 
time. 

Violas have a new note, 
a high F in measure 5, II 
pos. 

The bass goes up to IV 
pOll. 
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6/8 Review With Positions 
And Counterpoint 

Violins Vt'illiocate the starting tone, Bb, in II pos., upwards from F, as shown. Students should make it a habit to quietly check their starting pitches 
whenever possible. This promotes individual responsibility and the ear-training component of their musical maturity. 

Cellos use the extended fingerings in I to II pos. Differing fingerings are for drill purposes. 

Basses will use both fingerings to improve their shifting skills. 

All players should keep their bows on the string for the eighth rests. Observe the two styles of notation; the single flag and beamed eighths Vt'ith a 
rest in between. This marks a group of three eighths. It adds rhythm drill to this line. 

24 Positions and CountelJ'oint in 6/8
3 Student book page 35 , .,. .fl.. ,. I 

... -r fI" !'-- 1t ... 
(VI.Olms I 

•00 .,.' .,. .fL f: .fL 

.=:::::l=::: ==±=:::: 

.. x2 .,.. X; .fL 1t. ...-----.r.. •  
;;#'.. .. f-- ..........-f.  

..--, II' 11:... ....J.- .;.... 
:;;If-L-- .. 

bass use both fingerings! 2 • 
j . ..II I 

?T '---p r ! -

1----. 

,. ,
I "'711* ... t:t:t· !-.fL' 
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I 

In The Style of a 
"Beethoven Canon" ,tudent book page_ 

25 Moderate Speed Adapted 
V4 1"1.... 

,; II . I l- -P-.. ...". ..Canon in Bb Major 
-_.._-_. t= + ----.'A Beethoven Canon has 
.. 

1 .....
been adapted as a -
summary Ime for Bb major 1"1 
and the positions. V .... ..--. 

.... 11- 'lj:::iJThe bow stays on the --.. .-
string before the 11sixteenths. i 

1"1
Reminder: keep the right V .... .[.rt.... . . .......-hand loose (relaxed) when -
playing the sixteenths. '--7-" - - --+--

1 ,I rAt this point, students 
should recognize the shifts 1"1 
and positions from the V • .. 

.... 
..fingerings alone. ---.... '-""--... , f1=+=1 1 

II]
II I I L I I ... 

- --- • 

"""" -----------... f40J- =1!"1! 
...,. ':;t"lf " ...... 

(rehearsal only) 

1 1 

1"1 
II I 1"1 V ••• ."..' ...• 11-."...... 

...- ...
..- ...L'II I I 

-p- 1"1 .. 1I-J ft. :r: .".. !J,..""' ! I 11- 1"1.... ."". #.1ft. V .. 
.._. 

J. ------.... .. 
....1... 

1"1 
n I. .... .. .. -. .".. .,.. .... .:. !. -., .= 

'--7- ..
II I - 

• 1"1 •. .... !.,.. ;.. ."...;.. ,...,a .. . . 

::;;;e" 
I I - 

f: 
[[J [iIJ 

,., I 1 1 I 1 I I -I I 1 I I J iii I 

."'- .-r,JI 
I I 1I··· If" II I I1 

n I. .. I. 
.. ..-- ..-

I I 
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In The Style of a 
"Beethoven Canon" 

Student book page 35 

25 Moderate Speed Adapted 
V i .... 1"1 

Canon in Bb Major I I . .fl- .......... .fL 1"1 .... .p. ...""';. '" fl . ...... 
.... 

ABeethoven Canon '--fj ·F - 1 '-"""-1o;J.J+'
has been adapted as a I ...... , 11 -,... 
summarv line for Bb --
major and the 1"1....positions. V ..-......_- -
The bow stays on the ..IJLOL .:!! .. :'" .. .. ... L ... :":"__J_ --It- --_.string before the 
sixteenths. 

"'I 
Reminder: keep the V :. .... ...--"".  .._. 

.F--(relaxed) when playing ..... _+-
right hand 1008e 

the sixteenths. [1 II r 

At this point, students 1"1....V 
shifts and positions ·4--).- ---- -..-- +.. - .-11
should recognize the I. 

from the fmgerings '-
alone. I I r 

II]1 I .- I I ... 

 I" -,t -,t :-,t."  

I .. -!-r.:. _..  
_.  

I. I I 

!"I 
1"1 . V .... ..... .fL'. .... .fl-fl L ,.., 

.. 
.. ... 

I rT T .... -

1"1 I 

• .. f!:-f. .fl- I'!I.•• 11!: # If!:-... .......  
..... 1--+--1-· I.•. --........ .... 

. () I. 
1"1.... .... I .;,. .fl- f!:- 1.JIl .. ! . ,-.. 

"e--II II 

. 0 I .. 
1"1.... 

=-+-+ ---r'1-- ! ... ;... ...:f!: I.fl- ;,. 
-

• 2 I .. "'" ..-1-1 

I I 

u:qIfl I I I ..1 I I ..... I ... i I I l ... r1 j I . [[Jm:1i I. 
.....- . 

tJ '" ..... I...• tt- II ""I' L.JJJ II I f 
-FJ:: ;""-F-

1 I ITl ! I/r I 
I • .... I • •._.., 

-F=:d- '==t=H=. 
--'--- .... 

.-

-.o....J-...I I -.o....J 
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Chapter 11 - Extending the Positions  
A, D and G Major  

Instructional Guide 

Positions: 

Violins, violas - III, Cello - III & N, Bass - Vl/2 & VI (V will occur in Chapter 12, Eb 
major) plus the G harmonic (VI) 

Objectives: 

1. To be able to begin a piece in a higher position 
2. To find new shifts to accomodate the demands of the music 
3. To develop skills in down-shifting 
4. To learn to extend the playing range 
5. To play in two octaves with positions 
6. To develop velocity 

Teaching suggestions and performance hints are set forth in the score. 

General Teaching Hints: 

FINGERING. New shifts are required in this Chapter. Staying in a higher position while 
sounding an open string is a new skill.  

BOWING. Rapid alternations for sixteenth notes require a relaxed right arm and wrist.  
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New Shifts 

Violin to 1lI - "ti-do" 
shift. 

Viola, Cello to Il, 
whole-step shift in the 
scale. 

Bass previous 
shift to lII,. same as in 
Dmajor. 

For uP:'shiits, the 
whole hand moves as a 
unit. thumb included. 
For down-shifts, the 
thumb starts slightly 
ahead of the hand. 
With control, this shift 
becomes a single 
motion.. 

CAUTION! 

Be certain that the heel 
of the hand does not 
Test against the neck of 
the violin while 
shifting. Violins in 
third position should 
avoid resting against 
the upper bOut. This 
will cause sharpness in 
pitch and stifle the 
vibrato. 

Third Position Drill for 
Violin 
With the smaller 
spacings between notes 
in the higher positions, 
aim to improve the 
independent finger 
placements. The ear is 
the guide. 

Violins stay in third 
position wlUle playing 
open E in measures 5 & 
6. 

Viola has a new 
downshift, II to I, 
measures 4 & 5. 

Counterthemes provide 
ensemble support. 

The sixteenths are 
played with a loose 
right hand motion. 

Chapter 11 • Shifting to Higher Positions 
New Positions - Vn, Va; III, Vel, III & IV 

Bass, Vll2 -VI 
D Student Book page 36 

1 Violin I to HI pos. in A major "ti 

Position Drill 
2 Melodic Ensemble with Counterthemes 

f,-';" .n. 1'-

III (stay i III pos.} 

ll.ll ... .. fL I:f!:t ft..,.. 

new shift!, ...,.., r"I ... #I #I 0 Hft. -. 
.-
r -I -

r"I r"I .... r"I .....-'! r"I - .."" - .-... ._. 
....-;;;orI ..... r 

I I I J. 
I 

.... .... -
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III to I  
_rVlll_1l  

Violins have the 
half-st"r downshift, 
"do - tit step 8 to 7 in 
the scale. 

Remember the thumb 
motion. The only 
difference is the ' 
greater shifting 
distance. The tirst 
finl'ler stays down 
until replaced by the 
second, in the first 
position. At all times 
the ear, guided by the 
harmony, leads the 
fingers to the pitches. 

For the violin shift in 
the last measure, open 
A to hi&!, A, do it 
rhythIriically. shifting 
right on the beat! 

(Note the abbreviated 
sixteenths). 

in III pos for 

'Extend the fourth 
finger a whole step for 
the high E in measure 
6, Move the finger 
along the string 
without lifting it 

Allow the thumb to 
relax and move back 
slightly. This ""ens 
and loosens the hand, 
helping the extension. 

Cellos must reach for 
the major third in 
measure 2using the 
extended tourth finger 
to achieve the C#. 

Violins III to I 
Down-scaie Half Step Shift "do - ti" 

3 Chromatic Ensemble Support student book page 36 

Preparatory Ensemble 
for 

''Flow Gently, Sweet Afton" 
extend! 

4 

,., ,,4 

pizz arro ,., 
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"Flow Gently, Sweet Afton" 
student book pg .36 

5 Unison 

A Drill With 
Positions 

Violins start with the 
hand in th" third 
position while playing 
the up-beat note, E. 

Position Drills:  
Violins Ill, cell"" II,  
basses II, 1II1/2, and N.  

For the violin interval 
C# to high E, remain in 
the l'osition. Small 
hanos can move to the 
tone to avoid strain but 
must return to 1IJ 
position for C #. 

In measure 11, high D 
(ad lib) is played If 
confident of the 
position. The whole 
hand moves to D. A 
smooth down-shift is 
helped bv the thumb. 

Ad Lib  
HighD! •I 

o .i o 

J  
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More Shifting to Higher Positions  
New Shifts Vnf Va, Vel: I to III Bass: I to Vl/2  

in new keys on the outside string  

6 Play twice 
Bass 

'Violins to third position 
with it shift, G 
natural to A. In fine 1, the 
shift was from G # to A. as 
"\i-do." The shifting 
technique remains the 
same except that the 
musical dIstance becomes 
a whole-step instead of a 
half-step. 

Violas go HI 
pos., usmg the ti-do 
mterval, steP." 7 to 8, a 
half....tep shift. 

Bass has several shifts; 
III /2 to IV, C# to D 
("Ii-do"), IV to V1I2, D to 
E, a whole-step shift. 

As the bass shifts into the 
V1/2 position, the thumb 
shifts to the side of the 
neck. 

Violins have a 
countermelodv in the 
repeat, at measure 5. 

r 4 III 

! .ll 11-\ ... ::'if • 

"ti -do" 
I;'h::-..-ir'" • • 

I I III 

"ti-do" 
1*' .;,.. 

I II1/2 

I J. 
v f"'. r r i r r r-J I. r--, I'.' 

I 
, 

..I I ;;;00-",
I -,t 

J-J 11 1 
t, r r 

E  
N V1/2 ............ ..  
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7 

Position Drills in Ensemble Style 

Drill of High Tones for 
Xli instruments 

'violins have a 
whole-step downshift. 
]11€ thumb leads. 

Viola and cello keep 
the hand in the third 
position while. playing 
the open A smng. 

Bass has intervalic 
shifts requiring 
quick,rhytlunical 
movements. The 
shifting finger stays 
down. The D major 
harmonies are the basis 
of finding the tones. 

Play the eighth, 
two-sixteenth figures 
with a loose hand 
motion, in the upper 
part of the bow. 

Student Book page 36 
Ensemble with Counterthemes 

" fI j/. it i'- .;,. -(II- .- -(II- • --#-. <:--. • ......--:. •
IIII 

u :It • 
0 f:. • It t ii '"' 

0 f. ... Ii f. 
_......=r=:...  

1Il stay in position!  

0 0;.. f'- If'- .ft. f If: 
r 

stay in position!1II 

V 
i . ;. I).. it i J.: 

f-L--. 
IV 1 IV V1/2 

fI .. 

u_ -0 -"" 
countertheme ....... "1'" .....  

...... ..I::+-
.-jI'... 

.....-,. 

I -.. 
.-f.+...:: -+-. t=it=: 

I I ..- ,. 

fL .... 

1 0 

4t= ....:. 

countertheme ............ .  

7' 
37A 
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Down-Shifts, III to I 

Violins find the starting 
high D through the test 
tones from the D major 
scale. The full scale 
may also be used. 

Violas and cellos have 
the ''Ii - Do" 
do\vn-shifts, 8 to 7 f in. 
the scale, measure 1. 
Bass and violins shift 
on other stens. All 
down-shifting is led by 
the thumb to the lower 
position. 

REMINTIER: For the 
up-shifts, the whole 
hand moves as a unit 

Viola has a first to first 
finger down-shift in 
measure 6. The last 
measure (violins 
excepted) has a new 
shift: open D to octave 
D ahove. This greater 
distance is guided 
mainly b)' sensing the 
interval. Do it 
rhythmically. 

Keep the left wrist 
straIght while shifting. 

The preparatory lestinll 
tones form an harmomc 
link with line 8. 

The theme in the lower 
instruments is joined by 
a descant, or obbligatio 
in the violins. 

This ensemble is 
planned as a pitch drill 
m the higher positions. 

The violin has a new 
down-shift of an interval 
of a third with the first 
finger, measure 4. 

Down-shift Drills 
"Do-Ti". 8 to 7 for Viola and Cello 

Ensemble 
8 student book page 36 

counter motive........ 
o o 

Old Oaken Bucket 
D Major Ensemble  

9  V 
I 

(test) 

III 

(test) t 
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Two Octave Drills in A Major 

student book page 3710 Lower Extension and Positions 
Measures J & 2 as written in student books 

A Git F# F(test) 

.--] 

EA(test) o •o mm-j3 
A Major in Fun Range of Known Positions 

The broken chord of A major supplies the test for the introductory 
pitches. 

The first octave is extended down, then upward as a position drilL 
with extensions above the first and second octaves.  

Violas should drill on A to G#, measure 1, ·with both fingerings.  

Positions are not shown. Students by this time should be able to  
recognize positions from the fingerings.  

The piano has a leit11UJtiv idea, anticipating a coming tune!!  

theme..............................................!!  
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Broken Tonic chord  
In Positions  

studenl book pg .37 
11 

o o 
Position Arvegpios in 
Canonic Imitation. 

Various new shifts in A 
major are introduced in 
the canonic patterns. 
These require very quick 
shifting moves. 
The "feel" of the beat 
guides the tempo, from 
one position to another. 
The rests play an 
importanf part in the 
rhythm. 

For cello, measure 3, stay 

the open A. Same for 
in position while playing violin, measures 3 & 5. 

- IlIl/2 N _ , Use the upper part of the 
bow for the entire 
exercise. It is the most 1: J ',J .." 
practical b01.ving style. 

f 

.......---- .... --'-v  

0 0-fII' 1fl " --_.... .....c___""'. * ...:= - ... ':;1. 11 :;1.T I'" ... -,t ... - () 

1"'1 1"'1 1 1"'1
._...HK<i .._-

............ .. 4 .. - m'm -.. 1"'1 1"'1 r"I. m" 
..... m .. .. .. ...* - - 1* 

r"I r"I r"I 
.......-'* 

t--- --...J ... .- .. * .. * ..... 
.r-r-

··.·.--.·ftm J?' F'i J ._.... "r J 1 Jm"" IJ J Jj II l-Y* ¥ r i....-ir U 
. 

t ....r ..-I iooao- ...fl .Ii # J 
.......-

.... 

L.H. R.H.urrL.H. jJ J -fII'. -
== W r r r I -
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Excerpt from 
The Arkansas Traveler student book pg 37 

12 Unison and Ensemble Traditional American 
o V 

Arkansas Traveler: A 
Velocity Study 
this tune provides drill 
for faster playing in the 
POSItiOns '\I\'1th uruson 
and canonic styles. 

Note the separated 
eighths with the single 
flags in measure 4. The 
musical reason for this 
notation is its relation to 
the pick-up eighth, It 
also gives emphasis to 
the rhythm design. 

the string. near the point, 
Havethebowsreadyonfor the preparator'\' 
up-beat. Count silently, 
"one-and-playl" 

The piano counter 
themes refer to "From 
The Canebrake," by 
Samuel Gardner 

:s: . f rI 

theme""..,,,,,,,,,,,,,,,,,,,,,.,,,,,,,,,,,,,,,,.,,,,,,,,,,.,,41 
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G Major Review 
With Positions 

student book page 38l'ret>ari'!01CV PitchTest and Rhythmic Drill 13 Drilling The Dotted-quarter Eighth 
as student books 

!"i V 
1\ jI  1"\ 

....- .... 
tJ -:J ..... 1- 2 and 3 and  

count 1 .. 2-and 3  

I 1"\ ,.- V 

.... .... 

1- 2 and 3 and  
count 1 2-and 3  

1"\  Vi """'" 
1 .. 2-and 3 I .. 2 and 3 andcount 

1"\ .-oo! .... V  
"-f"-

Y-I-'-d-
1- 2 and 3 and2-and 3count  1 -

count 1  - 2 and 3 and 
Reyiew of G Major. Dotted Quarter-Eighth ill 3/4. With PoSitiOll& 

'Drill this rhythm (measure 2, above) on single tones and the G major 
scale before playing the line. US" the "test" pitches in measure 1 to 
find the starting tone for line 13. 

the eighths with single flags makes clear the use of the dol. 
(This rhythmic detail can be reviewed in Chapter 3, D major). 

Viola and Cello have a whole-step shift to third position, measure 3 
to 4, C to D. Bass shifts a half-step, B to c 
These tones are repeated for a down-shift drill. 

1\ .u V  ;--, r----,-:-
tJ  ........  

1- (2) and 3 and 
1 

0 
tl  I\..::"" .h 1IJ---. t:- It 

. 0  
1 P.  ....----- n. 1ff- . .,.. ... - .. --;01- ..._. 

--I+-- ......-
I 1 (2) and 3 and  I 

. ••fL 0  ....----- n. I-fl-" . 
 --

..... 
!----- I  I 

II .u  -., - r---, "- r-- r-"i I 1.-- i 

tJ  tr r I I  
i""'"-

r 
k  II 

V'  ...-

... 
...- - -- --# ;,-.-.  ..I '... T  J---1 f-"' 
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Preparatory Ensemble for 
"First Noel" student book pg. 38 

14 

New Positions fur Cello 
!.iiiL!!ii 
Violins: Be ready witl1 the 
up-bow on the string in 
measure 2. 

new position" an' 
introduced: Cello to N, 
Bass to VI. TIley are an 
extension of the G major 
scale into the lugher 
I;'ositions along the scale 
line. 

Discovering the new 
fingerboard areas thus 
becomes very easy. The 
natural ear-sense guides the 
intonation, 

position, as an Bass plays the high G in VI with the third finger. The 
first and second fingers ---.,./ IV 
MUST BE RAISED and the 
string touched lightly ""jth 
the Wrd finger. The 
harmonic is an octave Iindependent finger 
placements in the "Plan of 
The Book,," and in Chapter 
I, Ex. 5.). After the note is 
located it is important to 

pressure ...leami! with a firm finger - ... - ..--- ... 

The thumb rests on the 
fingerboard for the bass, VI 
pos. 

o 
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First Noel 
in D and G Major student book pg .38 

15 Unison and Ensemble 

"Fi stNoe "in G and D 
a"or as Mo u a n Drill 

'Have the bows ready for 
the third count pick:up, 

Viola has a new down-shift 

from TIllo! in measure 7. The whole hand goes 
d,:ectly to the first position 
Wlth the thumb initiating 
the movement. 

Cellos, in measure 7 take 
the high G as an 
fourth finger so as to be in 
place for the following D in 
third position. ' 

The melody modulates 

from G to Dmaior,employing the canonic style 
of E'nsemble.  
Measure 15 has the same ne N V1  
down-shift for violin as the  
viola had in measure 7.  

At measure 17, the bows  
stay on the string during  
the rest, for the  
pick-up m the viola, cello  
and bass parts.  

[i] 
newshiftl 

DMajor 
II ¢-:. 1'" .f1- f!: f!: ;..! 

tJ I 

v o 
111 ....... I:>  • 

v 

-r -I 

>J"'i I 
, I ! J I 1 

,., II 1"""'1 i J-' ,,It I) ... ., 

"'*-r ,...•Ig2' 
T ! LJ r' 

J
""" "..I 1 

I I  



- -

15 (cont'd) IE] 
It:- .f'- t: '" 1\ ;; 

.---'--.-'.. fL.......·  
••• j

... ...-'-- '---.. 

.U it: .f'- ,,-., !'\ La 
... ... 1'-===t== 

-I 

IE] 
1"""'------'- I I J I I J • 

.. .. 
.. -.. .. 

.. 4!J"' 'j I 'I r rr4-

-:±±-f--
1 I 1 
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Chapter 12 - Eb Major 

Instructional Guide 

Positions: 

Violins, violas - IIt Cello - III & IV (plus II position on the D string), Bass - V & 
VI 

Objectives: 

1. 10 be able to play in a "lowered first position" 
2. 10 improve fourth finger skills for violin and viola 
3. 10 learn to extend the playing range in Eb up and down 
4. 10 learn the dotted-eighth sixteenth in "eighth time" 
5. To learn 9/8 meter 
6. To learn IV position (cellos) and V position (basses) 

Teaching suggestions and performance hints are set forth in the score. 

General leachins Hints: 

SINGING. New tunes are sung at first before playing in this Chapter! 

BOWING. Long, smooth bow strokes will be required for the performance pieces in this 
Chapter. This is a good time to use vibrato. 
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Chapter 12 - Eb Major  
Positions - Vn, Va; 1to Ill, Vel, J to IV  

Bass, 1/2 to VI  
Student Book page 39 

1 Eb Major Scare - First Octave EhAb Bb D play twiceEb Eh F 4 
• 2 2 I 

Think the leading (test) 
tones, D - Eb, as o , • o o o I o"Ii-do," steps 7 & 8 j-
of the Eb scale, l>\,th 
the moveable "do." 

This key with three 
flats requires the x2 x4 

oleft hanG to be 
placed in the lower 
part of the first 
position, generally 
referred to as 
"lowered first o 

poslbon." 

l1.P. 
spacings. 

position through mBass employs hall 1/2 position. The  
two staves for the H.P. H.P.  
bass give the range  
of two octaves.  

Basses maintain the  
tones below the  
first oclave through  
the ieap of an  
octave in half  
rosition. Watch for  
the shift in measure  
2, half to first  
position.  

2 Eb Major with Signature play THREE times! 

atuIe 
Eh 

-3 Flats Bb Ab 

" !'1!;:--J., .__. 

I' I 

...-
___ ---. 

---- [I 

--
._.. 

I ·--
Reminder: Teachers 
should analyze the 4 0 0 0 0 

"'-

signature WIth their 
students, showing how 
the signature denves 

.. 0 I 
0 

I .. I ....:..", - ----
r I .. · 

from the scale in line 1. 
The three necessary 
accidentals now apl"'ar 
al the beginning of the 
line. 

· .... I I 

I ..... 

- ... ..-
. . .,..... 

r 

I 

.... 

r 

""' 
.'1-t-J--i 

........:::... 
This scale has two 
rh}'1:hmic patterns. TIus 
adds drill in finger and · Apart • 1fJ- -f'-ft 1ft -f'- 1fJ- • "......., 0-#... 
bow tirrung. · .._. 
Bass repeats the upper 
and lower tones of tllE' 
key, with a variation of 
pizz and areo. On the 
third repeat, basses play 
divisi 'with the B part 
pizz. 

< 

I ""':-

" I 

Bpart 

pizz I 
+---+-

I 

V 

arco 

P"I •.... 
• l •• -

I 
I 

I 

.;,..... 
-. 

r 

-

Y 

L 

-,-· 

t.J -- --
,.. I , I I 
tJ --..- · - -- -.........::  - .n -

n # a :g: .e- oCJ · 
-

____e_-- .- · e I I47 
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Arpeggios in Eb Major 
student book pg 393 Ensemble 
[[l 

Basic Chords 

'Basses introduce the 
lower tones with an 
interval of a sixth in 
the half position. 

The basic chords. T. 
N, V7 help the ear 
feel the intervalk 
design. 

The rhyt.hmic details 
at measure 13 
require precise 
timing. 

The piano 
part has 
counterthematic 
patterns 
superimposed on 
the broken chords in 
the strings, 
forecasting a lune to 
follow! 

II I i  3 l ..- ...  -t'- -_.  --_ ...._.- ._.-._.....  . .......
t.J  I I I 

... ---./ I ---./  

4  0  2 0 - -
,  Ifj'tr If  -......J 

!I +0 !"'I !"'I 

p 
I 1* *  I 

t 0 !"'I  !"'I.  ._._. 
..... .._.'"  

I I  

".,-, 
f. I  i 11i """ .ti, I 

,3-,
.J:-d4 ...........-

.__....-  m'=+l":D] 3]
t.J u.....;:: ::-v  .- I ¥ I 

r 3 -, r:; raj r3  :Jf. I ..f·. -
.. ...  .-.. 

...  .........-...  .....t.J  r  -
I It ! .n--........ 

.. = 
......._.  

-ill 
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4 Broken Thirds 
Student Book page 39 

Broken Thirds in the ... ..First Octave 
., 

I'viola must use both 4th II I 
hnger and the open 
strIng in this line. This I, • 10o o 
is very important in that 
if requires the plarer to .. 
utilize the maximwn I I i II ."width of first position. 

Student!; with short 
fingers can move the 
hand slightly for the 
fourth finger extension i I 
and return to the 
natural position for the 1 _ilow fir"! finger! 

, ..

...This can be done in a .. I + -- I Ivery smooth and subtle 
shitting style all within 
the low mst position. 1 I 1 I 

" 1 

-d- '*,7 -?=d=-U '" 
.1 1 I .J- if:.

-9- I'"# :$ 11J- II "I I 
I I 

-
Eb Major - Second Octan With Positions 

Eb Major-Violin Incomplete Second Octave 
Ab Bb play twiceG5 Eb F 

4 
,I " ! ! .. .",. uy... f'-.",..",. :-! 4 ... ... .:,. ... f'- .",..fL-;" 

=-· t 
'violins play the \!J (Note nanles are shown III I 2 

incomplete second octave, in earh part) 
or the first five tones of the 3 .. .",. ;. .fL ;'f'-;'.",. It 3 ,t 2...scale. This serves as a 

Cello starts a new shifting skill, 11 pOSItion on the D string. This will prove to be a dear and simple shiCl, 

counterpoint to the full 
second octave for the other ,-------,,- · 
instruments. III t I 

Two sets of fingerings are 
shown to deverop the first 
and higher positions. Use 
the upper "",t first to 
establish pitches. On 
replays employ the lower 
set, except bass. Each part 
lavs the growldwork for 
advanced shifting. 

I-rt..-+-
L'--

. 

,..---;1' 

I 

I 

xl 

1 
II 

4 

x4 

8 

0 

,L\,,4 

" 
,L I 

Ifb'! .. ;: ... It ft Iftft )..fL I;' ... ! 

I 1 8 4 ·3 I III 

Ifb\!, ... .:...",. I;' ft I':".",. ! 

.. 

... 

4 

4 
II 
t 

\..,- r...... ... 

3 

" 

t 

" 

1 

".· 
I 

I 

· Violin and Viola 
H.P. n III 1/2 II H.P 

For the shift to III position 
in this three-flat keyJ do 
not let the palm of the " I I I 

hand rest against the 
upper bout. It cramps the \!J 
vilirato. TI,is hand 
position can be considered 
as I¥ing in a low 1lI " 
pOSItion, subtlv related to 
the lowered I position. 
The true pitches are, in the 
last analysis, the best guide 
for a relaxed and 
comfortable left hand 

I 

-..::::=::;--

-..../ 

1 

-...,./ 

..........., 

I I I I I I 

. "J 

<:iI '<:;i/ 

1-. 
. 

......!: :::.:;7 

I I I 
-.. 

'" 
I I 

'-'.... 

position. 
I I I I I I···· 

---liZ 
I I I II,..oj , · 

guided by the ear. ('",ing from II to I across the strings (measures 2 to 3), requires the help of Hie thwnb 
for the backward extension of the first finger, Ab to Bh. On the up-shift the whole hand moves (thumb 
included!). 
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Arpeggios With Positions 6 
42 

t:t;Jios In The 
0, Octave  

Violins, violas and 
cellos start with the 

fingerings. 
one set only. 

Be sure to use the 
lower fingerings on 
replay. DEVELOP 
ALL FINGERINGS! 

x4 
In each up-shift the 
shifting finger stavs 
dO'wn until the next 
tone is placed, then -I 1 
released. II 

All down-shifts are 
best guided by the 
thumb initiatmg the 
shift. With practice, 
the thumb-hand 
actions should be as 
dl_ as possible to a 
single movement! 

Eb Scale With Lower Tones 

lower extension ........................... . 
EbDCBb Ab G 

7 Ensemble 
II I t 0 3 I 0 ... .....= -- _ ..... 

---+-+ llxtl"n!!irm of Eb (!) I ··71 71 -:;t. 17171+" 
Violin, viola and cello P"I  
extend the first octave 0 P"I 0 Eb C P"Idown to the lowesl ...... ' I .- D  
compass of Eb, in the  
first position. HJa··  

t 1.... + (;I r-'...- '" "--""-- .-
Bass uses the o .lowere eruuontwo-octave range from  
III 1/2 to the haIf  P"I 'r Vposition. . 
This scale pattern is  
woven into an ensemble I 1+ +71 1-:;t.-;4- IT 71-:;t. '!' 11It:..!f!4- pi:t.z ..  

2 1fonn. 
lowere. -

ft.fl- .... V 

'-' 
.. 

I T r pizz 

II I I I I I r:-
·F1 ... .. 1+71-:;t.U 1"'- + .... I.... IiI' -- -=-rr rr 

I -ru-J- , I I 1 1 I 
... .... + ..I + I 

._. 

I .. 
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student book pg .39S Chromatic Ensemble With Positions lIJ 
o A\1"1 0 I IEb Major With r:- ... 

Chromatics -f::jr- "Ii l-- r JJ .. fIT  r....- * ··i"" tJReview the chromatic 
fingering principles 
in Chapters 2 & 3, 
relative to the 0 2.3 1"1 0 Iii - "same-finger" 
half.·steps. 

PI1};ln six beats, Use 
bo fingerings, 
upper set first. 

K<'ep the bow on the 
string for the eighth 
rests In nleasures 1, 2 
and 3. 

If..Il!L.···· • I. "1r 1·*... • 
I 1"1....-.-... F 0 

.+ .... -' 
r _.. 

1- r *:J:7f * ....::- If''' ., • 
(arro) 

F F* 
; 1"1 4 4 

0 

.... .-
.-

-
............  r r I0..I...l 
(arro) 

.. rn)1 J I J. .. --'4 I!gp • -;.. L h- - *1-
_ - =rr =v-I 

. 1 . • I I 1 1 . :t;'... 

... * .,. T ... ""1'-'7 

I I"""'-- a 
-10.): 
"--_.c:...L.... . -y -. ... .," ...

0 0 

A' A' 
V 

.......  
V A' Ai 

02 



- -

The Dotted Eighth and Sixteenth in 6/8 Time 
r-:n ...,.... /.l= #'# Stud"nt Book page 40 

Listen, then Sing! 

Be lieve me, if all those en dear-ing young charms, which I gaze on sofond -ly to - day __ 
9 doublestop!l

I.. fl 
......,........  .. 

'r'Start with the rate 
approach and teach t.I 
tn.e song!. Play the (counts;n I 2 3 4 5 6 12and3 4 Sand 6 :;.} 
entire melody so the all pru;ts) I-
students hear the 
pitches and rhythms.  
Follow the .. .. :::::t:  
visual approach -
shoMng l:he notation. 

Examples 9, 10 and 11 
. 

..  
have a stepwise  f-----• . .lL-"'-rh)'thmic breakdown 
and reconstruction of - - - -
the figure 

- - - .. .. ).)) d' 
c--- .. ... 

in 6/8. -
!J. LThe first step towards * 

this end is the 
subdivision of the t.I .... .. .. eighth into two - - r 
sixteenths in 6/8 r 
time, using the style - r"""'r'L b !!!I"""'+. .." Iof single-frag notes. ! I -
Play in six and then ...-in two beats to tJ iiIIl::::j
establish the pulse for "-- r' 1:1 1 
the feeling of the 
sixteenth notes. ...... .........  

....=7..-1::'. ... ... +::-+...... =; .... I 

Tieing First and Second Eighths for the Dotted Eighth And Sixteenth 

Tie Into Dot in 6/8 dot takes the place of the tied note 

'Reier to Chapter 3, 
Ex. 2 tor a lull 
analysis of the dol. 

'--' 1 --2 and 3 4 5and6 1 -- 2 and 3 45 and6The second step 
leaditlg to the dotted 
eighth-sixteenth in 
6/8 is through the -
tie. First to second 
eighths are tied, then 
the tied not" 
"shrinks" into" dot! 

The dot is again -.::y..... 
shown, first in th" 
usual place for the ... 
second count, then 
shifted near the note, 

!J. I 

.. ... .... "'±
to the Single-flagged . ..fl'. .. .. --t. ..... ..-......... 
eighths, as first .....
shown when the dot t.I '11111!!!100... .1 I 
was introduced in 
Chapter 3. t: t: _ I - • 
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student book pg, 40 11 Preparing the "Pick-up" (up.beat) on Count 6 

"Pick-Up" in 6/8 

Think the 5 silent 
preparatory counts 
before the up-beat, or 
"pick-up," 

Note the two tied 
eighth rests in 6/8, 
yielding to a quarter 
rest In measure 1. 

Have the bow ready 
for a quick placement 
on the string for the 
sixth count. 

The bow remains on 
the string for the rsts 
in measures 4 & 5. 

The up-beat is now 
shown ""thout the 
written preparatory 
rests, as in Ex, 11. It 
should now be 
learned with only 
one or two 
preparatory beats. 
The piano 
introduction is ad 
lib, 

1, Unisonmelodv 
with piano .. all ' 
parts 

2. At meas, 13, 
viola, cello, bass 
play lower line, 
Wlth plano as 
shm.vn in score. 

V ,------:l- +-.. . _.._-_... 

1234,5 6 

V V V 

1 2 34,5 6'-

v 

V 

Believe Me, If All Those Enduring Young Charms 

12 Unison and Ensemble 
Student Book Page 40Slowly, in 6 V 

... ISilent (1 2 3 4 5) 6 ..  
Counts V  

V 



student book pg. 4012 (cont'd) 

Em  

[r1 ,,-..., 

... 1':\ If 

Second time, lacet to the fermata 54 



From {!nto Time 
student book pg .41The Tune (rote) 

Beau-ti-ful Dream-er wake un-tome, and dew drop are wait-ing for thee, ___13 The Drills: in 6 Then in 2 Leading to 9/6 Time Eb 
I 

" L 

tJ 123456Rotc to Note!, 1 2 3 4 5 6 1 . 
. . 2 . 

Listen to the melody .L -to gain the feeling of 
the rhythm, The first 
measure repeats the 
6/8 meter, leading to II 
the dotted quarter Eb E\ 
and half, created by  
the "invisible tie."  

The chromatic note 
.• .. 1-- '..-- t I -----,'" "," ., '+ ,_... -'''---"  

in measure three is - I 
played with the Eb  
finger down on the 2 .string for the  
half-step shift.  

in six at first, -
then a little faster,  
counting in two  
beats.  " !-W.. 
The violas and cellos tJ .,...T I 'i I
have a position drill r 
in measures 7 & 8. 

I I.,,,-I "-'-" shifting exercise. -r-+--F- ;J----+--
.The upper part of the 

bow is most practical 
for this rhvthmic r 
figure '. J .J. ... : ..r I I I I 

playtwke-.", ! -ct---t- .--'--t--
,

tJ 
4 

I. • • b. t- t I:: t
,4 " I" I 

0 
4. I. .:. :.- !t- 1: 

,:,,-.,==' '--+--+ 
I II 
, 2 .... If:.. .. .:. f:. 

II llll/2 

i 1'1 i ,.- i I h I-" I 

"W-' " r .. rtJ I , 
T' i 
I 

fl I . 
tJ ... : .. .. r I!I 

tl .--::--...-.. 1';- . 
I ... 
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Extending the Scale into IV Position  
for Cello  

and V Position for Bass  
14 Ensemble Drill (in 91 then in 3) student book rg _41 

F o 
b/8 Into 9/8/ Time 

2 

measure. 

Play in nine heats 
firs!, then in three_ 

In measure three the 
cello extends the 
scale line into the IV 
position_ This move 
IS made from the ... .. 

fourth finger to first 
finger as a "ti - do" 
shift in the Eb seale_ 

BOTTOM OF THE 
NECK AS A GUIDE 
TO THE IV i-[-----ni 1/2 ---------------ilIlDONOfUSETHE 

POSrnONj. The 
[,osition will be 
aetermined by the 
pitch sought, Eb. 

Bass goes to V 
posilion also through 
a "ti do" shift 

;:-4,1 .. "fI*- ;. .fl- ;,0 Jj .. play twice 

123456 
1---

2__ 

t 
7 8 9 

3---

1:' t 
J. I • 

:f!:. .. 
t 

1"fI*-

I I 

. -t=: 
-_...- _.._- .-

2 i .- ---

f! '1:' f!:' f-' .f- • I • 
3$=1=- f:.' 

· 
I 

f---.--

-- f!:' 

ll!1/2 

;,0 

II 

1._-
4 

l= - --b=E= ---· 
1-4.1 J .J .J J J h ..J l J J. u i .J i 

tJ 

1\ I "fI*- f:. .fl- -f'- "fI*-

i 

• -!1\ 1 __ 

-Ii- 7 

p. 
i-a.: 

7 7 1 

! 

-

- -

j9-'g:: 
· 

· 
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Beautiful Dreamer 
Unison and Ensemble student book pg . 41 

Melody in 9/8 Meter 

'lhis Stephen roster melody is to be played twice. brst time in unison, with aH instruments playing the '"A'" line. This give. each part an opportunity to plav the 
melody with a piano accompaniment. An ensemble follows on the re-Dlay, with all instrument!'. playng the "B'" part. The violins nave a DESC.",""'T, or oFbUI'ato 
part. The theme is in the lower voices, using the first octave and, for viola, a few tones into the second octave. The piano is Iacet for the seoond ,time through. 

This exanlple makes use of the tlovo-octaVe range in £1:._ 

15 Theme - Unison (in 3) 

Violin 

A 

Viola 
o 

B 

A 

Cello 

B 

B T 

(Practice 
only!) 

Piano 
First Time 
Only 

57 



15 (cont'd) student book pg .41  
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15 (cont'd) student book pg .41 
Rit .......... Broaden II  

1':'\ _IITk u: 
..T - - ....... '-

1':'\ Ii _1\ I -.....--...... - ...'" 
u I - "-........  

I - '-
I : f: f;1':'\-.p.' ---. ."..t- IIY .. "'" 

.? --=-=- ....+ ..-++--1.. . 
.-.;: t+ 

..+------

1"'.:.-..... • 0 . 1':'\'f..rn. L - f-l-.. -- -......;.,...... .==-==F. E 
"-' -..........,., r ::=  

v-.... 3';:'1!:- 1':'\.J,.jt.. .1 flY ....... - . I 
-" _. -=:4_ .... 

..-0"1 _• 1"'! r-- -.. f+;-+-===l>i=t= -.. .;-- '..=+iF" . 
"-' ..........,., -::;;;;i' I "- --.:,..... ....  

1 f. f:.1':'\f4.:.. ,--... ?' .. ...--::. :--.. ! //v-. ....... h::To.. 0 
...... 

... .. ':::I 
IT 

- // V _.....,,
i 
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Drillillg Upper Octave of 
EbMajor 

These ensemble designs 
employ the scale lines of the 
set.'*Ond octave, Mth 
positIOns. 

Viola has a new down-shift, 
Eb to Df III to I, 2nd to 3rd 
finger in measure 3. Think 
of "Do - Ti" as the guiding 
pitches. The faster rhythin., 
quarter to eighths, will 
require a speedier shift than 
previously. (Think of the 
thumb for the 
"GOING-DOWN" shift). 

Cello should aim to improve 
playing in the positions by 
practisIng botli fing('rings. 

Scale Ensemble Designs With Positions 

Stud",,! Book page 42 
C16 Drill of Eb Major - Upper Octave 

I It-. .. :. • l.- It- .f'- :f!:

F 

.(2.... .f'- :f!: F ,? 
.ttiJ-lL 

: 
4 ,i • f; it. ft .fL i, ? 

I 3 4 1 3 4 

,i • If; .II- :f!: ,!, ? 

_ O-'L.. 

II , I 
I 

1\ i J J .J L' ) J I J .. .d .J 

tJ ! ! II 

I" I L  

tJ 11- !-&,. tq)'/iiI. -&I-# I 
• " .Li I 11-

.t,J- -U ::;t l>::;t ;J:':J 

I ,...., , 

J j J 1 1 

I  

,  

I 



--

WI) Oem sin Eb  
Wit itions  

Violins e"t<'nd the Ebscale to the high D 
and Eb. The fourth 
finger for Eb is an 
extension from D, 
with the hand 
r('maining in the m 
position. Keep the 
finger on the string 
during the e"tension 
to prevent the open E 
from sounding. NO 
HOPS WHILE 
SHIFTING! 

Vi ala, cello and bass 
extend the scale to 
start the third octave 
with Eh, F and G. 
Cello goes to IV pos; 
bass to V &V[ 
position.:;. 

Bass should use a 
finn third finger 
placement for the 
high G in th" VI pos. 
in order to achieve 
the correct tonal 
balance. (No 
Harmonic in this 
case). 

Scale in Eb  
With Positions  

17 Extendng the Scale Upwards 
;;econd Oclave lrst ( "taveF')C 

f; ! I 

I"--" 

4 

--..-" I" 
i 

-61- . I ; 3 

II 
1"1 ; 

H.P. • 
Lower tones of first octave 

i 

" i 1 I J j 

r ! I 

,., I ri r3 r 3,r3, , ',,3-, 
... . 

---J:i::; 
r..!., ,.'I,. 

.....  V """"I 
•.. 

student book Pl\. 42 

Dc 
a .. ...t=f= 

[lTf 

.. .. .... 11'-. 1'- f:-
1 

III 

14 ! .. I;' .. -/t .fl-

14 I 

.. .. 1+ .. .it. .fI-
. t- 1----

III 
I 

..I-J 1 _. 1 -

I 

'tr

,3-,,1-, 

..... 

61 



17 (cont'd), studenl hook pg< 42 

o 
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Broken Chords With Same Positions 

student book pg . 42 

Drill With 

This chordal and 
position drill 
presents 
mlervalic 

Violins: 
interval-shifts of a 
third along the 
scale line, Irom r to 
Ill, up and down 
with the sdame 
finger. In measure 
5 the violins extend 
the fourth finger to 
high Eb from 'Bb 
while in the III 
position. For this 
extension, a.llo\v th.e 
thumb to relax 
rearward so that 
the hand opens and 
helps the upward 
extension of the 
fourth finger. 
vV'hile executing 
this extension, 2nd 
to 4th, raise the 
lower finger to free 
the muscles and 
avoid cramping the 
left hand. 

Viola, Cello and 
Bass shift with the 
first finger in 
measure 2 across 
the interval of a 
fourth. These shifts 
are executed 
from r to n, 
over a greater 
distance. 
REMEMBER: the 
speed of the shifts 
must be quite rapid 
to avoid unwanted 
glissandi (slides). 

All shifting fingers 
stay down on the 
stn"ll while 
movmgtonew 
positions. 

The piano has a 
r,reparatory
leif-motiv'in 

measure 5, 
anticipating the 
melody in the next 
example. This is a 
contrapuntal device 
in composition
,,,,hich 16 irtterestirlg 
at all levels of 
leanung! 

. 
...-..  



Melrdx in 
Pri! of Positions 

This adaptation of 
the famotts 
"Barcarolle" presents 
a unison melody for 
all playcl's,with !lIe 
original piano 
accompaniment
freely enriched. 

Scale fragments 
stemming from the 
original version are 
WOVen into the 
struetare for position 
drill. 

Plav this line twice. 
First in six1 with no 
slurs. After the 
pitches are 
,,,tabHshed, play in 
two beats, as written, 
with the slurs. 

Cello begins in II 
position on the D 
string. Locate the 
startmg tones as 
shown. 

Barcarolle from "Tales of Hoffman" 
student book pg. 42 

19 

! 

test 11 
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sludenl book pg. 42 

WJ 

_'  
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19 
Waltzing Doll 

'DrilllnM "us!c!anship 

Poldini melody 
ex 
f penence in a liltl 
ab'ter tempo. e 

The same shifti 
along the scale liS 
useain all parts 
Improve and 0 
<-'O<,'rdmale th' . 
stnng technid,:;; phase of 

canonic 
is 

. 
turn provid ' This m 
drillt ' os furthN 

harmony, 

Tempo di Valse 

WaltzingD 1 
Unison With C ,0 IanOll!C 

sludent book pg 47 
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Chapter 13 - E Major 

Instructional Guide 

Positions: 

Violins, violas - III, Cello - III & IV , Bass - VI1/2 
Objectives: 

1. To be able to play in a I'raised first position!> 
2. To understand Hcommon time!! 
3. To play in canonic style 
4. To gain confidence in the higher positions 
5. To learn to read double sharps 
6. To apply these learnings to performance ensembles 

Teaching suggestions and performance hints are set forth in the score. 

General Teaching Hints: 

READING. New, sophisticated notations arc introduced in this chapter 

BOWING. Rapid articulations are required for the performance pieces. 
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Chapter 13 - E Major 
with previous positions and 

bass extending to VI 1/2 position 

First Oct.Jxc "f E Major 
Without SIgnature 1 E .Major Scale - First Octave 

(ex. 8) 

'Shown for the first time E P# 
is another svmbolfor 
the time signature; the 

" fj -"',' 4 , I 2 3 

letter C, wftich stands 
for conunon time or 
4/4 meter. They are 
interchangeable. test : o 

o o 
'-.::To' 

H.p·7 .. 

I  I 

D# E 

" .3 • 3 2 1 2 I 

· tJ I I  0  

I 1 4 3  3 2•  - • ==+=•..-:::::::::t.  · -_. ..I I  '1 '!T 

. xl 1  •2 

T 

I  I I 2 
4  

..... ---' --I I I I  'IT il!" o. 

,  1 0I  1 f " 4 t 

'-'-1*--- · I I I I  'IT it- o. ... 
......, - ,-,1\ I P"""!I r"""1 r""'" 1"".:""1 I ..... I r"'"  

t) It.. ..  11*.-----

" J.> *. 'l!= .fL -fI- n J U 1 LJ • --

I I  I 

< 
i (2.u I -z::'T' 

J  • 14-13r 

L-....-__ ..



2 E Major with Signature 
student book pg. 43 

Accidentals frorn the scaie.. become the key signature - oG1ature sharps) jl... .ii, 4 • 
Ft Gli --CII D# t! 1 I II 

'Compare the scale 
WIthout acddentals .ll .iI 4. L i i 4 4 4 

with the in lint! 
1. The signature is 
denved from the 

lj--t-.. ... 1 I '1 +--+-+--!+--' I -- +-
1--':: 

aoidenta15 required 
in the scale, 

li V ; I"'! I"'! V I 

A review of rhythms 
15 InCQrporated Into 
the Bcale pattern. 
The bO"''111gs require 
long al'ld short 
strokes, quarters to 
sixteenths. The 
upper part of the 
bow best serves the 

-in speed 

u 

.+--
-(fI-

V 

d =..t:::-=.;,;;:;;;7--- -,'-........... 
-(fI-' -.J----,! ........... 

't-t-i-

l----t- t--. 

===fF=' 
I"'! II"'! V 

-, 
..+ 

I 

'-j--

'-----4IJ... .t:-:r -.,,: 

The exercise takes 
the form of a "scale 1\ .lI L ! I I i I L ! L I 
ensemble.", 

't! -- I I I I I r 1'- " r r t: I I 

II .lI !t, rr-r! If:t- ' P- J':f:-
t) I- --....-- -

I 
.!l ". 

------+-+ """""'" 
Q, 

I....J...W 
=-i =+= :-/\+-,---

I"'! 

! ILl 
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3 

E Major Canonic Arpeggios 

The bruken chords two purpotietl; fin;i, to train the ear in the basic chorus of key_ Secund ... lo drill in canoni<..' 
playing, using the basic chords and resLq to promote confldence in making staggered entrances. Compare the hngenngs of th18 key wllh 

. those introduced m Eb major. The piano parts add additional contrapuntal interest. 
'ludent book pg. 43GJ o 

 

 

l$-- -- ==b::-----.=-J----:____--------. '" •1 

t _____

-----. 

GJ 
I -W-=-

------------- . .
..--

o 
r"'I----.-

I I 

I - ...../.,:r-:t.. "'-I 

.. 
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Broken Thirds Student Book page 434 
" 'i =Thirds jn First 

- ' ctave ::i:' =:j:J---tt ' =- - - , -'-
o 

---+'-H-r -- · 
t) r IViola continues the II 

same fingering pattern 
as in Eb major, m the 1st 

It ,II. 4 I Ia..T1d 3rd meaE!ures. 4 I 4 I 1 4 

"----r---:'THE WHOLE H&'iD , -tJf+--+ · NOW LlESA .... ! ! r ! HALF-STEP HIGHER - '" - 
FOREMAJORL I 

4 
1The same approach fpr 1 1  short fingers app;ies as 

inEb, 

For G# and D#, for 
extend the first 

finger backward 
without shifting the 
hand out of first 
pooition, 

::' - - " 

:......,/. -1.,-
- --f"I .. -::::.:;:;,r 

r 

1 

r 

I 

I 

I 

1 

I 

""--' 

----
• 

+-- -1=: -t-i 
" -' -....' -.. ..- -@-

0 

+=--·. -.. -:..,.... -@-

1'1 II j!, I I _I r'11 J I 
-I;W---

t) 

_.llM 11 

t) 

"fo::-.:. 

'3, 
--- Io"j 

n .n 

\..I'" L;J 
n 

u u I I 
I.--.-.r-:--- ,-- -/-r-t-- --t--.. 

fj-- ----+ !--?:t -,j-!-

L."a L3...! if,J Ifl3!r31 I#d- #!: # 
r I _ r 3 ,""" ---

:.....-....__,3.L 
I I I I 'I I r "<:;....- ....... '-...! 

E Major. Second 
with Positions 

Incomplete Second Octave for Vioiin 
5 E F# Gtt A B 

S!jg!nd Octave - E Major 
WIth Positions. 

F#E 
1 2 

o 

o 
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6 Arpeggios with Positions 

Arne¥gios with 
POSitions 

Violins and violas 
leam this line with two 
sets of fingerings. This 
will improve position 
playing in thl9 key. 

For th.e rest patterns, 
keep the bow on the 
string after measure 
one. 

In all shifts KEEP THE 
SHIFTING FINGER 
DOWK Uf'IIllL THE 
N'EXT ONE IS 
PLACED (providing it 
is a difierent fingerl). 

Do nol jump or hop in 
the higher position. It 
must be done smoothly 
and inaudibly. 

 
 

4 

II 112 

" \it}; 1\11"'---"- 4 

i 3 I 3 2 

1 I (
4 -

E D# C# 
1 t 2 I I•t==",- -

""::=::::t" LTI -t-F 
[i] 

I I 
more.............  
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7 (cont'd) L{)west extension of E Major WJ counterthemc 
B A 0 

G# .. "._.-.- .! - ---
r;; 

----..""'""  
- [i. I·  4 1 

4 .II t t 2 _ t .- --.-,-- .....,- -lfI=::r- ..-- '------' 
.- _t-:.. +-. "d-. -,j -f!!:...--!'. '" -,j "d- • ,. -......;7 

,., ,.,
It _. t 1 t 2 t i 4 2-! ----"'- - -- ..,: 

'-9--.... -,j 14- :;t -,j i. =-.........;;- =f=-:-W-ff 1--- -9--l:;t "'iJ j:i ......- ,,., ,.,
Ii 4 ! ,. 

:--. - I I I .::- . 4- I -6-

o." .II j/. L WJ...- O. 
----: 

il I II II I t-r I I r 171. 
--! •

- J.I. . 
. ---TI I I -....... -9-

Ensemble With Positions And Higher Extensions 
D# E8 

Higher TOneS in E Major 

Violin extends the fourth 
finger to high E, in III 
position. Keep it on the 
string for the half-step 
shift. Make sure that 
fingers 1.2 & 3 are raised 
and relaxed. 

Viola, cello and bass 
extend the E major scale to 
the start of THE THIRD 
OCTAYE, WITH 
PITCHES E F#, G#. 

Cello alternates the 
"ositions and extension 
ling('.nngs 

Bass: play high G# firmly 
placed. Remember that 
THE THUMB RESTS ON 
THE SIDE OF THE 
FINGERBOARD FOR 
THE Vll!2 K)SITION. 
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liUlI Two-Octave Range in E Major 
with Positions 

Scale Designs in Contrary Motion with Chromatics 9 

The full Wio-octaVe 
and extended range 
of b major is used 2 2 
with contrapuntal 
contrary motion in 
cello arid ba&<, This 
offers new harmonic 
and intonation 
values, x4 i I 

:"lew chromatics (A#  
and Fx) are  
introduced for the  
first time. The  
double-sharp siO'n (x)  
is explained in 11;" , "  I 2 
score. The general 
rule for chromatic 
movement is 
appHed: the fmaer 
sfavs on the slrlng Fx sounds like G! ana slides between 
the adjacent 
chromatic tones. 

In measure 12, the 
cellos and basses 
have a douhle sharp 
cancelled by a single 
sharp. TIus is 
sometimes notated 
with a natural sign 
/cancelling the first 
sharp) followed by a 
single sharp sign, 

All _ 4oWiJ , Fx 
I 1 .2 

-.*71-
, 

-,t, halfstep---- -./ 

I I 
" 

1 .2I I----!-. -FF . 
a", .,-..... -,t ... '., I'"'-"" 

I I I I 2t-'
,4 I-:--c--

--f-

 
\Er '...::I!''.iI-' *7' :jj:a 
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Baroque Ensemble in E Major 
student book pg. 44 

The dotted 
e;ghth-sixteenth is drilled 
in 6/8 in the sdcale Ime 
md broken chords. 

Viola sees the low Fx for 
th.e first time in rn<'asure 

1his crn:?matic takes 
Its place as a passIng 
lone" in E major. The 
mtona\!on here is easy 
because of the chromatic 
thrust. 

The Baroque-Siciliano 
meter provides thematic 
rhythm drill and related 
ha'rmonic and 
contrapuntal 9lyle. 

The contilluation of the 
positions drilled in line 9 
reil\forces reliability in 
shifting skills . 

. The same cycle of 
chromatic change from x 
to # applies here, as in line 
9. 

- --. 
IT I III 
¥ • 

o• li. t • • t - .-. --
....... ... ...... 

r . 
I 

,. .. 
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Preparatory Drills for "Londonderry Air" 

11 

Half Note Tied To An 
Eiibih 
'This first drill presents 
the half note tied to an 
€'ighth, as demanded 
bv the melody, 
"Londonderry Air." 
The notation is shown 
'I'fith the beamed and (COU.!lts shown in all parts)single-flagged eighths 
for reading drill. 

The rest patterns in 
measures 5 & 6 
develop the rh)'!hmic 
"feel" for the pIck-up 
tones in the melody. 
They occur here as the 
last part of a full 
measure. 

The intonation of this 
line and line 12 
prepares for line 13, 
the"Air" itself! 

....=.. 

12 
3 3 

"Londondeny" Shifts 

'fhis second drill 
explores the position 
pro.blems to be found in 
the "Air." The shifting 
intervals are drawn from 

themclody. Viola, cello and bass drill 
the high tones of E major, 
anticipating their later 
employment. 

The last measure uses the 
pick-up tones D#, E, F# 
as II rhythmical 
prel?aration for the 
begInning of the "Air." 
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Londonderry Air  
(Irish Tune from County Derry)  

13 Moderato - Unison student book pg. 44 

LQndondF,UV Ail' . v 
"Pif1'Up ,.Qrill 
The piano 
intrOduction shows 
how the "pick-upil" vfit into the rhytlim. 

directly with the firstSome versions begin DII. lri this case the -------- --.--
conductor can beat 
the silent 
preparatory counts, vor, Just gIve one 
eighth beat to start 

If the upper octave 
tones for viola, cello 
and bass at measure t.....' 
play the lower tones.  15 are too difficult, OtherwiseplaydMsi II for enriched sonority 
in the unison. 

-
r ... 

...... -- I,... 

I ..... 

LL." 

It 

-



student book pg. 4413 (cont'd) 

78  



14 Rhythm Drill for "Dixie" (the syncopated beat} student book Pl), 45 

drill for 
t IX] fI 

The rhythmic drills are 
taken from the tune, 

The dotted-eighth 
sixteenth is reviewed 
1..l1. measures 7,819, The 
tie of three sixteenths 
into the dotted-eighth 
should be stressed, 

(counts shown 
in each book) 

'The syncopation, 
eighth-quarter-elghth, 
is ruso developed 
using the tie in 
measures 11, 12 and 
13. 

The piano's steady 
pulse supports the 
subdivislOns of the 
beat 

[IT] syncopated beat 

fl 1I 1"'1 V • • • '-rk---r',- .,.--fL..-----,. f'r1---1""" -cl"'-" 
.. . -,,--,.rl....l·II) .......,;; .......,;;  

1 2 - 11 2 - 1 - 2 

1"'1 V 1"'1 t 1 .. 3 mil . +--
! f-hl-JIl-4i-.r I' , .. ..Ir 

1"'1;;;;;;;-.. ',.- _.- t-- " .;;;0,00:'Jl. 
. t--+hr- '= I=+=;:: 

., I.... · .......  

1"'1r:..,V_ ;;;;;;;;-. 1"'1 V 
;-.q-'. 

- , ......
L-.... -
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Dixie  
A Southern Tune in Unison  

student book pg. 45 
15 Quite Lively 

o  Dan Enunett 
Dixie 
'rhe meold], is played rr-fJ--__ •.;j,-f . 
in unison withTirs! ... -.- ..--
and second endings. 

Viola and cello have 

half position (H.I'.) illa mcabw·.;; 15. For this, 
e"tend the fit&i finger 
back Jar the low Gli. ' 
This will lower the 
haed for the ne"t 
tone, E, played "ith 
the second finger. 
This is the preferred 
fingering, e"peciailv 
in quick tempos. Iii 
meas. 16 the hal1.d 
slips back into the 
first pO$ition for FiI. 

The low Gil in meas. 
19 requires a 
different finger and 
hand action for VIola 
and cello. Extend the 
first finger back 
while staving in first 
position.' 

,..-----

Ir-1---11.....----'I[[J 
,., .II j/ 2  0III.  • .....-:-. .f1F+ ...... 

'- .---rt I i4l'  =¥- - r 
(""tain = 
en ings!) 

, .II 4 ...  .---..... V 
. 

HJa·  · ----fi-
1-'  r y'-J- """ 

I  V 1"'\ .  
.._--JiiiI'I. --;;1--1--J=.I=-- · •  f#!' I ... • I" - r 

V I 

-.- -
.'  :-----fJ-ItJ• .... · .... .... 

 

" .II lL .. h h h .J": j;  

4!J r  r If :.-J L.......:i ,. i I ,. ,,-'/'" ()  ti = 
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student book pg. 45 

1"1 V vlliJ 
..- ... .... . 

-  
-  

'- H.P. 

1"1 V V

 
¥}  

- .• , .r- .f"-......... I" ... 7T - I·T [ • 
i..-' --... ' • bi .......... .,. ........."-J Ll.LJ  

v .., , 

.. 
'. r 

. 

., -
_ V 1"1 .. 
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Drill for "Carnival" 

student book pg. 46 

[[]16 In 6, then in 2 
Preparation for I'tCamivaI  V 1"1 • ___ .fL. 0 .. .. fHLf:-' ......of Venice" II II V 1"1 • V • .- t: 
The tune itself provides 
details for study. Play first II) r 
in a moderate six beats,  
then in tempo, in 2. court!: 12 345 6 1 - - 2 - V Ii i .., , V ,; i:t  It!: ...
Drill the up-beats for 6i8 " 1I 

meter in tfie lower part of 
the bow, keeping it on the 
string for the rests. V 1"1COlmt: 12 345 6 1  1ftMeasures 6 & 7 introduee  .:. .....sixteenths in two patterns. II.  

A steady beat helps  
develop rhythmic details.  

Measure 11 has two fast count: 12 345 6  V 1"1 V 1"1 , ... ,down-bows. Lift the bow Islightly for this stroke.  .:. t 1ft .: ...... 
Here violins stay in third 
position for the B and E. 

The last measure has the count: 12 345 6 
same rhythm detail as in 
meas. 1t but varied as a  I-. h ..h ml rl n ., " 1I iI.triplet and quarter tied to 
an eighth. Now it uses a 
down and up stroke, bow 
remaining on the string. II) f 1 L.3..1 

rmbQ*r  D:.....:J Pf [§]The chromatics Fx and A# L3 
are reviewed with each 

II II II r-I"I ,....,..., .-"'I .-"'I II!!!... 1""'1""'1 .-!II .."",.. ! 
-../ -:..;.7  ........ I!J "---' 

J .J j I I 1=== .. 1:1: :t 1___ b.- .. 
" 

I  #' #' 

I .. .;,., 

T §T  (hand stays in 
III pas.) 

lb. i!... 1"1 

La......l 

o 
tl  a 4 

1"1 Ott 1I2 ! . II u :::fi:'. .. ' •  I 

r3, - Lid 

!  ., J J j i "JJm;" r l r mL- h 

i P r - .. 
I -

#. .. 
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Carnival of Venice 
student book pg" 46 

"Carnival ofVenig;" 'The "Carnival" preHE'll!s 
a summary of different 
compositiimal and 
technical clements 
previously broken o 
mto detailed study 
patterns" 

It is a DruGon and 
Ensemble presentation 
to be played three ways: o 

l"Playthe"A"line, unison, with piano 11=:i!!!"':'" 
2"Play the "B" line, with 
plano 

3-' A & B" divisi, piano 
optional 

Pupils will have fun 
with the counterpoint 
reiere-n,,"es to "Dixie!" 

• 
0 Ii1\ .II if" I""L - • #-.. f:. f'-k Jt". , 
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Chapter 14 - Major & Parallel Minor Keys 
olG, D,E,F 

Instructional Guide 

Positions: 

Previous positions with cello to II on G string 

Objectives: 

1. To understand the evolution of signatures in parallel minor keys 
2. To play in all three minor forms; natural, harmonic and melodic 
3, To perform melodies in the minor keys 

Teaching suggestions and performance hints are set forth in the score. 

General Teaching Hints: 

THEORY, Scale structure can be introduced here for students in a practical manner. 

BOWING. The performance pieces require phrasing with the bow, 
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Chapter 14  
Major & Parallel Minor Keys  

ofG,C E F  

G Major and Minor 
student book pg, 471 G major (without signature) G major (with signature) 

The G maior smle, 
firsl octave, is the 
guide fOT the related 
Gmlnor 
chromatically altered 
scale pattern, 

The acddental for tht; 
seventh step, F#,in G 
major, 18 taken from the scale and placed 
as the signature 
symbol. Bence, the 
Signature of G major 
- one sharp (FiI). 

The two styles of 
bowing add tonal 
variety and technical 
drill. 

In the piano parts are 
bask narmonies for 
intonational support 
and various 
chromatic changes 
which enrich the total 
musical experience. 

Each minor is derived 
out of the parallel 
related major. Both 
have the same tones up 
and down the scale, 
following Parallel 
Lines, therefore, called 
Ih... "parallel minor," 

The first altered form of 
tJ1C maior scale here 
used is the Natural 
Minor. It the 
lowered 3rd, 6th and 
7th steps, in'both 
directions. 

The minor signature, as 
with the major, is 
derived from the 
accidentals in the scale. 
In this \:dt';€:, it 1& the 
natural minor fom\. 
The FIr is cancelled to f 
as shown in the seal .. 
and sig:t.lature, first time 
onlv. This leaves hvo 
flats from the scale for 
the true signature of G 
minor. 

Three Minor Modes 
2 G minor - natural, or parallel minor form 

Bb Eb 
2 ! .... ' ..tJ - - .. " :;t" 
1 I ...1"--Jl! 

"" ..-
I I 

t 

'-.£-. 

I : 

I ,. I 

7'::'-{ T".-+---+-
" 

! IH,p. 

- "-,, ... " 
t) ptL !# I>H_ Jt 

II i I ! I J j j J I I 4I" 
.- .-t) l15- .. l15-

! .. 1...,. k1-
- --

.. 
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ffl()re -.•......••.•.•.... 
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student boC'k pg. 472 (cont'd) G minor- with signature 

1I:@)i> . .--.. T t· .... 1-1··-1 -j-..,j i T'-' ...: .. .. ..tJ -;j. -,/ "-" '--' .. -,/ :;t =it :J.
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G minor, melodic minor form simi""l book PH. 47G minor, harmopjc form 3 
F#  Ii' F# 

 I i 

'--1 . l·;--J- + "-:1-;;,'---' 1.--, •I ....  -:j. [1T raised 6th I lowered #'The signature remains 
the same for the three I & 7th steps  6tl1. & 7th 

stepsminor forms. ,.I Ila , _lI. J  I i 
For the Harmonic  .-+--1- -.:IlL-. --If-Minor, the 7th  m 
scale-step is raised a  I+--I::=:t:::r I r  Ihalf-step. It remains 
9harped in both I 
directions, This 

an interval of 3  I .3 2 I one and a half steps .  --.between steps b & 7. ---+- .•. f---F P+-f--'-·n-- -..... ,--.-;.1-' .J 'f-Note the finger , +--+ .-f\-- · 
extension for Eb to 1'#. I r  I I r 

For the Melodic 
Minor, which is the 
most mmmonly used l .4..- I 4 4 t ---l---
form, the 6th arid 7th "f-)--.

"c.!+-+g-rf1f=: steps are raised for the "  ..-. 
IJP scale and lowered  -', I r I rfor the DOWN scale, H.P.  H.P . 

,
.lJ. 

i!T  "I tf "e If "g> --S "-6'If 
.Ai I.. I-r'\ ,:;;;- f1: n 1, e n L 

I : ' H +---+---+---  --· tJ ''' ..  1"..../"" 
.-

I... ? -f2. d 1 :g:
.----+-- ?"IT, 

____,__.. ,  -..  ---'--------, · 1 
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Go Down, Moses 
G minor, harmonic form 

4 Unison - Moderato 
V 
o 

student book pg. 47 

V 
0 

k\! Down Moses· G 
nunor . liannonk 
Form 

'Ihis spiritual 
summarizes the 
alterations for G 
minor. Although the 
melody does nf't 
have the lowered 
sixth step (Eb) in it, 
the harmonic paUem 
is evident. 

Th.- syncopated 
figure in measure 7, a 
variation of measure 
3, requIres a short, 
quid< stroke for the 
first Fit. Be sure to 
give the full 
rhythmical value to 
the repealed F #, with 
its tied pattern. In 
the next to the last 
rneaElureJ this. same 
figure is notated in 
the original form. 

The piano parts have 
a semblance of the 
melodic and 

harmonic minor modes. These are 
primarily interwoven 
as musical 
composition in order 
to add color and 
tonal variety. 
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4 (nmt'd) stud0n! book pg. 47 
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C Major and Minor 

5 Cmajor 

Cmajorand C 
minor 

This, and the 
following major 
keys, d<,velop their 
rrunor iormf> and 
signatures as in G 
mmor, namelYI 
FROM MAJOR TO 
THE NATURAL, 
HARMONIC AND 
MELODIC MINOR 
FORMS, using the ,
PARALLEL MINOR 
APPROACH. 

The triplet figures  
are played in the  

; same speed as the  
previous quarter  
note&. 

Drill both fjnj;erings 
in the CELLOS. II 

6 C minor - natural, or parallel minor form C minor - with signature 
Eb AbBb (students' books have signatures boxed, for emphasis 

4 

Cellos should use 
both pcsitions as 
shown 
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7 C minoT, harmonic form student book pg. 48 

"fJ I 4 I 1 
-

@) .. .. 1 
-.. I 

- .. ... 
The signature remains 
the for the three 

0 0 

minor forms. 

For the Harmonic 
0 • -'- • 0 

Minor, the 7th 
Bcale-step is raised a 
half-step. It remainS 
raised in both 

f-f!aJl-
1 • r 

directions. This 
creates an interval of 
one and a hall steps 
between steps 6 &. 7. 

For the Melodic 
Minor. whicb is the 

. • • 
.-t--:--=t= r± 

3 

!. 

• 
-(If: ... b • 

4 

!. • 
..----t-

2 

I 

I 

I 
1 

_. 
.._.••fIL. 

mostcommonly used 
form, the 6th and 7th 
steps are raised for th 
liP"scale and lowered 

e . ! hi -fit ... b • I .l j 
i 

for the DOWN scale. 

Cellos should use 
I IT H.P. I 

both sets of fingering 
for this line. 

s fJ 
Fif·· 

1 

@) Q 

J 

---'I • ... 1Iit 

I 

• .1-.M 
I 

q) 1 1 -

'---;b. -f:: f:. 

- ., ... :E" 
C minor, melodic minor form Ab 

.AI • I 
Bb 

I 

... - ..... ·  
0 1 I 

raised 6th lowered 7th 0 

& 7th steps &. 6th steps 

..- fL !J. 
· 

I 0 -I 
0 

2 
,,0 _ -(If: ... l! 2 I•·  . .. · . ,,2 .. ,,41 I 1• 

.,....I h'; . 1,. L!. ...· -----+ 
t-- · I ....... II 

1\ I I 
itT·· "- ..., -""I<:" 

" I . 
..-i 

@) ,
· ---- F fL 

._..---ifL-.. .J.. 

I I - . 

91 



--- ----

V 

Paganini Melody 
C minor, melodic form 

student book pg. 48 

8 Unison - Slowly 
Adapted 

,,1\ I V • 
Paganini in C Minor 

""-

(melodic forml 

Who was Paganinl? 
This is a good 
"extra-credit" 
assignment for 
students! 

This line is played in 
unison andt on the 
repeat, the lowervoices 
play the harmony 
pa:ts for an ensemble 
fimsh. 

Observe the 
modulation, or change 
of key, to Eb major at 
meas.9. This is called 
the RELATIVE 
MAJOR because it uses 
the same 
tonality,based on three 
flats. However, the 
melodic minor is the 
basic tonality. 

Play this line TWICE: 
1- Unison melody with 
piano 

2-Repeat melody until the last four measures 
where the va, vel and 
db take the harmony 
parts 
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8 (cont'd)  student book pg. 48 
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E Major and Minor 
9 E major E major (with signature) student book pg. 49 

Slowly (in 3) r r r r o('Ln 6) 2 • •• 2 • '..-- II lI. • ......8'" " 
This line follows the t) 

./ f t--.' '------previously I I 
established formula 
for establishing the 3 • 
major key and its 2 a 4 : • 

'".....--signature. II .It --11,11 1m 
The 6/8 meter going ,into 3/4 with tne i 2 fSAME PULSE offers II! I • 
nev."- concept iTt al x2 x4 • I 

rhythmic design. 0x4° • toII x2 '/llJ!;:;' I ....---../,;""' 11 -.. ! JJ. JJ. Where two sets of ...... 
fingerings are given 
use the first position 
the first time and the • a • • a a t • • • • a .. :i • a •I II Ialternative set on I II I 
successive replays. 

• 2 .,..-.... ".,----Remember - all shifts t/,;""'j -=i. II 
are to be done .  
smoothly and with  
good rhythm.  H.P. IIl/2 IV II 1/2 H.P. I 

If' :" I .d l l l I. I o. 
, 

· It) ,. iT" Ill ...· 11-
: 

If...... r· I 
: 

r il· 
: : 

.. I .. II li17' In II Ij;00j9-:II 

10 E minor - natural E minor - with signature 
(in 2) G. C D 

(in 2) r a a •..-2 II CE Minor - Natural """"' --." -.E!mn t) 
'- ..../This key has lowered . J' I' r " --" [-

the 3rd, 6th and 7th 
steps from E major (Gil, 8 • 
Cit, DII) to their /il 1..-:. lli"1t. Ii'• -"L"""'- /""'L•L"'natorals, leaving one 
sharp (F#) for tlie key 
Signature. m I 
The meter of 03 ,--.0 

'.-::- "'
6/8 
the beat 

to 2/4 
of 

is 
thiee 

gUIded 
eighths 

by IA;:-:. --., 8 ;d,- ;:-f:. 
expressed as a 
dotted-quarter, ,.. ....followed by the two I II I 

I Aeighth figure in 2/4,  
also as a single pulse. i /""  

r-
The pace of thetwo "" 

• • •,Uti '"' ---=:-.. 
eighths in 2/4 will be  
slightly slower than the ..... n IV II Ithie" eighths in 6/8. lowered 6th 

third step & 7th stepsREMINDER! I I II 
Students should learn " 
the signatures for each 
key, major and minor. tJ 1-[ 

I 
r 

: 
II - II 

I.JJI II .L.JJ-' - r . 
V r2, rtl f:.. 

" I 

........"  - - · '-' 

'..JL.--'" ...:::::,.fi.& • 
· 

IU;:'j, 
· 

--..,f:.--.fL ;;'. 

· 
I L 

· r 
.p-.... 

r 
1/1 

· 
Ib" I 

·  it", 
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E minor, harmonic form 11 stuaC'11t book pg. 49 
armo 

Forms 

Simple 6/8 meter for 
betli minors 

!!!inQr 's requires 
finger extensions for 
violin and viola in first 
position and for cello in 

bass shift, from second 
secondpooition. The to fourth position for 
this interval. 

The shifts should be 
made quickly, silently 
and rhythnmically. 

Review the major to 
minor signatures: 4 IIsharps ror E major to 1 
sharp for E minor 
(three are cancelled!). 

E minor, melodic minor form 



---

------

Aria from "The Pearl Fishers" 
E minor· Natural Form 

.hIdenl book pg. 49
Andante, in 2 - Unison12 Bizet 

... fl II v .....-----..nCeari. Fishers" 
Natural minor on E -
This famous aria from If) ; I I II - !' IIcount: 1 2 3 4 5 6 Bizet's opera of the same 
name uses the natural 1 2  
minor, giving it an V  
ancient, oriental flavor. .ll. 1t- '1*- ?"" r.... .,(i1: 
This mood or mode is 
also known as THE 
MEDlEVAL MODE (in pthe 17th century), 

In measure 6, there are " 4  

the lowered 6th and 7th V ...----",  1 .-:-----.';---steps (C to D) for the • -. -. 
aseending natural mInor 
scale, 

The bass shifts should be 
done very smoothly and I v 0 

I p ;Jquietly so as not to I 
I ; .-:-----r.-- '. ' " disturb the ensemble of o-r-

the other parts, 
t:---The aria modulates II I II IV 

brautifully to B major 
before measure 19 and 

P 
hthen back to E minor. The " II " I 

harmonies and -
counterpoint of the .,;accompaniments provide p Ll...J I 'f 'f LW I 'f 'f
added interest to i:his line, fl 
Be sure to observe the J 1 I .1 I ...---...fermata, or hold in 
measure 20. '[he note is :held somewhat longer  
than its written value.  II I
This is characteristic of I· 

-

Pmusic of the romantic I 
style of Bizet's time, I... 1'::. I •• 

_-e.' 

WJ 
V • 

" II ,.-. 
.,; r II II r 

V 4 
il .p;r t-JI- * If I....· 1t [a! h.-1t-. 

f Vr i'1'- . lt2:!::: 'i/L.' .. :::::. - ..-
I 

--'1'- t.- 1 c:::. ,-= --
.. 

III 

1 I f.-" II 

.,; I I r'f 'f LU 1 I 1W-...J I t.U 
I I" 1I  

:  
t.i 111 - ., "rr 

I l.4Il- =::::::::.. ,,::: II ' 

r _i I rl I I r I 
-=::::: :::::::::::::-96 
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12 (cont'd) student book pg. 49 
Rit 

" II  - ".9 a empo .--t-z 
t.i  .. ... -,;t... [7. r II rI' 

" - .. - , J ..". ff -r.-
--f-

I  t 

! 

I /- .. In-r' --}. 

I 

...----..  .. I,.,,;' 1-. ...

I  1l1/2 

" II  .......... r-"I"'"""I r--;  
t.i  ... pr 'I #f- r r----r r ;z\ \ 'I 

t..-
 -,;t.! itr  f5- Ir- rI -<-

jJ, •  1'.. I .----
'If  -...I  ---

1  ;---- -----=--" " II 

t.i f::::;::::::::-- p ft ..  r -=::::::: 1':'\ I":'. 
2 

.fL':!...... ...---..  +-" 

--==== fIT! :::::::::=-- II 
P  

ill 

• --I  

UI I r  II-=::::::::::::: f ::- P I\'t . 0  

II..b::::::: I r N  t:'\ 
,., 1I I - I " 
v r .  p 7"  ........--. r  f r 

1I I J ., JlJ .,,.,  j,"- 
: 

1':'\,..' IL'N dti  I l.  -
....P  '-........_r ===..I ,.' 
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F Major and Minor 

student book pg. 49Eb 

F Ma!:;t - F MinorNatu__ Fonn 

F majl'r goes directly to 
its paralfel minor, 
natural form. 

Signatures: the 
accidentals are 
transerred (0 the staff. ..

Viola tl' III pes. 'Whole 
and half-step shifts; 
same for cello and x4bass! 

Cello: I to III &: II to Play this line with both 
sets of fingerings. 
Thev are DOth 
impOrtant for 
improving facility. 

! 
II 

Bass: H.P. !II to V. 
Note that the 
fingerings change 
between major and 
minod 

RP. III V III RI'. III 1II RP. 

Shifting Rule: On the 
up-shift the whole 
hand moves. On the 
down-shift,. the thumb 
leads. 

14 F minor -with signature, hannonic form F minor - melodic form 
Eq 0\ E' 

Mannonic_!.!d SLo cJli)rtru: 
. 3 

The bass has a shift pI 1 
1/2 steps for the 
harmonic minor, from 
III 1/2 pas. to V pos., 
Db to E, up' and 30wn. 
Precise shifts are 
required. 



-- -

15 Rhythm Drill for "Dark Eyes" student book pg ,50 

Pr<:pnatoxr Ori!l for I JI r'I v r'I vtfD'rk Eyes" ",., I 

The F minor group 
introduces a new t) I I I 
chromatic, Bb to B. It count: 1 2 3 
comes from the opening 1':'\notes of the melody. A r'I r'Iscale-line introduction I • 1/ V • V 
assists the intonation. 

Measure 3 prepares for I Ithe melody's pick-up I 

notes. The bow comes 1':'\ 
off the string before the V 
Bnatural. t • r'I V r'I 8 

4 • • II • 
Measures 4 - 5 - 6 act as 
preparatory steps . Ileading to the <folted II 
quarter-eighth figure of new shift 1':'\"Dark Eyes," Observe for cello!  
the tie over the barline 

t 4 t t • r'I V V r'I 
in measure 9. • I II • 
Cello has a new shift to 
II pos, a whole step on II H.P. I 
the G S Iring. in the first HP. 
octave. 

fI I I I I p"l J J . J--
Counts are sho'wn in 
each student book 

t) 

I i I 1}! II $: 1+ " !" ! I 
1} n J i 

......... r......"j  - r J I 
fI I r'I V r'I V.- I"'t-.. V .. 
t) I I 

1 2 and 3 1 1 2 and 3 1 
V 

J r'I V r'I I r'I V 

I I r I I r I I 

V r'I V ,• r'I r'I • •· 
I r I I 

V r'I r'I r'I L V I-.;v-i' 

I r I 

, J 
· bJ ... 1- .b j-J. .g.: 1!f9". -- J 

fI I 

t) 

..r::::::: --" >J. fI I i n'l J JhJ J"T"J 
j I I"· . : 

I r i r r r[JJJ.d l r p r 
> > > 
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"Dark Eyes" 
Ochic1wmye - F minor 

16 In A Free Style" start sIo,vlYf then increase speed student book pg ,50 
r"I V 

"Iq.rk Eves" ill f -=r.HannonlC onn 

'In a Russian mood or 
mode, this exciting 
piece starts slowly 
and ends with a wild 
style and fast speed, 

Plav the two 
"pick-ur" notes, B & 
C, with long holds, 
The actual tempo 
starts in the first full 
measure, 

II '. a I I 
In the first endin» r"I V 
there is a "break' 1':\ 1':\ 

fermatas, The (luJtpausel,beforethe second ending is  
played in tempo, 4 I  

This tune has an " I 
1--. ='=±=:=-r----'"Ir 

differentd th tic, -"l". . f tj
th

t,e tJ r 'f___ J .. .,.. "'1J 
scale, This mode is r 1'" I r' I - I 'I II I 
sometimes called the 

-h-- J... I .-
" .-:--' 

l J 1 1 1 

r I r'- I 

..-. ...1':." I: 

• - -
xl 

4 43 ! ,J .. 3 .",.--. . .::::: -'"' f-... .±:-. -::±::=±: 
III II 

. - • --
'----1: . - ::::=::t':. . +--. .-' 

" I ) I I I 



student book pg.50 
Broad ________l__________16 «(ont'd) 
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Chapter 15 - Ab Major 
Alla Breve (Cut Time) 

Instructional Guide 

Positions: 

All instruments play in positions previously learned. 

Objectives: 

1. To be able to play in cut-time (alla breve) 
2. To learn the "Scotch Snap" rhythm 
3. To play in syncopation 
4. To play dotted rhythms in cut-time 
5. To playa piece with a key change 
6. To apply these learnings to a Mozart excerpt 

Teaching suggestions and performance hints are set forth in the score. 

General Hints: 

READING. New rhythmic notations are introduced in this chapter 

102  
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Chapler 15  
Ab Major  

(with modulations to Bb major and E minor;  
From Common Time to AHa Breve)  

Ab Major Scale· First Octave (without signature)
1 AbGFEbAb Bb C Db student DOQk pg, 51 

First Odayc Df Ah Positions for Chapter 15: .  
Violin-I V (test) :;J:;I.:;it! 7<t lI .... v 

• ., IvY" ......  
Viola _I & III count: ',: 1 2 3 4 ,  
Cello-I&1l  
Bass-H.P, to III 1/2 ,i, •• • 2 • b..... " . . • 
For violin, this first octave will be  
located in the" lowered" (test) I I I I  
first position. Bass uses 1  
andH.P. ! I  

x2 x2 x4 I 
2.. x4 4 

I l' l • •Cellos should start in I • • •  
pos. for the sake of  .. 
fingering continuity in  
the kerB of Ab, Bb and C (tesl) II• • ! I I • • • • I I I • •  
as wei as in Eb major. II IIOn the replay, they 
should use I and II 1 0 0 Ipositions. • ., • • • • • • I l • L • • • ,I • 

H.P. I I I H.P. I(test) H.P. : ' 
I 1 r I 

I I 1 T r 
I I I I J J J [ I I I 

Common time to AlIa Breve (Cut Time) 

The sign for Common Tme is Cut in Ha1ft 
A.Ik.!l.r= 2 Two quarters equal one count r r = r 

Half noles get one count! 
with '" fl first counting 4, then in 2 

 term used in music when 
playing 4/4 time al a fast V ;;j.;;j.?:t I...... v 1 2 I'" 4 ........ :;t 
speed, usually twke as count: 1 and 2 

instead of four, mainlycounted in each measure 
for convenience. II I I 

Begin this line 
in four beats, getting 
faster and fasler on each 
replay until a definite 
two pulse is attained. ICounting should be one -
two, for a tNe alia breve! I j 'I J1\ I ",. J I I I I I I J ,.j 

l' I 1 1 rr rI r Ii Tr r 

Jr1i j Jm1, 
L..II I\e;, '--" 

1 
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student hook pg.513 Broken Chords 
In 2  , ,1\ I 4 2 • .=t-Ab AIPCIl.lPQS - first .. .. W 

I Drill the lower oclave 
t..I :;;t ...... 1 14 :i.-+ :;;t -..t -..t--!  

of Ah major in Alia 
Breve time. I .. 3 : t ! .. a i 2 .. ..  " 
Start at a moderate  
pace and increase the I I I I  
speed, as in the  

scale. Count  
4 then 2. t •I , • • 12  
The hasic harmonies  
guide the ear which, in I I  , I  turn, lead the fingers I  
to the proper pitches  • • , • I I , • • • 

I I 1 I I H.P. 

1\ I  

. .1  
tJ #$ e " '" u 

I_I J-.J J-4 fill1\ I 

I   
t) 

I .- .----- --- .- -

1\ I 2  

.... ?f -I!iI-tJ TT'" :;;t ... 
• , •• " " 

I T 

I 1"'1 
t•. • • -

IT II  -
0 1"'1 

I . • • •  
,-----,  

H.P. I H.P. I ___ ,i  
1\ I  

tf .,. t..I  it it e_ 

WJ 
1\ I ,@ -J I ..--.. :t: 

Ie  I I I 'I I tf I I -
I  

-
& 
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Broken Thirds in Ab 

Pupils will benefit by 
Irymg this line 
plzziC11to at first ill 
order to concentrate on 
getting the Db 
properly placed. 

The chromatics in the 
full piano part hone 
the ear because of the 
harmonic surprises. 
With repetition, these 
sounds ,,'ill become a 
natural musical 
dllV1l!opment in Ab 
major 

fI , 

'I.l 

. 

" I 

U 

" I 

student book pg.51 4 Broken Thirds 

-6- I"l?f 
Count: 2 

I I 
, I' I 

I I 

, , 
fI , 

, 
IJ J Ii.!! 

.".. '" ?f Ie  
,.,  

I 

! 

r> 

I I' 

I I 
, I 

1 II I r9--,---'-r 
GJ

.p:- 'i-L LO: 
tJ 

.0 i:!! ,! .B. II :I III 
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Ab Major Scale -Second Octave (without signature) 

Second OctaY!! of Ab 

5 
(In 20r 4) Ab 

4 
Bb C Db EbF G 

Ab 

, . sfudent book Pli' 52 , 
Lower voices will use 
positions l'teviously 
learned. Shifting 
problems need to be 
reviewed for this key. 

Violin has the full second 
octave. The lower 
ins truments the 
incomplete octave. 

Remember the alia breve. 
Plav this line firslln four 

two (allegro).

This key begins with a 
fmgered tone. Take this 
opportunity to seek 
fuither improvement of 

INDEPENDENT FffiGER 
Pl.ACEMENfS. This is 
the artistic style of 
playing a strlng 
instrument! 

6 AHa Breve Ensemble Scale (in 2) Bb 
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student book pg .527 Arpeggios in Cut Time 
• • • ;- •Ihg in Cut-Iilng 

I2ctled balf :u:ilb Q.Uatlfr 
AUld m:£l tied 21 4eq.ua Ia whole note 

I 1 8 I ;, "..-- --. e: P- In. •To Jearn the tie in all. 
b,et>e do not hesitate to 
start slowly, with the 
usual 4 beats to the I Imeasure the first time 
through. Increase speed • • 1 • :i 'f!r • •on subsequent replays b-t --
until a firm two-beat is 
established. jII 
Try this line pizzicato at 
first so that the pupils • 1 1 .;,. 'f!r , I 
can.Klay and COtUlt . • • 
eas) y. ---
When bowing in four III III 1/2I H.P. H.P. Ibeats, Ihe dotted half 
relluires a long stroke 
fol owed by a faster one I 
for the fourth quarter. I I'" I IIn alia breve, both strokes 
are shortened. guided by 
the beat tJ e:::::::::::::::::::;::::::&&---..::::::=:=:& (simile) 
The piano weaves 
cotUller-the.rnes into fhe 
fabric of this line. IIII r--. I I I J'" I I I 

y" ..,"=,motives from "From The 
Canebrake," by Samuel tJGardner. 

-.. I 

I I 

[[] two half notes equal a whole!. 
t •" I 

Count: 2If 

t.-

I I 

i 0'-
I I 

i'" I' 

i 

I"" 

.. 
i J J.  

I I  
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stUdent book pg52 

1"1.p. 1"1Il I n Q-• ------,,--

tJ 2 1 21"1 
t!! 1"1

• ' . I I 

• 1"1 1"1n . _0 Lf:. LL •-
1';1 . i. iit f; 

I 

P. .. L 

II III III 1i2 II 

1L1 .. II.. L L 
:::J 

tJ I 

1>1> •. . F .-. 
II;: ' 
I 

B l 1-= :t.fL' ., I I 

-#I- 7f -:;j 

V fllJ 4 eighths equal a half! 
1\ I, 

I III 2 -tJ 1 

V n If:. 11L_ la -

V  

r- 
i 

I lI V l. 

1L1 I I I 
--t-

t-'tJ f f r 1:-".. 7J 1"-. 
I 

I £ 9? 11\ II. L 
.-'----. 

I I I.. 112- a n . 
I I
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------

Lower Extension of Ab Scale 
for Viola, Cello and Bass 

GJ student book pg.52 

in Cut Time
Dotted Quarter-Eiibth 
Teachers should equate 
this rhythm with the 
dolled eighth-sixteenth 
in "regular" time. Each • t 

one pulse in either time 
signature. 

The lower extension of (note names in va, vel, • .. .. 1* * T * I .. '" 
Ab maj·or is introduced Db parts only)
for vio a, cello and bass • o ,o 2 0•as a counter-scale 

The violin provides the - T 
counter-pomt in this lower 
short ensemble. extension.. ......... _H..n.. .... ..H.n........_ .._ ............Hn......... •••• u ....u,......... 2 • , t •There is no 'basic piano" 
part for this line. 

.. I I I -
GJI 1 

I 

o 
" I ? .-- "..--.. 

tJ I I rI' 

• , 

7J" '---/

--,.../ITJ- 4 
• , •• ....--.. .. • • ---

I I I -
-($I- l.:J#" J -" J 1! : ' "" 

I I 
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"Gates of Kiev" 
Unison student book pg .52 

9 Majestically (in 2) lIJ Moussorgsky Excerpt 

'" fI IMaje..tlc "Gates of 
Kiey' in Ab Major 

,I IThis famous Russian ,t! 
theme, played in unison, Iis a fine example for the I 
use of the whole note in ---r-:---
alia breve. Each measure 
has two counts, but I ,I I ,Ithese are based on the Iusual four quarters, now 

Icut in two! I ,. 
Use long, broad strokes 
with a firm bow 

-f!!I-pressure. This adds a 
rich sonority to the tone ---
quality. 

The last two measures 
have an harmonic t---- -f!!I-ending. 

I I I I I I" I 

t! I It I I r r I I 1 r l 1r r 
II , 4:} R :J 1t- :(t ?t • 

T II "1 I 

. I L_' I I I IV r 

. .,,;-I -If :;j 1- I "" f r I!J- $: r rI 

! II I I J I 1 1 = 
-------l 

=I 
t! I I II I r -r r r 
/II I J 1 .p.. ii liJ i9- -f- £ 

!t! I 
;1 I I' 

.,..tl I I -f- In. I • 
-6- -:;J I r r .. I , I 
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student book pg.52 9 (cont'd) 

" I 

.. 4-V II ." 

.{L 19- I. . 
,. 

I 

19- I",. 
I I! 

. 19- In I 

I I 

'!!:. I1- 1 J2. 
I 1 I 

1 1 j I J ! i I I- I" I 

U r TI •" I -19- .p. .fIl- f t:. t:. f J: € 
u I II I 

,.,  

...... I I I I 

" I 

U U .. u e 

r 

,.... 1+ ." 

I II 

I 

I I 

I 
I !I .. J j j

" Ihl--hl4-P.. 

U 1 I r I r i I I r I I i r I I 

lllJ • , Do 
Do 

" I i rJt: i i i 
u 

", 71'- .- I 1ii: I I I I 

I I I I tf I it'" 11if --- ., .- t; 
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10 Syncopation Drill for "Good Night Ladies"  student book pg.53 

First, in 4, then in 2 v 
00I!!!!t." I"Sroka Snlll''' In 

AllaBre", 
t.J count:  1 2 3 4 !The syncopated figure of 1 2an eighth tied to a 'longer  V V 1""1 

note,  t:J I "- !IlL .p.  1""1 1""1 • () m 
as in the tune in line 11, I  V_ V 1""1is also knO\\"l1 as the 1iI:  1""1 :1""1."Scotch Snap." It occurs 
frequently in old English 
melOdies. It is the -reverse of the common 
rhythmic motive of long I  V V 1""1 ana short notes to short ')9- 1""1 1""1.and long notes with the 
accent on the or 
heavier note. Th,S is the -syncopated form. 

Prepare this rhythm 
slowly, in four, then Ispeed up until the two " I 
pulse is felt. 

.,J 
t.J(To review syncopation,  -rsee Cllapter 13, nos. 14 & r r r r r r r r r tlr15.) 

II] 
1\ I 1""1.3. ,....., I 

I 

1""1 V  1""1 V -
count: I 1 

I  I --
1\ I  I 

r r  r r r • r I I 

JI 
:-=::::-====f 

cresco I 
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Good Night, Ladies 
Unison in Ab and Ensemble, Db Major student book pg .53 

11 Unisun-Ab 
American College Songv 

1\ I  r'l 

t.J  IJ.....I I 
This melody  
emphasizes the "Scotch .p.. I.p- 11""  
Snap" rhythm in " r'l ! " 0 

syneopafud form. In the 
song text the two 
syllable word "ladies" 
would be notated by 
single flaS eighths. This .". r'l V_ I.". ....-" 
IS shown ill measure . 
two. Thereafter, these 
eighths are notated in 
beam stvle to confonn 
to instrUmental notation 
protocols. .". r'l V_ I.". ••-t:} [. 
Accent the flrst eighth
Ot the "snap" to prevent 
its performance as an 
up-beat. 

The modualtion in 1\ , I , I 
measure 8 goes to Bb -
major. 

t.J  .,
The ensemble has  .,. r r r t--1' - , ! r r 1- P I r 
contrapuntal imitation I  
of the "Scotch Snap"  
figure.  

1\ II I  I IIn measure 5, the piano -comes 
from the final phrase of 
this tune in .its original -6- I.... *.......;*. :f: W II I 
song-tonn. {.  I::  i 

T I  I I 

Rit-in4 ,.. I  V 
...J 

t.J  I r 
V !play if I 

no piano).p.. 1""' Jt ['"" 

.". .f'- 1""' -tt- .,.  • 

.". If'- 11""' -tt- •• ... 
!II I I  r-1 ! i\ i-

t.J r r  I' frr r i I r  :to 

,.. I Ii] 1""'11...., r"1 I 1'""""'1 I I 1\ I l I .. r--= ;... . 
: 

11- :8:  :8  
: 

-L"...;.;OI I - 1 
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11 (cont'd) student book pg .53 

1\ in 2 again ,I I I I --

t) II 11II IIW  
-

I- 
I I- II - 
I I - 

II I I - 
t) .- f'r r =7-..:r r W---r ---#- I I 

1\ I 

I '-if-

:i"} f:. t t f:- If:-' U f:. jL f:. f:-
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Steps to Mozart 
Bb Major to E Minor 

12 Bb Major, without signature student book pg, 53 

,., V 
Leading To Mozart "h 

.J---+drill modulates .. .._. .. .. 
from Bb major to E .. " -- '--..-/ 
minor and reviews the 
"Scotch-Snap" .., V .- --, .....-.... 
syncopation, It has new 
chromatic changes in if - ....measure 6, F# and B 
natural are leading tones 
to Eminor, ,., V .-..... .-=;::: 
The basic piano rr'harmonies help in 
guiding intonation, I I....l I I r "-I I 

Recognize the last two ,.,eighths in measure 7 as [:no: - V -
the pick-up notes for the 
Mozart theme in line 15 ' rI I....lT l "-I I 
Use the middle part of 
the bow for this 
example, 
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Drills for Mozart 
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Mozartian Drill " .. .......  

Eminor. Haononic 
Fonn 

tJ 0 II .......  
The character of this -count: 2 
scale pattern, in the 
harmonic minor on E, 
lavs the groundwork for Il • - .! •I I 
tile pitclies and bowings f-+ 
in tlie Mozart '..-F-. 
Symphony excerpt. ••• I ....... 0 -
Play from the middle to 
the upper section of the - I 1bow. Emphasize the 
quarter notes a Iittle 
more than the eighths. !"T-t.;;;;iThis is the style of 
rhythmic phrasing in 
the Mozart sympnonic 
theme in Jine 15. I t 

As usual, drill slowly, ..-.-#. 
until secure. .......... ., .. I t-I  
"Four counts to learn it; 
Two counts to play iti" 
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1\ .IIIntervals in E Minor 

this broken chord study I __ I 
aims to strengthen the Iiit third finger - do not
key-sense oi E minor, in count:. 1 2the harmonic mode. This o  

the background key for I JI_  
the Mozart piece whfch  
follows.  .. 
The dimirushed fifth 
interval occurs in measure o3, anticipating measure 10 
of the tneme In line 15. -Violins should lift and 
replace the third finger for I I I 
the diminshed fifth, A to 
D#. DO NOT SLIDE 
ACROSS THE STRINGS! 
This will help to produce 
a clear and correct -
intonation. More 
advanced violinists can - I I 
use the 4th finger for the 
0#. 

1\ .II 
Measures 1,2,4 and 5 have 
the same two--eighth 
up-beat detail. J , 
In measure 4 the bow I , r f 
remains on the string 
during the rest. This I 
bo"",'ing detail is employed -
by fine players. . -
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MOZART ENRICHMENT 
A SUMMARY m AHA BREVE 

This theme, a fragment from the G minor symphony of Mozart, has been adapted to the key of Eminor, harmonic form. The technical revisions 
were planned to fit into the educational concepts of this book. It summarizes the various alia breve examples, as logically developed in this 
chapter. The two eighth note pattern, previously drilled as a study of the up-beat ("pick-up") now appears in its natural form in the opening 
phrase. 

SUGGESTIONS FOR INTERPRETATION 

The piece is to be played twice. For the first time through, the A part is a unison solo, with piano. The second time offers a simplified orchestral 
style of ensemble with violins divisi, A & B; the others playing the Bpart, as harmony. Piano is mcet. 

A gentle style of performance is a first requisite for this theme. The A part "sings" in a melodic manner. The B part is more rhythmical in its  
supporting character. Use the middle to upper bow for the theme. The harmony part sounds best when played nearer the point, with a staccnto,  
slightly marked stroke. Aim for accurate rhythm.  

Play softly (p). A new codetta, or finish, based on the original has been added from measure 26. It calls for a modest crescendo to afurl:e if), to  
the end.  

The genius of Mozart serves well as a summary of this book which is dedicated to young string players everywhere. 

Mozart Theme 
Adapted and Transposed from the G Minor symphony  

Unison and Ensemble  
Eminor - Melodic and Harmonic Form!!  student book pg. 54 

B-Hannony 
" Jj 

t) 

Viola B - Harmony 

f:I}= 
Jl. 

.. -.. .. 
Cello/bass A - Theme V .... --...."...-

(a 2)  
Cello/bass B -Harmony  

!"1 V  
:  

-

staco. 
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