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BAROQUE ERA

1580 - 1750

At the tmrn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and wealthy
aristocracy, this was virgin te4ritory for a musical revolution. This same country
which produced th, Renaissance art harbored at the name time the seeds of its
successor: the Buoque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovations in Route-
verdi's operas became the substance of Baroque music.

The Baroque law of tonality VAS almost as solid as the law of gravity. In 'troth

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, alled ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra
using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major mu church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroim, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above tae altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master-

pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft

gilded bronze to simulate gold, and never used a simple foam if a complex one milt:

serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of Rubens or Milton.
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Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bsch's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



u0HANN SEBASTIAN BACH

b. Eisenach, Germany 21 March 1685

d. Leipzig, Germany 28 July 1750

In Eisenach, Germany, Bach's father was a town musician, one of a long line of Bach
musicians - a tradition to be carried on in a magnificent style by Johann Sebastian
and three of his sons.

When Bach was only nine years old his parents died and he was put in the care of
an older brother who begrudged another mouth to feed. Refused the clavier music

he longed so to play, the young Bach spent many moonlight hours copying from a
notebook hidden in the attic. His eyesight suffered from this (in later life he

was blind), but this was the only way be could get the music he craved.

A position as a choir boy freed him from his brother's discipline and gave him
access to the music he wanted to study. When only nineteen years old he was ap-

pointed organist at Arnstadt. When he was here he asked forte month's leave of

absence to visit the famous organist, Buxtehude, at nearby laibeck. Granted the

leave, he took not one but three months to enjoy the great organ master's playing.
This prolonged absence made it necessary for him to obtain a new post.

He married his cousin, Maria Barbara, and devoted the next nine years to raising a
family of seven children (only three lived) and composing music for the organ -
all on $60 a, year salary.

His next job was as Kapellmeister at eathen. This started hialin a new direction

of composing. The organ period was over. He now turned his attention to the solo

instruments and chamber orchestras.

His first wife having died, he married Anna Magdalena who was herself a capable
musician and helped him copy his manuscripts. To Anna Magdalena and J. S. Bach

were born thirteen children. Bach was a family man and always gave time to teach
his children as three of them later proved to the world the value of their father

as a great teacher.

His last job was his happiest and most rewarding. He was cantor of the St. Thomas

School in Leipzig. His activities were many and varied: he played the organ,
taught dull students, directed the choir, and wrote music for every occasion. It

was while at Leipzig that he wrote the greatest of his compositions: the assions,

the mass, the cantatas, chorales, motets, etc. It as his regponsibilitl to write
a cantata for every Sunday but in addition he managed to add to his long list of

compositions. Bach wrote music in every known form except the opera.

He invented no new forms but is responsible for new educational material for the

clavier. To teach his wife and children he wrote two

sets (24 each) of preludes and fugues for keyboard. It was written to demonstrate

the advantage of tuning keyboard instruments in equal temperament. This system,

now universally employed, makes all of the semi-tones equal. Bach also invented a

new fingering system using the thumb and little finger. Why the thumb had been

snubbed is not clear!
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For one hundred years after his death Bea was forgotten. Not until 1850 was any

concerted effort made to recover and pub.ish all of his music.

Bach was an intensely religious man and thi explains his pleasure at his appoint-

ment of twenty-seven years at St. Thomas &heal in Leipzig. He lived but to

worship God and to write music.

Leonard Bernstein paid this tribute to Bach:

"For Bach, all music was religion; writing it VAS an act of faith;

and performing it was an act of worship. Every note was dedicated

to God and to nothing else.

"This is the spine of Bach's work: simple faith. He was a mn of

God, and his godliness informs his music from first to last."

Works:

48 Preludes
12 Suites
12 Concertos
5 Passions

5 Masses
5 Sets of sacred compositions for every
Sunday and feast-day of the year



Minuet

from Notebook II for Anna Magdalena Bach
B
1

Bach easy

arr. Matesky

While Bach was living at COthen, he began to create a series of instructional

pieces for the clavier, beginning with the simplest minuets and rocceding to the

most complex of exercises in playing. Bach wrote this Minuet to help his wife

and children learn to play the keyboard instruments.

The Well-Tempered Clavier was called by Chopin the "highest and best school" cf

pianism. These pieces were written to demonstrate the advantages of the so-called

"equal temperament" method of tuning a keyboard instrument. The word "tempered"

means tuned. Bach wanted to show how music could be written effectively for a

"well-tuned clavier." This is the way keyboard instruments are tuned today. Bach

also wrote 48 preludes and Digues in this tuning method. with two preludes and

fugues in each of the tuelve major and twelve minor keys.

Ralph Matesky, the arranger of this nusic, is a nationally known conductor, adjudi-

cator, clinician, composer, author and arranger. Be is presently Associate

Professor of Music at the University of the Pacific, Stockton, California., He

is now conductor of the San Joaquin Youth Orchestra.

The recording is not of the Minuet by Bach as studied in this Digest. The world's

most celebrated harpsichordist was Wanda Landowska who was considered at her death

in 1959 as the world's greatest artist on this almost extinct instrument. Since

this time, however, there has been quite a revival in the interest of this in-

strument along with others in the Baroque era.
Play any of the TwowBart Inventions on Side 2 so that the students can hear what

the instrument sounds like as played by an artist.

Side 2
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STRING CRITIQUE

Finger Patterns, Extensions and Contractions:

First violin -- 1-2 and 2.a; lowered 1st finger extension to play D# on

the D string.

Second violin -- 2-3 only, lowered 1st finger as in 1st violin part.

(A, D & G strings only.)

Viola -- 2-3 and 3-4; lowered 1st finger as in 1st violin part.

(D, G & C strings only.)

Cello -- lowered extension of 1st finger (D# on D string).

Positions:
Violins and viola -- 1st position only..

Cello -- 1st and 2nd positions.

String bass -- 1st and 2nd positions. This piece is a good shifting

study for going to and returning from II position.

Bowing: Legato, detache, detache lance, grand detache, staccato (linked pairs of

quarter-notes), spiccato, lifts.

Pizzicato: None

Ornaments: None

Tremolo: None

Dynamics: p, mf, f, poco crescendo*

Rhythms: No difficulties.

Meters, tempos and tempo changes: 3/4, moderate, poco ritard.

Double - notes: 2nd violin 8-P5th to 36-M6th

Viola and cello -- 8-P5th

Chords: None

Harmonics: None

Signs: i-"*Nb * * Aly t f rl t 11 yltp

Vocabulary: Moderato, mezzo forte, decrescendo, poco crescendo, piano,

forte, poco ritardando, minuet.
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PARTICULARS

1st measure: G major arpeggio in the 1st violin offers a good opportunity to
teach the value of fingering more than one note at a time in order
to simplify the coordination problems and to insure greater clarity

and evenness in performance. The 1st two totes should be stopped
simultaneously as also should the 3rd and 4th notes D and G. The last

note of the measure should be prepared with or just after the 4th note,

, 1
G. (Double -notes thus studied are: 3

1
....M3rd, 3

2
-P4th and o416th.) In

the four lower string parts: WB for the single quarter-notes and

B for each of the hooked quarter-notes.

2nd measure: The lower G in the let violin part should be prepared with the let

note (P4th setting of the fingers). In the cello and string bass

parts, the bowing is a heavy spiccato within the lower half of the bow.

First four measures: The bowing for the let violin is detache lance, near the frog,

for the 8th.notes; WB for the let quarter-note and then 31B

for each note of the hooked pairs of quarter-notes.

Beginning to (17): 2nd position used in the string bass part to avoid inappropriate
tone quality and accents in the wrong places.

4 before (9): detache bowing in the 1st and 2nd violin and viola parts.

2 before (9): 2nd position used in the cello part to avoid the raw and probably

raucous "open A" sound.

4 before (17): in the 1st violin part, use WB for the single quarter-note and WB

for the slurred Uth-notes.

2 before (17): in the viola, part, lift the bow after the quarter-note with the
dot in order to shorten the note and to move the bow to the frog
for the beginning of the next down -bow dotted half double -note.

1111: Violin, viola and cello parts -- slide 1st finger from E to D# without moving

the hand. Otherwise, the finger to be used for the B will be out of position.

String bass uses kti position. All parts -- the bow must start near the frog

(detache lance atyle). Use more bow for the down-tow than for the up -bow

so that by the time the tied R's are reached, the bow will be above the

middle. Use most of the available bow for the tie. This same problem

occurs two more times.

(25): 2nd violin and viola parts -- WB for the quarte -note and WB for the four

iiiiignE6-notes. Cello and string bass, parts -- the down -bow dotted

half-note just preceding (25) viii use most of the bow. The player will need

to lift and recover bow quickly to start the down -bow dotted half-note
right after (25) with enough bow to keep a full (though P) tone.

4, 3 and 1 before (33): The fo...12,...owizerk.sart 8th -notes marked with dots should

be played spiccato in the lower half of bow.

1 before (33): The up-bow dotted half-note in the 1st and 2nd violin, parts must

start at the bow -tip P to achieve an adequate crescendo.
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BRASS CRITIQUE

Brass parts are not difficult in this arrangement. Some problem might occur in
tuning the low C# in 2nd trumpet. Also, high E (lath space) in 1st trumpet may be

a little flat. Use to correct intonation.

WOODWIND CRITIQUE

Clarinet - 1 before 25 use chromatic N. This isn't quite as easy as it looks
because of key and range. The parts are written constantly across the register

break. The 2nd part may be harder than the 1st because of this.

Bassoon - Difficult bassoon part! It works mainly around the half hole area

F# and ) and has many problems.

Oboe - Some difficult changes of register; looks easy but it isn't.

Flute - Rather high!

PERCUSSION CRITIQUE

Timpani rhythm is in unison with trumpets and French horns. The timpani pitch is

generally in unison with the double bass line.
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EXPLANATION OF STRING TERMINOLOGY

Arco --with the bow.

Am frosch at the frog or the heel of the bow.

AWSEAS--
1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc (-0N or,)
taking I note and 1 string at a time.

2. Sautille'ameggio (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each note and string while springing as in

regular sautille.

3. rift...L0a (saltando, ricochet or We) arpeggio -- same as #1 above

except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the am or the heel of the bow.

Coll4r-- the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pinch" and the bow

is lifted front the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string.

Col lees-- the string is struck with the rood of the bow. The usual method is

to strike with approximately half the hair as well as the stick.

The bou hair may either be turned away from the bridge or toward

the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal

placement requires.

getft-- the mute*

atache' -- separate smooth bow strokes, one for each note, with no variation in

pressure and no break between notes. This bowing is also known as the

simple atach4 to distinguish it from the variations given below.

1. Grand detadhe -- same as the above but using the whole bow for each note.

2. Accented atachgr-- each bow stroke begins with a sudden increase of speed

and pressure but without "pinching" the string sharply as in martele--

no separation between the notes.

3. AggeggLempagagg.. same as #2 above except that a whole bow is

used for each note.

4. DliEthLerter-- stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be a

ama11 spacing between the notes but the impression should be that the

notes are slightly separated.
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/ ,
Detache (continued)

5. Dgtachl lance a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a marteli without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal placement.

flEgerpatterm,-- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4.
2. 2 -3 pattern means 1 23 4. The basic finger patterns
3. 3:475agiimeans 1 2 34.

4. Extended or All'. -whole -step or whole-tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 1"23 4 pattern indicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12"3 4 pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23"4 pattern augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented st.londu
patterns (nos. 4, 5 and 6 above).

Flautando or flautato the production of a flute-like tone accomplibh-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouett (whipped bowing) 411101111 the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bov at the tip.

acs as a bowing indication, it means that the player should tine the hair near
the frog of the bow to produce the sounds asked for.

Harmonics flute-like tones produced by touching a string in places (nodfts)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stopping finger" (artificial. nut).
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"Hook" -- attaching one or more notes to the tame bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be

advantageous to do so.

ate -- see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to

achieve the proper effect.

"Link" -- see "hook".

Loud see

Martell, a staccato producing type of bow stroke, well accented, biting and

strong.

1. Simple martele'(usually just marte14) -- bow pressure is set before the

tone begins so that the string will be "pinched" at the start of the
istroke. After the "pinch" most of the pressure is released. The bow

moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martele -- same as simple martele except that the tone is held

out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martele attack ("pinch").

3. Grand martele the simple martele' executed with the whole bow.

MartelArattadk -- see #2 and #1 under martele'above and also under "pinch".

Martellato -- this mesna either martele or a bowing that sounds like a martele,

i.e., in amartele style.

-- 'he pressure applied. to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

martele attack

Pizzicato plucking the string
is indicated with a
to be used are R.H.
sinistra).

with a finger or the thumb. Left hand pizzicato,

plus sign (+). Indications as to which hand is

and L.H. or M.D. (nano destra) and U.S. (mano

Point of contact -- the place on the string at which the bow is placed:

Portato(loure) -- two or more detache parte:notes performed on the same bow stroke.

Re_ stez -- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Sal, tato -- a general term meaning springing, rebounding or bounced.
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Sautille° -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and,
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son file (sm tone) -- the long sustained tone. The best Doint a contact Es
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Soundin4 point -- see mkt of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.
The tking spiccato is a series of ,spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.
a specific term meaning to the string player that a series of small
martele strokes are to be executed on one and the same bow stroke.

Also called solid staccato and martele staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flings staccato performed in the same manner as the solid staccato
except with a lighter preeleUre so that the bow leaves the string between
notes.

Staccato volante -- flying staccato (see immediately above).

StA.Eptice13.0 play with a relatively light bowstroke near enough to the

bridge so that a nasal glassy tone quality is proZuced.

Sul tasto, sul tastiera,, or sur la touche -- see flautando.

SIGNS:

1. Dots may mean any form of detache or any type of staccato bowing.

2. Dashes may mean de_tache or detache

3. Dashes and dots combined may mean detach lauc4, a modified spiccato or

a modified marte14.

4. The tie or slur mark rzi11 mean either to tie the notes or to slur the

notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,

MARE staccato, flying spiccato, or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean masts

(loure).

7. The staple-shaped sign (rail) means down-bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some

editions.

9. The comma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to rceover the bow, that is,

move it through the air to the frog.

10. The sign, ) means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a vote means fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a nartellato execution.

14. The sign, x (or r, orv), means an extension of one half-step.

15. The sign x (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb tc finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. -- near the frog of the bow.

b. U. -- near the middle of the bow.

c. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 the lower 1/2, 1/3, 1/4 of the bow.

e. U.l /2, 13.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.

f. WS, 1/22, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. The positions are indicated as follows:

- half position.

I - 1st position.

II - 2nd position.
interm^diate position between 2nd and 3rd positions.

etc.
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Absolute music In contrast to programme music - music that has no admitted

association with anything outside of itself.

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or

apply nev or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Chorale Congregational hymn of Lutheran church.

Chorale-prelude Elaboration of the chorale played before the singing.

Classic sonata Form of the symphony (4 movements).

Clavichord Clavier hit by tangent - usually 4. octave range.

Clavier Any keyboard instrument; clavichord, harpsichord, etc.

Concerto Solo instrument with orchestra.

Concerto Grosso Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Continuo Figured bass line in Baroque era.

Contrapuntal The combination of 2 or more independent parts in a

harmonious texture.

Divertimento Light music; generally played outdoors. Usually has

more than 4 movements.

Fantasia The composer exercises his fancy without following

any conventional form.

Fugue Contrapuntal composition in 2 or more parts.

Harmonic series A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called

harmonics or overtones.
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffa Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial First tone in the harmonic series.

Partite Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.
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Sonata-allegro fora A exposition
B development
A recapitulation

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared frog the devastating Thirty Years War and aided by an artistic end wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,

Orfeo. Before this, music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovations in moat*

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then returzed to the original key.

The favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue -

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra

using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera, prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master-

pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,

gilded bronze to simulate gold, and never used a simple form if a complex one could

serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of Rubens or Milton.
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Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



Chorale' and Invention

Bach
arr. Matesky
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moderate

A Chorale is a hymn-tune of the Lutheran church. An Invention (as used by

Bach) is a two -part piece of music in contrapuntal style for clavier.

Bach wrote 15 short Inventions for the clavier and many of the piano students

will recognize this one, No. 8 marked vivace con allegrezza in the key of G, major.

This is really an Etude designed as an exercise for the development of technique,

but also a model in the art of composition. Many of Bach's inventions possess

the freshness and spontaneity of improvisation.

In this particular Chorale aad Invention the arranger, Ralph Matesky, plays the

role of composer-arranger. When it was proving hard to discover which particular

Chorale of Bach's was used in this music, a letter was sent to 14r. Matesky asking

his help. His reply came:

"The truth of the matter is quite simple. I wrote the chorale and the

publisher was simply ambiguous in titling the work or careless in omit-

ting this facts I've since enjoyed a personal delight of having J. S.

Bach credited with a work of mine!! I'm sure he would never get over

it if he knew."

The arranger, Ralph, Matesky, is a nationally known conductor, adjudicator,

clinician, composer and author. He is presently Associate Professor of Music

at the University of the Pacific, Stockton, California. He is conductor of the

San Joaquin Youth Orchestra.

This is an interesting recording made by the Select High School Orchestra at
the Nineteenth Annual Music Festival of the Hawaii Music Educators Association.
Ralph Matesky is the Conductor and the recording was made in Hawaii at the
H.M.E.A. Convention.

Side 2 Band 1

1



GENERALITIES

Chorale and Invention

Bach
Arr. Matesky

STRING CRITIQUE

B
. 2

moderate

Finger Patterns, Extensions and Contractions:

First violin -- 1-2, 2-3, 3-4, extended; 4th finger extension (F on the A

str., Bb on the D str.); contraction of 2nd to 4th fingers

(Bb down to C#).

Second violin -- the same except that the contraction involves 3rd and 1st

fingers.

Viola -- the same as 2nd violin except there are no extensions.

Cello -- lowered and upward extensions.

String bass -- overextended lst finger.

Positions:
First and Second violins -- I, II and III.

Viola -- 65, I, and III.

Cello -- PO, I, II III and IV.

String bass -- PO, I, II, MI.

Bowing: Legato, detache, accented detache, martele, rapid string crossing,

sonfile ff, staccato (note pairs), portato (in the cello part),

inaudible bow change during long sustained tone crescendo (cello),

colle (cello), sustained martele.

Pizzicato: None

Ornaments: First violin - trills (whole-tone, 1-2 fingers).

Tremolo: None

Dynamics: mp, f, ff, 6,e,

Rhythms: No difficulties.

Meters, tempos end, tempo changes: 3/4 Moderato, Risoluto, Deliberately,

Poco ritordando, A little more broadly.

2 1 4

First violin -- 1 - M6, o-m6, 18.
0 1

Second violin -- 2-M3., o-m6.

0 1 1

Viola -- 2-M3., o-M6.9 o-P8.

Double - notes:



Chorale and Invention

Chords: Viola and Cello parts -- F-2

C-o

Harmonics: None

Signs: - f) 5 e-NN

String Critique - page 2

A )

Vocabulary: moderato, risoluto, poco ritardando, Chorale, invention

Comment: This composition provides a wonderful opportunity to develop dexterity

and coordinatiion in the strings. The tempo must not be faster than

proper execution allows, however.
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PARTICULARS

Strlag Critique - Page 3

Beginning to (6): Cello - the bowing used is portato (loure) and legato

whole bows for fullness of tone).

5th measure: Cello - WB for the quarter-note and WB for the slurred notes.
III position for beauty of tone and vibrato.

1 before (2): Cello - the down-bow must reach the tip. WB for the slurred notes.

(4): IV position in the cello put to maintain C string quality and resonance.

illottglellb Cello - change to the G string to prepare for the note D.

uggs_161: Cello - change bow inaudibly during the dotted half-note with

fermata to maintain the crescendo.

6: 1st and 2nd violins - II pos. The note taken with the 1st finger must be

found in advance. Martele bowing.

Cello and string bass - The sff demands a WB, but the bow should be lifted

for maximum resonance and to refrain from holding

the note too long.

2 after 1st and 2nd violins - the first note should be played with an

accented detache stroke; the first two 16th-

notes legato; the last 8th -notes simple detache.

Viola - martele as in the entrance of the violins but III position.

Cello - upward extension.

222:22-ELEPAIIILIMIL- martellato. The bow should be lifted

somewhat between the notes. Imitate the

martele of the violins and violas.

3 after (6): Viola - same as the violins 2 afteria.

Cello - begin in II pos. to shorten distance of shift to the note

F (III pos.). Lowered extension.

Cello and string bass - the bowing is the same as for similar

passages in the violins and violas except

for its execution in the lower half of the

bow.

4 and 5 after (6): 1st and 2nd violins - the first upper note and its lower

neighbor must be fingered simultaneously to get enough speed.

A pianistic type of fingering, one finger at a time, will

cause failure.

before W: 1st violin - 4th finger exteneon. This measure and the following

measure (1st note) will need particularly carefUl checking and

practice to assure accuracy.

4 before fl: 2nd violin and viola - contraction of 3rd finger.

1 before (7b string bass - II pos. for a more consistent tone quality.

2 after (7): cello - play the second A in II position to avoid an accent on the

wrong part of the beat. ''his will also help to keep the articula-

tion and tone cleaner and more even.
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PARTICULARS - cont.

String Critique - Page 4

3 after CO: cello - use II position to prepare a shorter shift to III position

4 after (7): 1st violin - rapid string crossing - "note pairs" should be practiced
as double -notes and the bowing coordination worked out on the open
strings.
viola - contraction of 3rd finger.

1 before (8): contrattion of 4th finger (interval of 8.416) in the 1st violin.
contraction of 3rd finger in the 2nd violin.

2 after ab string.bass - use II position to avoid a booming accent on the
second half of beat two and to keep a more consistent tone.

3 before (9): ring - finger the G to help assure a somewhat staccato sound.

2 LINITILI2j cello - II position for better quality of tone.

(5): 1st and 2nd violins and tIpla - legato. Also see note for 1st and 2nd
violins 4 and 5 after (6).

2, 3 and 4 after (9): cello - colle.

(10); 1st violin - II position to prepare the fingering of the doable -stops in
the next two measures.

2
2 EL3 ataLA191; 1st violin - double-stops, 1-M6 and 1-P8.

2nd violin - double-notes, 0-M3 and 1 .m:6.

2
Viola and Cello ?major triad F-2

0-o. 7' .

The three notes should be sounded simultaneously. They could
be divided, 2 and 2, if the players cannot get a good sound
playing all 3.

(11): cello and stialass- to sustain the tie ff, the bow must be drawn very
near the bridge.

2 after jab cello and string bass - recover bow to the lower half.

Luorgapulga: cello . see note for 1st ant. 2nd violins 4 and 5 after (6).

1 before 13: cello - use II position to maintain C string timbre.

8124gL120.- extend 1st finger to reach the note E without shifting.
The note G should be fingered to maintain a consistent quality of
tone.

3 after (14): cello - II position. This G fingered can be accented more satis-
factorily than can the open G.

strinsllass...- the fingering he and in other places was determined
not just to get ease of playing but to obtain as good and ae con-
sistent a tone as possible.
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PARTICULARS - cont.

String Critique - Page 5

3 after (12)) cello - use OD position to avoid extensions and to enable the
first finger to maintain its position on Cl.

4 before (17): cello - II position. This places all the. notes within reach of the

fingers without moving the hand.

1 before (17):' viola - 1
o -P8.

II position in the cello part so that the strongest fingers may be used

for solidity at the end.
1st violin - long trill 1st to 2nd fingers.

0

3 and 4 after (17): violas will need to practice the shift from the 1443 to the

1
o-M6.
2nd violin . double-notes 1

1 0446 and 2-M3.

1st violin - o.106.

Last 2 measures: 2116.22EI1- the down-bow crescendo on the sustained notes begun

vith an accent requires that the bow start with a good "bite"

and with rapidity of motion. Slow the bow immediately while

moving it closer to the bridge in order to exert enough pull to

get the crescendo.
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B
2

moderate
Bach

arr. Matesky

BRASS CRITIQUE

Brass parts present no difficulty in this score. They are entirely secondary to
strings and woodwinds.
Tuba, if used, will require much practice for pitch and rhythmic accuracy. Care

must be taken in Chorale section to arrive at good homogeneous tone quality in
brass choir.

WOODWIND CRITIQUE

Clarinet No problems in chorale. The only technical problems arise at (11) in
the Invention and although the notes move right along they fit the clarinet very

well.
Staccato passages shoed be veil- spaced.

-

mler
Bassoon - Finger I&tb space 01/for intonation.

aV"-fGF (6) why not slur? %lir p41,
This piece calls for a highly developed low register technique; it is unusual in

this respect.

Oboe - Use "du" attack on first I* Use Fork F one before (3). Second Dtin
bar after (11) may be played with D trill key. Use Fork F in passages at (16).

Flute - Don't allow flutist to breathe too often in long phrases as at (2). Thumb

B at (11). 6 after (11) finger F ..

CL7-7 ac, to E .g

'1Use this fingering throughout this LE?. o
section. This is a very rough flute
section.

ejiCs
PERCUSSION CRITIQUE

From 10 to 12 the timpani part is basically in unison with the low brass and low
strings. The timpanist should listen to the low brass and low strings and try to

match their styles.



EXPLANATION OF STRING TERMINOLOGY

Arco -- Stith the bow.

Am froech -- at the frog or the heel of the bow.

Arpeggio --
1, Legato (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc (--.N or,400)

taking 1 note and 1 string at a time.

2. Sautille'arpeggio (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each note and string while springing as in

regular sautille.

3. Springi4g(saltando, ricochet or eta) !Emma.- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sulimaicello).

Au talon -- at the aslor the heel of the bow.

Cone -.0 the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded siataneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is

to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal

placement requires.

Vimpfer -- the mute.

atache- separate smooth bow strokes, one for each note, with no variation in
pressure and no break between notes. This bowing is also known as the

simple diadhe to distinguish it from the variations given below.

1. Grand &quiche -- same as the above but using the whole bow for each note.

2. Accented detache each bow stroke begins with a sudden increase of speed
and. pressure but without "pinching" the string sharply as in martele--
no separation between the notes.

3. Accented grand detache -- same as #2 above except that a whole bow is

used for each note.

4. atacheporte. stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that thl

notes are slightly separated.
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togiache'-- (continued)

5. atache lance -- a shortened quick bow stroke beginning with great

speed slowing toward the end of the sound. Usually there Should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martele without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal placement.,

Finger patterns the patterns of spacing between fingers of the left band.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4.

2. 23.22aern means 1 23 4. The basic finger patterns
3. 3-4 pattern means 1 2 34.

4. Extended or All- whole -step or whole-tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 1"23 4 pattern, indicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 1212j4 mgams.. augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23"4 pattern augmented 2nd between fingers 3 and 4; half-step
between fingers 2 sue 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautando.or flautato ....i.indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Follettef(whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Farmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stopping finger" (artificial nut).
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"Hook" attaching one or more notes to the same bow stroke. This usually ap-

plies to notes that would be played with separate bows if it would be

advantageous to do so.

Jets -- see ricochet,

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to

achieve the proper effect.

"Link" -- see "hook".

Loux4-- see portato.

Martele -- a staccato producing type of bow stroke, well accented, biting and

strong.

1. ample mertele(usually just mar l4) -- bow pressure is set before the

tone begins so that the string will be "pinched" at the start of the

stroke. After the "pinch" at of the ilressure is released. The bow

moves rapidly. Each note must be seperated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martele -- same as simple martele except that the tone is held

out. An adequate amount of bow must be available for the note in question.

The bow is considerably slowed after the =tele attack ("pinch").

3. Grand marteler-- the simple martele executed with the whole bow.

Mertele attadk -- see #2 and #1 under nartele above and also under "pinch ".

Martellato -- this means either martele or a bowing that sounds like a martele,

i.e., in a martegs,,style.

"Pinch" the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

marteld attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand Pizzicato

is indicated with a plus sign (+). Indications as to which hand is

to be used are R.H. and L.H. or M.D. (man° destra) and M.S. (mano

sinistra).

Point of contact -- the place on the string at which the bow ie placed.

Portatotourel two or more detache Porte notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow is dropped (or ,hrown) on the string and allowed to rebound

making possible two or more notes per impulse.

Saltando or Saltato -- a generak term meaning springing, rebounding or bounced.
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Sautille-- a springing bow stroke that obtains its effect through the natural

spring of the bow coupled with the correct motion of the bow hand and

arm. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son file(matone) -- the long sustained tone. The best point of contact La

nearer the bridge than it is with faster moving bow

strokes. The player needs to match up the duration of

the tone with bow speed and sounding point. When the

proper relationships are achieved, the tone "spins out"

almost without effort.

Sounding pint -- see 221nt of contact.

Spiccato the bow is dropped from above the string and rebounds into the air.

The Dyinsspiccato is a series of spiccato notes played in the same

bow direction.
Staccato -- a general term meaning that the notes are shortened.

-- a specific term meaning to the string player that a series of small

martele strokes are to be executed on one and the same bow stroke.

Also alled solid staccato and martele staccato.)

1. Rue or nervous staccato -. executed by a very rapid oscillation of the

bow arm which may need to be somewhat tensed to achieve success.

2. Plying staccato -- performed in the same manner as the solid staccato

except with a lighter predsure so that the bow leaves the string between

notes.

Staccato volante flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the

bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tabtiera, or sur la touche -- see flautando.

SIGNS:

1. Dots may mean any form of detache or any type of staccato bowing.

2. Dashes may mean detacheor detache porter

3. Dashes and dots combined may mean detacherlance, a modified mimeo or

a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the

notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,

flying staccato, flying spiccato, or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean portato

(iour4).

7. The staple-shaped sign (11) means down -bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up -bow. This sign also occurs upside down in some

editions.

9. The comma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, that is,

move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note means fouette or whipped Ntirim.

13. The point or wedge ( ) often means martele or a martellato execution.

14. The sign, x (oril orv), means an extension of one half-step.

15. The sign ft (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
a. Fr. -- near the frog of the bow.
b. M. -- near the middle of the bow.

c. Pt. or tip. near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 -- the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.

f. NB, 1/2B, 1/38, 3/48, 1/4B, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. The positions are indicated as follows:

('11) - half position.
I - 1st position.

II - 2nd position.
111/2 - intermediate position between 2nd and 3rd positions.

etc.
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Absolute music In contrast to programme music - music that has no admitted

association with anything outside of itself.

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale

Chorale-prelude

Classic sonata

Clavichord

Clavier

Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

A song for one or more voices.

No key used.

rertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.

Form of the symphony (4 movements).

Clavier hit by tangent - usually 4. octave range.

Any keyboard instrument; clavichord, harpsichord, etc.

Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a

harmonious texture.

Light music; generally played outdoors. Usually has

more than 4 movements.

The composer exercises his fancy without following

any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest'

pitch) and one or more upper partials, variously called

harmonics or overtones.
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffet Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.

7"



Sonata-allegro form A exposition
B development
A recapitulation

Digest Terminology - page 3

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo

4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art haAlored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi wns commissioned to write the opera,

Orfeo. Before this, music had been sup7emt. Saw the declamation of the words and

the music were combined in an unheard of balance. These new innovatinno in Monte

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then retmned to the original key.

The favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue

one solo instrument with piano as partner

one instrument or a solo group of instruments

contrasted against an orchestra
using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructiras. Famous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louie "IV's Chateau of Versailles, and the master-

pieces of the Flemish painter, Rubel These artists sculpted stone to look "soft,

gilded bronze to simulate gold, and i used a simple form if a complex one could

serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of Rubens or Milton.
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For one hundred years after his death Bach was forgotten. Not until 1850 was any
concerted effort made to recover and publish all of his music.

Beth was en intensely religious man and this explains his pleasure at his appoint-
ment of twenty-seven years at St. Thomas School in Leipzig, He lived but to
worship God and to write music.

Leonard Bernstein said this tribute to Bach:

"For Bach, all music was religion; writing it was an act of faith;
and performing it was an act of worship. Every note was dedicated
to God and to nothIng

"This is the spine of Bach's work: simple faith. He was a man of
God, and his godliness informs his music from first to last."

Works:

48 Preludes

12 Suites
12 Concertos
5 Passions
5 Masses
5 Sets of sacred compositions for every
Sunday and feast-day of the year



JOHANN SEBASTIAN BACH

b. Eisenach, Germany 21 March 1685
d. Leipzig, Germany 28 July 1750

In Eisenach, Germany, Bach's father was a town musician, one of a long line of Bach
musicians - a tradition to be carried on in a magnificent style by Johann Sebastian

and three of his sons.

When Bach was only nine years old his parents died and he was put in the care of

an older brother who begrudged another mouth to feed. Refused the clavier music

he longed so to play, the young Bach spent many moonlight hours copying from a

notebook hidden in the attic. His eyesight suffered from this (in later life he

was blind), but this was the only way he could get the music he craved.

A position as a choir boy freed him from his brother's discipline and gave him

access to the music he wanted to study. When only nineteen years old he was ap-

pointed organist at Arnstadt. When he was here he asked for,a month's leave of

absence to visit the famous organist, Buxtehude, at nearby Liiteck. Granted the

leave, he took not one but three months to enjoy the great organ master's playing.
This prolonged absence made it necessary for him to obtain a new poet.

He married his cousin, Maria Barbara, and devoted the next nine years to raising a
family of seven children (only three lived) and composing music for the organ -

all on $60 a year salary.

His next job was as Kapelimeister at Cdthen. This started him in a new direction

of composing. The organ period was over. He now turned his attention to the solo

instruments and chamber orchestras.

His first wife having die, he married Anna Magdalena who was herself a capable
musician and helped him copy his manuscripts. To Anna Magdalena and J. S. Bach

were born thirteen children. Bath was a family man and always gave time to teach

his children as three of them later proved to the world the value of their father

as a great teacher.

His last job was his happiest and most rewarding. He was cantor of the St. Thomas

School in Leipzig. His activities were many and varied: he played the organ,

taught dull students, directed the choir, and wrote music for every occasion. It

was while at Leipzig that he wrote the greatest of his compositions: the passions,

the mass, the cantatas, chorales, motets, etc. It was his responsibility to write

a cantata for every Sunday but in addition he managed to add to his long list of

compositions. Bach wrote music in every known form except the opera.

He invented no new forms but is responsible for new educational material for the

clavier. To teach his wife and children he wrote The Well-Tempered Clavier, two
sets (24 each) of preludes and fugues for keyboard. It was written to demonstrate

the advantage of tuning keyboard instruments in equal temperament. This system,

now universally employed, makes all of the semi-tones equal. Bach also invented a

new fingering system using the thumb and little finger. Why the thumb had been

snubbed is not clear!
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For one hundred years after his death Bach was forgotten. Not, ut.:!1. 1850 was any
concerted effort made to recover and publish all of his musio.

Bach was an intensely religious man and this explains his pleasure at his appoint-
ment of twenty-seven years at St. Thomas School in Leipzig. He lived but to
worship God and to write music.

Leonard Bernstein paid this tribute to Bach:

"For Bach, all music was religion; writing it vas an act of faith;
and performing it was an act of worship. Every note was dedicated
to God and to nothing else.

"This is the spine of Bach's work: simple faith. He was a man of
God, and his godliness informs his music from first to last."

Works:

48 Preludes

12 Suites
12 Concertos
5 Passions
5 Masses
5 Sets of sacred compositions for every
Sunday and feast-day of the year



Chorale-Prelude
Theepers Awakes

B
3

difficult
Bach

arr. Ormandy

Bach wrote 5 sets of cantatas for every Sunday and feast-day of the year. This
Chorale-Prelude is taken from one of these cantatas, especially written for the
nth Sunday of Trinity. The text is from the Bible - Matthew 25: 1-13. This
is the story of the wise and foolish virgins who slept to await the coming of the
bridegroom. The wedding scene is the background., the hymn describes the caning
of the bridegroom (Saviour) who invites the bride (the church) to tLe wedding.
The text describes their meeting, the bridegroom comforting the bride and promis-
ing her eternal bliss. There is a final hymn of praise sung within the gates of
the near Jerusalem.

Bach wrote a Chorale Prelude as an introduction to the congregational singing;
hence the name Chorale-Prelude.

Eugene Ormandy who arranged Sleepers Awake is a famous conductor, born in
Budapest but now an American citizen. He has conducted the Minneapolis Symphony
Orchestra, the Philadelphia Orchestra, and has conducted most every major orches-
tra in the world. Through his leadership (since 1938) the Philadelphia Orchestra
has come to be recognized as one of the world's greatest orchestras.

Another chance to hear the mighty organ at the hands of a master! E. Power Biggs,
one of the world's greatest organist plays tL" famous Contata, Sleep2Es_Anke
Raise Your Voices! which is the basis for the Chorale - Prelude by Bach.
The recording also includes some other good favorites the teacher might like to
play *.'or the class; e.g. Jesu, ilmof Man's Desiring, Unto Us a Child is Born and
SheepASEANNEGraze. Read the jacket carefully.

Side 1 Band 3



Choral Prelude: Sleepers Awake
"Wachet auf Ruft uns Die diTiiew

Bach
Arr. Ormandy

STRING CRITIQUE

GENERALITIES:

3
difficult

Finger patterns, extensions and contractions:

1st violin -- 1-2, 2-3, 3-4, 32' '34; 4th finger extension.
2nd violin 4.- 1-2, 2-3, 3-4, 12"34.
Viola 1-2, 2-3, 3.4e 1" 23'4.

Cello lowered extensions.

Positions: 1st violin I, II, III, IV, V, VI, VII.
2nd violin I, II, III, IV.
Viola I, II, III, IV.
Cello -0. I, II, III, IV.

arkoasE.- 36 I, II, III, III, 111;g6

Bowing: detache, legato, detache lance, hooks, accented detache (the ditches
apparently not only mean a broader tone but a stress as well).

Pizzicato: none.

Ornaments: Single appoggiaturas (begun "on the beat ")*, double appoggiaturas

(slides or schleifer) also begun "on the beat", short trills no
more than one beat in length. Note examples of how to perform them
in the 1st violin part marked I and the viola part marked I.

Tremolo: none

Dynamics: pp, p, mp, ml, f, ff, fff,

Rhythms: the problems are not many and usually involve the satisfactory perfor-
mance of the ornaments.

Meters, Tempos and tempo changes: andantino, aliargando, 4/4.

Double-notes: none.

Chords: none.

Harmonics: cello -- mid-string C.

Signs: Vol-It..., > s >.,,ftammow:# .2....oje*. 007* /4.7%

Vocabulary: repeat ad libitum, scordatura, see also above.

Comment: treble clef in the viola part. String basses Without low C strings or

C mechanisms should tune their E strings to Eb.

* "on the beat" means that the appoggiaturas take their value from the succeeding
note, not the preceediAg one.



Choral Prelude: Slesms Awake,
"Wachet ago RuftEajde Stimme"

PARTICULARS: :*

String Critique . Page 2

First 4 measures: violin and viola_pprts The 8th note pairing* should receive

a moderate phrasing of strong -weak, strong -weak. This
should not be overdone though* The bowing is somewhat like
using a detache porte for separate quarternotes. The
eighth notes with dots, detache lance, should not be
shortened too much.
Cello and bass The bass doubles the cello and to insure that
most of the bass part will sound an octave lower than the
cellos instructions are given in the part to use a scordatura,
i.e. tuning the E string down to Eb. The fingering takes this
tuning into account throughout the composition. In these
opening measures, the separate quarters should be detache
porte. The slurred quarters are, of course, legato.

5tb measure to 121: violin parts (the violas rest) -- This part of the melody
is a great contrast from the 1st four bars, losing any
quality of stagnancy and being in fact a true flight of
inspired melody. The single appoggiaturas, double appoggiau
turns and trills are defined with examples in the lst violin
part and viola part marked I. All these ornaconts should be
placed "on the beat" taking their value from the note
following them. All the trills should start with the upper
note.

Cello adartailltiss these parts must be played with the
utmost smoothness and expressiveness. Vibrato should be
used and attention paid to produce the indicated dynamics
with as much faithfulness as possible. This applies through-
out the composition.

iglio the end -- The comments made above apply here as well. Close attention

should be paid to making the correct differeLce between notes
with dots and those with dashes (detoche lance and detache
porte respectively).
The fingering in the first violin part after should receive
especialI4 careful working out to be sure the players under-
stand it and can use it correctly. This is particularly true
of the last 3 measures which will need much repetition if they
are to be played really well.



Chorale - Prelude

Ibleepers
B
3

difficult

Bach
err. Ormandy

BRASS CRITIQUE

Brass parts offer no exceptional difficulty here. Attention must be focused on

proper concept of brass tone - no vibrato throughout. At (5), be sure that all

brass release together, preferably on count 3 of ,she measure. Be sure fortissimo

is not reached prematurely. Be sure that tone quality id dark and rich and not

at all strident at (5).
First trumpet will have tendency to go sharp 3rd bar from the end. This will

be caused by "bit.ng" to get up into high register. Advise that jaw positions

must be kept "dca and open."

WOODWIND CRITIQUE

Clarinet - Five measures before (h) there is an error in score; C and B should be

sixteenth notes.
Two measures before (6) finger C in Bb trill Q 0 NIN. This ts also true at (6).

A lot of the part lies in the throat register and is hard to obtain good tone

quality. There are some bad register crossingso

Bass= - Bar after (2) should have slur (not in vore). Ute tongue syllable

vEraieach quarter note. Trill E to F at 1st and 2nd ending with thumb on A

key on wing joint.

Oboe - Use Fork F fingering on all F's before or after Eb
Trill 6th bar after (5) Ab to Bb .

r es'
Ab

.:

High BP and F in 5th and Gh bar after (5) are very high. Take down an octave.

Flute . General pitch level gets quite high at times. Suggest last 3 bars could

be taken down an octave.

PERCUSSION CRITIQUE

Three timpani are needed to play the pitches F, Bb, E in the last two bars.

However, if the tempo is slow enough and the player accomplished in rapid tuning
the F on the large drum may be changed quickly to a Bb changing the F to Bb.

It is impossible to achieve the full duration of the eighth note F and a glissando

effect is inevitable. If only 2 drums are available the safest way would be to

omit the P entirely and play only Bb and O.



EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.

Am frosch at the frog or the heel of the bow.

Arpegaio
1. !date arpeggio (different note for each of 3 or 4 strings) .- bow moves

in the same direction for 3 or 4 notes and in a smooth arc (-mN41 orw.,)

taking 1 note and 1 string at a time.

2. Ssutillearveggio (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each tote and string while springing as in

regular sautille.

3. &ringing. (saltando, ricochet or jets) arpeggio -- same as #1 above

except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the am or the heel of the bow.

Cola-- the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pinch" and the bow

is lifted from the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is

to strike with approximately half the hair as wel/ as the stick.

The towbar may either be turned away from the bridge or toward

the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction placing fingers closer together on the strings the: a their normal

placement requires.

ampfer -- the mute.

atachei-- separate smooth bow strokes, one for each tote, with no variation in

pressure and no break between notes. This bowing is also known as the

simple detadhe to distinguish it from the variations given below.
Onurraw

1. Grand detache -- same as the above

2. Accented .14ischtf-- each bow stroke

and pressure but without "pinching"
no separation between the notes.

3. Accented grand atach4 -- same as #2 above except that a whole "war is

used for tech note.

but using the whole bow for each note.,

begins with a sudden increase of speed
the string sharply as in martelei..

4. DifitaclJLmnri-- stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portsto). There may or may not be a

small spacing between the notes but the impression should be that the

notes are slightly separated.



4:064124-- (continued)

5. atachg lance a shortened quick bow stroke beginning with great
speed slcwing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martell without the "pinch".

Extension placing a finger or fingers farther apart on the string than their
normal placement.

Finger the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1, lajattern means 12 3 4.
2. 2±Lm2IIsEnmeans 1 23 4. The basic nempatterns
3. 3=kiiittiiiineans 1 2 34.

4. Extended or All-whole-step or whole -tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 1'123 4 pattern indicates the presence of an augmented 2nd between 1st
aad 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23"4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos, 4, 3 and 6 above).

Maatando or fleutato 4.0-indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fooette(whipped bowing) -- the bow strikes the string suddenly azd sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

-- as a bowfng indication, it means that the player should, use the hair near
the frog of the bow to produce the sounds asked for.

Rya monies flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(helves, thirds, fourths, fifths, etc.)

1. Natural harmonics produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stopping finger" (artificial nut) .
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"Rook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jete-- see ricochet.

Legato, smoothly slurred notes.

Lifted bowstrokes bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -- see "hook".

Lours` -- see pQrtato.

Martel -- a staccato producing type of bow stroke, well accented, biting and

strong:

1. Simple martele(usually just marte14) bow pressure is set before the

tone begins so that the string will be pinched at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martel4f-- same as simple marteler except that the tone is held

out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the marteli attack ("pinch").

3. Grand marte14'-- the simple martele executed with the whole bow.

Martel attack -- see #2 and #1 under marteleabove and also under "pinch".

Martellato -- this means either martile or a bowing that sounds like a martele,

i.e., in a martel6 style.

"Pinch" -- the pressure applied to the string with the bow which, whe.. 4he bow is

moved, results in a consonant-like beginning of a tone. This is the
martel4 attack.

Pizzicato -- plucking the string with a finger or tte thuMb. Left hand piszicai.

is indicated with a plus sign (+). Indications as to which hand is

to be used are R.R. and L.H. or M.D. luano destra) and K.S. (memo
sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portatollourel two or more detache Porte notes performed on the same bow stroke.

Restez ramain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making poosible two or more notes per impulse.

Saltnndo or Saltato -- a genersl tex :. meaning springing, rebounding or bounced.
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Sautillg -- a springing bow stroke that obtains its effect through the nataral
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son file (t2mtone) -- the long sustained tone. The best via a contact La
nearer the bridge than it ie with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see point of contact.

Spiccato .

Staccato

the bow is dropped from above the string and rebounds into the air.
The.laaa spiccato is a series of spiccato notes played in the same
bow direction.

a general term meaning that the notes are shortened.
a specific term meaning to the string player that a series of small
martele strokes are to be executed on one and the same bow stroke.
Also called solid staccato and martel staccato.)!OM

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Plying staccato -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche see flautando.

1. Dots may mean any form of detache or any type of staccato bowing.

2. Dashes may mean detach or de, tache wste?.

3. Dashes and dots combined may mean detach lance* a modified spiccato or
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccatos
f.124..% stacc.ato, spiccato, or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean vritato

Uourel.

7. The staple-shaped sign (M) means down-bow. This sign Jometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some

editions.

9. The comma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, that is,

move it through the air to the frog.

10. The sign, ) means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note resins fouette or whipped bowing.

13. The point or wedge ( ) often means martele or a martellato execution.

14. The sign, x (or", orv), means an extension of one half-step,

15. The sign (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. _Bow placement or the area of the bow to be used:
a. Fr. -- near the frog of the bow.

b. M. -- near the middle of the bow.
c. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/3, U.1/4 the upper 1/2, '/3, 1/4 of the bow.

f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bows 3/4 of the bow, 1/4 of the

bow, etc.

18. The positions are indicated as follows:

- half position.
I - -3t position.

II - 2nd position.

Irk - intermediate position between 2nd and 3rd positions.

etc.
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Absolute music In contrast to programme music - music that has no admitted

association with anything outside of itself.

Aria A song for one or more voices.

Atonality No key used.

Avant garde Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

Cadenza A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

Canon A device of imitation by one melodic line of another.

Cantata Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Chorale Congregational hymn of Lutheran church.

Chorale-prelude Elaboration of the chorale played before the singing.

Classic sonata Form of the symphony (4 movements).

Clavichord Clavier hit by tangent - usually 4. octave range..

Clavier Any keyboard instrument; clavichord, harpsichord, etc.

Concerto Solo instrument with orchestra.

Concerto Grosso Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Continuo Figured bass line in Baroque era.

Contrapuntal The combination of 2 or more independent parts in a
harmonious textare.

Divertimento Light music; generally played outdoors. Usually has

more than 4 movements.

Fantasia The composer exercises his fancy without following
any conventional form.

Fugue Contrapuntal composition in 2 or more parts.

Harmonic series A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.



Digest Terminology - page 2

Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, King or Nobleman.

Lied (p1. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every
character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.

First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and

Holy Week.

Style of writing where composer pays particular attention
to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.

Mass

Mastersinger

Musette

Opera buffs

Oratorio

Partial

Partita

Passion

Polyphony
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Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A syst;em in which all tones gravitate to.a certain tone.

Virtuoso Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before ais, music )o been supreme. Now the declamation of the words and
the music were caMbined in an unheard of balance. These new innovatinns in moat*

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental forms or this era were:

1. The Sonata -
2. The Concerto

3. The Fugue .

one solo instrument with piano as partner

- one instrument or a solo group of instruments
contrasted against an orchestra

using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios wilich

were a natural transitional form from the opera. Major new church male forms were

developed including the oratorio, the pass'.on, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master..

pieces of the Flemish painter, &tens. These artists sculpted stone to look "soft,

gilded bronze to simulate gold, and never used a simple form if a complex one coulC

serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach CT Handel, and the epic creations of Rut= or Milton.
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Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartiai Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



GEORGE FREDERICK RANDEL

b. Halle, Germany 23 February 1685
100 miles from Berlin

d. Zandon, England 13 April 1759

Handel's father was, a barber-surgeon who insiste that his son study law. However,
his father reluctantly gave permission to his son to study music when his obvious
musical genius was shown. He studied, played the organ, and began to compose
music.

In 1706 Handel left for a tour of Italy.. He was well-liked and lovingly called
"The Saxon's by the Italians. When he was Kapellmeister in Aumover he made his
first trip to London taking with L.:m his new opera Rinaldo in Italian style. It
established Handel's reputation in London. He was forced to return to Hanover
but it wasn't long before he again asked leave for a second London trip. He ap-
pealed to his Elector who gave permission if he were to return in "a reasonable
period " This reasonable period became forty-seven years and the Elector who re-
luctantly gave his permission for the London trip became George I of England. The
story goes that only when Handel wrote the celebrated Water Music for his English
=arch did he and the former Elector of Hanover become reconciled.

Handel became musical director of the newly established Royal Academy of. Music in
London. For ten years or so the audiences were surfeited with Italian opera.
Finally acute boreace broke the tradition and even though Handel reorganized the
Academy and would not accept defeat, the Italian opera style had lost its audience

It was thus out of necessity that Handel turned to a new form, the oratorio, and
far tbis the musical world has been very grateful. His most famous oratorio The
Messiah (which had been feverishly composed in twenty-five days) was first pre-
sented at a charity in Dublin.

The Handelian oratorio may be defined as an extensive setting of solo voices,
chorus and orchestra, of a text derived from or based on the Bible. These were
to all intents and purposes sacred operas. The oratorio, in the modern sense of
the word, is largely Handel's own creation.

In comparing the two greatest masters of the Baroque one finds several differ-
ences: Handel never married; Bach was a happy family man. Bach remained a modest
German subject; HaAel became a distinguis'ied English citizen. Bach was buried
in a small churchyard near Leipzig; Handel was buried in Westminster Abbey. Bach
wrote music to satisfy himself and God; Handel wrote to satisfy the public.

On the other band both men were born in Germany not far from each other and in
the same year. Both were blind and died of apoplexy. The two men never met,
but both share the same fate - only a small fraction of their creative eccomphish-
ment is known to the public today.
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Handel wrote over 43 Italian opt ms but none survived. His other works
include:

21 Oratorios - The Massi0
94 Cantatas
2 Passions
12 Violin or flute sonatas
12 Concerti Grosso
20 Organ concertos
12 Concertos tor strings



PRELUDE AND FUGUE
IN D MINOR

Handel

B
4

difficult

One concept of the orchestral prelude was introduced in Bach's TheS.geed
Clavier where each fugue was preceded by a prelude. This was imitated by Handel

in this particular number.

The preludes became a fixture in piano music with Chopin who wrote 26 of them.

Rubenstein descrAbed the preludes as "Chopin's Pearls."

:111,E, kind of prelude as used by Handel in Prelude andyugue,was an independent

piece of music of brief duration. It was not an introduction or preface to

another piece like a prelude to an opera, a play, or a ballet. These are more

fragmentary and transitory pieces whose purpose is to introduce or prepare for the

main theme.

In a Prolude and Fuelthe fugue is not always necessarily in the same key as it

is in this one by Handel. A fugue is a contrapuntal composition in two or more

parts built on a subject (a there). The second entry Pf the subject (generally

a fifth higher or a fourth lower) is called the answer. When the answer enters,

the subject generally continues with a counterpoint to it. When all parts have

made their entries the exposition of the fugue is complete.



Prelude and FUee in D Minor

Handel
arr. Kindler

STRING CRITIQUE

CZ/Mu/TIES

B
4

difficult

Finger patterns, extensions and contractions:
1st violin -- 1-2, 2-3, 3-4, ext., 12'34, 1st & 4th finger extensions.
2nd violin -- 1-2, 2-3, 3-42 ext., 1-2 3, 1st & 4th finger extensions.
Viola -- 1-2, 2-3, 3-4, ext., 1'234, 12'34.
Cello -- lowered and upward extensions.

Positions; let violin -- I, II, III, IV, VIII.
2nd violin -- I, II, III, Iv.

Viola .- 1/26 I, II, III, V.

Cello -- I, II, Ins IV, V, VI.
Stri....siaELes-- 1/26 I, II, WI, III, V.

Bowing: sustained tones, accented ditadhl, portato (accented), sustained martele,

hooks, flying staccato, lifts, spiccato, detache, legato.

Ornamental trills, single grace-notes.
Dynamics: P, mP; mg, f, ff, fP, crest., dim.
Rhythms: triplets, dotted-rhythm, syncopation.
Meters, tempos and tempo changes: 3/4, Largo appassionato, 4/4,

allargando, Tempo I.

3 4 2 1 o 1

Double-notes: 1st violin --o48, 3-m6, 1-M6, 0-M6, 2413, 244,
2 2 o 4

1-m6, 344, 3-M2, 1-P8.

2 1 4 2 1 o o o

1-m6, 145, 1-P8, 3-P4, 3-m3, 243, o-P5, 144,
1 1 3 4 2

o-in6, 2.0, o48, 148, 245.

3 0 1 2 3 4 2 2 1

Viola -- o-P8, o-P5, o-m69 1-m6, 3-P5, 146, 1-159

4 2 3 2 1 o 2 3

3413, 3416, 4-m3, 1-m7, 2-P5, 2-P4, 342, 3-A4, 2.06,

3 o 2 1 4 400
2-N6, 2413, 3404, 0469 2-m7, 3-m6, 1-P4, 2.43.

2nd violin Mae

Allegro,

3 0
2-M6, 1-A4,

1 1 o 4 1 1 2 2

Cello -- (I-unison, 4-M3, 243, 3-gm6, o48, 244, 2-P5, 1-m6,

0 3 1 4 o 2 3

1.1)4, 3 -P5, 1 -P5, 246,3-m3, 1-a, 1.416.

String base 4.

o-unison.
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WilldeLletinuminjalEnor

GENERALITIES cont.

Chords: 1st violin o E-o 3 C-3 2 Bb-4 3
1 B-1 2 D-1 1 C-2 2
3-E dim. 9 E-1, 2-A min., D-o, 1-G Maj., I-1, 2-F Maj.,

C-2 F-1
G-3 C-2
G-o, F-2.

2nd violin o 2 D-4 0 2 G-4 3
1 2 F-3 1 1 A-2 3
3-E dim., 1-E. Maj., D-o, 3-E Maj., o-G min., C-ls 2-D Maj.

Viola -- 2 1 2 1 B-1 A-4 2
1 2 1 o E-1 Bb-2 1
1-D ..-in., o4 1 dim., 1-A min., o-G Maj., C-3, D-1, o-C Mai 9

A-o C-2 Bb-1 o Bb-1 A-o G-3 0 o
D-o 0-3 G-3 1 F-2 E-1 D-4 1 2
A-1, C-3, G-0, 3-A dim., 0-0, A-1, D-1, 3-A Maj. _ 1-F Maj

Cello -c.- 2 A-o 3 1 3 3 4
1 E-1 1 o 1 1 2
1-D min., A-1, 1-A Maj., o-G min., 1-C Maj., 1-F Maj., 2-Bb Maj.

Harmonics: Cello -- mid-string A.

Signs: r7 , hooks, slurs, accents, extension, dashes, fermata.

Vocabulary: simile, cantabile, espressivo, divisi, unison.

Comment: rapid cadenza-like sextuplets at letter 0. Divisi second violins.
Treble clef in viola part.

.010140,01



Arco -- with the bow.

Am frosch at the frog or the heel of the bow.

Arpeggio --
1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc ( or ^5)

taking I note and 1 string at a time.

2. Saatille'arpeggio (different note for 3ach of 3 or 4 strings) -- bow moves

in a different direction for each note and string while springing as in

regular sautille.

3. riiii(saltando, ricochet or jete) :214siso-- same as #1 above

except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the Amor the heel of the bow.

Cale the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pinch" and the bow

is lifted from the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is

to strike with approximately half the hair as well as the stick.

The bow hair may either be turned away from the bridge or toward

the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal

placement requires.

rimpfer -- the mute.

atache.-- separate smooth bow strokes, one for each note, with no variation in

pressure and no break between notes. This bowing is also known as the

simple detachg to distinguish it from the variations given below.

1. Grand detache, -- same as the above but using the whole bow for each note.

s
2. Accented detaches --- each bow stroke begins with a sudden increase of speed

and pressure but without "pinching" the string sharply as in martell
no separation between the notes.

3. itst.nttUg...sUgtanacq-- same as #2 above except that a whole bow is

used for each note.

4. atache porter-- stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). Then. may or may not be a

small spacing between the notes but the impression should be that the

notes are slightly separated.
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atachet -- (continued)

5. atachg land -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a

clear separation of the tones. The notes are neither accented nor

swelled and are played like a martell without the "pinch".

Extension -- placing a finger cr fingers farther apart on the string than their
normal placement.

Finger the patterns of spacing between fingers of the left hand.

These a-I not applicable on the st_aing bass and could apply
to the cello only in thumb position.

1. krizsttestmeans 12 3 4.
2. 2-3 patters means 1 23 4.
3. 3-4 ppZtern means 1 2 34.

The basic finer patterns

4. Extended or All awhole -step.or whole-tone pattern means 1 2 3 4, i.e.,

no fingers are placed closely together.

5. 1"23 4 pattern indicates the presence of an augmented 2nd between let
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd

fingers.

6. 12'13 4 pattern -- augmented 2nd between fingers 2 and 3; half-step

between fingers 1 and 2.

7. 12314 ,J0m2-- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautando or flautato -vs" indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouettg (whipped bowing) MI MI the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke usually performed up-bow at the tip.

Frog -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones Traduced by touching a string in places (nodes)
that force the string to divide Itself into fractions of itself'
(halves, thirds, fourths, fifths, etc.)

le Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stopping finger" (artificial nut).
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"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be

advantageous to do so.

Jett( - see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes bowing that involves lifting the bow from the string to

achieve the proper effect.

%Ian
OMNI see ":hook".

Loure-- see portato.

Martele-- a staccato producing type of bow stroke, well accented, biting and

strong.

1. Simple martele (usually just martele) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. Aiter the "pinch" most of the pressure is released. The bow

moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martele -- same as simple martele except that the tone is held

out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martele attack ( "pinch ").

3. Grand martele-- the simple martele executed with the whole bow.

Martel attack -- see #2 and #1 under =tale' above and also under "pinch".

Martellato um- this means either martele or a bowing that sounds like a martele,

i.e., in a maw rtel6 style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

martele attack.

Point of contact -- the place on the string at which the bow is placed.

Restez -- remain in the position.

Portato(tour6 -- two or more detache porte' notes performed on the same bow stroke.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.

Ricochet - -'the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

to be used are R.H. and L.H. or M.D. (mono destra) and M.S. (memo
sinistra).

..... -.,

Pizzicato -- plucking the string with a finger or the thumb. Left band pizzicato

is indicated with a plus sign (+). Indications as to which hand is
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Saatillef-- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the :orrect motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son fil4'(s ELtone) -- the long sustained tone, The best East.of contact Ls
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Soundingpoint -- see point of contact.

Spiccato-- the bow is dropped from above the string and rebounds into the air.
The flying spiccato, is a series of spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.
a specific term meaning to the string player that a series of small
martele strokes are to be executed on one and the same bow stroke.
TAlso ialled solid staccato and mm tele staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the

bow arm which may need to be somewhat tensed to achieve success.

2. Plying staccato -- performed in the same manner as the solid staccato

except with a lighter predsure so that the bow leaves the string between
notes.

Staccato volante tlyIRELstaccato (see immediately above).

Sul ponticello -- play with a relatively light bowatroke near enough to the
bridge so that a nasal. glassy tone quality is produced.

Sul tasto, sul tastiera, or cur la touche 'Jee flautando.

SIGNS:

1. Dots may mean any form of detache or any type of staccato bowing.

2. Dashes may mean detacheor detache porte.

3. Dashes and dots combined may mean detach lance, a modified spiccato or
a modified martele%

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
aylesstaccato, flyingspiccato, or ricochet.
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SIGNS (continmed):

6. The tie or slur mar) in conjunction with dashes will mean mago
(lour4).

T. The staple-shap(_ :r1) means down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The coma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) ,means to lift the bow.

11. The sign // means .to stop or to lift the bow or both.

12. The sign / over a note means fouette or whipped towing.

13. The point or wedge ( ) often means marteie or a martellato execution.

14. The sign, x (or", cry), means an extension of one half-step.

15. The sign ; (or xx) means an extension of one whole-At*.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
a. Ft. -- near .the frog of the bow.

b. M. -- near the middle of the bow.
c. Pt. or tip. -- near the point or tip of the bow,,
d. L.1/2, L.1 /3, L.1/4 -- the lower 1/2, 1/3, 1/4 of the bow.
e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.
f. WB, 1/2B, 1/3B, 3/4B, 1/48, etc., means to use a whole

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, ete.

18. The positions are indicated as follows:

- half position.
I - 1st position.

II - 2nd position.
I11/4 - intermediate position between 2nd and 3rd positions.
etc.
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Absolute music In contrast to programme music - music that has no admitted
association with anything outside of itself.

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel9 cantata is to oratorio;

biblical text is often used.

Chorale Congregational hymn of Lutheran church.

Chorale-prelude Elaboration of the chorale plaited before the singing.

Classic sonata Form of the symphony (4 movements).

Clavichord Clavier bit by tangent - usually 1. octave range.

Clavier Any keyboard instrument; clavichord, harpsichord, etc.

Concerto Solo instrument with orchestra.

Concerto Grosso Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Continuo Figured bass line in Baroque era.

Contrapuntal The combination of 2 or more independent parts in a

harmonious texture.

Divertimento Light music; generally played outdoors. Usually has

more than 4 movements.

Fantasia The composer exercises his fancy without following
any conventional form.

Fugue Contrapuntal composition in 2 or more parts.

Harmonic series A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called
bormonics or overtones.
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffs Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial. First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programe music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.



Sonata-allegro form
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A exposition
B development
A recapitulation

Set or series of French dances.

Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

A system in which all tones gravitate to a certain tone.

Soloist.





BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years Mar and aided by an artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the baMe time the seeds of its

successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,

Olfeo. Before this music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovations in 116nto

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata
2. The Concerto

3. The Fugue VII

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra
using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Nandel alone wrote
forty Italian operas; but oddly enough be is remembered for his oratorios which
were a natural transitional form froA VA opera. .3or new church music forms were
developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and hamar as U to MAW mod

coercive. The new attracted him and the =re asft..ft$ the aim teary to
accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came lersalr tram Italian

architectural constructions. Famous examples of Baroque eat are Sernini's Don
above the altar of St. Peter's, Louis nrs Chateau of Versailles* and the master*
pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,
gilded bronze to simulate gold, and never used a simple form if a ampler one coat:
serve.

Note the coincidence of Baroque music, elaborate art, lustrous court lite, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral
works of Bach or Handel, and the epic creations of Rubsus or Hilton.
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Musicians in Baroque Era

Corelli Virtuoso on Violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; ate over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



GEORGE FREDERICK HANDEL

b. Halle, Germany 23 February 1685
100 miles from Berlin

d. London, England 13 April 1759

Handel's father was a barber-surgeon who insistA that his son study law. However,
his father reluctantly gave permission to his :an to study music when his obvious
musical genius was shown. He studied, played the organ, and began to compose
.music.

In 1706 Handel left for a tour of Italy. He VAS well-liked and lovingly called
"The Saxon" by the Italians:. When he was Kapellmeister in Hanover he made his
first trip to London taking with him his new opera Rinaldo in Italian style. It
established Hardel's reputation 7.ondon. He was forced to return to Hanover
but it wasn't long before he again asked leave for a second London trip. He ap-
pealed to his Elector who gave permission if he were to return in "a reasonable
period." This reasonable period became forty -seven years and the Elector who re-
luctantly gave his permission for the London trip became George I of England. The
story goes that only when Handel wrote the celebrated Water Music for his English
monarch did he and the former Elector of Hanover become reconciled.

Handel became musical director of the newly established Royal Academy of Music in
London. For ten years or so the audiences were surfeited with Italian opera.
Finally acute boredom broke the tradition and even though Handel reorganized the
Academy and would not accept defeat, the Italian opera style had lost its audience.

It was thus out of necessity that Handel turned to a new form, the oratorio, and
for this the musical world has been very grateful. His most famous oratorio The
Messiah (which had been feverishly composed in twenty-five days) was first pre-
sented at a charity in Dublin.

The Handelian oratorio may be defined as an extensive setting of solo voices,
chorus and orchestra, of a text derived from or based on the Bible. These were
to all intents and purposes sacred operas. The oratorio, in the modern sense of
the word, is largely Handel's own creation.

In comparing the two greatest masters of the Baroque one finds several differ-
ences: Handel never married; Bach was a happy family man. Bach remained a modest

German subject; Handel became a distinguished English citizen. Bach was buried
in a small churchyard near Leipzig; Handel was buried in Westminster Abbey. Bach
wrote asic to satisfy himself and God; Handal wrote to satisfy the public.

On the other hand both men were born in Germany not far from each other and in
the same year. Both were blind and died of apoplexy. The two men never met,
but both share the same fate - only a small fraction of their creative accompbish-
ment is known to the public today.
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Handel wrote over 43 Italian operas but none survived. His otter works
include:

21 Oratorios,- The Messiah
94 Cantatas
2 Passions

12 Violin or flute sonatas

12 Concerti Grosso
20 Organ concertos
12 Concertos for strings
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arr. Zamecnik

Handel composed the opera Berenice at the request of Henrietta of England, queen
of Charles I. Handel took the text from the French aramatist Racine who had
written his version of Berenice, in 1670.

Berenice means "bringer of victory." She was the wife of Herod, brother to
Agrippa who was her father - (married to her uncle). She was at one time almost
suczessful in getting the Emperor Titus to marry her. Titus, who had been reared
in 'We famous Hero's (Fiddler on the Roof) court captured Jerusalem in 79 A.D.
Since Berenice was queen of Palestine she probably met Titus at the time of his
conquest of Jerusalem.

The arranger, J. S. Zamecnik, was born in Cleveland in 1072. He studied with
Dvorak in Czechoslovakia and later was violinist in the ?ittsburgh Symphony Orches-
tra. Mr. Zamecnik has published a great deal of educational material and has
written a number If original musical scores for succedsfal major motion pictures.



GENERALITIES:

Minuet

fromingsgnicen

Handel
Arr. Zamecnik

STRING CRITIQUE

Finger patterns, extensions and contractions:

advanced violin 102, 2-3, 3-4.

lst violin A 1-2, 2-3, 3-4; 1st finger extension.

1st violin B 1-2, 2-3, 3-4; 1st finger extension.

lst violin C 1-2, 2-3, 3-4; lst finger extension.

2nd violin 1 -2, 2-3, 3-4; lst finger extension.

Viola 1-2, 2-3, 3-4.

Cello -- upward extensions.

Positions:
advanced violin I, II, III, (IV).

1st I, II, III, (IV).

1st violin B I, r4 III.
lst violin C I, II, III.

Bowing: legato, detache Porte, detache.

Pizzicato: none

Ornaments: none

Tremolo: none

Dynamics: p, mf, f, mf:=P- '11114:=:: , .047::;r0wAl

Rhythms: dotted rhythms.

Meters, Tempos and tempo changes: andante moderato, rit., 3/16

Double-notes: and violin -- 3 2 1 3 4 1 2 2

2-m6, 1-m6, 2-P4, 2-M6, 3-m6, 1-P5, 16146,

4 4 o 0
1..P8.0 2-m7, 2-m3, 1-P4.

2nd violin I, II,

Viola -- I, II, III,
Cello -- I, II, III,

String 1121-m ;16 19
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III.

1/2.

/V.

II, WI, III.

Viola --

Chords: none

Harmonics: advanced violin -- mid-string A. 1st violin A mid-string A and D.

Signs: .1giPmb ell V 401/1. 3

Vocabulary: ritenuto. Also see above.

Comment: with the exception of the bass part which doubles the cello, each string

part is at least part of the time independent of the others. There is

no substitute viola part.
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Minuet
from "Be

The string players to perform this work successfully must learn or have
learned to play with that wonderful, noble and singing legato that strings can
so well produce.

To help in the accomplishment of this, the fingering has been designed to
make possible smoothness and strength of execution and the production of the
vibrato with the greatest ease.

The bow, must not be allowed to drift too far away from the bridge or a flat,
fuzzy quality will result.

Work on-percussive and plucking finger act:.on will help the accuracy and
clarity of the dotted rhythms.

Beginning to (1): ad7anced violin and let violin A parts -- II and III positions
are much used in order to keep the melody most of the time on
the D and G strings, to make use of the strongest fingers and
to avoid a weakening of the expression with the use of open
strings indiscriminately. This is true also of the let violin,
B part and the 2nd violin even though they do not have the
melody. The let violin C part uses only I and III position
but still for the reasons given above. The viola pares
fingering also uses much II and III position but the use of
three strings (0, G and D) is necessary. To meet the fingering
requirements given above, the cello part uses all of the first
four positions as well as an upward extension; and the string
bass, part uses 1/2 position through III position.
To play the first two measures as indicated, the bow strokes
must be begun by "leaning" into the string.

Into (2): advanced violin and 1st violin A -- again, quite a bit of II and III
positions are used but this time mostly on the A and E strings,
Note the harmonic used to help bring off the "echo" 3 before 2,
1st violin B -- II and III positions, D and A strings mostly:
1st vicain C doutaes the uppermost violin parts for the 1st
ram after (1). Mostly II position is used but also some
I and III.
2nd violin -- considerable double-notes are present. These
should be learned by each player although the conductor may
really find that dividing the parts is best for public
performance. Only one measure is out of lst postion (6 after 1-
III positioni.

Viols. the part also contains quite a few double-notes (see
'immediately above). III and 1/2 positions are used.
Cello -- continued use of I, II, III and IV positions.
String bass -- continued use of h, I, II and III positions.
This section presets fewer difficulties than the preceeding
ones. The fingering is less complicated. Mid-string harmonics
are present in the 18t violin A and C parts and a 1st finger
extension in the 1st violin A part.

S2) to the, end:
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BRASS CRITIQUE
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Brass part: present no uriusual difficulty. Care must be taken not to aver balance
strings and to tune carefully.

Breathe every four measures.

Watch all dynamic markings and articulations carefully.

WOODWIND CRITIQUE

First Clarinet - 6th, measure after (1) use chromatic F#. 4 before (2) slide from
right D# to right
Secone Clarinet . In fourth measure, use chromatic B . Third and fourth measures
before (1) use chromatic B

Bassoon - Play all 4th space G Use half hole on Ft, G and Git,
Include pp key when using half
hole.

This number is difficult as it
hovers around the half hole range.

Oboe - Very low part; would be difficult to play low C#. Keep very open throat
w11) and very full support.

Flute - No comment. Flute part is unusually low; could be taken up an octave.

PERCUSSION CRITIQUE

At 1 muffle on beats two aad three. The second measure after 1,
indicates repeat the previous measure. Use medium hard stix.



EXPLANATION OP STROG TERMINOLOGY

Arco --with the bow.

Am froach -- at the frog or the heel of tte bow.

Arpeggio
1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc or 04

taking I note and 1 string at a time.

2. Sautillewsids (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each note and string while springing as in

regular sautille.

3. Springing (ealtando, ricochet or ate) arpeggio -- same as #1 above

except that the bow springs.

Au chevalet at the bridge (see

Au talon at the trog or the heel of the bow.

Coll4 the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pindh" and the bow

is lifted tram the string immediately. It is simUar to pizzicato

except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is

to strike with approximately half the hair as wall as the stick.

The bcw hair may either be turned away from the bridge or toward

the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction placing fingers closer together on the strings than their normal

placement requires.

ampfer -- the mute.

atach4-- separate smooth bow strokes, one for each note, with no variation in

pressure and no break between notes. This bowing is also known as the

simple atachl to distinguish it fram the variations given below.

1.. Grand attache -- same as the above but using the whole bow for each note.

2. Accented atacht each bow stroke begins with a sudden increase of speed

and pressure but without "pinching" the string sharply as in martele
no separation between the notes.

3. Accentedorml detachg -- same as #2 above except that a whole bow is

used for each note.

4. Detacherwra-- stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be a

small spacing between the notes but the impression should be that the

notes are slightly separated.
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5. Detache lance -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martelg without the "pinch".

Extension -- placing a finger or fingers farther apart on ;the string than their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1:212inas means 12 3 4.
2. 2-3 pattern means 1 23 4. The basic finser,pansm
3. 3 -14 pattern means 1 2 34.

h. Extended or All -whole -step or whole-tone pattern, means 1 2 3 4, i.e.,

no fingers are placed closely together.

5. 1.12.34,ttern indicates the presence of an augmented 2nd between 1st
an4 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 121111Eattels-- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23"1122Itas-- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautando or ilautato indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette (whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tipo

am as a bowing indication, it means that the player should use tt= bair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves9 thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortens by a
"stopping finger" artificial nut).
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"Rook" attaching one or more notes to the same bow stroke. This usually ap-

plies to notes that would be played with separate bows if it would be

advantageous to do so.

Fete -- see ricochet.

wes.. smoothly slurred notes.

Lifted bovatrokes bowing that involves lifting the bow from the string to

achieve the proper effect.

"Link" -- see "hook".

Loure-- see kortato.

Marta-- a staccato producing type of bow stroke, well accented, biting and

strong.

1. S____ -le martele(usual4 just marte14) -- bow pressure is set before the

tone begins so that the string will be "pinched" at the start of the

stroke. After the "pinch" most of the pressure is released. The bow

moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained. martelef-- same as 2.421p marteleexcept that the tone is held

out. An adequate amount of bow muse be available for the note in question.

The bow is considerably slowed after the martele attack ("pinch").

3. Grand, martele-- the fi..,martele executed with the whole bow.

Martele attack -- see #2 and #1 under merteleabove and also under "aur.

Martellato -- this means either martele or a bowing that sounds like a martelec

i.e., in a martele style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

martele' attack.

Pizzicato -- plucking the string
is indicated with a
to be used are R.R.
sinistra).

with a finger or the thumb. Left hand pkg....cato

plus sign ( +). Indications as to which hand is

and L.H. or M.D. (mano destra) and K.S. (mano

Point of contact -- the place on the string at which the bow is placed.

Portatociourel -- two or more detache Eatglnotes performed on the same bow stroke.

Re atez -- remain in the position.

Ricochet -- the bow is dropped (or thrwil) ou the string and allowed to rebound

making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning swinging; rebounding or bounced.



,

String Terminology - page 4

Sautille-- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the towhead andarn. It can be executed frost the lower 1/3 of the bow to somewhat
above the middle.

Son file tone) -- the long sustained tone. The best Egiglof contact Ls
nearer the bridge than it is with faster moving baw
strokes. The player needs to match up the duration of
the tone with bow speed and sounding mint. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point, see Eget of contact.

Spic cat°

Staccato

OROS the bow is dropped from above the string and rebounds into the air.
The fl in is a series of spiacato notes played in the same
bow direction.

-- a general term meaning that the notes are shortened.
-- a specific term meaning to the string player that a series of small=tea strokes are to be executed on one and the same bow stroke.

Also called solid staccato and martele° staccato.)

1. Rapid or nervous staccato -. executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except with a lighter preasUre so that the bow leaves the string betweennotes.

Staccato volante flying staccato (see immediately above).

Egjonticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

SIGNS:

1. Dots may mean any form of detach4 or any type of staccato bowing.

2. Dashes may mean detacheor detache varg.

3. Dashes and dots combined may mean detachey lance, a modified spiccato or
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato)
flyimg staccato, flying spiccato, or ricochet.
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Fos (continued):

6. The tie or slur mark in conjunction with daohes will mean portato

(lour4) .

7. The staple-shaped sign (r%) means down -bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some

editions.

9. The coma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, that is,

move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The e.gn / over a note means fouette rr whipped bowing.

13. The point or wedge ( ) often means martele or a martellato execution.

14. The sign, x (or", mu), means an extension of one half-step.

15. The signfc (or sac) mans an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. -- near the frog of the bow.

b. M. -- w,,ar the middle of the bow.

C. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 -- the lower 1/2, 1/3, 1i4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2 1/3, 1/4 of the bow.

f. MS, 1/28, 1/38, 3/48, 1/4B, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. The positions are indicated as follows:

('4) - half position.

I - 1st position.
II - 2nd position.

11 . intermediate position between 2nd and 3rd positions.

etc.
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Absolute music In contrast to programme music - music that has no admitted

.association with anything outside of itself.

Aria A song for one or more voices.

Atonality No key used

Avant garde Pertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

Cadenza A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

Canon A device of imitation by one melodic line of another.

Cantata Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Chorale Congregational hymn of Lutheran church.

Chorale-prelude Elaboration of the chorale played before the singing.

Classic sonata Form of the symphony (4 movements).

Clavichord Clavier hit by tangent - usually 4 octave range:

Clavier Any keyboard instrument; clavichord, harpsichord, etc.

Concerto Solo instrument with orchestra.

Concerto Grosso Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Continuo Figured bass line in Baroque era.

Contrapuntal The combination of 2 or more independent parts in a

harmonious texture.

Divertimento Light music; generally playea outdoors. Usually has

more than 4 movements.

Fantasia The composer exercises his fancy without following

any conventional form.

Fugue Contrapuntal composition in 2 or more parts.

Harmonic series A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called

harmonics or overtones.
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Harpsichord Clavier with strings struck by.quills.

Impromptu Spontaneous music.

Invention Short tvo-voiced clavier pieces.

Kappellmeieter Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger t!ember of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffs, Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial. First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Mass for the dead.

Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.

Requiem

Rondo

Scherzo



Sonata-allegro form A exposition
development

A recapitulation

Digest ierianology - lege 3

Suite Set or series of French dances.

Symphony Sonata for orchestra in moVements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A system in which all tones graWitate to a certain tone..

Virtuoso Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by as artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new innovations in Mout°.
verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the must! began in one key, moved to another

and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra
using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master..

pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,

gilded bronze to simulate gold, and never mi a simple form if a,complex one could

serve.

Note the noincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

was of Bach or Handel, and the epic creations of Rubena or Milton.



GEORGE FREDERICK HANDEL

b. Halle, Germany 23 February 1685
100 miles from Berlin

d. London, England 13 April 1759

Handel's father was a barber-surgeon who insisted that his son study law. Howevotr,

his father reluctantly gave permission to his son to study music when his obvious

musilal genius was shown. He studied, played the organ, and began to compose

In 1706 Handel left for a tour of Italy. He was well-liked and lovingly called

"The Saxon" by the Italians. When he was Kapellmeister in Hanover he made his

first trip to London taking with him his new opera Rinaldo in Italian style. It

established Handers reputation in London. He was forced to return to Hanover

but it wasn't long before he again asked leave for a second London trip. He ap-

pealed to his Elector who gave permission if he were to return in "a reasonable

period." This reasonable period became forty-seven years and the Elector who re-
luctantly gave his permission for the London trip became George I of England. The

story goes that only when Handel wrote the celebrated Water Music for his English

monarch did he and the former Elector of Hanover become reconciled.

Handel became musical director of the newly established Royal Academy of Music in

London. For ten years or so the audiences were surfeited with Italian opera.

Finally acute boredom broke the tradition and even though Handel reorganized the

Academy and would not accept defeat, the Italian opera style had lost its audience.

It was thus out of necessity that Handel turned to a new form, the oratorio, and

for thia the musical world has been very grateful. His most famous oratorio The

Messiah (which had been feverishly composed in twenty -five days) was first pre-

sented at a charity in Dublin.

The Handelian oratorio may be defined as an extensive setting of solo voices,

chorus and orchestra, of a text derived from or based on the Bible. These were

to all intents and purposes sacred operas. The oratorio, in the modern sense of

the word, is largely Handel's own creation.

In comparing the two greatest masters of the Baroque one finds several differ-

ences: Handel never married; Each was a happy family man. Bach remained a modest

German subject; Handel became a distinguished English citizen. Bach was buried

in a small churchyard near Leipzig; Handel was buried in Westminster Abbey. Bach

wrote music to satiey himself and God; Handel wrote to satisfy the public.

On the other hand both men were born in Germany not far from each other and in

the same year. Both were blind and died of apoplexy. The two men never met,

but both share the same fate - only a small fraction of their creative accomphish-

ment is known to the public today.
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Handel wrote over 43 Italian operas but none survived. His other works

include:

21 Oratorios - The Messiah

94 Cantatas
2 Passions
12 Violin or flute sonatas

12 Concerti Grosso
20 Organ concertos
12 Concertos for strings
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In his capacity as the unofficial national composer of England, Handel wrote the

Royal Fireworks Music. This music was commissioned to accompany a magnificent

display of fireworks planned for April 17, 1748, as a celebration of the Peace

of Aix-la-Chapelle bringing an end to the War of the Austrian Succession. The

setting for the fireworks, a long wooden building, was erected in Green Park,

London. The music was first composed for a band of one hundred wind instruments

but later Handel used fewer winds and added more strings. An interesting result
of the evening was a big fire when the fireworks set tire to the wooden building.

Handel wrote the music with an overture and five short pieces. This arrangement

by Philip Gordon includes only the sec'nd of the two minuets, making a stately
conclusion to the music.

The arranger, Philip Gordon, is a former music teacher who holds a Ph. D. from

Columbia University. Mr. Gordon has been on the faculty of the Chicago Musical

College, Seton Hall University, and the Princeton, New Jersey, Westminster Choir

College. He has written numerous band, orchestra and chorus compositions for

public schools in addition to his many arrangements. At the present time he is

a member of the board, of directors of the New Jersey Chapter of the American

String Teachers Association.

The recording is made by the Vienna State Opera Orchestra, conducted by a noted

Swiss conductor, Edmond Appia.

Side 1 Band 6



Firework Music

B6
easy

Handel
Arr. Gordon

STRING CRITIQUE

GENERALITIES

Finger Patterns, Extensions and Contractions:
1st and 2nd violins -- 1-2, 2-3, 3-4.

Viola -- 1-2, 2-3.

Cello lowered extensions.

Std Bass. -- none

Positions:
1st violin -- I, III
2nd violin -- Io II, III

Viola -- I, III
Cello -- I, II, III, IV
Striss-- I, II, III

Bowing: Detaches grand detache, accented grand detache, detache porte,

accented detache.

Pizzicato: With right hand.

Ornaments: None

Tremolo: None

Dynamics: ff, f, mf, p, pp, .144::: , crescendo, diminuendo.

Ehythnn: No difficulties.

Meters, tempos and tempo changes: 3/4 meter, moderato, rallentando, Grandioso,

ritardando

Double-notes: 1st and 2nd violin -- None Cello and String Bass -- None

Viola o
3
48

Chords: None «bed ip .400 "=Vii*# ev It It V.

Harmonics: Cello -- mid-string G. Other parts none.

Signs:

Vocabulary: Moderato, Grandioso, Pizzicato, Arco, Crescendo, diminuendo,

rallentando, ritardando.

Comments: Bass doubles cello throughout. Intonation and ensemble between the

sections should be carefully checked. Style is mostly marcato with

very little legato.



PARTICULARS

Firework Music String Critique - page 2

painninv 1st violin -- the accented half-note, down-bow, and the quarter-note,
up -bow,, should both be played with a WB but the quarter-note must be

played quite lightly in comparison to the half-note to avoid a misplaced
accent.

The other parts play the half with an accented grand detache stroke.
Vi` ola -- use 3rd position to gain the advantage of stronger fingers and

to insure an appropriate tone.
StringjMa -- use 2nd position to avoid inappropriate use of the
open G string.

Meezu:.:e 3: let violin -- stay in the lower half of the bow.

Other parts -- see 1st violin note for Beginning.

ME1FureFe., 3 4 and 5: LIEEE.22412.-- accented quarter-note, WB; unaccented, 10.

Measures 5 and 6: lst violins should make sure their bows are in the upper'
half for the last 2/3's of measure 6. Using more bow on the

accented notes and less on the unaccented will bring this about.
This is important in order to start the half-note 1 measure
before (1) at the tip.

Measure 6 and planks: 3rd position used in the 1st violin part to maintain A
string quality.

ah:fore (1): Hcoking the quarter-notes will make possible a down -bow on the 1st

8th-note 1 measure before (1) in the cello and strin% bass parts.

Measure 8. 1st violin should use accented detache in the U.H. of bow.
M.:0.100W

? bafore (1): 4 lower pits should use accented grand detache bowing.

il): 4112....Lsts-- pizzicato should have solid round quality. Use vibrato.

Wort121: II position used in the 2nd violin part to prepare with an easy
half-tone shift the passage beginning at (2).

(2): The 2nd violin passage beginning here needs to be in 2nd position to avoid
the all -whole -step (extended) finger pattern and to achieve a consistent

quality of tone.
1st violin should use detache Forte bowing in the U.H. of bow.
Viola, cello and string bass -- using the hooked (linked) bowing will help

insure an appropriate accentuation. Use WB (2/3 for half-note; 1/3 for

quarter-note) .

5 eteralb III position in the 2nd violin part to avoid raw "open A" sound and/

or awkward string crossing.

bofore (4): Cello and stria bass play the half-note with a WB and the next

note with a . The notes following should be played with more and

more bow until the forte is reached. At that time, the bowing should

be accented grand detache.



Firework Music String Critique - page 3

PARTICULARS (continued)

19...adstar) lit and 2nd violin very smooth and clinging detache for 2
measures.
2nd violin III and II positions used to obtain an appropriate
and consistent tone quality.
Viola . at first son file bowing but after the 1st 4 measures
the lst violln comment immediately above will apply.
Cello III and II positions used to maintain the D and G string
tone color.
Cello and string bass -- half-note, WB; quarter-note, 1/2B; quarter-
note (cresc.), WB; accented quarter-note, WB; tied. quarter -notes,
WB. The accents here should be of the "vibrato tyre." Lean on
them but don't smash!

3 ;me. 4 after (4): The bowing for the 1st and 2nd violins is an alternation of
legato and semi-spiccato within the lower half of the bow.

.0.) to (7 and (7) to (8): Piano-crescendo-forte demands the use of little bow at
first gradually increasing to whole boy:: strokes.

Final note: May need an extra bow (up-bow) to maintain volume during the fermata.



Royal Fireworks Music

Handel
arr. Philip Gordon

BRASS CRITIQUE

B
6
easy

Brass parts present no particular difficulty technically, but attention must be

paid to tuning and stylistic problems. All accented notes should be separated from

each other. No vibrato throughout. All players must agree on release points;

i.e. in opening, all should release at beginning of 3rd beat. Observe dynamics

carefully of course.

WOODWIND CRITIQUE
49*

Bassoon - Finger 4th space Of

PERUSSION CRITIQUE

Timpani - the first 4 measures must end on beat 2, not on beat 3 with the wood-

wind and let violin. Medium hard or hard sticks will improve the clarity of the

16th notes. The snare dry and bass should be used in the absence of timpani or

to increase the volume.



EXPLANATION OF STRING TERMINOLOGY

Arco -- with the how.

Am frosch at the frog or the heel of the bow.

Arpeggio --
1. ejzts2L.,mttgds (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc (...N or ,400)

taking 1 note and 1 string at a time.

2. Sautilleido (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each note and string while springing as in

regular sautille.

3. Sprinsini; (saltando, ricochet or 1210 Email. same as #1 above

except that the bow springs.

Au chevalet at the bridge (see sul ponticello).

Au talon -- at the Dolor the heel of the bow.

Cola-- the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pinCh" and the bow

is lifted from the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string.

Col leg, -- the string is struck with the wood of the bow. The usual method is

to strike with approximately half the hair as well as the stick.

The bow hair may either be turned away from the bridge or toward

the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal

placement requires.

the mute.

Detache-- separate smooth bow strokes, one for each note, with no variation in

Ire: break notes.
from the variations given below.

as the:114thrtraiira

1. Grand detache same as the above

ft

2. Accented detache -- each bow stroke
and pressure but without "pinching"

no separation between the notes.

but using the whole bow for each note.

begins with a sudden increase of speed

the string sharply as in mar_telei--

3. Accented grand detach4 -- same as #2 above except that a whole bow is

used for each note.

4. Amelmemner. stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be a

small spacing between the notes but the impression should be that the

notes are slightly separated.



String Terminology - page 2

Detache' -- (continued)

5. Detachg lance -- a shortened quick bow stroke beginning with great

speed slowing toward the end of the sound. Usually there should be a

clear separation of the tones. The notes are neither accented nor

swelled and are played 3Ike a martellwithout the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their

normal placement.

711ammgmem-- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1 -2 pattern means 12 3 4.

2. &l ...pattern means 1 23 4. The basic gager patterns
3. 3-4 pattern means 1 2 34.

4. Extended or AnaithojA.,....161p or whole-tone pattern, means 1 2 3 4, i.e.,

no fingers are placed closely together.

5. 1"23 4 pattern indicates the presence of an augmented 2nd between 1st

and 2nd fingers (an extension) and a half-tone between 2nd and 3rd

fingers.

6. 12112Alattern .. augmented 2nd between fingers 2 and 3; half-step
between finaers 1 and 2.

7. LgEtl -- augmented 2nd between fingers 3 and 4; half -step

between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"

patterns (nos. 4, 5 and 6 above).

Flautando or flautato indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette(whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

WA-- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a

"stopping finger" (artificial nut).
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"Hook" attaching one or more notes to the same bow stroke. This usually ap-

plies to notes that would be played with separate bows if it would be

advantageous to do so.

ate-- see ricochet.

Legato smoothly slurred notes.

Lifted boistrokes -- bowing that involves lifting the bow from the string to

achieve the proper effect.

see "hook"."Link"
111111111111

Loure-- see rortato.

Msrte14' -- a staccato producing type of bow stroke, well accented, biting and

strong.

X. Simple martelg (usually just marte14) -- bow pressure is set before the

tone begins so that the string will be "pinched" at the start cf the

stroke. Alter the "pinch" most of the pressure is released. The bow

moves rapidly, Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martelei same as 14011eadeliexcept that the tone is held

out. An adequate amount of bow must be available for the note in question.

The bow is considerably slowed after the marteli attack ( pinch ).

3. grand martel the simple martele executed with the whole bow.

Martele attack -- see #2 and #1 under martele above and also under "pinch".

Martellato this means either martele or a bowing that sounds like a martelec

i.e., in a martele style.

"PincAP -- the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

martel4 attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato

is indicated with a plus sign (+). Indications as to which handis
to be used are R.R. and L.R. or !CD. (man° destra) and M.S. (man°

sinistra).

Point of contact -- the place on the string at which the bow is placed.

Portato -- two or more detache ports notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound

making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.
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String Terminology - page 4

Scatting-- a springing bow stroke that obtains its effect through the natural

spring of the bow coupled with the correct motion of the bow hand and

arm. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son file'(spEtone) the long sustained tone. The best point of contact to

nearer the bridge than it is with faster moving bow

strokes. The player needs to match up the duration of

the tone with bow speed and sounding point. When the

proper relationships are achieved, the tone "spins out"

almost without effort.

Sounding point .

Spiccato 10

Staccato --
111111.

see point,of contact.

the bow is dropped from above the string and rebounds into the air.

The lagaLsppcato is a series of spiccato notes played in the same

bow direction.
a general term, meaning that the notes are shortened.

a specific term meaning to the string player that a series of small

martele strokes are to be executed on one and the same bow stroke.

TAlso alled solid staccato and martel4 staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of Tphe

bow arm need be somewhat tensed to achieve success.

2. plying staccchato the cato

except with a lighter predeure so that the bow leaves the string between

notes.

Staccato volante tlayins.staccato (see immediately above).

Sul ponticello -- play with a relatively light bowatroke near enough to the

bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando*

SIGNS:

1. Dots may mean any form of detach or any type of staccato bowing.

2. Dashes may mean detachtfor detache porte.

3. Dashes and dots combined may mean detach lance, a modified Dissatoor
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the

notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,

flying staccato, flying spiccato, or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean kortato
(lour4).

T. The staple-shaped sign Cr,) means down -bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up -bow. This sign also occurs upside down in some
editions.

9. The coma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note means fauette or whipped bowing.

13. The point or wedge ( ) often means martele or a martellato execution.

14. The sign, x (or", or v), means an extension of one half-step.

15. The sign 22 (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
a. Fr. -- near the frog of the bow.
b. M. -- near the middle of the bow.
c. Pt. or tip. -- near the point or tip of the bow.
d. L.1/2, L.1/3, L.1/4 -- the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/2B, 1/3B, 3/4B, 1/4B9 etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, etc.

18. The positions are indicated as follow:

- half position.
I - 1st position.
II - 2nd position.
111/2 - intermediate position between 2nd and 3rd positions.
etc.



DIGEST TERMINOLOGY

Absolute music In contrast to programme music - music that has no admitted
,association with anything outside of itself.

Aria

Atonality

Avant garde

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or
Apply new or original ideas, designs, and techniques.

Cadenza A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

Canon A device of imitation by one melodic line of another.

Cantata Like short story is tJ novel, cantata is to 0.7atorio;
biblical text is often used

Chorale Congregational hymn of Lutheran church.

Chorale-prelude Elaboration of the chorale played before the singing.

Classic sonata Form of the symphony (4 movements).

Clavichord Clavier hit by tangent - usually 4. octave range.

Clavier Any keyboard instrument; clavichord, harpsichord, etc.

Concerto Solo instrument with orchestra.

Concerto Grosso Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Continuo Figured bass line in Baroque era.

Contrapuntal The combination of 2 or more independent parts in a

harmonious texture.

Divertimento Light music; generally played outdoors. Usually has

more than 4 movements.

Fantasia The composer exercises his fancy without following

any conventional form.

Fugue

Harmonic series

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called

harmonics or overtones.
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappelimeister Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Ma&tersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera, buffs Coml.,: opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tills a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.



OV

Sonata-allegro form A exposition
B development
A recapitulation

Digest Terminology - page 3

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

.0"

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.



Absolute music

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale

Chorale-prelude

Classic sonata

Clavichord

Clavier

Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted
association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.

Form of the symphony (4 movements).

Clavier hit by tangent - usually 4. octave range.

Any keyboard instrument; clavichord, harpsichord, etc.

Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent
harmonious texture.

Light music; generally played outdoors.
more than 4 movements.

parts in a

Usually has

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.



Harpsichord

Impromptu

Invention

Kappellmeister

Lied (pl. Lieder)

Leitmotiv

Mass .

Mastersinger..

Musette
!1,

Opera buffa

Oratorio

Partial

Partita

Passion

Polyphony

Polytonality

Prelude

Programme music

Recitative

Requiem

Rondo

Scherzo
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Clavier with strings struck by quills.

Spontaneous music.

Short two-voiced clavier pieces.
r

Director of music to a Prince, King or Nobleman.

German art song.

Leading theme in a symphony; in opera tagging every

.
.character with a musical label. .;

Part of the Ordinary Mass of Catholic church.

*either of the 15th - 16th century German guilds for

cultivation ofmusic and poetry.

s

Bagpipe - also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.

First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels

Holy Wiek.
N.

Style of writing where composer
to.-.melodic value of each part.

related to Christ and

pays particular attention

Use of several keys or tonalities at same time.

Introductory movement.

Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Mass for the dead.

Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.



Sonata-allegro form A exposition
B development
A recapitulation

Digest Ttruluolog, - page 3

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo
4, rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,

Orfeo. Before this, music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovatinns in monte

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then mturned to the original key.

Tne favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue -

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra

using the melodies of the Renaissance With harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the altar W.' St. Peter's, L'- XIV's Chateau of Versailles, and the master-

pieces of the Flemish painter, ENL , These artists sculpted stone to look "soft.

gilded bronze to simulate gold, and elm used a simple form if a complex one coulC:

. serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the subline sacred choral

works of Bach or Handel, and the epic creations of Rubens or Milton.
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MUsi^ians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



GEORGE FREDERICK HANDEL

b. Halle, Germany 23 February 1685
100 miles from Berlin

d. London, England 13 April 1759

Handel's father was a barber-surgeon who insisted that his son study law. However,

his father reluctantly gave permission to his son to study music when his obvious

musical genius was shown. He studied, played the organ, and began to compose

music.

In 1706 Handel left for a tour of Italy. He was well-liked and lovingly called

"The Saxon" by the Italians. When he was Kapelimeister in Hanover h made his
first trip to London taking with him his new opera Rinaldo in Italian style. It

established Handel's reputation in London. He was forced t, return to Hanover

but it wasn't long before he again asked leave for a second London trip. He ap-

pealed to his Elector who gave permission if he were to return in 'a reasonable
period." This reasonable period became forty-seven years and the Elector who re-
luctantly gave his permission for the London trip became George I of England. The

story goes that only when Handel wrote the celebrated Water Music for his English
monarch.did he and the former Elector of Hanover become reconciled.

Handel became musical director of the newly established Royal Academy of Music in

London,. For ten years or so the audiences were surfeited with Italian opera.
Finally acute boredom broke the tradition and even though Handel reorganized the

Academy and would not accept defeat, the Italian opera style bad lost its audience.

It was thus out of necessity that Handel turned to a new form, the oratorio, and

for this the musical world has been very grateful. His most famous oratorio The

Messiah (which had been feverishly composed in twenty-five days) was first pre-

sented at a charity in Dublin.

The Handelian oratorio may be defined as an extensive setting of solo voices,

chorus and orchestra, of a text derived from or based on the Bible. These were

to all intents and purposes sacred operas. The oratorio, in the modern sense of

the word, is largely Handel's own creation.

In comparing the two greatest masters of the Baroque one finds several differ-

ences: Handel never married; Bach was a happy family man. Bach remained a modest

German subject; Handel became a distinguished English citizen. Bach was buried

in a small churchyard near Leipzig; Handel was buried in Westminster Abbey. Bach

wrote music to satisfy himself and God; Handel wrote to satisfy the public.

On the other hand both men were born in Germany not far from each other and in

the same year. Both were blind and died of apoplexy. The two men never met,

but both share the same fate - only a small fraction of their creative accomphish-

ment is known to the public today.
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Handel wrote over 43 Italian operas but none survived. His other works

include:

21 Oratorios - The Messiah

94 Cantatas
2 Passions
12 Violin or flute sonatas

12 Concerti Grosso
20 Organ concertos
12 Concertos for strings



Musette
from Concerto Grosso No. 6

in G Minor
B
7

moderate

Handel
err. Matesky

This Musette completed in 1739 is one from a set of 12 of the =oat celebrated of

all of Handel's concerti grossi. Musette can mean a bagpipe and for this reason

the movement of the concerto grosso where a wondrous melody rises above a sus-

tained drone in the basses (like a bagpipe) is called Musette. This is just one

section or movement of the piece.

A corterto grosso was a popular form in the 17th and early 18th centuries used

by Vivaldi and Handel. It is a composition for orchestra in several movements

generally with passages for a group of solo instruments to form a contrast with

the tutti.

The arranger, Ralph Matesky, is a nationally known conductor, adjudicator,

clinician, composer and author. He is preseAtly Associate Professor of Music at

the University of the Pacific, Stockton, California. He iv conductor of the San

Joaquin Youth Orchestra.



Musette

Handel

Arr. Matesky

STRING CRITIQUE

GENERALITIES:

B

Mod.

Finger Patterns, Extensions and Contractions:

lst violin -- ext., 1-2, 2-3, 3-4; extended 4th finger.

2nd violin -- ext., 1-2, 2-3, 3-4; extended 4th finger.

viola -- ext., 1-2, 2-3, 3-4.

Cello lowered extensions.
StrinKbass -- 1st finger extensions and use of 3rd finger.

Positions: lst violin I, II, III, IV.

2nd violin -- I, /I, III, IV.

Viola -- I, II, III.

Cello I, II, III, IV.
String bass,. 36 1, II, II', III, III 2, IV.

Bowing: Legato, linked end unlinked detache lance, detache, portato, hooks,

detache porte, martele, accented detache.

Pizzicato: None

Ornaments: trills.' (1st violin -- 2nd & 3rd fingers)

mordent.

Tremolo: None

Dynamics: p, wp, mt, f,

Rhythms: J17,1,J , scotch snap (Lombard rhythm).

Meters, Tempos and tempo changes: larghetto, 3/4, poco ritardando.

0 1 3

Double-rotes: Viola o-P5, o.m6, o-Fs 1-M2, 2443.

Mords: None

Harmonics: 2nd v:Ulltn mid-string D.

1.1 I V emc::: r"), 7 411) 411/% dr/ q1.1. 11#4e,Signs:
'

Vocabulary: Musette, larghetto, mezzo forte, trill, appoggiatura, segno, Dal

Sep() al fine, piano, crescendo, forte, mezzo piano, poco ritardando

e fermata, mordent.

Comment: Bowing, particularly in the 1st and 2nd violins presents the greatest

difficulties.



Musette

PARTICULARS:

String Critique . Page 2

Beginning to (25): 1st violin -- tone should be sustained, full, rich, vibrant

and as much on the G-string as possible. More daring and

able players might well play this melody all or the G-string

instead of moving to the D string in measures 5 and 11. Be

sure the 16th notes are timed correctly and are expressive.

2nd violin the same comments on style apply.

Viola --- again, the same comments as to style apply.

The separate quarter-notes are hooked (portato) to the

following ties to keep the quarter-note from being too loud

because of the unequal durations. The indication for solo at

(14) is apparently in reference to the viola section as a

whole, not one player only unless truly necessary. III

position is used after 14 for tonal consistency.
Cello -- III position in measures 6 and 7 to keep on the

G-string.
Strinfam-- II, III and IV positions used. Some bass

players with large and/or very flexible and strong hands

may be able to extend for the Ab minor third.

(25) to (34): isViviolfzi' LA play this section all on the

7."string.

2nd violin III position used to keep tone consistent

and avoid an awkward string crossing in measure 39.
Viola easy double-notes in measures 32 and 33. Use care

to make the open strings sound well.
Cello -- III position to stay on the D string.
Stringbass -- II position G to avoid an accent on beat 3

of measure 32.

131.21...111= 1st violin -- III position beginning in measure 4() to stay

on the A string. III and II positions in measures 47 and 48

to stay on the G-string and to use stronger fingers.
2nd violin -- III position in measure 35 to make the A (a

leading tone) tunable; in measures 38, 39, 40, 44, 45, 46

to stay on the D string. II position in measures 52 and 53

to stay on the D string.
Viola -- III position in measures 39 and 40 to keep a con-
sistent quality of tore . II position for the same reason.
The bow recoveries after (43) must be done with close

attention to perfect ensemble. The bow should not be lifted

until the last instant before the new down-bow begins°
Quarter-notes with dots - detache lance, but with very little

actual separation. Use UA of bow.
Cello -- II and III position used to keep the tone as smooth

and consistent as possible. For recoveries, see Viola

comments immediately above. Quarter notes Zith dots - detache

lance with little separation.
String bass son file in measures 36 to 39. n1/2 position

72757frallow F:b and Ab to be played in the same position.

Quarter notes with dots - see Cello comment.



Musette

from Concerto Grosso No. 6

in G Minor

Handel
arr. Mateski

BRASS CRITIQUE

B
7

moderate

In measure 4, insist on good blend between horn and trombone. Notes should be

almost connected, soft, but with "round" tone. Check octaves for good intonation.

In measure 7, insist on accurate subdivision of rhythm in the two trumpet parts,

No vibrato in any of the brass.

In measure 21, ask for chorale style - long notes, sustained and only very slight-

ly separated.

In measure 62, insist on accurate subdivision of rhythm. Trumpet should be pre-

dominant sound over clarinet and 2nd violin.

Accents in measure 86 must be subtle, not heavy.

In measure 93 insist on steady tempo and light articulation.

From 83 on to end, be sure that brass does not predominate. Keep in balance.

WOODWIND CRITIQUE

Clarinet - The parts are easy until (93) when 16th note passages in 1s1.; clarinet

pose some problems. Aside from practice the only fingering aid would be to use

the Q 0 M N fingering for C at (111) for 2 measures. Clarinets should listen to

strings and match articulation style.

Bassoon - Finger 3rd space E in opening passage fOr stability. .40 1:

Finger all 4th space a'at (TO) use little fgngerAL4tefOre Bb. ""Ir
1° 0

ritIrag

91122.- Use Fork F fingering before and after E

a difficult entrance. Use du or da and open up

this point. At (83) if oboe hau alternate left

of luck! After (81) the oboe part became a can

hours of work.

as

many

is

throat.. Be sure to use Fork F at

hand F key, use it; otherwise, lots

of

Flutes - Long phrase in slow movement will require economical use of breath. Mark

in 'breath marks. (81) begins difficult area for flute. Breath and fingers are

both a problem. (93) is too difficult. If piccolo is available have it play the

part as written (not 8 vaT and it will sound an octave higher. Fingering will be

more simple. lst flute should play same level as 2nd flute in this case.



2.

Mhsette
from Concerto Grosso No. 6

in G Minor

PERCUSSION CRITIQUE

Measures 1-4; 7-10; 19, 20; 45.48, the timpanist should try to match the pitch and

phrasing of the low brass and low strings. Measures 33; 73, the timpanist should

match the rhythm of the brass. Measure 81 the pitches C and fourth space G are

indicated. Care should be taken in tuning the G. This is a whole step above the

range of a 25-inch timpani. On some timpani the head will not tune to the 4tt

;pace G. It will always have a thin tone quality. A 23-in. timpani should be

used, or the interval inverted if the quality is undesirable.



EXPLANATION OF SIRING TERMINOLOGY

Arco -- with the bow.

Am frosch at the frog or the heel of the bow.

Arpeggio
1, Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc (--EN4 or1)

taking 1 note and 1 string at a time..
.w.

2. SautillearIngio (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each note end string while springing as in

regular sautille.

3. Springing (saltando, ricochet or ate) arpeggio -- same ca #1 above

except that the bow springs.

Au chevalet at the bridge (see sul ponticello).

Au talon at the fr% or the heel of the bow.

Co llg the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pinch" and the bow

is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a finger displaces the string,

Col legal-- the string is struck with the wood of the bqw. The usual method is

to strike with approximately half the hair as well as the stick.

The bow hair may either be turned away from the bridge or toward

the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction placing fingers closer together on the strings than their normal

placement requires.

ampfer -- the mute.

atach-- separate smooth, bow strokes, one for each note, with no variation in

pressure and no break between notes. This bowing is also known as the

simple dacg to distinguish it from the variations given below.

1. Grand ateche -- same as the above but using the whole taw for each note.

2. Accented Asa-- each bow stroke begins with a sudden increase of speed

and pressure but without "pinching" the string sharply as in martele --

no separation between the notes.

3. /Wee ted grand dtaoh4 -- same as #2 above except that a whole bow is

used for each note.

4. .12.....y.wttaettl. stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see gatA2). There may or may not be a

small spacing between the notes but the impression shoul4 be that the

notes are slightly separated.
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Deiache -- (continued)

5. atache lance a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martelg without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the lett hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means12 3 4.
2. 2 -3 pattern means 1 23 4. The basic finger patterns
3. 3:47517Wimeans 1 2 34.

4. Extended or AlkikAlt1112 or whole-tone pattern, means 1 2 3 4, i.e.,

no fingers are placed closely together.

5. 1'123 4 EAttemindieates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12"3 4 pattern -- augmented 2nd between fingers 2 and 3; half-step

between fingers 1 and 2.

7. 1 23"4 pattern augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautindo or flautato .9-'indicates the production of a flute-like tor.. -^complish-
ed by bowing lightly and with speed over or near the
edge of the firserboard.

Fouette(whipped bowing) -- the bow strikes the string suddenly and sharply afttz
being barely lifted from the string to begin the
stroke -- usually per.'ormed up-bow at the tip.

Frog, -- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)

that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonies -- produced by touching a string shortened by a
'plMagnatoiiiise7Martificial nut).
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"Hock" attaching one or more notes to the same bow stroke. This usually sp-

plies to notes that would be played with separate bows if it would be

advantageous to do so.

Jett". see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to

achieve the proper effect.

see "hook".tune
11111

Loure-- see portato,

Martell-- a staccato producing type of bow stroke, well accented, biting and

strong.

1. Simple marteler(usually Just marte14) bow pressure is set before the

tone begins so that the string will be "pinched" at the start of the

stroke. After the "pinch" most of the pressure is released. The bow

moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martele/ same as simple martele'except that the tone is held

out. An adequate amount of bow must be available for the note in question.

The bow is considerably slowed after the marteli attack ("pinch").

3. Grand martele the simple martele! executed with the whole bow.

Martel attack -- see #2 and #1 under marteleatcme and also under "pinch":

Martellato this means either martoeleor a bowing that sounds like a martele,

i.e., in a martele style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

martele attack.

Pizzicato -- plucking the string with a finger or the tins*. Left hand pizzicato,

is indicated with a plus sign (+). Indications at to which hand is

to be used are R.H. and L.H. or M.D. (mano destra) and K.S. (mano

sinistra).

Point of contact the place on the string at which the bow is placed.

Portato (Louie' -- two or more detache porte notes performed on the same bay stroke.

Restez remain in the position.

Ricochet -- the bow id dropped (or thrown) on the string and allowed to rebound

making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.
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Sautille/ -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and

arm. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son file° tone) . the long sustained tone. The best klint of contact Is
nearer the bridge than it is with faster moving bow

strokes. The player needs to match up the duration of

the tone with bow speed and 1.3.cLugAs point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see wint of contact.

Spiccatos -- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of niscato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.
-- a specific term meaning to the string player that a series of small

martele strokes ar to be executed, on one and the same bow stroke.
Also called solid staccato and martele staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato performed in the same manner as the solid ataccato
except with c lighter preSsUre so that the bow leaves the string between
notes.

Staccato volente -- flying staccato (see immediately above).

Sul ponticello play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul italtte% IMA tastiera, or sur la touche -- see flautendo.

SIGI S:

1. Dots may mean any form of detache or any type of staccato bowing.

2. Dashes may mean fletach or detache psret.

3. Dashes and dots combined may mean detache lance, a modified spiccato or
a modified martele,

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flits, staccato, flying Masts, or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean mttatio

(loud) .

7. The staple-shaped sign (in) means down-bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some

editions.

9. The comma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, that is,

move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note %eons fouette or whipped bowing.

13. The point or wedge ( ) often means martele or a martellato execution.

14. The sign, x (or t, or 0, means an extension of one half-step.

15. The sign; (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a. note.

17. Bow placement or the area of the bow to be used:

a. Pr. -- near the frog of the bow.
b. N. -- near the middle of the bow.
c. Pt. or tip. near the point or tip of the bow.

d, L.1/2, L.1/3, L.1/4 the lower 1/2, 1/3, 1/4 of the bow.

e. U41/2, U41/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.

f. 16, 1/2B, 1/3B, 3/4B, l/48, etc., means to use a whole bow,

1/2 of the bow, 1/3 le the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. Thee positions are indicated as follows:

- half position.

I - let position.
II - 2nd position.

- intermediate position between 2nd and 3rd positions.

etc.



FOUR CHORALE PRELUDES
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by ma artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was comissioned to write the opera,
Or_ feo. Before this, music had been supreme. Now the declamation of the words and
the music were combined in an unheard of balance. These new inmavntionn in Knit*

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on t)..is

law. In simplest form, called ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata
2. The Concerto

3. The Fugue -

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra
using tie melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional farm from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon.stritt form and harmony as being too narrow and

coercive. The new attracted lea and the more astounding, the more contrary to

accepted forms, the.more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master-

pieces of the Flemish painter, Baena. These artists sculpted stone to look "soft,

gilded bronze to simulate gold, and nevtr used a simple form if a complex one could

serve.

Rote the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of Ruben or Milton.
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Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Aonteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



DIEERIOH BUMMER

b. Elsinore, Sweden 1637
d. Luebeck, Germany 1707

Students of Bach, remember how that great man walked to a neighboring village to
hear the famous organist, Dietrich Buxtehude. A great power of invention, a gift
at variation and embellishment, mastery of keyboard technique, attention te
detail: these were all evident in Buxtehude's great organ music. His repertory

for the organ included chsconnes, fantasias, fugues, passacaglios, toccatas and

chorale preludes.

Born in Elsinge, the site or Hamlet's castle, Buxtehude was first taught by his

father, an organist himself. His life was surprisingly simple, s series of

organ posts. Finally he accepted the position at Luebeck where he stayed forty

years. It was to Lueteck, that Bach went to hear one of Buxtebude's famous

Abend mnsiken Mnsicales).'

Works

Organ literature: 2 volumes including Atendpusiken

String sonatas
Church cantatas
Choral-Bearbeitungen (arrangement)



Four Chorale-Preludes

Buxtebude

B
8

difficult

A Chorale-Prelude is a short piece for the organ in vogue in the seventeenth

century Germany, in which the performer reveals his skill in contrapuntal im-

provisation.

The evolution of this form parallels that of most organ music: from Scheidt to

Buxtehude, and from Buxtehude to Johann Sebastian Bach.

These Four Chorale-Preludes can be used for Christmab or for general use:

I. Praise Be to Thee, 0 Jesus Christ

II. Infant Born in Bethlehem

III. Come Thou Redeemer of the Earth

IV. How Brightly Beams the Morning Star



Four Chorale Preludes

1. Praise Be To Thee, 0 Jesus Christ
B
8

Buxtehude difficult
Arr. Binkerd

STRING CRITIQUE

GENIIRALNIES

Finger patterns, extensions and contractions:
1st violin -- 1-2, 2-3, 3-4, ext., 1st & 4th finger extenaions.
2nd. violin -- 1-2, 2-3, 3-4, lst & 4th finger extensions.
VIola 1.2, 2-3, 3.4, let finger extensions.
Cello -- lowered & upward extension.

Pcsitiws: let violin -- I, II, III, IV, V, VI, VII.
2nd violin -- I, II, III.
Viola -- I, II, III, IV.
Cello - Ile III, IV.
String bass 1/29 I, II, III, IV, V.

Bowing: detaeldportes detache, accented detaches legato, portato, hooks,
*ache lanci, spiccato, mixed legato and spiccato, flying staccato (semi),
series of 8th-notes, staccato, son fili (cello & string bass).

I

Pizzicato: R.H.

Ornaments: Short trills.
Dynamics: P, 0169 f, ` , f sub.

Rhythms: syncopation, dotted- rhythm, triplets.

Meters, tempos and tempo changes: C, Allegro moderato, Pia mosso, Tempo I,
allargando, molto allarg.

2 4 1 2 3 2 4 3

Double-notes: let violin -- 1-m6, 3-m6, o-P8, 1-M6, o-P8, 3-P4, 3-M6, 3-P5.
1 3 2 1 4 o

2nd violin o-P8, o-P8, 1-m6, o-M6, 3 -M6, o-P5.

o 1 2

Violtk o-P5, o-M6, 1-M6.
4

Cello -- o-P8.
3 2 D-3

Chords: 1st violin -. 2] Vii 1 2nd violin -- D-o
G-3 .

o-G Maj., o-G Maj.

Signs: C, r) , V , ties, accents, slurs, dashes, commas, detachi lance, III (3rd
string), lift, cresc., dim., swell, triplet, II (2nd string).

Vocabulary: brillante, at the tip, unison, arco, forte subito, non divisi.

Comment: The notation, because of the use of small note values, is probably the
prime difficulty in the early stages of learning this composition.



Four Chorale Preludes

3. Come Thou Redeemer of the Earth
(2 Horns end Strings)

8
Buxtehude moderate

Arr. Binkerd

STRISG CRITIQUE

GENERALITIES

Finger patterns, extensions and contractions:

1st violin -- 1-21. 2-3, 3-4.

2nd violin -- 1-2, 2-3, 3-4, ext.

Viola 1-2, 2-3, 3-4, 12'34.

Cello -- lowered extensions.

Positions: 1st violin -- I, II, III, IV.
2nd violin -- I, TI, III,'IV,
Viola -- I, II, III.
Cello -- I, III, IV.

.:-String_ bass -- 316 I, II, I11/2.

Bosibgt sustained tones, portato, legato, hooks, detach4 ports, son fi14..

Pizzicato: R.H. (cello).

Ornaments: written out trills.

Dynamics: PP, P, mf,

Meters, tempos and tempo changes: C, Adagio, ritenuto.

Signs: C, y r, , hooks, slurs, ties, commas, dashes, dots, accents, tie -slur

combinations, cresc., dim., fermata.

Vocabulary: sul D, sul A. Also see above.

.41

UI



GENERALITIES

....thwil.141101111ROOMilift.

Four Chorale Preludes IV

4. How Brightly Beams The Morning Star

Buxtehude
Arr. Binkerd

STRING CRITIQUE

Finger patterns, extensions alr4 contractions:
1st Tiolin -- 1-2, 2-3, '6.4, 4th finger extensions.
2nd violin 1-2, 2-3, 3-4, 4th finger extensions.
Viola -- 1-2, 2-3, 3-4.

Cello -- lowered and upward extensions, double extensio.

B
8

difficult

Positiohs: 1st violin -- I, II, III, IV, VI.
2nd violin -- I, II, III, IV.
Vi,ola -- I, II, III, IV.
Cello -- I, II, III, IV.

String bass -- I, II, Ilk, III, IV, 06 VI.

Bowing: legato, sustained trues, detacke, grand detache porte, hooks, accented
detach4, accented grand d4tachi, string crossing in cello & bass parts.

Pizzicato: R.H. (quick changes).
Ornaments: trills.
Dynamics: PP, Pole, mf, f, ff, cresc.,
Rhythms: triplets, syncopatica.
Meters,, tempos and tempo changes: 6/4, Allegretto, 4/4, Molto meno mosso, Largo

liberamente, 6/8, Allegro, 12/8, L'istesso
tempo, motto allargando, Molto adagio.

3 2 0 3
Double- notes: 1st violin -- o-P8, 1-m6, o-P5, 2-m6.

1 o 2 2 1
2nd violin 3-M3, o-P5, 2-P5, 1.a6, o-M6.

o 2 3 o
Viola -4. o-P5, 1-P4, 1-M6, 2.e6. 2-m3.

1
Cello -- 0459 0-m6.

Chords: 1st violin -- 2 C.4 D.4
1 E-3 D-1
o E-1 .D-o

o-G G-o, G-o.

2nd violin 4

3
b
o-G. Maj.

Harmonics. let violin -- mid- string A, D.

Signs: fermata, :44 ,.dashes (as stress marks), acr;ents,ri , V , slurs,
hooks, ties, tie-slur combinations, fermata, swells.

Vocabulary: divisi, unison, arco. Also see dbove.

Comment: treble clef in the viola part.



EXPLANATION OF STRING TERMINOTOGY

Arco -- with the bow.

Am !roach at the frog or the heel of the bow.

Arpeggio
1. Legato srp!ggio (different note for each of 3 or 4 strings) bow moves

in the same direction for 3 or 4 notes and in a smooth arc (--N
taking I note and I string at a time.

2. Sautille "arpeggio (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each note and string while springing as in

regular sautille.

3. ppringim(saltando, ricochet or jets) arpeggio -- same as #1 above

except that the bow springs.

Au chevalet -- at the bridge (see sulmnticello).

Au talon -- at the fog, or the heel of the bow.

Cola -- the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pinch° and the bow

is lifted from the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string.

plums.- the string is struck with the wood of the bow. The unal method is

to strike with approximately half the hair as well as the stick.

The bow hair may either be tuated way from the bridge or toward

the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal

placement requires.

Dimpfer -- the mute.

atachl-- separate smooth bow strokes, one 1%-,r cazh note, with no variation in

7: no notes.

.is:lealo
known the

simple : istinguish it thevrians
:

below.

1. Grand detachel -- same as the above

af
2. Accented detache each bow stroke

and pressure but without "pinching"
no separation between the notes.

but using the whole bow for each note.

begins with a sudden increase of speed
the string sharply as in martele--

3. Accentedd same as #2 above except that a whole bow is

used for each note.

4. atachl _ports stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be a

small spacing between the notes but the impression should be that the

notes are slightly separated.
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Eetache (coutinue4)

5. atache lance -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martel4 without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal placement.

Finger the patterns of spacing between fingers of the left hand.
These are not applicable cn the string bass and could apply
to the cello only in thumb position,

1. 1-2 pattern means 12 3 4,
2. 2-3 pattern means 1 23 4. The basic finger patterns
3. 2:11.1sEttlim means 1 2 34.

4. Bewided or A:11whole-steRor whole -tone pattern, mesas 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 11211E4Issindicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12"3 4 pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23 w''4 pattern augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautando or flautato d..., indicates the production of a flute-like tone accomplish-

' ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouettef(whirped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the ,

stroke .- usually performed up-bow at the tip.

Pros.-- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a rtring in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
" "stopping fingeerTiitificial nut).



String Terminology - page 3

"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies do notes that would be played with separate bows if it would be
advantageous to do so.

*Tete-- see ricochet.

Legato -- smoothly slurred notec.

Lifted bovetyokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -- see "hook".

Loure-- see ptato.

Martel -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. SW2.tinartele (usually just marte14) -- bow pressure is set before the
tone begins so that the string will be "lambed" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tme is
percussive, resonant, and staccato.

2. Sustained martele -- same as simple mertele except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martele attack ( "pinch'').

3. Grand martea-- the simple mattele executed with the whole bow.

Martele attack -- see #2 and #1 under nertele above and also under "pinch".

Martellato this means either martele or a bowing that sounds like a martele,
i.e., in a martel6 style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is
moved, results in a consonant-like beginning of a tone. This is the
martea attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato
is indicated with a plus sign (+). Indications as to which hand is
to be used are R.H. and L.H. or M.D. (mano destra) and NA. (mano
sinistra).

Point of contact -. the place on the string at which the bow is placed.

Portatoqm1)-- two or mole detache ports notes performed on the same bow stroke.

Rmstez -- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltaado or c'-lteste -- a general term, meaning springing, rebounding or bounced.PNIIMM01000
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Sauti114'-- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow' band and

am. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son 1114'(119.tone) -- the long sustained tone. The best maplof contact Ls
nearer the bridge than it is with faster moving bow

strokes, The player needs to match up the duration of

the tone Vith bow speed and sowndivg When the

proper relationships are achieved, the tone "spins out"

almost without effort.

wing po
Spiccato

Staccato

int -- see rrint,stcontact.

dropped above string
r:

into the Ir.the

epaoirese:ficatono es played in

bow direction.

- - I. general term meaning that the notes are shortened.

a specific term meaning to the string player that a series of small

martele strokes are to be executed on one and the same bow stroke.

Also called solid staccato and martele staccato.)

1. Rapid, or nervous staccato -- executed by a very rapid oscillation of the

bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid Etaccato

except Stitt a lighter preSsUre so that the bow leaves the string between
notes.

Staccato volante t111PELstaccato (see immediately above).

Sul Fonticello play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul ,alto, sul tastiera, or sur la touche -- see flautando.

SIGNS:

1. Dots my mean any form of de he or any type of staccato bowing.

2. Dashes may mean detache or detache Porte.

3. Dashes and dots combined may mean detachelance, a modified spiccato, or

a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the

notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,

.nab, staccato, fling spiccato, or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean portato,

(lour4).

7. The staple-shaped sign (n) means down-bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some

editions.

9. The comma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, that is,

move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note mesas fouette or whipped bowing.

13. The point or wedge ( w ) often means martele or a martellato execution.

14. The sign, x ;or orv), means an extension of one half-step.

15. The sign fc (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
a. Fr. -- near the frog of the bow.

b. M. -- near the middle of the bow.

c. Pt. or tip. near the point or tip of the bow.

d. L.1/2, L.1/3u L.1/4 -- the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 .. the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 oZ the

bow, etc.

18. The positions are indicated as follows:

(h) - half position.
I - 1st position.

II - 2nd position.
III - intermediate position between 2nd and 3rd positions.

etc.



Absolute music

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale

Chorale-prelude

Classic sonata

Clavichord

Clavier

Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted
association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or
apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage
toward the end of a concerto.

.
A device of imitation by one melodic line of another .

Like short story is to novel, cantata is to oratorio;
biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.

Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.

Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-
ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 o: more independent parts in a
harmonious texture.

Light music; generally played outdoors. Usually has

more than 4 movements.

The composer exercises his fancy without following
any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest
pitch) and one or more upper partials, variously called
harmonics or overtones.
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Earpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Sher" two-voiced clavier pieces.

Kappel]meister WA, .or of music to a Prince, King or Nobleman.

Idea (pl. Lieder) :wit, art song.

Leiitatv Leading theme in a symphony; in opera tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds foi
cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffa Comic opera.

Oratorio Drama sung but not staged, costumed or acted;

Partial First tone in the harmonic series.

Partite Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at tiame time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.



Sonata-ellegro form A exposition
B development
A recapitulation

Digest TerminolOgy - page 3

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.



CONCERTO GROSSO NO..1

(CHRIST MAN CONCERTO)

Bo
difficult

CORELLI
.arr

r



BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared front the devastating Thirty Years War and aided by an artistic and wealthy

aristocracy, this was virgin territory for a musical revolution. This sane country
which produced the Renaissance art harbored at the same time the seeds of its

successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of

words and music was disclosed when Monteverdi was commissioned to write the opera,

Orfeo. Before this, music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovatinns is Moab*

slyrdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called. ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The /ague .

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra

using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered. the most Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Fauous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master-

pieces of the Flemish painter, Mena. These artists sculpted stone to look "soft,

gilded bronze to simulate gold, and never used a simple form if a complex one could

serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of RUbens or Milton.
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Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



ARCANGELO CORELLI

b. rusignano, Italy 1653
d. Rome, Italy 1713

To Arcangelo Corelli music owes the early development of two of the most
significant forms of instrumental music - the sonata and the concerto. Corelli

wrote four volumes of sonatas for two instruments an' a figured bass, one volume
for solo violin and figured base. He was a violin virtuoso and introduced double

stops, arpeggios, chords, trills and the appoggiaturse into the technique of
violin playing. Surprisingly his violin technique was a limited oft; he seldom

ventured beyond III position. He wisely rejected clumsy, cumbersome, ungrateful

music to the instrument.

Corelli was born in Italy and when he vas only 17 he VAS hailed as. a violin

performer of reknown. In 1671 he settled in Rome and spent the rest his life

there. In Rome he enjoyed the patronage of the noblemen and princes of the court.

Re was appointed Maestro di Cappello. at Cardinal Ottoboni's palace. He spent

most of his life as a licher as well as composer and is reported to have founded
one of the first signillcant schools of violin performance. He is buried in the
Pantheon in Rome.



CONCERTO NO. 8
IN G MINOR

Arcangelo Corelli

B
9

difficult

The Concerto No. 8 in G Minor is called Corelli's Christmas Concerto because it

was composed for the night of nativity. The finale is deeply religious: a

spiritual pastorale.

The melody in thirds with a Sicilian rhythm, depicts the scene in Bethlehem at

Christ's cradle. This piece is a forerunner of several other famous Pastorales,

e.g. Handel's tbssiah and Badb's Christmas Oratorio.

The music opens with a seven-bar introduction into a 3/4 meter vivace. A

stately Grave follows and the Pastorale brings the concerto to a reverent con-

clusion. The Pastorale gives the entire work its title, Christmas Concerto.

This last section is a religious melody describing the birth of Christ with angels

hovering over Bethlehem. This is the best known Concerto Grosso from the pen of

Arcangelo Corelli.



Concerto VIII (Christmas Concerto)
Fatto per la notte di natale

Corelli

STRING CRITIQUE

B
9

difficult

Finger patterns, extensions and contractions:
(Violino concertato2-- 1-2, 2-3, 3-4, 2-3-4, 12'34, 1st finger extensions.
(Violin concertato II -- 1-2, 2-3, 3-4, ext., 1-2-3, 1"234, 1st finger ext.
(Violoncello concertato -- lowered & upward extensions, double extensions.

Violino di ripigga-- 1-2, 2.3, 3-4s, 12'34, 2-3-4.
VioLipodeni II -- 1-2, 2-3, 3-4, 1-2-3, 1'234, 1st finger extensions.
Viola -- 1-2, 2-3,1=4, ext., 1"234, 1st finger extensions.
Cello -- lowered & upward extensions. Dotible extensions.

String bass -- pivots and/or extensions.

Positions: (Violino concertato I 116 I, II, III, IV.

(Violino concertato II -- I, II, III, IV.

(Violoncello concertato -- I, II, III, IV.
Violino di ripieno I -- h, I, II, III, IV.

Viola -- I, II, III, IV.
Cello -- I, II, 11/, IV.

III,IIII :: IV, V.

Bowing: sustained tones, deteche%
crossing, martele, lifts,

Ornaments: trills ending with turn
Dynamics: PP, P, f.

Rhythms: syncopation.

portctoi, detache'port4 legato, hooks, string
son file', (sautillJ).

s and anticipations.

Meters, tempos and tempo changes: C, Vivace, Grave, Allegro, Adagio, Allegro,
Adagio, 3/4, Vivace, 4, Allegro, C 12/8, Largo.

3 1
Double- notes: perfect octaves: o and o.

Harmonics: mid-string D's, G's.

Signs: fl portato, ties, lift, repeat signs, 1st & 2nd endings, fer-

mati, u.1/2, extension.

Vocabulary: Tutti, Arcate sostenute e come sta, solo, tip, frog. Also see dove.

Comment: Trills on dotted-notes should end on the dot; trills should begin with
the upper note; trills with a turned ending should continue into the

turn. Tenor clef in the cello concertato part.
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Arco -- with the bow.

Am frosch at the frog or the heel of the bow.

+-
1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc (-RN or,10,0")

taking 1 note and 1 string at a time.

2. Sal.sallerwsia (different note for each of 3 or 4 strings) --bow moves

in a different direction for each note and string while springing as in

regular saatille.

3. Springing (saltandos ricochet or alp arpeggio -- same as #1 above

except that the bow springs.

Au chevalet at the triage (see sul ponticello).

Au talon -- at the amor the beel of the bow.

Cola-- the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pinch" and the bow

is lifted from the string immediately. It is similar to pizzicato

except that the tar rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is

to ptrike with approximately half the hair as well as the stick.

The bow hair may either be turned away from the bridge or toward

the bridge siace either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal

.placement requires.

'Age-. the mute.

Le -- separate smooth bow strokes, one for each notes with no variation in

pressure and no break between notes. This bowing is also known as the

simple diachtto distinguish it from the variations given below.

1. Grand detadhe same as the above but using the whole bow for each note.

If

2. Accented detache -- each bow stroke begins with a sudden increase of speed

and pressure but without "pinching" the string sharply as in martele--

no separation between the notes.

3. Accented rand dtache -- same as #2 above except that a whole bow is

used for each note.

4. atach4r porter-- stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see poptato). There may or may not be a

small spacing between the notes but the impression should be that the

notes are slightly separated.
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5. atache lance -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a

clear separation of the tones. The notes are neither accented nor
swelled and are played like a martell without the "pinch".

Extension -- placing a finger or fingers farther apart on he string than their
normal placement.

Finger patterns -- the patterns of spacing, between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1 -2 pattern means 12 3 4.

2. 2-3 pattern means 1 23 4. The basic finger patterns
3. 3-4 pattern means 1 2 34.

4. Extended or All-whole-step or whole-tone keitkmameans 1 2 3 4, i.e,
no fingers are placed closely together.

5. 1"23 14 pattern indicates the presence of an augmented 2nd between let
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd

fingers.

6. 12"3 4 pattern -- augmented 2nd between fingers 2 and Ss half-step

between fingers 1 and 2.

7. 1,23''4 pattern -- augmented 2nd between fingers 3 and 4; half-step

betren fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"

patterns (nos. 4, 5 and 6 above).

Flautando or flautato the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette(whipped bowing) -- the bow strikes the string suddenly and sharply after

being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

WA-- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stopping finger" (artificial nut).
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"Hook" -- attaching one cr more notes to the save bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jet4r-- see ricochet.

Legato -- smoothly slurred notes.

Lifted, bowstrokes -- bowing that involves lifting the bow from the string to

achieve the proper effect.

"Link" -- see "hook".

Lourer-- see alma.

Martele-- a staccato producing type of bow stroke, well accented, biting and

strong.

1. Simple martelei (usually just marte14) am- bow pressure is set before the

tone begins so that the string will be flinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow

moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martelef-- same as simple martele'except that the tone is held
out. A4 adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the marteli attack ("pinch").

3. Grand marta.. the simple stele executed with the whole bow.

Martel attack -- see #2 and #1 under marteleabove and also under "pinch ".

Mertellato -- this means either marttle' or a bowing that sounds like a martele,

i.e., in a martele style.

*Pinch" -- the pressure apr.lied to the string with the bow whict, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

marten attack.

Pizzicato -- plucking the string with a finger or the thumb. Left band pizzicato

is indicated with a plus sign ( Indications as to which hand is

to be used are R.H. and L.H. or M.D. (mano destra) and LS. (mono
sinistra).

Point_ of contact -- the place on the string at which the bow is placed.

Portato ours -- two tor more detache rate:notes performed on the sauna bow stroke.

Restez -- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Banat° -- a general term meaning springing rebounding or bounced.
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Sautille -- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son file tone) the long sustained tone. The best wint of contact is
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point see Eat of. contact.

Spiccato the bow is dropped from above the string and rebounds into the air.
The atft D.cceato is a series of spiccato, notes played in the same
bow direction.

Staccato a general term meaning that the notes are shortened.
-- a specific term meaning to the string player that a series of small

martele strokes are to be executed on one and the same bow stroke.
Also called solid staccato and martele staccato.)

1. Nat or nervous staccato executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. P1Yina staccato -- performed in the same manner as the solid staccato
except with a lighter preSenzl so that the bow leaves the string between
notes.

Staccato volante staccato (see immediately above).

Sul ponticello -- play with a relatively light 'bowstroke neat enough to the
bridge so that a nasal glassy tone quality is produced.

Sul testa, suit tastiera, or sur la touche -- see flautando.

SIGNS:

1. Dots may mean any form of detache or any type of staccato bowing.

2. Dashes may mean de_ tache or detache porte.

3. Dashes and dots combined may mean detache lance, a modified gicisitla or
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
ata staccato, flying sniccato, or ricochet.



.f

SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will wan portato

(lour4).

7. The staple-shaped sign (11). means down-bow. This sign sometimes occurs

upside down.

8. the sign ( v ) means up -bow. This sign also occurs upside down in some

editions.

String Terminology - page 5

9. The comma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, that is,

rive it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the boyar both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( ) often means martele or a martellato execution.

14. The sign, x (or's, orv), nieans an extension of one half-step.

15. The sigaft (or xx) means an extension of one whole-step.

16. The sign I indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
a. Fr. -- near the frog of the bow.
b, 141. -- near the middle of the bow.

c. Pt. or tip. near the point or tip of the bow.

d. L.1/2, L.I/3, L.1/4 -- the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/23, 1/3B, 3/43, 1/48, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. The positions are indicated as follows:

('4) - half position.

I 1st position.
II - 2nd position.
II1/2 - intermediate position between 2nd and 3rd positions.

etc.
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Absolute music In contrast to programme music - music that has no admitted

association with anything outside of itself.

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

A song for one or mol voices.

No key used.

Pertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Chorale Congregational hymn of Lutheran church.

Chorale-prelude Elaboration of the chorale played before the singing.

Classic sonata Form of the symphony (4 movements).

Clavichord Clavier bit by tangent - usually 4. octave range.

Clavier Any keyboard instrument; clavichord, harpsichord, etc.

Concerto Solo instrument with orchestra.

Concerto Grosso Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Continuo Figured bass line in Baroque ere.

Contrapuntal The combination of 2 or more independent parts in a

harmonious texture.

Divertimento Light music; generally played outdoors. Usually has

more than 4 movements.

Fantasia The composer exercises his fancy without following

any conventional form.

Fugue Contrapuntal composition in 2 or more parts.

Harmonic series A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called

harmonics or overtones.
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera, tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffs Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partin; First tone in the harmonic series.

Partita Suite, several parts combined.,

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.



Sonata-allegro form A exposition
B development
A recapitulation

Digest Terminology - page 3

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.

Spared from the devastating Thirty Years War and aided by an artistic and wealthy

aristocracy, this was virgin territory for a musical revolution. This same country

which produced the Renaissance art harbored at the same time the seeds of its

successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of

words and music was disclosed when Monteverdi was commissioned to write the opera,

Orfeo. Before this, music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovations in Monte-

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue -

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra
using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master.

pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,"

gilded bronze to simulate gold, and never used a simple formC if a complex one could

serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of Rubens or Milton.



Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, el, S. Master of the Baroque

Handel Composer of The Messiah



ARCANGELO CCrRELLI

b. Fusignano, Italy 1653
d. Rome, Italy 1713

To Arcangelo Corelli music owes the early dtvelopmant of two of the nost
significant forms of instmmental music - the sonata and the concerto. Corelli
wrote four volumes of :.4.',..atas for two instruments and a figured basso one volume
for solo violin and neared base. He was a violin virtuoso and introduced double
stops, arpeggios, chords, trills and the appoggiaturae into the technique of
violin playing. Surprisingly, his violin technique was a limited one; he seldom
ventured beyond III position. He wisely rejected clumsyv cumbersome, ungrateful
music to the instrument.

Corelli was born in Italy and when he was only 17 he was hailed as a violin
performer of reLnown. In 1671 he settled in Rome and spent the rest or his life
there. In Rom he enjoyed the patronage of the noblemen and princes of the court.
He was appointed Maestro di Cappella at Cardinal Ottoboni's palace. Re spent
most of his life as a teacher as well as composer and is reported to have founded
one of the first significant schools of violin performance. He is buried in the
Pantheon in Rome.



FUGUE AND VIVACE
Op., No. 2

Core lli

10
moderate

The fugue is the most complex and exact of all organ forms. It represents the
advanced development of a contrapuntal technique found in early choral pieces,

namely the "round" and "canon." The greatest master of the fugue was Bach.

The Thrace is quick lively 3/4 meter in the same key as the agEt.

Although Corelli was acknowledged as the first violin virtuoso and one who extend-

ed the horizons of violin playing, he also was a momentous figure in the early

history of instrumental music. He realized the fugue should not be reserved
exclusively for the organ or clavier and could be an effective form of instrumental

music. This idea has grown through the years and there are even interesting
examples of.fugal writing in contemporary music, e.g. Ernest Bloch's Concerto

Grosso for strings and Boy Harris' aldnagratliz..1



GENERALITIES

Fugue and Vivace
Op. No. 2

B
10

Corelli moderate
arr. Muller

STRING CRITIQUE

Finger patterns, extensions and contractions:
let violin 1-2, 2-3, 3-4, ext., 12'34.
2nd violin 1-2, 2-3, 3-4, ext.
Viola 1-2, 2-3, 3-4, ext., 1-2-3, 12'34.
Cello -- lowered and upward estenzionc, (double extensions).

Positions: let violin -- I, II, III.
2nd violin -- I, II, III, IV.
Viola -- I, II, III.
Cello -- I, II, III, Iv.
String bass, -- 11, I, II, III.

Bowing: ditachar, Auld ports, marten, sustained tones, string crossing,
legato, hookedplifts, portato.

Pizzicato: R.H.

Ornaments: trills.

Dynamics: P, mf, f, ff, crest.

Rhythms: syncopation.

Meters, tempos and tempo changes: C, Allegretto, ritenuto molto, 3/4, Vivace,
piu lento.

Harmonics: mid-string D's, G's.

Signs: rl , 1( , fermata, dots, dashes, slurs, hooks, ties, LA, lift signs,
U.1/3.

Vocabulary: Plague, arm, divisi (optional), also see above.

4
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Arco with the bow.

Am froach -- at the frog or the heel of the bow.

Arpeggio --
1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a swab arc oi%14014

taking 1 note and 1 string at a time.

2. ......itmesgszSautill (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each note and string while springing as in
regular sautille.

3. Springing (ealtando, ricochet or jeta) arpeggio -- same as #1 above

except that the bow springs.

Au chevalet at the bridge (see sulponticello).

Am, talon -- at the frog or the heel of the bow.

Coll -- the string is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pinch" and the bow

is lifted from the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string.

Col legno-- the string is struck with the wood of the bow. The usual method is

to strike with approximately half the nair as well as the stick.

The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal

placement requires.

Dimpfer -. the mute.

atachel-- separate smooth bow strokes, one for each note, with no variation in
pressure and no break between notes. This bowing is also known as the

simple Amato distinguish it from the variations given below.

1. Grand atache same as the above but using the whole 1,:low for each note.

ft

2. Accented detache -- each bow stroke begins with a sudden increase of speed
and pressure but without "pinching" the string sharply as in
no separation between the notes.

3. Accented grand Aube same as #2 above except that a whole bow is

u3ed for each note.

4. De4tache ports stroke begins with a slight swelling followed by a g:ad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the

notes are. slightly separated.
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Dgtachet (continued)

5. Deftachg lance -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martelg -without the "pinch".

Extension placing a finger or fingers farther apart on the string than their
normal placement.

Finger patterns -- the patterns of spaciag between fingers ofIthe left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1 -2 pattern means 12 3 4.
2. 2-3 pattern means 1 23 4.
3. 3-4 pattern means 1 2 34.

The basic =aim patterns

4. Extended or A11-whole -step or whole-tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 1"23 4 pattern indicates the presence of an augmented and between let
aad 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12"3 4 pattern augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

1. 1 23"4 pattern augmented 2nd between fingers 3 and 4; half step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Plautendo or flautato indicates the izoduction of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Follette° (whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Dam as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, eta . )

1. Natural harmonics produced by touching an open string.

2. Artificial harmonics produced by touching a string shortened by a
"stopping finger" (artificial nut).
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"Hook" attaching one or more notes to the same bow stroke. This usually ap-

plies to notes that would be played with separate bows if it would be

advantageous to do so.

Jete -- see ricochet.

Legato smoothly slurred notes.

Lifted bowstrokes bowing that involves lifting the bow from the string to

achieve the proper effect. I(

"Link" -- see "hook".

Imre-- see portato.

Marte14-- a staccato producing type of bow stroke, well accented, biting and

strong.

1. Simple martele(usually just marte14) -- bow pressure is set before the

tone begins so that the string will be "pinched" at the start of the

stroke. After the "pinch" most of the pressure is released. The bow

moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martele -- same as simple mmrtele except that the tone is held

out. An adequate amount of boy must be available for the note in question.

The bow is considerably slowed atter the martele attack ("pinch").

3. Grand marta-- the simple,martele executed with the whole bow.

Marte14'attack -- see #2 and #1 under martele above and also under "pinch".

Martellato -- this means either merle or a bowing that sounds like a martel4

iss., in a martel6 style.

"Pinch" the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

martel4 attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand pizzicato

is indicated with a plus sign (+). Indications as to which hand is

to be used are R.H. and L.H. or M.D. (mano destra) and U.S. (mano

sinistra).

Poir.1;.of contact -- the place on the string at which the bow is placed.

Portatotourel-- two or more detache Forte notes performed on the same bow stroke.

Restez remain in the position.

Ricochet the bow is dropped (or thrown) on the string and alloyed to rebound

making possible two or more notes per impulse.

Saltando or Sal, tato a general term meaning springing, rebounding or bounced.
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Sautille-- a springing bow stroke that obtains its effect through the natural

spring of the bow coupled with the correct motion of the bow hand and

arm. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son file'(lEatone) -- the long sustained. tone. The best mint of contact is

nearer the bridge than it is with faster moving bow

strokes. The player needs to match up the duration of

the tone with bow speed and sounding point.. When the

proper relationships are achieved, the tone "spins out"

almost without effort.

Sounding point -- see point,of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.

The flying spiccato is a series of spiccato notes played in the same

bow direction.

Staccato -- a general term meaning that the notes are shortened.

-- a specific term meaning to the string player that a series of small

martea strokes are to be executed on one and the same bow stroke.

Also alled solid staccato vad martele' staccato.)

1. hpaor nervous staccato -- executed by a very rapid oscillation of the

bow arm which may need to be somewhat tensed to achieve success.

2. ElAmstaccato -- performed in the same manner as the solid staccato

except with a lighter preasUre so that the bow leaves the string between

notes.

Staccato volante -- flying staccato (see immediately above).

22122pticello play with a relatively light bowstroke near enough to the

bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur is touche -- see flautendo.

SIGNS o

1. Dots may mean any form of detache or any type of staccato bowing.

2. Dashes may mean detach or detacbe

3. Dashes and dots combined may mean detachelanc4 a modified spiccato, or

a modified =tele.

4. The tie or slur mark will mean either to tie the notes or to slur the

notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean 2:taconite,

flying staccato, flying spiccato, or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean portato,

(lour4),

7. The staple-shaped sign ((al) means dawn-bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some

editions.

9. The comma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, that is,

move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lilt the bow or both.

12. The sign / over a note means fouette or xhipm40:owing.

13. The point or wedge ( ) often means martele or a martellato execution

14. The sign, x (or", or means an extension of one half-step.

15. The sign lc (or xx) means an extension of one whoie-step.

16. The sign ? indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be.used:
a. Pis. -- near the frog of the bow.

b. MI. near the middle of the bow.

0. Pt. or tip. near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 the lower 1/2, 1/3, 1/4 of the bow.

e. V.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, i/4 of the bow.

f. WB, 1/28, 1/3S, 3/48, 1/48, etc., metes to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, i/4 of the

bow, etc.

18. The positions are indicated as foIlows:

- half position.

I - 1st position.
II - 2nd position.
II? - intermediate position between 2nd and 3rd positions.

etc.



Absolute music

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale

Chorale .prelude

Classic sonata

Clavichord

Clavier

Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.

Form of the symphony (4 movements).

Clavier hit by tangent - usually 4. octave range:

Any keyboard instrument; clavichord, harpsichord, etc.

Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a

harmonious texture.

Light music; generally

more than 4 movements.

The composer exercises
any conventional form.

played outdoors. Usually has

his fancy without following

Contrapuntal composition in 2 or more parts.

A seiiZz c notes consisting of a fundamental (the lowest

pitch) and one or more upper puitials,

harmonics or overtones.

4.00,4,A4nualy eallod
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappeilmeister Director of music to a Prince, King or Nobleman.

Lied (p1. Lieder) German art song.

- page

Leitmotiv Leading theme in a symphony; in opera tagging every
character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

2

Opera buffs, Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of 'citing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets-e. mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Mass for the dead.

Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.

Requiem

Rondo

[ Scherzo
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Sonata-allegro form A exposition
8 development
A recapitulation

Suite Set or series of French dances.

Symphony

Tonality

VIrtuozo

Sonata for orchestra in 4 movements:
1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

A system in which all tones gravitate to a certain tone.

Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.

Spared from the devastating Thirty Years War and aided by an artistic and wealthy

aristocracy, this was virgin territory for a musical revolution. This same country

mhich produced the Renaissance art harbored at the same time the seeds of its

successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of

words and music was disclosed when Monteverdi was commissioned to write the opera,

Orfeo. Before this, music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovations in Monte-

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental forms of this era, were:

1. The Sonata -
2. The Concerto

3. The Fugue -

one solo instrument with piano as partner

- one Instrument or a solo group of instruments

contrasted against an orchestra

using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

, architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the mast r..

pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,"

gilded bronze to simulate gold, and never used a simple form if a complex one could

serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the' epic creations of Rubens or Milton.
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Musicians in Baroque Era

Core 11i Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



GIROLAIkO FRESCOBALDI

1)4 Ferrara, Italy 1583
d4 ROW, May 1643

Girolamo FrescObaldi Was d bOy copied° std enjoyed a great reputation both as
singer and organist when he was yoing. As ail organist he was recognized as the
most distinguished musician of the SevoOteenth century.

In 1608 he was made organist at St. Peter's in Rome. His concerts attracted
great crowds; at one time more t1an 30050 attended his performance. He seems
to have been dissatisfied with the p* and even though he had been there for
twenty years, he left the post at St. Peter's. He accepted a job in Florence as
organiSt for the Orand puke, Ferdinand° de Medici. Political problems forced
him to leave Florence and he returned to his old job as organist at St. Peter's.
He kept this position until bin death in 1643.

Seventy-eight of his organ works have been published in two volumes. The first
important =i poser to fully crystalize the organ forms such as the toccata, the
partite and the fugue was Prescobaldi. He was also one of the first composers to
bring clarity of outline to the organ forms, to fill his music with human feeling,
to emphasize the melodic character of his work.



TOCCATA

Frescobaldi

11
difficult

A Toccata is a piece for the organ, or the piano, improvisational in style,

emphasizing the virtuosity of the performer. It has elaborate runs, figurations,

fugal passages and so forth.

This Toccata as written by Frescobaldi is not just an exercise in virtuosity

and improvisation: it is a personal utterance, at times poetic, at times dramatic,

and at times pure serenity.



Toccata

11
Frescobaldi difficult
err. Kindler

STRING CRITIQUE

GENERALITIES

Finger patterns, extensions and contractions:

1st violin 1-2, 2-3, 3-4, ext., 12'34, 1st & 4th finger ext., double ext.

2nd violin 1-2, 20.3$ 3-4, ext., 1st fingerextension.

Viola 1-2, 2-3, 3-4, ext., let finger extensions.

Cello lowered and upward extensions.

Positions: lst violin I, II, III, IV, V, VII, IX.

2nd violin 1/26 I, II, III, IV, V, VII.

ViolA=.- I, II, II/.

Cello h, I, II, III, IV.
String bass --11,1$ I, II, WI, III.

Bowing: legato, dgtachei, sustained tones, inaudible bow change, Maletelii;

accented detach4 hooked, string crossing, portato, detszhe ports, son file.

Ornaments: turns, trills.

Tremolo: Cello ,& string bass 32nd-note bowed.

Dynamics: PP, P, mf, f, ff P subito, tP, cresc., dim., erase. poco a poco.

Rhythms: sextuplet arpeggios.

Meters, tempos and tempo changes: C, Grave, ritenuto, Allegro giusto, poco

rallentendo, a tempo, poco ritenuto, motto

ritenuto.

1 3 1 o 3 3 2 2

t....,410 a ifirt#0,ii pna .94n34,1 3.m3, 2-m6, 0-m6, o-P5, 2-06, 1-a, 146, 1-06.

o 3 3 3 1 2 3 1 3

Viola -- 2-.m3, o -P8, 3-P5,4.45, 4-m3, 2 -P5, 2-m6, 244, 2-M6,

2 1 4 3 2 2 1 3 4

1-M6, o -M6, 3-m6, 3-P5, 3-P4, 1-m6, 3-M3, o -P8, lae8,

o o 1

o5, 1-P4, 1-P5.
3 1

Cello 145.
1 .

String bass - o-unison.

Harmonics: 1st violin -- mid-string E.



Toccata

GENERALITIES cont.

String Critique page 2

signs: 11 , accents, slurs, fermata, extension, LA, ties, dashes

for indication of portato and stress, lift.

Vocabulary: molto espressivo, vigoroso, tranquillo, cantabile, pesanto, point,

restez, con fantasias con bravura,

Comment: rapid 32nd note scales, rapid ditache. Violas have a vitally important

part. Divisi after in the lst violin. Divisl viola, cello and

string bass parts.



EXPLANATICd1 OF STRING TERILIZOLOGI

Arco with the bow.

Am froach -- at the frog or the heel of the bow.

Alas1. Leigott (different note for each of 3 or 4 atringa) bow moves

in the same direction for 3 or 4 notes and in a smooth arc (4-eN orw").
taking 1 note and 1 string at a time.

2. Sautillearpe4gio (different note for each of 3 or 4 strings) bow moves
in a different direction for each note and string while springing as in
regular sautiLle.

(saltando, ricochet or 1212) meogo same as #1 above
except that the bow springs.

Au chevalet at the bridge (see sul ponticello).

Au talon at the or the heel of the bow,

Cola the string is approached from the air and "pinched" lightly with the
boy. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato
except that the bow rather than a singer displaces the string.

221 legno, the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction placing fingers closer together on the strings than their normal
placement requires.

the mute.

atach. -- separate smooth bow strokes, one for each note, with no variation in
measure and no break between notes. This bowing is also known as the
simple Aube to distinguish it from the variations given below.

1. Grand detache some as the above but using the whole bow for each note.

2. Accented attack" each bow stroke begins with a sudden increase of speed
and pressure but without "pinching" the string sharply as in marteler
no separation between the notes.

3. Accented ,grand atach4 -- seine as #2 above except that a whole bow is
used for each note.

4. atacher porter -- stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see rtato). There ma' or nay' not be a
small spacing between the notes the impression should be that the
notes are slightly separated.



String Terminology - page 2

Dettacbl-- (continued)

5. Detach' land -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a

clear separation of the tones. The notes are neither accented nor

swelled and are played like a martelg without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their

normal placement.

Finger patterns the patterns of spacing between fingers of the left hand.

These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4.
2. 2-3 pattern means 1 23 4.
3. 3-4 pattern means 1 2 34.

The basic flumpatterns

4. Extended or All-whole-step or whole-tone pattern means 1 2 3 4, i.e.,

no fingers are placed closely together.

5. 111211_,Wjemalindicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd

fingers.

6. 12"3 4 pattern -- augmented 2nd between fingers 2 and 3; half-step

between fingers 1 and 2.

7. 1 23"4 pattern augmented 2nd between fingers 3 and 4; half-step

between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"

patterns (nos. 4, 5 and 6 above).

Flautando or flautato indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette(whipped bowing) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Frcg-- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics flute -like tones produced by touching a string in places (nodes)

than force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics produced by touching an open string.

2. Artificial barmonics -- produced by touching a string shortened by a
'stopping fiager7iitificial nut).



String Terminology - page 3

"Hook" -- attaching one or more notes to the OiAker Vow etroke. This usually ap-

plies to notes that would be played with separate bows if it would be

advantageous to do so.

Jete-- see ricochet.

Legato-- smoothly slurred notes.

Lifted. boustrokes -- bowing that involves lifting the bow from the string to

achieve the proper effect.

"Link" see "hook".

Loud-- see portato.

Marta-- a staccato producing type of bow stroke, well accented, biting and

strong.

1. Simple martele(usually just marte14) -- bow pressure is set before the

tone begins so that the string will be "pinched" at the start of the

stroke. After the "pinch" most of the pressure is released. The bow

moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

.2. Sustained martele -- same as simple nartele except that the tone is held

out. An adequate amount of bow must be available for thy: note in question.

The bow is considerably slowed after the martele attack ("pinch").

3. Grand martele the simple martele executed with the whole bow.

Martel attack see #2 and #1 under marteleatcme and also under "pinch".

Martellato -- this means either marteleor a bowing that sounds like a eld12;
i.e., in a martele style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is

moved, results in a c, ,sonant-like beginning-of a tone. This is the

martele attack.

Pizzicato plucking the string
is indicated with a
to be used are R.H.
sinistra).

with a finger or the thumb. Left IgarimicAa
plus sign (+). Indications as to which hand is

and L.H. or M.D. (maw destra) and LS. (nano

Point of contact the place on the string at which the bow is placed.

Portato4ourel-- two or more detache portemotes performed on the same bow stroke.

Re,stez -- remain in the p a.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound

making possible two or more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.



String Terminology - page It

Sautille'-- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son file' tone) the long sustained tone. The best wl.121 of contact Ls
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding Wit. When the

proper relationships are achieved, the tone "spins out"

almost without effort.

Soundiag point -- see point, of contact.

S 12sacto Ina. the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiccato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.

-- a specific term meaning to the string player that a series of small
martel4 strokes are to be executed on one and the same bow stroke.

DirsciTalled solid staccato and martel4 staccato.)

1. Rapid, or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Plying staccato -- performed in the same manner as the solid staccato

except with a lighter preden.re so that the bow 13aves the tring tween
notes.

Staccato volante, fIgniistaccato (see immediately above).

Sul ponticello, -- play with a relatively light bowstroke near enough to the

bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche see flautando.

BIOS:

1. Dots may mean any form of dettache or any type of staccato bowing.

2. Dashes may mean detache or detache 'nort4.

3. Dashes and dots combined may mean detachel lance, a modified nisslakt or
a modified martele.

it. The tie or slur mark will mean either to tie the notes or to slur the

notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
staccatos, flying spiccato, or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean portato
(lours).

7. The staple-shaped sign (r't) means down-bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some

editions.

9. The comma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, that is,

move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( ) often means martela or a martellato execution.

14. The sign, x (or", or v), means an extension of one half-step.

15. The signfc (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Pr. -- near the frog of the bow.
b. M. -- near the middle of the bow.
c. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.I/4 the lover 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 the upper 1/2, 1/3, 1/4 of the bow.

f. NM: 1/28, 1/3B, 3/43, 1/43 etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. The positions are indicated as follows:

- half position.
I - 1st position.

II - 2nd position,
III - intermediate position between 2nd and 3rd positions.

etc.



Absolute music

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale

Chorale-prelrde

Classic sonata

Clavichord

Clavier

Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.

Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.

Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a

harmonious texture.

Light music; generally played outdoors. Usually has

more than 4 movements.

fhe composer exercises his fancy without following

any convents %l form.

Contrapuntal attpcsition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called

harmonics or overtones.

--;
--*



Harpsichord

Impromptu

Invention

Kappellmeister

Lied (pl. Lieder)

Leitmotiv

Mass

Mastersinger

Musette

Opera buffa

Oratorio

Partial

Partita

Passion

Polyphony

Polytonality

Prelude

Programme music

Recitative

Requiem

Rondo

Scherzo

Digest Terminnlogy imso

Clavier with strings struck by quills.

Spontaneous music.

Short two voiced clavier pieces.

Director of music to a Prince, King or Nobleman.

German art song.

Leading theme in a symphony; in opera tagging every

character with a musical label.

Part of the Ordinary Mass of Catholic church.

Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Bagpipe - also movement of a suite.

Comic opera.

Drama sung but not staged, costumed or acted.

First tone in the harmonic series.

Suite, several parts combined.

Music sung from text of Gospels related to Christ and

Holy Week.

Style of writing where composer pays particular attention

to melodic value of each part.

Use of several keys or tonalities at same time.

Introductory movement.

Music that tells a story, paints a picture or sets a mood.

A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Mass for the dead.

Last movement of concerto or symphony.

Literally a "joke," 3rd movement of a symphony.

MilliMillOOMOOMPTIMIIIIMPROMIE MM. 3
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Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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FROM THE WATER MUSIC

HANDEL

arr Stone

B 12
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This some country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the °war
Orfeo. Before this, music had been supreme. Now the declamaLion of the words and
the music were combined in an unheard of balance. These new innovations in Monte-

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece,, Almost all musical forms of this era were based on this
law. In simplest form, called ABA, the music began in one key, moved to another
and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue -

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra
using the melodies of the Renaissance with hmmonies
of the new Barque

Of the vocal forms of the Baroque Era opera prospered the moat. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the :ore astounding, the more contrary to

accepted forms, the more he welcomed it.

The tern Baroque, meaning grandiose and resplendent, came largely from Italian

ar2hitectural constructions. Famous examples of Baroque art are Berlilni's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master-

pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,"

gilded bronze to simulate gold, and never used a simple form if a complex one could

serve.

Note the coincidenue of Baroque music, elaborate art, lustrous court life, a

violinist fiorelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of Rubens or Milton.
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Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; I-rote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



GEORGE FREDERICK HANDEL

b. Halle, Germany 23 February 1685
100 miles from Berlin

d. London, England 13 April 2759

Handel's father was a barber-surgeon who insisted that his son stuiy law. However,

his father reluctantly gave permission to his son to study music w4en his obvious

musical genius was shown. He studied, played the organ, and began to compose

music.

In 1706 Handel left for a tour of Italy. He was well-liked and lovingly called

"The Saxon" by the Italians. When be was Kapelimeister in Hanover he made his

first trip to London taking with him his new opera Rinaldo in Italian style. It

established Handel's reputation in London. He was forced to return to Hanover

but it wasn't long before he again asked leave for a second London trip. He ap-

pealed to his Elector who gave permission if he were to return in "a reasonable
period." This reasonable period became forty-seven years and the Elector who re-
luctantly gave his permission for the London trip became George I of England. The

story goes that only when Handel wrote the celebrated Water Music for his English

monarch did he and the former Elector of Hanover tecome reconciled.

Handel became musical director of the newly established Royal Academy of Music in

London. For ten years or so the audiences were surfeited with Italian opera.
Finally acute boredom broke the tradition and even though Handel reorganized the

Academy and would Lot accept defeat, the Italian opera style had lost its audience.

It was thus out of necessity that Handel turned to a new form, the oratorio, and

for this the musical world has been very gratefUl. His most famous oratorio The

Messiah (which bad been feverishly composed in twenty-five days) was first pre-

sented at a charity in Dublin.

The Handelian oratorio may be defined as an extensive setting of solo voices,

chorus d orchestra, of a text derived from or based on the Bible. These were

to all intents and purposes sacred operas. The oratorio, in the modern sense of

the vwd, is largely Handel's own creation.

In comparing the two greatest masters of the Barocluc one finds several differ-

ences: Handel never married; Each was a happy family man. Bach remained a modest

German subject; Handel became a distinguished English citizen. Bach was buried

in a small churchyard near Leipzig; Handel vas buried in Westminster Abbey. Bach

wrote music to satisfy himself and God; Handel wrote to satisfy the public.

On the other hand both men were born in Germany not far from each other and in

the same year. Both were blind and died of apoplexy. The two men never met,

but both share the same fate - only a small fraction of their creative accomphish-

ment is known to the public today.
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Handel wrote over 43 Italian operas but none survived. His tither works

include:

21 Oratorios - The Messiah

94 Cantatas

2 Passions
12 Violin or flute sonatas

12 Concerti Grosso
20 Organ concertos
12 Concertos for strings



SUITE NO. I

from the "Water Music"

Handel

B
12

moderate

Instrumental composers utilized the suite form - a collection of old dances -
for orchestral music. Handel wrote a familiar work called Water Music, a suite
in the old style for orchestra, for a royal water-party on the Themes River in
London, in 1717, attended by King George I. Fifty musicians were in a boat by
the side of the royal barge playing this music written :or the occasion. It was
so well- received that His Majesty requested it be repeated twice, although each
performance took an hair. In its original version, the Water Music was comprised
of twenty pieces - fanfares as well as dances.

Handel, although he vas born in Germany, lived the last 47 years of his life in
England and became the favorite of the reigning monarch, King George I. The famous
Royal Fireworks Music was also commissioned by the King for a fireworks celebration
in Green Park in London.

Suite No. I includes:

Bouree
Minuet
Air
Hornpipe



Suite No. I
from the Water Maisie

12

Handel moderate

Arr. Stone

STRING CRITIQUE

GENERALITIES

nager patterns, extensions and contractions:

let violin 1-2, 2-3, 3-4, ext., 12'34.
2nd violin -- 1-2, 2-3, 3-4, ext., 12'34, 1st finger extension.

Viola 14, 2-3, 3-4, ext., 1"234.
Cello -- lowered extensions, (double -extensions).

Positions: let violin I, II, III.
2nd violin -- I, II, III, (IV).

Viola -- It II, III.

Cello I, II, III, IV.
String bass 1/2, I, II, II', III, III.

Bowing: martele; legato, accented detach, detachepolt4, portato.

Pizzicato: R.H,, double - notes.

Ornaments: trills.

Dynamics: P, mf, f, ff, swells, cresc., dim.

Rhythms: dotted-rhythm.

Meters, tempos and tempo changes: 4 , Allegro, 3/4, Moderato, C, Andante, 3/2,

Allegro, ritenuto poco rallentando.

3 1

Double -notes: 2nd violin -- o-P8, 1-P5.

o 0
Viola -- o45, 1-P4.

0
Cello -- o-P5.

Harmonics: Viola mid-string G.

Signs: ft , dashes, slurs, ties, slur-tie combinations, commas, extension.

Vocabulary: marcato, bourree, minuet, air, hornpipe, suite, arco.
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Arco .. with the bow.

Am !roach .. at the frog or the heel of the 'bon.

Arpeggio
1. Legato arpeggio (different note for each of 3 or 4 strings) bow moves

in the same diriction for 3 or 4 notes and in a smooth arc (-ft); 01'40,)

taking 1. mote and 1 string at a, time.

2. Ssutillearpege.1(different note for each of 3 or 4 strings) bow moves
in a different direction for each note and string while springing as in

regular sautille.

3. Springing (saltando, ricochet. or ale) arpeggio same as #1 above

except that the bow springs.

Au chevalet .7- at the bridge (see stelo).

Au talon

Coll

at the Lrog, or the heel of the bow.

the string, is approached from the air and "pinched" lightly with the

bow. The tone is sounded simultaneously with the "pinch" and the boy
is lifted frost the string immediately. It is similar to pizticato
except that the bow rather than a finger displaces the string.

Col legno the string is struck with the wood of the bow. The usual method is
to strike with approximately half the hair as well as the stick."
The,bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the
required quality of tone.

Contraction placing fingers closer together on the strings than their normal
placement requires.

paitpfer, the'mute.

Deftach#1-- ueparate smooth bow strokes, one for each note, with no in
pressure and no break between notes. This basing is siso known as the
psWe gtacht to distinvish it from the variations given below.

1. Grand decta..s:4 same as the above but using the whole bbw for each uote.

2. Accented dertacht each bow stroke begins with t sudden increase of speed
.

and pressure but without "pinching",the string sharply as in martele
no separation between the notes.

3. Accented grand Alma same as #2 above except that a whole bow is
used for each note.

I11. Dgtetche vorte stroke begins with a slight swelling followed by a grad-
ual-lightening of the sound (see rtato). There may or may not be a
small spacing between the notes but t impression should be that the
notes are slightly separated.



String Terminology - page 2

4tactil.. (continued)

5. atache land -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should, be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a marteVvithout the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal placement.

nAgeryatterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1 -2 pattern 12 3 4.
2. 2=3 ttern means 1 23 4. The basic IlNarjetterns
3. 1._pattern, means 1 2 34.

4. attended or All -whole -step or whole-tone uattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 1"23 4 pattern indicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 1.2223 4 mytem-- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23"4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

'8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above),

Plautando or floantato ....'indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouetter(whinedtmming) -- the bow strikes the string suddenly and sharply after
being barely lifted frank the string to begin the
stroke usually performed up-bow at the tip.

na-- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics produced by touching an open string.

2. Artificial harmonics -- proEuced by touching a string shortened by a
%topping finger" artificial nut).
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"nook" attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

DIA'. see ricochet.

Legato smoothly slurred notes.

Lifted bowstrokes bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" see "hook".

Loud see portato.

Plaited a staccato producing type of bow stroke, well accented, biting and
strong.

1. Sagjurarteler (usually just marte14) bow pressure is set before the
tone begins so that the string will be linched" at the start of the
stroke. After the "pir/2" most of the pressure is released. The bow
moves rapidly, Each none must be separated from the others. The tone is
percussive, rivict,t, and staccato.

2. Sustained martelei same as tWe martele except that the tone is held
out An adequate amount of how gat be available for the note in question.
The bow is considerably slowed after the marteli attack ("pinch").

3. Grand muted the pmartele° executed with the whole bow.

Martel:el' attack see 12 and 11 under =tele above and also under "2inch ".

Kertellato this means either martial or a bowing that sounds like a martele,
i.e., in a martelS style.

-- the presews applied to the string with the bow which, when the bow is
moved, results in a consonant-like beginning of a tone. This is the
!arta attack.

Pizzicato -- plucking the string with to finger or the thumb. kelt pwisittst
is indicated with a plus sign (+). Indications as to which baud is
to be used are R.R. and Lea. or M.D. (msno destra) and K.S. (mano

Pant of contact -- the place on the string at which the bow is placed.

Portato (1.ouref) -- two or more detache rste notes peiformed on the same bow stroke.

Restes remain in the position.

the string and allowed to rebound
per imulse.

Ricochet

Saltando or
700siisfillsiorataX3=

the bow is dropped (or thrown) on
making possible two or more notes

ssitato -- a genere4 term meaning springing, rebounding or bounced.
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Sautiller-- a springing bow stroke that obtains its affect through the natural
spring of the bow coupled with the correct motion of the bow hand and

arm. It can be executed frogs the lower 1/3 of the bow to somewhat

above the middle.

Son filer(matone) the long sustained, tone. The best Wale contact Ls
nearer the bridge than it is with faster moving bow

strokes. The player needs to match up the duration of

the tone with bow speed and sounding point. When the

proper relationships are achieved, the tone "spins out"

almost without effort.

Sounding point -- see via of contact.

tra bow is dropped from above the string and rebounds into the air.
The /lam spiccato is a series of spiccato, notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.
-- a specific term, meaning to the string player that a series of small

martele strokes are to be executed on one and the same bow stroke.

.Also solid staccato and mar, tele staccato.)

1. Raellor nerms staccato -- executed by a very mpil oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Plying staccato -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante .. flying staccato (see immediately above).

Eht1,1410 play with a relatively light towstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul testa; aul tastiera, or our la, touche -- see flautando.

SIGNS:

29 Dots may mean any form of atache or any type of staccato bowing.

2. Dashes may mean detach4or deteche Ed,

3. Dashes and dots combined may mean detache'lanc, a modified epiccato or

a modified martea.

4. The tie or slur mark will mean either to tie the notes or to slur the

notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,

flemstaccato, allaszpiccato, or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean portato
(loud).

7. The staple-shaped sign Cr,) means down -bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually mews to lift the bow or at least to
phrase (breaths). It sometimes also means to recover time bow, that is,

move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note means fauette or whipped bowing.

13. The point or wedge ( v ) often means martele or a martellato execution.

14. The sign, x (or", or v), mans an extension of one half-step.

15. The signs (or xx) means en extension of one whole-st

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
a. Fr. -- near the frog of the bow.
b. M. -- near the middle of the bow.
c. Pt. or tip. -- near the point or tip of the bow.
d. L.1/2, L.1/3, L.1/4 the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 .. the upper 1/2, 1/3, 1/4 of the bow.

t. WB, 1/28, 1/38, 3/48, 1/4B, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. The miff -ions are indicated as follows:

- half position.
I - lst position.

II - 2nd position.
111/2 - intermediate position between 2nd and 3rd positions.
etc,
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Absolute music In contrast to programme music .music that has no admitted

association with anything outside of itself.

Aria A song for one or more voices.

Atonality No key used.

Avant garde Pertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

Cadenza A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

Canon A device of imitation by one melodic line of another.

Cantata Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Chorale Congregational hymn of Lutheran church.

Chorale-prelude Elaboration of the chorale played before the singing.

Classic sonata Form of the symphony (4 movements).

Clavichord Clavier hit by tangent - usually 4 octave range.

Clavier Any keyboard instrument; clavichord, harpsichord, etc.

Concerto Solo instrument with orchestra.

Concerto Grosso Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Continuo Figured bass line in Baroque era.

Contrapuntal The combination of 2 or more independent parts in a

harmonious texture.

Divertimento Light music; generally played outdoors. Usually has

more than 4 movements.

Fantasia The composer exercises his fancy without following

any conventional form.

Fugue Contrapuntal composition in 2 or more parts.

Harmonic series A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called

harmonics or overtones.
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, Kir.; or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera, tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffa Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial First tone in the harmonic series.

Partite Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pars particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

anti rhythm to dramatic speech than to song.

Requiem Muss for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.
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onata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo

4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years Ilar and aided by an artistic and wealthy

aristocracy, this was virgin territory for a musical revolution. This same country

which produced the Renaissance art harbored at the same time the seeds of its

successor: the Barckque.

These seeds were sewn first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,

Orfeo. Before this, music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovations in Monte-

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost: as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then 'eturned to the original key.

The `avored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue -

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra
using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed Including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largily from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the mestr-

pieces of the Flemish painter, Mena. These artists sculpted stone to look "soft,"

gilded bronze to simulate gold, and never used a simple form if a complex one could

serve.

Vote the coincidence of Baroque music, elaborate art, lustrous court life, a

biolinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of RUbens or Milton.
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Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500!

Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtebude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah

40000.0..".10m1.~.11~1111111WIMPININFONonolor...
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GEORGE FREDERICK HANDEL

b. Halle, Germany 23 Febraary 1685
100 miles from Berlin

d. London, England 13 April 1739

Handers father was a barber-surgeon who insisted that his son study law, However,

his father reluctantly g..ve smission tc his son to study music when his obvious

musical genius was shown. He studied, played the organ, and began to compose

music.

In 1706 Handel left for a tour of Italy. He was well-liked and lovingly called

"The Saxon" by the Italians. ?hen he was Kapelimeister in Hanover he made his

first trip to London taking with him his new opera Rinaldo in Italian style. It

established Handel's reputation in London. He was forced to return to Hanover

but it wasn't long before he again asked leave for a second Londoa trip. He ap-

pealed to his Elector who gave permission if he were to return in "a reasona'le

period." This reasonable period became forty-seven years and the Elector who re-
luctantly gave his ipermisston for the London trip became George I of England. The

story goes that only when Handel wrote the celebrated Water Music for his English

monarch did he and the former Elector of Hanover tecome reconciled,

HaLiel became musical director of the newly established Royal Academy of Music in

London. For ten years or so the audiences were surfeited with Italian opera.

Finally acute toredan broke the tradition and even though Handel reorganized the

Academy and would not accept defeat, the Italian opera style had lost its audience.

It was thus out of necessity that Handel turned to a nAw form, the oratorio, and

for this the musical world has been very grateful. His most famous oratorio The

Messiah (which bad been feverishly composed in twenty-five days) was first pre-

sented at a charity in Dublin.

The Handelian oratorio may be defined as an extensive setting of solo voices,

chorus and orchestra, of a text derived from or based on the Bible. These were

to all intents and purposes sacred operas. The oratorio, in the modern sense of

the word, is largely Handel's own creation.

In comparing the two greatest masters of the Baroque one finds several differ-

ences: Handel never married; Bach was a happy family man. Bach remained a modest

German subject; Handel became a distinguished English citizen. Bach was buried

in a small churchyard near Leipzig; Handel was buried in Westminster Abbey. Bach

wrote music to satisfy himself and God; Handel wrote to satisfy the public.

On the other hand both men were born in Germany not far from each other and in

the same year. Both were blind and died of apoplexy. The two men never met,

but both stare the same fate - only a small fraction of their creative accomphish-

ment is known to the public today.

447741.77677,71.1114741111411
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Handel wrote over 43 Italian operas but none survived. His other works

include:

21 Oratorios - The Messiah

94 Cantatas
2 Passions

12 Violin or flute sonatas

12 Concerti Grosso
20 Organ concertos
12 Concertos for strings



SUITE NO. II

from the "Water Music"

Handel

B
13

moderate

Instrumental composers utilized the suite form - a collection of old dances -
for orchestral music. Handel wrote a familiar work called Water Music, a suite
in the old style for orchestra, for a royal water-party on the Thames River in
London, in 1717, attended by King George I. fifty musicians were in a boat by
the side of the royal barge playing this music written l'nr the occasion. It was
so well-received that His Majesty requested it be repeated twice, although each
performence took an hour. In its original version, the Water Mimic was comprised
of twenty pieces . fanfares as well as dances.

Handel, alOnugh he was born in Germany, lived the last 47 years of his life in
England and became the fav-rite of the reigning monarch, King George I. The
famous Lgj....ozalFireT'ksMusicwas also commissioned by the King for a fireworks
celebration in Green Park in London.

Suite No. II contains the foilowing:

Pomposo
Air
Moderato
Hornpipe



Suite No. II
from the Water MUSIC

Handel
Arr. Stone

. STRING CRITIQUE

GENERALITIES

B
13

moderate

Finger patterns, extensions and contractions:
lst violin -- 1-2, 2-3, 3-4, 1st finger extension.

2nd violin -- 1-2, 2-3, 3-4, let finger extension.
Viola -- 1-2, 2-3, 3-4, ext., lst finger extension.

Cello -- lowered & upward extensions.

Positions: let violin . 36 I, /I, III, IV.
2nd violin -- I, II, III.
Viola -- (k), I, II, III.
Cello -- Is II, III, IV.
Strinp bass I, II, 111/2, III.

Bowing: detachi portd, portato, legato, semi-spiccato, accented detaca,

staccato, hooks.

Pizzicato: R.H.

Ornaments: trills.

Dynamics: P, mf, f, ff, erase., dim.

Rhythms: syncopation.

Meters, tempos and tempo changes: .3/4, Pomposo, 4, Allegro, 12/8, Moderato,

Piu mosso, 3/2, Alla Hornpipe, ritenuto,

poco ritenuto.
0 o 1 3

Double-notes: 2nd violin -- 2-m3, 3-M2, o-M6, 2-M6.

o 1 3 o o 2

Viola -- o-P5, o-M6, o-P8, 1-P4, 2-m3, 2-P5.

Harmonics: cello mid-string D.

Signs: 0 , V , repeats, lift, dashes, dots, extension, hook, slurs, ties, slur-

tie combinations, accents, points ( ),

Vocabulary: staccato, arco, air, Fine, D.C. al Fine.

Comment: rapid 8th-notes in the "hornpipe."
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Arco -- with the bow.

Am frosch -- at the frog or the heel of the bow.

Arpeggio --
1, Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc

taking 1 note and 1 string at a time.

2. Sautillearpeggio (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or Isle) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the Itmor the heel of the bow.

Colle -- the string is approached from the air and "pinched" lightly Witt the

bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar tv pizzicato

except that the bow rather than a finger displaces the string.

Colia22-- the string is struck with the rood of the bow. The usual method is

to strike with approximately half the hair as well as the stick.

The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal

placement requires.

Damofer -- the mute.

atache-- separate smooth tow strokes, one for each note, with no variation in

:r11:114::hifttollUsitwilni
notes. :tislsnonwa.s the

the

1. Grand detache -- same as the above

If

2. Accented detache -- each bow stroke
and pressure but without "pinching"
no separation between the notes.

but using the whole bow for each note.

begins with a sudden increase of speed
the string sharply as in martele"--

3. Accented grand detache -- same as #2 above except that a whole bow is

used for each note.

4. atach4orte-- stroke begins with a slight swelling followed by a greil-
ual lightening of the sound (see portato). There may or may not be a

small spacing between the notes but the impression should be that the

notes are slightly separated.

ilirifillaPhiralage.00.0.0"".4111.6% ~MOW
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"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jete-- see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes bowing that involves lifting the bow from the string to
achieve the proper effect.

"Linb." -- see *hook".

Loure-- see 2211212,

Martel4P-- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple martelef(usually just martele) bow pressure is set before the
tone begins so that the string will be ainched" at the start of the
stroke. After the "pinch" most of the pressure is relea3ed. The bow
moves rapidly. Lech note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martele -- same as simple,martele except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martele attack ("pinch").

3, Grand marte14'-- the simple martele executed with the whole bow.

Martel; attack -- see #2 and #1 under marteld'above and also under "pinch".

Martellato -- this means either martele or a bowing that sounds like a martele,
i.e., in a martele style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

martele attack.

Pizzicato -- plucking the string with a finger or the thumb. Left hand Eizzicato

is indicated witu a plus sign (+). Indications as to which hand is

to be used are R.H. and L.H. or M.D. (mano destra) and M.S. (mane
sinistra).

Point of contact -. the place In the string at which the bow is placed.

Portatotourel -- two or more detache rte notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two cr more notes per impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or 'Jounced.
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Sautilld-- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
anm. It can be exe-4;ited from the lower 1/3 of the bow to somewhat

above the middle.

Son filef(sastone) -- the .c .,:dtained tone. The best point of contact Ls

neaur .J bridge than it (s with faster moving bow

strokes The player needs to match up the duration of
the tone with bow speed and sounding point. When the

proper relationships are achieved, the tone "spins out"

almost without effort.

Sounding12141.-- see point, of contact.

wants-- the bow is dropped from above the string and rebounds into the air.
The flying, spiccato is a series of gpiecato notes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.
a specific term meaning to the string player that a series of small

martele strokes are to be executed on one and the same bow stroke.

Also called solid staccato and martelestaccato.)

1. lima or nervous staccato executed by a very rapid oscillation of the

bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato
except with a lighter preSsUre so that the bow leaves thestring between
notes.

Staccato volante -- flying staccato (see immediately above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul test°, sul tastiera, or sur la touche -- see flautando.

SIGNS:

1. Dots may mean any form of detache or any type of staccato bowing.

2. Dashes may mean detach4'or detach port4.

3. Dashes and dots combined may mean detache lance, a modified gRiccato or

a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the

notes (legato).

5. The tie or slur mark in conjunction pith dots will usually mean staccato,

flying staccato, flying smiccgs5 or ricochet.
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SIGNS (continued):

6. The tio e. slur mark in conjunction with dashes will mean portato
(lour).

7. The staple-shaped sign (n) means down -bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up -bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It sometimes also means to recover the bow, that is,
move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( ) often means martele or a martellato execution.

14. The sign, x (orn, orv), means an extension of one half-step.

15. The sign x (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow" placement or the area of the bow to be used:

a. Fr. -- near the frog of the bow.
b. M. -- near the middle of the bow.
c. Pt. or tip. -- near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 -- the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.

f. 14% 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,
1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. The positions are indicated as follows:

- half position.
I - 1st position.

II - 2nd position.
Ilk - intermediate position between 2nd and 3rd positions.

etc.



_Absolute music

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale

Chorale-prelude

Classic sonata

Clavichord

Clavier

Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.

Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.

Solo instrument with orchestra:

Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a

harmonious texture.

Light music; generally played outdoors. Usually has

more than 4 movements.

The composer exercises his fancy without following

any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called

harmonics or overtones.
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffa Comic opera.

Oratorio Drama sung but not staged, costumed or Rcted.

Partial First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a storyi paints a picture or sets a mood.

Recitative A style of singing that is more closely related In pitch

and rhythm to dramatic speech than to song.

Mass for the dead.

Last movement of concerto or symphony.

Literally a "joke." 3rd movement of a symphony.

Requiem

Rondo

Scherzo
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Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo

4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War and aided by an artistic and wealthy
aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,

Orfeo. Before this, music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovations in Monte-

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strong pull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental, forms of this era were:

11

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions, Famous examples of Baroque art are Bernini's Dove

above the alter of St. Peter's, Louis XIV's Chateau of Versailles, and the master-

pieces of the Flemish painter, Rubens. These artists Sculpted stone to look "soft,"

gilded bronze to simulate gold, and never used a simple form if a complex one could

serve.

1. The Sonata - one solo instrument with piano as partner

2. The Concerto - one instrument or a solo group of instruments

contrasted against an orchestra

3. The Fugue - using the melodies of the Renaissance with harmonies

of the new Baroque

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacra: (Loral

works of Bach or Handel, and the epic creations of Rubene or Milton.

liaM4,14=1:01=wwwww...
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Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tevtin4 Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Buh's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah



GEORGE PHILIPP TELEMANN

b. Magdeburg, Germany 1681
d. Hamburg, Germany 1767

Far better known in his time than was Bach, George Philipp Telemann was a self -

taught musician. When he was only twelve years old he wrote an opera and when

he was fourteen he conducted the music at the church.

For a time be thought he might be a lawyer and went to the University of Leipzig

to study. At Leipzig he became organist cf the New Church and founded a society

among the atudenta called "Collegiummusicum.

He became Kapellmeister at Eisenach and at the same time Mheikdirector of the

Church of St. Catherine. In 1721 he was appointed Mtasikdirector of the five

churches at Hamburg, posts which he retained until his death.

Mil' of Telemann's compositions were published and he even wrote an autobiography.

It was in his autobiography that he claimed Corelli to be his model.

Works

!&O Operas

12 series of Cantatas
44 Passions
Over 600 Overtures



In the music of the sixteenth and seventeenth centuries, a suite consisted of a
group of old dances. Subsequently, the term was used for a series of pieces
unified by a single title, subject, or program.

A Courante is a dance from a suite. It is of *mach origin, formerly in duple
time, but within the suite changed to 3/2, 3/4 or 6/4 time. It is in two sections..

An Air is simply a tune; in this case an instrumental piece whose melodic style is
similar to that of solo song.

Telemana's Air and Courante was transcribed from two movements of a trio sonata
in C for two melody instruments (recorder, flute or violin) and basso continuo
(keyboard instrument reinforced by a base instrument). The "dialogue-duet"
character of a trio sonata is apparent in this orchestral vision.



Air and Courante,

B
14

Telemann moderate
Arr. Whitney

STRING CRITIQUE

Finger patterns, extensions and contractions:
let violin -- 2-3, 3-4, ext., 12'34.
2nd violin --*1-2, 2.3, 3-4, ext., 12'340 1"234.

Vi_ola -- 2-3, 3-4, 1"23, 12"34.
Cello -- lowered extensions, upward extensions.

Positions: lot violin -- I, II, III.
2nd violin -. I, II, III.
Viola -- I, II, III.
Cello -- 1/2, I, Ili III, IV.

String bass -- 1/2, I, II, Mg.

Bowing: Legato, detache, detache porte, martele, string crossing.

Dynamics: P, mP, mf, f, cresc., dim.

Rhythms: triplets, syncopation.

Meters, tempos and tempo changes: 4/4, Andante, 3/2, Allegro, rallentando.

Signs: crescendi, diminuendi, slurs, V , r' , fermata, let & 2nd ending, repeat

Vocabulary: Legato e espressivo, leggiero e merest°. Also see above.



EXPLANATION OF STRING TERMINOLOGY

Arco --with the bow.

Am frosch -- at the frog or the heel of the bow.

Arpeggio
1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc
taking I note and 1 string at a time.

2. Sautillearpeggio (different note for each of 3 or 4 strings) -- bow moves
in a different direction for each note and string while springing as in
regular sautille.

3. SpringingAsaltando: ricochet or jets) moula-- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon at the frog or the heel of the bow.

Cale -- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lgted from the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string,

Col leguo -- the string is struck with the wood of the bow. The usual method is

to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the

required quality of tone.

jontraction -- placing fingers closer together on the strings than their normal

placement requires.

pimpfer -- the mute.

atacd-- separate smooth bow strokes: one for each note: with no variation in
pressure and no break between notes. This bowing is also known as the

simple Ascher to distinguish it from the variations given below.

1. Grand detache .- same as the above but using the whole bow for each note.

2. Accented de tache -- each bow stroke begins with a sudden increase of speed
andpressure but without "pinching" the string sharply as in martelei--

no separation between the notes.

3. Accented grand dtachg -- same as #2 above except that a whole bow is
used for each note.

4. Detache porte stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see potato). There may or may not be a
small spacing between the notes but the impression should be that the

notes are slightly separated.
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atache -- (continued)

5. atachl land -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swellvd and are played like a martel; without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pflttern meens 12 3 4.

3:Lit man means 1 2 34. 1
2. 2:12,attern means 1 23 4. The basic finger patterns

3.

h. Extended or All- whole -stag or whole-tone pattern means ... 2 3 4, i.e.,

no fingers are placed closely together.

5. 1,123 4 pattern indicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12"3 4 pattern augmented 2nd between fingers 2 and 3; half-step

between fingers 1 and 2.

7. Lalluatateas. augmented 2nd between fingers 3 and 4; half-step

between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
paterns (nos. 4, 5 and 6 above).

Flautando or_flautato my- indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette (whipped bowiag) -- the bow strikes the string suddenly and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up-bow at the tip.

Flog.-- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics flute-like tones produced by touching a string in places (nodes)

that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Nate harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a

"stopping finger" (artificial nut).
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"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jete'-- see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" see "hook".

Loure-- see milts:2.

Mhrtele -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Single martele (usually just martele) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the

stroke. After the "pinch" most of the pressure is released. The bow

moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martele -- same as gall martele except that the tone is held
0

out. An adequate amount of bow must be available for the note in question.

The bow is considerably slowed after the martele attack ("pinch").

3. Grand martele-- the simatmartele executed with the whole bow.

Martele attack -- see #2 and #1 under mar_tele above and also under "pinch".

Martellato -- this means either marttle or a bowing that sounds like a martele,

-i.e., in a martele style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

martele attack.

Pizzicato -- plucking the string
is indicated with a
to be used are R.H.
sinistra).

with a finger or the thumb. Left hand pizzicato

Plus sign (+), Indications as to which hand is

and L.H. or M.D. (mano destra) and M.S. (mano

Point of contact -- the place on the string at which the bow is placed.

Portato (tourel two or more detache porte notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound

making possible two or more notes per impulse.

Saltando or S0alt4to -- a general term meaning springing, rebounding or bounced.114110U



String Terminology - page 4

Sautillef-- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son filef(sEstone) -- the long sustained tone. The best 221p1of contact Ls
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding poi2t -- see point of contact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.
The 12212Espiccato is a series of spiccato notes played in the same
bow direction.

Staccato .- a general term meaning that the notes are shortened.
-- a specific term meaning to the string player that a series of small

martel4 strokes are to be executed on one and the same bow stroke,
TAlso alled solid staccato and martele staccato.)

1. Baia, or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Ewa staccato .- performed in the same manner as the solid _staccato

except with a lighter pressure so that the bow leaves the string between
notes.

Staccato volante flying,staccato (see imme,44-tely above).

Sul ponticello -- play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul test°, sul tastiera, or sur la touch -- see flautando.

SIGNS:

1. Dots may mean any form of detach4 or any type of staccato bowing.

2. Dashes may mean detacheor detache

3. Dashes and dots combined may mean detacherlanc4, a modified ppiccato or
a modified martele.

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato,
flying staccato, flyingaisatz or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean portato.
(lours).

7. The staple-shaped sign (f'%) MAEUS down-bow. This sign sometimes occurs
upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to lift the bow or at least to
phrase (breathe). It eametimes also rams to ,4300

move it throu gh the air to the frog.

4a,

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( ) often means mar, tele or a martellato execution.

14. The sign, x (ores, orv), means an extension of one half-step.

15. The sigrift (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
a. Fr. -- near the frog of the bow.
b. M. -- near the middle of the bow.
c. Pt. or tip. -- near the point or tip of the bow.
d. L.1/2, L.1/3, L.1/4 -. the lover 1/2, 1/3, 1/4 at the bow.
e. u.1/2, u.1/3, u.1/4 the upper 1/2, 1/3, 1/4 of the bow.
f. WB, 1/2B, 1/3B, 3/4B, 1/4B, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the
bow, etc.

18. The positions are indicated as follows:

(1/2) - half position.
I - 1st position.

II - 2nd position.
III - intermediate position between 2nd and 3rd positions.
etc.
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Aria

Atonality

Avant garde

Cadenza

IIICanon

Cantata

Chorale

Chorale-prelude

Classic sonata

Clavichord

Clavier

Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In coxitrast to programme music - music that has no admitted

association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

A technically brillian', sometimes improvised solo passage

toward the end of a concerto.

device of imitation by one malnA40 line of another.

Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.

Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.

Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent

harmonious texture.

Light music; generally played outdoors.

more than 4 movements.

parts in a

Usually has

The composer exercises his fancy without following

any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called

harmonics or overtones.
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Kappellmeister

Leading theme in a symphony; in opera tagging everyLeitmotiv
character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffa Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.
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Sonata-allegro form A exposition
B development
A recapitulation

Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtiumo Soloist.



CONCERTO GROSSO IN D MAJOR

VIVALDI

arr.
Matesky

B
15

moderato



BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy.
Spared from the devastating Thirty Years War And aiaed 121, au artistic ETA warZittly

aristocracy, this was virgin territory for a musical revolution. This same country
which produced the Renaissance art harbored at the same time the seeds of its
successor: the Baroque.

These seeds were sown first in the field of opera. In 1607 a new relationship of
words and music was disclosed when Monteverdi was commissioned to write the opera,
Orfeo. Before this, music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovations in Monte-

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the law of gravity. In both

cases there is a strum Dull toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

lair. In simplest form, called ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue -

one solo instrument with piano as partner

- one Instrument or a solo group of instruments

contrasted against an orchestra
using the melodies of the Renaissance with harmonies

of the new Baroque

Of the vccel forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratorio, the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the miter of St. Peter's, Louis XIV's Chateau of Versailles, and the master-

pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,"

gilded bronv.e to aimilate gold, and never used a simple form if a complex one could

serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of Rubens or Milton.
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Musicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

.Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah
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ANTONIO VIVALDI

b. Venice, Italy 1669

d. Vklana, Austria 1741

Antonio Vivaldi, the red-bearded priest, was a nowt prolific composer. Be

wrote 40 operas, 100 or more major choral works, 400 concertos, 2; secular

cantatas and 73 sonatas.

Though he received music instruction from his tether, he was trained in the church

and received his holy orders. He continued to write music and practice his violin

while in the monastery. In 100, Vivaldi left the church and Venice hoping to get

a rich court appointment. He was disappointed in this; one year later be died and

was buried in Vienna in a pauper's grave.

Be is best known for his hco concerti which personalized the solo instrument. The

Vivaldi Concerto is a three movement scheme - allegro, largo, allegro,

1. Themes are stated

2. Principal motive developed

3. Opening theme restated

In his time Vivaldi was a bold innovator of the new concept of flowing counter-

point and beautiful melodies. His horns and oboes no longer doubled the strings

but marked the rhythm and punctuated the discourse of the .strings by appropriately

placed accents.

z



CONCERTO GROSSO
IN D MAJOR

Vivaldi
15

moderate

Corelli developed the essential form of the concerto grosso. It became a work in

which a mall group of solo instruments (called the concertino or small concerto)

vas combined with the rest of the orchestra (called the ripienob meaning "full")

In univon or in contrast, antiphonally or contrapuntally.

Vivaldi produced two sets of concerti. The first, gathered in op. 3, was entitled

by the composer Harmonic Inspiration and includes twelve works. From the second

set comes the famous quartet of concertos collectively entitled The Four Seasons.

wrote more than 400 concertos and it is easy to recognize his style no

matter wbat instrument is the solo.

Concerto Grosso, as it is known nowt, is an orchestral work in several movements,
in which the solo group of instruments is a contrast to the main body of the or-

chestra. In the Vivaldi Concerto Grosso in Gleisaras well as Concerto Grosso, in

D Major, the solo instruments are the violins.

It is absolutely amazing to read the list of music composed by this man whose

contract with the famous Venetian music school, the Pieta, stipulated that he

should furnish two concertos a month; and even during absences he was to send

them postpaid. to Venice.

Works

45 Operas
43 Arias
23 Symphonies (most still in ms. form)

46 Concerti Grossi
447 Concertos

73 Sonatas
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CONCERTO GROSSO
IN D MAJOR

Vivaldi

Corelli developed the essential form of the concerto vosso. It became a work in

which a mall group of solo instruments (called the concertino or small concerto)

was combined with the rest of the orchestra (called the ripieno, meaning "full")

in unison or in contrast, antiphonally or contrapuntally.

Vivaldi produced two sets of concerti. The first, gathered in op. 3, was entitled

by the composer Raroniclratimon and includes twelve works. From the second

set comes the famous quartet of concertos collectively entitled The Four Seasons.

Vivaldi wrote more than 400 concertos and it is easy to recognize his style no

matter what instrument is the solo.

Concerto Grosso, as it is known navy is an orchestral work in several movements,
in which the solo group of instruments is a contrast to the main body of the or-

chestra. In the Vivaldi Concerto Grosso in G Major, as well as Concerto Grosso in
....1Digass, the solo instruments are the violins.

It is absolutely amazing to read the list of music composed by this man whose

contract with the famous Venetian music school, the Pieta, stipulated that he

shouici furnish two concertos a month; and even during absences he was to send

them postpaid, to Venice.

Works

45 Operas
43 Arias
23 Symphonies (most still in ma. form)

46 Concerti Grozsi
447 Concertos
73 Sonatas

--"*".**



Concerto Grosso in D Malice*
oaf

GENERALITIES

15
Vivaldi moderate

arr. Mhtesky

STRING CRITIQUE

Finger patterne9 extensions and ccetractions:

1st violin-- 1-2, 2-3, 3-4, ext.,1"23, lst'finger extensions.
Rayiolin -- 1-2, 2-3, 3.4, 12'34, last finger extensions.
Viola 1-2, 2-3, 3-4, ext., 1st finger extensions.
Cello lowered and upward extensions.

Positions: 1st violin -- I, II, III, IV, V.
2nd violin -- ;Is, I, II, III.

34a7:T, 1, 1/, III.
Cello -- I, II, III, IV.
String bass I, II, II', III.

Bowing: detach, martelec rapid string crossing, aiactaportec son file,
sustained martele.

Dynamics: PP, P mP, mf, f, ff, dim., poco a poco crescendo.

Rhythms: syncopation.

Meters, tempos

Double-notes:

and tempo changes: C, Allegro, poco ritardando, 3/4, Adagio, C,

Allegro, poco ritenuto.
0 3

1st violin o-P5, o. -M10.

1 o 3 3 3 2
2nd violin -- o-M6, o-P5, o-P8, 1-m7, 2-m6, 1-M6.

Viola -- 1-P8, 1-M6.

Chords: 1st violin -4. D-4

A-o
D-o

Harmonics: 2nd violin -- mid-string D.

Signs: re , V , dots, dashes, slurs, hooks, portato, fermata, accents,
extension signs.

Vocabulary: sul G, also see above.



EXPLANATION OF STRING TERMINOLOGY

Arco -. with the bow.

Am frosch -- at the frog or the heel of the bow.

Arpeggio --
1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc ( or ,c,00)

taking I note and 1 string at a time.

2. Sautillearpssigs (different note for each of 3 or 4 strings) -- bow moves

in a different direction for each note and string while springing as in

regular sautille.

3. S, ringing ricochet or ate) arpeggio -- same as #1 above

except that the bow springs.

Au chevalet -- at the bridge (see sul ponticello).

Au talon -- at the or the heel of the bow.

Colle"-- the string is approached from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow

is lifted from the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string.

Col legno the string is struck with the wood of the bow. The usual method is

to strike with approximately half the hair as wall, as the stick.

The bow hair may either be turned away from the bridge or toward

the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal

placement requires.

ampfer -- the mute.

atach4P-- separate smooth bow strokes, one for each note, with no variation in

pressure and no break between notes. This bowing is also known as the

simple detache to distinguish it from the variations given below.

1. Grand detache -- same as the above but using the whole bow for each note.

2. Accented detache each bow stroke begins with a sudden increase of speed

and pressure but without "pinching" the string sharply as in partelel--

no separation between the notes.

. .
3. Accented same as #2 above except that a whole bow is

used for each note.

4. atachlp2rIef-- stroke begins with a slight swelling followed by a grad-

ual lightening of the sound (see portato). There may or may not be a

small spacing between the notes but the impression should be that the

notes are slightly separated.



String Terminology - page 2

Detect" -- (continued)

5. atache lance -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martele without the "pinch".

Extension -- placing a finger or fingers farther apart on the string than their

normal placement.

Finger yatterns -- the patterns of spacing between fingers of the left hand.
These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern means 12 3 4.
2. 2-3 attern means 1 23 4. The basic finger patterns
3. 3- 4 pattern means 1 2 34.

4. Extended or All- whole -step or whole-tone pattern means 1 2 3 4, i.e.,

no fingers are placed closely together.

5. 1"23 4 pattern indicates the presence of an augmented 2nd between let
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12"31_____Lpan-- augmented 2nd between fingers 2 and 3; half -step
between fingers 1 and 2.

7. 1 23"4 pattern -- augmented 2nd between fingers 3 and 4; half -step
between fingers 2 and 3.

8. Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautando or_flautato indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouette(whipped bowing) -- the bow strikes the string sudden2y and sharply after
being barely lifted from the string to begin the
stroke -- usually performed up -bob at the tip.

Frog,- - as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics flute-like tones produced by touching a string in places (nodes)
that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stoppingeeartificial nut).
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"Hook" -- attaching one or more notes to the same boy stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jetd-- see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -- see "hook".

Loure -- see portato.

Martele-- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple martele (usually just martele) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is

percussive, resonant, and staccato.

2. Sustained martele-- same as simple martele except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martele attack ("pinch").

3. Grand martele-- the sink.. martele executed with the whole bow.

Martele'attack see #2 and #1 under marteld'abome and also under "pinch".

Martellato -- this means either ELLEpt14' or a bowing that sounds like a martele,

i.e., in a martele style.

"Pinch" -- the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant -like beginning of a tone. This is the

martele attack.

Eizzicato -- plucking the string
is indicated with a
to be used are R.H.
sinistra).

with a finger or the thumb. 11211 hand pizzicato

plus sigv . W. Indications as to which hand is

and L.H. or M.D. (mano destra) and M.S. ()nano

Point of contact -- the place on the string at which the bow is placed.

Portatotiourel -- two or more detache porte notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet -- the bow is dropped (or thrown) on the string and allowed to rebound

making possible two or more notes per Impulse.

Saltando or Saltato -- a general term meaning springing, rebounding or bounced.
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Suutille'-- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat

above the middle.

Son file(sgan tone) -- the long sustained tone. The best plaof contact is
nearer the bridge than it is with faster moving bow

strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"

almost without effort.

Sounding point see point 21contact.

Spiccato,

Staccato

-- the bow is dropped from above the string and rebounds into the air.

The flying spiccato is a series of spiccato notes played in the same
bow direction.

-- a general term meaning that the notes are shortened.

-- a specific term meaning to the string player that a series of small
martele strokes are to be executed on one and the same bow stroke.
Also called solid staccato and marteie staccato.)

1. Rapid or nervous staccato -- executed by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flyin staccato -- performed in the same manner as the solid staccato
except with a lighter pressure so that the bow leaves the string between

notes.

Staccato volante -- flying staccato (see immediately above).

Sul oontieello play with a relatively light bowstroke near enough to the
bridge so that a nasal glassy tone quality is produced.

Sul tasto, sul tastiera, or sur la touche -- see flautando.

SIGNS :

1. Do a may mean any form of detache or any type of staccato bowing.

2. Dashes may mean detacheor detache kora.

3. Dashes and dots combined may mean detache lance, a modified spiccato or

a modified !sag.

4. The tie or slur mark will mean either to tie the notes or to slur the

notes (legato),

5. The tie or slur mark in conjunction with dots will usually mean staccato,

fleBastaccato flammitsats5 or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean portato

(lour4).

T. The staple-shaped sign Cr,) means down -bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up-bow. This sign also occurs upside down in some

editions.

9. The comma or apostrophe usually means to lift the bow or at least to

phmse (breathe). It sometimes also means to recover the bow, that is,

move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note means fouette or whipped bowing.

13. The point or wedge ( y ) often means martele or a nartellato execution.

14. The sign, x (or", orv), means an extension of one half-step.

15. The sign 3:cc (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:

a. Fr. near the frog of the bow.

b. M. -- near the middle of the bow.

c. Pt. or tip. near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 -- the lower 1/2, 1/3, 1/4 of the bow.

e. U.1/2, U.1/3, U.1/4 -- the upper 1/2, 1/3, 1/4 of the bow.

f. WB, 1/2B, 1 /3B, 3/4B, 1/48, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. The positions are indicated as follows:

- half position.

I - 1st position.

II - 2nd position.

Ilk - intermediate position between 2nd and 3rd positions.

etc.



Absolute music

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale

Chorale-prelude

Classic sonata

Clavichord

Clavier

Concerto

1 Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or

apply new or original ideas, designs and techniques.

A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.

Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.

Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 or more independent parts in a

harmonious texture.

Light music; generally played outdoors. Usually has

more than 4 movements.

The composer exercises his fancy without following

any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest

pitch) and oLi or more upper partials, variously called

harmonics or overtones.



Digest Terminology - pogo

Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every

character with a musical label.

Mass Part of the Ordinary Mass of Catholic church.

Mastersinger Member of the 15th - 16th century German guilds for

cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffs Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial First tone in the harmonic series.

Partita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and

Holy Week.

Polyphony Style of writing where composer pays particular attention

to melodic value of each part.

Polytonality Use of several keys or tonalities at same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch

and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.



Sonata-allegro form A exposition
B development
A recapitulation

Suite

Symphony

Tonality

Digest Terminology - page 3

Set or series of French dances.

Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.
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BAROQUE ERA

1580 - 1750

At the turn of the seventeenth century the center of the musical world was Italy,

Spared from the devastating Thirty Years War and aided by an artistic and wealthy

aristocracy, this was virgin territory for a musical revolution. This same country

which pmduced the Renaissance art harbored at the same time the seeds of its

successor: the Baroque.

These seeds were sown first In the field of opera. In 1607 a new relationship of

words and music was disclosed when Monteverdi was commissioned to write the opera,

Orfeo. Before this, music had been supreme. Now the declamation of the words and

the music were combined in an unheard of balance. These new innovations in Monte-

verdi's operas became the substance of Baroque music.

The Baroque law of tonality was almost as solid as the 3aw of gravity. In both

cases there is a strong prll toward one central point - for tonality, the "key" or

home note of the piece. Almost all musical forms of this era were based on this

law. In simplest form, called ABA, the music began in one key, moved to another

and then returned to the original key.

The favored instrumental forms of this era were:

1. The Sonata -
2. The Concerto

3. The Fugue -

one solo instrument with piano as partner

- one instrument or a solo group of instruments

contrasted against an orchestra
using the melodies pf the Renaissance with harmonies

of the new Baroque

Of the vocal forms of the Baroque Era opera prospered the most. Handel alone wrote

forty Italian operas; but oddly enough he is remembered for his oratorios which

were a natural transitional form from the opera. Major new church music forms were

developed including the oratori4 the passion, and the cantata.

The Baroque artist frowned upon strict form and harmony as being too narrow and

coercive. The new attracted him and the more astounding, the more contrary to

accepted forms, the more he welcomed it.

The term Baroque, meaning grandiose and resplendent, came largely from Italian

architectural constructions. Famous examples of Baroque art are Bernini's Dove

above the altar of St. Peter's, Louis XIV's Chateau of Versailles, and the master-

pieces of the Flemish painter, Rubens. These artists sculpted stone to look "soft,"

gilded bronze to simulate gold, and never used a simple form if a complex one could

serve.

Note the coincidence of Baroque music, elaborate art, lustrous court life, a

violinist like Corelli, a craftsman like Stradivarius, the sublime sacred choral

works of Bach or Handel, and the epic creations of RUbens or Milton.
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MMBicians in Baroque Era

Corelli Virtuoso on violin

Vivaldi Prolific composer of concerti (500)

Tartini Master of violin; wrote over 100 violin sonatas

Purcell Best known Baroque composer in England

Buxtehude Organist: Bach's idol

Monteverdi Italian opera composer

Bach, J. S. Master of the Baroque

Handel Composer of The Messiah
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ANTONIO VIVALDI

b. Venice, Italy 1669
d. VAnna, Austria 1741

Antonio Vivaldi, the red-bearded priest, was a most prolific composer. He
wrote 40 operas, 100 or more major choral works, 400 concertos, 25 secular
cantatas and 73 sonatas.

Though he received music instruction from his father, he was trained in the church

and received his holy orders. He continued to write music and practice his violin
while in the monastery. In 1740, Vivaldi left the church and Venice hoping to get
a rich court appointment. He was disappointed in this one year later he died and
was buried in Vienna in a pauper's grave.

He is 'test known for his lam concerti which personalized the solo instrument. The
Vivaldi Concerto is a three- movement scheme - allegro, largo, allegro.

1. Themes are stated

2. Principal motive developed

3. Opening theme restated

In his time Vivaldi was a bold innovator of the new concept of flowing counter-
point and beautiful melodies. His horns and oboes no longer doubled the strings
but marked the rhythm and punctuated the discourse of the strings by appropriately
placed accents.



OC3CERTO GROSSO
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easy

Corelli developed the essential form of the concerto grosso. It became a work in
which a small group of solo instruments (called the concertino, or small concerto)
was combined with the rest of the orchestra (called the ripieno, meaning "full")
in unison or in contrast, antiphonally or contrapuntally.

Vivaldi produced two sets of concerti. The first, gathered in op. 3, was entitled
by the composer Harmonislampiration and includes' twelve works. From the second
set comes the famous quartet of concertos collectively entitled The Four Seasons.

Vivaldi wrote more than 400 concertos and it is easy to recognize his style no
matter what instrument is the solo.

Concerto Grosso, as it is known now, is an orchestral work in several movements,
in which the solo group of instruments is a contrast to the main body of the or.
chestra. In the Vivaldi Concerto Grosso in G Meares well as Concerto Grosso
in D Maim , the solo instruments are the violins.

It is absolutely amazing to read the list of music composed by this man whose
contract with the famous Venetian music school, the Pi46, stipulated that he
should furnish two concertos a month; and even during absences he was to send
them postpaid to Venice.

Works

45 Operas

43 Arias
23 Symphonies (most still in ms. form)
46 Concerti Grossi

447 Concertos

73 Sonatas



Concerto Grosso in G Major

Vivaldi
Arr. Mate104

STRING CRITIQUE

GRNERALITIES
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Finger patterns, extensions and contractions:
1st violin - 1-2, 2-3, 3-4, (ext.), 12'34, lst finger extension.
2nd violin 1-2, 2-3, 3-4, (ext.).
Viola -- 2.3, 3-4, ext., l"23'4, lst finger extension.
Cello lowered and upward extensions.

Positions: let violin -- I, III. Cello -- 1/2, I, I/.

2nd violin -- I, III. String bass -- 11, I, II, III
Viola -- I, III.

Bowing: detachi, hooks, quick bcw recoveries, sustained tones, deta,che ports,
legato, rapid string crossing.

Dynamics: P, mf, f, ff, poco a poco dim., poco a poco cresc., cresc.

Meters, tempos

Doable -notes:

and tempo changes: 9/8, Presto, 3/4, Adagio, 2/4 Allegro, poco
ritenuto.

1 2

1st violin -- o-M6, 1-m6.
3 1 2 o

2nd violin o-P8, o-M6, lam6, o-P5.

3 1 3 2
Viola -- o-P8, o-M6, 1-m7, 1 -416.

0
Cello o-P5.

Signs: ri y , ties, cresc., fermatas, slur-tie coMbinations, dots, dashes.

Comment: the lst mnvement must be practiced slowly for a long enough time to
allow the bow and left hand coordination problems to be solved.

A'IPPIIPMAEIMOMWAIKIANo.

1



EXPLANATION OF STRING TERMINOLOGY

Arco -- with the bow.

Am frosch -- at the frog or the heel of the bow.

Arpeggio --
1. Legato arpeggio (different note for each of 3 or 4 strings) -- bow moves

in the same direction for 3 or 4 notes and in a smooth arc (-- or ,,00)

taking 1 note and 1 string at a time.

2. Sautilagis (different note for each of 3 or 4 strings) -- bow moves
in a different direction for each note and string while springing as in
regular sautille.

3. Springing (saltando, ricochet or fete) arpeggio -- same as #1 above
except that the bow springs.

Au chevalet -- at the bridge (see sul pongcello).

Au talon at the !Amor the heel of the bow.

Coble -- the string is approaChed from the air and "pinched" lightly with the
bow. The tone is sounded simultaneously with the "pinch" and the bow
is lifted from the string immediately. It is similar to pizzicato

except that the bow rather than a finger displaces the string.

Col legno -- the string is struck with the wood of the bow. The usual method is

to strike with approximately half the hair as well as the stick.
The bow hair may either be turned away from the bridge or toward
the bridge since either can be quite satisfactory in producing the

required quality of tone.

Contraction -- placing fingers closer together on the strings than their normal
placement requires.

DiAger the mute.

atache-- separate smooth bow strokes, one for each note, with no variation in

pressure and no break between notes. This bowing is also known as the

simple detache to distinguish it from the variations given below.

1. Grand detache -- same as the above but using the whole bow for each note.

2. Accented detacher-- each bow stroke begins with a sudden increase of speed
and pressure but without "pinching" the string sharply as in martele--
no separation between the notes.

3. Accented grand deiach4 -- same as #2 above except that a whole bow is

used for each note.

4. atache,orte. stroke begins with a slight swelling followed by a grad-
ual lightening of the sound (see portato). There may or may not be a
small spacing between the notes but the impression should be that the

notes are slightly separated.
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/
Eetache -- (continued)

5. atacd land -- a shortened quick bow stroke beginning with great
speed slowing toward the end of the sound. Usually there should be a
clear separation of the tones. The notes are neither accented nor
swelled and are played like a martele without the "pinch".

Extension_ -- placing a finger or fingers farther apart on the string than their
normal placement.

Finger patterns -- the patterns of spacing between fingers of the left hand.

These are not applicable on the string bass and could apply
to the cello only in thumb position.

1. 1-2 pattern, means 12 3 4.

2. 2-3 pattern means 1 23 4. The basic finger patterns
3. 3=4 pattern means 1 2 34.

4. Extended or All-mhole -stsor whole-tone pattern means 1 2 3 4, i.e.,
no fingers are placed closely together.

5. 1121jimamindicates the presence of an augmented 2nd between 1st
and 2nd fingers (an extension) and a half-tone between 2nd and 3rd
fingers.

6. 12"3 4 pattern -- augmented 2nd between fingers 2 and 3; half-step
between fingers 1 and 2.

7. 1 23"4 pattern -- augmented 2nd between fingers 3 and 4; half-step
between fingers 2 and 3.

8G Other finger patterns are not only possible but practical and are in-
dicated with their full configurations as were the "augmented second"
patterns (nos. 4, 5 and 6 above).

Flautando or_flautato or- indicates the production of a flute-like tone accomplish-
ed by bowing lightly and with speed over or near the
edge of the fingerboard.

Fouett4'(whipped bowing) -- the bow strikes the string suddenly and sharply after

being barely lifted from the string to begin the
stroke .. usually performed up-bow at the tip.

1121-- as a bowing indication, it means that the player should use the hair near
the frog of the bow to produce the sounds asked for.

Harmonics -- flute-like tones produced by touching a string in places (nodes)

that force the string to divide itself into fractions of itself
(halves, thirds, fourths, fifths, etc.)

1. Natural harmonics -- produced by touching an open string.

2. Artificial harmonics -- produced by touching a string shortened by a
"stopping finger" artificial nut).
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"Hook" -- attaching one or more notes to the same bow stroke. This usually ap-
plies to notes that would be played with separate bows if it would be
advantageous to do so.

Jete-- see ricochet.

Legato -- smoothly slurred notes.

Lifted bowstrokes -- bowing that involves lifting the bow from the string to
achieve the proper effect.

"Link" -- see "hook ".

Loud-- see portato.

Martele -- a staccato producing type of bow stroke, well accented, biting and
strong.

1. Simple martele (usually just marte14) -- bow pressure is set before the
tone begins so that the string will be "pinched" at the start of the
stroke. After the "pinch" most of the pressure is released. The bow
moves rapidly. Each note must be separated from the others. The tone is
percussive, resonant, and staccato.

2. Sustained martele -- same as simple martele except that the tone is held
out. An adequate amount of bow must be available for the note in question.
The bow is considerably slowed after the martele attack ("pinch").

3. Grand martele -- the simple martele executed with the whole bow.

Martele attack -- see #2 and #1 under marteld'above and also under "pinch".

Martellato -- this means either martele or a bowing that sounds like a martele,
i.e., in a martele style.

"Pince -- the pressure applied to the string with the bow which, when the bow is

moved, results in a consonant-like beginning of a tone. This is the

martele attack.

Pizzicato -- plucking the string with a finger or the thumb. Left band pizzicato

is indicated with a plus sign (+). Indications as to which hand is

to be used arc: R.H. and L.H. or M.D. (mano destra) and M.S. (mano
sinistra).

Point of contact the place on the stro.4 at which the bow is placed.

Portato0.011th.. two or more detache Porte notes performed on the same bow stroke.

Restez -- remain in the position.

Ricochet .- the bow is dropped (or thrown) on the string and allowed to rebound
making possible two or more notes per impulse.

Saltando or Sal, tato -- a general term meaning springing, rebounding or 'houn=d.
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Sautillef-- a springing bow stroke that obtains its effect through the natural
spring of the bow coupled with the correct motion of the bow hand and
arm. It can be executed from the lower 1/3 of the bow to somewhat
above the middle.

Son filef(seatone) -- the long sustained tone. The best point of contact Ls
nearer the bridge than it is with faster moving bow
strokes. The player needs to match up the duration of
the tone with bow speed and sounding point. When the
proper relationships are achieved, the tone "spins out"
almost without effort.

Sounding point -- see koint of.9ontact.

Spiccato -- the bow is dropped from above the string and rebounds into the air.
The flying spiccato is a series of spiscatonotes played in the same
bow direction.

Staccato -- a general term meaning that the notes are shortened.
-- a specific term meaning to the string player that a series of small

martel4 strokes are to be executed on one and the same bow stroke.
Also called solid staccato and martele staccato.)

1. Rapid or nervous staccato -- execuil 'by a very rapid oscillation of the
bow arm which may need to be somewhat tensed to achieve success.

2. Flying staccato -- performed in the same manner as the solid staccato

except with a lighter prerisure 30 that the bow leaves the string between
notes.

Staccato volante flying{ stucato (see immediately above).

Sul ponticello-- play with a relatively light bowstroke near enough to the
bridge so that a, nasal glassy tone quality is produced.

Sal tasto, sul tastiera, or sur la touche -- see tlautando.

SIGNS:

1. Dots may mean any form of detache or any type of staccato bowing.

2. Dashes may mean detacheor detache porte%

3. Dashes and dots combined may mean detac14 lance, a modified spiccato, or
a modified marte14.

4. The tie or slur mark will mean either to tie the notes or to slur the
notes (legato).

5. The tie or slur mark in conjunction with dots will usually mean staccato)
flying staccato, flying spiccato) or ricochet.
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SIGNS (continued):

6. The tie or slur mark in conjunction with dashes will mean portata

(lour4).

7. The staple-shaped sign (n) means down-bow. This sign sometimes occurs

upside down.

8. The sign ( v ) means up -bow. This sign also occurs upside down in some
editions.

9. The comma or apostrophe usually means to lift the bow or at least to

phrase (breathe). It sometimes also means to recover the bow, that is,

move it through the air to the frog.

10. The sign, ) , means to lift the bow.

11. The sign // means to stop or to lift the bow or both.

12. The sign / over a note 'pans fouette or Whippedbowia.

13. The point or wedge (y ) often means martele or a martellsto execution.

14. The sign, x (or", orv), means an extension of one half-step.

15. The sign ft (or xx) means an extension of one whole-step.

16. The sign 9 indicates the use of the thumb to finger a note.

17. Bow placement or the area of the bow to be used:
a. Fr. -- near the frog of the bow.
b. M. -- near the middle of the bow.
c. Pt. or tip. near the point or tip of the bow.

d. L.1/2, L.1/3, L.1/4 -- the lower 1/2, 1/3, i/4 of the bow.

e. U.1/2, U.1/3, u.1/4 the upper 1/2, 1/3, i/4 of the bow.

f. W8, 1 /2B, 1/3B, 3/4B, 1/48, etc., means to use a whole bow,

1/2 of the bow, 1/3 of the bow, 3/4 of the bow, 1/4 of the

bow, etc.

18. The positions are indicated as follows:

(1/2) - half position.
I - lst position.
II - 2nd position.
III - intermediate position between 2nd and 3rd positions.

etc.



Absolute music

Aria

Atonality

Avant garde

Cadenza

Canon

Cantata

Chorale

Chorale-prelude

Classic sonata

Clavichord

Clavier

Concerto

Concerto Grosso

Continuo

Contrapuntal

Divertimento

Fantasia

Fugue

Harmonic series

DIGEST TERMINOLOGY

In contrast to programme music - music that has no admitted

association with anything outside of itself.

A song for one or more voices.

No key used.

Pertaining to those in the arts who create, produce or

apply new or original ideas, designs, and techniques.

A technically brilliant sometimes improvised solo passage

toward the end of a concerto.

A device of imitation by one melodic line of another.

Like short story is to novel, cantata is to oratorio;

biblical text is often used.

Congregational hymn of Lutheran church.

Elaboration of the chorale played before the singing.

Form of the symphony (4 movements).

Clavier hit by tangent - usually 4 octave range.

Any keyboard instrument; clavichord, harpsichord, etc.

Solo instrument with orchestra.

Succession of movements played by 2 or more solo instru-

ments with full orchestra.

Figured bass line in Baroque era.

The combination of 2 cr more independent parts in a

harmonious texture.

Light music; generally played outdoors. Usually has

more than 4 movements.

The composer exercises his fancy without following

any conventional form.

Contrapuntal composition in 2 or more parts.

A series of notes consisting of a fundamental (the lowest

pitch) and one or more upper partials, variously called

harmonics or overtones.
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Harpsichord Clavier with strings struck by quills.

Impromptu Spontaneous music.

Invention Short two-voiced clavier pieces.

Kappellmeister Director of music to a Prince, King or Nobleman.

Lied (pl. Lieder) German art song.

Leitmotiv Leading theme in a symphony; in opera tagging every
character with a musical label.

Mass Part of the Ordinary Mass of Catholic church,

Mastersinger Member of the 15th - 16th century German guilds for
cultivation of music and poetry.

Musette Bagpipe - also movement of a suite.

Opera buffa Comic opera.

Oratorio Drama sung but not staged, costumed or acted.

Partial First tone in the harmonic series.

Nrtita Suite, several parts combined.

Passion Music sung from text of Gospels related to Christ and
Holy Week.

Polyphony Style of writing where composer pays particular attention
to melodic value of each part.

Polytonality Use of several keys or same time.

Prelude Introductory movement.

Programme music Music that tells a story, paints a picture or sets a mood.

Recitative A style of singing that is more closely related in pitch
and rhythm to dramatic speech than to song.

Requiem Mass for the dead.

Rondo Last movement of concerto or symphony.

Scherzo Literally a "joke." 3rd movement of a symphony.



Sonats-allegro form

meecgommuserommitimea

A exposition
B development
A recapitulation
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Suite Set or series of French dances.

Symphony Sonata for orchestra in 4 movements:

1. sonata-allegro
2. slow
3. minuet or scherzo
4. rondo

Tonality A system in which all tones gravitate to a certain tone.

Virtuoso Soloist.


