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PREFACE 

About These Tunes 
This collection contains the tunes in the original Fiddle Tunes I Learned 

at the Tractor Tavern and 93 Tunes I Didn't Learn at the Tractor Tavern plus 
several other strays. I learned almost all these tunes at various jam sessions in 
the Seattle area: the Tractor Tavern, when it was running Monday night open 
band contra dances some years ago, the Northwest Folklife Festival held every 
Memorial Day weekend at the Seattle Center, the workshops and jam sessions at 
Centrum's Festival of Fiddle Tunes in Port Townsend, Washington, Lottie 
Mott's coffee house (now defunct) in the south end of town, the third Sunday 
open band contra dances, and the floating biweekly old-time jam sessions. I 
transcribed the tunes as they were played (omitting the obvious turnarounds), 
which, as everyone connected with fiddle music knows, sometimes is different 
than the way the tunes are played elsewhere, or by different fiddlers. We hope 
they usually have some connection to the way the tune was played originally. 

After collecting the 465 tunes in Fiddle Tunes I Learned at the Tractor 
Tavern, I slowed down the pace of recording quite a bit. I concentrated on tunes 
I enjoyed playing, and especially those played by the local octogenarians-Glenn 
Berry, Floyd Engstrom, Harry Johnson, Gil Kiesecker and Jim Evans. (I tapped 
out Carthy Sisco in the first volume.) Also, Fred Stoneking from Missouri came 
to Fiddle Tunes in 2008 and played many wonderful tunes. These, combined 
with a few more gems from Vivian and Phil Williams and other local fiddlers of 
lesser age, some recorded music from the East Texas Serenaders and Kenny 
Baker and you have it. For the most part, I've only included tunes I really 
enjoy-they have actual melodies and are fun to play. 

As in the previous volumes, I put in the chords that either were played or 
seem musically correct to me. There are places where some guitar players favor 
a passing IV chord when others stay on the tonic key; others use a V chord in 
the same place. It's really a matter of taste. In some cases, the guitarists simply 
played the wrong chords, and I have chosen not to memorialize their mistakes. 
In some other cases, I just plain old disagreed with the chords I heard and I put 
in the ones I liked. So there! Don't take them as authentic, or the "true chords;" 
there's often a legitimate disagreement about which chords sound nicest. 

It is worthwhile to point out that transcriptions are really at best 
abstract representations of tunes. You simply can't learn to fiddle by reading 
fiddle books. You have to listen to others, and get the music to swing in a way 
that is all but impossible to write down. My own attitude is that if I'm going to 
read music, I'll play Mozart string quartets. What transcriptions do is show you 
the basic structure of the tune. You can't fiddle if you don't know the tune. So I 
use tune books to help me learn a new tune, and to remind me of tunes I used to 
know and how they go (as in the old bridge saying, "one peek is worth two 
finesses"). I've found that I now play many tunes differently than when I first 
wrote them down (and played them). 

It has been brought to my attention in jam sessions that I have 
sometimes reversed the A and B parts of tunes. I occasionally turned on my tape 
recorder in the middle of the tune and when it came to transcribing it, what I 
thought was the A part in some instances turned out to be the B part. To make 
things even more complicated, some fiddlers play some tunes one way and others 
play the parts in the reverse order. There are probably still some tunes in here 
that I have backwards. Oh well. 

To the best of my knowledge, these are all old tunes. Most of them are 
old-time, southern tunes, for no other reason than I gravitated towards that 
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genre. They also seem to be less available in transcriptions than the northern 
tunes. I am grateful to Kerry Blech, Pete Martin and Sue Songer for alerting me 
to tunes that were still under copyright. I hereby hold them harmless if any 
remain. Although I have copyrighted this volume, I did that just to prevent 
wholesale copying. Feel free to copy any part of the book you see fit. 

Many tunes have the inscription "Swing the eighth notes!" These tunes 
are really in 12/8 time rather than 4/4 time. In 12/8 time, there are still four 
beats to the measure, but each beat is broken into triplets. The "swing" rhythm 
is to play quarter note, eighth note. See, e.g., the tune Swing Away. This is a 
different rhythm than a dotted eighth note followed by a sixteenth note. In that 
rhythm, commonly used in classical music, the dotted eighth note has three 
times the time value as the sixteenth note (1/8 + (1/2)(1/8) = 3/16). In jazz or 
swing rhythm, the first note in the pair has only twice the time value of the 
second note. Syncopated jazz should really be written out in 12/ 8. However, it is 
very cumbersome to read this rhythm, and even more cumbersome to transcribe. 
So I have written these tunes in 4/ 4 time, but I have indicated that the notes are 
not to be played evenly as written. Also, many times fiddlers swing the rhythm 
only slightly, less than the 12/8 time rhythm described above. 

Lastly, I am truly staggered by the number of tunes the human brain can 
distinguish, even ones based on such elementary chords as found here. There are 
probably thousands more. And I haven't even touched the 
Irish/English/Scottish/Cape Breton/Scandinavian literatures. 

About Me 
I grew up in a home where there were two kinds of music: classical music 

and junk. My mother was a very fine classical pianist and I took some lessons 
from her as a small boy. That didn't work, so I then took violin lessons at the 
Manhattan School of Music during junior high and high school, played in my 
high school orchestra, didn't get very good, and quit. I even sold my violin. 
Some years later I bought a tenor banjo and played traditional jazz for about 
twenty-five years, first with the Uptown Lowdown Jazz Band, and then with the 
Rainier Jazz Band. The music theory I learned at the MS of M was of lasting 
importance. In the early nineties I wandered into the Folklife Festival and the 
fiddlers there inspired me to take up the violin again. I bought a $ 100 fiddle at 
Sandy Bradley's auction, and, finding I was finally willing to practice, eventually 
bought a better instrument and took classical lessons to improve my technique. 
The progress was glacial, but I did improve. Aside from all this, I've sustained 
life for the past thirty-plus years as a professor of economics at the University of 
Washington. I've had a great time learning these tunes and I hope this book will 
help others to do the same. 

Sex Tips For Fiddlers 

OK, this is really about music theory, but I wanted to grab your attention 
because this is really useful. Learn some of these basic ideas and learning new 
tunes and their chords will be much easier and more enjoyable. 

The Major Scale 
I'm going to assume you have a piano or keyboard handy, because it's 

very difficult to visualize these concepts on a fiddle, and especially a guitar, 
where the musical intervals between the strings varies. So get thee to a piano. 
Middle C is the white note right before the two black keys in the center of the 
keyboard. The C major scale is special: it consists only of the white keys: C D E 
F GAB C. The interval from the first C to the last one is an octave. An octave is 
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always the interval between the two notes at either end of the scale in that key. 
On the music staff this C major scale is written thusly, with each succeeding note 
occupying the next line or space, whichever comes first: 

·CMajor 

~J J JJ J J Fl 
12 3 4 5 678 

Although each succeeding note in the scale occupies the next- line or 
space on the staff, the intervals between these notes are not the same. There is a 
black key between C and D and another black key between D and E. The 
interval between. C and D is called a whok step; the interval between E and F, 
where there. is,-no intervening black key, iii called a ha!f step. The black key 
between C and. D is called either C sharp ( denoted C#) or D flat ( denoted D~ ). 
"Sharp" means to raise the pitch-here, by a half tone, or step-and "flat" means 
to lower the pitcJt, in this case by a half tone. The next black key, between D and 
Eis D sharp (D#) or E flat (Eb). Likewise, the black key betwe'en F and G is F# 
or G~, the next black key is G# or A~, and lastly we have A# or B~. 

We see then that the C major scale consists, starting on middle C, of a 
whole step, another whole step, then a half step, then three more whole steps, 
and endin~ with a half step. Let's number these notes in order: The first note, 
middle C, 1s I, D is 2, E is S, F is 4 and so on until we come to the next C which 
is 8. (The first note, the one that defines the key of this scale, is referred to as the 
tonic note.) All major scales have this same structure: half steps between notes s 
and 4 and between 7 and 8, the rest being whole steps. I have indicated these half 
steps with slurs between the notes. 

Consider now. the G major scale. The first G above middle C is the 
second line in the treble clef; for this reason this clef is often called the G clef, 
because the scroll of the clef circles around this line. The G major scale proceeds 
up the white keys until the seventh tone. The half tone from B to C falls 
conveniently on steps s and 4 of this scale. However, when we get past tone 6, E, 
we need another whole step, and E to F is only a half step. So we need to raise 
the F to F# to make this a whole step, and then the last step, F# to G is the 
required half step. When a tune is written in the key of G we indicate that F is 
raised to F# by placing a sharp on the top line of the staff (which is F). In this 
manner, unless otherwise indicated, all F notes are universally raised to F# . 

, JJ~rrrr 
1 2~ 5 6 7 8 

. jGMajor . ~ 

The key with two sharps is D. Starting on D right above middle C, we 
come to E, but then to get another whole tone, we need to go to F#. The fourth 
tone has to be a half step above this, so that is G. We then come to A, to B, and 
then to C#, for the whole tone between notes 6 and 7 in this scale. Lastly, we go 
from C# back to D for that last half step. The key signature of D is indicated 
with two sharps, on,f# and C#. 

DMajor 

,••JJJJJrF1 
12345 78 



XU 

You should experiment further and satisfy yourself that the A major 
scale requires three sharps, adding G# to the previous two, and the scale of E 
requires four sharps, adding D# to the previous three. 

Lastly, we should mention the "flat" keys, the first of which is F. F is the 
first fully enclosed space at the bottom of the treble clef; on the piano, it is the 
white key immediately preceding the group of three black keys. Starting the 
scale we come to G and A as the first two whole steps. We then need a half step, 
so we have to go to the black key which could be called either A# or Bb, hut it is 
always referred to as Bb in this key signature. We then proceed further with 
three more whole steps, coming to C, D and E, and finish with the half step E to 
F. So the key signature ofF has one flat, Bb. 

F Major ~ ,,--_ 

~~ J J J~: FF FF 
12345678 

The key with two flats is Bb, and you should confirm that when you play 
the major scale starting on Bb, you encounter the black note Eb in addition to 
Bb. Fiddlers and guitar players generally despise playing in these flat keys, 
because the open strings on these instruments don't appear in many of these 
scales. Playing in G, D and A is much easier because the open strings are usually 
part of these scales. Jazz, which is frequently played with clarinets and trumpets, 
mostly use these flat keys, because standard clarinets and trumpets are tuned to 
Bb. Their Bb is like C on the piano, and to make matters worse, trumpet and 
clarinet music is in fact written so that what looks like C to the rest of us (no 
sharps or flats) actually means Bb, but which they call C. The person who first 
decided to do this should, in my humble opinion, be revived from the dead so we 
could then shoot him, but there it is. 

The Basic Chords 
It's useful to hold two notes down on the piano, or play two notes 

simultaneously on the fiddle or guitar and see what they sound like together. 
For· example, if you play C and D together you get a kind of unpleasant 
dissonant sound. C and E together have a nice pleasant harmony. C and F and C 
and G together have a sort of open hollow sound together. The interval C to G 
is called a petfectf!ftk; the interval between C and Fis a petfectfourtk. The basic C 
major chord is the three notes C E G played together. It has the tonic note, C, as 
its root, at the bottom of the chord. There are actually three "inversions" of this 
chord, CE G, E G C and G CE, which have slightly different sounds, but they 
are all C chords. Notice the structure of the basic chord: the interval between C 
and E contains two whole steps, or major seconds---C to D and D to E. This 
interval is called a major third. The interval between the next two notes in the C 
major chord, E to G, is not as large. It consists of a half step, or minor second, E 
to F, plus a whole step, F to G. This smaller third, consisting of a major second 
(whole step) and a minor second (half step) is called a minor third. All basic 
major chords, where the root key is the bottom note in the chord, consist of a 
major third followed by a minor third. The whole interval between the bottom 
note C and the top note G, again, is a perfect fifth. The G major chord is G B D 
(all white keys, incidentally). Notice the two black keys between G and B; this is 
a major third. Between Band D there is only one black key, and this interval is a 
minor third. The D chord is D F# A, and the A major chord is A C# E. Play 
these notes and observe the intervals and understand what they sound like. 
Lastly, the F major chord is FA C, consisting of the major third F to A and_the 
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minor third A to C. The Bb chord is Bb D F. In all these basic chords, the 
intervals between the root or tonic note and the top note are perfect fifths: C to 
G, D to A, etc. 

Minor Chords and Scales 
Minor chords are formed with a minor third followed by a major third, in 

contrast to the major chords where the major third comes first. For example, the 
C minor chord is C Eb G. The third tone of the scale is flatted, in this case from 
E to Eb. The interval from C to Eb flat is a minor third; from Eb to G is a major 
third. Likewise, the G minor chord is G Bb D, and the D minor chord is D F 
(natural) A (F "natural" meaning not F sharp). Notice that the D minor chord, 
and likewise the A minor chord A C E and the E minor chord E G B are all 
formed on the white keys. We will return to this later. 

The fundamental aspect of the minor scale is the flatted third tone. That 
is, instead of starting with two major seconds (whole tones) followed by a half 
tone (minor second), e.g., C D E F G, we start with a whole tone followed 
immediately by a half tone, followed by a whole tone: CD Eb F G. The rest of 
the scale gets a bit more complicated because classical musicians distinguish 
different kinds of minor scales. I think of the standard minor scale as the scale 
you get starting on A and playing only the white keys. (Classical musicians refer 
to this as the Aeolian scale.) Notice that the third tone is flatted relative to the 
major scale, and so are the sixth and seventh tones. The A major scale has three 
sharps, the A minor scale has none, because the three tones that are sharps in the 
major key are the natural or white keys in the minor scale. The D minor scale 
starts on D and goes up the white keys, but uses Bb instead of B natural. The E 
minor scale has an F# but all the other keys are white. Play these scales and get 
used to the way they sound. 

Notice that C major and A minor have the same key signatures, that is, 
the same number of sha1ps or flats, as do G major and E minor, and F major and 
D minor. These scales are the respective relative minors or relative majors of the 
other scale. The relative minor of any major scale is the minor scale that starts a 
minor third down from the first note of the major scale. You then proceed up the 
scale using the same notes as that (relative) major scale. The relative minor 
chords often show up in pieces to provide contrast. For example, see "Jimmy in 
the Swamp," which is one of many tunes starting in G major and switching to its 
relative minor (E minor) for the B section. 

The Circle of Fifths 
The chromatic scale is what you play when you start on any note and 

proceed up by half steps, playing every standard note. On the piano, you play 
this scale by playing all the white and black keys, or on the guitar, by playing 
each successive fret until the tonic or first tone is reached. If you count while you 
are doing this, you will see that there are twelve tones before you get back to the 
first tone in the scale one octave higher. One could define tones between any two 
of these standard notes, but they sound strange to western ears and we don't do 
it much. It's interesting as to why there are in fact twelve tones in the scale, and 
not thirteen or eleven or some other number. 

Musical sounds are produced by something vibrating at a certain pitch, 
or frequency. The pitch A to which we commonly tune the second string of our 
fiddles is called a "440 A" because the string vibrates back and forth 440 times 
per second. We get the pitch one octave above this by having the string vibrate 
at twice this rate, i.e., 880 vibrations per second. The tone one octave below, (one 
full tone up from the open G string on the fiddle) is 220. These vibrations fit 
neatly into each other when a tone and some octave of it are played together, and 
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we hear a clean open sound. The interval from A to Eis a (perfect) fifth, E being 
the fifth tone of the A major (or minor) scale. Similarly, starting on C, the fifth 
tone is G and the fifth tone above G is D. Fifths have a kind of open hollow 
sound when the two notes are played together. The reason for this is that what 
we hear as a perfect fifth is when the pitch of the higher note is exactly 50% 
higher than the lower note. That is, the frequency of the higher note is 3/2 times 
the frequency of the lower note. So starting on 440 A, the frequency of the next 
higher E (the open E string on the violin) is 660 vibrations per second. The 
frequency of the open D string is 293.33, since multiplying this by 3/2 (1.5) 
yields 440. 

Now here is a fundamental aspect of the musical tones we use in western 
music. On a standard piano, play that last C way down in the base notes. Now 
proceed upward by intervals of fifths. The next note a fifth higher is G, the note 
a fifth still higher is D, then A, then E, B, F#, C# and so forth. Keep going, 
making sure you hear that open fifth sound. If you do this, you will notice that 
you will play every single note of the chromatic scale exactly once, and you will 
land up finally on the top note of the piano, that highest C on the keyboard. This 
progression is known as the circle of fifths. It is the fundamental reason why the 
scale we use in western music has twelve tones. 

A brief diversion for the math nerds: Although you probably won't notice 
it on your piano, if you really tuned up your piano this way, listening for those 
perfect fifths as you went up the keyboard, when you got to the high C you'd 
notice that it wasn't really a perfect C relative to the original C you started on! 
The reason is that pitch of an octave is 2 times the pitch of the original tone, and 
as we go up further by octaves, we get 2 x 2 x 2 x etc. times the lowest tone. By 
contrast, the pitch of all these successive fifths above a tone are all (S/2) x (S/2) 
x (S/2) x etc. times the frequency of the original tone. This can never equal a 
power of 2 times the original pitch because we are always multiplying a number 
by S, which can never produce an even number. Therefore, when pianos are 
tuned, they must be "tempered," meaning that the tones are adjusted slightly so 
that each octave sounds the same. If you started on middle C and tuned the notes 
to perfect fifths relative to that C, the piano would sound great in C, but when 
you played, say, in Eb, it would sound out of tune. The general "fix" for this is, 
since there are twelve notes in the chromatic scale, is that each successive half 
tone, e.g., C to C#, is tuned to a pitch 2<1112> above the lower note. After we go 
through 12 such intervals, we come to 2<12112) or exactly twice the frequency. 
The open fifth, say, C to G consists of seven such half steps, so the fifth tone is 
tuned to 2<7112) above the lower pitch. But 2<7112) = 1.4983, very close to the 1.5 
that we would hear as a tmly perfect fifth. So pianos are tempered in this fashion 
to produce scales that can be played in any key. 

The Pentatonic Scale 
Coming full circle, so to speak, consider the first five tones as we proceed 

by fifths above some tonic tone. In C major, we come first to G, then D, then A, 
and lastly E. Playing these five notes within one scale defines a pentatonic 
(literally, five tones) scale. (There are other pentatonic scales, but not in fiddle 
music.) This scale is CD EGA (C). In D major, the pentatonic scale is DEF# 
A B (D). There are many, many old-time fiddle tunes that use only these notes. 
My favorite is Briar Picker Brown. Also, we have Julie Ann Johnson, Barlow 
Knife, Shooting Creek. Some tunes are based on these notes but sometimes use 
one or two others in passing. It's a handy scale to learn; it makes learning 
unfamiliar old-time tunes easier, when you can recognize the pattern. 
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The Basic Chords 
For the most part, the same few chords are used in almost all fiddle tunes 

and western folk songs. They are the one, four and five chords, which we denote 
with their Roman numerals I, IV and V. Play the C major chord, starting on 
middle C. This chord consists of the white notes CE G. Now shift each note in 
this chord one white key to the right. The next chord, starting on D, is D FA, 
the D minor chord. Shifting again we come to the chord starting on the third 
tone of the scale, E: E G B. This is another minor chord. When we now move to 
the fourth tone, F, we get the IV chord, F major: F A C. The V chord G B D is 
likewise a major chord. The chord beginning on the sixth tone is a minor chord, 
but the chord beginning on B, the seventh tone is neither major nor minor. It 
consists of two minor thirds: B to D and D to F. This is called a diminished 
chord, and it is rarely used in fiddle music, but see the waltz, Rose of Sharon. In 
popular and classical music this chord is used extensively as a passing chord 
between two other chords. 

The reason why the I, IV and V chords are the basic building blocks of 
the harmonies used in fiddle tunes is that using only notes of a given scale, they 
are the only major chords. In the countless G tunes, for example, the main 
chords you encounter are C and D. Take a look at the tune Hollow Poplar, in G. 
It starts on the I chord, G, and then moves to the IV chord, C in measure three, 
then back to the I chord, then goes to the V chord before returning back to the I 
chord at the end of the first section of the tune. This is a very common chord 
progression in fiddle tunes. I always think of these chords as being I, IV or V 
chords, rather than the actual chord names G, C, D, etc. The advantage is, that 
when you switch keys, say, to D, the chord structure is still apparent. The tune 
Liberty has this same chord structure, but here the I, IV and V chords are D, G 
and A. 

The V chord actually has a special role in these tunes. It is the chord that 
almost always takes us back to the tonic (I) chord at the end of the tune. In this 
context, the V chord is really a shortened version of the very important chord 
known as the V7 chord. In C major, the V chord is the G chord, GB D. But ifwe 
add the seventh tone of the G scale, F (not F#, we're in the key ofC), we get the 
V7 chord GB D F. Play this chord and follow it with the C chord, G CE. Notice 
how this "G7" chord resolves naturally into the C chord. For this reason, in most 
popular and even classical music, the V7 is almost always the next to the last 
chord in the piece, the last chord being the I chord which defines the key in 
which the tune is written. In the key of G, the V7 chord is the D chord (D being 
the fifth tone of the G scale) with C (natural), the seventh tone ofD, added: D Fif 
AC. The V7 chord in D is A 7: AC# E G. I have found that most guitarists don't 
play the seventh with the V chord, but I like it when it resolves to the I chord. 
The only V7 chord guitarists seem to use regularly is B7, the V7 chord in E 
major, but that is only because B7 is an easier chord to play on the guitar than B. 

In popular music, some of which appears in fiddle music, adding the 
seventh tone is used to lead the tune into the chord a fourth tone higher. (Note 
that the I chord is a perfect fourth above the V chord.) Look at the famous old 
tune Red Wing, written almost 100 years ago by Kerry Mills, which I have 
written out in G. The seventh tone is added to the I chord in measure 2, making 
the chord G7 (GB D F), which resolves to the IV chord C in measure S. It then 
goes back to the I, V7 and I chords G, D7 and G. Then, in measure 7, it goes to 
an A 7 chord. This chord, built on A, the second tone in the g major scale, is the 
117 chord. The 117 chord resolves naturally to the chord a perfect fourth above 
the second tone; this is the V chord D. But since we really need to get back to G, 
the tonic key of the piece, we use the V7 chord D7, instead of just a plain D, and 
this chord resolves naturally to G. 
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Popular music of the 1920s took this progression of seventh chords to 
great lengths. In the archetypal song "Five Foot Two," played in C, the tune 
starts out in C and the then goes through the progression E7, A 7, D7 G7 and 
back to C. This "circle of sevenths" virtually defines the music of that era. E7 is 
in fact the V7 chord of A; A 7 is the V7 chord of D; each chord is the V7 chord of 
the next chord in the sequence. By using the seventh tone in these chords we 
keep resolving to the next chord. Note also that the key signature of each chord 
in the sequence has one less sharp than the previous key signature. This circle of 
sevenths doesn't appear a great deal in fiddle music, but it does show up in some 
of those old popular pieces that moved into the fiddle literature. 

The Mixolydian and Dorian Scales 
There are two scales other than the standard major and minor scales that 

appear in fiddle music that are worth knowing about. The Mi.xolydian scale is the 
regular scale with the seventh tone flatted. It's the G major scale you get if you 
start on G and play only the white keys. That is, instead of F#, the scale uses F 
natural. In general, these scales have one less sharp than the normal major scale. 
The G Mixolydian scale has the same key signature as C; the D Mixolydian 
scale has the same key signature as G ( one sharp--F#); A Mixolydian looks like 
D, etc. Playing in this scale is like substituting the 17 chord for the ordinary I 
chord. Take a look at Sandy Boys, or Cluck 01' Hen, which are written in A 
Mixolydian. Notice the prominent G natural in the tune instead of G#. Yet the 
tune is definitely in A. The melody note, by landing on G natural, makes the I 
chord the 17 chord A 7: A C# E G. To me, it gives these tunes an old-time 
mountain sound. 

The Dorian scale knocks another sharp off the key signature, so that D 
Dorian looks like C major in the key signature, i.e., no sharps. You get this scale 
in D if you start on D and go up the white keys only, so you don't get the usual 
F# and c#. This scale is mostly used in Irish music (and also in blues). It sounds 
like D minor but there is always that prominent C major chord in there. Many 
fiddlers refer to this as "modal." Take a look at Frosty Morning. It's sort of A 
minor, but it really has that Dorian feel by repeatedly going from A minor to G 
major chords. The first part of the tune avoids F# altogether, but it is used in the 
second section (which some people turn into A major). One could just consider 
this an A minor tune, but minor tunes really have a different, more melancholy 
feel to them. Likewise, Julia Delaney is written in D Dorian. Its key signature 
looks like C major or A minor. What makes it "modal," i.e., Dorian, is its 
constant shifting between D minor and C major chords. I have precious few 
Dorian tunes in this collection, but rest assured, if you play Irish music, you'll 
encounter this scale all the time. 

Well that's about it. Hope you hung in there. There'll be a quiz next 
Tuesday. 
























































































































































































































































































































































































































































