GENERAL PREFACE.

THE purpose of this Work is to provide, in one systematic and comprehensive scheme, all that is
necessary for the acquirement of the Art of Modern Violin Playing.

““A Modern School for the Violin” consists of Six Books devoted to daily Technical Practice, Six
Books of Studies for Violin alone, and a large number of Pieces with Pianoforte Accompaniment, the Vioiin
parts being specially edited for the purposes of teaching.

SECTION A.—TECHNICAL PRACTICE. IN SIX BOOKS.

The foundation of *“ A Modern School for the Violin” is laid by means of a series of Six Books dealing
exclusively with the important subject of DaiLy TecuNicaL Practice. The First Book of Technical
Practice (Book 14) is limited to the 1st Position ; the Second Book (24) to the 1st, 2nd, and 3rd Positions;
the Third Book (34) to the first five Positions; and so on. Bowings and other technical devices are
introduced in a similarly progressive manner throughout. Each book of Technical Practice is divided into
“ Lessons ” (or Chapters), and each Lesson contains a number of short repeating Exercises on some definite
point of Violin Technique—as Fingering, Bowing, &c., with the needful explanations. Included in each
Book will be found a complete set of Scales and Arpeggi, arranged according to the particular stage of
advancement reached. ‘

Taken as a whole, this Section is intended to facilitate, and to insist on, a thovough, steady, and
continuous progress in the mastery of the Instrument, this being the only possible means of preparing the
groundwork for artistic achievement with all its lasting delights. '

SECTION B.—STUDIES. IN SIX BOOKS.

Section B is formed of a series of original and selected Studies, in Six Books. Each Book of Studies
(Section B) is carefully co-ordinated, in respect of difficulty and range of subject, with the correspondingiy
numbered Book of Technical Practice (Section A). Thus the First Book of Studies (1B) is written in the
1st Position ; the Second Book (2B) in the 1st, 2nd, and 3rd Positions ; the Third Book (3B) in all Positions
up to and including the 5th; and so on. It should further be explained that the two Sections are designed
to complement one another, and that the *“ School ” must be practised, not in single Books of Technical
Practice and Studies alternately, but in pairs. Thus, Books 14 and 1B are to be taken concurrently, then
Books 24 and 2B, 34 and 3B, and so on.

PIECES.

In completion of the scheme of A Modern School” a number of Picces are published, in a form
designed to fulfil the requirements of Violin Teachers and Students. In each number the Violin
part is furnished with complete Fingerings and Bowings, besides remarks as to the methods of
rendering, &c.

AUGUST WILHELM].
JAMES BROWN.



BOOK 2a.

(SECOND BOOK OF TECHNICAL PRACTICE)

INTRODUCTION.

THE present Book contains Exercises introducing the Third and Second Positions, the Half Position.
Extensions, Harmonics, Chromatic Scales, Harmonic Minor Scales, Chords, Pizzicato, Shakes, various
Bowings, and the stopping of Thirds, Fourths, Fifths, Sixths, and Octaves.

All new Bowings are given in their simplest and plainest form, with explicit directions, and with little or
no fingering, in order that the undistracted attention of the pupil may be concentrated, for the time being,
upon the Bowings alone. Copious illustrations of these Bowings, as of all the other technical points treated
in the following pages, will be found in Book 2B (Second Book of Studies), which is intended to be used

concurrently with the present Book.

Certain general Rules and Principles relating to the Changes of Position, Playing by Interval, Pizzicato,
the Octave Harmonic, and Bowings are placed here for reference. Teachers will easily understand that the
concise—and perhaps somewhat forbidding—formulations which follow are designed rather to supplement
the labour of personal teaching than to replace it.

CHANGES OF POSITION.

1. Full instructions as to changing from one position to another will be found in the course of the
Book. With regard to the small notes that are used to indicate the manner in which changes are to be
executed, a word of explanation is necessary. Seeing that these small auxiliary notes constitute the only
means whereby the student may acquire a correct method of performing passages involving a change
of position, it is recommended that they (the small notes) be made as distinctly audible as the notes which
are printed large, After considerable practice, such notes should, as a rule, be reduced in length and force
until they are practically inaudible.

INTERVALS.

2. Exact Intonation, without which no student can become a good player, may be cleared of some of
its worst difficulties by a thorough knowledge of Intervals.

C
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A Second is the step from any note to the next in the alphabetical scale, as A-B, B-C, G-A, &ec.
Seconds are principally of two dimensions, Major and Minor. In the wmmarked Scale (that is, the Scale
without sharps and flats) all the Seconds are Major except two—viz., E-F, B-C. For the sake of clearness,
a pictorial method of teaching Interval is here adopted :—

Minor 2nD. [_] MajoR 2ND. D

Examples: E-F, B-C, C{-D, C-Dj, &ec. Examples: C-D, D-E, E-Fg, F§-G§, Bb-C, Ep-F,
(Refer to Table above.) AD-Bp, &c.
There is also the Augmented znd, which is a semitone larger than the Major 2nd. Examples: C-D#, BP-C#,
A?-B, &c.

Thirds are Major or Minor. A Major 3rd is formed by adding a Major 2nd to a Major 2nd. A

Minor 3rd is formed by adding a Minor 2nd to a Major 2nd :—
There is also the Diminished 3rd, which is formed of two Minor 2nds.
Examples: B-Dp, F#-A’D, D#-F, &c.

MINOR 3RD. Q H MaAJOR 3RD.

Examples: B-D, D-F, F-Ap, F§-A, B3-D¥, &c. Examples: C-E, F-A, G-B, D-F{, BY-D. &c.
Fourths are not designated Major and Minor. A Perfect 4th isa Minor 2nd larger than a Major 3rd :—

PERFECT 4TH.

Examples: C-F, D-G, E-A, F-Bp, Bp-Eb, F#-B, &e.

There is also a larger Fourth called the Augmented 4th, which is a Major 2nd larger than a Major 3rd.
Another name for this Interval is Tritonus or Tritone (it contains three ‘ whole tones” or Major 2nds).
Examples: F-B; C-F#, B>-E, G-C#, AP-D, &c. Yet another Fourth, a Minor 2nd larger than a Minor 3rd, is to be
met with. It is called the Diminished 4th. Examples: B-Ep, F§-Bp, E-Ab, &c.

Fifths, like Fourths, are not designated Major and Minor. A Perfect 5th is formed by adding a Major
3rd and a Minor 3rd together :—

PERFECT 5TH

Examples: C-G, D-A, E-B, F-C, G-D, A-E, B-F§, By-F, Eb-B?, F§-Ct.
The Diminished 5th is formed of two Minor 3rds. Examples: B-F, F§-C, E-BP, &c. The Augmented sth is
one semitone larger than the Perfect 5th. Examples: C-G#, F-Cg, Ep.B, &c.

Sixths are Major or Minor. A Major 6th is a Major 2nd larger than a Perfect 5th, and a Minor 6th
is a Minor 2nd larger than a Perfect 5th.

i | -

Major 6TH. | MiNOR 6TH. |...

- -

Examples: C-A, D-B, E-C#, F.D, G-E, Bb-G, B-G#%, &e. Examples: E-C, C-Ab, F-D, F#-D, C#-A.
The Augmented 6th is oue semitone larger than the Major 6th. Examples: C-Ag, F-Df, Ep-C#, &c.
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Octaves are Perfect. They are formed by joining a Perfect 4th to a Perfect sth. Example: C-C, &c.

Sevenths are Major or Minor. A Major 7th is a Minor 2nd less than an Octave. A Minor 7thisa
Major 2nd less than an octave, and therefore a Minor znd more than a Major 6th.
Examples of Major 7th: C-B, G-F#, Eb-D, &c.
Examples of Minor 7th: C-Bp, G-F, Ep-DP, &c.
The Diminished 7th is a Perfect sth with one Minor znd added below and another above. Examples : B-Ap
(B-C + C-G + ADj, E-Db, F§-E?, &c.

PLAYING BY INTERVAL.

Besides offering material assistance in regard to Intonation, a thorough system of playing by
Interval is needed as a guide to the Fingering of passages written in the Second, Third, and other
positions. The following remarks will be found to apply with equal truth to all the positions :—

Four distinct mental processes are essential to playing by Interval, viz.:—

(a) Correct reading of Intervals, as 4th or 7th, from the copy.

(b, Selecting the right finger, according to the Interval.

(c) Distinguishing between Major and Minor, Perfect and Augmented, &c.

(d) Selecting the right position for the finger, according to the species of the Interval, as Major,
Minor, &c.

3. The Reading of Intervals. From any line to the next, upwards or downwards, is a Third ; to the
next but one, a Fifth; to the next but two, a Seventh; and so on for Ninths, Elevenths, &c. Again, if any
space is taken as the starting-point, the Interval of the Third, Fifth, Seventh, &c., from such spaces, are
found on other spaces. Thus, all odd-numbered Intervals are similarly placea—that is, they are reckoned from
a line to a line, or from a space to a space.

All even-numbered Intervals ave dissimilarly placed. Seconds, Fourths, Sixths, Octaves, Tenths are even-
numbered Intervals, and are reckoned from a line to a space, or from a space to a line. The odd-numbered
Intervals should be learnt first and the even-numbered Intervals calculated from them. The tfollowing
Table of Intervals is intended to accustom the eye to their appearance :—

SECONDS. THIRDS. FourTHS. FIrrus. SIXTHS.
—a— —*— = —Z— —e— —&— —e— —a— e —a_—_
—— —e— —*— s — m—
_ — —a— %
' SEVENTHS. OCTAVES. - NINTHS. TeNTHS.
—— —a— —a— —*— —— —*— —— —e—
e —@ e — — & —_ e —e— ——

4. The Fingeﬁng of Intervals. Simple rules for finding the right Finger by Interval are given here in
their most concise form, in order that they may be committed to memory.

Each Position contains sixteen notes, in four sets of four. In crossing from a lower string to a higher,
the first Finger is considered as one more than the fourth, and in passing from a higher string to a lower,
the fourth Finger is considered as one less than the first. '

Seconds.—Upward Secaonds, one (finger) more—
Examples: 1-2, 2-3, 3-4, 4-1.
Downward Seconds, one less—
Examples: 4-3, 3-2, 2-1, 1-4,
Thirds.—Odd Pair or Even Pair.
All Thirds, whether upward or downward, on the same string or across two strings, are played either with 1-3 (3-1)
or 2-4 (4-2).
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Octaves are Perfect. They are formed by joining a Perfect 4th to a Perfect sth. Example: C-C, &c.

Sevenths are Major or Minor. A Major 7th is a Minor 2nd less than an Octave. A Minor 7th is a
Major 2nd less than an octave, and therefore a Minor 2nd more than a Major 6th.
Examples of Major 7th: C-B, G-F§, Eb-D, &c.
Examples of Minor 7th: C-Bp, G-F, Ep-DD, &c.
The Diminished 7th is a Perfect s5th with one Minor znd added below and another above. Examples: B-ADp
(B-C + C-G + AD), E-Dp, F§-E?, &c.

PLAYING BY INTERVAL.

Besides offering material assistance in regard to Intonation, a thorough system of playing by
Interval is needed as a guide to the Fingering of passages written in the Second, Third, and other
positions. The following remarks will be found to apply with equal truth to all the positions ;i—

Four distinct mental processes are essential to playing by Interval, viz.:—

(a) Correct reading of Intervals, as 4th or 7th, from the copy.

(b, Selecting the right finger, according to the Interval.

(c) Distinguishing between Major and Minor, Perfect and Augmented, &c.

(d) Selecting the right position for the finger, according to the species of the Interval, as Major,
Minor, &c.

3. The Reading of Intervals. From any line to the next, upwards or downwards, is a Third; to the
next but one, a Fifth; to the next but two, a Seventh; and so on for Ninths, Elevenths, &c. Again, if any
space is taken as the starting-point, the Interval of the Third, Fifth, Seventh, &c., from such spaces, are
found on other spaces. Thus, all odd-numbered Intervals are similarly placea—that is, they are reckoned from
a line to a line, or from a space to a space.

All even-numbered Intervals ave dissimilarly placed. Seconds, Fourths, Sixths, Octaves, Tenths are even-
numbered Intervals, and are reckoned from a line to a space, or from a space to a line. The odd-numbered
Intervals should be learnt first and the even-numbered Intervals calculated from them. The tfollowing
Table of Intervals is intended to accustom the eye to their appearance :—

SECONDS. THIRDS. FourTHS. FIrrus. SixTHS.

—a% —®— o, — s — —a —e— & e —a__

(s —2— e ——eg— Te— —— —
E— — —a— %

' SEVENTHS. OcCTAVES. - NINTHS. TENTHS.
—— —a— —— — @ Y - —
-——'—— D — D o —_— ——
e— " — - J— T —e —— ——

" 4. The Fingeﬂng of Intervals. Simple rules for finding the right Finger by Interval are given here in
their most concise form, in order that they may be committed to memory.

Each Position contains sixteen notes, in four sets of four. In crossing from a lower string to a higher,
the first Finger is considered as one more than the fourth, and in passing from a higher string to a lower,
the fourth Finger is considered as one less than the first. '

Seconds.—Upward Seconds, one (finger) more—
Examples: 1-2, 2-3, 3-4, 4-1.
Downward Seconds, one less—
Examples: 4-3, 3-2, 2-1, 1-4,
Thirds.—Odd Pair or Even Pair.
All Thirds, whéther upward or downward, on the same string or across t\wo strings, are played either with 1-3 (3-1)
or 2-4 (4-2).
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Fifths.—No change.
This follows from the fact that the Violin is tuned in Fifths. Also, a Fifth is made up of two Thirds, 1-3-1,
2-4-2, &c.
Examples : 1-1, 2-2, 3-3, 4-4.
Fourths.—Upward Fourths, one less—
Examples: 4.3, 3-2, 2-1. 1-4.
Downward Fourths, one more—
Examples: 1-2, 2-3, 3.4, 4-1,
The simplest way to treat Fourths is to reckon upwards or downwards a Fifth, and then one step back. Thus

an upward Fifth from the first Finger is also first Finger (no change), one step backwards will give fourth finger,
a Fourth from the starting-note.

Sixths.—As Seconds.

A Sixth is one more than a Fifth. Fifths make no change. Therefore, an upward Sixth needs (like the
upward Sect_)_nd) one more, and the downward Sixth (like the downward Second), one less. Note that the Rule says
the same fingering, not the same string,

Seventhe.—As Thirds.
0dd Pair or Even Pair (see Thirds).

Octaves.—As Fourths,
Upward, one less; downward, one more (see Fourths).

Ninths.—No change.
A Ninth is a Fifth plus a Fifth,

5. To distinguish Major Intervals from Minor, and Perfect from Augmented, &c., the following
Table should be used :—

The notes in this Table are arranged so that each lies at the Interval of a Bf
Perfect 5th from the next. It is, in fact, a complete list of all the Perfect Ef
5ths that are possible without the aid of double sharps and double Af
flats. It is also a plan of what is known as the “Order of D2 ACUTE.
the Keys "—that is, it gives the Key-notes of Major Scales Gt
in correct succession, from Fb (with eight flats) to Ct
Bf (with twelve sharps). Further, the Table is Fi - Thus, if C
a useful guide to what is called the mental B and E be sounded
effect of notes. Within certain limits, E together (see Table), the
the notes placed to the right of any A C will sound grave and the E
point in the Table will always D acute, while if C and Ab be sounded,
sound more acute than notes G the C will sound acute and the Ab grave.
placed towards the left, C Observe, finally, that the Table is not difficult to
which are compara- F learn, being merely the letters F,C,G,D,AE,B
tively grave. Bb repeated three times, first with flats, then unmarked,

Eb and lastly with sharps.
Ab Rule.—In order to ascertain whether Intervals are Major or
GRAVE, Db Minor, take any Second, Third, Sixth, Seventh, Ninth, or Tenth. If
Gb the higher note is more acute (that is, higher in the Order of the Keys) than

Cb the lower, the Interval is Major. If the higher note is graver (that is, lower in
Fb the Order of the Keys) than the lower, the Interval is Minor.

Example : D E is a Second. E is more acute than D, therefore D-E is a Major 2nd. C-Bp is a Seventh, Bp is
more grave than C, therefore C-B) is a Minor 7th,
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Perfect 5ths and Perfect 4ths are adjacent in the Order of Keys. Augmented and Diminished s5ths
and 4ths are distant. '

Example : B)-F is a Perfect sth (see Table). F-B is an Augmented 4th (the two notes are six places apart on
the Table).

6. To find the right placing of each finger, according to the species of the Interval (e.g., Major,
Minor, &c.), it is necessary to remember a few simple Rules. Minor 2nds, Augmented 4ths, and Minor
6ths are played with two fingers close together. Major 2nds, Perfect 4ths, and Major 6ths, with the
fingers well apart. The Minor 3rd must be built up from the Major 2nd, the Major 3rd from the Perfect
4th, the Minor 7th from the Major 6th, and the Major 7th from the Octave.

EAR TRAINING.

7. A thorough training on the above lines will go far towards enabling the student to play in tune.
It should never be forgotten, however, that the final adjustment of each note is a very minute matter
indeed, and that it involves a demand, not so much upon- theoretical and mechanical systems, as upon the
sense of hearing. The proper training of the Ear is at present the most important part of the young
violinist’s work ; and it is a distinguishing mark of excellence, in both teacher and pupil, that neither
remains content with approximate correctness in this matter, but that each aims constantly and deliberately
at Perfect Intonation.

PIZZICATO.

8. This term, usually abbreviated to * pizz.,” means that the sound is to be produced, not by drawing
the Bow across the string, but by plucking the string with one of the fingers. In the present Book, all
przzicato notes are to be played with the First Finger of the Right Hand. The Bow, meanwhile, should be
held lightly by the Third and Fourth Fingers in the hollow of the hand, the head of the screw being well
covered up so that it cannot damage the instrument. The Thumb and first two Fingers are to be left quite
free. The plucking finger should be placed near the middle of the string. The stopping finger (if any) must
be pressed very firmly on the string, even more so than when playing coll’ arco—i.e., with the Bow. The
Right Thumb must not be bent. It should be placed against the side of the finger-board, but should by no
means remain fixed in that position, except in very rapid passages. In fact, for slow single notes or chords,
the best tone is to be gained by bringing the hand rapidly away from the string at each note, taking care,
however, to swing the hand from the wrist, while preserving the stillness of the fore-arm and back-arm,
and also to avoid touching the belly of the violin with the plucking finger after it has left the string.
Before each pizz. note the plucking finger should be placed firmly upon the side oi the string, touching
it with the greatest possible surface of the flesh.

The technique of pizzicato playing is very commonly neglected. The most general fault is feeble tone,
caused by
(a) Plucking too near the Bridge (where the action is spoilt by the rosin).
(b) Lack of elasticity, or sé7ing in the finger as it plucks and comes away from the string. (The
habit of squeezing the Thumb against the fingerboard is apt to confirm this defect.)
(¢) Lack of firm pressure in the Left Hand (fingering).
(d) Insufficient attention to the ‘‘ covering ” preparation described above.

THE OCTAVE HARMONIC.

9. At exactly half-way along the string, a special effect is to be obtained by touching the string very
lightly indeed, so that both halves of the string vibrate simultaneously. This is called the Octave Harmonic.
Other Harmonics will be mentioned later. 1In the present Book, the Octave Harmonic is to be treated as
an upward Extension of the Third Position—that is to say, the first three Fingers must remain over their
places in the Third Position, while the fourth is stretched out so that the fleshy part of the last joint (not
the tip) rests horizontally on the string. No other Finger may remain on the string during a Harmonic.
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The student cannot too soon learn that a harmonic note, when once set in vibration, will (provided the
bowing remains smooth and free from sudden changes of pressure) continue to sound for some little time
after the finger has been removed from the string. The importance of this fact will be realised when
practising passages (see p. 20, lines 5 and 6) which contain a fourth finger octave harmonic, immediately
succeeded by a stopped note one second below it, which is also played with the fourth finger, on the same
string, and.in the same bow-stroke. In such passages the finger must on no account slide Jfrom the harmonic to
the next note, but must actually leave the string, and then, without hurry, find, and drop firmly into, its
new place on the string.

The playing of Harmonics by the fourth finger is somewhat assisted by straightening the first,
second, and third fingers, and by pressing the hand against the body of the Violin, while the Bow should be
placed somewhat nearer to the Bridge than for stopped notes. All harmonics should be “flattered ’—that
is, they should be commenced softly (piano) and never scraped.

BOWINGS.

10. Particulars of the Attack, Recovery, Martellato, &c., are given on pp. 11, 27, and 28. A few
remarks are here necessary as to the important, and at first somewhat puzzling, Hook-stroke. Strict
attention to the following directions will be amply repaid.

The Hook is an Arm Stroke, ¢mmediately preceded by a short Wrist Stroke in the opposite direction, and
followed by complete silence caused by the stoppage of the Bow on the string. The secret of the correct
understanding and performance of the Hook is to consider it as one action only (though a complex one),
not two or three actions carefully pieced together. The second note of the Hook must be thought of Sirst.
The preparatory note must be given with the least possible duration, and with a very small portion of Bow,

To prepare the Hook, place the Bow firmly on the string. The Bow must remain at the same pressure
until after the commencement of the longer (second) note. No pause or hesitation whatever should be
allowed between the two notes.  After the principal note the Bow must be brought to a complete standstill
on the string.

The usual notation of passages intended to be played with the Hook Bowing is extremely misleading.
To save trouble, composers place a dot after the principal note, instead of a rest For the same reason a
mezz.-staccato dot is often placed over the preparatory note, when the correct notation would be either a
light dash (—), to indicate that staccato is forbidden, or else nothing at all. However, no serious misconception
need arise if the student will learn the true rendering of the Hook itself, apart from the matter <f notation.

The sound of the word ““ To-day ” is an excellent pattern from which to imitate the characteristic form
of the Hook.

When a succession of Hooks (alternately Up and Down) occurs, great care must be taken to separate
each Hook from the next by silence, with the arm and hand completely at rest.




BOOK II#

(SECOND BOOK OF TECHNICAL PRACTICE))

I. Introduction to Third Position.

In the Third Position, the hand must touch the body of the Violin. The thumb should be
loose, and opposite the tip of the first Finger.

Each Exercise is to be repeated many times, throughout the Book.

August Wilhelmj
and
James Brown.
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Hold the 4tP finger over the string.
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III. First and Third Positions.

N.B. Each change of Position is clearly marked. All fingerings should be strictly followed, and no
changes of Position made unless indicated inthe copy. Generally the férst note only is fingered, the player
being expected.to read the rest correctly by Interval. See Introduction g3 ‘‘Playing by Interval’
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I | | 10
L : == s
o €

d t
3r_fos 2 ls‘ffs 4 2 8 2 3 —— )
ﬁ; fu— _H—H— 0——0-f#0 -_Fﬂzﬁziﬂ
a Fr g Y o 1 ? ‘P F l - i
d d d 1*_[ \*d l*d d 0

? '; 3";ii Pos. li 15t [Pos 4 , 1 pr—— : )

H——Ftfe e . S
- < U BN B
o/ NG 2p B0 450 w/o L___/— —
o bk 8% Pos. 1t Pos.
A 1 A It ——1 =—
RS 1 J T 1 — 1 p—
) 4 - -+ € - — *— 5 ; 49 ety d TS ©
N 2T NT L\ 1377 7 ¥ ;3 %77
Arpeggi
5 3ud
G major. — POy 47~ 1t Pos
p—— —6 ' ]
ﬁ et e !
o S N BEL e .
— 3 — ——
¥ N o0 4 N9 z.
D major. 4 g 1 '—Fl\3
: N 1 - # ) N
ﬂ N\ 1 T ' aN H X
] , 3 | 1 60— —
l{“ | F___. L. .H
, N G _major.
s 7 —— — [ %;_6 . o [ .
\ ] | I 5 . 1 e
30§ 4th close together. 5oy grdclose together. 0 3rd g 4th close together.
? g ~ i, Cmajor.
31 1 1 . - A\
M - — | [ | i ‘] i ] 1 ] J Jﬂ .
0 E:- - ;ji"‘j"" 4 '.'-; G-
2ud g 3rd close together. 31d g 4th close together.




IV. Sliding between First and Third Position, without change of Finger.

Rules.
I. The whole hand must be moved bodily at each change of Position.

5

I. The note on which the change occurs must be held out to its full time-value before the finger moves into
the new Position. ‘Then the slide (whether upward or downward) should take place quickly and with de-

cision. Avoid hurrying the Bow at this moment.

III. The sliding finger must not leave the string during the change. No other finger should be left on thestring

at the time.

IV. The thumb must be held loosely. Pressure between finger and thumb is bad.

Poco lento.

*n n_y ——— —+—] —t+—+ 1 —
o~ o — :b 1 1 0|8 310 | T 1 : ‘l IU 1 D
SV X 4 oo .\ A J‘:i ﬂ
') 1 3 1—1 2-2 T2 1—1 2 2 ~1 =2
 ———— = e e | ——
A 1 [} 1
g | —{ ,\E f m H
1
T | |
S ~ I O
o .

7% IIH
o=

: e ———
e — o #-"—— ——
L){}' \_Ei}* 1t—’é N— \\_j:' ;E—Jl?+ 'E_,é N— \\_’1 | o
0
—,—" T T : -
& i‘{. lpJ__b_J —t - -‘JI..‘I-IV 5 1 il_ - B o | —
QJ. l’;Ll ~ \kg i\?ﬁ S \hg s SASMIUL -.\L; ©
1 2 1 1 2
=S 2> EA N
 E— 1 1' 0] O — : — — ! 3“
o) 1
1 To o2 o 02 2 —~1 3 /'i 7~ 0
2 gf'#h 204 ; ‘##g N eeF »
1 —— : ] — T I | i -
l@ IT i | } . 1 .}} r 1 + t
d o
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V. Arpeggio passages, First and Third Positions.

10753

A major. E maj’or.2
G major. D major. 2 1 2 0T 4 2
0 ey ﬂ ‘F 14 0
# b H ?' i ! 4 1 . E |
Xp I 1 . o | f ]
[ ] = # J 1 i 2 2
;_i'/z \\2’ jt_/z \\2’2 Y
Bmajor. 2"3\ E major. A mai
jor.
3 ﬂ_\ -ﬂ—g _ - S 7o
! f T T < PN AP B . %
A\NVJ | ~ R \
. e
Eb major. Bb major. F major.
AP major major i~y leel ~
2 J— I ] 1 TF .]'. t J
T +, T ==
o 12 2 G
b A 8 :
| | Fmaj C major. G%ai or g Dmajor 13~y
. major. . 1
A Bl.’ major. J SO ,\? ‘P‘EQ 4'\ ;1\\ "“""_’P'\
—f——p I T .yelL ! ! i :
S E 2
t_y \2 .
G major. D minor.
JOT 4 C major. C minor. G minor. 1@ N1
1 1 : - 1 . " =
] 30 'F\ ""—f - I i
; | 1 ‘ : ‘__i 3 O P 1 3 | OIS
C‘j g‘ 1 1 3\_/1 = \1 V
G minor. :
' f’z\*‘ g ¢ Cminor F minor. B’ minor.
9 ol 2 2
' J > =
= SSE===
2
Fminor. b . ] —/ 22
A 14 1 Blmigor. E’ minor. 3
el B g P 1 P be~s — 1 -~
1 I 9 _ 11 1 =
: :ﬁ . l ais —t =i ﬁ7 o r"j
o) #‘ 1 . — 74
| ' D minor A minor. E minor.
. Gminor. ' 2 52 o~ e ’2\0
! l.j
:#—_%:S]h% : —T‘J i : L : : , —
= 4 o 1 ’ 2 2
T o 2\2 @ ';\bi/z \g 0
B mindr. E minor. i
n /;'_’g_\ > o 5\ @._ﬁ- $ — l ‘\ A minor.
4'7 ."- '_r 30 | \ o ! . Ié\
%—p i e ] | BB ¢ e
éj e 1L _ ) _
) L 8 ;f/ 3 -6t.



8 VI. First and Third Positions.

The Slide combined with a change of fingering.

E minor. : E’ major.
2 a2 TN ‘
nﬁ /~1~1 Jb"l 7 b /\1 /i 2 /JB’L‘% r’—%\
'{n 3 il v & . 3 : [l | RPN o 'H
| £awY wi T Ll | 1 o= L3 o Ife 7 Pl N 2 .H
o = - % — F
B’ major. Fmajor.
gb 1 3 VS S 2, g3 AT
: < 4 ' A Ul 5 A "i\ 7 o : ——; LA d‘ﬁ
A\, 1 — - * | - ~ 4 2 4
d —[ ) ' .
C major. 4 G major. 4 T2 ——
g =2 1/\4 /ir‘ a/—‘\ u /“: 7) ) f 23
o ‘ f'ﬂ-12 P 9—ﬁ‘9~3 o
T Oig X v 11 a1 . ) |
7 — |

o ~
Rule. Each change of Position which involves also a change of fingering is to be performed as follows:—
(@) The finger which played Jast in the old Position slides into its correct place in the new Position.
(b) At the moment of arrival, the other finger comes into play, and the change is made. (See Introd: 2 1)

C major.

Sliding the finger to or from an open String should at present be avoided.

D major. B? major.
4 .
™ 3 ) O / ‘h3 —_ o e 1 — ¢ ID /JE'E\ /N /‘\
] ¥ (e T4 e ] s A==
’(‘\ Y O } ]"‘ { [V] 74 1l oM ]l Y (‘ 1’4 § f X } 1 }
i ——0 s 0 A O " o

The upward Second,or Step to the next note above, from the First to the Third Position, forms an exception to
the Rule given above. In this Interval the Slide must be made, not by the finger which played last in theFirst
Position, but by that which is about to play in the Third. There should, however, be no audible sound of sli-
ding, and therefore the change should be made very rapidly, while the Bow moves quietly and steadily.

b
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VII. First and Third Positions. Scale Passages. '

1

N

AS B [
rjvfl ;J'CV Ay

T
I

o

[ .

A

1
N1 T 1 T A

a i > £ o i 2 * £ e o :
. S — —1 i - i —— S — — : 1
r—1 — T ! 1 i ' t ] ﬂ 1l
o I ' 1l
e/ Xk (See Note below) X

o '-; /T\: e | /’:‘\1 o~ fars
%j—'—ﬁ‘"r | LI ! —F—f—p 3H O

p I I 1 i T I I I ! i
C) U 1 46 T I ,* , 1 ‘
o N | ¥ - * N

L S

—rl:\ i T 1 T t T { T f t f T 1 = ﬂ“
S - ! ! ! ] e — - i — i
EEEE G & I E1LE S A

o

* The auxiliary sliding notes must be supplied. See Rule, page 8, and Introd: 8 1.
v
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S A et TR S A
‘ | 4 G 9
. . .l \]:5/‘;;' s
VII. First and Third Positions. Scale Passages.
1 1
15— — —— — ——— — o 1
ANV ] i 1} 1l
o) * (See Note below) *
M . 1 . 1
n L o~ 3 T e~ )
) | b ~ L ~
e e SE====n
e 7 Tk T i 2
0 i ! } *: " ! .;*
H— ——t— — ﬁ i + —t—1—
30 | T ‘ i
% ;0\"‘/'1 ~—_Tz " T 1 T—2
N * *
* n + ! 4 1' n 1 1 ' K_—_ﬂ
| fanY i I 1 1 1 1. 1 1 T [ T 0 | 7~
T R T e e e e e
v e 2 -‘\‘-_.-/1 \3—/‘: ©
4 (imzjor. Semitones E—is B—C. lm r_ﬁ N
O+ 30 3D T > t i 0
Wﬂ;' .--‘l.LJ 1 [1‘{..;—1—/ j{ﬂ%ﬂ
—— “ 2 . A
7&% \zi# §4 0 T~
1
222 TeeT~0 A
e — 5

.G major. Semitones B—C & Fi—G.

SeEsprirE=Espe SScTIEsISUDS
J FeEtt sy 1 : ~—=*?
W "”——z;i: ; ;’,_____\E\\ §<;’——-i;:%i ’i;j§~‘\6\\ : f;;;
&;E ua;i" s

* The auxiliary slidicg notes must be supplied. See Rule, page 8, and Introd: 8 1.

C
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D major. Semitones Fé-G g C#-—D.

0

T 8D ;:]—

1

S e

\Q‘E —

T T
i R -0 ' =
3 G 3 i
V__/O \y \-/‘2

ﬁ ;‘1

\Y

A==

e ieatt £eI 0 Joiest frends o
P SEEiiss

A major. Semitones C#-D g G#-A.

T =T ee
H 1

. 1
1 A La? Pe 0 o _@ o
00 t — } I il 77+
¢ ] T 1 - — - ~—
i’*—b e
: : _Rrb -

o Fmajor.‘ Semitones A-B” § E-F. S -
—j(—fr——F¥———f—’ﬂi%— — A 1 _.L: a0 — o S
T sdias { === SEE et g

— 1 1 B
o "‘\_f/ 2 \4__/ w Ll 2
, 1 ]
4 1 " ]
A | a0 — = 7
| — g It
2b s : _wb -Bb
| B?major. Semitones D-E” § A-B? et _—

7?;5“;‘:?—?

Re

vt

1
| k| ‘n-
2

/——\
lli

|
; |
1
\\\\"g_’/b
1
4/'??_%
<11 | i .

9 1 a1
#—b——% 1

LII Q| O

| L E? major. Semitones G-AP g D-E? e
e eEsTiTE=EL = iﬂ]ﬁu e =
1 | L3 | D ! . 1 ] 1
O s or ey i 2 X
4 : 2 |
!
o e i asfP FeeZus A
B2 ' | T T~ ' ! ain "l él s‘ l!_’_b : ).
__%_Sl__hib i =4
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VIII. Bewings.
P y
)] N I N
Attack. f—4———F—]
o TP =
1). Preparation. First apply sufficient pressure (see Book I2, Introd: 2 9) to bend the Stick directly

towards the Hair, without however quite touching the latter. Then wait, quietly, holding the
Hair firmly pressed on the String.

The Bow must not leave the String. There are three separate
points of technique tobe observed in connexion with this Bowing; viz:—

2). Attack. The sound is to be given with considerable force, being as it were suddenly exploded.
(Imitate the sound of the word “Gol!”)
8). Release. At the same instant the pressure must be entirely released. The pace of the Bow isal-

so slackened, and the note comes to an end without pressure, pp. The Bow remains atrestoz
the String. Repeat Preparation (above).

Half-Bows, (@) at the Nut, ) Middle,and @) Point.

=
\ X = = i > > » 0 > > F>
1 o v X ¥ ¥ i 3 ) , .
 Fan) —& S . P « 3 <« o« 9 &T—¢
R = '
> = n y
ey " . 1 i 4 i { 1 1 4
— — ﬂ# B, S S B S e e  E— -
A g Pt bt =
The above should afterwards be practised with the full length of the Bow, used very rapidly.
Lento.
A #  Whole Bows.
G— 5 ot 8 ivetRLgto |
o fr fp PP TP fP fer g b
frP . n n b
: —T i
Recovering Stroke. P — s H The Bow, having finished the first note,
& fp P

is at once taken off the String, and immediately placed at the starting pointagain,(inthis case at the Nut) ready
to play the next note with a down Bow.  Wait quietly for the full time-value of the Rest.

4
{ | 1'
[ Fan A ! - -
éy - i\/i ¢ (; ‘\.'f/' £
0
Martellato. [ p—— ‘
(Hammered Stroke.) The Martellato is developed from the Affack

=== >>>=
given above. It is played mainly with the Wrist, the Arm being almost at rest. Very little Bow is needed.
should be practised at every point of the Bow, and the Up and Down strokes should be equally loud.

It

e = e
A # . R o T T = -
i 4 ‘.—.?'-l—" 1 . ' bod - T ﬂ o~
[ Faw} I ‘ AR H
A\NY; 4 R| }__i ! I = - &
7 ¥ L > > > L @ o
- . (8]
> 4 =
> TS > T > >
9 2 . .> - ‘> ,> .> ,> e ,> - = p—— e\ *
i' # - F——“——F ! ' ry v v - 1 |
[ Faw) : ¥ _J[ I 1 i )i ! I ' ‘ . :ﬂ L
ANV} ! a L . I 1 | I : .
X . =] == L > - —_—
For copious illustrations of the above Bowings, see Studies, Book IIB : Ik
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IX. Introduction to Second Position.

First Position.

Second Position.

o [
i Q), ;K 1 s 1 . H 1 -ﬂ
[ Fan W, | | 30 1 ] I i ] Iy s
=¥ i - I 1 .
o - 74 ¥ T G ke *y 7. o1 2 Rt
0\_1) 8 11 - \1/1
~1T 31 2 0
0 124 1 1 1 e 1;’E—‘\\\ 2
e e
T! . "r A [ !' - A -H. 7 .
oS ° — 1 R .
R 77

In changing from the First tothe Second Position, move the fore-arm and Hand bodily forward, without
any alteration of angle. The Hand must #0f touch the ribs, as in the Third Position.

Semitone between 3rdg 4th

First Finger remains down. 4thg 1st remain.

10753

18t remains.

L‘Cmajor
DH 11
?\(@'{j% H_; S5 Eocomccut =o T; ]
o +% 4 4 V%616V ¢ w $gogeYe] ¢ <y
_i N . 4 p——— T ——— H—
fs—t——1—+——F 1 1 : 31 e
DS 1o Y ¥ eVev5? vty Jév*v e o
2\4_/ -.-\—2—4/ 28\__/ .2\___/ .‘2\—_—/
0
7 =
===
7 S S i g I 7 A A s o s o
T s e
o2 g 2 2/1’—\ ? "
= » . ‘ll:l-l‘_ :
& O NS i | .J | SO A N | i .. .l r % S I
o Major Third.
1 a XY e Aoy
! o f 3icm } :H: J
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L 4/_\ Scale of C major.
» -
1 pt? FTles— ef- TReg 3

i j ! W — I

310 ! 3 | o —
grd g 4th closetogether 1% § 42 remain. Scale of Fmajor. o
(1’ R B 0 B | ] hH-'l’_‘lﬁ‘— - -
. 4

©Major Third. ! ~— 1

_Major Third. Semitone D-E?

b mai
15 § 4th remain. SLcale of B? major.

1 7

e e e Ee2itanat

o

b8 bwe? "7 Te )

X. Second Position. Intonation. Arpeggi, etc.
4

1

0 0 0 1 1 é.
0 1 1‘/“\? (8 e 3 —_
#&:ﬁ 2 — ? (8] L :ﬂ: O :
Zan : : !
o/ f Perfect Fifth. Octave.
Resultants. o ﬂ 5 1 A
4: : &
<1 4 - -1 Perf: Fourth, Arpeggio, C major. . &
A 3 ?.—' ] A\ 3 —3 1 / > *
M | 0l o offe i i
——t . Z< - 016 - T
Y, Fingers remain down when possible. ! - ——— -
1g 2
1 4 Arpeggio, F major.
o 0 o0 9 1 1] 3] 1 1
i 1 | S— 1 i T =
- g\/r - [ ) - [#] A — =in 1 ] :
e/ | Pert: Fifth. | Minor ~ <
Third. Perf:Fourth.
> W Perf. Fifth.
| T t 00O
ﬁﬁ :E —— i :¢:ﬂ: . t :
o & - : - i = > B“
L : 8 WP o
Minor Arpeggio B’ major. ‘
A Thid. 4 peggios J “A
% bo o hee :%ﬁﬂ:}ﬁ el
y \Z5 bt ? v T




Semitone B—C.

1

— ~
S —— = k. ==

I 1 11 I |

Semitone E—F. Semitone E-F ¢ B—(ll_.“_l 4
o ; I e e, T
S SRSl R S S A
Scale of Cmajor. 1 7o 4 ?_/‘\
%\/1 — ~— 14

e T 2o g4
] e ‘
e ang
? Arpeggio, C major,
= )4
P gt =
H F  —— o —;ﬂr o
T —3 . o — I e ;
¢ © r g ~ 7 F g =
F:\‘;f__l:;// 2 9 ?;
LBI,’ major. 4 4tk remains. - o .
117 [4) . . £ e 3 S

S o

|

1

Semitone D—El.’ 8 A-—-B‘.’
T e —

et

1.2 _

e 3

l!}t (31 CERA 1 I

L (X | K i I

oy
Scalge of B? major.

s

117 1 ! |
o e o
1]

H-

& ==

4 .‘L.'} —— =

S~—

XI. Finger-Exercises. First Position.

L"“&?major. |
Sisiy BTt NEudvey emet
o >., T = >., =
i Lvgertey Rt
g | - L)
o T e e e
*yerere - sl
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XII. Finger Exercises.

Wrist only.
1

" Short strokes.

et

<
-
—

11

11

\a___/ |

e

°]e

»

(b

G minor.
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The Placing of Fingers varied across the strings, indicated by * and +.

E’ major. * +

ol [ — é + b)
1) T -

l} H l 1 [::L 11%*{:% I 7 [l‘i:ﬂ

1 1 Ti‘l‘
P T Wy =
|

Note. Take up the finger (¥ as soon as the next note is reached, and find the new Placing (1) at once.

Bl.’major.
e O B & g
17 { - — ¥
b l { I 1 { { - i 1
4 1 | 1 I 1 i
lel" major. L —

b
g N e ot ~
b1y LE'- 1 : Ui jl._ 1 : q
X | A 1 1 1 -1 1 01
‘ el ——x el

¢

])
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XIII. Extensions.

Downward Extensions. (First Finger)

® B major.
2 t——% — B e | X 4
7 {1 S 00
131 t = 11 —
- 4+ : — ! : tt ——P‘x?:g;
| fan® 1 . 1 a i
\\y.‘ ! H 1 J 1 | }
E major. 4
# - r —_—— ew T
T &\ 1 n
a T 11 =1 ;ﬂzﬁlr = [ :i“ i o
. 11 L. |
1 4 1 1 1 1 " : N———
A major.
# ]

1‘/&’1

Third Position.

or. 1 s 118 el 1
Dmlajor 1 #7_#34 LA~ TTTTe 1’;_'-_ £ ﬁi —
K = : : r : sESses 1
O O | S O "
G major. . 4 .
P
T e S e e
= s o = e B S SRR e
o 1 = It
. C major.
-
: r"ll:I liﬁl
o 4TI N4 =
1 \—/1 171

First Position.
A A minor.

@* ; G
O dvgregy NI U
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o 4 ,3 0

= \_ﬁy::owﬁﬁ—w

A minor. /’—4\ C major.
/—__-_\ :'-

Al 4 434 4 434 4 424 24 ~
W q——‘ g8 :
3 O 1 l | K . _ °
\N 1 1
s & ;Hd e [

XIV. The Octave Harmonic, employed as an Extension.

1§

‘Whole Bows. 4
0

4
0
A 4 ©

:H:v ﬂ See Introd: 2 9, Technical Rules (Harmonics).

o G string. D string. A string. E string.

" Slowly. 4 4
L B BN A i S N
%_ ) ;H; o J:(; :H: —k j < :E: - :H

o)
o
oQ

9

© Third Position (Extension).
4

4
0__ 4 0 4
4 < B o_ 4

N o
=S

)
-

4
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; 3
4
» 7 .
4 4 0 — il
o W— 4 0 4 0 .. ,/_{\._ £ -
&5 e | ‘ 1
‘ED ___—‘,//// \‘___’,/f.
; 4 4 4 4
o . s 0/1?'. e e v
) 4 . (h) 4 0 . 4 0 d—— e & g— .'. l....
. I TT! ]
310 _.-ii!% = A { ! :ﬂ
e f’j}
6 3 340 4 4 4
1.0 g 0 3 4 4 4 4 4
0 0/’3.' /’3" /’3" /- 9,0 1.0 20 8 -9 G ? - ? ?
: o e e e e e
ﬂlO—r n— N SN ] o
Py, 1 ' = / </ v/ */
. 4 4 4 4 4 4 4 4
, Third Pos: Q o 0 3 0 ) 9 4 0 4 0_o O
7 da— E S — I  — 1 1 1 1
Y (110 ] ]
o o o Vo %= = < e —

The Fourth Finger must leave the String between the Harmonic and the next note. See Introd: 2 9.Harmonics.

4 4

' 4 4 0 0 segue
7 == ! I 'I ! ! ‘

o e e e B S e

1 i 1 i 1 1 1 1 1 i i
o) e s ' '
—

~ SVt ESEII R IITERIED

S e AN FeE oEfE E£E o =
2 E DS AWEPEE S8 , tre
3 7an) ' —1 1 — H— ‘ —
\S7; T S W -

segue

XV. Minor Scale, Harmonic® Form, First Position.

The Intervals of the first four notes, or lower Tetrachord, of each Minor Scale, remain always the
same. Not so those of the last four, or upper Tetrachord (5,6,7,8). For facility of comparison the two
forms are here placed side by side; first the Melodic form,already shown (see Book I4, Lesson XXI)and
then the Harmonic form.

Melodic.
]

Scale of Gminor ¢(harmonic) Semitones ?—Bb, D-EP g F#-G.
() :

| )
—

Harmonic.

1 17

e T —
SRR

A minor (harmonic) Semitones B-C,E-F & GR-A.

\_/ \_/
Upper Tetrachord of G minor.

)
| I ot B o
| 3 AP U0 O N O s Y
v T (g | | -]
T WY, Y84 |

T | |

s PN O O AP N i MY
e’y X F mg [ 1]
( R LN LAd R

Upper Tetrachord of A minor.
There is 1o connexion between the meaning of this term,and that of the word“Harmonic” as shown inthe previous Lesson(XIV)
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.Upper Tetrachords of Minor Scales.
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BY Melodic. Ha(?)nonic('h)(b B’ minor (harmonic) Semitones C-Db F-G” g Al-pb
) ( (h) (b)
! I I ' =il ﬁ[’l il’l - = | ‘( ) T
B. " (g Bminor (harmonio) Semitones C#(—hl)), FG g A%-B.
3 i :
y Vo i i " " :
DS 53 i A
‘ C minor (harmonic) Semitones D—El,’ G-AP ¥ Bq—C.
A ® — ®®» () (b
1 - : o — .ll 1 1 .
I J I = 1 l ] T .
o = b 3 A S £
D. @0 D minor (harmonic) Semitones E~F, A~-B? ¢ C#-D.
—0 e, a——— ( — ' {
- 8 =l i ﬁﬁ? % ‘ 3|
u—#‘ : ?’I - I o J
E minor (harmonic) Semitones F#—G, B-C g D#—E.
E. 4 IO 4
faY TN T Pt i
_aé 1 5.__ 2 [ -
éu 1 : +— I [ ( T 4— — : f | e :ﬂ
F. ® F minor (harmonic) Semitones G—Aif C-—Db § Eq-"F.
'y A0 20N )L O
m ——
o/ (B h)
G. ) G minor (harmonic) Semitones A—Bl,’ D-Eb 4 Fi-G.
<Yy 1 0 ®
A R WA ] T2 i ™ —
7 T 1 3| - 1
o/
A Wb A minor (harmonic) Semitones B-C, E-F g GH-A.
o).
Bb b b Bl.’minor (harmonic) Semitones C-—D}’ F-G’ sAh-—B%
. b
o sarthfbels,  abebeter. | Tier eis2
e s s R Sy ;
{c v HV Zh - ‘g.[_
e/
B @ &) B minor (harmonic) Semitones C#-D, F#-G g A¥—B.
/\tggﬁg/\g, 08 ?\ - " h#_']._ £is S
' il — | s T f_gl —
S ——




22 .
XVI. Preparation for Double Stopping. Fifths and Sixths.

Perfect Fifths are not often written consecutively. Nevertheless it is extremely important that they

should be practised. In order to produce true Perfect Fifths, the finger must be placed, not quite equally

on the two strings, but bearing a little more on the thinner of the pair. Note that both the G and the A
.strings are thinner than the D string.

Perfect Fifths.

[\

:n: [9) i :ﬂ (A)
O L8 )
O

919

Q
(4] :
4] (8}
O
o
O

Sixths, when played by the first and second fingers, or by the second and third, should be prepared by
placing the lower finger on the two strings so as to produce a Perfect Fifth. This rule of the “Underlying
Fifths” is a great help towards true intonation.

Minor Sixths ¥ Major Sixths. Mi. 6th

* See Introd: 82 2 to 7.
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I

XVII. Preparation for Double Stopping. Fourths,Thirds and Octaves.

- Perfect Fourths.

-
o
e
-2
0
9
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Ma,. 3md -
Ojﬁ e
| — | < ]."’.

F#%7 ey
1 o1 B L\{( = 4
==

N

XVIII. The Shake and the Turn.

The following is the best plan for practising the shake. It should not be attempted too rapidly
at first.  The beating finger should be lifted well above the String, and thrown firmly and audibly
. into its place. ~

Moderato. /’x} s
0 — - 2 2 P e .
&izr ; TR R e R e SRR E s s o

(\j T SO0 Sy = - == === .

Practise the following shakes as above. In each case the written note indicates the stationary finger.
The beating finger is always one note higher, a sharp(#), flat (b)or natura.l(i]) being indicated when necessary.

First Position. .
g i 4 tr fr tr tr &
1 —© © i~ Y e
AN 74 Py )
o/ " # ~
7 — T L o
[ Fan) u L
A\SY)
Y & b

In Ancient Classical Music (Corelli, Purcell, Geminiani, Bach, Hiindel etc:) the ending of the shake

T

is generally to be performed in the following manner: —
94,5 k A'ﬁ‘ tetelele
: 1

)
o " o F o F 45 ¥ o -l O -

" In Modern Music, however, another ending is usually employed, which includes the znofe below that
which is written. This is called a Turn.

» z Ittt ]

—— : E =1=EI—==.‘=ﬁ=ﬁ .

e ———— ~ =

Sometimes the shake is commenced one note above or one note below the written note.  This is
indicated by a small note.

B

ritten.  Played. Written. Played.
SR o tetenetsnsnsrs s o [ HC Lo Extatatatatatatars o]
o SSESSSSesSSeanne e e e
10753
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XIX. Introduction to Chromatic Scales, one Octave.

. S ¢ I =
P e : ] I 11 1 I
¢ 1= O | K 3D - 73 | KO 1
| £a0) 7. -3 L3 | K H 3 | ) T 1N 1] .
NV 3 7 (&) o\/(l ! Z 3
>
e = = = > 3 2
o4 2 — ' 5 > , 1223 40 J—
—HF — ! j : — ot : ! s g
J 5 374 1 e —— FRrE
o PRI —_— 12 28
|T| ) )

Prepare each of the following Chromatic Scales according to the plan given above.

G. . ‘ 1 2 23 32 21 1,4
r ! —— 11
T s A
8 2 21 1

10758



XX. Bowings. The Hook,etc:

Imitate the sound of the word “To-day.”

- Hook (Down-Bow)

A% 1 _(Recover) n 4 n Y r ‘
\Y \ N \Y 1 N \ N A 1 N ! |
o ) f ] 4 Qe ) . ¥ ) 2 Y . e
\Y = < < 7 ¢ ¢ { i &‘ ‘ 5 ;H"
©  Nut. W.B. Nut. W.B. N. W.B N. W.B
T

N N N ) ¥ T 1]
i .S o ] —tﬂ [¥K) 1 . )i YR o:
I faY i I L ’

() I, (Half- Bows)

See Intred: 8 10, Bowings (Hook).
10758



Maestoso.

N N. 7"\ N.
. a 0 A NA N ee NN
#ﬁg - ;.. I \.. g ;-- ;--E '..] \..- } \'o. IAo\zog..“
:;\ﬂj) \:\l [ & NI 7 & i [, [ g [ s s }(A * %L ﬁq
f Nut N. N. 4 f Pl
Andante
Middle Vo V
- V'r-;v VQV A AV vynV vV vV v
1 ! < I T 3 : 9 :
\Y & — 7
o %1 a0 g — .
Hook (Up-Bow)
a Y M i y \ n 1V
N N 1 1
e Y — & R
[y Nut.  W.B. Point. W.B. N. W.B. P. W.B.
Middle.
‘ n Y v M n V v oM n Y v M n Y
i —— w88 e " i« - —
1 1 U T T 1 T T
ég ]
Middle.
e Ly noo,y Yyl
™ T "" N C | N
e e e R R By e B st e ™ . = :
X 1 __J — o m— 0 I - Fol 0
Q) f |4 v
Poco Allegro.
Wrist stroke.
e
% 1 | | i i i i ! 4 i i I 1 i i | .ll
o

a) Middle, b) Nut, c) Point. Short strokes. Right arm near the body, and stationary.

o Allegro.  Imitate the sound of the word “ticket” pronounced rapidly.

i

N | VAN RN e by I ISR
s =

LoV

a) M., by N,, ¢ P. The Bow must remain on the string throughout.

2 ) ) =" ‘F)ww
. e & e &
1 L] - i B oot AU W 11

iIO
i—

ik
ﬁ)
%’
I e

1
—

-

The fingers must be moved exactly in time with the bowing. It is technically wrong to “time”

the bowing to the fingering.
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XXI. Pizzicato. The Simplest Chords, First Position.

pizz * Moderafto.

‘ izZ.

' i - .DIZ — 1 - r’ﬁ#‘l
- r__?l

P
1

} N ! N

e

1
1

il

. 1
i 1

J a7 . o i3 +¢

As written. As prepared. As played (with the Bow)
Z -

?) /)
Chords are to be prepared % — {’\2 4 L e
in the following manner— —X——F — — — == -
oJ 7 S Perf.5th Mi.gth L
Ma.étk P f
Practise with both Down-bows and Up-bows.
arco
o—# 7 4
N / 74 «1f 0 Y 210 (3| Y 0] o 2 | 'S | K 12 | ry ry T
A\ 7 _ ; s
QJ . .—P —— — # —
7] 7z Z v be
0 0 '

fa 9 > 0
t G
A 7 : - N
g E:: = ::1% a1
NV . ) &)
o i - Iz

m
J
I

I

d
LY

4
i

Z]
2 &
As written. As played.
2 L /)
When there are four notes in a chord, the grouping must be made thus: ——f, £
(oY, o R
P 1
o G a I, 7.
v 4 { ! L
b= e
[ fan i i - v 30 [ 0 Y 3 O 7 3
‘ é\jv i/, L4 P .:. G 5
z T T :

The following methods of Bowing, in the treatment of chords, are constantly being required in

Violin music: —
a) b C)
2 “u. 70— X 00X
52 12N 7 U v

')T 310 30
z e i N : 0B ‘

) L

4 L 5 \ ® e~ — .f) <o 8>
"\ '/I_F ?— - 0ig :p
o/ s - L

Note. All the chords given above should be practised with the varied Bowings a, b, ¢, d, ¢ and f.

* See Introd: g 8. 107538
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| XXII. The Half Position, etc:

Extension Half-Pos. .
: 2 1 2 1 2 3 2 3 2
o I I % # % ) i 1 1 1 ! 1 : ? ‘ i !
M 66—} —o
o/ 1 R I E—
n — %) P 1

|
| g A
2 2 2 &) (
1 3 3 2 1 2 A—‘————~§§ //_f~\\\§ 1 & 4/”§‘\g) 4{::\
! i i : oI
Bl &
A3 ~ ] It
Iy S——TT 2 3 4 1
2 1 2@ 2 12 1
> F—— - £ H R i—1—> 341 i ? — AN
G ESss ==
v — — ~ —- —
MR et et
_ )
First Position. . 1 2 3 4 3 2 .
—% 1 0 1 2 3 e ; T ; < 3 3 Y
f ~
I\@ l ]V( [ ‘__[Li MR 1 | [
e — — w
b 3 e e T
Half-Position. R 3 4 8§ 2
e e e . S Su— = L
& e e——— e
T LA
fo_xe ¥ B*

—1
S~ 7 pe #7 <
It will be observed that the difference between the Half-Position and the lowest placing of the
First Position is not a real difference, but a matter of notation only.

Study for Tone-Production.

Give to each note at first a duration of about eight seconds. Gradually increase this to about
thirty-two seconds. Double notes should also be treated as Exercises for Tone-Production.

== i il
@ 7A-\ ,5‘ 7o\ =Y 5 Si =
o o Ee) - O - —
’ N
- i £ ) ) ) f:’\ Q o
(= 3‘ i ‘2, PEN %) (1‘, 0 % 0 oto:
éV hSd i 1

P<f=—F P=<f=F p<f=F P=f=p p=f=F P<f—F pP<f=F P=~f=—F
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XXIII. Augmented Fourths. o

In Major Scales all Fourths are Perfect except one, which is one semitone larger than the Perfect
Fourth (and is therefore one semitone less than a Perfect Fifth). This Interval is called an Aug-
mented Fourth, and it lies between the 4th of the Scale (or Subdominant) and the 7t (or Lead-

ing Note).

C major. G major. N
n o L ﬂm ml 8 . 0 o H‘(\ 7
x . ) | KNS 2. [$ ) 7 3 i [ K #] . Pa
'%ggiiEﬁg;;ﬁii?i:ﬁfifjf:?tiﬁ§ﬂ' e s oy
— — <" hd ] i ]
e
D major.
— t - i} A 4 N Jl P et 7 i 2 )
- —a — e e o e e
e Ty T 7 1—© T T
Y% d\* T 4
v
A major. N
™ 1 ©© 4 4
st /T' V& I : 2 > & i i : : | D
SE=EEEES i et A o]
o) i T S &% 7 o U o
r_/
E major B major. N
?Hﬂj a4 3 D ys 0 (2 e 25 O
] = 4 | — S N R | s WA | £ 0 A S
A fﬂ‘r I ! CO7 0 71| B 1 I ' 4
U P 1 il T T | | R | | ]
o) b1 ' 1
M  Half Pos. N 2 1~ Fmajor M 0 N
Ll hd _ V-
= T .
. 1 310 74 - hd vV €Y 1 [ y 1 iV .
2 ) i L\ — O Y 1'® { M ' 0 i
o 1121 2 o1 ()
B’ ajor
0 n o~ ] I | e
f— — 3 A 7 =
1 3 id 1 v 1 1= 7/ ——
1 P 11 [W ] { 2 il \ /j 7 O 1l
v 3¥ 27 s v/ o 0
Yar = El’ma'or
o n SR N pg O [Ermjor _ ~
l wr

Q#

"JA

E t n
A

2]

/,
%

\C
ST
di

\
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XXIV. Scales and Arpeggi in All Keys,Two Octaves.

G major, Semitones B-C & F¥-G.
—4 .

’Nﬁ\

J 4 v*! kﬁjj'
P S 0

J gz EELLT

}

2 - T e e |
et e T e e

o I3 '

| ——
i )| I 1§
3% 0 A 0 ©

o X‘A‘! ma. (C-DPsGoAD* _—"5@ go——u
o ji J 4@@( %

oL oo

i ——1
.‘. o

Note. Each Scale should also be prepared with the highest note first.

* The Semitones are printed in brackets, 10753



# mi. (A#—B D#-E, Fx *)/--——-f\ /—N

x

T Half Position. F/_—\

—1 -0

P2y

S AS

1

/—;\P‘N

@@"@W

S ___ —“-
[ ] | L W

ST 1T T S LW
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B mi. (c-D” F-G" A-Bb)

1o £

Al f‘b?})]o__
SV P—T— f S — |
s = S
. -2 —
1 1 brbjl fi@a;j-jih-~\\\:?\
o e
o ee¥ _— ’
2
ol T 1’\1’. 1, . 1 -
= l'g,i ! j:aﬂ—ﬂ = ﬁ'i ) —— %]'!

b, Ab- ‘
g Bma. (DF-E,ARB) " g

=

=

o .if.‘L‘4 4?\\\\‘\-~%.____;?*
/—1\ 2’_4.\
o8 B 1 ofe £ >
D—— E! ;5% %% |
e iti!t:t.-——*"’//// 4\\\\\*~._3_:f,,/
2_
n”#ﬁ /-'—""‘-\' "’X _/T\. ":;1
#‘t | : ' ﬁ l 0| 6 dal_i jl f f‘l !
\\37 .
) 1'4 4 ¥ 3 4 s
B mi. (C#-D, F#-G, A*-B.)
o # : ﬂ 'Fhrh 0

\4_,/4 |

4;§E_rff-

2ud Pogition.
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13t ¢ 314 Positions.

I\ »
Lo

:4\_./4/

| 3rd Position. %
1

35

¢ 3 2
2

. _.b AP B—(
‘nlle.(DE,GA,BC.) lhfhw'-ltf-

NV i

3

=

o +® 31 4

o I/Q;_E‘F\FF'

S s~ Qf

o] 1 h;hf‘%‘ Fb]"bP‘L

3
2

D’ ma" (F-Gb, c-Db)

. n 1

1 #_1.%‘##"
ng §4 1g=5h

l/‘ix o
—® 1 //"—‘————_-‘\
‘?‘2 P -
=<
— a

%) In this Scale, the hand must #o?¢ touch the body of the Violin.
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c# mi. (D#-E, G#-a, B#-C#.)/'\
fo b

g

o~

4 3
1 * 4 #* 4
X — o 1 i
© t19 T °
| XXVI.
D ma. (F#-G, c#-D.)
L iR feei . o
—é v’ : % \K_’/ i
1 /\E . —
J 7 lg T~
e fe s e N
0 — 2 2

’ D mi. (E-F, A-B’, c#-D.)
1 E E?hr"#géfﬁ

S astefefe

[
I

2

~— 1=

4
/_1—\0&%\
1

|
Sl
I
|
|

2
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E’ ma. (G-A", D-E?)
- y m =N b)
: o eE e
P ;/——\M 4 _
% % = '*:f == =

Y, (b)
2 4 .
- o 2
e ::M 1 g ol
|
lv‘ i *
%, | ===

E ma. (G#—A, D#—E.) /——\E— 3/4—“ v
et e w
3 g » @/\\ ﬂ:

T ow

Extension.  See Lesson XIII in this Book. 10758
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4
E mi. (F#-G, B-C, D#-E)

: @Eﬁm é/—\

===
3— ' :
vy BTNy B I Y

e L e e ey
g’

o
F ma. (A-B) E-F.)
Wﬁ) . . =t f

/'_\\/p.—\

| 1 E# Fq‘-?:_, 43 %
G . e

‘)
®
1)
T
k)
g co

%

Fmi. (G-Ab, C-D% E-F.) vl
= ) Len?fPe,

Ble o1 _ ' =

=S E@ o
= @”‘Jﬁwqo
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