BOWING
and left hand exercises

EJERCICIOS DE ARQUEO
¥ para la mano izquierda
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Also to be practised:
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ENHARMONIC CHANGES

The use of accidentals such as sharps (P and
flats (&), for raising and lowering any given tone
at will, also enables the so-called ~'Enharmonic
Change’, in which two different tones are rendered
identieal in pitch through use of either of the a -
bove - mentioned accidentals. For instance:

— is identical with —
es lo mismo gue =
iz identical with o e E——
_F;. es lo mismo gue :

The tuning of a well- tempered piano renders

these notes absolutely identical, although the per-

fection of intonation possible upon the Violin,
enables an infinitesimal difference between the
various intervals; for instance:

— to be stopped ﬂi}htl_‘f higher than
se debe parar aigo mdis alto gue
*) Careful attention to the Up - bow!
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is idemtical with
gs fo musmo gue
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CAMBIOS ENARMONICOS

£? uso de las alternciénes aceidentales, tales
como los sostenidos\ By bemoles \b) para subir & ba-
Jar voluntariamente cualguivr ivno, tambien fa -
eslita,lo que se llama el “Cambio Enarménico? en
el cual dos tonos diferentes llegan & ser idénticos
en la entonacion por el uso de cualguiera de las
elteraciines arrida citadas. Por ejemplo:

=

La entonacion de wn Pidno bien afinado pro-
duce estas notas absolutamente idénticas, aungie
{n entonacion perfecla, en el violin, Jueilita una
infinitesimal diferencia entre los varios tnfer -

is identical with
ex lo mirmo que

is identical with
e lo musmo Gue

valvs.Forejemplo:

slightly higher than
R poguilo mdas alto gue

=

*) Atenciin cuidadoss & Iz ewbida del ateo s
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SCALE OF F MINOR ‘ ESTALA DE F4 MENGR

Half- steps: G - Ab and E - F when ascending Semitonos: Soi - Lab y M- Ffo ascendente
Db.C and Ab-G when descending ‘ Reb-Do y Lab-Sol descendente
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Also to be practised:
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TONAL SHADING
Inerease and Decrease of Tone
Crescendo and Decrescendo

SR —
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The ability to vary and produce every possible
degree of topal shading is entirely dependent upon
the capable manipulation of the bow; with aid of
the latter the Violin can vie most successfully with
the human voice, in point of vocal quality and ex-
pressive feeling, as illustrated by the indescribable
charm and glowing tonal beauty which the fin-
ished artist imparts to his playing. Three prin -
cipal varieties of tonal shading are to be laken
up with the following exercises:

L.
Forte at the Nut Piuno at the Tip

Be careful not to scratch while starting at the
Nut. Use the wrist for increasiog.

MATICES DEL TONO
Aumento v dizminuieidn del tomo
Crescende y Decrescendo

——— e

—

fia habiisdad de varfar y producir todos los gra-
dos de matices de los tones, depende emferamente de
fa inteligencia de manejar ¢l arco. Oon la ayudade
date, ef violin puede competeir con el mayor suceso
con la vos kemana en cuanto a su calidad melodiosa
¥ semtimiento expresivo, que 3e sfustra por ¢l ndi -
soriptible encanto y la Aermosura colorida del tono,
gue ef ariisia perfecls comuniea & sus sonidos.
Tres variedades principales de matis fonal deben
esfudiarse en JoF siguienles efercicivs:

I..,

Forte en el falon Piano ex la punta
Cutdese de no rascar principiaonde em &l talon,
Use la muneca para crecer.

E g:‘_ﬁlfﬂ
Count: 8 piuno —_— forte
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Piano at the Nut Forfe at the Tip

Piano ex el talon Forte en la punta

E-_—'_-—_ﬂ_-:#ﬁﬁ_

forte

piano

Due to its natural construction the bow is heavi -
est at the nut, and lightest at the tip; in conse-
quence and during the actual process of playing
the bow will be much weaker at the tip than at the
nut, where the natural weight of the hand, increased
through its raised position, tends to add consider -
ably to that of the bow. In order to equalize this
difference, the following exercise, one of the most
serviceable for this purpose, is to be practised pi-
ane at the nut, Sorfe at the tip, It is highly recom-
mended by Prof, Auer, for strengthening and de-
veloping the students bowing ability,

Debido & sw consirucerén natural, el areo pesa
mas hacia el taldn que hacia da punta. For con-
stguiente, al tocar natural,el arco es mas dibil em
la punia gue hacia el talon, donde el peso natural
de fa mano awmenta por su posicion elevada, FPara
conlrarestar esfa diferencia, ef siguienie cfereieta,
uno de los mas utiles para este propésite, debe
ser pracifeade Piano en el taliny Forte rn la
punia. Kl Profesor Auer lo recomienda altamente
para ei derarroliv del argueo del estudiante.

Whale baw
Arguee entero
) m v 4
—y £ N | &% Ay N X ) —» Al L1 :ﬂ

[} mui

ﬁu,f?fp

"__-——---i —— T ——— e e T

bln v ,
s ] I
nut tip < — - — = = © =
i - : =
= = o o - - o B

BT T

d)

__—--——'-_

¥

e e ———— i —

(4]

iy

-+

-

AR

A

ik

=

=
o

% o

=

u“"‘%—u e —— e —e——

Cornwre lpve _%/ - .,



Whols bow
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Piano at the Nut and Tip Piano en el talon ¥ enla punia
Farfe at the Middle Forte en el medio del arco
piano — forte piano pinno — forfe ———__ pianno
When once the first two varieties (1 and IL) Una ves gue lns primeras dos variedndes
have been fairly mastered, this third variety (f g If) se hayan dominade esta lerceravarie-
{erescendo and decrescendo in the same bow) will dad (crescendo y decrescendo en el misma arguen)
present fewer difficulties. presendere menos dificultad.
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A RUSSIAN FOLKSONG

Oh Mother scold me not
Beeause I love him.

CANCION POPULAR RUSA

No me reganas madre
Esgue le amo,
Are. #j
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Never overlook

the

mic signsas well as the phraving ad
eTpression  marks.

different ayna-

L. A,

«) Dynamie Signs: signs

which indicate the varylng and
contrasting degreea of [ntensity or loudnesa in musical tones.
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Nunca olvide los diferentes signos de
matices, *) igualmente que los signos
de fraseo y de expresion. L. A.

calas.

&) Signos dé matices: sfgnos gue indican [os varios
grados de intensidad 0 fudrsa an log fonos mypuki =



ETUDE ESTCDIO

Saccade Bowing Kl argueo saccade
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THE POOR ORPHAN CHILD EL POBRE HUERFANO

R. Schumann
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Do not use the same [nger. no 8 wse of mismo dido.
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RECAPITULATION

of all major and minor scales

taken up thus far

Make a standing rule of practising at least
one seale every day, It is fhe sure road towards

technical facility.

C Muajor — Do mayor

4

RESUMEYN
de lodas las escales mayores ¥y menbres
kasta ahora enconlfradus.
Hagase una mgla constante de practicar por

{o menos una escala enda dia. K3 la via segura
tacia ln faeilided tfenica,

A Minor — fa menor
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SHARP SCALES
G Major — Sod mayor
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D Major — Re mayor

B Minor = 8% menor
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E Major — #i mauyor
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FLAT SCALES
F Major — Fr mayor
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ESCALAS CON BEMOLES

D Minor = K¢ menor
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BROKEN

C Major — Do mayor

CHORDS
in all keys taken up thus far

At first three then six notes in a bow,

ACORDES

en fodas las llaves hasla ahora consideradas
Al principiar ires notasy despues sexs nofns en un

aTyues.

QUEBRADOS

A Minor— Lea menor
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Half -steps: D}-E and A}-P

SCALE OF B MAJOR |

Preparation:
Preparacion:

cl
n

ESCALA DE SI MAYOR

Semitonos: Rep - Mi y Laf-Si
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THE HALF - POSITION

Thus far, only the Firs¢é Posifion  repre-
~enting the fundamental and principal basis of all
position playing, has been employed, In addition
to the First,there are many other positions em
ployed in Viclin playing. For present purposes
only one additional position the Hulf Powitiva
will be taken up, while the rest will be discussed
at length in Parts II[LIVand V of this method. For
playing in the Half Position the left hand must
be plared somewhat lower, than for the Frsihold
ing it considerably nearer to the peg box. The
first finger must be placed very close to the nut
for saddle) one-Half step, and the second finger
close to the first, one whole step distance from
the open string. The difference in fingering on
each of the four strings, is illustrated in the fol-
lowing examples:-

L4 MEDIA POSICION

Hasta ahora so Ra empleado unicamente la Pri-
mera Posicidn,fa cwal es la base fundamental y prin-
cipal para tocar enlas demas posicionss. ddemas de
la Primera, Aay otras posiciones qgue seusan en &l
violin. Por el momento camos & considarar solamente
wna posicion adicional, la Media Posicidnmostrando
las otras en la 8%, 49 y 50 partedeestemétoao. Fara
tocar en la media posicidn se pone la mano Gguierda algo
més baja gue parala primera posiciin, acercandols
consideradiemonis a la oafa de las clavijas Kl primer
dedo s¢ pone muy ceroa de la cejuela, un semifone, y
¢l segundo dedo eerea del primere, un tono de ia
ewerda ai aire. La diferencia en la digitaciin en
sada una de fas ¢nafro cuerdas se demuaiira en
los efemplos siguienies:-

Half Step
Semitono
a M b [
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SCALE OF G MINOR ESCALA DE SOLY MENOR

Half-steps: A$-B and Fx-G§ when ascending Semitonovs: Lab- 5i y Fax-Soi} ascendente
E-Dfand B - A§ when descending Mi-Repy 5S¢ - La} descendente
al Half Position = Semdporiciin. b'*'H v &

Preparation: e
Preparacion: e

Pupil
Discipulo (
191

Teucher
Muestro
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SCALE OF Db MAJOR ESCALA DE REb MAYOR

Half -steps: F- Gb and C- Db Semstonos: Fa-Sols y Do- Reb
First Position (no longer Half Position) FPrimera posicion (no mas [a mediana)

Preparation:
Freparacion:
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SCALE OF Bb MINOR ESCALA DE SIb MENOR

Half- steps: C - Db and A - Bb when ascending Semitonos: Do - Reby Ln-5ih ascendente
Gh-F and Db-C when descending Sulb- e y Reb-Do descendents

Preparation:
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EMBELLISHMENTS OR GRACE NOTES

Vocal and instrumental music can be enhanced
and beautified to a great extent through the introduc-
tion of so-called ormaments or embellishments, which,
while rot essential to the melndy or harmony of a com-
position, imbue it with an indescribable amount of grace
and enlivening beauty. Embellishments have been used
since the very starl of music; authorilatively they can
be traced back as far as two-hundred and fifty
years and Philip Emanuel Bach,son of the great
Johann Sebastian Bach, was the first to collect
and sysiematize them,

For the immediate purposes of the beginner the
following Grace notes are to be considered; (1) The
long and (2) the short Appoggiatura® These em-
bellishments occur as single grace noles immedi -
ately befors a principal note as follows:-

1 The lomg Appopgialura written as a small guar-
ter or eighth note preceeding its main nole:-

NOTAS DE ADORNO

La maisica vocal e instrumental se puede ene
beflecer y hermosenr mucho por medio de adornos,
los ewnles,qiengue no siendo esenciales para la me -
lodiaé urmonin de una composicion,le dun wee gmi-
cire indiscriptible y una Ahermo sura animnda  Los
adornos Se han ewmpleado desde el principio de la
wmusica, duloritativumente se puede acosar ol uso de
los mimmos Ance doseientos evncuenta aiios, ¥
Felipe Emanuvelo Boach, Mijo dal célebre Juan
Sebastiano BHach, fué el primereo en coleccionanlos,
y sistema ticarlos,

Fura los primeros propositos del principiante
deben considerarse los siguientes adornos: ¢1) ILa
apoyatura lege y(2) e apoyatura breve® Kstos ador.
nos ocurren en la forme de notas de adomo sueltas
muneditiaments antes de su noin  principal, como sigue;

1 La apoyatura larga e esoribe como una peguena
negra © curchea precedente d su nola principal:-
Played - Se foea

As will be seen from lhe abowe the duration of
the small note properly corresponds to its time-
value if written as a large note, and taking half
tha value of its following note.

If the long Appoggintura occurs before a dot-
ted note it takes two-thirds of the latterk time value:-

Como se ve arriba la duracion de la nota pe-
guedia &5 comforms d su valor escrifo como mola
larga, tomando la matad del valor de la nota

que Sigue;
Cuando la spoyatura larga precede una mota con
puniillo loma dos lerceras partes del wilor de la ul-

Tl
Played - §e foca

el

2 The shor? Appoggiafura written as a small eighth
or sixteenth note with a slanting styoke through the
hook -

[

2 La apoyatura breve se eseribe en forma de una
peyuenia corchea o semicorchen, con una rayita ob-
licura que atraviese el corchele:

Played - S¢ foca

As illustrated in the above the small note in
this case is played swiftly, and receives onlya very
slight portion of the principal note’s time - value,
regulated in turn by the speed of the movement,

The appoggrature before a nole must occur ex-
actly wpon the beat, not in advance of it.

*)This word is derived from the [tallan*wppoggiare”und
meana:To fean on. It takes the accent from the following
note.
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‘de su
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Comao se demuesim arriba, e esfe enso se foca
la nofa pequeria ligeramente y guita de la  nota
principal solamenie una wuy insignificants parle
vialor, gue se arregin pur la rapides del
movimiento,

& absoluiumende necesnrio gue la apoyalura
antes ds wung nole cewrre excelamente en su fiem-
PO propiv, y gue av se anlicipe.

*) Kita paicbra s derfvada del ftaliano “appo
FuIErE

ara' gy
fur acentuese esta. ¥ foma of acenio avia sdpud.
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