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The Pugnani ' Prelude” is a wonderful ex-
ample for the grand marielé stroke, and is one
of the most characteristic examples for this
style of bowing to be found in the whole li -
terature of the violin.
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FI “Preludio” de Pugnani ¢s un ejemplo
admiradle para el martelé grande y €3 wuno
de los ejemplos mas caracteristicos para este
estilo de argueamiento gue puede enconérarse
em foda fa NWteratura del Fiolin,



THE THUMB

In playing the violin the thumb is of great-
est importance, as without it the violin could
not be held by the player.

As already mentioned in Part One (p. 21)
of this Method, the Violin should be held be-
tween the first joint of the thumb and the
third joint of the forefinger. The most com -
venient position for the thumb to take in the
first position, is directly opposite the first joint
of the first finger, and this applies to the se -
cond, third and fourth positions as well, Qo
not press the thumb strongly against the neck
of the wiolia - on the contrary, make sure that
it is held loosely, and do not let it stick to the
neck of the instrument.

The position of the thumb must be a natural
one, ard it must be held passably straight.

CORERECT CORRECTO

Exta o8 la correctas
conpanients manera de su-

Jetar e pulgar para i
cambio de FGII-CI'I;‘II.

Thi= 15 the correet and
conventent manner of hold-
ing the thumb for change of
position,

The thumb must not be held in a cramped or
rigid manner, and if it is pressed too tightly a-
gainst the neck of the vielin, the flexibility of the
hand ia diminished, the whole mechanical action
of the left hand is obstructed and becomes stiff
and clumsy.
the thumb against the neck of the wiolin may

Aside from this, the pressure of

greatly hinder ease and convenience in change of
position.

Cornite oo ol
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EL PULGAR

Tocando ¢f Violin, el dedv pulgar es de
gran impertancia y sin ¢, «f Fiolin no podria
sujelarse por el ejeculanie,

Como ya se Aa memcionado en la primera
parte de este matodo, (p. 21) el Fiolin debe
sujetarse enire la primera conyunfura del pul-
gar y la tercera del dedo indice. La posicion
mas conveniente del pulgar para tocar en la
primera posicion, es exaciamenis opuesio a la
primera conyuntura del primer dedo y lo mis-
mo se aplica a la segunda posicion. No se
apriecte el pulgar conira el mango del Violin
-muy al contrario, estise seguro de gue =se
sostenga ligero § no se deje pegar al mango
ded insirumento.

La posieion del pulgar debe ser natural y
debe estar pasaderamente derecho.

INCORRECT | INCORRECTO

o,

Thia is not gond. Here
the thumb is bent ioward 1o
oo greal an extent, and is
too r0T, Besides, when held
thus, it is apt to touch the
G string, which is strietly
forbidden.

Kata no dsta bien, dghi
of pulgar eila demaitade
inelingdo Aacia deniro y
#8 demasiado fieso. Ade-
mays, cuando & Fujola
agi, &l #s aplo a focar Ila
cuarfs ewerda, o cual o
s#africtamente prodibido,

Kl pulgns no dede sujofarse de un modo ri-
gido, pues 5i 3¢ aprieta demasiado comtra el
mango del Piolin la flexibilidad de la mano
es disminwids, {n aceion mecdniea de la mano
izquierda es destruida y se endurece. A parte
de esto, la presiom del pulgar contra el mango
del Violin dasia grandemente a la facilidad
con gue se debe cambiar de posicicn,



MOTTO
“The strings, my lord, are false"

Shakespeare: “Julius Caesar”

HOW TO TUNE THE VIOLIN

Owing to the structure of the vielin it is
necessary Lo tune it frequently; for, in spite
of all its great advantages, this is the great
disadvantage of the instrument. The everlast-
ing tuning of its strings is wearisome and mo-
nctonous; yet it is very essential.

Rule One: Tune guietly, softly/ Tuning is
not pleasant to listen to; and the violin in gen-
eral is more easily brought to ideal purity of
pitch if the strings are touched softly, and not
in a rough, noisy manner

The following is a characteristic comment
on the importance of a violin being tuned true
to pitch:

When the violinist begins to play an instru-
ment with strings which have not been properly
tuned, he resembles a card - player to whom poor
cards have been delt at the beginning of the
game. He is bound to lose it.

THE SORDINO

The Sordino or Mute is a small instrument
attached to the upper part of the bridge, between
the strings, and which materially dampens the
sound of the strings. The best mute is a wooden
one.

SORDINC OR MUTE

T

Wooden Muis (Fromt View)
Surding de maders (Fisia de Fronts
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REFRAN

“Las cuerdas, mi Dios, son falsas"
Shakespeare: "Julio Cesar”

COMO SE AFINA EL VIOLIN

Dedido a la consiruceion del Fiolin es
necesario afinarlo frecuentemente, ¥ a pesar
ds sus prandes vemiajas #ila é3 una gram drs
ventaja del insirumento. Kl comiinuo afina -
mienic de las cuerdas es fastidivso y monotono:
sin embargo es muy esencial,

Regla Primera: Afinese quietamente,
suavemente! No e5 muy agradadle el oiree
aftnar y ol Fiolin en general es mas facilmente
afvnado 57 [as cuerdas se focan Suavements ¥
noe Sruseo ¥y ruwidoso.

La siguiente ¢35 wna caracierisiica comen -
iacion de la imporiancia de un Violin afinado
correcfamente :

Cuando &l Fiolinisia empiesa ¢ focar un
instrumento cuyas cuerdas no estan propiamente
afinadas, 3¢ parece a un jugador de cartas gue
le Aan dado malas cartas al primnespiar el juego.
Kl estd destinado a perder.

LA SORDINA

La sordina 3 un pegusfic imsirumenic gue
3¢ coloca en la parts alfa del puente, enfre las
cuerdas, en la cual materialmente depende el
sonido de las cuerdas. La mejor sordina ez la
de maders.

DE LA SORDINA

Hew Biyle Msial Muis
Auape Fsitilo Sordina de Melal



THE STRINGS

In order to secure correct intonation in
playing, it is most essenlial to use strings
which are true in 'fifths".

It is better to change a. string than to prac-
tice on one which it not true.

A strings purity of intonation may be as-
certained by holding it stretched out firmly at
both ends, and causing it to vibrate by a touch
of the finger. If the string vibrates equally,
without a line being noticeable between the
vibrations, then lhe string will produce "‘true
fifths”

Position for testing the purity of a string:

LAS CUERDAS

Kn orden de asegurar unn eorrecta nfina.
ciom  ed Ernncmf el usar cuerdas yue produscan
seguras Quintas” £s mejor cambiar una cuer-
da gue mo praclicar en wuna gue no sea perfecta.

La puresa de enfonacion de wna cuwerda
puede aseriarce sujetandola y estirandola de
ambos exiremos y Aaceria vibrar con un dedo.
St la euerda vidra sgualmente svn notarse wna
{tnen enlre las vibraciones, enfonces la cuerda
produce "Quintas perfectas”.

I Posicion para probar ln puresa de las cuerdns:

Vibrations of a true string (Showing two per-
fectly curved lines)

Vibraciones de una cuerda pura (Demosirando
dos perfectas lineas curvas)

-

e

Vibrations of a false string (Showing an addi-
tional middle line)

Fibraciones de unu cverdn fulsa (Demosirand
wuna Jinea adizsonal en el wedio)

- ———

—————
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TIME

from the
very first beginning of the study of the violin
-and this holds good of the study of music in
general- to keep strict time and to play well
in rhythm,

Rhythm in music may be compared to the
bones cf the human body, around which every-
thing else is built. Without bones the body
would be no more than a jellylike mass.

It is of the utmost importance,

LA MEDIDA

Kz de mucha importancia, desde ol verdades-
ro principio del esiudio del Fiolin (y esto
manfiene bien el sstudio de miisica en geme-
ral) maniener esiricta medida y locar bien
em rifmo,

Fi ritmo en mouisica puede comparares con
loz Aweses del cuerpo Aumano gue fodo lo de-

mas esta construido en su alrededor, Sin Au-
esos ol cuerpo mo seria mas gue una masa de

Jalea.

There can be no music without rdythm/
L. A.

No puede existir musica sin ritmo
L 4

It is true that everyone has the sense of
rhythm developed to a greater or lesser degree.
Not only does our heart beat rhythmically, not
only do we walk in rhythm, but each one of us,
to a certain extent, possesses a general feeling
for rhythm. This rhythmic sense, however, is
marked in a wery different manner in the case
of different individuals. Some possess a very
powerful sense of rhythm, while in the case of
others the sense of rhythm is weak. Yet a weak
sense of rhythm is capable of decided develop -
ment, and may be strengthened by means of con-
scientious and attentive work.

In the case of beginners, rhythm is best de-
veloped and controlled &y counfimg. One should
demand of each pupil that he count conscien -
tiously and attentively. When a pupil brings a
piece to his lesson full of rhythmie mistakes, it
is a clear sign that he is disorderly and thought-
less, and that he has practiced without count -
ing. This must positively mot be allowed.

Mozart himself is the author of a most char-
acteristic and valuable commenl regarding this
point, Writing to his father about a talented
young girl, whom he had heard play the piano,
he says:

“She will never learn the most difficult and
necessary part of music -that is fime- because
from her earliest youth on she has been used
to pluying out of fime/”

@//{/}z c_/%( %x V¢
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Kz cierto gue cadn wumo liene wn senfido dis-
finfo del riimo. No solaments muesire corasom
falte riftmicalmenie, no solamenie caminamos com
rifmo Sino gus cuda uno de mosofros MAasia
cierfo punto, poseemos um senlimienio gemeral
por el ritmo, Kste sentido ritmico, como gui-
era gue sea e5 marcado de muy diferentes mo-
dos depende en ln diferenfe individvalidad.
Algunos poseen un ritmo muy podeross, Sen -
fido del Ritmo: Miemiras en algunos casos el
ritmo es pobre. Sin embargo un sentido pobre
de ritmo es apto a desarrollarce por medio de
eficds y alento trabajo.

Kn ol caso e un principiante ol ritmo se
desarrolla y controla mejor contando. Une debe
pedir d¢ cada alummno gus cuenfe cuidndosa -
mente y muy alenfs, Cuando un diseipulo leva
una pieza o leccion llema de equivocaciomes ril-
wicas es ln mejor prueba de gue es desordena-
do en tus esludios y yue Aa esiudicdo sin com-
fnr. Esto positivamente no debe permitirse.

Kl wismn Mozart es aufor de las mas car -
welarisiicas ¥ vniluables recomendaciones referente
@ exle punto, Kseribiendo wna ves d su padre
subre wna wmuchacha com talenfo @ gwiem &l An-
Sia oido focrr el piamo decia:

“Elila nunoa aprenderd lan paris mas dificsi
¥ mecesaria de In musien -gue o8 tismpo- por -
gue desds su temprana edad se As acosium -
érade a focar fuera de tiempol”



Technical Supplement

Consisting of a Series of Daily Exercises
for gaining Flexibility of the Left
Hand Fingers and Dexterity in
Various Styles of Bowing

—

Specially written for Part I of this Method
by
PROFESSOR LEOPOLD AUER
and Adapted and Varied for this Part I
by the Author

A O

DAILY EXERCISES
for the Second and Third Positions
and Martelé Bowing

The excellent Finger and Bowing Exercises
provided by Prol. Auer for Part Il of this Method,
will be met with again in the following Technical
Supplement in varied form, as they have proven
themselves admirably adapted as preliminary in-
structive material for the higher positions, as well
as for varied bowings of every kind.

A particular suggestion as to how these Daily
Exercises are to be practised is of importance.
It is to be undersiood at the very outset, that
all of them are not to be practised every day,
one after the other. Quite to the contrary, the
student should plan his stody in systematic man-
ner, for while studying the third position, the
Daily Exercises for this position (page 254)
and while studying the second position, the re-
specltive Daily Exercises for the second position
(page 244 ) should be taken up simultaneously.

It is to be particularly impressed uporn the
pupil that too many of the Variations should not
be taken up at the same time, five every day
being sufficient, and that they should always
be practised slowly and cargfuily.

In studying them with exacting care in this
manner the student will gain confidence and se-
curity in the various higher positions, in addi -
tion to speedy and expert development of his
bowimg,
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Suplemento Técnico

Consistiendo en series de ejercicios diarios
para ganar flexibilidad en los dedos de
la mano izquierda y destreza en
varios estilos de arqueamiento

—_—e

Especialmente escritos para la I12 Parte de este Método
por el
PROFESOR LEOPOLDO AUER
y adaptados y variados para esta Parte 111
por la autors

e B

EJERCICIOS DIARIOS
para la segunda y tercera posicion
v arqueamiento “martele”

Los excelentes ejercicios para los dedos y
el arco proveidos por el Prof. Auer para la
IT parte de este melodo pe enconirardn olra
ves en el siguiente suplemenio téenico en vari-
ada forma Aabiendose prodado admirable ma-
terie preliminar para las posiciones aillas
trualmente gue para varios arqueamienios de
varias formas.

I'ma particular indicacidn em cuanto como
estos efercicios diarios deben praclicarse es
de importancia. Ks de comprender desde buen
principio, gue, todos ellos no deben practicarse
diariamente, uno fres ofro, muy al comirario,
el estudiante dede planear el estudio sistema -
ticamente por cuwanto estudiando la tercéera
pusicion, lox epercicios diarios para esta posi-
cion (pagina 254 ) y mientras estudiando la
segunda posicion (pagina 244 ) deben lomarse
simulianeamente,

Debe estar particularmente impreso en el
estudiante gue no dedben lomarse muchas de
las variaciones a un tlempo, cinco cada dis es
suficiente y ellas deben siempre practicarse
despacio y cuidadosamente.

Kstudiandose con cuidado de este modo el
estudiante gamara confidencia y seguridad on
las posiciones aitas, en adicion a velocidad y
desarrolly de su argueamienio.



DAILY FINGER AND BOWING EXERCISES EJERCICIOS DIARIOS PARA LOS DEDOS Y EL ARCO
for the Second Position en la segunda posicion
First Exercise: G Btring and D String Primer  ejercicio: Cuerda Sol y cuerda Re

1 x! e e s e B e e s o
%_'*F :i:ug:i:.giﬁ_jﬁu = SoS T S :

e
T&f’.. # : oz Ty Tqm z 4 '3 4 4
Use the same fingersfor all the variations. I Lse los mizmos dedos para todes las variaciomes.
Use this section of the bow: Lse esta seccion del arco:
R A
: 2 ———
L I 1 1 ' - - .} . 1 [ —
IYEI‘.%&HJ —— T ———
D P e S S R T LR
Keep the first finger down _ Mastenga vl primer dedo abajo
T S T e =]
r, ¥/ h—-/ — — e — —

¢ e b v ¥

Use bow: . g 2 short L
0.

2 short
Lie areo: strokesat B B - A girokesat A e
I] ‘?ﬂ.r. $ . i I il ! 'i—: E T I i i i i i !I [E + 3 1 —1 ;
t] i_.ﬂ"" -'- E — r . " ~SHr EI_/ ;' * ;-‘l -

2 sevian road,
arcadss an K ™ ;.

l
g;,* Y1 = - 'iF-?riH%——q_d:EIl
» e S — ~ :l;:t_—&is‘j:q‘j‘:l'.—.'j—
- - S

d T ATVE AT VN VE ML . = —
Use bow: 2 Sirokes 2 sirok
v arco ?'tl A A-B “mﬂ' B - A ele
1 et pE a2 - —— . pprp——
IIl Var. #{‘: il | {——— : — —F--;ﬁ
- —
S B Tl e i o e
2 areadas in R
in A
— 14 1 lT e _! ry e .. 14 P - F' } 4 e ] kb | - —
g E 1 1 1 1 j" 1 i L 1 - 1 1 1 1 1 1 1 | 1 1 F: 1 |4 - :I
v qw- Jb!"ij i o _i S iAo o S T e o

o %! Finger on buth strings simultaneously
w| ¥ Dedo en ambow cusrdusr slmuliansaments
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SECOND POSITION ‘
First Exercise: D String and A String Primer

SEGUNDA POSICION
ejereicio: Cuerda Re y cuerda La

T
B
Same fingering — Jfos mismos dedos
ﬂ
t 1 T
I Var. === === aa=ro=o—iois
Manrenga ¢f primer dedo abajo

e
Keep the first finger down -

o |

L]

#} 1at Finger on hoth strings simniltansously

Cormire s et )

E manlmen T
l #) fr Dado en ambas cusrdas simullansamants
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SECOND POSITION SEGUNDA POSICION
First Exercise: A Btring and E String Primer ejercicio: Cuerda La y cuerda Mi

B A
Same f[ingering — JLof mismos dedos

e T e S P — ara
I Var. I - — 1 11#%3#

— - —— k]
Keep the first finger down — Manfenga el primer dedo abajo

e — P ar Y Lo
— Rt erises o o 1
{ 1 1 +

1 1 1 L lii

) - - ol e A LT
Use bow: 2 strokes
Tse arco: 2~ B Aspromen._A st
, - . — . ~ . s = s — . .
¥ - . T | . T I 1 F IIF _;i F .i F
I1 Var. i ' | F— —— e — - B o e —
2 golpes 2 goipes
&n & én A
— = i E -~ - — ool ~ - P T o an— w ¥
2
SoiEiEustis ooomissstgsdemissoooeomim |
Use bow: g strokes 2 strokes
Ose arcos gt A A~-B u_ﬂ_ B-A 5

I-,ﬁ*FI#IF.-;I.'Pl_

—rh_ - o

A F L~ : — -
111 Var. E 1 E I EF 1 F 1 E
2 goipes

2 golprs
en A &a B

_
Avefe S e SE e S e S e e e

=
)
|
N\
3
lr‘j
1)
™)
TR
T
IL.g
i
\
Y
1IN}
[TH1Y

B Fa o Koo I~ e — :.‘H'
— —_— — o~ =
- ] -] ] L .
e e e e e
- —
*)ist Finger on both strings simultaneously I #) fr Dado en ambas cuerdas sfmultansaments
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SECOND POSITION
SBeocond Exercise: G String and D String

SEGUNDA POSICION
Segundo ejereieio: Cuerda Sol y cuerda Re

Ma.... - - & 4 4 4 4 4
L e Il e s o e pepes  pee—
#ﬂ—— T 1 -d 1 _‘I m o 1 | 1 1 l
v ¥ - . OB - 2 2 3B |
'] o 2 a
B LS T ) 4 2 3
SSEESESITSSE R ===———==—— |
¥ - e F I T ded e &
I corsmrasesnssaneies S 1 1 11 Boisiicicas:
— —_—
B A
Use same fingering — 5'? Jos, n?ua: dedos
I H.:I* [ _-Fr rp——, rraerre—; F—— |*
Ivar, BT He o9 B ===
4 P S— —
D) ¥+ wi¥ +j¢ - LA
= e  —— anr
== - = T e — —— -
o ! L EJ k4 +
Ff=v= FSEEEE=SEesma=aa=u =
L > ) v v - v Sygeiey =
Use same part of the bow: A-B _ Use In misma parte del arco: 4-F
8 in one bow: 8 ato:
slowly quic
1 H_i ?I * AEwTE— IF AL LT
I Yar. = < = = _ £ -
v h' k4 -:\..,_,...-f p'. - —_— T )
4 e mn arco J.Hrnmda.l
despacio deprisa
$ 4 t 11 —1 1 I e == 'r_-ﬂ[’:—'
—— Ees=Scire- ===
! - L -

| e -
S e AR EE D
v, 6 - 4 i i‘ i‘ 'd'
) 4th Finger on both strings ) 40 Dedo en mhl-l cusrday
«#) 188 Pinger on both stringe aa) fT Bedo #n ambas cusrdas

Cornire o %x 7



L |- ] } 1 ! T T — Im
Il Var. %h‘—-—i o i = 3 . E=
© > T - - - v - !
i S
j 1 ] b | | | | — 1 T H] 4 H — & T I
‘ £ ‘E"" e e e e
) C— — T = = =3

1
y
'1;:’
« Ll
i
LIl
L8
]
L YiE
il
ol
(i
o
| ¥
= ===

s S L e
alowly elowly
devpacio devpacio
Esnlﬂt Eutck
Fisa e prica
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o ¥ @ G @ * 4je & T -~
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N MG EAG ARG ARG A AE A5 21 g T aa
slowly wlow iy
degpario denpraio
lli;""ﬁ: flch
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SECOND POSITION

SEGUNDA POSICION
Second Exercise: D Siring and A Biring

Begundo ejereieio: Cuerdn Ke y euerda La

| - & & 24 24,84 314
'“‘LT.E'E,.'::- #ﬁﬁﬁmnl.ll —=
H — — .
_L. L#
H__1_ T 1 1 T ' “_H T - i
— e 1 1 O 1 24
Ve sy =1
B

Same fingering — ZLos mismos dedos

I Var. %’.ﬁ e = S=====
=

- — .
] g
I i 1 1 1 _qi:hFH—-_h ;E t- -_‘ ‘_
a1 === i _L " »

A
%VW—;_:—J—_I‘A:E_'_._&;-—; —— — — —

FES ST = o=t r=

A 44
N

slowly gulckly slowly quickly
degpacio drprisa drspacie daprisa

- .-r"';"x — ) o
II Var. ba :

e e e e

») &b Finger on both strings
==) 1%t Finger on both strings

‘%5;//4'}; L%( %f 14

#) B Dedo en ambax cuerdas
wn) 15 Delp #m ambas cusrdas




ulek slowly nirk alawly
3‘;1#1'“ despacio L despacio

E=r==—ce s =s==
-y ——

alawly slowly
ﬁwd‘a degpacio
3ul|:k gnlnk
tprfla

1 .: '_ = —'_.f"r:.‘_"“?{'_f rf rf- = T
IV Var. : M ———r e . —p——_F:I ] "—_F:-l
el _J W — — * — » -

lowly Btﬂlr.
quick quick i
deprisa deprizsa
" — N .‘\‘ h .'-"'i ..\P_H:'_
V Var. & e L ste evE. m | SSms S =
0 G s ==

[ |~ [
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SECOND POSITION SEGUNDA POSICION

Becond Exercise: A String and E String Segundo ejercicio: Cuerda La y cuerda Mi
e 2 e s aste (ieiebiotl s R
- 1 ] ] . A = =1 = -
“:hpﬁ._q.l'_‘_hp h F_'_“," r F" ez '!r.g 'f — 11 1 !
1 ) 2 3 a 4
a ba 2 he A% .4, 4, 5 ,,3

Same fingering — Jfos mismos dedos
M £ £z - £ £ : E . B
r—'—P—F:h::F: 4 =
I Var h I  E—r = 1 I #I e ]
3]
befotefabalpaliare 2 2 phe 2 o o
ﬁ—ﬂ—_&i—d——-—" = — — -i[___f = = =
)]
te o === 1
slowly quick slowly quick
dezpacio drprisa despacio d-pr.i':n i
n.-"'—"'-- . .-""E'-.. - ..-_E--.. ) '& ) —— . i
- & 4 . . — E =3 a 1 -F—--
II Tﬂr. ﬁﬂ— T i #_ 7 1 - i $ 1 .
—— . — . B A— - . —— . P
PEPATE A E T 1S g £ p _abs 2 5 5
o e
ﬂ =
——
- . — & - —— - . — L] -
= E=sc== === —
1 ey | 1 - | 1 i L L 1 ) 1 d
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