FINGER EXERCISES

for Every Day in the Week
i The Vielinists* Daily Dozen™)

It is probably superfluous to remark that finger
exercises are an essential for strengthening the
mustles of the fingers of the left hand. However,
in order that the student may have the benefit of
some little wariety I have here, aside [rom the ex-
ercises by Professor Auer (See p.4i8), supplied
additional ones, from which a chuice may be made,
The hand should be held quiet and the fingers only
ghould move.

EJERCICIOS DE DEDOS

para eada dia de la Semana
Tha “Buesna Digria” ded viclindsta,)

Ks probablomente superflue adveriir gue ejerei-
cios de dedos es esencial pura fortalecer los muscn-
los de los dedos de {a mano isguierda, sin embargs,
para gue ol estudiante pueda acogerse al bemefieiv
de un poco de variedad, he puesto agui, aparte de
los ejereicios del Profesor Auer (vease p 418) algu-
nos adicionales, y de los cuales alguno se puede
escajer. La mano debe permanccer §uiela ¥ W=
camenfe los dedos deben moverse,

MONDAY LUNES
Elowly; every note clear and distinct. Despacio; cada nota clara y distinia,
a) . I < i = = = - " - - - =2 Z = = =
A e A, e— P .
o "nﬁ - 1 11 - -_m o |

353

F 4

F’

—
- “
.4 = r - S— . '—-'_'_I-ﬂ
I - : - !' .i__._._._.u
TUESDAY MARTES
b)
i I | I 1 - I_d._ 1 T dj_‘ ﬂﬂ

.

n
— .
—-_— — |
1 . -
| | T B
#) Practise 2 notes 10 a bow gt first, slowly, then & w) Praciigusse 2 nofas en cada argueo, Ienfaments
notns, ad principio, y dexpuss & nolas,
Vo

AUt F) '
"VZ/.«%;’? @%fﬁ Ve

Crd7



-r"'_"l-.\
= e reaPresl:

Cormsrr < ff//;; e /}fz’xzﬁ

61



SABADO

ACCENTS

An accent ig a4 pressure or emphasis given a
certain note; either in order to indicale ils posi-
tion in the measure, or its relative importance
with regard to the composition. Accents lend
great life and meaning to playing, and should
never be overlooked. An accent should be clear-
ly audible even in places where a piane is indi-
cated. [t might be mentioned than an accent
muet occur 4f once, at the very beginning of the

respeciive bow- siroke, and not increase, in the
middle of the stroke.

You must feel and express the
rhythmical accent. L. A.

Playing without accenfuaiion iz
Iike soup without sall. L. A.
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ACENTOS

Kl acento es una presion 6 acenfuaciin dada
a clerfa nota, paraindicar su posicidn en la me-
dida o bien de relativa importancia con respeto
& la composicion. Los acentos dan vida y signi-
JSicacion cuando se foca, y nunca deden ser olvi-
dados. Un acento debe ser claramente audible
hastn en lugares donde se indigue piano, Debo
mencionar gue un acentfo debe ocurrir enseguidrs
én ¢l mesmo principio del respeciivo golpa de
areco, ¥ no lo aumenie ewando llegue sn medio.

Debe usted sentir ¥ expresar el
acento ritmico, L A

Tocar sin acentuicion es como
sopa sin sal. L o




SCHERZO SCHERZO

Tome note de la smportancia de los acentos
en ésfa composicidn,

Take notice of the importance of the ac-
cents jn this composition.
L. van Beethoven

Arranged by
Arregiada pnr; M.-B.
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SFORZATO

The word sforzate means ' forced) and is an
accent which must be indicated with greater vigor
than the ordinary one. Care should be taken not
to “acratch” when making it: use plenty of bow,

The widrafo employed in connection with the

sforsafo gives it a more violent effect.

wil

SFORZATO

La paladra sforzato significa forsads” y es
un gcento gue dede indicarse con mucho mds vi-
gor que el wsual. Debe tomarse curdado, sin em-
bargo, de no“rascar” cuendo se Aage: wse woanho arco.

El vibrate empleado en conjuncidn con el sforza-
to da al mismo un efecéo mas violente.

In playing the violin, ane showld always
know the ''Why" and "Hsra_fbra'" of things,
otharwize one may de suceessful on one vcca-
sion and nof on anolher. L. A.

Tocando el violin, uno debe siempre saber
el “l’o:qué“ ¥ “Por cual motive” de las cosas;

de lo conirario uno puede ser afortunado en una

ocasion y no en Otra, L. A
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PORTAMENTO

This is the name given the smooth and
intimate interconnection of two tones in dif-
ferent positions, somewhat more deliberate than
the Jegato, and admitting of a slight, though
very rapid glissando. The portamento is only
used in legato- playing when both tones are
connected by & sfur and may be used when
ascending as well as when descending.

The poriamentse should be used with dis-
crimination with great care, and only on rare
occasions; yet when played in an artistic and
adequate manner, it is wonderfully effective.

The tempo at which the portamento is to be
taken naturally depends on the tempo of the
regpective composition in which it is used.

Where there is no slur, no porfamendo should
be used. One porfamento cannot immediately
be followed by another, for instance, an up-
-bow and down-bow. One slight gfisses

is permiusible.

Ne siur, no slide -
a great rule! | .

Example of Portamento

ﬂ

PORTAMENTO

Kste es el nombre dado a la suave é intima
infercomeccion de dos donos en diferenfes posi-
clones algo mas premedifado gue un legato,
admitiendo como un ligeroy muy rapido glisan-
do. Fi portamento es wnicamente usado cuando
se toca legato cnando ambos fomos son conecln-
des per una ligadura, ¥ puede ser susado lo
mismo cuando se asciende gue cuando se des-
cienda.

£{ portamento debe usarse con muy Suen
gusta, con gran cuddedo y unicamende en ex-
fraordinarias ocasiones; mas simn embargo &4
se foca de una manera arfistica y adecuada,
es grandemenia efeciive.

Kl compds en gue el porfamento debe ser
tomado, depende naturalmente, del compdsde la
raspecéiiva composician én la cual se usza.

Donde no haye {igadura, no debe usarse porta-
mento. Un portamento no debe ser snmediatamen-
ie precedido por oive, por éjemplo,un arco Aacia
arriba y un arco haeia adayo. Un ligero glissez

es permisidle.

Ne ligadura, no portamento-
una gran regla! LA

Ejemplo de Portamento
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DIFFERENT VARIETIES OF THE TRILL DIFERENTES VARIEDADES DE TRINO
The Broken Trill (Brisée) Trino separado (Brisée)
Invartnd Trill Trino imvertido
Chain of Trills Cadena de Trinos
Double Trill Dobles Trinos
Accompanied Trill Trinos acompaRados
THE BROKEN TRILL EL TRINO SEPARADO
The broken trill (3risde) is the name given a num- Kl irino separado (brisée) es el nombre dudo a
ber of short trills interrupted by ordinary tones. una terie de irinos corfos inferrumpido por nolas
Broken trills may occur either in ascending or de- ordinarias. Trinos separados pusden ocurrir en
scending passages. When ascending, broken trills pasajes o mismo subtendo gue bajando, Cuando se
are played swith an afterbeat, when descending asciendes, {rinoy separados se focan a tiempo, enan-
wifhout an afterbeat. do se desciende sin contra- tiempo.
DESCENDING BROKEN TRILL TRINO SEPARADO DESCENCIENTE
™ 2
2 2 2
. #. *:__,_-l—_._“‘_ # * .
Notation : g’.afﬁﬂ__—-'—.l—-—j
Notaeidn : - _i"-:..______..!;
855 a)
Execution
Byeeuciin
H""‘--.._.__-'.::.-o-"
Notice the accent i Nete al acenio
ASCENDING EROKEN TRILL TRINO SEPARADO ASCENDIENTE
with After-Beat» con Contra-tiempo*
Notation
Notaeion
Execution
Kjeouoion
Notice the accents, which are most important, Note los acentos gue son muy imporfantas,
since: por cuanio:
1. A trill must end with its principal f. Un érino debe acabar con " su nola
note, principal.
2. The melody must be heard through 2. La melodia debe ser audible @ través
all trills and ornaments, de fodos los frines ¥ ormamening.
Always let the melody Deje siempre que la melogia
sfand ousd vmn any irills,; sobresalga en cualquier trino,
chords and ormaments, acordes y ormamentos.
L. A, L 4,
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It ia also possible to carry out ornamental trills
in ancther manner by producing what might be
called the “gquintuple trill' This trill cannot,how-
ever, be used for dotted motes.

It is played in the following manner:

QUINTUPLE TRILL

K posible también Racer frinos ornameniales
de ofra manera produciendo lo gue se pueds llamar
un “trino guinfuplo? Kste trino, sin embargo, no
puede usarse en nolas punicadas.

Ks tocado de la manera sigusende:

TRINO QUINTUPLO

Notation

Notaedon

Execution

Hyecuedin
Here the accent should fall on the first note.
The quintuple trill is very artistic, and at times to
be preferred to the broken trill, as for instance, in
the following example:;

&
Agui el acento debs, casr sn la primera nota.
K trino quintuplo ez muy ardisdico, y algunas
veces mas preferible gue el trino separado como
on el efemplo sigusente:

ALLEGRO ALLEGRO
(“The Devil’s Trill"Sonata) {Sonata “El Trino del Diable™)
ir ¥ Tartini
Notation _Fr' —
Noraeiin -

Broken trill

Trino separado

Quintuple trill
Trino guintuplo

Here both varieties of trill may be used; I pre-
fer the quintuple trill as being more artistic and
animated.

These shorter wvarieties of trill should be play-
ed very distinctly and strictly in time, without
any dragging. They must not be allowed to dis-
turb the rhythmic precision of a composition nor
cause the tempo to drag.

oy g

T
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Agui ambas varisdades de trinos Ppusden usar.

se; yo prefiero el frino guintuplo por ser mas
arftslico ¥ antmando.

Tres voréas varvedades de irino deben ser foca-
das muy claramenie ¥ esiriclamente & empo y
sin arrasirar. No debe permitirse gue esiorben
la precisidn ritmica de una composicidn, ni
causar gue el compds deomiga.



INVERTED TRILL

The inverted trill is usually used in a very
rapid tempo, since it is shorter and hence more
easily played than the broken irill. Regarding
the inverted trill, see "The Mordent” (Part II,
p 168). It should be played clearly and distinctly.

Notation
Notaeion

Execution

TRINO INVERTIDO

Kl trino tnvertido es usualmente wsado en un
“tempo” muy rapido, por cusnto es mas corto y
por o tanto mas facilmente tocado gue un trino
separado. Con refereneip al trino fnvertido, véa-

se “Los Mordentes” Pag. 159 de la Segunda Parte.
Debe ser tocado claramente y preciso.

Kjecucion

TRILL ON DOTTED NOTES
(played without an after-beat)
Here - as in every other case where no spe-

cific indications to the contrary are given- Segin
the trill and end il on the principal fone.

THE CHAIN OF TRILLS
The chain of trills is the name given a di-
rect sequence of trills. As a rule they are play-

ed withous after- beats, and only the lass trill

of the seriee ends with an after - beat.

1

TRINO EN NOTAS PUNTEADAS
(tocado sin contra tiempo)

Agui, lo mismo gue en cualyuier olro caso,

mieniras no se especifigue lo confrario, empieze
el {rime y acibelo em fa nota principal.

LA CADENA DE TRINOS
Cadena de Trinos es of nombre dado & wna
serie de trinos. Como regla, éstos som fooados
sin confra-fiempo, ¥y unicamenfe ¢f ultimo fri-

no de las series ferminam & confra fiempo.

¥
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What is probably the most beautiful chain
of trills ever written is to be found toward the

end of the first movement of Beethoven's im-

mortal Violin Concerto.

Cah - '-..-f?" a7 W, .
Cormre v (Db
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Lo gue 5, probablemente, ia mdis Aermosa
Cadena de Trinos jamds escrifos, puede encon-
irarse Aacia ol final del primer movimiento

del immorial Concierfo de violin de Beethoven.



DOUBLE TRILLS

Ian producing double trills, two trills are
played simultaneously, so that, as a rule, all
four fingers are busy at one and the same mo-
ment. This variety of trill is one of the features
of the higher violin virtuosity, and it is very dif-
ficult of execution. Attention should be paid to
the following:

1. That both fingers move simullansously
with the greatest exactitude,

2. That the intonation be perfectly pure.

TRINOS DOBLES

Al producir trinvs dobles, dos ¢rinos son
tocados simultaneamente, asi es gue, como regla,
los cuatro dedos estan ocupados @ un mismo
momento. Ksta variedad de trinc es una de las
distinciones mas grandes de la virtuosidad del
violin, siendo muy difieil de efecutar. Dobe
presiarse afencidn en lo siguiente:

1. Que ambos dedos se muevan simultanea-

mente con Sran exaclifud,

2. (ue la entonaciin sea perfectamente pura.
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The effect of the true double trill may
be closely simulated by trilling one note,as
follows:

) "

il

[
i

Kl gfecto del verdadero irino doble puede
ser muy simulado frimando una nota, como
EIguE:

A
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THE ACCOMPANIED TRILL

Of the greatest effect is the accompanied
trill - in which & naturally progressing trill
is at the same time accompanied or followed
by another voice. Here the following rules
should be observea:

1. The playiog of the accompanying note
must coincide with that of the principal note of the trill.

2. The trill must progress without inter-
ruption throughout its entire course,

ACCOMPANIED TRILL

EL TRINO ACOMPANADO

Kl irino acompanado es de un gran efecio,
en ol cual un (rino gue progresa naturai ex al
mismo {empo acompaiiado o seguido por ofra
vos. dgut, las reglas siguienies deben ser ob-
servadas:

1. Al toear la nota acompahante ésta debe
de cotneidir con la nota primeipal del trino.

2. Kl trino debe progresar sin interrup-
cion a fraves de au curso entero.

TRINO ACOMPANADO

M. B
D 3. i
Pupil
Disedpulo o
Teacher — = _‘:. 5
Naestro i — 5 - —

—

A brilliant accompanied trill may be fouad
in Tartini’s “The Devil's Trill” Sonata.

= . EY. SN
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Un trino acompanado muy Srillanie 3¢ en-

contrara en la sonata de Tartind "Ei Trino
del Diabio?



HARMONICS

An effect which can be produced only on the
violin (and other string instruments), is that of the
harmonics or flageolet-tones, which have a glassy
timbre, now brilliant and radiant, again as tender
and delicate as velvet. Harmonice make a peculiar-
ly ethereal impression, and are able o conjure forth
the most unanticipated and wonderful effects.

As we have already mentioned in Part III, a har-
monic tone is produced by allowing the finger to
rest loosely upon the string, which causes the
string to vibrate io two or more equal parts.

This must be thoroughly understood. In ordi-
nary playing, as a rule, if we press the finger firm-
ly upon the string, the string vibrates from the spot
pressed down, to the bridge:

ARMONICOS

Un g¢feclo gue unicamenie pueds producirss em
el violin (v ofres insfrumenios de ouerda) es ol
de los armdnicos o fomos - dulces, y gue iienon
un timbre eristalino, drillante y radiante lo mis-
mo gue fierno y delicado. Los armonicos pro-
ducen una impresion etérea singular, aptos d
evocar Jfos mds Rermosos efectos, Jamds anti-
eipados.

Como ya hemos mencionado en la Tercera Fhr-
fe, un fone armonico ¢z producido defando gue
6l dedo reste flofamente sobre la cuerda,lo gue
causa gus la cuwerds vibre unicamenie en cierfs
parte de su largo. Nelo debe ser biem compren-
dido. Cuando se tooa wsual, eomo regla, si 3¢ apri-
ola ¢l dedo firmements sobre la cuerda, esa vidra
desds el lugar gue se aprieta hasia el puenie.

The finger firmly pressed upon the siring
El dedo firmamente sobre la cxerda

- QT T

—

Nuex | L
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When, in playing harmonics, we lay the finger
foosely upon the string, and apply the bow, the

entire string will vibrate butin sections as follows:

-
.....

TEm S - —— e e S

Cuando se focan armonicos, se pone ¢l dedo flo-
Jamente sobre la cwerda, y enfomces se pons el arco,
la cuerda enlera vibrard en secovones, como sigue:

The finger placed loosely upon the atring

- AZEl dedo puesto muy flojo sobre la cuerda
Nut | e ) e e eeeeenee___ . Bridge

Nuex M ——___

- -
Dt

There are two kinds of harmonics:
1. Natural Harmonics
2. Artificial Harmonics

G e

. _ Lf‘_;_ 7 " '
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Hay dos clases de Armomicos:
i, Armonicos Naturales
2. Armonicos Artifieiales



NATURAL HARMONICS

In the case of natural harmonics, only ome fin-
ger is used to produce the flageolet-tone, and does
80 in the following ways:

1. The string is divided into fwo egual parts,
and when the finger is placed on the string as shown
in the illustration, we obtain the octave (flageolet-
eighth,)

A STRING

Nut |

ARMONICOS NATURALES

Fn ¢f easo de armonicosr naturales, unica-
mente un dedo es usado para producir el fono
dangido, y tambien 8¢ Race lo mismo en los casos
SEguientas:

1. La cuerda estd dividida em dos partes igulluu,
¥ euandeo el dedo es pussio sobre la cuerda, sogun
se indica em la ilusiracion,se abiiene la octava (De-
tava - langida)

CUERDA LA

, Bridge

Nues |

"\

| Puenie

=

2. When we divide the string into fhree sgual
parts, we obtain the interval of the twelfth (octave
plus fifth}, as follows:

At

°.8

A-La

&£. Cuando se divide la cuerda en tres partes ig-
uales, 8¢ obidene el intervalo de ln duodeecima (Oe-
{ava mas wna guinta) como sigue:

)

, Bridge

Nues [ :

4

| Puende

....n‘u___

g -
B-27

8. When we divide the string into four sgual
paris, we cbtain the interval of the fifteenth (occ-
tave plus octave) as follows:

w O\

E-M
¥, Cuandgo s divide ln cuerda en cuatro partes
iguales, s¢ obfiene el intérvalo de ln decimoguinta

(Octava mds wna guinta) como sigua:

, Bridge
| Puente

Nues I

= ;. =
% ; -
A-La A-La A-La

4. When we divide the string into five sgual

parts,we obtain the interval of the seventeenth (oc-

tave plus tenth), as follows:

. Cuando se divide la cusrda em Cinco partes
iguales, se obtiene el intervalo dela decino -séptima
(Octava mas wuna guinia) como sigue:

 Bridge
1 Puguie

Nues |

- ‘Q M"Q Q Q

i
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The same divisions may be made for the other

strings, and we may obtain the following intervals:

E STRING

Las mismas divisiones se puede Aacer paralas
ofras cusrdas, ¥ se obtendrin los sntérvalos siguientes:

CUERDA MI

= E
Kn 2 partes - Mi

In 2 parts In 8 parts - B

KFn 3 partes = Si

- G#
En 5 partes:z Solf

In & parts - E In 5 parts

£n £ partes = My

D STRING CUERDA RE
In 8 parts = D In 8 parts = A In & parts = D In B parts = F#
En 2 partes = Re En & partes = La En 4 partesz Re En 5 partes: Faj
G STRING CCERDA SOL

In @ parts = G
En 2 partes = 8ol

In 8 parts = D
En 3 partes = Re

In & parts = G
En 4 partes = Sol

In 5 parts = B
En 5 parfes = 5

THE MOST GENERALLY USED
NATURAL HARMONICS

When playing harmonics, contrary to the ordi-

nary rule, which insiructs us to keep the fingers on
the strings, the other fingers should be quickly re-
moved. Two fingers should never rest on the string

at the same time, since in that case no tone will
be produced. Harmonics are indicated by means

of the following signs o or ®. Where the o is

used, the tone sounds as written; when the ¢ is

used, it sounds much higher;

the small notes ap-

pearing above the harmonics showing the acfual

sound of the tone.

Use plenty of bow and a gentle stroke

A STRING

aQ
Ii%—
1i%—

11—

LOS ARMONICOS NATURALES
MAS GENERALMENTE USADOS

Cuando se tocan armonieos, confrario a la
regla general, que nos instruye & mantener log
dedos en das cuerdas, [os oiros dedos defen ser
inmediatamente fevantados, Pos dedos nunca
deben permancser en la cuerda a un mismo fiem-
Po, cuando gue en ese caso no se produciria fo-
no alguno. Los armonicos se indican por medio
de Iop vignos © 8 &, Cuando el signo o e
usade, ef fono Suena comu esie escrito: cuands
el signo ¥ es usado, suena mucho mas alte; las
Peguefiar nofas yue aparecen sobre loy armoni-
cos demuesiran ¢f sonido actual del fone.

Use muche arco y golpe suave

CUERDA LA
l 33 33 #2a2aa
E ::E::g - £ E E
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