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The Violin School which I herewith present to the Musical World, is less calculated for self Tuition than

as a Guide for teachers; It begins with the first rudiments of music, and gradually proceeds to the
most finished style of performance, as far as that can be taught in a book.

It has been my aim to make the first elementary lessons more agreable to the Scholar, by
at once uniting them with the practical part of Violin playing, and which is not to be found in
other works: consequently according to my Method, the Violin may be given inte the pupil’s
hands at the first lesson.

To a parent, desirous of having his Son instructed according to my plan, I beg to address
the following observations.

The Violin is a most difficult instrument, and is really only calculated for those who have great
inclination for musie, and who from advantageous cirecumstances are enabled to study the art tho_
roughly. To the Amateur, (if he likewise possess the requisite talent)it is only recommendable
if he can set apart for practice at least two hours every day.- With such application, if
he do not attain to the greatest proficiency, he may nevertheless, make such progress as to
afford himself and others great enjoyment of musie, in quartett playing, in aceompanying
the Pianoforte, eor in the Orchestra.

Whether a youth be intended for the Profession or not, it must be the Parents’ first ecare to
choose for him a qualified and eonscientious master. This is of more importance as regards the
Violin than any other instrument. Faults and bad habits are too easily acquired, which time and
great labour ean alone remove. It is for this reason, I would at once have an experienced mas_
ter for the pupil, in order to avoid all these evil consequences of first neglect; and such teacher
should be bound to adhere closely, to the rules eontained in this Instruction-book.

As it is difficult, nay almost impossible, before the eommencement of instruetion, to ascertain
whether a boy have talent for music,or not; the parent will do well to wait till he shews a decided
inclination for music in general, and for the Violin in particular. After a few weeks the master
will be enabled to determine with certainty whether the boy have the requisite talent for Violin
playing, and judgement sufficient to enable him to acquire a pure intonation, without which, it
would be better to discontinue the Violin, and to choose some other Instrument,on which the into_
nation does not depend on the player, namely, the Pianoforte.

At what age the instruetion on the Violin should be commenced, must mainly depend on phy_
sical structure. If strong, and healthy in the chest, 7 or 8 yecars of age is a proper time.—
At all events it must be in the age of boyhood, as the museles then are most tractable;the fingers
and arms being more easily managed then,than at a more advaneed period of life,

Unless the boy be very youug, a Violin of the ordinary size may be given to him; a smaller
once only, if he find that inconveniently large. A good and old Instrument will materially assist
him in producing a good tone, and neat fingering.

Onc hours instruction every day, if time and circumstances permit, is requisite for the first
months, and as the pupilii first eagerness very soon abates, and a daily practise between the
hours of  lessons being nevertheless very necessary, he should be encouraged as much as possible,
and the occupations of the day be properly regulated,to prevent either mental or bodily fatigue,

-
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from too long continued practise.

Parents also could beneficially influence the improvement of their Son, by shewing them_
selves interested im his progress; they should somctimes attend his lessons, and as an encou_
ragement and reward for farther diligence, take him to Concerts and nthur‘ places, where he may

have the opportunity of hearing good music. If the parents themselves be musical, it will
prove a great inducement to the Son to let him join (according to his abilities) in their mu_
sical parties. _

In the application of this Violin School, by which I hope materially to facilitate the Masters
laborious occupation, the following observations should be attended to.

If the Scholar be quite ignorant of Music, the Master must then strietly adhere to the orderof
instruction, as here laid down. From Part ISt he will however at first only choose what may ap-
pear necessary to him, to give the Scholar an idea of the Instrument, its mechanical parts, the bow
&c. The rest to be deferred. As early as possible the Scholar must himselt learn to string
his Instrument, as well as to keep it in order, in the manner indicated in Chapter sth

Every Chapter should be perfectly understood before another is atfemptml;a repeated

questioning of that just learnt will best satisfj' the Master on this point.
*°  Great patience must be bestowed on the 4t.h Chapter in- which the foundation for aper.
fect intonation is laid down. It will save the Master for the future a vast deal nf tromble if
he rigorously insist from the first en a perfeet intonation. I recommend the same attention
to the eth Chapter in regard to time and measure.

Several Exercises for every division of instruction are given in this School, either elementary or
practical; the master therefore meed not have recourse to any others. Should the pupil however
grﬁw fatigued with the sameness of the subject, and the Master feel inclined to use other compo_
sitions, these ought to be in accordance with the Exercises of this School,written and calculated
for the intended purpose; the bowing and fingering of which must be marked with great care.

Among the Exercises in this book, there is often one more difficult than the rest; this the pupil
may at first pass over, and afterwards take up when the exercises are repeated and he has aec-
quired more facility of execution. ‘ |

When the Scholar has eome to the end of the 2'.1 part, it will be found necessary, besides the re
petition of the Exercises, to introduce also other eompositions, to guard him against any particular
style. For this purpese I recommend as most useful, Duets for two Violins; the bowing, fingering &e.
of which the Master must mark according to my Method.

A Master undertaking to teach a pupil who, has already been instructed in Music and Violin
playing, should ascertain by an attentive examination, whether his attainments correspond in regard
to the holding of the Violin &ec &c with the rules laid down in this work; which rules,if the pupil wishes to be
instructed aceording to this Method, he must strictly attend to and acquire,previous to farther progress.
- Every thing else the Master will find in the School itself partly,in the text,partly in the notes.

Finally,the Author requests that experienced Masters, after having used this School for some time,
will be - pleased to afford him their instructive hints as to the practicability of his Method of Instrue-
tion in all cases, which in the event of a 2d Edition he might with advantage apply in the improvement
of his work.

CASSEL, March 1838. Lours SPOHR.
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"FIRST PART.

INTRODUCTION.

Among all the now existing Musical Instruments, the Violin holds the first raink; not only on
account of the beauty and equality of its tones, its variety of expression of light and shade,
the purity of its intonation, which cannot be so perfectly attained by any Wind instrument;*
but principally, on account of its fitness to express the deepest and most tender emotions,where_
in indeed of all instruments, it most nearly approaches to the human veice.

The Violin does mot possess the extent and completeness (Vollgriffigkeit) of the Piano-forte, nor
the fulness and power of the Clarionet; however, these deficiencies are more than compensated for,
by the soul and richness of its tones, the power of sustaining and binding them, and the great_
er equality in even' the most distant notes.

With such advantages, it is not to be wondered at that the Violin for centuries has eontinued to
be the leading instrument in all complete Orchestra musie. For 800 years no change has ta_
ken place in its form; it remains in its eriginal simplicity, and altho’ all the other then known, or
since invented instruments, have undergene innumerable improvements, the Violin continues to be
acknowledged the most perfect instrument for S¢lo performance. |

It is, however, this very simplicity in the structure of the Violin, which demands such extraordi _
nary accurate mechanism of playing, and which must consequently of all other imstruments, m;tke
it the most difficult to attain. For this reason, the Amateur who on another instrument, for
example, the Pianoforte or Flute is able to perform in a passable, nay, even pleasing manner,
would be intolerable on the Violin. It is only by a perfeet command over the instrument  that
its advantages can be shewn to the fullest extent.

FIRST DIVISION,
—_———

CuaprTrer 1.

'ON THE STRUCTURE, AND THE SEPARATE PARTS OF THE VIOLIN.

The Violin is an instrument of wood, constructed of the Tollowing, parts. (seé Plateﬁ figure 1.)

1. the belly, comprising the arched roof, (@) and the likewise arched back, both ornamentally
inlaid; and (b) the rihs serving to comnect them together at the edges; and 2: the neck,to which
is fastened the fingerboard (¢), and the nut (d). At the upper part of the neck is the head, (e)
with its cheeks to ecarry the pegs (f) round which the strings are fastened. The neck ter-
minates in an elegant winding called the scroll (g-). At the lower part of the ribs is the tail- pin,
to which the tail-piece (h) is fastened by a cat-gut string, recciving the lower ends of the
four strings, these again rest on the bridge (7). Close to this are two openings (k) intended
for the emission of sound, called (from their shape) f holes, or sound holes. ,

In the interior of the Violin, for the support of the bridge and under its right foot is a small
eylinder of wood, called the sound post; and under the left foot is a»beam, called the bar,a piecce
of wood glued on lengthways to the reoof. The projecting corners of the Violin are filled up
and glued on with small blocks of wood, to give the instrument more durability. The neck is

- ——— — e —

* The Tenor and Violoncello partuke of the advantages of the Violin over Wind Instruments.
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likewise attached to a block of somewhat larger dimensions.

Tlu; back, ribs, and bridge are of maplewood, the belly, inside bar and sound pest of fir, the finger_
board, nut, tail picce and pegs, consist generally of ebony. In order to guard the instrument against
damp and dust the exterior is varnished.

On the lower part of the Instrument (Fig:1)near the tail piece is the representation of a eontri-
vance of my own invention, ealled the fiddleholder (e) which after more than 10 years experience, has
convinced me, my numerous Scholars and many other Violinists, of its great utility, and about which I
may therefore be permitted to say a few words here.

The modern style of playing which so frequently obliges the left hand to change its position, makes
it absolutely necessary to hold the Violin with the ehin. To do this unfettered and without bending
down the head, is difficult; no matter whether the chin rest on the left or on the right side,or even on
the tail piece itself. It may also, in the quick sliding down from the upper positions,easily draw the
Violin from under the chin,or at least, by moving the instrument, disturb the tranquility of bowing.
These evils the fiddleholder perfectly removes, and in addition to a firm amd free position of the Vio.
lin, the advantage is gained of not hindering the full vibration of the instrument, and thereby injuring
the sound and force of the tone, which the pressure of the chin ofi the belly or the tail piece must
cause. The Violin being held with the fiddleholder, exactly in the middle ever the tail piece and more
away from the face, allowsof greater freedom and regularity in bowing:

. The following disci:-iptiun will be useful to any one desirous of trying the experiment on his own
instrument. _

The fiddleholder is made of ebony of the form represented on plate A, Figure II. L2.8. seen here
from 'different sides and fastened with a peg (a) in the opening, which previously was occupiedby the
tail pin. The cat gut to which the tail pin is fastened runs in a farlow (&) which is made for it.

The Knot (c) is tied over the tail piece, but so as not to touch it. For the little nut on which
the strings rest, as well as for the edges of the Violin, a farlow is also made, to enable the fiddle_
holder to be closely attached to the sides. The surface is made oval (¢) which gives the chin a
firmer and more comfortable hold. The peg (@) must fit the opening very exactly, that the force of
the draft of the string may not push it out.

CHAPTER IT.

i
—_ e ——— — -

ON THE ARRANGEMENT OF THE VIOLIN.

- Under_arrangement of the Violin is meant, 1. the situation of the neck and fingerboard, the height
of the bridge and strings over the fingerboard, in reference to the ease of playing; 2. also, the pla_
eing of the sound post and the bridge, their strength, as well as mahmg churce of proper wood, in re_
ferenco to the tone of the instrument.

The former is certainly the business of the manufacturer, but the Violinist should be able to s
.perintend and direct the same. The following remarks may therefore be in their proper place. .
The meck of the Violin must be placed so far back as,to make the fingerboard rise in the di-
rection of the bridge, as much as the height of the latter requires, without the necessity of hav.
ing a block of wood put between the neck and fingerboard; in which ease, the neck looses the due
proportion of its strength, and inconveniencies the player when changing the position of the hand.
The bridge is shapéd as follows, the right side sloping considerably more than the left.

(Ws 0o Negre)



The broad end of the fingerboard is shaped somewhat flatter. 5
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Under the G string on the finﬁ'erhuard of my Violin 1 have the here to be observed exnav’atiun,
which gradually lessens in width towards the nut. The advantage it affords to this stringis,a great,
er room for its vibrations, and it also obviates the unpleasant jarring so often heard under a forced
pressure, whilst the D string,with less vibration, lies so near the fingerboard, that it can be easily
pressed down,and in any position is sensible to the most delicate touch* The ahure sketch,shows the «
distance of the strings at the broad end of the fingerboard; so arranged as never to jar.

Our attention must now be directed to the bridge and sound post, to give the instrument the best
possible tone. The Violinist ean only attain the requisite kmowledge by his own experiments;he should
not leave ik to the instrument maker, who, in general does not possess the necessary fau:i]ity in playing
the Violin, nor a good ear for judging of the right tone.

Ascertain first the breadth and height of the bridge. The Rule fors the breadth is,that with e_
qual distance from the sound holes, the middle of the left foot of the bridge must exactly stand o_
ver the bar. The height is regulated by the arch of the belly. A high arch requires generally a
higher bridge; this also is best decided by experiments.

Knowing the right size of the bridge, have a number of bridges made of the oldest and driest wood,
some stronger, some weaker, some of soft, others of hard wood. Try them one after another, to as_
certain which gives the best tone. - :

- The feet of the bridge must exactly adhere to the arch of the belly, the back edge coming in straight
line with the inner eross cuts (or noteh) of the sound holes.

‘The changes in trying the different bridges, should be performed as expedlhnusl}' as possible, other-
wise the ear cannot micely distinguish the difference in sounds. To save time,’it is therefore not ne_
cessary to loosen the strings Fevr.-.ry time of change; but place another equally high bridge half an
inch before the other, which lessens the pressure on the onc to be removed.

The bridge must be lifted up with force to prevent the sharp edges of the feet from damaging the
varnish.

Before however any experiment with the bridges can be made, it is requisite ﬁrst, to fix the sound
post, and previous to that to take down the strings, bridge, and fiddlcholder.

For placing the sound post, an iron instrument is made use of (see plate A, figure 1& 2) The point(a)
of the iron stick is driven into the sound post, half an inch from the end intended to be the upper part;
thrust it through the right sound hole into the Violin and place it upright, first pressing the lower
end of the sound post firmly on the back, and next, the upper part towards the belly, by drawing back
the iron stick.

The iron stick is now turned, and with the hook (b) draw, or with the hollow (¢) push at both ends
of the sound post, till it is in the right place. This is in general close behind the right foot of the bridge,
its foremost edge appearing parallel with the back edge of the bridge.

The sound post must stand perfectly upright, and must exactly fit to the upper and lower arch. This
latter is very difficult, and can only be overcome by looking thro’ the aperture of the tail- pin into the
‘interior of the Violin: with a thin file move then the sound post, till it everywhere closely adheres. It
is well first to blimt the upper edge of the sound pnst,tn prevent,when moved,its pressing into the
soft wood of the belly. 2 .

To ascertain whether the upper end of the sound post, in the direction from the sound hole to the

i-f ¥ i " - [ & - & - L] - -
I'his excavation is the invention of B.Romberg, who originully had it made’ for the C string of his Violoncello, I adopt
od his plan 25 years ago on the Violin, since which time it has proved of great utility.
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wooden bar stands in the right place, take a thin wire, bent at one end in the form of a hook, and mea_
sure its distanee from the edge of the sound hole; after that, hold the measure over the belly,and com _
pare whether the distances correspond. If they do, the lower end of the sound post must then be moved,

and brought in the perfect upright position. By alternately viewing it thro’ the sound hole, and the

aperture of the tail-pin, the correetness is soon aseertained. :

The sound post must neither be so long as te raise the belly, nor so short as to shift or perhaps to
fall down, through breaking of a string or any other motion. Without strings, it should only slightly ad-
here, and be easily moved backward and forward. '

The sound post should be so placed,that the grain of the wood may be erossed by the grain of the
wood forming the belly, It will prevent injury to the latter.

Whether the sound post should be large or small, of wide or elose grain, can only be decided by re_
peated trials; in general,a Violin with a thick belly of wood, will bear a thick sound post better than
onc of less wood.

If in following these direetions the Violin should nevertheless not sound free enough,or is uneven in
tone, then the sound post must be moved backward and forward, till the place be found which will give
all the four strings the most powerful, clear, and cqual tones,of which the instrument is eapable.

I may observe, if the tone, altho’ even,is yet mugh and hard,move the sound post from the foot of
the bridge a little backward.Should the fine htrlngb,\ piereing, and the lower ones on the contrary weak,
then move the sound post towards the bar; On the other hand, if the lower notes are harsh, and the
upper ones feeble, then,the sound post should be drawn towards the sound hole:

The original point in making these experiments in the direction towards the sound holes, must not
be lost sight of, as the inequality of the belly, causes the sound post either to be too short,or too long.

Should a point different from the first place of the sound post, happen to be particularly favorable
to the tone, examine, after again taking down the strings, thro’ the opening of the tail-pin, whether
the sound post on the new spot be of proper length, and adheres closely both above and below;
if not, it must of necessity be altered, or else a new one made.

In moving the sound post, care is to be taken to prevent its turning, and to keep its front side
(distinguished by the perforated hole) always in the original position.

All experiments must be made with the greatest care, and the sharp edges of the iron be rounded
off, to guard the sound holes against injury.

These experiments ought never to last long, as the ear soon becomes fatigued, and insensible to the
nicety required in distinguishing the tones.

CHAaPTER III.
ON STRINGING THE VIOLIN.

The Violin is strung with cat-gut, the lowest string having silver—wire spun round it.

The goodness of a silver string depends: 1, on being even, knotless, and eclear toned; 2, on having
been previously sufficiently expanded; and 3, on the exactness and equality of the spinning. If spun
too tight, it sounds with difficulty, and is rough, even after some use; if spun slack, the wire, when
the gut drh;s, soon loosens, and oceasions a Jarring sound.

The worst cat—gut strings are too often made use of by the spinner, it is theretore best to
pick the cat—gut strings from your own stock, and to cause them to be spun under your own di=

rection.: Before the spinning they should be expanded on an wunused Violin, tuned in C #

and should remain thus for several days.
In order to obtdin a full and powerful tome, the largest strings the instrument ecan bear are ge_

neraﬂy preferred, such as will casily and quickly produce all tones without at all damping the
sounds of the imstrument. But if a Violin loses nothing in the quality of its tone by using smal-
ler strings, those of }nidtiling size are to be preferred; for besides their full and effective tone,

(W & cv Ne 812)
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the player has more command over his instrument, and ean add elegance and taste to his performance.

The relative propertion of the power of the strings, must be such, as to give every one an
equal share of richness and volume of tone; experiment is the only guide in this matter. An
unevermess in the tone of a string which could not be remedied by the sound post and bridge,
may sometimes be equalised, by the more or less tone of another string.

When the size of the strings is once fixed, let it not be changed. A frequent alteration from
small to large is detrimental both to the player and to the instrument; the strings which are
purchased ought thcrefore always to be the most suitable to the instrument: in choosing them,
a gage (see plate A, fig 4-.) is the surest guide. This instrument is a metal plate of sil-
~ver or brass divided into graduated slits; by sliding the string into these slits, the place where
it stops will show its size; if these places are marked with letters (as on plate A.) all
mistakes will be obviated. |

Attention to the quality of the strings is equally mecessary. There are manufactories of them
in every country; but those of Italy, (altho’ differing considerably) have always proved the best.
In general, the Neapolitan are preferable to the Roman, and the Roman again, to those of Padua
and Milan. A good string should be white, transparent and glossy; if the gloss has been pro_
duced by furbishing with pumice stone, they will always be false and squeak. Some fifths
(E striugs) have three and four threads, that is, such as are spun from 38 or 4 ecat guts. The
latter are dearer and generally in higher estimation by Violinists; but experience has shown
that perfeet 4 thread fifths are very scarce; they also sooner become fibrous and worth_
less, _

As the cat gut strings spoil, when long laid by (and the thinner sort are soonest affeeted) it is
best to purchase only as many of them as may be wanted in 5 or 6 months. Old and damaged
strings are easily known by their dull yellow colour and want of elasticity .

On drawing up a string it ought to be observed, that the length (tlm distance from the bridge
to the nut put in vibration by the bow) should be: 1. perfect in itself; and 2, should agree
in fifths with the other strings. A string is perfeet when its vibrations are regular; these
are so, when the string is heard to be of equal power and compactness in every position or
shift. As so much depends on a good choice, take out of a whole string that paft only,
which is most even. Having found one which is of the proper size, smooth and uniform to
the eye and touch, then try, before drawing it up, whether its vibrations are regular; by taking
the ends between the thumb and first finger of both hands and expanding the string with
moderate force, let it vibrate with the fourth finger of the right hand. It is perfeet
if the vibrations are like the following figure

e = —

_—

and may then be used. It will be false and useless, if the vibrations ecause it to form
a third line, as

=

R

i-- BN -‘_-_—-'-'-—-.___

T ——

Two adjoining strings are ecalled perfect,if, when pressed down, they give in all positions, per_
fect fifths. A string may however be in itself and with others, correet, yet be false in fifths. This
is easily explained: almost all- strings (eonsequently nearly every single length) are thinner at
one end than at the other; if this thinning is equalised thro’ the whole length, it will nevertheless
give regular vibrations and sound perfeet; but in this case the octave is not exaetly in the cen_
tre, and the intervals lie, eomparatively, nearer the stronger than the weaker end. Two of these
strings, drawn up with their thin ends opposite, will, though in themselves perfeet, always sound
false in the fifths. If, therefore, for all four strings, no lengths can be found of equal size at

(W& Cv N¢ 812.)
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the ends, all the thin ends should be carried to the bridge under the bowing place, as they res_
pond so much easier to the touch.

CHAPTER IV

ON THE DIFFERENCE IN THE QUALITY AND VALUE OF VIOLINS.

Every new Violin at first, even of the oldest wood, has always a rough unpleasant tone,which on_
ly wears off, after a number of years of constant use.

For Solo playing those instruments only are best adapted, which have been made free and
mellow toned by age and much use. |

Among these, those of the three Cremona makers, ANTONIO STRADIVARIO, GIUSEPPE GUAR _
NERIO, and NICOLO AMATI, who flourished in the second half of the 17!h and at the beginning of
the 18th century, have the greatest reputation. The Violins of these makers unite in themselves,
it wel!l preserved, all the advantages of a good instrument, viz: a strong, full and mellow tone,
equality on all the strings and in all keys, and an easy and frce touch in every position. They
differ however in form, and in the characteresties of their tones.

These excellent Instruments are scattered over all Europe; but being mostly in the hands of
rich amateurs, théy are scarce and dear: every year enhances their value, and a young begin_
ner will but seldom find an opportunity of becoming possessed of one. He must therefore con-
tent himself with an instrument by a less famous maker. Among these are: a second,but elder
ANTONIO STRADIVARIO, ANDREA and PIETRO GUARNERIO, FRANCESCO RUGGERIO, GUADAGNINI,
(Ttalians), JACOBUS STAINER, (Tyrolian), BUCHSTETTER, MAUSIELL, KLOTZ, WITHALM, SCHEINLEIN,
(Gcrmuus), and of later times: two Frenchmen, I.UPOT and Pi1cC. All these makers, and particu—-
larly the five first, have made excellent instruments, though not equil to those of the three
first named.

Should an opportumity offer to purchase a good instrument, it would be a pity to let it slip,
for want of information. Endeavour therefore, as much as possible, to become acquainted with the
characterestics of the instruments of these celebrated makers, notice their peculiarities of strueture,
shape, height of the body, the bending of the sidés, the arches of the belly and back, the eut of
the sound holes and seroll, the ornamental workmanship, the eolour of the varnish &e: and im_
press on your ear the quality of their tones.

With perseverence and attention, it will gradually give a knowledge of the Violin and seeure you
against imposition, particularly as there are many eclose imitations of the old makers. In really
old instruments, it will easily be discovered from the tone, whether they are still perfeet or
have been partly renovated. Some 40 or 50 years ago, many of the old instruments were
much injured, from an idea of improving their tone, by secraping the wood from off the interior
of the belly. These scraped Violins give, particularly on the lower strings, and when the great_
est force is used, a hollow dull sound,which is only heard at a short distance. Consequently, if
a Violin be really manufactured by an old mahker, and still preserves a good exterior, it must ne—
vertheless lose all real value if it has suffered from the above stated defeet. In later times
trials have been made to remedy these scraped instruments, by glewing on wood, but without
success. They only become dry in the touch and duller in tone.

CHAPTER .

S - ————— — e————— =

How T VIOLIN SHOULD BE KEPT.

The Violin is a brittle instrument, easily liable to be damaged, and therefore requires the
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utmost care from the beginning. .
Always place the case in which it is kept, in a dry spot, but not exposed to heat. Let it
be locked up in a well lined ecase, and further guard the Violin against the effeets of air, by
a wadded silken ecovering. After use, never let the Violin lay outside the ecase, nor be sent home
without being well packed and locked up.

Accustom yﬂurie]f to wipe the Violin often, and always after it has been used, with a dry cloth,
to prevent the accumulation of dust, of rosin, and other filth, particularly on the belly, as it
not only disfigures but obstruets vibration and attracts humidity. |

In all cases of repairs, address yourself only to a person of known experience and integri_
ty. If convenient, see to the repairs yourself as often as possible. _

I have already recommended, the greatest care in the experiments with the sound post and
bridge. This attention must be inecreased with old instruments , as frequently from the many
years pressure, the places under the bridge have already econsiderably suffered.

CHAPTER VI,

ON THE ViorLiIN Bow.

The Violin Bow (see plate A, fig:5) eonsists of the stiek, (a) the nut, (b) and the ferrel,(c)
with which the hair (d) is screwed in.

The hair is fastened at the uppér end of the face, which is part of the head (e), and at the
lower end in the nut. :

The bow at the lower part of the stick has a lapping of silk, for holding it more ﬁl'lﬁ]}'- The
stick is made of Fernambuco wood, the nut of ebony or ivory, the ferrel and nut are inlaid
with i:mther_.nf_pearl. |
- Since the old makers, the art,of making Violins has rather declined than otherwise, which may
perhaps be prineipally attributed to the cheapness of the mew oenes; but the bow has been so
much altered for the better, that it seems no longer capable of further improvement.

The best and most approved are those of Tourte in Paris; he has gained them an European
celebrity.  Their superiority' econsists of: 1, the trifling weight with sufficient elaﬂtmlty of the
stick; 2, in a beautiful, uniform bending,by which the nearest approach to the hair is exaectly in
the middle between the head and the nut, (see the representation of the bow plate C, fig: 1)
and 3, in the very exact and neat workmanship. |

Most of the bows of other makers, though often enrréipnnding' in appearance with .those of
Tourte, do not possess the before meﬁtioned advantages, . iilnpiy because the manufacturers do
not understand the pl'lll(‘lplﬂ! of making them. Therefore in purchasing, endeavnu:r to get one as
nearly mnemhhug Tnu:rten as pusslble

The. tail hair of white hnrles is always used by bow makers, being stronger and whiter, and
not so -oily as that of mares. All fine and split hairs must be thrown out. The ordinary quan _
tity in a good bow, is from 100 to 120 hairs, fastened in straight lines and in a mdth of near_
ly half am inch. '

All new h:«:ur at first gives a rough thrhlmg tone; the bow must therefore be ‘used 3 or4 weeks,
before it is fit for good playing.

For Solo playing,the bow must not be serewed too much, but only so tight - that, the stick in
the middle of the line,with a moderate pressure ecan still be bent to the hair. If the stick
possess the necessary elastieity, it will appear as on plate C, fig: IIl. For Orchestra playing the
bow must be drawn tighter.
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After playing, unserew the hair; it will preserve the elasticity of the bow. It should also be
fastened in its place in the case; if left laying about it will soon become bent.

CHAaPTER [II.
OrF Rosin.

. Good rosin is generally of a light brown ecolour and transparent; but there is a good quality
(Russian) which is yellow and mnot transparent. When purified, it is sold in small boxes at
every instrument sellers. In applying it, take it in the left hand, the bow in the right hand, and
draw the hair the whole length 8 or 9 times acr{;ss. |

A new haired bow, requires at first to be rubbed in with finely pullveris*ed rosin. The dust,
which hangs to the stick, must frequently be wiped off with a soft cloth.

END OF THE FIRST PART.

SECOND PART.

-CHAPTER WVIII.

Or Notes, STavEs AND CLEFs.

Before the Violin ih given into the Scholars hands he must learn the notes. These are signs,
by which the situation and duration of tones are represented. They have the names of seven
letters of the Alphabet, C,D,E F,G,A B, which in their continuation, are repeated as often as the
extent of notes makes it necessary. Their names are determined by the place in which they
appear on thre staves. The staf consists of five parallel lines and their four spaces, counted

upwards thus: - 5 -
ety

five lines. four spaces.

In order to be enabled to represent on the staves the whole extent of all the notes, different
elefs have been invented, every ome of which gives to the staves other names: however the young
Violinist has at present only to learn the Violin elef,

It is placed,with the termination of the ring or point on the 29 line, and gives the note of
this line the name of G, wherefore it is also called the G clef. From this elef being placed
at the beginning,the notes of the five lines are denominated:

= D those of the
ﬁ = > S II four open pr— () — ﬂ
F,

spaces.
E, G, B, D,

and the lines and open spaces combined in suecession are:

T
=3
F

E? » G’ A! Hj nj D-. E‘ F..
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But the Violin has a much greater extent of notes; to write these in continuation or exten.
sion of the motatiom, short lines are used called ledger lines,

—

on, above, or below which, the remaining notes are placed. They are:

G A B C D :; Y - 3
and
< © - '
o O G A B

L=

. The extent of all the notes the Scholar is for the present required to know, therefore, is:.

B
F G 4 o
—

G A B Cc D E F G A_B_cllg_nﬂ-
: re_ﬂe — y
= © ° -

o < < /

. The Scholar must be able to answer and point out the notes, as the Master should indiseri —
minately question him, before he permits him to proceed to the following chapter.

CHAPTER IX,.

Or vHoOLDING THE VIOLIN AND Bow.

The Violin rests with the lower edge of the back on the left eollar _bone, and is held fast by

pressing the chin on the fiddlehuldcr?) The left shoulder for the support of the lower part
of the Violin, is moved a little forward, giving it thereby an ineclination towards the right side
(in an angle of 25 to 30 degrees), (see |-1l;1te C, fig:1.) The neck of the Violin rests be—
tween the thumb and the forefinger of the left hand, held gently over the first joint of the
thumb, and at the third joint of the forefinger, so, that it cannot sink down to the depth of the
division between finger and thumb. (see the left hand Fig: II, plate C.) - That part of the hand,
where the little finger is  is brought near the fingerboard as much as possible, in order that
this shorter finger, like the others with bent joints K may also fall perpmldienl-arly on the
strings. | '

The ball and palm of the hand must however, remain further from the lower part of the
neck. The elbow of the left arm is drawn inwards under the middle of the Violin; but let it
not touch the body, as then, it would sink the Violin too much towards the neck. (BEE plate
C, Fig: I1.) | :

The bow is held with all five fingers of the right hand, (see plate C, fig: IIl and IV and
the right hand of  fig: II.) The thumb is bent with the point against the stick (nr rnd) of
the bow, close to the nut, and opposite the middle finger. With the fore and middle finger
clasp the stick, so as to rest it in the hollow of the first joint.

The third and fourth fingers are placed loosely on the stick, and the points. of the four fin_
gers are joined without leaving any vacant space. The hand ought to have an elegant,eurved

-

b ——

* If the Scholur will not use the fiddlecholder, he must place his chin  partly on the belly on the left side
of the tail-picce, and partly on the tuil — picce  itsclf.
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form, and to avoid shewing the knuckles. (see plate C, fig: Il and IV.)

Next, place the upper part of the bow with the hair on the strings at the distance of an
inch from the bridge, and incline the stick a little towards the fingerboard. The wrist must be
held high, the elbow, however, low, and as close to the body as possible. The position should be
noble and frée, facing the desk, the ~eye looking over the bridge, the left hand being opposite
to the musie page. (see plate B.) ‘

CHAPTER. X .

(_)N THE MOTION OF THE RIGHT ARM.

When the Scholar has learned to hold the Violin and Bow, as represented by the figures on the
plates, as. ‘taught in the last chapter, he may now begin to draw the length of one third part at
the upper end of the bow, to the point, slowly backward and forward. The first requisite to
a regular bowing is; to hold the bow always parallel with the bridge, and at a right angle with
the strings. To keep the bow in the hand in this position, it is requisite that it move backward
and forward between the thumb and forefinger. With a down-bow the stick gradually approach _
es the middle joint of the forefinger, whilst the little finger is by degrces drawn back towards
the stick; but with an up-bow the stick at the forefinger is drawn back in the hollow of the
first joint, and the point of the little finger is moved a little beyond the stick.

The following Exereise on the open strings "is intended for teaching the short bowing. Be_
fore the Scholar begins, he must know the four strings of the Violin. The lowest silver string
is called G, the next D, the third A, the fourth and thinnest E. Their places on the staf

: E
are: _§ G 1:; .
- i ¥ i

From the commencement,the Scholar should study to produce a clear and full tone. As already
stated, the first requisite is straight bowing. But it is here also necessary to ascertain, how
gentle or strong, the pressure of the bow on each of the four strings ought to be,in propor_
tion to the rapidity of the bowing, in order to produce a light and eclear touch, and how near
the bridge the hair may be permitted to approach on the different strings. In regard to
the former, the rapidity of bowing must inerease in the same proportion as the pressure of
the bow on the strings becomes greater; and, as -a thick string  is more difficult to be put in
vibration by bowing than a thin one, so, the bow on the lower strings must not approach the
bridge so necarly as on the higher oncs. The Scholar will be better guided by his ear,- when

he feels the want of a fine tone, in using the proper bowing necessary to produce it, than
by any theory.

The bow is either drawn downwards (dnwn—bnw,. _ tiré) or pushed upwards (up._bnw,
pmtﬂé’.) '

‘The first note of the following Exercise is played with a down-bow,in the others the bow is
throughout pushed up, and drawn down alternately.

The strokes must be all of equal length, and the tones of 'equal duration. At the pause,
&\ the bow is drawn slower, to prolong it to double the duration of the other notes.”

¥ The Muster should let the Scholar pluce himseclf at his left, to have his bowing better under his observation. The Mas -
ter will also be attentive that the holding of the Violin and Bow, as well as the position of the body are In urccor.
dunee with the foregoing rules. The scecond lines ure for the Muster, who, by accompunying in striet time will
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As the above Exercise is to be played on the two highest notes, K the elbow may remain un_
moved.in its position; but in the following Exercise which, includes also the two lower notes,
this is no longer possible. The elbow then, at the second note D, is a little raised, somewhat
more at the third note G, and gradually falls to the A and E. But the elbow must neither
move forward nor backward, as the bowing would not remain straight; it also must only be raised
so much as, is actually necessary to reach the lower strings. On Ilm account must the
VYiolin change its position, whether you play on the lower or higher strings.

In double notes, where two strings are played upon at once, the pressure of the bow
must be equal on both, and not one of the notes stronger than the other.

tire. | ~ POUSSE,
- ' - o
- (W = e [ - e
1) D
o 2. b =

R

. = = e Rt = e
3 _Jy o ) - |

cnable the Scholar to sustain the notes iir equal proportion, und thus imbibe a proper rhythmetical feeling.
(W & Co No 812.)
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. The following Exercise shews a new difficulty, that of leaping from a lower, to a higher
string, without touching the intermediate one or two. +

This is done at the moment of changing the bowing, by rapidly dropping the eclbow without the bow
being taken off the strings. The leaping from a high to a low nete, is done in the same manner, by quick.

ly misihg the clbow.
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When the Scholar has learned to make the short bowings with the upper tlurd part of ‘the buw
evenly, and with a stiff back-arm, he may commence whole bowings. This cannot be done with_
out also moving the back —arm. Begin with an up-bow. The first third part of the hq#(l_ﬂ)
being bowed up with a stiff back —arm, the remainder of the bow must now follow, the elbow
continuing to be moved forward, but the hand is moved as previously directed, towards the strings.
When the nut, with a eonstant parallel peosition of the bow and the bridge, has reached the w,
the same thing in a contrary -way is to be observed with the down-bow. |

What has been said before about the motion of the bow, between the thumb and middle_
finger in short bowing, is still more applicable in long bowing.

The nut of the bow then apprna.ehing the strings, let the little finger stretch its pnint more
and more over the stick; but if the bow is drawn dnwn to the point, then the little fmger is
gradually drawn - back to the stick **

For ecxercising these bowings with a whole bow, the Scholar may now repeat the three first
lessons, untill he is also enabled to produce a good tone with these long bowings.

What before has been said of the duration of motes and pauses is also to be regarded in these
repetitions, only that these exercises are now played slower tham before.

The Scholar must not advance to the following Chapter till he has obtained so much eommand
over the bow, as not to interfere with his attention to the fingers of his left hand.

CHE_APTER X7TI.

ON THE MOTION OF THE FINGERS OF THE LEFT HAND.

~ It has already been stated that the part of the hand, where the little finger is, should be as
near as possible to the fingerboard, the ball and the joint of the hand however must be kept
apart * from the neck of the Violin. The fureﬁnger is drawn a little back  and the three first
fingers placed one after amother with bended joints and with the fleshy part of the point firmly
on the E ﬂtring;' atter first bowing this open string. Thereby the following tones are produ_

ced. & . 2 3
__g o——=
Y, E F G A

*
)It has been suggested to the Translator, that in the application of the different bowings which the Author in all parts of theSchool
Ill-l':;t‘ﬂ IEE of, a more intelligible mode of expressing his meaning, without in the least deviuting therefrom, might l:u:- in—
troduce
The Trunslator with the approbation of severadl Professors of eminence,has therefore taken the liberty to introduce a me
(see Fig: V. Phtn{‘) ihﬂmng at a g-me;- all the divisions of the l:mw which the Author r{:-qtnrt?i
The evident advantuge in this sketch is, that by thus marking the divisions on the bow, the Authors meaning will be more
precistly understood when he speaks of a third, a fourth, &c:&c: part of the bow.
Whenever therefore a note in the Exercises has for III'BL:I.‘I'IE"E the number 1_2 or 11_1 UNDER IT, the meaning . is,
thut that part of the bow is to be used which is between these figures, and so on for the rest,
* *J It will be necessury that the master in the first difficult experiments of the whole length imwlng' guide the arm of the Er*hu_
Lur ,und see that these bowings are mudce straight,und that the elbow is not moved too, far from the body.

(W& cCo No 812)
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To find the proper places for the three last notes on the, fingerboard, the scholar.must  before_
hand be told, that the spaces bhetween the seven . notes already kmown to him, viz: C, D,E, F, G,
A,B, are not all of equal distance, and that there are two intervals of only half the distanee
of the others, namely those spaces between E_F, and B_C. ' 2 3

0o—~1 o
Of the four first notes to be played on the E string ' ?‘3 = —— the E and F lie
: E F G A

close together, the following two however lie at double that distanee. The F is therefore taken
close to the wnut, the G from the F doubly as far off, and the A in the same proportion. When
the secholarshall with the assistance of his master and his own ear, find out the places for the
three fingers requisite for true intonation, he must play the following exercise accompanied

by the master. Here are applied whole length bowings, but those notes with a i ST Y

slurred together in ene bow. An equal division of the bow is here to be observed, ecach of the
two notes obtaining half of the bow. The notes marked with 5-6 are to be played with a short
bow, namely both the Es with the lower third part, (because the bow in the preceding note
has been pushed up to the nut); both the Gs, however must be played with the upper third part

of the hnw,(l-ﬂ) because at the F, it has again been drawn down to the point.
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. On the A string the short interval is between B and C. ?ﬁ‘ > The first fin _.
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A B SR D
ger is ;jlacml therefore at a distance from the nut, the second must however be quite eclose to.
the first, and the third . more distant from the second. When the scholar has learned
to intonate these notes, he should ﬁlay the following Exereise. The four first notes = are
slurred in one long bow; for the next take only a third part of the bow and so on; i.e. for

four notes, whole bows, for two or single notes, short bows, the latter with a stiff back - arm.
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In the following Exercise on both Etl'illg‘ﬁ,-thﬂ scholar has prineipally to attend to the dif — .
ferent positions of the first finger, which as already stated, is placed on the E string,
close to the nut, but on the A string at a distance. At the marks * % these dif_
ferent positions follow cach other suecessively.
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On tlic ]) ﬂrmg the short interval E_F is likewise between the first and second finger,
ﬁ ;ﬁ consequently the positions being the same as on the A string, do not

tllercfnu, requirec a separate practice. 371 e iR

On the @G string the short interval B_C is between the second and third finger: ; _EH — ?LE:‘; i

'h-

the first finger is therefore placed at a distanee from the nut, the second at a distance from

the first, but the third is placed close to the second.

=]

The following Exercise on the two lowest strings, begins with a whole bow,
but from the place where ecach note requirc‘s a separate bowing, wuse the short
bow with a stiff back —arm. .

The signs (:l: and :I} in the middle or at the end of the following Exercise are
called Repeats, and signify that the notes included within them are to be
played twice. If the sign has only dots on one side, :' or n: then the
notes on that side are repeated; if the dots are on both sides, the preceding,

as * well as the following notes, are repeated.

(W&Co No Hl:._’)
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The next Exerecise on all four strings, is 'plal.yed throughout, (except the accented nnies)
with whole length bows.
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Hitherto the little finger has mnot been employed, to prevent the accumulation of toeo  many
difficulties at once. It is now time that the scholar bégin to place and move it. The little
finger must like the others,be bent in its joints, and fall perpendicularly on the strings; it
should never lay flat, not even on the A - siring.

At first learn to take' the E of the A string, to produce the same sound as the open

&y o0y 0
E #—” - and in the same manner the A on the D string, % the D

Jd E E

0

on the A string, ? and lastly the B on the E string =
oo ;
YD b Eﬂ

To obtain firmmness in stopping with these fingers, play the following Exercise with short
bowings.
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Like the above, the scholar will find the following three Exercises, marked for all four fin_

gers and strings, whether the note bé taken on the open string, or with the fourth finger,.

or on the lower string. The four notes marked with =10 - are played the

L
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first time, and the repetition those of .. 20 "= omitting the 19
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CHAPTER XII. -

ON THE SHAPE OF THE NOTES AND THEIR DURATION, AND ON RESTS.

The Scholar hitherto knew the mnotes only, in regard to the places on which they appeared
on the staves, and which determined their names; he will now have to aequaint himself

with their various forms, by which their value, time, or duration is determined.

The note Ss— in the fourth Exercise is a whole note, or semibreve. A tail

at its side —m——g— makes it half a note, or minim; the head filled up

makes it a Z note, or ecrotchet; a hook to this —o—9— makes it l/ﬂ note, or qua;

"4
ver; too hunks. —eo—o— makes it l/m note, or semiquaver; three hooks E #E
makes it V note, or demisemi §: akes i I/ )
32 > miquaver; and four hooks e makes it - note, or semi _
demisemiquaver. E

* -
. gi.-fur_a the Master proceeds to the 12%h Chapter, he should let the Scholar play the preceding exercises (par_
ticulurly the three l.uit) untill he be enabled, for every one of its notes, to find instuntly the proper stop-
ping,as well as the requisite pluce for a true intonation. LIn prupurtjﬂn as the Scholur advances in execution
of his left hand, as well as in activity of bowing, the exercises may gradually be tuken quicker, yet not
more at each practice, than he can play without interruption to strict time.

The master has to observe thut the scholardoes not for a moment swerve from the manner of holding the Vioo

lin, the bow;, und body, or addirt himself to bad habits; such as: lowering of the Vieolin, shrugging of
the shoulders, muking  grimaces, loud breathing, &ec:

(W & Co Nog12.)
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The l:nllnwing table shows the relative value and duration of notes to each other.

l. O Semibreve.
g ——
i \
Via Bl 8
. 2 S————— Minims.
. - -
l / ’ — Crotechets
4 w o >~ rotehets.
, 7 ~ —
/ =
| ; T — e — i ————" | £
E ’r— & & & - @ =—— == Quavers
v | 77

_Emm=mmm Emmmmmm Emmmem——— poniseni

quavers.

Semi _
- demi —
semi_

quavers.

e — — S AR T T = W _ ]

From this may be seen that, during the time of one semibreve, two minims . must
&e: &e: The 64 notes in

be. played; in the time of one minim, two ecrotchets;
time as, the semibreve in

the last line, are consequently performed in the same

the first line. _ |
In ancient music, notes of different forms and value were wused, but of which only

the breve —E=— representing two of our modern notes or semibreves, is oceasion_

ally employed.

%

*—.ﬁ

When pauses occur in playing, marks ecalled rests are used, to show the duration of

the time mnot employed, i.e.

ot ) J L
==========

L
===

Whole Bar Minim Crotchet Quaver Semiquaver Demisemiquaver Semidemi
Rest. Rest, Rest ¥ Rest. ‘Rest. Rest, semiquaver
Rest,
L
K .

i ' .
. In Germany the mark o I8 generally used for a crotchet rest.

(W & C? No 812.)



CHAPTER XIIT.

——
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ON THE BAR AND ON THE MEASURE OF TIME AND ITS SIGNATURES.

All Musiecal Compositions are subdivided into bars, in order to facilitate the recading of the
variously shaped notes and rests. A Bar, is formed by those groups of notes with or
without rests, which, are eontained within the spaece of two lines, drawn perpendicularly

across the staff.

£ =
- £ '
1

j

The Time (Italian “Temprr) of the bar between these lines, is determined, by placing at the
commencement of each musical piece the signature, which, influences every bar of the pieece,
or, until a new time begins. The time from the first line of the bar to the next re

mains unchanged, no matter whether many or few notes or rests are introduced.
There are three kinds of time, common, triple, and eompound. Common time, is that
which econtains an equal number of parts. Triple and Compound times, are those, which,

are divisable into three equal parts.

"Common simple four erotchet time is represented by #
==

the two four erotchet ti;ne‘“"hy E and the Allabreve or two minims o— or

Simple Triple time is represellteq by : Compound Time is represented by

The three minim -time E
The three erotchet -time %

and the three quaver - time %
and the nine quaver time by g

To perform bars of musiec so as to allot to each its requisite length, is ecalled playing in
time, whieh the Scholar has next to learn.

The six quaver - time

The six crotechet — time

Three twelve quaver -time

W e e e A e A R AN U,

v
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The acquisition of keeping time may be greatly facilitated, and a c¢lear view of the division
of the various times ﬂhtained; if the master beforehand, teach the seholar how to mark or
becat the time. This {J-uusists in a visible, yet inaudible marking of the bars, ‘by moving fhe
right hand quiekly th}:]iug'h the air; and then resting till the next bar.

If four beats are to be marked, the first beat is made perpendicularly, the sceond to_

wards the left side, the third to the right side, and the fourth upwards, according to this

figure.
4

"E\ o

1

For three beats it is: For two beats the first is downwards, the

S

For common time (C), and twelve quaver time ("< ), beat four times; for three

second upwards.

I2
8
minim time ('E,), three ecrotehet time (E), three quaver time (g), and the nine
quaver time (g), beat three times; for the two four erotchet time (%)s the
allabreve or two minims ((T) nr('g), the six ecrotchet time (i—), and the six qua_
ver time (g), beat twice. e |

In ease a musical piece in any one of the latter mentioned times is to be played
very slowly it becomes requisite to beat the six parts of a bar scparately, theretfore,

the two first beats are made downwards, the third to the left, the fourth and fifth
to the ri'ght, and the last upwards.

N
WL.

2

If a musical piece in common (g)ur (3) time, is to be played very quick, then only two

beats are given in common time, in lieu of four, and only one beat at the commencement of

every bar in the others.

(w & coNog12)
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"The accentuation falls en the first note of the bar, and on the one with which the second half
of the bar begins; the first is_ therefore called the strong, the other the weak portion
of the bar. Consequently in eommon time, the first erotehet receives a greater ac_
cent than the third, in three erotechet timc. the first mnote only is aecented, In
six quaver time, the first and fourth mnote of the bar is accented. :

For regulating the quicker or slower movement of time of almusiﬂ;al piece, cer_
tain Italian terms are used, of which one is always placed at the commencement
of every piece. The Scholar for the pfesent need only to be a::-quaint.éd with
ADAGIO, slow; ANDANTE, ‘moderately slow; ALLEGRETTO, rather lively; ALLE_
GRO, cheerful and lively; and PRESTO, very quick.

Yet all these indications of movements were formerly left in wnecertainty,and rather- to
be guessed at from the character of the musical piece. Frequently (it was only
found out after repeated playing, and often wholly mistaken. :

This evil is now remedied by the invention of Metronomes, by which the time .ean
be strietly determined. Maelzels Metronome has met with the g-reﬁtest approbation;
for the last tem or fifteen years, we therefore find it generally amnexed to the Ita_
lian terms of time. For instance; Andante is fixed by J 66 , Maeclzels Metronome
(ahhreriated M.M.) thus four t.:rutc]mts iu..the bar of the Andante movement, require four
of such beats of Maelzels Metronome.

The indication of Time according to Maelzel, is used throughout this School. The
following exercise, the Scholar should however at first practise a little slower, until
he is enabled to play it strietly in the required time, and with perfeet intona_
tion. |

" In order to awaken in the Scholar a feeling for rhythm, and accustom-
him to a proper division of bars, it will be wuseful, if the master play
the Exerecises NOS 13 to 18, and let the scholar beat time, in the man_

ner above indicated, and ecount the bars aloud * When the Scholar ecan do

this perfeetly, as well as accentuate the notes ecorreetly, he may be allowed

to proceed. g

N  ; necessary the Metronome may also be used.

¥#¥ The Master from the beginning must insist upon a strict division of the measure, and
by no means yicld to the Scholar. The following four notes in the Exercise must be marked in
the manner stated, to produce the desired effect, In the other measure the sume is to be ob_

served, but not longer than wuntil the Scholar begins without assistance to play in time

(w.,t Co N? 812 )
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. .All the foregoing Exercises were intended to be played with a third part of the bow, and

whole bow; but in the following we shall require the use of a].l"the parts of the bow; for be_
sides the whole bowings, (or the length between 1_6 on fig: IV plate C.) and the short
or. third part bowings, half bowings are introdueced, marked under the notes; if with
the upper half of the bow by 7 —-10, if with the lower half of the bow by 11~ 14, and if
with the middle of the bow by 38_4, (see fig: IV, plate C.) =~ |

The rules for the inotion of the right arm, and the right hand ‘in these half bowings, have
already been given in those for whole bowings, it needs therefore only to be remembered that
in bowings with the upper third part ef the bow (l-?) the elbow remains stationary, and that
all short half and whole bowings must always be parallel with the bridge.

N

Andante, ) 88.
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* The whole Iurlu;‘th bow 1=~ muarked by 1-6,
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Before the Master proceeds to teach a new measure, the Scholar should first learn to beat the time of it.
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The next execreise has two notes before the first bar, called introductory notes, and not for_
ming a full bar. i_I_‘hese intr.ﬂduetnry notes whether one or more, are generally unaceented,or
at least,conclude with an unaceented note, which is generally taken with an up < bow, in or_
der to employ for the first or accented mote of the next bar, the down-bow. The
bow has on account of the nearness of the hand to the strings, and the thereby oeccasioned
pr{-smré'nf the bow on the same, more weight than the up _bow. and it is the ancient rule
that every bar should eommence with the down_-bow, and finish with the up - bow. |

Modern playing has however caused frequent deviations from this rule, as the Secholar
will observe in the notation of the bowings in the following exercise, the necessity of which

down -

I shall explain hereafter. _ |
The two introductory notes of the following exercise are not to be slurred, but played in

two bowings, and must, to econform to the old rule, be begun with the down —bow. Thereby
the tirst note of the full bar obtains the down-bow, as also the first note of each succeeding

har.

(W& Cco No 812.)
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The introductory Note in the next exercise is made with a short up_bow near the nut, in erder .-

to employ the whole bow to the six notes of the suceeeding bar. In the 5 and 13th bar, at the quaver
pauses, the bow is lifted up and moved on through the air, so that its whole length finishes at the same
time with the end of the bar. »

(W. & Co: N© 812))



Adagio, J\ 96.

Pousse. 4 2

p O ' ’/"_*‘ ,-'—"--.Jj _,-""""_""""*‘!' F— S 1 | ' —

& " —— - 5 ; r | s = -
r 1 rope—

- ” -
- L 72 z £ ==

i 7—10 — o o
1L 9 3 1 L=

N #17 = T i = | 0 N2
P =\ ok 1 ; 4] /,--"—"x‘i'
F & - & ._ “r /__\\ ;
"2 ——v i 2 = o
P10 1—e -8 1—6 1-2 7-10
| .Jl": k- =
' - ¥ o # R
ek T o
- '
L I-ﬂl 7 <10 S 4 2N
SESiTes

g &

FEF @ & T SN L i =

not .

- Regarding the pauses, it is necessary to repeat here, that the whole pause

only denotes silenee for the duration of a whole bar in eommon time, but also in all

Ii

other measures, as for example the first bar in € in the aecompaniment of the

8
above exercise.
Two or more pauses are written
: Tttty 3y ]

:ﬁ: is often substituted.

Above that number the simple ecut

The following exercise is to be played throughout with a stiff back — arm, and between
1.- 2 of the bow. For the motion of the bow on two strings, the Scholar should
use only the hand - joint, and raise and lower the elbow only a little, when he has to

pass over three or four strings.

i

The bowings in every succeeding exercise become more varied, their correct execution ae_
¢

cording to the marking, is therefore the more necessary; as, even if only one were missed, the

~ bowing would immediately be thrown wrong through the whole piece.

(w& co No g12.)
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CHaprPpTER X1

ON TRIPLETS, SEXTOLES, DOTTED-NOTES, & RESTS, TIES,& SYNCOPATION.

—

In ehanging the movement of the quavers of the lg or g
time, a system of notes is created called Triplets.

 Every note divided into three,instead of two parts, makes a triplet.

time into eommon, or erotehet

L LY

i =- 1

/\ A/

E—er_aﬂ -ﬂ Lv;'J]

1/’ /‘\ 7\4‘;/’\
Tripletanji:%_i;ﬂ = j_==g .

l

‘The ftirst is called Minim - triplet, the second crotchet - triplet, the third qunaver—_triplet,
and the fourth semiquaver —triplet. The figure 3 distinguishes Triplets from notes .of
like appearance. Over quaver or semiquaver triplets, the figure is however not always

used, or is only placed over the first triplet, as they ean be distinguished by their

being
tied in threes.

Frequeilﬂy, instead of a note there Is a rest.
3 3 3

Sometimes two quavers are compressed into one crotchet.

3 3

f

The Triplet having been doubled forms the Sextole.
3 :
Triplets. uj—‘ﬁ_—i‘ S}Fﬂ = : ]‘ ﬂ = .:i' !1]
l | ————
ABNA ADA_A DA

| = 4 * '_' H_j
1' = — |

Sextoles,

Two triplets are often tied together in this manner, and marked by a 6 (although
iufnrrertl_y) as a Sextele. They differ from the first, by having the accent on the
first, and fourth note. Sextoles have the aecent on the first, third, and fifth notes.

Triplets. Sextoles.

EEEer

—
—
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The following exercise has for its objeet, to teach the Scholar the division of Triplets
and Sextoles; they are therefore mixed up with the other species of notes. In the 10Wh
2Ist  apd 22Md par are several triplets successively, commencing with a rest; but eon_
sisting only of unaccented notes, they must in accordance with the old rule be all play_
ed with an wp -bow. For the rest the bow is raised from the string drawn back in

the air, and at E‘IF:EI'}' triplet again placed at the Ppoint.

Andante, J 2.
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The dot prolongs the duration of the mote behind which it is placed, one half in addition
to its original value. | |

o L 6‘ F -
i—i s—
P oy
T - - N
E‘ & 8 = ;&v-ﬂ_'

The minim with the dot, has therefore the duration of three erotchets; a erotchet with the
dot, the duration of three quavers. If two dots are plaemt' behind a mnote, the second 'dot

gives an additional quarter to the length of the original note.

o Ty
-

ie ‘P"— ﬁ F — i&_ & _T "
e s, Wi
i E—f-‘—r?;__,F % = ;_L.EH

It is the same with the dots after the rests.
Pt %

—
===

The first dot has half the length of the rest, the second the half of the first dot.

Where a note could not be prolonged by a dot, either because the prolongation consists

=
=
2

q

of less than half of the mnote, or ‘- because it was divided on account of the bar, the

prolongation is made by a note with a tie.over it.

C O - S I_F
i s —

Such tied notes are likewise played as one. In lieu of the tie aeross the bar, the

dot at 2 is also frequently used:

b7
4

“L:,-

The following exercise econtains simple and double dots, at notes, and rests,as well . as
slurs.

It is a frequent fault with beginners,to hurry the notes with dots too much, and thereby overstep
the time. The Master should therefore require a strict holding of the time in edch division.

In the 15th bar oceurs a new bowing. Two mnotes should be played in one bow, but "e;u-h be
separately heard, as if it had a separate bowing. Before the second nu_j:r: is played, the bow
must therefore remain momentarily fixed. The pause thereby  oceasioned, should be very

short, at the utmost only a demisemiquaver.

(Waco No 812 )
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- If two notes are at sundry times, successively tied, of which each time the first is unaccented

and the second accented, they are called Syncopes.

—
. = . L
= e
a ¥ —
: S’

With notes of a shorter duration, the two tied notes are tied aeross the bar.

=
_#w;

It is the echaracterestic of Syncopes, that the ‘accented note forms always the beginning

W

of a bar, and therefore receives more naturally the acecent or pressure. The manner often

used by Vielinists to aceent ecach note of the second half of the bar by a parti-

s
'—h‘- —
r — =
- — = —

-

cular pressure of the bow,

NY

is .therefore incorrect, because to a certain extent it destroys the peculiarities of Syneo _
pation. | .
The next exercise gives the Scholar an opportunity of practising the division and manner

of . playing syncopes, as well as the other kind of notes named above.

Andante. ‘I 92.
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The last 10 Exercises are to be repeated till the Scholar is enabled to play rtihvzlml,lmnt only
in  perfeet intonation, and aceording to the stated bowings, but more particularly in ecorreet
time. His success in the latter, the master may try by lgtting him here and there play, to
the beats of the metronome, but not too long, as otherwise the " playing soon becomes stiff and

awkward. If the 1Schular’5 execution does not come up to the required Tempo, the Master

may = place the Metronome a few degrees slower.

(We o N g12.)
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CHAPTER

XD,

ON SCALES OR KEYS, ACCIDENTALS, AND SIGNATURES.

- o r.

The matural and gradital sueccession of tnnés, C,D,E,F,G,A,B, and again to C, is called

the Scale. The Scholar has already been told that the distance from one tone to another
is not always the same, and that between E,F and between B and C is only half the dis—

tanee of the other tones. Consequently this scale consists of five whole and two half tones.

one G tane >
e —— & FS——

? P —
- L4 - =

As the suecession of the above tones begins at C, it is called the Seale or Key of C.
create

But the want of modulating from the above tones to others, and thereby to

new scales is soon felt. In order to obtain the necessary succession of two whole. tones,

a half, then three whole tones, and again a half tone for a seale, it is r{.-quisite*tu lower

or raise one or more of the above tounes, either half a tone lower or higher.

The raising of a tone is determined by a sharp # prefixed to the note, a C with a

g is called C sharp, and F with a £ is ecalled F sharp; &e:
The mnew Scales created by putting one. or more sharps before tones, are firstly G,

because it requires only one sharp.

A;:D/m\’@ whole tone “whole tone whoule tone hulf tone

— = - -
G A B C D E . O G

The next is the seale of D requiring two sharps.

hole tone whole tune ulf tone 'whule tone hole tone whole tone alf tone

{ - = wal o —& 2 L E !
|
Fi Cs

The Secale of A, three sharps.

-~ half
hulf tone tone_g-
#e
# e “%L_ﬂ
CH F¢  G#
"The Scale of E, four sharps, "
L ~ half half
4 . %tnnﬂ toune

[,
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and the Secale of B, five sharps.

half
haulf ‘i tm"_..._
Fa! tanc
et !
, ~Cs Dy Fs Gi A%

Amm.lg these scales the Scholar will miss that of F. But this ecan only be found. by
lowering the tone of B half a note, whereby the first half tone following the two
whole tones is obtained. ' '

The lowering of a tone is determined by a flat b prefixed to a note, a C with a
b is ecalled C flat; a D with a b D flat;&: F the first of the new scales . is
created by lowering the tone B.

= - -~ =~

A new scale can now be created from the lowered tome B, by lowering the fourth note
whieh. is the E.

Scale of BbF, with two flats.

half
half tone
? ol o "'\._.‘:,L"_H
Bb Eb Bb
Commencing from the second lowered note Eb, and lowering the .fourth note A, we form
the scale of EP, with three flats. ‘
half half
ton tone
Eb Ab B Eb
In the same manner, commencing from the third lowered note Ab, we form the Scale of Ab,
with four flats. _ :
. half *{.331{;
s toneg
# = s
Ab Bb Db Eb’ Ab
and commencing from the fourth lowered mnote Db, we form the scale of Db, with five flats.
half half
tone tone
. = 5 %
Db Eb Gb Ab Bb Db

But new Secales ean also be created from those tones raised by sharps, we must therefore
add here the seale of F#, with six sharps. |

half
}}_‘i}g tone
9= =
| & G# At Cd¢ D% Eg# Fs3
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With this, the twelth Secale, all major Secales are exhausted. For in forming a new secale
from the next raised tone C#, it will be just the same as the secale in D flat, as C#%
and Db although differently ealled, are one and the same tone. 1In raising namely the C
by a #, or lowering the D by a b, they amalgamate on the same note, consequently the
difference’ exists only in name, not in sound.* In like mammer 6 a seale from the fifth
lowered note the GbP amalgamating » with the F#, £ forms nnly one and the same seale.

One of these scales willappear to prednmmatt in every Eﬂlll]ll’l!ﬂt]ﬂl’l for Ex: in the Exercises
NO13,14,15, 16,17, 19, 20 & 22, as the scale of C predominates they are said to be in the
key of C. There are as many keys- as scales, namely, twelve.

The sharps and flats requisite for the formation of scales are not always repeated through
the whole composition, but are only given once at the, beginning, immediately after the clef,
thus influeneing its whole duration. From the signature therefore will immediately be seen

the predominant scale and key in which the piece is composed.
Next follow all the twelve keys, with their signatures, with which the Scholar must
be. well aequainted. :

without

signature. nne “gt]{l two H'it:h three
‘ | ] arps. ATpSs.
_. Key of . Key of Key of _ Key of _ ##
C.u : H , .D o d{n B
with four ith five ith sij
shuarps, msharp: “Bhurs;:. with one
Key of" Key of 3. Key of #- Key of et
i
.E'D Bn F #u | Fn ”
with two with three with five
flats. fluts. flats

Key of - . b _ ey of

If one .of these sharps or flats is to be contradicted,to restore the note to its original
piteh, the sign 1§, ecalled a Natural, is placed before it.

ﬁ S=TaT%
F# Fj

Bk B

»* .
These notes similar in sound, thouyh different in name, are called Enharmonie, and by substituting the one

for the other i.e, the C8 fur Dl"" or F& fur Gl"'l and the reverse, is called the Enharmonic change or movement.

(ws o NY8i12)
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This sign consequently lowers the tone when it contradicts a sharp, and raises it 1if it

be a flat.

These three signs #, b, and b, are called accidentals, as exemplified below. In the fol_
lowing Exercise, one # only is before F, consequently the scholar has to take the F half
a note higher through the whole piece.

On the E string the first finger then, is not to be placed any longer close to the nut,
but close to the second finger, and on the D string, the second finger whieh hitherto was
kept close to the first, is now to be placed at a distanee from it, quite close to the’
third finger.

The fourth bar of the é€xercise modulates into the key of D, therefore in this and the fol-
lowing baf-s,the scale of D with two sharps predominates. * The scholar, besides the F,
has also to take the C half a note higher, and to place on the A string, the second.
finger at a distance from the first, close behind the third finger. In the four 1last bars,

the scale of G is again prednminaht, therefore the C must be taken on its original place.

Andante J 50.
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The following Exercise has likewise a sharp behind the eclef, and therefore the scale of G
is predi;minant. But in the 5 gth and following bars by modulation into other keys, the
scales of C,E, A, and D, are introduced. Attention to the signature is therefore requisite,
anu at each sharp to move the finger half a note upwards, and at each § to return to
the original place. From the 8! bar the modulation is in D, and the secale of D . predomi -

nates to the l?ﬂl bar.

(W&C? No g12.)



Il e tAe £

4.4
Allegro. J 100.

pousse. tﬁ/ o ﬁ;’ ‘!' = )
. —5
N o 24 T e 7—10 1n_1
— 1__

_1
%
AT
L ]
™

= — = =
;f_-r"ﬂ L 7-8 710 —~— i s
1n_14
T : - ———— rl
. ‘e . 2 o 1— e
: ' _" - ! I
} - - o, I
e —
ﬁx ] - ] - /—Rj\ *3 f'q i3~ Tl 8
= . - | . =1 =8 ‘1 1 1 ;
q i d_ ______,...--*'E M L
_ 1—6
ek 1 — ! 3 1
S e T i Y&
tire. eem—— St
P 32 .
S \_ e~ fe *; i~ e
' — 5 = |
= : j e
7_10 16 _LH#” y__10
= == = == =
| H" 'I l .
Zﬂf - =4 *-q o - e ki
A — ——
o P TN 8Py — \ / 28 ,
=1 - " o = T(.'ﬁ—'
» »_ - = !
P — , — 1:—,'? =
H 1—8 = ‘?— "
— i
*:;\‘ Fre \,x '
— e - e e =
-.._..-“'J_ S ™ o ' ey I L v 2




||

Tre.

(L

Cig

=

A= N

Pbousse.

-

I

R N

4




.46

The following Exercise has two §, the key is therefore D, all Fe aidich axe ‘to
be takenlhalf a note higher.

Allegro, J 116.
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.The sharps and flats placed after the clef are called essential signatures, those which appear

in the course of the piece, accidentals. These latter only influence one bar at a time, and

must be placed again in the next bar before the note, if the same is to be raised or lowered,

unless it be connected with another note of the following bar by a tie : or J—

in which ease also the note of the new bar is raised or lowered.

But in the space of a bar, every note of the same kind,even if it standsin different Octaves
is changed by one aeccidental. In the 13t bar of the next exercise the # before the A, not
only influences the 18} but likewise the fifth note, and in the 28th par the § lowers
the G sharp to G, as well as the 7t ang 9th jote.

The essential sharps of the following Exercise are C, and G, sharp, consequently the
key is A.

(W&o NO B!F.J.'.)
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. The Scholar hitherto has played with an equal strength of tone. The Violin however admits
of various degrees of strength of tone, and it is now time that the scholar should try to
prt;dur:e them. In the following Exercise they are marked down in the usual manner below
~ the staf, i.e. with the Italian mode of Expression. For the present it will suffice to know: -

piano,(abbreviated ) soft; pianissimo (PP ) very soft; forte (f) loud; fortissimo
(ff) very loud;, crescendo (eres:) gradually inereasing in strength, and decrescendo
(deeres) gradually deereasing in power. Each of these words continue to influence the
musie, till some new modification is ~expressed.

At the forte tie bow is pressed more firmly on the string with the first fiugér, more
quiekly moved and brought nearer the bridge; at the piano however the bow is lifted a lit_
tle by the préﬁsure of the-little finger, moved slower and further from the bridge. At the
eres: and decres: a gradual swelling and diminishing of tone from one to the other takes
place. The Scholar should take pains at the P and f to draw always a fine t{m‘nm the

instrument. A regular bowing and a firm placing of the finger of the left hand
hoard, are here the first requisites.

¢ finger-

(W& 0 N©812.)
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The following Exercise has a b, after the clet; all B’s, are therefor taken half a note lower. Besides
this essential signature, various accidentals are introduced, which must be well notieed by the Sehulqr.

N0 27

Andante. . 100.
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The following Exercise has two Flats, therefore all B’s and E’s are to be taken half a

note lower.
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o4 The following Exercise has three Flats, therefore all B's E's,and A’s ar- o be taken half a ioie lower.
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QHA PTER XV°I.

ON INTERVALS, MAJOR, and MINOR KEYS, DIATONIC, AND CHROMATIC SCALES.

—

The distance from one tone to another is ecalled an Interval. The number - of degrees or

. : : . . C to D C to E
notes which it includes determines its name Z for Ex: = a seeond; from -
- Cto F_r_ ‘—_2 ‘; =i
a. third: from —F = 1 a  fourth; and so on. . ‘

o 12 '111- -
. But as these noles can be raised or lowered, they cause a variety of intervals, distin-

guished by the terms major, minor, sharp, and diminished.

- The following intervals are most commonly used.

— o
Farsts. ‘I Seconds. Thirds. Fourths.
perfect. sharp prime{ minor od major 24 sharp 24 minor 3¢ major 34 |perfect 4th sharp 4th
— !
: — : ii - r-_ - . r
- -G = - o 10 e - o —o- ——_
= : :
Fifths. Sixths. Sevenths.
dimini ﬁhﬂﬂ - perfect. sharp, minor. major. diminished. ftlr‘:l:l z: | “h;‘;g u:t:
== = ] T e
- A —e- . - S - |
’
Octaves. Ninths. r Tenths.
perfect. sharp. f;‘; t::,r major. sharp. minor, major,
= . - — >
s te oL #o ——‘—‘F‘——ﬁj
- f - - - - ' - >

i

When the interval extends above the tenth, it then is counted from the Octave of the
fuindamental mote, and again called. fourth, fifth, xe:

All other intervals the scholar will learn in studying Harmony. It may as well be observd
that, to hé&uma_& a elever musician, this study eannot be dispensed with.

The scale which the scholar has hitherto studied in twelve different pusitiuﬂu, has
in ascending and descending, both the third and the sixth major.

| 1 2 3 4 5 6 1 8 E{L'i_—i ="
- ?}"??rrrrrrrrf‘*

‘There is still another scale differing from this principally om account of the third and sixth
being minor, the first in ascending, the latter however only in descending:

W & C2 N 812.
( )
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Besides the sixth, it will be observed the seventh in descending has also a flat(mi-
nor ¥) |
Thi:-i scale consists like the others, of five whole and two half tones, but in different

sliecession.

“whole tone half tone whole tone whole tone whole tone Iwi'mle tone half tune

— = =

— e — —

= =

In ascending, after the first 1}1101& tone, immediately follows half a tone, then four whole
tones, and lastly the second half tone.

whole ton

In descending - ro—fa —— 5 - # we find at first

two whnle'.tunesa, then half a tone, then again two whole tones, next a half tone, and
lastly = a whole tone. |

The scale with major third, and major sixth is denominated the Major secale; the scale
with minor third aseending, and minor seventh, minor sixth and minor third descending, is
called the JMinor scale. ?, | . | :

The minor scale like the major scale, can be transposed eleven times. Consequently
there are 12 major, and 12 minor scales. The former the scholar knows .already, the
latter follow here with their signature-s; at first the one of A, because on this key, no

essential signature is necessary, yet it requires two accidentals for raising the sixth and

seventh in asecending.

* Mr Gottfried Weber in his Theory of Music objects to this hitherto used Minor scale und advocates another having
both-auscending,and descending the minor sixth and major seventh.

=
=== =

In his view the scale is the number of tones of which the peculiar harmonies of a key is rumpuscd:‘he is certuinly
right to object to the major sixth in ascending, und the minor seventh in descending, as being foreign to the minor
scale But as the minor scale is mostly employed us a melody to the principal harmony of the minor scale, namely
to the triud of the findaumental note, yet (as he stutes) it still ought to be ascending and descending as hitherto customary

dig= THE =4R g )
- \x:._f""%k 3

and as his scale almost never occurs in ascending except in the harmony of the Tt.h of the dominant,
h
ol |
Ef =lebd JIPTY |

e '._1-
|

— e —— —

-~ == g
conscquently the hitherto customary scale is in  practise more frequently heard than his scale. I have. therefore
thought it better for my purpose to adhcre to the old style, und to accustom the ichularn ear to the scales which
-he would have most often to  play.

'(w & C? No 812.)
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MINOR.

without sig-nature.

' g 1. ‘H"-t, h.t. w. t. 1. h.t.
1 w,l. ht, “t‘“"'t. .‘h-" H $t® —- - #_’ . i". w.t. w.t. h.t w.t.
. 2 = & |
l - i
of E, with one sharp.
h.t. h‘t_ ]'l_t. 1- h.t.
. ' 1
2. ? S : : = =

of B, with two sharps.

t. h-t. ht,. h.t.

of F# with three sharps.

: %3 s h.t.
4 ﬁ,_,_._y ==t
I

of C#, with four sharps.

h.t h.t. 5
5' #‘L .ir——!—-’f'-h‘ FJ"#’-—

i.-_ 'T'

h.t.

In order to raise the seventh

in the next minor seale of G sharp, (with five sharps)
it requires an accidental, with which the Scholar is not yet aequainted. This is the dou_

ble — sharp X & which raises the mnote (already raised half a note by a sharp) another half
note, or altogether a whole tone. The simply raised note receives

for the second rai_
sing the denomination of double, as F double sharp, E double

sharp, &e:
The mnatwral § amnuls the double sharp, but a % is added if the note is to
remain simply raised. :
MINOR.
SCALE of G#, with five sharps.
. h.t. h.t '® h.t. h-t,
6" o = - .-__ﬁqi.__)(_. #H o —
of D&, with six sharps.
. h.t, h.t, h.t. ht. 1
: X w :
of v with one flat.
8 h.t. . h.t. 4 ] h.t. ht.
b, }_ - — s i—. i I i gl

(w & coNe 812.)
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of @G, with two flats.

i Nt ht. dor 1 ht.
~of C, with three flats.
h.t. : h.t. ht. . ht -
10. e e e S

of F, with four flats.
ht. h.t. hit. h-t.

— T b

of Bb, with five flats.
h h.t

12 E - F_h.t. = e “ }...t-_t ¥ B b...-. -t .h.t.

-

The Scholar will have observed, that each of these minor scales has the same clef and

signatures . as .the major scales have, both in ascending and descending; they are there -
fore called relative.

The relative minor mode or key to a major mode lies a minor third lower, the relative
key of C major consequently is A minor, of G major, E minor &e: The following are

all the major and minor keys or modes with their different signatures.

D major. — A mujor.
# ﬁ.] B minor. ?1 F# minor.
B major. . F& major. ~ F major.
G# minor. D# minor. * D minor. =
D# mujur. i’
Bb minor.

To a beginner on the Violin not possessing any knowledge

G mujor.

C- I'll.iju r.

A minour,

E minor.

E major.

C# minor.

BP major..

Eb myjor. Ab major.

G minor.

TR

et

C minor.

F minor.

of Harmony, it will generally
be difficult to kunwl'in hhat\key (whether major or minor) a composition is written,

observe therefore that:

In the beginning of most compositions the triad, i.e. the chord of the key in which

they are written, consists of the fundamental note, third, fifth, and octave.
or flats after the elef, it is therefore the chord of C major,

= or A minor, # '
In comparing these two chords it will be seetti that two tones, C and E, belong to
both, but that

the G belongs to the major, the A to the minor chord.
piece therefore, without sharps or flats after the elef, begins

Without sharps

If a musiecal
with a G, this first

(W& o No gie,)
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tone decides it to begin the major key, if with an A it is in the minor key, ifit ecom _
mence’ with C or E, then the continuation of the melody must determine the key. If
after C and E, or after both tones immediately fu]luw:ﬂ the G or A, one or the other of

these tones decides the key. If the melody proceeds by diatonic degrees, the F and G

is. to be observed in ascending, for if both are raised, as for instance: ﬁ" 5 ;"

et or only the G, #.? :

j,.z:t:u; it is in the minor key; if without sharps, as:

: ,
ﬁ P Or %;t%: then it is in the major key. If thc melody descends
iy A

g‘rtLdu-ully, it must be pursued to where it turns or closes, where the A or G generally.

deeides the key. This will be exemplified by the full;ming examples, N? 13, to 19.

_’_,...-""'"""ﬁ\ |
- In N©? 13 1o 1+— the second note G, shews the key to be major. In N? 4.
| | '

e e i _ : 3 '
ﬁ & the key remains in the 15! bar undecided, as the same notes might also

.—

—

appertain to A minor, the first note of the second bar G however shews it to be C

major. In N2 15 the first note immediately announces the minor key. In N0 16
. | \
- RO .- ' .
the 8¢ note indicates the major key. In NOI7. = the third note
@
likewise shows the major key. In N?I8, fParasl— it remains undecided till

ey

the beginning of the second bar, the A of which shews it to be minor In N° 19

ﬁl the second note indicates at once the major key.

.The Scholar maf now try from the foregoing examples, how to find out the
key of compositions with sharps or flats. If after this he is still in doubt
as to the key, he may, to be ecertain, look to the last note, as every regular

composition ends in the same key in which it begins, even if it modulates in the

middle into other keys.* Generally  the first Vielin ends like the Bass, with
the principal dand fundamental note of the key. The above examples N!‘ 13 to 19
may likewise serve as illustrations, for they all end in C or A, according as they are

major oOr minor. |
The following Exercises are intended for practising the minor secales; ascending

and. descending, the latter sometimes with the minor, sometimes with the major seventh.

The numerous accidentals must be carefully attended to.

* ;
A composition in a4 Minor key, not unfrequently ends in the Major of the same tone, Ex: A—minor in A-myjor.

(W& CoNv 812)
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In the following Exercise, the rule that the Accidentals in a bar influence the higher or lower

Octaves must also be remembered.

Andante. [-132. -
ot

4#1}
297

e

e ; '__‘_ij_' ;
____________'_,_t’# i ;: ” _d-_/

(w.; Co: N© 812)
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In the 131N bar of the following Exercise appears a new Accidental, the double Flat (bh)
serving to lower the E, already flattened by the simple D, still half a note more. The note

with a double flat. is ealled E double flat, B double flat &e. This double flat is contradicted

by a q with one flat attached to it,

Thus the Scholar has been made acquainted, with the last of the five accidentals, viz: 2,

%, b, bb, and §.
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- All major and minor - Seales, consisting of five whole ‘and two half tones are ecalled
diatonie or mnatural secales. But there is another kind of major and minor

going through all the twelve half tones:

Scales

|
#, " ok =

they are 'called chromatie, or artificial, and econsist always

of the same half tones,
and are in major and minor, ascending or descending, the same to the ear though to

the eye they appear different; i.e. written with other accidentals.*

The two following Exercises are intended for  practising the chromatic Scales. If

they are very quick, observe this rule, that with the little finger, because it is

shorter than the others, and therefore less moveable, never more than one

tone 1s taken, whilst to each of the other fingers two tones are appropriated.

For the raised tone of the 4th finger, take therefore (as at 1.) the next open

string, or (as at. 2.) the first finger on the 'upen string .
S 2 2');4- 1 1 2 3

3 A 2y

T ——

The E sharp at 2. is taken with the seccond finger, because the same finger
must never follow three times successively.

- As the open strings (partieularly E and A) sound sharper than the same tones stop_
ped on the preceding strings, they are afuided as much as possible in chromatie
scales. In the 26 bar of the next Exercise, the E flat, (as if i.t were 1) sharp)
is. better taken with the third finger, so that the E need not to be taken on the

open string, but with the fourth finger.

Allegretto | =92

i e iy, S .,

, | 5 08 S T = %
:j,_ #'.!##'_' I#I‘ - ! Ll_
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35. |56-F ——

" The Enharmonic Scale is not practically “'_‘-"1--

(wa Cco NP 812)
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ClHHAPTER xXVIX.

ON SHIFTS, THE EXTENSION OF FINGERS,6 AND THE HARMONICS.

- Besides the tones from — to — to which all the preceding Exereises
g ¥ ﬁ

are confined, the Violin possesses an extent of Harmonic tones, of more than an

octave.
» g2 f E

gCDEFGﬁBCDE

- The highest tones. of this secale, being difficult to bow quieckly, on account of thelr
being placed so muech above the ledger lines, the word Oectave is generally writ_

ten over them, and their higher situation indicated by 82 , as

Trre
Ailiiiilt

T
(e
11,

If they are to be played again in the situation in which they are written, it

is indicated by the word “loco;,” or also by the omission of the dotted or marked line.

h
™

e
4
o
™
L]
LEA,

»

e
A
n
S

‘ £
The tones extending above ? can only be reached and taken by the fin

ger by moving or shifting the hand from its hitherto held pasition, more or less towards

the bridge. These different positions are ealled Shifts. Formerly they were divided

into  half and whole Shifts. A half shift was the position of the hand,which
1 _ -
took the G of the E string g with the _first finger; a  whole shift,
, _ ;
that which took the first finger on the A of the E string # T % 'The next

(W& C? N? 812)
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position was again ecalled half shift, the following again whole shift &e: To dis—
tinguish the higher shifts from the lower, they were also called second half and
sccond whole. shifts.

But as this denomination eof shifts is intrieate, I have here applied the Freneh:
manner, whiech marks the different positions of the hqnd, by first Position, S;E._
cond Position &e:

The lower position of the hand iﬁ which all the preceding Exercises have béen
played .i!i therefore called first position, in advancing the hand a little nearer the

bridge, so as to let the first finger fall on the A or G§ of the E string,

1 1 1 1 1
— L e bp fe ¢ |
? we are In the second poesition; on ? in the third
Ab A7 AR |
1] - :
o be Le . s = 1F :
position; on - ——— in the fourth position; on ﬁ in the fifth;
1 > X T e sra ..
be ﬁf—. e 31!"‘*'"1'* | -2

on # 4 in the sixth; on § a —#:l—j.i: in the 7@;0]15 bt
Db Df D# Eb Ei E# F F#

in. - the eighth position. &e: |

In these higher pnsiﬁﬂns of the hand, not only the notes of the E string, but
also the notes of the other three strings are played, altho’ they may be
reached with the assistance of the E string in the lower position. But eontin-
ually playing in this way would ehange the position of the hand too often, Jand
unnecessarily inerease the difficulty. In faet, many passages really very easy,
in a quiet position of the hand ecould mot possibly be executed. |

In the new shifts of the following Exercises, the scholar will be ecareful not to
change the holding of the hand as hitherto wused, and will see that the fin_
gers bent in both joints fall horizontally on the strings. In the second shift,
the wrist must not reach the ribs of the Violin, till the hand has .ﬂ.d‘l'i:lllt'.'ﬂd to the

third shitt, where the ball of the hand adheres to the hollow of the neck.

(w & C2 No 8B12.)
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The following Excreise is intended to teach the Scholar, how to  extend the finger to tones belong-

ing to the next or preceding position. This is cffected, either with the fourth or the first fingerwith_
3ba 3 e

—= e g— S

out moving the hand; | as:

fye

To slur the extended tone in one bowing with the nearesttone, it must not be distant more than half

a tone, as the whole tone,by drawing back the finger, produces an unpleasant effect, as: +T:f'l:!':
. 34 4
But if the extended tone does not immediately follow the next nearest tone, then the whole
£ 2>
EEEs

tone, even with.one slurred bowing, may be taken, as:

34 31

" This extension of tones, not belonging to the position in which we are playing, avoids changing
the position of the hand, on account of a single tone merely; but in the second ease,where they
are. extended and might® also, without leaving the shift, be taken on the nearest string

it is intended to unite them with the other tones” in a much more quiet bowing than otherwise

could possibly be done.

(W& C? NV uu.)



Il e tAe £

54
A“t‘g‘l'cttu x . - 104,

35 213

ST:d Pﬂ#'!‘t-iluﬂ. I/,.--"'"'_-_'_N-.\‘ /',--""__—"l. 4 _,:-!-:"'-'_____' ;ﬂ
i i ]

: Jﬁéﬂﬁc e m—— -
o—% s —~—=
No 41 P

3 1 3
912 2
1 ' T & :
—& @ e 1
i B S LY r ]
i i
’ 9. . ,/"——;H'f 4 *

#f %F-l! l-I‘-'#_T', "l"L ///\ /"\ 1 11! _E f‘i

(W& Co: N B12))




16

1114

1—-10

. ——

cres. .

1 o
i)
4_.44.... ariih
/|l
Ty -
L YA
s TIELLS
g :
1u 1
L -
- ML
Ry
ﬁ . L 8
!l .W..
i)

=
5




Il e tAe £

86

As the tones nearest the bridge lie always closer to each other, the Scholars ear will also
direct him to place his fingers from Shift to Shift more elosely together, particularly the little
finger, which, having to take the half tone, must closely adheretoits predecessor, In very high
shifts it is necessary for the sure intonation of the half tone, that this be first removed before
the_ other can be put down. It is not possible to determine in what position this shifting should
begin, for a scholar with strong and fleshy fingers may find it even neccessary in the lower posi_
tions, whereas thin and pointed fingérs will not have this obstacle to encounter.

Allegretto. _'1: 66.
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In the next fourth position, the lcit hand must be lifted a little more than hitherto, over the
edge of the belly, to cnable the fingers to reach the G string horizontally; at each sueeeding
position this lifting of the hand is gradually increased. The thumb by degrees is drawn round
the back of the neck and the elbow moved more under the Violin. If the Scholar have a ve::y'
small hand, he will be obliged in the highest positions to draw the thumb entirely from under
the neck and even to rest it on the ribs; but then it is necessary to hold the Violin very tight
with the chin, particularly in the sliding down of the hand to the lower positions. | )

In the 7W bar of the following Exercise, the hand in extending the A sharp,with the

first finger, must by no means be moved from its position; northe fourth finger in the 8th bar
of the 2R part at the A sharp.

ath Position.

Allegro. | =100. < oS = i
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The dotted notes in the following Exercise are te be bawed very short and darting .

Allegro |=126.

-éth Position. .
f t:lf. 1
L = : . S ‘ TN T W S0
| —;-;_’ Jf"‘r" = ; o
A ' i ﬂ____ = 1 H
No 44, pP-8 , e |
' LR o L Ef 2 t =
Feiet . =
T 5 OE TH. S '-‘p-.;_ ‘ﬂﬁ" ------------------------
- e ‘ o o0 o @ T 1 T | ' A T P
T i SS=S252E2
f e © <y
i.,_l = #—'—ﬂf;’fﬁ;'ﬁ e ,
! 4 s ==
| \_:_,.'T_li o e T : -
e s e i loco ‘ |
T ' vy vh ) g '
. : i L1 1 ! —1 - + r*—F 2 q‘
g" e - - — ' { :Wﬁ‘_ g
J_ m— i f f —

. S===c |_____..' = lﬁ_‘ﬂf e s T

(W & Co:N? 812.)

3 4 2
...----..‘\ _—\\
g s s it g s » —2
. | | | [~ I
1 L i 3 = % _'
] | . . t
- v A g P i \ T
— I . e “""‘--..____‘__/’



B e = RS
E ___d___"'-_‘- #*—'——L—'—#‘—" | l"___Liti_‘_ ;

_ g
g’ = Si=F=Ei==—= e B =
— o i y . ey ' Nl
id * g‘iﬁ‘ u@?‘ u#?&'? h;ltbu e 3. fff' i
vy, _— 't §¥5 % 0 -F"-J_ ey .o »
_-H. | ' _I"_.___I_.
e S aa i e £
=1 ’ = o =< "
iy . G e [ e loco .";_-"\

i
I
"..-
%_
$>
E#
k)

In the high positions of the hand, where the stops are very close, mot only the tones of the

nearest position, but also those of two or three higher positions can be extended. In  the
following Exereise there are such which hppertain to the 7% and sth position. . I here again

v remind the scholar that in the extention of these tones, only the little finger should be stretched
out as far as necessary, without muril;gf the hand frem its pesition.

(W& Co: N© 812.)
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After being sufficiently grounded in the different positions without moving the hand, the
Scholar will then have to learn how to shift, or change quickly from one Position to
another., For this purpose, the mnext five Exercises have been composed.

In these, as well as in all the following Exercises, the © is often seeniover notes,
signifying that those mnotes when. not played on the open strings, indicates
that the tone 'is to be hirmonie.

These tones are produced by lightly pressing the finger on the string without touch_
ing the fingerboard. Tiley are on account of their elearer sound, particularly intended
to render one tone more striking and predominent than the others, as for instance,
the concluding note of ascending scales, or broken choris.

But as many of the harmonic tones which can be produced on the Violin, differ
so much in sound from the natural tones of the Instrument that the ear will immediate_
ly recognise them“ as fnrcigll and not belonging to the others, the good School only
permits the use of such as do not transgress the above rule. These are 1. the

Octave, 2, the Fifth of the Oectave, and 3, the double Octave, of each string, namely on

) 0 ;1_: = e -![-j } 9 IE' 5

the G string: — on the D string: » on the A string: e
s zeE, . el )

and on the E  string: ? — The middle of the string gives the Octave, two

third parts of the "same, the fifth of the oectave, and three fourth parts- the double oc_
tave, whether measuring from the nut or the bridge. The harmonie tones must

however always be taken on the side of the bridge, where they ecome out mueh

easier .than on any other part .of the string Consequently all applicable Harmonie tones

arc taken on the same place as the like sounding natural tones *

* - L L] "
. The above named Harmonic tones, as not much differing in sound from the natural tones, have, in_

termixed with the latter, at all ‘ﬁmﬂi been .used by all good Violinists. All others, and particularly the
ARTIFICIAL Hurmonic tones must be rejected, because théy so totully differ from the natural tones.

It would be degrading this noble instrument to play whole melodies in such childish foreign tonces.
The great sensation which the celebrated PAaGANINTI  has created #n recent times, by the renewal of
the InﬂiE:It and almost wholly forgotten Hurmonie playing, and by bhis emircent  perfection in it, however
alluring such examples may be, I must neverthcless seriously advise all Young Viclinists not to lose their
tin'lle in such a study, or neglect what is more useful. In support of this wview, I quote the great _
est Violinists of every age, for instince PucnNani, Tartini, Corrrur, Viorti, Eck, Ropg, KREUTZER,
BarLLor, LAFONT, &c: of whom not one hus ever pia]rml in the manner of Pacawini. If even the hur—
monic playing was found to be an improvcment in Violin playing , which good taste might justify,
still it would, in sacrificing a round full tone, be bought at too high a rate, for with this it cuannot
assimilate | us the Harmonic tones only speak with very thin strings on which it is impossible to

produce full tone.

(W& Co No gr12.)
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The following Exercise eontains passages in octaves. In lin'!,;inthrral besides the unisons
the smallest deviation from pure intonation is so- unpleasantly felt as in octaves; and the
most eareful stopping is required to produce them eorrectly. At present it will be doubly
difficult, as with each mew stop the position of the hand changes, and in proportion as it.
approaches the bridge, the fourth finger must gradually contract and approach nearer to
the first finger. In passages of several netave# these two fingers are not lifted up, but firm_-
ly. resting on the strings, are moved on together at the same time.

The moving of the'bow from one string to another, is produced in the following Octave-
passages, by the wrist, and facilitated by an almost imperceptible raising and lowering of
the . elbow.

Where two notes are to be slurred in one bow, an even division of the 16 semiqua —

vers is particularly requisite, in order to avoid their sounding  alike.

TN,

(W& €2 N2 g12.)
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104, Likewise. in passages of tenths, as they appear in thc next Exercise, the fingers
remain on. the string and glide on together. -

. Allegro. J 80. ' 3
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¥) This lowest position of the hand, close to the nut, is ‘beit\:lvnuminuted half position, also sometimes called the

hok tociti on W & CoN? g12.
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A still more frequent and rapid shifting of the - pesitions than in the pre-
ceding is to be found in the - next Exercise, there are even leaps from  the
luwe;t “to the highest positions. It is very difficult in these leaps to get a
firm stopping of the high tones, with an intondation both pure and harmonious,
without considerable practise. The distance of the leap whiech the hand has to
make, must be most exactly mqaﬁurml, so that the finger can at once stop the
right tone, without seeking for it, and then remain firm and immoveable.

If two ‘ltmms lying at a distance are to be drawn together in one bowing, (as
in the 9™ 10th and uth bars of the following Exercisc) the leap from one tone to
another 1c3mmt be made without the sliding of the hand being 1heard. This unplea_
sant howling can 'hmmrer be aveided, by moving forward the first finger of the first
tone, umtill the finger of the second tone ean fall on its plaece; in the 9thpar

of the Example therefore, move the first finger from E to B.

4
A >, .? -

e S— J
5" position 4

;-
and then 1let the fourth finger fall on the seecond E; the same is done in the

Ilth bar, with the second finger, from E to B.

P .

“E Eizl

after which the little finger falls on the high B. But this gliding wpwards

must be "done so rapidly as to make the passing from the small note to the
highest mnote -illlpEI'EEptihl‘E, ( in the first Example a fourth, in the second an n_etam,)
and so te deceive the ear, that it appears to have passed the whole space from the
lowest to the highest note umiformly, by the sliding finger. Many Vielinists, (in
oppesition to this rule) eertainly do in such leaps, slide with the finger of the high

tones, and play the passages in this manner:

(W& co NOgie.)



107

(TE E E#t ~
—~ < - g T
2! 5tl pos: "gtlh Ih pus

But this method, as the unpleasant howling is pessibly mnot te be avoided,
must be rejeeted as faulty.

Only in case where the highest note is to be taken in Harmonies, ( as in the 5th
and 6™ bar of the following Exereise) it is allowed to wuse the little finger for
slidling on to the highest tone. During the eclear vibration and distinet intonation of
the . Harmonic tone, the howling ean then be avoided by the rapid gliding on of the
finger. To produce the Harmonie, the finger must be gently raised at the last mo_
ment of the sliding, so that the Ihiﬁg may not touch the fingerboard, and then both fin-
- ger and bow should be elevated from the string to give a bell like after—sound.

But if the &ﬂneluding note of such a broken chord is no Harmonic tone, a totally
different Position must be chosen. Suppose for instance the given two bars (5 and

6 of the Example) stood half a tone lower, they would require the following finger_
ing.

/’\ /"'\* .
& o Ly
1 ga29 13 e 4 1 2
! — # |
|
1 1 1
= | w ’

SdPua 1 tﬂ)ﬂ!3 Pus: 15%Pus: .thPmﬂ-t.hPun -9?1 Pos:

»* - !
The Scholar will already have observed. that such passages (and all those, similar to the four preceding .

and .following examples, in which the shifting frequently :‘haﬂgtl) might also be played with other fingering.

Reasons might be stated why the given fingering hus been chosen in preferance, but it would lead me to

difftseness, und be superfluous, as the Scholar will soon perceive why the prescribed shiftings ure pre
ferable to others. 1 may give the preliminary assurance that I have always chosen either the most
commodious or (if not iu) then those shifts, with which the marked passages can be pnﬂueed in the
most clear and hwrmonious manner. When the Scholar has once mastered the fingering, systematically

carried through this School, he will have no difficulty in applying it also to other @ompositions.

(w £ Co wNo Hl::.)
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In addition to the remarks in the 16 Chapter on the exeeution of the Chromatie
Scales, it must be here stated, that, if_,(ﬂ.ﬁ at the end of the preeceding Exvreise) it ex_
tends. over the position of the hand, the first and seoond finger must alternately change

to higher positions, untill the four fingers serve to finish the secale.

CHarTER XV'III.

ON THE MANAGEMENT OF THE Bow, AND ON THE DIFFERENT BOWINGS.

T!lﬂ preceding Exercises were principally intended to form the left han;rl, but the
Scholar will alse have made some hrngreus in the management of the bow, provided
he has ' strictly. attended to the rules befure‘ given. He must now proceed to perfect
himself in . this Ii[ﬂpﬂl‘tﬂlllt part‘uf the mechanism of -Violin playing. A correct and agile
management of the bow is indispensable, not only for the p;'uduetiun of a fine tone and
neatness of execution, but is also the first requisite necessary for producing a feeling
style. It is in reality the soul of playing. .

Correctiiess of bowing, the Scholar will already have obtained, if he have strietly follow-
ed and mastered the rules laid down in Chapter X, for the holding and moving of the
right arm, as well as for the holding and moving ;:lf the bow.

Facility of bowing, namely: moving the bow in long and short bowings, ulnwiy and

quickly; close to the bridge, or at a distance from it piano or forte, at the upper,’

2>

middle, or lower , part; and with an equal ease, the Scholar will acquire by learning the
following Exereise.l’*

In the first Exercise the bars ure fingered to serve as refecrences. The Scho_
lar will also find new signs and words, which relate to the increasing and decreasing

of power in tone.

.*Bf.-i'ure the Muster proceceds, he will do well to examine, whether the Scholars management of
the bow is not irregular and faulty, and if it should be so, he ought to repeat the former

rules and Exercises in bowing,until the Scholur has returned to a rorrect munagement of the

bow.

(w & €0 N9 812))
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'Bar 1. This sign, under the note lhuﬁi that the tone is to begin piano or weak,
and inecrease gradually, having in the middle of its duration the greatest force, .and
‘in the same way return to the piano. The bow is placed close to the nut at a. lit_
tle distance trom the bridge, and quite loose on the string, by which at first only
a small portion of the hair touches it; its motiom is in the beginning as slow as pos_
sible, but, as. the tone inereases in force, the bow must be pushed quicker, approach the

" ﬂhridgé and be pressed more on the string, so that in the end the whole width of. the
hair is spread over it. On the deerease of the tone, the pressure and rapidity of the
bow gradually slackens, and also by degrees moves farther from the bridge: Here a
good division of the bow is prineipally neres,::sary, that the middle of the mote may
meet .the half of the bow, and the end of the note the end of the bow. The
swelling from piano to forte should be strong, but the tone must be as fine and. full
as. possible. The delicate placing of the bow on the ntriﬁgs (near the nut), and the slow
draﬁng‘ of it, requires therefore, diligent practise. '

In bar 3, the bow must be drawn from' the nut. to the point with gradually inereas_
ing force and rapiditiy; therefore to preserve a sufficient length of bow, scarcely a third
part must bhave been used on beginning the seeond half of the bar. As the bow has but
little weight at.'tllle point, the pressure with ‘the first finger of the right hand must be
very strong at the conclusion of the bar. Likewise at the beginning of the following 4th
bar, which must be begun with the same i‘nree, as the ending of the preceding bar. At
the decres: of this bar, the bow is gradually to be raised, and pressed lighter upon
the strings, as, (near the nut) éven the weight of itself would be too heavy for a piano,
In moving it slowly om, guard against standing still, for a breaking ef the tone might heLtherehy

observed.

S STE e et
R"""--..__ bﬁ.__...—-""! = I*-..________ i ;-'-_____...-—";: -'-""""" — O 2

From Bar 5 to 8, the same remarks are applicable,

(W& 2 Nogig.)
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Sopra la 4.t'_a, (Quarta) Bar 9, means: that this and the following bars as far as the
dots...... go, are to be played on the fourth,or G string.

The G string, as it is more difficult to be put in vibration, requires a g:reatcr pres _
sure of the bows it also requires the bow to be quicker drawn, and therefore the following
+ hm,‘(ﬁ to 1’2,)-31'0 more difficult to exccute than the similar jassage at the beginning
of . the cxalnplu; so as to keep a sufficient length of bow, and yet to produce the required
shades of inereasing and dimiuis'hing power, united with a fine tone. A eareful division of
the bow,which has already been taught, together with diligent study, will gradually lead
to a corrcet execution of the . passage. |

Hitherto we' had only one bowing in each bars in the 131 and 14® bars, and afterwards
oftener, there are however two. In these likewise the whole bow is taken, but it is
pressed on the strings much lighter, to give these bars no more tone than the pre-
ceding . '

The Violin possesses among other advantages, the power of elosely i-mitating the Human
voice, in the peculiar sliding from one tome to another, as well in soft as in passionate
passages. This is c¢xhibited with good effeet by the slurred notes in the 13th a5q 14t

bars, either upwards or downwards. The last Chapter showed how this was to be done.
: @ 2 &
Move the second finger from D to F, § —prpg— after which the fourth falls on A
‘ o 3 _3 1

~
first falls on B. The sliding must be made so quick (as already stated before) as not

to make a vacaney or break, appear in the slide, between the lowest and highest note.

flat, and downwards the third fiilger from G to D, after which the

The lﬁl-t.Il bar is played like the preceding.

(W& Co No 812.)
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bor the B of the 16 ¥ bar, because it is marked piano; half a bow must only be used..

The second half is, however, during the pause pushed ttp,' and the bow then at the be_.
ginning of the 17 th' bar, is again placed close to the nut. - The F in this and _ihe

following bar must be as much brought out as: pessible, in order that the pranissimo of
the 19th and
0 0

15, " s - 2.9 ., 3

E___

|

[ J
20t pars may be more contrasted. For this reason also the Passage is first played on the E
string, and then repeated on the softer A string . The bow at the forte is pressed strongly on the
string, and drawn near the bridge, and in the pianissimo it is drawn ever the end of the

fingerboard, and pressed lightly on the string. °
 In the 224 bar in sliding the harmonic A, with the lower C, the fourth finger at the mo_

0
*’—N
%

==

ment of the sliding must be firmly pressed on the string, and drawn down to the E,
after which the 29 finger falls on the C.

c
{
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* The five last notes of the 24-_thbar, in the downbow, are played with a soft staccato and

diminuendo, i.e. with deereasing power.
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IIn the 26th par, the first finger is pushed wup on the A_string to the %
and then the high F is taken fur:nndu, (j") i.c. with inereased foree and tone. «\-- the ]HH

r
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sage morcover is marked Jorte, it requires the sliding upwards to be done :Lt_l! the utmost rapi_
: o oa . , 4

. I to
~dity and force. By this means only, the leaping over of the octave from %é_ will be hidden

to. the hearer, and make it appear to him as if the sliding from one tone to another had been

done without interruption.
The bars 26, 27, and 28, require the utmost force the instrument is eapable of.
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In the second rh;aulf of the 29t par (played with a down-bow) the force gradually diminishes,and

in the beginning of the 3o0th bar, (because two notes only are to be played with a whole bow),
the bow must be gently earried over the string. The second of these two notes is besides.

" marked under the slur with a dot, which signifies, that it is to be played distinet from the other.
Therefore the sliding of the second finger on the F, must not be heard; but at the mo_

ment of moving on the bow, a short it[}p or rest is to be ‘made.

¥ _—

is to be played like the beginning of the
of the tone, may be

The period or passage from bar 32 to 38
Exercise. On the E string,(being thinner) the bow in the erescendo

brought still nearer- the bridge.

A% "
(W& C2 Ne 812)
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At the begluning of the aoth bar, the F is to be takem with the third part of the
up-bow, the B however with a very short down - bow. _
The leap from B to A flat, bar 41, is played by moving the first finger on the
ﬁ:‘*
S

! bE =
A string to the A flat, b — exactly in the manner before stated.
#"7"#_ .

In the 424 bar the bow must be only drawn two thirds of its length, then the last note

of the bar obtains a very short up-bow, after which, for the B flat of the following bar,
the remaining third part of the bow is used. In the same manner the 44th bar is played.

L
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and also the beginning eof the a5t I the second half of the bar, two notes are slurred
by a separate slur and the fing:eringoshuws that the passage is to be played on the
D string. The two slurrced notes F,D, are’ therefore connected by gently sliding the

finger, whieh for the second F, during the momentary rest of the bow, is so placed,
that the drawing back of the hand is not heard.

O
+ 2

: ﬁHw. 3 48.
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. The last bar but one is to be played morendo i.e. dying away, a decreasing to a hardly

pErEEpﬁblﬂ tone.

(W & €2 No 812.)
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. An advantage which stringed Instruments have over all others, consists in the great 'di -
versity of bowings, whé::ehy a variety of tone and a richness of expression is rgained,wﬁinh
so eminently distinguishes them from all others.. Every Violin Player ought therefore to
pﬂﬁlﬂil a . great flexibility and power in the various bowings. The next Exercise shows
the most effective bowings generally in use. Each line has two bowings one above, and
one below the motes, the latter to be played at the repetition of the ‘phrase. The
bowings are numbered to serve as references in the text.

Allegro J: 104..
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. At NO91. each note requires one bowing. This btm'ing'(freneh dctachc’r) is made with a
stiff back—arm 6 and with as long bowings as possible, at the upper part of the bow,The notes
must be equal in duration and force, a:ud jum each other without letting an wunequal stop,
gap or rest, be observed at the changing of the Bow. At the pause in the 4th bar, the
bow is raised from the string and replaced with the down bow. This bowing is at all times
mlderitnnd when no marks #tor bowing are given.

N? 2. is also made ‘with the upper third part of the bow, and ‘ﬂm a steady back - arm.
The two first llnrred notes obtain the downbow to the point, then follow two very short bow_
ings, for the staccato notes, then again one long bow for the slurred mnotes, to which now,
more towards the middle of the bow the two following short bowings join, so that alternately
the two short bowings  are made, once close at the point, and once more towards the middle of the
bow. . | :

N© 3, begins with two short bowings; the rest is played like the preceding, with this differ_
cnce, that now the notes 3 _- 4 and 7—-8 quavers in the bar, are marked by longer

bowings, and accented, whilst at N°2, the accented notes were 1.2 and 5.6 .

(W&C? N°Bi12.)



N© 4, is begun with a down-bow, as is always the ease, if not expressly stated up-bow or
pousse. ) The bowing ufB notes in the up-bow, (only one of which is to be takem in the
down-bow with an equal length of the huw_,) requires that the down-bow should be drawn very
quickly. ,

At No 5, the reverse case takes place. Here the down-bow is slow and the up- bow quieck.
There the first of four notes is stronly marked or accented and quickly played, here it is the last.

At N© 6, the seeond of the slurred notes is every time strongly marked by a pressure of
the bow, represented by the mark —— under the note.

At No7, the first note is sharply aecented. Both styles of bowing are like the former,made
with the upper third part of the bow, and a stiff back- arm.
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. At N928, for the first four slurred notes, however a longer bow ( from the middle to the pnint.)
is taken, then four short q)uws at the point, then a long bow to the middle of the bow for the 4
slurred notes of the 29 bar, then again four short bowings in the middle of the bow, and so al_
ternately at the point and the middle. In these half bowings, the back-arm ecannot now re_
main any longer perfectly stiff, but on the bow approaching the middle, must- be a little,
pushed after. i '

At N09, commences with four short bowings in the middle of the bow, and is then played
like the preceding number. |

At N°10, a whole bow is taken for the first seven notes; then two very short bowings at
the point; then again for the six slurred mnotes a whole up -bow; then two short bowings

near the mnut, and so on, alternately at the point and nut.
-

(W& C? No g812.)



P——
—
’ o)

. - S===SSis
i | i L | i —

powsse— | e e -

- N211 and 12,are played in the same manner, but only with half bow, from the middle to the
point. | ;

- At N?13 and 4, the upper third part of the bow is again only used with a stiff back—arm.
The second of the two notes is 's'trungly marked by a pressure of the bow. .

At NO15, a third part of the bow; at N0-16, a half; and at N217, a whole bow is taken.
At No 15, a good effect is produced by pressing upon the last of the four slurred iriotes,
which allows the taking off of the bow to be heard. At N?16, however the change of bowing
must not be heard, and all tones should be equally powerful. The same should be done
at N©°17, by an equal division of the bow.

At N218, the bow is placed close to the nut, and by applying about one eighth of its whole
length "every time to three slurred n’ntéi', and to the single note a very short and sharp up-
bow, it ’ll-;_'_ gradually drawn down to the point. .

At N919, the contrary motion takes place, by beginning with a short down bow at the
point, and-in that manner gradually reaching the nut. | | .

At N? 20, and 21, the bow must be very sparingly' used, in order not to end with a weaker
‘tone than at the beginning. The second of the slurred notes, must, by shifting the bow a little,
be played off abruptly. |

At No 22  begins the bowing called Staccato. It consists in a short and distinet marking
. of the tones in one bow. |

The Staceato, if done well, produces a brilliant effect, and is ene of the principle orna_.
ments of Sole Playing. The eapability for it, is,in some degree, a natural gift,for expe-—

(W& Cco N?812)



Il e tAe £

y 18- ' L A iy
S —r ¥ ] i ey 1 X
: : } e e = P
tj i —4 S - >
20, —+# o e <=3 L_-i-" A -
i e, - e ———————————————
P e -
19,, e gl S 2 e — e iy e
» - — & ] :
e e e e =T
- — # “---"/ : — -.-"/
. — e ————
pausse. ! ot R Rl o T e
— .
Lo [ —— ﬁﬁ. o~ hd 1 - e o = hy r —
= #“'f"" d:-_-} —_— . - i o - ®. f-_h' & . #H‘-\ . L]
—I: .i—d 'T'—j. o - =

- ] . ; =
f P » F 1 ~ . i -F"—.-“". ‘ML .
e — === e ey o —
fa'}j’rm‘aw. , i'*-:""y ;-A: I ﬂ“‘*---.__.__;
sl e
S ETE AT R ke e
— \\»#<_,/—'—\ v

L] w :
— - £ L] s . L] L ™ s . d

rience has shown that the most distinguished Vieolinists, though giving it the most diligent
practice, could never attain it, whilst much inferior artistes acquired it with little or no prac—
tice. Yet even with natural qualifications, nothing but a constant practice will enable you
to master it. . | B

. The . Staceato is made with the upper half of the up - bow, more than that it must not
reach, even if twenty, thirty or more notes are to be played in one bow. You should there_
fore aecustom yourself from the beginning to use as little bow as pessible, i e. only as
much as is actually required for the clear intonation of tomes. The pushing on of the bow
is done with a steadyfore and back-arm, and solely with the wrist. Every note obtains as
much pressure with the first finger of the right hand, as to lay the whole width of the hair
on the string. For the distinet separation of the tones, the bow is lifted after every push,
but not so much as to cause the edges of the hair to rise off the string .

The beauty of the staccato econsists prinecipally in an equal, distinet and clear separation

*  of the tones in the strietest time.

At first practise it slowly, and when it is acquired distinetly and strietly in time, a
quicker time may gradually be taken. | \

At N0 22, two very short bowings are taken; at the .l'ullnwing five numbers, third = part
bowings and at the two last, half bows. The length of the downbow is regulated aeecord-
g to the number of tones, whiech in the up-bow are to be played staccato . In N°23
it ought thercfore to be as short as possible, because five tones in the downbow -and only
thrree in the up-bow are to be takén; in N? 27, however, it must be as long as possible, beeause

for two tones in the down-bow, there are six tones in the up-bow.

(W& Co N© 814.)
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. This Exerecise begins with three introductory notes, consequently according to rule with an

up - bow. Exceptions to this rule are marked by the word tire.

At the detache” of N?1, I observe again, that all tones must  be equal. power, and that
it is a bad (yet frequent ) style of playing, every time to accent the first of three notes..
- For No 2, and 3, see the explanation of similar bowings (N?2, and 15,) of the pre_

ceding exercise.

At N? 4, the three slurred notes in up -bow, are to be made with the short bow, so
as not to move too far from the point.

At N? 5, the same is to be observed at the two slurred notes, because also in this bow_
ing the pﬂﬁitiﬂ'll- must remain near the point. The .I‘irst- note is sharply accented.
At N¢© 6, the three 'intruduetnry notes are likewise takem with a short up-bow, and then
for the single note, marked with == _ an equal portion of down bow is used.

At N“ 7, for the slurred notes, halt bows are used; consequently the two short accented
tones are alternately in the middle and at the point of the bow.

At N© 8, whole bow; therefore the accented tones are mear the nut and at the point
alternately. |

At N9 9, and 10, the Scholar will remember what has been said of the Staccato

in the preceding exercise.

(W&o No812.)




. There is also a. staccato with down-bow, but it is more diffieult than with the up - bow,

and in  quick passages sounds rather dull: For this recason it is less calculated for a
brilliant display in the Jllegro; but in melndi‘nuﬁ passages for tl?e pnrtamm_lto and soft
aeéeut’ing u;f tones, it ha}s a good effeet. It is executed like the up - bow, lAt N? 11,
the bow is placed in the middle and drawn, in short, ﬁharp ‘strokes to the point.

At N?12, the bow is piaced near the nut, and in using it to"the two slurred motes, it
is every time drawn to the Ipniut. ,

The second half of N?12, at pouss¢ , is made close at the point, sharply.mark_
ing each third note.

At N? 13, arises a new kind of Stacecato; staccato and slurred notes alternately in one
bow.. It is exceedingly difficult, because the staccato rum of the bow is cnnntantly- checked
by the two slurred notes. I recommend a diligent ﬁractic-e of it, as it gives great
command over the bow. |
~ In the last bars of NY13, the bow, after the two slurred notes, should every time
be raised a little.

At N?14, the f{z (fﬂ;'zaudu) marked note, is to be accented as much as possible

by a longer bow, and sharp pressure of it; but the bow must not be prolonged be_

yond the upper third part.

(W& co N2 812.)
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The first five parts of -thin exercise must not be played too quick, as some of its bowings
can only be well executed in ‘moderate time.

The ten first numbers of the above different kinds of bowing, are all played with a stiff
back -arm, with the upper third part of the ianw, and with still shorter bowings.

The rocking en the strings at Nol, is prn{luéed by moving the wrist.

At N92, the two (first ‘notes of each bar are sharply marked.

The bowing of N? 3, has already appeared in the last exercise but one; it serves ,as an
introductory exercise to |

NO 4, which is ealled Viotti’s, (coup d’arechet de ‘ﬁ'ntti) either because it was first employed
by that great Violinist, or what is more pruhable, was beautifully " and etfectively executed
by him. Of the two notes "tied -in one slur, the first is given quite short and soft, but the
second with a longer bow, and strong pressure, is marked or accented as much as possible.

The bowing at N? 5, is ecalled in the French School martele. (hammeréd) It consists in a
sharp, smart, quick stroke or push with the upper part of the bow; however, the bowing should
not be too short, as then the tones would sound dry and rough. The separation of the tones

is made by resting the bow, after each tone a moment, thereby instantly

':-hcei\iug the vibration of the smartly accented string. In time and pnwef, the tones must
be perfectly  equal. The word segue, denotes that the kind of bowing here indicated
in the first bar, is to be continued throughout the following bars.

The buw'ing N? 6, is much like that of N© 4., and is played in the same = man_
ner; but the effeet is different, asinN?G the unaccented, in N"4,the accented part of
the bar is strongly marked.

(W& C? Ne¢sgi.)
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. The bowing of N®7 and 8, might, analogically with the hammered, (martclé') be called the
whipped , (fouette’) as the string at the notes with the —— is in some measure whipped
with the bow. The bow is lifted over the string, and in bowing wup, thrown with force on
it, and as close to the point as possible, to prevent the trembling motion of the stick
of the bow. After the beat it is pushed on quietly about 3 inches, and then for the
note, is drawn back in a bow 'e'quaHJ’r long. At N©7, every third note of the bar, and at
- N?28, the first and third note is whipped in like manner. The difi:ieult}' of this bowing
consists prineipally in moving the -buw, so that the beat may be always equally high over
the string, and the bowings of equal length. If well -dmm, it is of most unex _—
pected and imposing effeet. | . |

At N¢ 9,of the four notes in one bowing, thr€ée are slurred, and the last lharpljr, z;nd
strongly marked.. This last note requires as much 'bmf' as the three first econjointly.

N? 10, is exeeuted in like manner, with only this difference, that the former slurred
notes, are now, both in the down and up - bow, alternately  played staccato.

The two latter parts of the exerecise are taken a little quicker.

NO1l, is played with a half-bow; NO212, with third part bow; and N?13, with still short_
er bow. |

In N014, the Scholar learns another new bowing , which is ealled R.Kreutzers, from its being
first met with in that celebrated Violinists compositions. It gives two notes to each bowing,of
which the two first are dotted, the two latter slurred. The second of the marked notes must
have a long bow and strong pressure. | |

All these bowings the Scholar should practise diligently, and perseveringly, singly at firsi
and slowly, then by degrees quicker, and each of them should be equally studied, till he
has perfeetly mastered the whole.

Only then will it be advisable to proceed to the next Chapter.

(W&CP N?812.)
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AmEY CHAPTER XIX.

0151 DOUBLE STOPS, BROKEN CHORDS AND ARPEGGIOS.

—
——

== —— i —1

The Violin has another advantage over Wind Instruments, in giving two, nay even_three
and four motes at once, and in rapid succession, so as almost to sound simultaneously.
Two notes are called double stops, 3 or 4 notes broken chords, or if the single tones
are distinetly and successively articulated, Arpeggios.

The greatest difficulty in these various stoppings is perfect dntonation. To this the
master must attend strietly from the commencement, for from the inereased difficulty both
for finger and ear, if the Scholar have contracted bad habits, there |||'uy be great ditficulty
in _correcting them. It is not uncommon to hear Violinists play single tones perfectly in
tune, but double stops, without their perceiving it, most intollerably false. The perfect
intonation in these stoppings is not only difficult, requiring both ear and finger to pro-
duce several tones at once, but, because the position changes so frequently. Sometimes the °
fingers are unusually stretehed out for one stopping and for the next instantly drawn cose
together. :

Another diffieulty is the equality of tone to be wused in the different degrees of piano
and forte. It is obtained by an cqual pressure of the bow on both strings and thus giving
them an equal vibration.

It is equally difficult to connect the double stops, as the echanging of the stops and
shifts requires always to be executed in a rapid, firm and unhesitating manner. |

Be careful to avoid the habit of first “seeking” for the right stops.

My ,fnrmer instructions for the division and management of the bow generally, musf s
be most carefully attended to.
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