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Violin Method
by
MAIA BANG

Part Two
FLAT SCALES

The flat (» placed before a note lowers it one-
half tone, f.i.:-

7

Método De Violin

por

MAIA BANG

Segunda Parte
ESCALAS CON BEMOLES

E1 bemol (b)) puesto delante de una note lo
baja medio-tono, por ejemplo:

2 | b i
{&o— | = —z T
B B flat E E flat A A flat D D flat
St St bemol ML  Mi bemal La La bemol Re Re bemol

Flats will be used in all of the following
scales, the construction of the latter being iden-
tical with that of the scales with sharps.

The descending order of the Major Scales
with flats, occurring as they do, a perfect
Jifth apart, is shown in the following little
gdiagram:

Se emplearan bewmoles en todas lus escalas que
siguen; y dickas escalas se construyendel mismo
modo gque lus escalus con Sostenidos.

£l orden descendente de las escalus mayores
con bemoles, es por intervalos de una Quin-
ta perfecta, se puede wver en el pequeiio dia
grama que Sigue:

F  Major

Fa mayor

1b

D Minor

Re menor

Mib mayor 3b

Bb Major b G Minor
Sibh mayor 2 8ol menor
Eb Major C Minor

Do menor

Ab Major

Lab mayor &b

F Minor

Fa menor

Sheet
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SCALE OF F MAJOR
Half-steps: A-Bl and E-F

Preparation:

Violin Method, Part IT

ESCALA DE Fd4 MAYOR
Semitonos: La-Sib y Mi-Fa

Freparacidn: )
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%) Place the finger on both strings at once.
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%) 8¢ debe poner el dedo en ambas cuerdasa la mis-
ma ves.
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EXERCISES FOR DEVELOPING
the Independence of the Fingers

The following exercises must be practised very slow-
ly. The right placing of the mute notes demands par-
ticular attention, and the pupil must make sureof the
absolutely correct position of the fingers stopping these
notes,

MUTE NOTES WITH ONE FINGER

The first finger remains firmly set upon its respect -
ive note, which is not sounded, while playing with
the second and third fingers.

p 8 r

LN

-

" con segundo ¥ Ievcer dedo.

EJERCICIOS PARA DESAROLLAR
la Independeneia de ios Dedos

Los ejercicios que siguen so deben practicar muy
despacio. La posicion de los dedos gue pisan Ilas
notas wmudes debe ser correein y demanda wna alen-
cion particular; y el discipuio debe asegurarse de
la  posicion abdsolutamenie eovrecia de los dedos
que pisan dickas notas,

NOTAS MUDAS COW UN DEDO

£l primer dedo se mantione apoyudo firmemendssobre
la nota respectiva, Jue no Suena, mieniras se focs

I I c)ﬂéé -@‘;4

y - I O O
T £ ] - Tt

122
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eNBe
TNES ¥
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The second finger as above, while playing with
the third and fourth fingers.
e)n 1

nd) m

|

[
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)

e I s

———— —

Kl segundo dedo se apoya, mieniras se foca con
el tereer y cuarto dedo, %J_

1

Tddd 4dJd

=

1

)

[ 8 ] 1

[ % ]
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petis

[ & ] Wt

g g2 ks
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while playing with
h) S
-

The third finger as above,
the first and second fingers.

\_/\___/

£l tercer dedo se apogya, mienfras se foca con
& primer y segundo dedo.

| 1 | |

n8) n

1
1

5

1

. .
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L

5) Fi |
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The fourth finger as above, while playing with

e

Hl cuarto dedo se apoya, wisniras se foca en

las cuerdas al atre y con ¢f primer dedo.

the open string and first finger
") al k) El byl
. S U N
) — A re 4

MUTE NOTES WITH TWO FINGERS
The first and second fingers remain firmly set up-
on their respective notes, which are not sounded, while
Playing with the third and fourth fingers.

NOTAS MUDAS CON DOS DEDOS
EL primer y segundo dedo se gquedan firmemente
apoyados en sus 10tas respectivas, gue no sucnasymienimns
se foca con €l tercer y cuarie dedo.

w
a) N || miiiijé&@ég% 4
% I T L: e _i/ﬁ it’u .

[0 ] 1 Xy 18
-© - -~

\——-—'/
The second and third fingers as above, while
playing with the open string and first finger.

&,
<D .4

KBl segundo y ol tercer dedo se apoyan, misniras
se loca en las cuerdas al aire y con ¢l primer dedo.

) ¢) oy [ I 1 I d) 0 Api I l
& 1 ndtl 1 1 T T T i 1+ T 1 I - - i 1[ ‘JG [ 4
Bt =2 > =2
\w’/
The third and fourth fingers as above, while | Bl lercer y cuarto dede se apoyan, mieniras

playing with the first and second fingers.

JENC - X

3 [ & ] | 1 k% ]

se toctlz_‘ con el primer y segunde dedo.
) o X
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THE POOR LITTLE PONY

EL POBRE CABALLITO

Edv. Grieg
Arr. b
Allegretto drroglady gor) M. B.
n - p——
Pupil } —+ +— & ‘TJE 1 —r
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T

Never jforce the tone by pressing iwith the
bow. At first your gfforts must be directed
touards producing a soft and pure lone; its
strength and volume will develop in time.

L.

A.

Nunca se fuerce el tono mediante
presion del arco. Primeramente se debe
empenar el estudiante en produeir un tono
suave y puro; la fuerza y plenitud se desa-
rrollaran con el tiempo.

L. 4d.
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THREE STUDIES
for Developing Freedom and Flexibility
of the Wrist

L.

TRES ESTUDIOS
para Desarrollar la Libertad y Flexibilidad
de la Mufieca

I.

L

=cd

x

Supple wrist; also to be practised with use
of fore-arm, more, when slowly, less, when quick-
ly played!

Mureca flexible; tambien se debe practicur
empleando el antebrazo, usindolo mads cuando se
toque deSpucio, menos cuando se logue con celersi-

dad.

M.B.

- __f »
T

- |

*) Abbreviated notatién

Notaeion abreviada
4
= e i |
% al* :‘l —- '_.L_‘ & T
[y * = - & e = * -
» £ 9 . g . - 4
= . i L Pels g%
- -&H— - -
0 - - -»- - e
5 = ! = ST ]
) e 2 Ae —= = '
1I. II.
Supple Wrist! Munece flexible!
@ = Eoi
M.B
AP o 4 4
125 e
—— g *
Eﬁ p—— - i — — — -
P#;}:jjﬂ-_iﬂi - R et o ﬁ:
v v 99535 e e
’ = O I ﬁ ! = _F#l 1 T girﬂf
N 20 Y | S— -
g e’ g (===
0
=== =F=lu]
IR PARN |
o = Teadrasels »
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111. III.
Supple Wrist! Munieca flexible!
L= >od
At the Point of the Bow En la punia del arco
M. B
Y] v
SR EEE
126 e e o o B o o *
D) - I - T ’
! r.-'T‘ [—
; o ‘ " +—— — ! j
] - th . i & i i
& ¥ @ g T4 — — — L e —
. ' T ISP vA e *EE
) 1 ! — o
=E====its S=== 1 ]
& T & TeFET * - F =

NOTE:- Correct manipulation of the Bow is one
of the most important factors in violin
playing and much more difficult ta at-
tain than technical dexterity of the left
hand. It is on this account that the var
ious Bowing Exercises such as those on
pages 112, 113, 116, 121, 122, 127, 130, 131,
132, 133, 135, 136, 144 and.151 should be
practised with particular care and con -
cenirated attention.

METRE

‘The general definition to be offered for this
term is the symmetrical grouping of musical rhy-
thms. Metre in music is the systematic manner
in which the notes falling on certain beats of
the measure are accented., Just as certain words
are emphasized to a greater or lesser degree in
poetry, the notes in music are played according
to certain demands for establishing rhythm, and
this is accomplished by playing accenfed (strong,
decided) and wnmaccented (weak) notes on certain
beats of the measure and in this way creating
systematic rhythmic pulse and contrast.

G] Sheet
Music”

NOTA :- Bl manejo correcto del arco es un fuctor
de los mds vmportantes para tocar el
violin, y mucho mas dificil de adguirir
que la destreza técniea de la mano 5 -
quierda. Por eso se deben practicar con
cuidado particular y atencién concentrada
los diferentes ejercicios de arqueo, tules
como Los que se encuentran en las piginas
112, 113,116, 121,122,127, 130,131,132, 133,
135,136,144 y 151.

EL METRO

La definiciin general de este término, que se
puede ofrecer, es el siguiente: El.metro eslangru-
Pacior siumétrica de ritmos musicales. Kl metro,
enla misica,consiste en la manera ststematica ,
porle eual se acentuan mas 6 menos lus notas ,
cayendo en ciertos tiempus del compis, exacta -
menle como ciertas palabras en ln poesia. Las
nolas se tocan de acuerdo con cterfas reglas para
establecer el ritmo,y esto se vbtiene tocando en
ctertos tiempas del compdis notas acentuadas (fuer~
tes)y notas sin acentos (débiles,) procurando.de es-
ta manera un ritmo sistematico y contraste.
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SHORT PREPARATORY EXERCISES PEQUENOS EJERCICIOS PREPARATORIOS
for illustrating Metre in its simplest form para ilustrar el Metro en su forma mas seneilla
SIGNS FOR INDICATION OF ACCENT SIGNOS PARA INDICAR ELI ACENTO
— strong, decided accent — acento fuerte, decidido
v weak, unaccented v débil, sin acento
a) ™ b [

r—i—
]|
’_
%
FL..

o) [
127 (o —a—e—
) —_—

-— 9] — v — 7] — ) — J — v — v

¢)
fa) Hn L - ) a [r—
[) | I {4LJ( Ajﬁ f: " L) A 1 1 1 -
[, VL VI SV - v v -y v el — - v v - v v
(S V] - v v
)
‘i) n D AN 4
5 o S RS E =
. —  E— -  — 1 —
- U v v ‘L'-uhlu - v U —_ Vv -~ u -y :-‘u v -
THE HERO OF THE NAVY EL HEROE DE LA MARINA
Norwegian Song Canto Noruega
__n H 1
128 fo % e — =
B\ - S S R R m— o i T
D, f v - v 1" f f - v =" v - -3% &
= 4 | -

I
clalll
e

i
m_T
cell
N

L

3 it
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DUET - ETUDE DUETO - ESTUDIO
Be careful to watch the Rests and always Cuidado en la observacion de los silencios
Count! y siempre Cuentese!
All\?gro y Mortensen
7] V\ 4) v
Pupil v ) —— T T 1 : C—) (7 —
Diseipulo P 1 — T a —— —N ]
e/ 4 *) 'é: —a" ;:’#"'
129 f
V , \ YV
Teacher ————] — e o Ee—
y—— € Y g — N m— o s P
Maestro S, ',Pﬁi— e L,i_ HJV
v
& v v
] i ! } 4 ‘ﬂ
—t I = 1 L2 5 t . 2 —
oyt —s- = i e —t e
T N o
v v qumert V o v |
 Pa— ot ——1 ¥ %T'QI:EF'_F_______ = e i
( 7 l—‘ |-i | S & e_" " r { i rd K1 L -
-
v
A -, - v X 4
_#__.t oY A ) ___
(v = e SSEESES SSEEE
QJ ¥ A I i— S—
—+ } — g w1~ = "
¥ @:ﬁ:‘___l_*_J_‘__’__‘L i; T ‘W —Z
3 == ' i
v
! - o - » . A
A T ~ i 11 3 I
r -7 | e ——=
i ) | [ hd 72
'J SN——
v v o v - ™ Tl o
e = P e e e e e e e =
T e et

*) S¢ debe levantayr el arco de las cuerdas cada ves que

*) Lift the bow from the string everytime this
esta pausa ocurre silencioy reponereo con cuidado.

rest occurs and reset it earefully.

Sheet
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SYNCOPATED NOTES

When a note commences on a weak beat and
is tied to the following strung beat, with the
accent displaced from the strong to the weak
one, it is said to be syncopated.

The following little exercises and pieces
will illustrate symcopafiorn in its simplest and
most direct form.

NOTAS SINCCPADAS

Cuando una nota empieza en un tiempo débil y
esta ligada al tiempo fuerte que sigue, el acento,
moviéndose del tiempo fuerte al tiempo débil, pro-
duce una nola sincopada.

Los pegueiios ejercicios y piezas que siguen il-
ustran la sincopa en su furma mas sencillay di-
recta.

REGULAR SYNCOPATION SINCOPACION REGULAR
a) A
/) I P Lt ~ P ot
e . - e F P_"_e 0
130 % —_— T f——e——#——% = ;
.b} — o 4
ﬂ M R i 1 — e Ea — o
G P e eSS —
o WL 1] I 1 1 F M — 41'7{;
_MJJILE%H—W = n N N Y S o W N R "
'Z‘}‘i{—) (;/ EL% ! [ Y i r} | L_I—lEJ lf : : Ik\jT HAY N1 )l InY K W G g
(GES = P EE AR
MEDITATION MEDITACION
INTERRUPTED SYNCOPATION ' SINCOPACION INTERRUMPIDA
M.B
P An%ante i
— TN N N N
Pupil (#5:131"_‘"’ o » e - ilr - F #
Discipulo - I . T I — I f T f S
131 (¥ P, e
2 e — = — ok : —2
};acher e e e —+ — — 2  —
ﬂest?’O | mAIv4 (o B 4 (] F3 e [ 1] [ _‘V—
T % f kB of KL p T
4 L - — .
i | el >y - 1 | n
%Jvm b—F %’ T:: PQFF = 1 LIL =
oy : E—
[J] I I — f g
FoT i

The very life and pulse of music are depen-
dent uporn rhythmic precision. Therefore, give it
your unfailing attention at all times.

Kl alma y la pulsacion de la musica depen«
den de la precision ritmica. Por esto, siempre se
debe concentrar una gran atencion « el

Il %y a pas de la musiqué sans rythme. (There

can be mo wmusic without rhythm.) L. A.

¢ No hay musica sin ritmo.

G] Sheet
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DIXIE'S LAND

L4 TIERRA DE DIXIE

Southern Melody Melodia de los Estados del Sur (F.UAJ
Arr. b,
Ausgro Arregiada poyr}M' B.
s, (et st
L ==
Discipulo S i | }_;r :
182 ﬁ‘lfh'uely and gay I R S
Teach —— a - A
€acher A b i T—+— ——1 4 {
Haesiro EF—————t g I BESSESES
TTT 3 &S - - - -
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- & H/O—\ b >/—\ ?—\
= e
= E==rss== =P —0
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T T S )
I 4 a } A n H‘ [~y —
¢ It" s il q} _E I Ji » t‘é .é 'r—;
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n — 1 M J— ﬁ L | e, - %’ A i 1 X
b 13 o = 1 il Y R Jra— I Y 1
:TI - V;- é%_“- él jJ > s i———-‘L_' i » - ; #Jr-—-l ‘ll ‘ J‘E ': =
A — S—
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f ril oM
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| 2 1 ] - Y ='~ y
. & g ;l ; jt & i N4 2
3 N PN

*) > Aceont sign, means that the note should be em-
phasized in two ways: through decided pressure of the
left. hand fingers upon the strings and slightly in -
creased pressure of the bow. (See PartV, page 426.)
*%) Place the finger on both strings-at once.

*xx) See page 117 about triplets.
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*) = Signo de acento, guiere decir que se dele acentu-
ar la nota de dos maneras: por presion determinada de
los dedos de la mnano tzguierda sobre las cuerdas, y con
ting presion algo aumentada del arco,(Pease la parte Vpag.426)
**) Sg debe poner ¢l dedo en ambas cuerdas a la misma
vés,

wkx) Vease pag.117 respecto d los tresillos.
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SCALE OF D MINOR

Half-steps: E-F and C#-D when ascending
Bb-A and F- E when descending

ESCALA DE RE MENOR

Semitonos: Mi-Fu y Dol-Re ascendente
Sib-La y Fa- Mi descendente

a) b ¢)
g M . i BN R N I~
Preparatioq: (] ——F t 0 § O ” — | P— '
Preparacion: =2 P S— : { 2
Pupil ([ = 5
uP1 h {8 lil\ oY § )
Discipulo o - S S e ) S ¥ LB ha
1338
Teach - < v - P o o s —4 1 }—po——t
Haestro P e T T e wa et g LI 2 T Wiande T 11
< S g " D
= =
‘IEL = LiP lF\n
105 ° bt § v = .3 £
ANV ~ [ @ ] Py
D)) = hod
I/ — - . ;
i o Tt — 1t { W — + T =
oy e T e e s S S St =
~ 0 & — (s
) o~ 2% g i - e o =
A i 0,
Also to be practised: b e—— F——— —1 ———#
Se debe practicar tambien: of i m— 2 —" La —
¢
0o— obaa> 4
*) _ o .
H r i I 1 ﬂ
1
=
] — i~ ¢ -
*) Down Bow slowly, Up Bow quickly.
Bajada del arco, despacio; Subida del arco, prontarmente
BROKEN CHORDS , ACORDES (UEBRADOS
4 . . -
134 L,.",'ij%:u"‘r S ST 0 R S T 43
v
e St P Lt T e

#) Place the finger on both strings at once.

G] Sheet
Music”

*) Pongase 6 dedo en ambas cuerdas & la ves.
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FOLIES D’ ESPAGNE FOLIES D’ESPAGNE
CORELLL1
Adrr by }\I B
. Arreglad B
Adagio gladh por
A - 4 0 oy 4 =
Pupil b : e s o e S i a1 ’
Disoipulo \NP——% +——+ “:r I - — — — T
135 "R i . T
Teacher ——= = . . ! — a—
£ d 1 - - n aﬁ - — i 1
Maestro —= é s < < < g %; %“_
4 4 0 o =z <
— TN o g . g o -
- - — T 1 S — Y - 7T | b ﬁ
GESSEE s i
» —— — riterd.
0 , 0
" . . = . -é#;j{ = |
X2 . = 0 P e =) 18
] < = < i = 2
e T F
Always remember not to move the FAand, ond Acuérdese siempre de no mover la mano, sino
by tFe fingers; also pay careful attention fo the solamente los dedos; y también ponga mucha aten-
- Bow L. A cion al arqueo hacia  arriba. L 4
VARIATION VARIACION
for Staceato Bowing para el Arqueo Staccato
Allegro moderato 4 4
. 4 TSR SN TP Yt
Pupil ” . e TP 11 7 -
Discipulo D — - - I 1 1 = } '
(3] f —— *)
Teacher Lﬁ — m T + s " —» f —
Maestro  \HO2—%— = ot ——F =
(3} v #-d- B T

%:. P p 3 a I ——] * 2 ’ - 2
A3V 41:—- i j. %{a T - r t — F_
ld ) . T T P —m._-g.
[ — + -
[ T 1 * 4 I |
H p— t - T T —i — 1 —I 7 R E—S—— B—— —
0 e T P T P~ ITREN S~ S }___!L T &
© < 14 =z s & i
4 4
: . . . 4
NPT SUIPSIS. PN Sy 20 Py A
s 7 I —ﬁ T | f - 1 & 1 - 7 -
Ea=: = = = ——
d >—
—_— it
’) -
' T > g - T f — I t I ; " T
’t———}-——L—i - i T T
* - =L
#) This note C(‘F) demands special stretching %) Esta uoila, Do (F)demauda una extension especial
of the fourth finger, as its position is one-half step del cuarto dedo, visto que su posicion estd medio-tono
higher than B (f) the highest note in the First Po- | wmas atto que Si(f) la nota mas atta on ia Frimera
sition. 2o not move the hand away from its usual Posicion. No 8¢ mueva la mano de su pusieion
rasition. acostumirada .
=) Place the finger on both strings at once. *%) Pongase ¢l dedo en ambas cuerdas & ia vez.

Sheet
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PREPARATORY EXERCISES
for Barriolage and Arpeggio Bowing

EJERCICIOS PREPARATORIOS
para Arqueos de Cadencia y Arpegio

L=

x

Draw the Bow back and forth across two
strings, quietly, with even division of the bow
length, and particular attention to the Up-bow

Preparatory

Pase ¢l arco pacificamente hacta arriba y aba-
Jo al través de dos cuerdas, dividiendo igualmente
la longitud del arco, ¥ con atencidn particular al
arqueo hacie arriba.

Exercises

Ejercicios

Preparatorios

Practise the following Etude slowly and at
first with detached up-bow,

El siguiente estudia deke practicarse despacio
y al principio con arqueo kacta arriba destacado.

s M
o o eto.
¢ - NS N - N
ETUDE ESTUDIO
Moderato M. B.
A ™o 0 0 ()]
§ § N 1] 3 ] | -
136 — ! = T S
r y @ Pt T T e g PR 4
o P N </ \4-#/ \&F e \*g/ \&
1
A 4 o 0 . /W Lo X
B T = oo o — y—L e o 2t =
~ __ﬂ_. ! 1 T ~+ F } - "
e) - N\ ] | | T
4 2 !
3
#"%"'X T/ — ilféL 3 ™ I | e
(AP 13?, g " \ J_L. -0~
RN i P2 Had FANAN A AN b PREN
[J] ! i - Bl B [ — 11*)
W —— 5 5 s
_é__lb___,__‘[_é &rrr } { TFJ "} "lf 41L L | ey oy — | | 3
K o & B VDA R W | 1 1 1
SeE e Sast e e e _
) -/ K‘-?J \:;. P& T ‘_/" ‘\_i

*) F# in this particular case is stopped with the
3rd finger (one-half step below G) in order to al-
low the 2nd finger to remain on C.

*#) E natural in this particular case is stopped with
the 2nd finger (one-half step below F) in order to
allow the ist finger to remain on Bb.

See page 125 for The Diminished Fifth.

G] Sheet
Music”
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*) Fa# en e¢ste caso particularmente se sostiens con el
tercer dedo(medio-tono debajo de Sol) para permitir que
el segundo dedo se mantenga 30bre ¢l Do.

**) M7 natural, en esle caso particularmente se sostiene

con el segundac dedo (medio-tono debajo de Fa) para per-

mitir que el primer dedo se mantenga sobre el Sib.
Voase pag. 125 respecto ¢ La Quinta disminuida.
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SONG OF THE MOUNTAIN MAID l CANTO DE LA MONTANESA
Waldemar Thrane
Andante drregiai o IM. B.
4 n T I 4! ¥ R
o (e e et Nt o P
Diseipulo !\3, | | T = £ L_Hl t
137 mf
Teacher | FEh —r—————7—73 — j'- —
HMasstro \HG4 -ty pE=s

@ﬂ

P
T
\
Wil
~
wﬁi
:IJ

1 et It 1 ) — n
% —
| —* - =
1 —f * (9%
]
/) e ) . 4
e N e e e EEE ==t
. 3 1 - 1 - ] i i
e ~— N—r [4 T — S~ s
y rit - - -
/) —
T T T 1 +
G T e ]

Z = ERE: “f"“%: 7 Z
SCALE OF Bb MAJOR ESCALA DE SIb MAYOR
Half-steps: D-Eb and A-Bb Semitonos; o medios tonos: Re-Mib y La-Sib

a)
™
Preparatiqp: — P S |
Preparacion: X = e — @g 1
¢l T~
e e e e e e qg’;‘o }fbf;fﬁ$"‘fﬁl
=tz e —ra—p | St —|— I E— =4
[ i
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Pupil =P ]
Discipulo \ oy P—€ 14
iscipulo \ (A0 —
138 ) o - o ©
/B i/ e B
Teacher = = 1 i {. —'LTi .'LL' = T i -
Muaestro D LS o i g
€ C & ‘4/ B3 ¥ T = A
JD o %
JR £
A\ ~ [ § ] © LS ) = [ & )
0 1 . m
T W — - s o M gt
- T %

/)
1 L 7 i i p al= & o & m ™
g+ @ g & s-.‘l.‘J T bttt 0 —t
[ ) ™ ;J\/% 2 7 v‘i_—._‘ __j e 2
a)
)
2 }) n o bg* o T T Olr ll
Also to be practised: b o— s T T T  J— |
Se debe practicar fambién: X _!F -dT- =6 _J ‘r -
© 0 s
" e T )
i’ 4 1 i | 1 f J[ — F.Jl
€ s 1 Jl = ! !, 1 I?I- r_l i t 1 {

BROKEN CHORDS
M . £ N\

VW]

ACORDES (UEBRADOS

139 # 1
(2 -‘:_/

Always practise in the right way, as
poor and faully methods of playing may
be acquired through incessant endeavor
and such thorough practise that it will
be well-nigh vmpossible to correct them «-
gatn. Therefor:-

Rather dispense with practising al -
together than to do so earelessly and im -
properiy. L.A.

G] Sheet
Music”
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SRS

-

te.

recta, pues los malos hibitos, que se ad-
quieren con la practica defectuosa, son
despues casi imposibles de corregir.

que hacerlo sin cuidado e impropiamen-

Estudiese siempre de la manera cor-

Es preferible no practicar del todo,

L A
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THE STAR SPANGLED BANNER E LA BANDERA AMERICAM 4
J *) Arre by, .
l\IafbVStOSO Arreglada pu;l‘ o
} . —
Pupil A3 w1 e e e S —
Diset el il I = T S T 1 H’”i"‘j’.l’?
R i e e S L R s B e
Teucher r ——-L:L[:g ¥ 0 j — 1 T 1 e § i B =1
Maestro <7 c: ; ;[ o _&' ™ - o _i’L & _"_ ;Pilj‘“‘d‘i—‘o{—?i -

ST
I
ey
q)
[y,
g
(J
1:
TTe
|

®
»--<|E T

et
NS

it
CR I
‘%
(\“L_
\
NI
|
&

) =y
.
i}
whlel ]
(

N, a _ o
AW ——F = -
B 2 o e b i F—P—:r__—i;ﬁ» = — >
Y = . W U P i S I
P N I N L = , 1
e e e e e e e e e e e e e e e e
L —_— 4 1
| I B B e e e
3 .
» With dignified majestic expression ‘ *) Con expresion dignificada y majesiuosa
i ,
EXERCISES EJERCICIOS
for developing skill in bowing para desarrollar habilidad en el arqueo
and left hand dexterity y destreza de la mano izquierda

T - T B

™ i - .y
’\9 Jlf1!7 V) - i . 4"’ 1 } ; dl I P JFL I I; 1IF-
141 oy P —4 =" r — ] i 1 & ] .
o 274"
A o . p .
" e ] o %
i i . E ! Ir i i T 1 - . y } ] } { 'l\
ANIP 4 —1 — 1 | & i o _L._‘ N
e —— LJ—_J - v * -
w.b. tip w.b. nut gt tip
PR
/ 7 Wb . wh.
A 1 a) ™ b‘f—“a' %n(;a t’a'ef?alo'n ;% t.a.%@oﬁf’a L.
Also to be practised "f‘ 'b.u G ? 1 _" . 1 t _% r Y T ?H
Se debe practicar tumbién: N3P —— = b g
eJ _"/ »-, — ﬁ -< -- _'i -‘:/‘—.._ - -
Down bow slowly, up bow quickly Down bow quickly. up bow slowly w.b.
d) same length of the Bow €) same length of the bow fit'a:
B o B v -y ™
R4 T ] T { T 1
s b ! I T T — I 1 | | . " ! 1
-_‘_‘j:iﬂ

. ‘l.r_-

!

%‘l_"_ 3 > - I ™ R
Despacio por abajo, aprisa haciu arriba| Aprisa por abajo y despacio hacia arrida
Pero con igual longitud de arco con igual longitud de arco

Sheet
CDws: 18
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TRIPLETS TRESILLOS
A Triplet is a group of three notes equal to U'n tresillo es un grupo de tres notas tgucles
the time value of two notes of like denomina- en valor de ltiempo a dos nofas de lu wmismn
tion. Their notation is shown below; as a rule denominacion. Se escrile como se puede wver
the triplet is always marked with the numeral 3 mas abajo; por lo regular se marce Siempre con
above or below the group. el numero 8 por arriba ¢ pur abujo del grupo.

p L IFS IEN Ry s g Ty BTy T T3

Triplets:  (FA-qr wp www o]
Tresz'llos: 2 2 UG RUURS SO SO U AN AOAS SA TE TNN VRN UV WU WU S {000 0
J T T T T
[s)
Same value as: i
Vet mismo valor gue \ = ——F———F i e s e S

5
Pupil ~+—+
Discipulo —— g
Teacher (117 P 1 — = - T T —t T - —
Muestro e — — o } 1 —+2 I ] H
[ S~ +F - b -
b fe ’ T =
S e e e e T e
!) 1 1 ) 1 | M . i’ I e | | _——
.| ™
T T kY 1 1 R P -
( t 1 | - B B S 1 1T 1 1T ) SR T 1 1
g@t o — % .
-

441

1. ) o
41 T i 1 +

-

J
I
CHlE
L Iy
o
Y
[
sl

IR
v : : —
{ey—2 1 + o 1 - 1 i
T2 e =: e
-
4
[ | g o, fae
1 i _‘ " o
% —® + T )
1 T 1 ; I S
A *) paey = [
|
A 1.4 T +- T
o T d — r
. 1
.!_ -UL .'L ,;.
=) The 2nd finger to be placed on both strings for *) Pongase el segundo dedv en ambas cucr-
Fand C at 1:,he samo time. das, al mismo tiempo, para Fa y Lo.
Et;\ The ElAI finger to be placed on both strings for *x) Pongase el cuariv dedo em ambas cucr-
and Bb at the same time. das, al mismo tiempo, para Mi> y Sib
*k ) ;’a ('u{w (repgat)_ al Fine (to the end) means to re- *»#) Dua Caporrepite) al Fine (hasta el fin)guiere de-
Ee.—xt x'omktue b.egmnmg and close with the mea - cir que se repita desde €l yrmczpw y s€ acabe en
ure marked Fine. el campas marcado Fine.

Sheet
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JUANITA FCAVITA
Old Spanish Melody Antigua melodia espanola
Arr. by \ prop
Allegretto drregiada 1"7"} 1. B.
. 7| = e T e
P‘xpll I 4 gl;l} - ‘i: ]Ef T; | - L7 L; ¥ JJI’
Diseipulo \IXE g ;| 1 Y ' -
153 {|® zf
Vi .
Teacher #;ég e = - ———t—— T ———
HMuesirs \EGZ ==L AT FEES S SSS SRS F ~
N~ e N -i_:/‘- e </ v/ = R N
IR I 1%
’ + ~ E_'_pf 3 P -1?}- jl- . -;_g' -
12Y [ 7] . - ﬁ_ ¢ 4 el ‘V 1 L (Y] ]
S A a— p—— ] =—= 1 € T . £ — -
d v T [ f E
) T1I7 r—— = gy . A Y : —- t t y ——
'\\ ‘FI; } I | 1 J‘i{ r' ]r 1 :[T é é d 1
I SR« = . =
29 V— —
] . |m) g F - - il b4
117 ' 3 ) vl rY o 3 Y
h i [ *) 1 "4 T I € T 1 4 T | £ [ 4 } I
L v Hi | i s M 1 r } . SO AR A 32 & { i 1 1 { i *
AN . i — % ¥ I 1 ) N
E— 3
N R V.
0 | i i 1 4 1 r H
e s e e
v == S A i
2
I * Y 4D 8
o — P — 1] -2 T— ——T  — ; T —e—3—1
\] i 4 L 1 11 1 )i e 4; } {,
3 ~ .
- f - }r"] 7rit.
P~ e e e e e e ———
D L 3 £ _Lﬁ—g — i 1} —¢
S S SN

Bow pressure Jrom the shoulder will not
kelp to Tncrease your tomal volume; produced
in suck a way the tone will always be scratchy.

Always remember that tone production is
entirely dependent upon the wrist as weil as upon
the stron& and decided pressure of the left
kand fingers, and your effurts at the begin-
tng showld be directed towards the production
of a pure and singing lone, rather than tonal
volume.

Tonal guality constitutes one of the wmost
important essentials of wviolin playing.

L.A.

La presién de arco, dada desde el hombro,
no ayudara a aumentar el volumen de sonido,
pues producido de este modo siempre resultara

un tono aspero.

Tengase siempre presente que la produccién
del sonido depende enteramente de la muliecay
también de la fuerte y decidida presién de los
dedos de la mano izquierda,y los principiantes
debie esforzarre en producir un tono puroy
cantante,en lugar de un gran volumen de sonido.

La calidad del tono constituye una de las
partes mas importantes del arte de toear el

violin.

L. 4

G] Sheet
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SLURRED TRIPLETS l TRESILLOS LIGADOS
n—\
3 3 /ot 1.’:\ 4
N3 ] /ﬁl T L1.‘1IF- L!F— —_\_::R_—_ET:LL i s
144 S > _\svuin o e i i __3_:__%#'#1 ﬁﬁi“‘l—l .
ié/ ﬁg " 3 ~ i
Remember! First the frngers, then the Acuerdese! Primeramente los dedos,
Bozw. L. A. después el arco. L. 4.
Also to be practised: |  Ne deke practicar tambien:
) quickly dowly
| ”l[’_“m etc. J‘q df%’\}ﬂ%'l-o etc.C)ﬁ ketc. etc e)H . ELC-
o

| & S
~lowly quickly

despacio aprisa
ROMANCE 1 ROMANZA A
L. Auer
Arr. by
Andante 3 Arreglada por;M°B'
. Y, v . ; T 3
Pupil A 1 ' - i Ee— i + ————
Diserpulo \HOy TS & t“"{ } 1 1 t
! i o — o —
145 ”f.) ] % =~ | | \/\/
Teach 7%%% X " 7 =t —3 —+ } 5
eacher {oy 2 L', = wi { T JL_,\ s H' wa T ! a
Maestro ¢ oy 3——3—%—% 3 4 & & E ;
2
A= — R =
 f an WA I T i j »——F o 1 T -
304 d I 4* T 1 i ) 1 1L
) z ) T = I 1 —e ¥
—_—, >
;h‘fh e —— ——" 21} — : T 1 —F——F + N ﬁ—ﬁl——dm
Pﬁﬁ% L - # %::;:L ¢ i i ha_gzﬁzﬁi—
: 2
O 1 S~ _m 3__ 3 & . 1
2 — a1 __ﬁ e T — —— 1
[ 20 WL d 1 | 0 M—— 1 T—1 ] 1 gry __‘__t
AN~ 0 D S e N A T- T T
e 8 ! f
» 3
’n 1 L - Jl ) 1 - 1 3 3 Y 1 — 1 1 1 1 1 % F_IL f% t i 1[ _}q - - - -
: > — —o—o-o—eo— —1—1
(33 P EE T = P e L
rrr Y FEd F
simile
SN————
— 4 _ E! LE
—b— t - L
! = —P‘——;{ﬂ" = -y i 1% s
ey > —a—— = = 2 == r
e ’ ' U { T,
5 ——— rit,
‘Q |1'L prm— T T — { .
] s\ b F l I ' ' T . T i 1 T 1 —lL + ];' }—1 q ¢ :- |
o 5539 5 5 i#ijij:%% b :
2

») Place the finger on both strings at once.

b B 4 *) Ponguse el dedo en ambdas cuerdas al mismo tiempo,
%) Piano accompaniment begins on first of measure.

wk) Kl acomparamiento de piano empieza con la nota
primera del cornipds.

Sheet
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SCALE OF G MINOR ESCALA DE SOL MENOR
[1alf-steps: A-PB5 and F$-G when ascending Semitonos: La-Sthy Ful-Sol, ascendente
E5-D and Bb-A when descending Mib-Re y Sib-La, descendente
a)
i /.| b 1 %)
Preparathg: D — T {} : }I — lt n% — IT g E—
Preparacinn: —@—UU ——— A o ub_dl_ iﬁ1 S== : i

Z >
o AN

7 T—T I — | T ——
‘——l—d‘f  § T 1 1 T | - T
47 < o —— - — e S E—
(4 - w ~—— T V"\//(_)
H jf'L Ir) A © i:‘I(O) £ A
Pupll 7 i’ ° O e ] © o]
Discipulo \PI—+—© " —
49‘1’5"' n }ﬁ— T ! - } A | P — 1 ]
sac 5 :JZQ:F.'—_‘#}!_f H—T—- »—
Tracher \fo=—t—FF*o] FES=SSSSeFTESSEESS s
HMHeeSlro XY 1 ¥ T T T b1 [ 4 i LI ]
) !
< h{" % = 4
b { © — —
& o — S
L2
/- ‘L f ]ﬁi +— T Eﬁ -+ Tt { T } T
M%%WL} ; 7 - —F—
- — - . o —
‘ } ka3 SRS it

a)
6 1 H. OL b)'j OL [(]
Also to be practised: B2 t > 7z —+— r—p—b-F_.%f TI
Ne deb ticar tambien: ' | ! - i — —— "
Ne debe practicar también: =g | ' — 1 1
¢ ;lowly
Jespactn
1 A o LS 2550 4 4
5~ | : H—gw®H - i —+ =
A7 S A W P E"W ——— i o . ! T i
O ettt = B i
. Y
Gquickly
aprisa
BROKEN CHORDS ! ACORDES QUEBRADOS
ol -9 3 i
147 hre— —_— T e s e P P e |
ST =
e ==
P s 2 o | 1 { f L »  — +
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RAVENS WEDDING IN CROWLAND

Nurwegizn Folk Song

LAS BODAS DEL CUERVO

Caneivn popnlar Noruefa

. Arr. by }M B
Andantino A drregiada por <
Pupil ID |;7 HJ'  — | E— T > . - S
i (e e e
148 L, 2
Teacher y ﬁ - f  — e
MHaestro \ === S J%fj—i——?—_:&:ﬁ
e ;-. h{;/ \_ z ~—
‘I%’ + N L [._\~ } ! q ! ~
‘\:‘vi = : T ﬁ;&i‘—‘f__““ !1 -
'Y S BN LI —— i . ]
—
9 n!7 ) T p— p— 1 ‘ .
o2 —% = =" e T T — =  —
o *Z & W f— -
1 n )
A y —F—= e E
F—————ttfdd et —
ry) I T -y oy —— 1 1
~— >
0 1 f pr‘”‘ _"_—4 3 o0
¥ " T q t L
| =Y T 1 T 1 T 1 ) R r B - ¥
R £ oo WL I 14 1 ‘lL I Jl-"'j ‘!; T # = Ll,[
o ¢ &g I 2 - T "’#—““fr
. R \_/ Ig\—’ 4 4

THREE MINIATURE ETUDES

TRES ESTUDIOS MINIATURAS

for the Bow para el Arco
ETUDE 1 ESTUDIO T
Ve an— - XF
M.B
A B e 4 4 4 4 =
Y e T = =
149 5r—p—re—— — IR Y B S IR e
3 . ¥ T = % —
Keep finger down
No se levante el dedo
- P I e P a £ o o T,
- P = i = '
“‘7 T JF T S— —
n ! N T I 1 1 f E— — | 4 fa
G Lo es s L o]
:.[—"‘#T — = = - =) ¥ _ T
Sheet
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ETUDE II ESTUDIO 11

With Whole bow
Gun ;'r’;do el arco M.B.
—— e e E———
15029%:‘{:&#:?—1—{ R s eSSt ==

I
1]

»
$
e

e

||

e
|

=
L]
/P—« )
L
-
H

0 L T — o 2.
N4 ! e ~ T
b—3 e e ——
S EE = Jeaw\;/ S o e e e e
\__—/0 b
ETUDE I | ESTUDIO 1II
4\
Play the Down-Bow sﬁ)wly *
Togque la bajada del arco suave
The Up-Bow quickly
Rapido arqueo Racta arriéa il
v 2V simile % M.B.
.- v
£t — \Y] .{4-_----1_1!-%1 P 45!5____;,___
151 AT 4 1 1 g 1 I &F—F—ﬁmj - !
5 7 J; % %) J —
4 0 4%
.Jlr 5 L M T ﬁ fr—p—
— jlii § SR 1 -
—1 | S—— . ] !
Q) { i — g | I | —— ;;J_J, [ & --—--;L—
— X 3
—
4 4 4
1 1 T 4 j 3 l S
| 1 1 Yo 1 1 1 1 | . K 4
) - ] 11
Y — - T et - —
e —_ - ° & — r i}‘d’ — #
[

») Pluce the finger on both strings at ence.

G] Sheet
Music”

*) Pongase el dedo en ambas cuerdas & la
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SCALE OF Eb MAJOR
Half-steps: G-Ab and D-Eb

Preparation:

ESCALA DE MIb> MAYOR
Semsetonos: Sol-Lub y Re-Mib

Preparacion:

Hold the Violin perfectly quiet and always in
the same correct position! Don't move the vio-
lin, only the bow!

Téngase el violin perfectamente gquieto Y siem-

pre en la misma posicion correcte! No se mueve
el violin, sino solamente ¢l arco/
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Never practise with too strong « lone and par- Nunca se debe practicar con un tono demasiado
Licularly not «t the nut of the bow. In practising fuerte, y en particular no debe hacerse tampo co
forte the tonme 1s apt to become rough and espe - en el talon del arco. Practicando fuurze el tono
etally so when nearing the Nuf, where the pres- esta propenso a volverse aspero, especialmente
sure of the hand is naturally increased through cuando se elega cerca del talén,donde se aumenia
its ruised position. L.A. por su naturalmente la presion de lamano debido a

See Supplement, page 526, No. 2. (Purte Suplementaria) su posicion elevada. £ A
=) From I} to G5 is one-half step and requires closeset- | *) De Fa d Solh hay un semitono,lo gus demanda que ol
ting of the secosd and third fingers. segundo y tercer dedo se pongangjuntos.
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ADVANCED INTERVAL PROGRESSIONS
The Diminished Fifth.
In order to develop purity of intonation it is

most advisable to practise diminished fifths (also
known as “False vis-a-vis, (one half tone less than

the perfect fifth) as frequently as possibleOne of Prof.

Auer's rules in this respect is,“the diminished fifth
must never be played with the same finger’.’

PROGRESION ~ADELANTADA DE INTERVALOS

La Quinta disminuida

Para desaroillar pureza de entonacion es con -
vemiente practicar (as quintas disminuidas r(gue
también se llaman falsos “vis a vis)  semitono
menos que la quinta perfecta)siempre que sea posible.
Una regla del Pofesor duer referente o éste asunto
es que “la quinta disminuida nunca se debe tocar
con el mismo dedo’
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The Augmented Second

The study of “Augmented Seconds”is equally
important as an aid towards purity of intonation.
This interval represents a distance of “one whole
and one half step” between the respective fingers,
and demands an unusually wide stretch.

La Segunda aumentada

ZC estudio de las ‘Segundas aumentadas’es de
fgual imporiancia cOmo para ayuda ¢ COnRSEguir pures
de entonacion. Kste intervalo represenmta la distancia
de un tono y medio entre {(0s dedovs respectives, y
demanda una extension mas larga de la ordinario.
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EXERCISE EJERCICIO
for Diminished Fifths and Augmented Seconds. | para quintas disminuidas y segundas aumentadas
M.B.
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I3

Cancion popular mejicand

L4 GOLONDRINA

SWALLOW
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Whenever playing or practising remember Al tocar 6 practicar, téngase presente que
that your brain must «lways be as active as el cerebro debe estar siempre tan active camo
your fingers. L. A, los dedos. Ld |
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LITTLE NANCY'S WALTZ

VALS DE ANITA

M. B
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Hold the Violsn well up and pointed in
a horizontal direction.

dolce = softly — suavements
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Téngase el violin bien levantado y en

posicién horizontal.
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SCALE OF C MINOR

Half-steps: D-Eb and B¥*C when ascending
Ab-G and Eb-D when descending

ESCALA DE DO MENOR

Semitonos: Re - Mib y Sk Do, ascendente
Lab-Sol y Mib-Re descendente
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HE STAYS A-FAR

VAGANDO LEFOS

A Ballad of Finland Balade de Finlandia
Arr. by
Andgnte Arreglade por (M-B.
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FINGER EXERCISES
in connection with Legato Bowing

Firm and decided setting of the fingers,
even division of the Bow, and starting with
groups of four, then six and finally
notes in one bow.

twelve

EJERCICIOS PARA LOS DEDOS
en conexioén con el arqueo ligado

Pongase los dedos en {as cuerdas de una ma-
mere firme y decidida, dividiendo el argueo igual-
mente, empiece con un grupo de cuatro notas
en un solo argqueo enego con Seis y ultvmamente
con doce.
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») 3% time for first and third bowing variety.

125time for second bowing variety only.
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*) Kl compas de¥2 se debe emplear para la primera y
tercera variedadad de arquéc.

£l compas de 17y se debs emplear solo para la se-
&unda variedad de argueo.
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ETUDE ESTLDIO
To be practised with four, six and  finally Practiguese con cuatro, 3¢is ¥ por wltimo
twelve notes in one bow. doce nolus en un arqueo
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THE ROCKING BOW
(Barriolage)

The undulating movements of the Bow nec-
essary for crossing the strings as demanded in
the following studies, must be produced and con-
trolled by the wrist and fore-arm and played
with the greatest evenness. Use the whole bow
but move it only to such an extent as will enable
the clean transfer from one string to another.
Draw the bow quietly.

Whole Bow:- 1/3 part

EL ARQUEO OSCILATORIO
(Barriolage)

Los movimientos ondulatorins del arco necesa-
1108 para pasar de una cuerde & otra como se exije
en Jos estudios que siguen, s¢ deben producir y
gobernar conla mueca.y antebrazo, y se deben
tocar con la mayor exaciitud., Se debe wsar todo
el arco, pero mo se MuCVE MAS gue PAT® Permilir
el traspaso claro de una cuerda a otra.  Pise-
se el arco suavemente.

Todo el arco:- U3 parte

for each note.

251 para cada nola.
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Whole Bow:- 1/8 part

Zodo el arco:- Y6 parte

for each note.
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=) To be practised:(a) 2 notes in one bow:
(b) 3 notes in one bow: (¢c) 6 notes in one bow.
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ETUDE 1

Both etudes I and II to be practised with
loose wrist, whole bow, even pressure at every
point of the bow, from nut to tip, and at first

with various bowings as illustrated under A,Band
C.

ESTUDIO 1

Zos estudios Iy IT deben practicarse con la
muieca iigera,con todo ¢l arco y una preston
igual en cada parte de éste, desde ¢/ talén hasta
la punta,usanda primero los arqueas {fusirados
en d, ByC.

slowl quickly
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*) The second finger to be placed on F and C at
the same time.
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mo ¢iempo.
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LONGING ANSIAS
Norwegian Folk-Song : Cancion popular Noruega
Arr. by
M. B.
Andante (slowly Arreglada por }
} - pr—p—— ~ t .
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Do not exert too muck pressure upon No fuerce demasiada la pre-
the bow! It stops the vibration of the sion del arco! Suspenda la vibracidn
strings and ruins the tone. de las cuerdas y arruina el tono.

The tone production must be as free La produccion del tono debe ser tan
and pure as that of a human veice! puro y libre como la de la voz humana!
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ARPEGGIO BOWING

The literal meaning of ‘Arpeggio is “to
harp” or“in harp-like fashion” [n violin playing
it denotes the production of the intervals of a
broken chord with the bow passing rapidly a-
cross the strings. Arpeggios occur in manifold
varieties across three and four strings. The
Rocking Bow (Barriolage) already met with on
page 132 will serve as an excellent prepara-
tion for arpeggio bowing.

The bow should sweep across the strings
quietly, without unnecessary movements of the
arm or wrist and every note must be produced
clearly and evenly.

.. An important rule for arpeggio bowing:
Place the necessary fingers upon the different
strings simultaneouly and keep them down firm
ly for the duration of the whole measure.

EL ARQUEO ARPEGIADO

Fi sentido exacto de “arpegio” es “arpear’o’co-
mo en manera de arpa’ Pocando ¢f violin, lo in-
dica la produccion de los intervalos de un  acorde
guebrado, pasando el arco por las cuerdas rapidamen-
te Los arpegios acurren con gran variedad en tres
0 cuatro cuerdas. Bl arqueo oscilatorio (Barricla-
£¢), que ya s¢ encuentra en la pagina 132, siree
como preparaoion cxcelenie para ¢l argueo arpe-
grado.

Pasese el arco despacio al pasar de una cuerda
a ofra, sin movimientos Supérfivos del brazo o
de la mutieca, produciendo cada nola clara ¢ igual.

Pingase simultancamente los dedos necesarios en
las diferentes cuerdas y mantengalos firmemente
en la misma posicion durante el compas entéro,
es una regia importante para el arqueo arpegiado.

Vs G

=-XIT |

x

Use part of bow as marked; special atten-
tion to even division and the Up-bow.

Arpeggios Across Three Strings

Use la parte del arco indicada, dando aten-
cion especial @ lu division fgual, y la subida
del arco,

Arpegios al traves de tres cuerdas

b)
2 A 1 -
168 m?‘ o Ees e = —
N1V —T 2 — —;' —t } 3 ‘—- —t T . —L} =3 |
o & &J - = / ¥ 3/ K%L -
2 m 5
©n = D ™ =™
T = 2 L :E : - oo (LT a T
4 } % ‘l L ‘A y )
— — —— = —— 3 —— o g
"’_/ \ '3/ i ‘t_/ ¥ 3/ \v -
{4; 3
m 3 2
SZal B "I
- N
EG P =ESEsE |
—F — — — — —] - —
I \F I N\F T N\ F 3 \F 7
% ..... s
H -~ - - - =~ - s
95‘) H 3 h) I Jh
o S8 =}k T :
:j :P r - '— P! r Y, e — —_— -—1-)
L J &7 ‘i/ \‘f LJ 7/ N ¥ -/ \1 v
*) Play these exercises also on3 upper strings(D, A, | ») Tocarse sstos ejercicios tambien en los tres cusrdas Re,

E) a fifth higher than written, using “f%’

(O

on E string.
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EXERCISE EJERCICIO
n
?ﬁz ™~ 1 ™ = N
o7 G A \F 3 \F A N\FE\F
#_ﬁ 5 ) A 3‘ » ™ ﬁJ\ ﬁh‘—_—‘

%3 ——

EZANEIE VNG IE IAANE I ARG IE MAANE
™~ N | e )

= re . . =t

G, N £z AN { L
— —— — . e - o —— ad b -‘O
; ¥/ \F \F ¥ =3/ \F =2
Arpeggios Across Four Strings ‘ Arpegios sobre Cuafvo Cuerdas
S S - -TF |

Use part of the Bow-as marked and al-
ways remember its equal division.

pa ] N =gl b, fgfh - Wh

169 {5} =

S \Ge 57 T EE: EE:
o A N arPa d)n/’ﬁﬂ‘\ ’ﬂf ™N
: = Sos =]

NEE S ¥ 7 =3 ' :
4‘_

Usese la marcada parte del arco, y siempre
recuerdese de la division igual.

e Hf’m d QD

Ny

v T3 F7 =3 EEAANG
ﬁg)n - N //m hr Am mN
EIEVANG T VAN E I SANE E AN

G

:E.
EXERCISE l EJERCICIO
o ALDN, AN, AT T
VG E GG GG
A T ir dl\\ /j_r j‘PN
‘{Q\a F %;

N,
INCEVANCE ¥ 9 7
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SCALE OF Ab MAJOR ESCALA DE LAb> MAYOR

Half -steps: C-Db and G-Ab Semitonos: Do-Reb y Sol- Lab
a)
: ﬂ H 1 b | J
Preparation: ye) — —t "
Preparacion: 3 —F——F—t——t—r——1—F—F
' ¢ 78~ —
()]
7] ! — }— t T— d__)_vg 1= T 1 2 = b
i 1 1 1 L | A I I i 3 . 1 1 I 1 1 | 4 ) — r } i ﬂ
774 | -l ) - 3 [} 1 I I 1 1 H 3 ] 0
b e 4 Ao ) L . 8 1
b p——" o o
Pupil o W B S (%] © i
Discipulo \[p——H 11— —
170 (¥
/) 4 ™ N 1
Teacher (b e e e
wesiro ’(Q—_L—"‘L———!:é— ™ it T 4‘ bR T T T— - 1
o = R L R
11 - O O—
¥ U0 h © Ty P
T < o s
:)T/ [ ® )
O 1 ] ] . i ]
(AL p——— o i —— — ~ d' - +— T + T —F T i
£ o AN 1 4 T .4 I T a I T P~ S 1 i a: H—i_d__ 1
X7 1 ) )1 — J_l ») 1 B . 1 1 1
>, 1 f 1 o z ! —d_—j:

a

s

™ b

ﬁ | i |
Also to be practised: A—4D- 1 =
{ytr €—n—p =

Se debe practicar también: =P :

c) Tip

i ™ Puitla L. /‘; . .
T i;. r—r= e o \r . J;T
— "dej“rilri’i" -, T T “a
;fi"" ~ * Whole bow ——— ~ ‘i;-'-_ F
Whote bow Todo el arco

Todo el arce

BROKEN CHORDS ACORDES QUEBRADOS

o P —— — { :
’171 e i P T ! 0
;)U = = o -+ ] — .
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A CRADLE SONG CANCION DFE LA CUNA
(Sleep, my little Prince!) (Duerme, mi Principito!)
Do not overlook the rests! No se olvide las pousas/
Mozart
Arr. b
Andante Arreglada ],OX f M. B.
L I i ey | ™
Pt (s e e
Discipulo \:}B o o — == I : ;
172 P with tender feeling
n/ -
o (e e
HMaestro ® & — s e e & > "
con ternura - g o = 5 * 5 -
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e
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e
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L4 - | D SR 3 - -1 . 1 s . 1
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L o s ¥ -
= 3 FF:F:P&P—F - 3
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THE PEASANT WOMAN AND HER ROD
Norwegian Folk-Song

Allegro

LA ALDEANA Y SU CAYADO

Cancion popular Norucga

Arr. by

Arreglada por }M -B.

. £ !J|71 ™ =N et ~ 7 L P e Pt T cannS
pupil (A PF g F Fpop = e ]
Discipulo \[X T T 1 Q—‘H 1 —+—
o 5 — " A R =y
173
| { " 4
Teacher (g = =
» t . = N - i i 5N i i k| X -
Haestro \EG = = g3

CHROMATIC INTERVALS

Chromatic intervals are very difficult to play
in tune upon the Violin as the neighboring half
steps of any interval, either higher or lower,
are generally played with Zie same finger. On
this account particular attention must be given
to the intonation. In moving the finger up or
down for the necessary half-step, it should glide
with precision and must never be lifted. Do not
move the hand, only the fingers.

|

Each note with a separate bow at first; then
two notes to a bow and finally four notes to a
bow.

. e ,h - 1 H
. —— - L ; 3’.3 i
1‘ 3 i l.ﬁ i = 1 = A 1 'Y ?
e - 1 T 7 | IS
¥+ I A ”‘lf. . g ™
1V . -
P Tt 3T
5 + * - - = B i

INTERVALOS CROMATICOS

Es muy dificil tocar los intervalos cromdticos
en el violin de manera afinada porgue los semr-
tonos vecsmnos de cualyuier intervalo, mas
arriba 6 mas abajo generalmente se tocan con el
mismo dedo. Por eso se debe fijar atencion espe-
cial en la entonacidn. Cuando sube 6 baje el dedo
pare el semitono, debe moverse suavemenle Y
con precision ¥y nunca debe alzarse, No se
mueva la mano, solamente los dedos.

7

Al principio toguese cada nota en un argueo
separado; despues dos nolas en un arquec y
wor uwltimo cuairo nolas en un arqueo.

) 1 | { \ 1t ™
i1 Yy } A 1 J ] 1 1t 1 ‘I[.
174 B b e = SR e e |
gl R S— () s+ R —_
| o
e) d
o
h H 4 i Il 1 L i [
AN P 1 T | i 14} ‘} '= - = = i LI S 1 i 1 1 1 o :
|2 3 '3 & o H_T 2 R N Y 3_'L_j'2m- f 11 _JL (4]
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I | V/4
a) b
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[Y) 0 fo 0 1 d 1 ~
¢ m d
#ﬁﬂpp—ﬂwﬂ fpries Slebede heug iy
| S 1 ] I 3 1 I . ] LA N | I 1 i 3 1 | I I 1 .
{e T T ] + L) | ot M i S S - N | M S N S—)
e 2 F N—— 3 4 ¢ 1 2 3. 4 3 2. A0
11 | ur
a)
) - b) ™
AT —1—+ }  S— | 1 -Illl. —+—F ! ———+ ! g.
| & o0 WA W | T T I ] 1 | 1 . L) 1 - I l # [ h '
i 0 ) o 0 1 S — A
)]
A N d)!lL i L
A | - ¥ I T 1 1 H - N T ] H 1 1 1 1|
Y ot | I T H ¥ T 14 (] [ - 1] | S | I |
Trpae it pastsis g A ares PEES TirieE e
o B 3 4 o 1 ' 2 3 4 ) 2 i o
1V ! w
a)
A - b)'
P
=0 == : : =
-~ |
J FlEEhE FhEEE T S e FrelEd =
0 0 0 i R e
C
) ™ d)!"‘.
e e e e e 4F e :
sfene old o L == R o & pm
_':l 3 ¥ q - 374 l #b i'h" bij_& 3_:1___ - #.—3_.5_ -:.__H‘l b F
o " — 10
THE CHROMATIC SCALE L4 ESCALA CROMATICA
Each note with a separate bow at first; then AL principio toquese cada noia en un arqueo
two notes to a bow and finally four notes to a separado; despues dos notas en un arqueo,y por
bow. wltimo cuailro en un arqueo.
175 s & < IA) 1 I ]I IT ! r - —— -
J W W] 1 T 1 1 1 i § 1 H
N1V 4 3 N - T i M I I
e T = e A A e s
_‘b" h"'\/a ....... h_\'/ g 4 O stmele
Rt S
0 bty to—phe rhe Llsheie e, ik,
 — 1 1 + f t ] t TR h“""ﬂ:‘:ﬁp
Bt ‘ = % T . ——— " r— ——
@& 4 [V S o 3 3 . B 1. 0 & 3 g__ T
) + t T T
} - = T T t T T T y
ST Erarest e e :
o + P —a D@ =
o % 3 el 3 e -;L ‘j’ Ve & & =
—_ 1

Sheet
C Music” 42



0

Blumenthal

rd

1t

—+

~

N -

ESTUDIO CROMATICO

—

Maia Bang — Violin Method, Part IT
T

0

01

Allegro

A W

AAIY.A

NS4
[J)

W <%
i £ o)
[

CHROMATIC STUDY

Pupil
176

Teacher

Discipulo
Maestro

=

o

N

—1
4

Ty oo
1

3

1
.

4}

FEERET:

B
| Sy}

—1 7 - §

-

I |

-
A 4

L

43

1]

&

M

>

g1

p

<

pr——.

; I—

£

)

Az

!Jv

¢
k€




Maia Bang — Violin Method, Part IT

&

2'—'".'

(1 J S—

ﬁt,/o
Wuna )
i
Il
,#IL ﬁ[T il
. | e
Hu i 2
]
ﬁ. (=]
#{T o L]
1.
Jhso ~
T D |
l” |Ol.o_
1Y)
_m
1 zn
13)|
T8/
Is
i
NE N

i i
(it
e
e
il
i
i
: '
An. ” - LL
y L
T
0
$
ML
Ak e
i e
| )
ﬁd.
|
ZJ
TTTe
NN
\IREE
s B
¥ m N
A )
L Mu L)
NP NEL

1 |
o il
ol T

1Y ILI_.‘
M e
T I
¢+ TITe

1
]
M
QS e
J w
Iﬁl 2] .
Lo
e Q
———

44

R R R T

I/
- Il
Il
H - .T
{1 -l
‘ 1
g
Rl
N

N

CDus



Maia Bang — Violin Method, Part IT

and Broken Chords

CHROMATIC PASSAGES ‘

PASAJES CROMATICOS
¥y Acordes Quebrados
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EJERCICIOS DE ARQUEO
y para la mano izquierda

BOWING
and left hand exercises

f §o§
x x
1 H:) ) 41
179 a0 1 - — t | I
. - | et Sy o § 1 T ‘ ““-
d _‘_.i-‘ij'i"'i- - . i- & &
2 A ‘P‘
1y ! o T >0 9 »
e S o g I o L o Oy e o = — 1} i - L—rﬁ::f
] W ) R VN U MU A N S = — |
O]  N——
Ar=set TS =
N ! v P - T _#F — ; 1 ‘I E?L
© ==L ey o

Also to be practised: l Se debe practicar también:

quickly
A by, 0 A e i
VJ',V [—_— J——rf.:l{':j_l } }'“‘lii l‘r ﬁTIIJ‘.{ o s .1 l][-{ j u — " N ll%ﬁﬁr‘iijil}l“
\/—\/ !/';./ ‘#‘i_!g! '_‘:‘i:d?_ ~—t ? ~— % e v . \/ ~— S
31’?9}!112"1'0
ENHARMONIC CHANGES CAMBIOS ENARMONICOS

E? uso de las alterncidnes aceidentales, tales
como los sostenidos®)y bemoles (b) ,para subir o ba-
Jar voluntariamente cualgquier {ono, tambien fa -
cilita,lo que se llama el “Cambio Enarménico] en
el cual dos tonos diferentes llegan & ser idénticos
en la entonacion por el uso de cualquiera de las
alteraciones arriba citadas. Por ejemplo:

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

==
=

is identical with
es lo mismo que

is identical with
es Lo nismo gue

= ==
== =

is identical with
es lomismo que

is identical with
es 1o mvsmo que

g&:

L%E

e

is identical with -
es lo mismo que

La entonacion de un Pidno bien afinado pro-
duce estas notas absolutamente idénticas, aunque
{a entonacion perfecia, en el violin, Jucilite una
infinitesimal diferencia entre los varios inter -

valos.Forejemplo:

=

The tuning of a well- tempered piano renders
these notes absolutely identical, although the per-
fection of intonation possible upon the Violin,
enables an infinitesimal difference between the
various intervals; for instance:

to be stopped slightly higher than ﬁ% slightly higher ttan
se debe parar algo mis alto qgue 3 un poguito mas alto que
I

=

*) dioncibn cuidadoss & la subida del atcol

*) Careful attention to the Up - bow!
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THE WALTZ OF DESIRE EL VALS DEL DESEQ

*) Beethoven
Valse lente

Arr. by
v , Arreglado por} M.B.
r’H’; ¥ , i 4Lr |
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%) Valse lente = Slow Valse tempo w) Tiempo de vals despacio
*+) C flat like B natural, use £t Finger wx) Do bemol igual gue Si natural; visese el primer dodo/
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S5CALE OF F MINOR ESCALA DE F4 MENGKR

l

j
Half- steps: G - Ab and E -F when ascending ! Semitonos: Sol - Lab y M: - Fa ascendente
Db-C and Ab-G when descending } Reb-Do y Lab-8ol descendente

)
I b b AN
Preparation: 5 Tttt 0
];' .’ < 1 1 ) A 1
CPATACION ; S = N { - - T w— | 1T —
by, ——" y by
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Also to be practised: T — ] ; = +—
. . " XM V7 A § -] 7 J L
Se debe practicar también: S - i T ] S e R
(o))
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TONAL SHADING

Inecrease and Decrease of Tone
Crescendo and Decrescendo
—

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

I.
Forte at the Nut Piuno at the Tip

Be careful not te scratch while starting at the
Nut. Use the wrist for increasing.

MATICES DEL TONO
Aumento y disminuicion del tono

Crescendo y Decrescendo
—— P —————

La kabilidad de variary productr todos los gra-
dos de matices de 1os tonos, depende enteramente ae
la inteligencia de manejar €l arco. Con la ayudade
éste, el violin puede competir con el mayor swuceso
con la vos humana en cuanto & su calidad melodiosa
Y Sentimiento expresivo, que seilustra por él tndf -
seripiibie encanto y la Aermosura colorida del tono,
que el artisia perfecty comunica & sus sonidos.
Tres variedades principales de matis tonal deben
estudiarse en los siguientes ejercicios:

I.
Forte en el talon Piano en la punta

Cuidese de no rascar principiando en el taion.
Use la muricca para crecer.

L X7
Count: 8 piano forte
183 Wlfliole bow 7 det
a Toda la longitu el arco
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II. II.
Piano at the Nut Forte at the Tip Piano ez el talén Forte en la punita
L 5o
forte piano

Due to its natural construction the bow is heavi-
est at the nut, and lightest at the tip; in conse-
quence and during the actual process of playing
the bow will be much weaker at the tip than at the
nut, where the natural weight of the hand, increased
through its raised position, tends to add consider -
ably to that of the bow. In order to equalize this
difference, the following exercise, one of the most
serviceable for this purpose, is to be practised pi2-
ano at the nut, forfe at the tip. It is highly recom-
mended by Prof. Auer, for strengthening and de-
veloping the students bowing ability.

Debtdo & su construceion natural, el arco pesa
mas hacia el talén que hacta ba punta. Por con-
siguiente, al focar,natural,el arco es mas débil en
la punta gue hacia ¢! talon, donde el peso natural
de la mano aumenta por su posicion elevada, Para
contrarestar csta diferencia, ef siguienie ¢jercieio,
uno de los mads utiles para este propésito, dede
ser practicado Piano en el taliny Forte en la
punta. Bl Prafesor duer lo recomienda altamente
para ¢f desarroillo del arqueo del estudiante.

Whole bow
Argueo entéro
) n v 4
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<5 7 ey ¥ [ %] ©- © i ¥
"o nut © tip
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nut tip —6' - © o o
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d
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at"ult “pt PronREEE S e e e
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Whole bow
e) Argqueo eéntéero
n vV~ R 1 — A —
— I —— B e m—— = e —— e e —- —
Y - i | ~ | = = Py
2 . et —H————F a3
| i ’ 1 ] } I T ] 1
Cnut ___—— tip e __:j.__ |
taion puria -p f _p P—— e e
f
6 - V " 4 — i 4} ——te
] } +— — t T t 1 —+ ——F—+
& I ] 7 — & — +—— & = y ]
nut ==z — tip e — —
taldn punta = — —
g
- v 4 5
T L 3 7
; L 4- N n
5 * = T = o > o =
[ J, —— — — — m—— —
LEE G = iF 2 F 22 1F ©
talon "punt —_——— T e —_—
h v —_—
P — L TN
D n £ 5 4 - 2 P o o >
P + — —+ —F—H—F—H—+
o———F e ———,,—,—,—— i &
Nt e tip ——
talon punta
111. II1.
Piano at the Nut and Tip Piano en el falon y enla punta
Farte at the Middle Forte en el medio del arco
piano forte piano pieno Jorte Piann

When once the first two varieties (I and II.)
have been fairly mastered, this third variety
(crescendo and decrescendo in the same bow) will
present fewer difficulties.

Una vez que las primeras dos variedades
(f y II) se hayan domsnado esta flerceravarie-
dad (crescendo y decrescendo en el mismo arguen)
presentere menos dificultad.

a) .
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1 e )
v L) y=< XY © © > Py 3
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A RUSSIAN FOLKSONG

Oh Mother scold me not
Because I love him,

CANCION POPULAR RUSA

No me regasias wmadre
Esque le amo.

Arr. b'y
Andante Arreglado por}
\ : * V
—— ¢ * I
Diseipulo o m o —— 1’_ i =
184 P = ‘i-f pPressivo —
Ly
Teacher e ¢ t == —i J fr—p— — T
Muest o L ! T s " ] !
o v
& | 1 -P. .__’__' } ' pva— TN
2 h 1 {  S—— H 3
6= e e R ssss ==
S 7
OT}’.L'&' S S p— re—"—— S o e | —1- ! Y
Gy a —
3 & & FE & ¥ - —5 id/j:
— 1 ST~ . ——
e e e e
EJ’ 1 I - = 1 —g—
;M
H 1 - h
. /\
- lhl'?'# J)l - .__1' 1 b 3 P’x——r}—"
G = S_SSE=E s
TT— ———— f >p Tlt.b’
1 () ILL I = + I 0" } 1 T |
Has—>0r ! : o ——4 ] } —
e A T T T R o _‘4'-_;’ - = 3 —a—¢—
\-—/ S——"

mic signsPas well as the plrasing and
eTpression marks. L. A,

Never overlook the different dyra-

«) Dynamic Signs: signs which indicate the varying and

contrasting degrees of intensity or loudness in musical tones.

G] Sheet

Music™

Nunca olvide los diferentes signos de
matices, *) igualmente que los signos
de fraseo y de expresion. L. 4.

calsos.

52

#) Signos de matices: signos que indican los varios
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ETUDE ESTUDIO
Saccade Bowing £l arqueo saccade
L= ood
M. B.
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o = T ’
e S e
: EE=sr=c ===
= S=ESSSS ST S ey
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THE POOR ORPHAN CHILD ‘

EL POBRE HUERFANO

R. Sehumann
Arr. by
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%) Diminished fifth.

Do not use the same finger.

G] Sheet
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Que no se use ¢l mismo dedo.

l *) Quintas aisminuidas.
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RECAPITULATION
of all major and minor
taken up thus far.

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

technical facility.

C Major — Do mayor

scales

RESUMEN
de lodas las escales mayorves y menores
kaste ahora enconlradas.
Hagase una regla constante de practicar por
{o menos una escala cada dia. Fs la via segura
Aacta la fuctlidud téenica.

A ﬁ}linor —~ La menor

0 ! 4 ,*1\ I
D) - T #

SHARP SCALES
G Major ~— Sol mayor

| ESCALAS CON SOSTENIDOS

E Minor — M: menor

Major — Re muyor

T T
" /4_\‘_3-‘: , ™ /"‘\1 4 /“\
ZassiSeiii s S=

B Minor — 8¢ menor

Nl © e

A Major T_,La meyor

' SETTEE =T =
Il 1 |
a[ “‘"‘1 l\_”"/é I AN 4""1

F§ Minor — Ful} menor
§ Minor = fig o

: P = : :
4d_u£L H 1  — N —— ﬁ
Yy _—'% 3 7% -
E Major — M mayor C# Minor — Do} menor
Aut mM 4 N
== e
1 1
\/4 -

FLAT SCALES

F Major — Ffa mayor
M =

| ESCALAS CON BEMOLES

D Minor. — Be menor

o % { +— g - % - i__‘i‘\.—_—/ 1
Bb Major —87h mayor G Minor =~ So! menor
0 1 = — i 4 N p= b o~ .
< - : ——1 W 1 L = 1 — |
L ; i. —I- - L ———t—}— Fo——)
B ——t " i
Eb Major - b mayor C Minor — Do menor
T T—
< s =
QJ \_/4
Ab Major — Lab mayor F Minor — fir  menor
ondi e 18 18 T P - — ——
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BROKEN CHORDS ACORDES (QUEBRADOS
in all keys taken up thus far en fodas las llaves hasta akova consideradas

At first three then six notes in a bow. Al principiar ires notasy despues seris notas en un

arqueo.

C Major — Do mayor — A Minor— La menor

n ] _
e £ f - &
-5 T —r— = +—4
188 == e e = =
H | = — — & 2 = = e
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SHARPS | SOSTENIDOS
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ESC4LA DE SI MAYOR

Semvtonos: Reh - M7 y La¥-Si

SCALE OF B MAJOR

D§-E and Af-P

Half - steps:

T

1
P
<

N

o

i =

¥

z §
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THE HALF - POSITION

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

LA MEDIA POSICION

Hasta ahora se ha empleado unicamente la Pri-
mera Posicién,la cual es ia base fundamental y prin-
cipal para tocar enlas demas posiciones. ddemds de
la Primera, hay otras posicines que seusan en el
violin. Por el momento vamos & considerar solamente
una posicién adicional, la Media Posicidnmaostrando
las otras en la 3%, 4% y 5§ partedeestemétodo. Fara
tocar en la media posicitn se pone la mano isquierda algo
més baja gue parala primena posicién, acercandola
considerablemente a la caja de las elavijas Bl primer
dedo se pone muy cerca dela cejuela,un semitono, y
el segundo dedo cerca del primere, un tono de la
cuerda al aire. La diferencia en la digitacion en
cada una de [as cuatro cuerdas se demuesira €n
los ejemplos siguienies:-

Half Step
Semitono
a) b)rl s oz
i PaX 3 9. 1
o gy
1 T 1]% ?“_H
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SCALE OF G§ MINOR ESCALA DE SOLY MENOR
Half-steps: A§-B and Fx-G§ when ascending Semitonos: Lay- 57 y Fax-Sol} ascendente
E-Dfand B - A} when descending Mi-Reby St - La} descendente
a) Half Position - Semiposicion.
[
Preparation:  gop — b v
reparacion: VR NS SV S T T 1
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78
SCALE OF Db MAJOR ESCALA DE REb MAYOR
Half -steps: F- Gb and C- Db Semitonos: Fa-Solb y Do- Reb
First Position (no longer Half Position) Primera posicion (ro mas la mediana)

Preparation:
Preparacion: S
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ESCALA DE SIb MENOR

Semitonos: Do - Reby La-Sib ascendente

SCALE OF Bb MINOR

C - Db and A - Bb when ascending
Gb-F and Db-C when descending

Half- steps :

Sulb - Fir y Reb-Do descendente
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EMBELLISHMENTS OR GRACE NOTES

Vocal and instrumental music can be enhanced
and beautified to a great extent through the introduc-
tion of so-called ornaments or embellishments, which,
while not essential to the melody or harmony of a com-
position, imbue it with an indescribable amount of grace
and enlivening beauty. Embellishments have been used
since the very start of music; authoritatively they can
be traced back as far as two-hundred and fifty
years and Philip Emanuel Bach,son of the great
Johann Sebastian Bach, was the first to collect
and systematize them,

For the immediate purposes of the beginner the
following Grace notes are to be considered:-(1) The
lorng and (2) the short Appoggz’atura.‘) These em-
bellishments occur as single grace notes immedi -
ately before a principal note as follows:-

A The long Appoggiature written as a small quar-
ter or eighth note preceeding its main note:-

NOTAS DE ADORNO

La musica vocal e instrumental se puede em-
bellecer y hermosenr mucho por medio de adornos,
los cunles,aunyue no siendo esencinles para la me -
lodia 6 armonia de una composicion,le dan wne gru-
cie indiscriptible y una hermo sure aniimncde. Los
adornos se han empleado desde el principio de la
misiea, Autoritativamente se puede acosar el uso de
los tmismos hace doscientos cincuenta atios, Y
Felipe Emanuelo Buck, kijo del célebre Juan
Sebastiano Back, fuée el primero en coleccionarlos,
y sistema ticurlos.

Pura los primeros propositos del principiante
deben considerarse los siguientes adornos: (1) La
apoyatura large y(2) la wpoyatura breve® Estos ador-
nos ocurren en lu forme de nolas de adormo sueltas
inmediniamente anfes de sunvte principal, como sigue:

1 Z« apoyatura larga se eseribe como una pequenia
negra 6 corchea precedente a su note principal:-
Played - Se foca

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

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

Como se vé arriba le duracion de la nota pe-
gueRia es conforme & su valor escrifo como mota
larga, tomando la mitad del valor de la nota
que sigue:

Cuando la apoyatura larga precede una nota con
puntilio toma dos lerceras partes del wlor de la ul-

tima:
nPlayed - 8t ftoca

2 La apoyatura breve se escribe en forma de wuna
pequedia corchea 6 semicorchea, con una rayita ob-

4
1 = 1 1 b §
() ) ¢
2 The short Appoggiatura written as a small eighth
or sixteenth note with a slanting stroke through the
hook:- lLcura que atraviese el corchete:
e . . nPla’y\ed - Se toca
2 av X3 I B
-;: - { i \fll i RN\ E 1 E i

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

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

*)This word is derived from the Italian“appoggiare’and
means: 70 lean on.lt tekes the accent from the following
note.

G] Sheet
Music”

Como se demuestre arriba, en este caso se foca
la nota pegueria ligeramente y gquitex de la nota
principal solamente wuna muy insignificante parte
‘de su uvalor, yue se arregla por la ropidezs del
movemiento.

Fs absolutamente necesario que la apoyatura
antes de una nola ocurra exactamente en su tiem-
PO propiv, y gque nv se anticipe.

¥) Esta palabra es derfvada del Italiano “appoggiare’’ y
quicre deur acentuese esta.Y toma el acenio deia sigui-
enée nota.

60
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3The Double Appoggiaturn written in form of o Za apoyatura doble se e¢seride en forma de
two or more small sixteenth notes before a princi- das 0 mas sewdicorcheas anfes de la nota prin-
pal note: - cipal:

£ =] F == =
G = == A S~—F—

Such groups are played very rapidly, with Talgrupo se debe tocar muy rapido, con b
the accent on the first small notes and the Jdur- acento e¢n los primeras nolas pequerias, y se  debe
ation subtracted from the time-value of the substraer s¢ duracion del valor de las notas prin-
principal notes. cipales.

4 The Morden? (w) a group of grace notes 4 £I mordente (M) es un grupo denotas de ador-
in which the principal note alternates with the no en el cual {a nota priacipal alterna con sus
higher auxiliary as follows:- notas auxiliares de  arriba como sigue:

Played -  se foca
J fasd oY : T g P o - i

=SS SE=SESSS ¢

5 The Zurn, (o) a group of four grace notes 5 Bl grupeto (o) es un grupo de cuatro notas de
consisting of a principal note (twice played) with | adorno, constando de una nota principal, (que se
toca dos veces) ¥y de dos notas auxtliares,una mas
alia y otra mas baja de la principal, y las cua-
les ecada una se toca una vezs., El signo se pone
encima,o glespu{s de la note ¥ un signo cromd-
tico, (Cﬁ & P ) puesto encima 6 dedajo del

its higher and lower auxiliary, each played once,
The sign is placed either over or after a note,
while a chromatic sign (N o & o) over or un-

der the turn-sign alters the higher or lower amxi-

liary note respectively. signo del grupeto, cambia la nota auxiliar de ar-
riba ¢ de abajo respectivamante.
P A Played Qﬁ toca
5% f = EGRa } =
A ' D m————

TN

R /) >
13 ™ | M 4
L URREN | N WV A = .

(5 ¥ A R — — — E—

It should be remembered that the slow, mod- £ estudiante debe tomar en cuenta que el mo-
erate or rapid tempo in which a piece is played vimiento lento, moderado 6 rapido, en el cual se
affects the playing of grace notes to a very marked toca la composicion, afecia altamente en la mane-
extent. ra de tocar los adornos.

For a piece in slow tempo the turn would be £l grupeto se toca rapidamente en una com-
played rapidly: 32nd notes, whereas for a piece posicion con movimiento lento: en fusas, y vice-
in rapid tempo it would be played much slower: versa, st ia obra esta escrita en movimients ra-
16 th notes. pido,el grupeto se toca mucko mas despacio: en

semtcorcheas.

Sheet
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Preparation — Preparacion

LA APOYATURA LARGA (D
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THE MORDENT EL MORDENTE (w)
Preparation A Pre paracion
_ w . L A s Av d AV M
As written ] + e _— o 1 —
8¢ escribe — T i 7 N =1| t
L T 1 T T 1 T
O L ~ 1 — P P
As played % 4 e ——t LH- e e e
como s¢ toca o+ =
%’i}twéﬁ LS S at
r ”
MINUET l MINUE Sehubert
Arr. b
Moderato Arreglado _poz }M B.
Molto legato
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ORDINARY TURN | EL GRUPETO SIMPLE
Preparation - Preparacion
Ap u s i MR TN N4 p-/m -
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THE TURN ) EL GRUPETO (=)
Turn with dotted notes El grupeto en motas con puntiiio
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PRACTICAL USE OF THE TURN ‘ USO PRACTICO DEL GRUPETO
the short and double appoggiatura la apoyatura corta y doble
GIPSY MARCH I MARCHA DE GITANOS
Weber
Aoo )N > Ko pa 4 boihbe 5 [
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THE MORDENT EL MORDENTE
IN THE MORNING EN L4 MANANA
Duet Dueto
M.B
Allegretto .B.
n o2 e no— ‘._::ﬁo— s
l?u]zil { — 1r—i7jJ: e ﬁ#i} = IP_F
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A man skould hear a little wmusic, read Todo hombre debiera oir algo de musica,
a hittle poelry, and see a fine picture eve- leer un poco de poesiay ver un buen cuadro
2y day of kis life, in order lhat worldly cares cada dia de suvida, para que las preocupaciones
| may not obliterate the sense of the beautiful de 1a vida no destruyan el sentimiento paralo
whick God has vmplanted in the hman soul. bello que Dios ha puesto en el alma humana.
Goethe Goethe
2) The theme in relief! El tema pronunciado
ax) Accompaniment in background! El acomparamiento guieto
See Part IV, page 340 Vease Cuarla Farte, pog. 340
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Technical Supplement

Consisting of a series of
DAILY EXERCISES
for gaining
FLEXIBILITY
of the
LEFT HAND FINGERS
and
DEXTERITY
in
VARIOUS STYLES OF BOWING

—_—

Specially written for this
ELEMENTARY METHOD

by
Professor LEOPOLD AUER

DAILY EXERCISES
for the left hand and bow

The following daily exercises for the G, D, A
and E strings are to be practised with smooth
and clinging strokes; the up-bow should al-
ways be well marked and particular attention must
be given to strong pressure of the left hand fin-
gers, particularly the fourth.

For the bowing varieties in groups of four, eight
and sixteen notes, the object must be to obtain ab-
solutely even tone production and complete control
of the bow in passing from string to string.

A LITTLE STUDY
on the G string

Suplemento Técnico

Consistente en una serie de
EJERCICIOS DIARIOS
para conseguir la
FLEXIBILIDAD
de los
DEDOS DE LA MANO IZQUIERDA
y la
DESTREZA
en los
VARIOS ESTILOS DEL ARQUEO
—_—

Especialmente escrito para este
METODO ELEMENTAL

por el

Profesor LEOPOLDO AUER

EJERCICIOS DIARIOS
para la mano izquierda y el arco

Los epercicios diarios que siguen, para las
cuerdas de Sol, Re, La y Mi, se deben practicar
con un arqueo sudve y pegado, la subida  del
arco siempre bien marcada, y dando atencion
particular a la presion jfuerte de los dedos de
la mano isquierda, en especialmente al cuarto
dedo.

&7 objeto de las variedades de arqueos en gru-
pos de cualro, ocko y dies y seis notas, es el de
obtener obsolula igualdad en el tono y de perfec-
ctonar el dominio del arco al pasar de una cuer-
da a otra.

PEQUENO ESTUDIO
en la cuerda de Sol

a)

#) ™
B (o0 T V5 I T T . 1%2% T 1 - T—1 1 S 3
0 ;Wm;f? = hfw J*g;a
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The same little study as shown in the following
varied form in groups of sixteenth notes maybe prac-
tised with benefit for strengthening of the left-hand
fingers and bow control.

To be practised at first with four then eight and
finally sixteen notes in one bow.

4 Notes in one Bow
Draw the bow quite slowly, allotting one-quar-
ter of the bow length to each note.

8 Notes in one Bow
Draw the bow even more slowly, allotting one -
eighth of the bow length to each note.

16 Notes in one Bow
The bow to be drawn as slowly as possible,
allotting one -sixteenth of the bow length to
each note. When as many as sixteen notes
are to be played in one bow, the latter must be
used very economically, therefore:  Draw the
bow very slowly and particularly so at the start.

K estudio que se presenta en ba siguienté jforma
variada en grupos de semicorcheas, se practique cor
beneficio para corroborar fos dedos de ta mano 15 -
quicrda y el dominio del arco.

Practiquese primeramente con cuairo, después con
ocko y por fin con dies y seis noras en un arqueo.

4 Notas un Arqueo
Pasese ef arco despacito, concediendo a cada nofe
una cuarta parie del arco.

\

8 Notas en un Argueo
Kl arco debe pasarse todavia mas despacio, per-
mitiendo solamente una octava parte del arco entero
para cada nota.

16 Notas en un Arqueo
Bl arco debe pasarse lo mas despacto posibiey se
concede solamente una decimosexia parte del areco
para cada nota. Tocando dies y seis notas en un ar-
queo, éste debe usarse muy econdmico:por consiguien-
te hay que pasar.el arco muy despacia, y parti -

M. B, cularmente al empesar. M. 5.
a)
™ \ /—‘_\
e s
=] — vt T T T T oo oo+ o—
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)
e o s s e e e e
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fo_ & 3 T BTN e feleTeve
A LITTLE STUDY l PEQUENG ESTUDIO
b on the D string en la cuerda de Re
m
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o g '3 T2 2 1 % PETAT 2 "2 5 '3
Varied Bowings (See note to (a)) I Arqueos variados (Vease nota (@)
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A LITTLE STUDY
on the A string

Maia Bang — Violin Method, Part IT

PEQUENO ESTUDIO
en la cuerde de La

¢)
4
o3 ';c
- & h -
— i T o { v F v L=l H 1 0
1 lﬁ ‘T 4 I [l L} L 1 1 ; i
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Varied BOWingS (See note to (a)
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A LITTLE STUDY
on the E string

PEQUENO ESTUDIO
en la cuerda de Mz
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Varied Bowings (See note to (a) l Argueos variados (Véase nota (@)
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Bowing Exercises by
Professor Leopold Auer
CHROMATIC PROGRESSIONS

in scale form acress two strings,

With one finger firmly held in position (for
and with strong, energetic up-

ascending scale)
bow.

Also to be practised in the following varied

Ejercicios para el arco,del

Profesor Leopoldo Auer

PROGRESIONES CROMATICAS

en forma de escala sobre dos cuerdas,

Toquese, mantenicndo un dedo firmemente en
posiciin (para la escala ascendente) con arqueo
Aacia arriba fuerisy enérgico.

Las varias formas siguientes deben practicarse

forms on all strings; both ascending and descend- en las cuatro cuerdas; tanto ascendente como
ing. M.B. descendente. M.B.
)P 3 2z 7 3 2 3 §F F 3P F 3 3 F NG F T 7
et te E.é § < = e e :B-: k_:
b — hg 0¥ ¥ e/ 9 e, ¥ = t Hg o
v e e efc. i — elo v"quV' etc?\_ ,/ \/etc
Or the G and D strings (Ascending) En las cuerdas de Sol ¥ Re (ascendiendo)
Dow- bow slowly Despacio el arqueo hacia abajo
Up - bow quickly and with energy La subida del arco aprisa y con energia
M 8. . :
LD ] ] — ] : i J
w i i } 4; i 1
G . o — b‘d‘ - -J- —— —o—1
¢ = : ; T e = v ¥ -
" -d.\—/b s S——
N ) ’
— 7 1 e —| +—+—+ —+—+ F——s
Fﬁj::n‘::‘_:i: -
& "' e N————
® 3:4 ~—"0 ~—
On the D and A strings (Ascending l &n las cuerdas de Re y La (ascendiendo)
™ 8.......
AT 1
B e SR SE RS SRS S Ss =
a,. { n e e e S
P e e o e e e e o
- 3 —_ LA N ] | L -l 1 1 ) I —
¢ \':/4 v ] I o ] 1 T T B T T +
On the A and E strings (Ascending I En las cuerdas de La y Mi (ascendiendo)
... .
L T P P
: —H — =+ —p»—]
R — e —— ——
i i i { 1 d  — i - i
~—1 1 T ' T ¥ ¥ y '
B s v Ve P R
P e P e P S P et far
{ e = s == ’
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With quick energetic down-bow.
On the E and A strings (Descending

A

Con bajada del arco répida y enérgica.

En las cuerdas de Mi ¥ La (descendiendo)

$p o @ he . & H5 | 5 Ek» /\f. o

S s eSS

a& 1 i‘jlrr rfEE:#E:xF T T ) —1 "P‘["_—t—l'_ o=
t +— T + | T T T

o

. v P 2T = . e T 4 4'7
¥ h—1—p T
SESSES o ==

4] ' i
F——t — 1 - } — +—r—+ A SU W = | E—) T
1 1 1. { [ | | S 1 =
j\_/" j\j L ~ * _7 . ~_*

v

= * = e
o — e ———e—
T e — s — s s
4

11 1 T— == = |
5 > - — — — — — o
LA R \/-i'_;'?‘ b g ¥ FF R bEFE

SLURRED AND DETACHED NOTES

on all strings for gaining even tone,

uniform eontrol at every point
of the bow and

NOTAS LIGADAS Y DESTACADAS

en todas las cuerdas,para ganar igualdad de tono,
dominio uniforme en cada
parte del arco y

rhythmic preeision. precision  ritmica.
% "
b3 = ammmm e
S E e e e
J e d g T E - - =
*)-J - - s - -
_ 4 e~ _ = R . > . L — o) _= "=
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A Short History of the Violin

Its famous Makers and Players

The violin, justly designated as the Queen of

not
which
it possesses, but also to the fact that its quality

Instruments, owes its enormous popularity

only to the large variety of tonal color

resembles that of the human voice more per -
fectly than that of any other instrument.
The violin is said to have assumed its pre-

sent form rather suddenly in the sixteenth cen-
tury, and it is claimed that the old Lutes made
Dardelli,
and particularly Gaspard Duiffoprugear of Bo-

by certain makers such as Kerlino,
logna were the immediate forerunners of the vio-
lin as we know it.

Among the earliest of famous Italian makers
were Gasparo da Salo (Brescia, 1555 — 1610,) and
John Paul Maggini, (also of Brescia, 1590-1640).

The art of violin making reached its highest
point of perfection towards the end of the 17th
and at the beginning of the 18th century in a
little Italian town named Cremona, where such
makers as Nicholas Amati, Peter - and Joseph
Guarneri del Jesu, Jean Baptiste Guadagnini,
Carlo Bergonzi, Dominic Montagnana, Fran-
cesco Ruggieri, Jacobus Stainer, (a Tyrolean
who lived in Cremona for a time)jand the great-
est of all, the illustrious Antonius Stradivari,
created their imperishable master- pieces.
Time has proven that a fine old violin is
even more than a work of art - it is an inspira-
fash-

ioned by the hand of man, and it is the one thing

tion, the nearest thing to perfection ever

which all the powers of human inventiveness and
genius have been unable to improve upon in the
slightest degree in over two centuries of constant

endeavor.

G] Sheet
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Breve Histéria del Violin
y de sus Fabricantes y Virtuosos Afamados

Kl Violin, justamente llamado el Rey de
los instrumentos, debe su inmensa populari -
dad no solamente @ la gram variedad de color
tonal que posee, sino también al hecko de que
la calidad de su tono se asemeja mas al timbre
de lo voz humana gue al de cualquier ofro in-
strumento.

Se afirma gque ef viclin adguirio su forma
actual en el siglo dieciseis, de una manere ca-
st repenting, y que los antiguos laudes  con -
struidos por ciertos artistas, tales como Kerlino,
Dardelli y particularmente Gaspar Duiffoprugear
de DBolonia, fueron los inmediatos precursores del
Violin de koy en dia.

Entre los primeros famosos fabricanles italia-
nos estan Gaspar dea Salo (Brescia, 1555 - 1610)
¥ Juan Publo Maggini, también de Bresciaf1590-
1640).

£l arte de construir Violines lego al mas alto
gmdo de perfeccion a Jfines del siglo diecisiete y
principios del dieciocko,en un pegueno pueblo italia-
no, Hamado Cremona,donde artistas como Ni-
colas Amati, Pedro-y José Guarneri del Jesu,
Juan Bautiste Guadagnini, Carlos Bergonsi, Do-
Jacobo

Stainer(un tirolés gque vivié algun tiempo en Cre-

mingo Montagnana, Francisco Ruggieri,

mona) ¥ el mas grands de todos, el célebre Antonio
Stradivarius, criaron sus tmperecederus cbrus moes -
fras.

£l tiempo ha probado que un buen violin an-
tiguo es aun mds que una obra de arte: es wuna
inspiracién, el objeto mas cercanoa la perfeccién,
4

es la unica cosa que las fuerzas tnventivas y el

que jamas haya kecho la mano del hombre,

genio kumano han sido incapaces de mejorar
en el menor detalle, durante dos siglos de con-
stantes esfuerzos.
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STRADIVARIUS

His violins are souiful creations capa-
ble of unfolding incomparable charms.Their
tone 13 of singing quality, voluminous, noble
and at the same time sweel, smooth and
Slextble, reminiscent at times of the human
voice and of wind-instruments suckh as the
Slute, clarinet, oboe and french korn. In
addition the wvolume of this tone is remark-
ably concentrated and its inherent inten-
stve energy imbues it with marvelous car-
rying properties.

(Wasielewsky)
The History of Violin Playing

STRADIVARIUS

Sus violines son creacidnes del alma, ca-
paces de desarrollar encantos incomparables.
La tonalidad de los mismos es cantante, volumi-
noso, noble y al mismo tiempo dulce,suave y
flexible y recuerda a veces la voz humana y
de insfrumentos de aire, tales como la flauta,
el clarinete, el oboe y el corno frances, Ade-
mas, el volumen del tono es concentrado en
un grado muy notable,y su energia inten-
sa e inherente le da calidades wmaravil -
losas para {ransmitir el sonido.

{(Wasielewsky)
Historia del arte de tocar Violin

THE VIOLIN BOW

Illustrations of Bows used for anclent string
instruments show that at first they were of almost
semi-circular shape and not provided with any
apparatus for loosening or tightening the hair.
Gradually this style underwent manifold trans-
formations until it finally assumed its present-day
straight shape in the perfect specimens produced
by Francgois Tourte(Paris, 1747 -1835) He final-
ly established the proper length of the violin bow
fixed the requisite height of the stick from the
head and nut, and counteracted the weight of the
head by the ormmamentations in silver, gold, etc,,
with which the nut of a bow is loaded,

Other famous bow makers were J. B.Vuillaume,
Jacques Lafleur, Fancois Lupot, A. Sartory, F. N.
Voirin, Charles Bazin, John Deodd, James Tubbs,
Bausch, Peccate, etc.

EL ARCO DE VIOLIN

Ilustracidnes de arcos para los anfiguos in-
strumentos de cuerdas demuestran que estos al.
principio fueron de una forma semicircular, y
que no tenian cualguier aparato para aflojar 6
templar las cerdas. Este estilo paso gradualmen-
te muchas transformaciones, hastu que por fin
adyuirio la forma recta de hoy dia en los per-
Jectos modelos producidos por Fancisco Tburte
(Paris, 1747 - 1835) Este maestro establecié lon -
gitud propia para el arco de violin, fijo la alturn
necesaria del talin a lo punta,y- equilibrio el
peso de la punta por medio de adornos de ple-
ta, de oro, efe., el cual recarga el lulon del arco.

Otros jfamosos artistas fubricantes de arcos
Jueron: J. B. Vuillaume, Jatme Lafleur, Ban -

.cisco Lapot, 4. Sartory, F.N. Voirin, Carlos

Bagin,Juan Dodd, Juime Tubbs, Bausch Feccale, ele.

TOURTE

What a marvellous thing a fine Tourte 7s!
It seems to increase the players dexterily of
manipulalion o an extraordinary extent. fhurte!
Superior alike to ks predecessors and succes-
sors ke lowers above them on the pedestal
of kis tncomparable genius,

(H Saint - George)
Bows and Bow-Makers

TOURTE

Que maravilloso es un arco Tourte!
Parece que aumenta la destreza del toca-
dor de una manera extraordinaria. Tourte!
Superior tanto a sus predecesores como a
sus sucesores, el ld{s predomina en el
pedestal de su genio incomparable.

(H. Saint - George)
Los arcos y sus fabricantes
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