/y‘ ﬁ////(’/“//m f/zz ‘ >
N C E E L @

CONlerz2227e0°
> ~—

RZ[EJ‘ & PROGCRESSIVE [EJMNJ

//)/ ///??//////7 2 7/ /2()//// v, // , ) /(’7/4//1(//2/ / /// 7/
w/// /// o 7//(’ - //.//////////// y

- bV/ /
///////

, /__\ Teacher of the Violoncello. /\ \
< j . 7 deenms, ]7////’/7/ ct /////){/ 10 wtpreme ‘X

~
AN
AN , Gl Cestitadp. 7/1// s, O Zirborsemn.
~ " Duilee lenimen, inihi corgoe witlie
; ' A~ Loty vocants. K/R
\\// ‘ — @ precor,inlegra ', o
: (ienne wente ; nee Lurpemn JSeneclam /:

_Df,’yer{: , 210 (URAPA rarenlem.. T

~ The Second Edition .

rr J,ﬁ'd

Hoer Author; Z@v&/ ﬁmz/d&Jf/} @mmé/ ﬁ/kw/ i d%fw Jo/(z(z/ »
o (/ \

JWMJM/ Puniec 722 /ér by
and ly 1) reston at-hes Whitesale W chousts, ﬂ;%{&nﬂ .

—_— where may be had by the same Author
The LArt of Playing the German Flute on New Principles ——————___ Price 10 . 6
/A

~

—— e

Alsro The School for the German Flute _ Part_ 17
Forty Scotch Airs with fingerg markd for the Twoloncello

-




O



o

HOU e e e RS e £ o e

VAULT S , S - ‘.
- L ./
MT nTYERG
30"

Gatot.z I\TTR oD UC TI()N.'

The entire body of Examples in the former (dltlon,remam as they stood before,thh the -

‘ addltlon of a few remarks, and some corrections made. These examples compose what isin

this edition, called the Appendix. To the historical dissertation on the invention and im_
provement of stringed instruments;and to t_he,,geormetrical and other minute expianations of
the system of fingering, which precedod;these examples, is now substituted a more simple

* mode of explanation,illustrated by such familiar examples as it is hoped, will,besides all -
‘the advantages of an casy, pleaslng and prog‘resswe practice, g‘radually unfold the theory of

the general system with sufficient perspeculty.

The first practlce of this instrument, more than that of any other, is rendered dry,
‘and uncntertaining to the Leéarner, and. his progress greatly retardtd by the want of lessons
properly adapted for his private study, which, while they might entertain himby their beauty,
and give him fresh stimulus by their varlety,mlght at the same time by their simplicity and a
judicious arrangement,be the means of}us gettmg‘ over the chief d1fflcultus of the instrument.

With this view, the Author has presumed that the Learncr will have a better means of
Judging of, and correctmg‘ his performance, by the practlce and study of well known and fa

vorite A!rs, than by that of leSsons or Sonatas, the tlme,accents, and meanings whereof must be .

to a begmner to say the least; comparatwely more obscure. Nor is it meant that his practlcewth
a master or friend, slmuld be confined to thiss With such opportunmec,the practice of the hest
music that can be procured, in eVery varxety of sule, in two three or more parts, will bhe }us

~ surest and shortest voad to excellence. There 1s mdeed a refinement of tone and expression

necessary to an elegant performance of melody or air,which can only be attained by being
long coversant with a variety and progression of melodies, and the differcnt expression which
mark their characters. This, whilc it is one of the greatest difficulties,is certainly the most

valuable and best suited to. the powers of the instrument, and will also lead to the possession
of its other great property of fine and expressive accompamm(nt s for whence can be d( rived
abetter idea of what the latter should be, than from the study of melody itself? '

A knowledge too, of the fundamentdl prlnclples of harmony, will not only contribute

0 thc casier attainment of both air ind acdompaniment, but w111 also discover properties

. and effects in this instrument, which will be a new and inexhaustible. source of Lnter

‘tamment',f distinct from the performance of any written musI_c. As the author of the
present treatisc knows of no publication that even professes to teach, or apply these
principles to the violoncello, the favorable reception the former edition of this work
has met with, has encouraged him to hazard a still more arduous undertaking,in or.

. der to supply that want in some degree: and he will venture,in a short time,to submit

" his labours to the publick on the study of harmony, or principles of thorough bass

and modulation, adapted to the viol‘oncello, and on the study of melody fromprinci- -

\ 3 ples,



ples; and the practice of the best vocal and instrumental airs progressively arrangvd.*é

In the course of this mt( nded work the Author will have occaslon to refer
to the be st publications in 111ustrat10n of the principles, but more particularly to
- a selection of Duetts_by_thb best masters, for the violin and violoncello,which will
appcar at the same time, comprehending a gradation of practice, fr;)m the easiest,
to what may be considered as sufficiently difficult, and illusti‘ative of the finger
board, and of the fundamental passages, the principles w'he'reof will be found it;the
~former work. In this selection the flngermg and bowing w111 be particularly attend
‘ed to, and refer to the rulesin the present treatise; and notlces will be occasionally .
given of the authors whose compositions these duetts will enable the Learner to per.

form, as he proceeds in their practice,

The. rules given in this treatiée for the management. of the bow from S60to §65,
origmated in the authors observations on the different modes of bowing, practlsed by
the most eminent performers, not only on the’ v1010nce1}o, but on the violin, and in
his own expenence,durmg a period of twenty years unremntmg pm(tlce in teaching.
this involved part of the art; :and he hopes that hls d('scrlpt‘lon of the positions and-
movements of the Joints &cs will, by the help of the drawings referred to, be intel .
ligible to the Learner. The best au'chorltleQ have been also consulted, but he dppre

" hends these movements and posltlons Thave elther been lmpcrf( ctly explained, or have

altogether escaped observatlon.T

+ The first book of this work will be published in a few months under the the title of The )
School of the Violoncello, or anfntroduction to the study of Hnrmony and melody, cansnnng of prin.

cipies snd practice &c.

'i' Tartinis letter on boW;ng to Mudum Syrmen. Ital: & English. (Prvston 97 Strnnd.) Simpsons '
treatise on the Division Viol or Viol da Gamba Lat: & Eng: 1626. but more minute thun either, M()?ur:t inhjs"

Schonj for the violir- Corman, Q'j Fdition, A}rgshvrrg 1769,



‘The THEORY and PRACTICE of fingering the VIGLONCELLO.
Of the POSITION of the INSTRUMENT
and of the FINGERSV.
Sl The greatest difficulty in the i)ractice, as wcll as in the teaching of the

\'iolin, Tenor, and Violoncello, more especially the .lat’ter. from its larger cize,unfor.
tunjately occurs at.the first outset. So many positions and movements of the hand, of
*;he‘ joints, and of the fingers; probably all new to t}_le Learner, must, according ‘o the
general practice, be put in action at one and the same time. The attention!jeing divided
between such a Yariety of moj\rements, it is no wonder that many of themare dltogr'r]ier'

overlooked, and the worst habits imperceptibly formed. -If we add to this, that the

" real principles or causes producing sounds of the best quality, on these instruments,

are all, excepting those relating to pitch or tune, very imperfectly or altogether un.
known; it will not appear surprizing that such a diversity of effects are produced

from this class of instruments, from sounds the most shocking and grating to the ear,

" to those that are tolcrably pleasing, yet still far short of those enchanring sounds that

these instruments are known, to be capable ofgwmg'.

§2. The experlence however of every day gives me fresh conviction notonly
that excellence is attainable,but that the tin’ie“g"ene’rally thought necessary to arrive at
it, may be surprizingly shortened by mtroducmg more method and simplification in
the mode of practice, and by a. more accurate enquiry into prmnples and into the dlfﬁ
rent causes which concur in forming pure sounds, and occasion a facility in their
<avcation . | |

§3. | The ‘mode of.holdi-ng- the insfrument is far from being indifferent, and
we see several ways adopted, which are exct ptionablé, from the obstructions they op.
pose to good tone and a facility of execution. The position which in these respects

possesses the greatest advantages, is the following. The player sitting as forward as he

" can on a chair or stool, rather low, is to extend his left leg nearly as far as he can,

so as not to rest solely on the heel, but with the foot flat on the ground; this is donc
in order to dcpress the ieft knee, which would otherwise oppose the proper action of
the bow. The right knee must be extended a little outWards, so as exactly to receive
the Violoncello between both legs, the toes of the right foot being turned quite outwards,
so thut the Calf of that leg which will be perpendicular to the gjround,ma.y be pressecd

azninst the upper rim or edge of the instrument, while the opposite lower edg-e is

presscd against the lower part of the left thig"h a very little above the knee, the upper

rity wiil thus groloit hevond the knec,and ! o hridge will be on a line withthe right knee,




‘ 'j(;.s it is necessary the bow should pass on t]lti‘, frfu.i'th string in the dirvct'i'o:'r.x of‘th\ ‘hfi\
- a=b at /fig: 11 of the annexed plate, about three inche.s'é’bove the bridge; for if the in.
‘strument be held 1()wer,‘theA bow must be drawn on that string in the direction of the
dotted line d...b.The fingcer board sheuld imrlinc’t.u the body ’and 'towards the left shobl.
der, as at fig : 17. | _ | '
§4‘. This position should be repecated scveral times till the Loarner under.
s’.tand" it perfectly well, and can keep the instrument steady 3 he may then proceed
to apply the fingers of the left hand to the strings, after having prepared them to
- extend to the propcr: distances in the f;)llowi.hg' manner. -Let the fil\g‘ors he bent into
an arch like form; the firstzjdint from their puiﬁtv S)l.()(ild he n('ui'?_‘»lp(‘rp('ndiculﬂr
to the Strlngs str(tchd from cach other about an inc h, so that 'th(‘,/dl.stzmco from the
fore finger tn the furthest edge ()f the little flng'(r shall be nearly four in(‘,h(;S; the
thumb resting without pressure on the back of the finger board wnd lying at right angles
-with it, and not farma‘dvanced; but so that all th;: fingers may proceed t‘rmn:nnbstﬁn?
‘to another very exactly in the same directioﬁ- see fig:‘l(;?. where such ﬁmvement of
the fmgu's is exprcss(d by the dotted lines, and by the lines at fig: 11, which aré all
at rlght angles W1th the strlng's.‘-*» |
' S 5 - In this posltlon of the hand, the fmgers Wwill be at the distance of a
'semxtnne frnm cach oth(r “which are the distances expressed b) the contiguous dotted
lines, and two of th(-s<’ form the distance or 1,nterva1 of a ton‘e .. The position at fig: 16
is perfectly calculated to measure the distance 6f a ,fone and a semitone, which in the
system of music,is univervally talled.the interval of a minor or flat third, and there.
tore we shall call this the MINOR positionin contradistinction to the position-at fig: 17.
which includes two whowle tones, thf interval of a majbr\ or sharp .third;'_and there.
" fore czlled the MAJOR position, The positi.on at fig: 18ﬂ.‘£‘0rm(=‘rly muych in use, and
originating probably from the position of the hand on the Violin, on which it is
indced the best pracﬁcab]e, is given as a beacon to avoid; the fingers tending to an
ohlique direction,as vxpressed i)y the dotted l'mes, cannot be corre ct( d without very
long pructice, which wﬂl be entirely av01d<d by adopting the other pn ntmns.

M).

and 2t the distance of about three inches from the nut, let the first finger be putdown -

In this inrm let the hand wmove across to the fmn‘th and Ln‘(rtst strmg‘

# 1 hope it will vot be interred from this, that these distunces ought to be marked on the E'in{{tr board,

Lo otced ot assistivg the eary this would be the most «tlectual bar to its improvement, ' (L i

. . . . . . . . =
cocded ryoats own eveccise du Judging of and correcting sounds produced, and .ia ccupiiis . them ~itheach other,
. . - M -

#tg be accom.?
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and pressed against the string ; then keepmg the second and third tingers bent and

| str( tched at their due distances, press down the third finger on the string, but not
“the second, tho it may lic on ity afterwards press down the little finger at its prop(-r

N distance; this being done, examine whether all the fingers and the whole hand have

kept their position; Compare it with fig: 16. and correct any inaccuracy; then pro
ceed to take off the little finger, but still preserving its form and distance, and af

terwards in the samc manner take off the third and first fingers successively, and

without quitting the thumb, endeavour to, ke(p the fingers bent and separated as when

on the string, at a very litte distance above it, very steadily for a few seconds; by this

means they will acquire,in a short time,the .accuracy of compasses; and the Learner

- muay rest assured that a fow minutes occupicd in this, will greatly facilitate his future

progress, and that he will thereby strengthen, and acquire a morce accurste command of
. =

his fingers, than by an injudicious practice of several months.

§’7. He muy now inspect the first column of letters, c, d, e, f; at fig: 16,

 the Violoncello being supposed to be in tuneff and striking the open fourth string with

the first finger of the right hand, as on the har‘p or guitar, it will give C, the lowest

sound of the instrument; the hand being now in the proper position and the first

© finger pressed down: the string struck as before w111 give the note d, as marked op-

posite to that finger in fig: 16, and in like manner the third and fourth fingers will
give the sounds e, and f; then moving the hand to the next string, which being struck
open, it will give the note g, the first of the svcon(i column, and by putting down tte
first, third and fourth fingers successively, thg remaining three notes a2 b and ¢, ap.=
posite to these fingers will be produced. And thu;IWe have the natural or diafup?v
scale of C, as represented in musical notesin the two .first bars of the following example.,

S(ale of (‘ Scale'of G. Scale of D,

L

A

- 53 0 =1 0
Ex: 1. === = - e e Emen ey = ) T
: -;—,- ==ss = 2= L
0-1—34% ce v e 0-1—34 T oioat
0—1—31" ’ pizz Piz-
P] Z1¢ a1n .
§8. Preciscly in the same manner, and wnhthc same extension of fingers, the

remaining two scaics in the above example are performed; that of G. on the third and
second strings, and that of D. on the sccond and first strings: the 1ettersqby which the
notes are namcee are purposely omitted under the notes, that the learner may sooner
attain the knowlcdze ot their names without such assistance. See the scale of G,in the 4
IV od 4d b

‘ ~ l'. W o ber b (ev ot o LN I G,».Ard C, ot hurpsichord thus F“f}
_ ~7




1e:
<+ ~ond and third column of fig: 16. viz: g_a-be; d—e_l':0,

The distance of @1 tuone is marked

And that ot D, in the

- rd and fourth column,viz: d—e-f#g; « ..b_cid.
ahove by a short line between the figures or letters; und the semitonic interval, by an
& nission of the line, thus a—b_cfd mecans, that two tones and a scmitone are to be

taken, 6_1_34. And in order to read all the intervals with certainty let the fol.

lowing inversion of the above scales be played pizzicato.

. X N
x Yy X oz Xy X | > #x

‘ : 5e - n NE I o8 s | n CP-3R 1
Ex: 2. == .{'_l_j— = — ] [ zf'] i T !:ﬁt
' = —& : o~

o , T
pizzicato

§9. The above notes are at the distances or intervals of fifths descending;and

-sixths ascending, the former are taken by moving the same finger only to the next string,

. or By placing the finger across both strings at the same time;but this way is not so

"pructiéable for the third finger. The Learner thay observe at xx, that all notes in the

spices are taken with the fir‘st,br fourth finger, whilc those on the lines are the open
strings,-or taken with the third finger. Such observations, associating the idea of the writ.
wn characters with that of their places on the finger hoard, will prevent many mistakes,
and tend to an early and perfect kn(\)wledge:-’_of ﬂve‘ musical system, and of its eV%'(*ufion
on the inStrument; there being in fact‘ nothing -throug]'lout to bhe learnt,but intervals or
distances, that is the situation of one note with respect to the 1(,regf'nq,nr following which
are to be taken with the-least posslble change of position or unnecessary ln‘tmg up of the
fingers, even in passmg from one string to another, for instance, in the .ahove m(dmple'/t
- x y the first finger is to remain on the fourth string, whilst the third is strtchd from 1t
one tone,-and goes on the third string, and afterwards on the fom'th;where it is to remain
: whilst the little finger goes to the semitonic dis‘tance on the third, and so of the others.
$10. The Learner after having understood in what manner he is to hold. and
manage the bow as particularly directed under its prof»e_r head hereafter?' may now pro.
ceed to the following example of an easy french air. There is a bass subjoined to the
air, and abo‘ve it, the same air is given in unison in the tréble clef, that the lcarner may
have it played on the violiu, flute, or piano gorte,while he plays the bass to it, observing
to divide every bar into two equal parts or measures, which may be done by counting
accurately one, two about_the time of a moderate step in marchmg or walking. In
p]a\ ing the air by himsclf he may at first take the more slmple and longer notcs, and
afirrwards the equivalent shorter notes wrltt(nm a smaller character. It is dlSO NETUS GV
to ohserve that the notes of the bass ‘are to be played shorter than those of the arjin
* 6110 67.
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order to sc;')arate them from cach other by a sensible stop, z;nd accenting each, not
unlike the pizzicato ahovementioned . This manner of playing notes is meantiby the
iechnica] term, Staccato, The notes of the air, on the contrary are to be played full,
and cornnect‘edﬂ in the manner of singing, without any scp‘arati'on or stop whatever,
cxcept at the double bars, or at the end of shortcr musical phrases or periods, such
as take place at the stars, where some ehort stop. is necessary ; and expressed merely

by shortning the last note of such periods, and stopping the remainder »f its length,

as in the staccato of the bass, so thatthe first note of the following phrase may

begin exactly in time.

French Air.

EX:_

3.
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$11. It will have occurred to the learner that no use has hitherto heen made
of the second finger; the following scale will show, in the second octave, which is merely
a repetition of the intervals of the first, that the semitonic intervals ef, and bc, which

in the lower actave were taken with the fourth finger,must in the upper octave be ta.

ken with the second finger.

4. Extended Scale of C.

Cc—d—ecf

EX:
15! octave. m '

e v f — Pl T 1)
% IO P 1+ - 1) » I A—— |}

L 1 | 1 | & o l | | T

- - l | & | 5

[¥*Y 01-34 4-0-12-4-0-~12 21-0- 4 5 104 43-1-0 /Z‘,ifﬁ
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g-a—-hc c—~d—ef—g-a—bc :



SI12.  1ha t‘w rule will always be in fmgermg' the key nf C f‘()r thet‘m ]ower
strings thL first thlrd and fourth fmg'erq 1 34~ ‘ ‘and for the two upper strmgs the first
second and fourth fmg'u's 12 4. The first of thes'c pos1t10ns will be hereattcr orca
sionally dlstmg‘msh(d from th( sccond by the name of the FIRST MINOR POSITION
and the second W1ll b( call(d the SEC()ND "MINOR POSITION. The position of ththdnd
fig: 16. is cqually well adapted for both thc;s‘(' varicties of a minor third. The following

example may be taken as an exercise.
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This may be played in any given quickmrs‘s, but always so as to be uniformly conducted -
td the end in the time in which it is begun, and it may be graudually encreased as it becomes
casy by practice, to tlu quickness at x, and y. | -

S3. 1 may he observed of t]u three scales Ex: 1; that each octave consists
of two buars, which divide it into two slmllar parts or tetrachords, of four notes each,
thL intervals of which equall) consisting of two tones and a vcm1tone° and that the
fingering and intervals of the three scales of C, G,and D, there g'xven'are exactly alike,
notwithstand of the¢ shurp (#)lon F, at the clef (z)f'sig"na.iture of the scale of G; ;md of the
two sharps #f and £c, at that of the scale of D. The reason of this:‘beihg once ’civarly
understood by the Learner, he will see that all keys in the musical system are in fact,only
transposed or artificiul scules, similar to, and consisting of like lntervalsmththe mturdl '
distonic scale, whatever sharps (# or flats (b) may be at the clef of any gnen key. In fz:
what manner these flats and sharps arise, may be known hy considering,

$14.  That the second bar oll" tctr.aclhord, of the sc’alev of C, Ex: 1. is précisely
the same w1th the first tetrachord of the next scale of G, as expressed by ‘thve dotted l\ines
vnder the third bar of that example; but that the ,sectl)ndrtetrachord of G, d—_e_#fg, is
not the d—ef—xr of the scale of C, nor can a semitone take '})lace in that part of a second

tetvauchord of any scale: with a view therefore to enlarge that semitonic interval to n
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~and G, the new key being consequently its fifth

)
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whole t(mq; and of the last tone to make a semitone, the f is brought forward or sharpen: d
a semitone, d—e—#fg  the f, thus taking the appellation of f sharp @f) which being marked

at the clef becomes the signature of the key of G. Now f being the fourth note from C;

1-2.34-5

Cotete g this General infercuce may

be draw\n,‘that the fourth of a scile being made sha.rp or raised a semitone, makes a transition
or modulation into a key which is the fifth ascending to the former key; as from C to G.
gnd consequéntly the }r: g:%‘é of the latter, being made x—a_b—#c will make a change
' or modulatibn of the scalc of G,into that of D, its fifth ascending having this #c, with
the formér # f sharp at the clef, as at Ex: 1. In fhe same manner the keys of A, E, B,
F4 2nd C§, will have respectively, three, four, fii;(., ¢ix and seven shurps,as in the inverse
order of these keys in the next example. |
N §15 . On the other hand,if we consider the scales, us those of Ex: 1.in a To_
trograde order D; G, C, which is that of fifths descending, we shall find the difference
of their a'ig'ﬁa'tures, or their transitions or 1mod_ulaﬁ.on's' by fifths descending ta arise from
the seventh interval of one key being flattened or lowercd a semitone, from its natural
place, as in the second fetl;achord of D descending, dc#.—b—a, being made d_ch—a
ﬁtd this flattened seventh C, becomes a prdper’fom'th to the next sn2ic of G,as g—a_bc;
“for its first tetrachord; thé_oth{;r tetri‘a('{:hord{ or first bar of D, d_e_4tg remzining
as before, will constitute the second tetrachord of G. Now this ﬂaftening_ of the seventh,
which is well expressed, by the natural mark (h) or by an omission of the sharp
cha’ra;:ter (#) when it has §tood at the clef, must be differently expressed,when therc

has Lieen previously no such character, as at the scale of ¢, Ex: 1. The seventh of

“Z that'scale, which stands in the second tetrachord b natural, 5—6"“{)2 will be flat.
7 ) ’

g‘_ LR

~tened by removing it a semitone nearer to the sixth, which is expressed by another

character called a flat (b) and the b matural or the seventh of the scale,becomes b flat

or the fourth of the next scale of F. the fifth descending fromC, forming its first

i

tetrachord f_g— a,bl’v whilst its second will be the c—d_ef, of the f‘onnet'scale,ﬁhich

: * seventh e, will be flattened to eb for the next scale of Bb. the a of which will inits
. _,_\'tUFn be _made a flat for fho scale of Eb as at NQ 6, 11, 4, &c, of the following example.

~and thus the rule for flats as well as sharps in keys descending by fifths, will be one flat

I
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more, or one sharp less than the foregoing key, as will be seen in the following sig

5
]

natures of the twelve major and minor keys of the system.

Ex: 6.
. Nt ) 1 ’ 4. 9 2
M : ;
keys, C . F Bb ' Ab
F—A= b —] ‘ ;
i | —H— | 7 e ,
inor A | D G C F BD Ag
k(ys'/'\W\/-\_/—\/,—\
. N° 7 12 5 10 3 8 S
M?;‘s’.r i B " E A D G € &c.
3 £ S — : : !ﬂ 2
Mi ' : : N
kt}}{g.r ) D G o S 31 B E

S16. The numbers 1, 6, 11, &c. refer to the order of the samitones inthe cctave
of the following Example, whcr("oi' the scven diatonic intervals are expressed inlettcrs,and
the places of the remaining five semitones are expressed by the figures 2,4, 7, 9 and 1'1’, placed
about the middle of each of the tones, and these take their names according as the tone to the

right is to be flatft:hed, or that to the left sharpencd; the interval 2 for instance of 1.2 3

C —. d;
if ¢ is to be raised,it must be called of,if d is to be depressed,it must be called db.
' Ex: 7. '
123+%56789 10112 , .
¢c—d— ¢ f__ g i — b, ¢ = d &ec.

S ]7. The key of C, Ex: 4 ix the only one which has hitherto been extended beyond one oc.
tave. The keys of F, Bb &c, will for the present be postponed, and those of G and D, of which one octuve -
bas already been-explained in Ex: 1, will be (xt(nd(d to a se cond octave,and several exami» s given

tor the practice ot cach., v ‘
Extended Scale of G.

Fxrst octave. St“‘“do"m’" F'& E‘ tenor cl 1
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§18. The key or scale of G, compared with that of C, has its first tetrachord of each |
octave the same with the second tetrachord of C, Ex: 4. and in its second there is only one note
different which is the #f or seventh of the ahove scale:  Compared to the scale of D, its second
tetrachord contains the same intervals with the firstof D, d—e_#fg. Andits second differs only
from it in the ¢ being natural g—a—bc, while that of the scale of D is sharp, a_b_#cd.-
§1J In the second octave the hand in its position, will not reach beyond d; and for thr
rl-mummg three notes the hand must be shifted, or brought down; resting on the rim of the bass,
which by fig: 16 appears to be betwixt the dotted lines where #f is situated,and the next semitone

pthe fourtht finrer must be therefore extended a little beyond the rimzaid the other fin.
Sowil' e vearss i the Sorey of the hand at NQ 18 suppaosed to be brought down to the rim of

<
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- “the bass. The\‘last tetrachord d--e ~#fg is repeated in an additional bar in the teror clef, to accus.

tom the learner to read notes in that clef, which is used to avoid the multiplicity of lines which the
continuance of the bass clef would occasions; but the tenor clef ind the shlft e~#fg, will be further

explained hereafter, and in the mean time the followmg examples may be practised with or without

the accompamment ofa violin, flute, or piano forte as mentioned. above,
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At x in this example the upper note d, may be taken at fi st instead of the lower #f for the taking
of whichk on the fourth string the fourth finger must be extended a semitone from its wsual
position on f natural; which will be more explained in the extended scale of D. \
- Many basses and melodies of equal ease and simplicity with the above are
to be found in our collections of church music ¥ and in the basses of Glees, which may be

‘pl‘aCtlSBd with very little further knowledgc of fingering.

§20.
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T e px icularly in William' Brxn.sh psalmody of ’160 psalm and hymn tunes in four parts price 4,



At the plu'c(fs}_marked a.... the notes may be taken at first with the open string and
the common fingering of the scale, and sfterwards with greater refinement and expression,
as will be very particularly mentioned hereafter under the head of the HALF SHIFT.

_EX:1l. |  ATR DE JULIE. De Zede.
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At 2a..... the figures under the notes refer to the manner of taking them on the half shift and
those above t}w notes show how thev may be taken in the mean time without shifting the hand

x:12. PLEYELS GERMAN HYMN. Quartettos. Op: 20.
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This Variation is fingered, and set in the bass clef at Ex: 30,
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At x, the three notes e, may be.taken with the fourth finger by~ advancing the hand the

~ distance of one tone at'a.... .the b—c#—d# form a major third in the half shift on the

third string and at b..... the nofes miy be taken at first the '_C'ommon way,and afterwards
on the whole shift, both which shifts will be afterwards fully explained.




~ Of the MAJOR POSITION, or extension of the fingers '5

for a major third.

§21 . This position has been mentioned abowe §5 but has not been hltherto
required in practice. the major thirds c.d—e, of the fourth strmg, g—a—-b, of the
third; d-ex#f of the sccond; and a_b—f#c; of the first string being all taken by the
open string, the first and third fingé:r 0—1—-3; but in all other cases of two wholc
tones, not be'gi”nn'ing with the open string, as d—e—#f of the fourth string; the first \
and second fingers must be separated to the distance of a little more than two -inchu -
and the extension of the first from the fourth flnger will be nearly five mches, divi.
~ded by the second finger into two equal parts as at fig: 17.
| $22.  This position is there supposed to be taken on the major third bb—c _d;
alnd  will best explain the manner in which it may be compared with and dcrwed
- from the minor posuxon at fig: 16. The latter posxtlon may be supposed to be on
the minor third bc—d taken 12_4: which being enlarged _to the major third bb—c_d,
the second and fourth fingers will remain the same distance in both positions,while a
the first finger is to be stretched in an oblique direction backwards, and will only'enable L.
the perfoi-mer whose fingers are of a moderate length, to stop the string with the |
edge of the first finger that is next the thumb, as at the figure. | i
$28. 1In the following scale of D. the d_e_#f of fhé fourth string, : ‘t
and a—b_#c of the third, require the major position, on both these strings, and ;
the minor position as before on the first and second string. and it will be right -

§

to sound the Open string d, in order to ascertain the place of the first fmger \(f
' r

|

at the beginning of the scale.
EXx: 13. . Extended scale ofD ,
. 24 Octave. ' —
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§ 24. At b..... there is a further extension of the scale, whlch being a
repetition of d_e—#f on the fourth string, must be taken with nearly the same exten.
sion of fingers in a major position, the fourth finger being extended Very near to
the rim of the mstrument this part of the. fmger board is called the whole shlft whlch
will be afterwards more fully explained with a varxety of examples At x, is shown how
#c is taken on the fourth strlng, by shifting the hand backwards, and taking d with the
second finger, which will place the first finger on #c. ‘This part of the fmger board
is generally called the back shxft it is occasionally used on all the strings. and th( '

- position is always minor 124, as #cd—e at y.
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25 . In the second octave of the above, there is marked over both te.
trachords 1-23, and below then the former fingering ‘1-84 of Ex: 1. hoth these”
methods are adopted in practice, and it is not easy to say how soon the Learner
s]u»uld begin to pi'acticc the former, as it Hepends oh the facility with which he can
‘stretch his fingers, and circumstances may even make it unadvisable for him to do it
at any time, since it cannot be denied that- very good performers never use this mode I
of fingering in the lower part of the instrument. It gives however many advantages
in point of accuracy in crossing the S,tring-s, where octaves fourths and false fifths
occur; tho it be granted that on one string 134, wili take a minor third, in any |

part of the instrument ‘not beyond the rim, as well as 123,

Ex: 14.
: = =
= T — et ISR el
- wTle23e 4 20 F2:0 2.0 A1343% b
k S TR B T S - -
.~ Of the HALF SHIFT: -
' §26 " When five followmg notes ascendmg, beg'mmng- w1th an open strmg,

are to be taken on one string, the hand must quit its position. after the first two notes,
and advance one tone on the finger board the three remaming notes will then be on

the half shift. Thus @ -b_fcd—e of the first string,is tak%n.-b in the ordnmry

position, and #c dee in a second minor position on the half shift: d—e —$fg__a

will have #f g—a on the same Shlft on the second string', and so of the third and s“ourth strings.

st
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- Of the WHOLE SHIFT.

§ 27. When five notes -gradually ascending and beginning, with the first finger,

are to be taken on one string, the hand must quit its position after the first two notes,
and advance one tone on the finger board, the three remaining notes will be on the whole
shift, Thus d-e—#f g—a, the first five notes of Ex: 13. taken on the fourth string,will
be d—e in the ordinary position, and #f g_a,in a second minor, on the whole shift.
And as the first five notes of the scale of D, are thus taken on the fourth string: so will

i the first five notes of the key of A, be taken in the same manner on the third string; and

of the keys of Ejund B, on the sccond and first st-ring's, as in the following exemple, And
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in order to shew that all keys .consist of the same int)ervals or d.istanccs,diff;éringrmly
in the key or note whlch begiirs‘thcir scales, there is subjoined the four keys of Db, Ab,
Eb, and \Bb, which must be taken in the same manner, the only real mechanical difference
consisting in the latter keys ~bei'ng- a semitone flatter or nearer the nut,in all their in-

tervals, than the former yet the place of the last three notes, is called the whole shift in both.

4‘t!1string'. m ' m o #

. ~—7 f\ogjf ; T Yeet ; . T
. 3#. ¥ T # { }Jl 1 ¥ O “'" [ : s e ‘ ‘lof:‘i'_#
- 12124 { -2_12_4 1.2_12_4.
~ \1#72_—12.‘4 bo . ® bt.t . b"'
I‘AX: 160 - b.o- ' b E #
__ ot ok
L 3o {1 . 73 N8| e '} —1 1 —
¥ D — 14 ] s he,: e Jo — $ e IJ ] N
&~ — e
? ‘2._12"4‘ - ._.. . - —‘b .'T ° ’ T —b . .:..
bee*
§28. "The half and whole shifts {form. such han;: essential part of the finger

board, that very little can be done,without the ready use of thein; they ought to be well
characterized in themselves, and distinguished from edch éther,before the Learner proceed
to the practice of them in a variefyl of Airs which will 'be;immediately given. And First

as to the half shift let the four open strings f'be_\the fuﬁdamental sound, which is to es .
.tablish the tune or pitch of two others,its third, and fifth, to be taken onthe same string

in the half shift, with the first and fourth fingers: these being the most natural succession

~of sounds, and generally taken by the voice to ascertain andfix anyrglvcnkey, to these three
sounds may he added a fotirth which w111 be the octave of the first or fundamental sound,
and will be\takenwnh the second finger on the next string, as 0\ 1 %,2. If the intcrvals
arc taken in tune the octave will sound a sixth with the third of the key,that is the

second finger and the first, and the octave ought also to be well in tune with the

fundamental or open string, as in the following proof,

Intervals of the ; : Proofin D.

fD of A.
crfect chord of C. of G. oL, .2 2
P S Y . ¥
Ex: 17— e T i | D 1. e i | 3 3 T
: : F i I el —t ] i t # ~
£ 2.9 0142414 0142414 o1414 1
1 1o or0 ' orO oro0
c .
§29. At x, x, x, instead of the open string the fourth flnger on the string:

below may be used: In the same manner the fundamental sound being taken with the
first finger, its third and fifth will be on the same string in the whole shift, and
its octave will be taken with the' second finger an the next string. and this equqile

o Flate as v sharps, as hefare in Ex: 16, ' _ o
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§30 . The appearance of two or more notes if properly consldered will -

“exhibit cértain characteristic marks, by. which it may be eas11y seen whether they are

to be taken on the half or whole shift. For 1nstance, if we 1nspect the above examples

" we shall see that notes cut by the lines characterlse the former, and notesnﬁ*e spaces

or above the lines, characterlse the latter: in other words the half shift taken separately
on each string . w111 have the flrst and fourth finger on notes cut by the lines,and the

‘second finger on that din the intermediate space; On the contrary the whole shift has

the first and fourth finger on notes in the spaces and the second finger on one cutby. .

‘the 1ntermd1ate line. Notes nlaced from line to line, or from space to space equally
express the. 1nterva1 of ‘& third vhether the third Hes on the same string' (1..4) or ascends
or descends to the next strlng the next two thirds in successlon wxll be fifths to the
flrst two and consequently taken with the same fmg'ers (1 4<) see §9. and Ex: 2.
This will appear more ewdently’by recapltulatlng the above examples,and comparing

‘their characters together.

. HALF¥ SH'IFT. : ' WHOLE! SHIFT.
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o1 4. ... is here used to point out the half shift,and b....the whole shift.
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A little use will render these characteristicts familiar even in cases where a mul.
tiplicity of nctes make t}leir limits less easiiy defined; in the mean time examine
N¢ 80 Appendix, at the letters a andrb and N? 69 append: at g, and h for the half
shlft ‘and i,k1 m, for the whole shift, and in general in the following examples at a....

for the former and b... . for the latter. With these observations the Learner may proceed to the

practice first of the half shift, an'd' afterwards to that of the whole shift, in the following examples.




22 e Ex: 20. French Air, sce 3 Variat!l® Appoendix NO 99,
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$31. - 1n the examples hitherto given of the half shift, the position hasbeen a second’
 minor 12—4 and this will remain a standing rule in the key of D, on the first and second strings:
the intervals being #c d—e,on the former, and #f g—a on the latter. but in keys where the in-
terval enlarges to a major third, asfc—d—e, or to a first minor as fc—#d e the fingering will
become 1—2—4 or 1-84. which are all the varieties that will generally occur in the intervals of.
three contiguous thirds, as the diminished third #cd eb, (taken 123, or 2 34 as the fingers huppen
to have been previously p}aced) but very seldom occurs, and consists in fact,but of the in.
terval ef a whole tone, as #c—$d. In the key of G. the half shift will be c—d.—e or a
major position on the first, but still #fg—a, or asecond minor as befure on. the second string.
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EXx: 23. God save the Klng'
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§32 In the following exa“nﬁ)l‘es of the whole shift, it forms a major position, -
as in the extended scale of D. Ex. 13. and it ought to be observed thatthis shift is always
ma;or ‘on the first and second string’s, both on the keys of D and G. as ahove at b... .,

d— e—#f, and g_a_b being both majo¥ thirds, In other keys it is a minor, Wwill
" afterwards appear in the examples to be gwen on: dlfferent keys, and in the f‘.)Imwmg«

- the half - shift will a]sn fre qutntly occur.

) + soo the advantage o!'_th;is f‘ingering §25 and £x: 14,
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Ex: 26. Easter Hymn. . S DT Worgan.
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§33 The four bars of the sbove example in the tenor Cltf are to be played on

the half and whole shifts, like the similar four bars which btg*m the example, but on
the first string instead of the second, the characteristic marks of lines ang spaces ap
plying eqﬁ'ally to the tenor as to the bass clef, the former being in all positions of the

“hand a fifth that is one string higher than the latter, as will appear from the following
comparison of the same notes written in both clefs.
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§34‘ " The next shift which it will be necessary to know and practice, is that
y

of G. which is the semitone next above #f on the whole shift: it has already been ex
_plained above $19. and Ex: 8. The two follow1ng' examples in which it is a first minor
position, will show that its sltuatlon on the finger board, by the hands resting on the sidc
of the mstrument is better def'ned than elther of the preceding shifts. And it may be
also observed that thls pos1t10n when it is a tone and semitone or first minor, may he
also fingered 123 (SQ.’)') but in tha“t case the hand must be placed a little mote to the
left  so that the third finger muy go from the rim in the direction of the dottv.dlmes to g',flg‘ 16,
hut the other pontlon is by much the easiest and most.certain at flrst.

r
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§$35.  The next position of the hand on the finger hoard is thut of placing the

third finger on a, by moving the hand still more to the left,on the side of the instvument:

_so that the finger being at x, fig: 16 may pass in the direction of the dotted lines on a,
In the key of D, it forms w1t_h the #f and y, a sccond minor 123 as at A..... in the

following example, but at h, being unconnected in a position with other notes, it may be-

tuken as an harmonic, that is, the finger laid lightly on the string without pressing it down
on the finger board, w}ulst the bow is drawn with its usual pressure.

EX: 31. French Air, - Duett.
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In the key of A, the position is a first minor as will appear in the following

EX: 32. Scale of A, —~ , /‘/‘\ '
1 o \ o ‘ - a’# o m
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§ 86. The $§cd—e, of the secnnd octave, forms a secornd minor on the half

+hift, if they are to be slurr’d as marked, but in any other case, the inconvenience of .

taking two following notes with the same finger, is avoided by the other and better mode

of not shifting the hand till after c— then d—e on the whole shift. The last four bars
contain the second octave on a thumb position, that is the thumb on the key, and its
fifth note e,v at x. x., which may be either placed _priginally on these notes or after
the ascending scale has been made on the first string in either of the two modes i;xst
mentioned; the manner of ascending on the second string , is afterwards shownatbA.. .
where the second finger on ¥, whole shift, is followed by ‘b— #cd,on the position A, then
the thumb is to be placed on e on the first strmg', followed by the 1._23.fingers on
#_ #ga, opposite to b.tcd on the second string'; The last two bars contain the descend
it scale without quitting the position. The following example will show the advantage
oi . king the thumb pus!tion and b_#cd on-the sccond string.
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"EX: 83. How sweet in the Woodlands., vett, D! Harrington,

“Violin 2. e e S e =
. - ' ‘.\ * = —\* — ‘.\ .\ — _
Violonc: —p—ﬁ'—ﬂ-;g-ﬁ- 8 Y 1Y s I Yt 2
1m,o i ; %i i | - 1. "Vl
‘ Y 29 g 2k %
) ‘ . .\0 . ‘:‘\n o; /.-l ) "?’_!.« ,‘_ o .
Violonc: — T —
i ) I S . ) d _—
gdo — - —
~ — 4
Jj - '7# | = . § ‘T — +
) I
R N /™
H — —— +— 1
" L I .. i -
; : Hf@z o B B W
. Ao o o )“.:P:-'e' } A.o.-o--’:
' “f
L] [ LT
3 £ lr ::Ir .?[ IL " I A B I?IF—
L R L} r
' . T
J A %‘. ? 01 .20 il‘ L
~N LN m—— -P_‘\ Fyn
.;N ! — Y * t 5 \ b’
: S iy O]
3‘2 X3 X E G RN 1{ 2 12 3 N UING 2 N
. . o‘:\ e o o o o n‘ . L ) . LI ) . l/')-& * . ‘\' (] o . @ .
S 37. The next position of the hand in ascending’ the finger board is that,bfbb,
a semitone higher than the a of the above example, but as that will be more naturally
practised with the scales of F, Bb, and Eb which will next follow, two c¢xamples will
be first given of bﬁ as more immediately connected with the foregoing keys inone two.
and three sharps. To reach this notc with the third finger the hand must be brou;,ht
to Y. fig: 16 which will draw the thumb to the very edge of the finger board. In
the first example the position will be second minor #g a—b, and in the second 1tw111
be a major g—a—b.
EX: 34&. Tranaposxtlon ofﬂle French Alr Ex: 20 Due/—\ /J\
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EX: 385. Scotch Air. in Rosina.
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S Sg. It will now be proper to introduce the o5t ustat wey vhich have flats
at the clef, in the order given at Ex: 6. And beginning wi:h that of ¥, it will appcar by
515, that the seventh of the preceding sczle of €, Ex: € and ‘b being flattened a semitone,
will become in the key of F, bb, and constitute the fourth of that key, and in like manner
arise the eb and ab of the keys of B‘1 and Eb.

‘ . Extended to G ey A and t ‘Bi’.' <
. EX: 86. Scale of F. N E-J aA. © 7N
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EX: 87. Scale of Bb.. )
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EX: 38. Scale of Eb. - 24 string. e
~ ‘ L _apf] : |
a0 o X - ¥ mEE y—
(¥ D et g 1 : 17 T 1 11 1 ; ~
— o e P ~
& be- 1 2..4&.0T 1d2-1 24134 1.241.2.4 1.2.41.2_4.12_1
3_12 24‘—0 " b"" a"‘ Gco‘oo Gaov. }Joo.o
§39 It is to be remarked of the first of the above three scales that of E

t}mt on the second and third s‘trmgs the po.ntion is second minor, ef_.g, and ab_.r,
nd on the first string it is a major, bb— c—d. . Of the scalc or k(y of Bb that on
e third, and fourth strings the pos1t10n is sccond minor, abb_c, and deb_f,and on
e first and second strings, it is major, bb_c_d, and ch_f ._g', And lastly that .
iz the scale or key of Eb, the fourth string’ only is second minor,and the other three
strings have & major poSItlon bb—c—d, eb—f_g, and ab_b_c.
Two examples follow in Bb, as the easiest, and nearest connected with the othu' two key?.

EX: 39. The French Air, Ex: 81. transposcd a third lower from D. to Blv
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- EX: 40. God save the King. " “transposed a third higher from G to P,
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The position: in the above examples will receive further elucidation from the following
Aralysis, and subsequent examples. .* ' :

Y40, The key of Eb in its second octave, precludes the use of the open first
string , which is a semitone sharper than the ab of that scale, and this ab, asit may be com .
bined with the preceding or following notes, as f—gab, gab_bb, sb_bb_¢, render
throe shifts necessary. on the second st'r‘ingj viz: two successive minor, and cne major
peritivag  This leads to the analysis of a scale into all the:positions by thirds thatit can
produce, which 'will give a general rule for fingering in all kcys, distinguishing what

positions will be ’major orl minor.> o o * .
| . . . o Ex: 42. in E. 4
EX: 41. in Epi. 1’ 2 B v: R 1 9 i 8 tor
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EX: 43. in D..
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$441. And in like manrier the twelve major keys of the system Ex:6. are resokuble into
seven positions of thirds, in the above and following ordex, 1 major, 2 first minor,3 second minor,4mzjor,
- o - .+ 5major, 6firstminor, 7sccondminor, :
- ard it is a remarkuble property of the octave that its 1,2, and 3¢ positions or thirds,have exuctly opposite
~o each onthe next string similar thirds, for its ‘5,6, and 7 positions, the positions of the next octave

LYPRAGG
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are of the same nature and prOpertles with those of the flrst as in NC 67 of the Appendixmhere two
octaves of Eb are given, and in N® 68 two octaves in the key of C# show that not\nxhstandmg its
seven sharps, it may be taken with as great facility by means of this analysis as any other kcy .

- The following example of three different keys compared with each other will further illustrate the
analogv between the bass and tenor clef,and show the application of the Analysis, and its utility i in pract1 ce.

EX: 45. God save the King". in Bb Eb andE/-\ /"—\
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$ 4‘2. The only difference in the fingering of the three keys is 1ﬁ‘thesecond :m&ﬁﬂhbm in
the key of E, in which the open string cannot be taken as in the two others where it formsthe - -
semitone wanted,and in the close or last bar but one, where the open string a which cannotbe taken |

inthe key of Eb m'\kes the former in that instance easier than the latter Jhoitisa much more intricate and
difficult key in its first octave, as will appear from the following analysis,and N°574 and 83 Appendlx .

EX: 46. The posltmn of the lower octave of E.
string /3d string \ m
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S 4‘3 The following examples will show the manner in which passages may be resolved into

~ the above positions on the first string, and lead to a thumb position, and may also serve to show
that different keys have similar fmgering,because the intervals are similar.
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"EX: 50. . _ S ‘
Scale of\D: #E Scale of G. . Scale of C.
, . = »~ g

35
Y X

§4“f1‘». The different shifts are disting‘ui.sh';d,and tho' they may appear different in’
each of the three examples, there isin reality but one gencral idea for the three keys viz: six
positions in the order marked, and it must be observed that at cc the thumb is to be placed on
the finger board at its proper distance of one tone behind the first finger, and in Ex: 49 ~
it is to move on the finger board with the other fingers, preserving its distance so as tobe
in its place in the beginning of the last bar but one.

Of the THUMB. POSITIONS

§4‘5 In the three last examples and Ex: 40. this position has'been introduced
in the keys of D, C, and Bb. and in Ex: 32 and 33 in that of A. In the scale of the latter
key the mode of its introduction has been more particularly mentioned; and as in all
the foregoing imnstances, so in every other,the fingering ascendmg,must terminate in
the position 1— 23 vhen it is to form a scale of any key; for by affixing to that interval

"the thumb, the last or first tetrachord of any major scale in the system,§15, Ex: 6, is
formed x—1_238, and on the next string will be, exactly opposite,the other tetrachord

x—1-28. Thus ln the two last bars of the above Ex: 46. the thumb will be on the first
string at a, fig: 16 and lying across the flnger board in the direction of the dotted Ine a.....
it will be at the same time on d . on the ysccond‘_strmg, and the scale of D will be formed
by the above intérvals viz: d—e—#fg and a—b_#cd. The thumb in this position divides
the strmg‘s into. two equal parts as at E fig: 19 where the two lines A B, and CD,
represent strings tuned fifths fo each other,- as the first and second strings of‘ a Violon_

~“gello a,and d; and shew the geometrical parts of the length of a string which form

~

the mus1cal intervals, but which are st111 more exactl) ascprtained by a cultlvated
human ear. : ' = .

In the same manner the thumb, qu1tt1ng the first and brought over to the second
and third strings, will give on the latter the tetrachord” g— a~bc, making with the d-e_ifg
of the second string,the scale of G. and the t}unﬁe'b moved to the third and fourth string,
will then form an octave of the séale of C: Theé ‘three scales being fifths to each other
and the octave to those in Ex: 1 as in the. following

1 L

™ T a : : l [
| —_ i |
: - - — X
x-1-28 x-1_-23 " x—1-23 x-1-23 x—1-28 x—-1-23
§46. -~ The other scales of C, Bb, and A, are to be taken gradually lower at

g, fh and e fig:16. And it may be useful to the Learner in the first practice of taking
these positions, to observe the relative position that his hand makes with the rim of
the instrument ; for instance, in. the key of D, he will see behind his thumb a considerable

‘Section of it betwixt his thumb and the rimj in C he will see that this section is reduced

to little more than an inch, in Bb it will appear to his ¢ye that he is nearly on a line with
the rim, or very little w1th1n it, and at A, his thumb will be very considerably within it.

A little practlce renders these positions more certain,and easier to be taken than js generally
imagined; and use will soon render the inspection of a passage a sufficient indication of the

. position or octave into which it is resolvable. There is however: some embarassment to the Learner
. from the practice of different Composers in writmg the same octave or passage in different clefs..

A practice the more to be lamented, that the bass and treble clef, as in compositions for keyed instru.

_ments,are found to be fully sufficient to express any passage or series of notes inthe compass of the

instrument. To express for instance the abovc octave of D, the four folluwmg‘ clefs are
occasionstly made use of. : - e
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in different Clefs.
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Ex: 51. e ) 7
- SOPRANO |
C on the first line. ~ —4K
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The true Treble.

§$447. The treble clef is,in the last line,in its proper pitch, as it is to be understood
in an ascending series after any of the other clefs,as in N18 Appendix; but otherwise the treble
clef is taken on the Violoncello an octave lower, as in the foregoing French and Scotch Airs; and a very .
little experience will show fromthe effect on the instrmnent, in which of these ways' the treble clef must be rendered.

XECAPITULATION and GENERAL RULES.

§4:8. The key of C, Ex. 4 is “the only ‘only one in which the two first octaves
“can be played in the minor position of the hand alone. The key of G requires a major pos1t10n on
the fourth string for the #f; the key of D, two for the ¢f and fc,and the keys of A,and E require major
positions on three strings. The keys of F, B>, Eb and Ab réquire one, two,and three major pos1t10ns respectrvely

EX: §2. The Major pom!tlons in G D, A, and E.

e PR e SR ee i s | CEN RS S am s
f_ﬂ’_ . vy = {f‘_ 1-24 _é 4 124 1-24 124
EXx: 53. The Major positions in F Bp, E? and Ab

e 2 BEREEESSJoas BRss e HE
A = = s e ‘_'

the 4th ana g4 strlng'.s ; the key of E on the ath 39 4,4 2. and they are all second minor,

$49.

But the key of D has a back shlft on the fourth string; the key of A on

excepting on the 4t string in the key of E, which is a first minor.

EX: 54. The back Shift in D, A, and E

i
—
L

|

1

|
]
T

§5O

_two the hand must shift a whole tone after the first two thus 1,2,
last three notes are to be taken together, the hand shifts a tone after the first note. Thirdly ina ,
~ quicker movement than the first case, after taking the first two notes, the fingers heing taken offand -

2_ 4
.RULE for four notes, gradually ascending and descending:

. This is to be understood as beginning with the first finger on the key orits f"fth There
-are three modes in which they may be taken. First when the notes are slow, and connected two and

1 24

#_3

124

12,

2

Secondlv when the . 5

—4

2

&
41,1‘




- hand must shlft one position further back as in the following cx: ample, and in the second octave of >
"Ex:38; after gab_bb on the whole shﬂ’t the nex‘tnoteCm on the half s}n‘t See ano\“’dAppv adix end .

" X: 56, in Eb i«

T e

- - " ) x’.‘
extended but the thumb not mov ed the third and fourth i .gers will reac }1 to the tfm'd ad tourth
notes. In the following example the difference consists in this, that in the firstmode i omo Lt
notes are on the whole shift, in the second, the thyee Tast nbtes are on the hair shv.t, and in

the third, that the hand is_ rather extendcd than shifted.

2

EX‘/ 55 : — — ~ _ - ‘
G P ' f‘,ﬂ*%‘# Sent — —aefPPess.
i OO RN I N S \‘:jr'L 3 T - | Y O A
p—t : - S B ot 118 -
%4 ' . A 9 .
1212 1212 1.32141.1.8443.1 1431-1 1.2.341.2.34% 15214321
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RULE for five notes in succession ascending and descending.

§51.. This cannot he differcat trom the rule already given for the whole shift $27 end Ex:15,

viz: 12 inthe first position and 12—4in the second,and descending 4-21, 2-3beingthe zost
natural shifting of the hand in the lower part of the instrument, and even in the upper part if'the
third finger be taken instead of the fourth . On these two positions is founded the follow sy

RULE for eight notes or scale of one octave in all keys.

S 52 « " To the above two positions fpi‘ five notes beginninig with the first of a scale

there is only to be added the first minor 1-28 or 13- to compleat the octave,and the thres posttions
1-2, 124 and 1-23 may be taken on one string, or on two or three different strings, wizh this

observation,that to take an immedi ate foHowing note on another string in an ascending serics, the

ferences., » —_

/Tsing  in Bb.- in ¢,
T ee® Leafl eef ee -M&E

T — ~ v
ﬁpt"‘f 2 = g - =
d ) i ] 1
, I « iy o> NS, L i

,I’
Tyl 1 —1—1 X 1= +—
3 S —— | (P X A I | A4 O A —
P+ : 154 - —
1.2 12.4 184 12124 = 1 23 24 12.4.1.23
T boi.a... T Bb... 12
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RULE for the first six notes Of a key.

S58.  These consist of two major thirds or poqhons a semitone being +ht space or
interval betwixt the two shifts, if taken on one string. ~ RO

Ex: 57 : -~ - /‘_\ ot
st . d. . 1% strirg /\ TS
v string m 25 string /"‘?_ 2:-] string —

>N+ 1 IP l ] -~ X0 "'Hi f\-Tw 2 | S YE ( "’4 * LV
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1-2-4  1-2-4 d-2-4 1.2_4 1-2k=1-2-4  1-2_-4
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RULE for seven notes.

»

S54. These are commonly taken from the fifth of the key, or onlv from the key
when its seventh is made flat in order to modulate into a fifth below, as will be more
partnularl) noticed in a future work,under the head of modulatlon‘*’ This interval reqmr(q
threc positions 1-2, 12, and 123, unless the passage mark the thirds into whlch it is sub -

-divided, viz: a major t]urd a second minor, and a first minor."

T

- - - = :
i2_12-1-23 1o 12 12 3 141413 To2412 0 1.2 5221121 k2-1
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RULE for two octaves.

. g
§5J 1 hiis interval, consisting of fifteen notes, is taken in fl‘V( posnmns,
viz: two majay, two sccond minors, and one first minor, uthu‘ all on one string, or on

" two, three, or four strings, sce Appendix NO 4 and 5k,

EX': \/'90 m lo Stnnq‘
. ‘ [ ] - P

-
- I ry
! —4-

: ; P
12 A1 2.4 12_3 123123 12k 1.2 4% ] 24 1 2..3-.1-_23
/\ 2T m m /'\ AN <3 -
T XN - — o X7 ; >
i T % Yloﬂk (v",;-
pe— S o : A
SO O Tt 12k 123 ;t{ ¥ o« 12—3712-4 15"
(2 b.o... - A« b L back shift
"l' . o o M * s 8 ® N
S 56. Hewever smgul ur the retrograde movement of the hand in the last instance may

appear, there is certainly, in such a case,no other reguldr way; and were not the open strings to lend
their aSSHi.HlC ,thismode of shifting must be always resorted to; Let the'easy scale of Cbhe com.
pared with the dbOV(‘ ot #C, and the first finger be laid on the nut, the remaining fmgtrlng and
four subsequent shifts will naturally follow as above (sne also N?66 Appendix ) This will show
that the four open stringy are an (\CLptlon,and the only one,to general rules of fingering. The rule
for kmg one aud tws actaves, be ginning with an open strmg, is given hoao and 56 Appendw .

5\ 57 The dS(‘t’ndlng‘ and’ de.sCendmg bcales in all the keys, major and minor, of the

S) aoare given from NV to 52 of the Appendl‘(,uuh series in the order of fxfths descending
&s 2t Fx: O explaiied in $13, Td and 15, This order-will always appear by the Cdpltdl letter inthe
roargin.erdis attended with this remarkable adventage that besides the confonmty all the tingering

'.Las 1o the ahove general rule s, it shows the lerrner in'all progre ss10ns,wh¢lt are the notes he is to

—~
‘e
Rad

His positivitat1o wrend to a given note, or to returntoit,in descending. Fhe scale of Bb, so
ottn given above  viav et taker 2§ an xnstdn(e it is N?3 of the Appendix and preceded by the
Leys Cend F N end 2, thereby reminding, the learnet that to arrive at B),he must first have
tuken O, chen shifting (xL( dern ¥, which will bring him to the Last position g—aBb, Aguin to
arvive of the Ep» of L}h uent scale NV -k bhe must shift asbefore, at Cand F, and lastly after B b, which
will tuke him to c—dEb, ouly ohserving to change the intervals of the preceding position of Bb )
from o lirst minor to a scc ond, \shxd} will render it g ab—bb. Andin the same manner are all the
io,na,\s ing keys arrunged, and ]o(m tn cach other, so that the learner will know in any part of the pro.
gressien of a scale what his position and notes are,and how they correspond with other koys.

CONCLUSION with respect to Fingering.

= : : '
D ’78 . Very little expericnce will, or at least ought, to convince the learner that the -

upper part of the instrumant,or thumb po«:ltlom is of casier attainment than the Tower: and it
is perhaps from this civen m: tunce, thy not attend-d to Ly young per{ormers.that they practice passages
ot show and execution on these ’posluons to the negloct of the lower and wore useful part of the
1n9trumcnh~here\)y' wy re unable to do justice ta ar ac companiment,or to play thelower posmons
well intunc, which 770 bhe sccomplished by a differont kivd of practice,and a greater attention topure

.and rha«;tehvmmmy T other with e pr acﬂce of the mne modern composers, the basses of Corelli and

Handel should be stum* d, and th> ,cunds occasio 711+ Checked and proved by each other. The more usual
inaccuvucies are that the «omitonebe twixt the flrst and £or o< fagers is too smally for instance that the b of the
fivst string istco sh arp‘t'n s cait easily be known and corvecte dbx proving it xnﬂ the open string D,the b ugain
muv be the means of w certaining the g of the second st. ing as thivdswhich may againbe proved by its octive
the open string., &<, Thi. oxomination,and the following miuctice,will tend to swetotheh‘mdstheb(stpmmfm.
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§59. More of this practice will be found in the Appendix N? 98,which is Handels march
in Scipio i two parts, and N2 99 which is the French Air Ex: 20. The remaing part of that N¢ is a
variation >f the same air by Luja, on the very highest part of the finger board, where the trick of
octaves, axd harmonics beyond the finger board, may be seen, But the following N9 100 is a va.
riation of the same air in arpeggio much more improving;and it may be further observedthat the
. original air Ex: 20 may be played in the octave,on a thumb positionjn D, without moving the hand,
> and the e taken with the fourth finger,and the next air Ex: 21. may be taken in the same position.The .
* slow air N? 25 is also in the same position,and with respect to the ¢ and 4 which are beyond the octeve,
 which is there taken on the whole shift; the 2d and 39 fingers,in a thumb position,are to be ex..
_ tended after the ¢ of the preceding bar,to d—e —4f without moving the thumb, and at the
next ¢ resume their position in the octave.. It only remains to subjoin the following in.
stances of semitones. . : :

EX: 63- . ) first stringl
) ’ .second strin }
. fourth strin third strin gee | o ; "b ] b&_ :
~5 e T e f }eg}e w8 h?'
U" : ! i1 | | | I ! . HH \ 4l_i’l LI aJ 4.
X A 11 | | | R — i 1 L
AR fﬁ#ﬁt R ———
etk £ g 234 011234 1234.01212840121234 12 3 4
S 01128% v b A A . Geww o

- Of BOWING.

e §60 . As every effect and quality of sound on this class of instruments, that of
tune alone excepted,depends immediately on the action of the bow, and not on the finger,
as may be proved by an open string ; the Learner who is desirous of producing the best ‘
sounds of which the instrument is capable, and who wishes to play with facility, ought 3
to be more than usually attentive to the action and movements of his bow, and those of

the arm, the wrist,and fingers of his bow hand.

o 1. Of the position of the arm. | ‘
) _(‘ §bl. Lct the arm, from the cape of the shoulder to the elhow, be brought on =

line with,or parallcl to the right side, and then. raiscd almost to an horizontal position,whith .
. will be nearlyi perpendicular and parallel to the thigh in a sitting posturejandlet the jojnt g

friom 'ﬂl*‘.t‘lbow to the fingers be parallel to the breast; and from that position be moved to

the vight, and then back to its former position, the elbow being kept in the same place .

Thiv done with the slowest movement is the manner in which thé bow is drawn in the

sto Woeot notes, and proportionally smaller parts of the 1ine thus described by the arm,and

a (uicher movcment, for shorter notes. That part of the bow which is betwixt « and ¢

i bk, ql,, two joints of the arm being at a greater angle than a right angle is the

bhott basition for exccuting the quickest notes, at first; which may be afterwards done

betwivt ¢ and d. : o _

-



2. Of the different movements of the wrist.
$62. Let the bow arm be held steadily, for the sake of experiment, h}““ﬂTe
- left hand, in a horizontal position, and the wrist be moved to the right,and afterwards
to the left: the fingers will be in the direction of those at fig: 15. at the end of the tirst
movement, and of those at fig: 14, at the end of the second, and proportmndlly for the
minutest movemcnt that can be glven to the wrist. This serves to move the bow in dther
direction ; and the movement of the arm S61 to extend it to the nec;géss'ary length Again,
keceping the hand equally steady, let the fingers and wrist be moved upwards, and then
dovmnwards, till the knuckles of the second joint of thé fingers are quite out of sigh; this
last position or depression of the wrist, will give to the bow when on the strings,aposition_
nearly perpendicular, or somewhat less than at right angles with them | the least ele‘ationposj "
sible of the wrist will raise the bow from any string to the next higher striﬁg,and a: equally
small depression will, of couxse, bring it down to a lower string; consequently no cle.
vation or depression of the arm can ever bhe necessary to bow alternately ontwo con.
tiguous strings. ’ ' '

3. Of the position of the fingers, and holding the bow.
§ 63 . The bow is held betwixt the thumb on one side, and the middle finger op-
positc to it, which is to touch the hair of the bow,the others lying gently on it witiout pres~
surc, merely to keepit in a given direction, und the fore finger a little separatced from the
sccond. By way of experiment let the bow so held,be moved by the left hand from the point
ot the fore finger to the end of the second joint, and back again to its former place near the
point of the finger, as at tig: 14 and 155 and let the bow or a small stick held in this manncer be
moved across the back of the fmgers of‘the left hand placed in the direction of the strings fig:17,
the principle will be casily discovercd, by whlch the bow may at all times be moved on the
strings at right angies with them, and avoid the direction a..:.c at fig:11; mhm‘nm’pTOPﬂ'
dircution, judging by that of the how of almost every performer,would scem to be altogether
“unavoidable, and consequently it may be inferred,that any principle of counteracting thisten-
dancy of it,must be to them unknown; yet the great advantages of the former and disadvantages -

of the latter mtthod in performance, are scarcely to be'conceived.

4. OF the pressure of the bow and causes of good tone

364 Letthe arm be placed as at §61, thebow held as at §63 be pliaced on the
sccond string, and pressed by the fore finger on the string till the hair, screwed to a moderate
tension,come ncarly in contact with the wood of the bow this is a degrec of pressure that can
scarcely ever be wanted, and yet requires no great exertion or force of the finger. Inferior dea
grees of pressure will give proportional degreées of vibration to the string, and produce sounds
of equal or varied force or loudness, when the bow,with such equal or varied force, is put in

~ motion. Ifthedirection of thebow is kept as directed S 63 the impulse given to the string heing: -
thus regular,and always at right angles with it,the sound thence arising, must be as pure in’
its quality as that proceedmg‘ from those given to it by the p01nt of the finger in pizzicato
N7, which i- !'n(\C(pﬁonany so, : ~ ‘
R

CThow must he brow it still more forward than described at $61, and make an ang'e in

Rut effectually to command the vibrations of the first string, the arm and

ally o widh the right side, so that the path of the bow, acting on th]s string, wili beover
ws v Vo end of §3 and references theve m de ta pioe 11,
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the mght knee,and even still further from the breast and for a similar reason it may be

lower when acting on the fourth string, but so as to occasion the least movement of the
- arm,in going from one string to another. The following examplts will servé to illl}/strate

-

these prmclples and show their utlllty

§66 Suppose the bow d1v1ded into 5equa1 parts asat f1g‘ 14/, Let it be pressed ,
on thc second strlng at b, and drawn a down bow to d, and return.an up bow with the same
velocity and pressure 1o b; these two movements again repeated will give four equal notes
as in the first bar of the following example. Again let it be drawn to half the above dlstanCe
with the same ve locity;as from b to c,or c to d, it will give notes of half the former leng-th,’ '
as in the second bar, and so proportmnally shortened will give the quicker movements of the
third and fourth bars; and drawn from b to e it w111 give the minims of the fifthbar,and the
whole length from a to f with a diminished velocity,will give the semibreve of the last bar .-

- Ex: 64

g : g
.1. T WJL1T1ILJLT W-e‘[:er 9{
wpd wd du o drde = T | d u d.

§67. When a considerable series,proceeds from-a lower to an upper striné', the
up how must begin, so as to have the most convenient turn of the iﬂ'ist from left to right, .
for its. clevation and dcpresslon (QG‘Z) and the passage must continue on the same two strm,g's. '

Ex: 65. g ot e \ sPePalel

) i T __& . - W
. — 11 71 Z1

a""l'-" b..'-....-G...-;-'..

§68. The same courses assisted by the separate movément of the bow in thehand
$63, especially when tried for some time with the fore finger off the bow,untill the right
motion is acquired,will cross two strings ,with very little or no e¢levation or depression of the arm,

~ Ex: 66. | . L - -
| . N L —t ui-d v | ud . X

) 69 In repetltlons of one note, when not extremely quick or too long con.
tmued the vibrations will be more pure, and the intended accent bhetter expressed, by taking
four or more notes with the bow in the same direction, disengaging the bow from the string
after every note,in order to give a new impulse to the next.

> & & 5 3 & & » ® e ® & & o & 8 9 b o S .0 86 &6 ¢ &6 5 5 & & o ® 9 »

up own  up &own up own

§7O .Theup bow belng' more adapted to the nature of this bowing,it is often used after

a smart down bow, which will give to the subsequent up bow,a greater spring and quickness. -
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§71. Alternate bows,up and down,have moye smoothness in them,when preced( d re_-
gularly by two slurred notes, and this mixture produces a pleasing variety,after the mo
notory of a long succession of quirk notes, where each " h.u a seprrate bow.

: : : .';»‘\ o~ 1 o~
Ex: 69'. . 11~ lg gt ' g.v v,
(D i - : : {
t {

y
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72. In combinations of notes which 13- on three different strings, as the three notes -
of a chord, in one position of the hand,divided or sprinkled into what is called an arpeggio; .
the bowmg Ex: 67,and 68, from its rebnund or spring, is capable,after some practice of the most
distinct articulationsbut as it is necesszary that such passage be always referred to three strings,
two following ‘notes cannot be taken on one string, dndw‘w(n the open string is one of the notes,
care must be taken that neither of the others be tcken on that string ; in such case, or when
a note is unison with the open string, the latter is generally written with it$ stem in an op
" posite direction to the others. After the following example is practiced, see N°100 Appcndw
for a variation of the air Ex: 20. :

o\

Geeoo oo /-A?OQIQOQ 2303
] 000 ooooono. "'00'1{
$73. The first of a bar,being always the accented note is to have a down bow, and

consequently the unaccented note or notes commg before it, must have an up bow. The num
ber and course of the bows in a bar may be ascertained by countmq' the note«: lmder one arch -
or slur,as one baw, and every other note counted slng'ly and alternately as to their courses, -

See after the following: example N? 89 Appendix, at a_and b an. up. bow and ca down how,
whlch is to be the rule afterwards; see also N7 88.-

—’J: .l $ : F }
u d u d u d-u du
i d u _
§74* When a very short unaccented, comes before an accente d note, andthe hke is

again repeated, the latter is not only to follow the former with the greate st qulcknessbutthey
. must always have different and alternate bows. Thus after t’he first two,up bow and ‘down

bow, the next unaccented note must be. taken after a short stop w1th the remdmmg part of the

down bow, and the following accented note w1th an up bow; the next two,up bow and down bow, &c.

but when this succession of notes is slurred the accented note is. only marked by a stronger pressure
of the bow" and finger. :

) v | ‘ ) \‘ ~, . " - '.: S N . .
4 EX. 72- _ - ‘5. v "__j /-J., . ‘5'..\! P
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