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PREFACE.

(Though many Instruction Books for the Violoncello have been published, in which players may find much that is
useful, not ome has yet appeared by which he who is wholly ignorant of Music can be properly taught ; there is no
doubt, however, that & gradual improvement towards perfection, (especially on the Violoncello) chiefly depends on the
merits of Elementary Instruction,) If, by means of a faulty system, a scholar has acquired a stiff, awkward mode of
bowing, he will afterwards find it a yery difficult matter to use his bow with lightness and flexibility.

It happens but too often, that beginners give themselves little or no trouble about the first Elements, and yet there is
nothing so indispensable to the scholar, even after a certain degree of improvement, as a full and perfect acquaintance
with the rudiments of the art.g strenuously recommend to all Masters the constant exercise of patience, for it is solely
by the practice of this virtue that they will gradually lead their scholars to that stage of perfection which will enable
them to satisfy themselves, and please others by their musical performance.

I must here remark, that although the following work cannot be properly addressed to proficients on the Instrument,
it contains much information that may be serviceable to many of them._) Almost every Professor, both in the practice
of his Art, and the mode of holding the Instrument, may have his own peculiarities. It is not my intention to interfere
with, or to decry any particular system ; but it may net, however, be deemed out of place, if I be allowed to acquaint
them with the method in which I use the Instrument. I have been frequently requested, in the most flattering terms,
to give this Method to the Public, and the reason of my not having hitherto yielded to these entreaties, is that I have
continually wanted both time and leisure to arrange this system, which is the result of many years’ experience, in such
an order as to make it fit for publication, and so as to afford me a hope that it might prove of that real utility which
should be the sole object of such a work, and for which I now request the kind reception of the Public.

BERNARD ROMBERG.
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THE

VIOLONCELLO.

THE POSITION IN WHICH A PLAYER SHOULD SIT.

Tre best posture to be adopted for sitting, is that which is most conducive to bodily health. In playing the Violoncello, the
chest should not be bent in, nor the shoulders pushed forward, as such a posture is sure to produce a crooked back. This must
be avoided, and that posture ke adopted, in which the Instrument can be played freely and with ease. During play, no change
of posture should take place ; least of all, anything like an affected attitude, which may betray the trouble employed in playing.
The player, then, is seated on his chair, in such a posture that his thighs do not cover the seat of the chair; his legs should
fall in a straight line to the ground, his feet turned a little outwards, but not too much. The heels may be six inches apart,
and one foot not more advanced than the other. If the lower part of the Instrument be rather small, the feet should be brought-
a little closer together; if too broad, the feet must stand farther apart. The chair upon which the player sits should not be too
high. The round side of the lower part of the belly of the Instrument should be pressed into the calf of the right leg, and
the round part of the back into the left calf, so that the Instrument may rest on both legs, without being closely pressed by
either.

The player should arrange his posture as nearly as possible in such a manner that the back of the Instrument may rest on his
chest.” The Instrument should be so held, that the lower part of the scroll (the C peg) may be in an exact straight line with
his left eye, and that, between the scroll and his eye, there may be a distance of two finger’s breadth.

{'The hand should so hold the neck, that the 1st finger should clasp it round, the 2nd should be bent so as to form three sides
of a square, the 3rd should be bent half round, and the 4th held straight. The thumb should lie exactly opposite to the 2nd
finger, placed so as not to project beyond the finger-board, but on a line with its surface. ,

The palm of the hand should not be pressed close to the neck, but should be kept hollow ; nor must the hollow of the thumb
be pressed close to the 1st finger. The neck also must remain quite free in the hand, with all the fingers placed upon the 1st
string, and the string lying straight under the fingers, (as shown in Figure I.)

"The more curved the fingers when placed upon the strings, the firmer will be the tone ; the flatter they lie, the weaker and
more dull. The truth of this fact is confirmed by experience ; the pressure of the fingers, however, should not be excessive,
or else the sinews of the fingers will suffer.

The Bow should be so held, that the 1st finger may half enclasp it ; the 2nd finger should be placed exactly so that its end

should just touch the hair above the nut. The 3d finger, which holds the bow in its proper direction, should lie on the end
of the nut, and the 4th should cover the nut.

All the fingers should lie about one-fourth of an inch asunder. (See Figure I.)

The thumb should be placed on the other side, between the 2d and 3d fingers, and should hold the bow tight with the fleshy
part of its fore-joint.

All the fingers except the first should be held straight. (See Figure IV.)
1"=™ The knuckles of the hand should run parallel to the stick of the bow, which position should always remain, as much as
possible, unaltered ; for it is only by placing the hand firmly on the bow, that a strong, powerful tone can be drawn from the
Instrument, without employing the force of the arm. On the other hand, if the strength of the tene proceed from the arm, the
Instrument must be played with the arm held stiff, which entirely prevents a fine execution ; and this is the cause that so few
players arrive at perfection ; they play with the arm, and not with the hand.

Stiffness in the arm generally proceeds from bending the body too much forward, and raising the elbows too high. The
great French Violinists have long perceived this defect, and they therefore hold the elbows as low as possible in playing, and
never raised ; because an elevation of the elbow forces the shoulder out of its natural position. This defect may be also avoided
in playing the Violoncello, by sitting quite straight, and taking care not to raise the shoulders. (See Figures 1L. and IIL)

—
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The elbow of the right arm should not be bent forward, (as then the shoulder-blade would be drawn from its natural position)
neither should it be held back. 'The proper position of the elbow is found, by drawing the bow quite across the A string, with
the hand firmly placed upon the bow in the position above-marked, and keeping the shoulder in its usual and natural position.

In making the up-bow, the arm should be neither bent back, nor forwards, but should remain in one and the same direction,
as well as in making the down-bow, where the wrist of the hand has only to follow the direction in which the bow lies.

In making the up, as well as the down-bow, the bow must be drawn at right angles to the strings.*

The point of the bow should neither rise nor fall. To keep it in its proper direction is the most troublesome difficulty which
the pupil has to overcome, and which he can surmount only by persevering industry, for a flexible wrist is indispensable to a
fine execution, and whoever does not acquire this suppleness at first, will not attain it afterwards without infinite labor and
pains. Many imagine they use their bow in perfection, if in changing the bow, they throw the hand straight forwards in
making the up-bow, or straight backwards in making the down-bow. This however is just the reverse. The less the
motion of the hand in changing the bow, (from up to down, or vice versa,) the finer and more connected is the playing.
In changing the bow, the position of the fingers (of the right hand) should not undergo the slightest change, as the least
alteration in their position would make the change of the bow audible. (See Figure 2.)

The left arm should be held free, with the elbow not raised too high, nor leaning against the Instrument, but at the
distance of about one inch from the Violoncello. It is by this hand that the player should endeavor to gain strength in the
fingers, either in the common position or in the shift. Of the method of holding the hand and the arm in the shift, I shall
speak afterwards.

THE NOTES.

The Pupil at first should not be too much perplexed with scales, the value of notes, flats, sharps, &c. &c., but should be
initiated into no more than what is absolutely necessary. We shall first consider the open strings, namely :
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The Bass, or F' clef, is placed upon the fourth line, and is marked by two strokes, or points.
The notes upon each string, are as follows :
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The cypher 0 designates the open string. In fingering Violoncello Music, the thumb is not counted, but the first finger is
marked 1, the second 2, the third 3, and the fourth 4.

If, at thé beginning of the staff where the Clef is marked, there is no sign, either of a sharp (§), or of a flat (f)), the key
is then called C Major. For every scale seven notes are required; the eighth finishes the scale. C is the key note; D,
the major second ; E, the major third; F, the minor fourth; G, the full, or major fifth; A, the major sixth; B, the major
seventh ; C the octave.

From C to D, is a whole tone; from D to E, also a whole tone ; from E to F, a semitone; from F to G, a whole tone;
from G to A, a whole tone ; from A to B, a whole tone ; and from B to C, a semitone.

A scale, therefore, consists of eight tones—six whole tones, and two semitones, for with seven tones only, the scale would
not be complete. The seventh, which precedes the eighth, is called the leading note, because, as the scale cannot be finished
on the seventh, it leads to the eighth.

The notation of modern music requires five lines. In the Bass Clef, the first, or lowest line, is named G, the second B, the
third D, the fourth F, and the fifth A. In all other clefs, the lines are named otherwise, as will be hereafter shown.

As soon as the pupil is acquainted with the notes above-marked, he may begin to play; at first, only long notes upon the A
string, as this is the most difficult of the four strings to manage, both with regard to the holding of the hand, and the bending
of the wrist. Here the pupil should strictly adhere to the above rules, illustrated by the two figures I and II. The stick of

* The terms Ur-BOW, and DOWN-BOW, are taken from the Violin, and applicd to the Violoncello. On the Violin, an up-bow signifies the drawing of the bow

upwards from the point to the nut; a down-bow, the drawing of the bow from the nut to the point. Ihave retained these expressions and used them, as they
are justified by common practice.
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the bow should be held at not a greater distance than half a finger’s length from the A string. If at first 1t should even touch
the string, it is of no great consequence, as this is a habit which will soon cure itself. Here, however, no force should be
thrown into the arm, but it should gently follow the wrist, which latter must guide the bending of the hand. This exercise
should be continued until the hand has acquired some dexterity in the practice. This may perhaps be discouraging at first, but
it is the only means of acquiring a fine and effective bow-hand. The study should be begun with the down-bow, and care
should be continually taken that the bow remain always in the same direction in which the stroke is begun. \

down up down up
= — = — —
—Je
Z

The pupil may now proceed to the easy pieces which I have written expressly as exercises on the A string, and hé should
continue them until he can play them with tolerable facility.

THE PROPER METHOD OF HOLDING THE FINGERS.

Here I must earnestly caution the pupil against bad habits, which in this case it is most difficult to lay aside.

1. The ‘thumb must be so held as to fall exactly opposite to the 2d finger. ’

2. The third joint of the first finger, (by which is meant the joint lying nearest the hand) should be laid on the neck of the
Violoncello.

3. The fingers should be all held at the distance of at least a thumb’s breadth above the strings, and all of them curved,
except the fourth, which should be held straight, but not further removed from the strings than the others. - -

4. To make the second note, B, upon the A string, the 1st finger (still curved) should be pressed down, without disturbing
the position of the other fingers. ) ’

5. To make the third note, C, the 2d finger (preserving its shape of three sides of a square) should be laid on the string, the
1st finger still remaining down ; the thumb should begs aforesaid, opposite to the 2d finger.

6. To make the fourth note, D, the 4th finger (held straight) must be placed on the string; the Ist and 2d fingers still
remaining in their former position, and the 3d finger (still kept bent) must be also laid on the string.

7. The lst, 2d and 3d fingers must still retain their curvature, and in the descending scale, the fingers, when taken off one by
one, must remain in exactly the same position as before they were placed on the string.

(All the exercises in this Method will be provided with a simple accompaniment, as adapted to the case. A display of science

in the accompaniment is of no service to the beginner ; but the accompaniment itself is of use in making him play in time. '’

The whole length of the bow should be used for every note. It is of the first importance to the beginner to accustom him-
self to use the whole length of the bow, partly in order to exercise the wrist, and partly to divest-the arm of all stiffness and
awkwardness in playing. '

Begin with a down-bow.
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The mark - signifies that both parts of the piece of music are to be played twice. When the two dats are
placed upon only one side of the Double Bar, thus, . it signifies that only the part marked with the dots is to

be repeated. The first part, especially in Quartetts, frequently leads into the second, which is then marked — - -

When the pupil has acquired a little facility in the proper use of his arm and wrist upon the A string, he should pl‘uccicd to
make himself acquainted with the D string. In order to acquire the proper position of the bow upon the®second string, th.
hand and the bow should be held upon the first string, (A) as represented in Fig. I. where the stick of the bow ccmes in clos.:
contact with the A. Let the wrist of the (bow) hand be then turned a little back wards, without making the slightest alteration
in the position either of the fingers upon the bow, or of the bow-arm, the stick of the bow will then become a finger's-breadth
removed from the strings, and the hair will come in contact with the D string. With the bow in this direction, without mak-
ing any change in the bow-hand, or bending the elbow backwards or forwards, the bow should be drawn down to the point,
and the D string should be exercised up and down, in the same manner as the A, and always with long drawn notes, thus:

Down, Up.

Up,
Fr— < [&e.

The following exercise should then be played, in which care must be taken that the thumb be not removed from its original
position. 'The rule for the position of the fingers upon the A, applies equally to the D string.

2
ey = — =N

0
) = [—) e—1=J]<= e,

The pupil should next proceed to the following exercise upon A and F. The bow hand should be placed as in Fig. L,
upon the A string ; and the bow drawn to the point as in Fig. V.; the wrist should then be turned back without changing
the position of the arm, and the F' made with an up-bow, till the nut of the bow is close upon the strings ; then the wrist
should be turned back as before, (as shown in Fig. I.) and the exercise continued until the wrist becomes accustomed to this
motion.

(1] 2 1] 2 0 2 U 2
1 — 4
Z
Down, Up, Down, Up, &ec.

Here follow some exercises for the hand and bow upon two strings, both with the up and down-bow, to accustom the wrist
to the change from one string to another, and to give the pupil a facility in shifting his fingers across the strings.
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When some facility has been acquired upon the two strings A and 1), the Pupil should then proceed to the third ‘string, and
practice upon it in the same way as upon the others, i. e. the bow should be held in the same position as that represented on
the A string, by Fig. I. The hand should be then turned slowly round, without moving the arm, till the hairs of the bow
fall upon the G string, and the bow be drawn slowly down to its point, without distorting either the hand or arm. In order
to prevent alt stiffness in the arm, the hand should be held a little lower in making the down-bow, in proportion as the point
of the bow approaches the strings, and till the arm becomes quite straight, where the Pupil should take care not to lower his
arm in making the up-bow. The G string should be exercised in the same way as the A and D; with a long bow up and
down from point to nut, and from nut to point.

Down, Up, &e.

L&
2

e = = Vo .

The following exercise upon the G and I) strings, which is intended to give flexibility to the wrist, should be next prac-
tised. While the wrist is bent backwards, the arm must remain in its original direction. 'To accustom the fingers to a firm
hold of the strings, take E on the D string, and C on the G string, and keep the second and third fingers down on the G
string. The thumb must remain as before, opposite the second finger.

[ ]

1 4 1 4
& — —
[ I [
Down, Up, &c.

As soon as the wrist has acquired some facility in this exercise, the Pupil may proceed to the following studies on the three
strings A, D, G ; where it must be mentioned that the two semitones B, C, upon the G string, must be taken with the third
and fourth fingers. The chief object of this study is to exercise the wrist in drawing both the up and down bows. All
these exercises must be practised with the wrist only, and without moving the arm in the slightest degree from its natural
position.
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The fourth string (C) must be exercised in the same manner as the others. The bow and arm should be held as shown in
Fig. L, the wrist turned slowly back, without changing the position of the hand upon the bow, or making the least motion
with the forearm, and the flat part of the bow-hairs will then fall upon the C, (the fourth string.) When in this direction, the
bow should be drawn down to its point, so that the hairs lie over the thigh, but without the least motion of the shoulder or of
the arm. The C should be at first exercised up and down with long notes, and with the whole length of the bow, thus:

Down, Up, Down, Up, &ec.

- E—2 - =

The wrist should now be exercised upon the two strings G and C, with the third finger, (E) upon tne C string. When the
hand is not too small, the thumb should retain its former position on the neck of the instrument. But if the hand be not suffi-
ciently large, it may then be turned a little towards the lower string, not, however, more than the necessity of the case may
require. The shifting of the bow from one string to the other must be done by means of the wrist only. Begin with the G
string, and draw the bow exactly in the same direction down to the point, and then turn the wrist back upou the C string for
the E. In making the up-bow, let the wrist be slightly raised, so that the point of the bow may be directed a little downwards.
To do this dexteronsly, will be of the greatest service to the pupil afterwards, when he will have to draw the tone from the C
string with a quick bow. All these directions regarding the holding of the bow may be thought by many, severe and difficult
to put in practice ; but this is a subject which must not be dismissed without special consideration, since the whole secret of
fine playing may be found in a thorough knowledge of the right management of the Bow. Great care should be therefore
taken, when playing upon the lower strings, that the first finger on the bow-hand be not held straight, as it should always
remain bent. ‘This fault I have observed in many players.

In exercising all the notes upon the C string, the pupil should begin with the down-bow, and to prevent all stiffness of the
arm, should not press the bm'v too firmly on the strings, as strength of tone will come of itself in time.

Exercise on the G and C Strings.
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tune.

duce the identical tone of the fork. One third of the whole length of the string gives the fifth above.

TUNING THE VIOLONCELLO.

As the Pupil cannot always have the assistance of his Master to tune his Instrument, and as the strings will often get out of
tune, I consider it advisable to lay down directions by means of which he may learn how to put his own Instrument in good
To find the proper pitch which it should be tuned, (which cannot be expressed in words) he should provide himself
with an A tuning fork. The 1st string must be tuned by this A, which is an octave above the open A string, and which may
be found to lie on the exact middle of the whole length of the string. If the pupil find any difficulty in tuning the string
by the octave above, he has only to place his finger on the middle of the A string, and then draw the bow across it, to pro-

On this spot, tire

Teacher should draw a cross-line with a lead pencil upon the finger-board ; opposite to this line, which should be drawn so
as not to be easily rubbed out, the Pupil should lay his finger on the 2d string (D), and draw the string up till it is in _
the third must be tuned in the same way to the 2d, and the 4th to the 3d. Any further remarks upon

unison with the 1st:

the tuning of the Instrument or management of the .pegs, would be here superfluous, as a few minutes’ explanation from
the Teacher is sufficient to make these things clear to any Pupil.

Before proceeding further, I consider it of the greatest consequence that the fingers be well exercised upon the A, D, and
C strings. This exercise should be made with a small portion of the bow used towards the point, By this practice, the
Pupil will soon acquire facility in changing the 2d finger from the 34, and vice versa.
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Now that the first difficulty in using the bow is surmounted, we &hall offer a few remarks on the value of the notes, the
various divisions of time into bars; on Rests, &c.

NOTES, BARS, AND RESTS.

The duration and value of tones are shown by the various forms of the notes. We here annex their different shapes,
together with those of their corresponding Rests. By the term “ rests™ are meant those characters which occur iu music, and
which indicate an intermission of the voice or sound during the time belonging to a certain number of notes or bars.

A Semibreve. A Minim. A Crotchet. A Quaver. A Semiquaver. A Demiscmiquaver.
——:‘—|'l—'=——“'—F H - A 1 — H — _‘1
H—— H , H—— i g H 5
One bar rest. One half bar rest. A Crotohet rest. A Quaver rest. A Bemiquaver rest, &c. -
- X = i H— i —H
it 0
A Double Breve. A Breve.
A Demi-demisemiquaver. A Double demi-demisemiquaver. $
It - H = H — ¥
= 1 13 1] — —1
4 P o
A Double Breve rest. A Breve reet.
4 —

£

=] !

The Double Breve and Breve occur only in old church music; but in all modern music, Rests which continue durmg
several bars are of frequent occurrence.
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Here follows a synopsis of the various divisions of the Bar in Common T'ime.
Onxe SeMiBrEve CoNTAINS®

€ n -

Two Mixixs, or
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Four Crorcurers, ox
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Erear Quaveas, or
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Sixreex Szmiquavers, or
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Srxtv-rouR DEMI-DEMISEMIQUAVERS, OR
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One HUNDRED AND TWENTY-EIGET DouBLE DEMI-DEMISEMIQUAVERS.

E EEEEE HEEEEEE = B B B e e iiﬁ
The Bar in the above example contains four crotchets; it is consequently called Common, or even time, and is marked with
a C. The bar of time contains two crotchets, and is the one half of the bar of common time. The bar of time is of

the same description as the last mentioned, as it also may be divided into two equal parts. Igsorderto express the duration of
three quavers by a crotchet, a dot must be placed after it, thus : {——@+——] which dot lengthens the time of the note by

1
one-half. The same rule holds good with all notes which have the dot placed after them. The Rests are affected in the same
way by the dot, which, however, is never used after the whole or half Bar Rest.

Commeon Time. Compound Commen Time.
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Nore.—When one note followed by a dot makes up the whole bar, it shows that the time of the bar is not 'g but gﬂ There
is a great difference between the treatment of the ¥ and the 3J time, though in the notation of Music, many s erro-

neously write sixes instead of triplets. In triplets, the accent lies on the first note only, in sixes on the first, third and fifth,
though in practice this accent may be scarcely audible, and may be said to exist only in the expression. To common time. also,
belongs the bar of" , which may be considered the double of the g Bar. In treatment it differs much from the Bar of fonr
crotchets, though this latter frequently has the effect of the %: Bar.

The g:_, i and g Bars belong to triple, or uneven time.

THREE MINIMS. THREE CROTCHETS. THREE QUAVERS.
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The tempo, or measure of the movement, is always marked at the top of each piece. If, in common time, a stroke is made
y through the G, thus EE it signifies that the piece is-to be played in alla Breve time, in which there are only two (Minims)

counted in the Bar. This occurs in pieces which are intended to be executed with much animation. In the Second Part will
be found some further observations upon the time of a movement.

When a Bar is full, that is when it is found to contain all the parts which should belong to it, accordmg to the Tempo marked
at the beginning of the Piece, it is then marked off by a stroke drawn across the staff. All the notes, rests, and dots, between
two such strokes in every sort of Time, are called a Bar.

With respect to the Dot, it it be also remarked, that when several dots are placed after a note, which is frequently the
case, each dot continues the length of the note one half of the time added to it by the former dot, thus:
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The Dot is also frequently placed in the following bar:
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SHARPS AND FLATS.

In order to iearn how to play in a different key from that of C major, we shall next proceed to the consideration of sharps
and flats. A sharp () placed before a note raises it a semitone, and a flat (P) preceding a note lowers it a semitone. To bring
back a sharpened or flattened note to its former state, the sign (f]) is prefixed. If, when a note is raised two semitones by a
double-sharp, (x) or depressed two semitones by a double-flat, ({7{7) it is required to be raised or depressed one semitone, the
natural ( bf) is placed first, and then the sign into which the note is to be brought (:#) or (ﬁb)

The pupil should first practice upon all the four strings those notes which are raised by the sharp, (#) and then those marked
with a (b), 1. e., flattened.

c cf D D# E E# F F4 G G# A A#
= e =s =S
> [ L4 #’* - 7 4 - u — =
B B# c o#t D D# E Eg F F G G
S e = o
B P gr—— i l E il ¥ I
A Ag B B# C cﬁ: D #1;# D b[;il c be B Bp
. g’ P 5. £ - £ 1 » 2
O):—r i i T T 5{ + F F f F '; fbf
Z L L
A Ab G Gb F Fb E Eb D Dy c ch
ot —br —> —_— e
L X - ! E f . = - ¥ e
B Bb A Ab G Gp F Fb E Eb D Db ¢
fay) N ) . :
Pa— 1 B | T ; .
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THE SCALES.

In every major scale, from the third to the fourth, and from the seventh to the eighth, the in{grval is only a semitone. Thess
* are here marked with a brace. All the rest are full tones, i. e., a full tone lies between each of them, thus:

A Half.
A Half. —_—
, em— p ' . and the same for all other
9: *—1——1—‘ ry 7 [!—‘ _1, [ i i major scales.
i f L ' '

Every Major has a relative Minor scale. The key-note of this scale is a minor third below the key-note of the major scale;
and in the ascending scale its seventh must be raised a semitone in order to lead to the octave. Frequently, as a leading note
to the seventh, the sixth also is sharpened, which is then called the major sixth. In the descending minor scale, all the notes
remain as in the natural scale, i. e., they are not sharpened.

Reckoning from C major, which has no signature, the first sharp key is G, a fifth above it, and the next, a fifth again above
G, and so on, where in every scale the 7th must be raised by a sharp (§). Thus, in the scale of G major, F will be sharp.
This signature is marked at the beginning of each staff, immediately after the clef, and serves for the whole piece wherever
the note may occur.

So far, we have had to deal only with minor thirds in the fingering, but in the scale of G major, a major third will occur on
the C string, i.e.,, D EF In playing this major third, the first note should be made with the 1st finger, the second with the
2d finger, and the third with the 4th finger ; and care must be taken that in stretching out the 4th finger, the hand be not moved
from its original position.
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i

To facilitate the practice of the different scales, we Subjoin some exercises adapted to the strength of the beginner; at the

same time remarking that they must not be played too fast, but in a time suited to the pupil’s eapability of neat execution

G major has one sharp, F#
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#on the D

string, the position of the hand upon the neck of the Instrument shouwld not be changed, but the first finger should be

stretched back as far as necessary to make the note.
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In the ascending scale, the D, which is here the leading note to

owever is not marked in the signature, at the beginning of the
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music, but always written down before the D, wherever it may occur throughout the piece.
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The relative minor to the scale of G major, i3 E minor.

E, must be raised a semitone, thus:

7
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In the same way as we proceeded to a fifth above from C to G, we shall advance another fifth, from G to D, where again
the 7th note in the scale is sharpened, the F still remaining sharp. This is continued throughout all the scales made on the
fifths above. In fingering the scale of D major, a major third will occur on the G and D strings.
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In this exercise it will be perceived that the B in the first bar is marked for the 3d finger, because the same finger must be
used for the second note ; and it would be inconvenient in the same distance to use two different fingers. The same occurs
in the 6th bar. In the 13th bar the 2d finger must be taken, although in making the major third on the G string, the 1st
finger should be used, (since Af precedes A, to which the 1st finger properly belongs, and it would be inconvenient to use it
for the preceding F#.) These are cases of continual occurrence in every sort of music.

A fifth above D will bring us to A major. In this scale, the F and C remain sharp, and the G sharp is added.
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Tt will be useful for the Pupil to make himself as soon as possible acquainted with the most convenient methods of fingering.
With this view, I have here written some pieces which may be fingered in part differently from the manner laid down in
the scale. It will be the Teacher’s business to explain where these varieties occur, and their canses. The relative minor to
A major is l‘# minor.
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E major lies a fifth above A. This key has four sharps, Ff, Cf, GJ and D}
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It would be injudicious at first to perplex the Pupil with those scales which contain more than four sharps, if indeed what
is here given be not too difficult for some. In order, however, to acquaint them with the signatures, I shall make the follow-

ing observations.
B major has five sharps—F#, C#, G#, D# and A#. Its relative minor is G# minor.

F major has six sharps—F# G#, D#, A# and EZ.  Its relative minor is DY minor.
C major has seven sharps—lz‘#c,#(’]#, G#, D#, A#, E##a.nd B# Its relative mil:ﬁ is A# minor.

Y
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Having thus discussed the sharp keys, which were found by ascending continually a fifth above, we shall now proceed to 3
consideration of the flat keys by descending a fifth from C natural. In the flat keys, the fourth note in the scale must be always
marked with a flat (P), consequently, the first flat key will be that of F major, in the scale of which the B will be flattened.
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The thumb must still retain its original position opposite to the second finger. In making the B upon the A string, the first
finger must be bent back without removing the thumb from its position, as was the case in the sharp keys. The relative
minor to F' major is D minor.
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The key of Bb major is a fifth below F. The fifth note in the descending scale (E) must be flattened. Bb major has

two flats, Bb and Eb.
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or has three flats : Bb, Eb and AD.

.

may

A fifth below Bp major is Ep. Eb

I have always found it extremely useful to accustom the pupil to every motion of the hand, without allowing the thumb
to be removed from its position on the neck. For this reason, G and AP should be taken on the D string with the 4th

In making the AY, the hand should be bent a little forward, (without removing the thumb from its last position ),

and the other fingers taken off ; but on the G they should all lie in their proper places.

finger.
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The relative minor to Eb is C minor.
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A fifth below Eb lies Ap. The key of Ab major has in its signature Bb, Ep, Ab and Dp. Here must be remarked, that
a minor third occurs upon the A string, which must not be taken with the 1st, 2d and 3d fingers consecutively, but with the
1st, 3d and 4th. It will be more convenient to take the C upon the A string with the 3d finger ; the D upon the G string
must be taken with the 4th finger, and the hand inclined forward, in the same manner as in making the A} upon the D string.
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Those scales which contain a greater number of flats will be learned afterwards by the pupil, without assistance. But, to
make him acquainted with the order in which they progress, I shall here set them down in the same form as the sharps.

Db major has 5 flats : Bb, ED, AD, Db and GP. 1Its relative minor is Bp minor.

GD major has 6 flats : Bb, Eb, A’V, Db, G and Ch. Its relative minor is Ep minor.

Ch major has 7 flats : Bp, Eb, Ab, Db, Gp, Ch and Fp. Its relative minor is Ap minor.

D) Masor. Ei Gb Mason. % | Ch Masor. %I
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THE SHIFT.

Having thus explained every thing regarding the first position of the hand and fingers, by which the Pupil is now prepared
to proceed to those notes which lie above the D upon the A string, I shall here lay down a model, by means of which he may
know how to gradually accustom his hand to the different positions of the shift, as far as the upper A, (the octave to the open
string) together with a synopsis of all the tones which are used in each particular position of the hand in the shift upon the three
other strings. 'The thumb remains as before, opposite to the second finger, (while the whole hand must be gradually moved
higher) but without pressing tightly upen the upper third of the neck. It should slip up the neck on a line with the second
finger, and be held free from all stmin. Many beginners find a difficulty in passing the thumb up or down the neck at the same
time with the hand. The canse of this diffieulty is, that they press the neck too tightly with the thumb. I must, therefore,
here distinctly state, that no more force should be ever applied than what is necessary to keep the hand in its position, since
any further pressure is altogether a useless exertion.

All the thirds in the first octave, whether major or minor, must be taken with four fingers, though in making each third, one
of the fingers must remain unemployed. Above the Octave A, the thirds should be taken with three fingers, of which more
will be said hereafter. :

Nore.—As the lower notes are designated by the leger lines below the staff, so the leger lines above the staff show the higher
notes, Examples of them as high as D have been already shown. A stroke through the head of the note I, makes it a note
higher, i. e. E. Two strokes under the head of the note make it F. "Two under it and one through the head make G ; and
a § placed before the G makes it, as already shown, G sharp. Tt is unneesssary here to proceed further. The position of the
hand-is shown in Figure 2.
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The characters x or D placed before a note, camme the note to be denominated doube-sharp, or double-flat; thus: Fx is

called F double-sharp, BbP is B double-flat, &c.
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THE BOWING.

‘We have hitherto had no occasion to consider slurred notes, as it is first necessary to accustom the fingers to move freely and
without constraint. As soon, then, as the Pupil can play the notes with facility, he may begin to study the various modes of
bowing, in such a manner, however, as not to interfere with the freedom of the arm. I here subjoin an easy example, where
it must be remembered that when two detached notes follow two slurred notes, the slurred notes must be played with a long,
and the detached notes with a short-Bow, and that the same rule must be observed when playing three slurred notes followed
by one detached. The length of the Bow used for three slurred notes and one detached, should not be so great as that used

for two slurred and two detached notes.
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I must here explain that whenever notes are marked to be played alternately slurred and detached, those which are to ‘be
played detached, (whether marked with a dot thus . ... or dash 1 1 v 1 ) should never be made with a close, short Bow.
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THE PREPARATORY-BAR.

All the preceding exercises have begun with the full Bar, or accented note; here follow some studies for the preparatory-Bar."
When a movement commences with a full Bar, it must be always begun with a down-Bow, but if it begin with a preparing Bar,
the up-bow must be used. This preparatory-Bar does not, however, always consist of a single note, but frequently of several,
sometimes, indeed, it may be a matter of great doubt whether the movement should be begun with an up, or a down-Bow.
In accompaunying, it is not considered of much consequence, but in solo playing, an attention to this particular is highly im-
portant. In order to set this doubt at rest, I have in my compositions employed the following sign (A) to designate the down-
Bow, and (v) to show when the up-Bow should be used. In Trios and Quartetts, these signs are not generally adopted ;
the Player must there be guided in his choice of the up, or down-bow, by practice and experience.

Here follow some examples of the different sorts of the Preparatory-Bar:
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The following Example is in E minor, which is the relative minor to the key of G major. But the major scale has also
another minor scale, which is made by changing the major third (from the key note) into a minor third. This change, from
major to minor, or from minor to major, usually occurs in those compositions which consist of a fixed Rhythm, (a determined
number of bars) as in Andantes, Rondos, Romances, &c. The part written in the major key should be marked “ Maggiore,”

and the minor “ Minore.” These marks are often omitted, but it is nevertheless proper that the Pupil should be made
acquainted with their meaning.
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When the words ¢ Da Capo ” are placed at the bottom of & piece of musie, consisting of several parts, they signify that the
whole of the piece should be repeated as far as the following mark [J. The expression, * Da Capo,” means “from the be-

. ginning.” 1If several notes of the same pitch follow each other, and are not intended to be played as detached mestes, they are
‘all connected with a Slur, as in the following Example. This is of frequent occurrence.
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Nozz.—When one or more Bars are marked, thus: it signifies that they should be played twice; the word Bis,

which signifies twice, is not always written above. The dots placed in the spaces of the staff, are sufficient to show that the
bar or bars must be repeated. .

THE OLEFS.

Before we proceed further, it will be necessary to consider the various Clefs used in Music. The compass of the Violencello
is too extensive to be comprised in one clef. Although only some of the Clefs are used in modern Violoncello music, it is use-
ful for the Pupil to be acquainted with them all, as they sometimes occur in old music, more especially in that of Boccherini.
Four of these clefs are found in the compass of the human voice. 'The Bass and Tenor belong to the male, the Contr’ Alto
and Soprano, to the female voice. The Bass Clef is placed, as above said, on the 4th line. The Tenor Clef is also situated
on the 4th line, and is played five notes higher, in the same way as a Tenor voice sings five tones higher than a Bass. The:
Contr’ Alto is placed upon the 3d line, and, in form, resembles the Tenor. This is the deep female voice, and its notes
are played seven tones higher than the Bass Clef. The Soprano lies five tones above the Contr’ Alto; its clef is placed on
the 1st line, and its form resembles that of the Tenor and Contr’ alto clefs. The notes in the Soprano clef are played ten
tones above those of the Bass. 'The form of the Violin clef is peculiar to itself; it differs from that of all the others, and is placed
upon the 2d line. The notes of the Violin are played twelve tones higher than those of the Violoncello. '

The following Example, is a simple passage exhibiting the identical notes in all the Clefs.
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That we may not perplex the Pupil with so many clefs at once, we shall first direct his attention to the Tenor clef, and
endeavor to give him some facility in using it, before we proceed to the Violin-clef. This is more particularly necessary, as the
Tenor-clef occurs in Violoncello music much oftener than the Violin-clef, even in the common position where the thumb is not
required, and where the notation is continually changing from the Bass to the Tenor-clef. 'The Pupil must, therefore, endeavor
to make himself as perfectly acquainted with the Tenor as with the Bass-clef. The difficulty of remembering the several clefs

is not so great as may be imagined. The variety of clefs requires only a careful advancement of the hand, which the Pupil
will hereafter make himself acquainted with.
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The upper A must never be taken with the fourth finger, because all thirds above this A are made with the three fingers
which lie close to each other. This A, (when the hand is not in the same position) is taken as an Harmonic. The Harmonic
is produced by laying the finger gently on the string, without pressing it tightly against the finger-board. But when the hand
remains in this position, the A must be played with a firm pressure, and the third F, G, A, will lie conveniently under the
fingers, as well as the corresponding thirds upon the D, G, and C strings, thus:
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An Harmonic Tone is marked by a cypher (o) placed over the figure representing the finger, but when meant to designate
the open string which requires no finger, the o is used without any figure underneath.

The thumb, which in making the upper G, partly surrounds the neck, must remain in its proper place, and the third finger
must be held straight, by which means the A can be reached with ease.

Before proceeding to the shift, a few Studies are here annexed, to exercise the Student in the practice of the Tenor-clef.

It must be understood, that the signatures of sharps and flats in the Tenor-clef, are the same as those in the Bass clef.
Notes which are marked with points, and tied together with a slur, must be played in one bow, and without letting the bow
quit the strings, each note being separated from the other by a slight pressure of the bow in its course. Tt must be also re-
marked, that those passages which are to be played on the second string (D), are here marked 2nda. When the line wowersr
ceases, it is no longer necessary to continue on the same string, as the passage will then lie in the original position of the

hand. Where there is no mark underneath, the A string must be used whenever the notes will allow of it. Though, as we ~

have already remarked, we shall afterwards more fully discuss the subject of Time, we shall here leave it to the Teacher to give
the Pupil the proper time of the movement.
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The following exereise is intended to practise the Pupil upon dotted notes, where it should be observed that the semiquaver
after the first quaver in the bar should never be produced by the action of the arm, but merely by the wrist of the bow hand,
and aiso that the semiquaver, throwghout the piece, should occupy even a shorter time than that which properly belongs to it.
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Syncopated notes are those, which are drawn on from one to another, and often driven forward into the next bar. In order
to learn how to make syncopated notes properly, the middle crotchets in the bar must be considered as slurred quavers. When,

=
for instance, the bar is written thus: % it may be considered as noted thus: %{ and so

executed, that in playing the third and fifth quaver, a slight jerk be given to the Bow.
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THE APPOGGIATURA.

The Appoggiatura always takes away one half of the time belonging to the note before which it stands, and is known by
being written smaller than the other notes, and with its tail turned upwards. If an appoggiatura stand before a dotted note,
the dot does not affect the appoggiatura, which must occupy no more time than if the note were not dotted. When an ap-
poggiatura is marked withafora b, this # or P has reference only to the appoggiatura, and not to the following note. I
have furnished some examples of this case. If the appoggiatura be required to be made shorter than according to the rule, it
must be so specially signified. The appoggiatura must always be slurred with the note before which it stands.
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In the same manner as 2nda shows that a passage is to be played upon the second string, so 3za stands for the third, or G
string ; and 4ta for the fourth or C. When the passage is of some length, many Compostrs write ¢sulla terza corda,” or

“sulla quarta corda.”

length, but it is sufficient to use 1ma, 2nda, 3za, 4ta.

But as this expression often affects a.single note only, it is unnecessary to write the words at full

Indeed, the same thing is frequently expressed by merely using the

figures 1, 2, 3, 4. If the No. of the string upon which a note should be played be marked underneath it, and no sign be
given of how long the player is to continue upon the same string, the expression then holds good only for the note thus

marked.
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In using the shift, the music which will present the greatest difficulty to the Pupil, will be that which is written in the
keys of Bb, Ep, Ab, and Dh. The reason of this is, that in these keys, if the player be required to produce only a few
notes gracefully, the fingering must be changed every moment, and it is impossible to lay down any fixed rule which will

provide for every case that may present itself.

For this reason, I have marked . these different scales, the G, AJD, C and D}),

to be taken with the fourth finger, in order to accustom the Pupil from the beginning, in these cases to this expedient, which
will be found of great use in accompanying.

Here follow some exercises in the flat keys.

The Pupil will make himself acquainted with the fingering far better by
means of a tangible melody, than by any given rules, as these latter can only provide for single cases.
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If a piece of music, written in a minor key, is to pass into a major key, the flats

and then the flats necessary to express the major key must be placed in the signature.

HN )Y

thus
)

 Dal Segno” (from the sign) is used when the piece of music is to be repeated, and the place where it is to finish is
must be changed into naturals (

shown by an arch with a dot,

The Téacher would do well, in difficult exercises such as the following, to make the Pupil first play through the whole

exercise without attending to the slurring of the notes.

tion to the shurs,

He will find it easier for him afterwards to direct the Pupil’s atten-
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Although a system of fingering is sufficiently illustrated by a study of these exercises, I shall nevertheless lay down some
rules for the management of major and minor Thirds, in order to prevent the possibility of any mistakes on the subject.
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The following are passages in the ﬁngéring of which beginners generally fail.
— — 4700 — V G e~
& Fe & & F3 2 433 FE a 4303 2 oo
—r ——+ H- — H——F—+ ——— T H
Z ! | - H
bad. good. bad. better.

4 1)-—‘:;— & ) %‘;3- 2N 40 434 #‘?— 4. 2421 2 iAﬁ— > -
g—F—=——] — ] — | oA S |
7= | 3 Lt "

bad. ) good. very bad. good.

D TS —_— —— — — —

NV AT B NP Sy v N

s £ 5 — | > S— I ! = 1
e == |
bad. better.




for the Violoneello. 49

THUMB PASSAGES.

We now proceed to the consideration of the Thumb-passages, and shall first direct our attention to those which belong to
the Tenor-clef. The passages which lie higher belong to the Violin-clef, which we shall discuss hereafter.

The mode of holding the hand in playing thumb-passages is less difficult than that required where the thumb is held under
the neck. When the hand is once accustomed to a good position, it is not easily lost; and I shall here lay down a very
simple means by which it may be attained. Take a thick bottle-cork, and hold it between the thumb and 1st finger, close to
the muscle, and so placed that both the fingers may lie asunder, and the other fingers be very little curved, so that they may
meet the strings conveniently. The thumb should be bent neither out, nor in, but should make a straight line with the
hand. Care should be taken that the fingers in playing be not bent too much inwards, but that they fall on the strings with
a slight curvature. The nails of the left hand should be cut short, otherwise the strings will be touched by them instead of
by the ends of the fingers. The strings must be pressed down by the fore-joint of the thumb, but only two strings at a
time, so as to make a fifth across the strings. One string must exactly cross the joint of the thumb, and the other lie under
the middle of the nail. The following drawing will illustrate the above explanation,
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The pupil must play with the cork in his hand, until he has accustomed his fingers and thumb to retain the same position
without it ; for nothing is more injurious than to press the thumb together with the fingers upon the strings. He must en-
deavor to acquire a sufficient strength in the thumb, as to make it a firm bridge across the strings, without any support from
the fingers. The arm must lean gently against the edge of the belly, and the elbow must not be pushed forward, but should
be held free and kept back.

The teacher should take the greatest care that the pupil, when playing thumb-passages, keép his hand exactly in the same
place. This should be learnt at the very beginning, and he should not follow the example of many Violoncellists, who place
the neck of the Instrument upon their shoulder, to play, as they imagine, with greater convenience, or stretch forward their
feet to see where to place their fingers. This would indeed assist them to play in accurate tune, if the notes were fretted on
the finger-board as on the Guitar. To play in tune can be acquired only in two ways: either by an accurate ear, or, where
this is defective, by gradual and continual practice.

We shall begin the thumb-passages with the highest position in the Tenor-clef, on the A and D strings; and first, with the
scale on these two strings with all the four fingers. The sign for the thumb-passage is ¢ ; a small perpendicular stroke under
the o distinguishes it from the sign for the open string.

9 3 ¥ ?3_‘ 43309
: o 333 42 ETETESL 35, o
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K 9 D String. " A String. D String. Y

This scale must be practised till the pupil can play it with fluency, after which, he may proceed to the following exercises.
In using the 4th finger, the hand must not be brought forward, but the little finger should be stretched out straight, and, when
taken off the string, must not be bent together. This is a fault which beginners are but too apt to fall into; and there-
fore, to remedy the difficulty, it is better to let the little finger lean against the 3d finger.
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This example is sufficient to show that the fingering of the Thumb-passages is not difficult. With respect to the fingering
of sharps and flats, there is a fixed rule, which is that the note either to be sharpened or flattened must be taken with the
same finger as the preceding note. But when the note taken with the thumb is required to be sharpened, the thumb must
not be advanced, but the note must be always taken with the 1st finger. The following CaromMaTic ScaLE, (a scale of con-
secutive semitones), distinguished from the DiaToxic, (or scale of whole tones), will illustrate these remarks.
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DOWNWARDS.

In the following exercises in B minor, the thumb is to remain on the A and D strings. The A# must be taken with the

1st finger.
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In order that the Pupil be not too much accustomed to have the fingering marked, the following exercises are marked only
in those places where I have found it necessary. The place where the thumb is to be used, is always marked on the first

note.

passage is marked under the following notes.

the fingering, the A string must be always used.

How long the passage is to continue in that position, is left for the Pupil to discover, but in cases of doubt, the thumb
It has been already observed, that whenever ho particular string is marked in
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In the following Exercise in Bb major, the thumb must remain across the A and D strings. The Pupil should accustom
himself to use the thumb most, if not in all of the keys, so as to play with the same facility as in the common position.
There will be no necessity for my proceeding further than two flats in the Examples.
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The following Exercise must be played with the thumb upon the D and G. The thumb is so seldom required upon the
C string, that it is unnecessary for the pupil to study it at first. The thumb should lie upon the D and G strings in exactly
the same position as before upon the A and D. The holding of the hand and fingers remains the same as upon the two first
strings. In playing the notes which may occur upon the C string, the thumb must not be removed from its place, but must
remain firm in its position. The A taken with the 4th finger, which occurs in the following exercise, must be made upon
the D string.
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Whenever, in playing thumb-passages, the arm cannot be leaned against the Instrument, it must be held easy and free,
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In order to accustom the Pupil to change from the commos position to the thumb-position, and back again, I have annexed
the following'air, throughout which the fingering is not marked, except when necessary to show the right position in which
to take a passage. In playing the two notes with the little finger, the thumb must not be removed from its place.
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In changing the hand from tne common position to the thumb-position, the Pupil must accustom himself, when playing the
last note in the common position, to shift the thumb upon the finger-board, so as almost to push away the finger which made
the last note, with the thumb ; for, without this management, a break or silence will take place between the two tones, as
also from the F to the G, in which the thumb must be used, as well as in all other similar cases.;
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Since we may play in the common position, even higher than the upper A, the next exercise includes B in its compass, in
playing which note, the thumb must follow the fingers so far until its end comes to lie in the middle of the neck.
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OF ARPEGGIOS.

We now arrive at the study of the Arpeggio, a grace peculiarly adapted to the Violoncello, but one which requires much
industry and practice to execute neatly. Here, however, it is not my intention to lay a paper of patterns before my readers, to
show them with what variety of Bowing the Arpeggio may be made. In order to make the Arpeggio with a light Bow, with-
out which it can never be well executed, the pupil should learn to make it with the whole length of the bow. The Arpepggio
is a test of every mode of Bowing, and discovers at once if the player execute with a stiff or free arm. For, whoever can use
his bow from the point to the nut without laborious exertion, cannot possibly play stiflly.

Arpeggios usually begin with the lower note, and must be first practised with the up-Bow ; the following is the most usual.
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But in order to make them well, they should be begun from the upper note, and in the following manner. To acquire the
Al -

frec use of the whole bow in making them, take B upon the A string, as in Figure L. Draw the bow to the

point, as in Figure 2., and then turn the wrist back without moving the arm, until the bow just touches the D; then to make
v
the up-bow, turn the wrist back so far as that the bow may fall on the G string : ﬁ Draw the bow softly from the

point to the nut ; then turn the wrist a little forward, so that the bow may just touch the D string ; and in making the down-
bow, bring it a little farther forward, so that the bow may lie as shown in Figure I; and continue this practice till it can be
done without the slightest effort. Here we should avoid the least exertion of the shoulder as well as in the arm, for both the
one and the other should be held perfectly free, and devoid of all stiffness.

In making the up-Bow, the wrist may be directed a little upwards by the fore-arm, so that the point of the bow may fall
slightly downwards. It is a great fault to press down the bow hand in making the up-bow, as then the point of the bow must
necessarily be directed upwards. In making the down-bow, we should take great care that the elbow (of the bow-arm) be not
raised, but that the hand be kept at an equal distance from the rest of the body, until the arm becomes straight.

When the pupil can play the above study, slowly, and with a free arm, he will find the following exercise of service.
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It has been alrecady shown how the arm should be held in making the Arpeggio with the up-Bow. The first two notes, G
and D, should be made as before ; B and E must be made merely with the wrist, without removing the arm from its position.
The down-bow must be made as shown in the former example. The two detached notes G and D, must also be made with the
wrist, retaining the former position of the arm. This may be represented in notes, thus:
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We next proceed to the Arpeggio made with three slurred notes. This must be always begun, whether from an upper or
_ lower note, with a down-Bow, thus:
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The chief thing to be observed in practising this Arpeggio, is that it be made with the whole length of the bow. In doing
this, we must remember, that the whole of the Bow should be used for the first three notes, and that the fourth note, which is
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made with an up-bow, should be also taken with the whole bow. ‘The bow should be drawn gently and lightly across the strings,
which is easy to do with the up-bow, though the down-bow will naturally fall heavier upon the strings. The advantage of
making them with the whole Bow will be prceived afterwards. Those Arpeggios which include four notes are divided in half,

to give a graceful swing to the bow.
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- These also must be practised with the whole length of the bow, so that it be changed only at the point or nut. The great-
est length of the bow must fall on the lower G, so that the three upper notes do not take up the half of the bow. During this
practice, the elbow must be brought neither backwards nor forwards, but every thing must be managed with the wrist.

As soon as the Pupil is acquainted with'the Arpeggios which require the whole length of the bow, he may proceed to study
those which are played with the half-bow. '
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Tl;esé examples must be begun with the up-bow, taken from the very point of the bow. In playing 1 and 2, the bow must
be directed upwards, without removing the elbow from its natural position. The point of the bow must be laid on the strings,
and the bow drawn down almost to the middle; 3 and 4 are made merely with the wrist of the hand, and with a very small
part of the bow. In playing 5, the hand should be brought most forward, so that the stick of the bow may almost touch the A
string ; and then in playing 6, the bow should be drawn to the point. 'The longer the bow in playing 6, the more finished is the
arpeggio.

The next exercise is somewhat more difficult.
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This exercise, as well as the former, should be begun with the up-bow. In playing 1 and 2, the bow must be used to the
middle; 3 and 4 must be made quite short, and with the wrist; in § and 6, the bow must be drawn from the nut quite up to
the point, in doing which, the wrist must be a good deal raised.

The Arpeggios on all four strings may be made either with the whole, or half-bow. Here ‘we may remark, that if the bow
be laid upon the A string, as in Figure L, and the wrist be turned back until the hairs of the bow lie flat on the C string, it
will then be easily perceived, how the bow-hand must be managed in making these Arpeggios. But care must be taken when
the bow comes to the point, and the Arpeggio is to be made with the whole length of the bow, that the elbow does not protrude

behind the back.
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For the same arpeggio with the half-bow, divide the bow into four parts, and use only the two middle quarters. The Pupil
will then find by dint of practice, he will be able to make the arpeggio with the wrist only, and without moving the elbow
" either backwards or forwards.
The arpeggios with the detached-bow, must be made only with the middle of the bow, and very little of it used for the up-
bow. :
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This sort of arﬁeggio, however, can be made only in & quick movement. because the bow itself must partly produce the
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spring. I do not recommend the young Pupil to study this arpeggio, as it is apt to give him a stiff arm, which, as I have often
before said, is diametrically opposed to neat playing. It has a much better effect when played in detached notes with the up-
bow, where each note occupies but a small portion of the bow, used at about a hand’s breadth from the end of it.

This arpeggio is introduced in the “ Rondo alla polacca’ of my Concerto in E minor.

Here follows another divided arpeggio. This should be made with half the bow, i. e. from the middle to the point.
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When the Pupil is able to play all the Exercises on the Arpeggios here given, with the whole, as well as with the half-bow,
with lightness and ease, and without any awkwardness or stiffness of arm, he will then find no difficulty in managing every
other species of them.

SECOND PART.

OF THE VARIOUS CLEFS, AND MORE ESPECIALLY OF THE VIOLIN CLEFS.

A practice has hitherto prevailed, of playing those notes which are written for the Violoncello in the Violin-Clef, an octave
Jower than the pitch of the Violin. Far from being jnclined to sanction such a practice, I am decidedly and strongly opposed
to it. No one would think of playing the notes of the Contr’ alto or Soprano-clef an octave lower, or those of the Tenor-clef
an octave higher than they are played upon other Instruments, or are sung by the human voice, since these clefs are borrowed
from the human voice, and must be always referred to it as a standard. 'The Violin-clef should be treated in the same way,
since there is no apparent reason which can justify the practice of playing the notes in this clef, an octave below ; more espe-
cially as the notes of which we are here treating, do not lie so high as to render it necessary for convenience sake, to have
recourse to the sign AX octava. This expression Bva~~~ is written above those notes which are intended to be played an octave
higher, and holds good for all the notes over which the dots are carried on. By adopting this plan, all notes might be written
in the Bass-clef, and the sign 8va~~- used whenever the music reached beyond the natural compass of the clef. Unfortunately,
however, several celebrated Composers have noted the Violin-clef in Violoncello music, an octave higher than it should be
played. We cannot with justice reproach these great Masters with ignorance of their art, but we may certainly reprove them
for their adoption of a bad habit. Boccherini has used all the clefs employed in Music with the greatest precision. In his
works, it is immediately perceived what position the thumb should occupy in playing the Thumb-passage. Thus he noted his
music in the Bass-clef 2 high as the D above the first leger line in the common position. He wrote in the Tenor-clef as high

as the upper D, &, but always without usin.g the thumb. For the Thumb-passages he began with the Contr’ alto in

, 9 9 . e 9 9
Bas far as C @, he used the Soprano-clef from B to F +—F—F—3—7, and the Violin-clef from G and up-
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- 2D A i ‘E

Although, in following this system, the player always knows his position, i. e. where he must use his thumb for a bridge,
yet it is very perplexing to be distracted with so many various clefs. Boccherini himself probably felt this disadvantage, for
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he afterwards wrote only in three clefs; the Baas, Tenor, and Violin. Bat in all his writings there is no example of his. having
written the Violin-clef an octave above; he was oo good a composer to admit of three different Violin-clefs in his music. Itis
true, that, in a later edition of his works, the Violin-clef has been set an octave higher, but it must surely have been done con-
trary to the wish of this celebrated Master.

There is nothing, however, to prevent an alternate use of the Bass and. ‘Tenor clefs. If this were not allowed, it would be
necessary to write all those notes in the Bass clef, which were to bs played on the C string, and the Tenor would be commenced
from the G string. The Tenor would thus obtain an undue extension, and would involve the player in a difficulty if he
attempted to play arpeggios on all the four strings. I have always found it expedient to intermix the Bass and Tenor clefs
whenever it became indispensably necessary ; not to employ the Tenor-clef on the shift higher than D on the A string ; and to
begin the thumb-passages an octave above the open string. All the notes above this A belong to the Violin-clef, that is, they
are the identical notes found upon the Violin. By these means, the player will know in which division of the compass he is
playing. Those cases do not often occur which require the. Tenor-<lef for the thumb-passages higher than the D on the A
string. .
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The last A here written, is the highest note generally produged upon the Violoncello, and this indeed is an Harmonic, a
species of note of which we shall presently have to treat. For the present, we shall confine ourselves to a practical acquaint-
ance with the Violin-clef, and we shall begin by treating of the first position usually chosen for the Thumb-passage, Bb and
ED, which is a continuation of those pieces in the Tenor-clef which concluded the First Part.

I have already observed, that when it is intended to use the Thumb, the finger which has made the note previous to the
Thumb-passage must be pushed from its place by the Thumb, and I consider it useful here to recall this remark to the mind
of the reader. The passage at the end of the following exercise, before the last bar, where the notes are marked with two dif-
ferent Bowings, should be played as if there was a short rest after the first Bow which binds the two first notes, and the third
note, which is made with the same Bow, must be played quite short. ‘This is a case of frequent occurrence: even where the
notes are not marked as in the pessage alluded to, every good player will execute the passage as if both the bowings were
noted. ' . .
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The only remark to be made on the following exercise, is, with respect to the Octave-Interval at the end. The thumb

In practising these Octave-Intervals, the player will soon

hit the proper position, without being obliged to feel for the note ; for almost every ear can find the Octave, though it may

must slip gently over the strings, till it falls into its proper place.
require practice to distinguish the purity of the tone.
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The following exercise begins with a chord, which must be always made with a down bow. The nut of the bow should

be laid close upon the lowest string, and the bow itself swung across the strings so that it may rebound from them, i. e. the
—~

-
chord must be played as if written thus : Egﬁ;qﬂt— where the greatest pressure will fall upon the lower G. All

ray

other chords should be played in a similar manner, and it is quite immaterial whether they be played on three or on four
strings; but the following note should also be taken with a down-bow. The A in the 20th bar should, in strict prepriety,
be taken with the third finger; but in this case, to ensure its being accurately in tune, the fourth finger may be used, as the
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hand will thus have more firmness in the execution. In the 37th and 39th bars, where the notes, as marked, belong to the
fourth string, the thumb must remain, us usual, in its place. The nature of the passage in the 53d bar, will not allow the

. thumb to be gently slipped over the strings, but in this case, the thumb must take the Harmonic, which is not difficult to
catch. In the 55th bar, the thumb must be placed, as marked, upon the G and D strings. I must here again remind the
reader that whenever the thumb is marked to be placed upon the A string, it must also take the fifth upon the D; but if the
thumb-passage be marked for the second string, it can be discovered only by the nature of the following passage, whether
the first or third string should be used with it. With respect to the fourth string, there can be no difficulty.
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OF HARMONICS.

By many artists, Harmonics are made a prominent feature of the Instrument. It certainly cannot be denied that they pos-
sess a peculiar charm where tastefully managed, but they should be considered as musical Bonbons, and used sparingly, or
the ear will soon tire of them.

Here follows a general view of those notes which can be produced as Harmonics.

"The upper line contains the notes as they sound when played as harmonics; and the lower shows the notes as they should
be stopped when not played as harmonics. (I have already remarked that the string should be lightly touched, and not
firmly pressed by the finger.) The notes here represented, are made on the A string. Those on the D, G, and C strings
lie in the same position but a fifth lower respectively. Those tones expressed in the upper line are contained in the lower
half of the string, i. e. the half which lies nearest the bridge, the other half comprises those which lie near the nut.
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The last note Cﬁ, in the descending scale, cannot be produced with any certainty, and below this note no harmonic tone
can be clearly produced. Before the last A in the lower-half of the string, there lies an harmonic tone, G, this however is
always too flat and consequently cannot be used. Beyond the above-mentioned A, there lie five harmonic tones. These
notes cannot, however, be produced very clearly.
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In the following exercise, I have introduced all the notes used as Harmonics, which will be quite sufficient for our present
purpose. Where harmonics are used in several passages consecutively, the hand should not be removed from the positior{ in
which the first passsage is begun. This is exemplified in Bars 46 and 47 ; and again in Bars 74, 75, 76, 77. In executing
these passages, the fore-arm should be leaned against the edge of the Violoncello, by which means the hand will be kept in
its original position. In the places above alluded to, the harmonics are used alternately with other notes. To execute these
passages neatly, the thumb must be kept always in the same direction or position, and care must be taken to keep the fingers
well stretched out. Louis Duport, who combined in his playing the greatest taste and execution with the purest and most
beautiful tone, particularly excelled in blending harmonics with other notes. He not only used them alternately, but intro-
duced a third species of tone, something between a firm note and an harmonic. This tone he produced, not by pressing the
finger tightly against the finger-board, but by bending the string sideways from right to left, by which means he produced
a species of harmonic. In this tone, he executed whole passages*, and with the most delightful effect.

From Bar 62 to 67 (which must be played in the common. position) the notes must be made harmonics by a gentle press-
ure of the finger on the string. This will produce the following effect:
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* Passages are a certain number of Bars which are repeated, and consist of rapidly-executed notes.
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Harmonics may also be produced by placing the thumb firmly on the string, as excmplified in the following exercise. The

thumb should here be placed (in the shift) upon the Bh in the 20th bar, and the octave produced as an harmonic by stretch-

ing out the little finger.
except in the 26th bar, or in all similar passages.
a firm pressure of the thumb underneath, the thumb must remain fixed in its proper position.

In the following E major, the thumb must remain in its original position, and not follow the fingers

But where a covered Harmonic occurs, that is, an Harmonic produced by

At the 10th Bar, it has been

found necessary to write the passage in the Tenor-clef, as it here lies lower than the compass of the Violin-clef. The Pupil
should accustom himself as soon as possible, to read the same tones alternately noted in the Violin and Tenor-clef with the
thumb held in the same position.
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Harmonic tones may be also produced in the common position, by a tight pressure of the first finger, thus:
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DOUBLE STOPS.

] Double-Btop'e are much more difficult upon the Violorrcello ¢t upon the Violin, as the Violin player can make two Thirds
*  without changing the position of the hand upon his Instrument, whilst the Violoneellist can make but one. (The open strings
in either case are not reckoned.) With respect to ‘the shift, both Instruments are on a par. But the Violoncellist can never
succeed in acquiring the same facility as the Violinist in playing double-stops, because he is obliged so frequently to alter the
position of his hand. I subjoin the following exercise as a trial of the Pupil’s skill in executing double-stops, though I
would by no means advise him to over-fatigue himself in its study, as it would then do him more harm than good. In order
to play double-stops with effect, they must be executed with great facility ; and as the fingering is here exceedingly difficult,
I have marked it upon every note.
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THE PIZZICATO.

The word “ Pizzicato ” signifies pinched. The term is used musically to mean that the string should be pulled with the

first or second finger of the right hand, from left to right.

and be held tight by the third and fourth finger.

strings.
If chords occur such as E:

should be pulled with the Eumb,-m contrary direction to the two fingers.

<

When the pizzicato is used for single notes, the thumb should be
placed upon the finger-board near the C string, and the bow should be so held that the nut may lie in the palm of the hand,
This is the most convenient way of holding the bow, in order that as soon
as the pizzicato is finished, it may be returned to its usual position in the hand when the sign ‘col’ arco’” is marked.
“Col’ arco ” signifies “ with the bow,” that is, played in the usual manner, with the hairs of the bow drawn across the
In playing pizzicato, the point of the bow should be directed upwards.

, the B should be pulled with the second, and the D with the first finger, and the G

When chords consisting of four notes occur,

as 5:—!——, the highest note, C must be taken in the same way, with the second finger, the E with the first, and the G

— e

&
and C pull;d with the thumb, in an opposite direction.

zicato, is at about a thumb’s breadth from the end of the finger-board, towards the bridge.

The place on the string on which to produce the clearest toned piz-
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. OF GRAOCES.

As the shake is the most beautiful, so it is the most important of the Gfaces. Whenever tne sign #r (contracted for trill)
is placed over a note, it signifies that the note immediately above the former, should be struck alternately with it several times,
and that this should continue during that time which is due to the value of the note over which the sign stands. Thus, the

r "
following expression, % if the time be Allegro, should be executed as if written thus: M

which represents the degree of rapidity with which the shake should be made. If the time of the movement should be slower,
the shake must not partake of -its slowness, but must always be played with equal rapidity, or it will otherwise produce a bad
‘effect. On the Violin, however, some difference in the rapidity is allowed, as, in the Allegro movement, the Violinist can shake
faster than the Violoncellist. This is caused by the pitch being so much lower on the Violoncello than the Violin, and the
Violoncellist must also lift the finger which makes the shake, higher from the string than is necessary for the Violin player.
The lower down upon the string the shake is required to be made, the more slowly must the note be struck. On the upper
pert of the Instrument, the shake may be made almost as rapidly as upon the Violin. :

.

THE PREPARATORY AND RESOLVING NOTES OF THE SHAKE.

The resolving notes of a shake, are two small notes, one below, and the other on the same degree with the note shaken,

e . .
as: E“—L If the movement be Adagio (a slow time) and the first note of the following bar should dew;nd; in order
that the shake may not finish too, abruptly, another note is placed between the two above-mentioned, thus:

and this shake, when it concludes the phrase, should be always played with an up-bow, and should include the resolving notes
in the same bow. Many who are unacquainted with what they are playing, and who, consequently, do not know how it should
be played, frequently make the shake with a down-bow, which should never be done except where the phrase is incomplete.
If the upper note (with which the shake is made) should stand before the shaken note, the player, by way of prepering the
shake, must first sound the preceding note, thus:

S—1 — 5t
T I *J |/ S —
o a— t Z. LA

The Pupil will find the practice of tife long shake extremely useful; especially when a Pause occurs, and a cadence is re-
quired to be made, that is, on the Pause, which is marked with a curve and dot ~ placed over a note, and which note must
then be held out beyond its usual time. When arrived at the pause, and before he comes to the shake, the performer executes
a short passage ad libitum, the shake is then held on beyond its usual time, and its resolving notes are played slower than usual,
in order that those who are accompanying may fall into the following Bar at the same time with the Player.

THE CADENCOCE.

To give the Pupil an idea of the nature of a Cadence, I annex the following example, remarking at the same time, that by
many players they are extended to a much greater length.

- — '.\"\

AN — i$-4'-9 cq;sql_w-gl--#‘:

Pause. Cadence ad libitum. ) Concluding Shake.

.
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In making the shake, the bow should be drawn slowly from the point to the nut, and the resolving notes made when the
string is close upon the nut. The following exercise will practise the fingers in the shake.
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In the above examples, the first note must be firmly held on with the finger, and the second must make the shake.

The longer the shake can be continued, the more useful will be the practice. The player must be particularly careful to
avoid all stiffness in the finger which makes the shake, and should take care that there be no effort observable in its execution,
otherwise, the exercise will do more harm than good. The finger which makes the shake should always fall gently and easily
on the string, and the higher the finger is lifted from the string, the more distinct will be the shake. The Pupil should
accustom himself, from the beginning, to let the finger fall exactly in the same spot, and should take care to avoid that bad
habit common to so many Players, of commencing the shake with a semitone, and finishing it in a whole tone.

It is unnecessary to practice shakes upon the G and D strings. Whoever can execlite them with facility upon the A, will
find no difficulty in making them upon the other two strings. On the C string they are seldom used, and wherever they do
occur, they will offer no difficulty to the Player. The shake, however, is most effective when used on the shift. In order
to learn how to make the beat forcibly, the two notes of which the shake is composed, should be played, at first, not of the
same length, but the upper note should be made much shorter, and the shake practised as represented in the notes below.
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In making the upper note short, the finger must not be held firm on the finger-board, but should be immediately taken off
the string, and not held straight, but slightly curved. The higher the finger can be raised from the string, the finer and more
powerful will be the shake. The fourth only (the little finger) should be held straight when jerked off the string. When
some dexterity in this practice has been acquired, the time of the beat should be doubled. The exercise requires great patience,
as it is far from easy to acquire facility in its execution. But it must be remembered, that whoever has bestowed proper care
. and time upon the study of the shake, will be able to execute all other graces and ornaments with much greater facility than
he who has practised it merely in a superficial manner.

I now proceed to the consideration of the double-shake, which requires great dexterity to execute with neatness, the more

) & "é
especially, as its resolving notes can never lie in the same position with the shake itself, thus: }g%%szﬁaf
—

this shake, the second finger must remain fixed in its place. In order to execute it without changmg the posmon of the hand
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for the resolving notes, it wounld be necessary to make the shake with the 2d and 4th fingers. For this, however, the Pupil
would require much more facility than he can have hitherto acquired, as the following consecutive Thirds are very difficult of

0 1 l?} 1 9 1 Eg
execution. %%4—-;;4—‘ — If it be required to raise or depress the upper note of a shake, when there is no

| W -
HE
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I ——— e 7 ]
mark to that effect in the signature, the sharp #, or flat %7, is placed close above the shake: for example, a shake in the key of

C major, made with B and C sharp, is noted thus: _§__“ and with A and B flat, thus: r— If these signs are

not marked, our ear must guide us to the right tone. I must now call the reader’s attention to the Continued Shake, though
this is a grace better adapted to the Violin than to the Violoncello, for which reason it does not ofter occur upon the latter
Instrument. "

THE CONTINUED SHAKE.

The Continued Shake is a shake held on for several consecutive notes, of which the last only requires resolving notes, and
the others must be played as if slurred together. 'This is difficult to perform in the common position on the Violoncello, since,
in that position, all the notes cannot be shaken with the same finger, but the finger must be changed according as the Interval
may be a Major or a Minor Second.

This is not necessary on the shift, and consequently it is here less difficult to execute. A passage of this description written

|
i —3 g 4

U H

L/ SO 42
thus: "“b;:flt, }‘::E:FE“:E should be executed in moderate ;#[wu .WE?E!!' i ‘P'?j':;z %
# — o

= t time, thus :

Even if no Bowing be marked above such a passage, the notes must be always played in one Bow, and without any pressure
of the bow on the string in the change from one note to annther. If the phrase be not complete, the resolving notes may, for
the sake of ornament, be made a Minor second, but where the shake finishes the phrase, the resolvents must form a Major

second.

h.mmm"f

On the Shift o & 1 1 1 14,‘ they must conclude with o Major second, because the thumb must here remain
i fixed in its position.
B\l A A M S
- —t—*t
*

OTHER GRACES.

The other graces are, 1st, the Passing-shake ~~; 2d, the Beat x; 3d, the Turn ;w, Or &=y ; 4th, the Quick Turn; and b5th,
the Tremolo, (vibration or close shake) «w~. They are executed as follows:

ML(I)N\ E (2) x —_— B) oo — o) — (4) —_ (5) wrsn
- o * 2 —~ »
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Of these, Nos. 2 and 3 are become quite obsolete, as they are now considered to savor too much of stiffness and pedantry ;
and No. 4 is no longer played in the form here represented. Instead of dotting the last note, its length is given to the first,
even though it be not so expressed in the notation.

THE APPLICATION AND METHOD OF EXECUTING THE VARIOUS GRACES.

No. 1. The Passing-shake, (which should more properly be denominated the jerk, as it is totally different from the shake,) is
executed with effect only in Allegro movements, where if several notes are slurred in one Bow, a break between every two
must be perceptible, though no change of the bow must be made.

thus: _—‘:’Ep"f —1T must be executed as if written :
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‘Whenever the passing shake occurs in Adagio, Lento, Cantabile, or Andante movements, no break between the notes must be
made, nor should they be played too harshly or rapidly, but should be nicely blended together.

2. The Beat is no longer found i in its original form, but whenever the Composer wishes to express it in his anc, he writes
it down in small notes.

(1) o
3. The Turn is made in two ways, either from above or below. When written thus : Wm it should be executed
@ e =
. . H— e e
thus: 157 5 if on the other hand, thus: iﬁb&?:: it should be played 15 9 -
. |

T T
AR

There are, however, some Composers, (among whom I include myself,) who write in such haste, that they do not take the
trouble to mark this grace in such a way as to show whether they intend it to be executed from above or from below. They
_ invariably either use but one sign, and leave the player to discover how the grace is to be executed, or else they write the sign
" go illegibly that it is next to impossible to guess its real meaning. I shall therefore here lay down a more certain rule for this
case, and one upon which the player may always depend. If the note which follows be higher than the one marked with the
sign, the Turn must be made from above ; if lower, the Turn must be taken from below.

From above, ﬁ{ JIE' From below, 15} —#— If a note be dotted, and a turn be placed
T l

dbove the dot, the turn must be made on the dot; but if the sngn stand over the note itself, the note must be-separated into two
L TP

parts, thus : =T i t—F When a note used in the turn is required to be raised or depressed a semitone, and

is not so marked i m the sngnature, a sign either of a sharp, flat, or natural, is placed above or under the sign of the turn; thus:
h A

b
with a sharp, thh a flat, - b b#r with a natural, iﬁ
h ; ——

This also is often not marked ; and it is frequently left to the Player’s ear .to decide upon what Interval he should use in
making the tum. Those who are naturally endowed with musical feeling can seldom err in such a case, though it may be

proper to mention, that, whenever possible, it is advisable to make the turn with a minor Third. But when the grace consists
" of three semitones, it is absolutely necessary that it should be so marked. On the shift, the turn is always more difficult to ex-
ecute than in the common position, and the length of time employed in making it must always be regulated by the relative
value of the note over which the turn is placed.

The Close Shake, or Tremolo, is produced by a rapid lateral motion of the finger when pressed on the string. When used
with moderation, and executed with great power of bow, it gives fire and animation to the tone ; but it should be made only
at the beginning of the note, and ought not to be continued throughout its whole duration.

Formerly, the Close Shake was in such repute, that it was applied indiscriminately to every mote of whatever &uration. YThis
produced a most disagreable and whining effect, and we cannot be too thankful that an improved taste has at length ex-
ploded the abuse of this embellishment. . )

The Tremolo above mentioned must, however, be distinguished from the Tremolo used by Orchestras in accompanying
Operas or Cantatas. In these latter cases, it most frequently occurs in Recitativos, as is produced by the rapid reiteration of the
same note or chord, with a very short Bow, which must continue for the length of time due to the note or notes over which the
sign (Tremolo) is marked.

6. The expression Porramenro p1 Vocr (the sustaining and combining of notes) is appllcable in the same manner to
Instrumental as to Vocal Music, and signifies the gliding from one note to another, by which means the most strongly accented
notes of the Air are blended together with those which precede them, and an agreeable effect produced. This takes place jn
the 21st Bar of the following ¢ Lzxro CanrasiLe,” where the blending is marked by a small note.

In the following piece, I have introduced Turns of various kinds; some to be made from above, and others from below.
In Bars 1 and 2, they must be made from above, and with a miner third, thus :

—————

ﬂ* = Ll'— i ‘ﬂr ;:
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If the turn, with its sign (of § or D), stand over the fiote, the raising or depression is not resolved in the principal note, bat
if, on the other hand, they are written in full, they must be again resolved into their former degree.

M
. 3 e S
In bars 9 and 10, the turns are made from below ; as: r: - a I ) . Bar 4, (which,
= - =1 ==
. v , V R . )
as it is not a concluding cadence, may be taken with a m % ,
- down-bow,) should be played, as follows: i i et The small notes writen

above, must not be counted in the time of the bar, but should be considered as a part of the crowhets, before and after which
they stand. .

The shakes in the 7th bar are imperfect shakes, as they will not admxt Bar 15 . an
of resolving notes, and must be played as follows : ; {1y o "
i — o
-
example of the turn between two notes, as: )iy . )
1u o |

In Bar 17, the turn is placed upon the note, and must be rec:I;oned for one half. )
In the 26th Bar, they are again placed between the notes. T o

The 27th Bar requires a peculiar management. It must be executed as if & semiquaver rest were plwod ibetween the two
Bowings, which are made with one stroke of the Bow, and, during this rest, the bow should be taken off the strings, and drawn

———
P o
a little back ; this would be expressed in notes, thus: =

The 334 and 34th Bars are played as those preceding.
In playing the 38th Bar, the dotted note, D, should be considered as having a short rest after it; the same should be ob-
served in playmg the G in the same Bar, though the whole crotchet must be taken with one Bow.
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In order that the Pupil may acquire facility and neatness in executing the various Bo\ivings contained in the following
“Allegro con fuoco,” 1 should recommend him a diligent practice of the following Bowing, which will improve him in the quick
and easy execution of detached notes: for the beauty of Vloloncello-playmg chiefly depends on the grace and ease of the exe-
cution ; the moment that anything cramped or stiff appears in the performance, it is mmedmtely deprived of its most attractive
charm.

Another condition indispensable to fine playing, is, the power of making a great number of notes in one Bow. ‘To effect
this, the Pupil should- use the whole length of the bow from nut to point, and, at each end, make a few small notes.

The following exercise upon the A string, may serve for this purpose.

A P e=s— > oo é P PP ﬁé ; h.'
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The same may be done upon the D and G strings. The longer the tone is produced, and the shorter the time given to the

notes at the end of each bar, the more serviceable will this practice be found. One thing, however, must be particularly re-
marked, which is, that the notes at the end be made with lightness and ease.
+ The second finger will be found the best in making the close-shake, for which reason, I have marked it to be used upon the
first note of the following exercise, where the passing-shake must be made with the third. The third finger, in strict pro-
priety, should have been used for the first note, but this is not so well adapted .to the close-shake. The close-shake must
never be held on through the whole duration of the note, otherwise it will fail in its object, which is, to add power to the
tone ; and should never exceed in time the third part of the value of the note.

Bar 2d.—The passing-shake, whtn played with efféct, is best made with a down-bow, and must be struck with more force
than in the former Example, because more spirit is required in this movement, than in the cantabile. It has been already men-
tioned how it should be made in the Allegro.

Bar 6th should be executed more gently, and with the bowing more Legato, only in such a manner that the notes be au-
dibly played two and two together.

From Bar 7th to 10th, should he played as if there was a senriquaver rest between the first C and D sharp, because the C is
made with the end of the bow close to the nut, and the D sharp must be taken with the point of the bow. The following
slurred notes require almost the whole length of the bow, more particularly the crotchet F, for which purpose, the bow should
be drawn rapidly across the strings, but without touching them. Care must, however, be taken not to stiffen the arm, for in
that case, all the beauty of the playing will be lost.

Nos. 11 and 12, should not be made with a very long Bow, as should also Nos. 15 and 16,

In No. 17, the G sharp and G takes in almost the whole length of the bow, and the last crotchet should be made as lightly
as possible.

From No. 22 to 24, for every half bar, the whole length of the bow should be employed.

In No. 26, the whole length of the bow down to the very point is required for the first A, otherwise there will not be a suf-
ficient quantity left for the up-Bow.

Nos. 29 and 30, are similar to Nos. 7 to 10, but in playing the first, the bow must be drawn nearer to the end.

In 31 and 32.—The first semiquaver and third crotchet in 31, as well as the note which follows the first and third erotchet in
No. 32, should be played with a slight accent, to mark the time of the bar.

From 42 to 44, the whole length of the bow should be used; in 50 and 51, only the half-bow ; i. e. the half lying in the
middle, neither too near the point nor the nut.

In No. 69, (where the passing-shake requires more power, if made with the third finger) 60, 61, and 62, the Passing-shake
must be brought well out.

Bar 64.—The double A with the Appoggiatura G sharp upon the D string, was formerly much used by Violoncellists. They
could never sound the open A, D, or G strings, without at the same time sounding its unison on the string below, wnh its

appoggiatura.
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In the following Adagin Ariose, I have introduced every species of shake, together with their accompanying resolvents,
which can be used in a slow movement. (Arioso.)

The small note which is placed before the shake, is simply to show with which finger the shake should be made ; but when
fwo notes are found to precede it, they must be considered belonging to the shake, and as its preparatory notes.

The 1st bar is a common shake; in bar 3 an up-bow must be used, and in order to begin the shake with greater ease, a
small note is first made with a down-bow.

Bars 5, 8, and 25, also contain shakes.



S8 Romberg’s School

- MHP- ryl w\.

Bar 9, may be considered in the same light, and should be executed thus : = s

Bar 13 is also without resolvents. .

In playing Bar 24, after striking the A (harmonic) the bow should be drawn a little back, in order to use but a small por-
tion of it for the whole bar. ‘This manceuvre will give distinctness to the beginning of the shake; besides, the player would
otherwise not have sufficient length of bow.

Bar 27 is a chain of shakes, and, by reason of the Harmony, must be made with resolvents consisting of only a semitone.
The Pupil himself will feel this necessity, if he plays the exercise with a Bass accompaniment. Cases of this sort will
sometimes occur.

Bar 31 differs but little from the preceding. .

In Bar 30, the natural (b{) placed above the shake, indicates, that it should be struck with the F. (Practice in shaking is
of great service in producing flexibility in the finger.)
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LIGHT AND SHADE, &c.

I have purposely deferred to this place, my remarks on Light and Shade in Playing, because the essential requisite in a
Violoncello-school is a knowledge of the proper management of the Bow and fingers, and because without such knowledge, no
real expression can exist. But when the Pupil has once acquired some proficiency in Bowing, and has attained a certain de-
gree of perfection in fingering, some knowledge of light and shade in music, and of their proper employment, may be useful to
him. He should never forget, that power of tone does not proceed from strength of body, but is the result of a correct
knowledge of the use of the bow. It is quite erroneous to imagine because a player produces a strong tone from the instru-
ment, that he must necessarily possess great bodily strength; for strength of tone is so far from being produced by a strong
pressure of the fingers upon the strings, that it is well known, this has a directly contrary effect: it stiffens the sinews of the
fingers, which are often so weakened by the extreme pressure, that they require whole years of rest before they can be again
used for playing. I have known several fine Violinists who completely ruined themselves in this manner.

Among Violin-players, it is generally the first finger which is thus affected. This is most frequently caused by the strings
lying too high from the nut over the finger-board. With the hope of preventing the same evil among Violoncellists, I have
given particular directions in my chapter on the arrangement of the Instrument, concerning the proper position of the strings.

It is impossible to determine with any degree of certainty, that precise spot upon the strings, from which the best tone can
be produced with the bow ; for of two Instruments which shall have an exactly equal length of string, and which shall also
have strings of the same thickness, one will possess a much greater tension than the other. It is not necessary here to inves-
tigate the cause of this difference; but I may remark, that the place in which the tone of the string has the greatest power, is
at a distance of about two inches from the bridge, and in which spot the hairs of the bow should cross the string. When the
bow is used nearer the bridge, the tone becomes harsh and grating, arid when used lower down, it is weak and insipid. Pas-
sages which are marked ¢ alla Gamba,” or ‘“al Ponticello,” should be played close to the bridge, and with a light bowing.
This, however, occurs only in Variations, or in Compositions of a similar description. Many Violoncellists, when they wish to
play pianissimo, bring the hairs of the bow across the strings over the finger-board. This is carrying the practice to extremes,
but it may be allowable in piano-passages to use the bow somewhat farther than usual from the bridge. In practising the
scale, however, where marked forte, the bow must be used as near as possible to the bridge, for if in drawing a long note,
where the tone should always increase, the bow be not used closer to the bridge, the tone will be broken and imperfect.

The Singer, in order to form his voice, begins by practising scales; but the Instrumentalist, (that is the Player on a stringed-
Instrument) should not attempt to play scales until he has acquired some mastery over the mechanical difficulties of his Instru-
ment, as this is an indispensable preliminary to the acquirement of fine execution and delicate expression. I would, therefore,
now advise the Pupil to devote himself in earnest to the study of Scales, and to begin by practising them upon the two first
strings as high as the harmonic A, holding out every note as long as possible. The pressure of the bow should not be made
with the arm, but with the hand ; i. e. the arm, in playing the scale, must not be held stiff, but should move freely through-
out, as I have already strongly insisted upon in the beginning of this Treatise.

The Scale should be played in the following manner:

——T P—— — ——
w cres. Sort. decres. D ) y. cres. Sort. decres. p

The following Adagio is accurately marked with all the expressions of light and shade necessary to indicate the feeling
with which the piece should be played. I have only to remark, with respect to the 7th Bar, that when, in a slow movement
notes occur which are marked to be played together in one Bow, and also marked with dots above, each note must be
separated from the other by a short cessation of the bow. In order to give more force to the expression, a slight pressure is
also frequently made upon each note. But when notes marked with the slur and dot occur in quick movements, each note
will then require but a very gentle pressure. Unfortunately, it frequently happens that players do not sufficiently distinguish
between slurred notes with dots, and slurred notes with strokes. Slurred notes which are marked with strokes above should be
played shorter, and more detached thar’ ghose marked with dots. This difference, however, is not marked with sufficient care
by many Composers.

In the 29th and 30th Bars of the following Adagio, the D flat and A flat should properly be taken with the third finger, but
in these passages, they will be made with greater certainty with the little finger.
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The following Composition is a species of Concertino. 'The Introduction is not so flowing as the Adagio, and consequently
it must be executed throughout with rather more force. “"With respect to the “Allegro brilliante” which follows it, the ex-

pression “ brilliante” is sufficient to indicate the style in which it is intended to be played.
expression must be well brought out, and the Cantabile parts not played too piano.

In this piece, all the shades of

From the 39th to the 46th Bar, is what is called a passage, in which the first four Bars should be played with the whole

length of the bow.

After the 47th Bar, some passages follow, in which there occur groups of six tied, and two detached notes.
part of this work, I have spoken of the sort of bowing proper to be applied to such passages.
the greatest lightness and ease, or they will produce a stiffness in the arm. The last movement Con Allegrezza, (with
vivacity) should be played with a shorter bowing than the Allegro brilliante, more especially as the Bar of 6 Time never

For the. sake of variety, the passage, when repeated, should be played piano, and with a short Bowing.

In an earlier
They should be played with

requires so long a bow as the Bar of Common, or C time. If, however, Arpeggios, or similar Bowings shotﬁl ocecur, they
must be played with a greater length of bow.

The Octaves in the 46th Bar should be bowed in the same manner as Syncopated notes, and those in the 47th Bar should
be made with the wrist only. The concluding arpeggios should be executed with a very light Bowing, and in proportion
as they become more piano in tone, the shorter should be the stroke of the bow used in making them, and the bow itself

should be used gradually towards the point.

The concluding Chord must be made, as aforesaid, with a down-bow.
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OF DETACHED BOWING.

K’:his mode of Bowing may be introduced in light, easy passages, and is peculiarly suited to those pieces which are written
playful style, such as Rondos in g Time, or Solos for Chamber-Musie. For Music of a higher order, it is not so well

adapted, and sheuld never be used except in quick movements)\ This Bowing can afford neither advantage nor pleasure to the
pupil, unless he has first acqdired considerable skill and dexterity in performance. I shall now proceed to explain its nature,
and the manner in which it should be executed.

In order to make the bow spring well upon the strings, it should be used in the middle. 'The bow should be held with the
first finger and thumb, and the third finger merely leaned against the nut, but not pressed firmly upon it; the second and fourth
fingers should not touch the nut; and, in making the stroke, not more than a finger's breadth of the length of the bow should
be used. The motion of the bow is here made entirely with the hand, and with not too great a pressure. The arm, as usual,
must be held free from-all stiffness. This mode of Bowing cannot be employed in forfe passages, since these latter require a
greater pressure of the bow. This bowing was formerly in great repute with all Artists, who introduced it in passages of
every description. It is, however, quite incompatible with a fine broad style of playing, which fully accounts for the inferiority
of their compositions. Now-a-days Musical compositions are expected to contain more solidity, both in signification and ex-
pression.. To obtain proficiency in this mode of bowing, let the pupil use the open D string, as beiny the mast convenient,

—

thus: Allegro- g g g gpppopssppep s it

y | L

ON DIVIDED NOTES.

When, in playing two notes, the former is separated from the latter in such a manner as to produce the effect of ‘a pause be-
tween them, which takes away half the value of the first __ V‘ f . '__ P v = REEE N

L .. . N T C
note, that note is said to be divided, thus: - - - - -7 — T~

—

411

-

The first gote, which is divided, must here be made with an up-bow, used quite at the point, and the crotchet played as

v = . \ =
e . . e ~ o -
if it were a quaver with a pause, thus: —ivw T—1 C -

——

Divided notes never occur but when the music is marked ¢ Forte?’ The Bow must be used close to the bridge, in order to
give the note its proper degree of tone.

OF THE STACCATO.

This mode of Bowing, when used for several notes or passages consecutively, is more peculiarly adapted to the Violin ; since
in playing this Instrument, the bow rests upon the strings, and requires but a slight metion of the hand to produce the staccato.
1t is required of the Violin-player, that he be able to execute this sort of Bowing. But this is not the case with the Violoncello,
where the bow does not rest with its own weight on the strings, and where the staccato cannot be produced with merely a gentle
pressure, so that it must either be made with the arm held stiff, or the bow must be drawn up so tight as to spring upon the
strings by its own tension, and even then, the Player can never be sure of success.} Indeed, as the Violoncellist is so seldom
called upon to employ the staccato, it would be a great pity that he should spoil hxs Bow-hand by practising it to any extent ;
and I would rather advise him to abstain from it wholly and entirely. In Quartetts and other compositions (which are not m
be considered as Solos) passages are marked to be played staccato. The notes of such passages may be played with a short,
detached Bow.

ADDITIONAL REMARKS ON BOWING.

In order to supply some modes of bowing which are not furnished in the former part of this work, I subjoin the following
Theme with Variations. Here I have to remark, that all the variations must not be played in the same time as the Theme,
but according to the bowings and marks placed before each of them. The few bars at the end of each variation, are written
only for the Bass accompaniment, and are introduced, in order to give the Player time to rest, as no intermission between the
variations would engage him in an endless and useless fatigue.
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Vannarion 1—should be played with a long and smooth bow.

In Varurieny 2—are introduced some covered Harmonics.

Variation 3—requires & bowing peculiar to itself. It must begin with an up-bow; a very small portion of the bow must
be used throughout ; and the shorter notes be made only with the wrist. Those notes which are not dotted, should be made
with a moderately long Bowing.

VaruaTion 4—also begins with an up-bow.
VariaTioN 5—is written in sixes, and requires nothing but flexibility of finger,

Variation 6—contains the most difficult of all Bowings, because it often takes away from the player all mastery over the Bow.
In order to avoid this, let the bow be held quite still after striking the first note. To make this more clear to the reader, I
have, in the four first bars of this variation, introduced demi-semiquaver rests, in place of the dots.

YariaTion 7—should be begun with an up-bow, as it is very easy to execute, and lies convenient for the hand.

Variation 8—is to be played with a detached Bow, concerning the management of which, I have already made some remarks.
In the Sth Bar, the thumb must remain firm in its position.

VamiarioN 9—consists of double-stops, which may require some practice to execute with precision.

After this Variation follows a Coda (appendix) as a conclusion of the piece. This sort of composition is frequently concluded
with a Minuet or Scherzo, but these are introduced only where the piece is shorter than the one in question. The Arpeggios
at the beginning of the Coda, should be made with the end of the Bow, and in the arpeggios towards the conclusion of the
piece, the first note of the first and third group in the Bar, should be struck short and sharp. In the concluding Bars, the Bow
should be guided by the slightest possible motion of the elbow-joint.
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OF EXECUTION.

It is scarcely possible to lay down any fixed rules by which the learner may know how to execute every description of
passage which chance may throw in his way. Some general remarks on the subject may, however, prove useful, and may
furnish principles to serve as a foundation for this art. Music may be considered in the light of declamatory language. The
spirit and signification of a speech depends on the importance of the information it conveys, on the variety of tone used in
the pronunciation of the words it contains, on the rising and falling inflexions, and on the strength or weakness of the voice.
If a speech be pronounced monotonously, it must utterly fail in its desired effect, and can produce no other feelings in the
hearers but those of languor and ennui. Tt is precisely the same case with Music, whenever it is played without a due
admixture of light and shade, and a proper regard to feeling and expression. There is also a close analogy between the
Rhythm of Music and the Rhythm of Verse; for in the former, the long and short syllables are regulated in the same man-

=
ner as in the latter ; for instance, the words ¢ I Love THEE ” would be executed in Music thus: @ Here the D is
. ) p —»
a suspension to C. If an appoggiatura were introduced, both the Rhythm and Expression would be entirely altered ; and it
L J
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J .
would.hon b asyemned shi - gy o The Appoggiata, which is mackel wiha smsll nets, would roquive no

i

more .acoent:than -the note: whieh ‘it pmeedes-' .on the contrary, the .suspension, whenever it falls upon a large note, when
marked either FortE, or P1axo, (of course in proportion) requires a slight accent. “‘This adaptation of the strength of emphasis
in proportion to the pitch of the voice mpust also be carefully attended to in discourse. When, however, the Composer wishes
to produce a peculiar effect, his intention must be expressly notified. :Buspensions, which occupy a prominent position in
Melody, are of various kinds-; -seme commence-from above, others from below :

—
o e SPo, =
'J.. t — t - ld 1 P X
— : LA e R, . I
g t

Sometimes they consist of long, sometimes of short notes. To those who have not studied Thorough Bass, the following
remarks may serve as a more certain guide, and as a rule to :be -applied .in execution. The suspension together with the fol-
lowmg note, is not always accompanied by a rest, but the melody is frequently continued. Sometimes several suspensions will

occur in succession, thna _
A A ’ ‘

7] B
| B id L e — —n

L g

In such cases, the accent must be marked with great precision. In passiges like the following,

T

—] "
the proper accent is easily perceived. In passages such as
= _ #:—‘ F Sev— pe g Ps .
? —1 1— or e _
T — =t

the accent should be scarcely audible ; it will not fail to be properly expressed if the semiquaver be played very short. The
quicker the time of the movement, the less time should be given to the last note of the suspension, in order that the music
may not producé a heavy, protracted effect. At the end of a phrase, the finishing note of the suspension may be made so short
as to be scarcely audible. Care should be taken to distinguish between the cadence itself, and the concluding note of a
suspension.

The Avurrackr, or Preparatory-Bar, requires pgrticular attention in its execution. In the Adagio, and in all slow movements,
the Preparatory-Bar, when it consists of only one note, shonld be played with even more time than strictly belongs to it, in
order that it may be more perfectly blended, as it were, with the full Bar. In the Allegro, on the other hand, it should be
played shorter than it is noted, to give more force to the notes of the full Bar.t Even in playing the first note of the full Bar,
it will make some difference whether the time be Allegro or Adagio. The first note of a full Bar.in an Allegro movement
marked Forre, requires the strongest possible force ; whereas in the Adagio it is not necessary to mark it so strongly, in order
to give more scope for an increase or diminution of power- as the movement proceeds. The Adagio will thus acquire softness
and fluency, and the Allegro, power and spirit. In the same manner, the first note of a full Bar in the Allegro, when marked
Puano, is always played soft ; in the Adagio, on the other hand, the same note is always executed with a slight emphasis. As

- a general rule, the player shonld .endeavor to give more attention to expression in the Adagio, and other slow movements, than
in any of ‘those pieces marked to-be executed in a quick time ; for if any one were to attempt to introduce the same: variety of
light and shade in the Allegro movement of a Concerto, as in an Adaglo he would find it entirely destructive of a fine, broad
style of playing. In fine, it must all depend upon whether the music be noted in long or short notes. When written in short
notes, the expression is never so marked as when written in long notes, both in quick and in slow movements.

* What is here denominated Suspension, must net be confonnded with Suspension in Thorough Bass.
1 It mast be here understood, that this is the oase when the Preparstory Bar introduces & fresh movement, er & new phrase of the movement.
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The swelling and diminution of the tone is invariably regulated by the rising or falling of the scale. The ascending scale
is more prominently marked than the descending. But if, in the descending scale, a note should occur at the end which does
not belong to the key in which the music is there written, this note will require a stronger accent ; and there are very few cases
in which it will not be made a prominent feature of the passage. The following figure will perhaps more clearly illustrate the
accent with which this melody should be played :

Ji3t T— * &8 —— .
=t ——— e Rt ]
Hyg— 1T I 1 —r ) S R S— T ——
- J— f ! ' LA— — +——1 |
- - J —T—————— —_— ] =

Here it may be perceived that the expression of passion increases in proportion as the notes rise in the scale, and that the
accent becomes less strong as the scale descends. The last note but one is a suspension, and therefore requires a stronger accent
than the note which precedes it, although the latter stands higher in the scale. Every phrase of a melody may be illustrated
in the same manner as the above ; and when the principle I have just explained is well understood, the player will seldom fail
in giving every passage its just expression. There is but one exception to the rule here laid down, which is in pieces written
in counterpoint, where a Theme is introduced for several parts, and where the melody of the Theme must be made rather more
prominent. This will seldom happen in Solo pieces, though some few expressions to that effect are sometimes found. Very
rapid passages, however, do not require the same marks for expression, since in these cases it is only requisite to make a few
notes here and there prominent, in order to deprive the passage of its otherwise monotonous effect.

The following passage will serve as an example of the case in which a single note is introduced, which does not belong to
the key, and which, although in the descending scale, must be played with a marked accent.
;:‘?\'_‘ e
%Eﬁ: T —— P &e.
= e S ==

T = —

This Bp, A: must however be considered a suspension. The Orator, when delivering a speech, lowers his voice in those
parts where he wishes to make a serious impression upon his auditors, and raises it when endeavoring to excite their spirits.
The minor keys, in a descending motion, are used in music in the same manner, whenever deep feeling is intended to be ex-
pressed. The cause of this is, that in the major keys, the notes, both of the ascending and descending scales, remain unaltered,
whilst in the ascending scale of the minor keys, one, and sometimes two notes must be raised, in order to get a leading note to
the octave, without which the scale cannot be concluded. Whenever this occurs as the last note, whether in the ascending or
descending scale, it must, for the sake of expression, be played with rather more accent than the other notes. Also, if ina
minor key, a note should occur which is not marked in the signature, (i. e. an accidental sharp or flat), it will require a particu-
lar accent. 'The melancholy expréssion, which is peculiar to minor keys, is found in these accents. Hence, in order to elevate
the character of this mode, the major seventh (the leading note) is made rather sharper, and the minor seventh somewhat flatter
than in the major scale. We must take care, however, not to carry this rule to extremes, or it will produce a most disagreeable
effect. I must here again repeat that it is impossible for me to lay down rules for all the cases in which a note may require a
particular accent. A few cases illustrative of the above remarks are here subjoined.

In No. 1, C# is the leading note, although the lowest in the scale ; it must therefore have the strongest accent.

In No. 2, EP is the expressive note, and requires to be played with emphasis.

No. 3 is a common passage, and subject to the same rules as the major key.

In No. 4 the accent must fall upon the C sharp, although it occurs in a descending scale, because it is an accidental, and does
not properly belong to the key.

In No. 5 the C# must not be considered as an appoggiatura, and must therefore have a stronger accent than the following note.

e
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The remarks upon suspensions in major scales are equally applicable to minor scales.
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ON PROGRESSION OF HARMONY.

The Violoncellist should have some acqueiktance with harmony, otherwise he tsanot properly acoumpany & Quarte®. The
Bass may béconsidered the foundation of the construction of Music. Distinctness tnd promptRude ate not safficient, as the -
sKpression contmmd in the Harmony is especially confided to the Bass. A 'knowledge of Harmony is therefore indispensable
to the Violoncellist. I here prosent the Amateur, who may not have an opportunity of pursuing & regular study of the rules of
Harmony, with a synopsis, by which he may acquire some knowledge of Modulation, Resolutions, Intervals, and Progression
of Harmony. We shall first discuss the Intervals, that §s, the distances between notes., These are divided into four classes,
mmjor, minor, diminished, and sharp.

All these intervals are similar in every key. Next follow the Chords ahd their inversions ; that is, the various changes of the
fandamental Bass-note in the chord. There are two fandamental chords thdoommonchord,orttud,wnhmmversbns and
mmacordoanvenxh,mthhmmu;tbchrdohhennnhhnotafundanonu!clmd.u:tmnmtbemverted
All the other chords originate from these two.

The triad or common chord FES{= consists of the fandamental bess, the third, and ifth. -
mmémm%mammwm

Thechordofdnfourthandnnhgeonnmafﬂmfounhmdm It remains unchanged, whether the key be major
e minor.
mmammgm«mmmmm

The Mofmmmmgeomawm,m,mm
mmuumumgmaum,m,mm
Thechordofﬁemondgconﬁmoﬁhemondrfomth,and‘m

Thechordoftheninthgmdthcthird,ﬂﬁh,mth,mdninﬂb
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How far the figured chords may be altered by the extension or diminution of the Interval, may be perceived in the following
example. There are many other chords, denominated by various names, but with which it is quite unnecessary to trouble the
Learner. I have composed the following piece, in order to furnish the Pupil with a sort of modulating study for this Art, and
have marked the figures of the chord underneath each Bar, so that the Player may at once perceive what chords a¥e designated
by the figures. The Pupil will easily perceive if the Intervals are extended, flattened, or diminished, and as there are many
places which must be fingered contrary to the general rule, the exceptions are marked throughout the piece. In order also, to
express. in this example that light and shade so necessary in Quartett playing, all the leading notes and sevenths which fall to
the Bass in consequence of inversions, must be accented, but the accent must not be too marked. It must be especially remem-
bered that it is of consequence that this accent should be very slight. Frequently an harmonic progression is passed over in the
modulation, and the performer passes immediately to the following, on which account two accents will often succeed each
other. In order more strongly to mark the places where the accent falls, whether on a leading note or a seventh, I have indi-
cated them with this sign =—==—. In some places, the seventh is not marked, but this is caused by the modulation. The same
also occurs with the chord of the fifth and seventh. Moreover, in Quartett playing, all imitations must be pronounced with
decision. These imitations (or answers) are short phrases of melody, introduced or taken from the subject of the piece. Many
remarks which I have made upon the execution of Solos may be equally applied to Quartett playing, more especially my
observations on the suspension. It requires great practice to accompany a Quartett with taste and accuracy ; but with perse-
verance and determination the difficulty may be surmounted. I must not forget to remark, that whenever enharmonic notes*
occur, where it is necessary to change from a flat to a sharp, or the reverse, it will be always more advisable to let the finger
remain in its place, than to change it.

The following Stupy should be taken in moderate time, as will be easily seen from its nature.

With these observations I close my work, and take leave of the reader, to whom I most heartily hope it may prove useful in
the cultivation of the Art.

#* Enharmonic notes are those which, though placed in exactly the same degree of the staff, are changed in name, from a flatto a sharp, or vice versa. For
example, from Df to Eb; or from Eb to D#.

Tempo Moderato.
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for the Violoncello.
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for the Violoncello.

-]
wll L
w
-y
1
o ) 0L
hmj
»_%L
- e,T
o
4l

P

P f,

rayd
— Jo
2.

+LL y L
. _
11 IO e RO
LTL 5% o < H-
"l
X Sl ! ¥
[ YR 1
o 5o ﬁx%
me} ] d _
L Y0 Bagul (] o |
- |
| .
9
! ] -
N alll
LK Yol ’ er
.—.ﬁ s.ﬂw.Mu‘ %L s |
wgl ! u%u o A_rr
|
IP-
E Il E, o
L V8 b ), 1 |
~ [ 2. -] ;
[}
Y
« y !
H peae| | ()] hT =0
| L, _ aN
— " —— — Y ~—

[ 1]
i A
T 5 y 5
| wem| [TT0 o ?4.
,.-f_
i 110 TS :
£\ o ]Sﬂ ULRL =el[TT0
o T ﬁ..-
uwﬂ %> .ﬁ!.r = 110

)k
o !l 1
0 A
]

1
= —
=

2
7
#3
1
—
=
——

o

3 ,.q

===

1
<A ———

»

st o
o
é

; I
#7
4
2
—
]
=—
>
7
#3
1
J
=
——

4!! m —
ol
T 1T
-i..
n
| e
( T

—

—

|--?‘
¥ 1
s




DICTIONARY

.OF ITALTAN, FRENCH, GERMAN, ENGLISH, AND OTHER MUSICAL TERMS.

) accelerating the oN GM iy e e 7

Acconmum‘r(. a part sdded 1o a principal one | CON GUSTO, (1) with taste.

by wa ofnhnclnl effect of the composition. | CON n(m(: n.)wnh petunllty
ADAGI a very slow degree of movement. CON M 6 agitated style, z'ldt
’ADAOlBé‘I(H X (n.) .nmm{l slow. CON SPIRITO, 3wm: quicknees and spi
ADL!BITU ll, or discretion. This | CRESCENDO CRES, () with a gradually

is left to me normepm' or, | DA, n.)?.
« hat he s at Iibeny to introduce whuav-embal‘hb— DA APO, w D. C., r) nvm the be‘hnl.ng, uo:x-
is often written at the end

Arrs'rruoso‘ ) Y affestionate, s indicato. that the ‘must re-
Acg TO, CON Ammzxoni:, (n.) ‘with agita- D:ll‘.m o ;.;l ﬂnhh‘v‘v‘lth the nmual’n.m

b} segmo, from a mark
'ALy ALL, ALLA, (Jt.) 10 the; semetimes, in the style repetition. ’ g

ALLBGIIEHEN'I'B, R.) with quick
ALLBGIL'I’I‘O (IL)(IIZDW qndcn:n‘e:.l, but not so

lck u
SCHERZANDO, (R.) moderately
ﬂ E(}l and vivacious.
BF-ZZA, (It) Joy ; as, con allegresza, joyfully,

matedly.
ALLBGBISS[HO, (R) extremely quick and lively
ALLEGRO, (It.) quick, lively. “A term impl, yln’
rapid d and vivacious movemenl, but which is fre-
qucnlly modified by the addition of other words ;
dlqn agitato, quick, with anxiety md agita-

'AL sbc-vo AL BEG., or the character ¥, , signi-
fies that the performer must return to a similar char-
acter In the course of the movement, ané play from
thupimtomewoniju,awmomkf\

. over a double bar.

AN’DANTB, (ll.) implies a movement somewhat slow

and sedate. This term is often modified, both as to
time and style, by the lddmon of other words.

ANDANTINO, (I.) somewhat slower than endante.

ANIMATO, d N AN(MA, ANIMOSO, (It.) with

A ?l:CBlk, A mCIIENTO, (1) at the pleasure
of the
lATUlA () & note of embellishment,

AP
rne y written in a small character.
Al POGGIATO (1) dwelt, leaned upon.

ARIA, ) an air or song.
ARIOBO; (1t.) in the style of an air,
ARP IANDO, ) (/i) Passages formed of the notes
ARPEGGIATO, ; of chords taken in rapid succes-
ARP] sion, tation the harp,
A;I?Alnldlu; oo L mely. This adverb is al
e extremely. wa
neé( momc' r word, of which it extends
-I;ninuﬂon ; 88, adagio anu, very slow ;
ﬁ;gm’o (n.)ln'.hereguhrum

A TEMPo S1usTo é’” In strict and equal time.
ATTACC A'rmd SUBITO, (n.) plies that
the 'hl‘

movement.
BALLAD, a short and familiar son,
BAICAIOm) airs sung by l.he Venetian gon-

doliers
REAT, one of the pri gl‘ltel
IEN (ll) ;:II, as, Bp‘l IlCAl‘O, (n.) well

mun he exeeuled ina cleu. dl.l.lncl, ud -uongl'y

BIS "g.u.) hﬂu. A term which indicates that a
distinguished by a curve drawn

over or under i:, must be performed twice.
BRILLANTE, (R and Fr.) an exp

Ddt ESCE CBNDO, (It.) gradually dac.nulng in quan-

DELICATEZ (R.) deli
h delicac)

DEL!CATO (ll.) d:mly.

i 88, com

DIATONIC, (Gnd,) nn that is, according to
l.he depeu of mlnor scale, or by tones
DlLUENDO, (IL)

fndunl dying away of the tone

till it arrives at extinction.

DIMINUENDO, or DIM., () implies that the quan-
tity of tone must be ually diminished.

DI MOLTO, (/t.) an expression which serves to au,
nnt the sj ﬂuuon of the wan} to which it

melto, very quick.

mvzx'fmhu'l'" (1) & short, light composrtion,
written in a funl]hz and pleasing style.

DOLCE, or DOL., (/t.) implies a loﬂ. and sweet style.

DOI..CEiZA or N DOLCEZZA, (It.) with swoet-

DOLCE EN'I‘E, (n.; ina IW:::‘ unddgnuNI style.

T R e T R L ¢
(g..)mt.u,dqnumm,quhk,m
y (R) with majestic and dignified ez~

Mh IN, (Fr.) the hnd

main_droite, main gouchs,
or M. n . D., r=h left hand in piano
music.
MARCATO, (I.) in a marked and emphatic style.
MARCIA h)a A march.

founded om several

medley.
IEME,(M‘) nu m,u,no--n-ld. in the
mﬂl

in a martial style.
compositien

, () & besplag besk, &'

mhhn??‘d
BCHERZ. ) in a light, playful, and sportive
SE&NO u“,(ll.)ldgnmd retura to

biks manner, to show that a
anlpn-p h(ohemufllbthlwm

8 CE szmcnnm (M) with sim-
(lz.z ..lvny-, as, sempre stessats, llm-

ulvn

uz'moudl(ts (».)’-n m.-nsou instrument for

indicatin lhaenaumo{-mdalpke-hy umddlunluupln

means lpendumm,whhhmybew ( A rond v 8

Icnithe B‘FORZA S R.Z ,‘&n.) Implhl that
0, (It.) in a l'nlddllnl degree or manner; as, rxduuu to be phyed wi

mezt0 fom rather loud ; meize pians, rather sokt. SICILIANA, (It.) l movement of a llow. loo(hln(,

Mx-:zzo CAhAmgn ) lmpue- a mod de- in 68 time, a dance
pressio d execution. peasantry of sicﬂy

HS“ERATO, (L) wif.hl modeule degree of quick- sﬁ?o‘su () s symp ol

n
BLENT p(-lls: gradual diminution th the time

MOLTO (I.) very, extremely ; I:I molto allegre, very
quick ; molto ty

, ext
HORCI%AGU (#me ’:rm:n mpmldm of
MOI{DENTB (It.) a beat or transient shake
MORENDO, éll.) gradually subsiding in regard to tome
and time ; dying away.
MOS8SO0, (h.) movoment, as, piu messe, with more

DOLOROSO, ic style.
B,Enlhol conjunction ndlu,_ﬂ-uc'uh-
ne, flute and violin; nodilements od animato, with
EE ndeur and spirit.
NTE, J (1) with elegance.
ELEGANZ .} with ele,
mmmco"c(o f'"xkﬁ“x

EéPIIBSBlVO or CON ESPRESSIONE, () with
ES'&AVAOA.I:EA, () extravagant and wild as to

jormance.
FACIEO.TA (It.) a facilitation, an easier adaptation.
AISIE, (F.) ) a species of composition in which
FANTASIA (IL) the author gives free to his
regard to those syste forms

wi t
whi ix hu other compositions.

FINALE, of any act of an opera orof a
concert ; u the movimanl of a symphony or
German 6.
l’l 7l.)lheen s

or FOR., or sim| ’f'Son)Md'

!'OB'I'I IHO It
ng& orfz, implies thu the note

A
FUOCO, cou, (n.) with inge aation.
FURI or GON FURIA. é"') with fire.
GAIEMENT, (Fv.) in a cheerful and lively style.
GALLOPADE, (Fv.) a galop; a quick German dance
tune.
GALOP, (Ger. a quick les of dance, gener-
GALOP bﬁ, n& f ally in 2.4 time.
GIUSTO (IL) lu Just and exact time.

dialed bymo p imes
The most Impomnt

a showy an style of p

muobo ; (It.) with bdrilliancy and spirit.
A ——
y Kkle on into arpe;
DEN& a close in melodyw barmony, an orna-

mn
the clo-o of a lon(  or plece of music.

CADENCE, (Fr.) a shake ; also, a cadence in harmo-
ny; u, parfaits, 8 perfect cadence ;

interrupted cadence.

CADEN A (/L) a cadence, or close, at the termina-

tion of a -ong or other movemem, lnuoducln; some
fanciful mbellish

CALAM)O, (lx.) gradually dnmuuhmg in tone and
quickness.

CALORE, (/t.) with much warmth and animation.

CANONE, (Jt.) a canon, or catch for several voices or
instruments.

CANON, s ies of uninterru imitation.

(’JANTA‘III:Eee It.) in a graceful and singing style.

CANTANTEXL .) & part to be executed by the voice.

CAPELLA, ALLA, (/t.) in the church style.

é 3lhe head, or be nning.

CAPRi CIO, (It.)a fanciful and irregular spocies of

CA;{CP“I vocal plece in several parts, of a humorous
aracter.
l‘AVATlNA (L) an air of;me movement or part

CIH S
CHE, (I‘l. than; u, poco pin che
slower than andante.
CHROMATIC, proceeding by semitones, or formed
means of semitones.
CO{)A, (ft.) a few bars added at the close of a com-
ond its natural termination.

08‘.",\ PART! TE, (Jt.) implies that the accompanist
must follow the wincipl\l part in regard to time.
CON, (It.) with ; espressione, with expression ;

con’ bris, with ‘mll‘anny nnd spirit.
coucnd'ro (1) A selecti
ERTO m)ctlmet 50 called. ded displa
CONC L) a compomuou inten to display
o‘m particular instrument, with ur-

)8 nong or melody ; the vocal part.
andante, rather

. Mnl ts.
CON DOLC: A, Slt-) with sweetness.
CON DOLORE, (1t.) mournfully, with pathos.

y

duced by the perf
oftne.emlhelppq[mn,m turn, and the

GRANDIOSO, (R.) in a grand and elevated style.

GRAN GUSTO, (It.) in an elevated, grand style.

GRAVAMENTE, (It dlgnlned and solemn.

GRAVE, ll.) the rest d of movement ; also,
ﬂ‘ h in the e of sounds.

GRAV A, (It.) gravity ; as, con gravita, with grav-

GR{XPPE’I‘TO (It.) a group of notes; a turn.

GBUPPO élt.) A turn, or grace.

GUSTH USTO80, or CON GUSTO, (It) with
lm elepnuy

lh;r the.
ITAZIONE, (It.) an imitation.
IMPETUOSO (l. ) with i

MOTO, or CON MO MOTO, (R.) with agitation.
NN TOAY) timd, movement
NOBIL!ﬁEN’!’EJ (It.) with noblenecss, grandeur.
NOTTURNO, L) a composition, vocal or instre-
mental, suitable orcvenlnlreuul.hn from
gance and lightness of character.

ouiltéas” mucui

Its ele-
or violin.

gt.? a part or of
a r.ompnsldon, Indmyennhle ts jun E
and which, therefore, cannot prope:
OTTAVA oern, ll.)tnocun. Tllll wotd
erally )o ed wil or basse ; the first
muep-ngel.owhlchnh ied must be
itten ; the sec-

Ied an octave higher than it is
that it must beplayed an octave lower.

PASSIONAT It.) in an manner.
PATETICO, R&Mlelll) e ssloned
PATHETIQ! pnunf.{c.

PASTORALE, If.)nnﬁmd rura: movement.
rr.mm:, (/t.) a pedal or stationary bass. In

this term implies that the performer must

r nnm"ﬁ'&' Pe E‘n'nos"“':‘ ‘o¢ PERDEN., (Je} tm-
or . (It

phe-l(ru{u-l Lolhln '( y of

tone and speed of mavement.
PEU, (F¥.) a little.
PHRABE - nhon musical sentence containing an in-

PIALERE (1) will, pleasure ; n, & piacers, at the
Ipr ormer’l euuns n re o time.

PIANISSIMO, or pp, (lx.) extremely soft.

PIANO, or p, (IL) soft.

PIU, (IL) an adverb of lugmanauon, as, piu presto,

uicke:
PL A‘VTIVG‘.(IL) exprenlvely _phlllu
PLUS, (Fr.) more ; as, plus animé, ‘ with m ani-
mal
PO(.O II.) a Ilmle, nnm, lomewhu A as, prev-
er quick
I’O(,O A POLO ll.) byd ¢nd|u.lly as, poce
c poco mla,(lwder ma den’ou: pose
diminuendo, softer and uoncr b degrees.
PO y (It.) then ; as, piano poi furte, soft, then loud.
POLACCA (It.) a slow, Polish danca in 34
P()LOVAI&I'., (Pr.; § time, of a peculiar rhylhmiell
POLONOISE, (Fr. construction, as the melodial
membrn u-unlly terminate on the of

POMPO*O 1) in a grand and pompous manner.
PORTA\IEf& TO, (/t.) the manner of mining and
ing the voice ; a gliding from one note to

fy,
IMPROMPTU, sh ) an exlempornneou- wnduui’on

IMPROVIS s (It.) o compose or sing extempora-
t.) ln as,
mh‘ocm‘rz IN &mvmuzmx (1) in an

artless and -lmple style.
INTERLUDE, an intermediate strain or movement.
INTRADA (/t.) a short introductory meve-
INTRODUZIONE, { ment
lSTESSO, (I) lhe same ; as, istesse lempe, the same

I.ARGHETTO (It.) indicates a time slow and meas-
ured in its movemc-nl but less so then Largo.

LARGHISSIMO, (/L) extmmely slow.

L ’\RGO (It)a vcry slow and solemn degree of move-

LEGATO, (/t.) in a smooth and connected manner.
LEGQ;I“‘ISSIMO (Jt.) exceedingly sinooth and con-

nec!
LEGEREMENT, (Fr.) with lightness and gayety.
LEGGIARDO, ':12" ght, gentle.
LEGGIERAM ll)llghg' ée X
LEGGIERO, or CON LEGGIEREZZA, (It) with
lightness and facility of execution.
LE(:;]IERIBSIMO. (It.) with the utmost lightness
an
LENTAN Dé %L) with increasing slowness.

"ENT*‘ME TE,! (1) in slow time.
u.usok (Fr.) smoothness of connection ; also, a

l.oco,(u.) This word implics that & passage is to

P(HSIBILE (Jt.) possible ; as, piu forts pessibils, as
loud ns ulhlc

POTPOURRI, (Fr.) a fantasia on favorite airs.

PRECIPITATO, (it.) in a hurried manner.

PRECISIONE, (ll.) withdptecubn, exactitude.

PRELUDIO, (ll.) lﬁ;nlu e or in

PREMIERE, (Fr.) first ; as, ’nnaénfw first time.

PRBSTISSI&O, (1) the most rapid degree of move-

ment.
PRESTO, (It.) very quick.
PRIMO, (It.) fint ; as, violino prime, first violin ; tem-
in the first 'or original time.
QU ADRILLE, (Fv.y» Fronch dance.
Quasl, (1) in the manner or style of ; as, quasi alls-
gretto hke an allegretto.
It.) with calmness or repose ; quietly.

() with augmented softness.

RALLENTANDO, (/i) implies a gradual diminution
in the speed of f the ,and a
decrease in the quantity of tone.
RAPIDO, (/t.) rapidly.
REFRMN F\-)lburdun ot nd to a song.
RINFORZANDO, RINFO] or mv., or of,
It.) with additional tone nnd emp
MANCE, (h.)‘ a short, lyric tale, lel to music;
ROMANZA, (it.) \ ora simple and elegant meledy,
IS;GDEAG. n;?)wnr o soveral strains
y (. a composition of
RONDO, (I¢) ‘ membennmandd-ch
of whu the first m o M repeated.

of movement.
BMO ZANDO, (It.) a gradual diminution as to tome.
SOAVB‘}#L) in a soft, sweet, and delicate style.
'O, }") the mhjea theme.
LO, (It.) implies that two or more
p-mplayor-ingmmer Buch parts, of

are never dou
SO 30LA (lt.)llom.
or even a p

inm'ument.

for &

gggﬁ"’ (k)); erall ix‘ single
movemen! 21 a
:] (hmml, hhu' ‘owuha{x accompani-

|.l.
BOB'I‘ENUTO,M BOST, (R.) sustained, continneus

SHR!‘; CON sl’l ITO, (IL) wm: opir's.
STACEATS, (1) implice 1 b
(It.) im mumm-aumb
ayed distinct, faum from ons another.
0, (It.) lhe same.
LI:.; quickly ; as, velti subits, turn quickly.
n collection ; as, une suits de

ﬂﬁ?'dl’ﬂl'ﬂ, (II.) ln a constrained and syncopated

SY‘;COPATION the connecting l.ha last note of one
R ot o U R 0 fe o bt
one note of a durat! 3
the accent, and wodue;q a peculiar effect.

TACET, (l‘r_) implies that, during a movement, o¢
part some h
loholilem-

tacet, ‘the flute is not to
(IL) not lo much ; not too
TARDO, (It.) slowly, in a d manner.
TEMAté!lt‘-) a subject or theme.
'080, (/t.) in a tempestuous manner.
'I'EMPO COHODO (It) in a convenicnt degres of

TENDREMENT FY.) affectionatel .
TENBRAMENTE( TENERO, or ébN mnxz-

b“!t.) tenderly.
., (It) implies that a note, or

'O, or T
ust be -u-ulned or kept down the full time.
'l'llE Fr ) a subject.
TIMOR (1) with timidity and aws.
Tl_z&N%UlULI'Lo TRANQUILLA or CON
ANQ! LLE (It.) tranquilly, com; y
'mBMENDo 15) :'un a tremendous .MM

TREMA (It.) implies the reiteration of

Tnsuom'rh 2 Dote o chord with great rapldity,

TREMOLO, 50 a3 0 produce a tremulous kind

'l‘lllLLANDO () & succession of shakes on differ-
ent notes.

TRILLE, (F¥.)

TRILLO, (ft.) § ®%hake.

TRIO, (n.) [} for three voices or instruments.
This term denotes a second movement to &

waltz, march, minuet, &c., which always leads back
a tition of the first or principal movement.
TRIPLI-% a group of three notes, arising from the
division of a nou into three equnfp-m of the next
inferior dunu
TUTTA F RZA (R.) with the utmost vehemence,
as loud as pounb e.
TU‘I‘TI (Il.plurnl,lll,)ltennn’odtopdmm
ges where all the voices or instruments,

or bot are to be introduced.

VELOCE, or CON VELOCITA, (R.) in rapid time. *

VELOCIE SIMO, (It) with enmme rlykllty.

VIBRANTE, (1) a p
keys of the %ano.

vmonoso, IGOROSAMENTE, (R.) boldly, vig-
VISTAQENTE It

VITE% ) s (1t) with quickness.

VIVACE, VIVAM , or CON VIVACITA, (R.)

with briskness and animation.
VIVACISSIMO, (/) with extreme vivacity.

VlVAClTA g‘-eRZZA )

y animated, lively.
VOOR. ¢ n.) the voioa " ¢
VOLA (It.) In a light and rapid manner.
VOLTA, (i) time of ing a movement ; as, prime

first time of playing &c.

VOLTI BUBITO, ex V. 8., (k.) tarm over quickly.
WALZER, (Gar.)a waits.’




