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M. CRICKBOOM.

The Technique of the Violin,

It is necessary that the pupil should combine the study
of tife first book of “The Technigue of the Violin™ with that
of the second book of this method, of which this work is the
indispensable continuation.

Books of
“Melodies and Selections”

We believe it useful to point out to professors
and teachers that the short pieces composing the
“Melodies and Selections™ are not solely
recreative. They continue to develop in the pupil
the taste and sense of music, while indicaling to
him the artistic employment of the technical diffi-
culties studied in the various chapters of the method.

Explanation of the Signs Employed.

" Down-how.
v Up-Bow
Semi-tone.

" Bring the fingers together to execute the minor
gixth or the augmented fourth.

Indicates the fifths, which must be executed by
placiag the finger on two strings.

N

b Eeep that finger on the string.

* Indicates the [ifth diminished, or false fifth;
a real ob&tacle o playing in tune.

~ Indicates that the bow must ba raised from the

strings.

De la Técnioa del Violin.

Es pecesario que el alumno combine el estudio del segun-
do cuaderno de este método con ¢l del primer cuaderno de . fa
Fecnica del Fiolin, esta obra siendo ¢l indispensable com.
plemento técnien de 1a otra.

Cuadernos de

,Chants et Morceaux
de Maitres.'

Creémos Util recordar a los professores que »
las piezas que componen los cuadernos de Chants
et Morceaux de Maitres” no son unicamente
recreativas. Dichas piezas contribuan & desarollar
en el alumno el guste y la comprensicn musical,
indicandole al mismo tiempo ¢l empleo artistico
de las dificultades técnicas estudiadas en los di-
ferentes capitulos del método.

Explicacion de los Signos empleados.

" Tirar el arco.
¥ Empujar el arce,
Medio-tono.

S Juntar los dedos pars ejecutar la 62 menor 6
la 4% aumentada.

P i S

Indica las quintas gque deben ejecutarse po-
niende el dedo sohre dos cuerdas.

ke Dejar esie dedo sohre la cuerda.
+ Indica las notas de dificil afinacién.
7

Indica que bhay que levaniar el arco de la cuerda,
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Second Book.

How to Hold the Violin. (Conteomed)

* One of the difficulties of the position consists in hold-
ing the violin to the shoulder wiihout raising the latier
too high, and without the aid of the left hand.

The student must sreduadly overcome this difficulty be-
fore commencing the study of the changes of position. We
will add that the hakit of raising the shonlder in an
exagperated manner (fig.14) 1s net only a defect and un-
graceful, but it may cause injury to the body and retard
the physical development of the pupil.

How to Hold the Bow, (Confinued)

The pupil frequently turns the thumb in fig.20), instead
of holding it slightly bent. That fault must be avoided at
all costs, because it is sufficient im itself to stiffen the
wrist and the hand apd to make faulty all movements of the
right arm,

Do noit Play with the Arm.

All violin methods put the pupil on guard against thiz
grave defect but without indicating clearly of what it
really consists nor the means to aveid it

The manipulation of the bow, particularly at the nut,con-
stitutes the greatest difficulty of the art of vielin playing.

Ta cbtain an equal and sustained tone it is not safficivnt
to draw the bow parallel to the bridge; it is also necessary
that the fingers exert a pressure on the stick which must
constanily vary in intensity, withoui that pressure producing
the least stiffness of the fingers of the hand or of the wrist.

If one places the bow on the strings at the nut withouot
holding it there with the aid of the linls finger, the weight
of the stick will unbalance itsell; a pressure of the little
finger alone will restore the balance by establishing a coun-
terweight.

If one draws the bow towards the point, the action of
the little finger will gradually diminish and entirely cease
at the point of equilibrium of the bow, (approximately a third
of its lenpth from the nui). From there on the infloence of
the index finger becomes preponderant, increasing in pro-
portion as the bow draws nearer the point.

For the wp-Sewing, one proceeds naturally the other way
rounid,

lo practice the increased pressure i achieved partly
and almost unconsciously by a slight movement of pronasion(*)
of the forearm. This movement of pronation is independent
and does not affect the supplensss of the wrist or of the hand

i*} Movement of prowaiion, Contraction of two muscles of
the forearm which draws the thumb in towards the body by turn-
mg the forearm partly round while keeping the bow an the sirings.

Wi have already stated that the beginner should not employ the
axtremities of the bow on commencing his studies. The aim
of this advice was to prevent the pupil playing with the arm
and acquiring the famlts shewn in figures 156 and 14.

In fact, if the beginner made use of the whele how, he
would be nnahle to aveid a forced and defeclive position,
indicated by figure 15 and fe rearorm, assumeng Mhe ind -
fiafive of the movement, would not recover its normal po -
gition ip. 17} uatil after having effected (with the shoulder
ag a pivot) an arc of 40 degrees.

The pupil would then have playes with the wrm.

1]

Segundo cuaderno.

De la posicion del violin. (Continwacion)

Una de las dificultades de la posicidn consiste en man-
tener el vielin sohre el hombro, sin levantar este dema-
giade y sin la ayuda de la manv izguierda.

Es necesario que el alumno legue fneensidlements d
vencer egla dificultad antes de emprender ¢l estudio de los
camhbios de posicidn.

La costumbre de levantar el hombre exageradamente
(fig. 14) es, no solamente defectuosa ¥y fea sine que pusde
ademas perjudicar el desarrolle fisico del discipule.

De la posicion del arco. (Confinuasiin)

Con frecuencia el discipulo estira el dedo pulgar (fip
20) ea ver de conservarle curbado ligeramente, este de-
froto debe evitarse & toda cesta, pues el solo basta para
entorpecer los movimienlos del braze derecho.

No se debe tocar de brazo.

Todos los métodos de violin previenen al aluman con-
tra este prave defecto, pero sin indicar claramente eo que
consiste ni la manera de evitarle,

El manejo del arco, sobre tode en el talon, constituye
la dificultad mas prande del vislim,

Para obtener un senide ipwal y sostenide, no basta pa-
sar el arco paralelameate al puente, es ademis necesariv
gque los dedos sjerzan sobre la bagueis una presion gue
debera variar constantemente de intensidad, y que debe oh-
tenerse sin la menor rigidéz de los dedos, de la mane, ni
de la muiieca.

Si se coloca el arco sohre la cuerda al talon sin man-
tenerle con la ayuda del dedo pequedio, el peso de la ba.
queta le hace pender el equilibrio, La presion del dedo pe-
quedo puede solamente establecerle haciendo contrapesa,

5i se baja el arco hacia la punta, la accion del dado pe-
quedo disminuye progresivamente, llegando & sercasi sula
en &l punto de eqguilibrie del aroo (aproximadamente en el
tercio de su largura & contar desde el talon),

A partir de este punto, la accion del indics empieza 4
preponderar aumentande 4 medida que el arco avanza ha-
cia la purnta, ;

Es evidente gue para subdr ¢l arco se procede en sen-
tido inverso,

En la prictica, el aumento de presion se obtiene en parte
¥y vasl inconscientemente com un ligero mevimiento de pro-
sactsn (*) del antebrazo. Este mavimiente es independiente
¥ Bo contraria ea nada la soltura de la musieca y de la mano,

w Wovimients de pronacidn, Contraccidn de dos miseulos del
amiehrazo que le hacen girar sebre st mismo de feera 4 den -
tro y masntiene el arco a la cuerda,

Hemos dicho icuaderno primero) que ] alumne no debe emplear
los extremos del arco desds el principio de sus estudios.

El fin de esta recomendacion,es evitar que el alumno toque
de braze y adguiera los defectos sefialados por las Gp. 15 v 16,
En efecto, si el principiante smplease todo el arco, no poedria
evitar la posicidn defectuosa indicada por la fig 16 y of braso gue
tesearie la tnicialiva del movimienio, no volveria 4 su posicion
normal (fig.17) sino despues de haber efectuado sobre la ar.
ticulacidn del homhro un arco de circule de 40 grados.

& dvscrpulo Aabria tocado de braso.

5. F. 6080
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If on the contrary the beginner does oot emplay the ex-
tremities of the bow, he will ebtain without effort the posi -
tion indicated by figs.18 and 19, and it will be sufficient for
him to preserve the suppleness of the joints of the wrist,
the hand and the [ingers, so that little by little and io-
stinctively the hand will move towards the right at the point
and towards the lefi at the nut.

The student will in this way attain the changes in di-
rection with suppleness and he will appreach more and
more each day to a correct position, The reararm wili
no longer take (ke iniliative of movement, which will be
left for the hand and wrist, and the reararm- must only
move in an arc of 27 degrees to returm to the position of
repose  fig. 17.

Presently, the study in attacking the ione al the nul and
af the poiot will give us the occasion for more ample
developments.

For the moment the pupil must admil io principle that
the playing of the violinist gains in facility, grace and
suppleness when the more unwieldy parts of the arm are
less frequently called upon te function,

Fundamental Strokes of the Bow.
“Détaché chantant?

Some confusion appears to exist among the lerms em .
ployed up to the present time to distinguish the differeat
detached strokes,

To avoid all errors, we will give the name "détachs chan-
tant” to the bow stroke employed for notes of cerain lengths
(semibreves, minims and crotchets) which call for the use
of the whale bow.

“Coule."

The “détaché chantant” takes the name of "cowds” when it
serves to execute several notes with one stroke of the how.

“Détacheé”

The “détaché” is derived from the “grand detaché chan-
tant” and is the principle of thé rapid bow strokes.

The “détachs” is executed at the point, in the middle or
at the oot by employing a good third of the bhow and on
allowing the utmost liberfy to all the joinis. The diffi-
culty for the pupil consists in gradually increasing the
force of the sound while at the same time conserving the
grealest suppleoess.

Tone. { Condinued.)

The student will insensibly increase the pressure of the
fingers on the how in order to execute a messo_forde, then
a_forts, the exercise first being played in natural tones, When
increasing the pressure of the bow on the strings, there
should be a corresponding increase in the attack of the fin.
gers of the left hand, but an increased pressure thai must
he attained without bringing aboul lhe Jeast stiffncss.

The Way to Study.

The greaier number of studeats believe it sufficient io
devote hours of practice to obtain a good result. That is a
grave error. The quality of the practice is of infinitely great-
er impertance than the duration. We cannot sufficiently
impress upon the student the necessity to study slowly, with
reflection and concentration and withont nervousness.

Si por el contrario el principiante ne emplea los extre.
mos del arce, obtendrda sin esfuerze las posiciones indi-
cadas por las fig. 18 y 19, ¥ le bastard conservar la sal.
tora de las articulacienes de la muiieca y los dedos para
gque poco 4 pocd ¢ instintivamente, la mano s dirija hicia
la derecha 4 la punta del arco, y hacia la izquierda o el
talén. El alumno obtendra de este modo los cambios de
direccidn con elasticidad y se aproximara cada dia mas &
la posicion definitiva. K enfebrazh no lomard la inieda-
Goa del mevimiends gue serd defada d la mano y la my.
vieead v el brazo recorrerd solamente un aroo de circulo de
27 grados para volver & ln posicion de repose (fig, 17).

Mas adelante, el estudio del maorfelado al talon v & la
panta nos dard ocasion 4 mas dmplio desarrollo,

Por el momento el discipulo debe admitir en principio
que &l modo de tosar el violin pana tanio mas, en faci-
lidad, gracia y soltura, cuanto menos las partes pesedas
del brazo son llamadas & funcionar.

Los golpes de arco fundamentales.

Del destacado eantanie.

Creemos que existe cierta confusion en los lérmines
hasta ahora empleados para designar Jos golpes de arco
fundamentales,

Para evitar errores, daremos el nombre de destacado
canianie, al golpe de arco que se ttiliza para ejecutar
las notas de cierta duracion que reclaman el empleo de
todo el arco (redondas, blancas y negras),

Del coulé.

El destacado cantante toma el nombre de conle, cnandn
s¢ ejecutan varias notas con un solo golpe de arco.

Del destacado.

El destacado derivado del destacado cantants es el
fundamento de los golpes de arce ripidos.

El destacado, puede hacerse & la punta, al centro o al
talén, empleando una buena tercera parte del arce y dejande
la mas absoluta libertad 4 todas las articulaciones. La difi.
euliad para el discipule, consistira en aumentar progresiva-
mente la fuerza del sonido, conservando la mayor dasticidad.

Del Sonide,

El alumno aumentard insensidlemente la presion de los
dedos sobre el arce, de manera que pueda locar messo.forls
primere y luege forte, el ejercicio ejecutado primeramente
en sonides naturales.

A una presion mayor del arco sobre las euerdas, deberd
gorresponder nn aumento al menos equivalenie del atague de
los dedos de la mano izquierda, aumento de fuerza oue de-
herd obtenerse sin rigidéz alguna.

De la manera de estudiar.

La mayor parte de los alumnos se figuran que basta etuding
mmche para obtener un buen resultado. Esto es un error grave.

La calidad del trabajo ss infinitamente mas importanis
gque la caatidad. Por lo tanto, nunca recomendaremos base
tante al alumno que estudie de una manera reflexiva, lenia
y pausada, sin enervamiento,

8. F 866D
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Figr. 14
Dufeictive position of the shoulder

Ponrerm dfefecluosa el Aerredra.

Fig 13
Gl position.
Buerr poxicion.

Fig. 15
Arm raised too high.
fries Jderochn demaseinde elevado,

Fipg. I
Lenpape] pusition of the ryght arm

al e nut,

Muwarer proxiccon ded draso derecha
e wd fadoin

Fig. b
Bight arm stretched too far and

wrisl bent back too much.

Hrara devecha demeninde tendido

I meficon S,

|-.'.|-h|_‘ posttinn ol th riygFht arm
al the ‘I'I‘H:' 1.

v e T POscTon dod ArdEn dererlo
] Jregrife.

F'-ll '_fl'l

lhefective posttion of the thumb,

}I'Ir_.qll e gow el e f il angeT ded lJl'I'I'IIIII.Frullll-

Fig 21
[hed
Fasae s .l."r,n'"!fu".'.‘u.‘-‘-"l‘ de fa mane,

{potive po=ition af the hand.

Coprright 1923 by Compioer da Musiqui moderns 'schotl Freres), Brussils,

opyright renewal 1050 by Schoti Frires, Brussels
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Fig. 22
Furced position of the hand.
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Table of Intervals.

A thorough study of the value of the intervals will
greatly assist the pupil te rapidly acquire a fine pre-
cigion.

One too readily forgets that the ear, no matter how
sensitive, cannot anticipate nor correct the digressions
from precision.

Diatonic semi-lene

Tabla de los intervalos.

Un estudio profunde del valor de los intervalos syudars
al discipulo d adquirir rapidaments una buena afinacida,

Se olvida demasiado, que el oide por muy fino que sex
golo puéde corregir las desafinacionss, no prurnnir?::‘

Chromatic semi-lone

1

1:"."’——_'_9—:'

/2 teno diatonico

Seconds.

i/3 tono cremitico

Segundas.

§__;, e

mioor — [Mmenor

Thirds.

major =— mayor

apgmented — aumentada

Terceras.

¥ b

== ———

diminished — disminuida

Fourths.

miner = menor

majur — mayor

Cuartas.

F=—

=====——

diminished — disminoida perfect — justa augmented — aumentada
Fifths, Quintas.
ha—i,_ = —y——= e
o =
diminished — mener ¢ disminuida perfect — justa angmented — aumentada
Sixths. Sextas

ﬁ-——ﬁ'—'—'?‘*'—_"_—“ﬁ—u_::"“‘ﬁ..—.r—*—“:"'—j

major — mayor

v

minor — menor

aupmented — aumentada

%@"‘HH—“' .

diminished — disminnida

Octave. —

major — mayor

minesr — menor
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Comparative table of keys.

The false fifth /FifiA diminished)

43

Cuadro comparativo de las tonalidades
empleadas en este cuaderno.

De la quinia menor.

The examination of the Comparative Table of Keys will El examen del cuadro comparative de las tonalidades, per-
permit the student to become familiar on sigdd with the mitird al alumno darse cuenta visualmente de la dificultad
particular difficulty of each scale, because the digressions caracteristica de cada escala, pues las fallas de afinacidn sn

from precision are nearly always occasioned by the false fifth. Lasl siempre ocasionadas por uma quinta disminnida,

G Major. — Sol mayor. D Major. — Re mayor. C Major. — Do mayor.
IV III 11 1 3 ! | v III I I
g P A f G D 4 K & 2 4 K
0 10 0 0 o 0

M
1D @ O P @ @ @ P ORI /
D = D? ) jﬁ) P2
2D 2D @ (/. EC/
s O P Qs p O @s s @ © Os
8]
D P O P s O @ O+ s @ @ P+
Fig. 23 Fig. 24. l Fig. 25.

A Major. — La mayor. A Minor. — La menor. F Major. — Fa mayor,
IV - 1 IV oI II 1 W imn.il
g I A :E' g D A F g b 4 K
0 0 0 o ¢ o

(s D (1
O O P JORONON L 10 L’/
QD ¢ @ s @ O Q=
QOB ﬁfl Ds 2D D2
D (D3 s(D P s s Q© O Qs
(D E/ 3 D4
0 @ @ O «D O @ «O ¢ (/
Fig. 26. Fig. 27 Fig. 28,
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Key of G Major, Tonalidad de Sol mayor,

X (Fig. 23, page 43). (Fig. 23, pag. 43).
The 1%, 3™ and 4*® fingers keep the same positions on Los dedos 1% 3° y 4° guardan la misma posicién sobre
the four strings; the and finger alone chanpes place. las cuatro cnerdas: sole el dedo 2° cambia de sitio,
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= De la Sexta,

The Sixth.
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Las dos cracheas hacia e] talon.
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The two gquavers near the nut.
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Estudio.

Con todo el arco. Observar el compas v la igualidad

del sonido.

Study.

Full bow and chserve the beat and the equality of the tone.

[}

Allegro.
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Falk song

Al centro del arco.

The middle of the bow.
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Changing strings with slurred notes.

Changing strings with slurred notes must be accom-
plished om lowering the hand, wrist and forearm gra -
dually, and not abruptly as is often donme.

The hand on & (fig. 29) traces an arc of a circle wmore
or less extended to arrive at 2 A or E, according to
the change invelving two, three or four strings.

Change of strings.
Cambio de cwerda.

Del cambio de cuerda en notas ligadas.

Los cambios de cuerda en notas ligadas, deben ha-
cerse bajando gradualmente la mano,la mufieca y ‘el ante-
brazo; no briscamente como ordinariamente se praclica,

La mano em @ (fig 29), traza un arco de cirenlo mas
¢ menns grande para llegar 4 B, A 4 X, segin que el
camhbio abrace dos, tres & cuatro cuerdas,

Defective change of strings.
Cambio de cuerds defeciuore.
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Study” — Estudio®

The Pupil.

Ki alumne.

8.

B s rareeer. 4?&———4'— i?: TEE=EPAE ﬁ_:l'é__ FEE=SEE

‘I' 0 L]

4 =i i e I 3
- 1 1 ; r; ———4—
=5 arsasarsa—=

2 e ! o e —

I i = sl o i -

A _— ﬂl‘ T I:.
= —E,-"Zi ===
H—-—-— e P
r,._m_“h
el e P
: = =20
e DI & ®
T | —-'=-—':I - e —"'-D
% o e e
| 1 | —[1' L i L
e . e —— 7 f—
-1 17 [ ﬁ
-—._.-'""f \"‘—
¥ - L .
— T —t I'._-L"H ; e, — ok 4 p xS
. - Al — 1 b 1 I I
e e e e PR
- ¥ T T ] T s L] gt =
= v_
o .--H\‘
: e 0 S S e Fr— ! =~ = —_—
- = —— T 'i _dﬁj. P e
- . —— — > = T H
1 1 L 1 1 i ] i 1
™ 1 = ‘r I I _‘J l[ ‘ il e
o S v
== FH;__ o — — P Tt M foammt oS e e | ——
=== Eesm=reas s o
t i — T 1 'I‘_‘._.f . T

dections™ should be practiced after Study 8.
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La Gracieuse.




Key of D Major.
(Fig. 24, page 43),

The 1% and 4*® fingers keep the same position on the
four strings.

51

Tonalidad de Re mayor.
(Fig. 24, pap.43)

Los dedus 17 ¥ 42 guardan la misma posiciin sobre las
cuatra cuerdas,
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The Fifth. De la Quinta.

The insufficient study generally devoted te the Fifth
explains why the majority of students, even the advanced
omes, perform it by passing from one string to another.

This incerrect manner of playing the Fifth may appear
easy at the start but becomes impossible in the rapid runs;
in melodies it produces an interruption of tone,

El estudic insuficiente que generalmente se hace dela
quinta, explica que la mayor parte de los alumnos, aun
adelantados, la ejesuten pasando el dedo de una cuerda d oira.

Este mode incorrecte de hacer la quinta, puede parecer
facil al principio, pero resulta imposible en los pasajes ri -
pidos; en la melodia, produce una interrupeién de somido,
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Chant de Mar Song of May) by Beethoven of the 2°9Bock |

of "Mefodver and Selections” should be practiced after No 109, |

5. F 4680

(hant de Mai de Beethoven, del 29 cuaderno de Chands &f

Moreeawr de Maitres debe eswdiarse despoes del Koo 109,



Position D.

Posicion D.

o 1 g
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The first finger being placed on F sharp of the 1%
string the & Natural will be obiained on drawing the first
phalange of the index finger towards the third phalange.
The position of the thumb, the hand and the left elbow
must nadergo no variation,

]
o 2
o)

E

Colocando el primer dedo sobre faf de la primera
cuerda, el /a2 natural se obtendra aproximando la primera
falange del indice & la tercera (fig. 22, pigina 41). La po-
sicidn del pulgar, de la mano y del eodo izquierdes ne debe
sufrir ninpuna variacidn.

—
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Key of C Major.
(Fig. 26, page 43)

-
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N

The 3™ and 4°" fingers kegp the same position on the
four strings,

Tonalidad de Do mayor.
(Fig 25, pap.43.

Los dedes 4% y 42 guardan la misma posicidn sobre las
cuatro cuerdas,

111,
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Study. ‘ Estudio.

Manipulation of the 4! finger, Del empleo del dedo menique.
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Study.

The crotchets with the full bow; the semi-quavers to-
wards the peiol or the nut.

Estudio.

Las negras con todo el arco; las semi-corchess hacia la
punts o el taldn.

Allegro moderato. =
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La Railleuse.

Tempo de Valse.
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G Major.
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The seventh, the octave
and the jump of string.

The student always performs the jump of string by rais-
ing and lowering the arm in a manner as ungraceful as jt
is awkward, with a rather quick movement,

The jump is nothicg more than an amplified change of
string and must be performed like this;

Ex: To pass from the 4 to the 2" string, or vice -
versa, the arm will assume a position corresponding to that
employed to play the intermediate string 2 (fig. 32); the
4 string will be reached by slightly elevating the hand and
the wrist (fig.31), and the 2 string, by lowering them (fig,33),

The arm will take no part in this movement; only the
formarm will participate and just to the extent pecessary to
facilitate the execution.

-

De la Séptima, de la Octava
y del salto de cuerda.

El aluman ejecuta siempre el salte de cuerda levan -
tando ¥ bajando el brazo de un mode tan desagradable co-
mo incémodo en un movimiento un poco rapido,

El salto no es oilra cosa que un cambie de cuerda apran-
dado, ¥ dehe ejecutarse como aquel.

Ej: Para pasar de la ¢* 4 la 2" cuerda & vice-versa, el
brazo tomard la posicidd correspondiente d la cuerda {nter-
mediaria re (fig. 32); la 4 cverda se aleanzard levantande
ligeramente la mano ¥ la mufieca (fig 1) y la 2% hajdn -
dolas (fig, 33),

Por lo tante, €l braro no tomard parte en este movi-
mieats v solo el antebrazo participard justamente lo nece-
sario para facilitar su sjecnoidn.

8. F aa0
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Changing strings with slurred notes. l Del cambio de cuerda en notas ligadas.

| (continued) {continuacion)
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The little Rogue. | E1 Diablillo.
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Key of A Major.
(Fig. 26, page 43,

The 1 294 3nd 4 fingers keep the same position on the
four strings; tha 371 only changes place,

Tonalidad de La mayor,
(Fig. 28, pag. 43)

. Los dedes 1%, 29 v 4% guardan la misma posicién sobre

las cuatro cuerdas. Solo e] dedo 39 cambia de sitio.
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The young Warrior. -

El Seoldadito.
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| Key of A Minor, ‘ Tonalidad de La menor,

(Fig. 27, psge 43) (Fig. 27, pag.43)
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La Remamesea of the 200 Book of “Melodies and Seice- La Romanesca del 27 cuaderno de Chants ef Morceaus

tions” will be practiced after Stady No. 14,
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v Muitres debe estudiarse despues del estudio No. 14,
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Key of F Major. Tonalidad de Fa mayor.
(Fig. 28, page 43 (Fig. 28, pag 43)

The 2% aand 3™ fingers keep the same position on the Los dedos 29 v 3% guardan la misma posicion sobre las
four sirings cuatro coerdas.
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La Bourrse de Heendel(2Y cuaderno de Chawts of Mar -
ceaux de Maifres) debe estudiarse al mismo tiempo que
el estudio No, 15,
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La Bourrée by Haendel of the 2% Book of "Melodies and
Selectione” will be practiced after Study No.1b.
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On a voyage. —  En viaje.

Allegro.
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