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Part 1 – Shifting (4th, 5th, 6th, and 7th Positions)
Shifting Between the 4th, 5th, 6th, and 7th Positions
 
Shifting between the 4th, 5th, 6th, and 7th positions is a challenging phase in the development of left hand 
technique. Therefore, the following finger exercises should be carefully practiced before attempting to play the 
studies. If possible, the thumb should remain under the neck of the instrument. However, some cellists might 
find this difficult to do consistently, due to hand size or various other factors. The important point is to make 
sure that the thumb remains loose, so that it is free to travel up the fingerboard with the rest of the fingers when 
necessary. The change of position should always be made very fast, to avoid any sound of sliding.
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Shifts in Large Intervals
As discussed in Volume I, the guide note should not be heard. The goal is a completely clean and accurate shift.
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No. 4

An elegant, floating sound produced by a faster-than-usual bow speed (though still tracking in a straight line 
across the string, and with a fairly light touch) works best for this dreamy etude. Pay extra attention to the rests; 
try to sustain the eighth note preceding each rest, so that the phrase soars over the pause in sound.
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Studies 16-21

No. 16 
The trick in preparing the thumb for action when traveling from the lower non-thumb positions is to keep it 
as limp as possible before the shift. Any amount of pressure exerted on the back of the neck of the cello in the 
lower positions will hinder the thumb’s natural momentum as it moves into the upper positions. Remember to 
keep the left elbow high enough. Also, a slight forward rotation of the left forearm just before an upward shift 
will help to both ready the arm for the new position and to propel the hand forward to the target note.

3

4

? #
#

mf

? #
#

? #
#

B

« «
«

? B

B

#

#

« «
«

? B

«
«

«

B

#

#
«

« « «
«

« «
«

?

? #
#

? #
#

p

? #
#

mp mf f p

? #
#

mp mf f

œ
œ

œ œ œ œ œ œ œ
œ œ

œ œ
œ œ œ œ œ œ

œ

œ
œ

œ
œ

œ
œ

œ

œ
œ œ œ œ

œ

œ
œ

œ œ œ œ œ œ œ
œ œ

œ œ
œ œ œ

œ
œ œ œ œ

œ

œ
o

œ

œ œ œ œ œ œ
œ œ œ œ

o œ œ œ
œ

œ œ
œ

œ œ œ
œ

œ
œ

œ
œ

œ
œ

œ œ œ œ œ
œ

œ
o œ

œ œ
œ œ œ œ œ

œ
œ

œ œ œ œ œ œ œ
œ

œ
œ œ

o œ

œ
œ

œ
œ

œ
œ

œ œ œ œ ú
œ œ

œ
œ

œ œ
œ œ

œ
œ

œ œ

œ

œ
œ

œ
œ œ

œ œ
œ

œ
œ œ

œ

œ
œ

œ
œ œ

œ œ
œ œ

œ œ œ
œ

œ œ œ

œ œ œ
œ

œ œ œ
œ

œ
œ

œ œ œ œ œ œ œ
œ œ

œ

œ
œ œ œ œ œ œ

œ

œ
œ

œ
œ

œ
œ

œ œ
œ œ œ œ

œ
œ

œ
œ œ œ

œ
œ

œ
œ

œ
œ

œ œ œ
œ

œ
œ

œ

œ#
œ

œ œ œ
œ#

œ
œ

œ#

œ

œ
œ œ

œ
œ

œ
œ œ

œ
œ

œ

œ œ
œ

œ
œ

œ

œ
œ

œ œ œ
œ

œ
œ

œ

œ#
œ

œ œ œ
œ#

œ
œ

œ#

œ

œ
œ œ

œ
œ

œ
œ œ



26

414-41238  The New Modern Method for Cello, Volume 2 

No. 17 
Practicing without the slurs is essential in order to master the left-hand difficulties this etude presents. Try to 
keep the elbow relatively in line with the wrist and first finger of the left hand. The jumping passages beginning 
in measure 19 require a very steady left elbow; try to move the arm less and the hand more in order to reduce 
the total mass being moved.
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No. 26 
This etude is similar to an etude by David Popper, and thus serves as an excellent bridge to the thumb position 
etudes found in that author’s High School of Cello Playing. The very long slurs cause difficulties in maintaining 
a beautiful tone, though this can be easily overcome if the bow is placed close to the bridge and moves fairly 
slowly across the strings. Also listen carefully to the quality of the string crossings. Any bumpiness will mar the 
beautiful phrases.
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are usually overdone, and instead of a full, accented tonal effect, the result is merely a scratching sound. Players 
should assure that their bow is in motion before the necessary pressure for the sforzando is made. Exercise No. 
12 is a variation of No. 10, with more intense pressure of the bow at the start, and the abrupt withdrawal of 
intense pressure after the fp effect is produced. It is necessary to draw the bow toward the fingerboard after the 
accent to make the sudden p. All of these exercises are begun at the frog, and on the accents a left-hand vibrato 
is used to prevent roughness. 

All of these exercises are to be played at all parts of the bow, except where otherwise indicated.
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Major Scales in Thirds

Major Scales in Sixths
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