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Violoncello Suite #2 Minuet #1
J.S. Bach

2005

(first phrase, -2 different fingerings)

d

g

d

d

Open strings, while more challenging to control timbrally, have a brilliance and beauty worth exploring.
The fingerings below offer limited shifting requirements (none until the 6th bar of the phrase).

g

The fingering below allows for more vibrato given the minimal use of open strings.

How might elements of each of the two fingering excerpts here be combined to bring out the timbral strengths of your bass?

How might elements of each be combined to maximize availability (playability) of double-stops?

g d g d
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