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PREFACE

The purpose o f  t h i s  manual, which i s  based on D ont's  Twenty- 

Four S tu d ie s , Opus 37, i s  to  a s s i s t  th e  s tu d en t  in  acq u ir in g  e f f e c t i v e  

p r a c t ic e  te ch n iq u es .  This manual i s  in tended  as a supplement to  s tu d io  

in s t r u c t io n .

The Twenty-Four S tu d ie s ,  Opus 37, o f  Jacob Dont (1815-1888) a re  

in s tan d a rd  use among contemporary te ac h e rs  o f  th e  v io l i n .  Dont designed 

h is  Opus 37 s p e c i f i c a l l y  as p re p a ra to ry  s tu d ie s  f o r  th e  Forty-Two S tud ies  

o f  Rudolphe K reu tzer (1776-1831). The teach ing  o f  Dont's  Opus 37 

immediately precedes t h a t  o f  K reutzer in  th e  sequence o f  e tude l i t e r a t u r e  

used by most o f  the  eminent pedagogues o f  th e  tw e n t ie th  c e n t u r y J  I t  i s  

p a r t i c u l a r l y  c r i t i c a l  t h a t  a s tu d e n t  develop e f f i c i e n t  p ra c t ic e  

techn iques  w hile  s tudy ing  D ont's  Opus 37, befo re  proceeding to  the  more 

advanced s tu d ie s  o f  K reu tzer . S tudents  who a ttem pt to  le a rn  th e  F orty -  

Two S tud ies  o f  K reu tzer w ithou t adequate p re p a ra t io n ,  o f te n  have se r io u s  

d e f ic ie n c ie s  o f  tech n iq u e . These d e f ic ie n c ie s  r e q u ire  e x te n s iv e  remedial 

work be fo re  p rogress  can c o n tin u e .  The proper s tudy o f  D ont's  Opus 37 

can serve  as th e  c ru c ia l  l i n k  between beginning lev e l  in s t r u c t io n  and 

t h a t  o f  the  advanced e tude l i t e r a t u r e .

This manual i s  designed  f o r  use w ith  the  Galamian E d ition  o f  

D ont's  Twenty-Four S tu d ie s , Opus 37. P r in c ip le s  o f  V io lin  Playing and

H h i s  sequence was used by th e  l a t e  Ivan Galamian, who, in  th e  
opinion o f  many a u t h o r i t i e s ,  was one o f  th e  most im portan t pedagogues 
o f  t h i s  cen tu ry .



Teaching, by Ivan Galamian (1903-1981), i s  conside red  by most 

a u t h o r i t i e s  to  be th e  d e f i n i t i v e  t r e a t i s e  on v io l in  pedagogy, w r i t t e n  

in  th e  second h a l f  o f  th e  tw e n t ie th  c en tu ry .  Galamian's s tu d en ts  

c u r r e n t ly  rank amohg th e  w o r ld 's  forem ost co n ce r t  a r t i s t s  and te a c h e r s .  

Ivan Galamian pub lished  e d i t io n s  o f  v i r t u a l l y  a l l  o f  th e  s tan d a rd  e tude  

l i t e r a t u r e  o f  the  v io l i n .  Jacob Dont was th e  head o f  the  v io l in  

departm ent a t  th e  Vienna Conservatory in th e  1870s and 1880s. Dont was 

a pupil o f  B5hm who had s tu d ie d  w ith  P ie r r e  Rode (1774-1830) in  P a r i s .  

Rode was one o f  th e  founding members o f  th e  f a c u l ty  o f  th e  P a r is  

C onservatory. T h e re fo re ,  D ont's  teach in g  p r in c ip le s  had t h e i r  o r ig in s  

in th e  p h ilo so p h ie s  o f  the  French school o f  v io l in  pedagogy. Jacob 

D ont's  success  as a pedagogue i s  e v id en t  in  th e  r e s u l t s  o f  h is  te ac h in g .  

Dont was the  te a c h e r  o f  Leopold Auer (1845-1930). A uer 's  teach ing  

produced such a r t i s t s  as Jascha  H eife tz .and  Nathan M ils te in .  Auer a l so
3

tau g h t Raphael B ro n s te in ,  a renowned contemporary pedagogue.

The b ib l io g rap h y  o f  t h i s  t e x t  was s e le c te d  to  provide c o n t in u i ty  

in  th e  p r in c ip le s  used to  fo rm ulate  p r a c t i c e  programs f o r  each o f  th e
4

Twenty-Four S tu d i e s . Carl F le s c h 's  The A rt o f  V io lin  Playing i s  

g e n e ra l ly  conside red  as th e  d e f i n i t i v e  t r e a t i s e  on v io l in  p lay ing  and 

te a c h in g ,  w r i t t e n  in th e  f i r s t  h a l f  o f  th e  tw e n t ie th  c en tu ry .  The 

t r e a t i s e s  o f  Flesch and Galamian a re  used as th e  p r in c ip a l  sources  in

Ivan Galamian, P r in c ip le s  o f  V io lin  Playing and Teaching, ed. 
E l izab e th  A. H. Green, 2nd ed . (Englewood C l i f f s ,  New Je rse y :  P r e n t ic e -
H a l l , I n c . , 1985.

3The New Grove D ic tio n a ry  o f  Music and M usic ians, 1980, e d . ,  
s .v .  "V io lin  Technique Since 1785.""“

4Carl F lesch , The A rt o f  V io lin  P lay in g , 2 v o l s . ,  t r a n s .  by 
F rederick  H. Martens (New York: Carl F isc h e r ,  I n c . , 1939).

i i i



w r i t in g  t h i s  manual. The au th o r  inc ludes  among h is  sources 

unpublished in form ation  from Margaret Pardee. Ms. Pardee, who was a 

s tu d en t  o f  Ivan Galamian, i s  an a r t i s t - t e a c h e r  o f  i n t e r n a t io n a l  renown. 

The au th o r  has s tu d ie d  p r iv a te ly  w ith  M argaret Pardee a t  the  Meadowmount 

School o f  Music and a t  th e  Estherwood Music F e s t iv a l .  Several o f  the  

teach in g  techn iques  used by Ms. Pardee a re  in co rp o ra ted  in  th e  p ra c t ic e  

programs o f  t h i s  manual. The au tho rs  o f  a l l  th e  sources used in t h i s  

p r a c t ic e  guide rece iv ed  t h e i r  t r a i n i n g  from pedagogues whose p r in c ip le s  

r e p re s e n t  the  French school o f  v io l in  p lay in g . The p h i lo so p h ie s  o f  the  

French school formed the  foundation  o f  contemporary v io l in  pedagogy.

The au th o r  wishes to  acknowledge Dinos C o n s ta n t in id e s ,  eminent 

v i o l i n i s t  and p ro fe s so r  o f  composition a t  the  Louisiana S ta te  U n iv e rs i ty  

School o f  Music. Dr. C o n s ta n t in id e s 's  su p erv is io n  in  p lann ing  both the  

c o n ten t  and format o f  t h i s  work was in v a lu a b le .  The au th o r  a l s o  

g r a t e f u l l y  acknowledges th e  advice o f  M argaret Pardee , a r t i s t - t e a c h e r  

o f  v io l in  a t  th e  J u i l l i a r d  School o f  Music. The a u th o r ' s  c o n su l ta t io n  

w ith  Ms. Pardee in p reparing  c e r ta in  p o r t io n s  o f  th e  work was o f  

in es t im ab le  va lue .

iv



TABLE OF CONTENTS

PREFACE..............................................................................    i i

ABSTRACT.............................................................................................................. v i i

INTRODUCTION ...........................................................................................................  I

CHAPTER I :  STUDIES IN LEGATO....................................................................  3

P ra c t ic e  Program f o r  Study No. 1   3
P ra c t ic e  Program f o r  Study No. 3 7
P ra c t ic e  Program f o r  Study No. 5 ’ .’ I ! . * . ! ! * . !  11
P ra c t ic e  Program f o r  Study No. 8 ...................................' 14
P ra c t ic e  Program f o r  Study No. 9 ] . 17
P ra c t ic e  Program f o r  Study No. 11..... ..................................  .' 18
P ra c t ic e  Program f o r  Study No. 12 . . . . . . . .  i ! 20
P ra c t ic e  Program f o r  Study No. 1 3 ..................................  22
P ra c t ic e  Program f o r  Study No. 16.... ....................................... 26
P ra c t ic e  Program f o r  Study No. 17 . . . .  " ......................  28
P ra c t ic e  Program fo r  Study No. 18.... ....................................... 30
P ra c t ic e  Program f o r  Study No. 21..... ....................................... 32

CHAPTER I I :  STUDIES IN MIXED BOWINGS ................................................. .35

P ra c t ic e  Program f o r  Study No. 2   35
P r a c t ic e  Program f o r  Study No. 4   . . 38
P ra c t ic e  Program f o r  Study No. 6 ......................................  40
P ra c t ic e  Program f o r  Study No. 7 ......................................  43
P ra c t ic e  Program f o r  Study No. 10 ......................................  46
P ra c t ic e  Program f o r  Study No. 14 ......................................  48
P ra c t ic e  Program f o r  Study No. 15 ......................................  50
P ra c t ic e  Program f o r  Study No. 2 0 ..................................  53
P r a c t ic e  Program f o r  Study No. 23 ......................................  55

CHAPTER I I I :  STUDIES IN MULTIPLE STOPS ............................................  58

P ra c t ic e  Program f o r  Study No. 19 ......................................  58
P ra c t ic e  Program f o r  Study No. 22 . .  ............................. 61
P ra c t ic e  Program f o r  Study No. 24 ......................................  63

SUMMARY  ..............................................................................................................  66

BIBLIOGRAPHY............................... ........................................................ .... 69

APPENDIX A: THE PREPARATORY EXERCISE FOR THE SHIFT .................. 71

v



APPENDIX B: THE SON FILE: A PRACTICAL APPLICATION ......................... 77

APPENDIX C: RHYTHMIC PATTERNS............................ ....................................... 86

APPENDIX D: PREPARATORY EXERCISE FOR THE TRILL ................................  87

APPENDIX E: PRACTICING MIXED BOWINGS.... ..................................................... 89

GLOSSARY.........................................   92

V I T A .................................................................     93

vi



Abstract

A P ra c t ic e  Manual: Jacob D ont's  TWENTY-FOUR STUDIES, Opus 37

( f o r  so lo  v io l in )  i s  designed f o r  use w ith th e  Galamian e d i t io n  o f  t h i s  

work.

The t e x t  provides s p e c i f i c  p ra c t ic e  o b je c t iv e s  and p ra c t ic e  

procedures f o r  each o f  th e  s tu d ie s  in  Dont's  Opus 37. This manual i s  

in tended  t o  fu n c t io n  as a supplement to  s tu d io  i n s t r u c t i o n —n o t as a 

s u b s t i t u t e  f o r  i t .

Aspects o f  techn ique  which commonly p re sen t  problems to  most 

s tu d en ts  a re  i d e n t i f i e d .  P r a c t ic e  procedures designed to  provide 

so lu t io n s  to  th e se  problems a re  p resen ted .

The p r in c ip le s  o f  p r a c t ic e  in c o rp o ra ted  in  t h i s  manual can be 

ap p l ie d  in many examples from the  e tude  l i t e r a t u r e  f o r  th e  v io l i n .

Through th e  t r a n s f e r  and r e - a p p l i c a t i o n  o f  p r in c ip le s  o f  p r a c t ic e  given 

in t h i s  t e x t ,  th e  s tu d en t  w il l  r e in fo r c e  th e  le a rn in g  o f  th e se  concep ts . 

With the  guidance o f a competent te a c h e r ,  t h i s  manual should u l t im a te ly  

provide the  s tu d e n t  with a s u b s ta n t ia l  r e p e r to i r e  o f  p r a c t ic e  tech n iq u es .  

These concepts w il l  p rov ide  a s o l id  foundation  f o r  more advanced s tudy .



INTRODUCTION

This manual i s  designed fo r  use w ith  the  Galamian E d ition  o f  

Jacob D ont's  Twenty-Four S tu d i e s , Opus 37.^

Chapter 1 in c lu d es  p r a c t ic e  programs f o r  a l l  s tu d ie s  in which 

th e  e x c lu s iv e  use o f  leg a to  bowings i s  in d ic a te d .  Chapter I I  c o n s i s t s  

o f  p r a c t ic e  programs f o r  s tu d ie s  in which mixed bowings a re  in d ic a te d .  

S tud ies  w r i t t e n  a lm ost e x c lu s iv e ly  in m u lt ip le  s tops  a re  provided 

w ith  p ra c t ic e  programs in Chapter I I I .

This p ra c t ic e  guide provides o b je c t iv e s  and procedures f o r  each 

o f  Dont's Twenty-Four S tu d ie s . Aspects o f  techn ique which commonly 

p re s e n t  problems to  most s tu d e n ts  a re  i d e n t i f i e d .  P r a c t ic e  procedures 

designed to  provide s o lu t io n s  to  th e se  problems a re  p resen ted .  The 

p r a c t i c e  techn iques  p re sc r ib e d  f o r  each p r a c t ic e  program are  based 

on th e  p r in c ip le s  o f  some o f  the  most renowned a u t h o r i t i e s  in  the  

d i s c i p l i n e  o f  v io l in  pedagogy.

P ra c t ic e  programs inc lude  p r e s c r ip t io n s  f o r  s p e c i f i c  amounts o f  

tim e to  be spen t in th e  p ra c t ic e  o f  each s te p .  These p r e s c r ip t io n s  a re  

based on th e  teach in g  experience  o f  th e  a u th o r .  I t  should  be n o ted ,  

t h a t  th ese  p r e s c r ip t io n s  a re  o f  a general n a tu re .  The te a c h e r  w il l  

o c c a s io n a l ly  have to  extend th e  amount o f  time p re sc r ib e d  f o r  a given 

s te p  to  accommodate th e  s p e c i f i c  needs o f  c e r t a in  in d iv id u a ls .

*Jacob Dont, Twenty-Four S tu d ie s , Opus 37, Galamian e d i t i o n ,
(New York: In te rn a t io n a l  Music Company, 1967).



The p r in c ip le s  o f  p r a c t i c e  in co rp o ra ted  in  t h i s  manual can be 

ap p lied  in  many examples co n ta in in g  s im i l a r  te c h n ic a l  requ irem en ts . 

Through th e  t r a n s f e r  and r e - a p p l i c a t io n  o f  given p r in c ip l e s ,  th e  s tu d en t  

w i l l  r e in fo r c e  th e  le a rn in g  p ro cess .  The use o f  t h i s  t e x t ,  w ith  the  

guidance o f  a competent te a c h e r ,  should  u l t im a te ly  provide th e  s tu d e n t  

w ith  a s u b s ta n t ia l  r e p e r to i r e  o f  p ra c t ic e  tech n iq u es .  These acquired  

s k i l l s  w i l l  g ive the  s tu d e n t  a s o l id  foundation  f o r  th e  le a rn in g  o f  

th e  more advanced e tude  l i t e r a t u r e  o f  th e  v io l in .



CHAPTER I

STUDIES IN LEGATO

P ra c t ic e  Program 
f o r  

Study ¥ o .  1

METHOD A

P r a c t ic e  O bjectives

In Method A th e  s tu d e n t  should  p r a c t i c e  to  develop:

a. f a c i l i t y  in  s h i f t i n g  th e  p o s i t io n  (S tep 1)

b. c l a r i t y  o f  a r t i c u l a t i o n  o f  th e  l e f t  hand f in g e r s  (S tep  2)

c . an even ly  produced tone (S teps  2 and 3)

d. evenness o f  l e f t  hand f in g e r  a c t io n  (Step 3)

Procedure

In th e  fo llow ing p re sc r ib e d  program, S tep  1 and S tep  2 should  

be used f o r  th e  f i r s t  ten  days o f  p r a c t i c e  o f  Study No. 1. The procedure 

in  S tep  3 should  no t be ap p lied  u n t i l  completing S teps 1 and 2.

Step 1: All s h i f t s  in  p o s i t io n  should  be i d e n t i f i e d  and p ra c t ic e d  in

p re p a ra t io n  (see  procedure in  Appendix A).

S tep  2: The s tu d e n t  should  perform th e  e n t i r e  Study w ith  the  p r in te d  

bowing (one f u l l  bow p e r  measure) a t  th ese  tempos: M.M. 40 , M.M. 60 and 

M.M. 80 to  th e  e ig h th  no te  p u lse .  In th e  p r a c t ic e  o f  S tep 2 , c a re fu l  

a t t e n t io n  must be g iven  to  th e  fo llow ing  d i r e c t io n s :

a) L eft-hand  f in g e rs  must snap f irm ly  onto s t r i n g  f o r  c l a r i t y



o f  a r t i c u l a t i o n .  Care must be taken  to  allow  a l l  excess

f in g e r  p re ssu re  (and co u n te rp re ssu re  from th e  thumb bn

underside  o f  neck) to  d i s s ip a t e  immediately upon c o n tac t in g

the  s t r i n g .  The f in g e r s  should no t be l i f t e d  too  high (more

than th r e e - f o u r th s  o f  an inch above th e  s t r i n g )  as t h i s  w ill
2

p rev en t  th e  development o f  f a c i l i t y  a t  f a s t e r  tempos.

b) The amount o f  bow used should be e q u a l ly  d i s t r i b u t e d  f o r  

each b e a t .  The p rocess  desc rib ed  as fo llow s w ill  a id  in 

a ch iev ing  even bow d i s t r i b u t i o n .  The bow should be stopped 

on th e  s t r i n g  f o r  an added b e a t ' s  d u ra t io n  o f  r e s t  a f t e r  

perform ing each four n o te s .  The technique  above should  be

a p p l ie d  a t  a l l  th e  tempos s p e c i f i e d  f o r  Step 2. This

procedure f a c i l i t a t e s  easy  d e te c t io n  o f  p o s s ib le  e r r o r s  in 

bow d i s t r i b u t i o n .  The d iv id in g  o f  th e  bow's len g th  in to  

su b d iv is io n s  a llow s the  s tu d e n t  to  determ ine e x a c t ly  where
3

f a u l t y  bow speed occurs .

c) The use o f  te chn iques  g iven in  Appendix B w i l l  r e s u l t  in  the  

a p p l ic a t io n  o f  even p re s su re  throughout th e  e n t i r e  leng th

o f  th e  bow. P ressu re  must always be a p p l ie d  in s u f f i c i e n t  

q u a n t i ty  to  produce a f u l l  tone .

The sounding p o in ts  given in Table 1 a re  p re sc r ib e d  f o r  use w ith Steps 2 

and 3 o f  Method A. The sounding p o in ts  a re  s p e c i f i e d  as the  d is ta n c e

between th e  in s id e  edge o f  the. bow h a i r  and th e  b r id g e .  The u n i t  o f

measure used to  s t a t e  t h a t  d is ta n c e  i s  the  width o f  th e  e n t i r e  ribbon o f

O
Ivan Galamian, P r in c ip le s  o f  V io lin  Playing and Teaching, ed. 

E l izab e th  A. H. Green, 2nd ed. ( " E n g l e w o o d  c l i f f s ,  New Je rse y :  P re n t ic e -
H a ll ,  I n c . ,  1985), p. 19.

Henry B a r r e t t ,  The V io la * 2nd ed. (T usca loosa , Alabama: The
U n iv e rs i ty  o f  Alabama P re s s ,  1978), p. 78.
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bow h a i r  as  i t  i s  d i s t r i b u t e d  ac ro ss  th e  f e ru le  o f  th e  fro g  (approx im ate ly  

7/8 in c h es ) .

Table 1: Tempo (an e ig h th  note
equals  one pulse)

Corresponding 
Sounding P o in t

pulse  = M.M. 40 

pulse  = M.M. 60 

pulse  = M.M. 80 

pulse  = M.M. 100 

pu lse  = M.M. 120

2 * B.H.R.W. from bridge

2 .5  B.H.R.W. from bridge

3 B.H.R.W. from bridge

3.5 B.H.R.W. from bridge

4 B.H.R.W. from bridge

*B.H.R.W. i s  an ab b re v ia t io n  f o r  bow h a i r  r ibbon w id ths . 
This a b b re v ia t io n  w il l  apply throughout t h i s  t e x t .  The 
p re s c r ip t io n s  f o r  s p e c i f i c  sounding po in ts  given in  th i s  
t a b l e  a re  based on p ra c t i c a l  a p p l ic a t io n .

In app ly ing  th e  p re s c r ip t io n  o f  Table 1 in th e  p r a c t i c in g  o f  

Study No. 1, th e  s tu d e n t  should no te  an ex cep tio n .  When two measures 

a re  to  be performed w ith  one bow stroke* th e  B.H.R.W. must be reduced to  

h a l f  th e  d is ta n ce  p re sc r ib ed  in  Table 1.

S tep  3: The o b je c t iv e  o f  Step 3 i s  evenness o f  l e f t  hand f in g e r  a c t io n .

For t h i s  purpose, the  use o f  v a rious  rhythmic p a t te r n s  w i l l  be in co rp o ra ted .  

In th e  procedure below a l l  tw en ty -fou r  rhythmic v a r ia t io n s  in  Appendix C 

should  be used. The use o f  one o f  th e se  p a t te rn s  each day w i l l  he lp  to  

ob ta in  th e  b e s t  r e s u l t s . ^

a) The s tu d en t  should  p r a c t ic e  th e  e n t i r e  Study s u b s t i t u t i n g  

each o f  th e  rhythmic p a t te rn s  in  Appendix C fo r  th e  p r in te d  

n o te  va lues  a t  a tempo o f  M.M. 60 per e ig h th -n o te  p u lse .

The study  should  be p ra c t ic e d  in  two-measure segments. In

^Galamian, P r in c ip le s  o f  V iolin  Playing and Teaching* p. 6.



measure 1 ,  b e a t  one and th e  f i r s t  no te  o f  b e a t  two should 

be executed  as one u n i t .  Each segment should be b u i l t  bea t 

by b e a t  (overlapp ing  by one no te  as  each su ccess iv e  b e a t  i s  

added). When measure 1, 2 and th e  f i r s t  no te  o f  measure 3 

can be s u c c e s s fu l ly  execu ted , the  s tu d en t  should proceed 

to  th e  n ex t  two-measure segment. This techn ique  should be 

used throughout th e  e n t i r e  Study. The process o f  b u i ld in g  

th e  Study in  segments w i l l  he lp  th e  s tu d e n t  to  develop 

c o n t in u i ty  as a performance s k i l l .  A f te r  b u i ld in g  fo r

c o n t in u i ty  in  segments, the  e n t i r e  Study should  be performed

w ithou t s to p s .  I f  te c h n ic a l  problems o ccu r ,  the  s tu d en t  

should proceed, re g a rd le s s  o f  m is takes . Only a f t e r  p lay ing  

th e  e n t i r e  Study should th e  s tu d e n t  r e tu rn  to  th e  passage 

p re sen tin g  d i f f i c u l t y .  Then, an a ttem pt should be made to

i d e n t i f y  th e  cause o f  f a u l ty  ex ecu tio n .

b) The procedure used in  a) (above) should be ap p lied  a t  a

tempo o f  M.M. 80 to  the  e ig h th  note  p u lse .

c) Study No. 1 should be performed a t  a tempo o f  M.M. 100 and

a t  M.M. 120 to  th e  e ig h th  no te  pu lse  as p re sc r ib e d  in a)

(above).

METHOD B

P ra c t ic e  O bjectives

The evenness and p u r i ty  o f  tone production  w hile  drawing th e  bow

as c lo se  to  th e  b ridge  as p o s s ib le .

Procedure

The f i r s t  e ig h t  measures o f  Study No. 1 should  be p ra c t ic e d  using

5B a r r e t t ,  The V io la , 99.



the  p r in te d  bowing a t  a tempo o f  M.M. 60 to  th e  th i r ty - s e c o n d  no te  

v a lue . The process should be repea ted  once a day f o r  seven days.

For d i r e c t io n s  on achieving  evenness o f  bow speed and bow 

p re s s u re ,  th e  s tu d e n t  should r e f e r  to  Appendix B.

P r a c t ic e  Program 
for 

Study" No. 3

P ra c t ic e  O bjectives

The s tu d en t  should work to  r e a l i z e  th e  fo llow ing  o b je c t iv e s  in 

Study No. 3:

a. s u s ta in in g  a pure , even tone in  th e  leg a to

b. p roper execu tion  o f  s t r i n g  c rossings

c . c l a r i t y  o f  le f t -h a n d  a r t i c u l a t i o n

d. rhythmic evenness in  a c t io n  o f  l e f t - h a n d  f in g e rs  

Procedure

Step 1: The s tudy  should be performed a t  a tempo o f  M.M. 80 to  th e  e ig h th  

no te  using th e  p r in te d  bowing. The sounding p o in t  should be one B.H.R.W. 

from th e  b r id g e .  In Step 1, the  s t u d e n t 's  main purpose should  be to  

make a c l e a r  d i s t i n c t i o n  between s t r i n g  c ro ss in g s  made w ith  th e  r i g h t  

hand and those  made w ith  th e  e n t i r e  r i g h t  arm. When a passage re q u ire s  

f req u e n t  c ro s s in g  between ad jac e n t  s t r i n g s ,  th e  hand i s  r a i s e d  o r  lowered 

from th e  w r i s t  w ith o u t  using th e  forearm . When a s t r i n g  c ro s s in g

encompasses more than an a d ja c e n t  p a i r  o f  s t r in g s ,  th e  whole arm must be
£

used. The fo llow ing  examples from Study No. 3 se rve  to  c l a r i f y  the

6Carl F lesch , The A rt o f  V io lin  P lay in g , 2 v o ls ,  t r a n s .  by 
F rederick  H. Martens {New York: Carl F is c h e r ,  I n c . , 1939), vo l .  1:
Technique j n  General and Applied Technique, p. 61.



d i s t i n c t i o n  between passages r e q u i r in g  c ro ss in g  th e  s t r i n g  w ith  th e  

whole arm and those  which re q u ire  c ro s s in g  w ith  th e  hand on ly .

F igure  1 - -  Dont, Twenty-Four S tu d ie s ,  Opus 37, Study No. 3 , measure 1 .

In F igure  1 ,^  th e  whole arm i s  used to  c ro s s  th e  s t r i n g s  because th e  bow 

must be drawn on a l l  fo u r  s t r i n g  le v e l s  in  su cc e ss io n .  The p ro cess  o f  

c ro s s in g  th e  s t r i n g s  w ith  th e  whole arm Involves a s im ultaneous movement 

o f  th e  upper arm, fo rearm , hand, and f in g e r s .  When perform ing a n o te  ■ 

which in m e d ia te ly  precedes a s t r i n g  c r o s s in g ,  th e  arm should  bscend o r  

descend to  th e  new s t r i n g  w ith  a smooth motion. In F igure  1 , th e  second
p

no te  o f  th e  measure (c  ) 1s th e  l a s t  n o te  performed on th e  A s t r i n g .  At

th e  beg inn ing  o f  c th e  bow should  begin dropping to  the  le v e l  o f  th e  D
2

s t r i n g .  The bow and bow arm lower even ly  f o r  th e  e n t i r e  d u ra t io n  o f  c 

so  t h a t  th e  n e x t  no te  ( a 1) beg ins  s im u ltan eo u s ly  w ith  reach ing  th e  D 

s t r i n g  l e v e l .

F igure  2 . — Pont, Twenty-Four S tu d i e s , Opus 37, Study No. 3 ,  measure 3.

^Jacob Pont, Twenty-Four S tu d ie s ,  Opus 37, Galamian e d i t i o n  (New 
York: I n te r n a t io n a l  Music Company, 1967), p. 5.



o 2
In Figure 2 the  a occurs  as one n o te  on th e  E s t r i n g  preceded 

and followed by th re e  n o te s  on the  A s t r i n g .  The hand motion from the  

w r i s t  i s  used to  c ro ss  th e  s t r i n g  here . The hand lowers when c ro s s in g  

to  E s t r i n g  and i s  then  r a i s e d  on th e  r e tu rn  to  th e  A s t r i n g .  The 

motion o f  the  hand in  c ro s s in g  the  s t r i n g  i s  much more e f f i c i e n t  in  t h i s  

case than using th e  whole arm. The s tu d e n t  must be c a re fu l  to  keep the 

bow h a i r  as c lo se  as p o s s ib le  to  the  s t r i n g  approached. This procedure 

w i l l  in su re  t h a t  the  s m a l le s t  p o s s ib le  d is ta n c e  i s  covered in  the  v e r t i c a l
g

motion o f  c ro s s in g .  For s p e c i f i c  p r e s c r ip t io n s  o f  the  p roper arm and 

bow le v e l  f o r  each s t r i n g ,  the  s tu d e n t  should  r e f e r  to  Appendix B.

In Step 1 th e re  is  a common tendency to  allow bow p re s su re ,  bow 

speed , and th e  sounding p o in t  to  become in c o n s i s t e n t  w h ile  c o n ce n tra t in g  

on s t r i n g  c ro ss in g  te ch n iq u es .  However, th e  s tu d e n t  must m ain ta in  con tro l  

o f  a l l  o f  th e se  fu n c tio n s  o f  te chn ique .

Step 2: The purpose in  p r a c t i c in g  Step 2 i s  to  develop c l a r i t y  and

evenness o f  a r t i c u l a t i o n  o f  th e  le f t - h a n d  f in g e r s  and development o f  

f a c i l i t y  a t  f a s t e r  tempos. All rhythmic p a t te r n s  in  Appendix C should 

be a p p l ie d  in th e  p r a c t ic e  o f  Study No. 3 a t  the  r a t e  o f  one per day.

The th re e  tempos and sounding p o in ts  s t a t e d  as fo llow s should be performed 

w ith the  p r in te d  bowing and each o f  th e  r e s p e c t iv e  rhythmic p a t t e r n s :

1) = M.M. 69 a t  a sounding p o in t  o f  1 B.H.R.W.

2) J 1 = M.M. 112 a t  a sounding p o in t  o f  2 B.H.R.W.

3) J 1 M.M. 168 a t  a sounding p o in t  o f  3 B.H.R.W.

A f te r  completing the  p r a c t i c e  o f  Study No. 3 in a s p e c i f i c

rhythm ic p a t te r n  each day, th e  s tu d e n t  should p lay  through the  Study

8 Ib id .

^F lesch ,  The A r t -o f  V io lin  P lay ing , vo l. T, p. 61.
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as w r i t t e n  a t  th e  fo llow ing  tempos:

1. J '  = M.M. 108

2. J* = M.M. 66

The fo llow ing  ta b le  d e s ig n a te s  th e  sounding p o in ts  to  be used f o r  each 

o f  th e  tempos above.

= M.M. 108'

i - = M.M. 66

Number o f  no tes  
p e r  bow

Amount 
o f  bow

Dynamic
Level

Sounding p o in t :  
Number o f  B.H.R.W. 
from bridqe

12 whole f o r te 2 B.H.R.W.

12 whole piano 2 . 5  B . H . R . W .

6 h a l f  (upper 
o r  lower)

f o r te 2 B.H.R.W.

6 h a l f  (upper 
o r  lower

piano 2 .5  B.H.R.W.

12 ........ . whole f o r t e 2 .5  B.H.R.W.

' 12 ............. whole piano 3 B.H.R.W.

6 upper o r  
lower h a l f

f o r te 2 . 5  B . H . R . W .

6 upper o r  
lower h a l f

piano 3 H.B.R.W.

P ra c t ic in g  a t  th e  s p e c i f i e d  sounding p o in ts  above w i l l  i n i t i a l l y  

r e q u ire  v isu a l  m onitoring  to  a ssu re  t h a t  th e  sounding p o in t  i s  m ain tained  

. c o n s i s te n t ly .  The sounding p o in t  and bow speed a re  given in  the  

ta b le  above. A s p e c i f i e d  amount o f  bow p re s su re  must be used to  achieve 

the  c o r r e c t  p ro p o r t io n s  o f  bow speed, p re s su re  and sounding p o in t .  When 

these  th re e  f a c to r s  e x i s t  in  th e  c o r r e c t  p ro p o r t io n s ,  a fu l l -b o d ie d  

and even tone w i l l  r e s u l t .  The s tu d e n t  w i l l  soon lea rn  to  a s s o c ia te  

th e  physica l  s e n sa t io n s  which accompany c o r r e c t  bow speed , p re s su re  and 

sounding p o in t  w ith  th e  d e s i r e d  tone . Then, v isu a l  m onitoring  o f  th e  

sounding p o in t  i s  no longer  n ecessa ry .



Practice Program 
fo r  

Study N6, 5

Practice  Objectives

1. Purity  o f  tone production in legato bowing.

2. C la r i ty  and evenness in a r t ic u la t io n  of the l e f t  hand f inge rs .

3. F a c i l i ty  in sh if t in g  to  and from the f i r s t ,  second, th i r d ,

and h a l f  positions .

4. The a b i l i ty  to  make rapid la te ra l  adjustments with the  l e f t  

hand fingers  fo r  purposes of chromatic a l te ra t io n .

Practice Procedure

Step 1: The e n t i r e  study should be performed a t  a tempo of M.M. 50 to

the quarter note value using the prin ted bowing. Consistency o f  bow

speed and pressure must be maintained throughout each stroke . The fu l l  

bow should be used on each stroke a t  a sounding point of .5 B.H.R.W. 

from the bridge. In measures 7, 8, 9, 11, 12, 15 and 16, the  sounding 

point should be changed to  .2 B.H.R.W. from the bridge. Pressure should 

be reduced to  the co rrec t  proportion with the new sounding point. In 

add ition , the  bow speed used in s lu rs  of e ig h t  notes should be equal to  

speed of th a t  used in groups of six teen notes. The above p rescrip tions  

w ill help in achieving the dynamic levels  spec if ied  fo r  Study No. 5 

in the Galamian Edition. One technique of the  l e f t  hand which i s  called

fo r  in concentrated amounts in Study No. 3 i s  l a te r a l  movement o f

various l e f t  hand f ingers .  Figure 3 ,10 below, is  taken from the f i r s t  

measure o f  Study No. 5 and is  used to  present the co rrec t procedure 

fo r  th is  technique.

*°Dont, Twenty-Four S tud ies , Opus 37, p. 7.
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Figure  3 — Dont, Twenty-Four S tu d ie s , Opus 37, Study No. 5 , m easure. 1.

In t h i s  example, the  t h i r d  f in g e r  i s  used to  perform th e  B# and th e .B ,

The fo u r th  f in g e r  performs th e  C#. A ra p id  l a t e r a l  movement m ust.be  

made w ith  the  t h i r d  f in g e r  to  change from th e  M  to  th e  B. I t  i s  very 

im portan t t h a t  th e  s tu d en t  observe  th e  fo llow ing  d i r e c t io n s  in execu ting  

t h i s  chrom atic  f ig u r e :

1. A f te r  the  fo u r th  f in g e r  has a r t i c u l a t e d  th e  second C#, th e  

t h i r d  f in g e r  must be re la x ed  (b u t  no t l i f t e d ) .

2. When a minimum o f  p re s su re  on th e  f in g e rb o a rd ,  the  t h i r d  

f i n g e r  should  be moved down th e  s t r i n g  t o  th e  p o s i t io n  f o r  

th e  B, be fo re  time f o r  i t  to  be p layed.**

Each time th e  fo u r -n o te  chrom atic  f ig u re  (a s  observed in  th e  second b e a t  

o f  measure 1) o c c u rs ,  a t  v a r io u s  p i tc h  l e v e l s ,  th e  procedure desc r ib ed  

above should be a p p l ie d .  As a p re l im in a ry  e x e r c is e  to  Step 1 , th e  s tu d en t  

should p r a c t i c e  each i s o la t e d  b e a t  in  which t h i s  chrom atic  f ig u r e  occurs 

a t  a tempo o f  M.M. 88 to  th e  s ix te e n th  n o te .  This w i l l  in su re  c o r r e c t  

tim ing  o f  l e f t  hand f in g e r  movements a t  f a s t e r  tempos. C oncurrently  

w ith  p r a c t i c in g  S tep  1 , th e  s tu d e n t  should  I s o l a t e  any s h i f t s  which 

p re sen t  d i f f i c u l t y  and p r a c t i c e  them accord ing  to  th e  procedure given in 

Appendix A.

**Margaret Pardee, in fo rm ation  given in  in te rv iew  a t  Meadowmount 
School o f  Music, W estport,  New York, August 1975.
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Step 2: The student should practice  the Study as w rit ten  and with 

the use o f  rhythmic patterns fo r  a period of e igh t days. Rhythmic 

patterns  one through e ight from Appendix C should be used a t  a ra te  of 

one pa tte rn  each day. The procedure each day should include prac tic ing  

a t  three progressively  f a s te r  tempos; f i r s t ,  as w r i t ten ,  then, with 

the rhythmic p a tte rn . The th ree  tempos and concurrent sounding, points  

are designated as follows:

1. ^  = M.M. 56; sounding point is  a t  the bridge

2. J* = M.M. 76; sounding point is  .5 B.H.R.W. from bridge

3. J* = M.M. 112; sounding poin t is  1 B.H.R.W. from bridge

In Step 2, a primary objective  is  the c l a r i ty  and evenness of a r t ic u la t io n  

with the  l e f t  hand f ingers .  To a r t i c u la te  c lea r ly  with the fingers  of 

the l e f t  hand, the f ingers  must be dropped with firmness and rapid speed 

onto the  s t r in g  and fingerboard. The two common erro rs  which must be 

avoided in th is  process are:

1. dropping the fingers with more force than necessary

2. exerting  and maintaining excess counter-pressure with 

the thumb on the under side of the v io lin  neck.

To develop e f f i c i e n t  action o f  the l e f t  hand f in g e rs ,  the student

must use only the muscles d i r e c t ly  behind the base-knuckle jo in ts

o f the f inge rs .  The exclusive use of these  muscles to  drop and l i f t
12the  fingers  w ill r e s u l t  in firm but independent f inger  action.

Step 3: F ina lly , the  student should p rac tice  Study No. 3 as w ritten  a t

M.M. 112 per quarter-note  pulse. This process involves performing one

*2Henry B a r re t t ,  The V iola, 53.
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beat a t  a time, adding a beat on each successive re p e ti t io n  u n ti l  one 

two-measure un it can be performed accura te ly  without s tops. The student 

should continue to  accumulate two-measure segments u n ti l  the  whole study 

can be performed accurate ly .

Prac tice  Program 
for 

Study No. 8

METHOD A

Practice Objectives

Development of evenness, a g i l i t y  and c la r i ty  of a r t ic u la t io n  in 

making la te ra l  movements o f  the  f ingers  in executing chromatic passages. 

Practice  Procedure

Step 1: All s teps in th is  procedure should be p racticed  fo r  a period o f 

three days each in succession. The e n t i re  study should be performed in 

the upper h a l f  o f  the bow a t  a tempo o f  M.M. 60 to the eighth note. 

Sh if ts  which present d i f f i c u l ty  should be p racticed  according to the 

procedures outlined in Appendix A. Since the primary objective  in 

learning Study No. 8 i s  to  develop c le a r  and even a r t ic u la t io n  in 

chromatics, careful a t te n t io n  must be given to  the  two technical 

p rescr ip tions  given below. When one f inger  i s  used to  execute two 

consecutive notes a semi tone apart:

a) The f inger  pressure should be re leased before s l id in g  to 

the second note.

b) Only an extension or contraction o f  the f ingers  a t  the 

base knuckle should be used in executing a s l id e .

In a ) ,  above, i t  i s  important to  maintain only the minimum pressure 

required to  keep the s t r in g  in contact with the fingerboard while



executing the s l id e .  In b ) ,  above, the f i r s t  jo in t  of the f inger  w ill  

f la t te n  out as i t  extends in executing an ascending in te rv a l .  In 

executing a descending in te rv a l ,  the  f i r s t  j o in t ,  in combination with the 

o ther two jo in ts  of the f inge r ,  w ill assume an approximate square as 

they con trac t to the location  on the fingerboard necessary to perform
lo

the lower p itch .

The student should now continue playing through the study in 

detache but a t  f a s t e r  tempos.

Step 2: D§tach£ a t  th ree  notes per pulse—M.M. 60 to the  dotted eighth note.

Step 3: Detache a t  four notes per pulse—M.M. 60 to the  quarte r  note.

Step 4: Detache a t  s ix  notes per pulse—M.M. 60 to the dotted q uarte r  note.

METHOD B

Practice Objective

Development o f  c l a r i t y ,  evenness; and a g i l i t y  in chromatic fingering 

executed in legato bowing.

Practice Procedure

The following process should be applied fo r  twelve days:

Step 1: The e n t i re  study should be p racticed  with the prin ted bowing

and using each of the rhythms in Appendix C a t  the  ra te  o f  two each day.

In th is  process, the following p rinc ip les  should be observed:

a) Minimum fin g e r  pressure should be used- during s l id e s  when

the same f inger i s  used to execute two consecutive pitches

which are a semi-tone apart.

b) An extended f in g e r  position  ( f la t ten e d  f i r s t  jo in t )  should 

be assumed when ascending a semi-tone. Finger jo in t s  should

^M argaret Pardee, information given in m asterclass a t  Estherwood 
Music F es t iv a l ,  Dobbs Ferry, New York, July 1985.
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form th e  square  p o s i t io n  when descending the  in te rv a l  o f  a
. . 14semi tone .

c) Bow d i s t r i b u t i o n  must be even.

METHOD C

P ra c t ic e  O bjective

The a b i l i t y  to  perform th e  e n t i r e  s tudy  as w r i t t e n  a t  a tempo 

o f  M.M. 69 to  each d o t te d  q u a r te r  no te  va lue .

P ra c t ic e  Procedure

The f i r s t  two s te p s  should be p ra c t ic e d  f o r  one day each in 

numerical o rd e r .  S tep 3 should  be p ra c t ic e d  f o r  a period  o f  th re e  

consecu tive  days.

Step 1: The s tudy  should be p ra c t ic e d  in  two measure segments a t  a

tempo o f  M.M. 48 to  th e  d o t te d  q u a r te r  n o te .  Each two measure segment 

should be d iv id ed  in to  th e  s m a l le s t  component re q u ire d  to  a t t a i n  a b so lu te  

accuracy  o f  p i t c h ,  evenness o f  tone  and c o n t in u i ty  o f  performance. The 

s tu d en t  should b u i ld  each segment no te  by n o te ,  i f  n e ce s sa ry ,  a t  the  

given tempo to  a t t a i n  the  goal s t a t e d  above. A f te r  s u c c e s s fu l ly  completing 

a l l  two-measure segments, the  s tu d e n t  should p ra c t ic e  l a r g e r  u n i t s .

Once th e se  l a r g e r  u n i t s  can be s u c c e s s fu l ly  executed  w ith o u t  i n t e r r u p t io n ,  

the  e n t i r e  s tudy  should be performed.

Step 2: The procedure in Step 1 should  be ap p l ie d  a t  a tempo o f  M.M. 56

to  th e  d o t te d  q u a r t e r  n o te .

Step 3: The procedure in  S tep 1 should  be used a t  a tempo o f  M.M. 69

to  th e  d o tted  q u a r te r  n o te .  When th e  s tu d e n t  can s u c c e s s fu l ly  perform 

the  s tudy  a t  t h i s  tempo, th e  o b je c t iv e s  s t a t e d  f o r  t h i s  s tudy  have been 

a t t a in e d .



P r a c t ic e  Program 
f o r  

Study No. 9
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P ra c t ic e  O bjectives

The development o f  f a c i l i t y  in  ex ecu ting  a rpeggios  in  detachS

and le g a to  (Method A) and in  sp ic c a to  (Method B).

METHOD A 

Procedure

Step 1: The e n t i r e  s tudy  should  be performed in  detache a t  a tempo o f

M.M. 44 to  th e  e ig h t  n o te  p u lse .  The fo llow ing  p r in c ip le s  should  be 

observed:

a) All s t r i n g  c ro s s in g s  should  be executed  by a movement o f  

the  e n t i r e  arm

b) The upper h a l f  o f  the  bow should  be used.

Step 2: The s tudy  should be p ra c t ic e d  w ith  th e  p r in te d  bowing, using 

one t h i r d  o f  th e  bow f o r  each s ix te e n th  no te  t r i p l e t .  In t h i s  s t e p ,

the  tempo should be M.M. 80 to  the  e ig h th  no te  p u lse .

a) The s tu d e n t  must take  care  t h a t  the  v e r t i c a l  motion o f

c ro s s in g  th e  s t r i n g s  w ith  th e  e n t i r e  arm does no t i n t e r f e r e

w ith  th e  h o r iz o n ta l  motion o f  th e  drawing o f  th e  bow across

the  s t r i n g .  There i s  a common tendency in  p lay ing  le g a to  

arpeggios  to  allow th e  v e r t i c a l  c ro s s in g  motions o f  th e  bow
15arm to  i n t e r f e r e  w ith c o n t in u i ty  o f  bow speed and p re s su re .  

Step 3: The s tu d e n t  should  p r a c t ic e  the  s tudy  in  l e g a to  a t  a tempo o f

M.M. 120 to  th e  e ig h th  no te  p u lse .  Care must be taken in  execu ting  the

harmonics. I t  i s  im portan t t o  remove th e  f in g e r  which execu tes  th e

15Raphael B ro n s te in ,  The Science o f  V io lin  P la y in g , 2nd ed. 
(Neptune C ity ,  New Je r se y :  Paganiniana P u b l ic a t io n , .  I n c . ,  1981), p. 26.



harmonic b e fo re  th e  bow leaves  th e  s t r i n g .  This allows th e  harmonic to  

re sona te  a t  maximum capacity .*®

METHOD B 

Procedure

The s tudy should be p ra c t ic e d  in  sp ic c a to  bowing a t  two tempos: 

M.M. 100 to  the  e ig h th  n o te  p u lse ;  and, M.M. 152 to  th e  e ig h th  note 

p u lse .  While p r a c t i c in g  in  s p ic c a to ,  th e  fo llow ing  p r in c ip le s  should 

be observed:

a) The forearm  should  be used to  i n i t i a t e  each s t ro k e .

b) Extension o f  r ig h t -h a n d  f in g e r s  from th e  knuckles should 

occur on down-bow s t r o k e s .

c) C on trac t ion  o f  r ig h t -h a n d  f in g e rs  should occur on up-bow 

s t r o k e s J 7

d) The hand must be a llowed to  bend from the  w r i s t  j o i n t  in 

th e  d i r e c t io n  o f  the  s t ro k e .
18e) All s t r i n g  c ro ss in g s  should  be executed  w ith  the  whole arm.

P ra c t ic e  Program
f ° r

Study No. 11

METHOD A

P ra c t ic e  O bjec tive

To develop c l a r i t y  o f  a r t i c u l a t i o n  in th e  s h o r t  t r i l l .

Procedure

16Pardee, Estherwood M aste rc lass

17 Ib id .
1RGalamian, Princip les o f V io lin  Playing and Teaching, p. 76.
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The fo llow ing  s te p s  should be rep ea ted  f o r  th e  f i r s t  fo u r  days o f  s tudy .

In the  s h o r t  t r i l l ,  te c h n ic a l  development in execu tin g  the  beginning  i s  

o f ten  emphasized a t  th e  expense o f  a t t e n t io n  to  th e  te rm in a tio n  o f  the  

t r i l l .  In th e  method p re sen ted  as fo l lo w s ,  th e  le f t - h a n d  p iz z ic a to
19ac t io n  i s  used as an a id  to  ending th e  t r i l l  w ith  c l e a r  a r t i c u l a t i o n .

Step 1: The e n t i r e  s tu d y  should be p ra c t ic e d  as w r i t t e n  a t  a tempo o f

M.M. 63 to  th e  e ig h th  n o te  p u lse .

In p ra c t ic in g  Step 1, the  s tu d e n t  should observe th e  fo llow ing  

d i r e c t io n s :

a) The mordent should  be execu ted  as p r in t e d ;  no t as a t r i l l .

b) In execu ting  th e  mordent, t h e  f in g e r  should  drop f i rm ly  

w ithou t ex cess iv e  p re s su re .

c) As th e  f in g e r  leaves  th e  s t r i n g ,  i t  should  p u ll  s l i g h t l y

toward th e  r i g h t .  This w i l l  approximate th e  le f t - h a n d
20p iz z ic a to  techn ique  in  f in g e r  a c t io n .  S pec ia l ca re  must 

be taken n o t  to  e x e r t  too  much v e r t i c a l  f in g e r  p re s su re  

s im u ltan eo u s ly  w ith  th e  l i f t i n g  o f  th e  f in g e r .  Excessive 

f in g e r  p re s su re  ren d e rs  th e  development o f  a ra p id  t r i l l  

v i r t u a l l y  im possib le .

d) Each mordent should be execu ted  a t  th e  beginning  o f  th e  note 

on which i t  appears .

METHOD B

P ra c t ic e  O bjectives

Development o f  speed and evenness o f  f in g e r  a c t io n  a re  p r in c ip le

1QGalamian, P r in c ip le s  o f  V io lin  Playing  and Teaching, p. 30.

^°The f in g e r  should  n o t  be p u l le d  o f f  th e  f in g e rb o a rd  h o r i z o n ta l ly ;  
r a t h e r  i t  should be l i f t e d  a t  a f o r t y - f i v e  degree ang le .
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goals in  developing a well a r t i c u l a t e d  t r i l l .  The development o f  both

th e  dropping and th e  l i f t i n g  movement o f  th e  t r i l l  f i n g e r  should  rece ive
21equal emphasis when p r a c t i c in g  th e  fo llow ing  program.

Procedure

The fo llow ing  procedure  should  be re p e a te d  each day f o r  a pe r iod  

o f  seven days.

Step 1: Each mordent should  be i s o l a t e d  and p ra c t ic e d  a s  a s h o r t  t r i l l

u s ing  the  e x e r c is e s  p re s c r ib e d  in  Appendix D.

Step 2: The s tudy  should  be d iv ided  in to  two measure segments. Each 

segment should be p r a c t ic e d  a t  a tempo o f  M.M. 69 to  th e  q u a r t e r  no te  

p u lse .  Each segment should  be p r a c t ic e d ,  no te  by no te  i f  n ece s sa ry ,  

u n t i l  i t  can be execu ted  a c c u ra te ly  w ith  complete c o n t in u i ty .  Segments 

should be p r a c t ic e d  cum ula tive ly  u n t i l  te n  o r  twelve measure u n i t s  can 

be executed  a c c u ra te ly .  The s tu d e n t  should  then be a b le  to  perform th e  

e n t i r e  s tu d y  c o r r e c t ly  and w ith o u t  i n t e r r u p t io n s .

Step 3: The same p rocess  o f  b u i ld in g  f o r  c o n t in u i ty  and accuracy  in

s e c t io n s  should  now be a p p l ie d  a t  a tempo o f  M.M. 80 to  th e  q u a r t e r  no te  

p u l s e . .  F in a l ly ,  the  s tu d e n t  should  perform the  s tudy  a t  th e  same tempo.

P ra c t ic e  Program
t or

Study No. 12

P r a c t ic e  O bjective

The development o f  c l a r i t y  o f  a r t i c u l a t i o n  when execu tin g  two 

tones a sem i-tone  a p a r t  w ith  the  same f in g e r .

P r a c t i  ce Procedure

All s te p s  o f  th e  fo llow ing  program should  be p ra c t ic e d  each day

^ B a r r e t t ,  The V io la , p. 60.



fo r  seven days

Step 1: The e n t i r e  s tudy  should  be p ra c t ic e d  a t  a tempo o f  M.M. 72 to  

the  e ig h th  no te  p u lse .  The upper h a l f  o f  th e  bow should  be used.

C o n sis ten t bow speed and p re s su re  must be used.

A r t ic u la t io n  o f  th e  f i r s t  o f  each p a i r  o f  s lu r r e d  no tes  i s  

in h e re n t ly  r e a l i z e d  through th e  change o f  bow. The second o f  the  two

no tes  under th e  s l u r  i s  a r t i c u l a t e d  by a ra p id  drop o f  the  f in g e r  onto

the  s t r i n g  when a d i f f e r e n t  f in g e r  i s  used. When th e  same f in g e r  i s  

used to  execu te  a s lu r r e d  p a i r  o f  no tes  which a re  a sem i-tone  a p a r t ,  

a s l i d i n g  motion o f  th e  f i n g e r  must be used. In making th e  s l i d e ,  the  

fo llow ing  p r in c ip le s  must be observed.

a) The f in g e r  p re ssu re  must be reduced (w ithou t l i f t i n g  th e

f in g e r  from th e  s t r i n g )  as th e  s l i d e  i s  executed.

b) The s l i d e  must be timed so as to  occur in  the  f in a l  p o r t io n
22o f  the  time value o f  th e  no te  on which i t  i s  i n i t i a t e d .

c) Upon reach ing  th e  second n o te ,  th e  f i n g e r  perform ing th e

s l i d e  reassumes normal p re ssu re  on th e  f in g e rb o a rd  ( f irm
2 3but n o t  e x c e s s iv e ) .

Step 2: P a t te rn s  t h i r t e e n  through e ig h teen  from Appendix C should be

p ra c t ic e d  a t  a tempo o f  M.M. 77 to  th e  q u a r t e r  no te  p u lse .  The s tu d en t  

should apply one p a t te rn  each day.

Step 3: The s tudy  should  be p ra c t ic e d  f o r  c o n t in u i ty .  Two measure 

segments should  be p r a c t ic e d ,  b e a t  by b e a t  i f  n ece s sa ry ,  u n t i l  they  can 

be p layed  a c c u ra te ly  a t  a tempo o f  M.M. 116 to  th e  q u a r t e r  no te  p u lse .

ZZIn app ly ing  t h i s  p r in c ip le  th e  f in g e r  should  n o t  r e l a x  th e  
p re ssu re  to  p repare  f o r  the  s l i d e  u n t i l  th e  l a s t  q u a r te r  o f  th e  value 
o f  the  note  upon which th e  s l i d e  i s  made.

Pardee, Estherwood M as te rc la ss .
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The s tudy  should be performed a t  th e  same tempo. S tep  3 should  be 

repea ted  f o r  th re e  consecu tive  days.

P r a c t ic e  Program 
f o r

Study No. 13

P ra c t ic e  O bjectives

a) The development o f  f lu en cy  in  th e  execu tion  o f  s t r i n g

c ro s s in g s ;  both th o se  made w ith  th e  whole arm and those

made w ith  th e  r i g h t  hand only .

b) The development o f  c o r r e c t  tim ing  o f  th e  l e f t  hand movements

f o r  p roper a r t i c u l a t i o n  in le g a to  s t r i n g  c r o s s in g s .

Procedure

Many problems invo lv in g  a r t i c u l a t i o n  in  passages co n ta in in g  

leg a to  s t r i n g  c ro s s in g s  r e s u l t  from f a i l u r e  to  p ro p e r ly  co o rd in a te  the  

p lay ing  movements o f  th e  l e f t  and r i g h t  hands. Among th e  two most 

common e r r o r s  a re  t h a t :

a) th e  f in g e r  which tak es  th e  no te  immediately p r i o r  to  the  

s t r i n g  c ro s s in g  i s  l i f t e d  too  e a r ly

b) th e  f in g e r  which tak es  th e  no te  immediately a f t e r  th e  s t r i n g
24c ro s s in g  i s  no t in p lace  soon enough.

To p reven t the  problems c i t e d  above, th e  fo llow ing  procedure should  be 

ap p l ie d .  Steps 1, 2 and 3 should  be p ra c t ic e d  c o n cu r ren t ly  f o r  a 

pe riod  o f  th r e e  days.

S tep 1: All measures a re  to  be i s o l a t e d  in  which an a rp e g g ia te d  chord 

invo lv ing  a l l  fo u r  s t r i n g s  in success ion  occurs  on b e a t  one. The f i r s t  

bea ts  o f  th e se  measures should  be p ra c t ic e d  accord ing  to  th e  process

Galamian, Principles o f V io lin  Playing and Teaching, p. 66.



25given in  F ig u r e ,4.
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Figure 4 — Pont, Twenty-Four S tu d i e s , Opus 37, Study No. 1 3 , . measure 14.

as w r i t t e n :
a

ex ecu tio n :

When p r a c t ic in g  accord ing  to  th e  preceding  example, th e  s tu d e n t

should :

a) Use th e  f u l l  bow a t  a tempo Of M.M. 52 to  th e  s ix te e n th  n o te .

b) Use an even a r c - l i k e  motion o f  th e  whole arm in  c ro s s in g
26the  s t r i n g s .

c) Execute the  t r a n s i t i o n  from the  p r in te d  n o te s  to  th e

in te r p o la te d  double s to p s  so smoothly t h a t  i t  i s  v i r t u a l l y
27im p e rc ep t ib le .

d) Set a l l  f in g e r s  o f  the  l e f t  hand b e fo re  i n i t i a t i n g  th e  s t ro k e .

All f in g e rs  shou ld  remain in  p lace  u n t i l  th e  e n t i r e  f i r s t
28b e a t  o f  the  measure has been p layed .

There a re  many measures in  which a d jac e n t  s t r i n g  c ro s s in g s  must

2^Pont, Twenty-Four S tu d ie s ,  Opus 37, p. 18.

Z6E liza b e th  A. H. Green, Teaching S t r in g e d : Instrum ents  in  C la s s e s , 
Englewood C l i f f s , New Je rse y :! '  P re n t lc e - f ia l !  I n c . ,  1966), p. 73.

^ G a la m ia n ,  P r in c ip le s  o f  V io lin  P lay ing  And Teaching , p. 65.
28Green, Teaching S tr in g e d  Instrum ents  in  C la s s e s , p. 73.



be made between each n o te .  To In su re  th e  p re p a ra t io n  o f  th e  l e f t  hand

f in g e rs  1n advance o f  th e  bowing a c t i o n ,  the  e x e r c i s e  I l l u s t r a t e d  1n 
29Figure 5 , and s p e c i f i e d  1n S tep  2 , should  be used .

Figure 5 - -  Dont, Twenty-Four S tu d ie s ,  Opus 37, Study No. 13, measure 3.

S tep  2: All measures .s im ila r  to  the  measure In F igure 5 , should  be 

p ra c t ic e d  acco rd ing  to  th e  fo llow ing  p r i n c ip l e s :

a )  The f in g e r s  f o r  each double s to p  should  be s e t  s im u lta n eo u s ly ,  

and a d ju s te d  f o r  p re c is e  In to n a t io n .

b) The f u l l  upper h a l f  o f  th e  bow should  be used  f o r  each 

double s to p

c) A tempo o f  M.M. 60 to  th e  e ig h th  n o te  p u lse  should  be used. 

S tep 3: The same p o r t io n s  o f  Study No. 13 p r a c t ic e d  In S tep  2 shou ld  be 

execu ted  1n le g a to  bowing, a s  p r in t e d .  A tempo o f  M.M. 60 t o  th e  e ig h th  

no te  p u lse  should  be used. The s tu d e n t  must ta k e  ca re  to  d i f f e r e n t i a t e  

between th e  th re e  k inds  o f  s t r i n g  c ro s s in g  tech n iq u es  re q u i re d  In

29Dont, Twenty-Four S tu d i e s , Opus 37, p. 18.

as w r i t t e n :

ex ecu tio n :



30measures such as th e  one below 1n F igure 6.

25

Figure  6 — Dont, Twenty-Four S tu d ie s ,  Opus 37, No. 13, measure 3.

The th re e  s t r i n g  c ro ss in g  tech n iq u es  used a re  as fo l lo w s:

a )  S t r in g  c ro s s in g s  a t  th e  f rog  made between a d jac e n t  s t r i n g s

must be execu ted  w ith  a r o ta t io n  o f  th e  forearm  from th e  
31elbow j o i n t .  This techn ique  1s used from th e  fro g  through

th e  low er t h i r d  o f  th e  bow (as  in  b e a t  one o f  F igure  6 ) .

b) S t r in g  c ro s s in g s  th roughou t th e  upper two t h i r d s  o f  th e  bow

must be execu ted  by a r a i s i n g  and low ering  o f  th e  hand from

th e  w r i s t  j o i n t  (as  in b e a ts  two and th re e  o f  F igure 6 ) .

Only the  minimum movement re q u ire d  to  a l t e r n a t e  between
32s t r i n g s  r a th e r  than  p lay  a double s top  should  be used.

c )  The t h i r d  v a r i e ty  o f  s t r i n g  c ro s s in g  r e q u ire d  in  measures 

such as th e  one in  F igure 6 r e q u i r e s  th e  movement o f  th e  whole 

arm. The n o te s  o f  each su cc e ss iv e  b e a t  o f  measure 3

a re  executed  on a d i f f e r e n t  p a i r  o f  a d ja c e n t  s t r i n g s .  The 

n o te s  o f  b e a t  one a re  execu ted  on the  G and D s t r i n g s ;

th o se  o f  b e a t  two on th e  D and A; and, th o se  o f  b e a t  th re e

on th e  A and E s t r i n g s .  For t h i s  reason th e  whole arm must 

move to  a new le v e l  o r  p lane  f o r  each su cc e ss iv e  b e a t .  In

31 Galamian, P r in c ip le s  o f  V io lin  P lay ing  and Teaching, p. 67. 

32F le sch , The A rt o f  V io lin  P lay in g , vo l .  1, p. 62.
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each b e a t ,  th e  p rope r  p lane o f  th e  arm w il l  be .one  which 

would allow th e  p lay ing  o f  a double s top  c o n s i s t in g  o f  

th e  given two a d ja c e n t  s t r i n g s  involved f o r  t h a t  p a r t i c u l a r  

b e a t .  The arm begins to  move in to  p o s i t io n  f o r  b e a t  two 

w h ile  th e  f in a l  no te  o f  b e a t  one i s  s t i l l  sounding. In 

t h i s  way, th e  bow arm i s  a l re a d y  in p o s i t io n  b e fo re  execu ting  

th e  f i r s t  note  o f  b e a t  two. The same p rocess  i s  rep ea ted  on 

th e  f in a l  note  o f  b e a t  two in p re p a ra t io n  f o r  b e a t  th re e .

Step 4: At a p u lse  o f  M.M. 66 to  th e  q u a r t e r  n o te ,  th e  e n t i r e  s tudy should

be p ra c t ic e d  us ing  th e  p r in te d  bowings w ith  rhythms t h i r t e e n  through 

tw en ty -fo u r  from Appendix C. Two rhythms should  be a p p l ie d  f o r  each day 

o f  p r a c t ic e .

Step 5: The s tudy  should  be p ra c t ic e d  in  segments to  b u i ld  f o r  c o n t in u i ty

in  performance. In t h i s  p rocess  th e  s tu d e n t  should  u l t im a te ly .b e  ab le  

to  perform the  e n t i r e  s tudy  a c c u ra te ly  w ithou t s to p s  a t  a tempo of.M.M.

100 to  th e  q u a r t e r  no te  p u ls e .  S teps 4 and 5 should be p ra c t ic e d  

c o n cu r ren t ly  f o r  s ix  days.

P r a c t ic e  Program 

Study No. 16

P ra c t ic e  O bjectives

Development o f  f luency  in  l e g a to  s t r i n g  c ro s s in g s  and the  

techn iques  o f  a r t i c u l a t i o n  used by both  l e f t  and r i g h t  hands.

Procedure

Step 1: The s tudy  should be p ra c t ic e d  a t  a tempo o f  M.M. 100 to  th e

e ig h th  no te  p u ls e .  Full bow s t ro k e s  should  be executed  f o r  every  s t ro k e .  

The fo llow ing  p r in c ip le s  should  be a p p l ie d  in  t h i s  s te p :



27

a )  When c ro s s in g  between a d ja c e n t  s t r i n g s  on ly  the  l i f t i n g  

or dropping o f  th e  bow hand from th e  w r i s t  j o i n t  i s  used 

to  make the  c ro s s in g  motion.

b) When a d ja c e n t  s t r i n g  c ro s s in g s  invo lve  more than one p a i r  

o f  a d ja c e n t  s t r i n g s  in  one p assag e ,  th e  whole arm must be
33used to  c ro ss  to  th e  new p a i r .  In th e  example in  F igure  7 , 

below, th e  whole arm i s  r e q u ire d  in  c ro s s in g  th e  s t r i n g s  

during  th e  ex ecu tio n  o f  th e  f i r s t  th r e e  no tes  o f  measure 

28. The whole arm p iv o ts  evenly  from th e  A s t r i n g —E s t r i n g  

p lane  to  the  D s t r i n g —A s t r i n g  p lane .

Figure 7 — Dont, Twenty-Four S tu d i e s , Opus 37, No. 16, measures 27 and 28.

whole arm motiorf 
used to  c ro s s  s t r i n g

All s t r i n g  c ro s s in g s  made Immediately p reced ing  and fo llow ing  

the  f i r s t  t h r e e  n o te s  o f  measure 28 a re  execu ted  e x c lu s iv e ly  

w ith  a hand motion from th e  w r i s t ,

c) A r t i c u l a t i o n  1n Study No. 16 I s  execu ted  in  the  th r e e  

fo llow ing  methods:

c-1 — A f irm  snapping a c t io n  i s  used in dropping th e

le f t - h a n d  f in g e r s  to  a r t i c u l a t e  th e  second o f  two 

given n o te s  executed  on th e  same s t r i n g  when th e  

in te r v a l  1s ascend ing . 

c-2  — An a c t io n  s im i la r  to  t h a t  o f  th e  l e f t - h a n d  p iz z i c a to

P o n t , ' Twentfr-FOur S tu d ie s , Opus 37, p. 25.



i s  used to  l i f t  th e  f in g e r  ex ecu ting  th e  f i r s t  o f  a

two-note p a i r  in  which th e  in te rv a l  between th e  given

two n o tes  is  descending.

c-3 - -  When making any s t r i n g  c r o s s in g ,  th e  f i r s t  note  to

be executed fo llow ing  th e  c ro ss in g  should  be

a r t i c u l a t e d  by in c re a se d  bow speed and p re ssu re
34p r e c i s e ly  a t  th e  beginning  o f  th e  no te .

Step 2: All rhythms from Appendix C should be ap p l ie d  a t  a tempo o f  

H.M. 80 to  th e  q u a r te r  n o te  p u lse .

Step 3: The s tudy  should  be p ra c t ic e d  in  fo u r  measure segments. The

s tu d e n t  should p r a c t i c e  in  as small a u n i t  as i s  needed to  achieve 

a c c u ra te  execu tion  o f  a given s e r i e s  o f  n o te s  w ith o u t  in t e r r u p t io n .  

Notes should  be added u n t i l  an e n t i r e  fo u r  measure segment can be 

performed w ithou t s to p s .  Each succeeding  sec t io n  should  be p r a c t ic e d  

in the  same manner.

The u l t im a te  goal i s  a c c u ra te  u n in te r ru p te d  performance o f  th e  

e n t i r e  s tudy a t  M.M. 69 to  th e  d o t te d  q u a r t e r  no te  p u lse .

P ra c t ic e  Program
f o r  . .

Study No. 17

P r a c t ic e  O bjectives

a) The development o f  evenness and c l a r i t y  o f  a r t i c u l a t i o n  in 

th e  measured t r i l l .

b) The a t ta in m en t o f  d e x te r i t y  in  making a d ja c e n t  s t r i n g  c ro ss in g s .

OA
Galamian, P r in c ip le s  o f  V io lin  P laying  and Teaching, p. 10.
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Procedure

Step 1: The e n t i r e  s tudy should be p ra c t ic e d  a t  M.M. 54 to  th e  q u a r te r

note p u ls e ,  th e  s tu d e n t  should apply  a l l  th e  p r in c ip le s  g iven as 

fo llow s:
35a) The whole bow should be used f o r  a l l  s t ro k e s .

b) Even bow d i s t r i b u t i o n  should  be used e x a c t ly  h a l f  the  

bow's leng th  f o r  each q u a r te r  no te  b ea t .

c) In c ro ss in g  from a g iven  s t r i n g  to  a lower p i tc h e d  a d ja c e n t  

s t r i n g ,  a co un ter-c lockw ise  r o ta t io n  o f  th e  forearm should 

be used. This motion should be combined w ith  a l i f t i n g  o f  

th e  r i g h t  hand f in g e r s  from th e  knuckle j o i n t s .  C onversely , 

a clockw ise forearm r o ta t io n  and concu rren t ex tens ion  o f  

th e  f in g e rs  from the  knuckles should be used in  c ro s s in g  

from a given s t r i n g  to  a h igher  p i tch ed  a d jac e n t  s t r i n g .

d) To c ro ss  a d ja c e n t  s t r i n g s  when execu ting  s t ro k e s  in  the  

upper two th i r d s  o f  th e  bow, a v e r t i c a l  motion o f  th e  hand
07

from th e  w r i s t  j o i n t  must be used.

e)  In measures s ix te e n  through n in e teen  th e  bowing i s  s lu r r e d  

so t h a t  each s t ro k e  ove rlaps  the  f i r s t  no te  o f  each 

su cc e ss iv e  b e a t  o r  h a l f - b e a t .  To in su re  c l e a r  a r t i c u l a t i o n  

o f  th e  l a s t  n o te  w ith in  each s l u r ,  a s l i g h t  in c re a se  o f  bow 

speed and p re s su re  must be a p p l ie d  on t h a t  given no te .

f )  The s tu d e n t  should  apply  th e  procedures s p e c i f i e d  in Appendix

or
Exception w il l  be made in  measures e ig h teen  and n in e teen  where 

th e  fo u r -n o te  s l u r s  a re  execu ted  w ith  th e  upper h a l f  o f  th e  bow.

36I b i d . ,  p. 65.

37F le sch ,  The A rt o f  V io lin  P la y in g , vo l .  1, p. 62.
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D to  any given t r i l l  which p re se n ts  d i f f i c u l t y  o f  ex ecu tion . 

Step 2: The s tudy  should be b u i l t  in four-m easure segments. I n i t i a l l y ,  

each b ea t  o f  each measure should be executed  in i s o l a t i o n ;  overlapp ing  

to  th e  f i r s t  no te  o f  th e  succeeding b e a t .  Next, th e  segment should  be

p ra c t ic e d  cunm ula tive ly , adding b e a t  by b e a t .  Beats should be added in

success ion  u n t i l  the  e n t i r e  segment can be performed a c c u ra te ly  w ith o u t  

s to p s .  Segments should be added u n t i l  a l l  o f  th e  s tudy  can be executed 

a c c u ra te ly  and con tinuously  a t  a tempo o f  M.M. 69 to  the  q u a r te r -n o te  

pu lse .

P ra c t ic e  Program 
f o r

Study No. 18

P r a c t ic e  O bjectives

a) Development o f  c o r r e c t  techn iques  o f  both the  l e f t  and 

r i g h t  hands in  o b ta in in g  c l e a r  a r t i c u l a t i o n  in  le g a to .

b) Learning p roper movements and tim ing techn iques  o f  l e f t  

hand f in g e rs  to  a t t a i n  ex ac t c o o rd in a t io n  o f  p lay ing

movements o f  th e  l e f t  hand and the  bowing a c t io n .

c) Development o f  good in to n a t io n  in execu tin g  broken th i r d s  

and s ix t h s .

Procedure

Step 1: Whole bow s t ro k e s  should be used in  ex ecu ting  each consecu tive

p a i r  o f  s ix te e n th  no tes  as double s tops  as suggested  on page tw en ty -e ig h t
38o f  th e  Galamian e d i t i o n .  Each double s top  should  be executed  on a 

s e p a ra te  bow s tro k e  a t  a pu lse  o f  M.M. 44 to  each n o te .  However, i f  the

o p
Dont, Twenty-Four S tu d ie s , Opus 37, p. 28.
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in to n a t io n  i s  no t s u re ,  th e  s tu d en t  should  a d ju s t  th e  f in g e r s  u n t i l  the

c o r r e c t  p i tc h e s  a re  a t t a in e d .  Only then should  th e  s tu d e n t  proceed to

th e  next double s to p .  When each p i tc h  i s  t r u e ,  the  s tu d e n t  w i l l  d e te c t

a c e r t a in  smoothness o f  tone q u a l i t y .  This au ra l  smoothness i s  th e

r e s u l t  o f  th e  combination to n e ,  a t h i r d  tone  which w il l  sound on ly  i f

th e  two no tes  o f  a given double s to p  a re  in  p e r f e c t  harmonic 
39temperament. In p r a c t ic in g  th e  procedure in  S tep 1, th e  s tu d e n t  

should observe  the  fo llo w in g :

a) In th e  ex ecu tion  o f  two consecu tive  s ix th s  (whether ascending

o r  descend ing ) ,  t h e  f in g e r  shared  in  common in  execu ting

both  double s to p s  must be moved by, s l i d i n g  i t  ac ro ss  the
40s t r i n g  to  i t s  lo c a t io n  f o r  the  n ex t su ccess iv e  no te .

b) In ex ecu ting  f i f t h s ,  th e  f i n g e r  t i p  should  be cen te red  in -  

between th e  two s t r i n g s  to  be p layed .^*

Step 2: The study  should  be performed as w r i t t e n  a t  a tempo o f  M.M. 52

to  th e  q u a r te r  no te  p u lse .  Whole bow s t ro k e s  should be used w ith  even

bow d i s t r i b u t i o n .  In t h i s  s t e p ,  the  s tu d e n t  should use p roper techn iques

o f  a r t i c u l a t i o n  d e sc r ib ed  as fo llow s:

a) When ex ecu ting  consecu tive  no tes  which o ccu r  a l t e r n a t e l y  on

a d jac e n t  s t r i n g s ,  th e  a r t i c u l a t i o n  i s  r e a l i z e d  through a

b r i e f  in c re a se  in  bow speed and p re s su re  a p p l ie d

s im u ltaneous ly  w ith th e  a t t a c k  o f  each n o te .  Each s t r i n g
42c ro ss in g  should  be made r a p id ly .

^9 F lesch , The A rt o f  V io lin  P lay in g , vo l. 1, p. 22 

^ ° B a r r e t t ,  The V io la , p. 63.

^ B r o n s t e i n ,  The Science o f  V io lin  P la y in g , p. 15.

^Galamian, Princip les o f V io lin  Playing and Teaching, p. 65.
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b) Two o r  more consecu tive  n o te s ,  which ascend in p i tc h  and

which a re  executed  on th e  same s t r i n g ,  a re  a r t i c u l a t e d  by

a snapping a c t io n  o f  the  l e f t  hand f in g e r s  as they drop onto 
4Tth e  f in g e rb o a rd .

c) In a descending s e r i e s  o f  n o te s  executed  on th e  same s t r i n g ,

a given no te  w i l l  be a r t i c u l a t e d  by th e  f i n g e r  which execu tes

th e  immediately p receding  n o te .  The f in g e r  tak in g  the

preced ing  no te  i s  p u l le d  s l i g h t l y  to  th e  r i g h t  as i t  i s

l i f t e d  from th e  s t r i n g ,  e f f e c t in g  an a c t io n  s im i la r  to  t h a t
44o f  l e f t - h a n d  p iz z ic a to .

Step 3: The s tudy  should be p ra c t ic e d  a t  a tempo o f  M.M. 104 to  the

q u a r te r  no te  p u lse .  Two-measure segments should be p r a c t ic e d ,  adding 

segments u n t i l  th e  e n t i r e  s tudy  can be performed a c c u ra te ly  w ith o u t  

i n t e r r u p t io n .

P ra c t ic e  Program 
f o r  

Study No. 21

P ra c t ic e  O bjective

The development o f  m u l t ip le  s t r i n g  c ro ss in g  and a d jac e n t  s t r i n g  

c ro s s in g  te chn iques  in le g a to  bowing.

Procedure

S tep  1: The e n t i r e  s tudy  should be p ra c t ic e d  a t  a tempo o f  M.M. 52 to  

th e  h a l f  no te  p u lse .  The fo llow ing  p r in c ip le s  should  be observed when 

a p p l ic a b le .

^ B a r r e t t ,  The V io la , p . 60.

^ G a la m ian ,  P r in c ip le s  o f  V io lin  Playing and Teaching, p. 10.
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a) When a d ja c e n t  s t r i n g  c ro s s in g s  a re  re q u ire d  between two 

n o te s  w ith in  one given b e a t :

a -1 )  A hand motion from th e  w r i s t  j o i n t  1s r e q u ire d  when

th e  c ro s s in g  occurs  1n th e  upper two t h i r d s  o f  th e  bow. 

a -2 )  A r o ta r y  motion o f  th e  forearm  and an a p p ro p r ia te

v e r t i c a l  f in g e r  motion a re  re q u i re d  when 1n th e  lower 

t h i r d  o f  the  bow.45

b) Most s t r i n g  c ro s s in g s  which occu r  between b e a ts  1n t h i s  s tu d y  

re q u ire  c ro s s in g  more than one s t r i n g .  S t r in g  c ro s s in g s  o f  

t h i s  c a teg o ry  re q u i r e  t h a t  the  e n t i r e  arm move s im u ltan eo u s ly  

to  the  p lane  o f  the  s t r i n g  on which th e  n o te  fo llow ing  th e  

c ro s s in g  1s to  be p lay ed . I t  1s sometimes n ecessa ry  to  

c ro s s  to  a p lane  which w i l l  f a c i l i t a t e  p lay in g  two s t r i n g s

a t  once. As shown 1n F igure  8 , 45 below, th e  no tes  o f  

b e a t  two o f  measure one re q u i re  p lay ing  both  th e  A and D 

s t r i n g s .  T h e re fo re ,  when the  c ro s s in g  1s made from th e  l a s t  

n o te  o f  b e a t  one, th e  whole arm must c ro s s  from th e  E s t r i n g  

p lane to  th e  D s tr1ng-A  s t r i n g  p lan e .  The r i g h t  hand 

remains r a i s e d  from th e  w r i s t  w h ile  execu tin g  th e  f i r s t  two

Figure  8 - -  Pont, Twenty-Four S tu d i e s , Opus 37, Study No. 21 , measure 1.

45I b 1 d . , p. 67.

45Dont, Twenty-Four S tu d i e s , Opus 37* p. 32
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no tes  o f  b e a t  two. The hand 1s lowered p re c is e ly  as the  

a t ta c k  o f  th e  t h i r d  note  (g ) i s  made.

Step 2: The study should be p ra c t ic e d  a t  a tempo o f  M.M. 72 to  th e  h a l f

note  p u lse .  Two measure segments should be p ra c t ic e d ,  adding no tes  bea t 

by b e a t .  When each segment can be executed a c c u ra te ly  a t  the  given 

tempo, th e  e n t i r e  s tudy  should be performed. In p ra c t ic in g  Step 2 , the  

s tu d en t  should observe the  fo llow ing:

a) Even bow d i s t r i b u t io n  should  be m ain ta ined , each fo u r  note 

group being a l l o t t e d  one th i r d  o f  th e  bow's leng th .

b) The bow must be drawn w ith  even p ressu re  o f  the  bow h a i r  

on th e  s t r i n g  throughout each s t ro k e .

c) Rapid movements should be used In execu ting  s t r i n g  c ro s s in g s .  

This w i l l  Insure  c l e a r  a r t i c u l a t i o n  o f  th e  f i r s t  no te  to  be 

played on the  s t r i n g  to  which th e  c ro ss in g  1s made.

d) Each a d ja c e n t  s t r i n g  c ro s s in g  should  encompass th e  s m a l le s t  

p o ss ib le  d is ta n c e  1n th e  motion used. This w i l l  Insu re  the  

most e f f i c i e n t  a c t io n  o f  th e  r i g h t  hand as I t  moves from 

the w r i s t  j o i n t . ^

4^F lesch , The A rt o f  V io lin  P lay ing , v o l .  1, p. 61.



CHAPTER TWO

STUDIES IN MIXED BOWINGS

P rac t ic e  Program 
fo r  

Study NO. 2

P rac tic e  O bjectives

The development o f  f a c i l i t y  in executing detache , m arte le  and 
48mixed bowings.

Procedure

Step 1: The s tuden t should p ra c t ic e  th e  study in detache bowing

i n i t i a l l y .  This w il l  allow ex c lu s iv e  co ncen tra tion  on the  problems o f

execution o f  th e  l e f t  hand. I t  w il l  then be e a s i e r  to  solve the  problem
49o f  execu ting  th e  s tudy  with th e  mixed bowing p a t te rn s .

For a period  o f  e ig h t  days, th e  s tuden t should p ra c t ic e  the  s tudy 

in  detache bowing in accordance w ith  th e  fo llowing procedure:

a) All rhythms from Appendix C should be ap p lied  a t  a tempo 

o f  M.M. 72 to  the  q u a r te r  note  p u lse ,  a t  a r a t e  o f  th re e  

rhythms each day. Detache should be used to  execute notes  

o f  a s ix te e n th  n o t e 's  du ra tion  o r  s h o r te r .  For e ig h th  n o te s ,

48 For a complete exp lana tion  o f  the  o b je c t iv e s  and procedures 
involved in the  p ra c t ic e  o f  mixed bowings, the  s tu d en t  should r e f e r  to  
Appendix E.

49Step 1 in co rp o ra te s  the  p r in c ip le  o f  sep a ra t io n  o f  tech n ica l  
problems in  p r a c t ic in g ,  as s ta t e d  in Robert G erle , The A rt o f  P ra c t is in g  
the  V iolin  (London: S ta in e r  and Bell L td . ,  1983), p. 177”

35



36

our no tes  o f  lo n g e r  d u ra t io n ,  m a rte le  should  be used. All 

s t ro k e s  should  be confined  to  th e  upper h a l f  o f  th e  bow.

b) Detache should  be ap p l ie d  in  p ra c t ic in g  th e  s tudy  w ith  the  

p r in te d  note v a lu es .  At a pu lse  o f  M.M. 72, the  s tudy  

should  be executed  a t  r a te s  o f :  two notes  p e r  p u ls e ;  th r e e ,

f o u r  and f i n a l l y ,  s i x  n o te s  per p u lse .  Even speed and 

p re s su re  o f  th e  bow should be m aintained on a l l  s t r o k e s .

The e n t i r e  upper h a l f  o f  th e  bow should  be used f o r  each 

s t r o k e .^ 0

Step  2: The e n t i r e  s tudy  should  be p ra c t ic e d  in mixed bowings, as

p r in te d .  Only the  upper h a l f  o f  th e  bow should be used. The only  

ex cep tio n s  w i l l  be in measures 17-19. In th e se  m easures, f u l l  bow 

s tro k e s  should  be used where s l u r s  o f  f iv e  o r  s ix  no tes  a re  in d ic a te d  

in  th e  Galamian E d i t io n .  The e n t i r e  upper h a l f  o f  the  bow should be 

used f o r  th e  execu tion  o f  no tes  taken on s e p a ra te  bow. s t ro k e s .  In 

a d d i t io n ,  th e  e n t i r e  upper h a l f  o f  the  bow should  be used in execu ting  

s lu r s  o f  both two and th re e  n o te s .  The e n t i r e  s tudy  should be p ra c t ic e d  

accord ing  to  the  p r e s c r ip t io n s  o f  a r t i c u l a t i o n  given below. For c o r r e c t  

procedure in  app ly ing  p r in c ip le s  o f  bow speed, bow p re ssu re  and sounding 

p o in t  p lacem ent, the  s tu d en t  should r e f e r  to  the  Summary o f  Appendix E.

a) The e n t i r e  s tudy should  be p ra c t ic e d  a t  a tempo o f  M.M. 72 

to  th e  e ig h th  no te  v a lu e .  The s e p a ra te ly  bowed no tes  should 

be executed  in m arte le  a t  a sounding p o in t  o f  2 .5  B.H.R.W. 

from th e  b r id g e .  The s lu r s  o f  two no tes  a r e  executed  in 

le g a to  bowing a t  a sounding p o in t  o f  1 B.H.R.W. from the

50Pardee , Estherwood M as te rc la ss .
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b r id g e .  The s l u r s  o f  th re e  no tes  a re  executed  in le g a to  

bowing a t  a sounding p o in t  o f  1 .5  B.H.R.W. from the  b r id g e .  

The s lu r s  in  measures 17-19 a re  executed w ith  th e  f u l l  bow 

a t  a sounding p o in t  o f  1 B.H.R.W. from th e  b r id g e .

In th e  techn ique  o f  bowing in  g e n e ra l ,  and in  th e  

execu tion  o f  mixed bowings in  p a r t i c u l a r ,  th e re  i s  an 

... ex trem ely  im portan t p r in c ip le  which th e  s tu d e n t  should  

unders tand . That p r in c ip le  i s :  in  g e n e r a l ,  th e  s low er 

the  bow speed , th e  c lo s e r  th e  sounding p o in t  must be to

the  b r id g e  i f  c o n s i s te n t  volume i s  to  be achieved throughout
52any given passage. To exem plify  t h i s  p r i n c i p l e ,  th e  

d e ta i l e d  p r e s c r ip t io n s  f o r  changing sounding p o in ts  in a )  

o f  S tep 2 (above),  a re  g iven . I n i t i a l l y  the  s tu d en t  w i l l  

f in d  th e  use o f  a m ir ro r  h e lp fu l  in  p ra c t ic in g  to  ach ieve  

th e  c o r r e c t  sounding p o in t  w ith  any given bow speed. 

U lt im a te ly ,  however, the  s tu d e n t  should use th e  e a r  in  

de term ining  th e  c o r r e c t  sounding p o in t  to  use w ith  any given 

bow speed.

b) The e n t i r e  s tudy  should  be p ra c t ic e d  using detache  on

s e p a r a te ly  bowed no tes  and leg a to  on s l u r s .  Using a tempo 

o f  M.M. 52 to  th e  q u a r te r  n o te  p u ls e ,  the  fo llow ing  

p re s c r ip t io n s  should  be observed: 

b-1) An "out"  motion o f  th e  bow arm i s  used a t  th e

conclusion  o f  s e p a r a te ly  bowed no tes  on down-bow 

s t ro k e s  which precede a s l u r .  This a c t io n  w i l l  change

^F lesch , The A rt o f V io lin  Playing, vo l. 1, p. 81.
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52the  sounding p o in t  to  a lo c a t io n  c lo s e r  to  th e  b r id g e .

b-2) An "in" m o tio n ;o f  the:bow arm i s  used a t  th e  conclusion

o f  s e p a ra te ly  bowed no tes  on up-bow s t ro k e s  which 
53precede a s l u r .  This ac t io n  w il l  move th e  sounding 

p o in t  toward th e  b r id g e .

P ra c t ic e  Program 
f o r  

Study No. 4

P ra c t ic e  O bjective

The development o f  p ro f ic ie n c y  in  th e  ex ecu tion  o f  mixed bowing 

p a t te rn s  which occur in  combination w ith c ro ss in g  non -ad jacen t s t r i n g s .  

Procedure

Step 1: For a p e riod  o f  fo u r  days , t h i s  s tudy  should  be p ra c t ic e d  a t  a

pulse  o f  M.M. 76 to  th e  s ix te e n th  no te . The e n t i r e  upper h a l f  o f  the  

bow should be used f o r  each s t ro k e .

a) All no tes  taken  on se p a ra te  s t ro k e s  should  be executed  w ith  

m arte le  bowing a t  a sounding p o in t  o f  2 . 5 . B.H.R.W. from the  

b r idge .

b) All s lu r s  o f  two no tes  should  be executed  a t  a sounding 

p o in t  o f  1 B.H.R.W. from the  b r id g e .

c) All s l u r s  o f  th r e e  n o te s  should  be execu ted  a t  a sounding 

p o in t  o f  1 .5 B.H.R.W. from th e  b r idge .

d) When c ro s s in g  s t r i n g s  between a s e p a r a te ly  bowed n o te  and

52The terms "out"  and " in"  a re  de fined  in th e  G lo s sa ry .o f  t h i s  
t e x t  and a re  d e sc r ib ed  in  Appendix E. These terms a re  taken from Galamian, 
P r in c ip le s  o f  V io lin  Playing and Teaching, p. 112.
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a s l u r ,  th e  s tu d e n t  should:

d-1) conclude th e  m arte le  s t ro k e  b e fo re  i n i t i a t i n g  s t r i n g  

c ro s s in g  motion.

d-2) use hand motion f o r  a d ja c e n t  s t r i n g  c ro s s in g  and whole
54arm in  c ro ss in g  more than one s t r i n g .

e )  The bow arm should be moved ou t a t  th e  conclus ion  o f  

s e p a r a te ly  bowed no tes  on down-bow which precede a s l u r .

f )  The bow arm should  be moved in a t  th e  conclusion  o f
55s e p a r a te ly  bowed no tes  on up-bow which precede a s l u r .

Step 2: For a p e r io d  o f  fo u r  days, the  s tudy  should be p ra c t ic e d  a t  

M.M. 76 to  the  e ig h th  note  p u lse .  The e n t i r e  upper h a l f  o f  th e  bow 

should  be used f o r  each s t ro k e .

a) All n o te s  taken  on se p a ra te  s t ro k e s  should  be executed  w ith  

detache  bowing a t  a sounding p o in t  o f  2 .5  B.H.R.W. from the  

b r id g e .

b) All s l u r s  o f  two no tes  a re  executed  a t  2 B.H.R.W. from th e  

b r id g e .

c) S lu rs  o f  th r e e  no tes  a re  execu ted  a t  2 B.H.R.W. from th e  

b r id g e .
cc

d) P re s c r ip t io n s  reg a rd in g  d i r e c t io n  as s p e c i f i e d  in  e) 

and f )  o f  S tep 1 {given above) , should be followed.

S tep  3: The e n t i r e  s tu d y  should be p ra c t ic e d  in  segments, b u i ld in g  f o r

54
Pardee, Estherwood M as te rc la s s .

55
Galamian, P r in c ip le s  o f  V io lin  Play ing  and Teaching, p. 112.

56
The term ’’d i r e c t io n "  r e f e r s  to  th e  "in"  motions and "ou t"  

motions o f  the  r i g h t  arm, used in  making sounding p o in t  changes. These 
terms a re  used th roughout t h i s . t e x t  and a re  taken from Galam iian,Principles 
o f  V io lin  Play ing  and Teaching, p. 112.
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c o n t in u i ty  a t  M.M. 116 to  th e  e ig h th  no te  p u ls e .  The e n t i r e  s tudy  

should be execu ted  a c c u ra te ly  a t  t h i s  tempo f o r  fo u r  consecu tive  days. 

Steps 1 and 2 should be completed be fo re  p ra c t ic in g  S tep  3.

P ra c t ic e  Program 
fo r  

Study' No. 6

P ra c t ic e  O b jec tives

Development o f  f a c i l i t y  in  th e  execu tion  o f  mixed bowing p a t te rn s  

w ith  v a r io u s  combinations o f  o n - th e -s t ro n g  and o f f - t h e - s t r i n g  bow s t ro k e s .  

Procedure

The procedures in  th e  fo llow ing  s te p s  should  be ap p l ie d  in 

success ion  f o r  a p e r io d  o f  fo u r  days each.

Step 1: The s tudy  should  be p ra c t ic e d ,  using m arte le  s t ro k e s  on

s e p a ra te ly  bowed no tes  and le g a to  bowing on a l l  s l u r s .  The upper 

h a l f  o f  th e  bow should  be used on a l l  n o te s —on s lu r s  as well as on 

s e p a ra te ly  bowed n o te s .  In p r a c t i c in g  according  to  th e  procedure in 

Step 1, a pu lse  o f  M.M. 100 to  each no te  should  be used. The fo llow ing  

p r in c ip le s  should be observed:

a) The sounding p o in t  f o r  s lu r s  should  be r e l a t i v e l y  c lo s e r  

to  th e  b r id g e  than sounding p o in t  f o r  s e p a ra te ly  bowed 

no tes  (See Appendix E). The d ec is io n  as to  how c lo se  

to  th e  b r id g e  any given sounding p o in t  should be ,  must 

be based on judgements made by the  e a r .  The c o r r e c t  

s e le c t io n  o f  sounding p o in ts  chosen f o r  s lu r r e d  and 

s e p a ra te ly  bowed no tes  w i l l  r e s u l t  in the  achievement 

o f  equal volume in  the  execu tion  o f  a l l  n o te s .



b) The bow arm should  move o u t  a t  the  conclusion  o f  s e p a ra te ly

bowed no tes  on a down-bow s t ro k e  which precede a s l u r .  This

motion w i l l  r e s u l t  in a t t a i n i n g  a sounding p o in t  c lo s e r  to

th e  b ridge  f o r  th e  s lu r  than  f o r  the  preceding  s e p a ra te ly  
57bowed n o te .

c) The bow arm should  move in a t  the  conclusion  o f  s e p a ra te ly
58bowed n o te s  on an up-bow s t ro k e  which precede a s lu r .

Step 2: The s tudy  should  be p ra c t ic e d  using de tache  s t ro k e s  on s e p a ra te ly

bowed n o te s  and le g a to  bowing on s l u r s .  In t h i s  s te p ,  a tempo o f  M.M. 66 

to  th e  e ig h th  note pu lse  should  be used .

a) The e n t i r e  upper h a l f  o f  th e  bow should  be used to  execute  

each s t r o k e —s e p a ra te ly  bowed no tes  and s l u r s .

b) P r e s c r ip t io n s  given in  S tep  1 should  be a p p l ie d  f o r  

execu tion  o f  th e  proper motions o f  th e  bow arm used in  

changing the  sounding p o in t .

Step 3: The s tudy should  be p ra c t ic e d  in sp ic c a to  bowing, ex ecu tin g  each 

note  with a s e p a ra te  s t ro k e .  At a tempo o f  M.M. 60 to  th e  p u ls e ,  th e  

e n t i r e  s tudy  should  be p ra c t ic e d  a t  two no tes  p e r  p u lse .  In a d d i t io n ,  

the  e n t i r e  s tudy should be p ra c t ic e d  a t  each o f  the  fo llow ing  tempos:
59th re e  no tes  to  th e  p u ls e ,  fo u r  and f i n a l l y ,  a t  s ix  notes  to  th e  p u lse .

In p ra c t ic in g  t h i s  s t e p ,  th e  fo llow ing  p r in c ip le s  should be a p p l ie d :

a) The s t i c k  o f  th e  bow should  be h e ld  d i r e c t l y  over the  h a i r  

(as opposed to  t i l t i n g  th e  s t i c k  toward o r  away from the

57Pardee, Estherwood M as te rc lass .
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b r id g e ) .  This w il l  f a c i l i t a t e  ta k in g  maximum advantage
fin

o f  the  s t i c k ' s  in h e re n t  sp r in g in g  a c t io n .  .

b). The bow should be thrown onto> the  s t r i n g  from a s t a t io n a r y  

o f f - t h e - s t r i n g  p o s i t io n .  The p o in t  o f  c o n ta c t  between the  

bow and s t r i n g  w i l l  be made a t  a p o in t  s l i g h t l y  below the
Cl

middle o f  th e  bow.

c) Each sp icc a to  s t ro k e  should be i n i t i a t e d  by th e  forearm.

The f in g e r s  and w r i s t  should remain f l e x i b l e  in  the  execution

o f  each s t ro k e .  The f in g e r s  must be extended downward from

th e  base knuckle j o i n t s  on down-bow s t ro k e s .  The f in g e r s

a re  l i f t e d  from th e .k n u ck le s  on up-bow s t r o k e s .  The r i g h t

hand should  bend from th e  w r i s t  in th e  same d i r e c t io n  a s  the
6?s tro k e  c o n cu r ren t ly  w ith  th e  forearm a c t io n .

d) A motion o f  the  whole arm must be used to  execu te  a l l  s t r i n g
63c ro s s in g s  in  sp ic c a to  bowing.

S tep 4: The s tudy  should be p ra c t ic e d  using s p ic c a to  bowing on s e p a ra te ly  

bowed no tes  and leg a to  bowing on s l u r s .  This s te p  should be executed 

a t  a tempo o f  M.M. 69 to  th e  e ig h th  no te  p u lse .

a) The c o r r e c t  movements o f  th e  bow arm must be executed  to  

o b ta in  the  re q u ire d  sounding p o in t  changes.

b) The p r in c ip le s  o f  execu tin g  sp ic c a to  bowing given fo r  

S tep 3 (above) should be a p p l ie d .

60F lesch ,  The Art o f  V io lin  P la y in g , vo l .  I ,  p. 74. 
fil Thomas Moore, "C rucial D iffe rences  in  the  Execution o f  Spiccato : 

and S a u t i l l e  Bowing S t r o k e s ,11 American S t r in g  Teacher 33 (S pring  1983): 10.
62Galamian, P rinc ip les .o f V io lin  Playing and Teaching, p. 76.
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c) When concluding a sp ic c a to  s t ro k e  preceding  a s l u r ,  the  bow 

should be p laced  on th e  s t r i n g  befo re  execu ting  th e  s l u r .

The bow must no t be thrown on th e  s t r i n g  to  i n i t i a t e  s lu r r e d  

s t r o k e s .

Step 5: The s tudy  should be p r a c t ic e d ,  us ing  sp ic c a to  on s e p a ra te ly

bowed notes  and s lu r r e d  s p ic c a to  o r  s a l tan d o  bowing on no tes  which a re  

in d ic a te d  as s lu r r e d .  As a r e s u l t ,  a l l  no tes  w il l  b e 'ex ecu ted  w ith a 

bounced s t r o k e —whether o r  n o t  they  a re  in d ic a te d  as s lu r r e d  o r  s e p a ra te ly  

bowed.

a) Proper d i r e c t io n  should be used in  a t t a i n i n g  the  sounding
C.A f

p o in t  f o r  each s t ro k e .

b) P r in c ip le s  o f  sp ic c a to  bowing p re sc r ib ed  f o r  Step 3 should 

be used in  p ra c t ic in g  t h i s  s te p .

P ra c t ic e  Program
f o r .

Study H o . 7

P r a c t ic e  O b jec tives

The development o f  f lu e n t  execu tion  o f  mixed bowings which a re  

combined w ith  th e  c o n s ta n t ly  rep e a te d  c ro ss in g  o f  s t r i n g s .

Procedure

The s te p s  o f  t h i s  procedure should  be p ra c t ic e d  in success ion  f o r  a 

pe riod  o f f i v e  days each .

Step 1: The s tu d y  should be p ra c t ic e d  a t  a tempo o f  M.M. 100 to  the  

s ix te e n th  n o te .  M artele  s t ro k e s  should  be used in  execu ting  a l l  no tes

6^The term " d i re c t io n "  r e f e r s  to  th e  in o r  o u t  motion o f  th e  arm 
used in  changing the  sounding p o in t .  This term i s  to  make th e  necessa ry  
sounding p o in t  changes and i s  borrowed from Galamian, P r in c ip le s  o f  
V io lin  P lay ing  and Teaching, p. 112.



In d ic a te d  as s e p a ra te ly  bowed. All no tes  In d ic a te d  a s . s l u r r e d  should  

be execu ted  1n le g a to  bowing. The e n t i r e  upper h a l f  o f  th e  bow should  

be used f o r  a l l  s t r o k e s — s e p a r a te  o r  s lu r r e d .  In th e  p r a c t i c e  o f  S tep  

1, th e  s tu d e n t  shou ld :

a )  Use p ro p e r  d i r e c t io n  1n.movements o f  th e  bow arm to

b) Use h e a v ie r  p re s su re  o f  th e  bow 1n th e  execu tio n  o f  s lu r r e d  

no tes  than 1n th e  ex ecu tio n  o f  s e p a ra te  n o te s .

In S tep  1 a s e p a ra t io n  o f  te c h n ic a l  problems 1s sometimes h e lp fu l .  Due 

to  th e  com plexity  o f  combining th e  numerous s t r i n g  c ro s s in g s  w ith  th e '

a c t io n  may be sep a ra te d  from th e  a c t io n  o f  the  l e f t  hand. This  procedure

which p re s e n ts  d i f f i c u l t y .

Figure 10 — Dont, Twenty-Four S tu d i e s , Opus 37* Study No. 7* m easu re .! .

V ivace

65ach ieve  th e  c o r r e c t  sounding p o in t  1n a l l  s t r o k e s .

"1n" and "ou t"  motions®** needed to  change sounding p o in t s ,  the  bowing

Is  ex em p lif ied  1n F igure  10,®^ below, and may be used In any passage

measure 1, 
as w r i t t e n :

S '

measure 1, 
ex ecu tio n :

65
See Appendix E.

®6 Ib1d.
67Dbnt, Twenty-Four Studies, Opus 37, .p. ,9.



45

P r a c t ic in g ,  accord ing  to  procedure given above, w i l l  a llow

th e  s tu d e n t  to  c o n c e n tra te  e x c lu s iv e ly  on the  procedures

o f  s t r i n g  c ro ss in g  and changes o f  sounding p o in t  w ith o u t  the
68s im ultaneous concerns o f  ach iev ing  c o r r e c t  in to n a t io n .

d) D i f f e r e n t i a t io n  must be made in  techn iques  used to  c ro ss  

s t r i n g s .  The s tu d en t  should:

d-1) Use a hand motion from th e  w r i s t  f o r  a d ja c e n t  s t r i n g  

c ro s s in g s .

d-2) Use a motion o f  th e  e n t i r e  arm in  c ro s s in g  to  any 

o th e r  than an a d ja c e n t  s t r i n g . 69

e )  In Step 1, m a r te le  s t ro k es  a re  used on n o te s  in d ic a te d  to  

be bowed on se p a ra te  s t ro k e s .  The bow should  come to  a

complete s to p  b e fo re  making any s t r i n g  c ro s s in g .

Step 2: The s tu d y  should be p ra c t ic e d  a t  a tempo o f  M.M. 54 to  th e

q u a r te r  n o te  p u lse .  S e p a ra te ly  bowed notes  should  be execu ted  w ith  

de tache  s t ro k e s  and a l l  s l u r s  in  le g a to  bowing. All p r in c ip le s  in

Step 1 concern ing  sounding p o in t  change and th e  use o f  bow speed and

p ressu re  should  be a p p l ie d .

Step 3: The s tu d y  should be p ra c t ic e d  a t  a tempo o f  M.M. 80 to  th e  

q u a r te r  n o te  p u lse .  Detache bowing should  be used f o r  s e p a ra te ly  bowed 

no te s  and leg a to  should  bemused f o r  s l u r s .  Two measure segments should 

be p r a c t ic e d ,  b u i ld in g  b ea t by b e a t  u n t i l  the  e n t i r e  segment can be 

performed a c c u ra te ly  a t  th e  given tempo. Successive  two measure segments 

should be p ra c t ic e d  in  t h i s  manner u n t i l  th e  e n t i r e  s tudy  can be performed 

a c c u ra te ly .

6®The p r in c ip le  o f  s e p a ra t io n  o f  te c h n ic a l  problems i s  taken  from 
G erle ,  The A rt o f  P r a c t i s in g  th e  V io l in , p. 17.

fiQ
Flesch, The A rt o f  V io lin  Playing, vol. 1, p. 62.
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Practice Program
fo r

Study No. 10

P ra c t ic e  O bjectives

The development o f  p ro f ic ie n c y  in  th e  execu tion  o f  mixed bowing 

which occur in  combination w ith  numerous s t r i n g  c ro s s in g s .

Procedure

The s tu d e n t  should  p r a c t ic e  each o f  th e  fo llow ing s te p s  in  

success ion  f o r  a p e r io d  o f  fo u r  days each.

Step 1: The study  should be p ra c t ic e d  a t  a tempo o f  M.M. 72 to  the  

s ix te e n th  no te  pulse.* All no tes  in d ic a te d  to  be played on sep a ra te  

s t ro k e s  should be execu ted  in  m arte le  and a l l  s lu r r e d  no tes  executed 

as le g a to .  The e n t i r e  upper h a l f  o f  th e  bow should be used f o r  a l l  

s t r o k e s —s lu r r e d  as w ell as  s e p a ra te ly  bowed n o te s .  The s tu d e n t  should:

a) Use p rope r  d i r e c t io n  o f  the  arm in ach iev ing  th e  n ecessa ry  

changes o f  sounding p o i n t . ^

b) Use r e l a t i v e l y  h eav ie r  bow p ressu re  in  th e  execu tion  o f  s l u r s  

than in  th e  execu tion  o f  s e p a ra te ly  bowed n o te s .

c) Use the  e n t i r e  arm to  c ro s s  more than  one s t r i n g .  Use only

th e  r a i s in g  o r  lowering o f  th e  hand from th e  w r i s t  to  c ro ss  
71a d jac e n t  s t r i n g s .

d) Come to  a complete s top  a t  the  conclus ion  o f  m arte le  s t ro k e s  

b e fo re  s t r i n g  c ro ss in g s  a re  execu ted .

e )  P r a c t ic e  th e  measure (o r  b e a t )  which p re se n ts  d i f f i c u l t y  in 

d e ta c h l  bowing r a t h e r  than in  the  mixed bowings in d ic a te d .

^ F o r  a complete exp lan a tio n  o f  t h i s  p rocedure , th e  s tu d e n t  should 
r e f e r  to  Appendix E.

^ F l e s c h ,  The A rt o f  V io lin  P lay ing , vo l .  1, p. 62.
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This p ro cess  w i l l  a llow  complete c o n c e n tra t io n  on the

problems o f  th e  l e f t  h an d .7^ Each n o te  should  be execu ted

w ith  th e  p reced ing  o r  fo llo w in g  n o te ,  when any given p a i r
73o f  n o te s  occurs  on a d ja c e n t  s t r i n g s  ( se e  F igure  11, below). 

F igure  11 — Dont, Twenty-Four S tu d ie s ,  Optis 37, Study No. 10, measure 21.

a s  w r i t t e n :

cresc.

j r' (Xu

The p r a c t i c e  method I l l u s t r a t e d  In F igure  11 w i l l  en ab le  the  

s tu d e n t  to  d e t e c t  th e  s m a l le s t  I n d i s c r e t io n  1n I n to n a t io n .  Once the  

f a u l t y  p i tc h  I s  I d e n t i f i e d ,  c o r r e c t io n  can be made.

S tep  2: Using th e  p r i n c ip l e s  g iven In S tep  1 , th e  s tudy  should  be 

p ra c t i c e d  using de tache  on s e p a r a t e ly  bowed n o te s  and le g a to  on s l u r s .  

At a tempo o f  M.M. 56 to  th e  q u a r t e r  n o te  p u ls e ,  th e  s tudy  shou ld  be 

b u i l t  1n two measure segments f o r  c o n t in u i ty .  The e n t i r e  s tu d y  should  

then  be perform ed.

S tep  3: The s tu d y  should  be p r a c t ic e d  a t  M.M. 69 to  th e  q u a r t e r  no te  

p u ls e ,  us ing  th e  procedure  1n Step 2 .

7^G erle ,  The Art o f  P r a c t i s in g  th e  V io l in ,  p. 17.

73Dont, Twenty-Four S tu d i e s , Opus 37, p . 13.
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Practice Program
fo r

Study No. 14

P ra c t ic e  O bjec tive

The development o f  p ro f ic ie n c y  1n the  ex ecu tion  o f  mixed bowings 

combined w ith  a rp e g g la te d  n o te  p a t t e r n s .

Procedure

Each o f  th e  s te p s  In t h i s  procedure should be p r a c t ic e d  f o r  

fo u r  days 1n su ccess io n .

Step 1: The s tudy  should  be p ra c t ic e d  a t  M.M. 60 to  th e  s ix te e n th  note

using s e p a ra te  bow s t ro k e s  on each n o te .  Detache bowing should  be used 

in th e  upper th r e e  q u a r t e r s  o f  th e  bow f o r  each n o te .  The s tu d e n t  should:

Figure 12 — Dont, Twenty-Four S tu d ie s ,  Opus 37, Study No. 14, measure 1.

a )  S u s ta in  th e  tone w e l l ,  u s ing  even bow speed and p re s su re  

on each n o te .

b) Perform co n secu tiv e  p a i r s  o f  s ix te e n th  no tes  as double s to p s
74 75when th ey  o ccu r  on a d ja c e n t  s t r i n g s .  See F igure  12,

below.

as w r i t t e n :

ex ecu tio n :

^ G e r l e ,  The A rt o f  P r a c t i s in g  th e  V io l in , p. 17. 

75I b i d . ,  p. 20.
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Step 2: The s tu d e n t  should p r a c t i c e  th e  s tudy as w r i t t e n ,  w ith  the

in d ic a te d  bowing. Notes which a re  to  be bowed s e p a ra te ly  should  be 

executed as m arte le  s t ro k e s  and a l l  s l u r s  in  le g a to .  The complete 

upper h a l f  o f  th e  bow should be used f o r  a l l  s t ro k e s —s lu r r e d  s t ro k e s  

as well as s e p a ra te ly  bowed n o te s .  In p r a c t ic in g  th e  procedures o f

S tep  2 , a tempo o f  M.M. 100 to  th e  s ix te e n th  no te  value should be used.

The fo llow ing  d i r e c t io n s  should  be observed in th e  execu tion  o f  t h i s  s te p .

a) In any two consecu tive  groups o f  s lu r r e d  n o te s ,  th e  bow

should  come to  a complete s top  a t  th e  conclusion  o f  th e

f in a l  no te  o f  th e  f i r s t  s l u r .  When a s t r i n g  c ro s s in g  i s

re q u ire d  in  proceeding  from the  f in a l  no te  o f  th e  f i r s t  s l u r

to  the  i n i t i a l  no te  o f  th e  second s l u r ,  th e  bow should  s top
7fi

b efo re  th e  s t r i n g  c ro ss in g  i s  made.

b) Proper d i r e c t io n  in arm movements should be used to  achieve 

req u ire d  sounding p o in t  changes. '

c) Heavier bow p re s su re  must be used on s lu r s  than on s e p a ra te ly  

bowed n o te s .

Step 3: The s tudy  should be p r a c t ic e d  a t  a tempo o f  M.M. 60 to  the

q u a r te r  n o te  p u lse .  Detache should  be used on n o tes  which a re  in d ic a te d  

to  be s e p a ra te ly  bowed and le g a to  used on no tes  which a re  in d ic a te d  as 

s lu r r e d .  The e n t i r e  upper h a l f  o f  th e  bow should be used f o r  a l l  s t ro k e s .  

The s tu d e n t  should :

a) Use p rope r  d i r e c t io n  o f  arm movements to  achieve  re q u ire d  

sounding p o in t  ch anges .7®

7®Pardee, Estherwood M as te rc lass .

77See Appendix E.
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b) Use h eav ie r  bow p re s su re  on s lu r s  than on no tes  taken w ith  

se p a ra te  s t r o k e s .

c) P r a c t ic e  the  s tudy  in  two measure segments to  achieve 

c o n t in u i ty  o f  perform ance; b u i ld in g  b e a t  by b ea t i f  

n ece ssa ry  to  achieve f l u e n t  execu tion  o f  th e  e n t i r e  

segment.

P ra c t ic e  Program 
f o r  

Study No. 15

P r a c t ic e  O b jec tives

The f lu e n t  ex ecu tion  o f  mixed bowings and consecu tive  s l u r s  in 

a rpegg ios .

Procedure

Both o f  the  s te p s  o f  t h i s  procedure should  be a p p l ie d  in  success ion  

f o r  a p e r io d  o f  fo u r  days each .

Step 1: M artele  s t ro k e s  should  be used in  ex ecu tin g  n o te s  in d ic a te d  to

be bowed s e p a ra te ly .  Legato should  be used on s l u r s .  The tempo should 

be M.M. 72 to  th e  e ig h th  no te  va lue.

a) All t r i l l s  which p re s e n t  d i f f i c u l t y  o f  execu tion  should  be 

i d e n t i f i e d  and p ra c t ic e d  according to  th e  procedures given 

in  Appendix D.

b) Full bow s t ro k e s  should be used on each group o f  s lu r r e d  

no te s  in  measures which co n ta in  a s l u r  o f  f iv e  no tes  followed 

by a s l u r  o f  seven n o te s .

c) In g e n e ra l ,  the  upper h a l f  o f  the  bow should  be used f o r  

s l u r s  o f  two no tes  and s e p a r a te ly  bowed n o te s .  Exception 

w i l l  be made in  cases  such as in g ) ,  below.



d) Proper d i r e c t io n  o f  th e  movements o f  th e  bow arm i s  re q u ire d
79in  ach iev ing  th e  sounding p o in t  changes.

e) When a s t r i n g  c ro s s in g  i s  re q u ire d  in  proceeding from one 

s l u r  to  a n o th e r ,  th e  bow should be stopped p r i o r  to  th e  

execu tion  o f  th e  s t r i n g  c ro s s in g .

f )  Heavier bow p re s su re  should  be used in  the  execu tion  o f  

s lu r s  than  in  execu tin g  s e p a ra te ly  bowed n o te s .  The longer  

th e  d u ra t io n  o f  th e  s l u r ,  th e  h e a v ie r  the  bow p re ssu re  w il l  

need to  be.

g) C er ta in  measures p re sen t  problems in  bow d i s t r i b u t i o n .  In 

th e  example in  F igure  13, below, th e  f i r s t  th r e e  no tes  o f  

measure 2 a re  execu ted  w ith  a f u l l  bow s t r o k e .  I f  considered  

ou t o f  c o n te x t ,  th e  rem ainder o f  th e  n o te s  o f  measure 2 

cou ld  most e f f i c i e n t l y  be executed  in  th e  upper h a l f  o f  th e  

bow. However, i f  th e  upper h a l f  o f  th e  bow is  used f o r  th e  

l a s t  no te  (g^) o f  measure 2 ,  th e  s t ro k e  i s  te rm in a ted  a t

the  middle o f  th e  bow. Since th e  fo llow ing  s t ro k e  i s  most

e f f i c i e n t l y  execu ted  w ith  a f u l l  bow s t r o k e ,  th e  bow

d i s t r i b u t i o n  in measure 2 (as  given above) i s  rendered

inadequa te . The s o lu t io n  to  t h i s  problem i s  a method o f  bow
81d i s t r i b u t i o n  c a l l e d  d isp lacem ent.  To apply th e  techn ique  

o f  d isp lacem ent in  t h i s  example (see  F igure 1 3 -b ) ,  more bow 

should  be used on up-bow s t ro k e s  than on down-bow s t r o k e s .  

This techn ique  i s  used in  th e  l a s t  two b e a ts  o f  measure 2.

79 See Appendix E.
80 Dont, Twenty-Four Studies, Opus 37, p. 22.
81See Glossary.
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In us ing  t h i s  p rocedure , th e  s e c t io n  o f  th e  bow in  which 

th e  s t ro k e s  a re  made I s  g ra d u a l ly  s h i f t e d  to  th e  lower h a l f  

o f  th e  bow. The r e s u l t  o f  t h i s  p rocess  Is  t h a t  th e  f in a l  

no te  o f  measure two (a g Is  te rm in a ted  a t  th e  f ro g  o f  th e  

bow.

The bow 1s now 1n th e  c o r r e c t  p o s i t io n  to  execu te  th e

re q u ire d  f u l l  bow s t ro k e  a t  the  beginning  o f  measure th r e e . 82

Figure  13 -  Dont, Twenty-Four S tu d ie s ,  Opus 37, Study No. 15, measures 
2 and 3.

a) Execution using  
conven tional bow 
d i s t r i b u t i o n

UH.B. problem occurs  here

b) Execution us ing  
d isp lacem ent

W.B.
L j

Displacement occurs  here

Step 2: Detache should  be used on s e p a r a te ly  bowed n o te s  and le g a to  on

s l u r s ,  a t  M.M. 72 to  th e  q u a r t e r  no te  p u lse .  The s tu d e n t  should  p r a c t ic e  

b u i ld in g  th e  s tu d y  In two measure segments. The s tu d e n t  should  app ly  a l l  

p r in c ip le s  given in  S tep  1 , w ith  one e x ce p t io n :  th e  bow i s  no t stopped 

between consecu tive  s l u r s .

82Pardee , Estherwood M as te rc la s s .



Practice Program
fo r

StudyTo. 20

P ra c t ic e  O bjective

The development o f  p ro f ic ie n c y  in  th e  execu tion  o f  mixed bowings
83which inc lude  le g a to  and s a l tan d o  bowing.

Procedure

The f i r s t  s te p  o f  t h i s  procedure i s  to  be p ra c t ic e d  f o r  seven 

consecu tive  days.

S tep 1: The s tu d e n t  should p r a c t i c e  a t  a tempo o f  M.M. 100 to  th e  e ig h th  

n o te  p u lse .  All s l u r s  should  be execu ted  in le g a to  and a l l  s l u r s  with 

s ta c c a to  in d ic a t io n s  in s a l ta n d o .  The fo llow ing  d i r e c t io n s  should  be 

observed in  th e  execu tion  o f  t h i s  s te p .

a) All s l u r s  o f  e i g h t  no tes  should  be execu ted  w ith  th e  p o r t io n  

o f  th e  bow beginning  a t  th e  frog  and concluding a t  two inches 

above th e  middle. The sounding p o in t  w i l l  be .5 -B.H.R.W. 

from th e  b r id g e .

b) All s l u r s  o f  two no tes  should be executed  w ith  a sounding 

p o in t  o f  2 B.H.R.W. from th e  b r id g e .

c) All fo u r  no te  groups should  be execu ted  in  s a l ta n d o  bowing 

a t  a sounding p o in t  o f  2 B.H.R.W. from the  b r id g e .  The 

fo llow ing  procedure should  be ap p lied :

c -1 ) Each s e r i e s  should be i n i t i a t e d  a t  two inches above 

th e  middle o f  th e  bow. 

c -2) At the  beginning o f  each fo u r  no te  group in  s a l ta n d o ,  

a sudden in c re ase  o f  bow speed and bow p re s su re  should

83See Glossary.
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t o  be used to  he lp  throw th e  bow o f f  th e  s t r i n g .

c -3 ) In th e  execu tion  o f  sa l tan d o  s t r o k e s ,  a l i f t i n g  motion

should  be used o f  the  r i g h t  hand from th e  w r i s t  and

o f  th e  f in g e r s  from the  base knuckle j o i n t s .  These

movements should be combined w ith th e  motion o f  th e
84forearm in  th e  d i r e c t io n  o f  the  s t ro k e .  

c -4 )  The bow should  be p laced  on th e  s t r i n g  b e fo re  i n i t i a t i n g  

each s t ro k e .

c-5) When ex ecu ting  a group o f  fou r  sa l tan d o  n o te s ,  th e  bow 

should  be d i s t r i b u t e d  even ly  throughout th e  lower 

h a l f .

d) Special c o n s id e ra t io n  must be made in  th e  ex ecu tion  o f  

measures 17 and 18. Because o f  th e  r e l a t i v e l y  la rg e  number 

o f  no tes  to  be s lu r r e d  on a s e r i e s  o f  up-bow sa l ta n d o  s t r o k e s ,  

the  bow's len g th  cannot be used a t  th e  r a t e  p re sc r ib ed  f o r  

f o u r  no te  groups o f  s a l ta n d o .  The techn ique  used in  th e se  

measures i s  as fo llow s:

d-1) All s t ro k e s  in  each s e r i e s  a re  executed  a t  th e  middle 

o f  th e  bow using a sounding p o in t  o f  2 B.H.R.W. from 

th e  b r id g e .

d-2) The h o r iz o n ta l  motion o f  th e  forearm i s  n o t  used. 

d-3) The s t ro k e  i s  executed  by a c lockwise c i r c u l a r  motion 

o f  th e  hand from th e  w r i s t  j o i n t  as i t  a l t e r n a t e l y  

c o n tac ts  and then leaves  the  s t r i n g .  This c i r c u l a r  

ac t io n ,  o f  th e  hand from th e  w r i s t  a llow s th e  e n t i r e  

amount o f  bow expended f o r  each s t ro k e  to  be r e t r i e v e d .

®^Galamian, The Principles o f V io lin  Playing, vo l. I ,  p. 76.
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As a r e s u l t ,  i t  i s  p o s s ib le  to  remain a t  th e  middle 

o f  th e  bow in execu ting  th e  e n t i r e  s e r i e s  o f  sa l tan d o  

s t r o k e s . 88

d-4) The f in g e r s  o f  the  r i g h t  hand a re  s im ultaneously

l i f t e d  upward from th e  base knuckle j o i n t s  as the  bow
86leaves  th e  s t r i n g .

Step 2: The s tu d e n t  should  p r a c t i c e  a t  a tempo o f  M.M. 60 to  the  d o t te d

q u a r t e r  no te . All s l u r s  should be executed in  le g a to .  All s lu r s  w ith  

s ta c c a to  in d ic a te d  should be execu ted  in  s a l ta n d o  bowing.

In p r a c t i c in g  Step 2 , a l l  procedures p re sc r ib ed  f o r  th e  

preceding s te p  would be used w ith  th e  excep tion  o f  the  fo llow ing :

a) All le g a to  s lu r s  o f  e ig h t  no tes  should be executed  a t  a 

sounding p o in t  o f  1 B.H.R.W. from th e  b ridge .

b) A sounding o f  2 B.H.R.W. from th e  b ridge  should  be used 

in  ex ecu ting  a l l  s a l tan d o  s t ro k e s  and s l u r s  o f  two n o te s .

c j  A ll s t ro k e s  In Step 2 should  be executed  in  th e  s e c t io n  

o f  th e  bow extending from two inches above th e  middle to  

th e  lower q u a r te r .

P ra c t ic e  Program 
f o r  

Study~No. 23

P ra c t ic e  O bjective
87Development o f  f luency  in  th e  execu tion  o f  V io t t i  bowing.

88F lesch , The Art o f  V io lin  P lay in g , vo l.  1 , p. 78.
86Gal amian, P r in c ip le s  o f  V iolin  P la y in g . and Teaching, p. 76. 

8^See G lossary .
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Procedure

Both s te p s  o f  t h i s  procedure should  be p ra c t ic e d  in  succession  

f o r  a p e r io d  o f  fo u r  days each.

Step 1: The s tudy  should be p ra c t ic e d  a t  a tempo o f  M.H. 56 to  the

e ig h th  n o te  va lue . The fo llow ing  procedure should be ap p l ie d .

a) The e n t i r e  s tudy  i s  to  be executed  in  th e  upper h a l f  o f  the  

bow.

b) Each o f  th e  p a i r s  o f  no tes  which a re  in d ic a te d  as s lu r r e d  

s ta c c a to  a re  to  be execu ted  as two consecu tive  m arte le  

s t ro k e s  bowed in  th e  same d i r e c t io n .

c) The f i r s t  no te  o f  each p a i r  i s  to  be execu ted  w ith  two inches

o f  bow. The a c t io n  used to  execute  th e  f i r s t  no te  should  be

sim ultaneous motion o f  both th e  hand from the  w r i s t  and an

ex ten s io n  o r  c o n t ra c t io n  o f  th e  r i g h t  hand f in g e r s  a t  th e

knuckle j o i n t s .  All o f  th e se  motions a re  made in  th e  same

d i r e c t io n  as th e  s t ro k e .  The forearm should  n o t  be used
88in  execu ting  th e  f i r s t  note  o f  each p a i r .

d) The second n o te  i s  executed  w ith  th e  p o r t io n  o f  th e  upper 

h a l f  o f  th e  bow which remains a f t e r  th e  two inches o f  bow 

taken f o r  th e  f i r s t  no te .  A r e l a t i v e l y  much l a r g e r  amount 

o f  bow should  be used on th e  second no te  than on th e  f i r s t  

note  o f  each p a i r  bowed in  th e  same d i r e c t io n .  As a r e s u l t  

the  second n o te  i s  much louder  and sounds accen ted .  The 

a cc e n tin g  o f  th e  second no te  in su re s  t h a t  rhythm ic s t r e s s  

occurs  on the  s t ro n g  b e a t  o r  s tro n g  p a r t  o f  the  b e a t .

S tep 2: The s tudy should  be p ra c t ic e d  a t  a tempo o f  M.M. 63 to  the

88Galamian, Princip les o f V io lin  Playing and Teaching, p. 76.



q u a r te r  no te  va lue . The s tu d e n t  should p ra c t ic e  f o r  c o n t in u i ty ,  

bu ild in g  in  two measure segments u n t i l  th e  e n t i r e  s tudy  can be performed 

a c c u ra te ly .  All procedures p resc r ib ed  f o r  Step 1 should be app lied  

with the  exception o f  th e  fo llow ing:

a) The s tu d en t  should execute the  notes  with a leg a to  connection 

between a l l  s t ro k e s .

Step 3: The study should be p ra c t ic e d  a t  a tempo o f  M.M. 112 to  the

q u a r te r  note  va lue . The same procedure as s p e c i f i e d  in Step 2 should 

be app lied .



CHAPTER I I I  

STUDIES IN MULTIPLE STOPS

P ra c t ic e  Program 
fo r

StudyTTo. 19

Pr a c t i c e  O bjective

The development o f  s k i l l  in  performing melodic phrases in 

double s to p s .

Procedure

All s te p s  in  t h i s  p r a c t i c e  program should be ap p l ie d  c o n cu r ren t ly  

f o r  a p e r io d  o f  seven days.

Step 1: All measures should  be i d e n t i f i e d  in  which e ig h t  o r  more

s ix te e n th  no tes  occur in  su ccess io n . These measures should  be p ra c t ic e d

using  rhythm p a t te rn s  one through e ig h t  from Appendix C. P ra c t ic in g  in

rhythms a t  va r ious  speeds w i l l  in su re  th e  s im ultaneous a c t io n  o f  both
89f in g e r s  involved  in each double s to p .

Step 2: A s p e c i f i c  techn ique  must be used when ex ecu ting  p a t te rn s  o f

decending s ix th s .  In any given consecu tive  p a i r  o f  s i x t h s ,  th e  f in g e r

used to  execute  th e  lower note  o f  th e  f i r s t  s ix th  i s  a lso  used to  execute
90th e  upper no te  o f  the  second s ix th  (F igure  14, below).

og
Gal amian, P r in c ip le s  o f  V io lin  P laying  and Teaching, p. 29.

gn
Dont, Twenty-Four Studies, Opus 37, p. 19.
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Figure 14 — Dont, Twenty-Four S tu d ie s , Opus 37, Study No. 19, measure 7.

In moving th e  f in g e r  a c ro ss  th e  s t r i n g  in  such c a s e s ,  th e  f i n g e r

p re s su re  should be re la x ed  s l i g h t l y .  An o b lique  s l i d i n g  motion should

then be used to  move to  th e  new lo c a t io n .  The f in g e r  should never  be
91com pletely  l i f t e d  o f f  th e  s t r i n g  In t h i s  p ro c e ss .  The p r in c ip l e  

d e sc r ib ed  above should  be a p p l ie d  in  a l l  passages o f  s ix th s  co n ta in ed  in  

t h i s  s tudy .

S tep 3: The e n t i r e  s tudy  should  be p r a c t ic e d  a t  a tempo o f  M.M. 56 to

th e  q u a r te r  n o te  v a lu e .  The p r in c ip le s  o f  techn ique  used in  th e  ex ecu tion  

o f  the  I n i t i a l  phrase  o f  Study No. 19 should  be a p p l ie d  th roughou t th e  

s tu d y . The p r e s c r ip t io n s  given below should  be used in  e x ecu tin g  the
QO

f i r s t  phrase  (F igure  18, below).

Figure 15 - -  Dont, Twenty-Four S tu d ie s ,  Opus 37, Study No. 19, measures
I and 2

Andante

91B a r r e t t ,  The V io la ,  p. 63.
qp

Dont, Twenty-Four Studies, Opus 37, p. 30.



a) The a t ta c k  o f  th e  f i r s t  double s to p  i s  very im p ortan t.  The 

bow should  fo llow  a g e n t ly  descending a r c - l i k e  t r a j e c t o r y

as i t  i s  lowered on to  the  s t r i n g .  As a r e s u l t ,  th e  beginning 

o f  the  f i r s t  no te  w il l  have a s o f t ,  cushioned sound. The 

bow should  n o t be p laced  on the  s t r i n g  b e fo re  s t a r t i n g  the  

n o te .

b) The f i r s t  note  should  be begun a t  th e  frog  w ith  a sounding

p o in t  o f  2 .5  B.H.R.W. from th e  b r id g e .  L igh t bow p re ssu re

should  be a p p l ie d  throughout the  s t ro k e  w ith even and 

m oderately  f a s t  bow speed. The s t ro k e  must conclude a t  the  

p o in t  o f  th e  bow.

c) A le g a to  connection  should  be made between th e  f i r s t  note  

and th e  s lu r r e d  group o f  n o te s  which fo llow s.

d) The s l u r  o f  two s ix te e n th  no tes  fo llowed by an e igh th  

note  should be executed  w ith  th e  upper t h i r d  o f  th e  bow 

a t  a sounding p o in t  o f  2 .5  B.H.R.W. from th e  b r id g e ,

e) The fo llow ing  s e p a r a te ly  bowed double s to p  should  a l s o  be

execu ted  in  th e  upper t h i r d  o f  th e  bow a t  a sounding p o in t

o f  2 .5  B.H.R.W. from th e  b r id g e .

f )  The two s lu r r e d  e ig h th  no tes  o ccu r r in g  on th e  l a s t  b e a t  o f  

measure 1 should  be execu ted  w ith  a f u l l  bow s t ro k e .  An 

even a c c e le r a t io n  in  bow speed and in c re a se  in  bow p ressu re  

must occur w hile  proceeding  through th i s  s t ro k e  to  achieve  

th e  in d ic a te d  c rescendo . As the  f ro g  i s  approached, th e  

bow h a i r  must move c lo s e r  to  the  b r id g e .  This a c t io n  is  

achieved  by p u l l in g  th e  hand under th e  w r i s t  as th e  fro g  i s  

reached . At th e  conc lus ion  o f  t h i s  s tro k e  th e  sounding 

p o in t  should  be 1 B.H.R.W. from th e  b r id g e .
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g) The double s to p  occu rr in g  on th e  down b e a t  o f  measure 2

should be executed  a t  th e  sounding p o in t  o f  1 B.H.R.W. from

the  b r i d g e - a t t a i n e d  a t  th e  conclusion  o f  th e  preceding  s t ro k e .

h) The s tu d e n t  should proceed through th e  d o t te d  q u a r te r  no te

a t  1 B.H.R.W. from th e  b ridge  using  th e  lower th re e  q u a r te r s

o f  the  bow and heavy bow p re s su re .

i )  As the  s t ro k e  i s  s lu r r e d  in to  th e  e ig h th  n o te ,  th e  bow p ressu re  

must be reduced s u b s t a n t i a l l y .  As a r e s u l t ,  th e  bow h a i r

w i l l  reassume a sounding p o in t  o f  2 .5  H.B.R.W. from th e  

b r id g e .

j )  At a sounding p o in t  o f  2 .5  B.H.R.W. from th e  b r id g e ,  the  

s tu d en t  should execu te  the  h a l f  no te  o ccu rr in g  on the  second 

h a l f  o f  measure 2 . Moderate bow p ressu re  must be ap p l ie d  

using on ly  the  upper h a l f  o f  th e  bow. Bow speed must d im inish  

throughout th e  s t r o k e .  The phrase  i s  the reby  concluded.

P r a c t ic e  Program 
f o r  

Study No. 22

P ra c t ic e  O bjective

The f lu e n t  execu tion  o f  double s to p s  in  le g a to  bowing.

Procedure

Each o f  th e  fo llow ing  s te p s  should  be p ra c t ic e d  in  success ion  

f o r  f iv e  days each.

Step 1: The study  should  be p ra c t ic e d  a t  a tempo o f  M.M. 66 to  the

e ig h th  no te  v a lu e .  Each s lu r r e d  group o f  notesl e q u iv a le n t  to  th e  va lue  

o f  one q u a r t e r  no te  should be executed  w ith  th e  f u l l  bow a t  a sounding 

p o in t  o f  2 .5  B.H.R.W. from th e  b r id g e .  Full bow s t ro k e s  should  be used
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in  th e  execu tion  o f  h a l f  no tes  w ith  a sounding p o in t  o f  1 B.H.R.W. 

from the  b r id g e .

In p ra c t ic in g  th e  procedure p re sc r ib ed  in  Step 1, the  s tu d en t  

should observe th e  fo llow ing  p r in c ip le s :

a )  In proceeding from one double s to p  to  a n o th e r ,  th e  whole 

arm should  be used to  execute  a l l  s t r i n g  c ro s s in g s .

b) An equal amount o f  bow p re s su re  must be a p p l ie d  on both
9 3s t r i n g s  in  execu ting  a l l  double s to p s .

c) Firm (n o t  ex cess iv e )  p re s su re  o f  the  l e f t  hand f in g e r s  

should be a p p l ie d .

d) Because th e r e  i s  a p a r t i c u l a r l y  pronounced tendency

toward th e  use o f  ex cess iv e  p ressu re  o f  l e f t  hand f in g e r

a c t io n  in  th e  execu tion  o f  double s to p s ,  the  s tu d e n t  must

guard a g a in s t  i t .  E sp e c ia l ly  d e tr im en ta l  to  f l u e n t  ex ecu tion

i s  th e  squeezing o f  th e  neck o f  th e  in s trum en t between the
94s id e  o f  th e  thumb and th e  in s id e  o f  th e  index f in g e r .

e )  The f i r s t  e ig h t  rhythm ic p a t te r n s  from Appendix C should

be used to  p r a c t ic e  any measure in  which d i f f i c u l t y  i s

encountered  in  a t t a in in g  s im ultaneous a c t io n  o f  both f in g e r s
95in  th e  a r t i c u l a t i o n  o f  double s to p s .

Step 2: The s tudy should be p ra c t ic e d  a t  a tempo o f  M.M. 92 to  th e  e ig h th  

no te  p u ls e .  Two measure segments should  be p r a c t ic e d ,  b u i ld in g  each 

measure beat by beat fo r  c o n t in u i ty .  The procedures s p e c i f ie d  in  Step 1

9 3 Galamian, P r in c ip le s  o f  V io lin  Playing and Teaching, p. 58.
9 4 Stephen Clapp, "Tension in V io lin  P lay in g ,"  American S t r in g  

Teacher 33, (Summer 1982): 11.
95 Galamian, Principles o f V io lin  Playing and Teaching, p. 29.
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should be ap p lied  w ith  one excep tion : when execu ting  a h a l f  no te  (o r  

a s l u r  o f  e q u iv a len t  va lue) a f u l l  bow s tro k e  should be used a t  a 

sounding p o in t  o f  1 .5  B.H.R.W. from th e  b r idge .

P ra c t ic e  Program 

Stud /T Io . 24
P ra c t ic e  O bjective

The f lu e n t  execu tion  o f  m u l t ip le  s tops  in  th e  c o n tex t  o f  melodic 

p h rases .

Procedure

The s tep s  o f  t h i s  p r a c t i c e  program should  be p ra c t ic e d  in

success ion  f o r  f iv e  days each.

Step 1: The s tu d en t  should p r a c t i c e  a t  a tempo o f  M.M. 92 to  th e  e ig h th

note p u ls e ,  using th e  fo llow ing  procedures:

a) In th e  execu tion  o f  any given t r i p l e  s to p ,  th e  t r a j e c t o r y  

o f  th e  bow s t ro k e  i s  th e  same as t h a t  o f  th e  middle s t r i n g .

The upper two th i r d s  o f  th e  bow should be used.

b) The a t t a c k  o f  each o f  th e  no tes  in  a t r i p l e  s top  should be

s im ultaneous. For t h i s  re a so n , a sounding p o in t  o f  3 B.H.R.W.

from th e  b ridge  should be used in  execu ting  t r i p l e  s to p s .

The s t r i n g s  a re  more n e a r ly  o f  equal h e ig h t  a t  t h i s  sounding
96p o in t  than  a t  sounding p o in ts  n e a re r  to  th e  b r id g e .

c) In th e  m a jo r i ty  o f  t r i p l e  s tops  in  t h i s  s tu d y , th e  melody

no te  occurs  in  th e  top  vo ice . T h e re fo re ,  a f t e r  th e  t r i p l e

s top  i s  begun, the  bottom no te  should be dropped ( a f t e r

96Flesch, The A rt o f V io lin  Playing, vo l. 1, p. 83.
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s u s ta in in g  a l l  th re e  n o te s  f o r  th e  approximate d u ra t io n  o f

a s ix te e n th  n o te ) .  In t h i s  manner, th e  upper no te  w il l

be p e rce ived  as th e  most Im portan t.

d) The voice  le ad in g  to  measures 25-27 co n ta in s  ex cep tio n s  to

the  r u le  given 1n c ) ,  above. In th e s e  m easures, th e  melody

a l t e r n a t e s  between th e  top  voice  and low est voice 1n each
97s u cc e ss iv e  b e a t  ( th e  s tu d e n t  should r e f e r  to  Figure 16, 

below). When th e  melody note  1s con ta ined  1n th e  low est 

v o ic e ,  th e  upper two v o ices  should  be dropped a f t e r  beginning 

th e  t r i p l e  s to p .  As a r e s u l t  th e  proper, vo ice  lead in g  Is  

c l e a r l y  p e rce iv ed  by th e  l i s t e n e r .

F igure  16 — Dont, Twenty-Four S tu d i e s , Opus 37, No. 24, measures 25-27.

cresc.

e) The a t t a c k  o f  each t r i p l e  s to p  should  be preceded by a 

c i r c u l a r  motion o f  the  whole arm. In t h i s  way, the  bow 1s 

a l r e a d y  1n motion b e fo re  th e  bow h a i r  c o n ta c ts  th e  s t r i n g .

f )  When a s e r i e s  o f  t r i p l e  s to p s  1s execu ted  w ith  consecu tive  

down-bow s t r o k e s ,  each no te  should  be te rm in a ted  a s ix te e n th  

n o te  value e a r l i e r  than i s  in d ic a te d .  This a c t io n  w i l l  

a llow  th e  re ta k in g  o f  th e  bow to  the  frog  to  p repare

97Dont, Twenty-Four Studies, Opus 37, p. 35.
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fo r  th e  fo llow ing  s t ro k e ,

g) Execute a l l  s ix te e n th .n o te s  in d ic a te d  as s lu r re d  w ith 

s ta c c a to  markings in  s lu r r e d  sp icc a to  o r  s a l tan d o  bowing. 

Step 2: Applying th e  same procedures used in  Step 1 , the  s tudy  should 

be p ra c t ic e d  a t  a tempo o f  M.M. 120 to  th e  e ig h th  note  p u lse .  The 

s tu d e n t  should b u i ld  f o r  c o n t in u i ty ,  p r a c t i c in g  each phrase in  one 

measure segments. F in a l ly ,  th e  s tudy  should be performed a t  M.M. 120 to  

th e  e ig h th  note p u lse .



SUMMARY

This manual i s  designed to  a s s i s t  th e  s tu d e n t  in le a rn in g  how 

to  p ra c t ic e  using th e  Twenty-Four S tu d ie s , Opus 37, o f  Jacob Dont.

Contemporary v io l i n  pedagogy i s  founded alm ost e x c lu s iv e ly  on 

th e  p r in c ip le s  ex em plif ied  by th e  te a c h e rs  a t  th e  C o n se rv a to r ie s  o f  

Liege and B russe ls  in  Belgium and a t  th e  P a r is  C onservatory . The 

common p h ilo so p h ies  h e ld  by th e  eminent te a c h e rs  o f  th e se  i n s t i t u t i o n s  

produced such prominent tw e n t ie th -c e n tu ry  pedagogues as Carl Flesch 

and Ivan Gal amian. The t r e a t i s e s  o f  F lesch  and Galamian a re  g e n e ra l ly  

conside red  as d e f i n i t i v e  in  th e  d i s c i p l i n e  o f  v io l in  pedagogy. These 

t r e a t i s e s  were used as p r in c ip a l  sources  in  w r i t in g  t h i s  manual. The 

o th e r  sources  used to  p repare  t h i s  t e x t  were w r i t t e n  by pedagogues whose 

teach in g  i s  p r im a r i ly  based on th e  t r a d i t i o n s  o f  the  French sch o o l.  The 

use o f  so u rc e s ,  which concur w ith  the  p recep ts  o f  pedagogy in  th e  French 

t r a d i t i o n ,  r e s u l t s  in co n s is ten cy  o f  th e  p r in c ip le s  upon which t h i s  

work i s  based.

Ivan Galamian p re s c r ib e d  "b u i ld in g  time" and "performance time" 

as e s s e n t i a l  components o f  e f f e c t i v e  p r a c t ic e .^  These components a re  

in co rp o ra te d  in  p ra c t ic e  programs th roughou t t h i s  s tudy  gu ide . Build ing 

time invo lves  severa l s te p s .  F i r s t ,  th e  s tu d e n t  must i s o l a t e  passages 

which p re s e n t  d i f f i c u l t y .  Technical problems must then be i d e n t i f i e d .  

Once problems have been i d e n t i f i e d ,  th e  s tu d en t  must app ly  s p e c i f i c

^Galamian, P r in c ip le s  o f  V io lin  Playing and Teaching, p. 95.
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procedures which a re  designed to  solve th e  problems. "Performance 

time" i s  the  phase o f  p ra c t ic in g  which invo lves  p ra c t ic in g  f o r  c o n t in u i ty .  

In t h i s  phase , the  s tu d e n t  must b u i ld  th e  s tu d y  in  segments, execu ting  

p ro g re s s iv e ly  lo n g e r  s e c t io n s .  Through t h i s  p ro cess ,  the  s tu d e n t  should  

f i n a l l y  be able  to  execute  th e  e n t i r e  s tudy a c c u ra te ly  and w ithou t 

i n t e r r u p t i o n . 2

This manual i s  th e  f i r s t ,  to  th e  knowledge o f  the  a u th o r ,  which 

in c o rp o ra te s  a l l  o f  Dont's Opus 37 in  a p r a c t ic e  gu ide . I t  i s  in tended  

t h a t  t h i s  work w i l l  encourage co lleag u es  to w r i te  p r a c t ic e  manuals based 

on o th e r  im portan t e tudes  in th e  l i t e r a t u r e .  The au th o r  hopes t h a t  

s tu d e n ts  who use t h i s  s tudy guide w i l l  f in d  t h a t  i t  p rov ides  e f f e c t i v e  

a s s i s ta n c e  in  le a rn in g  how to  p r a c t i c e .

The au th o r  recommends t h a t  th e  s tu d en t  s tudy c e r t a in  l i t e r a t u r e  

before  s tudy ing  D ont's  Opus 37.

F i r s t ,  th e  s tu d en t  should  s tudy  A P r a c t ic a l  Method f o r  V io l in ,

Book I ,  by Nicolas Laoureux. A f te r  completing s tudy o f  t h i s  work, the  

s tu d e n t  should proceed with th e  s tudy  o f  the  e tudes  o f  Jacques Fereol 

Mazas, Opus 36. The s tudy  o f  Mazas should in c lude  the  Etudes S p ed  a le s  

and the  Etudes B r i l l a n t e s . I t  i s  recommended t h a t  th e  s tu d e n t  use the  

Gal amian E d it io n  o f  th e  Mazas works.

E x cep t io n a l ly  t a l e n te d  s tu d e n ts  o f  middle school and ju n io r  high 

school age a re  o f te n  ready f o r  s e r io u s  s tudy  o f  the  v io l in  e tude  

l i t e r a t u r e .  However, the  extended leng th  o f  t r a d i t i o n a l  e tudes  is  o f ten  

im p rac tic a l  f o r  s tu d e n ts  invo lved  in  many e x t r a - c u r r i c u l a r  a c t i v i t i e s .

In the  case  o f  such s tu d e n t s ,  the  te a c h e r  may choose to  s u b s t i t u t e  th e  

e tudes o f  th e  S t r in g  Power s e r i e s  by S a l ly  O 'R e i l ly .  These e tudes  

address some o f  th e  same problems d e a l t  w ith in  th e  Mazas e tu d e s ,  bu t

2Ib id . ,  p. 101.
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a re  o f  ab b re v ia te d  le n g th .

When a s tu d en t  has s u c c e s s fu l ly  completed s tudy  o f  th e  l i t e r a t u r e  

c i t e d  above, he should begin s tudy  o f  th e  Twenty-Four S tu d ie s ,  Opus 37 

by Dont.

C oncurren tly  w ith th e  s tudy  o f  D ont's  Opus 37 th e  s tu d e n t  should 

p r a c t ic e  s c a le s .  The s c a le  ro u t in e s  which w i l l  prove u sefu l inc lude : 

th e  Scale  System o f  Carl F le sch ,  and th e  s c a le s  in  Contemporary V io lin  

Technique by Galamian and Neumann.

Jacob Dont in tended  h is  Twenty-Four S tu d ie s , Opus 37 to  be used 

as p re p a ra to ry  m a te r ia l  f o r  the  s tudy  o f  th e  Forty-Two S tu d ies  by 

Rudolphe K reutzer. When the  s tu d e n t  has completed s tudy  o f  th e  Opus 37 

o f  Dont, i t  i s  suggested  t h a t  he s tudy  K reutzer. The Galamian Edition  

o f  th e  K reu tzer  Forty-Two S tud ies  i s  recommended.

Successful completion o f  th e  s tudy  o f  D ont's  Opus 37 w i l l  provide 

th e  s tu d en t  w ith  th e  te c h n ic a l  founda tion  necessary  to  a s p i r in g  

p ro fe s s io n a l  v i o l i n i s t s .
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APPENDIX A 

THE PREPARATORY EXERCISE FOR THE SHIFT

A s u p e r io r  s h i f t i n g  techn ique  in c lu d es  two e s s e n t i a l  s k i l l s :  

the  a g i l e  arid a c c u ra te  movement o f  th e  muscles in making th e  s h i f t ;  

and , a cc u ra te  m onito r ing  by th e  e a r  o f  th e  p i tc h  d is ta n c e  encompassed 

by th e  s h i f t j

The fo llow ing  examples a re  r e p r e s e n ta t iv e  o f  those  types  which 

occur w ith  th e  g r e a t e s t  frequency in the  Twenty-Four S tu d ie s , Opus 37 o f  

Jacob Dont.

Example A

SHIFT

SHIFT WITH 
AUXILLIARY NOTE

z -

0 I *- ...T 1

SHIFT

SHIFT WITH 
AUXILLIARY NOTE

The s h i f t  r e f e r r e d  to  in  Example A-l (above) i s  one in  which d i f f e r e n t

1Carl F le sch ,  The Art o f  V io lin  P lay in g , v o l .  I ,  p. 27.
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f in g e r s  a re  used to  execu te  th e .n o te  preceding  and th e .n o te  fo llow ing

th e  s h i f t .  In Example A - l , th e  f in g e r  used to  perform th e .n o te .Im m ed ia te ly

preceding  th e  s h i f t  is  th e  f in g e r .w h ic h  s l i d e s  t o  th e  new p o s i t i o n ,  both
2

1n ascending  and 1n descending s h i f t s .

The fo l lo w in g  p re p a ra to ry  e x e rc is e  can be ap p l ie d  to  any s h i f t  

which can be c a te g o r iz e d  w ith  Example A-l (o r  A-2). In t h i s  e x e r c i s e ,  

th e  f i r s t  and second f in g e r s  remain on th e  f in g e rb o a rd  as th e  second
juo 9

f in g e r  s l i d e s  from c and th e  d . I t  w i l l  be no ted  by th e  s tu d en t

t h a t  th e  in te r p o la te d  p i t c h  (o r  a u x i l l i a r y  n o te )  i s  on ly  used in  p r a c t i c e .
#2Step 1: The s l i d e  begins s im u ltaneous ly  w ith  th e  beginning o f  th e  c

and proceed ev en ly ,  a r r i v in g  a t  the  ec a t  p r e c i s e ly  th e  time i t  i s  to  begin .

M.M. 60 = J> n

§2
Step 2: The s l i d e  beg ins  on th e  t h i r d  s ix te e n th - n o te  va lue  o f  th e  c ,

2
a r r iv in g  on the e p r e c i s e ly  on tim e.

M.M. 60 == J-

Step 3: The s l i d e  begins on the  seven th  th i r ty - s e c o n d -n o te  value  o f  th e

2Henry B a rre tt, The V io la , p. 64.
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c , a r r iv in g  on the  e p r e c i s e ly  on time.

M.M. 60 =

Hng
Step 4: The s tu d en t  s h o u ld .d e la y ,  as long a s  p o s s ib le ,  th e  move to  th e

2 2 e . Then, a t  th e  l a s t  p o s s ib le  f r a c t i o n  o f  a second b efo re  th e  d i s  to
&2 2

sound, th e  second f in g e r  s l i d e s  from c to  e . The v io l in  heck should 

be g ripped  as l i g h t l y  as p o s s ib le  during  th e  s h i f t .  As a r e s u l t ,  th e  

s h i f t  a c t io n  w i l l  be very  f a s t  and y e t  smooth and f u l l y  c o n t r o l l e d .  The 

u l t im a te  goal in  Step 4 should be t o  make th e  s h i f t  in a u d ib le .

M.M. 60 = .h

In Step 4 , p r a c t i c in g  th e  s h i f t  a c t io n  f a s t  in  th e  c o n te x t  o f  a slow 

tempo perm its  th e  d i c t a t i o n  o f  th e  s h i f t i n g  movements w ith  th e  mind.

This promotes a cc u ra te  tim ing  1n th e  sequence o f  m uscular movements and 

r e s u l t s  in  confidence  and accuracy  in  s h i f t i n g  when p lay ing  a t  f a s t e r  

tempos.^

A fte r  p ra c t ic in g  a s h i f t  u s in g  S teps 1 through 4 , th e  s tu d e n t  

should  p r a c t i c e  th e  s h i f t  in the  c o n te x t  o f  th e  passage from which i t  

i s  de r iv ed .

I t  i s  im portant t o  use f irm  l e f t - h a n d  f i n g e r  a r t i c u l a t i o n  o f  the

3Bronstein, The Sciencd o f V io lin  Playing, p. 17.



d e s t i n a t io n  no te  In s h i f t s  such as 1n Example A-2 when.the n o te s  a re  

s lu r r e d  on one bow.

In a d d i t io n  to  th e  s h i f t s  mentioned above, th e re  a re  sev e ra l  

o th e r  types  o f  s h i f t s  encountered  as fo llow s:

Example B: M.M. 60 = l j .... - - 1 "1
f -----------

4 b ------- J
3

nr

In Example B, th e  same f in g e r  i s  used f o r  th e in o te  p reced ing  and 

th e  no te  fo llow ing  th e  s h i f t .  I t  i s  n ece ssa ry  to  f l a t t e n  th e  f in g e r  

s l i g h t l y  in s h i f t s  o f  t h i s  c a teg o ry ,  Immediately befo re  making th e  

s h i f t i n g  a c t i o n .^

The p re p a ra to ry  e x e r c is e  f o r  s h i f t s  re p re se n te d  by Example B 

i s  given below. In each s te p  l i s t e d  below, th e  change to  up-bow i s  

never made u n t i l  th e  t h i r d  f in g e r  reaches  d .

S tep  1: The s l i d e  i s  i n i t i a t e d  a t  th e  beginning  o f  g^. The s l i d e  must
p

be execu ted  ev en ly ,  so t h a t  th e  d 1s n o t  reached  u n t i l  p r e c i s e ly  time 

f o r  i t  to  beg in .

S tep  2: The f in g e r  should  s l i d e  even ly  from th e  second o f  th e  t i e d  e ig h th
2

no te s  to  d .

Mb,- r 1
u
>— r-----

3 3-̂  3
m .

^B a rre tt, The Viola^ p. -64.



Step 3: An evenly  execu ted  s l i d e  must occur from th e  t i e d  s ix te e n th

no te  (g 1 ) to  d2 .

M.M. 60 = }

Step 4: An even s l i d e  should  be executed  from th e  t i e d  th i r ty - s e c o n d
2

note  to  d .

3 3

Step 5: In t h i s  s tag e  o f  p r e p a r a t io n ,  th e  s l i d e  should  be executed  so
2

ra p id ly  t h a t  th e  a u x i l l i a r y  n o te  should  be conceived  as being d in s te a d  

o f  g1 as in  th e  p rev ious  s te p s .  However, th e  a u x i l l i a r y  no te  in t h i s  

s t e p  i s  in a u d ib le .

M.M. 60 rj - - yf o x  i  
4 r

Example C:

M.M. 60 =■ *

n r  — 5  *■
TL
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The p re p a ra to ry  e x e r c i s e * f o r . s h i f t s . s u c h  as th e  one 1n Example 

C I s  given below. In each s t e p , - i t  i s  e s s e n t i a l  t h a t . t h e . s t r i n g  c ro s s in g

be timed so t h a t  th e  bow a r r iv e s  o n . th e  A s t r i n g  a t  p r e c i s e ly  th e  time
2 1 the  c 1s to  beg in . A lso , th e  a r r i v a l  o f  th e  t h i r d  f i n g e r  a t  g and

' 2th e  placement o f  th e  second f in g e r  on c should  occur s im u ltan eo u s ly .

Step 1:

M.M. 60 = J 1

^  "  1  J z
U t -------

Step 2:

M.M. 60 = J*

Step 3:

M.M. 60 =

Si
3 ^
JIT.

2

JX.



APPENDIX B 

THE SON FILE: A PRACTICAL APPLICATION

The Son F i l e  Defined

Son F i le  Is  th e  French term f o r  " the  tone spun out" and in  v io l in  

p lay ing  r e f e r s  to  th e  p r a c t i c e  o f  f u l l ,  su s ta in e d  bow s t ro k e s .  The son 

f i l e  i s  a l s o  r e f e r r e d  to  a s  th e  long bow and i t s  c e n t r a l  purpose i s  to  

develop p u r i ty  and evenness o f  tone  p roduc tion .

In Appendix B, te c h n ic a l  o b je c t iv e s  a re  s p e c i f ie d  f o r  c o r r e c t  

p r a c t i c e  procedure o f  th e  son f i l e .  P ra c t ic e  procedures a re  then s p e c i f ie d .  

O b jectives  in P ra c t ic in g  th e  Son F i le  

I .  A c o n s i s te n t  sounding p o in t  

I I .  Even p ressu re  on the  s t r in g  

I I I .  C o n s is ten t  bow speed

IV. Proper ang le  o f  the  bow h a i r  in r e l a t i o n  to  the  s t r i n g  

V. The a b i l i t y  to  execu te  a v i r t u a l l y  in a u d ib le  change o f  

bow d i r e c t io n ,

The s tu d e n t  should  no te  t h a t  th e  sequence o f  th e  o b je c t iv e s  

above in d ic a te s  th e  o rd e r  in which each o b je c t iv e  should be r e a l i z e d  

in p r a c t i c e .  In th e  beg inn ing , th e  s tu d e n t  should  use the  Basic Exercise  

f o r  the  Son F i le  given below. At th e  d is c r e t io n  o f  th e  s tu d e n t 's  te a c h e r ,  

th e  p r a c t ic e  o f  the  son f i l e  may be combined w ith  slow s c a l e s ,  e x e rc is e s  

in d o u b le -s to p s ,  e tc .
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B asic  E xerc ise  f o r  th e  Son F i l e
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^ = 9
16) * — r  
0  = r

& = * =
5?

— o  ■ J L - 0 ------
. ^ S i

------------- d

K t- —
w

■•— ■a ■
-----u G

3?

P ra c t ic e  Procedure

The E xerc ise  f o r  th e  Son F i le  (above) should be p ra c t ic e d  a t  a 

tempo o f  M.M. 54 f o r  each q u a r te r -n o te  v a lu e .  The e x e r c is e  should  be 

begun w ith  a down bow. Then, th e  e x e r c is e  should be rep ea ted  w ith  the  

bowing re v e rse d .  The e n t i r e  len g th  o f  th e  bow should be used f o r  each 

n o te .  The fo llow ing  d i r e c t io n s  correspond to  each o f  th e  s p e c i f i c  

p r a c t ic e  o b je c t iv e s  s t a t e d  above.

I .  C o n s is te n t  Sounding P o in t

A c o n s i s t e n t  sounding p o in t  I s  o b ta in ed  by drawing th e  bow 

c o n s i s t e n t ly  p a r a l l e l  w ith th e  b r id g e .  To ach ieve  t h i s  o b je c t iv e ,  

observe th e  fo llow ing :

A, P o s i t io n  o f  th e  Instrum ent

The s c r o l l  o f  th e  v io l in  should  be h e ld  high enough 

so t h a t  the  s t r i n g s  a re  p a r a l l e l  w ith  th e  f lo o r .  The 

v io l i n  should  a l s o  be h e ld  so t h a t  the  bow 1s drawn p a r a l l e l  

to  th e  f l o o r  on th e  G s t r i n g  and so t h a t  th e  minimum d is ta n c e  

i s  t r a v e r s e d  by th e  bow and bow arm 1n c ro s s in g  t o  th e  D 

s t r i n g  from th e  G s t r i n g  (F ig u re  1 ) J

1 Pardee, Meadowmount In te rv iew .
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Figure 1 — Diagram o f  Proper Planes f o r  th e  T r a je c to r i e s  o f  th e  Bow

B. Arm P o s i t io n  a t  th e  Middle o f  th e  Bow

The upper arm and forearm  form a r i g h t  ang le  a t  th e  elbow.

The forearm  and hand a re  approx im ate ly  a l ig n e d  w ith  the  

w r i s t  being s l i g h t l y  1n an upward d i r e c t i o n .  The forearm  

1s a t  a r i g h t  ang le  to  th e  bow. The bow 1s a l s o  p a r a l l e l  

w ith  th e  b r id g e .  The r e s u l t  1s t h a t  th r e e  s id e s  o f  a square  

a re  formed by th e  r e l a t i o n s h i p  o f  th e  upper arm, forearm , and 

bow. The elbow j o i n t  and the  frog  o f  th e  bow a re  o f  equal 

d is ta n c e  from th e  f l o o r .  The above d e s c r ip t io n  o f  th e  arm 

p o s i t io n  a t  th e  middle o f  th e  bow I s  th e  same f o r  a l l  fo u r  

s t r i n g s .

C. Arm Movement 1n th e  Upper H a lf  o f  th e  Bow

There a r e  two b a s ic  arm movements used 1n drawing th e  bow 

from th e  middle to  th e  p o in t .  The I n i t i a l  movement, when 

leav ing  th e  m iddle o f  th e  bow, i s  t o  ex tend  th e  forearm 

from th e  elbow. The forearm  should  be moved away from 

th e  body. In t h i s  p rocess  th e  upper arm remains s t a t i o n a r y .  

As th e  p o in t  1s approached, the  second movement 1s employed.' 

This movement 1s th e  forward ex ten s io n  o f  th e  upper arm, 

and i s  combined w ith  th e  co n tin u in g  ex ten s io n  o f  th e  forearm  

a l l  th e  way to  th e  p o in t .  I t  I s  Im p o r tan t ,  however, n o t  to



extend th e  shoulder forward in t h i s  process. In the  

case o f  v i o l i n i s t s  with r e l a t i v e l y  s h o r t  arms, the 

ins trum ent can be held s l i g h t l y  fu r th e r  to  the  p la y e r ’s 

r i g h t  to  avoid t h i s  problem. The p o in t a t  which the  

ex tension  o f  the  upper arm begins w il l  occur a t  th re e  to  

f iv e  inches from th e  p o in t  o f  the  bow, depending on the  

length  o f  the  p la y e r 's  arm. The ac t io n  used in re tu rn in g  

from th e  p o in t  to  th e  middle i s  the  rev e rse  o f  the  process 

desc ribed  above. When bowing from the  t i p ,  the  forearm and 

upper arm a re  pu lled  s im ultaneously  in  towards the  body.

When the  lo c a t io n  o f  th re e  to  f iv e  inches from the  p o in t  o f  

th e  bow i s  reached , the upper arm becomes s t a t io n a r y  and the 

forearm con tinues  to  c lose  in towards the  body u n t i l  the  

middle o f  th e  bow i s  reached. Observing the  degree o f  

co n s is ten cy  o f  th e  sounding po in t as th e  s tro k e  progresses 

w il l  a id  in determining the  r a t e  o f  speed and to  what ex ten t  

arm movements should be made.

Arm Movement in th e  Lower H alf o f  the  Bow 

As th e  bow i s  drawn from th e  middle to  th e  f ro g ,  the  w r i s t  

must be SIMULTANEOUSLY and EVENLY l i f t e d .  This process w ill  

r e s u l t  in  an arm p o s i t io n  a t  the  frog  d esc ribed  as fo llow s:

1. The w r i s t  and forearm form a 135° an g le ,  the  w r i s t  j o i n t  

being th e  v e r tex  o f  t h e  ang le .

2. The w r i s t  w il l  be fo u r  to  s ix  inches h igher than the  

frog  o f  the  bow (depending on the  length  o f  th e  s tu d e n t ’s 

hand and f in g e r s ) .

3. The upper arm moves w ith in  the  same plane.
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In drawing th e  bow from th e  middle to  the  f ro g , th e  s tuden t 

should only l i f t . t h e : w r i s t  as f a r  as n e c e s sa ry . to  keep the 

bow p a ra l le l  with the  b r id g e .  When bowing from the  frog to  

th e  middle o f  th e  bow, t h e .w r i s t  g radua lly  lowers. When the 

middle o f  the  bow i s  reached, th e  w r i s t  i s  bent upward only 

s l i g h t l y .  The upper arm makes a ho rizo n ta l  motion as the  

bow i s  drawn from th e  frog  to  th e  middle.

There a re  two common f a u l t s  made in arm movements in the  

lower h a l f  o f  the  bow which should be avoided:

F au lt  No. 1 : s t r a ig h te n in g  out the  f in g e rs  o f  the  bow

g rip  s im ultaneously  with th e  r a i s in g  o f  w r i s t  as th e  frog  

i s  approached.

C orrection fo r  F au lt  No. 1: The s tuden t should l i f t  only

the  w r i s t  w ithou t changing the  p os tu re  o f  th e  bow g r ip .

Fau lt No. 2 : l i f t i n g  th e  shoulder as the  frog  i s  approached.

Correc tion  fo r  F au lt  No. 2 : The s tu d en t  should move th e
2

upper arm only—never w ith  the  muscles o f  th e  shoulder.

I I .  Obtaining Even Bow Pressure  on th e  S tr in g

To ob ta in  a pure and evenly produced tone , th e  p ressu re  o f  th e  bow . 

h a i r  on the  s t r i n g  must be executed evenly throughout the  e n t i r e  length

o f  th e  bow. The follow ing procedures a re  to  be used.

1. At the  F r o g - C orrect a p p l ic a t io n  o f  bow p ressu re  a t  the  

frog  i s  ob ta ined  through a combination o f  two f a c to r s :

"droppincf' the arm, and "catching" the  arm. "Dropping" the  

arm involves a llowing th e  arm weight to  s ink  in to  the  s t r i n g .

To avoid excess p ressu re  th e  muscles o f  th e  arm must support

2Henry B arre tt, The Viola, p. 72.



o r  "ca tch"  th e  arm weight as i t  i s  lowered in to  the  s t r i n g .

The "Dropping" and "ca tch ing"  s e n sa t io n s  must occur in th e  

c o r r e c t  ba lance  in o rd e r  to  achieve  a good tone .

2 . At th e  P o in t—-P ressu re  a t  th e  p o in t  i s  o b ta ined  by a 

combination o f  leverage  and arm w eight. The leverage  i s  

achieved by p re s s in g  downward on th e  s t i c k  w ith the  index 

f in g e r  w hile  s im u ltaneous ly  p re s s in g  in  an upward d i r e c t io n  

w ith  the  thumb. I f  th e  sh o u ld er  remains re la x ed  in  t h i s  

p ro c e ss ,  th e  s tu d e n t  can use th e  weight o f  th e  arm to  e x e r t  

bow p re s su re  a t  th e  p o in t  by means o f  the  leverage  desc rib ed  

above.

3. Drawing th e  Bow Between the  Frog and P o in t— In bowing from 

th e  frog  to  the  p o in t ,  th e  s tu d en t  must g ra d u a l ly  apply more 

leverage  (as  d e sc r ib ed  above) . The lev erag e  must be decreased  

g ra d u a l ly  when bowing from the  p o in t  to  th e  f ro g .  In a d d i t io n ,  

th e  s tu d en t  must always keep th e  r i g h t  sh o u ld er  re lax ed . A 

re lax ed  sh o u ld e r  f a c i l i t a t e s  c o n s ta n t  m onito ring  o f  th e  

sen sa t io n  o f  arm w eight as i t  combines w ith  bow-grip lev erag e .

I I I .  C o n s is ten t  Bow Speed

M aintain ing  an even bow speed th roughout a s t ro k e  i s  d i f f i c u l t  

f o r  some s tu d e n ts .  Awareness o f  common f a u l t s  and c o n sc ie n t io u s  avoidance 

o f  them w i l l  he lp  th e  s tu d e n t  develop evenness o f  bow speed. Two o f  

th e se  f a u l t s  a re :

1. a tendency to  speed up as the  middle o f  th e  bow i s  approached

2. f a i l u r e  to  m ain ta in  bow speed when approaching and leav ing

3Rodney S chm id t,: "The Legacy o f  Ivan Galamian,” American S tr in g  
Teacher 35 (Spring  1985): 48-49.



th e  frog  o r  p o in t .

IV. Proper Angle o f  th e  Bow Hai r  in R ela tion  to  th e  S tr in g
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A. Upper t h i r d - - I n  th e  upper t h i r d  o f  th e  bow th e  h a i r  i s  

p o s i t io n e d  f l a t  on th e  s t r i n g  due to  a p e rp e n d icu la r  

r e l a t i o n s h ip  o f  the  frog  to  th e  s t r i n g  (Diagram A).

Diagram A

Frog o f  Bow 
STRING &

Bridge

End view o f  Bow p o s i t io n  
a t  upper t h i r d  o f  th e  bow's 
le n g th .

B. Lower t h i r d ~ T h e  frog  o f  th e  bow i s  p e rp e n d icu la r  to  the  

s t r i n g  a t  th e  upper t h i r d  o f  th e  bow's le n g th .  Consequently, 

a l l  the  bow h a i r  co n tac ts  the  s t r i n g .  Beginning one t h i r d  

o f  th e  bow's leng th  from th e  p o in t ,  th e  bow even ly  t i l t s  more 

and more towards th e  f in g e rb o a rd .

By th e  time th e  frog  i s  reached, th e  s tu d en t  should  assume a 

45° angle  outward t i l t  w ith  the  bow. As a r e s u l t  o f  t h i s  

t i l t i n g  a c t i o n ,  le s s  and le s s  bow h a i r  co n tac ts  th e  s t r i n g  

in drawing th e  bow to  th e  f ro g .  At th e  f ro g ,  on ly  two th i r d s  

o f  th e  t o t a l  amount o f  bow h a i r  should c o n tac t  th e  s t r i n g .

V. The A b i l i ty  to  Execute a V i r tu a l ly  In au d ib le  Change o f  Bow D irec tion  

The a b i l i t y  to  change bow d i r e c t io n  (from down-bow t o  up-bow and 

vice  versa)  w ith  v i r t u a l l y  no in te r r u p t io n  o f  tone production  inc ludes  

th e  fo llow ing  p r in c ip l e s :

A. The s tu d en t  must draw th e  bow w ith s teady  speed and p re ssu re

Diagram B

Frog
STRING 45°1
 1  ------

Bridge

Outward t i l t  o f  bow upon 
reaching  th e  frog
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immediately preceding  and fo llow ing th e  p o in t  o f  change.

There i s  a common tendency among s tu d e n ts  to .s lo w  the.bow 

speed a t  th e  beginning and end o f  s t ro k e s ;  p a r t i c u l a r l y  a t  

th e  frog  and p o in t .

B. The f in g e rs  o f  th e  bow; g r ip  must possess  the  c o r r e c t  balance 

o f  firm ness and f l e x i b i l i t y  so t h a t  a s p r in g - l i k e  ac t io n  

i s  achieved p r e c i s e ly  a t  th e  p o in t  o f  bow change.

The fo llow ing  s tep s  should be used in a t t a in in g  a smooth 

change o f  bow a t  the  f r o g ,  p o in t ,  o r  any p o in t  in  between in  any passage 

where th e  e x e rc is e  i s  needed.

Step 1: The s tu d e n t  should  begin w ith  the  s tro k e  preceding  th e  change

o f  bow. The bow i s  drawn to  th e  e n d ,o f  t h i s  s t ro k e  and stopped. I f  no 

i r r e g u l a r i t y  o f  tone has o ccu rred ,  then bow speed and p re ssu re  w i l l  be 

s tead y . A break in th e  tone u su a l ly  in d ic a te s  ex cess iv e  p re ssu re  and /o r 

bow speed which i s  too slow.

Step 2: The s t ro k e  fo llow ing  th e  change o f  bow should be execu ted . The 

s tu d en t  should  check f o r  tona l i r r e g u l a r i t y .  Any excesses  o r  d e f ic ie n c ie s  

o f  bow speed and p re s su re  should then be c o r re c te d .

Step 3: The s tu d e n t  should p r a c t ic e  th e  s t ro k e  preceding  and the  s tro k e

fo llow ing  th e  change o f  bow d i r e c t io n  w ith  a b r i e f  pause between each.

An in te rv a l  o f  th re e  seconds should be used i n i t i a l l y .  Then, t h i s  time 

should be reduced to  two, one, and one h a l f  o f  a second. F in a l ly ,  the  

connection should  be made between s t ro k e s .  In th e  process o f  g rad u a lly  

reducing th e  in te rv a l  between s t r o k e s ,  p a r t i c u l a r  a t t e n t io n  needs to  

be given to  th e  bow g r ip .  In th e  down-bow, th e  segments o f  th e  f in g e rs  

c lo s e s t  to  th e  knuckles should be a lm ost leve l w ith  the  top  o f  the  hand. 

Im nedia te ly  a f t e r  changing t o . t h e  up-bow, th e  f in g e r s  should  extend
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downward and away from the  base knuckle j o i n t s  bu t never to  t h e ,e x t e n t  

t h a t  any j o i n t  i s  locked . C o n cu r re n t ly  w ith  t h i s  f in g e r  a c t io n ,  th e  

hand bends s l i g h t l y  downwards from the  w r i s t  a t  th e  beginning o f  an 

up-bow s t ro k e .  The hand bends in an upward d i r e c t io n  from th e  w r i s t  

a t  th e  beginning  o f  a down-bow s t ro k e .  The c o r r e c t  amount o f  muscular 

firm ness and f l e x i b i l i t y  must be determined by experim en ting . Once 

th e  r i g h t  combination is  ach ieved , the  r e s u l t  i s  a smooth change o f  bow. 

The s tu d e n t  should  memorize th e  physica l sen sa t io n s  which occur w ith  the  

c o r r e c t  ba lance  o f  f irm ness  and f l e x i b i l i t y  in the  bow g r ip .  These 

s e n sa t io n s  should be d u p l ic a ted  w ith  as much co n sis ten cy  as p o s s ib le .

The s e n s a t io n s  which accompany the  change o f  bow d i r e c t io n  should f i r s t  

be experienced  by th e  upper arm and l a s t  o f  a l l  by th e  f in g e rs  o f  th e  

bow g r i p . 5

Step 4: When combining a change o f  bow w ith a c ro s s in g  to  a new s t r i n g ,  

th e re  i s  a common tendency to  reduce th e  bow p re s su re  as th e  c ro s s in g  

motion i s  made. To avoid the  re d u c tio n  o f  p re s su re  as th e  s t r i n g  c ro s s in g  

i s  made, th e  fo llow ing  p re p a ra to ry  e x e rc is e  is  h e lp fu l :

The bow should  be p laced on th e  s t r i n g  a t  th e  frog  o r  t i p .

Without drawing th e  bow, th e  s t r i n g  should  be c rossed  w ith  th e  whole arm. 

Even bow p re ssu re  must be m ain ta ined . The s t r i n g  c ro s s in g  should be 

rep ea ted  severa l times. A f te r  th e  sen sa t io n  which accompany th e  even 

a p p l ic a t io n  o f  even bow p re s su re  a re  f.i-ftnly e s ta b l i s h e d  in  th e  s tu d e n t ' s  

tech n iq u e ,  c ro s s in g  the  s t r i n g  w ith  even p re s su re  may be combined w ith

drawing th e  bow and changing th e  d i r e c t io n .  The r e s u l t  w i l l  be a
* £

continuous tone a t  th e  p o in t  o f  th e  bow change.

5B a r r e t t ,  The:V io la , p. .53.

6 I l lu m in a to  M iserendino, Balanced V iolin  Tone Production (Bronx, 
New York: By th e  Author, 2723 Wallace Avenue, 1966), p. T T



APPENDIX C 

RHYTHMIC PATTERNS1

1.

5.

9.

13.

14.

15.

16.

17.

18.

3.

7.

11.

jjn ... /r n
m ... sn 
m s w m  
n m srfm »•
n  bbb J5H  ” •
o  jS b  n  -ms n offs *■ 
jste n  jra
j t e  ®  t j  »•

0 3  ... 333“ 3 
J T 3 3  ... JTT3

J j j  J M i

Jft J3JJ33J3 J
/J j  J JISB S
mm j J t i
J I S 3 3  J j]  J

1Ivan Galamian, P r in c ip le s  o f  V io lin  P lay ing  and Teach ing , p. 97
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APPENDIX D

PREPARATORY EXERCISE FOR 
THE TRILL

Any t r i l l  which p re s e n ts  d i f f i c u l t y  to  th e  s tu d e n t  may be 

p ra c t ic e d  in accordance w ith  the  fo llow ing  procedure .

P r a c t ic e  Procedure

The s tu d e n t  should  app ly  th e  rhythms in  F igure 1 J  below, to  

p r a c t ic e  any given t r i l l .

F igure 1 - -  P re p a ra to ry  Rhythms f o r  the  T r i l l

D  O T 3  4> J I f f f l

z > j i 3  5 , j j  m j T }

3 ) J7J1  6> n

VS/ 7) JJT3 JJJJi JJ J —thei*as 7astas p o s s ib le

Step 1: The s tu d e n t  should  begin on th e  upper n o te  o f  th e  t r i l l  and

perform in each given rhythmic p a t t e r n  a t  tempos o f :

M.M. 54 = q u a r t e r  n o te  p u lse

M.M. 80 = q u a r t e r  no te  p u lse

M.M. 100= q u a r t e r  n o te  p u lse

Each rhythm should  be p r a c t ic e d  f o r  s e v e ra l  b e a ts  w ith  long  su s ta in e d

bow s t ro k e s  u n t i l  th e  t r i l l  a c t io n  f e e l s  com fortab le . When the  t r i l l

can be execu ted  s u c c e s s fu l ly  1n each rhythm p a t te rn  th re e  consecu tive

^Pardee , Estherwood m a s te rc la s s .
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t im es, th e  s tu d en t  should proceed to  the  nex t rhythm.

Step 2 : .  The procedures in Step 1 should be a p p l ie d ,  beginning the

t r i l l  on th e  p r in c ip a l  note  ( r a th e r . th a n  the  upper neighboring to n e ) .

The T r i l l :  P r in c ip le s  o f  Execution

In applying Steps 1 and 2 in the  procedure s p e c i f ie d  above, the 

fo llowing im portant p r in c ip le s  should .be observed:

a) Special care  should be taken n o t  to  use excess f in g e r

p ressu re .  The f in g e r  should be dropped f irm ly  and ra p id ly ,

but w ith only the  minimum fo rce  necessary  to  in su re  c le a r

a r t i c u l a t i o n .  Then, the  f in g e r  should be allowed to  l i f t
2

with th e  same force  and speed w ith which i t  was dropped.

b) I t  i s  necessa ry  to  guard a g a in s t  ten s ion  in the  p a r ts  o f  

the  hand not involved w ith  the  t r i l l  a c t io n .  Excess 

p ressu re  used in the  prehension o f  the  thumb and the  f in g e r  

which remains on the  f ingerboard  i s  th e  most common source 

o f  tension  in the  t r i l l .  One remedy f o r  t h i s  problem is

to  r e s t  the  s c r o l l  o f  the  instrum ent on a music s tan d , while

execu ting  th e  t r i l l .  This process w i l l  r e in fo rc e  a response

o f  t o ta l  re la x a t io n  o f  the  thumb while t r i l l i n g  and help
3to  e l im in a te  cramping o f  th e  thumb.

c) The f in g e r  which executes the  t r i l l  should be r a i s e d  from 

and dropped to  th e  f ingerboard  the  d is tan ce  o f  one h a l f  an 

inch .^

2B a r r e t t ,  The V io la , p. 60,

3F lesch , The Art o f  V iolin  Playing v o l . 1, p. 46.

^This p re s c r ip t io n  is  based on the p ra c t ic a l  experience  o f  the
au tho r .
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APPENDIX E 

PRACTICING MIXED BOWINGS

A mixed bowing 1s a bowing p a t te rn  1n which s e p a r a te ly  bowed 

n o tes  occu r  1n combination w ith  groups o f  notes s lu r r e d  on one bow 

s t ro k e .

Example A: Mixed Bowing P a t te rn

The s p e c i f i c  mixed bowing given In Example A, above, 1s most 

commonly execu ted  in the  upper h a l f  o f  th e  bow. The f i r s t  n o te  1s 

execu ted  beg inn ing  a t  th e  middle o f  th e  bow and concluding a t  the  p o in t .  

The th re e  n o te s  taken  on the  up-bow s l u r  a r e  a l so  executed  w ith  h a l f  the  

bow; beginning  a t  th e  p o in t ,  and concluding a t  th e  m iddle. T h e re fo re ,  

th e  n o te  execu ted  w ith  a down-bow s t ro k e  re c e iv e s  th re e  t im es as much bow 

as any given one o f  th e  th re e  n o te s  s lu r r e d  on one s t r o k e .  As a r e s u l t  

o f  d i f f e r i n g  amounts o f  bow being  used f o r  no tes  o f  equal v a lu e ,  ach iev ing  

equal volume between s lu r r e d  and s e p a r a te ly  bowed n o te s  becomes a 

problem. This problem must be so lved  1n ex ecu ting  any mixed bowing 

p a t t e r n .

The p r e s c r ip t io n s  f o r  p r a c t ic e  given 1n t h i s  Appendix p re s e n t  the  

b a s ic  p r in c ip l e s  o f  p r a c t i c e  used to  execu te  any mixed bowing p a t te rn
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w ith even volume on a l l  n o te s .

PROCEDURE

The f a c to r s  o f  bow speed, bow p ressu re  and sounding p o in t  a re  

combined in  s p e c i f i c  ways in  execu ting  any mixed bowing p a t te r n  

c o r r e c t l y .  The s tu d en t  should p ra c t ic e  Example A as a model to  le a rn  

th e  p rope r  p r in c ip le s  in  execu ting  mixed bowings. The fo llow ing  

procedure should be a p p l ie d  in p r a c t i c e ,  a t  a tempo o f  M.M. 104 to  th e  

s ix te e n th  no te .

Execution o f  the  Note Taken on a Separa te  Bow S troke  (c  ):

S tep 1: The p a t te rn  should  be executed  a t  th e  middle o f  th e  bow in

detache  bowing using th e  middle sounding p o in t—2 .5  B.H.R.W. from th e  

b r id g e .^
2

Step 2: As th e  s t ro k e  p roceeds , the  arm should move o u t ,  when the

lo c a t io n  o f  fo u r  inches from th e  p o in t  i s  reached. The ou t motion 

should  be made to  the  e x te n t  t h a t  the  bow h a i r  moves in toward th e  

b ridge  to  a sounding p o in t  o f  1 B.H.R.W. from the  b ridge  as th e  p o in t 

o f  th e  bow is  reached.

S tep  3: At th e  conclusion  o f  th e  down-bow s t r o k e ,  a p a r a l l e l  

r e l a t i o n s h ip  between th e  bow and b ridge  should be reassumed. The bow

i s  now in  th e  c o r r e c t  p o s i t io n  to  execu te  th e  th re e  s lu r r e d  n o te s .
2 2 2Execution o f  th e  th re e  S lu r re d  Notes (d , e and c ) :

S tep 1: M aintaining a sounding p o in t  o f  1 B.H.R.W., th e  s tu d e n t  should

H h i s  sounding p o in t  i s  commonly r e f e r r e d  to  as th e  middle 
sounding p o in t  because i t  i s  lo c a te d  mid-way between th e  b r id g e  and th e  
end o f  th e  f in g e rb o a rd .

n
The term "out" i s  borrowed from Ivan Galamian and r e f e r s  to  the  

e x ten s io n  o f  th e  upper arm as th e  p o in t  o f  th e  bow i s  reached. The term 
i s  c i t e d  in Galamian, P r in c ip le s  o f  V io lin  Playing and Teaching, p. 112.



proceed from th e  p o in t  o f  th e  bow. H eavier bow p re s su re  should  be used 

on th e  s l u r  than  on th e  s e p a r a te ly  bowed n o te .  The e a r  must judge as 

to  how much p ressu re  to  use.

S tep 2: When fo u r  inches from th e  middle o f  th e  bow, th e  bow p re s su re

should  be reduced g ra d u a l ly .  As a r e s u l t ,  the  bow h a i r  w i l l  re a ssu re  

i t s  o r ig in a l  sounding p o in t  o f  2 .5  B.H.R.W. by th e  time th e  middle o f  

th e  bow is  reached. The e n t i r e  p a t te rn  i s  then concluded.

Summary o f  Procedure f o r  Mixed Bowings

1. R e la t iv e ly  h e a v ie r  bow p re s su re  and slow er bow speed should  be used 

on s l u r s  than t h a t  used f o r  s e p a ra te  n o te s .

2. A sounding p o in t r e l a t i v e l y  c lo s e r  to  th e  b ridge  should  be used 

f o r  s l u r s  than f o r  s e p a ra te  n o te s .  In moving to  a sounding p o in t  

c lo s e r  to  th e  b r idge  in p re p a ra t io n  f o r  a s l u r ,  th e  s tu d e n t  should:

a )  Move out a t  th e  conclus ion  o f  no tes  executed  on a down-bow 

s t ro k e  which precedes a s l u r .

b) Move in  a t  th e  conclusion  o f  notes  executed  on an up-bow s t ro k e
3

which precede a s lu r .

3The terms "ou t"  and " in "  a re  borrowed from Mr. Galamian, and 
r e f e r s  t o  th e  p u l l in g  o f  th e  upper arm in  toward th e  body. This motion 
would have a p p l ic a t io n  in Example A given in t h i s  Appendix, i f  the  
se p a ra te  note  were taken on an up-bow and th e  s l u r  on an up-bow. These 
forms a re  c i t e d  in Galamian1s ,  P r in c ip le s  o f  V io lin  P lay ing  and Teaching,
p. 112.



GLOSSARY

B.H.R.W.: A bbrev ia tion  f o r  bow h a i r  ribbon w id th s .  This term is  
used throughout t h i s  t e x t  as a u n i t  o f  measurement used to  s p e c i fy  
a given sounding p o in t .  The d is ta n c e  i s  measured from th e  in s id e  
edge o f  th e  bow h a i r  to  th e  b r id g e .

D irec tio n :  This term i s  used to  r e f e r  to  th e  a m  movement used to
e f f e c t  a change o f  th e  sounding p o in t .  D irec t io n  inc ludes  both 
the  moving o u t  and moving in  o f  th e  a rm .'

Displacement: A techn ique  in which r e l a t i v e l y  more bow i s  used on up
bow s t ro k e s  than  on down bow s t ro k e s  (o r  v ice  versa)  in  a s p e c i f ie d  
passage. This process a f f e c t s  a gradual s h i f t  to  a d i f f e r e n t  p o r t io n  
o f  th e  bow as the  passage i s  execu ted .

Legato: Bowing a c t io n  in  which th e  tone i s  s u s ta in e d .  This t e r n
inc ludes  both s lu r r e d  no tes  and de tach e . .s tro k es .

Plane (o f  th e  bow): The c o n s i s t e n t  t r a j e c t o r y  through which th e  bow
t r a v e l s  in  th e  execu tion  o f  a s t ro k e  on one given s t r i n g .

Sounding Po in t:  The p o in t  o f  c o n ta c t  o f  th e  bow h a i r  w ith  th e  s t r i n g
r e l a t i v e  to  i t s  p rox im ity  to  th e  b r id g e .2

U.H.B.: A bbrev ia tion  f o r  upper h a l f  o f  the  bow.

V io t t i  Bowing: A bowing p a t te rn  in  which two no tes  a re  executed on
one bow s t ro k e .  In the  V io t t i  s t ro k e  th e  second no te  i s  accented  
and always occurs  on a s tro n g  b e a t  o r  a s t ro n g  p a r t  o f  a b e a t .

W.B.: A bbrev ia tion  f o r  whole bow.

H h i s  t e r n  i s  borrowed from Ivan Galamian. P r in c ip le s  o f  V io lin  
Playing and Teaching, p. 112.

2 I b i d . ,  p. 55.
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Duties: Teach s tu d io  v io l in  and v io la  a t  undergraduate and

graduate lev e l  
Coach chamber music
Perform as s o l o i s t  and as v i o l i n i s t  o f  Faculty  Piano Trio 
Conducted U n iv e rs i ty  Symphony (1982-1983)
Teach s t r in g  c la s s  and music a p p re c ia t io n  
Chairman o f  S t r in g  Unit 
Chairman o f  Quad-State S tr in g  F es tiva l  
D ire c to r  o f  U n iv e rs i ty  S t r in g  P repara to ry  Division 
Founding D irec to r  o f  "For S tr in g s  Only," a summer 

chamber music and chamber o rc h e s t r a  camp f o r  
high school s t r i n g  p lay e rs  

R ec ru it in g :  Performing tou rs  to  high schools  in the
following lo c a t io n s :  E v a n sv i l le ,  Ind iana; L e i tc h f ie ld ,
Lexington, L o u i s v i l l e ,  Owensboro and Paducah,
Kentucky; S ik e s to n ,  S t. Louis and Cape G irardeau,
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M issouri;  and Memphis and N ash v i l le ,  Tennessee.

Estherwood Music F e s t iv a l  and Sumner School, 1985

P o s i t io n :  Teaching A s s is ta n t  o f  Margaret Pardee
A s s i s ta n t  C oncertm aster o f  Estherwood F es t iv a l  

O rch es tra ,  under baton o f  Yuri Krasnopolsky

ADJUDICATION EXPERIENCE

K.M.E.A. Large Ensemble F e s t iv a l  
L o u i s v i l l e ,  Kentucky, March, 1983

Tennessee A l l - S ta te  O rches tra  Auditions 
Memphis, Tennessee, December, 1982

West Tennessee S ta te  Solo and Ensemble C ontest 
Memphis, Tennessee, February , 1979

COMPETITIONS

N.F.M.C. Young A r t i s t  A u d itions , 1983:
V io lin  w inner in M iss is s ip p i

N.F.M.C. National S tuden t A u d it io n s ,  1975: 
N ational v io l in  w inner

M.T.N.A. C o l le g ia te  A r t i s t  Com petition, 1975: 
V io lin  w inner in Alabama

GRANTS AND SCHOLARSHIPS

F acu lty  Resource C enter Grant: Videotape P r o je c t  a t  Estherwood F es t iv a l  
1985

Doctoral Teaching A s s is ta n ts h ip :  Louisiana S ta te  U n iv e rs i ty
1980-1981 and 1981-1982

Tupelo Young A r t i s t  Foundation Grant: $4,000
1981-1982
Awarded on b a s is  o f  l e t t e r  o f  reconmendation from Margaret Pardee, 
v io l in  f a c u l ty  member o f  th e  J u i l l i a r d  School o f  Music

Baton Rouge Symphony S c h o la rsh ip :  $1,800,
1980-1981 and 1981-1982, Awarded on b a s is  o f  com petitive  a u d i t io n

Graduate S t r in g  Q u a r te t  A s s i s ta n t s h ip :  Memphis S ta te  U n iv e rs i ty ,  
1976-1977

Meadowmount School o f  Music S c h o la rsh ip ,  1975
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Meridian Symphony S cho la rsh ip  ( to  th e  U n iv e rs i ty  o f  Alabama), 
1975 and 1976

U n iv e rs i ty  o f  Alabama V io lin  S ch o la rsh ip :
R ec ip ien t from 1972-1975

ORCHESTRAL EXPERIENCE

Jackson Symphony O rch es tra ,  Jackson, Tennessee 
Concertm aster, 1986-1987

Owensboro Symphony O rch es tra ,  Owensboro, Kentucky 
F i r s t  v i o l i n ,  1982-1984

Paducah Symphony O rch es tra ,  Paducah, Kentucky 
F i r s t  v i o l i n ,  1982-1984

Baton Rouge Symphony O rches tra  
F i r s t  v i o l i n ,  1980-1982

S ta rk v i l l e .  Symphony O rc h es tra ,  S t a r k v i l l e ,  M iss is s ip p i  
C oncertm aster, 1980-1982

Tupelo Symphony O rch es tra ,  Tupelo, M iss is s ip p i  
F i r s t  v i o l i n ,  1975-1980

Meridian Symphony O rc h e s tra ,  M eridian, M iss is s ip p i  
F i r s t  v i o l i n ,  1972-1975 and 1981-1982

H u n tsv i l le  Symphony O rch es tra ,  H u n ts v i l le ,  Alabama 
F i r s t  v i o l i n ,  1972-1975

Concertm aster o f  U n iv e rs i ty  Symphony O rches tras  a t  Louisiana  S ta te  U n iv e rs i ty ,
Memphis S ta te  U n iv e rs i ty ,  and th e  U n iv e rs i ty  o f  Alabama w hile  a s tu d e n t
a t  those i n s t i t u t i o n s .

PROFESSIONAL AFFILIATIONS

American S tr in g  Teachers A ssoc ia tion  
Kentucky Music Educators A ssoc ia tion

CAREER OBJECTIVES

1. Continued p u r s u i t  o f  p ro fe s s io n a l  goa ls  as a s o l o i s t ,  chamber m usician , 
and as a member o f  o r c h e s t r a s .

2. B uild ing  a s u p e r io r  s tu d io  c la s s  o f  v i o l i n i s t s / v i o l i s t s  a t  the  
u n iv e r s i ty  l e v e l .
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3. The a t ta in m en t  o f  n a t io n a l  re c o g n i t io n  as a p ro fess io n a l  s t r i n g  
ed u ca to r .

4. C o n tr ib u tio n  o f  a r t i c l e s  on pedagogy and performance f o r  p u b l ic a t io n  
in s c h o la r ly  jo u r n a l s .

5. P u b l ica t io n  o f  my d oc to ra l  monograph: A P ra c t ic e  Manual: Jacob Dont'
Twenty-Four S tu d i e s , Opus 37.

REFERENCES AND RECOMMENDATIONS

Dr. Dinos C o n s ta n t in id e s ,  P ro fe sso r  o f  V io lin  
and Composition, LSU 

947 Daventry Drive 
Baton Rouge, L ouisiana  70808 
(504) 766-3487

Ms. Gay McCarter, General Manager
Jackson Symphony O rchestra  A ssoc ia tion
449 East Baltim ore
P. 0. Box 2191
Jackson, Tennessee 38302
(901) 427-6440

Margaret Pardee, V io lin  Faculty  
J u i l l i a r d  School o f  Music 
268 Parkway Drive 
Westbury, New York 11590 
(516) 997-8389

Marie T ay lo r ,  P ro fe s s o r  o f  Piano 
Music Department 
Murray S ta te  U n iv e rs i ty  
Murray, Kentucky 42071 
(502) 436-2136

Dr. Bruce Chamberlain, P ro fe sso r  o f  Conducting
Music Department
Murray S ta te  U n iv e rs i ty
Murray, Kentucky 42071
(502) 753-4080

A dditional re fe re n ce s  w i l l  be fu rn ish e d  upon re q u e s t .
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