Louisiana State University

LSU Digital Commons

LSU Historical Dissertations and Theses Graduate School

1974

Synopses, Comparisons, and Evaluation of the Leopold Auer and
Erich Doflein Violin Methods.

Allan Riggs Fuller
Louisiana State University and Agricultural & Mechanical College

Follow this and additional works at: https://digitalcommons.Isu.edu/gradschool_disstheses

6‘ Part of the Music Commons

Recommended Citation

Fuller, Allan Riggs, "Synopses, Comparisons, and Evaluation of the Leopold Auer and Erich Doflein Violin
Methods." (1974). LSU Historical Dissertations and Theses. 8156.
https://digitalcommons.Isu.edu/gradschool_disstheses/8156

This Dissertation is brought to you for free and open access by the Graduate School at LSU Digital Commons. It
has been accepted for inclusion in LSU Historical Dissertations and Theses by an authorized administrator of LSU
Digital Commons. For more information, please contact gradetd@Isu.edu.


https://digitalcommons.lsu.edu/
https://digitalcommons.lsu.edu/gradschool_disstheses
https://digitalcommons.lsu.edu/gradschool
https://digitalcommons.lsu.edu/gradschool_disstheses?utm_source=digitalcommons.lsu.edu%2Fgradschool_disstheses%2F8156&utm_medium=PDF&utm_campaign=PDFCoverPages
https://network.bepress.com/hgg/discipline/518?utm_source=digitalcommons.lsu.edu%2Fgradschool_disstheses%2F8156&utm_medium=PDF&utm_campaign=PDFCoverPages
https://digitalcommons.lsu.edu/gradschool_disstheses/8156?utm_source=digitalcommons.lsu.edu%2Fgradschool_disstheses%2F8156&utm_medium=PDF&utm_campaign=PDFCoverPages
mailto:gradetd@lsu.edu

beNOPSES, COMPARISONS, AND EVALUATIONS OF THE LEOPOLD AUER

AND ERICH DOFLEIN VIOLIN METHODS -

A Monograph

Submitted to the Graduate Faculty of the
Louisiana State University and
Agricultural and Mechanical College
in partial fulfillment of the
requirements for the degree of
Doctor of Musical Arts

in

The School of Music

by
Allan Riggs Fuller
B.M., Central College, 1953
M.M., University of Rochester, 1956
December, 1974



UMI Number: DP69543

All rights reserved

INFORMATION TO ALL USERS
The quality of this reproduction is dependent upon the quality of the copy submitted.

In the unlikely event that the author did not send a complete manuscript
and there are missing pages, these will be noted. Also, if material had to be removed,
a note will indicate the deletion.

UMI

Dissertation Publishing

UMI DP69543
Published by ProQuest LLC (2015). Copyright in the Dissertation held by the Author.

Microform Edition © ProQuest LLC.
All rights reserved. This work is protected against
unauthorized copying under Title 17, United States Code

ProQuest

ProQuest LLC.

789 East Eisenhower Parkway
P.O. Box 1346

Ann Arbor, MI 48106 - 1346



7378 7¢
=
/974

MANUSCRIPT THESES

Unpublished theses submitted for the Master's and Doctor's
Degrees and deposited in the Louisiana State University Library
are available for inspection. Use of any thesis is limited by
the rights of the author. Bibliographical references may be
noted, but passages may not be copied unless the author has
given permission. Credit must be given in subsequent written
or published work.

A Library which borrows this thesis for use by its clientele
is expected to make sure that the borrower is aware of the above

restrictions.

LOUISIANA STATE UNIVERSITY LIBRARY



ACKNOWLEDGEMENTS

The writer wishes to express his sincere appreciation
to his major professor, Dr. Constantine D. Constantinides, for
his counsel and guidance during this study. He is also indebted
to Professor Paul L. Abel, Professor Thaddeus Brys, Dr. Kenneth
Klaus, Dr. Wallace C. McKenzie, and Dr. Everett L. Timm, who
served as committee members. A special note of appreciation is
given to Mrs. Joseph Smilie, who typed the manuscript.

Finally, the writer wishes to express his appreciation
to his wife, Betty, his parents, Mr. and Mrs. Winford B. Fuller,
and his long time friend, Mr, T. E, Patterson, for their under-

standing and encouragement during the period of graduate study.

ii



TABLE OF CONTENTS

ACKNOWLEDGEMENT
LIST OF TABLES .
LIST OF ILLUSTRATIONS
ABSTRACT
INTRODUCTION .
Chapter
I. A BRIEF HISTORICAL SKETCH OF LEOPOLD AUER AND
ERICH DOFLEIN .

IT. A SYNOPSIS OF LEOPOLD AUER'S GRADED COURSE OF
VIOLIN PLAYING

III. A SYNOPSIS OF ERICH DOFLEIN'S VIOLIN METHOD .
IV, COMPARISONS AND EVALUATIONS .
V. SUMMARY AND CONCLUSIONS .
SELECTED BIBLIOGRAPHY
APPENDICES

VITA .

iii

ii

iv

vi

33

60

84

87

91

123



LIST OF TABLES

Table
1. Meter Signatures in Order of First Appearance in
The Doflein (Vielin] Method . . . . . . . . . . .. 38
2. A Comparative Table of Other Composers' Materials
Used in the Auer and Doflein Violin Methods . . . . 69
3. A Comparative Table of Folk-Music Materials
Used in the Auer and Doflein Violin Methods . . . . 70

iv



Figure

10.

11.

12.

13.

14,

15.

A

Double-turn
as Found in
p. 30 . . .

Double~-turn
Realization
Book V, p.

Finger Exer
Book V, p.

LIST OF ILLUSTRATIONS

Over One Note and Tts Realization
Auer's Violin Method, Book V,

. . . . . . . . .

Between Two Notes and Its Musical
as Found in Auer's Violin Method,
31 . . ..

cise from Auer's Violin Method,
46

Fifth Position Fingerings Related to First

Position

. . . . '

Sixth Position Fingerings Related to Second

Position

Seventh Position Fingerings Related to Third

Position

Artificial Harmonic Stretches Tllustrated

on One Stri

A So-called '"Mazurka bowing'" from the Auer

Violin Meth

An Example of

the Auer Vi

The Viotti Bo

A

The Four Finger Patterns or "Attitudes" as Found

The Tonic Key-note Sign as Found in The Doflein

od, Book IV, p. 45 . . . . . . .

Another '"Mazurka Bow-rhythm' from
olin Method, Book VI, p. 73

w _Stroke, Illustrated . . . . .

s
Rhythmic Problem in Cross-accent Martele as Found

in Auer's V

in The Dofl

iolin Method, Book VII, p. 40

ein (Violin] Method, Volume I

(Violin) Me

thod, Volume T

Parallel Minor Sixths from Doflein's Violin
Method, Vol, V, p. 60 .

Basic Ordered Concepts at the Beginning of the

Suzuki Viol

in Method

11

11

17

19

19

20

23

26

26

28

31

35

36

55

63



ABSTRACT

The contrasting violin methods of pedagogues Leopold Auer

and Erich Doflein are the basis of this study. Synopses of the

music and ideas contained in each of these methods are presented.

Comparisons and evaluations based upon the study of these two

violin methods are then given.

The following conclusions are derived as a result of this

study:

(1

(2)

(3

(4)

(9

(6)

Materials of familiar songs should be used in
beginning books of violin methods.

Interesting but useful material needs to be

provided the beginning violin student,

The violin teacher must constantly seek new ways

of presenting old concepts.

Music literature from the Baroque, Classical, Romantic,
and twentieth-century periods should be introduced

to intermediate and early advanced students as an aid
in playing in orchestra and chamber music groups.
Right and left-hand violin techniques should be

presented either separately or in an ordered sequence.

The legato, détacheﬂ martelé, and the elementary
staccato bow strokes should be studied by students

in the beginning of their first year of instruction,

vi



(7) The scales, particularly double-stop scales, are
the bases for most right and left-hand techniques.
(8) Both the Auer and the Doflein violin methods are
unsuitable as complete violin methods in themselves.
(9) Violin methods do not teach students, teachers do.
Two tables of contents and lists of materials from other
composers used in these two violin methods are given in four
appendices. Cross-references in the lists of materials to these

tables of contents are given by book and page number,

vii



INTRODUCTION

This monograph presents a study of the Leopold Auer and
Erich Doflein violin methods. These two violin methods represent
two different approaches to violin teaching by two important
pedagogues. Because many of their ideas have influenced various
methods used by violin teachers today, a study of these methods
should prove to be of value.

The format of this monograph includes a short historical
background of Leopold Auer and Erich Doflein in Chapter I,
synopses of their teachings in Chapters II and III, comparisons
and evaluations of their ideas in Chapter IV, and conclusions
in Chapter V. Two tables of contents and lists of materials from
other composers used in these two violin methods will be found
in the four appendices.

The synopses of Chapter II and III are included because
the presentation of some of the ideas of violin teaching in these
books are not clear or well organized. In addition, having a
concise summary of these methods should be of great help to
today's vieolin teachers and players. Many of the ideas included
in these synopses are derived from the study of the music of

these two violin methods.



CHAPTER I

A BRIEF HISTORICAL SKETCH OF

LEOPOLD AUER AND ERICH DOFLEIN

Leopold Auer

Leopold Auer (1845-1930) was born in the small
Hungarian town of Veszpren. At the age of eight he started
the study of the violin with Ridley Kohne  at the Budapest
Conservatory. When he was about twelve years old, he studied
the violin privately with Jacob Dont in Vienna, Austria. A
few years later he studied with Joseph Joachim in Hanover,
Germany. 1In these early years, Auer also came in contact with
Henri Wieniawski. Auer himself said that Wieniawski disclosed
to him several '"secrets" of playing the violin.1

In 1868, Auer moved to Russia where he taught violin
in the Petrograd Conservatory. During his stay in Russia, Auer
conducted the orchestra concerts of the Imperial Russian Music
Society. He also established a famous string quartet. Because
of the Russian Revolution in 1917, Auer left Russia and came

to the United States in 1918.

In 1926-27, Auer's violin method was published in the

United States. The editor of his violin method was Gustav Saenger,

1
Leopold Auer, My Long Life in Music, (New York:
Frederick A. Stokes Company, 1923), p. 92.




a violinist. Auer died in 1930 in the United States.

Some of Auer's famous students were Mischa Elman,
Jascha Heifetz, Efrem Zimbalist, Toscha Seidel, and
Rafael Bronstein. Bronstein later became Auer's assistant

teacher. In an article in the American String Teacher, Bronstein

states that although Auer himself did not play the violin with
a full tone, Auer's students did.

Auer represents a long chain of violin schools starting
with Giovanni Battista Viotti. The relationship of teachers
to students from Viotti to Auer may be shown in two ways.3 The
first is: G. B. Viotti--Rudolph Kreutzer--Joseph L. Massart--
Henri Wieniawski——(@eopold Auef]. The second is: G. B, Viotti--

Jacques P. Rode--Joseph Bohm--Joseph Joachim—-c;eopold Auei].

Erich Doflein

Erich Doflein (1900- ) was born in Munich, Germany.
He studied music subjects at the Munich Conservatory., 1In 1924
he received the Ph. D. degree from the University of Breslau,
Between 1924 and 1931, Doflein became acquainted with Béla Bartok,
Paul Hindemith, and Carl Orff. These composers contributed many

short pieces to Doflein's violin method (Das Geigen-schulwerk)

2I. S. Arazi, "Rx Bronstein For Best Results: 'A Teacher
Who Will Keep the Violin Alive'," American String Teacher, XXI
(Fall, 1971), 14.

3Alberto Bachmann, An Encyclopedia of the Violin, trans,
by Frederick H. Martens, ed. by Albert E. Wier (New York:
D. Appleton-Century Company, Incorporated, 1937), pp. 159-60,




which was first published in 1932, Erich Doflein's wife, Elma,
was a co~author of this violin method.4

From 1930 to 1937, Doflein taught at the '"Musical
Seminary' in Freiburg, Germany. Between 1945 and 1946, he was
a prisoner of war in Russia. Since 1946, Doflein has taught at
the Staatliche Hochschule fur Musik in Freiburg,

Doflein is a teacher of music theory and music history
and has edited early pedagogical manuscripts, He likes to
perform early music from the Renaissance and Baroque periods.
Doflein has edited many old violin, keyboard, and recorder
compositions. From 1933 to 1943, Doflein was the music editor
for the Frankfurter Zeitung.

In 1949, Doflein was one of the founders of the Institut
fur Neue Musik und Musikerziehung ("Institute for New Music and
Music Education'.) This organization is part of the Staatliche
Hochschule fur Musik in Freiburg. 1In 1960, Doflein was honored
on his sixtieth birthday by this institute for his participation
in its many activities.S Erich Doflein is still living in

Freiburg, West Germany.

aAccording to a personal letter from Professor Dr. Erich
Doflein (July, 1974), Elma Doflein (born Axenfeld) studied violin
with Otfried Nies and Elizabeth Bischof.

Gottfried Schweizer, "Erich Doflein 60 Jahre," Musica
XIV (August, 1960), 528-29.



CHAPTER II

A SYNOPSIS OF LEOPOLD AUER'S GRADED

COURSE OF VIOLIN PLAYING

General Materials

Auer's violin method was published in 1926-1927 by
Carl Fischer, Inc. His method consists of eight books and these

books are outlined below with their basic materials.1

Book I: Violin and bow descriptions; fundamentals
of musical notation; holding the violin and
bow; legato, slurs, preparatory détachec
martelé: and spiccato bowings on the open
strings.

Book TII: Finger placements in consecutive order in
first position; major and minor scales.

Book IIT: Finger exercises, bowing etudes, scales, and
pieces in first position.

Book TV: Finger exercises, bowing etudes, scales, and
pieces in first position; left and right-hand

pizzicato; harmonics; double-stops.

lsee Appendix I for a listing of the Table of Contents for
each book.




Book V: Half, second, third position, and shifting
techniques; embellishments; scales and
arpeggios.

Book VI: Fourth through seventh position; trills;
vibrato; three-octave scales and arpeggios;
whole-tone scales; triple and quadruple stops.

Book VII: Advanced bowing techniques; sons filés;
double-stop scales.

Book VIII: Selected extracts from other etudes and
compositions--virtuoso grade.

At the beginning of Book I there are photographs showing
the "correct" way to hold the bow and violin in first position-=
both standing and seated. Also near the beginning of Book I,
there are pictures of the violin and bow with their important
parts identified. An interesting collection of twenty-seven
photographs of some of Auer's students, as well as a portrait
picture of Auer, appears on the opening pages of the first book.
Important pictures of the peg box are shown in connection with
the mounting of strings on page 16 in the first book,

Pictures showing the correct manner of holding the bow
and finger placement for playing right~hand pizzicato are found
on page 14 in the fourth book. 1In Book V there are photographs
showing the '"correct'" manner of holding the violin; photographs
on page 6 and 33 show the "correct" second and third positions,

respectively. On page sixteen in Book VI, there is a picture



illustrating the correct fifth position.

Drawings, which appear on page four and five in Book I

are listed below.

(1) Testing of a string for purity .

(2) Mute.

(3) A gauge for measuring the correct thickness of

each string.

In Book V, page two, there appears a musical chart showing
a table for placing the fingers in each of the first seven
positions.

In the preliminary instructions of Book I, Auer suggests
that the "A" string be tuned to either a pitch pipe, tuning fork,
or piano. The "D" string is then tuned to the "A" string, the
"G" to the "D," and finally, the "E" to the "A."

A comparative one-measure grouping of whole, half,
quarter, eighth, sixteenth, and thirty-second notes and their

rest-value equivalents are given in the Preliminary Instructions

on pages 6 through 8 in Book I. Also given are instructions

regarding the "dot", the bar, double-bar, and measure. Time
signatures (2/2, 2/4, 4/4, C, 3/8, 6/8, 9/8) are explained.

Rhythmical abbreviations are illustrated. The order of note g%\

values as they are presented in Book T are: o F r D B I l]

Thirty-second notes are found in an exercise in trills (Bk, V,
p. 31.) 1Isolated thirty-second note passages appear throughout

the seventh and eighth books,



The following time signatures are presented in the
musical materials of Book T in this order: C, 2/4, 3/4, 6/8,
and 6/4. Eighth notes are not presented until the introduction
of 2/4 meter. 1In Book II, 3/8, and 4/4, and ¢ time are introduced.

Syncopation appears in several open string etudes and
pieces prior to its formal presentation in the first book. The
following note values are syncopated on the open strings in
Book I: quarter, eighth, and sixteenth notes.

The only piece incorporating meter changes is found in
a piece titled, "Russian Folk Song" (Book III, p. 12.) Alternate
measures of 6/4 and 5/4 are written in this piece. Meter changes
between sections appear in Book VIIT, particularly in the chapter
on the cadenza.

In regard to dynamics, the Forte, piano, and crescendo~

decrescendo are explained near the end of Book I, on page 48 in
two exercises. All other material in Book T contains expressions
such as '"with strong, even tone." The teacher-accompanying parts
have dynamics indicated.

In Book II there are no dynamic markings. From Book IIT
on, dynamic markings are given without any explanations. Begin-
ning on page fifty-nine in Book III, Auer incorporates the
crescendo-decrescendo with long held notes as a way to develop
good tone on the violin. In like manner, but in a more advanced
presentation, Auer uses dynamics in developing tone on long

drawn-out notes or strokes of the bow in Book VII.



Intervals, triads, and seventh chords, in that order,
are explained and musically notated in the Preface of Book II,
although the concept of keys is not presented until the very end
of the same book. Near the end of Book II Auer explains the
major, melodic, and harmonic minor scales by half and whole-step
relationships. Major and relative minor scales are then presented,
These scales are presented in a sort of circle-of-fifths format.
Also included in Book IT is a two-octave chromatic scale in G.

In Books III and IV, all of the exercises, etudes, and
pieces are grouped around a progressive order of keys. Included
in each key-group are the major, relative minors, and chromatic
scales, as well as arpeggiated tonic, sub-dominant, and dominant
chords. Most of the scales presented are in a range of two
octaves.

In Book VI, three-octave scales and arpeggios are col-
lected near the end in the order of the circle-of-fifths. Each
scale group consists of the major, relative minors, and chromatic
scales. The arpeggio groups each consist of the arpeggiated tonic,
dominant, and sub-dominant chords. A unique feature, starting on
page 41 in Book VI, is the complete enharmonic writing out of most
of the "black-key" scales such as D-flat and C-sharp major.
Further along in Book VI on pages 51 through 53, Auer arpeggiates
chords of the dominant-seventh and also chords of the diminished-
seventh. These chords are not presented in any relationship to

key or tonality idea. The actual presentation of each chord is



10

by ascending half-steps. An interesting feature regarding the
diminished-seventh chord arpeggios, is that some alternate
enharmonic versions are given. Whole-tone scales are presented
in various ranges near the end of Book VI.

At the end of Book VII, double-stop scales (not presented
in the circle-of-fifth manner) are collected in groups of thirds,
sixths, octaves (regular and fingered), and tenths--all of which
are in both diatonic and chromatic progression. In addition,
two-octave unison scales are found. Scales and arpeggios in
artificial harmonics appear in the last section of Book VII, A
few one-octave scales in double-stop harmonics appear on pages 42
and 43 in Book VIII.

The study of embellishments is formally presented during
the initial study of third position in the fifth book.2 Auer gives
explicit instructions as to the execution of grace notes (p. 26)
in Book V, as follows:

Grace Notes always occur either on, before, or after a
note, or between two notes, and one of the principal
rules to be observed in their playing is that they must
never affect the rhythm. The rhythmic line must be

strictly upheld by and is always dependent upon the
principal note.

Auer shows that in the long appoggiatura the small grace

note before the eighth note receives one-half of the value of the
eighth note and the small grace note before the dotted-quarter

note receives two-thirds of the value of the dotted-quarter note.

2Vibrato is discussed in the section concerning Left-Hand
Techniques.
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Both of these grace notes are supposed to be executed on the

beat of the large ("main'") note.

The small grace note in the short appoggiatura is executed

on the beat of the principal note, then quickly slurred into the
main note. It should be pointed out that the first appearance of
this embellishment is on page 37 in Book IV, without explanatiom.

The double appoggiatura and the group of three notes are also to

be played like the mordents as quickly as possible starting on the

beat of the main note,
In slow movements where a principal note is required to
be stressed, the double-turn over a note is used. Below is a

figure of this type of double-turn followed by its realization.

¢

~__

Fig. 1.--A double-turn over one note and its realization
as found in Auer's violin method, Book V, p. 30.

Another type of double-turn given by Auer is performed
between two written notes. TIts notation and realization are

given below.

N =/

Fig. 2.--A double-turn between two notes and its musical
realization as found in Auer's violin method, Book V, p. 31.
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In regards to the trill, Auer states (p. 31) in Book V:
The trill . . . occupies the entire time value of its
principal note, generally begins on the latter, in modern
music, and ends on a so-called after beat,

Auer indicates that if the trill is started on the upper
auxiliary note, it is indicated by a written appoggiatura before
the principal note.

In regards to the rapid alternation of the two notes in
a trill, Auer says further:

Technical precision rather than forced speed of finger
action, steady bow control and purity of intonation are
necessary essentials for producing the trill; to gain
ultimate perfection requires a well-developed sense of
time values, and musicianly understanding for blending
the alternate notes and their afterbeats with artistic
taste to fit the character of either the slower or more
rapid tempo of a composition,

More studies of trills are given in the first chapter of
Book VI, prior to the study of higher positions. Auer emphasizes
through his exercises (p. 1) in Book VI, a strong-striking finger
force without any hand movement. This is accomplished by holding
a stopped-note down, silently, on another string, while trilling.
Rudolph Kreutzer's Etude No. 4, as found on page 10 in Book VI,
is given as a daily exercise for developing finger independence
in trill playing.

Advanced trill studies are found in various extracted
parts of compositions in Book VIII. 1In this book, emphasis is

placed upon playing trills while changing positions or playing

double stops.
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Auer says very little about the formal design of the
music he uses. However, the music itself can be analyzed. With
the exception of Book II, all of his books contain examples of
two and three-part forms. Extracts from various variations are
given in Books VIT and VIII. There are also several violin
concerto cadenzas found in the last section of Book VIITI,

In regard to counterpoint, Auer employs mostly examples
of two independent melodic lines and imitations in his duet
materials., In these duets the top line is played by the student
and the bottom line, by the teacher.

Auer gives passing references to style in the seventh
book. These references are all concerned with various bow strokes,

such as the Viotti stroke, fouetteﬁ arpeggio sautillant, and mixed

bowings. Particular mention should be made of his associating a
certain bow stroke with certain nineteenth-century composers.
Quoting Auer in Book VIT on page 37:

Staccato a Ricochet is to be met with most frequently in

the brilliant solo works of the older master violinists
such as Vieuxtemps, Ernst, Bazzini, de Beriot and Paganini.

At the end of each of the first six books, there is a

section called, "The Daily Dozen."

These original study-etudes

in duet form, are grouped by one category per book in the follow-
ing order: bow control, finger action, tone and left-hand
agility, double stops, shifting in the first three positions,

and position changes from the fourth through the seventh positions.

Although not listed as the '""Daily Dozen," Auer does include eleven

types of double-stop scales and one section of single-note
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artificial-harmonic scales at the end of Book VII.
The following is an outline of his original material for
each book, exclusive of the "Daily Dozen," mentioned above.

Book I: Lengthy exercises for one violin;

eleven pieces in duet form.

Book II: Lengthy exercises and scales.

Books III and IV: Lengthy exercises, scales, etudes,

Book V: Exercises, scales, etudes,

Book VI: Exercises, scales, three etudes,

Book VII: Exercises, scales, eight etudes.

Book VIII: Two cadenzas for violin concertos; nine
scales in double stops.

In the Preface of his first book, Auer states that the

Graded Course of Violin Playing is not intended as a method but

as a reliable outline of violin study, and that it could be used
either for class or private instruction. Violin duet and violin

quartet materials from his Graded Course of Ensemble Playing are

recommended as supplementary materials starting with the second

book of his Graded Course of Violin Playing.
3

Approximately 159 compositions~ or parts of compositions
are found in Aucr's method books. These compositions represent
about fifty composers from the eighteenth and nineteenth centuries.

Most of these compositions are duet arrangements. No extracted

materials are used in Book II. There is an increase of borrowed

3See Appendix II (Other Composers' Materials As Found in
Leopold Auer's Violin Method) and Table 1 (A Comparative Table of
Other Composers' Materials Used in the Auer and Doflein Violin
Methods) for further information.
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materials in Book VII. Book VIII, containing approximately

eighty separate musical quotations, is largely a collection of

virtuoso etudes and pieces from the eighteenth and nineteenth

centuries,
Of the thirty-three songs or dances quoted in his method,
all are arranged in duet form. The largest number of these songs

is derived from the countries where Auer spent most of his life.4

The next highest usage of folk materials is derived from the

British Isles. Folk music materials are not used in Book ITI.

Although Auer advises the student to hold the violin
horizontally to the floor, he stresses from time to time through
photographs and explanations that the neck of the violin should
be held in a rather high position relative to the floor. The
reason for this high position, Auer states, is that it will

facilitate rapid downward shifts. If the violin is held correctly,
there should be an imaginary straight line from the violinist's
nose to the scroll, Emphasis is placed on putting most of the
weight of the body on the left foot. Auer stresses rather strong-
ly that violinists should not use the shoulder pad. He also
points out that there should be an open space between the thumb

and forefinger of the left hand.5

ASee Table 2 (A Comparative Table of Folk-Music Materials
Used in the Auer and Doflein Violin Methods) for further
information.

5
Leopold Auer, Graded Course of Violin Playing, Bk. I:
Preparatory Grade (New York: Carl Fischer, Inc., 1926),

pp. 9-11.
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Left-Hand Techniques

At the beginning of Book II, Auer states that it is
important to have the left hand held high, so that all the
finger tips will fall straight down on the strings. No
reference is made at this time either to the thumb in relation-
ship to the first finger or to the manner of placing the fingers
on the string--other than having a "high attitude.,"

The use of left-hand fingers commences in Book II.

Each separate finger is introduced one at a time. Lengthy
exercises are given with all diatonic and chromatic possibilities
for each finger on one string at a time, At the end of Book IT,
all four fingers have been learned in the first position on all
strings and in all combinations. A firm and strong finger
pressure is emphasized by Auer. On page 54 in Book V, he con-
demns the idea of playing with relaxed fingers. Auer stresses,
before the introduction of each new finger, that fingers are to
remain on the string as much as possible. To emphasize this in
the actual music, horizontal lines are drawn from the notated
fingerings quite consistently and thoroughly throughout his
method to remind the vioclinist to keep the fingers on the strings.

Several specific examples of exercises concerning

finger stretches and dexterity6 can be found in Auer's method.

Further information about finger dexterity inm trills
and scales can be found in this chapter.
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In the '"Daily Dozen" of Book II, short etudes are found which
include fourth-finger extensions as well as passages which
improve finger agility while crossing strings and playing
chromatic changes. In the last eight etudes of the '"Daily Dozen'
section in Book III, studies are given which improve finger
agility while using close finger settings.

Exercises involving fourth-finger extensions (the
interval of the augmented fourth, as it relates to the first
finger) are found in most of the position studies in Books V and
VI. Particular mention should be made of an exercise in Book V
(p. 46.) 1In this exercise, the melodic intervals of the
"tritone" and the "minor sixth sound' are resolved in various
ways with a gliding motion of a substitute finger. Shown below

in Figure 3 are only two examples of this technique.

| :3 eumm— Ail...

T P
gm0

Fig. 3.--A finger exercise from Auer's
violin method, Book V, p. 46.

The basic first-position materials are covered in Books IT

through IV. 1In Book V, the order of the positions is half, second,

and third. From one position to any other, Auer points out that



the hand moves in one block-like motion. The half position is
usually not presented in most current violin methods until after
the first and third positions have been learned; but Auer states
in Book V (p. 3) that the half position is valuable for later
enharmonic problems and should, therefore, be studied after the
first position,

The second position is presented at first in one-string
exercises. When all four strings have been studied separately,
they are combined. Finger extensions are covered. This format
is followed by Auer for each of the higher positions. A pattern
of study based on melodic intervals is presented in second
position exercises. This pattern is only partially followed in
the higher positions. The intervals presented in second position
are seconds, thirds, fourths, fifths, sixths, and sevenths; the
higher positions cover only the major second, major and minor
third, perfect fourth, and the augmented fourth.

In the third position, the thumb is shown in Book V
(p. 33) to be opposite the first finger. In the fourth position,
the first finger is taught as being a perfect fifth above the
open string. Starting in this position and in all of the higher
positions, Auer mentions in Book VI (p. 11) that the left elbow
is brought closer to the body so that the left hand can play in
an upright position.

In the fifth position, Auer teaches that the thumb is

below the neck of the violin., Auer mentions in Book VI (p. 16),

18
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that this position can be related to the first position. Figure &

illustrates this concept.

First Position-~Fifth Position
A" String "D" String

) 434 | 23 ¢

"'_F 11

L) |

b

Fig. 4.--Fifth position fingerings
related to first position.

In the sixth position, Auer points out in Book VI (p. 21)
the relationship between sixth position and second position as

shown below in Figure 5.

Second Position--Sixth Position
A" String "p" String

1234 1239

e
-
L

Fig. 5.--Sixth position fingerings
related to second position.



In like manner in Book VI (p. 32), a relationship of
finger patterns is shown between the seventh and third positions.

Figure 6 illustrates this idea.

Third Position--Seventh Position

A" String "D" String
(\ \ 53‘/.&1""
L
I
it
U

Fig. 6.--Seventh position fingerings
related to third position.
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Auer's ideas relating to shifting are presented in Book V

(pp. 15-16). They are described below.

(1) The whole hand, including the thumb, moves
as a unit in an ascending shift;

(2) the thumb moves in advance of a descending
shift; therefore,

(3) the violin is held high in a descending shift;

(4) the first finger is kept down as much as
possible during shifts;

(5) the distance between the two notes of a shift
should be memorized by the left hand and

fingers;
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(6) the simplest shift is made with the
same finger;‘7 and finally,
(7) a portamento almost always exists in a
shift involving two stopped notes.
To lessen the tightening feeling of the thumb in shifting,
Auer gives a simple exercise in Bogk V (p. 15.)
The first three fingers are stopped in second position,
then the thumb is gently moved back and forth along the neck.
The same exercise is then practiced with all four fingers stopped
on the string. As soon as the second position is learned
sufficiently, shifting exercises, etudes, and pieces are intro-
duced. This same procedure is followed with the higher positionms.
All of Auer's materials on shifting, except in the third
position, first emphasize shifts with the same finger; then
shifts involving adjacent fingers on one string; and then finally,
shifts involving different strings.

Specific position shifts in Book VI are listed as follows:

(1) between first and fourth (p. 14;)

(2) between first and fifth (p. 19;)

(3) between second and sixth (p. 24;)
and finally,

(4) between the first and highest (p. 34.)

7Most teachers today would probably say that the
easiest shift would be the one that involved the open string.



The study of vibrato is first mentioned in Book VI
(p. 26) and is presented after the sixth position has been

studied. The following ideas are presented:

(1) the wrist and thumb joints must be loose;

(2) pressure must be exerted on the vibrating

finger;

(3) the left thumb is moved a little under the

neck of the violin;

(4) the index finger does not touch the neck;

(5) it is practiced slowly and evenly at first

in the third position using the second finger;
and finally,

(6) a slow vibrato originates from the wrist,

and a fast vibrato originates from the finger.

Auer explains that a limited use of vibrato is desirable,
since it is an embellishment. He says in Book VI (p. 28) that
it is not to be used extensively, "even in the case of sustained
notes following each other in a phrase."

Left-hand pizzicato is formally introduced in Book IV,
It is incorporated in etudes mixed with arco playing. TIsolated
examples of this type of pizzicato are found in Book VIIT.

Multiple-stopped chords are found extensively in the
third through the eighth book. There are numerous examples of

open-string double stops in Book I. Auer mentions in Book IV

22
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(p. 17) that the left hand must have a firm grip on the violin
to play multiple stops.

In Book VI, there are trill exercises in which the
trilling finger is combined with a silent depressed finger.
Double-stop scales are found in Book VII and harmonic scales in
double stops are found in the eighth book.

Materials on natural and artificial harmonics are given
in Book IV (pp. 56-57.) A table of both kinds of harmonics and
a short composed etude using natural harmonics in first position
are given. Study materials concerning the octave harmonic are
given in Book V (p. 33.) In Book VIT (pp. 72-74) scales of
artificial harmonics with one and two octave ranges are given,
These precise stretches for the various scales are shown below

in Figure 7.

"D'" String

LT

\ ¢ 4 3 _3

Fig. 7.--Artificial harmonic stretches
illustrated on one string.

In Book VIII (pp. 42-44,) there are a few double-stop
scales in harmonics. Auer states here that the practicing of

double-stop harmonic scales is "an invaluable method for gaining
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final perfection and mastery of left hand accuracy, and skill
in bowing." He also states that using thin strings should be

beneficial in playing double-stop harmonics.

Right -Hand Techniques

In regard to holding the bow, Auer writes in Book I
(pp. 12-13) that the "index finger presses laterally on the
stick at the beginning of its third joint" between finger and
hand. 8 There is very little space between the first three
fingers. The little finger, which is placed on the tip of the
bow, is considered by Auer to be the least important one for
holding the bow.

Four important observations from the source mentioned

above are given below.

(1) The thumb is the most important part of the
right hand for holding the bow--it counteracts
the pressure from the fingers.
(2) The thumb is always curved.
(3) The middle finger is opposite of the thumb.
(4) The first finger is important for varied
elasticity of bowing and tone production,
Beginning exercises in sound production indicate that a

whole bow stroke is used. TImportant stress is made by Auer in

This manner of holding the bow is considered by some
pedagogues to be the "Russian' type.
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Book I (p. 13) that a supple wrist-action and wrist pressure is
the mechanism by which tone is produced. The wrist is turned

at the "nut" of the bow so that few hairs are in contact with
the string--the wood part of the bow being angled away from the
bridge. As the bow is drawn downward the wrist is gradually
turned. When the bow has moved to about the middle or balancing
point, 21l the hairs are in contact with the string.

According to Auer in Book T (p. 13,) '"the arm must neither
be held too far away nor too close to the body." Judging by the
photographs on page 14 in Book I, it appears that Auer did not
hold his arm too far away from his body.9 On page 15 in Book I,
it is said that the bow should be drawn parallel to the bridge
and halfway between the bridge and fingerboard. Auer states that

the bow "must always be kept upon that part of the string, at

which the first start was made, excepting in plano or pianissimo

passages, when the fingerboard can be approached."
In Book I, the following bowing types are introduced:
sustained legato; legato with string transfers; preparatory

deétache, martele’, and staccato; slurs of two and three notes.

Book II contains mostly legato and longer slurred-note groups.
In Book III, all bowing types previously presented are used,
especially string-transfer legato. A limited presentation of

the sons filés is found on page 59.

9Ivan Galamian, Professor of Violin at The Juilliard
School, stresses holding the right arm highly elevated,
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Generally, Book IV contains the same bowing types as
mentioned above. There is an addition of a type of bow-rhythm
which can be thought of as a '""Mazurka bowing." It is found on
page 45 in an etude and consists of the following rhythmic

pattern and stroke, played in the upper part of the bow,

v D

(S

Fig. 8.--A so called "Mazurka bowing" from
the Auer violin method, Book IV, p. 45.

Emphasis is placed upon slurring in Book V. There is a
new bow stroke introduced on page 21 called the "spring bow."

’
Actually, this is what many violinists call jete or ricochet. 1In

Book VI, extensive string-transfer etudes are given in the "Daily
Dozen." An additional type of '"Mazurka bow-rhythm'" using the
whole bow is introduced on page 73, It is illustrated in Figure 9,

below:

Fig. 9.--An example of another '"Mazurka bow-rhythm"
from the Auer violin method, Book VI, p. 73.

In Book VII, most of the material concerns bow strokes. In

order to convey the order of introduction by Auer, the bow strokes

will be listed in order of presentation, even though they were
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previously covered in a limited way in the other books.
/ / L
Auer regards the détache and the sons files as the
foundations of all bowing technique. Auer instructs that the

détache/(Book VII, p. 1) should be performed in one continuous

sweep without breaking the sound of each separate stroke. Only
one pitch-note is played per bow stroke., The stroke is always
initiated through the wrist with a little participation from the
lower arm.

/
The martele (Book VII, p. 4) is performed as a swift

stroke (one note to a bow,) and there are pressure-pauses between
these strokes. Auer advocates the use of the wrist with some
participation from the lower arm. He stresses that there should
never be any upper arm or shoulder pressure. Staccato is derived
from this stroke.

The staccato bow stroke (Book VII, p. 7) is derived from
the single-stroke martele’ A varied number of notes are Played
in either up-bow or down-bow strokes. These notes are separated
by little pressure-pauses. Auer states that Kreutzer, Rode, and
Spohr taught it as having a more supple wrist action in executing
each note, while the violinist-teachers from the Franco-Belgian
school (Léonard, de Beriot, Vieuxtemps, and Wieniawski) taught it
as having a more rigid or stiffer wrist action. Auer used the
latter technic in his staccato playing. He states on page 7 that

the actual Staccato is produced by pushing the bow along
the string (up stroke) with wrist and fore-arm movements,
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and letting the right hand fingers exert a short,
accent-like pressure on the stick, to bring about
distinct and exact separation of each of the notes.

He mentions that the staccato should be learned slowly, at first.

Auer states that the gigue’bow stroke (Bgok VII, p. 12)
is related to the flying staccato. The bow is picked up each

time in either successive down or up bows, It is used more in

pieces with slower tempos than the other staccato types.

The Viotti bow stroke is a variety of the staccato type.
It is best played in the upper part of the bow. The Viotti-

stroke figure on page 13 is illustrated below.

Fig. 10.--The Viotti bow stroke, 1llustrated.

Another bow stroke called the semi-staccato (ondule]
portato,also parlando) is mentioned by Auer on page 15 in Book VII.
This bow stroke is also known as the lgg;gﬂ It is a pulsing bow
stroke with a varied number of strokes per bow.

Legato bowing, according to Auer (Book VII, p. 16), is
a style of bowing in which a singing quality persists without any
interruption of sound. Smooth string transfers and conserving
finger motion are two important facets of this style of bowing.

Aucr then mentions two other types of bow strokes. One is the
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arpeggio (p. 20.) This stroke consists of legato string transfers

with slurs. The other, firm tremolo (p. 21,) is known as ' bowed

tremolo by most violinists today,

The tremolo sautillant (p. 22,) known as jete’ today, is a

thrown type of stroke with two or more notes per bow. The rebound-
ing action of the bow is kept in motion by the accents from the
wrist, regardless of bow direction. The bow is held loosely.

In fouette  or whipped bowing (p. 25,) the string is
struck with force from a lifted position in a fast manner. It is
performed at the tip of the bow for up-bows, and at the frog for
down-bows. According to Auer, "it is important to retain a firm
hold upon the bow at all times."

The spiccato (sautillég bow stroke (p. 26) is derived from
the detacheg. It is a rebounding type of stroke with one note per
bow. Auer designates two types of spiccato. One is the spring-
ing spiccato, which is played near the balancing point with a
loosely held wrist., The other is the thrown spiccato, which is
played with a more firmly held bow and each note is controlled by

the player. The picchiettato (p. 31) is a heavier type of

spiccato which is, quoting Auer, played '"above or below the
balancing point." The bow is not allowed to rebound very high.
In this way, dynamic shading can be controlled.

The staccato volant or flying staccato (p. 32) is a

combination cof the firm and rebounding types of staccato, in

which many notes can be played in one bow stroke., This is a
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virtuoso type of bowing. "To produce it," says Auer, '"the bow,
loosely held between the fingers, must skip along the strings,
(without actually leaving them) and controlled entirely by
flexible movements of the wrist." The best "point of contact for
the bow is at the middle.,"

The arpeggio sautillant or spring bow_arpeggio is very

helpful in doing bounced arpeggiation., It is practiced legato

at first, Below are some helpful ideas given by Auer from page 34.

(1) The smallest amount of bow should be used,
generally at the balancing point.

(2) The wooden part of the bow is slightly angled
towards the bridge.

(3) The wrist is locked into the arm; they then
move together to change string levels.

(4) On lower strings, the arm should be slightly
raised; on higher strings, the arm should be
lowered.

(5) A slight accent should be executed at the start
of all down-bow slurs.

Auer mentions that the Staccato a ricochet (p. 37) is like

the springing staccato mentioned earlier, but this type (staccato
3 richochet) is used in slower tempos. The notes are produced by
a natural rebound and the arm and hand guide the bow. The bow is

held very lightly, although the full breadth of the hair should
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fall on the string. Soft delicate passages of a moderate stac-
cato nature use this technique. Ascending slurred-note passages
are played down bow, while descending slurred-note passages are
played up bow.

A certain bow-stroke rhythm is found on page 40 in an
etude titled, "Advanced Etude for Mixed Bowing." This bow-stroke
rhythm could be called '"cross-accent marteléﬁ” although it is not

identified by Auer as such, The following rhythmic problem of

this bow stroke is shown below in Figure 11.

ny Dy n

4%
l’

Fig. 11.--A rhythmic problem in cross-accent
martele’ as found in Auer's violin method,
Book VII, p. 40.
The playing of long held notes with different dynamic
shadings (nuance) is extensively covered on pages 41-42. Auer

says that a perfected tone will result when long held tones are

practiced this way. The Sons files or spun_tones (p. 44) is a

technique of playing very long held notes or passages of notes in

one bow stroke very softly. The aim of this type of bowing is to:

(1) assure evenness of tone without dynamic shading;
(2) play on as few hairs of the bow as possible;

(3) gain poise and control of the bow,



32

To Auer, the sons filé% and the dé%aché are the most
important bow strokes for acquiring a secure mastery of the
bow and utmost perfection in tone production., Auer mentions on
page 44 that the beginning concept of the sons £ilds began with
J. B. Viotti.

In flautato (sulla tastiera), the bow is drawn loosely

on the string over the fingerboard with no wrist action (p. 46)

to produce a very soft tone. 1In ponticello, the bow is drawn
loosely on the string near the bridge with wrist action alone

(p. 47) to produce a "glassy" sound. In cpl legno bowing (p. 48),
the strings are struck with the wooden part of the bow for a
novel effect.

In Book IV on page 14, the study of right-hand pizzicato
is formally introduced. Pictures and directions as to how to
hold the bow, while plucking the strings, are given. Auer
indicates that a slight sideways motion away from the bridge in
a "down-stroke" is preferred--somewhat like playing a mandolin.
It should be noted that Auer indicates that the index finger of
the right hand does the plucking. Left-hand pizzicato is dis-

cussed from the same source in the section on left-hand techniques.



CHAPTER III

A SYNOPSIS OF ERICH DOFLEIN'S VIOLIN METHOD

General Materials

The Geigenschule was first published in 1932, in Germany.1

The English version of the Geigenschule (The Doflein Method: The

Violinist's Progress, Volumes I-IV) was published in 1957; the

fifth volume was published in 1958. The five volumes of the

English editions are listed below with their basic materials.2

Volume I:

Volume ITI:

Holding the violin and bow; four basic

finger patterns, each presenting various
tonic key-notes in first position; major

keys in C, G, D, A, and E; natural minor

keys in A, D, and G; studies in composition;
duets; simple bow slurs.

Major keys in F, B-flat, and E-flat; selected
harmonic and melodic minor tonalities;
détachei marteleﬂ and spiccato bowings;

double-stops; polyphonic music; duets,

LThe first of the three German editions (Schott's SGhue,
Mainz) consists of materials found only in Vols, T and III of the
later English editions (Schott & Co. Ltd., London.)

25ece Appendix TIII for a listing of the Table of Contents
for each volume of the Doflein violin method.
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Volume III: Third, second, and half-positions; the
"octave' harmonic; trills; duets,

Volume IV: Classic and pre-classic melodic and
rhythmic patterns; trills and short
appoggiaturas; syncopation; spiccato,
ma;;glgﬁ and flying staccato bowings;
bow rhythms; double-stops; scales; duets,

Volume V: Fourth through the tenth position; modern

finger techniques; some duets.

In Volume T (p. 5), there are three drawings which show
the step-by-step procedure for holding the violin. The next page
has two drawings illustrating the procedure for holding the bow,
and also a drawing showing the very first positioning of the bow
to the vi_olin.3

In Volume I, the four "basic attitudes" (finger patterns)
are depicted by actual drawings of fingers. These finger patterns
are shown below in Figure 12, Half-steps are indicated by a close-
ness of dark wedge marks (representing the fingers) and also by
the short curved lines over these wedge marks. Also representing
the fingers are numbers, with "O" representing an open string.
Below these finger-numbers are specific pitches that are learned

in each pattern. These specific pitches for each "attitude" are

3According to this drawing, the student is holding the
bow to the violin in the manner as explained in the Suzuki and
derived methods, Many teachers think of this manner of holding
the bow as "forming a square."
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learned one at a time in the order as shown from top to bottom
in the figure below. These pitches are treated as tonic key-
notes. The "attitudes'" (finger patterns) are learned before the

actual study of keys and their signatures.

"First Attitude" "Second Attitude'

\

P a4

Q)
2

Iy lvovidy
o/ 3 ¥ © | 2= 3¢9
1

dl
e
al
a
e2
g
"Third Attitude" "Fourth Attitude"

ol = 3 ¢

Fig. 12,--The four finger patterns
or "attitudes'" as found in The Doflein
&joliﬁ) Method, Volume T.
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In Volume I, there is an unusual marking near the
beginning of musical notation and it continues to the formal
presentation of key signatures. It depicts the tonic key-note
of a major key and is placed between the key signature and time
signature. The tonic key-note sign and its realization in a

music staff are shown below in Figure 13,

The sign used -~
in:

Fig. 13.--The "tonic key-note sign' as found
in The Doflein (Violin) Method, Volume I.

In the chart on page 8 in Volume I, Doflein compares the
whole-note, half-note, and quarter~-note with their equivalent rest

values; and in like manner the eighth-note is compared at the

beginning of Chapter Four. At the beginning of Volume TII, draw-
ings of the fingers in the first three positions appear.

In regard to tuning the violin, the "A" string is tuned
to the piano or tuning fork. The order of tuning is: "E" string
to the "A" string, "D" to the "A," and then the "G" to the "D."
An unusual feature of tuning that is presented is that, at first,
a supposedly familiar melody is requested to be sung by the

student; then, after the student has reached a certain pitch in



the melody, he is asked to tune a certain string to that pitch.
For instance, in tuning the "D" string to an already-tuned "A"
string, the student is given the "A" string pitch for starting
the song, '"Deck the halls with boughs of holly." He then sings
the song until the word boughs, then he tunes the "D" string to
the pitch-sound of boughs.

As mentioned above, the whole, half, and quarter notes,
together with their equivalent rest values, are explained in the
first chapter of Volume I. In Chapter Three, the dotted half-
note is introduced. In Chapter Four, the eighth-note is compared
with the quarter-note. The dotted quarter-note, found in Chapter
Seven, is presented in a familiar tune with words written in the
score beneath the notes. The five volumes of Doflein's method
are listed below with new note values introduced by progressive

listing in each volume.

Volume I: &2 J J A- ﬁ Jo

Volume IT: .R
Volume I11: .ﬁ (trill exercises only)
Volume IV: .R (trill exercises only)
Volume V: ﬁ

37



The meter signatures which are found in Doflein's method

are listed below in Table 1 in the order of first appearance.

TABLE 1

METER SIGNATURES IN THE ORDER OF FIRST
APPEARANCE IN DOFLEIN'S VIOLIN METHOD

Volume I: first position: 4/2; 4/4; C; 2/1; 2/2;
4; 3/4; 25 €5 35 2/4;5 3/4--3/2.
Volume II: 6/4; minor scale: 6/8; spiccato: 3/8;
finger changes: 12/8.
Volume ITI: the first three positions: &4/4--2/4;
2/4-~3/4; 3/8--2/8--1/8; C--3/4--2/4; 9/8.
Volume IV: accents: 3/8--2/8; studies in rhythm:
3/4--6/8; 3/8--2/4; 5/4--4/4--3/4~=2/4;
5/8--3/4--7/8--2/4;
4/b--3/8--5/8-=3/b-=6/4-~2/L--8/8--4/4,
Volume V: fourth through tenth position: isolated
measures of 15/8 meter on page 63;
isolated parts of measures (5/16) on

page 64,

Special mention should be made of the study of rhythm.
Doflein has two sections in Volume I which contain clapping
exercises for one or two students. The first one appears (p. 15)
in connection with 3/4 meter; the other (p. 22) is associated

with 4/4 meter.

38



39

The study of half-note syncopation begins in the last
chapter of Volume I. Isolated half and quarter-note syncopation
is found in both the second and third volumes, Interesting syn-
copations are found in the biciniums4 in Chapter Eight of Volume
II. In these pieces, the modern bar line is not used. Formal
study of quarter-note syncopation begins in Volume IV, (p. 29.)
Isolated syncopations occur in the fifth volume.

There is a meter change within one piece toward the end
of Volume I. In the third volume, approximately five pieces con-
tain meter changes. In the fourth volume there are many pieces
which contain meter changes. Isolated meter changes appear at
the end of Volume V. The first three volumes involve changes of
meter with the same basic denominator, usually, Consult Table 1
for more information.

Dynamic markings are used in the first volume. Signs

for piano and mezzoforte are explained on page 12, The signs for

forte, piano, and sforzando appear in Volume II without explana-

tion. Other dynamic markings appear in the other three volumes.
Doflein bases his teaching of tonality in this method on
scale fragment combinations. At the very beginning, the student
is required to learn the basic pitch-notes of the open strings on
the violin. Each note designates a tonic key-note in a major key.

The tonic key-note sign in Volume I is used almost from the very

4 . AP .
The sixteenth-century biciniums are vocal or instrumental
compositions in two parts without accompaniments.
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beginning of musical notation to the formal introduction of "The
Keys and Their Signatures.," The order of learning these key-notes
is shown in Figure 12.

In his method, Doflein relates learned tonic key-notes to
other octave pitches. For instance, after one-line ¢ is learned
in the third tetrachord pattern, the student is required to relate
it to the two-line c¢ in the fourth tetrachord pattern.

The sound of a major key is taught in this order:

(1) first, the student plays exercises and pieces
containing the first five notes of a major scale;

(2) then, the student plays material containing the
first six notes of a major scale, with emphasis
placed upon the sixth degree moving to the fifth
degree; and last,

(3) the student plays material containing all eight
notes of a major scale.

Doflein introduces the natural minor scale at the end of

Volume I. He segments the minor scale into the following sections:

(1) the first five notes; then,

(2) the first six notes, with emphasis again placed upon
the sixth degree moving to the fifth degree of a
natural minor scale; and last,

(3) the introduction of the seventh scale step in short
picces and exercises, with emphasis placed upon its

relation to the tonic note.



41

In his formal presentation of keys, Doflein starts with
the C major scale. He then presents the major keys of G, D, A,
and E major (Volume I.) The minor keys presented in this same
volume are in D, E, and G. It should be pointed out that in this
volume, Doflein does not relate the minor scale to the major scale.

The order of new keys, as presented in Volume II, is:

F major, D minor, A minor, E minor, B-flat major, G minor, B minor,
E-flat major, F-sharp minor, and C-sharp minor. Each minor key is
presented along with its related major key. The harmonic and
melodic minor scales are also introduced in this volume. It is
interesting to note that the Dorian and Phrygian modes are pre-
sented in the section concerning "0ld Polyphonic Music."

Two octave scales and arpeggios are collected only in the
Appendix of Volume IV. They are not presented in the circle-of-
fifth relationship. It should be pointed out that two chromatic

scale-like etudes are given near the end of Volume IV. In Volume

V, scale fragments are associated with teaching the positions.
Whole-tone scales and also chromatic scale fragments are found in
a section near the end of Volume V,

A novel use of two or more key signatures at the same
time is found in some of Doflein's exercises for finger dexterity
in the last three volumes. Another interesting idea in regard to
tonality is Doflein's request for the student to play by memory
certain selected short pieces or exercises in another key, usually

involving the same finger pattern. This idea is found in all five
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volumes. Mention must be made of the use of short-simple chord
progressions and cadences in a section concerning multiple~stops.
These can be found in Volume IV (pp. 63-64.)

Formal study of trills is begun in Volume III (p. 19.)
Some isolated trills appear before this on pages 16 and 17--the
one on page 17 being realized below the staff.

In regard to the starting note of a trill, Doflein explains

that

In music of the period of Bach and Mozart the trill almost
always commenced with the upper (subsidiary) note. Conse-
quently only the trill commencing on the upper note is
introduced for study here.?

Endings to trills are musically realized above the staves--
with or without turns at the end of the trills. Concerning the
alternation of the fingers, Doflein writes that

The number of alternations depends not only on the ability
of the player to execute them rapidly, but also on the tempo
of the exercise or piece in which trills occur, The faster
the time of the piece, the less alternations in its trills.

Chapter Two in Volume IV, also contains trill studies,
Many of the shorter type of trills are realized above the staves.

Mordents and inverted mordents are found (p. 20) in
Volume ITT immediately after the study of trills. The realizations

of mordents are given, but the realizations of inverted mordents

are not given. A few inverted mordents appear prior to the study

>The Doflein (Violin) Method, III, 19.

6Ibid.
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of trills on pages 13 and 18 with realizations.

A turn is found in combination with a long appoggiatura
in Volume IIT on page 35. It is realized. In Volume IV, (p. 54,)
and Volume V, (p. 24,) turns are realized.

Isolated long appoggiaturas appear in Volume II, (p. 56,)

but are realized as short appoggiaturas. Isolated examples of

short appoggiaturas appear in Vglume IIT without explanations.
The formal presentation of the short appoggiatura appears in
Volume IV, Chapter Two. It is shown to be executed on the beat
of the main note. A two-note group of grace notes (slide) is
found in Volume IITI, (p. 55,) without explanation.

There are many examples in the Doflein violin method which
show the formal designs of music. Some of these are presented in
writing exercises for the student (Volume I and II) while others
are presented in the music literature. Some of these compositions
are examples of stylized forms (found in all volumes,) and others
are contrapuntal forms (found in the first four volumes.) In
regard to form, Doflein states that one important attribute of a
student musician is his acquaintance with forms.7 Below are pre-
sented the formal designs found in Doflein's violin method.

Many ''question and answer' phrase-writing exercises are

i . . R . 8
found in Volume I, in sections called "exercises in invention."

T1bid., I, 2.

8This idea of using writing exercises is also found in the

Tune-A-Day violin method by Paul Herfurth. It was published in
1927 (Poston Music Company) and is still in use today.
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In some of these exercises, the first phrase is given, and in
other exercises the student writes both the "question'" and the
"answer,"

Most of the pieces and etudes found in Doflein's violin
method are in simple two or three-part forms. There is one type
of "exercise in invention" which teaches the ternary form. This
is found on page 32 in Volume I. Mention should be made of the

use of many minuets in Volumes IT and III.

A total of approximately twelve theme and variation
compositions are found in all the volumes, except the fourth.
In the first volume (p. 36,) there appears an '"exercise in inven-
tion which requires the student to write a variation to a given
melody. There are approximately ten rondos found in Doflein’'s
method. The rondo is partially explained on pages 50 and 51 in
Volume II, and also on page 12 in Volume IV. 1In Volume II, a
Classical sonata in first movement form is shown and partially
explained on pages 61-63. 1In Volumes I and III, sonatinas are
presented.

Many canon-like forms are found in the first four volumes.
Actual canons are found in the first two volumes. Tmportant pieces

containing imitative writing are the biciniums of Volume II, a

round in Volume III, and an invention in Volume IV. An incipient
use of the ostinato device is found in a piece by Paul Hindemith
in Volume II. Chorale imitation is found (Vol. IT, p. 40) in

Samuel Scheidt's "Two-Part Setting of a Chorale'" (1624.) A fugue
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is found and explained on page 36 in Volume II. Volumes IIT and

IV contain one fugue each,

Beside those "exercises in invention'" mentioned above,
Doflein also uses short composition assignments in the first three
volumes to teach the following theoretical aspects of music:

(1) scales, (2) rhythms, and (3) transpositions.

In the general Preface of his violin method, Doflein
writes that the study of different styles of music is the only way
of learning the art of violin playing. In the Preface to Volume
IV, he writes about the combining of technical problems and their
musical applications with "the training of an appreciation for
finer points of style.”9

Doflein emphasizes the importance of learning music from
different historical periods. There are many examples. In the
second volume, there appears a section on '"'old polyphonic
music;' in the third volume, there is a section titled, "Six

characteristic pieces from three centuries;'

in the fourth volume,
the very first section involves "Characteristic motion in classic
and pre-classic music;" and finally, in the fifth volume at the

very end, there appears a section called, "Techniques of stopping

in modern music."

9
The Doflein [7iolin] Method, IV, 2.
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In an article found in the American String Teacher10

relating to his violin method, Doflein mentions that nineteenth-
century violin schoels such as Leopold Auer, Hubert Ries, and
Heinrich Kayser, employed mainly nineteenth-century music and
arrangements of older music in their "methods." According to
Doflein in this article, there is now a tendency to use original
Baroque music in violin method books. Original music, according
to Doflein, is better than arrangements for the learning of style,.
He goes on to say that this kind of nineteenth century music was
artificially constructed and in an easy manner,

In summing up Doflein's idea of style as it relates to
his violin method, he writes:

Baroque music always represents a certain unequivocal
style; such style demands its own peculiar manner of
playing, so that both style and execution become factors
in technical as well as musical development. The same
applies to contemporary pedagogic literature written by
significant masters.

Six uniyue teaching concepts are found in Doflein's violin
method. First, Doflein thinks of each piece as having certain
technical as well as musical problems. Therefore, the "musical
appeal" of a composition "arouses the will" of a student to master

12

any technical problem, Second, Doflein emphasizes that the use

10Eyich Doflein, "Contemporary Problems in Music Pedagogy,
and the Idea of a 'Method'," trans. by Heinz Perez, American String
Teacher, VIII (Spring, 1958), 12.

Ibid.

"2The poflein (Violin) Method, I, 2.




&7

of duets is valuable for developing violin tone quality and for

training the ear.l3

Third, Doflein mentions that he uses simple
pieces in his method that students supposedly already know and
can sing. This concept, Doflein says, relates the "known to the
unknown" and is important for teaching the violin.14 Fourth, he
states that most of the '"technical instructions . . . @hould be)
left intentionally to the teacher and his method."15 Fifth,
Doflein places emphasis on the use of materials from the time of
J. S. Bach and earlier times, as well as materials (violin duets)
composed by twentieth century composers.16 Sixth, as stated in
the previous section on style, Doflein believes that the use of
compositions in the original edition (Urtext) is necessary for
the student to acquire a sensitivity toward style.17
Approximately twenty-two original pieces (mostly duets)
are found in his method as compared to approximately 341 original
compositions by other composers. Short exercises are used to
introduce new techniques and concepts. One important feature of

his exercises is that some of them are to be both memorized and

played at different transpositions.

16Doflein, "Contemporary Problems in Music Pedagogy,'

Ibid.
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There are approximately 353 compositions (mostly duets,)
representing eighty-seven composers, in the Doflein violin
method.18 Generally, most of these compositions or parts of
compositions found in his violin method are from the seventeenth,
eighteenth, and twentieth centuries. There are, however, three
nineteenth century composers of violin schools whose works appear
frequently in the Doflein violin method, They are Bartolommeo
Campagnoli, Hubert Ries, and Heinrich Kayser. Short pieces (mostly
duets) by important twentieth-century composers such as Bla Bartd&,
Paul Hindemith, and Carl Orff are found in all five volumes. The
earliest dated composition (ca. 1200) is the "Song of Maytime'" by
Neidhardt von Reuenthal; the latest dated compositions (1949) are
study pieces by Harald Genzmer and Walter Heck. Mention should
also be made that there are several sixteenth-century compositions
which are found in the eighth chapter of Volume IT,

There are approximately 111 folk songs or dances found in
the Doflein violin method. Many of these are presented in duet
form. Of these 111 pieces, Doflein wrote approximately twenty-two
arrangements of folk tunes. In comparing all folk-materials used
in his method, the largest number of these songs or dances is

derived from Cermany; the second highest is derived from the

18
See Appendix IV (Other Composers' Materials As Found In

Frich Doflein's Violin Method) and Table 1 (A Comparative Table
of Other Composers' Material Used in the Auer and Doflein Viplin
Methods) for further information.
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British Isles.19 Many of the compositions by Béla Barték in

this violin method are based upon folk-songs or dances. It should
be pointed out that folk-music materials are used in all of the
five volumes--the largest number of songs and dances being found
in the first volume. Another interesting fact is that twenty-four
folk songs in Volume T have the words printed above or below the
music notes; Volume IT has six texts and Volume IIT has four.

There are no texts to folk songs found in Volume IV or Volume V.

Doflein gives definite procedures for holding the violin
on page five in Volume I. An ordered description of these

procedures is given below.

(1) The violin is first placed between the left shoulder
and chin with the help of the right hand.

(2) It should then be held in a horizontal position
(relative to the floor) by the weight of the head-=-
the head being inclined to the left,

(3) The left arm is then raised (palm down) to the level
of the violin (left of the scroll.)

(4) The hand is then turned over (palm up) and the
thumb is placed upon top of the scroll.

(5) The arm is then bent and brought to the fingerboard,

which is enclosed by the thumb and first finger.

1950e Table 2 (A Comparative Table of Folk-Music Materials
Used in the Auer and Doflein Violin Methods) for further information.
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(6) The first joint of the first finger touches the
lower part of the neck near the nut,

(7) The left arm is moved to the right of the violin
and the thumb remains on the left side of the neck,.

(8) 1If the violin is held correctly, there should be

an imaginary vertical plane which includes the left

forearm and hand.

Left-Hand Techniques

In Volume I (p. 5,) Doflein states that finger placements
are first learned on the "D" string. Below are given the procedures
for placing the left-hand fingers on the "D" string, according to

Doflein.

(1) The four fingers are held over (but not touching)
the "D" string and are bent. (The first finger
is bent the most, the fourth finger bent the least.)
(2) The whole hand is moved to the position where the

1

fourth finger would sound an a* if stopped on the
"D" string.

(3) The fourth finger is firmly stopped on the "D"
string and then the string is plucked to determine

if the fourth finger is stopping the correct

pitch (al.)
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(4) With the fourth finger still stopped on the
string, the first finger is then "drawn back
on the "D" string until it reaches its position

Ehe el on the '"D" striné] 120

All four fingers are used from the very beginning in
Doflein's violin method in four ordered "attitudes" or finger
patterns, Each "attitude'" emphasizes a certain finger for playing
tonic key-notes on selected string(s). Open strings are first
treated as tonic key-notes. Then, the first, third, and second
fingers are used in that order to introduce tonic key-notes.
Doflein mentions in Volume I that each "attitude'" is first prac-
ticed by placing the first through the fourth fingers individually
on the "D" string. 1In this exercise, each finger is held down
after it is placed on the string, until all four fingers are down.
Each finger placement is tested for correct pitch by plucking the
string.

Doflein gives indications throughout the first volume
that fingers are to be held down on the strings as much as possible
in his exercises. However, the etudes and compositions in the

other four volumes do not contain very many indications to the

20t1e Doflein [Violinl Method, I, 5.

1

See Figure-Twelve (''The four finger patterns or 'atti-
tudes’' as found in Doflein's [Giolia) Method, Vol. I'') for more
information,
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student to hold down fingers.

Exercises for finger dexterity and finger stretches
appear in all of the volumes of Doflein's violin method. Exer-
cises for different placements of the first three fingers are

found in Volume I and Volume TI. It is interesting to note that

only one fourth-finger extension exercise (a "“tritone" stretch
between the first and fourth fingers) is found in Volume ITII--
near the end of the section on third position.22

The first two volumes of the Doflein violin method
present the study of first position. The third, second, and
half positions are presented in that order in Volume IIT.
Third position is presented after first position. The finger
patterns of these new positions (third, second, and half
positions) are each compared with the finger patterns of first
position. Doflein indicates in the Preface of Volume IIT
that the hand moves from first position in a block-like motion
to find the new position.

In presenting the third and second positions, Doflein
requires the student to (1) play melodies in first position that
have the melodic range of the four fingers (tetrachord), then

(2) write out these same melodies in the key of the new position,

“2The Doflein [Violin) Method, III, 26.
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and finally (3) play these transposed melodies in the new position.

At the end of Volume III, beginning exercises in half
position have fingerings both in first and in half positions. An
interesting use of arpeggiated chords is found in half position in
two etudes on page 56 in Volume III.

The fourth through the tenth positions are presented in
Volume V. Most of Doflein's original exercises at the beginning
of each of these new positions use four-note (tetrachord) finger
patterns on one string at a time. Some of these exercises use
changes of key and sometimes changes of mode.

The first finger used in the fourth and fifth positions
is presented by Doflein as being related to an open string by the

following interval relationships:

(1) perfect fifth or diminished fifth (fourth position;)

(2) winor sixth or major sixth (fifth position.)

Mention should be made about the section on modern music
at the end of Volume V. TIn these etudes and pieces, many of the
passages can be described as not being in any standard position.

This '"free application of the positions,"

as Doflein points out in
the Preface of Volume V, is the result of either fast changes of
fingers, symmetrical sequences, or the avoidance of the portamento
in shifting.

There are two general concepts relating to shifting which

are found in the Doflein violin method. Onc¢ is that all shifting
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exercises in a new position are at first presented on one string.
The second concept is that many exercises are to be practiced with
different key signatures.

There are several types of shifts involving first through
the third positions which are found in Volume III. They are listed

below in the order of Doflein's presentation:

(1) an open string between positions;

(2) a rest between positions;

(3) sliding with one finger stopped in a two-note
bow slur;

(4) changing of a finger in a two-note bow slur,

In the higher position shifts found in Volume V, almost
all of the shifting exercises are presented by Doflein in a
descending relationship with lower positions, For instance, the
sixth position is first combined with the fifth position, then the
sixth position is combined with the fourth, then with the third,
the second, and then last, the sixth position is combined with the
first position.

The first formal presentation of multiple stops in the
Doflein violin method is made in the eleventh chapter of Volume II.
In this volume, the double stops are either an (1) open string
combined with a stopped note, or (2) a combination of two stopped

notes.
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Three and four-note chords are presented near the end of

this chapter in
is found at the
tion by Doflein

stops.

Another

end of Volume V

modern music."
page 60 in this

are shown below

whole-note time values. An unusual feature which
end of this chapter in Volume II is the presenta-

of chord progressions and cadences in multiple

very unusual use of double stops is found at the

in a section called "Techniques of stopping in

An etude using parallel minor sixths is found on
volume. Parallel minor sixths, as used by Doflein,

in Figure 14. The cross-relationships between

adjacent intervals are marked.

Fig.

14, --Parallel minor sixths from

Doflein's violin method, Vol. V., p. 60,

Studies of the octave harmonic are found in the fifth

chapter of Volume III. Doflein does not present studies in

artificial harmonics.



Right-Hand Techniques

Doflein gives the following procedures for the holding of

the bow in Volume I:

(1) the teacher23 holds the bow horizontally to the floor
with the hair of the bow positioned on top; then

(2) the student raises his right forearm to the level of
the elbow with the hand opened and the palm side up
(the upper arm is hanging loose against the body);
then

(3) the teacher lays the bow into the student's right
hand in a line from the tip of the little finger
(opposite the frog) to the "middle joint of the
forefinger;”za

(4) the bow is then moved along this line to where the
middle finger is opposite the edge of the nut; then

(5) the space between the student's right-hand fingers
is widened a little; then

(6) the student encloses the bow gently with his fingers
(the little finger is slightly bent and touches the

bow with the finger tip); then

23Doflein instructs the student to use his left hand to
hold the bow through these procedures rather than the teacher.
24 . .
This manner of holding the bow is considered by some
pedagogues to be the "German' type,
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(7) the bow is turned toward the student's left side,
so that the bow-stick and the student's hand are
on top and the hair of the bow is undernmeath; then
finally

(8) the thumb is at last placed against the edge of
the nut and is slightly bent, and then

(9) the teacher no longer supports the bow.

Preliminary instructions on sound production by Doflein

indicate that the student should at first play on the open "D"

25 The student is

string using the upper half of the bow.
instructed to use pressure-pauses between bow changes and also
the student is instructed to keep the bow parallel to the bridge.
These pressure pauses are gradually shortened until the bow
changes are smooth and connected, This same procedure is then
used with the lower half of the bow. When all of the above has
been accomplished, Doflein instructs the student to play on the
other open strings in like manner.

Beginning exercises using actual music notation in the

"first attitude'" are indicated to be first practiced by plucking

the strings.26 When the bow is used in these beginning exercises,

This is somewhat like the "forming the square" concept
which is applied in the Suzuki method.

26Beginning exercises in the Tune-A-Day violin method by
Paul Herfurth also use plucked notes at the very beginning of
instruction for a longer period of time.
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whole and half notes are given. Doflein also indicates that the
whole bow is to be used but he does not give instructions as to

the actual drawing of the bow.27

The types of bow strokes which are found in Volume I are

legato, martel€, défaché, and loure. It should be pointed out

that in this first volume there are no beginning staccato strokes.
The martele and the spiccato are formally introduced in

Volume ITI. The legato, défaché, and 1oure/bowing types are used

but are not formally discussed by Doflein.

A few short exercises found on page 28 in Volume IT
indicate long held notes with various dynamic shadings. This
type of bow stroke is called ''muance'" by some violinists,

There are several types of bow strokes introduced for
the first time in Volume IV. A type of spiccato played near the
frog of the bow is found in an etude on page 4. This type of
bow stroke is called "picchiettato" by Leopold Auer. Other
new types of bowing are the sautillez flying staccato, and the
special so-called '"Mazurka bow rhythm" (not so indicated by

Doflein.)
Special mention must be made of a section starting on

page 36 in Volume IV, titled, 'Raising the bow slightly between

slurred notes.” By the very nature of the title of this section,

27Dof]ein only says that the student "must be capable of

drawing thc bow correctly across the strings 'blindly'" without
Tooking at the bow or strings.
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it is assumed that the bow is raised after each pair of eighth
notes. This unusual feature will be discussed in the next
chapter.

An important bow manipulation is mentioned by Doflein
in Volume IV, page 45, Doflein mentions that sometimes unequal
bow-note values with pauses in-between, cause the violinist to
accent the wrong note. In the long held down bows and the short
spaced up bows, the violinist must 1lift the bow slightly off
the string after playing these down bows and then set the bow
nearer to the frog in order to play quick up bows,

Right-hand pizzicato is indicated to be used only at
the beginning of Volume I. In Volumes IIT and IV, the second

violin part in duets has occasional pizzicato passages.



CHAPTER IV

COMPARISONS AND EVALUATIONS

The Auer and the Doflein violin methods present two
different teaching concepts. As pointed out in the first
chapter, Auer is a descendent of a long line of violin schools
originating with the Viotti school of violin playing (ca. 1785).
These schools were primarily concerned with techniques of violin
playing which would create highly professional performers.

Erich Doflein, on the other hand, has no observable
connection with these violin schools. Instead, Doflein's violin
method emphasizes twentieth-century music education ideas. These
ideas include such things as the enjoyment of music literature,
the use of clapping exercises in learning rhythmic patterns,
elementary exercises in learning scale and phrase construction,
the study of forms, and the use of familiar folk songs.

There are merits in relating rhythm, folk songs, and
scale and phrase construction to the study of the violin. How-
ever, this writer thinks that the emphasis on music literature
study and form is weak pedagogically, especially in the first
yvear of violin study. The reason is that music literature by

itself, does not give enough drill in the left and right-hand

60
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techniques. It should be pointed out that several eighteenth
century violin pedagogues were using many of these twentieth
century music education ideas in their teachings. Two of these
eighteenth-century violin pedagogues are Leopold Mozart1 and
Francesco Geminiani.2 Some of these ideas are used today in a
limited way in other violin methods such as the Tune-A-Day series3
and the Suzuki violin method.lJr

The idea of including many disciplines in ome course of
study is even found today at the undergraduate and graduate level
of music instruction and in other courses as well. For instance,
music theory and history are combined in one course which is taught
at Juilliard School of Music.5

One of the most important differences between these two

violin methods concerns the use of ordered procedures for learning

viplin techniques. Auer includes in Book I only right hand

1Leopold Mozart, A Treatise on the Fundamental Principles
of Violin Playing, trans. by Editha Knocker (2nd ed.; London:
Oxford University Press, 1951).

Francesco Geminiani, The Art of Playing on the Viplin,
ed. by David D. Boyden (London: Oxford University Press, 1953).

3

Paul Herfurth, A Tune A Day [for Violin]}, Bks. I-III
(Boston: The Boston Music Co., 1953).

4John Kendall, Listen and Play, Bks. I-TIIT1 (Evanston,
I1linois: Summy--Birchard Company, 1961).

5Jui]]iard School of Music, The Juilliard Report on
Teaching the Literature and Materials of Music (New York:
W. W, Norton & Company, Inc., 1953), pp. 27-42,
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techniques on the open strings and then introduces one finger

at a time in Book II. Although this is a thorough process, it

is not very appealing to young violinists in the United States,

It has been observed after several years of teaching the violin,

that young violin students become quite bored with even a few pages

of open string materials., Doflein, on the other hand, begins with

many complex operations for both right and left hands but without

many explanations to the student. This lack of explanations is

a weak feature of the first volume of the Doflein violin method.
Having taught many years with a variety of method books,

this writer has found that the best success with violin students

at the beginning level was achieved only when one right or one

left-hand movement at a time was learned by the student and accom-

panied by good explanations. There are several violin method

books which use this concept today, although they were written in

different periods. They are the Tune-A-Day series,6 the Nicholas

Laoureux violin method,7 and the Listen and Play series by John

8 , . .
Kendall. This concept of ordered instruction using one thing at
a time can even be found today in several music theory text books,

9
one of which is by Paul Harder. As an {illustration of this

6Hcrfurth, A Tune A Day for Violin , Bks. I-ITI.

7Nicholas Laoureux, A Practical Method for the Violin,
Pts. I-IV (New York: G. Schirmer, 1943).

8Kendal], Listen and Play, Bks. I-III.

9Paul Harder, Harmonic Materials in Tonal Music: A Pro-
gramed Course, Pt. I, TT. (Boston: Allyn and Bacon, Inc., 1968).
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concept of using one hand motion at a time, the beginning phrase

of the first tune used in the Suzuki violin method is given below

in Figure 15 as it is taught to the students.10
Stop! Stop! Place fingers!
Tilt bow! Tilt bow!
Bow on string! Bow on string!
2--—-
(o 3o 0 U B ) | e— O
- | ) | ﬁ—f ay Jnl
- 4 ) . e ~
— . 2N LIS W &

Fig. 15.--Basic ordered concepts at the
beginning of the Suzuki violin method,

In regard to visual aids, Auer's violin method was one of
the first in this century to use photographs in illustrating the
holding of the violin and the bow. Doflein's method does not con-
tain photographs. Most of the present day violin method books
contain photographs in the beginning stages of instruction. This
lack of photographs is a weak feature of Doflein's method because
it leaves the instruction for holding the bow and violin almost
entirely to the teacher.

Both Auer and Doflein instruct that the "A" string is

tuned first. Auer's order for tuning the strings is "A,'" "D "

0
1 Kendall, Listen and Play, Bk, I, pp. 13, 17. ffhis book
is based upon the Suzuki violin method
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"G," and "E." Doflein's order is "A," "E," "D," and "G.," The
idea of relating the pitches of the open strings of the violin
to the pitch notes of familiar songs is a positive feature of the
Doflein violin method since it reinforces pitch consciousness in
the beginning violin player.

Another outstanding difference between the Auer and the
Doflein violin methods is the use of meter and rhythm in general.
Auer presents the more familiar types of meter signatures such as
3/3, 4/4, and 6/8, while Doflein introduces the less familiar types
such as 2/1, 4, and 5/8 meters. Another feature of the Doflein
method which is found in several of the sixteenth-century pieces
in Volume IT, is that he does not use the modern bar-line to divide
the pieces into measures. Instead, he uses either no bar lines or
bar lines between the first and second violin parts. This 1is
useful in training the student to think only of the value of each
note rather than to rely on measure bars for rhythmic organization
of the pulses.

This practice by Auer of using the familiar meter signa-
tures and rhythms can be found also in the nineteenth-century

12 1y

violin method books such as those by Kreutzer11 and Rode,
should be pointed out that the nineteenth-century violin methods

do not reflect the freedom of meter and rhythm found in the music

1Rudolph Kreutzer, Forty-two Studies, ed, by Emil Kross
(New York: Carl Fischer, Inc., 1915).

lzJacqucs Pierre Rode, Twenty-four Caprices, ed. by Emil
Kross (New York: Carl Fischer, 1901).
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literature of the nineteenth-century. An example of this freedom
of rhythm is the use of cross-rhythms by such nineteenth century
composers as Beethoven, Chopin, Brahms, and Wagner.

Doflein, on the other hand, reflects the music of the
contemporary period with its unusual meter and rhythmic patterns,
Many of the short pieces found in the Doflein method are by Barték,
Hindemith, and Orff. These pieces use muti-meters and asymmetrical
rhythmic patterns. 1In regard to the modern usage of meters and
rhythms, it is interesting to speculate on how much Doflein influ-
enced or is influenced by the "New Music Institute" at the
Staatliche Hochschule fur Musik in Freiburg, West Germany, where he
taught for so many. years.

The use of clapping exercises in learning rhythmic patterns
is found in the first volume of Doflein's method. This is a posi-
tive feature of his violin method because the execution of rhythms
by clapping, helps the student to play them correctly. Most of the
present day violin methods in music education use some type of
clapping or beating of rhythmic patterns.

Auer teaches the idea of tonality almost completely with
the usc of scales. Doflein teaches the idea of tonality by the use
of scale fragmentation at first (resolutions of active tone in a
key), then later Doflein has the student transpose various short
exercises. This concept of scale fragmentation is a positive fea-
ture because it helps the student to hear the relationships of the

various notes of a scale to its tonal center. The weakness of this
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idea is that a violin student does not learn a systemized approach
of two and three octave scales on the violin.

Scales are the most important studies for learning both
left and right-hand techniques. Daniel Guillet13 explained to
this writer that bow control and intonation are the result of
intelligent practice of scales. 1In fact, some of his lessons
covered only one aspect of scale practice. This writer has found
in previous years of teaching that students improved their intona-
tion and their bow control after careful practice of double-stop
scales,

An interesting feature of the Doflein method is the use
of the tonic key-note sign after the key signature. This sign,
used before the formal presentation of tonality in the first
volume, is supposed to indicate the key that the piece or exercise
is in. The sign is not used beyond the first volume. The use
of this sign is somewhat like the '"moveable do'" idea in sight-
singing and represents another dimension of music theory.

It should be pointed out that although Auer and Doflein
both usc the whole-tone scale in their violin methods, Doflein's
use of this scale is more varied. It is also valuable in learning
left-hand techniques which are associated with twentiety-century

music compositions.

13Danie] Guillet is a former Professor of Violin at
Indiana University and is also the former violinist in the Beauxs
Arts Trio.
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The study of the mordent, the inverted mordent, the
appoggiatura, and the turn precede the study of the trill in the
Auer violin method. Doflein does not follow this procedure.
Doflein starts with the study of the trill and then presents grace
notes. From a pedagogical point of view, it seems that Auer's
procedure is the better one because the finger movements of the

grace notes are related to the playing of trills. Since grace
notes involve a few movements of the fingers, grace notes are not
as hard to execute as the continuous finger movements of the trill.
Auer's presentation of the trill does contain certain
flaws from an historical point of view according to present day
research. Auer points out in his violin method that the beginning

note of a trill always starts on the main note unless otherwise

indicated in the music. Actually, the trill starts on the note

above the main note in most Baroque and Classical music and

usually starts on the main note in Romantic music.14
The music in the Doflein method contains many examples

of different formal designs. Some of these designs are partially

studied: the variation form, the fugue and sonata-allegro form.

On the other hand, the music in Auer's violin method contains

simple two and three-part forms and they are not explained.

Auer's exercises and etudes are long while Doflein's are

short. Sometimes Doflein's exercises are meant to be transposed.

14Putnam Aldrich, "Trill," Harvard Dictionary of Music,
(:lst ed,:), pp. 760-62,
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As stated above, short etudes do not bore the young students, and
therefore, Doflein's concept in this respect is more correct than
Auer's., The Doflein method relies mainly on materials of other
violinists and composers as well as folk music throughout all his
volumes. Auer's method, on the other hand, contains mostly his
own composed materials,

When Auer does use other composers' works, they are
generally from the nineteenth-century. Doflein, however, uses
compositions from the sixteenth through the twentieth-centuries,
Approximately fifty composers are represented in Auer's violin
method, while approximately eighty-seven composers are represented
in Doflein's violin method. More duets are used by Doflein than
Auer. A comparative table of other composers' works in each of
the two violin methods is found on the following page.

This writer found only eight composers who were repre-
sented in both the Auer and the Dof<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>