ROBERT
GERLE

I THE ART OF
PRACTISING
| THE VIOLIN. <




Photograph by Christian Steiner. Used with permission.




Robert Gerle

Robert Gerle began to study in the Liszt Academy in Budapest at an early age
in the class of Geza de Kresz, who was himself a pupil of Hubay, Sevcik and
Ysaye and a close friend of Flesch, Thibaud and Enesco. He has therefore a
thoroughbred technical ‘pedigree’.

~ Asaperformer, he first won international recognition as a prizewinner in the

- Thibaud and Geneva Competitions immediately after the Second World War
d began the first of many major concert tours in Europe, including solo
pearances with the Berlin Philharmonic and the London Royal Philharmonic.
~ In the 1950s, Robert Gerle was invited by Paul Rolland to the University of
~ Illinois, where he worked with Georges Enesco. He remained closely associated
- with Rolland, playing for part of the latter’s famous film series on violin
technique now widely used both in America and England.

This book comes from long experience as a teacher in many notable
~ American conservatoires (including Manhattan, Peabody and Mannes) and
- universities such as Southern California, Oklahoma and Ohio. He is now

~ Professor of Music and Head of the Instrumental Program in the University
of Maryland, at Baltimore (UMBC).
mbining his teaching with playing and conducting, Robert Gerle includes
recorded repertoire concertos by Barber, Berg, Delius, Hindemith and
Weill as well as classics such as the Beethoven sonatas (with his wife,
itilyn Necley) and Vieuxtemps concerto. His conducting engagements
ularly take him to Canada and South America as well as guest dates in the
States. The convictions expressed in this book show him to be trul y one
nerica’s outstanding string teachers.

 CONTENTS

Foreword
Acknowledgments
Introduction

| 1 Good Practising: The Ten Basic Rules

§ 2 Finger-Pattern Practice I: The New Tablature

3 Finger-Pattern Practice II: Good Intonation

‘~-4 . Finger-Pattern Practice I1I: Intonation Exercises
Left Hand Practice

Bowing Practice

Sightreading Practice I: First Steps

Sightreading Practice II: High Positions and Rhythmic
Problems

Memory Practice I: First Steps

Memory Practice I1: Anticipation 81
Practising the Obvious 86
A Systematic Table of Finger Patterns 89
A Comprehensive Table of Shifts 96

A Glossary of Bowing Terms 08



FOREWORD

Go on; don’t only practise your art, but force your
way into its secrets; art deserves that, for it and
knowledge can raise man to the Divine.

BEETHOVEN

Letter to a young friend, quoted in

Grove, Beethoven and his Nine Symphonies
(Novello, London, 1898)

One of the most important things an aspiring performer can learn during his
formative years is how to use his practice time productively.
Practice is teaching yourself to be student and teacher at the same time; and

_ success depends to a great extent on how well you teach yourself. Someone else

can tell you and show you how to play the instrument, or inspire you by a
beautiful interpretation. Indeed, an able teacher is indispensable to serve asa
guide and adviser in our progress. But even then, as performers, we still have to
do our own practising ourselves, most of the time alone and without help:
ultimately only the player can ‘teach’ himself the actual means of playing and .
performing.

It is of course essential to learn the fundamentals of basic violin technique,
and to learn them correctly. Butit is equally important to know what to do with
this skill, how to maintain it, develop it, and how to apply it in the service of
musical performance and interpretation. It takes a thoughtful and carefully
organized practice method to do this successfully: to make productive use of
valuable practice time; to maintain technical proficiency on a consistently high
level; to keep in hand, and to enlarge, your share of the constantly growing
repertoire; and to keep alive that enthusiasm and inspiration without which
any performance is a mere recitation of notes.

A great many books have already been written on how to play the violin
according to the particular principles of the various schools of violin playing.
In contrast, the art of practising—an art which is equally valid for all schools of
playing—has been given very little attention as a subject in itself. And yet, all
too often what passes for practising is nothing more than the endless and
mindless repetition of the same passage, usually with the same mistakes. Thisis
a waste of time which does not lead to improvement, only frustration: you
merely learn your mistakes better.

The purpose of this book is to show the way toward better practice habits, to
serve as a guide in the better use of time alone with the instrument, to help
9




and to retain more lastingly. It stimulates thinking
u need not worry during the performance; with
intelligent practice, the performance can become all the more spontaneous.

Although the examples are all given for violin, almost all the advice in the
book applies equally to the viola; and cello and bass students will find a great
many of the general hints useful. To some readers, some of the principles
formulated in this book may sound familiar; to all, however, even one or two
new and helpful ideas may lead to a significant improvement in practice
technique . ..and so raise your performance, if not to the divine level that
Beethoven would wish, at least beyond its present limits.

Jearning more thoroughly,
during practice so that yo
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INTRODUCTION

All instrumentalists, amateur or professional, have in common these days the
steadily diminishing amount of time they can spend practising, and the need to
make the best use of it.

This lack of practice time is due to a number of gradual, but relentless
changesin the sociological climate of our time. The relatively short period since
the end of World War II in 1945 has seen a dramatic expansion of the mass
media and telecommunications: television, telephone, radio and movies,
newspapers by computers and broadcasts by satellites. This progress has made
every kind of entertainment all too readily available for a large number of
people and its easy appeal is making much greater inroads on everybody’s time
than was the case only a few years ago.

The ever greater and faster travel facilities have enlarged everyone's range of
activities, extended circles of acquaintances and made previously unheard-of
concert schedules possible. Today, with all these outside pressures, it is more
and more difficult for even the most dedicated and single minded musician to
find two or three hours' worth of undisturbed and uninterrupted practice time.

Other sociological changes have also contributed to this state of affairs,
especially for the younger generation. At an early age, when the commitment
for 4 musical career needs to be made, the parents’ influence and guidance is
strong and decisive. Their tendency is to urge even the most talented youngster
to pursue a full-time degree course of academic studies (with all the classwork it
entails) along with their musical studies: a college degree is felt to provide some
measure of security which the unpredictability of the musical profession may
not always do. In the absence of a systematic and nationwide talent-search, too
many talented youngsters start serious music studies too late—particularly
string players. Then, rising tuition costs and disappearing scholarship funds
are also forcing more and more college students all over the world to work at
least part-time in order to cover some of their expenses.

The result of all this is not only a reduced amount of time available for daily
practice, but also a fewer number of years during which relatively concentrated
practising is possible, to learn the vast amount of repertoire.

It is all the more important, therefore, to learn how to make-the best use of
whatever time is available: to develop a more effective way of learning; to
establish a carefully thought out plan for daily practising; and to set up a
timetable for long-range objectives. It has become more crucial than ever
before to acquire a practice technique that will help you to learn better in a
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shorter time and give you the technical security—and the freedom from
worry—to enjoy making music.

Even though practising a great many hours daily is not a virtue in itself, nor
is it always possible or even necessary, the point of view expressed in this book
is not in opposition to a lot of practice: it is specifically and solely against a lot
of bad practice, or bad practice habits which cause a lot of wasted time. There
are, after all, circumstances in which a great deal of practising may be essential,
such as having a deadline for learning new works, preparing a large repertoire
for a competition or audition, or substituting at short notice. Still, the longer
the practice, the better and more efficient the practice technique should be, so
that both the time spent and the result of the practice can be equally more
fruitful and enjoyable. Only good practice makes perfect.




pm from

uself, nor
this book
hlﬂ a lot
me. There
essential,
pepertoire
jhe longer
uld be, so
ally more

1 GOOD PRACTISING:
THE TEN BASIC RULES

1 Always Know Exactly What You Need to Practise—and Why

There is nothing more frustrating than to spend hours practising without any
sign of progress. Therefore, define the problem, spell out the reasons for the

difficulty, and devise the correct remedy of practising it.
To practise well, you need to understand the basic principles of violin

playing, how to apply them in various ways and how to select the way best
suited to your individual physical make-up.

Think what you need to accomplish speci
three minutes spent thinking about your prac
three hours spent in aimless repetition, durin
better,

fically during the day’s practice:
tising before you start are worth
g which you only learn the bad

2 Organise Practice Time to Suit Circumstances

to spend on each component of your
are preparing for and how much time
weekly and even longer-range

Plan ahead the amount of time you want
practice material, depending on what you
there is available. The plan should include daily,

schedules.
There are basically five categories of practising:

1 Learning new material (repertoire and technique).
2 Changing or working on the technical approach to a specific problem
(such as vibrato or spiccato).

3 Maintaining and consolidating repertoire and technique.

4 Preparing for a concert, competition or audition.

5 Reviewing old repertoire for any new interpretation.

mbine or overlap but usually one of them is dominant.

These categories may co
l also be influenced by particular circumstances. You

Planning a schedule wil
may be:

1 Still in school, subject to a tight class-room timetable.
2 In school and, in addition, working part-time.

3 An amateur with limited time to practise.
13




4 Already a busy professional,

G 5 That rare person with unlimited time to practise (on vacation, or just

g lucky).

-..‘.\'}1_ the circumstances, how much should you practise? Generally, no

more than is necessary to learn a work so well as to be able to make music
ithout any technical worries. This is the best prescription to banish stage

m-i;-"i_ t. There is no virtue in practising eight hours daily for its own sake: two or

litee hours of good practice is far better than six hours of bad practice.

I{ is also important to know yourself, to appraise your strengths and

wiknesses objectively, and to adapt your practising technique accordingly.

\th to listen to yourself and to hear yourself objectively.

ome people learn fast and memorize automatically, while others have to

I first how to memorize. Facility of learning may be a mixed blessing: the

\ct, you have, so far, played the passage incorrectly several times, but
¢ only once.

\lly the incorrect way, having been repeated much more often, will be
lily recalled than the once-played, correct way.

Why, after having played the passage right for the first time, you must
10 work on it and make sure that it becomes sccond nature by

1 judge the correctness of the response and result. But basically,
l0tised slower than its proper tempo is a different piece. The only way
110 idea of a picce and its problems is to play it in its performance
11 in the early stages of learning, The tempo in which a passage has to
I, tlie speed with which any of the motions has to be executed, are

i specific elements of the technique involved in its performance,

Ihsuccessful attempts, you can feel that the work is done—learned at -

arings arc chosen, otherwise they will not work later. After these bowings
fingerings have been solidified by slow practice, the passage, and the whole |
have to be practised again in the final tempo in order to learn the

[Tective way of practising problematic passages is to combine slow and
actice, adding the advantage of practising the crucial motions in tempo

Mendelssohn

- The added fermatas provide the time to judge the correctness of the previous
passage, to think of the next passage in all its detail, and to formulate the next
outgoing command in its entirety.

- Itis also a good idea Lo practise fast passages faster than concert tempo (and
‘ilow ones slower) in order to build up an extra margin of safety above and
cyond the tempo of the performance.

- The key to accurate and cffortless fast playing is the realization that while the
yelocity of motion of the fingers and the bow arm increases in faster tempos, the
~ mind should retain a relatively even pace in sending out the commands of
“execution to the playing mechanism,

[n maintaining this even pace in the frequency of commands, however, the
brain must increase the amount of information included in every command it
sends out at the beginning of each passage. The increased amount of
information contained in each commiund unit iy proportionate to the increased
tempo, and covers the proportionally grenter number of notes to be performed
In




between each commund unit, Basically, it works like thig: Lol wi

P (AR AR
- {RET YIR e :
ij.:leﬁlalm % 3 _‘_:_'_ i l
p—————— :
Strings: S g
= T o 2 " 1 2
Fingers: 3 4 SHIFT 3 3
. major minor minor major
Intervals: spird. . third third ~ third
= ONE COMMAND UNIT
Allegro
=120
String i
st E
Strings: g 3 ::Ji(i;lbll:llltjgw i A
= . 1 2 1 2 o | 2 2 1 2
Fingers: 3 4 SHIFT 3 ] Slllf*T3 4 SHIFT 3 4

. major minor minor major  major minor minor major
Intervals: 10" thirg third third  third third third  third

= ONE COMMAND UNIT

NOTE: the frequency of command remains at J =60

In this way the mind will always be in control of the action, instead of running
after, or just barely ahead of, the fingers and the bow arm., If the muscles receive
orders from the mind belatedly, they react to the emergency in a panicky and
Jerky manner; the sudden contractions soon degenerate into stiffness and
cramps, preventing the fluid, well-prepared and relaxed movements indispens-
able in fast playing.

In the early stages of practising a work in its ultimate tempo, it will not be
possible to play always in tune, or correctly in every way. Keep in mind that the
immediate, temporary goal of such practice is to get acquainted with certain

16

as they appear only in the final tempo. Purity of intonation,
e, may be temporarily of secondary importance. It is essential,
', that this momentary neglect be corrected as soon as possible, in slo

Kqual Attention to the Bow Arm: Don’t Practise Only the

ld’s role constitutes the more obvious activity on a string instrument
el is more immediately noticeable as it produces pitch and melody. It
Naturally, where most of the practice time tends to be concentrated

IOW (‘the soul of the violin’, as the French School claims) and its
slems should be given just as much attention and practice time in
¢t all the musical, technical and expressive elements in its domain.
§ not only such basic ingredients of bow technique as détaché,
String-crossings: the more subtle elements of the art of bowing
liportant, even if less obvious and more elusive to master.

de such concerns as choosing the attack and release of a note
I8 style and musical character ; the nature of bow-change as it is
€ demands of phrasing: the various shadings of dynamics:
¢ the bow; accents; experiments in tone colour by various
of pressure, speed and distance from the bridge; the speed of the
hes the string in short, off-string notes, thereby determining their
iricter; the speed and amount of bow used, and their interaction
id and left arm motions; tone quality in general; and, above all, the
pupabilities of the bow.

pects of the bow technique are the most difficult to practise because
i concrete and more aesthetic nature. It is harder to persevere until
ent is noticeable because any change is likely to be gradual and
8, the ideal conception must be clear in the mind as a standard against
- progress needs to be measured.

eless, in the end it is the bow technique, in this more inclusive
L Which will largely determine the artistic category of a player, and it is
listicated use of that technique which, without being obvious, can
| making a performance extraordinary and memorable.

'l rate the Problems and Solve Them One by One

WLy passage is the sum of many separate and distinct components, each with
LOWn problem. Trying to solve all of them at once will result in improving
of them. Merely repeating a passage as written—and playing it less than
itrectly - will only grind the mistakes more firmly into the mind.,

17



1t is much more productive and time-saving to break down o puu'lplint: nl:ls
mponents, isolate the problems and concentrate on them separately, )

: i tise them as written.
s corrected, reconstitute and prac lem ¢

/ example of breaking down a passage into its bow-arm compoggn‘ts f}c:ﬁr:
etice purposes can be shown in Kreutzer's Study No. 13, as played in

iddle of the bow:

Upper arm motion in crossing Strings:

| ) Fore-arm motion of the détaché:

NmVnm

e}

'ﬁ) Circular hand motion to alternate the détaché between A and D strings:

Vo Vo

T

(d) Finger action to maintain the bow-hair flat on the strings, counteracting

the rolling effect of the hand motion.

Once these component technical elements function well separately, they will

combine naturally into one organic, unified motion:

Study No. 13 Kreutzer

m

Vm VPV

L ¥
h should be used to overcome difficulties in left hand
on into its component elements
elocity, articulation) then
ly. Only then practise the

This same approac : g ot

; s "
technique. Break down the passage 1 ‘
(including intonation, shifting, sequence of fingers, v
isolate and practise the problematic passages separate

complete passige s written,
N

se Difficult Passages in Co

plements the previous rule.

ly preceding and following.
ing example, the passage of tenths constitute a difficulty which
ractised at first separately:

- Caprice No. 4

Paganini

om the low b b immediately preceding it is an important added
5 1o consider. Such a rapid displacement greatly influences the
¢ hand, the arm and all other left-side muscles involved. Added
eding passage:

&5

Shifts:
Strings:

t does a quick succession of upward shifts, followed by two
gty large jumps in opposite directions, has a crucial bearing on the
) passage in tenths, and has to be practised eventually together
eraction of neighbouring passages thus emerges as a problem in

In practising such passages as this it is not enough to work on the
blem of the triad alone:

orlo No. 4, K.218: first movement
e —

Mozarr

L)

-

T T

So11 )
e
L]
T
L
L]
e
e

[N

filtial difficulty for the left hand is getting the first @ from nowhere, as it
‘ 19

.. play it correctly in the larger context, including the passages



were (the grace note will be automatie), Yol most players anly repeat this
passage from that first note on, never leaving !h‘il 6th position. At the
performance, however, one will not have the benefit of a previously eslut;lmhcd
position; one should not have to depend on such clcmun.lury devices as
plucking the string (which the soloist cannot hear anyway) while the orchestra
plays the introduction. ] G

So the first thing to practise and learn securely in this case is finding that first
d" to rely on during the performance. ;

Fortunately, due to the shape of a stringed instrulmc?nt, every single note has
its own distinct physical sct of characteristics. This is the sum total of such
elements as the thickness of the ncck and the width of the fingerboard at that
particular point, the angle formed by the forearm and upper arm at the left
elbow, the distance from the beginning of the fingerboard, the feel of the left
hand’s palm against the body of the instrument in the higher positions. .. and
many others. _ e

These can be learncd, memorized and relied upon in addition to the
conventional method of practising the distance of the shift from a more
familiar position (Ist or 3rd):

1 1
LT ol
04 o b et
_é_"ﬁ_~1_ or :I i

D)

The principle of practising in context extends not only to the technical, but to

the musical context as well. _ B .
It is one thing to practise the following passage for intonation, important as

that 1s:

Braluns

i
=

Violin Concerto: first movement

T
d

It is quite another to perform it with all the expression and drama _it dcserw:ls,
and which transforms the player’s technical approach as well. Th1§ results_ in
such changes as a fuller vibrato, greater left-hand finger pressure 111ﬂucnc1ng
the intonation (mostly towards sharpness), greater bow-pressure altcrm_g tone-
production, more body movements, and generally more muscular tension due
to the heightened emotional state in a performance. _ .

These reactions should become familiar to the player during practice: the
concert is not the time, nor the podium the place, for lhclric manifestations to
appear for the first time and to present unknown and disturbing elements.

20

Practise Performing: Don't Only Practise Practising

. | | .’.J\j_ﬂﬂﬁ -.fw_ii;l-i-_-.l i
Practising is not a goal in ituall',‘llllllq\! L Loin be very enjoyable. It is only

means by which the real purpose, o technically' polished and musically
meaningful and exciting performance can be made possible.
* But conditions during a performance—both outside and within the
performer—are markedly different than those prevailing during practice.
Instead of the familiar surroundings of your own home, the concert hall
ears strangely unfamiliar; the comforting knowledge that a mistake can be
ccted and a passage repeated without the penalty of anybody’s judgment or
tisipproval (except your own), gives way to the desire to please the audience,
Memory, which works well in the solitude of a studio may be distracted by
Wlexpected sights and occurrences during the performance; the different
llbustical properties of the hall, and the way in which we perceive them may
ke us to play familiar works in an unfamiliar manner; and, mosl
iportantly, our own inner reactions to the excitement of the moment, the
Tl hlcncd emotional and muscular tension of an inspired concert perfor-
Hilince, in contrast to the relaxed objectivity of a practice run-through, can
tiinsform the established premise of the whole playing mechanism,
Wilys must be found, therefore, to recreate these performance conditions,
il practice time set aside to prepare for them.
\ler the work on a new piece is well under way, but long before it is
filihed, attempt a full-scale performance (even unaccompanied) in tempo, and
‘ }"_(lll musical expression, This will show, before it is too late, what technical
it musical changes or improvements need still to be incorporated. During
h performance try-outs cven try to imagine yourself at the actual concert
Ierlormance, complete with stage entrance, acknowledging the applause of
;'Illudicncc (which may or may not include several persons known to you),
| pting the orchestra when appropriate, and tryin g to get the ‘feeling’ of the
hilll to induce, if possible, the cxcitement and quickened pulsc of the occasion,
Fhis in turn can lead to additional technical adjustments or precautions which
thiese physical and psychological circumstances might necessitate. As noted in
| previous rule, it is one thing Lo practise objectively the C minor scction of
he Brahms Concerto first movement, but quite another to perform it with all
Alie expression and passion. It is yet another matter to do so in the spotlight of
ffumiliar surroundings, in front of a full house.
~ There is also the matter of ‘projecting’ in a large hall, This has to do with the
Creased distance between the performer and the audience, and the greater
discrepancy between the size of the hall and that of the performer’s instrument,
both of which reduce the expressive and acoustical impact of the playing.
When a composer writes ‘piano’ or ‘forte’, that is what he wants to hear,
but that does not necessarily mean that you have to play merely p or /: the
technical means of expression and dynamics have to be intensified, even
exagperated, to counteract the size of the hall; the carrying power of the
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instrument has to be increased by appropriate tone production, especially
when playing with orchestral accompaniment, in order to reach the farthest
corners of the auditorium; the conception of the interpretation should be on a
par with the dimensions of the hall.

The technical adjustments required must be a part of preparation and basic
performance technique, which should not change drastically in a different
environment, whether the hall is acoustically ‘dead’ or ‘alive’. Still, itis a good
idea to practise from time to time in unfamiliar surroundings and, whenever
possible, in the place of the performance itself. Being familiar with the technical
and psychological requirements, no matter how unfamiliar the performing
circumstances, will create a basis for the security and equilibrium of technique,
which is the indispensable pre-requisite of free musical expression.

Lastly, take time to practise in your performing attire. What you wear at the
concert can add yet another unfamiliar or restricting element. Ladies should
practise in high heels if they are going to wear them at the concert, as such
heels throw the body forward, changing its balance and centre of gravity. Men
should practise in jacket and tie, not always in shirt-sleeves: the thickness of the
lapel and tie between player and instrument can add as much as 1"(8 mm) to the
length of the violin and makes the location of every note that much further

away than usual.

9 Practise Also Without the Instrument

Just as the muscles must be trained to practise the physical part of playing, the
mind must be exercised separately and independently from the actual playing.
Itis the brain, after all, which is both the initial and ultimate control centre, and
where every action of playing originates.

The human brain has the marvellous capability vividly to recreate past and
future occurrences and actions without the actual happenings. This is also true
of musical performances. Going through the imaginary performance of a
work, complete or in sections, imagining vividly (and correctly) every element
connected with its execution (pitch and rhythm, physical motions on the left
hand and bow arm, musical expression, and so on) will improve the work of the
control centre and, consequently, the actual performance. The computer is
only as good as the programming it reccives.

This way of practising is not only helpful to the technical aspects of playing,
it is especially useful in memorizing. An imaginary performance forces you to
know every single note thoroughly as you cannot use the ‘prompt’ of actually
having heard the previous note, nor be ‘prompted’ into playing the next note or
passage by the physical impetus of having just played the previous one. That
means that as much pertinent information about the note, and as many of its
characteristics as possible, must be firmly fixed in the mind.

If you can play through a work mentally, in tempo and without any lapses or

1

tions (Judging yourself honestly), you can safely say that the work iy
ely and slccurely memorized. Otherwise the weak spots will show up:
_.lll be an inevitable breakdown in recall at the critical mome:nts ¢
Vered the usefulness of this kind of practice for myself pure'ly b
;-and as a r.e’sull of dire necessity. Living in Paris in the aftermath 0)1"
War I1, awaiting my overdue American visa in miserable circumstances
€ concerts to play but the room where [ was staying had no heat 0|:
Water. T.hc.wmter was so cold that I had to stay in bed most of the da |
varm. Still in bed, but wanting to practise, I started to play through mi
in my m.lnd. I soon found that, mentally, T could go through those
Ily wcll‘wnhout music, practise and improve the trouble spots just b
, n:ﬂ;g;;; (propped up on the bedspread), and later learn whole nc\z
| “\::L oc::t dthf:. t1(1:-11.~;-trument. When it finally came to the performances,
§ later, thi:i sgundness of this method of practising, developed (o
Where a certain imaginary action will produce a practical result, was
by George:s Enesco. One day, driving with Paul Rolland En.euco
out uf‘hls pocket and started to move his left hand ﬁnger:s on ii as
_neck of the violin. I watched as he continued to ‘practise’, until Iflc
ptly a“fj' looking at me, said, “Oops! That was out uf tune”
_E.'- l and snl_ent practice is also ideal to establish initial bowings unld
I i new piece. With experience you will find that few of them will
gl?gcd in the actual playing.
Ictising also offers a way to work when you are physically tired or
N the only way to practise as you are travelling to, or just before, a

lhlt;mus.lc in the inner ear is essential to mental practising. Inner
Ould be developed by every musician, but it is a must for those who

ument on which you have to create the pitch of every note (and for
mductors . .. and composers).

(Not Neglect the ‘Easy’ Sections: They Tend to Take Revenge

_ ic c?jm:uns: passages which pose no problems even at first readin o
tendency is, consequently, to neglect these passages completely fl'l '

_Iel that you need not spend as much practice time on Lhe casy as on
| u( ?.’ls.imgcs‘ But unless Fhey reccive a certain minimum amount of
BIHOR (which should be considerably more than nothing), those ‘easy’
::ﬂw;\l: |h|c h!unrk Spots in your mind amidst all the other, well-practised
LIRS 1€ performance they can appear totall amili il '

_ an ally unfamiliar, as if one hq
pliyed them at all. s
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This unfamiliarity might eause just that momentary hesitation. ‘:ls this
right 7" “What finger do I play this note with 7" *Do I'shift here or later 7" Many
an otherwise well-learned piece can break down at such a moment, (A
momentary psychological let down can occur at any time, but it often occurs

near the end of a piece as you relax with the end in sight.)

FINGER-PATTERN PRACTICE I:
NEW TABLATURE

d players have the advantage over string players not only because of
dy-made’ nature of the keyboard, with its fixed and pre-arranged
but also by the fact that the whole range of the piano, every note they
play, is in front of them visually as well. From this tangible and
it framework they can readily identify and select any note they need
String players, on the other hand, not only have to create their own
every note, even while holding or balancing their instrument, but have
on an unmarked fingerboard without any visual aid.
pt the advantages of the keyboard and to apply them to string
he New Tablature establishes a system which combines a visual
tion of the fingerboard with the systematic organization of virtually
Y0ssible note-combinations on the fingerboard. The term ‘Tablature’
describe many European and Asian systems of notation which tell the
ectly where to place each finger on a string fingerboard or keyboard,
ems were much used in the early days of printed music for lute, bowed
nd keyboard instruments in the 16th and 17th century. An early
15 Hans Gerle’s Musica Teusch for lute and bowed strings printed in

rg in 1532. The directions not only told the reader exactly where (o
Y given note but also gave rhythm symbols to show the length of every
)te and so provided all the indications necessary for performing the
the modern tablature borrows only the indication of pitch directly and
ied specifically to help practising.
ieW concept, which is in effect a new way of thinking about left-hand
lig, rests on a double foundation:

| A ‘Gridiron’ of the fingerboard (the counterpart of the piano
yboard).

',,A ‘Finger-Pattern’ system (the comprehensive organization and
ssification of the infinite number of note-combinations into a /imited

imber of readily identifiable, recurring patterns).

Gridiron of the Fingerboard

8 complete range of the violin is about 4} octaves, or 54 semitones:
ik 28




he range of each of the four strings, for practical purposes, is about two

octaves, Ot 25 semitoncs:

re are at least 100 different spaces on the fingerboard in
ince many notes are playablc at more than one
like the 88 keys of the piano, can serve as a
tal-visual framework, dividing the

This means that the
which to play the 54 semitones (s
place). These 100 or so spaces,
simple but cffective and permanent men

fingerboard into a gridiron of 4 x 25 squarcs.
d that, in the schematic illustration opposite, strings are

Tt will be appreeiate
represented as a succession of rectangles instead of lines: and that the ratios of
~ the fingerboard and diminution of spaces (intervals) in the higher position arc
approximate.
On such a fingerboard every note has i
slot, giving the player a mental guidance s

the fingers, but the relative distances and the rel
can be instantly and positively identified and visualized. The classification and

condensation of all note and finger combinations into a few basic and recurring
finger patterns will cnable you to think and play in larger units, or groups of
notes, instead of single notes. You can learn to recognize and read notes as
words or paragraphs instead of single letters. When this system of patterns is
supetimposcd on the keyboard-gridiron of the fingerboard, you will have a
complete guidance system to improve the left-hand speed, accuracy and
intonation, You will take ‘guesswork’ oul of string playing.
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(s own permanent and pre-arranged
ystem in which not only the target of
ationships between the fingers
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omprehensive System of Finger-Patterns

tations of notes and fingers which are possible on
nt, amount to an astronomical figure. Not
be played in 100 or mor¢ different spaces,

{ of the notes can be played with any of the four fingers.
add groups of notes or whole passages, chords and double stops as
ol the sum total of all these variations and combinations is truly staggering.
: r, there are only a limited number of combinations into which the four
@ fingers can be arranged to perform the limitless number of passages
oups of notes. Organized systematically, the whole range of violin and
| literature can be traced and identified as belonging, at any given time, to
’ d number of finger combinations. These in turn are

16 or another of this limite
disposition of the fingers: the pattern of whole-

mined by a momentary
and half steps between them. The number of different patterns is limited

¢ diatonic-chromatic nature of most Western music, and by the normal

¢ between the 1st and 4th finger on one string: a fourth.
The first four notes of the major scale, starting with the first finger, give:

gombinations and permu
lolin, or on any string instrume
e . !

n the 54 different semitones

T__/:\___ ~ 7\ = Halfstep /. = Whole-slep

o E—
g 1 I 2 s :

I'o visualize this pattern, and to ]

yelationships between the fingers, h

,_fe fingerboard ‘gridiron’:

udge better the prevailing distances and
cre it is placed on the framework of

Pattern No. 1:

sl
&% S
1 3 4

(Unoccupied spaces are no longer

memorized.)
28

eting the major scale on the 2nd, 3rd and 4 o
i -Nd, th note e Cwilt
in any key, on any string and in any poultiog,'-:,_nl.,.i‘.ﬂ“‘: idod!

‘named’ and these locations should be

F#

Gt

C
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D#

30

ese four basic patterns, which are the most common finger-combinations in
olin and viola literature, have been used in their most clementary and
ryonic forms in some violin ‘methods’ for beginners. With the New
ture, the concept of patterns is expanded and built into a comprehensive

g A MR RSy gUU I L0 TCCORNIZE Ilin
f Sl Y

gft

A pattern remains the same whether all (e ﬂn ¢ 0N 0ne Mg

distributed on several strings: the whole-step, Imll‘-st-cp'rorlnflb‘ ihip

. wthc ﬁnget:s is only minimally influenced by the differential of the
‘lween strings:

- A Aﬁ\/\;— 2 “.—w—\/\
MIE ,GDAE - {G|D|A|E
I
A E#
& &
i 2l | Fd i ol Ct 2
B | Dt e
‘: 4 ‘[ B # 4 D = 1
B
i -
’G D|A |E
I B :
e
i [ Ct 2
i
. Al A
I
l
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- A pattern remaing
dng into account the

egory can be established, added to the

hich distances between fingers can be
-a-half and even two steps:

A pattern ol a separate cal
ap of diatonic patterns, in w
ater than a whole-step, making step-and

————r__—_zr_—;:ﬁé‘_——
‘!3.-‘— #

~A, = Step-and-a-half

VAVEVAN -~

a

~~ = Two whole-steps

whether the notes are played con-

(4) A pattern remains the same
-stops:

secutively or simultaneously as in chords or double

iy bl g

;:;A pattern is still recognizable, though incomplete, even if only three
ers are involved. For example, this can be seen as Pattern No. 4:

Partita in D minor:
Chaconne J.S. Bach

- 1
i 1 Y

T
Y -1

A pattern can be made up of any combination of fingers and strings;
this example of Pattern No. 31




P) Whatever the
I*ghcr fingers on hig

e (T
pattern, for the sake ol good intonation choosing
her strings may form a more natural hand position

i
gs with an inward turn of the palm u
i

B

\ ,‘g-‘_’!

‘higher fingers on lower strin

r".\('lﬂ) A patternis easily recognized, if all fingers are on the same string, by |
'~ noting the intervals between the fingers: i |

X Pattern |
ol
Quartet in F, 0p.59, no. 1: first movement PR AN Beethoven

1 4

3 8 # o
s
y 1

————

4
e e £
. +—

2 1 F3 3

Pattern 2 \/l‘w ey I

Yattern 3

~ (11) A pattern in which the fingers are on more than one string can be
 transferred to a single string by adding o connecting pgr[’ecl 5th up or




3 FINGER-PATTERN PRACTICE II:
GOOD INTONATION

The elusive goal of ‘perfect’ intonation is almost impossible to achieve on a
stringed instrument. It is like trying to hit the bulls-ecye of a small, moving
target every time with a bow and arrow, from a bicycle on a tightrope. The term
itsell is a subjective definition, due to scveral conflicting elements which
determine pitch in our tonal system. Nevertheless, the importance of excellent
intonation can hardly be over-emphasized. While an exciting, inspired and
brilliant performance makes the listener forgive a momentary lapse in
intonation, there is no question that several lapses even minimal, detract from
the overall effect and linger unpleasantly in the memory.

Pythagoras demonstrated that 12 theoretically or mathematically perfect
fifths, placed on top of each other, do not equal 7 perfect octaves as they
should, but result in a difference of pitch (the Pythagorean ‘comma’). The same
is true of threc major thirds or four minor thirds which, put on top of cach
other, should but do not equal a perfect octave:

0 b o

= Ll 7=
. Y : Ll = S Y - -S—
'.;-'.{;.-E_‘I-a—
Ry i

|
|
o
|

do not add up to

Major thirds ~ Minor thirds

The ‘well-tempered’ tuning of a keyboard instrument (the string player’s usual
companion in performance) results in distributing this Pythagorean difference
in pitch equally along the keyboard. The natural tendency of string players (or
any players of instruments with changeable pitch) is Lo differentiate between a
‘d¥ and an ‘eb’, for example, depending on the musical context, in what might
be called ‘characteristic’ or ‘functional’ intonation. Leading tones are slightly
sharp, flats are lower than their enharmonic counterparts and so on, obeying
the harmonic function and melodic direction of the notes for the sake of what
Roger Sessions calls ‘purer’ intonation.

Perfect intonation is therefore not an absolute or immobile conception.
‘Good’ intonation must necessarily be the result of compromise within very
narrow limits, according to the prevalent key and harmonic structure of the
piece. It has to conform to the ‘ensemble’ of every note within a single
instrument and must relate to every other instrument in an ensemble. A note is
‘in tune’ if its melodic, harmonic and expressive function is clear and in accord
with all other notes, harmonies and chordal structures of the work as a whole.
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: 33{:::21 u::lu:j 1:3[5;0' dc.pr.:mlu on belng able to hear the pitch of a com
i ¢ __f‘ ..1 vn‘u(.l prccc.mccplionl of the actual physical sensat|
I that note—its location, distance, direction and ‘feel—in relation

OU are alr_ead:v playing. The physical approach to the instrument and |

! __uclumlsm itself mustlbc natural if you are to do this etfortlcssiy, T
- |l Scular tension, for Instance, causes the ear-drum to tighten a
ni ‘.119 ear from registering the sound waves fully or objectively T
MILBAI IS @ very adaptable organ, but it is mainly a measuring imlru'mu
Ironome (but measuring pitch and dynamics as well as timcj' neith
ality judgment by itself. This is 1mmposed by the brain in acc;)rd'1|1
‘ t ?tandar_ds of pitch and dynamics. Incorruptibly high mclwt
| 0f intonation must be guarded unceasingly and be compared--
_lgy the ear—with every succession of notes, ‘ |
B tblnture s_ysltl:m provides an accurate framework for good intonatio
-iltl- assigning a specific ‘slot’ to each note on the fingerboard 'ni
Il m;"» then b)'/ organizing the slots into a limited number of pallc;|1
:!ii_ erns establish the relationships and distances between the left-han
both ilon g and across the fingerboard in any one location : and in doir
10y plp to identify the exact location of every note visuall ,me tally an
Uy before the actual sound is played. e y-llli
I ely for tI?c sake of identification and accuracy, every note on
_ﬂtr.umcnt is physically different, however slightly, from every othe

Thc ﬁngerbpard ‘flares out’ toward the higher positions.
:I':]c 2f:ck widens and d_ee;;ens toward the body of the instrument
r;'”u, |s.tart1)ccdbetwcen similar intervals reduces in higher positions
- 11l main body of the instrument is physically felt f; l
o ey phy y rom the 3rd or 41|
). The height of strings and thei i
f £ I spacing above tl ¢ |
HIBICise toward the bridge. j by
rThc four strings are of different thicknesses.
?:w strings are at various distances from the palm of the left hand
! ‘.lc distance of cach note from the nut or bridge differs according (¢ '
Viirious angles formed between the forearm and the upper arm, (h
) rDz_lrm and the player’s body...and the bent wrist '
Istance can also be judged from the he 1 F
: ad or the face of the player
The rotation of the left arm differs. P

_-:n::;lc IS the sum of these physical characteristics and distinguished from

‘ i “0 er nf)tc ‘lo t!lc extent that the characteristics vary. These subtle

i _il (lllm l‘m!hl‘ be nol]cu.d _;md knowledge of them practised—in addition to

I uz 1Y m‘n: (I.l'ﬂcrcnch'oI pitch, dura!ion, dynamics and tone quality—before

Ad i accurately project, and unerringly find, every note on the fingerboard,
37



welf-evident i the traditional
ury and avant-garde works-—at
ystem—where true ‘functional’

| the importance of good Intol
ture, it is no less important in conten
lanat in those that are based on somé ton
{ntonation may be essential to the understanding and appreciation of the work.
Out-of-tune playing in well-known repertoire works, or in those where the
raditional melodic and harmonic structure is familiar, will merely expose the
;"-" intonation of the performer. Playing inaccurately and out-of-tune in a
new contemporary work, on the other hand, may reduce it to a confused and
i "_‘ﬁnseles's noise which can unjustly condemn it...and its composer, who
‘deserves a fair hearing. The performer has the responsibility both toward

himself and toward the composer whose work he is performing.

I

 FINGER-PATTERN PRA
[ONATION EXERCISE

‘ |'!|I!'~ © §uggesled exercises based on each of the four basic finger patterns
1 you can add your own. Examples from the standard repertory show h.
| | | "}'.' rcises tran;late into passages for performance: learn to re-transl

--a_-rni. sages back into their patterns for practice. Extra technical sugg‘cv.ll i

these exerciscs follow at the end of the chapter.

—

. spezelinezeslivarey 2
| (B -IIELS IFF 2! i
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ingers on lower strings (palm rotated towards the neck):

i _hur

Add your A pre=s
own inventions

Repeat

up-scale in L—3—

semi-tones
Double-stops and Tremolos: Al
B o | P L | k.
— o
B e ¥
Practise very slowly at first '
| /
NNO. 1: EXAMPLES FROM THE REPERTORY
No, 1 Fuga My
Fourths and Sixths: oA A gg- "
P —— I e = S e "Ep
o ] o : '. Oy z — —
(s | E— - = v & J— 4,
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(1]t }' Ingers on lower strings:

i rﬁ?ﬁﬁr’r S Fﬂ%ﬁﬂu

e
.
|
ok

1
-,

=== e s
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————) Repear up-scale
—"Eﬁ in semi-tones

|E=:: e
I!.l Ary=r -E:n"! i

i

S up-scale in
iemi-tones

b

ey
I Stopy and tremolos
(il




T

:-‘ I
Fourths and Sixths: Ylilin Concerto Delius
— £

Barrok
A
I '_-__.._ - | hY 1
gL
0 = : H | B i - _nﬂ‘:‘?—ﬁ;:"é";)
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i ” fgers on higher strings:

"F'ﬁ
|- I I | 1

PATTERN NO, 2: EXAMPLES FROM THE REPERTORY
Candenza for Mozart Violin Concerto No, 4 Joachim

| _j ) \é h?g i EE %_r_;_
[ﬁﬁﬂif ’ e

Cadenza from the Violin Concerto

Mendelssohn
4

4
pa ot

e

iSRS

1) 225 .IM:U amEsp
nfééiﬁ&—nf e




\ lllulwrnl‘ingnrs on lower strings:

Ill-," T X.i
--_'.I | Enie L il |

hﬁg‘ 1 Repeat
! |_[_ £ up-scale in

semi-tones.

i — oA — - A m;E_'l
7 L
Repeat ull |“
up-scale in ——

semi-tones
Double stops and tremolos: £
‘@’ é;; i
4
Fourths and Sixths: ol R’ﬂ'lillN NO. 3: EXAMPLES FROM THE REPERTORY
,-—'"_"-— e ﬁ --":. . gt
l\ “: 1 o= j j - II Moto Perpetuo Paganini
— — ey i P | R
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Sonata No. 3; Fuga
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PATTERN NO. 4: s @ @ o

L]
r4
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i k= I TRl
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i i'|I pors on lower strings:
11

o i3
| Qre G | O, H
1 A _ SN .‘ 1 I'l-‘if .| - l -" -.-I_
f

:ﬂ Repeal up-scale
in semi-tones

(i II‘Illl!m:t: of fingers:

o —
Mee— - E ] ks
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=
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Repeat
e lp-scale b g ] —
in semi-tones

(It hpn and tremolos:




On 3 utrings:

r‘-ﬂ - ,JH‘\.\_\_A i Al
b::r_‘.' .|[_- | j: : o bl'l _.; — _i"__'r;jll
™ S5 r* J s

On 4 strings:

b

‘Geminiani’ chord

O

[il;

[ &)

<

B e —

(for *correct’ hand position)

NOTE:
Pattern 4 can still be recognised when only three fingers are used:
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Nuiata No, 6

Ik

(1) Practice these excrcises veryslowly at first. Listen intensely and try’
icome asclose to perfect intonation as possible. It might appear at first (|

| your intonation is getting worse, when in reality it is your hearing that
-gclling better and more acute, more sensitive to the slightest deviati

[rom the ‘true’ pitch.
(2) When you proceed up-scale chromatically, start from the lowe
" notes on the G and D strings, until you reach the 4th or 5th position, the
Start again the same way on the D and A strings and finally on the A and

strings. Notice, practise and memorize the distance and fecl of the hal
steps and the rate at which the space of this same interval diminishes in (|
' higher positions. Later, move up-scale diatonically and eventually by eve
larger ‘skips’. Finally, change the routine: mix patterns, starting in hig
~ position and proceeding down-scale, for example.
] (3) Make sure that your hand-position is natural and comfortable, s
~ that you can play every combination in a given pattern without any majo
- adjustment of the left hand. The only noticeable difference in the hand
- position of the same pattern should be the result of a change in the basi
~ distribution of the fingers on the various strings: higher fingers on highe
~ Strings, or higher fingers on lower strings and vice versa. This difference wi
~ be reflected in the various degrees of left-arm rotation and in turning th
~ left-hand palm toward, or away [rom, the ncck of the violin,

(4 When correcting the pitch, move the fingertip, do not merely {wis
- the finger or change its angle or direction only. Corrections shou
- made without changing the bow, which should be drawn slow}y and
steadily. When you are satisfied with the pitch, memorize the feeli gof the
exact location and position of the hand, arm and fingers for that particular
note or group of notes for future recall. For pitch control and comparison,
most of these exerciscs are in double stops: forexample the initial exercises
in cach basic pattern sustain the perfect fifth with the first finger, Later
combinations involve broken chords and arpeggios.
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(5) Invent your own combinations and exercises based on these
examples, at first within the same pattern, later in mixed patterns. One of

the most important aspects of these exercises is that you can fashion them
Lo your individual needs. Those shown here shou

are intended to stimulate your own imaginati
combinations or patterns which give you the most problems.

(6) Select difficult passages from the repertoire, reduce them to the
underlying pattern and add the resulting combinations to these exercises,
As an example, here is a passage reduced to its basic pattern for practice:

Id serve asexamples and
on. Practise most those

Bratuns
e

[HI]TTT®

- *
-, |0 R
}b___: Intervals on e
P- — one string: —
1 2 i 4
1 2 J +4
14 1 1%

= #® ¥ = x = Pattern No. |3
(scc page92)

ibcé ih:‘; ::bg :{[ﬁ ete,
2 fhe e P s bl
- _r

""Prllctise these exercises without vibrato at first, but !mlintaimng i
ed readiness to vibrate at any moment. Too much vibrato, or too
vibrato, especially in higher positiops, .tcnds to obscure the
tion and cover up imperfections, making it harder to hear and
hem. When you do, later, use vibrato, rerncrnbcy that the extent of
ge is from slightly below the pitch and up to the pitch .bUt not above
lie upward pulsations created by the motion of thc.v1brato should
C Ecc the pitchitself in the ear, not anything higher, which would make
\0te appear sharp.
il I"tlcrn system becomes familiar, you will need about 15-20 minutes
tlictice; after that, 5-10 minutes should be enough, choosing one or two
i 'ily and a few exercises from each pattern. The same methoc}:
g vour own exercises, should then be followed in any of the other, less
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5 LEFT HAND PRACTICE

Any guidance on the choice of fin gering for practising must be dependent to a
large extent on your physical make-up. The instrument should be fitted to the
player, not the other way around. Specifically, characteristics to be considered
are: size of hand; length and thickness of fingers; shape of shoulders; length of
arms; and ‘length’ of neck. These characteristics may call for the use of a
shoulder pad or even for a closer spacing of strings by cutting new grooves at
the nut or at the bridge of the violin. The following guidelines will help youto
fecl ‘at home’ with the instrument:

(1) Contracted fingerings (a) suit small hands; extended fingerings (b)
suit large hands:

D----A--- N
1 T | 3 i 2 3 3
-0 ! | fal |
(1) bafle — (b) —
Oor. 2 4 1 3 or: 1 3 2
D - - A

To prevent muscle stiffness, leading to poor intonation, small hands
should avoid strenuous stretches while large hands must beware cramped
fingers.

(2) For clean and unnoticeable changes of position (technical shifts),
choose where possible:

(a) a shift at the change of the bow,
(b) a shift with the rhythm—on the beat,
(c) a shift on the half-step instead of a whole-step when the shift

has to be made with the same finger.

(3) Make one large shift, rather than two small, in fast passages. Sudden
or too frequent changes of position prevent the hand from settling in any
one position. This affects adversely the accuracy of the shift and,
consequently, its intonation. Herc (a) is better than (b):

Paganini
1

Caprice No, 17
122

(4) Upward shifts = upshow downward shifts = down=how, IEI8 He
tural for the human body (o move arms or legs in parallel motion, Sl
{hie violin, the two army move best mirror-wise, cither aWily from,
{oward each other. Thig maintains a much better body balance lhnﬂ*ld!_

{wo arms are moving in the same direction. it
(5) In practising scales, do not always start on the lowest note. Start, (o]
slnncc, on the top note, go down, then up again to finish on the top note,
Begin on any other note of the scale, shifting the natural accents and
ilternating them among all the notes to make them rhythmically even. Ttis
ilso sometimes useful to play scales with the 3rd and 4th finger only to

Pk T R R W a';F
I s b et A b e

¢ ;
Qccasionally, fast scale practice is also important Lo learn the sequence
order and succession of the combined finger motions, shifts, string
Orossings and bow changes: the ‘programming’ or ‘computerising’ 0
lirger units, or groups of notes. It is also helpful to divide scales into twc
lalves and practisc the two different sets of problems they represen
yeparately (three- and four-octave scales). Play the lower section in on
position but across the strings, and the upper section from the first note 0}
the E string to the top, on the same string but in different positions:

_ ';'.(6) Practise shifts in double-stops wherc the shift involves a change «
~ string. In the following, for cxample, the first finger &' is placed on the .
* ytring and the third finger ¢” on the E string, as a double-stop:

a 3
* a
]//: = [.}/fiﬁ‘
e S R e —‘——_I
SR ]
Strings: A E -
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When you muke the shift, you will then conneet positions instead of single
notes—a much more secure procedure, ;
(7) For smooth, clean string crossings in rapid passages practise with
both fingers down on the two neighbouring strings, in double stops:

This way the bow will not have to wait or hesitate, or get to the next string
ahcad of the left hand finger.

(8) Pay particular attention to down-scale legato passages. Note that it
is casier to achieve clear articulation, evenness and sharp rhythm with the
left hand in up-scale passages, when the fingers can be put on the string
with a more or less snappy click, than down-scale when the fingers are
merely lifted off the string, in a ‘negative’ finger action. To counterbalance
this, cellists often usc a motion akin to left-hand pizzicato. This can also be
used, judiciously, in violin or viola playing. ;
(9) Treat the hand and the arm as a unit in which the arm, with its larger
muscles, has the task of moving the hand over the spot from which the
finger(s) can be placed accurately on pitch, reserving the smaller muscles
for the more delicate precision tasks.
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OWING PRACTICE

0 pliying, as in the playing of any other musical instrument, there ¢
Il fules of common sense arising from the nature of the instrument whit
Who _I_lcy are so self-evident, tend to be overlooked or forgotten. While
tlle-of-thumb guidclines have their exceptions, observe the followi
e possible—and where there are no compelling reasons to (
(o develop a more natural, cfficient and expressive bow techniqt
J

-=~v."! for Down-Beat; Up-Bow for Up-Beat

Inear or at the frog, the down-bow bencfits from the pull of gravity in t
lirection, from the added weight of the frog end of the bow and from (
lirect and immediate transmission of that weight by both the arm i
...._‘ vicinity of the frog. It is therefore more naturally suited to expre
fliphatic character of a heavy beat, as the up-bow is to a light be
member:

Do not start every down-bow at the frog (or even necessarily in (
BWer half) nor every up-bow at the tip. This is a fairly common mista|
Whon following bowing marks in letter only, not in spirit. The requir
T.‘-””” of bow, as determined by the number and length of notes (o |
pliyed, with what dynamics and at what tempo, should dictate the pla
01l the bow where a specific up-bow or down-bow should begin.

(3) If the upbeat consists of one bow stroke (or an uneven number
Ikf.:s) start up-bow, so the down-beat can fall on a down bow,

Partita No. 1:

Beethoven last movement i J. S Bueh
o
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preferably in the upper hulfy to preserve the Hight' character of the up=beat.

Partita No. 3: Partita No, 3: Loure A8 Hach

Preludio a) Vo0 g Bach V
o n AR
i = == lﬁgﬁﬁﬁﬂ e
A T _#d:' ;) 'AZ—D - =l 1 Y

e

(3) Common sensc may provide more comfortable exceptions. In (a) of
the following the long and continuous détaché passage of semiquavers (or
16th-notes) follows more naturally a ‘down-up’ beginning. In (b) and (c)
the down-beat is played ‘up-bow’ because it is more natural to land on the
string (and easier to remain there without re-bounding) in ‘down-bow’ for

' the longer, on-string strokes which follow the short, off-string notes. Take
care, however, to accentuate the heavy note of the down-beat as marked—
and not the first note of the next ‘down-bow’.

Partita No. 1: fourth movement J. 8. Bach
noy_nV
@ %ﬂ@
7 k= 1 1
o) 3 j:}}
Violin Concerto: third - FJ‘MendeJ’ssa.‘ ih
movement v 2 —
- . s
(b) i —
Violin Concerto:
Tschaikovsky

third movcmen‘}
n—

4 o
(<) @%—
S

2 Equal Bow-Length for Equal Note-Values

This is a basic rule of good ‘bowmanship’, as any change in bow speed will cause
a noticeable change in dynamics and accentuation unless the other elements of
tone production are also changed at the same time. Failure to observe this rule
accounts for much faulty phrasing, unwanted and unmusical accents, and
unplanned diminuendos toward the tip. It can also be the cause of poor
ensemble playing in chamber and orchestral music: a string section which
merely follows the same direction of the bow will not sound unified, or cven
together, unless everyone uses the same amount and the same part of the bow,
58

- While the length of the bow availubli (4
how, the length of notes or phrases during one
use of the bow should reflect this variety.
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aluii_ these fractions of bow-length must be approximate, and bow-spec
fid pressure still have to be slightly adjusted to the contour of the phrasc
biserving these divisions and the principle behind them will make it muc
or to come closer to the ideal musical expression of this lovely and so oftel

~ down-bow . ..and vice versa.

' (2) The arm follows the curvature of the bridge.

(3) The bow scems ‘longer’, actually gaining the distance between tw
strings with-each string crossing, whereas it loses the saume length if yo

- move in the opposite direction:

G D A B

DOWN-BOW

l
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Phrasing Marks are not always Bowing Marks

'. choose the most appropriate bowings, try to look ata [‘agsin?ilc or uncc{tlcdﬁ
Urtext of a work, and keep in mind that most composers mdn_cutF p'hru:.smgs
\nd not bowings in their music. Very often their 1df:u1 slurs or ties mdtcuu.ng a
phrase or articulation cannot be followed literally in performance as bowmgs.
When they have to be divided or changed for any reason, try always to remain
fhithful to the composcr’s intentions as expressed in his phrasing or
'-:f.iculation marks...yet there can be reasons [or changing the un_gmal
Indications. Large halls (or outdoors) may need more sound. A technically
'l[l"lcult, or musically problematic passage may sound better with a sharper
ythmical definition. Whatever the reason for the change, the sound should
convey the original ideas of the composer, even 1!' the bowings ycl)u- li:hoose to
carry out those ideas arc different from the original phrasing marks. ’
" The markings in Bach, Handel and many 18th-century works r'cpresent a
'.ery special casc. Most composers of Ll.mt time pla:fed and knew lbe lqstrumtelp(:
very well and carefully marked solo pieces in partmu.}lar wub 11_1d1t;atmns vla i
and practical not only as phrasings, but also as bowmgs. It is md:.\-::,rensab e to
" have the Urtext of such works at hand at your practice, ;'mcl alterations should
' be made only for good reasons, such as ﬁndingla similar passage elsewhere
f-'which appears to have more appropriate or applicable markings. (Even Bach
" and Handel were not always consistent.)

5 Complex String Crossings are Clearer Without Left-Hand Notes

String crossings often involve a series of cf()mplicatefi bow-arm motion‘s,_andsll
is very important to have a clear idea of t_hc combmcgl pattern they tO}m. 0
reduce the passage to its bowing esscentials b){ playmg_ the open strings in
identical sequence and duration without the left hand like this:
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r g Uy
() AV A (0) Pl
{ — . v — :g
J e = = o
4 Wieniawski
Scherzo Tarantelle
el g @ -
¥.n VH\*‘ -/’..1:;’;5 j;[:E/E{E
+ﬂ__ —i _.‘:ﬁrﬁ_ A f o =
]_”1_“ 1 1 I ._ [ = E ! : ! 15. ' 1| E 3 _
- — —L—H- | '2 TR T TR, & a1 0 7
TP TN B S TR T

0
m V

AL L e

60

- Photographic experiments with a small light bully attnohed o the (o, i
the bow show that in playing example (a) the light deseribes o "'ﬂn'urb" L
oI less elongated according to the amount of bow used, Being able to visual
Pitterns like this, like finger patterns, helps greatly in learning correct b
movements which then fall automatically into place when put together with (

‘hand. Basic rule no.6 (see page 17) applies here as much as anywhe
foncentrate on one problem at a time.

' :' :'The Faster the Bow, the Shorter the Arm Used

”l_&' i8 is the rule of the pendulum: an object swinging between two extremi]
moves at a speed dependent on its distance from the hanging point. The whe
bowing-arm is a ‘three-in-one’ pendulum of upper-arm, forearm and hand, I
1180 an adjustable pendulum: the whole arm is the longest and slowest, hangi
oM the shoulder; the hand is the shortest and fastest, hanging from the wris
I the forearm and hand used together are in between the two, hanging [ra
Ibow. The righthand fingers take no part in the pendulum but react li
10ck absorbers.

An efficient and relaxed bow technique can be achieved by using the leng

4

0l bow in inverse proportion to its speed. The speed of the bow also determin
lie section of bow to be used:

_3- (1) The faster the bow, the shorter the arm, the lesser the bow a1
~ towards the tip. |
- (2) The slower the bow, the longer the arm, the greater the bow i
- lowards the frog.

femain the basis for all good bowing. A good spiccato in particular, at ar
ecl. depends essentially on ‘the pendulum rule’.

~ More Bow Rather Than More Pressure

L.
i

J_l;fi ng, fast bows give a greater freedom and physical well-being in pprformanc
I proportion to pressure (which at the point of contact contribyes to the (o1
tality), a long, fast bow contributes more to a large, pue tone of gre:
irrying power. Too much sustained pressure in a slow bow will lead t
~ MlilTness and, because the pressure often tends to be exerted by the small fing
muscles, the whole bowing arm becomes taut and leads to a forced tone. Whe!
you have the choice use more bow rather than more pressure.
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" 'anl, i lfalt*l’mngts
d Crossing Strings for i Slnﬂ!ﬁ"hﬁ.l Ly

U piigsages there is often a cholee between using an open slrl::g ;):thl;r;
I\ finger. As a rule, avoid crossing strings for a single note in a p
'n the same string, like this:

4 VR

Papanini
£ 08 0
|

ence over more difficult

e prefer
il ucd uniformity of bowing may are g hift, whercas the lower

g Hcrc the upper fingering needs a sudden s
ccds a complex mixture of bowing:

Novacek

| continue to plan your practlsmg, you will always | haveto dCCIdE; w:li:;;
; ?mtrate on bowing or fingering in any passage (dl[ﬁcult or ealsy S
e {e on the greater difficulty. The choice is yours . . .but rea 15c:h I

lllL i orlao be made before you practise one 00 much in preference to the

0

h s (o be read or played, strictly speaking, at first sight any longer,
one time or another, in one place or another, you will have playg
huilding blocks of instrumental technique dnd musicianship y/hich make up
~ the various individual compositions in most musical styles.

ightreading is the ability to perform a work of music, not previously played by

_'hc pcrformcr, at first sight, and as accurately as possible. To read a piccc

und technical knowledge of the instrument, and a proof of compctcncc as i
performer. Once the mental and physical activity of sightrcading is put in its
proper perspective, the task will no longer seem so formidable: a large number
)l the problems in sightreading stem from not undcrstdndmg. and therefore
overestimating, the difficulties.

In our everyday life we sightread constantly: whenever we glance at a
newspaper, or read a ‘flash’ TV advertisement, we read that particular text for

H_: e first time, *at first sight’. Thatis to say, we rcad that text for the first time as ¢

Whole, not in its basic components. These components are already familiar to

.i from previous cxperiences, and what enables us to understand such texts
i_ stanlly is the fact that in Western languages we already know the alphabel
ind the grammar, and more than likely we have encountered previously and
fecognize most of the individual words which make up the text in question. Itis

¢ particular combination of words and correlation of their meaning in a new

context which is novel and constitutes reading ‘at first sight’. If we take for
granted our ability in reading out loud to understand written symbols,
(ranslate them into concepts, thoughts and ideas, and transform them instantly
{ind automatically into spoken words (‘perform’ them)—sometimes in several
l \nguages—why can’t we expect the same skill in music?

- When the clements of technique and musicianship—the basic musical

;lphdbet and ‘grammar’—have been learned, and all scales, arpeggios, finger-

itterns and ways of bowing have been assimilated, virtually no musical text

y then, at
with basic

Sightreading, then, is simply the ability to recognize from previous

~ experience the basic and familiar technical and musical components, the
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hylhm, all the dynamic and expressive marks in a way that demonstrates il;
] cneml understandmg of the composntlon s muswal meanmg Whllc this muy'




~mental capacity to recombine them as they appear in a given plece, and the
~ {echnical skill to perform them instantly on the instrument in their new
~ combinations. Looked at from this perspective, sightreading, just like any
- other phase of instrumental technique, can become casier by judicious and
~ intelligent practice, which is designed to develop and perfect it.
- Theliteraturc of classical music is full of works built almost entirely from the
~ simplest musical elements of scalcs, broken thirds and triads, and arpeggios.
~ One example will be sufficient to illustrate it:

Beethaven

Violin Concerto: first movement
= "t

This demonstrales once again the importance and great value of practising—
and memorizing—scales, arpeggios, broken thirds, octaves, and so on. A work
like the Scale System of Carl Flesch, for example, is a complete grammar of the
language of classical violin music. Memorizing, it will be apparent, is
important not only to perform without music, but also to recognize and recall
the memorized elements when sightreading them in a new context.

Since facts which are clearly organized into a system are also casier for the
brain to memorize, knowledge of the finger-patterns and the table of shifts,
combined with the visual aid of the tablature and the systematic study of the
various bowings, will make all these mental, technical and musical building
blocks easily recalled. They are then available to transform the written notes
into sound, the context into live music.

Another factor which helps fluent sightreading is familiarity with a
composer’s style. Many composers—and groups of composers—may be
recognizable through features of harmonic and melodic vocabulary,
modulation, turns of phrase, cadences, rhythms; they have their musical
manner of speaking and writing. When you can recognize these characteristics,
you can to a certain extent ‘rcad ahead’ and, without looking at cvery note,
have a good idea of what is coming next. This is especially true in the musical
language of the period of tonality, but cven some of today’s avant-garde
composers have a recognizable language of their own, often associated with a
recurring visual image in their notation.

The idea of a composer’s recognizable individuality is beautifully expressed
by Eduard Hanslick, the noted 19th-century Viennese critic, in his account of
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Wh.cn, after the few introductory measures, clarinet and oboe in unison begit
their gentle cantilena above the calm murmur of the violins, every child n:cngnizc;
the composer, and a muffied “Schuber(™ was whispered in the audience. He
h:ll‘(l]_y entered, but it seemed that one recognized him by his step, by his way ¢
opening the door. And when, after this nostalgic cantilena in the minor, ther
followed the contrasted G major theme of the violoncellos, a charming sng (
almost Lindler-like intimacy, cvery heart rejoiced, as if, after a long separatiorn
the composer himself were among us in person.

g

Nevertheless, the fact remains that even i we are able to recognize the basi
| omlcnts and the technical and musical building blocks in a piece and rcc.ui
|l ying t}lexn j before in a different context, their particular and nove
| .l‘}'}b[l‘l::ltl()l‘ls in the work at hand may still be quite problematic. Passage
which are relatively easy in themselves may become quite difficult when playes
combination or succession. Some of the ‘familiar’ elements may hay
urred less frequently in the past and may be remembered less vividly thi
ol llcrs; t.he composer of the piece may not be as well known, or his style not i
¢ gltllly identifiable, as others. Therefore sightreading has to be practised-

oven though these terms appear contradictory—and with the same care lllﬂ an

blher arca of instrumental technique. b

-I" How is it possible to practise something which is, by definition, i
I pt:cparcd, spontaneous activity ? Simply by doing it: that is, by reading‘;lm
Itlymg a great deal of new or unfamiliar music at first sight. This particula
I ode of'prqctice, however, still requires certain guidelines if sightreading is (¢
Become easier, more efficient and accurate, and at the same time offer greate
@njoyment, '

_[lying (anticipation); and a sccond set of rules which comes into effect durin

the playing (control). E
-Thc :?‘.teps in the mental preparation stage are practically identical with thos
i, starting to learn a new piece (which, after all, has to be ‘sightread’ for the firsi
My ¢). In sightreading, these steps are much more condensed in time: they mi\
tiike a few minutes at first, but as experience grows and the sightreg®ling facility
develops, it will take less and less time until eventually the whol rocess can b
: “tompleted ‘at a glance’—or in no more than five to fifteen seegfids—depending
- on the length and complexity of the piece. Proficiency in sightreading, needles:
B0 sny, il.lSO reduces considerably the time required to learn a new ‘work.

~ Learning to have an initial mental ‘bird’s-eye view’ of the whole work is the
~ key to all successful sightreading.

({h]



10 Rules before Playing
i

"(l) Notice the composer’s name and the title of the work for clues of
' style, character, and sometimes tempo.. : . -

?;; Notice Lhe!lempo indication (if this is not in the t1tle)_and nlqtlozltpmf:
" mark. If the tempo is not clearly indicated, look further in the piece cln‘ a
- phrase or theme of unmistakable character; or find the most rapid passage

(&) i signature: major or minor key.
‘g) Nm}cc e k'ey : : ; (Ji decide how to count.
(4) Notice the time signature and deci

jon of its characteristics. Continue to notice the dyn;li:::cm?:li
pressive marks, but look especially for, and n}akc a mental n.o‘te (: ki
uble spots, difficulties and unusn..tal features in order to_an:tlc:lp’aisin s
Jitticnl immediate solutions. Specifically, take the following remaining :

uf Look for any changes in tempo or tin:ne-sngnulure, drltigl;.;to;j
c elerandos, fermatas and any other changes from the steady po;
e and any repeats.

_85;16 Trgf)?e ‘:ES pribleﬁmtic rhyth(inical passages and take a moment to
i ectly in your mind. ‘
?S;;m glg ILI;: g::ne w);Lh tl'):e likely inton_atiqn problems; makr:: a men;all gt(::l:
* of the most serviccable ﬁngcring:ha, think in patterns a.rll]dng oglr])?.lgvmd 1(;:
~ with particular attention to the high passages. (j(ou w1d. e\;f advis

~ stay in position and avoid frequent shifts in mg'htrea “-lgi;;c-lm assages
-,-(]0) Look for possible bowing_pro_blems, off-string, gr islp b'( vy
und awkward string-crossings, noting whfere you ne.e, the 1;ggn o
j (Remember that the composer’s phrasing marks are no a

bowing marks.)

Rules while Playing

(1) Keep playing. Do not stop even il you have to miss notes or play a
Wrong ones. i
{;‘)N Kee:;your count at an even pace, maintaining a steady tcm%o un‘l&,;;h
otherwise indicated by the composcr. Be aware of the beat,l :JIL :‘u“”
divide it mentally in the rhythmically complicated passages—r 1y.l3111:ci.11
accuracy and clarity and a steady tempo are even more importar
66

sightreading than accuracy of pitch. Keep going rhythmically in whatever
lempo you set. -
(3) Read groups of notes, note-clusters or whole passages at a glance,
not just single notes; instead of isolated letters, read words, sentences of
paragraphs, as in speed-reading. Look for the patterns. |
(4) Read and obscrve the bowing and articulation marks, obeying (he
dynamic and expressive indications—the neglected arcas of reading,
(5)  Be on the alert for such common mistakes as overlooking a sharp or
flat later in the same measure when it is no longer indicated, forgetting o
continue crescendos or diminuendos which carry over but are not printed
again in the next line, and overlooking or not accuratcly observing resiy,
(6) Know the exact location of every note you are playing within cuﬂ]ﬁ
beat and each measure, feeling but not emphasizing strong and wei
beats. Be aware of the placement of hotes and phrases within the larger
~units of measures.
~ (7) Look out for the familiar turns of phrases, modulations or cadencey
- of the composer and of his period, and for other known musical elements,

T
=
:

- bring into play the customary fingering or bowing solutions you have
established in previous experience and in the practice of scales, patterns
~ and various bowings.
(8) Lookand read ahead, always trying to divide your attention between
the actual playing and the projecting of the next passage. As in riding a
- bike or driving a car, you must watch the road ahead for musical traffic
- lights and street-signs while handling your own actual progress, fast or
- slow. .. or stationary.

I (9) Inensemble sightreading, be aware of the other players and listen to
- hear whether your part calls for leading or following. Continually check
that others on your road are travelling at the same speed, making your
- own speed clear, occasionally underlining the rhythm in general by (he
- judicious application of accents and stresses.

- (10) Read and play the Music, not merely the notes. Music should be
mother-tongue, a living language, clear and understandable, which can be
- 'spoken’ and convey a meaning to others even when played at that first

sight.
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- such as scalcs, arpeggios, and dotted rhythms. This wil] automatically



§ SIGHTREADING PRACTICE II:
HIGH POSITIONS
AND RHYTHMIC PROBLEMS

High Positions

Playing in the higher positions seems to be a particular sightreading problem to
nany string players and needs special attention and practice. The problem is
nalysed in two parts: reading and identifying the notes; and playing them.
In reading, the height of the scparate, short leger lines can be confusing. To
> overcome this, superimpose in your mind an imaginary auxiliary staff an

lave above the E string pitch and sec it in your ‘mind’s eye’:

o

"'nding the ‘8ve’ sign, another source of the problem, is, in effect, a form of
{ransposing, such as cellists have to do in some Beethoven quartets. Towards

improving reading above the stave, practise scales and other material an octave

;Iigher than written, reading the music under an imaginary 8ve sign. Then

practise the same in various different keys. This can be done on material found

n the Kreutzer Studies, Tartini’s Art of Bowing, or Sevcik’s op. 8.

~ The Sevcik studies also make excellent car-training material: they should be

Sung before playing (at first aloud, later mentally) to make sure that you hear
the pitch in your head before actual playing. This is cssential for string playing
in general, and for sightreading in particular.

- The actual playing can be improved in the higher positions not only by
* practising these scales and other exercises an octave higher, but by continually
reading selected works written largely in the high positions, such as are found
~In Paganini’s Caprices and Gavinies’ Matinées. The goal in this kind ol practice
| to improve reading and, at the same time, tone quality and intonation. Even
in sightreading, pay attention to the changing distance of the bow from the
bridge (reduced proportionately with the reduced string-length), the proper
combination of bow-speed and pressurc at the proximity of the bridge, and to
(e reduced dimensions of the same intervals in higher positions, Knowing that
you have to use these aspects of technique as soon as you sce high positions
coming, helps the eye and car to prepare for them.
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= Khythm

| L T e
-.-Ilncufwc rhylhlr} is an indispensable ingredient in any I}ll]HiLllllj;é;f;:&”:l%‘ﬂ" il
puru‘cul_ﬂrly 50in sightreading, where it is the foundation and safegunrd f l'utlll
ontinuity :_md intelligibility of unfamiliar musical texts. o s
- (I) First and foremost, you must learn to maintain a steady tempo
gt'lrdlcss of technical difficulty, rhythmical complexity or cmolionzlll
I. __cllclnlncm. Prop(.:r usc of a 111_etrongrrl1e in sightreading is your first aid but you
_lou d not be merely the passive recipient of its beat ; to profit from it you musl |
_];serve any tendency to slow down or speed up and then switéh ofl l}; |
metronome to exz}minu why. Is it a technical difficulty? If so, analyse tl :
[liculty systematically. Is it from emotional excitement? If 50’ this I):]l l:L: |
ItCeptable as long as it is not exaggerated and is not t:{irectl_\;r agaim:tylh:

L : 1|COTPIEXIW of rhythm causes difficulty if you have not practised dividing the
. "ﬁi ; ; :1 de:lt in ;a.tcadyhtel?po and here a metronome is invaluable, Practice
and counting the following with metronom i elappi

_h_Ol.ll the instrument: i

Ir—;{“"ﬂ 2 —3—

jidgddg saag.

—— —

1 : :I,EE X :'-_Isﬁg-lt: Itﬁggrtﬁmﬁﬁ 4l : - EGEE r“:rgr gl

détaché bows on a repeated note
various bowings on scales
detache bows on scales

slurred, legato bows on scales

) 2 i :
:__ B I u'LI .lhc mulrunomc on again after you have played (c) and (d) and play
- (hem again, looking at the examples but counting inwardly only. Once you are
: 69



counting inwardly like this, you need only to be able to remember a metronome
mark’s beat to be able to dispense with a metronome altogether, This you can
practise with your sccond aid: a non-digital wrist-watch. Most ‘second’ hands
beat five times to each second so, looking at or listening to the watch, practise
counting ‘five’ until you can memorize the rate of the single beats i ina 5u,0:.1(l

To check that you have finally memorized the rate properly, practise counting
five-beat seconds as a unit without looking at the watch but checking after 10,
30 or 60 seconds, correcting your count when necessary. Once you have the
beat firmly in your memory, you have your own metronome inside you and you
can ‘set’ your personal metronomec to the key marks normally used by
composers like this:

4 beats of the watch = MM 73
3 beats of the watch = MM 100
2 beats of the watch = MM 150

Counting in fives, MM =60, and sub-dividing the unit into two beats of

MM = 120 ... you may soon surprise yourself in your ability to have a built-in 3

‘stcady tempo’.

(2) Next you need a guide to practise sightreading changes from the 3

steady tempo, getting slower or faster.

(a) Tn ritenuto (ritardando, allargando) cvery beat should gel
gradually slower, each fraction of the beat proportionately longer. At
certain point of the ritenuto, especially a longer one, the beats may
become too slow and far apart for correct judgement and control; this
can be continued and assured by doubling the beat, switching to twice
as fast a count at a strategic point:

Beat: ® B g ® w* * HoOoW oH K

(b) In accelerando (stringendo) the technique is used in _the opposile
direction, switching the beat to twice as slow at a critical point, when the
pulse becomes too last for practical counting:

Beat: ® W ® W % # » *® %

(Conductors use the same technique with the baton.)
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Similar guidelines apply to less pronounced gradations of (e
changes (such as calando, calmando, cédez) or animando (pre
augmentez). Work contrariwise: to get slower, double the beat (o |
as fast; to get faster, halve the beat to twice as slow. This will a:
much better control over such changes in the tempo: they can be |
gradual, more logical musically and their rate of change foresce:
That in turn will greatly help in ensemble playing.

(¢) Rubato is a temporary suspension of the stcady beat withit
relatively even progress of the overall tempo. It is still a contr
flexibility of the beat in either direction, whether slowing dow
moving ahead. Freedom of beat or tempo, if it is not to degenerate
chaos, also needs a certain control; without it rubato is nothing 1
than *musical sea-sickness” (Hanslick). True rubato arises from a
for extraordinary expressivity in a phrase or passage; it can be apj
when a modulation or harmonic progress needs to be emphasizec
when the style of the composition requires it (eg parlando, recitat
In all instances it must sound natural, spontaneous and inevitable,
has to follow its own speech-like inner logic. Rubato can be likened
family taking a stroll during which the child keeps slowing dow.
stopping to look at this or that, and every so often skipping and run
ahead to cxamine something else. Every time, however, he ¢
catches up with his parents or slows down to wait for them, and
steady pace of the parents” walk remains unchanged. Rubato is
improvisatory character which is impossible to notate and needs l
more discipline, particularly in sightreading, where it can be disgui
uncertainty.

(d) = Fermatas, when they occur during the picce, are tempo
suspensions of the beat and momentarily stop the progress of
tempo. They might be called extreme examples of the agogic accent
are usually preceded or introduced by ritenutos. There are also §
lesser interruptions in the tempo or beat, such as caesuras or luftpa
() which are momentary hitches.

" (3) Apart from a steady tempo and an awarcness of contrc
- departures from it, there are important rhythmic signs to look for wi
A that tempo:

(a) Rests, the stepchildren of the rhythm family, gr€ often |
lected, ‘shortchanged or held inaccurately. The C#-.ck of phys
activity during a rest should, on the contrary, be cdmpensated (o
heightened mental alertness if the rhythmical structure of the picce
be maintained. Shabby treatment of rests is a frequent cause
rhythmical errors (and ensemble disasters): in slower tempi |
tempting to suspend the mental counting of the beats, to abandon
7



- pulse or o stop following the other parts in the continuing music,

' {thereby: losing your place and the continuity of the piece. In faster

~ tempi, short rests tend to be too long and the notes following them too
late. To counter this play passages such as the following, actually
omitting the rests and playing the notes on the beat:

: illl Concerto: first movement Tschaikovsky
g I 3= —3—

When you sce a rest coming on a strong beat, a mental accent placed on
it will help maintain the rhythmical structure:
S (»)

(b) Accents, which anchor down the rhythmical structure of a picce,
reinforce it and make it clear; they also underline the changes and
variations within that structure. In ensemble sightreading their
correct application is particularly important. They need not be marked
specifically in the music but a good sightreader will feel them coming in
the music itself. Learn to differentiate two kinds of accent when you first
read through a picce:

el l
}fnrtitn No. 3: opening J. 8. Buch

D

T

and
not

Pes
oI

(i) Thedynamic accent, stressing a note by making it louder than its
neighbours, on the beat.

(i) The agogic accent, stressing a note in time, either by delaying it
after its neighbour or by holding on to it before releasing it to its
neighbour.

~ The alternation of strong and weak accents is a fundamental characteristic

~ of rhythm in general, and of musical rhythm in particular. One of Webster's

definitions of rhythm is: ‘the pattern of recurrent strong and weak accents,

vocalization and silence and the distribution and combination of these

elements in speech’. This definition is perfectly applicable to music and the

hierarchy of these strong and weank accents (or beats) inherent in the various
7

metres and measures is important to know and (o uhi

beats in order of strength: i

2 time: beat 12
3 time: beats 1 3 2

4 time: beats 1 342
~ Compound time follows the same order of strength:

® time: beats 1 4
o time: beats 1 7 4

12 time: beats 1 7 10 4

b Syncopation is another form of accentuation, where the accent docs not fal
'~ on the beat or on the normal strong point of the measurc. Here, the accent is 0
~ the beginning of the note, regardless of which fraction of the beat it starts or
[For an accurate and rhythmical execution of syncopated notes, even in a ver|
fast tempo, it is useful to practisc by mentally subdividing the beat int
fractions indicated by the syncopation:

N s+ asead)
(it popiprr)

. This is not to be confused with ‘after-beats’, which are ofl-beat noltc
4 ulternating with on-the-beat rests of equal value which look like this:

sy Dy Dy D D
(e Al
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Hemiola is another form of syncopation to look for, where two simultineous
rhythms form a ratio of 3 (o 2:

|l )

Practising Rhythm

The bow, by its nature, is the rhythmically more incisive element of string
technique. The spontaneous articulation of the bow-change itsell creates a
certain rhythm which can be useful in underlining the rhythmical structure, but
is not always casy to suppress: a smooth, unaccented bow-change is one of the
great challenges of string technique. The left-hand fingers in contrast need
constant training and exercise to develop and maintain their clear and strong
articulating ability. This articulation, in turn, is more difficult when lifting the
fingers than in placing them on the fingerboard. Evenness of articulation is
further complicated by the fact that our fingers are of uneven length.

(1) A good way to correct a tendency to uneven articulation is (o
compensate for the error in the opposite direction. If, in a passage of even
note-values, you tend to play some notes longer than others, play these
shorter than their normal values, and then cven them out:

Sonata No, 5 (Spring):

For practice: For practice: opening Beethoven

This applies not only to the left hand in legato passages, but also to the
bow when it is uneven in détaché, spiccato, or string crossings. Depending
on the direction of the unevenness, these passages can be equalized like
this:

To play: praclice:

To play: prictice:
AEAD or
H= |

If uneven articulation is a particular weakness, it is useful to U
actually playing the opposites so that the physical movements of (]
or fingers will help your eye to sightread even note-values correci
(2) Watch out for dotted rhythms, which are often not sharp el
especially in legato. Rhythm (a) here often becomes (b) and sho
practised (c) to counteract the mistake: |

Sloppy dotted rhythms in legato arc commonly produced when i
change is involved ...so beware of them. Make sure also thil
dotted rhythms really are legato. Rhythms (a) and (b) here oftern it
in (c) and (d):

o e T
Sa7 3= &

and need particular care. |
(3) Look for the pitfall of tied notes. The note following a tie is of
late and too short. Rhythm (a) here may carclessly sound (b) or (¢) al
‘opposite’ to imagine (or physically play for practice) is (d):

?:]J}!‘Ii]tﬂ No.3  Brahms
i o

r@”rbr_ﬁ'_“

!lhythm and rhythmical problems have to be practised just as carefull
intensely as any other phase of instrumental technique, and
has to be kept in practice just as much as good intonation or : ./'y other tecl
l‘flcility. If you take the trouble to practise sightreading syitematically «
lines suggested in the last two chapters, you will learn to get a good ide
new work at a glance, technically and musically. You will avoid false
reduce the practice time and, above all, take much of the drudgery out of
mechanical periods of practice.
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MEMORY PRACTICE I:
RST STEPS

ifficultics in memorizing and fears of slips in memory are widespread
Etmongst aspiring performers. Too often, the solution is thought to be in
" endless practice until the sheer number of repetitions provide a performance
‘by heart—temporary, seldom reliable, and certainly not from the heart.
~ ‘Forgetting’ is in most cases not a defect of memory but of perception. Itis not
~ that you forget what comes next; it is that you did not know well enough, in
practice, what comes next. Y our memory does not know what to remember, or,
in computer terms, it has not been properly programmed.

The brain can register events, facts and impressions. It can retain and store
them. Tt can recognize and recall them at a later date. So there are three first

steps to practise in memorizing:

(1) Learn to maximizc what you see and hear when you first read a new
piece, following the basic rules of sightreading (sce page 63).

(2) Learn to put every phase of this initial registration into your
practice, stored in the memory at each stage.

(3) Distinguish betwcen recognition and recall:

(a) recognition is when you can read a piece fluently with music.
(b) recall is when you can play the piece fluently without music.

Inadequate initial observation, insufficient technical information, and super-
ficial understanding all add up to faulty recall. You may casily remember parts
of a piece if they have left a particular imprint on your brain, but you must
practise those parts which have not left this imprint vividly in your first
preparation.

Scientists tell us that the storage capacity of the brain is virtually limitless
and that it probably retains everything it experiences; that memory capacity
actually expands the more things arc remembered: and that we don’t even
begin to make full use of our brain’s capabilities. The brain is a wonderfully

complex organism which functions by electric impulses and chemical reactions
any compuler, not only because its storage
and general efficiency is much greater than any
computer yet devised, but also because it comprehends such coneepts as ethics,
aesthetics and style ... and registers emotions. It is capable s no computer

or changes. It is far better than
capacity for information

16

motional and physical activities such as coniy
while it can also oversee and direct the technleul i
performance. Ty Wi s
Since the brain retains everything it experiences, memory proble; imply
1l that we are not using our given capabilities fully or correctly. If you don't
smber something you have heard or read, saw or did, or something whicl
pened’ to you, it means that it has not left a sufficiently deep or vivid
fint on your mind, that you have not absorbed or registered it on a higl
1zh level of intensity to recall it. Your brain was not alert or “alive’ enough,
ive the mind open to all the relevant impressions and observations whicli
de up the event. We remember best that which interests us most.
Fuilure at this first stage of the memory process is often compounded by
| practice habits at the later stages. There are five aspects of memory (¢

'g.l.) Sensory, through the eye (usually strongest), the ear and the fingers
_II\ Factual, through the assimilation of something you have not met ot
lieard before.

(3) Episodic, through a conscious recognition of something you have
met or heard before.

"_.irst Steps

(1) Read the music without the instrument. Even if you have never hear
,_thc picce before, get an idea of how it should idcally sound by reading th
- music and hearing it in your head (silent sight-singing). This way you
- eventual performance will tend to rise to this very high standard sc
- mentally, rather than stay close to the necessarily lower level of
_ ~ premature and imperfect immediate play-through with the instrumen
- Make a mental notc of all the places which might be problemati
~ {echnically or musically, and reason why. Be awarc of the mysical an
~ Interpretative concept from the beginning.
(2) Decide, still without the instrument, and sct down g paper all th
fingerings and bowings you can, without actually “playing. Wit
experience, you will eventually be able to choose most of them in this wi
without having to change too many later on. Make a blueprint of|, an
visualize the work’s architecture, form and musical divisions.
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(3) Register and spell these out in your mind (‘mentulize’) as you h:l:gin
slow practice with the instrument. Include all pertinent information,
technical and musical interrelation you can think of, to strengthen your
basic knowledge of the piece. ;

(4) Give yourself an idea, as soon as you begin to play the piece
reasonably accurately, of what it will mean actually to perform it, t_:y
playing it through in concert tempo, even if imperfectly and with music.
Add this knowledge to your store of information to be memorized.

(5) Single out the particularly difficult parts for more intensive study, but
do not neglect the casy ones: they arc also important for the memory.
(6) Organize the material to be memorized into musically coherent but
shorter units—the brain remembers best a limited amount of new
information at a time. Add a new unit each time one has been memorized
until they add up to the complete piece. '

(7) Use other associations. One association will evoke many others.
Make up a scenario or a story, for cxample, in which the turn ol‘even.ts or
images correspond more or less closcly to the melodic, harmonic or
expressive direction of the piece. As if writing an opera in reverse you are
given the music and have to write the libretto. As the story unfolds, it will
remind you of the music. _

(8) Use Mnemonics. This is the term for a variety of techniques and
devices which help memory. In a sense any method which helps you to
memorize better is a form of mnemonic. Certainly the use of strong
associations, as in (7) above, is one form of mnemonic. But there arc also
more artificial or mechanical mnemonics to be used:

(a) Fingerings. In similar, but differently continuing passages,
deliberately use different fingerings to lead into the different
continuations. (This is particularly helpful in memorizing |8th-century
music.)

(b) Repetitions. Count the number of times a passage is repeated and
repeat the count mentally as you practise.

(c) Anchors. Remember a particularly vivid or unusual note as an
anchor to hold the rest of the passage together.

(d) Markers. Take a certain note or finger or bowing and place it
accurately in your memory as being on a certain beat in a measure.
(¢) Cucs. Note a passage on another instrument in concert or
ensemble playing and note the number of beats or bars until your next
entry.

(9) Practise performing the piece. Memorize the physical motions you

use, There are additional lessons to be learned and memorized: different

motions, energy output, stimina, muscular feelings, and your own

emotional state of mind, Play it often, and if possible with a good
i

accompanist: the piano part is also an integral part of (the plece yo
memorizing,

(10)  Perform it as if in concert, with instrument, by memory and
full projection of all expression and temperament . . .in concert all

Keep these memorizing sessions relatively short, depending on your pow
concentration, interrupted by rest periods of about ten minutes. It
characteristic of the brain that it retains things best and is most receptive |
beginning and at the end of such working sessions. By taking frequent
between memorizing sessions, these most productive periods of the min
multiplied. Review frequently the parts just learned, and on the next day
again with a review of all the work previously done.

In approaching the problems of memorizing, however, it needs |
underscored that outstanding and inspired performances do occur
playing with music, and that great performances arc not the solely pat
outcome of the music having been memorized. In fact, the initial ste
learning a new work parallel the initial steps in memorizing, whether a pi
ultimately played by memory or not. Nor is a ‘good memory’ a nece
pre-requisite of musicianship. Most chamber-music performers (an
course, orchestral musicians) use music, and, in fact, the rule should b
cither all or none of the ensemble participants should play by memory. (St
teams, especially, please note: otherwise therc is an undesirable eleme
‘display for show’ on the part of the lone dissenter.)

Using music in performance, stopping short of complete recall, i
evidence of poor initial observation and registration, incomplete prepar
or knowledge, or poor practice habits. It can be the outward sign of a dill
musical goal with no diminishing of ‘excellence. Proper preparation
practice, leading to an outstanding performance with the use of music, n
that even if ‘memorizing’ has not been achieved consciously, the perforn
very close to it, or could complete it with little effort—he is not u
dependent on having to read the music.

19



10 MEMORY PRACTICE II:
ANTICIPATION

Anticipation is the ability of the mind (in ‘imagination’) to foresee actions,
motions, events, feelings and impressions based on previous experience, and
project them into the future. To anticipate, according to the dictionary, is ‘to
foresee and act in advance’. It is the obverse of memory, projecting the present
into the immediate luture, while you are actually playing the instrument.

Our day-to-day physical and mental activities depend on this ability to
foresee, prepare and set in motion the next task, even while performing the
current one. In walking, eating or speaking, each action carries within it the
seeds of the next, and a trigger mechanism in the subconscious mind sets in
motion the next phase during the current phase, in a kind of mental chain
reaction.

This simultaneous mental and physical activity of two or more sequential
actions or motions makes possible the continuous, fluid and uninterrupted
functions of our everyday life. Try walking in a very slow motion: while one leg
is still in the air, the other already flexes the appropriate muscles and is getling
ready to push off as the first returns to the ground-—all in one uninterrupted,
fluid movement. When you eat, you open your mouth as the hand with the fork
approaches it, before it actually reaches it.

In most everyday activities this process has become automatic from early
childhood, to the point where we no longer pay attention to, or are even,
conscious of it. Yet, though the success of such less natural and more
complicated activitics as playing an instrument (or playing any ball game really
well) depends even more on the perfect functioning of this anticipatory ability,
very little attention has been paid to its mental development in practice studies.
Anticipation is important in the technical approach to playing an instrument,
but crucial in memorizing.

The ability to anticipate is present to a different degree in different persons.
Some youngsters can pick up a bat or a tennis racquet (or a violin bow) for the
first time and handle it with a naturalness of motion, grace and fluidity which
can only be accounted for by an innate ability to anticipate mentally which
results in perfect physical coordination. But for those without this natural
ability (or for those players whose technical problems limit its function), many
difficultics will never disappear unless this ‘anticipation’ can be developed by
practice. Theoretically, a shift from first to eighth position should be as casy as
cating or tying a shoclace in the dark ... given anticipation and practice,

80

Anticipation for a string player can mean:

(1) charing the pitch of every note ahead, singly and in groups,
(2)  Feeling in advance the particular finger on the right string in the

position.

(3) Feeling any change of bow ahcad.

(4) Judging the pressure, speed and amount of bow needed ahei
(5) Judging the time nceded to get to a new position in any temys
(6) Judging the distance between two positions of a coming shift,
(7) Eventually, hearing whole passages to come and the sequen
fingers and bow nceded.

Fortunately, while all these characteristics arc distinct and identif
clements of each note, they are still merely the different facets of the s
cxltit){, and cannot be thought of separately except in the very beginning of
learning process. In this respect anticipation parallel, closely the ‘mentali;

stage.

How to ‘Mentalize’ a New Picce

Looking at these few bars, what can you see and remember hefore you

play them?
Violin Concerto: opcning\; v ] Mendelss
3 '_,_a—'—"-—‘“\q\-\ £

Altegro molto appassionate S —— — 3_. S T;_ sgs o i

A s i Wl BNE e E AR T = B L

_ﬁ_—-'—F‘—i o j H ! | —

el L I p o= v '_{ } % T
Key: E minor,

Time and Mood:
Wait:
Begin:

Bar 3:

Bar 4;
Bar 5:

(; Allegro molto appassionato; MM c. = 96-100,
One-and-a-half measures, introduction.

piano, middle of measure, dotted rhythm on 5" up-b
up-bow. (Use no more than half bow to avoid unwii
accent, feel light weight, ‘floating’ bow arm.) Lelt hi
third finger, second position on E string (feel the place
the string). Notice the eighth-note (quaver) figure in
accompaniment, which will have to fit with your mel¢
Major third down to first finger: abent # down bow., §
first finger through silent »” up majg/ 3rd to extended (!
finger ¢":  bow, leaving 2 for
First two notes, first finger. Strc?.:h fourth finger to g
Pull fourth finger back to f#”, ¢” with third finger, |
finger to ¢” (still in same hand position), repeat ¢
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: Reach buek slightly to 6% with first finger again. Note that
4" inbae S wan the top of the melodic are—tip of the bow
and having sturted back, up-bow, using almost the whole
bow, you must adjust its speed in the b for the next
phrase. ...

\ese ire just a few of the features you can study in the first six bars even before
jractise: when you are playing, they will then be in your sub-conscious and
n automatically. They will, however, be secure because of the early
n memorizing and no emergency—such as a difference from a set tempo,

-of-tune string or a slippery fingerboard—will disturb that security. :
ISt as there are different types of memories, there are diflerent types of
BIorizing abilitics. Some individuals have near total or even ‘photographic’
BInorics, super-capacities to observe and absorb automaticqlly and
{11 j',i'vely—vlhey don’t necd to enumerate all this information cl:m?smously or
entalize it, it happens spontaneously. Others, the great majority, huvc; to
.|; improving their ability to do this. But with good mental and’physlcul
lice habits, memory and memorizing in all three stages can be trained to i 3

u,..:_"' laneous, gradually increase the tempo until the anticipating, playing,
ging and correcting the note has become almost simultancous and s
Wlomatic, as in: i

Fl“l C Anticipate

Modemmﬁ \m

p —r—

i Play:
progress to the automatic anticipation of larger units, groups of notey
Id passages, depending on the tempo and velocity of the passages. :
Iticipation in such larger groups of notes includes not only the sequence ol

Presto
nVny  RYny mY ¥YrVmy nVHVT\"T\;" H!T\:E
2.'\11!-!4'} 1204 i

R2

Jroup being played.
Remember that, while the actual speed of playing increases, frequency of
mand’ remains relatively constant, but contains proportionate
inf rmulion in each command (or anticipatory) unit.

Here, anticipation of the next group springs to the mind towards the end of the

‘Feel’ bow change,
Co-ordinate left/right hand action.

Whole step from. 1st finger ‘A’
Whole down-bow from frog,

G string. 2nd finger ‘B’

ange.

Whole step from G open.
Whole up-bow from tip.
‘Feel’ of bow ch

G string. Ist finger A
Vibrato.

Fa)

First Stage of Anticipation

ANTICIPATE: :
Open G string. Whole bow
‘feel’ of bow inmf. Weight...

Down bow at frog. Slow

Lento

THINK:
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? Good tone
-7 In tune
? Still mf*
If correct, continue
up-scale,

? Bow change together with finger

? In tune ? sharp ? flat
If correct, play on,
if not, correct it.

Move finger to correct

ALY

? Even bow speed
? Good mf

If correct, play on,
if not, correct it

CONTROL: ? Good tone

PLAY:™



observation and
registration. Information
gathering; mentalizing.
Indispensable basis of
Good Memory.

|
_f 1 Initial perception:
I
I

il

II Retention, storage and
reinforcement:

II1 Performance:
(a) Recognition (with
music)
(b) Recall (by memory)

o

(2)
(3)

4
(5)
(6)
(7

(8)

[ @&

1{10]

aware of musical content from start.
Decide bowings and fingerings, still without
instrument.

Start slow practice with instrument; register
in your mind all impressions, information,
connections—MENTALIZE.

Try playing in tempo in early stages with
instrument.

Practise intensely the difficult parts, but
don’t neglect the easy ones.

Divide the work into shorter segments for
better retention.

Re-connect shorter segments, fit into
context of form and interpretation; put
unneeded facts into the back of the mind.

Practise performing, with accompaniment,
still with music, if needed.

Play entire work through in your mind,
without instrument or music, recall
everything vividly which pertains to actual
performance.

Play by memory a complete ‘concert’ performance.
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Realize
Remark
Register
Record
Relate
Retain

Remember
Recall
Reproduce
Recreate
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11 PRACTISING THE OBVIOUS

- Certain seemingly trivial matters, when neglected, can lead to disproportion-
- Alely serious difficulties. So add to your practising:
I

The Platform Posture

'.h.picce should be practised in the posture in which it is to be performed. If you
. to be scated, as in most ensemble and orchestral playing, pay careful
Iltention to a comfortable and healthy posture:

(1) Choose a chair, if possible, with its seat parallel to the floor, and at a
~ height which allows your knees to be level with the seal, or slightly slanting
forward.

(2) Kcecep the upper body in the same posturc as when playin g standing;
the only difference is that the legs are bent and the weight of the bodyis on
the scat instead of on the heels.

(3) Do not lean back in the chair, sit forward; the muscles of your back
must be free to participate in your movements together with the other
muscles of the upper body.

(4) Slouching, even if a temporary relief, is a sure cause of future back
problems by bending the column of vertebrae too far out of alignment,
The back of the chair should not be too deep for those few moments when
you don’t play and can lean against it temporarily.

- Whether you are to play standing or seated, always hold the violin level with
‘(he shoulder so that the bow does not have to operate on a slope (with a
i endency to slide away from the bridge). In solo playing see that the instrument
I8 parallel with the edge of the platform so that everyone in the audience can see
Jind hear you equally well.

he Music Stand

T'his can be another source of problems. When playing standing, the music

stund should be high enough so that the middle of the page can be at eyelevel. It

I§ nstonishing that in this age of ever taller generations it is nearly impossible (o
80

find music stands which are high enough for anyone above the average heig
The music stand should also be directly in front of the player, with the vi

held to the left at an angle of approximately 45 degrees. The player sho
‘face’ the music and avoid the *peck-a-boo’ stance, turning or twisting the be
neither left nor right. Playing in a seated position, set the stand only h
enough to see the music comfortably and still have the conductor, or y{
collcagues opposite, in the line of vision. Sharing an orchestral stand, agree |
height and direction with your partner before rehearsal starts and check it afl
the break. |

The Instrument

(I) For a secure but un-squeezed bow-hold it is very important tht {
space between the upper end of the frog and the leather grip covering ¢
silver or whale-bone wrapping of the stick should fit the thumby
distance should be neither too small (or non-existent) nor 100 e
normally about § inch. In the absence of this support, the thumb W
cither too far or ever higher on the stick, making the player feel o
drop the bow. In trying to prevent losing it, you will squeeze too it W
the thumb and the other fingers, causing cramps and even more Iny
in holding and handling the bow. As the hair gets longer with Uy |
particularly in humidity, it is prudent to ask for short hair when huying |
bow rchaired. M
(2)  Walch that the leather grip itself has not worn off; its slight rldy
together with the edge of the frog, provides the essential support (0 {
thumb and allows a secure bow-hold without tension or stiffness. Simy
attention to this elementary problem can often cure what seem (o
insurmountable and frustrating difficulties in bow technique.

(3) Userosin on the bow hair evenly all along between frog and tip, ui
notonly at the frog and near the tip, where it is least used. The rosin shou
be used often and a little at a time; otherwise most of it will end up on t
strings (which is not the idea), coating and choking them and preventi)
them from vibrating freely. The resulting poor tone quality may again |
attributed to problems of complicated origin when, in fact, it c
dramatically improve by simply following this elementary and commo
sense rule of instrumental hygicne: clean the strings after every playin

Your Frame of Mind

Although the brain tries to fulfil any image or goal set for it, it tends to recei

what it expects to receive and Lo reject what it is not expecting. This is known |

mental “set’: a deliberate setting for a positive goal—positive thinking-— shou
87



Witys be your aim, Be clear about your objeetives and visualize them actually
uppening,
Mer tal practice can accomplish amazing things: from improved perfor-

fite in sports (Olympic champions are known to have practised their
il tly this way) to the astonishing feats of phy‘;lc‘ll and physiological
(1ol of mind over matter and body by fakirs or yogis. Experiments have
that a group of basket-ball players practising purely mentally have
jed their accuracy at the same rate as another group practising the actual
ol f hooting. Further, it has been found that when one practises physical
110 n'l mentally, or imagines an activity to be taking place, small electrical

can be detected in the associated muscles even if there is no physical

Ut 1f_cantal training not only affects the muscles and improves performance.
) | 'credses confidence by preparing you thoroughly for a given situation,

\u ng your sell-image, and encouraging you to aim high. A performcl
well-founded self-confidence radiates and projects this confident image,
nstantly influences the audience. Do not forget that the audience begins to
ou as a performer, whether consciously or not, [rom the moment you
stage and before you ever play a note. A positive reaction can in turn
buck from the audience in undefinable but very real waves encouraging
Inspiring you to the highly accomplished performance for which your

lve practice has trained you.
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i Pattern 14

1 this category are rarely used greater extensions and more unusual spacing
Ingers. These more advanced combinations—as with some in the secd
el lcgory above—occur more often in virluoso works. They are morc prcvali

Pattern 15 Pattern 16
b f n "
Pattern 18 Pattern 19 Pattern 20
e NN

AN S
A i f : .
5 % 1 2 a 4 D -I- 2 3 4

Pattern 21

11 lly, there is the notorious chord known as the * Paganini stretch’ proba
e ost cxtrcmc cxtension feasible on the violin:



I'ransferred to one string, It would give the following pattern:

| .1 '_ practlcal

(1) The Gridiron with its 100 spaces constitutes a yardstick to measure
dlbtdnccs of the fingerboard more precisely, and the visual representation
of this framework will give a tangible reference Lo recognize and identily
“any note instantly. This instant identification of where to place each note
‘will reduce by an all-important split second the time needed to recognize,
~and play accordingly, the printed symbol.

_f‘. (2) The Pattern System, superimposed on this gridiron, will enable the
~ brain to dircct the fingers more sccurely and accurately to their proper slot
-~ on the fingerboard, now no longer an empty, unmarked surface; and, by
- simplifying and reducing all passages to their essentials, it will cut down

- patterns helps string technique physically and psychologically: playing
~ clusters instead of single notes, thinking of groups of notes as larger units,
~ and connecting these groups as units, reduces the number of separate
- mental commands and physical motions, increases speed and accuracy,
- reduces muscular tension and creates a less hectic frame of mind.
- (3) [Intonation will become more accurate through the use of patterns,
~ not only by more accurate fingering but by better hearing: in correlating
the pitches of a greater number of notes, you will hear and judge each
pitch, not only singly, but in relation to the other notes and pitches in the
group and to its place in the overall harmony.

(4) Memory will be more seccure by providing the left hand with «n
structural framework that is underpinned both mentally and visually,
(5) Interpretation will be more perceptive from a bird’s-eye view of the

94

- the amount of time needed for practice to learn any work. The usc of

‘basic material and components, the inner shape, and the interrelations
“the musical structure. ;

(6) Sightreading will dramatically improve as you begin to think in larg
units, recognize a passage as ‘pattern X fingered in position Y’ and play
tnmcdmlely This is the essence of sightreading, the musical equivalent

1 ) Ensemble playing will be easier as you will be able to concentrate ¢
the ensemble as a whole, released from thinking too much about left hat
technical problems.

- Stage fright will be reduced as your left hand technique has a precis
iiled and visual foundation on which to rely, removing the insecuri
unpredictability that can suddenly produce panic in a performanc
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{equires that the left hand moves from onc spot on the fingerboard to
i1 :'_", a way that the hand and arm muscles remain comfortable and
| &"i,ng all the notes cleanly and in tunc. In other words, we have to
e ‘change positions’.

Uirlous changes of positions serve one of two different purposes (with an

l]")l’éasivc shifts, on the other hand, try to approximate to the quality of the
jing human voice and bring out the lyric and emotional quality of both the
trument and the music itself. In this type of shift, used usually in slowqr
inpl or between notes of longer value, the slide connecting the two notes is
more or less audible (depending on style and tempo), much as the human voice

14N 96
S R e ARRIROET (0 s ad A D R CR Een E R e eI ST

bridges the gllp-.hq(\vgﬁ'ﬂgti,vn different pitches in expressive legato singing, T
choice between one type of shift and the other also reflects individu
preference in a given style, but there is no reason why a purely technical ghi
should not be played in an expressive way.

Mechanically speaking, the simplest way to go from one position to anoth
is by sliding with the same finger:

3
e

a
b !
) | PR | r I
I
T

All the other kinds of shifts, involving two different fingers, are merel
variations of this. They can be classified into three groups:

(1) “Lead-shifts’, which lead to the next position by sliding the finge
playing the initial note of the shift until it reaches the note it would play |
the new position; as you reach this new position, put the other finge
playing the note at the end of the shift, down on the string with no furthe
sliding: o

E—#t:
Sk

op. 8.) !
(2) ‘End-shifts’, in which the finger playing the note on whie
ends, takes over immediately from the finger playing the ir i

does all the sliding until it reaches the end-note. The bridge
one which the sliding finger would create if you let it gou
when it first touches the string at the beginning of the slide, Tl
guide notes should be so short as to be almost inaudible l“'=-. _
shifts, more especially in end-shifts, where they should nmig'i‘ll.'f'

s £
EGE I
e

—Hd -

It should also be noted that end-shifts are practically never used i
downward dircctions (that is, from a higher position to a lower one) i
that they are best done by neighbouring fingers.
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in be further differentinted be il 10!_"._ e on the same bow and
luring which the bow is changed. In the latter, the timing of the bow

ije ind its co-ordination with the left-hand motion is very important and
I be clear in the player’s mind.

n downward shifts, the motion of the arm pulls the instrument away
‘player, needing a firmer grip on the instrument between chin and
(or collarbone) and increasing muscular tension. The arm motion in
| shifts pushes the instrument toward the player, reinforcing the
)il Holding the instrument level, or in a relatively horizontal position,
Iinimize these differences, but downward shifts need more practice than

emember that the speed of a shift dictates the action required and
mind when you practise slowly and then ‘up to tempo’. You need

I running position: so you need to practise shifts accordingly.
ition’ is defined by I. M. Yampolsky in his exccllent book 7he

p-'i_'f__' rpose of shifting, then, is to connect these various ‘positions’ by
iging their ‘location’. _
Plhiese changes of positions, or shifts, occur in a variety of circumstances, for

ndertakes to organize all these various types of shifts into a chart which
0 the selection and execution of specific changes of positions casier. As the
om of Finger-patterns organizes the left hand activities in their ‘vertical’ (or
oy the fingerboard) motions in the same position, so the Table of Shifts
ol inizes the left hand actions in their ‘horizontal’ (or along the fingerboard)
fatons in different positions.
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Technieal Shifts: Single Notes

(1) Upward Shifts, from lower to higl

(a) from lower finger to higher ﬁngcf ,

On the same string:

1 -1 2 1=t 3
L e = = YT
e e = :J.fb.ﬁ!:
- t s II - T 7 l
1=-1 4 t-2 3 4
On different strings: 3 E i
iy g [P Ei- A 2 -2 A = G '« D
Fal ‘F - (2 @ = J:
@ - — =
- ot —1 e | e !F SECE
D) !l\ E D - A 1-1 4 D - A 2 -2 4 3w N0

are ‘Lead-shifts’ (see page 97). For practice, play out the ‘bfidgc‘ note
with the initial finger; in performance, the ‘bridge’ note is silent,

(b) from higher finger to lower finger (2-1, 3-1, etc.):

On the same string:

2 1. -1 a I =1 4 1=-1 i 2 =2 4 2 -2 A 4 = i
! | | - — -
» - _H:':ﬁl_ =+ S Frie—= ;1'—‘;;;;;;‘;5

e !

On different strings:

D A E . A A - E D- E D - A
S - =i = SheE
zZ 1=1 i 1-1 4 1-1 i 2-2 + 2 -2
Upward shift
downscale

are ‘End-shifts’ (see page 97). Close the gap as much as po:fsiblo
between the two fingers if it is more than a half-step. This type ollsllll'l
is used very often in scales and arpeggios. (Shifting w1.lh the l'llghel‘
finger in lower position would produce an audible, hlghcl"-])llchdtl
bridge-note unacceptable to the ear.) In shifts on diﬂ’crcql strings, the
shifting finger slides on the string on which the end-note s played; the
bridge note and slide are still silent. (Occasionally, you may find 1
lead-shift is also possible.)
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position, then put down the end-note finger without any further
1‘(-1!. In shifts covering two different strings, shift with the initial
finger on initial string.

B

MH‘ ( al Shifts: Double Stops

by o

1) Upward Shifts, from lower (o higher position, in thirds:

(1) from lower pair of fingers to higher pair:
100

-2 b
On the same strings: !_1.4 pro made an L ap

1= (]

(b) from higher pair of fingers to lower pair:

2l o ’
On the same strings: 4 - 3 are made as 2 - 1 or 4 - 3 in single note shifts

(i YD p S G e 2 -z 1

%fﬁ:f_:\_—;‘: b IIH—:“E e EJF: NOT Iﬁr:_‘: o+

7 AR R e
4 3 =1

the finger which is on the middle Wt

On different pairs of strings:  the shift is done with ane finger,
m lower pair of fingers to higher pal

It then follows the rules of single-note shifts, For example, fro

e =
o) |_l ;
A E-i 1 A-l
D A A D
and from higher pair of fingers to lower pair:
2 1 o e 1
4 -4 3 3 §
Lo > —
[ e —
E D E
A G B A
Upward shift
downscale

(2) Downward Shifts, [rom higher to lower positions, in thirds:

(a) from higher pair of fingers to lower pair:

On the same strings:
2-1 are made as 2 - 1 or 4 - 3 in single note shifts

4.3
2-2 1 2.2 | il i
%‘JF@F:—J.:_M%’:%_FE—?
i ' |
d =4 3

(b) from lower pair of fingers to higher pair:

On the same strings:
1-2 are made as 1 -2 or 3= 4 in single note shifts

3.4
plE=t flep 4t
L 101



4

On diff : P
i different pairs of strings; (e MWL Ix done With tie single finger on the middle string and follows

the ru -note g inlo,
les of single-note shifty, For OXumple; from higher pair of fingers to lower pair;

bl a oz X
.t 3
A 4 : b

and from lower pair of fingers to higher pair:

L - | R | 2

= F=F£
- . : = g
C K 4 a 4
A A A

n E

B E

Downward shift

up-seale

(3)  Shifts in other double stops:

\'ﬁ_; ; (a) in Sixths

The same rules apply as for thirds:
2 - 2 4
:'I__ 3 B 3 2 2 2 - 2 a4
(=== Frr Tt
.'.' )
: )]
G

B (b in Octaves with [

Mo snme rules apply as for same-finger shifts:

0lin Concerto: first moyement Beethaven

/E 1 4-414.4 1 4.4 1 4-4

Wizl
% =~
— s
L 3y — =
A3 e
(c) in Fingered Octaves
1 .
: I'he same rules apply as for thirds:

The same rules apply as for octaves with 1-4:
4 - a4 -

e

- Caution: For extensions such as tenths and fingered octaves, the hi
- should bein a middle position from which both the forth and the first fir
- extends in opposite directions; otherwise the excessive strain on

~overstretched fourth finger and wrist could cause cramp and dam

~lendons and muscles.

lechnical Shifts Beginning or Ending on an Open String

0 a

- a 0

A |/;“— F':\

o 1 L | 1

:FJ__ SO [P J
el E, o AT A

ype of shift the change of position is done in most cases while play
string, the shift being guided by the thumb and, sometimes, the bas
e-finger as well. To practise the accuracy of the shift both lead-shifts :
i'!.s can be used upwards, but only lcad-shifts downwards.

(a) Lecad-shift:

A
1 3
i

_@j:

The guide finger (usually the first) is placed on a neighbouring stri
(preferably a higher one) at the pitch it would play in the positi
preceding the shift. It then moves, during the playing of the op
string, until it reaches the position of the end-note.

~ (b) End-shift:

.'- !
gk
L

This type of shift is included here for practising purposcs only, 'l
open string, in effect, takes the place of the lower linger, usually

first.

Upward shifts on different strings:
103
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Lead-shift:

A string A string
i 3 — 2 u 3 -3 02
ML ) o h _ad | -
- | E— | = ""')—{— P —

| he finger of the upper note until it reaches, approximately, the

Qn (or the position of the note following the open string).

ard shifts on different strings:

E string E string
d' =3 o 1 -3

0 :IE te) ”E (=)
o——— =7

8 Lulud-alhift ! End-shift Lead-shift End-shift
A - 4 1 =1 i
"’"F’(ﬂ"—‘r‘—w—;{ﬂ‘—_r . —{n = [ it
o) [ fo— - — 4 ==
=i

Alsor  and

End-shift Lead-shift Lead-shift End-shift Lead-shift Luml-ulllll'l
Wilifeg)-1s 3m3 1 1oty | 3 1., @ 8 1= oz 8 b7 (=) Ny
-} ol a7 RV - i .ﬂ}' - o ki o -
| | I LY ) | -1 ,l_” |l ] - | T 1l
- 1 1 1l ! ! 1 ! {'\ - I 1 I } il 1 I
3 il e | e = i {e}—+ i t— ! |
o El A - A= E AT="E E'D " E — A Bitamrenl)
as found in
Ronde des Lutins Bazzini
1=1 2=2 3=-3 4
1 2 ] 4 i3] (=) () (&)
-4 =1 i = i | | T
il 4 1 E ! | __I_ 1 | }
o) E A D G E A D G

Expressive Shifts

Expressive shifts (scc page 96), are a form of romantic expression and should
mostly be used in music from the Romantic period onwards. In them, the slide is
audible; they can be lead-shifts or end-shifts, but they nced greatl care in
determining the right choice.

(1) Lead-shifts:

(a) Do not stop on, or otherwisc emphasize the bridge-note (no
human would sing that way), but glide over it:

Concerto Glazunow

ARN

A TR | 3
T——

|
o ﬁL_,J'J A

(b) Slow down the bow slightly during the shift, reducing the
pressure both from the bow and from the sliding finger.

(c) Put the end-finger down as soon as the sliding finger arrives at the
destination. The end-finger itself must not slide, but be placed
squarely on pitch.

(d) Be sure that the end-note gets full vibrato: it is the expressive
object of the shift.

(e) If a bow-change is involved, decide exactly the timing of the
change. This may be an individual choice or preference, but should ‘
not be left up to chance. In lead-shiflts it is better to change the bow |
after the shift, otherwise it is difficult to avoid repeating the initinl

note.
n v n
Al 4 1 3 V 1 1 3 ! 1 2 p:
» I 1} n |
| I Il 1 I
O] = — 2 — :
e B B Tl e R



.jlﬂﬂ should be emphasized whenever thit
“elatively heavy, beat. Usually, such notes ire
hich the shift leads, as in:

(1) Thenote g ol

?ﬂllrd i § a
g "‘0‘"—"12101“ i Franck Sérénade Mélancolique Tichakovsky
4 I |l f I.; | o DO LI 5 l GO
:‘__—.: Eu: 1 - __Eu'_pl_r_ﬁ_.,| : ﬁ_’.‘_‘f' ——
:du = o Py e e
A N NI

2) End-shifts:

Ihe cnd_-ﬁgger, which does the sliding, takes over from the initial finger ul
'he begmnnllg of the slide, but for a while the two fingers move together,
very much like two runners before they pass the baton in a relay race. The

-Iiding finger should land gradually on the string, attaining full finger-

ressure only when reaching the end-note to avoid the bridge note
ounding.

v

';th.crc is a bow-change during this type of shift, it is best done at the
ning of the shift (a) and never at the end (b):

“l (a)n 1 Ti-'2 (h) 1 i -2

e — 4 :

/] o] N T

| ¥ 7 v 4

asionally you can change the bow in the middle of such a shift combining,
cct, lead-shift and end-shift;

{
i

ST g g
A £ |12

' changes during such shifts should be as unnoticeable as possible: reduce

sSpeed and pressure, then increasc both speed and pressure gradually until

reach the end-note, in co-ordination with the sliding left-hand finger.
Ndiscriminate usc of the end-shift only cheapens it and robs it of its

cliveness. Whenever it is used, it should be remembered that it is not the shift

['which should be emphasized but the note to which it leads. It is that note

8¢ expressive qualities should be enhanced and not the shift itself, which is

~ligrely the means toward that end.

Position Changes by Extension

I l s L l. 1 o "
e so-called ‘positions’, as they have been understood from the carly
106

i i
;""n_lghlccnlh century, are convenient, but s_on.wwhul :u‘hlll‘ul‘g-‘i’ i
fl-mcﬂ of demarcation on the fingerboard, similar to, but nql lll-.-_“_ _1_ 1 | lfﬁ‘ﬁ
line of the Equator on the Globe. In fact, a more loguful div son 0 d _u;,;;,
{ingerboard, according to the definition of the location of the positions ({l
istance of the first finger from the nut) would be lf’ say that tlu?rc are a8 1}1:1!11): |
‘positions on the fingerboard as there arc }?alt-sleps: 24: mstcad' ];)1- ll.b
?ﬂulomury seven positions. Thisdwoul'?; e:;so hr‘ in very well with the Tablature
0 ' inger-patterns described carlier. :
g‘li:y?;f‘?qh::lz;lgg;cfding on its size, can cover scveral ‘positions’ without

‘moving: a tenth is really played in three positions at once:

1 4

il

il (1st to 3rd)

the famous ‘Paganini chord’ covers seven:
48
3

b

the other hand, arc these two diffcrently notated notes:

reully to be played in two different positions? .
~ [n any case, circumstances may make it preferable to reacha

position by stretching, especially in technical passages:

note outside the

essive shift (which follows

i ; tching can also rendcr an expr !
Reaching a note by stretching yifit gocs in the opposite

immediately from that note) more effective, especiall

direction:
'\ Concerto No. 2:
i first movement a » Vieuxtemps
JA B P = f’-
e 1 -t
14 el L |
e |

3 - = 2 H " y P (e 3
Two consecutive expressive slides in opposite directions weaken and reduc

their impact, and practically cancel each other out.
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A GLOSSARY OF BOWING TERMS

The terminology of the various bowings is an area of some confusion

mir ) and
contradiction even among string players.

(1 .Some general muwsical terms, when
playing, take on a different, specialized me

in tl}eir musical meaning but, applied to string playing,
bowing terms. (Conductors

should be specific in the use of these terms: student

conductors, please
note!) ' S

(2) In bowing terminology both Italian and French words arc used and
some of them—such as ‘détaché’—are often incorrectly translated into

‘Englisl"l. Sometimes two different words—such as
sautille’—onc Italian, one French, mean the same
translated as if they meant different bowings.

(3) Some terms—such as ‘loure’, ‘portato’ and ‘collé’—indicate bowings

which are only slight variations of one of the basic bowings, or on the
borderline between two of them.

‘spiccato’ and
thing, but are

“I'here are six fundamental bowings and they can be grouped into three pairs
- en ‘

i ch consisting of a single-note bowing (one note per bow) and a bowing of two
O more notes per bow. In the following table, the first pair of bowings
! ‘ :l'cprcs.ent sustained notes, or notes of ull sound duration (‘tenuto’, in its musical
~meaning); the second and third pairs include all the short notes, or notecs of

I_horlcncd sound duration (these are all staccato notes in the musical meaning
' the term, but can be played on a string instrum

' laye iment by at least four different
Owings, only one of which is called ‘staccato’ in bowing terminology, to mean

specific way to play short notes); the first
(ring, the third pair off-string:

and second pairs of bowings arc on-
e, . .
bisic bowing in the first five p

Lhe slight variants are given under the ‘parent’
alrs, Lo unravel the confusion of (3) above.
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applied specifically to string

X ’ aning. Terms such as ‘staccato’
and 'legato’ denote not only the character of the sound, but also the means

by whi¢h it is played on the instrument, Most composers used these terms

. they become
addressing the string section of an orchestra

The Basic Bowings and their Variants

(=

Single strokes, one note per bow, sustained and connected
with no breaks or stops

Détaché (Fr.):

(No It. used)

o

between notes. This is often translated

je disconnected.

incorrectly as ‘detached’,

Emphasis, or added inflection at the beginning of each

détaché stroke.

Porté (Fr.) or
Portato {1t.):

Varianis:

=
m

variant, basically an off-strin
een long notes; used

-

Iv translated to mean merely

htly lifted betw

o
=
Two or more notes on the same bow, tied or slurred

The long version of this bowing
uninterrupted. Often incorrect

détaché: the bow is sli
*smooth’

lower half.

Ee)
= -~ &
-8 =2
| — ¥
i o (T
= ;i-'-‘
'aﬁ En ©
Le 32.

S

—

ol

o
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Variant:

A slightly articulated, pulsating legato.

Loure (Fr.):

(sometimes also

Portato, 1t.)

, with stops besees

kes, one note per bow

Short, single stro

Martelé (Fr.)

(3)

usually moves rapidly an

strokes. The bow
during the stops.

Martellato (It.):

d remains




Off-string martelé: short single notes pinched f{rom the string,
the bow off-string betwecen notes.

Collé (Fr.):
(No It. used)

A short single note attacked from the air (‘whipped’, ‘thrown’

Fouctté, or

Jeté (Fr.): or ‘slapped’), usually mixed with legato strokes, up-bow.

A series of short notes, two or more per bow, scparated by
short stops, the bow remaining on string. (A series of martelé

notes on the same bow.)

(4) Staccato (It.):
(No Fr. used)

Variant:
Staccato Volante (It.) or
Staccato Volant (Fr.):

Similar to staccato, except bow is off-string between notes:
flying staccato’.

Bouncing bow; short, single strokes, one note per bow, off-

(5) Spiccato (It.) or
string between notes.

Sautille (Fr.):

High-speed spiccato with no time between the notes to bounce
off-string. The hair remains mostly on-string, and the bow-
stick oscillates slightly up and down.

Variant:
*On-string’ Spiccato (Eng.)
(No Fr. or It.)

Rebounding bow: two or more notes per bow, the bow
rebounds between cach note during the same bow as a result

of the initial attack.

(6) Saltato or Saltando (It.) or
Ricochet (Fr.):

B EE BE =k

Since different bowings are often marked in the same way, the player must decide which specific oncs to use on each occasion.

ST
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