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my experience this stage is a turning
point for many students. As they
learn to shift positions easily and pro-
duce a beautiful sound with good in-
tonation, they are motivated to con-
tinue studying. lf frustrarion over-
whelms all efforts to make the instru-
ment sing, they are more likely to
abandon lessons.

\fhile teaching correct violin and
bow positions, many teachers over-
look the physical tension that leads to
rigid muscles and locked joints. This
problem hinders progress and leads to
tendonitis. Teachers should watch
that students do not develop faulty
habits.

Teachers should introduce vibrato
when a student has the hand strength,
coordination, and motivation to learn
this skill. Most teachers wait until a

child has a well-shaped left-hand posi-
tion, good intonation in the first posi-
tion, and can play in third position.
String methods usually introduce
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ln the first half of the 18th century
the great Baroque performers en-

hanced the expressive qualities of
compositions by using vibrato as an
ornament. In the early part of this
century, Jascha Heifetz used a steady'
rapid vibrato. More recently lsaac
Stern and ltzhak Perlman vary the
speed and width of the vibrato for a

wider palette of tone colors. Too often
students use vibrato to mask intona-
tion problems instead of for artistic
purposes. Some students develop an
even vibrato and use it without ever
exploring the different tones and tim'
bres that can range from luscious
warmth to shimmering lustre.

\Vhen asked to describe how vibra-
to should affect a pitch, the majority
of young violinists incorrectly reply
that it ought to move above and be-

low the pitch. The ear will invariably
pick the highest pitch in a vibrato
cycle, so if tone goes both above and
below the pitch, listeners will perceive

the note as sharp. A correct vibrato
should go from the pitch to below and
back up. With lower strings and lower
pitches, a wider vibrato is appropri-
ate; higher pitches should have a nar-
rower and faster motion because

pitches are closer together in the
higher registers. Many students have
not discovered these nuances and
tend to sound sharp.

Vibrato entails coordination of
hand, arm, and finger. Students
should master and combine all three
to produce different moods, using
slower technique {or dolce passages'

and increasing speed and width to
build excitement.

Players should learn hand vibrato
first because it is the most relaxed,
with an impulse from the back of the
hand. Students can begin by setting
the hand in third position with the
heel placed against the ribs of the in-
strument so the wrist cannot move
back and forth. Then they should
wave the left hand toward the face

without touching the strings. The
thumb should remain stationary with
the fingers loose and relaxed. Make
sure that the base of the first finger
moves freely along the neck rather
than clamping to it in opposition to
thumb pressure. Clutching the instru'
ment between the thumb and base of
the first finger commonly prevents the
development of a beautiful vibrato.

A reflexive, cyclical motion pro'
duces good vibrato. Students can
begin by simply waving the hand
slowly; when fingers are placed on the
string, slow-motion practice will train
muscles correctly. The fingertip
should roll evenly and consistently
along the length of the string without

Devoloping Violin Vibrato

ll intermediate string stu-
dents should develop a beau-
tiful vibrato. Through teach-

er demonstrations and listening to
performances by great artists, young-
sters will develop a concept of good
sound. Violists and violinists often
struggle to learn vibrato although in
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third position by the third book. All
things considered, it is better to begin
vibrato training too soon than too
1ate. The left hand should remain flex-
ible, particularly in the joints nearest
the nails. Flexibility combined with
strength at the knuckles is the basis

for a well-controlled vibrato.


