
IN PRINCIPLE VIOLIN PEDAGOGY THROUGH THE AGES

aspects ol plavin€i! recommending a practical

method but recognising the importance of

t-lexibility, naturalness and the promotion

of the utmost musical and technical

cler''elopment in each individual.'Ibnal

sonoritn accurate intonation ancl rhythmic

control are funclamental.
'I'he traditional parallels betrveen

perlormer and orator are drarvn, r'l'ith

Galamian aligning the speaker'.s r-os'els

r.ith a sinfiing tone that has a smtnth

beginning ancl ending, ancl consonants

rvith the performer's percussive or accentual

elements. Spontaneitv and inclividualit-v

are openlv encouraged, along u.ith the

adjustment olvolume, tone quality,

projection, tempo and articulation to

the acoustic ofthe perlormance venue.

Galamian stresses comfbrt and elficiencv

of posture, and his left-hanil position lal-ours

a high positioning of the scroll. The fingers

should determine the placement of the

elbor', rather than vice versa, and the left

hancl should adopt a natural position so

that the octave B on the A ancl E strings

sets its'fiame'.
He distinguishes tu'o principal categories

of shifting: the 'complete shif-r', rvhere

Lroth the hand ancl the thumb move intcr

he books by Joachim with

Nftrser, Auer and Flesch,

discussed in the past trl-o instalments

ofthis series (see ln Principle,

December and Januarv), r'r'ere just the tip

of the iceberg in terms ol zoth-century

instructional material fbr the violin.
-lhe century witnessed an explosion

in Lreginners' methods lvith, fcrr example,

Erich and Elma Doflein'.s rgjr
Da-r Geigenschulaerk and u.orks bv

Nlaia Bang, Samuel Applebaum, I')ta Cohen

and Sheila \elson. Acld to these Csaba

and Olza Szilvav's Colourstrings method,

Paul Rolland'.s emphasis on relaxation,

control and coordination in Tltt Tlu/ting oJ

Action in String Pla1ing (r9741 and Suzuki'.s

inf'luential method of instruction fbr pre-

school chilclren (see box on page 6o), ancl

the v.ealth and diversitv ofpedagogical

materials fiom the period becomes evident.

\/iolin pedagogy for advancecl plavers

took on a new dimension in r88r u'ith the

publication of Sevtik'.s treatise ,lchule der

l'iolintec/tnik op. r, a comprehe nsive

teaching svstem that had resulted from

his technical and phi'siological analysis

ofviolin playing (see box on page 6j).
Amadeus von der Hova (Die Grund/agen
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6:GALAMIAN AND FISCHER
ln the last of a series on important violin instructional methods,

ffi##$ru ST'#WffiilL examines lvan Galamian's Principles of Violin

Playing and Teaching and Simon Fischer's Basics

der Ticltnik de.r Violin-rpie/s of r9o4 -5)

and Demetrius Dounis (r'vith his rgzr

The Atristi 'Iichnique oJ liolin P/a:tiryop.rz

and numerous other related publications)

essentially continuecl rvhere Sertik left

off, u'ith Hova designing a system of

chromatic fingerings to overcome the

increasing clemancls of contemporary

music. Other pedagogical literature

intended to assist the performance

of developing 2oth-centuq/ tastes

and styles includes lvan Galamian ancl

Freclerick Neumann'.s tgo--"'olume

C0ntem?aront 1:;s/i2 'l)6/1.2ique ( t966).

Various books by Szigeti, NIenuhin,

Yampolsky and other violinists alstr

incorporate valuable commentary on

special technical, interpretative, aesthetic

or phvsiological issues. Kato Havas

(A Nett Approach ta l'io/in P/a1in.g, r96t;
Tfu Tite/t:e Le.rson Crturce, r964), \Ienuhin
(Six Lu.;an-r uith Ii:/tudi llenu/tin, r91t),

Rcrbert Jacobv (l'ia/in Tichnique: A Practita/

Ana/ysi-r.lar Pcformen, t98l e.nd

I{uggiero Ricci (. Lef t - Han d l'io / i n Ti: c h n i q u e,

r988) have contributed more specialist

treatises. One particular publication,

Galamian'.s Print'i1/es of lialin P/afing

anrl Taaclting(.r962), rvhich was actually

rvritten n'ith his approval by Elizabeth

Green and o\.erseen by others, is arguablv

the most comprehensir.e and enduring.

Galamian (r9oj-8r) taught countless

distinguishecl violinists, including

I)orothv De[,av (u,ho rvas to become

his assistant lor about 2rl vears atter the

Second \\brld War), Pinchas Zukerman

and ltzhak Perlman. Betu.een r9r6
and rclzz Clalamian rvas a stuclent of Auer'.s

disciple Konstantin \Iostras, and he rvas

rl.r, intluence.l lrv hi: sturlics in Iq:: '{
u'ith Lucien Capet, the authot of La teth.-

nique supy'rieure de /'archet (ryfi). For
(lalamian, the hey to technical proficiencv

is 'correlation', or mental control over

ph.vsical movement. In Princip/e.r he deals

broadlv u,ith the physical and psvchological
For lvan Galamian, mental control was key
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ENample 1 And example of a'half

Allegro non troppo
hb4

Example 2 Four kinds of shifting

IIIII III
3

Example 3 Three types of portamento:the'overslideithe'underslidel and

shift; where the thumb does not change the point of contact with the violin

Concerto in D major op.77, Brahms

Fit\f movemPnf

III
3

Fxample z[ Two examples of treeping fingeringi with downward extensions on the first and second fingers

Allegro ma non troppo

a combination of the two

III
(3) 3

III
3

III
(3)_ 3

Concerto in D major op.77, Brahms

First movement

and shifts involr-ing open strings, 'cleaner'

chromatic fingerings, new types of
extensions out of 'the frame', and also

'creeping fingering', which is based on

extensions or contractions and designed

to introduce inaudible shihing (example 4,

in which two alternative fingerings u.'ith

don'nr'vard extensions are given, on the first

and second fingers, and example 5, in rvhich
x represents half-step shifts, t an exiension

and * contractions). \\hen considering

lingering, students are consistently

encouraged to strive lor contextual

appropriateness, independence from

set patterns, and spontaneitv.

Galamian recommends the use of finger,

hand or arm vibrato, or a combination ofo

Example 5 Half step

Allegro non

shifts (*), extensions (t) and contractions (+)

troppo

2

the new positic,,n, ancl the 'half shift'
(exanrpie 1), n'here the thumb retains its

contact point r.ith the r.iolin neck but its

flexibility allorvs the fingers to straddle

pc,,sitions. \\-ithin those categories there

are also four kinds ofshifiing that concern

the linger (example 2): shifts rvith one and

the same finger; shifts beginning r.vith the

on-string finger and concluding rvith the

finger of arrival; shifting rvith the finger of
rrrir rl: and c\lqnding a finger into r ncu

hand position and subsequently moving

the hand in compliance. The speed of the

shiti should relate directly to the tempo,

accorcling to Galamian, and the borv mav

eliminate some of the potential sliding sound

via slor'ver and lighter strokes. Three types

of l)oftamento are also diff'erentiated

(exanrple 3): the'overslide', as laroured

by the French schor-rl; the 'underslide',

as prei'erred by the Russian school; and

a combination of the tr.vo.

Excessive finger pressure should be

avoided in clouble-stopping, suggests

Cialamian, and the fingers should not be

litie,l roo high inr rrills. Fingcring, rir.rir
should involve musical and technical encls,

but considerations ofsound and ex1>ression

should never be sacrificed for ease and

comfort. \\hile recognising the expressive

funcrion of porrrm.nto, Galamirn

acknowledges lefi-hand developments

such as increased playing in the even-

numbered positions, more semitone shifts
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