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Introduction

Learning how to play the violin well can be aidifit and daunting task that
requires years of dedication and hard work. Teaching thi& \8 no less of a challenge,
because the violin teacher must have a well organizethitey method and a multitude of
pedagogical materials to ensure the technical and musicabgewent of the student.
During the learning process, the teacher should introdhgcsttident to a variety of violin
techniques in order for the student to become an accdmgligolinist and musician.

The violin student learns and solidifies mankisfher fundamental techniques
during the intermediate level of violin study. The intediate level is defined as “the
level of skill development characterized by the learmhghifting, vibrato, and double
stopping in the left hand, and martelé, spiccato, andngjaf chords in the right hand”
(Duguid, 1988, p. 18). The intermediate level is a cripeailod for the violin student.
The study at this level should establish a higher dedrelonique and should remedy
any problems left from the elementary level (Hong, 1932).

Shifting (the sliding of the left hand to a neesition on the fingerboard) is one of
the most important techniques that the violin studenh$eduring the intermediate level.
The successful mastery of shifting opens new technical asecah possibilities for the
violin student, because the ability to shift into higherntpmss frees the student from the
bondage of the elementary level and serves as a spardyto advanced violin study.

A pedagogical approach is needed to enable thengoortary violin teacher to

teach shifting effectively and efficiently to the intextmate-level violin student. The



violin pedagogical literature abounds with different methanats recommendations on
how to teach shifting, but there is little research ckgeid exclusively to the pedagogy of
shifting. The main goal of this handbook is to presenstematic and comprehensive
pedagogical approach for the violin teacher in order tchtd@e technique of shifting.
The major components of this approach are organized inginally developed
handbook by the author, which contains a pedagogical sequathteazhing material.
This handbook is based on the author’s ownrtidggmn “A Handbook for Teaching

Shifting to the Intermediate-Level Violin Student” (Kama 2007).

Pedagogical Remarkson Violin Shifting

The purposes of shifting

1) Shifting extends the overall tonal range of the violin

2) It extends the tonal ranges of each of the fourgsri

3) It facilitates the playing of awkward passages and eligsnstring crossings

4) It opens the door to technical mastery on the violiough the knowledge of all the
positions and their fingerings

5) It relieves the tension of the left hand from baingstantly locked in®iposition
(especially during the elementary study of the violin)

6) It enhances the musical expression and interpretationusical passages

7) It makes the slide or portamento possible on thenvioli



Types of shifts
1) Same-finger shift (1-1, 2-2, 3-3, and 4-4 in an ascendidglescending direction)
2) Two-finger shift, which can be subdivided into:
a) low-numbered to high-numbered finger ascending or vigawEscending
(for example, 1-2, 1-3, 1-4, 2-3, 2-4, and 3-4 in an ascermtiiagtion)
b) high-numbered to low-numbered finger ascending or vicascending
(for example, 2-1, 3-1, 4-1, 3-2, 4-2, 4-3 in an ascendiregion)
3) Half shift (the thumb does not move from the origpadition while the hand and
fingers extend to another position, and then come battletoriginal position)
4) Retarded or delayed shift (the fingers extend or corttydbe new position, and then
the hand and thumb follow the fingers)
5) Shift from an open string (the hand shifts during the dadiman open string)
6) Shift between two strings (the old and new positisasa two different strings)
7) Substitution shift (shift to the same pitch with diffiet fingers on the same string or on
two different strings)

8) The portamento (the audible slide which is used $aaritistic effect)

The mechanics of shifting

1) The hand and fingers must slide smoothly

2) The hand, thumb, fingers, wrist, and forearm must ireredaxed and must move
together as a single unit (in shifting among the loweitjpms)

3) The hand shape must be maintained during the shift



4) The thumb must pass under the neck of the violin weaching the fifth position and
higher to allow the hand and fingers to maintain theapshabove the fingerboard
5) The speed of the shift must be controlled

6) The pressure of the shifting finger must be minimizecderstring

7) The speed and the pressure of the bow must be miiimhizéng the shift

8) The finger must remain in contact with the string dutihegshift

9) The hand should shift on the beginning finger in two-fingdtss(this rule is very
general and exceptions exist)

10) The left elbow must be mobile during the shift (th@wllmoves to the right in
ascending shifts and to the left in descending shifts)

11) Violin hold, balance, posture, and the use of propesacdes are crucial to the
execution of successful shifts

12) The role of the ear is paramount in shifting (thelwioation of aural, tactile, and

visual clues help the violinist to execute successfulsyhift

When to shift

1) Minimize the sound of the slide by shifting during a ratigr an open string, after a
harmonic, during the same consecutive notes, during staicotds, and after a dotted
figure

2) Employ similar fingerings for similar passages (liksaqguences)

3) Shift on strong or relatively strong beats (the conoéfithythmic fingerings”)



4) Employ shifts that ensure the smallest shifting distamoeder to affect a smooth and
unnoticeable slide (like shifting with one finger on the Istdip)

5) Use contractions and extensions in shifting to accompiigioth and secure shifts

Pedagogical sequence to teach shifting

1) Pre-shifting exercises to loosen the hand and to inteotthécentire fingerboard and
the basic shifting movement (for example, “Hand Shuft)in

2) Position exercises and etudes to consolidate thE &ee to learn the fingering of
each position without shifting (for example, playing esah one position)

3) Shifting exercises and etudes to develop the shifting mentand the smooth
connection among the positions (all shift types mushtleded like one-finger and two-
finger shifts)

4) Two and three-octave scales and arpeggios to furtheoldate position playing and
shifting

5) Musical repertoire to apply and refine the techniques sitipo playing and shifting

within a musical context



The Handbook

The handbook provides pedagogical material &mhiag shifting to the
intermediate-level violin student and organizes this nateto a pedagogical sequence.
The handbook contains musical exercises, scales, eamksriginal musical repertoire
created by the author to facilitate the learning of slgfaind position playing.

The creation of the technical and musicaleni@ in the handbook is based on the
following criteria:

1) No preference is given to one position over anotMénhenever possible, odd-
numbered and even-numbered positions are given equal érgatnthe material

2) All the main shift types are represented in the naltéshift to a harmonic, shift
during an open string, one-finger shift, two-finger shift, shith reversal of fingers,
substitution shift, and delayed shift)

3) Variety in keys, rhythms, articulations, bowings, poss, fingers, and strings is
emphasized in the material

4) Inclusion of non major/minor material such aswhmwle tone and octatonic scales in
order to accustom the student to some of the harmorgodae of the twentieth century
5) Emphasis on student-teacher collaboration in thaitegprocess (especially in the
last section of the handbook which contains violin déetshe student and teacher)

The handbook is divided into six major se®iwhich are pedagogically

sequential. Those sections are the following:



1) Review of first-position scales and arpeggios
2) Pre-shifting exercises
3) Position exercises and etudes
4) Shifting exercises and etudes
5) Two-octave and three-octave scales and arpeggiosdautble-stop scales)
6) Musical repertoire (in the form of violin duets)
Each exercise, scale, etude, or duet is arrangedonvenient way on one to three
sheets of paper in order to facilitate its use by the stehteacher in the classroom.
Photocopy right is granted to violin teachers and studembswould like to use the

musical material during the violin lesson.



Section One (Review of First-Position Scales and Arpeggios)

Before the intermediate-level violin student can belgastudy of shifting and
position playing, he/she should have a solid feel and kmigslef the fingerings of the
1% position. The following major and minor scales alkhwe student to review the finger
patterns in all the fundamental keys within the conffes' position (this section can be
skipped if the student demonstrates good intonation withposition). Those major and
minor scales are based on thenkhly scale system and are arranged in an ascending
stepwise fashion (for example, G-Major, G-Minor, Ajbta A-Minor, etc.).

Furthermore, a chromatic scale and two whole tonleseae included to familiarize the
student with the sound of those scales®ipdsition.

To refine the performance of the scales apégayios, the teacher can suggest to the
student the use of different bowings and articulatioks.an example, the scales can be
performed with the following bowings:

1) Detaché

2) Martelé

3) Legato

4) Staccato

5) Spiccato

6) Ricochet

In addition, the scales and arpeggios can be articulgtglaying one, two, four, or eight
notes within one bow direction. However, the scalast be performed proportionately

faster when more notes are played within one bow drect
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Section Two (Pre-Shifting Exer cises)

It is advisable to familiarize the violin studeth pre-shifting motions in the
elementary level of instruction (preferably within tivstfcouple of months of
instruction). The advantages of this approach have altezgly discussed in the
previous chapters. However, many violin students reachithheimediate instructional
stage with little or no previous experience with posiptaying and shifting motion.

The teacher should commence with the prewsipiixercises which are outlined in
the following pages. Those exercises are designecttstaen the left hand and fingers
to the whole fingerboard and to the actual shifting motibime exercises are based on
some of the “Action Studies” by Rolland (2000). They aeefollowing:

1) “Hand Shuttling” enables the student to experience tlignghmotion without

touching the string with the fingers and without using the.b@he teacher must observe
that the student maintains a correct hand shape whilengntive hand smoothly along
the fingerboard. The thumb of the left hand must padsnthe neck of the violin, after
arriving at the 5 position, in order to let the hand reach the highertiposi comfortably.
This exercise can be combined with finger tapping, left lpgzricato, or left arm
swinging to alleviate any tensions in the hand.

2) “String Polishing” provides the student with an opportutatgxecute the shifting
motion while touching the string lightly with one fingeFhis exercise can be performed
with and without the bow. When the student uses the tlemeacher should alert the

student to listen to the sound of all the harmonics tleapepduced by the shifting finger.
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3) “Matching Natural Harmonics” enables the student to Iméte sound of several
harmonics in the *Lposition with harmonics in the high positions. This eiser requires
more pitch specificity as opposed to “Hand Shuttling” andgifi§ Polishing” which do
not require the production of specific pitches. The ségmart of this exercise asks the

student to shift to the octave harmonic with the third anuitlh fingers respectively.



Hand Shuttling

Exercise 1 - Shuttle the hand and fingers along the fingerboard between first, middle, and high positions

16
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String Polishing

Exercise 1 - Polish the D string by lightly touching the string with the third finger and shuttling
from first position towards the high position and back without using the bow
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Exercise 2 - Repeat the previous exercise with the bow and listen to the resulting harmonics

Exercise 3 - Polish the string with the 4th, 2nd, and 1st fingers on the A, E, and G strings (with and without
the bow)
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Matching Natural Harmonics

Exercise 1 - Matching Harmonics
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Section Three (Position Exercises and Etudes)

The purpose of position exercises is to accusterteft hand and fingers to play
within each of the first eight positions (without amyftsng). The main goal is to
consolidate the feel of the positions in the hand argpkfs and to learn the fingering of
each individual position.

The following two exercises “Finding Third Postti@llow the student to locate
the notes of the8position on each individual string by comparing the sourtiehotes
in 1% position with the same notes iff Bosition. Later, the four strings are combined to
produce a two-octave major scale, which is played épiirehe 3° position.

The two exercises are written in the key€-dflajor and D-major to provide
different finger pattern possibilities within®$osition. The teacher must alert the student
to the finger pattern on each string (the successitwalbfind whole steps) in order for
the student to successfully perform the exerciseis. egpecially important for the
student to be aware of the location of the half stepamh string (the student must know

which two successive fingers play the half step).
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Finding Third Position (C-Major)
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Finding Third Position (D-Major)
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The previous two exercises have introducedttitest to position playing for the
first time through the study of th& ®osition. However, the remaining position
exercises will give no preference to one position avether.

The following exercise “Transposing a Melodgdiment” asks the student to
transpose a short melody through eight positions. stient should firmly establish the
intonation and the finger pattern of the melody intfi@osition, because the same
melody will be transposed to the higher positions by udiagame finger pattern. The
teacher can suggest to the student to softly test thel @duhe beginning note of each
new position in order to establish a correct hand placemvithin that position (some
beginning notes can be tested with open strings, som@mbetes can be tested with the
octave harmonic, and other notes can be tested Wilodition notes).

The teacher must observe that the studemntanas a correct hand shape in all the
positions (the thumb must pass under the neck of the tter approximately the's
position). The student must observe the relatively @sang distance between the
fingers with each successive higher position. In additiee teacher can suggest to the
student to keep his/her first finger down in each positiareate a firm foundation for

the left hand fingers and to establish a more secureatitm.
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Transposing a Melody Fragment
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The following exercises present one-positiojpmand minor scales (up to eight
positions). The first two exercises “One-Position &sah Major Keys” and “One-
Position Scales in Minor Keys” use the same fingetepatwhich is established in th& 1
position in order to play the other scales in the higlositions. The student should
especially pay attention to the melodic minor sgaddesause the descending finger
pattern is different from the ascending pattern. Ale,student should notice the
decreasing relative distance between the fingers wah ®accessive higher position.

The last three exercises feature one-passoales that are played entirely within
one key (G-Major, G-Minor, and Ab-Major). Unlike thest two exercises, those
exercises feature a changing finger pattern in everyipoghecause the same key is
used throughout one exercise). The student should oliberebanging location of the
half step on every string and within every position. aAsedagogical aid for the student,

the teacher can mark all the half steps with thedtef§ sign.
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One-Position Scales in Major Keys
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One-Position Scales (G-Major)
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The following exercise “Stretching to the HarneaniThird Position” features a
fourth finger stretch to the octave harmonic withfh@®sition. Stretching with either the
first or fourth fingers can be done within any positiod an any string. This technique
increases the tonal range of an individual positionautiiesorting to shifting. The
following exercise allows the student to practice shietgto the octave harmonic on
each string, and then to combine all four strings Wwadctave scale. Also, the teacher
can create similar exercises for the student to sttt first or fourth fingers within

other positions (¥, 4", 5" etc.).
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The following two exercises “Chromatics inedPosition” and “Double Stops in
One Position” allow the student to further refine hisfhesition playing technique. The
performance of chromatic passages requires the usecafssine half steps with a
horizontal finger movement (1-1, 2-2, 3-3, and 4-4). Th&n important skill that must
be mastered by the violinist within every position.

Double stops are executed by placing the fingen($jvo strings simultaneously
and applying an equal bow pressure on the two strings. ThWosexercises provide the
student with an opportunity to practice chromatic passageéd@uble stops within the
first five positions on all the strings. The teacheamn suggest to the student to keep
his/her first finger down within each individual positiandreate a solid foundation for
the left hand fingers and to establish a secure intanatiany notes can be tested with

open strings or string harmonics).
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Double Stops in One Position

Play on the D and G strings throughout (do not lift the first finger)
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The following material features short etudeth@n?®, 3¢, 4" 5" 6" and 7'
positions created by the author for further refinemeposition playing. The purpose of
the etudes is to give the student an opportunity to devebbp@ly the learned
techniques within a semi-musical setting (etudes can hghhof as occupying a middle
location between pure exercises and musical repertoire)

The following etudes incorporate scale passagesy@io passages, chromatic
lines, broken-chord figurations, string crossings, and fisgetching. The first note of
each etude is tested with &osition note or with an open string. The teacher can
suggest to the student to keep certain fingers down to pramidechor for the other
fingers. In addition, roman numerals are used in theestto designate the violin strings
(1, 1, 11, and V).

Also, the violin student can further develop leisffosition playing technique with
the following suggested etudes and exercises:

Sixty Sudies Op. 45 by Wohlfahrt, book I, etudes No. 31, 32, 33, and 34

Fifty Easy Melodious Sudies Op. 74 by Wohlfahrt, book II, etudes No. 26, 27, and 29
Sudiesfor Violin Op. 32 by Sitt, books Il and IV

24 Caprices by Rode, etudes No. 3, 9 (the Allegretto), and 10

School of Violin Technics Op. 1 by Sewik, part II

The School of Violin-Technics by Schradieck, book | (selected exercises)



36

Etude in Second Position

Rami Kanaan
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Etude in Fourth Position

Rami Kanaan
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Etude in Sixth Position

Rami Kanaan
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Section Four (Shifting Exercises and Etudes)

Shifting exercises provide the violin student witfopportunity to experience the
mechanical, tactile, and aural aspects of the shiftiogom As previously discussed,
shifts can be categorized into several major types depgeod the fingers that are being
used or the actual details of the movement (for exarople-finger shift, two-finger shift,
delayed shift, etc.). Each shift type requires its satnof exercises to train and develop
the unique characteristics of that category. The nexietxercises introduce the student
to shifts to the octave harmonic and shifts from an @prmg, respectively.

It is beneficial to introduce the violin studenmthe shifting movement by using
shifts to the octave harmonic. This type of shift requadight touch and minimum hand
and finger tension while playing the harmonic. Furtherntbweshift to the octave
harmonic provides security and stability for the developingnist, as it is much easier
to shift and locate the octave harmonic than to shifi@rate non-harmonic notes.

The first exercise “Shifting to the Octave idanic” is divided into four segments,
which cover the four strings respectively. Each segnsecomprised of two lines: the
first line employs shifts to the octave harmonic witlo different fingers (1-4, 2-4, and
3-4); the second line uses same-finger shifts to the harrfbiic2-2, 3-3, and 4-4).

In the second exercise “Shifting from an Opem&” the hand shifts to the next
position during the sound of the open string. This typdidifis also a good introduction
to the shifting motion, as it does not involve the acsliding of the finger on the string.
The student can concentrate on the shifting motion ofizinel without the added

difficulty of sliding the finger on the string (lesard and finger tension).
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Shifting from an Open String
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The following exercise “One-Finger Scales'tiieas one-octave major scales
played on one string by using the same finger. The eretais be a good introduction to
the sliding motion of the finger, as it involves a sdilidyer pressure on the string.

The teacher should observe that the studaintams a correct hand shape while
shifting (the thumb passes under the neck affgsdsition). The teacher should also
alert the student to the succession of the half and/iode steps of the scale in order for
the student to estimate the shifting distance from obe to the next. As a pedagogical
aid, the teacher can label all the half steps witth#iestep sign. Furthermore, the scales
can be performed in all the major and minor keys byipipgn each of the four strings

and by employing each of the four fingers.
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One-Finger Scales
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The following exercise “One-Finger Shifting Eoiees” employs same-finger shifts
that outline melodic intervals (from the intervaltbé second through the octave), which
are played on one string. The student must pay atteiotkbre smoothness and speed of
the shift, while maintaining a correct hand shape througheuwhift. The teacher should
constantly remind the student to keep a relaxed left hantbariegeck for any excessive
tensions (for example, a tense thumb or first finger @bstruct the shifting motion with
an excessive pressure on the violin neck).

It is important that the student masterdaliewing exercise, because one-finger
shifts are the basis for all the other shift typeschEexercise can be practiced in the
following two ways:

1) Legato (as written)
2) Martelé (without slurs and with slight separation@stn the two notes of the shift)

Each segment of the exercise can also be startéddm 2° position.
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One-Finger Shifting Exercises
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The following exercise features two-finger shiftts this case, the student shifts
between two different fingers (1-2, 2-3, 3-4, 1-3, 2-4, and ih-dh ascending and
descending direction. The student should observe therssmaeks outlined in the
previous one-finger shifting exercise.

Each segment of the exercise can be peactidth the “disappearing intermediate
note” technique as outlined in the actual exercise sh@éits.use of the intermediate note
in the practice of two-finger shifts is very useful, hesmit accustoms the student to
always shift on the beginning finger. The ending fingeretyefalls in place when the
hand reaches the new position.

Each exercise can be practiced in the faliguwo ways:

1) Legato (as written)
2) Martelé (without slurs and with slight separation@stn the two notes of the shift)

In addition, each exercise segment can be startie i or 3¢ position.
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The following two exercises feature shifting vatheversal of fingers. This type of
shift is used in stepwise scale-like passages (for examgl@ft from the second to the
first finger in an ascending direction or a shift frdma second to the third finger in a
descending direction).

The first exercise “Shifting with ReversalFohgers” develops this shift type on
each string. To execute the shift in the ascendingtdire the beginning finger must be
substituted with the ending finger during the shift. Howetrex hand must shift on the
beginning finger in the descending direction (like in twagér shifts). Each segment of
the exercise can be started i @ 39 position.

The second exercise “One-String Scales'gsa application of the shift with a
reversal of fingers. Those one-string major and m&gates start from an open string,
from the first finger in T position, from 2 position, and from "8 position. In addition, a
one-string whole tone scale is also included. Theesadlould be played on each of the

four strings to experience the shifting motion on eadividual string.
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One-String Scales
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The following exercise features two distingtety of shifts: substitution shifts and
delayed shifts. A substitution shift is a shift to thene note but with a different finger
(sometimes on a different string). In a delayed sth#é,finger stretches to the new
position before moving the hand, and then the hand and tfalloly. This type of shift
allows for a smooth and unnoticeable execution of the Ishifisually connecting two
adjacent positions. The delayed shift can greatly exffatechnique of the violinist

and it should be assimilated into his/her practice routine.
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The following “Exercise for all Shift Typesals the student to practice all the
fundamental shifting categories within one exercise. sthdent should observe all the
previous remarks pertaining to each shift type.

The next etude “Shifting Etude in G” can retine shifting technique of the student
within a semi-musical setting. The first phrase ofdhele uses alternating shifts
between T and & positions and shifts during an open string. The secondghises
shifts between®iand 2 positions. The third phrase uses shifts betwéeantl 3’
positions without the use of open strings. Finally, 8s¢ phrase uses the first three
positions in a sequential pattern to execute descendirgtlgaafigurations.

In addition, the violin student can further depéhis/her shifting technique with the
following suggested etudes and exercises:

Elementary and Progressive Sudies by Kinsey, sets Il and 11l

Fifty Easy Melodious Sudies Op. 74 by Wohlfahrt, book Il, etudes No. 30, 36, 41, and 45
Introducing the Positions by Whistler, volumes | and 11

Elementary and Progressive Sudies by Kayser, etudes No. 13, 17, 26, 27, 29, and 31
Sudiesfor the Violin by Sitt, books 11l and 1V

Twenty-Four Exercises Op. 37 by Dont, etudes No. 2, 3, 11, 16, and 18

Melodious and Progressive Studies by Mazas, etudes No. 7, 9, 20, 31, 35, and 38

School of Violin Technics by Sexik, part 11l (shifting exercises)

Shifting the Position and Preparatory Scale-Studies Op. 8 by Sewik

42 Sudies by Kreutzer, etudes No. 2, 11, 12, 26, and 30

24 Caprices by Rode, etudes No. 2, 5, 6, 7, 11, and 21
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Exercise for all Shift Types

Rami Kanaan
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shifts with reversal of fingers
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Shifting Etude in G

Rami Kanaan
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Section Five (Two-Octave and Three-Octave Scales and Arpeggios)

Scales and arpeggios are the daily bread of the viglmstiuse many technical
benefits can be achieved through their continuous pradtiagher development and
refinement in the techniques of shifting and position plagany be accomplished by
practicing scales and arpeggios (including scales in doulgs)stoa variety of keys,
rhythms, and bowings.

The following selected two-octave major andanscales and arpeggios are based
on the Himaly scale system. Those scales are arrangedinal@ af fifth progression
(for example, C-Major and A-Minor are followed by Gjoraand E-minor) and include
scales up to four sharps and four flats. In additiomjoadctave chromatic scale is
included. The teachers may employ the suggested fingeninge dis/her own
fingerings. In addition, the teacher can suggest to tltest to play the scales with the
following bowings:

1) Detaché

2) Martelé

3) Legato

4) Staccato

5) Spiccato

6) Ricochet

The scales and arpeggios can also be performed witHdwm or eight notes in one bow
direction. However, the scales must be performed ptiopately faster when more

notes are played within one bow direction.
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Two-Octave Scales and Arpeggios
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The following exercise presents selected amave scales in double stops (thirds,
sixth, and octaves). The fingers which play the double stast be placed on the two
strings simultaneously and the bow must apply an equaymeesn the two strings. The
student can use the open strings to check the tuning of més/indhe double stops.
The previously discussed shifting principles apply to shifimdauble stops. The only
difference is that two fingers must execute the shifiultaneously instead of a single

finger.
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The following exercise features two-octave lione and octatonic scales and
their respective arpeggios. This exercise gives thenstlident an idea of the fingering
and sound of those types of scales. The whole tohe ecgloys the delayed shift type
in the following way: the first finger moves a halfgterward before the hand and
thumb on each string in the ascending direction, vesetiee fourth finger moves a half
step downward before the hand and thumb in the desgeddection (the hand and
thumb follow the fingers).

The octatonic scale uses a unique pattern ohatteg whole and half steps.
Sometimes, this scale requires the use of the salcalgf position” in order to
articulate the notes with each of the four fingersd@sonstrated in the exercise).

The next exercise “Whole Tone and Octat@mths” demonstrates the preferred
fingerings utilized to perform double-stop sixths which arevddrfrom the whole tone
and octatonic scales. The whole tone sixths rego@eise of the following alternating
fingerings: %2 and %. The teacher should pay considertiblgian to the intonation of
the sixths after the shifts, as it might be diffidolr the student to hear the correct
intervals and estimate the correct shifting distaneasg(fient tuning of the double stop
notes with open strings is recommended). The fingeanthe octatonic sixths can
benefit from the use of half step shifts played with shme fingers (as demonstrated in

the exercise).
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Whole Tone and Octatonic Scales
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Whole Tone and Octatonic Sixths
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The following exercise presents selected najdrminor three-octave scales and
arpeggios, which are based on théntaly scale system (up to three sharps and three
flats). In addition, a three-octave chromatic sisiacluded. The ability to perform
three-octave scales and arpeggios accurately is antempstep in the learning process
of the intermediate-level violinist, because the gbib play and shift within the higher
octaves is a crucial step towards advanced violin study.

The teacher can use the suggested fingerings loerhasin preferred fingerings
(roman numerals are used to designate the violin stringsddition, the teacher should
point out the similar fingering of the major and mincales above and including Bb-
Major/Minor. The student can also perform the scai#is the previously suggested

bowings and articulations.
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Selected Three-Octave Scales and Arpeggios
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The following exercise “Scales in FingeredaWes and Tenths” can be considered
as a sequel to the previous exercise “Scales in Third$, &ixd Octaves.” The current
exercise can further refine the violinist’s technique amupht closer to the advanced
level. The performance of fingered octaves and teetsines the stretching of the
fingers beyond their “traditional” position confinemefthe student should observe to
keep the hand and fingers relaxed during the stretch asasymdssible. When
performing tenths, the student should estimate the shdigignce from one double stop

to the next by knowing how far each finger must travéiglh step or a whole step).
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Scales in Fingered Octaves and Tenths
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The final exercise in this section presemtsd-octave whole tone and octatonic
scales. The two forms of the whole tone scaleezsented (scales beginning on G and
on Ab respectively). The three forms of the octateomle are also presented (scales
beginning on G, on Ab, and on A respectively). Thosdesccan provide a further
refinement in the violinist’s shifting technique and eamiray skills.

In addition, the intermediate-level violinean rely on the following scale books for
further practice:

Two Octave Scales and Bowings for the Violin by Susan Brown
Scale-Sudies by Hrimaly

Scales for the Advanced Violinist by Barbara Barber

Scale System by Flesch (selected portions)

Contemporary Violin Technique by Galamian and Neumann (selected portions)
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Three-Octave Whole Tone and Octatonic Scales

G-Whole Tone

Ab-Whole Tone
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