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I.

T is only in recent years that the problems of violin technic have been
given more careful consideration than was formerly thought nec-
essary. Itis true that directions for overcoming certain technical diffi-
culties may be found in the many schools of violin playing, but
they rarely touch the essence of the difficulty, and usually neglect

entirely to analyze and separate a difficult passage into its simplest forms. The

number of works which treat only of violin technic is small in comparison to
the great number of theoretical works at the disposal of the pianist. This may,
in part, be due to the more difficult and complicated movements necessarily
connected with the playing of the violin, the holding and supporting of which
alone result in complications of the technical apparatus which do not exist in

the case of the piano or ’cello.

The playing of either of these instruments permits of a hanging position
of the arms, and the movements of playing do not make such great demands
upon the strength of the player.

Although the movements of playing the piano are comparatively simple,
they are considered of special importance. In fact, they form the basis of the
method of a master,

In playing the violin, the problems of technic are made more complicated
by the fact that each arm performs a different function. Naturally, a large
number of treatises give attention to the problems of bowing and of the left hand.
It is strange that one function of the left hand, and the most important one,
has rarely been mentioned. In the following, I wish to call attention to a point
which is of the greatest importance to the whole technical apparatus employed
in playing the violin. I will say at once, however, that we are concerned here
with a purely technical problem, and not with the interpretive side of playing,
nor with the declamation of an art work. We will discuss here only those
functions and conditions which enable us to express what we feel through the
medium of beautiful tone.

It is time that we finally determine what belongs to the spiritual side of
music, and what, in contrast thereto, belongs alone to the technic of playing.

First of all, from my personal experience, the following :—

Very many violinists, pupils and amateurs, complain that even when they know
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or can imagine how a piece of music ought to sound, they are unable to play
it with the desired beauty of tone. Such a player, for example, might possess
sufficient technical equipment and the necessary powers of interpretation to play
a Mozart Concerto without, however, being able to satisfy fully the demand for
artistic expression which he makes upon himself.

What is the difference, then, aside from interpretation, between the artist
and the amateur?

The playing of an artist “sounds” always, and at all times. It differs es-
sentially from the playing of others who strive in vain for artistic perfection, in
one point, in point of quality. It is not, as most people seem to believe, the
greater technical facility to which the finish of his playing is due. There are
amateurs who astonish by their playing of Paganini Caprices. They apparent-
ly do everything, but in reality, nothing. It is only astonishing that such diffi-
culties can be overcome even in such an inadequate manner. Were it a mat-
ter of technical facility alone, they too, with their limited knowledge, would tv
able to arouse enthusiasm. On the other hand, an artist like Burmester is able,
with unassuming little pieces, to hold the attention of an audience for a whole
evening and make a deep impression upon his listeners. For very many lay-
men, the enjoyment of an evening in a concert hall reaches its climax when
a great artist is induced to play a simple little encore piece. Could the artist
with a prodigious technic interpret simple pieces perfectly, then all players who
perform technically difficult tasks should be able to charm with simple means.
This, however, is not the case.

I would here again emphasize the point which many accept as a mat-
ter of course, and of which so few seem to realize the full significance:—finish
in playing does not necessarily come from agility of fingers acquired by techni-
cal study. I maintain that the quality of a performance is never the result of
technical work. A certain amount of finish is noticeable in the playing of those
beginners whom we are accustomed to consider specially talented. The gen-
eral belief is that the tonal finish of their playing will improve as their technic
develops. This is a great mistake!

Let us here depict the diseased condition, to use an inelegant expres-
sion, of a violinist who, starting with these false conceptions, exerts himself
to the limit of endurance at his studies, but who never arrives at any degree
of successful result. Of him it might justly be saidi—- “Jubilant unto Heaven—-
sad unto death.” He studies faithfully, and in many respects a certain degree
of progress is apparent. Nevertheless, he is not entirely satisfied with his own

playing. in comparison with others upon whom he looks as more highly favored
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in point of talent, he finds his own work crude and lifeless. He feels that a
certain something is lacking in himself which seems to be natural to others.
This extra something, which can be but some trifling thing, but which consti-
tutes the very essence of musical delivery, he searches for here and there, calls it
inspiration, soul, without being able to satisfactorily define the thing that he is
in search of. At last, one day he feels that he has found it. Itis there. He
can do everything. Each passage so carefully practiced, responds lightly and
without effort, and his tone is possessed of uncommon brilliancy. It seems to
him that the time has come when his arduous efforts are to be crowned with
success. That he might be heard now! The next morning however, he makes
the discouraging discovery that the old conditions still exist. His fingers, which
yesterday seemed to go of themselves, today refuse to operate in the same master-
ly manner. His playing again lacks brilliancy and repose. The whole work must
begin anew. Most people, following a false train of thought, now say to them-
selves that a fortunate mood or disposition had, for the time, removed certain
hindrances; hence the apparent optical, or more correctly speaking, auricular
improvement in his playing! Mood, indeed! Unfortunately the player's mood
is rarely, if ever, to be depended upon. The erratic reasoning is continued in
the hope that all this will be permanently corrected by increased technical facility.
I have never seen this hope realized.

Violinists of recognized artistic ability must often struggle against indis-
position. At times they are even at the mercy of what they call indisposition.
Their in many respects masterly command of the fingerboard is at times de-
stroyed by influences which they cannot explain. They lose confidence in their
own ability. Although their musical taste prevents them from playing badly,
only in comparatively few cases do they ever reach that degree of absolute
finish which distinguishes the playing of the really great virtuoso. They turn
to all manner of expedients in trying to free themselves from these “hindrances.”
Thus, recently many have tried massage, and not without beneficial results—
the reason for this I will mention later—but whatever they do, they still fail to
reach that degree of perfection which characterizes the real virtuoso. Even he
may suffer at times from indisposition, but heis usually in form. Rarely indeed
is he really indisposed. The exception but proves the rule. The concertizing
virtuoso, who performs here today, and tomorrow elsewhere, cannot afford to
be often indisposed, thereby imperilling his reputation, perhaps to the extent of
ruining his whole career. Is this state of “perpetual preparedness” a sign of
extraordinary violin talent?

Allow me here to call the attention of teachers to a phenomenon which

at first glance seems possible of being explained by the fact that different pupils
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possess different degrees of talent. Certain pupils, considered talented, play well
from the beginning. Often the playing of pupils materially improves as soon 23
they attemnpt to play “with feeling.”

Talented pupils may be divided into two groups. The playing of one
group varies; today it is good, but at other times, not so good. As regards
tone quality, it is uneven and the left hand uncertain. The playing of the
second group, on the contrary, is very even always, and one is never un-
pleasantly surprised by the appearance of indisposition of any kind. They take
up the violin and their playing “sounds.” They may have practiced but little,
but the comparatively good quality of their work never seems to suffer, even
when their technic is inadequate. We listen to them with more pleasure than
to others who possess greater technical facility. Whatever they play, they give
the listener a fair idea of their ability, even when playing something that is tech-
nically beyond them. How is this to be explained ? What is it here that satisfies,
even astonishes, the listener? Is it the manifestation of emotion?

For the present we leave these questions unanswered and, by way of
comparison, look into the process of evolution of the great artist. As a child
he, too, charms his listeners, even before his technic is thoroughly ripened; that
is, his playing, from the beginner's stage, is already stamped with the quality
of artistic finish. I quote here a few sentences from the Rode-Kreutzer-Baillot
Violin School which help to illustrate the essential characteristics of this quality
of artistic finish. The author speaks of the different character of tone of vio-
lins, and continuing, says: “but aside from this pliant, peculiar sound of the
instrument, there is still another tone which the individual emotion of the musi-
cian begets. This tone is so characteristic that the same violin, played upon by
two different musicians, appears not to be the same instrument. Even before
the theme is ended, and before the listener is able to comprehend the idea of
the composition, this tone fastens itself upon his senses and stirs his emotion.
The first tone is to the ear what the first glance is to the eye; in it lies the
magic power of the irresistible charm and of the deep indissoluble impression.
Paganini's tone and that of Tartini are still so clearly remembered that one is
well able to distinguish the individual character of each. For a long time Viotti's
expressive tone has been silent, but its hold upon us is such that it will never be
forgotten. Imperishable is its imprint, which lives in the memory as in the
heart. To acquire a beautiful tone, the pupil should prepare himself by the
given mechanical exercises. Beauty of tone begets emotion, and deep in his
own soul the pupil discovers the spring from which he draws the power to stir

the souis of others.”
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“Even before the listener is able to comprehend the idea of the com-
position, this tone fastens itself upon his senses and stirs his emotions,” etc,
Here we find exactly what I said above: the intellect plays no part in the matter.

The tone! “Beauty of tone begets emotion; and, deep in his own soul, the
pupil discovers the spring from which he draws the power to stir the souls of others.”
I desire to call particular attention to this last sentence. First of all, the author
rightly states that the tone, more than anything else, takes hold of the listener
and keeps him under its spell. That is precisely what I would again empha-
size here, namely:—Sound, particularly beautiful sound, is the most important
factor of the art of playing the violin. All players strive for the beautiful tone.
Perhaps more or less conscientiously, each one endeavors to make his technic
“sound.” The beautiful sound, the so-called fine, soulful tone—that is the es-
sential characteristic of the whole art of delivery. I remember the playing of a
pupil whose technic was not extraordinary, but who played a Mozart Concerto
with such a rich, full tone that he completely captivated his audience. Our
author continues, “deep in the soul, etc.” The soul of the artist, then is reflect-
ed in the tone. This sentence contains a grave error, a fundamental error,
which offers opportunity for the most preposterous conclusions. Rightly inter-
preted it becomes but a half-truth. If the tone, here considered of such great
importance, reflects the soul, then the beautiful tone should reveal a noble and
deeply sympathetic nature. And since so very many violinists play “with feeling,” I
should like to ask the psychologically not uhinteresting question: Is it really true
that violinists generally possess more nobility of character than other people?
For my part I cannot believe this, for it has been my experience that persons
with the crudest natures may sometimes play in a most deeply affecting manner.
And every teacher will have found that some pupils, in whom not a trace of
a deep or sympathic nature is to be discovered, often play with beautiful
tone, while others, on the contrary, possessing all the exceptional qualifications
of a soulful nature, are not able to find adequate means of expressing upon
their instruments what they inwardly feel. Now how does the matter stand
between the soul and tone? Is the beautiful tone something which must be
sought “deep in the soul?” What creates individuality of tone? My answer is:-
The tonc is beantiful when correctly produced: il is not an expression of the soul,

I do not dispute, however, that tone is individual. Wilhelmj's tone and Sara-
sate's tone differed essentially. Yet both charmed the world with beauty of tone
A large number of works upon the supject of beautiful tone have appeared,
cffering the student all manner of nonsensical methods for acquiring it. Nobody
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will dispute that Flesch, Burmester, Ysaye, Marteau and Wittenberg, for ex-
ample, each have a beautiful tone. In the case of Sarasate we see that it is
not necessary to add the attribute “large.” Nevertheless, Sarasate’s compara-
tively weak tone sounded just as distinct and full in the farthermost corner of
the large Philharmonic Hall, as in the immediate vicinity of the stage. This
“small tone”’ must have possessed extraordinary carrying-power. The quality
common to the tone of all great artists is beauty. How may we then deter-
mine—this is our main question—wherein lies the difference in character of tone?
Let us imagine that we hear one after the other of the great artists draw his
bow across the open strings of his violin. Could we in an adjoining room
distinguish one player from another? At best we might be able to tell Wil-
helmj from Sarasate, because the tone of one would be stronger than that of the
other. This, it is plain, is only a dynamic difference. Should all play equally
piano, then every possible difference would be completely removed. This fact
has been confirmed by prominent scientists. Nevertheless, the playing of one
artist differs from the playing of another artist—aside from difference of inter-
pretation—only in one respect, and that is in foze. We have just seen that
on the open strings, the tone of one artist is not distinguishable from that of
another. Individuality of tone can arise only when the fingers of the left hand
are placed upon the strings. These fingers vibrate. They vibrate differently.
Difference in vibrato begets difference in tone. The reply to this will be that
these facts have long been known, but has the importance of this apparently in-
significant little movement, in its bearing upon the action of the left hand and
upon the work of the right arm, been fully realized? Are we to believe that the
vibrato of every famous violinist is correct, even when the effect is different?

The answers to these questions are in no respect simple. Far reaching
as they are, they make clear the devious and erroneous paths into which
some in the past have been led, because of a false conception of the functions
here discussed.

In the following chapters I quote instances from various works which
appear to have important bearing upon our problem. From more than 100
works at my disposal, only the Joachim-Moser School and Tottmann’s “Book-

let on the Violin” touch the heart of the subject.
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I. Leopold Mozart: “An Attempt at an Elementary Violin School.”

(Augsburg, 1756) Chapter V.

How to bring forth a good tone from the Violin by skillful manipulation of the Bow.

q .

“It may appear to some that the present discussion is introduced in the wrong place, and
should preferably have been inserted in the beginning, in order that the pupii might become skill-
ful in bringing forth a pure tone at the same time that he is learning to hold the violin. Still,
when one considers that in order to play the beginner must necessarily learn to draw the bow,
and further, that he has enough to do to correctly observe all the prescribed, necessary rules,
and with great pains must give his attention, first to the stroke, then to the notes, and to the
time, and to all the other signs, I am, I believe, not ‘to be blamed for having postponed this

discussion until the present time.

q 2

It has already been mentioned above that the violin should from the beginning be strung
with thick strings, that, with firm pressure of the fingers and a forcible retention of the bow,
the muscles become hardened and a powerful, masculine stroke is thereby acquired. For what
sounds more insipid than the playing of one who, lacking the confidence to properly attack the
instrument, barely touches the string with the bow (often held with but two fingers) producing
thereby a sort of artificial whisper, so that only a note here and there can be heard, and all is as
indistinct and veiled as in a dream. Therefore, use heavier strings; try also, when using force,
to produce a pure tone, whereby a division of the bow into its strong and weak parts will be of
great value,

q 3.

Every forcibly attacked tone is precedea by an almost imperceptibly weaker sound. Other-
wise it would not be a tone, but an unpleasant and unintelligible noise. This weakness is also to
be heard at the end of each tone. One must learn how to divide the violin bow into its strong
and weak parts, and by means of an even pressure, produce beautiful and effective tones.

q 4.

Let this be the first division: Begin the up or down stroke with an agreeable softness of
tone; increase the tone by a scarcely perceptible and gradual pressure; apply the greatest
pressure at the middle of the bow, and modify this by gradually relaxing the pressure, until, at
the end of the bow, the tone becomes inaudible. This must be practiced slowly and with as
much retention of the bow as possible, so that one may be able, in an adagio movement, to hold
a long, pure and delicate tone. It is similarly most effective when a singer holds a long, beautiful

note without taking breath, and alternates between soft and loud. Here it must be especially
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noticed that with soft tones the fingers of the left hand may be loosened and the bow moved from
the bridge toward the finger-board; but with loud tones. tne fingers must press the strings firmly
and the bow move nearer the bridge.

q s.

In this first part particularly, as in the following, the fingers of the left hand should make =
slight, slow movement, not sidewise, but forward aid backward, alternately toward the bridge
and scroll of the violin; with light bow-pressure, slowly, and with stronger bow-pressure
quicker.”

Here follow a large number of paragraphs upon dynamics and expression.

Chapter XII.

“All depends upon good execution. Daily experience confirms this fact. Many an embryo
composer is charmed and flattered upon hearing his works performed by a good player who is
able to make effects and lend character to the music of which he himself had never dreamed; thus,
by good performance alone, the player makes the whole miserable inanity at least bearable. And
who has not often heard the best compositions so miserably executed that the composer had
difficulty in recognizing his own works.”

N1084
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II. “The Duties of an Orchestra Violinist,” by
Johann Friedrich Reichhardt (Berlin 1776).

I. A good, full tone.

“A good tone is produced as follows: have each finger in the exact place — not a hair too
high nor too low; let the pressure of the left hand be as firm as possible; draw the bow in a
straight line, not too near the bridge, but not too far away; hold it firmly, but do not press
too forcibly against the string, so that all the hair and not, as is commonly the case, the side-hair
only touch the string; and do not let the bow always rest upon the strings, particularly where,
as we shall presently see, it is permissible to withdraw it.

Reasons: It is not only necessary on account of pure intonation, to place the finger in the
exact spot upon the string, but particularly so in order to obtain a fine, clear, full tone. The pitch
of a tone may be correct even to the finest ear, yet an ear that is able to distinquish quarter tones
and even the eighth and sixteenth part of a tone cannot hear the thirty-second and sixty-fourth
part of a tone, when perhaps only the one-hundred-twentieth part is lacking to make the stopped
tone clear anu full, which is the case only when the vibrations are perfect.

That the pressure of the left hand should be as firm as possible, is necessary because the
finger, by shortening the string, fixes the limit of vibration, and should this not be perfectly cor-
rect the tone will be impure. The bow should not be drawn obliquely, as the tone will whistle;
it should not be drawn too close to the bridge, because there the tension of the strings is greatest,
and if, in order to vibrate the strings strongly, exceptional force is applied to the bow, especially
when the string is at its entire length, a disagreeable, jarring tone will result; but it should
not be drawn too far away from the bridge, because then the force of the bow will not be in the
same relation to the tension of the string.”

He gives further directions and continues :

“These are all unimportant details to the pupil who can perhaps only play a simple minuet,
yet famous virtuosi often stop incorrectly, to a fine ear, and scratch and whistle with the bow,
and therefore have a poor tone. Nothing is more rare than violinists and violoncellists who pos-
sess a fine tone. The true cause is given in the first directions. Pupils are not made to play

scales enough, if at all.”
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ITI. Dexterity and Certainty in Placing the Fingers.

This point is of pre-eminent importance, yet it is the least thoroughly considered. The en-
tire instrumental cantilena depends upon it. (In what way, the author does not explain; he

speaks only of “Moving the fingers through various positions.”)

Froehlich: Violin School.

Lo attain a beautiful, singing tone, the author confines himself to the rules for bowing.

Karl Courvoisier: Violin Technic. (Cologne, 1878.)

“ Furthermore, let us dispense with another extreme remedy for an extreme case, even if
sanctioned by habitual use; I refer to the shaking of the finger. The wavering of a finger means
uncertainty of pitch; only when this uncertainty is so trifling as to barely be noticeable in a
consonant harmony does it relieve the tone of stiffness, and give the impression that the player
is a person of feeling. The shake has really no more effect than that, for when too distinct and
quick, the tone sounds nervously excited and has a nervous, exciting effect upon the ear, rather
than a soothing one, or the tone wails and whines so that the listener is at a loss to know whether
to laugh at or sympathize with the player. The whole real power of expression lies rather in
the stroke of the bow; primarily in an intelligent accentuation, producing rhythmic clarity, and
then particularly in the increase and decrease of tone power.”

Piedohl: “How to Acquire a Large Tone and Expression in Playing.”

“Next to a finished technic, large tone and expression in playing are the ideals of every
violir‘\ist; they are not the gift of Heaven, only bestowed upon genius, but they are the result of
studious observation, proper position of the violin and correct bowing. With thorough study,
success in these two chief essentials of playing will not be lacking.”

Kross.

“So that he may now direct his attention to acquiring a truly beautiful tone. Tone-colors,
the nuances from pianissimo to fortissimo, are in music what the arrangements of light and shade
are in painting. By these means, in an adagio as well as in the cantilena generally, the violinist
makes his greatest effect.”

Directions for bowing fallow.

Joachim-Moser: Violin School.

“It is of fundamental importance that the musical imagination of the pupil be fostered from the
beginning. Tartini said: ‘Fine singing demands fine tone.” The young violinist should never
play a tone before first singing it, thereby becoming thoroughly conscious of what he intends to
produce.

Book II. Next to the portamento, the shake or vibrato is the most important means of ex-
pression of the left hand. Spohr said about it: When a singer sings an impassioned movement,
N1084

11



12

a shake in the voice, similar to the vibration of a bell forcibly struck, is noticeable. The violinist
is able to produce a striking imitation of this, as of many other peculiarities of the human voice.
I consists of a slight wavering of the tone alternately above and below 'the correct pitch. and it
is produced by a shaking movement of the left hand toward the bridge. But this movement
must not be too great, and the deviation from the perfect pitch of the tone hardly noticeable to
the ear.' The pupil should, therefore, avoid using it too frequently and in the wrong place. The
above mentioned instances, as employed by the singer, serve to indicate to the violinist its proper
application. Let it be used only as an expression of passion, and to intensify noies marked
§f or —. Long notes may also be enlivened and strengthened by this means. The effect is also
fire in a crescendo from piano to forte if the shake begins slowly and becomes quicker as the tone
increases in power. The shake may be divided into four kinds :

1. Quick, for strongly accentuated tones.

2. Slower, for broad tones of impassioned cantilena passages.

3. Slow at first and becoming quicker with increasing tone.

4. Quick at first and becoming slower with decreasing tone, and with very long tones.

Both of these last two kinds are difficult, and require much practice in order that the passing
from a quick shake to a slow one be done evenly and not suddenly.

To this discussion it is only necessary to add a little advice regarding the use of ‘he shake.
‘The wavering of the intonation, caused by the shake, must not become a cramped kind of trem-
bling in the hand or arm, but — according to the demands of the passage — a more or less quick
rocking movement of the hand, with the wrist kept very loose. The latter will perform its func-
tion better the less it is required to support the violin. While using the shake it is therefore
advisable to allow the neck of the violin to rest only upon the inner side of the thumb joint (in
the higher positions, upon the ball of the thumb) so that the instrument does not come in contact
with any other part of the hand except the finger-tips. If the violin be held according to directions,
firmly under the chin, the shake will in no way interfere with the free movements of the fingers
or hand, and it is only a question of time and practice when this means of expression, as indicated
by Spohr, may be acquired. The pupil, however, cannot be too emphatically warned against its
habitual use, particularly in the wrong place.”

Albert Tottmann: “Booklet on the Violin”
Part II. The Character of the Tone.

“Although the production of tone on the violin depends in a large measure upon good
bowing, yet the firm, precise stopping of the fingers of the left hand contributes not a little to-
ward giving body, clarity and pregnance to the tone. There are three kinds of violin tones:
open string ; stopped tones which are the double or octave of the open string with which they
vibrate; and covered tones, which, besides themselves, have no other free tone on the violin.
Accordingly, the scales may be divided into free (with open strings), and covered (without open
strings, as D flat major.) ‘The sound of the covered scales is duller than that of the free or
open-string scales. To equalize this unevenness, and at the same time enhance the carrying
power of the tone, particularly in slow passages, tue vibrato is employed.

By means of the vibrato, the vibration of the string (the life of the tone) is increased and

the tone made mo.e clear.
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VI. When the pupil is able to keep the given position with ease, the teacher should try
to obtain greater surety of the fingers by emancipating the fingers from the hand. This may be
done in two ways, First, the teacher should require the pupil to move the thumb slowly back
and forth along the neck of the violin, then loosen the lower joint of the first finger from the
violin neck, and lightly move the lower part of the hand, at first slowly and then faster. (Pre-
paration for the vibrato.) In this exercise, a firm placing of the fingers and flexibility of the hand
are essential. Both of tnese exercises are exceptionally fine for the emancipation of the inner
side of the hand from the violin neck, necessary later in shifting positions and for making the
fingers more independent of the hand.”

Joseph Bloch: “Method of Violin-playing and Violin-teaching.”
The Vibrato.

“A minute, intentional impurity cf pitch is caused by the shaking movement of the finger.
Therein originates the vibrato—an imitation of the trembling human voice in moments of pas-
sion. The vibrato, like the portamento, should only be used in moderation, or it becomes senti-
mental and annoys. Leopold Mozart early protested against a too frequent use of the vibrato.
‘Some violinists shake on every note, as though they had a fever." Its beauty depends upon the
speed. Only a quick vibrato makes a good effect. The nervous, trembling vibrato, and stiil
more so, the slow shake, even when used in the proper place, sounds unpleasant and is to be
avoided. Some French players use a peculiar kind of vibrato, intended less as a means of expres-

sion than as a means of making the right arm and wrist independent.”

Paul Stoeving: “The Art of Bowing.”

How may a beautiful, singing tone on the violin be acquired ?

“Naturally, much depends upon the inborn talent of the pupil, and to a certain extent
upon the quality of his instrument. It is, however, unquestionable that, even under the most favor-
able circumstances, a beautiful tone is the result of continuous study, keen observation and
conscientious self-criticism, especially upon these points:

(a) Special tone studies—particularly long notes with slowly drawn bow, must be

practiced.
The author continues:

(b) Kinds of bowing.

(¢) Shading of tone.
(d) No opportunity of hearing great violiniste and singers should be lost, and it should

be particularly noticed how these artists treat the cantilena, etc.”

N1084
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IIL.

MYET us confine ourselves to the excerpts quoted. We see that the
: majority of these authorities believe that quality of tone depends
essentially upon the bow. Also, those who give some attention
to the vibrato and concede something of its significance, admit
its importance as a means of enhancing the quality of the tone.
In none of the violin schools, nor in any directions for acquiring a fine tone,
however, is the great dependence of the functions of the left hand and of the
right arm upon this one movement fully recognized. Nowhere is the full sig-
nificance of the vibrato thoroughly understood and emphasized.

The main point of our subject, then, necessitates a thorough investigation
of the effect of the vibrato-movement upon the left hand and the right arm.
This movement, the undoubted influence of which must be admitted, has been
either entirely neglected, or it has been treated as a matter of only secondary
importance. It is not only of more than secondary importance, but it is the
principal function of the whole technical apparatus. Beauty of tone has always
been considered a special gift; and to acquire it we have contented ourselves
with experiments upon the right arm, and have sought for secrets where no

secrets exist.

In regard to the vibrato, I can claim that:—

Artistic finish in playing is impossible without a correctly made vibrato.
The bow occupies a dependent relationship—is dependent upon the left hand.
The left hand is entirely dependent upon the oscillation. No matter how great
the technical facility, it will not always be “ready” and to be depended upon
unless the vibrato function is correct. There always remains the possibility of
the greatest technic failing, if the movements of the left hand are incorrect,

The correct vibrato pre-supposes a full-sounding technic.

Let us turn back once more. As we have already seen, the playing of
different violinists is not distinguishable when confined to the open strings.
The individual characteristics of different artists are also not recognizable as long
as the fingers are held passive upon the strings. The difference in playing
only becomes apparent when the vibrato is employed. We are able at once
to distinguish Hartmann from Ysaye, Petschnikoff from F lesch, by the differ-

ence in their vibratos alone, The masters do not differ essentially in their hand-
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ling of the bow, by which only dynamic shadings are obtained: but they do
differ widely in the movements of the left hand. Here alone, in the individ-
ualization of tone, clearly lies the great importance of the vibrato.

Some artists have an extremely quick shake; others a slower one of
greater amplitude. Having excluded differences in interpretation from our ques-
tion, I will also exclude the shifting of positions at this point. For a clear illustra-
tion it is necessary to consider only four tones, played in the first position, and
with the shake.

The definition of the word “vibrato” reads:—To vibrate, in a musical
sense, is to alter the pitch. Vibration (oscillation) is the forward and backward
movement made by a body or part thereof, held in a fixed position or balance,
when this balance is disturbed by any cause and the body is released to the
forces which re-establish the original position or balance. A complete forward
and backward movement, for example, from the lowest to the highest position and
return to the lowest, is reckoned as a vibration, and these are designated as
the number of vibrations per second of time.

Vibration, then, is the alteration of pitch, caused by the movement of a
body or part thereof, forward and backward of a certain fixed position or balance.
The mistake made by most players is that they confuse trembling with vibrat-
ing; that is, they tremble with the hand without thereby conveying a specific
movement to the finger. The result is a wavering of the pitch, similar to that
of the correct vibrato, but not an alteration of the pitch according to funda-
mental principles. Naturally, the tone is affected. The effect might be ex-
pressed physically by the following lines:—the trembling movement results in
points A instead of waves — - as must be the case with the correct
movement. The effect upon all the muscles of the arm, of the trembling
shake, (which is more or less of a convulsive movement), can be most convincingly
ascertained by experiments upon one'’s self or upon pupils. Not only does the
trembling shake hold the hand cramped upon one point, instead of freeing and
lightening it, but—what is of much greater importance—its direction is false.

In comparison, imagine a runner with his body inclined in the direction
he goes. Let this runner incline his body sidewards in another direction from
his course and imagine what his progress would be like. The trembling shake
is exactly the same idea. Instead of only one movement there are two, each
of which continually interferes with the other, tending to throw it out of its
original direction. Some players find particular difficulty in playing scales, be-
cause the lightness of the hand is interfered with by an incorrect vibrato, and

the hand is thereby prevented from moving easily in the desired direction.
N1084
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The scale is a run which moves step by step in one direction toward a .cer.
tain point. Here the effect of this movement is most plainly evident. Fatigue

of the arm is another result. The groups of muscles, not sufficiently eman-

cipated from each other, being connected with the arm, or constantly strained
by the convulsive shake, finally become numb and fatigued. I would recall
to your attention the favorable circumstances of disposition. By some chance
(here massage is of good effect) the hand is brought into a natural state. At
once the entire technical apparatus operates; the arms become exceptionally
light; the fingers seem to move to a certain extent of their own volition, and
for some reason the tone sounds full and round. The reason for this is that
the correct vibrato relaxes the muscles of the hand and arm, while the incorrect
vibrato contracts them. 3

The cause of the uncertainty of the left hand originates alone in these
conditions. Itis not naturai that on one day passages come out smoothly and
easily, and on the next fail entirely, as though they had never been studied.
This condition discourages many who, in spite of their endeavors, continue to
fail in points which they believed had long ago been mastered.

Massage is of value because it frees, lightens, and, in the case of mus-
cles that are stiffened and cramped by an incorrect vibrato, makes the natural,
easy movements again possible. Its continued use will even help, to a certain
degree, to overcome the fault.

The remarkable ease with which the left hand sometimes operates, is also
caused by chance cond.iions. Some people play particularly well when they
have not practiced for a considerable length of time. It is not, however, to be
supposed that the less one practices, the better he plays. The playing is better
because the muscles have become rested and free. The old hindrances again

ppear after a long period of work.

But not only the left hand is affected by the vibrato; the tone, and the
bow are also dependent upon it.

The bow, by friction between the bridge and finger-board, sets the string
in motion—causes it to vibrate. The intensity of the tone depends upon the
amplitude of the vibrations. The string vibrates freely and unhindered from bridge
to saddle, where the vibrations are sharply cut off, (Proficiency in the me-
chanical part of bowing, I naturally take for granted.) The art of bowing is an
independent subject, and, in its way, of great importance. It is, however, a
comparatively simple matter to make an open string vibrate evenly. The mat-
ter becomes complicated only when the fingers of the left hand assume their

functions. If the finger is placed firmly and immovably upon the string, the ef-
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fect will be the same as with the open string. The finger shortens tie siriag
and, in a way, forms a new saddle. The fingers of my left hand. however,
do not remain in repose. They move, that is, they vibrate. The string is then
set In motion at two points: by the bow which vibrates it and by the left
hand, which brings about an alteration in the tone. The oscillation of the tone
is added to the free vibration caused by the bow.

The bow, which is not disturbed by any outside influences when on
the open string, is affected, even though unnoticeably so, by this movable
saddle. For example, in playing pianissimo the vibrato of the left hand must
not be over-done or the bow will be made to tremble. In playing loudly this
is not the case, for then the bow more easily overcomes this defect. Never-
theless, the hindrance is there. Again, I would call attention to the peculiar
relationship existing between the disposition of the left hand and an improved
condition of the right arm. Through the absence of hindrances in the left hand,
the bow, freed of all disturbing elements, acquires the correct contact with
the string. When the vibrato is correct, that is, when the waved and not the
pointed line is created, there is no trembling of the bow, which is felt even
when existing in the slightest degree. The regular, even, wave-motior does not
break the contact between bow and string. The false vibrato need not ma-
terially injure the quality of tone (the shake may be too weak in proportion
to the intensity of vibration) but it must, in any case, effect the absolute purity
of tone.

Alteration of tone is only possible at this point. Given the bow and the
open string, all degrees of dynamic variation, from the softest pianissimo to the
loudest fortissimo, are possible. That which we are accustomed to call emotion
proceeds only from the left hand.

Courvoisier writes very curiously :(—“The vibrato relieves the tone of
stiffness, and conveys the impression that the player is a person of feeling.”
He then naively continues:—“The shake nas really no more effect than that.”

Is it wholly essential that we feel that the player is a person of feeling?
Is a beautiful tone, produced by means of a correct vibrato, an expression of
feeling? This I most emphatically deny. Since the vibrato is produced me-
chanically, the beautiful tone is the result of correct mechanical treatment. Let
a pupil, who has karned to piay only upon the open strings, place the second
finger, on the A string, and then move the finger quickly and slowly, backward
and forward, at the proper pitch. The finger should be made to execute the
proper vibrato movement by a second person. (See figure 1.) Immediately. a
surprising change in the tone takes place. It becomes metallic, larger and “emo-
N1084
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tional.” In spite of this apparent “emotion” it must be acknowledged that the
“soul” of the pupil has in no way taken pait in the performance. The mistake
1 consists in confusing a beautiful
! sound with an expression of
feeling. Many teachers comfort

their pupils who would learn to
play “with feeling,” with the ex-
planation that this will come of
itself when they become older
and more developed. Then,
naturally, “feeling” finally does
assert itself. The pupil begins
to imitate, after a fashion, the
vibrato of his teacher. If
chance favors, the oscillation
will be correct, consequently
Flgucei. the tone will be beautiful. Per.

haps he may acquire a more beautiful tone than his teacher, who, at a loss for
the explanation, finally concludes that the pupil is exceptionally talented.
The study of vibrato, however, should not be left to chance, as is common-

ly the case. By means of exercises and clear explanation, the pupil should be
taught the correct manner of acquiring this very important part of the technic.

This may be done even with beginners, as the correct thing is never
harmful but always of assistance. Very many teachers are opposed to the use
of the vibrato; in fact, they in-
sist that in the study of etudes,
the hand be kept thoroughly in
repose. The explanation of this

probably is, that from experience
with themselves and with pupils,
they have found the vibrato to
be detrimental to the develop-
ment of technic. The vibrato
can be detrimental only when
incorrectly made, and it is, of
course, better to ignore a move-
ment entirely than to perform

it incorrecty.
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With advanced pupils, it is of primary importance that the functions of
the left hand be minutely examined.,

In case of the existence of the fundamental error, against which we here
take the field, that should be corrected before proceeding further.

Rules and examples for acquiring the vibrato:—For the beginner, it is
important that he first learn to emancipate the hand from the arm. Let him
place the finger upon atable, firmly holding the left wrist with the right hand; then
by rocking the whole left hand, perform the vibrato movement with each finger
singly. (Figure 2.)

Then the exercises on the instrument may be commenced. Here it is of assist-
ance to prop up the violin so that the hand is not hindered by the necessity of
holding the instrument, and may move freely and easily.

It is necessary, in the case of advanced pupils, to determine first of all
whether the vibrato movement is correctly or incorrectly made. The incorrect
vibrato is comparatively easy to detect, particularly when made with the first
finger. When this finger in vibrating remains in its place (firmly pressed against
the violin-neck) and trembles and does not enliven the tone by a free vacillating
movement within itself, we have a typical case of the false vibrato. (Figure 3).

Also, in the case of the fourth finger, we may often find a somewhat
similar condition. In this incorrect manner of vibrating, the muscles of the arm
are always, in some way or other, concerned,
preventing the hand from swinging at the wrist,
‘free and independent of the arm. The properly
executed vibrato taxes the arm musc’es in no way,
and permits of no contraction thereof. Through
relieving the muscles of contraction (by rolling move-
ments or massage) it may become possible, to a
certain extent, to acquire the correct vibrato.

The difficulty caused by the position in play-
ing consists in the fact that it is necessary to lift
the left arm. This taxes the muscles, and natural-
ly tends to induce contraction. Therefore, the pupil’s
arm should be pressed downward from the instru-
ment, in order to relieve all unnecessary tension. Figuro 3.

(Figure 4.)

To free and lighten the arm, rolling movements of every kind should

be practiced. In this way much may be accomplished, especially if the advice

of a trained masseur be obtained.
N1084
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The exercises should be played first in the fourth position, because there
the hand finds a point of support and the action of the arm muscles is mini-

Figure 4,

mized. (Figure 5.) The same thing is true in the third position. The exercises
should be played in the first position last. Here, the position of the first finger,
only the tip of which should be allowed to come in contact with the instrument, is of
the greatest importance. The palm of the hand must also be kept from touching
the neck of the violin. (Figure 6.)
Double-stops offer particular difficulty. In the study of these it is also
; | advisable to begin in the
fourth position and go to
the first position last.
In concluding, I
wish to warn the student

against the nervous, ex-
aggerated vibrato. Like
the excessive tremolo in
the voice, it is disagree-
able. One's artistic taste
should be his guide.
The experience of

Figure 5.



Prof. Carl Flesch is of special interest. He, too, has
of late given special attention to the correction of the §
false vibrato movements of his pupiis. His views, |§
which he kindly explained to me, bear directly upon | ‘,
the main point of our discussion here.
He, too, distinguishes between a correct and

an incorrect vibrato, and describes the incorrect one as | :
a movement, the impulse of which comes from some (L
point in the arm and not from the fingers. The in- |
correct movement begins either at the elbow (the |
effect being a quick, trembling oscillation), or at the |fiee
wrist (too slow). Both lack charm and cause a [& i
cramped kind of contraction of the arm muscles,
The correct vibrato, according to the views of Prof. PR

Flesch, is a comtined movement of fingers and wrist in which the arm in no

way participates.

Through the kindness of Prof.'Fles.ch, I . am able to present here an ex-
cellent exercise for the study of this much neglected branch of violin
" technic, by the prominent French
violinist, Prof. Rivarde, teacher
at the Royal College of Music,
London.

To acquire the necessary
repose of the hand, Prof. Rivarde
~directs that the palm of the hand
be held close to the neck of the
violin (Figure 7), like the position

Figure 7. taken by beginners or very primi-
tive violinists. WIith the first finger (B natural), on the A string, hold a whole
note: at the last 32nd only the finger ||
makes an extraordinarily quick move-
ment toward the bridge. (Figure 8).
Should an alteration of pitch be
noticeable, the effect ought to be as
though C were played a little flat.
This movement should be practiced
with each finger, not longer than
five minutes in succession. (See ex-
amples.)

Figure 8.
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The required position minimizes the action of elbow and wrist muscles,
consequently the action is confined entirely to the finger. It is important that
the finger be placed as flatly as possible on the string, to allow sufficient play
for the forward movement. Disregard of this point brings the finger-nail too

firmly upon the string, thereby, as is well known, diminishing the volume and

guauty of the tone.
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Vibrato Exercises,

To isolate the hand from the arm, the hand should he placed against the edge of the vi-
olin, and the vibrato made only with the

_ . finger while a rocking movement is carried out by
the hand. The following exercises are to be played in the 4th position,
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To be played in 8d position.

III.
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The hand should be held flat, so that the lower part touches the edge of the violin
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IExercises for Vibrato in the First Position

Iﬂ .lt }) b L F] l 1t ‘rll)l:ll‘) (ll'il L] (|5 lT e | fr el 0SS (f » Eef[ hv”nld and
1!](' 1 I'f 0511]1¢ ; 10 [(,:t e 4d - )
I-L : : ) : | v )m 1n '.h(' ]J DS Itl“n ) th( L

[.

G string.

A string,

0 3\ srgue, ~ £ string. o
ey v e — e O T O
fEEor g ] O |ba- e _{j_ﬁ 2 3 |
— 2 S ——F A
et TN ol e f'.‘\ Sepgrue,
e ———
i SR ) (R Ea] o i _‘G:_
e o bz =z bo
/ A segue.
T A e ==—1l=
L | —
e -633— S 5 <
9 2 Q_ Segie.
Y .al r & Y ~r—T ~~ Ul
J{ﬂ L W) t i 1 s DRZL S )
_\‘J‘Q) Vqé) Do PO
A 4 # Andante v i
A—re3 = = =1 !
A o o I i T
1:? - c{ : If/ !P: 5{ P
mpt T e - S .
A a-ru.-'n s - }'- @ = o0 :
L ] F il ! P_. i - =
ot == = = = ol
) O % 't a g
Adagio I1I. N
- /—_—"h — -
o) ] e aey, e et ] O 'Pﬂ_|—. ~~ ™ o
— 3 | u ‘—'-T ?._ ;..,. I - — w_\; {
(= SCessiEE SUdisssa s A =ziss
L 4 4 0 4 4
n Al]ﬁf;retto.a — : = =
Jﬂ% 2 i S —— {I { i 1 : i /""_';\\ E
EE e SES=rE=rios
), L0 4 =2 4 = L K
mf o J Mo
e e e o ——
S ar Y P Tt = =
A == | BTESIC L ; !
{oy—t o oo & = R T
X' 1 _.] ¢
e 0 — Lo e 4 RS-,
4 o
e e
—ﬁ—ﬂu == We | el T UV g T { =1 =
. } { E } b :
4

|
[
|
>
K
.g
ow
~,
§ o

1 : f L ' f !
4 f 4 D.C. al Frne.

e E e
¢

§

}
114
I

{

{

§
§
§
4
114
$

B

_lt:lg

}

4

§

}
a0 !D

14374-10 NIi084



26

Vibrato Exercises in Double Stops.

I. Thirds.
Begin in the 5th position.
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Directions for playing
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Exercises by Professor Rivarde,

the following exercises will be found on page 30 of the text.

See Fig. VII.
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ixercises for the Singing Tone,

with application of the Vibrato.
F. Mazas.
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Largo. F. Mazas, Qp. 36.
Q_ﬁ P<f=pP<f=> P 4 =R
e e E——— r— e ———— e s g E—— vn.—_..rA_--— - - ey e e e S - -
z £ T dEpes ~ r— PP 7 =
s D) Lyt 7 } ¢ 2 S
— s [~ 2 I 1 (© ]
O o crese. - -~ = J T P == P ==
1 4
2 £ G
SYATIIMES St L e gl \&“" L 2 -
42‘# f 7= I}’/ ﬁ E‘—'”H = == L =
/ [@ il bl et >
| e = (9]
= Crrsc. - N 2 ./‘ —— P == ¥ e - ~— =il
TR
- =97 e @l bx ]
163 E—r . —J e [ Pire el tar
e J = [)'()— s | I
e g\) ——  CFOSC. . g z f e ) — =
S
b e aie S
8- et
3 a = EE :E F s = bo
-9—,_— 0 bz I = ——
i a0 v ) —+— '
{o5s— Ty 1 I <
ANIF, oy ] 1 <
d %:} - Crese., v 5 = j ]) —_— = ]} — - -
= _ﬂ s i A
oA S
X L T 1
ARIP no > I ] 11 1 1
s 7 bz =tasibe < o14) Z\E'/' bo -v\j'
2. » cresc. S ¥
/. oDt e s S
@_ Be an T : ] e 5 2 =]
e ; & g ® "

N\

oo

RY |==
VRIS

v o

[}

A)

|

I

o

I,

(
|

U 3 r ‘/z S—
d 4 < 4

1 T } /__\ 'p._.- s
_Q_#__ o e S ol fe £ TL::%E = — o
% p{j)—::::p{}}--—:_ P crese. 2 (1’/ 5 f

4

PN
a8 1 e ! © I
X B2 - 1 : = e =
o = o o e qd L b te hs ==t

14374-10 NI1084



Adagio from the Seventh Concerto by Rode.
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31
vxercise for the Slow Vibrato.

Adagio sostenuto,
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"JASCHA HEIFETZ

Arrangements - Transcriptions

VIOLIN CADENZAS
(Unaccompanied)

BRAHMS, J.
Cadenza for the Violin Concerto,

MOZART, W. A, Op: 77 (B2T41)
Cadenzas (Concerto No. + in 1)
Major) (B2414)

VIOLIN and PIANO
ACHRON, J.

From the Children's Suite (B2361)
Contents: Jumping with Tongue
out—Sleep my' Puppy—Birdies- -
March of Tovs—>Mamma, tell a
Fairy: Tale—The Top—The Cara-
van—Parade with Presents.

AGUIRRE, J.
Huellay e i O b T e s (B2608)
ALBENIZ, I.
El puerto (from ‘‘Iberia") (B2360)
INAVATTR ks B ke eyl s rin (B2248)
Sevillar e nivoeientarron (B"ZHJ
ARENSKY, A.
Tempo di valse.......... (132222)

BACH, J. S.

Air (from Suite No. 3).....(B2737)

Prelude (artita [11). ....(B2478)

Prelude No. 8 (from '‘The Well-
tempered Clavichord™) ... (B2689)

Sarabande (from English ‘Suite No.
AN I S IR 3 P SR (B2310)

Gavotte and Musette (from
English Suite No. 3).....(B2311)

Sarabande (from E n;,hsh Suite

N OMIO TR st Sl (B2401)
2 Gavottes (lmm l—nghah Suite
No. 6).. 35 .. .(B2402)
BAX, A.
Mediterranean......... ..(132298)
BEETHOVEN, L. v.
Folk Dance.............. (B2649)
Minuet (in ID major).....(B2688)
Contra-Dance. ........... (B2704)

BORODIN, A.
Serenade (from Piano SUilf)

BRAHMS, J. B1687)
Contemplation...........(B2432)
CASTELNUOYO-TEDESCO, M.

Ritmo di Tango........ (B3252)
Sea-Murmurs............(B2303)
ang o i (B2304)
CHOPIN, F :
Nocturne, Op. 53, No. 2. ..(B2662)
DEBUSSY, C.
Bearsoin: .0 il .(B233)
L’Aprés-midi d'un faune (Extrait
du Prélude)............. (B2241)
La Chevelure......... ...(B2799)
Golliwogg's Cake-Walk.. . (B2610)
DEEP RIVER
Traditional Negro......... (B2479)

DINICU-HEIFETZ

Hora staccato (Roumanian)(B2224)
DVORAK, A. .

Humoreske. ............. (B2406)

CARL FISCHER, Inc. &

BOSTON » CHICAGO = LOS ANGELES » SAN FRANCISCO

FOSTER, S.

Jeanie with the L ight Brown Hair
(B2491)

Old Folks at Home. . . (32492)
GLUCK, C.

Sonata. . ... e b (B2653)
GODOWSKY, L.

ATtEWie ni s e e ((B225T)
HALFFTER, E.

Danza de la Gitana......(132249)

HAYDN, J.
Ad'\gno and Presto, Op. 5%, No, 2

HUMMEL, J. N. (B2507)

Rondo (in E fat)......... (B2230)
KREIN,A.

Dance (No. 4)... ........(32702)
MEDTNER, N.

Fairy Tale, Op. 20, No. 1..(B3254)

MENDELSSOHN, F
Scherzo (from Piano Trio) (B2626)
Scherzo (Midsummer Night's
Dream)...... / .(B2612)
Sweet Remembrance (from ‘Songs
without Words" Op. 19, No. 1)

MOZART, W. A. (B3255)
Allegro Molto (from the String
Quartet in C Major, No. 463)

{B2739)

Divertimento No. 15 in Bh Major
IN2R7. 0L o m(03262)
Divertimento No. 17 in D Major
B M T . (03263)
\1cnuctto .(BB2738)

Menuetto (from ‘the %lrmg Quartet

in Bb Majos, No. 158). - (B2740)
PARADIES, Pe-
Toccata, ..o, sov.. .o . . (132455)
PONCE, M. A. ik
Estrelita (My Little Star) Mexican
Sercnqder et s ies (B2141)
POULENG, F.
Movements perpetuels.. (B2242)

Presto (in B flav)......... (B2513)

PROKOFIEFF, S.
Gavotta, Op. 32.. ... ....(B2431)
Larghetto and Gavotta (from

“Classical Symphony')....(B2481)
March (from the Opera, ‘““Love for
‘Three Oranges'). ... ... 582480)
March, Op. 12, No. 1.....(B2651)

Masks (from “Romeo and Juliet')

RACHMANINOFF, S. (B2616)
Prelude (in E flat minor) (B2423)

Etude-Tableau (A\'cx 2)A..(82800J
Prelude (No. §).. . (B2801)
Daisies, . ..(B2819)
Orlental Sketch .. (B2820)
RAMEAU, J. P.
Rigaudont s v s (B2183)
RAVEL, M.
Forlane (from '‘Le tombeau de Cou-
perin"). . Gora .(B2611)
Valses nobles et sentimentales
(AN OSROFSET)E teb s S (B2613)

62 COOPER SQUARE, NEW YORK 10003

RIMSKY-KORSAKOFF, N
The Bumble-Bee (from the Opera
“The Legend of Tsar Saltan'’)

SAINT-SAENS, C. (132258)
The Swan................(B2798)
SCARLATTI, D.
Sonatina,. .(B2310)
12 Selected Pieces in 2 \' olimes:
Nolume One............ (03222)
Volume Two...... .....(03297)
SCHUBERT, F.
Impromptu. ............. (B2317)
TURINA, J.
La Oracion del Torero, .. (B2618)
VALE, F.
Ao pé da fogueira (Preludio XV)
VIVALDI, A. ~ (B2609)
Larghetto (from the Concerto [or
String Orchestra). ... .. .. (B2186)

WEBER, C. M. von
Rondo (from Third Sonata) (B2314)

WIENIAWSKI, H.
Caprice.. S .(B2505)

VIOLA and PIANO

(Arr. by William Primrose)
AGUIRRE, J.

Huellas e ot e e (B2672)
DINICU-HEIFETZ
Hora staccato.

FOSTER, S.
Jeanie with the Light Brown Hair
VALE, F. (B2674)
Ao pe da fogueira (Preludio X\)
(B2673)

..(B2671)

HORA STACCATO
(Dinicu-Heifetz)

Miscellaneous Arrangements

Yiolin and Piano..........(B2224)
Viola and Piano........ ... (B2671)
Yioloncello and Piano.. .. (B2288)
Planop: el Ul il e (PP2380)
Simplified Piano Version...(>2438)

(Arr. by Maxwell Eckstein)
Two Pianos- Four Hands. .(P2281)

Piano Accordion........... (PA34)
Two Piano-Accordions. . ... (PA37)
Bb Clarinet (Bb Tenor Saxophone)
and -Piano. ............. (W1596)

Eb Alto Saxophone and Piano
(\V13597)

Trumpet and Piano.......(\WWI1866)
Xylophone and Piano..... (\W2211)
Orchestra (arr. by A. Schmid, ed. by
J. Heifetz) (C 90) Small Orchestra
Full Orchestra

Symphonic Orchestra

Dance Orchestration (Arr. by Paul
Weitiolo i e e e G e
Band (Arr. by David Bennett) (J 454)
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