Please note that not all pages are included. This 1s purposely done in
order to protect our property and the work of our esteemed composers.

If you would like to see this work 1n its entirety, please order online or

call us at 800-647-2117.



Preface

This is the first in a projected series of three books intended to present a method of study
covering the essential elements of contemporary violin technique. Scales and arpeggios in
single stops (Part I) are integrated in an entirely new way with a system ©f bowing and rhythm
patterns® (PartII). By application to the exercises, the patterns are designedito help the student
derive greater and quicker benefit from his scale and arpeggio practice.

Since technical mastery depends more upon control of mind over muscleythan upon mere, agility
of fingers, the direct way to such mastery lies through working'proeedures which present a
constant challenge to the student's thinking processes, For thispreason new problems must
always be faced and solved. To provide such new problem&inralmest inexhatigtible supply is
the chief purpose of these patterns.

The patterns are in two categories: Bowings (desighated by B) and Rhythmsw(designated by R).
FEach category is divided into sections, coded Bl ©B16 for bowings, and RI to R16 for rhythms.
The numbers indicate the number of notes in each fatiern. For example, the following bowing
pattern o« o oW is regarded as a two-note patterm, being made\up of two-note components
« and is therefore listed under B2. The deSign ¢+ s «¢oaps i8 a four-note pattern and
appears under B4,

The same principle épplies to the Rhythmsy, The following example J. 9 4. 343 derives from
the two-note rhythmical figure J3. Accordingly it is reférred te as a two-note rhythm pattern
and is listed under RZ2. The figure J. 770 170 isla thrée-note pattern (R3). The figure

3 ]
) NN IT T35 is a twelve-note pattern (R12).

All three-note patterns gan be applied to any exereise employing groups of three notes or any
of their multiples. In an éight-note exercisé,all patterns of B1, B2, B4 and B8 can be combined
with all patterns of RIfRZ2,“R4 and R8. lmiwelve-note exercises, all B and R patterns of 1, 2,
3, 4, 6 and 12 can be £ombined. This versatility of application permits a single pattern to be
used for several different exercises, Innumerable combinations of B and R patterns can be
utilized, as well,

The followinggiblustrations dériged from Chapter 3,7 Part I, will demonstrate the method of
combining the exercises with ghe'patterns. The applicable patterns are:

By, B2, B3, B4, B6 and BI12
RI1, R2, R3, R4, R6 and RI12

First Primary pattexn: 4 .J ‘:[j J j J ff J 4 j )|

Example of exercises #ﬁ ]

Application of its first primary pattern: s s s e e S

*The guiding idea of this integration is explained in Ivan Galamian's book, Principles of Violin Playing
and Teaching, Prentice-Hall, Inc., Englewood Cliffs, New Jersey, 1962.
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Combined with B3, 2) ¢~ 3

Combined with B4, 3) ¢ o &

At the head of each chapter in Part I B and R code numbers are ligstedito indicate thefapplicable
patterns. Primary patterns in which the exercise should first be practiced are also, given,

To facilitate the use of various bowings, rhythms and their dombinations, all gote-heads in the
exercises are printed without stems. Bowing patternsgfare| shown by note-heads which do not
indicate any specific time value, meter or rhythm. Rhythm patterns are pmesented without any
indications for specific bowings.

Wherever two different fingerings are given (one above and one below thenotes) both are to be
practiced. Other fingerings should also be devised. "'In some exerecises in Chapters 10-12 of
Part I the use of 'creeping" fingering is suggested. This techinique is briefly explained in
Chapter 10.

The teacher will be the best judge of whichibewings, rhythmg and their combinations will most
usefully serve the needs of each student. It is'suggested shag, the patterns be utilized in a diver-
sified fashion and that the rhythms and bowings be employedin constantly changing combinations
to stimulate continuous interest. (Chapters 3, 4 andg/ of Part I contain particularly important
material for such treatment,

We hope this approach tothe problems of contemporary violin technique will provide interesting
and profitable results for both teacher and sulident.

Ivan Galamian
Fredevick Neumann
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1
Scales in One Position

Groups of eight notes. PATTERNS: Bi, B2, B4, B8, (Bls)
R1, R2, R4, Rs, (RI6)

Primary Patterns:

F TN TN T ONTRFR RS TERR AR me e

Practice this exercise in all the majov and minov keys. *
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3

Three-Octave Scales

Groups of twelve notes. PATTERNS: Bl, B2, B3, B4, B6, BI2
RI R2, K3, R4, Ré, R12

Primary Patterns:

1 53N W FRATD I BAR A

In addition to these patterns, practice all three-octave scales with the Acceleration Exercise
as shown in the following example. In playing it make sure that the value of the quartex note
remains the same throughout. Choose a slow tempo at first (J =50260))then gradually increase
it. The exercise may also be practiced in reverse as a Relardationdixevcise by staxting at the
end with the thirty-second notes and finishing with the eighthdotes.
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4

Scales of Varied Length
and Different Groups of Notes

Practice these scales in all the major and minor keys.

Groups of five notes. PATTERNS: Bl, Bs
R1, R5

Primary Patterns:
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*Whenevey the two highest notes of these scales form a half-step, they will best be played by the same finger.
Example:

14 2356



Three-Octave Arpeggios

R1, R3, RY

PATTERNS: Bl, B3, BY

Groups of nine notes.

Primary Patterns:
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11
Broken Fourths, Fifths and Sixthsv

FOURTHS IN ONE POSITION

Groups of twelve notes. PATTERNS: BI, B2, B3, B4, B6, BI2
R1, R2, R3, R4, ReyRI2

Primary Patterns:
‘BereierrirrrlRERPRRRRERFFA
~—— ~— e

Also slur two measures.

Practice in all thé keys, Practice each exercisgrfirst with the upper, \then with the lower
fingering.
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13
The Whole-Tone Scale

ON ONE STRING

PATTERNS: Bl, B2, B3, B4, Bs, B2
RI, R2, R3, R4, RepR12

Groups of twelve notes.

Primary Patterns:
1NN FRFR D SN A0RE)

Also sluy two measuves.

Play on all four strings,
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B4 FOUR-NOTE BOWING PATTERNS

1) o e e e 2) & o e o \ 3) & e e o
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9) & e e e & e e & 10) & ®» e & e o e o (B ] )
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Rhythm Patterns

The Rhythm Patterns, like the Bowings, arefrealized by repetifion. In some instances this
repetition is spelled out, partially or entirely,ffor greater clarity. A bracket | is then
used to indicate the basic pattern.

A slur combined with a horizontal line linking two notes#showsithat they are to be played

as one note., For example, J;.h indicates one note representing the time value of five six-
teenths, The line is to show that theypitch remainsdiitchanged.

===

Beginning with R2, the patterns in each{chapter are arranged in three groups under the
headings of a), b) an@'e)sr a) presentsdsimple rhythms in traditional meters, b) syncopated
rhythms and c¢) rhythts in/irregulargmeters.

The following patternsg should be practiced first dé€taché, then legato. For legato practice

begin by slupring thenotes of the pattern only, @ @ . Then extend the slur over the en-
tire measure. ,Where rests within the pattern prevent a legato rendition, play the pattern in

one how stroke, \;‘/_ﬁj’/ A

As a final step, bowing andérhythm patterns should be combined as illustrated in the last
two examples in the preface.

NOTE: It may be advisable to begin the rhythm patterns on open strings before applying these patterns
to the scales, noting those that are troublesome for additional attention.
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