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Abstract

THE PEDAGOGY OF YURI YANKELEVICH AND THE MOSCOW VIOLIN
SCHOOL, INCLUDING A TRANSLATION OF YANKELEVICH'S ARTICLE
“ON THE INITIAL POSITIONING OF THE VIOLINIST”
by

MARY (MASHA) LANKOVSKY

Advisor: Professor Joseph N. Straus

Following the revolution of 1917, the center of Russian violin playing and
teaching shifted from St. Petersburg to Moscow, where violinists such as éi#inTs
Konstantin Mostras, and Abraham Yampolsky established an influential pedagogic
tradition. Founded on principles of scientific inquiry and physiology, this tradition
became known as the Moscow Violin School, a component of the larger Russian Violin
School. Yuri Yankelevich (1909-1973), a student and assistant of Yampolsky, was
strongly influenced by the teachers of the Moscow School. Yankelevich taught at the
Moscow Conservatory from 1936 to 1973 and contributed a significant amount of
methodological work to the pedagogical literature. His texts documentdhagqugcal
principles of the Moscow Violin School, specifically addressing the psychagibgeal
aspects of violin playing and teaching. Despite its importance, Yankekegcolarly
work is largely unknown outside of Russia due, in part, to a lack of English translations

of his texts. This dissertation examines Yankelevich’s pedagogy, lahgeiyng from



his posthumously published bodkedagogicheskoe nasledRedagogical heritage].
Yankelevich’s work is placed in context of the traditions of the Moscow Violin School.
Also included is an original translation (from the original Russian to English)
Yankelevich’s article “O pervonachal’noi postanovke skripacha” [On thaliniti

positioning of the violinist].
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NOTE ON TRANSLITERATION

Transliterations in the body of this dissertation are spelled accordingtabtberovided
by the U.S. Board on Geographic Names, except for proper names that aig tamili
readers in other spellings and referenced published works. All transliteratibies
bibliography and Appendix E are consistent with the table provided by the Library of
Congress and consequently correspond to spellings in the majority of librarysgéataba

Transliterations published in other languages are not modified.



Chapter 1

Yuri Yankelevich and the Moscow Violin School

Introduction

Yuri Yankelevich (1909-1973) was an heir to the pedagogical traditions
established at the Moscow Conservatory following the 1917 revolution. During the
1920s, the conservatories of St. Petersburg and Moscow were restructured &ed resta
with a younger faculty who embraced novel pedagogical approaches. The Moscow
Conservatory, in particular, built a formidable string faculty interested in the
methodological analysis of violin playing and teaching. This faculty included Le
Tseitlin (1881-1952), Konstantin Mostras (1886—1965), and Abraham Yampolsky
(1890-1956), who together may be considered the founding pillars of the Moscow Violin
School! Yankelevich, a student of Yampolsky, synthesized the pedagogical approaches
of these teachers. As ateacher at the Moscow Conservatory from 1936 to 1973, and
through his scholarly writings, Yankelevich continued the traditions of the Moscow
School through succeeding generations.

Although students of the Moscow Violin School demonstrated resounding success

at international competitions and in rarely sanctioned international touesidikhown

! The namdseitlinis also commonly transliterated asitlin in the literature. The family name
Yampolsky appears often among twentieth centurysRuasstring players. Abraham Yampolsky’s (the
violin teacher referenced here) brother was Markyalsky (1879-1951) a cellist, fellow member of the
Persimfans orchestra and professor at the MoscaweéZwatory. Mark’s son was Israel Yampolsky
(1905-1976) who studied the violin with his unéddsraham Yampolsky. Israel Yampolsky later became a
prominent musicologist and wroRusskoe Skripichnoe IskussfRRussian Art of the Violinpnd

Principles of Violin Fingeringamong other publications. Of no relation to tlisily is Philip Yampolsky
(1874-1957), a student of and former assistanetipbld Auer. Interestingly enough, for a short ehil
Philip Yampolsky taught Abraham Yampolsky (in Setétsburg) as well as Leonid Kogan (in
Dniepopoetrovsk). Leonid Kogan later continuesidtudies in Moscow as a student of Abraham
Yampolsky. Unless otherwise noted, the single ngamapolsky will subsequently refer only to Abraham
Yampolsky.



in the West of the scholarly work and pedagogical methodology of these teachers. T
Moscow Violin School has been mistakenly characterized in the West as confamthist
mechanical. An examination of the scholarly work by teachers of the Moscow School,
however, demonstrates an individualized, analytical, and musical approach
foreshadowing Western teaching methods of the latter twentieth century.

The Moscow Violin School has also been referred to as the “Soviet Violin
School” and may be considered to comprise the more general “Russian Violin School.”
The latter is a term commonly used to describe traditions of violin playing indRussi
although specific characteristics defining the Russian Violin School have resser
established. The term “Russian Violin School” first came into prominence at the
beginning of the twentieth century, following the success of numerous violin podigie
emerging from Russia, many of them students of Leopold Auer. A distinguishingefe
of this school was the so-called “Russian bow hold,” a term coined by Carl Flesch
probably because he observed some of Auer’s students, including Heifetz and Elman,
similarly holding the bow with a deep grip, a high elbow and raised fii$trough
common association, the “Russian Violin School” has also referred to the school of Piotr
Stolyarsky in Odessa and the Moscow Violin School. Historically, the idea of one
autonomous Russian School is ambiguous due to the great number of foreign influences
on Russian violin playing. The multi-faceted nature of the development of Russian violi

playing and the emergence of a so-called Russian Violin School are topwasthait

2 Not all of Auer’s students held the bow in thismnar and there is no evidence to suppose that Auer
taught his students to hold the bow this way. Solaien this bow hold could have been inherited from
Wieniawski or even Paganini himself. Auer himsgléms to have used a different, Franco-Belgian grip
and Schwarz writes that “every Auer student wasially free to choose his own posture; some played
with a high elbow, others left it low, some presseelindex finger above the second joint, othefeveé
Gaidamovich, ed Muzykalnoe ispolnitelstvo i pedagogile8. SchwarzGreat Masters of the Violjm21.



further research and are beyond the scope of this dissertation. The chartratiXppe
illustrates the teacher-pupil relationship between violinists of the Moschaoband

their Russian and European ancestors.

Overview of the Moscow Violin School

The turn of the twentieth century in Russia was marked by an unprecedented flux
of creative energy and exposure to foreign influences. This period of “some @azen y
marked by a wonderful, frenzied flourishing of arts, letters, and humanitieeleas
described as the “Silver Age” of Russian culttiralthough the revolution of 1917
marked an end to the so-called Silver Age, elements of the creative endrgy of t
preceding era still reverberated throughout the 1920s. Of the musicakdimfaissia
during the 1920s, Boris Schwarz writes, “a firm base was established thatassure
growth. Everything was tried—music that was epigonal or futuristic, tarcd@ or
esoteric, programmatic or absolufe The experimental decade of the 1920s also
witnessed influential avant-garde trends in literature, theatre, philosoghthefine
arts. While much of the creative freedom of this decade was to be suppressechduring t
political oppression of the 1930s, certain changes had a lasting consequence. For
example, violin pedagogy, unlike composition, was not politically sensitive, and many of
the new pedagogical concepts that were introduced in the 1920s were not subject to
subsequent restrictions.

Prior to 1917 the most notable school of violin playing in Russia had been

associated with Leopold Auer, who taught in St. Petersburg from 1868 to 1916. During

3 Hakobian Music of the Soviet Agé6.
4 SchwarzMusic and Musical Life61.



the turbulent years surrounding the revolution, Auer and many of his famous students,
including Jascha Heifetz, Nathan Milstein, and Mischa Elman, fled Russia foretste W
As Russia went through major political restructuring in the 1920s, the artistic and
educational institutions similarly underwent major upheavals, and Moscow sedcged
Petersburg as the political and cultural capital. In 1925 both the Moscow and St.
Petersburg Conservatories were restructured and reorganized into dlordBe$”: 1)
composition and musicology 2) performance 3) pedago§ghwarz writes of the
distinction between the old professors who represented the conservative, pre-
revolutionary element and the new and younger faculty:

The mood of the students was rebellious, the respect for tradition and

professorial authority was weakened. Not only politically but also

musically, the students were in search of new solutions and fresh

approaches. They were encouraged by Asafiev and other progressive

members of the faculty. The old-style pedagogy, jealously guarded by

conservative teachers, seemed dry and dogmatic, estranged from the living

pulse of music. Modern Western ideas entered through the books of Ernst

Kurth, Guido Adler, and Egon Wellesz. The performers were stirred by

the “anatomic-physiological” approach of Rudolf Breithaupt (for pianists)

and Dr. Friedrich Steinhausen (for string playérs).

This younger and progressive faculty at the Moscow Conservatory includednTseitli

5 |bid., 98.
% |bid., 100-101.



Mostras, Yampolsky and Yankeleviéhwhile other exceptional violinists of the time,
including Mirion Poliakin, David Oistrakh, and Dmitry Tsyganov, all exerted a strong
influence on account of their musicianship, the distinguishing attributes ofif,seitl
Mostras, Yampolsky, and Yankelevich included a profound attention to pedagogical
methodology and analysis. Mostras, Yampolsky, and Yankelevich all devoted the
majority of their musical careers to violin pedagogy rather than perfoenpraducing
numerous articles, lectures, and editions that reflected their interest sytt®p
physiological aspect of playing and teaching. While much of their pegatgsgended
from the violin school of Auer, many novel concepts were also introduced and
systematically analyzed. This influx of pedagogical interest, combuith a supportive
educational structure, contributed to the success of the Moscow Violin School.

The establishment of the Central Music School (a preparatory school) in 1932
reflected the growing interest in pedagogy by professors at the Mosmose@atory.
The direct relationship between the Central Music School and the Moscow Conservatory
provided continuity and unity in musical education. Boris Schwarz described his visit to
the Moscow Central Music School together with Yehudi Menuhin in 1962:

We were told that the Central Music School in Moscow had been the first

of its kind in the country. It started in 1932 when some fifteen gifted

children were permitted to have their music lessons at the Moscow

Conservatory. . . . The initiative came from the famous piano pedagogue,

Professor Goldenweiser, and other great teachers joined him—Neigaus,

Zeitlin, Yampolsky, Igumnov. . . . These children are fortunate not only in

"The years these professors taught at the MoscowePaatory are as follows: Tseitlin (1920-1952),
Mostras (1922-1965), Yampolsky (1922—-1956), Yankele(1936-1973). Pribegin®joskovskaia
konservatoriia 1899-199119.



having expert guidance from the start, but an unbroken continuity of

guidance. There are no changes of method or approach, no need to re-

learn or retrace one’s steps. Many of the children are taught almost from

the beginning by truly great teachers who are able to guide them

uninterruptedly to mastery; the entire schooling is based on established

traditions and methods.
The interest many of the Conservatory professors demonstrated towahilsgeacinger
children was characteristic of the Moscow Violin School. Both Yampolsky and
Yankelevich taught at the Central Music School in addition to the Moscow Conservatory.
The acclaimed violinist Leonid Kogan pointed out that “Yampolsky belonged to the
small number of pedagogues who taught a student all the way from beginning steps to
complete artistic mastery.”Yankelevich was likewise involved with students at all
levels. Grigoriev writes:

Yankelevich firmly dismissed the division of pedagogues into “teachers of

beginners” and “master teachers” (as did for example, C. Flesch).

Yankelevich believed that pedagogues at the “higher level” are “removed

from how the violinist’s skills are established, from the ‘kitchen’ where

talent is developed, while teachers of beginners, including some at the

Central Music School, don't see the long-range perspective. ... This rift

is detrimental to both*®

8 Menuhin’s impressions of the Central Music Scheete greatly influential and inspired him to staig
own music school at Stoke d’Abernon in Englandhv@&rz,Music and Musical Life397-398.

° Tumanin, ed.Yospominania o moskovskoi konservai@#46

10 ukeneBuy OTpHIIAN pa3JesICHNe TIeIaroroB Ha <<meJaroroB HA4aJIbHOTO 00yUeHUsA>> 1 <<IeIaroron
By3a>> (kak 370 Aenai, k npumepy, K. @iemr). OH cuuraln, 4To Heaarord <<BBICIIETO 3Tara>> Mopou
<<OTOpPBaHBI OT CTAHOBJICHUS HABBIKOB CKPHITYA, TIOUIMHHON "KYXHU" BOCIIUTAHUS TAJAHTA, a MEAarOrH



Yankelevich’s interest in the relationship between early and advancedstdgent
throughout his scholarly texts.

The concentration of pedagogical initiative at the Moscow Conservatory,
combined with the partnership of the Central Music School, produced dramatic results.
At the Ysaye International Violin Competition of 1937, the international juryughncg
Flesch and Szigeti) was amazed when five of the six top prizes were dwardelinists
from the Soviet Union, all of whom had studied at some point at the Moscow
Conservatory® From 1917 to 1966, 128 out of the 151 Russian prize winners at major
international competitions had studied at the Moscow Conservatory.

Despite the recognition Soviet violinists received at international comopstit
the Soviet government allowed few to concertize and tour in the West. The réstricte
flow of information prevented the West from becoming fully acquainted with the
pedagogy associated with the Moscow Violin School. In his review of the English
translation of Israel Yampolsky’'s bodke Principles of Violin Fingeringddavid
Montague wrote:

We are aware of the enormous importance of the Russian violin school; in

our century many of the greatest virtuosos are products of that training. It

is strange, however, that we in the western world are not really well

informed about the basic tradition that has produced Heifetz, Elman,

Milstein, Oistrakh, and Kogan, to name a few. We do know some of this

tradition through the teaching of Leopold Auer, but few of us are

HavyaJbHOM 1mKoJIbI, a mopoil u LIMII, He BUIAT 1epCreKTUBHI. ...Pa3pbiB 3TOT BpeAeH U TEM U IPyTruM>>
[Unless otherwise noted, this and all subsequanstations in footnotes are my own] IAnkelevich,
Pedagogicheskoe Nasled{@983) 16-17.

1 Schwarz Great Masters of the Violjm56.

12 pribeginaMoskovskaia konservatoriia 1899—199#6.



acquainted with the names of Professors I.M. Zeitlin, A.l. Yampolsky, and

K.G. Mostras—teachers of the Russian school of playing at the Moscow

Conservatory at one time or another since 1§20.
Although Montague’s review appeared in 1969, practically no new information on the
Moscow Violin School has since been documented in the West. None of the pedagogical
texts by Yampolsky, Mostras, or Yankelevich have been translated intolengbsv
Western violinists and scholars are familiar with the pedagogical apeaf these
professors and of their significance in the development of Russian stringgplayin
Nonetheless, a variety of generalizations are commonly associabeplayiers of the
“Russian” or “Soviet” schools in the West. Commenting on the success of the Soviet
violinists at the 1937 Ysaye competition, Flesch remarked that “technique hadhaken t
place of spirituality. Although the mechanical work is unsurpassed, the warmth and the
mystery of music have departeld."Flesch’s statement is a little “overly pessimistic,” as
Schwarz points out, especially considering the first prize—winner of that ttioype
David Oistrakh, is now commonly lauded in the West as one of the warmest violinists of
his generatiorl> Aside from being faulted for excessive emphasis on technique, the
Russian and Soviet Violin Schools have also been commonly considered to highlight
playing that is expressively (and sometime overly) romantic, evoking a “dadtive
forcefulness.*® While such descriptions may reflect a general romanticization of Russia
by Westerners, they do little to illuminate the specific methodology of thscdiv

Violin School. An examination of the scholarly work written by teachers of the Moscow

13 See note 1 regarding Israel Yampolsky. Montatjliee Principles of Violin Fingering,” 500.
i;‘ SchwarzGreat Masters of the Violji57.

Ibid.
'® Ross, “Nina Beilina, Exponent of Russian School.”



Conservatory is essential to understanding the pedagogical principles obsheviv
Violin School. Yankelevich’s texts provide a good introduction to the pedagogy of the
Moscow Violin School because he integrated and synthesized the traditionslesthbli

by Tseitlin, Mostras, and Yampolsky.

Lev Tseitlin and Persimfans

Lev Tseitlin was one of the most influential musical personalities working in
Moscow during the 1920s. Tseitlin’s expansive musical education contributed to his
innovative pedagogical principles. Born in Tiflis (Thilisi), Georgia, Tseitloved to St.
Petersburg to further his studies with Leopold Addn 1901 Tseitlin traveled to Paris,
where he studied theory and composition with d’Indy and Borda at the Schola
Cantorunt® During his years abroad, Tseitlin amassed a broad musical and intellectual
knowledge of contemporary musical thought. In Paris, Tseitlin performed B&buss
then newly composed string quartet under Debussy’s guidance and met with Bartok,
offering the first performances of some of his works. Joseph Szigeti hatést1905
it was Tseitlin who introduced Bart6k to the publfé.”

Upon his return to Russia in 1906, Tseitlin introduced audiences to much of the
new music he had become familiar with in Eurép&:seitlin’s remarkable knowledge
and experience influenced many of the musicians he came in contact witatter o
Tseitlin, the acclaimed cellist Grigory Piatigorsky once wradteatl my stay overseas |

have not undertaken to play one note without thinking . . . how you would have wanted

" Belenkii, Pedagogicheskie printsipy L.M. Tseitljr0.
18 i
Ibid., 11.
Y1pid., 15.
% Tseitlin performed the Russian premiere of Silsiwiolin concerto and Chaussoséme lbid., 19—
20.
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me to play it.*! The violinist Dmitri Tsyganov remarked, “These were times when our
entire generation seemed to develop under the artistic influence of'&itl

In 1922 Tseitlin was appointed professor at the Moscow Conservatory, where he
remained teaching through 1952. In his introductory essay to a collection okanticle
string methodology, Alexander Blok describes Tseitlin’s pedagogy:

In [Tseitlin’s] pedagogical practice he consistently insisted on the uhity o

art and progressive musical pedagogy. Distinguished by courage and

novelty in his approach, Tseitlin fought against false traditions and

dogmas; he brought much that was new and valued into the realm of violin

performance and pedagogy, particularly in regards to dynamics, bowings

and fingerings>
Soon after joining the faculty of the Moscow Conservatory, Tseitlin helped sht#ind
conductorless orchestra Persimfans (standingéovyi Simfonicheskii Ansampl’
literally The First Symphonic Orchestra EnsembRersimfans flourished in Moscow
from 1922 to 1932 and achieved considerable international reffofram 1926 to 1929
the orchestra even published its own musical jouthatcording to Tseitlin’s student
Boris Belenki, one of the motivations behind Persimfans was the decline of

professionalism in orchestras after the revolution, and the exodus of mamgtérst-

L bid., 21.

2 |bid.

%3 B cBoeif [e1arormaeckoii AesTeIbHOCTH OH HEH3MEHHO OTCTAHBA MIPUHLIHUIIBI UAEHHO COAEPIKATEIILHOTO
HCKYCCTBA M IPOTPECCUBHON MY3BIKANbHOM Megaroruku. OTIImdasich CMEIOCTHI0 M HOBU3HOW MBICIIH,
JILM. HelTnuH 60pOJICS IPOTHUB JIOKHBIX TPAIUIIMN U TOTMAaTH3Ma; OH BHEC MHOTO HOBOT'O U IIEHHOTO B
00J7aCTh CKPUITMYHOTO UCTIOJIHUTEIHCTBA U TIEJATOTHKH, TJIABHBIM 00pa3oM B OTHOIICHUH JWHAMUKH,
HITPUXOBBIX M alILIMKaTypHbIX mpuemoB. Blok, ed.,Ocherki po metodike obuchenie igry na skripke

24 SchwarzMusic and Musical Life46.

% bid.
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conductors and other musiciafis.Persimfans was representative of the ambitious
creative energy generated in Moscow in the 1920s and of the desire to break free from
old traditions. The socio-democratic principle of a conductorless orchesira al
corresponded to the new political climate, and Persimfans was heralded withasmthus
and support.

Many of the musicians in Persimfans were on the faculty at the Moscow
Conservatory, and rehearsals took place in the Great Hall of the Consef{attiy.
allowed a direct flow of ideas between the orchestra and the teaching thakivgs t
place under the same roof. The orchestra became a kind of creative laborasry
Persimfans orchestra sat in a circular formation, with Tseitlin in tbdlea Musicians
in all sections spent time meticulously discussing and deciding phrasing gsowin
fingerings, tempi, etc. The exemplary performances by Persimfapsasieieved
through “incessant rehearsals and mutual consultations until a point was reached when
every player was familiar with the entire scof®.”

Belenki writes that “the rehearsals of Persimfans often turned into methmablog
symposiums . . . discussions, exchange of ideas, analysis of creative prasiaaiatéd
a new pedagogical outlook, new ways of teachffig.KMostras, who was a member of
the orchestra, stated:

Persimfans delivered a blow to the rigidity of the orchestral routine. It

brought a fresh creative stream into the work of orchestral musicians,

uplifted their self-awareness to another level. The results of this work

2 Belenkii, Pedagogicheskie printsipy L.M. Tseitljr27.
27 Belenkii, Pedagogicheskie printsipy L.M. Tseitlina7.
28 SchwarzMusic and Musical Life46.

# bid., 32.
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brought an immeasurable influence on the further development of solo and
orchestral performance and pedagdyy.
Tseitlin’s stand partner in Persimfans was Abraham Yampolsky, and the secuhd sta
consisted of Mostras and Tsyganov. These were all violinists who subsequently become
the leading violin professors at the Moscow Conservatory and were fundamental in

establishing the Moscow Violin School.

Konstantin Mostras

During the 1920s and 1930s, Mostras and Yampolsky—Tseitlin’s colleagues from
Persimfans—became increasingly interested in the methodology of violingpkayd
teaching. Konstantin Mostras (1886—1965) was professor of violin at the Moscow
Conservatory from 1922 to 1965 and headed the violin department from 1936 to 1950.
Mostras never systematically studied the violin as a child; he originalhgdno
Moscow in 1905 to study la#". In 1910 Mostras entered the music school of the
Moscow Philharmonic Society, where he was a student of Boris Ossipovich Sibor (who
studied with Sokolovsky at the Moscow Conservatory and with Auer in St. Petersburg)
From 1922 to 1932 Mostras was actively involved in the creation and success of
Persimfans, collaborating closely with Lev Tseitlin.

Since his early years teaching at the Moscow Conservatory, Mostras \whs dee
committed to the analysis of violin playing and teaching. During the 1920s Mostras

collected materials on violin pedagogy and in 1931 instituted a course at thevatorge

¥ MMepcumdanc HaHec yaap KOCHOCTH, OPKECPOBOIl PYTHHE; BHEC CBEKYIO TBOPYECKYIO CTPYIO B paGoTy
OPKECTPAHTOB, TIOJHSI UX CAMO3HAHUE HA HOBYIO CTYIIEHb...Pe3ynbTaThl €ro paboThl OKa3aId HEOLIEHUMOE
BINAHUEC HA BCC L[aJ'ILHeﬁIHee Pa3BUTHUC COJIBHOI'O U OPKECTPOBOT'O YCIOJHUTEILCTBA U IEAAIr OTUKU. Ib'd
31 Rodionov, ed.Mastera skripichnoi pedagogiks6.
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devoted exclusively to violin methodolod¥.Mostras contributed over four hundred
original etudes, transcriptions, and editions to the violin literature. Among tlassiney
first Russian edition of the Bach Sonatas and Partitas. This edition was printed on a
double staff with each edited line printed directly above the original text. pffeaence
of this urtext edition in Russia in 1963 is evidence of greater interest in historical
performance practices than is commonly supposed.

Mostras additionally authored a number of pedagogical texts, inclidmgation
on the Violin Rhythmic Discipline of the ViolinidDynamics in Violin PlayingandA
System of Practicing at Home for the ViolirfstAs the violinists Agarkov and
Rodionov point out, Mostras’s scholarly works deal primarily with musical probliees (
intonation, rhythm, and dynamics) rather than with technical matters (i.e. runagbpw
fingerings)®* Mostras was especially interested in the cultivation of the student’s
independence, time management, and motivation. He believed in the interconnectedness
between all elements in both performance and pedafjogy.

Mostras’s interest in the relationship between the physical and psyclalogic
aspects of violin playing is typical of the Moscow Violin School. Blok describes how
Tseitlin criticized his students for lack of mental control, and would remadgriito
‘direct’ your hands in carrying out your wishe®."Mostras elaborates extensively on this

connection between mental perception and physical execution. Yankelevich later

%2 bid., 59.
3 Complete references to these works are foundeiitliography.
3 Rodionov, ed.Mastera skripichnoi pedagogik0.
35 i
Ibid.
% Hayunrecs <<npukasslBaTh>> pykaM BHIIONHATH cBou Hameperus. Blok, ed.,Ocherki po metodike
obuchenie igry na skripkd 1.
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described this concept as a “psycho-physiological approactn’his pedagogical texts,
Mostras introduced concepts of “pre-hearing” and “pre-feeling,” which waitd be
referenced by both Yampolsky and Yankelevich. These terms deal with the
psychological and physiological preparation needed to accomplish both technical and
musical tasks. Mostras approached violin pedagogy as a science and all lhisi@osc
were the result of a careful and systematic analysis of his expeplayoeg and

teaching.

Among Mostras’s students was Ivan Galamian (1903-1981) who later became
one of the most influential violin pedagogues in the United States. Describing
Galamian’s method iifthe Cambridge Companion to the ViglRobin Stowell writes,

“for [Galamian] the key to technical proficiency is mental control over phalsic
movement, but his is a flexible method with no rigid ruf€silithoughThe Cambridge
Companion to the Violiprovides no details on Tseitlin, Mostras, or Yampolsky, it is
interesting to note how Stowell’s description of Galamian’s method refldieatsa

characteristics of Mostras’s principles.

Abraham Yampolsky

Abraham Yampolsky (1890-1956) was a close colleague of both Tseitlin and
Mostras. Yampolsky taught at the Moscow Conservatory from 1926 through 1956 and
was acclaimed for his acute pedagogical intuition and the great numbepof@ished

musicians who graduated from his studio. Yampolsky graduated from the S&bBeger

3" The term “psycho-physiology” may appear with otheut the hyphen. The hyphen is retained in this
context to emphasize the descriptive nature ofdhm and to distinguish it from “psychophysiologg,”
specific branch of psychology that deals with pblggiical processes.

% Stowell, ed.,The Cambridge Companion to the Vigl228.
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Conservatory in 1913, receiving degrees in both violin performance and the theory of
compositior®® Additionally, he was an accomplished conductor and pianist and was
known to accompany the entire Brahms and Beethoven violin concertos at the keyboard
from memory*°
In St. Petersburg Yampolsky studied violin with Sergei Korguyev, who was a

student of, and later assistant to, Atfetyampolsky moved to Moscow in 1920 and
assisted Tseitlin in founding and directing Persimfans. The manygfeamsk in
Persimfans undoubtedly influenced the formation of Yampolsky’'s musical asticar
outlook, including his views on pedagotfy.Yampolsky’s thorough musical knowledge
and experience, combined with an intuitive pedagogical grasp, made him one of the most
beloved and respected teachers of his generation. The virtuoso violinist Leonid Kogan
describes the salient creative principles of Yampolsky’s “school” agjtalavel of
professionalism, a fine cultivation of sound, logic in musical thought and a nobility of
style.”?

Elaborating on Mostras’s pedagogical ideas, Yampolsky stressed thetammnec
between mental conception and physical execution. He believed that “the mainarole of
performer is to make any music, even the most complex, understandable and convincing

to the listener . . . . In order to do this the performer himself must delve into the music

and understand i* Although Yampolsky systematically analyzed violinistic problems,

%9 Rodionov, ed.Mastera skripichnoi pedagogik9.

0 Merkulov, ed. Professora ispolnitelskikh klassov Moscovskoi korgerii, 122.
“! Lubotskii, “A. I. IAmpolskii — muzykant, pedagogospitatel’,” 117.

“2 Rodionov, ed.Mastera skripichnoi pedagogikL0.

3 Merkulov, ed.Professora ispolnitelskikh klassov Moscovskoi kosgerii, 125.
*4 Tumanin, ed.Vospominania o moskovskoi konservai@#6.
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he fundamentally opposed dogmatic formulas and always considered the psyeahologic
and physiological characteristics of the student. Blok once commented:

In Yampolsky's recommended methods one often finds similarities to the

physiological studies of I. Pavlov. These similarities reveal the wisdom of

the pedagogue-practitioner who is able to arrive at useful theoretical

conclusions from his rich experiente.

Yampolsky constantly developed new approaches to technical and musical gragtdém
would assist the development of a violinist on all levels and he contributed a significa
amount of articles and editions to the pedagogical literaltaenpolsky’s 1950 edition

of the forty-two Kreutzer etudes includes recommendations on studying the atude
well as more difficult arrangements of some of the etudes. Other publicatiardeincl
posthumous editions of the Dont and Paganini Caprices, as well as editions of the
standard repertoire, cadenzas, and transcriptions. Yampolsky's &daésethods of
Working with Students,” “On Cultivating Sound in Violinists,” and “The Pedagogue as
Creative Mentor” exemplify his pedagogical appro&th.

In the conclusion to his article “On Methods of Working with Students,”
Yampolsky raises the issue of how to cultivate the student’s artistic anv&reat
independence. He addresses the common complaint that many violinists, although
playing at a high level, sound alike and lack distinct individuality. Approaching this
problem from a distinctly pedagogical point of view, Yampolsky largely faloés t

routine pedagogical preparation:

4 B PEKOMCHAYCMBIX A. SIMnonbsckum MeToaax 06Hapy>1<1/IBaeTca 3HA4YUTCJIbHAsA O6HIHOCTL C HCKOTOPbIMU
BaKHEHUIIIMMU ITOJIOKSHUSIMHE (I)I/ISI/IOJ'II/IFI/I‘ICCKOFO ydyeHus . I1aBnoBa...B atoit 06HIHOCTI/I posABUJIaCh
MyApOCThb IeJarora-rmpakTruka, CyMeBIICI0 CACIATh MOJIC3HbIC TCOPETUUCCKUEC BBIBOABI U3 CBOCTO
Oorareiiero oneita.  Rodionov, ed.Mastera skripichnoi pedagogikr.

“6 Full references to these works are found in théidgraphy.
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In practice, we [teachers] are obliged to spend a lot of time working on
formal perfectionism, working on intonation, technical aspects, etc. ... In
the process of preparing a student we often overlook the isolated,
exceptional moments in the student’s performance. We don’t notice these
sparks, since our attention is turned to correcting all kinds of deficiencies.
At the same time, we become accustomed to hearing the same piece
played dozens of times in the traditional way and subconsciously cultivate
a certain aural inertia. Any divergences from the general norm give us the
impression of something strange and illogical. If this occurs in the
student’s performance we immediately try to correct him or her, instead of
carefully listening and trying to discern that which is valuable and
creative, and may be embedded in the artistic intentions of the stdent.
Yampolsky's statement reflects his profound theoretical understanding aftitheties
and responsibilities associated with violin pedagogy. His pedagogicay lefflects his
well-rounded musicianship, for his students included not only prize winning soloists, but

also many concertmasters, orchestral players, chamber musicians,clwedstea

"B cBOE IPAKTHKE MBI BEIHYKICHBI YC/ISTh MHOTO BPEMEHH JOCTIDKCHHIO (POPMATBHOI
3aKOHYEHHOCTH, paboTe Ha/l MHTOHANWH, HaJl TEXHUYECKOI CTOPOHOM M T.II...B mpolecce moaroToBku
YacTO MPOXOISAT MUMO HAIlleTO BHUMAaHHS OTACIBHBIC SPKHE MOMEHTHI B HCIIOJIHEHUH y4eHUKa. MBI He
3aMedaeM STHX MPOOJIECKOB, TaK KaK Hallle BHUMAHHE CIIMIIKOM 3aHATO MCHPaBIEHHEM BCSIKOTO poJa
HEJOCTaTKOB. BMmecTe ¢ TeM, IPUBBIKHYB CIyIIATh JECSATKU pa3 OJHO U TO JKe IPOM3BEACHHE B
TPaJUIMOHHOM HCIIOJTHEHHH, MBI 0€CCO3HATEILHO BEIpabaThIBacM B ce0Oe OIPEICNICHHYIO CIIyXOBYIO
uHepIHIo. Bceskoe oTcTyIuieHHe 0T 0OBIYHOM HOPMBI IPOU3BOAUT Ha HAC BIEYATIICHUE YET0-TO
CTPAaHHOT0, HEJIOTUYHOro. Ecim 3To nMeeT MecTo B HCIIOJHEHHH YYSHHKA, MBI Cpa3y jke HaulMHAeM
HOIPABJIATH €r0, BMECTO TOI'0 YTOOBI BHUMATEJILHO IPHCITYIIATHCS U IOIBITATHCS BBISBUTE TO LIEHHOE
TBOPYECKOE, YTO, MOXKET OBITh, 3aKIIFOYCHO B XYI0KECTBEHHBIX HaMepeHHsX yueHuka. |IAmpolskii, “O
metode rabotiy s uchenikami,” 18.
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Yankelevich Continues the Traditions of the Moscow Violin School

Strongly influenced by the methodological approaches of Tseitlin, Mostras and
Yampolsky, Yankelevich integrated and elaborated on many of their concepts.
Yankelevich strove to synthesize the traditions of the older generation.

The questions of violin methodology, and string methodology in general,

were always in the center of Yankelevich’s interests. In the 1950s, when

the issues of methodology were being intensely discussed in the

department headed by Yampolsky, Yankelevich set himself the task of

generalizing the pedagogical expertise of the leading violin teathers.
Growing up in Omsk, Yankelevich received his initial musical education from thg cit
Philharmonic Society and was guided by Auer’s student A. BEHin.1923
Yankelevich was accepted to the Petrogt&bnservatory where he studied with I. P.
Nalbandyan, an assistant to Auer. In 1928 Yankelevich moved to Moscow to continue
his studies with Yampolsky!. Yankelevich notes how much Yampolsky influenced his
pedagogical methodology:

[After studying with Yampolsky] | began to be consciously drawn to

pedagogy, to the cognitive aspects of the theory and practice of violin

playing. . . . From [Yampolsky] | understood that violin playing is not a

miracle, not “alchemy,” but a science and that besides inspiration there

‘B LIEHTpEe UHTEPECOB SIHKeIeBNYa BCerAa HaXOAMWINCh BOIIPOCH CKPUITMYHON METOIUKH U -- IITUPE --
CTPYHHO# memaroruku Boodbime. B 50-¢ roapl, korma Ha kadeape, BO3riaBiIsieMoii ero yantenem A. U.
SIMTIONTECKUM, MHTEHCHBHO Pa3pabaThIBAIMCh METOIUIECKIE BOIIPOCKHI, OH IMIOCTABIMII Iepe co0oit 3a1auy
0000IIEHUS [TEAarOTHYECKOT0 OIBITA BEAYIIUX IpodeccopoB Koncepsaropu . |Ankelevich,
Pedagogicheskoe naslediE983), 6.

“9 | Ankelevich,Pedagogicheskoe nasledit983), 237.

0 From 1914 — 1924 St. Petersbhurg was known as drattpbefore being changed to Leningrad in 1924.
*1 |Ankelevich,Pedagogicheskoe nasledi983), 237.
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exist objective rules, which, when combined with serious work, can

accomplish a great de¥l.
In 1935 Yankelevich left the Moscow Philharmonic where he was employed and began
teaching at the Central Music School. In 1936 he became Yampolsky’srassistee
Moscow Conservatory. Yankelevich's first scholarly essay, “The Problerardd ih
Violin Playing: An Analysis of the Work of Carl Flesthvas written in 1932. As a
graduate student, Yankelevich conducted a series of oscilliographic experiments
analyzing how prominent violinists shift positions. This work resulted in his dbctora
dissertation, “Shifting Positions in Relation to the Artistic Goals of theitigl">
Yankelevich was greatly influenced by the surrounding professors at the Moscow
Conservatory.

The development of Yankelevich as a pedagogue is inextricably tied to the

traditions of the [Moscow] violin school. As Yankelevich himself noted,

his years in contact with the leading professors of the Moscow

Conservatory were extremely influential and he was treated by these

professors with ever growing respect. Yankelevich had a special ability to

share his knowledge, always giving it a fresh and modern point of view.

This is evidence of his true talent as a pedagogue-thifiker.

2 IMeHHO C TOTO BPEeMEHH MEHs BCE GOJIBIIE H YXKe COHATEIIbHO HAYHHACT IIPUBJICKATh I1EarOrHKa,
MO3HaHKE 3aKOHOMEPHOCTENW TEOPUH M IPAKTUKH UIPHI HA CKPHUIIKE...Y HErO s MOHSI, YTO MIPa Ha CKPHITKE
-- 9TO He 4y10, He "anxuMus', a Hayka. UTo KpoMme YyBCTBa BAOXHOBEHHUS 3/IECh CYIIECTBYIOT U
00BEKTUBHBIE 3aKOHBI, H3YYUB KOTOPHIE MOKHO IIpH paboTe MHOTOr0 gobuthes. Ibid.

%3 “CMeHBI TIO3HIIHIT B CBSI3H € 331a4aMH XyI0)KECTBEHHOTO HCIIONHEHHS Ha ckpuIke.” Reprinted in
Pedagogicheskoye Naslediye.

*4 CranoBnenne SIHKeIeBNYA KK ME1arora HepasphIBHO CBA3AHO C TPAIMIHSIME OTCIECTBEHHOM
CKPHUMAYHO# 1K0JBl. OTpOMHYIO poiih (3TO Beeraa moauepkuBan u cam KOpuit MicaeBnd) ChIrpaii rojst
ero oOIIEHUs ¢ BeAYLIMMHE TpodeccopaMu MOCKOBCKOM KOHCEPBATOPHH, CPEIH KOTOPBIX OH MOJIB30BAIICS
BCe OOJBIIMM U GOJIBIINM aBTOPUTETOM. SIHKEJIEBUUY OBLIO MPHCYIIE KaKOoe-To 0c000€e yMeHHne 060011aTh
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In addition to his methodological texts, Yankelevich edited over thirty works in the
standard violin repertoire and taught extensively at the Moscow Conservatotyisintil
death in 1973 Yankelevich’s students were distinguished by their polished technique
and physical mastery of the instrument; forty of his students were fzst\wmners in
international violin competition¥. Although Yankelevich was occasionally faulted for
spending excessive time on technical matters, his pedagogical tegtstae
interconnectedness of technique and musical conteyiankelevich’s pedagogical

methods and approach are examined in the following chapter.

TTOJIY9CHHBIE 3HAHWMSI, COOOIIasi UM BCET/1a HOBBIM, COBPEMEHHBINH PAKyPC; B 3TOM HPOSBIISIICS ITOITHHHBINA
tanant negarora-meicautelst. 1Ankelevich,Pedagogicheskoe nasledie983), 238.

* A list of compositions edited by Yankelevich isifal in Appendix D.

5 A list of Yankelevich’s students is found in Appta C.

" A complete list of methodological texts and leesiby Yankelevich is found in Appendix E.
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Chapter 2

The Pedagogy of Yuri Yankelevich: A Psycho-physiological Approach

Introduction

The posthumous publication BEdagogicheskoe naslediedagogical Heritage]
in 1983 provided the first comprehensive book devoted to Yankelevich’'s pedagogy. The
first edition ofPedagogical Heritageonsists of an introductory essay by Vladimir
Grigoriev: “Methodological Views of Yuri Yankelevich,” two original texoy
Yankelevich: “Shifting Positions in Relation to the Artistic Goals of thaixist” and
“On the Initial Positioning of the Violinist,” and appendices with essays byaMa
Glezarova and Tatiana Gaidamovich. The second and third editi®eslagogical
Heritagecontain revised essays by Grigoriev, Gaidamovich, and Glezarova and are
supplemented with further essays from other musicians and updated bibliographic
material. AlthoughPedagogical Heritagevas translated and published in French in
1999, none oPedagogical Heritagdas been translated into English. All subsequent
guotations from the work are my original translations from the first edition.

In his introductory essay, “Methodological Views of Yuri Yankelevich,”
Grigoriev outlines Yankelevich’s methodology into four components as follows:

1) A study of the student: his attributes and abilities; and finding the

correct, individual approach to his development.

2) Selection of the repertoire suitable for individual study.

3) Psycho-physiological basis of rational violin technique.
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4) Concrete methodological directives, concerning specific problems of
methodology, positioning, separate expressive devices, bowing$, etc.
The third point, a psycho-physiological basis, is fundamental to Yankelevich’'gqupda
and is typical of the entire Moscow Violin School. Indeed, all of Grigoriev’s ponaty
be shown to demonstrate a psycho-physiological approach and will be examindu as suc
A psycho-physiological approach refers to the conscious awareness of the
psychological and physiological components of violin playing and teaching on thed part
the teacher and student. Mostras, Yampolsky, and Yankelevich were ail tdrtve
cognitive aspect of violin playing and teaching. Mostras wrote:
Instrumental performance . . . is perceived as the result of the acifities
the moving apparatus of the hands and fingers, determined and controlled
by the activities of the central nervous system and foremost of the brain...
The perfection of performance skills means, foremost, the development of
perceived, controlled, and directed activities of the nerve centers, in
relation to which the moving apparatus becomes the “performer.” The
latter also develops, but its development occurs in tandem with the
development of the “directive” functions of the nervous system. The
particularity of this unified process is the active participation of the
consciousness and related psychic functions—attention, willpower,
memory, and also emotion and imagination (when referring to a musical

composition)’

%8 | Ankelevich,Pedagogicheskoe nasledit983), 9.

59 Hcnonnenue Ha MY3KaJIbHOM MHCTPYMECHTE. .. IIPCACTACT NEPCT HAMU, KaK IPABICHUEC NCATCIbHOCTH
JABUTATCIIBHOTO amlrapara pyK U NaJblCB, onpezlem{eMOf/i u pyKOBOHHMOﬁ JACATCIIBHOCTBHO HeHTpa.]'ILHOﬁ
HepBHofz’I CHUCTEMBI U B IEPBYIO OUCPEAb KOPBI T'OJIOBHOT'O M03ra...COBepIHeHCTBOBaHI/Ie HUCIIOJIHUTCIIBCKUX
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Yankelevich was similarly interested in the perception and development ofytiieps

physiological components of violin playing. Grigoriev refers to a lecture oniV2#rc

1952, where Yankelevich summarized the methods of Yampolsky:
Yankelevich paid special attention to what he considered the fundamental
methodological principle of Yampolsky. This consisted of working with
students on developing preliminary perceptions not only of the musical
work itself, but of the sound needed to express a musical idea and the
consequent motor skills required to accomplish this. He remarked that
Yampolsky “did not strive to cultivate the student’s motions themselves,
but rather to cultivate the nerve perceptions that would lead to quick
reflexive reactions.” In addition to a conscious approach to the
performance material, Yankelevich added the need for the student to be
consciously aware of his or her own abiliti&s.

On some level, a psycho-physiological approach has probably been present throughout

the history of violin teaching, albeit usually credited as the teacher’s giftustion.

HABBIKOB O3HAUYAET MPEXKAE BCETO pa3BUTUE BOCIPUHUMAIOLIEH, KOHTPOIMPYIOIIEH U HAaIpaBIsoLEei
JIESTENbHOCTH HEPBHBIX LIEHTPOB, 110 OTHOIIECHHUIO K KOTOPBIM JABUraTEJIbHBIN annapar siBisieTcs
<<HCHOJIHUTEJIEM>>>; MMOCJICAHUI TaK)KE PA3BUBAETCS, HO €r0 Pa3BUTHE MPOUCXOIUT B HEPA3PHIBHOM
€IMHCTBE C Pa3BUTHEM <<PYKOBOJSIINX>> (PYHKIUN HEPBHON cucTeMbl. OCOOCHHOCTD SIMHOTO TpoIiecca
pa3BUTHSA 3aKIIFOYAETCS B TOM, YTO OH COBEPIIAECTCS IPU aKTUBHOM YYaCTHU CO3HAHUS U CBSI3aHHUBIX C
HUM TICUXUYECKUX (QYHKIIMI -- BHUMAaHUsI, BOJIM, TAMSITH, & TAK)KE SMOLIUH U BOOOpakeHus (B TOM Cirydae,
KOTJIa pedb HJIET 0 paboTe Haj My3bIKalbHBIM TpousBeaeHueM). Mostras Sistema domashnikh zaniatii
skripacha 8.

9 OcoGoe BaMaHne SHKENCBHY YAETUI TOrJa TOYHO OJMEUYECHHON UM IJIaBHON METOIUYECKON MO3UIUHI
SIMITOITBCKOTO -- OCHOBBIBATHCS B paboTe IO BOCITUTAHUIO PO ECCHOHATBHOTO MacTepCTBA YICHUKOB Ha
Pa3BUTUH Y HUX NIPEABAPUTENBHBIX IIPEACTABICHUM HE TOJBKO O COAEPKAHNN UCTIOTHIEMBIX
[IPOU3BEACHUH, HO U O 3ByYaHUM KaK KOHKPETHOM HOCHUTENE MY3bIKaIbHON MBICIIH, a TAKXKE U O HY>KHBIX
JUTS BOTUIOIICHHUS 3aMBICIIa ABUTATEIBHBIX KOMITIEKcax. OH roBopwi, 9To SIMITONBCKUI <<CTpEeMHTCS HE K
CO3/IaHUIO IBUTATENBHBIX OMIYIIEHUH ¥ YI€HUKA, a K CO3JaHUI0 HEPBHOTO BOCIIPHUSTHS, CIIOCOOCTBYIOIIETO
OBICTPOMY BO3HHKHOBEHHIO Y HETO PEe(ICKTOPHBIX peakiuii>>. [TpHHIIHIIT CO3HATEIFHOTO OTHOIICHHUS K
ucnonusiemomy HOpuit MicaeBud JOMONHST NPUHLIUMIIOM CO3HATENBHOTO UCTIOIB30BAHHUS YYEHUKOM CBOUX
Bo3moxHocteil. |Ankelevich,Pedagogicheskoe nasledie983), 8 — 9.
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One of the earliest violin instruction manudlbe Gentleman’s Diversion (1693), tells

of techniques “which may be knowne but not descrilédDuring the eighteenth and
nineteenth centuries, the most notable treatises and method books (such as those by L
Mozart, Kreutzer, Baillot, Rode, Dont, and Schradieck) provided specific technical
exercises and focused primarily on developing physical rather than psychbtog
physiological skills. In the first half of the twentieth century, violin tdxts\uer,

Flesch, and Dounis did address aspects of psychology and physiology, however none
explicitly described the relationship of these aspects to pedagogy. Thus, the psycho
physiological approach to pedagogy documented in texts by Mostras, Yampalsky, a
Yankelevich appears to be original and innovative, preceding similar eleusectby

Havas, Galamian, Suzuki, and Rolland.

A psycho-physiological approach to the study of the student and choice of repertoire
The first two points in Grigoriev’s outline of Yankelevich’s methodology, i.e., the
study of the student and the selection of repertoire, are essential componentchba psy
physiological approach. A careful study of the student is necessary tmithet¢he
psychological and physiological connections involved in violin playing. Inteedeihe
appropriate repertoire sequence, the teacher must consider the psychalagjical

physiological constitution of the student.

¢ Stowell, ed.,The Cambridge Companion to the Vigl24.
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A study of the psychological constitution of the student

Yankelevich stressed that the teacher must be a master of psychology and be able
to determine the different character traits in stud®ntéankelevich remarked:

When it comes to serious pedagogical work, ask the question: Who are

you teaching? Find out who the student is, for they all have an array of

different qualities—their own psychology, own hands, etc. There are

those who are strong-willed, concentrated, well-behaved, smart, lazy.

Only after this is it possible to determine which student needs which

method. The diversity of students excludes a single appfdach.
Of the psychological traits that need to be initially determined, Yankélésied the
following: emotion, focus, fatigue, endurance, capacity for work, and dedi€ation.
Grigoriev describes how Yankelevich assisted Yampolsky in devising a fihnsinty
questions to assist the teacher in “deciphering” the stddieFtie questions on the form
addressed the following: general development, family background, intetiestghan
music, character, emotional disposition, reaction to critique, retention ofluer;iti
initiative, etc® Yankelevich did not necessarily claim that certain traits are more

beneficial than others; however, the combination of these traits should determitteehow

62| Ankelevich,Pedagogicheskoe naslediE983), 12.

83 Bemm peub HIET O Cephe3HOM MeaaroruuecKoi pabore, 3aaaire cedbe BOMPOC -- KOro BBl yUHTE?
BeIsicHUTE, UTO TIPEACTABIIAET COOOH YUCHHUK, BEb y KAKIOTO M3 HAX Macca pa3HOOOPa3HbIX KAuecTB --
CBOS TICHXWKA, CBOU PYKH U T.].; €CTh BOJIEBBIC, COCPEIOTOUCHHBIC, KyIbTYPHBIC, YMHBIC, JICHUBBIC.
TOJBKO TIOCIIE 3TOTO MOKHO OIPEIEITHTh, K KAKOMY YICHHKY KaKo# MeTO/ Hao MPUMEHHUT.
Pa3Hoo6pasue 4ea0BeueCcKOro MaTepraa HCKIIIo4YaeT oaHo006pasuelii moaxox. 1bid., 13.

*1pid., 14.

®*pid., 44.

®® Ipid.
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initial lessons are planned and how the repertoire is sel¥ct&fler analyzing the

student’s specific traits, the teacher must then also let the student becaree®gthese

traits. According to Yankelevich, it is not enough for the teacher to know the student, but
“the student must also be able to judge himself—his strengths and weaknesses, and be

able to look at himself from the sid&”

Choice of repertoire
Yankelevich was one of the first teachers to use a method of “future gerspec
combined with an individual approach to each stuffeviankelevich carefully planned
the development of each student through the various stages of study: music sdhool, hig
school, conservatory, graduate work, and concert acfRityankelevich believed that
the development of psycho-physiological processes must be cultivated in thanery e
stages of study, when the student is playing simple pieces in first pdSithmrording
to Yankelevich:
[Whether assigning] a dance, lullaby, or march it is important to alwayseequi
expression, unity of character. Consequently the musical examples willdecom
finer, more diverse, more complicated, and less concrete. . . . Appropriate

guidance and explanations from the teacher can help formulate the imagination of

®7 |bid.

% |n this and subsequent instances where YankelgMobtras, or Yampolsky refer to the “studentsit
understood that the “student” may be of either gendn keeping with the original Russian, and ke
for smoother reading, the generic masculine pronswifien retained in translationsajio uTo6s! u]
YUYCHHK TOXKEC OLICHUBAJI ce0st caM -- BCe CBOM CHJIBHBIE U CIa0bIe CTOPOHBI, JOCTOMHCTBA 1 HEJOCTATKH,
Hay4uIcs 66l CMOTPETh Ha ceOst co croponsl. 1bid., 14.

bid., 8.

0 bid.

™ bid., 15.
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the student and lead to the emergence of artistic initiative —for thesesgesce

are closely relatet:

Yankelevich believed that repertoire that best highlights emotional respisrtbe more
valuable. Yankelevich remarked, “It is not necessary to follow the historicalogenreht

of violin literature; bright ‘theatrical’ pieces, folk songs, programmatick&/give more

to the development of expressive response in the early stages of study thaarmo Itali
classicists.”® Maya Glezarova, Yankelevich’s assistant, recalls how Yankelevich liked
to assign works by Beriot, Vieuxtemps, Spohr, and Ernst. She writes, “in addition to
finding in these works excellent material for developing violin technique, Yankkle
also believed that they develop the student’s sense of fantasy, the emotional side of
performance.”

Although Yankelevich liked to assign works of a romantic character, he did not
always prescribe the same repertoire to each student. Glezarova hectlbtving
comment of Yankelevich:

| believe there are two commonly used approaches in guiding the student’s

repertoire. The first reflects the student’s outward nature i.e., choosing

pieces that underscore the natural qualities of the student, those that easily

suit him. The second approach only takes into consideration the student’s

weaknesses. Here, teachers, in attempting to fix the weaknesses, dismiss

all the positive qualities of the student and risk suppressing the student’s

B TaHIle, KOJMBIOETBHOMH, MapIie HaJo TpeOOBaTh APKOCTH BBIPAXKEHHS, €TMHONW XapaKTePHOCTH. 3aTeM
00pa3bl YTOHYAIOTCS, pa3HOOOPa3ATCs, YCIOKHSIOTCS, CTAHOBATCSI MEHEE KOHKPETHBIMH. . .BepHbIe
3aMeuaHusi, OObSIITHCHHS MTearora MOTyT TyT IIOMOYb ()OPMHUPOBAHHUIO i 0OPA3HOTO BOCTIPUATHS YICHHKA
U MPOOYKIAEHHUIO Y HETO XyI0XKECTBEHHON HHUIMATUBEI -- BEb OTH IPOLECCH TECHO CBsa3aHkl. 1bid.
bid., 16

bid., 243.
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individuality. | believe there must be a third, more true approach:
carefully combining the individual qualities of the student with the
necessary goals for further development and the correction of any
deficiencies?
Yankelevich customized the repertoire assigned to a particular student witpagbiee
of at least two to three years. The repertoire plan was reevaluatedeaedepending
on how the student developed. Appendix B shows Maya Glezarova’s example of
Yankelevich’s repertoire plan for a student in possession of technicalyfdailt with an

underdeveloped musical and emotional side.

Psycho-physiological approach in relation to violin technique

The third and fourth points in Grigoriev’'s summation of Yankelevich’s pedagogy
specifically address violin technique. Yankelevich’s approach to technique may be
considered psycho-physiological on several levels. Prior to solving a tedfifficalty,
Yankelevich stressed the need for the teacher to analyze the precise pisysibtogical
causes of the difficulty. Once these causes are understood, the teachermmulaté the
appropriate solutions. These may include variations, etudes, and exercisesatiyecifi

addressing the psycho-physiological component of the problem. Yankelevicedtres

75CyH.[eCTByeT, KaK MHE Ka)KeTCsl, Ba HanOoJIee pacpOCTPAHECHHBIX BEChMa CIIOPHBIX IPUHIIUIA X
noctpoerusi. [1epBbIif -- 3TO TTOKa3 BHENTHEH CTOPOHBI PabOTHI, TO €CTh MOAOOP MPOU3BEICHUH,

MO TYEPKUBAIOIINX JOCTOMHCTBA MPUPOAHBIX KAYeCTB YICHUKA, TAK CKA3aTh, MOJHOCTHIO MIYIIHX EMY Ha
BcTpedy. BTOpOif -- yYUTHIBACT OJHHU TOJHKO HEAOCTATKH YYCHHKA, U 31€Ch B CBOCM CTPEMIICHHUH HX
HCIPABUTh [IEAarOry, COpachIBasi CO CYCTOB BCE MOJI0KHUTEIIBHBIC JAHHBIC CBOUX BOCIIUTAHHUKOB, PUCKYIOT
TOITaBUTh TBOPYECKYIO MHANBUIYaIbHOCTh. J[yMaeTcsi, YTO €CTh TPETHUl, HANOO0JIeE BEPHBIN Iy Th:
OEpEeKHO COYECTATh YSPTHI HHAUBUAYAILHOCTH YICHUKA C HECOOXOAUMBIMU 3a1a4aMHU JaTbHEUIIero UX
Pa3BHUTHSI U MCIIPABJICHHUST HMEIOIIUXCS HepoctatkoB. 1bid., 242
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that the teacher must subsequently activate the same analytical imténesstudent.
This interest should be reflected in focused and concentrated practice at home
In his dissertation, Yankelevich points out how technical difficulties may be
caused by psychological as well as physical problems, writing:
In many cases defects in left hand technique are caused not only by local
problems, but can occur because of other phenomena, determined by the
regulatory processes of the central nervous system. This should alwaksrbe ta
into consideration in practice, especially when analyzing various defects in
performance. Concerning the main points that adversely affect the freedwoen of t
left hand moving along the fingerboard, there are firstly, defects of a purely
mechanical nature (easily observed) and secondly, deeper reasons, related to a
incorrect feeling of the process of movement (something that can appear
completely “correct” on the outsidé).
Yankelevich’s differentiation of external and internal problems is an innovative
pedagogical concept. The majority of pedagogical texts give direchianaddress
solely external visual concepts; the bow hold shinod likethis, the position of the left
hand shouldook likethat, etc. Yankelevich suggests the pedagogue address the
muscular sensations of the student; the bow sHeaeldike this, a change in position

shouldfeellike that. In such a psycho-physiological approach the teacher must enter into

® ...BO MHOT'UX CJIydasAX HCAOCTATKNU TCXHUKU JIeBOI PYKH HAXOAATCA B 3aBUCUMOCTHU HE TOJILKO OT YHUCTO

MECTHBIX TIPHYHH, HO U OT JPYTHX SBJICHHA, OMPEIEIISIOIINX IPOLECCHI PETYIISIIIUU CO CTOPOHBI
LEHTPaIbHON HEPBHOW CUCTEMBI. YKa3aHHOE 0OCTOSTEIBbCTBO IOJDKHO BCETIa YUUTHIBATHCS B
MPaKTHYECKOH AEATeNbHOCTH, B YaCTHOCTH TP aHAJIHM3€ Pa3IMYHbIX 1e(eKkToB HCoMHUTeIbCcTBA. K
OCHOBHBIM MOMEHTaM, OKa3bIBAIOLIMM 3HAYHTEIILHOE TOPMO3SILEe BIMSHUE HAa CBOOOY TIePEIBIIKEHUS
JIEBOY PYKH BIOJB Tpua, OTHOCATCS, BO-TIEPBHIX, Ne(EKTH YHCTO MEXaHHUECKOTO Xapakrepa (JIETKo
00OHapy)KUBaeMBbI€E JIaKe MPY BHELIHEM HAOJIOICHUHI) U, BO-BTOPBIX, 00JIee IIyOHHHBIE SBJIECHUS,
CBsI3aHHBIC C HEMPABUIIBHBIM OIIYIICHUEM 3TOTO ABUTATEIBLHOTO Mpoliecca (KOTOPBIH BHELIHE MOXKET
NPOTEKaTh Kak OyATO BIOJHE <<mpaBuibHO>>). Ibid., 97
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the mind and sensations of the student before proceeding to solve any technical

difficulties.

An example of a psycho-physiological approach to technique: “Pre-hearing” and “pre-
feeling” as applied to shifting positions

An example of a psycho-physiological approach to technique is the use of “pre-
hearing,” a term used by Tseitlin, Yampolsky, and Mostras, and lateraeéfto by
Yankelevich!” The skill of coordinating mental aural concepts with physical activity
(i.e., the aural and kinesthetic) is particularly relevant to string playess & large
portion of their technique addresses intonation and shifting. Mostras writes hovh&rom t
early stages of study the teacher needs to develop the student’s abilitg-tee gy’
which is indispensible to clean intonati6h.Mostras faults many teachers for correcting
intonation passively, i.e., only after the note has been played out of tune. Instead,
Mostras recommends that the teacher assist the student in cultivating an aural
preconception of the note. He writes, “The role of the pedagogue is to activatedhe ear
the student from the very beginning, developing intonation and the student’s ability to
independently correct faulty intonatioff” The incorporation of aural skills (ear-training
and solfege) at an early age was an important component of the syllabusextttiaé C
Music School in Moscow.

Yankelevich addresses the concept of pre-hearing in his dissertation ormg shiftin

positions. Referring to Mostras’s article he adds, “The anticipatory @neg@aration for

" The Russian term for “pre-hearing’rigeacbimasus.

8 Blok, ed.,Ocherki po metodike obuchenie igry na skripk&s.

IS 3az{al1a negarora COCTOUT B TOM, I*ITO6I)I C MMCPBLIX K€ MIaroB aKTUBU3UPOBATH My3LIKaHLHBIﬁ CIIyX
YUCHUKA, pa3BUBAaThb UHUNHUATUBY U YMCHHUEC CAMOCTAATCIIbHO UCTIPABIATH HCYNCTYHO HHTOHAIIUIO. |b|d
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the prospective motion is indispensable, since without it the arm cannot accomplish the
fundamental intonational goai® Yankelevich also describes the analogous concept of
“pre-feeling”:
As the result of executing specific exercises, the accompanyingieessae
also fixed. These sensations or feelings are eventually summoned not only at the
same time the movements take place, but also when the movements are merely
perceived, as a rule right before they are carried out. Precisetysthiesations
allow the correct movements to be carried out and to be fully mastered. In
performance and pedagogical practice this is called “pre-feéfing.”
The concepts of “pre-hearing” and “pre-feeling” are closely relatduetpsycho-
physiological system of reflexes. Yankelevich recognized that the ¢idhwvaf correct
reflexes directly stems from the main physiological principles of P&¥loke also
noted that the development of specific skills (meaning the specific conditioleaksf
must always be preceded by a deep and detailed analysis of the condikiogsirita
account the individuality of the student) in which the reflex is to be Hs@tie
development of these reflexes eventually leads to their activation rigié tleéomotion

is executed.

80 HpeILBapI/ITeJILHaSI CJIyXOBas MOATOTOBKA K IMPCACTOAIIEMY JABUKCHUIO (LleﬁCTBI/IIO) ABJIACTCA
COBCPUIICHHO HCO6XOI[HMOfl, TaK Kak 0e3 Hee PYyKa HEC CMOXKCT OCYIIECTBUTH OCHOBHYIO HHTOHAIITUOHHYTO
3amauay. |Ankelevich,Pedagogicheskoe nasledi983), 137.

81 B PE3YIbTATC BBINIOJIHCHUA COOTBCTCTBYIOIINUX ynpamHeHI/Iﬁ IMMPOYHO 3aKPCIUTIAIOTCA U COIMMYTCTBYIOLINE
UM OLIYUICHUs, TaK 4YTO B L[aJ'ILHeﬁIIIeM OHHU BO3HUKAIOT YK€ HC TOJBKO B OJTHOBPEMCHHOCTU C JaHHBIMU
JBHMKCHUAMU, HO U TIPU OTHOM TOJIBKO MX MPECACTAaBJICHUN WUJIH, KaK IIPaBUJIO, HEIIOCPECACTBCHHO MEPE]
MOMECHTOM HMX OCYHICCTBIICHUA, UMCHHO 3TO 00CTOATENIBCTBO U CHOCO6CTByCT TIPaBUJIBHOCTHU BBIITIOJITHCHUA
TIOCIICTYOIIUX ,I[BI/I)KGHI/II‘/JI 1 CBUACTCIBCTBYCT O IIOJTHOM OBJIAACHUN UMU. B MY3BbIKAJIbHO-
HCITOJTHUTEIILCKON 1 HCH&FOFHHCCKOﬁ IIPAKTUKE TaKOC SABJICHUEC OOBIKHOBEHHO Ha3bIBAETCS
<<npenoutymenuem>>. lbid., 136.

82 |van Petrovich Pavlov (1849 — 1936) was a renowRessian physiologist, psychologist and physicist.
Ibid., 104.

% Ibid., 105.
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Yankelevich specifically referenced the concepts of “pre-hearingd™pre-
feeling” as applied to shifting positions. Shifting and the related problemsooftion
comprise a significant portion of violin technique. Yankelevich attached enough
importance to the problem of shifting to devote his entire doctoral dissertation to the
subject, in which he wrote:

Accurate intonation is determined by the ear. This is why the ear must

guide the accurate movement in the left arm, assisted by the appropriate

muscular sensations. In acquiring shifting techniques a “conditional reflex

for distance” is cultivated, meaning corresponding connections are created

between the perception of sound and the movement of th& arm.
Yankelevich contrasts such a psycho-physiological approach to shiftim¢je
approach expressed by Carl Flesch:

Flesch believes that to attain accurate intonation it is necessary ta susta

the first sound in the new position—in order that it can be checked and

corrected. However, it is difficult to concur with this opinion. In such a

method it is impossible to expect the cultivation of an “accurate reflex” [in

arriving at the correct note] since the feeling of the distance coverée by t

arm is never learned and fixed. In contrast, a more correct method may be

found in Mostras, who states that it is not enough to correct the false note,

8 TouroCTH MHTOHALIMK YCTAHABIMBAECTCS CITyXOM. 1109TOMY HMEHHO CITyX M JIOJDKEH PYKOBOIUTH
IOCTI)KEHUEM TOYHOCTH JBIKEHHUH JIEBOM PYKH, YeMY CIIOCOOCTBYIOT TaKKe M BOHUKAIOMINE B 3THUX
CIIydasx MyCKYJbHBIC OIMYIICHUA. B mporiecce 0CBOSHHS TEXHUKH ITEPEX0I0B BEIpabaTHIBaeTCA
<<yCJIOBHBI} peyIeKC Ha PACCTOSHHE>>, TO €CTh CO3/1AI0TCSI COOTBETCTBYIOIINE KOOPAWHAIIMOHHBIE CBSI3U
MEX/1y BOCIIPUATHEM 3BY4aHUs U JBIbKeHueM pyku. bid., 87.
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but that it is necessary to repeat the shift many times so that the interval

and character of movement may be reliably rememb@red.
Concepts of pre-hearing and pre-feeling are not limited to the problem of shifting
positions or to technique in general. A student may “pre-hear” on a varietyeoédif
levels: “pre-hearing” the correct pitch, “pre-hearing” the pitch inigab the harmony
of the chord, “pre-hearing” the musical phrase, etc. In his introductigastays on
Violin PedagogyBlok uses the term “pre-conceiving” in conjunction with “pre-hearing.”
According to Blok, “the violin often ‘does not sing’ because the rhythm of the me&dody
not ‘pre-conceived’...the rhythmic pulses are not ‘pre-heard’ and the rhythm of

movement in the right arm is not ‘pre-conceived.”

Other evidence of psycho-physiological approach in matters of violin technique: Practice
and exercises

Yankelevich and other teachers of the Moscow Violin School attached great
importance to the necessity of teaching students how to practice efiectidastras’s
publication A System of Practicing for the Violinigtovided a detailed analysis of
conscious practice. Demonstrating a psycho-physiological approach, Mostras

emphasized the connection between conscious thought and technical mastery:

8 K. drem cunraer, 4To s JOCTHKEHHS TOYHOCTH UHTOHUPOBAHUS HYXKHO YAJUHUTH IEPBBINA 3BYK B
HOBOI TIO3UIIMY -- C TEM, YTOOBI €r0 MOKHO OBLIO NPOBEPUTH U UCTIPaBUTh. OJHAKO C 3TUM HEJb3s
cornacutbes. [Ipu TakoM MeTo/ie HEBO3MOXKHO OXKHMIATh BEIPAOOTKH <<pedJieKca Ha TOYHOCTh
MOMaaaHus>>, TaK KaK IIPH 3TOM HE M3y4acTCs |, CJIICAOBATEIIEHO, HE 3aKPCILIACTCS OLYIICHNE
IIPOXOAUMOTO PYKOH PACCTOSHUSA. B MpOTHBONOIKHOCTS 5TOMY, MOYKHO CUMTATh BIIOJIHE MPAaBUIBHON 1
COOTBETCTBYIOIIEH YUCHHIO 00 YCIOBHBIX pedieKcax TOUKY 3peHenss MocTpaca, KOTOPbIH yKa3bIBaeT, 9TO
HEITb3s1 OTPAHUYUTHCS TOJIBKO MCIPaBICHUEM (panbIINBOTO 3BYKa, @ CJIELYET MHOTOKPATHO ITOBTOPSITH
nepexo Iuist 6oJiee HaJIeKHOTO 3allOMUHAHMS MHTEpBalia U Xapakrepa asumwxkenus. |bid., 87—88.

8 Ckpurnika <<He MOeT>> 4acTo MOTOMY, UTO He <<IPEJCIBIIIaAH>> PUTM MEJIOIHH...HE
<<mpeACIBIIIAHbI>> KaKUE-TO PUTMUUECKUE TOJIU U He <<MPEABUICH>> PUTM ABMKCHUS IIPABOH PYKH.
Blok, ed.,Ocherki po metodike obuchenie igry na skripka
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The leading role of consciousness in practicing has to do not only with
correctly understanding the purpose and character of this or that motion.
Consciousness is also evident through the correct understanding of the
neuro-psychological functions that direct and coordinate the playing
motions. Knowledge of these functions helps to establish the logic of
exercises (directed at mastering performance skills), focus attemtioa i
process of practicing, and reinforce the results in our meffiory.

Mostras also describes how a pedagogue must assist the student in cultivatiegest

towards analyzing problems and, consequently, an interest in focused practice:
The cultivation of memory, will, and concentration . . . is inextricably
linked to an increased interest in practice. Consequently the pedagogue is
required to generate interest on the part of the student and give the musical
material a lively and concrete character.

Yankelevich likewise emphasized the need to cultivate the student’s interestticimpga

He strongly discouraged mechanical repetition, advising his students notdabaepe

section, or even place the bow on the string, without understanding why they are doing

s02® He commented, “The process of practicing is the process of self-observati In

the process of practicing there cannot be one movement, one note without a clear

87 Beﬂymaa POJib CO3HAHUA B ITPOLIECCE 3aHSATHI MPOABIACTCA HC TOJILKO B HAJIMYHUU SICHOT'O
MpeACTaBJICHUA O LICIIU U XapaKTepe TOM MM MHOK (bOpMI)I JABWKCHUS IIPU UT'PC HA I/IHCprMCHTe; OHa
BbIPpAKACTCA TAKKE B MPABUJIIbBHOM IMOHUMAaHUN SaKOHOMepHOCTeﬁ HepBHO'HCHXI/I‘IeCKOﬁ JACATCIIbHOCTH,
CBSI3aHHOM C YIipaBJICHUCM U KOOpHHHaHHeﬁ HUI'POBBLIX ﬂBH)KeHHfI. 3HaHue SaKOHOMepHOCTeﬁ noMoracert
HaM yYCTAHOBUTH JIOTUKY yIIpaXKHEHHs (HAIPAaBICHHOIO Ha OBJIaJE€HHE UCIIOJHUTEIBCKMM HaBBIKOM),
MOOWMITU3YeT BHUMAHHE W BOJIIO B MpoIiecce paboThl M CIIOCOOCTBYET 3aKPEIJICHUIO B TIAMSTH PE3YJIbTATOB
aT0it padoT. MostrasSistema domashnikh zaniatii skripaciBa

88 Bocnuranne TIaMsATH, BOJIM U BHUMAHUA, KaK YK€ TOBOPHIIOCH, HEPA3pbIBHO CBA3AHO C ITOBBIIICHUEM
HHTEpeca K 3aHATHSIM. [10100HOE 00CTOATENHCTBO PEIBABIISECT BIIOJTHE KOHKPETHOE TpeOOBaHUE K
MIeJIaroTy -- 9TOOBI €ro MpernoiaBaHre BO30YKAATO0 Y YUAIIUXCS HHTEPEC K N3ydaeMOMY MaTepHamy, 9TO0bI
OHO HOCHIIO JKHBO# M KOHKpeTHBII xapaktep. 1bid., 10.

8 | Ankelevich,Pedagogicheskoe naslediE983), 29.
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conception of why this is done, what is the problem facing the student, be it intonation,
shifting, or something elsé€® Yankelevich actively involved his students at the Moscow
Conservatory in discussions of organized practice and the most effective means of
studying a piecé!

In order to develop the correct free sensations of movement, Yankelevich
recommended practicing technical difficulties in more challenging@ns.
Yankelevich, like Yampolsky, consistently assigned more difficult suppieane
material to help the student overcome troublesome areas of @pigaepolsky’s
edition of Kreutzer'd~orty-two Etudesncludes more difficult variants of certain etudes
thus exemplifying this pedagogical technique.

The process of using variations or alternate approaches in order to overcome a
problem was also used on a larger scale, i.e., when studying an entire campositi
Yankelevich proposed employing various practice methods when studying a given
composition:

1) With score and violin and bow.

2) With violin and bow, without the score.

3) With the score but without the violin, and subsequently without the bow.

4) Imagining playing the violin without the score, violin, or bdw.

Yankelevich’s interest in a multifaceted approach extended to all ageoddin

technique. For example, he did not believe in one system of fingerings, or one dystem o

90 IIpomecc 3aHATHI -- 3TO TIPOIIECC cCaMOHa0oIeH . ..B poriecce 3aHATHS HE AOHKHO OBITH HA OJTHOTO
JIBIDKEHUS, HA OJTHOM HOTBI O€3 SICHOTO MPEACTaBICHUS, 3a4eM ITO JIeJIaeTCsl, TOM 3a1au, KOTOPasi CTOUT
nepes CTyIEHTOM, OY/Ib TO HHTOHALIMS, TIEPEXO Wil YTO-HuOy 6 apyroe. lbid., 11.

bid., 10.

2 bid., 29.

% Ibid., 32.
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bowings. Yankelevich was aware of changing stylistic demands, espatially
performance practice. He remarked:
Matters of fingerings and bowings deserve flexibility. They are aotigt
problematic in works by the Classical composers. Take for example,
Mozart. After newly discovered research, and the appearance of
[Mozart’s] original manuscripts, much needs to be changed. There are no
fixed principles—this is an active proces.
The flexibility and variety that Yankelevich recommended in practiattyates
conscious participation on the part of both the teacher and the student. Characteristic of
his psycho-physiological approach, Yankelevich encouraged the teacheudard b
think critically and analytically about all aspects of violin technique anmelésion to the

music performed.

Psycho-physiological approach as it relates to musicality, individuaktyg the creative
process

In formulating a psycho-physiological approach to violin technique, Yankelevich
and the teachers of the Moscow School considered the musical goal as the guiding
principle. Central to their methodology was the belief in the interconnectedradks of
components (artistic, musical, technical, physical, psychological, etcly@&uvim violin
playing. According to Yankelevich:

The movements of the violinist are inextricably connected to the music

performed; determined by it and producing it. These movements, by their

%B BOIPOCAX alIIMKATYPhl U IITPUXOB HyKHA THOKOCTh. OHM -- BeuHas IpobiieMa B KllacCuKe. B3saTh
x0Tst 661 MoniapTta. VyT uckaHust, HAXOAAT aBTOPCKUE PYKOIUCH, TIPHUXOIUTCS MHOTOE MEHSTh.
3acTHIBIIUX MPUHIMIIOB HET -- 3TO JKUBOH mporiecc. Ibid., 37.
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very nature, are connected to the artistic conception as “physical
manifestations” of the “ulterior goal” according to Stanislavsky.
Yankelevich investigated and analyzed technical problems within a musicakttont
Thus, for example, when determining how much pressure the fingers shoulh eétert
left hand, he writes:
The character and degree to which the fingers should press should not be
determined solely by formal circumstances, but by considering the musical
content of what is performed. Only the sound itself, determined by the
music, can and should be the determining factor that resolves technical
issues, such as finger presstfte.
In approaching questions of musical content, the teachers of the Moscow Violin School
encouraged independence and creativity on the part of both teacher and student. As
noted in the previous chapter, independence and creativity have not always been
associated with Russian violin playing. However, a psycho-physiologicalagpis at
core dependent on an individual and creative philosophy.
Mostras believed the teacher is responsible for transferring to the stuelsante
psychological interest in solving musical problems as in solving technical prable
Naturally, the main core that generates interest is the eventual kusica

artistic goal to which the student strives. It is precisely this goal tha

= HrpoBsie nBM>XEHUS CKpUIIaya HAXOATCA B HEPA3pPHIBHOU CBSI3U C UCIIOIHSAEMOM MY3bIKOH, €10
OTIPEJETISIFOTCS. M €€ BOCHPOU3BOIAT. DTH MUIPOBBIC JABMIKEHHS, 110 CYILIECTBY, CBSI3aHBI C XyJ0KECTBEHHBIM
3aMBICIIOM KaK <<(pHU3MUeCKHe AEHCTBUS>> co <<cBepx3amayeii>>, mo Cranuciasckomy. lbid., 96.

% . pemienne BOpoca 0 XapaKTepe i CTENeHH HAXATHS MATbIEB HA CTPYHbI J0JKHO OIPEICISITHCS HE
KaKUMH-JIH00 YHCTO POPMAIbHBIMU 00CTOSTEIHCTBAMH, & HCKIFOUYUTEIBHO XY10KECTBCHHBIMH
TpeOOBaHUSMH, COOTBETCTBYIOIUMHU COJIEPIKAHUIO UCTIONHIEMOr0. TOIbKO KOHTPOJIb CAMOT0 3BYYaHHs,
OIPE/ICISIEMOr0 COACPKAHUEM, MOXKET U TOJKEH Pa3peIIUTh BOPOC O KAYECTBE TEXHHMYCCKUX PHEMOB, B
TOM YHCIIE U O XapaKTepe HaKuMa MmajblieB Ha cTpyHsl. 1bid., 107.
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provides the authentic meaning and justification to his efforts, mobilizes
his will and creative activity, and helps to successfully overcome the most
difficult and sometimes unpleasant stages of rough work that are
unavoidable when practicing the viofh.
A contributor toPedagogical Heritagethe violinist Tatiana Gaidamovich, recalls that
the most serious criticism a student could hear from Yankelevich was that eftpassi
lack of imagination when performirf§. She remembers Yankelevich remarking:
A mood must be created every time a piece is performed. The musician must
always be engaged . . . and not wait for ‘inspiration’ on the stage. . . . Itis very
important for me when a young musician boldly expresses his ideas, creating an
original conception. Let it be a wrong one . . . but it is more important the
musician learns to look for it. . . . If the performer always waits until the teacher
discloses an idea, he will become absolutely helpless when he will have to start
working independently’
Yankelevich believed the pedagogue must be very attentive in allowing the student’s
independence to emerge. He believed that it is necessary for the teachetuce“m
every student the essential seed and to develop it first, gradually pullinigeiotiest

other aspects, but never at the cost of the first, or else all the students willlag si

97 EcTecTBEHHO, YTO [IIABHBIM CTEpKHEM B BO30YKIEHUM UHTEPECA ABJIACTCSA KOHEUHAS MY3bIKaJIbHO-
XY/I0’)KECTBEHHAS 11€JTh, K KOTOPH CTPEMHTCS yUYaI[MUCs; HMEHHO 3Ta [eJb MPUIAET MO UIMHHBIA CMBICI,
3HAUEHME U OIMPABJaHUE €r0 YCUIIUSIM, MOOMIIU3YET €ro BOJIIO M TBOPYECTBO AKTHUBHOCTH U IIOMOTAET
YCIEIIHO MPEOJ0IEeTh CAMbIE TPY/IHbBIEC U [TO[4AC HEMPHUATHBIE STAIBI YePHOBOU pabOThl, HEU30EKHBIE B
3aHATHAX Ha ckpunke. MostrasSistema domashnykh zaniatii skripach@.

% |Ankelevich,Pedagogicheskoe nasledit983), 240.

9 HacTpoenue 10/KHO MOSIBIIATHCS KaXKABIH pa3, KOra HCIOJHICTCS pou3BeAcHHe. My3BIKaHT TOJIKESH
OBIThH BCET/Ia YBIICUCH...a HE 0KHJIATh TIPUX0J1a "BIOXHOBEHUS' Ha dCcTpaje...MHe TUIHO ObIBAaeT OYCHb
[IEHHO, KOTIa, UTPasi, MOJIOIOW MY3BIKAHT CMEJIO MPOSIBJSIET CBOM MBICIIH, CO3a€T CBOIO KOHIICIIIHIO.
ITycts 370 OyaeT OMIHUOOYHO... HO BaKHO, YTOOBI MY3bIKAHT HAYYHIICS MCKATh...ECIIH jKe TOIBKO BCE BpeMsI
KIIaTh, KOT/Ia MeIaror MoJCKaXKEeT 3aMbICE, TOTOBYIO HJICI0, TO UCTIOIHUTEIh OCTAHETCS COBEPIIIEHHO
6eCIOMOIIHBIM, KOT/Ia HAYHET paboTath camocTasTebpHo. |bid.
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sounding like twins*® Yankelevich wrote that in order to uncover the student’s
individuality, one must first not suppress it: “The student must follow the téache
directions not by force, against his wishes, but by sincerely becoming invofted.”

In his essay on Leopold Auer, Grigoriev describes how one of Auer’s remarkable
innovations was to create a system whereby the teacher and the studewrharg le
together®? This component of Auer’s pedagogy finds a direct continuation in the
pedagogy of the Moscow Violin School. Lubotsky describes how in Yampolsky’'s
pedagogy, a process of “reincarnation” would occur, where “the teacher woutegroc
from the creative ‘I of the student®

In Yankelevich’s psycho-physiological approach, both the student and the teacher
are involved in a creative investigative process:

Method is a scientific ordering of the process of playing and the

development of the performer. But method, like pedagogy, turns out to be

not a scheme, but a creative process. Here, matters of psychology and

intuition come to the forefront. The pedagogue should know more than

the best performer; he or she is required to know the instrument, know the

psychology of the student, know the ins and outs of concert life and much

more. . . . Yampolsky was a great pedagogue, not only because he knew

the technical aspects of performing, but because he also had a kind of

pedagogical “sixth sense.” He didn’'t speak a lot in the lessons, but every

9 hid., 44.

101 | pid.

192 Gaidamovich, edMuzykalnoe ispolnitelstvo i pedagogilés.

193 ubotskii, “A. I. IAmpolskii — muzykant, pedagogospitatel’,” 119.
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student understood what he wanted to say. He understood the psychology

of the student very welf*
The idea of a pedagogue’s “sixth sense” or intuition is not new in pedagogicatqra
For centuries, oral traditions have documented the teacher’s gift. However)etatke
and the teachers of the Moscow Violin School managed to capture and codify precisely
those psychological functions that are associated with efficient pedagogy. This
demystification of the pedagogical process and its relation to concretefwcaardlysis
and investigation contributed to the success of the Moscow Violin School and marked a

significant development in the history of violin pedagogy.

Concerning Yankelevich'’s article “O pervonachal’noi postanovke skripach@h the
initial positioning of the violinist]

Yankelevich’s article “On the Initial Positioning of the Violinist” dnglly appeared in
the publicatioriVoprosy skripichonogo ispolnitel'stva i pedagogiki. Sbornik statei
[Matters of Violin performance and pedagogy; a collection of articles] in 19&8vas
reprinted inPedagogicheskoe nasledi&he article is a valuable text examining the
initial set-up of the violinist’'s hand, arms, and posture. It is characteristic of

Yankelevich’s methodological reasoning and careful analysis of each probligmt iof |

194 Merommka -- 9T0 HaydHOE OCMBICICHHE TPOIIECCA HIPhI K BOCIUTAHHS HCMOTHUTENs. HO OHa, Kak i
[EAaroruKa, sBISIETCS HE CXEMOif, 8 TBOPYECKUM MPOLIECCOM. 3/€Ch BOIPOCH! IICHXOIOTHH, HHTYHIIUH
BBIXOSIT Ha MEepBbIi iaH. [leqaror Ko/mKeH 3HaTh OOIBINE, YEM JTyHIIni HCIIONMHUTENb, OH 00sI3aH 3HATH
Y MHCTPYMEHT, U [ICHXOJIOTUIO YICHUKA, 3aKOHBI 3CTPa/BI, 3CTPAIHOTO UCTIONHEHHMS, & TAKIKE MHOTOE
apyroe. A. SIMIonbCKuil GBI BEIMKHM IIEIarOroM -- He TOJIBKO TOTOMY, 9TO 3HAJ TEXHOJIOTHIO
HCIOJIHATENBCTBA, HO, KPOME TOTO, y HEro GBUIO €Ie AOMOIHUTEIHHO KAKOS-TO eAarornieckoe "mecroe
YyBCTBO" -- OH MMOYTH HUYETO HE TOBOPHUI HA yPOKaxX, HO KaXKIblif IOHUMAIT BCE, YTO OH XOTel cka3ath. OH
mpeKpacHo 3Ha ncuxosoruio yyanierocs. |Ankelevich,Pedagogicheskoe nasledi983), 12.
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the differences between each individual student. Grigoriev recalls Yardtelevi
remarking:

There are general norms and laws—anatomical, physiological,

psychological, physical and acoustic—the breaking of which leads to

failure. The purpose of an individual positioning is to take into

consideration the general rules, and from their basis to create an individual

and rational system. Meanwhile, the teacher must flexibly and

intelligently help the student to form his or her own individual positioning,

even if it does not always correspond to an “ideal.” The criteria here must

be freedom of movement rather than an abstract or formal

“correctness.*®
Positioning the violinist’s hands and arms correctly is integral to Yankéaleypsycho-
physiological concept. For only the correct positioning can allow for the dptflexes
in establishing the relationship between thought and movement.

Throughout the history of violin pedagogy the question of correctly placing the
arms and hand has caused many disagreements. Nonetheless, the technidaslifficul
involved in mastering stringed instruments have always required a thorough di@mina
of this issue. Yankelevich pointed out that even Leopold Mozart wrote of violinists

whose playing left a poor impression because of an inadequate grasp of thendolin a

15 Bt 06mmme HOPMBI, 3aKOHBI -- AHATOMHYECKHUE, (HU3NOJOTHUCCKUE, ICHXOJI0THUECKUE, (PU3NIECKUE,
aKyCTHYECKHE -- HAPYIIICHUE X MPUBOIUT K Kpaxy. Lleap MHIMBHIyadbHOMN MOCTAHOBKH -- YUUTHIBAS
00111Me 3aKOHOMEPHOCTH, TOCTPOUTH HA MX OCHOBE PAllMOHALHYIO0 HHANBUAYAIbHYIO CUCTEMY. [Ipu 3ToM
3a1a4 Ieaarora -- TMOKO ¥ YMHO [IOMOTaTh y4EHHUKY 0()OPMSATH CBOM MHIMBHIYaIbHbBIC TPHEMBI
MMOCTAHOBKH, IYCTh U HE BCETIa COOTBETCTBYIOIINE "HACANBHEIM" TIpeICTaBICHIsIM. Kputepuem 3mech
SIBIISIETCSI CBOOO/Ia IBUIKEHHI, a He (hopMabHast "MPaBUILHOCTE", MOHMMaeMas abctpaktHo. 1bid., 10.
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bow 106

Yankelevich’s article distinguishes itself from traditional treatisethe
subject in that it does not advocate one particular positioning or approach. Instead,
Yankelevich’s logically examines the rationale in determining any posity. He
justifies his recommendations by providing a detailed analysis of the phgsdal
physiological reasons in arriving at his conclusions. The article eKaspl

Yankelevich’s pedagogical philosophy and is of use to performers, teachers aadsschol

alike.

On the translation

My translation of “On the Initial Positioning of the Violinist” is based on the
Russian text that appeared in the 1983 editidPenfagogicheskoe naslediad that is
reprinted in Appendix F. Yankelevich’s footnotes are marked with an asterix aset are
in standard type; my notes are set in italics. At the end of the article, theodéditor
Pedagogicheskoe naslediepplies the following note: “The material that follows,
concerning the positioning of the left hand while shifting, is omitted, seeing asattes m
is examined in greater depth in Yankelevich’s work ‘Shifting positions in relaitret
artistic goals of the violinist.*®’ The material on shifting is likewise omitted in this

translation.

198 | Ankelevich, Pedagogicheskoe nasledie, 111.

107 Crienyromuii 3a ’THM MaTepyall, KaCaroIIHIACs TOCTAHOBKH JIEBOM PYKH U IMEPEXO0B B MO3UITUH,
COKpaIIleH, TaK KaK 3TH BOIIPOCHI 0oJiee TIOpOOHO PacCMaTPUBAIOTCS B IPYTOW MOMEIICHHOH B HACTOSIIEM
m3nanuu padote 0. U. SIHkeneBuua -- <<CMEHBI MO3UIIHIA B CBA3H C 33[Ja9aMU XyI0KECTBEHHOT'O
UCTIONTHEHUsI Ha ckpumke>>. |bid., 77.
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Chapter 3
English Translation of 0O TEPBOHAYAJI,HOM IOCTAHOBKE CKPUITAYA

[O pervonachal’noi postanovke skripacha]

On the Initial Positioninty® of the Violinist

In examining the questions surrounding the violinist’s positioning one discovers a
variety of individual ways of adapting to the instrument. It is not uncommon to find that
these seemingly different approaches yield practically the samadi&nefsults.

However, to conclude from this, as is sometimes done, that a position lacks norms and
therefore requires no direction would be unfounded and detrimental to violin pedagogy.
General norms and standards in positioning the violinist’'s hands and arms exist, and they
are based upon objective principles of physiology, anatomy and mechdBaétere

moving to an account of the various views on positions, it is first necessary to understand
and define the term itself.

The violinist’'s position should not be regarded as something constant or static.
One must not forget that it has changed historically. It is well known thahitnermce
supported the violin on the right side of the tailpiece rather than on the left. Glasrly
determined the corresponding positioning of the left and right hands. In the old German

schools it was customary to position the right arm so the shotfiiipréssed against the

1% The term “positioning” in this context is a transian of the Russian word “postanovka”
(nocmanosxa). “Postanovka” derives from the Russian verb ‘@odt’ (to place, put, arrange) and refers
to the set-up of the arms, hands and body whemlediang the violin and bow hold — translator’'s eot
19+The term ‘shoulder’ is used in the anatomicalssemeaning the shoulder bone (specifically the
section of the arm from the shoulder to the elbowt). This term often leads to confusion, sineerein
specialized methodological works the ‘shoulder’ mefer to both the shoulder bone and the shoufder i
the everyday sense of the of the woTdhe shoulder bone referred to in this context ésthmerus bone —
translator’s note.
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torso of the body. To master this position, students were advised to hold a book
underneath their arm while practicing. Today this method seems absurd, but ied/as us
in its time and was derived from the designated way of holding the instrument.

Changes in position and posture did not occur on their own over the course of
history, but were a product of evolving aesthetic ideas and styles. The enrexgdhto
extend the violin’s range and command control over the entire fingerboard made it
necessary to free the left arm. This required the repositioning of the chin froighthe
side of the tailpiece to the left and a resulting change in the position of treskady.
As violin technique developed further and the left hand became increasingly mobile, a
steadier hold of the instrument was required. This was provided by the invention of the
chin rest. In this manner, the aesthetic requirements of an era detenamges in
artistic styles. Each style then determines the corresponding technique jsvinade
possible only with the appropriate position. Consequently the position, in adjusting to the
new requirements, must also change.

It is necessary to understand that the manner of holding the instrument also
changes in the process of playing, according to specific technical astit @eimands.
One can come up with an infinite number of examples that show the left hand changing
shape while executing chord changes, extensions, and chromatic sequences. These
examples clearly show that the violinist’s position is dynamic in natursglgitinked to
the demands made upon the motor apparatus. The process of selecting efficient methods
of movement modifies the positioning.

Nonetheless, one often encounters examples of “fetishism” in a number of

positioning matters. The works of I. Voiku (12), B. Mihailovskii (25) and others are
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characteristic in this respect; advocating specific positions that aredrtain degree
removed from the demands of live playift§.Occasionally, similar views are even
encountered among highly respected authorities. For example, Joachim, disttigssing
problems of shifting in hi¥iolinschule(57), indicates the necessity of maintaining, while
shifting, the same hammer-like position of a finger on the string as observedhehe
finger is placed in a fixed position. Yet, to any violinist it is clear tbabaplishing this
requirement will automatically provoke constraint and tension that necessgrihges

the freedom of movement.

Undoubtedly, the issue of an efficient position can only be examined in its
immediate relationship to those movements, for which it was created and tlaniret
which it must guarantee. At the same time, one must not forget that in musical
performance the criteria for establishing correct movements should benideidisolely
in consideration of the quality of sound that is subsequently produced.

The term “prospective positioning” is often encountered in pedagogical gractic
Relative to what was mentioned earlier, the prospective positioning of a \tidinis
determined by how the positioning can accommodate the entire range of m@/ament
violinist will require in his future development. Teachers at music schools find
themselves in a particularly challenging situation, since they mostk/withr beginners
and only occasionally with more advanced stud€htsdowever, in establishing a
student’s position, the teacher needs to know not only how to hold the bow and how to

move it in the beginning stages of study, but also how it will need to be used later in

10 These and subsequent parenthetical numbers appietorder of referenced texts listed in
Yankelevich’s bibliography. Full references tosbéexts are incorporated into the current bibliaghy
below — translator’s note.

M The term ‘music school’ implies a beginning or mregiory school, as opposed to a college or
university — translator’s note.
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performing, say, the Brahms concerto. This means the teacher needs to loekdar ah
and possess great insight, sensibility and a profound understanding of the instrument

It has already been mentioned that a violinist's movements are not purely
mechanical and isolated from sound. A relaxed motion produces a pleasing sound, while
a tense motion is incapable of producing a good tone and creates obstacles himelering t
development of technique.

When discussing the relationship between movement and sound, it is necessary to
emphasize that sound is not an abstract concept. The quality of tone may only be
determined in conjunction with specific performance material. Since thectdravhthe
musical material determines the character of the sound, at this point weeakevitc
larger issues of musical content. It goes without saying that in theséaghs of
working with pupils on sound quality, the demands are elementary, i.e., absence of
scratchiness and production of a full and supple tone. However, when speaking of the
interpretation of a musical composition, the sound can be determined only in context.
Consequently, such seemingly different concepts as positioning, movement, sound and
musical content, turn out to be links in one and the same chain, and it becomes obvious
that defects in position can have considerably greater consequences than ratiat init
appear.

In pedagogical practice it is not uncommon to encounter dogmatic approaches to
setting up the violin and bow hold. These are instances when teachers advoadate certa
positions without taking into consideration the student’s hand structure and the student’s

individual way of adapting to the instrument. As an example one can compare the
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directions in the methodical literature concerning any specific issale,as the position
of the left-hand thumb.

In Leopold Mozart'sViolinschule(28) it is stated that the thumb of the left hand
must be held closer to the second or even the third finger.

B. Campagnioli (48) advocates the thumb must be placed opposite the second
finger playing the note B-natural on the G string.

L. Auer (46) indicates that the position of the thumb be determined by the second
finger playing the note F-natural on the D string (i.e., one half-step lower).

J. Joachim recommends that the thumb be held opposite the first finger, playing
the note A on the G-string (i.e., yet another half-step lower).

The Belgian pedagogue G. Koeckert, assistant to the violinist S. Thomson
(celebrated for his rare virtuosity) presents a more extreme pointvafagserting that
the thumb must be slanted back towards the scroll of the violin (60). V. G. Walter
recommends the reverse, indicating that the thumb must be held as far awayefrom t
scroll as possible and slanted towards the body of the violin (11).

All of the expressed opinions belong to respected authorities holding important
places in the history of violin playing. These contradictory opinions naturallydehe t
puzzling question: Who is correct? It turns out that all these authors arertaia ce
extent correct, and at the same time, incorrect. Each found the positioning felf hims
that proved to be the most efficient. However, to turn an individual solution to a

problem into a general rule (i.e., to dogmatize) is incorrect.

112 5ee note 106.



48

In pedagogical practice we often encounter instances when the pedagogue
justifies directions in the following way: this is correct because “thiow | was
taught” or “this is the way so-and-so plays” (here follows the name of faomaus
artist). The following situation is a good example. In the early yearawatl®istrakh’s
career, posters with his photograph were published that showed his index finger
stretching far up on the bow stick. Today it's hard to tell whether the photogragitt cau
a corresponding moment in the artist’s playing or was a photographic distortiom, but i
any case, this position of the hand is not characteristic of Oistrakh’s playing.
Nonetheless, this photograph served as a model that was copied by many students and a
considerable number of violin pedagogues.

B.A. Struve’s worKTypical Forms of Positioning in Instrumentali$g&9)
provides interesting material relating to this topic. The author attempéseiordne the
connection between different types of positioning and the individual’s particular
anatomical structure. An example characteristic of the author’'s method ydiamathe
guestion of a high or low position of the right elbow, an issue that provokes many
arguments in pedagogical practice. Struve suggests that the correct poshimelbbtv
(high or low) be determined by the anatomical structure of the arms, in parbguhe
shoulder joints. Observations show that in a relaxed arm hanging “by the sé@ms,” t
shoulder, upper arm and elbow do not always align in the same position. In some
individuals the elbow falls close to the body, in others the elbow falls significanty
from the body. Therefore, in the first case the most natural position of the elbdwe will

lower, while in the second case it will be higher.
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In pedagogical practice it is not always easy to determine the mextiedf
positioning for each student. Sometimes, the student’s individual charactenstiost
immediately apparent. This is why the teacher must carefully observeotiesg of the
student’s adaptation to the instrument and, avoiding dogmas, try to find methods that are
most organic to the student

In the course of studying the violin, one often hears discussion of “natural”
movement and positioning. This prompts the question: What is meant by “natural™?
Considering the position of the violinist’s left arm with the elbow twisted under the
violin, we would have to admit that that this position in itself is unnatural, since it would
rarely be encountered in everyday life. This is proved when the student’s leiitesrm t
almost immediately in the beginning lessons, precisely because of the awlatiare of
its position.

The fundamental idea in I. Voiku’s famous wditke Formation of a Natural
System of Violin Playin@L2) is to move away from this unnatural positioning of the left
arm and to create another, more natural, position. The author’s mistake lies in the fac
that the positioning of the left hand he proposes, one that corresponds closely to its use in
every-day life, cannot fulfill all the motor functions that are indispensablesipriocess
of playing the violin. For this reason Voiku’s system is unusable in practice.
Consequently, when discussing “naturalness” in violin playing one must proceed not
from the natural position of the arms in every-day life, but from their most hatura
position under specific professional conditions.

Any activity, and violin playing in particular, is impossible to be accomplishe

entirely free of tension, i.e., any physical activity requires certanmmai efforts. At the
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same time, from a professional point of view, tension is understood as the excessive
effort that produces constraint and limits artistic possibilities.

It is not uncommon to find instances when technical limitations are consequences
of severe tension, such as the excessive pressure of the fingers on the string and the
extreme gripping of the neck of the violin with the left hand. It must be noted that in
pedagogical practice we are constantly confronted with contradictionedethe
demand for relaxed movements and recommended methods that make relaxed
movements impossible to achieve.

Regarding tension, one must never forget that the human organism is a unified
system. No matter where an area of tension may originate and appeéaglwayis limit
the freedom of movement in the arms. Therefore, achieving free movement in, say, the
left hand is impossible without simultaneously freeing the right arm and rnmangta
relaxed condition of the shoulders and torso. A necessary condition to attaining a natural
position and relaxed movement in the arms turns out to be a steady and natural position
of the body. This, in turn, depends largely on how the legs are positioned and the weight
of the torso is distributed

In the methodical literature there is no concurring opinion on how to determine
the correct positioning of the legs. The old classical texts often provideatiast
showing the legs of the violinist standing in ballet’s “third position.” It woul#emaore
sense to consider distributing the weight of the body equally between both legs.
Moreover the legs should not be drawn too close together or too far apart, but placed

approximately at the width of the shoulders.
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To ensure the shoulder region remains relaxed, it is necessary to determine the
correct position of the head. Often, one sees the instrument positioned with the head
inclined too far to the left and the violin supported on the edge of the chinrest. Regarding
this issue we may recall the advice of Lev Tseitlin. Tseitlin, who hirhsddfthe violin
extremely freely, recommended initiating from the regular, natural positithre afeck,
head and shoulders. From there, the chin need only slightly be lowered and the
instrument is securely fixed with the left side of the jaw. Such a positionsaltowhe
most freedom in the arms and upper torso.

The stability of the instrument plays an important role in allowing free merem
in the right, and especially left, arms. This is why the effective uaebinrest and pad
is extremely important:3 The chin-rest should be not too high, but deep enough so that
the chin may lie on it securely, allowing the violin to be held confidently. If therelsin
is too flat, the chin must squeeze down in order to hold the violin, and this causes tension
in the muscles of the neck.

Opinions differ regarding the use of pads. One may name a great number of
violinists who play without a pad, including such prominent performers as Jasdébt& Hei
and Leonid Kogan. Likewise, certain pedagogues teach their students watptayt a
pad. Nevertheless, one cannot deny that the use of a pad creates more advantageous
conditions for holding the instrument and eliminates unnecessary tension thafrarnse
lifting the shoulder. Without a pad the shoulder will inevitably lift, even for those with
broad shoulders, and especially for those with sloped shoulders. Also, one cannot always

use outstanding violinists such as Kogan or Heifetz as reference points since the

13 The term ‘pad’ here is taken to also include theratant variety of shoulder pads and rests that are
placed between the violin and shoulder — translatoote.



52

possessed particularly individual ways of adjusting to the instrument. T ok
involved in performing contemporary works require conditions allowing maximal
freedom in the left arm.

There are two points of view on the position of the violin while it is being played.
According to the first, widespread in practice, the instrument is held with onlyconie
of support; the violin is securely fixed between the chin and the collarbone, thus
completely freeing the left hand.

The more outspoken proponent of the second point of view is L.G. Nemirovsky
(30) who believes the instrument should be held with two points of support. One of these
points is constant (the violin rests on the collarbone without the use of a pad and without
lifting the shoulder) and the second point is variable (the left hand). This method is
practical for playing in one position, or for shifting from a lower position to a highe
position. Yet it presents serious difficulties in shifting down from a highetipo$o a
lower one. In this case all violinists playing without a pad are obligated to r@sort
lifting the shoulder. However, Nemirovsky suggests the lifting of the shoulder be
avoided by using auxiliary movements of the thumb. He recommends the thumb move
to a lower position in advance of the shift and provide a pivot point for the consequent
displacement of the entire hand.

Thus, holding the violin with two points of support requires constant extra
preparatory movements of the thumb that present additional technical difficiiiesn
performing fast passages it is almost impossible to manipulate the thurkly gmough.
Consequently those playing without a pad are still compelled to lift the shouldeute se

the violin.
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Practically, the question regarding the effectiveness of a pad should be a@nswere
in the following manner: the pedagogue should choose a chinrest and pad of the
appropriate height for each student and begin studies under these conditions. Eventually,
when the student can play with facility in all positions and the teacher seésetha
student’s individual particularities allow him to do without a pad, it may be removed.
Note that even Kogan also used a pad in his early years of study.

Another important factor is the height at which the instrument is held. In his
Schoo] Auer (5) notes that the violin must be held sufficiently high to allow for smooth
shifts between positions. At first glance it would seem there is no logicalatmmme
between shifting and raising the violin. Yet after giving this matter sboowght, we
discover Auer’s opinion is perfectly justified. This is proved by a simple expetinit
is enough to sit on a chair, holding the violin so the elbow rests on the table with the first
finger placed on any string in first position. If to shift to third position keepingatine s
posture, the violin will rise. This is understandable since the arm, with the elbeav glu
to the table, can only move in a circular motion. When shifting down, the violin will
correspondingly lower. This is why it becomes clear that in practicefaper
requires supplementary corrective movements to direct the hand in a streaghttier
than a circle. These auxiliary movements are accomplished by sligethgrethe elbow
and simultaneously stretching the shoulder away from the body (when shifting to lowe
positions) and by lowering the elbow and drawing the shoulder closer to the body (when
shifting to higher positions).

When learning how to shift, beginners often make two contrasting mistakes:

either they raise the violin too high, or drop it too low. The analysis presented above
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explains the origins of these errors. When the violin is lifted too high, the shoulder and
elbow fail to make the corrective supplementary movements and when the violin is
lowered the supplementary movements are made excessively.

Auxiliary movement in the shoulder is also observed when the left hand shifts
positions in the upper area of the fingerboard. In this case, instead of moving up and
down, the shoulder moves right and left. Thus, it turns out that shoulder movements are
necessary to allow the hand to move freely along the fingerboard and for the violin to
remain in a normal position.

Consequently, Auer’'s recommendation is understandable; when the violin is held
too low, the shoulder and elbow are cramped against the violinist’s torso and unable to
move whereas a higher position of the violin allows the necessary correctivmernise
to be completed easily, both vertically and horizontally. A high position of the violin
also ensures the bow moves straight, for if the violin is held too low the bow willslide t
the fingerboard causing a bad habit that is later hard to get rid of.

The degree to which the violin is directed to the player’s right or left sidgois a
significant. It is difficult to overestimate the importance of this for ipletrarm. When
the violin is held too far to the left, the right arm must extend forward. Othelvase t
bow will not lie perpendicular to the string and the sound will suffer. If the viohelds
inclined too far to the right, in order for the bow to be perpendicular, the right wrist must
bend excessively high. This is especially uncomfortable for those with loisg &eny
often tightness in the right arm, a lack of flexibility in the wrist and the cpesd

difficulties in executing various bow stokes are all caused precisely bemfagiseh an
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incorrect positioning of the instrument. In this situation, moving the instrument tefthe |
will immediately release the right arm, allowing it to move naturatigt freely.

The positioning of the instrument must be determined on an individual basis,
taking into consideration the length of the student’s arms. For those with shogegharm
violin should be directed more to the right and for those with longer arms, more to the
left.

Likewise, the angle of inclination of the violin is extremely important.s i
regulated by the height of the pad; the higher the pad, the greater thefanglmation,
and the lower the pad, the flatter the violin will lie. The correct level ofnattn
should be determined by the positioning of the left elbow. If the violin is held too flat
(i.e. entirely parallel to the floor), the left elbow will need to turn excesstedhe right,
creating an unnatural position'* A flat positioning of the violin also causes the up-bow
on the G string to be incorrectly directed down towards the floor, a problem often
encountered in beginners. On the other hand, if the violin is inclined too much, it
becomes difficult for the fingers of the left hand to fall at the corregieaand may cause
them to slide off the E string.

Turning to the matter of holding the bow, it is first necessary to determine the
correct placement of the fingers in relation to the frog.

Many teachers recommend resting the thumb against the protruding part of the
frog. In some instances violinists will even fit their thumb into the niche of dige A

more efficient hold is achieved by placing the thumb on the bow stick next to the frog

145The unnatural position of the violinist’s leftiew in general has already been noted and is oatjem
worse with a flat positioning of the violin.
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Often players with shorter arms have difficulties drawing the bow to tlaetip
will hold the bow a little above the frog. For example, Leopold Auer, who had short
arms, held the bow this way. Beginners, for whom the bow is too heavy, may also have a
tendency to hold the hold the bow like this. Instinctively trying to lighten the bow,
students will move their hand up from the frog, thereby shortening the heavietdeast s
the stick. This bow hold may also be used if the weight of the bow itself is distribute
incorrectly.

Often, if the bow is too long for the student, teachers will advise the student not to
draw the bow to the very tip. Instead, the teacher will tie a piece of &irthg bow
marking where the movement should end. Tseitlin recommended shortening the amount
of bow used by moving the right hand up from the frog. This not only shortens the bow,
but also, as has been already remarked, lightens the bow, and should be considered the
more sound advice. However, it is certainly better to match the student with hdiasv t
the correct length and weight, so as not to resort to such measures. The positidrang of t
hand on the bow affects the placement of the thumb in relation to the frog. Consequently,
the thumb should be held on the stick and not in the niche of the frog, as is often
recommended.

The positioning of the thumb in relation to the other fingers of the right hand is
another controversial issue. Struve, in his work that we have already citedd883, c
the position of the thumb on the bow must be determined by the structure of the saddle
joint between the thumb and other fingers. This may be seen when the hand is clenched
into a fist and each person’s thumb takes on a different position. Consequently for some

violinists it is more natural to hold the thumb opposite the middle finger and for others
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opposite the ring finger. Naturally, in-between positions may also exist. thidbess, it

is important to note that Struve’s point of view is not the only one. The artistic goals
associated with various styles also play an important role. With this in mind, let us
compare the opinions of Tseitlin and Yampolsky.

Yampolsky suggested placing the thumb opposite the middle finger and Tseitlin
placing the thumb almost opposite the ring finger, i.e., between the middle and ring
fingers. As noted above, these differences are assumed to originate frontah@cata
hand structure of each professor. These different ways of holding the bow produce
different results.

The artistic goals of Tseitlin, in his playing as in his teaching, weeated
towards a large, full sound and a grand style of playing. His recommended bow hold
allows greater pressure on the bow ensuring more contact between the bow and the
string. At the same time this position of the fingers, to a certain extentratipai
execution of light bow-strokes. Yampolsky strove for versatility in bow technique and
the mastery of elegant strokes—hence the alternate method of holding the bow.

The correct position and function of the thumb is extremely important for the
freedom of the right hand. As a rule, the thumb should be slightly bent at the frog. In the
process of drawing the bow from the frog to the tip the thumb gradually sénasght
Drawing the bow in the opposite direction, from the tip to the frog, the thumb gradually
reverts to its bent position.

Teachers often demand from their students that the thumb always be bent,
incorrectly assuming that this means it is relaxed. In reality, aaghsbent or “rigid”

position of the thumb produces tension in the other fingers, causing stiffness. It is
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essential for the fingers on the bow to be free to perform light auxiliary movement
during bow changes and accomplish a variety of strokes. To achieve this freedom the
thumb and all the other fingers must be attached to the stick flexibly like a joint, no
matter what part of the bow is used. If the thumb is fixed in any one position (bent or
straight) all the other fingers will be limited in their movements.

When playing at the tip, constrained movement in parts of the right arm is often
explained by tension in the thumb. However, there are instances when violinigts free
command the bow in spite of the thumb being held straight or even indented in the
opposite (concave) direction. For example, this is the way Auer and Kogan held the bow,
and clearly it didn’t trouble them. This is explained by the fact that some pecgdeske
of their particular hand structure, have joints that are especially supple abt&flekhis
flexibility allows them to perform all the necessary movements in epaéieconcave
thumb. But it is clear that this position should be regarded more as an exception.

Consequently, when determining the role of the thumb, it is important to proceed
from the fact that the thumb must ensure free movement in the other fingers on the bow.

The position of the other fingers can be deep or shallow depending, to a certain
extent, on their length. The fingers should not be spread too close together or too far
apart. The technique of holding the bow with the fingertips, as was recommended in the
past, is not used anymore, since it does not produce a large sound. The fingers on the
bow must be curved, and their normal position should permit the weight of the arm to
transfer to the stick, letting the sound flow naturally. One often encounters thermposi
where the fingers of the right hand are tensely extended with the knuckiasgstip.

This defect is easily corrected by curving the fingers, giving thesaraded shape.
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It is especially important to pay attention to the round position of the pinkie on the
bow while playing at the frog. This position of the pinkie fulfills an important fanct
when drawing the bow and allows the other fingers to be positioned naturally. However,
pedagogues often will not pay enough attention to the position of the pinkie or make do
with its initial defects in positioning. This consequently leads to innumerabutiés
in mastering right hand technique. When the bow nears the frog, the pinkie must balance
the weight of the bow in its curved position. Because it is difficult for beginnerspo kee
the pinkie round while balancing the weight of bow, the pinkie will often straighten and
stiffly press against the stick. This impairs the correct functioningd tiiebther fingers.

A good positioning should ensure that the pinkie is able to execute all the necessary
bending and straightening motions while simultaneously balancing the weightoaivihe

When drawing the bow from the middle to the tip it is not necessary to keep the
pinkie on the bow. Since the bow’s center of gravity is distributed differently the bow
lies naturally on the string and doesn’t require the pinkie for balance. However, i
practice, many teachers often demand that the pinkie still be kept on the bow even when
playing at the tip. In most cases this causes the wrist to bend excessspelgially for
those with short arms.

It is important to remember that such “extreme positions of the wrist,” as
Yampolsky called them (referring to when the wrist is excessively dighe frog and
pushed down at the tip) greatly limit freedom of movement in the right arm. The wris
should be slightly bent at the frog and perhaps slightly indented at the tip. If she wri
indents too much at the tip it becomes difficult to get out of this position to play an up-

bow. In this case, the natural movement of the forearm is replaced by movenhent of t
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upper arm when playingétachén the upper half of the bow. Consequently, only
violinists with very long arms are able to keep the pinkie relaxed on the bow when
playing at the tip.*°

It is essential to comprehend the main differences in positioning the hand at the
frog and at the tip. At the frog the fingers are slightly bent; at the tip tkeestraighter.
Likewise, the thumb is curved at the frog and straight at the tip and naturally theofing
the wrist in relation to the bow is sharper at the tip. When the bow is held freely, the
transition from one position to the other should occur effortlessly. A tense grip causes
the fingers to remain fixed in one position, limiting the freedom of movement.

The correct position of the index finger on the bow is very important. When the
index finger is held too deeply (with the first phalange lying on the stick) tkibifisy of
the wrist is constricted, especially at the frog.

In hisSchool(41), Flesch presents three ways of holding the bow: the old German
school — holding the bow with the tips of the fingers, the Franco-Belgian — where the bow
is held a little deeper, and the Russian — where the bow is held deeperlstilldhlit
still does not go beyond the joint connecting the first and second phalanges of the index
finger). Of course there are other individual ways of holding the bow, but they are not
typical for use as reference points.

Some violinists, for example, hold the bow very deeply, in contradiction to the
general rules. It would seem that this would cause cramped playingaigtheyet,

even in this situation, good violinists can master all the necessary bow styokes b

H15*As an example one can refer to the famous vislidoseph Szigeti, who had such long arms that when
playing at the tip, his forearm was perpendicubanis shoulder (an angle most violinists encouaté¢he
middle of the bow). This explains why Szigeti nemeeded to lift his pinkie; it never caused hiny an
difficulties.
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compensating with a high position of the elbow, allowing the wrist to move slightly
differently. This example once again shows that all elements in positioning are
intertwined and underlines the necessity of working them out carefully to avoid hasty
conclusions.

The bow stick should be slightly tilted towards the fingerboard. This is because
the string provides more resistance to the bow near the bridge and is “scdtettiene
fingerboard. Moreover, the strings are not drawn parallel to the fingerbdaeg-aite
lower at the nut and significantly higher at the bridge. Thus, when the bowdsitilte
meets with the most resistance and the string is able to withstand greasenrer
Consequently, it becomes possible to make greater dynamic changes whiseningjirat
good quality of sound. It is interesting to note that in playing the cello, the bow stick is
similarly inclined towards the fingerboard according to the same principles{lemegh
the positioning of the instrument and right hand are completely different.

Observing the bow move from the frog to the tip, one finds that the angle of
inclination is greater at the frog and less at the tip. This is explained facthbat at
the frog the sound is produced mostly with the weight of the arm and bow and it is
unnecessary to use the entire stretch of bow hair. Conversely, at the tip, @sisang¢o
exert more pressure and use more bow hair to sustain a full sound. This explains why the
bow is tilted less at the tip. In playipganoit is not necessary to use all the bow hair.
However, when playinfprte and increasing the pressure without changing the angle of
the bow, the hair will compress naturally, lying completely on the string.

The angle of inclination of the bow is also related to the performer’s habit of

tightening the bow: the tighter the bow, the greater the angle, and vice versartiStte
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goals of the performer play an important role in determining the tension of theAsair

an example one can compare the interpretative styles of such leading viabnists

Kreisler, Sarasate, and Grigorevich. Kreisler played with an extraigbtybow that

was tilted at a significant angle. He generally did not employ extrelonead strokes,

but his sound was full and intense, distinguished by its richness and expressione Sarasa
did not significantly tighten the bow. His sound came almost exclusively from the

weight of the bow (he played with a heavy bow) and he used long, light strokes.
Grigorevich, who possessed incredible lightness and freedom in the right hand, played in
manner similar to Sarasate. It is rumored that while warming up he woulthplay

prelude from Bach’s E major partita using the entire bow almost up to tempo.

Turning to the question of drawing the bow, it is necessary to clearly understand
which parts of the arm are involved in making sure the bow moves freely and in which
sequence they proceed. In this respect the general rule that sepasatéthararm
should not move in isolation is confirmed. Analyzing the movement of the bow from the
frog to the tip we see that it begins with an immediate straightening ofrite
Consequently the forearm becomes involved, and at the tip the shoulder moves forward a
little, with a slight auxiliary motion. This shoulder motion must indeed be auxdiady
not created artificially (the student shouldn’t pay special attention tohtasadricature-
like exaggerations don’t result). If the arms are perfectly reldxsavill occur
naturally.

When the bow is drawn from the tip to the frog the process occurs in reverse.
First the forearm moves while the shoulder slightly withdraws. Then the shoulder

follows through as the wrist simultaneously bends. When the frog is reached, the finge



63

curve to maintain the correct direction of the bow. Only the interaction of a#l thes
movements can ensure the bow is drawn in a straight line.

In order to better understand these consecutive movements, such pedagogues as
Mostras and Bekker suggested the following clever method: while the teachehkolds t
bow, the student slides his or her hand along the stick, like on a track, making note of the
correct corresponding movements. This helps the student overcome the usual faults in
the early stages of bowing, such as moving the arm too far backward or forward. |
running the hand along the stick of the bow, the student cannot grip the stick with the
fingers. This helps overcome an inborn reflex to grasp the bow and cultivates a relaxed
hold and freedom in bowing.

Taking into account the difficulties that beginners commonly encounter imglayi
at the frog, Mostras recommends starting the bow strokes at the middle of thatbow, a
then widening in both directions (tip to the frog). One can also recommend stiagting t
strokes with an up-bow.

Now it is necessary to touch upon the problem of bow changes. It makes sense to
focus on this after the regular strokes are stable and drawn correctlgelyd BBecause
the problem of changing the bow unnoticeably is delicate and complicated té@ns of
consciously put aside during the beginning stages of study. The opinion that one cannot
immediately demand smooth bow changes is correct. However pedagogues often
incorrectly apply this example to other problems. Thus, it is not uncommon to hear
teachers assert that it is impossible to demand beginners to play in tune, sineginat-of

playing is seemingly natural in the early stages of study. Under thegmstances the
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student will never play in tune, as is often proved in practice. The student’'s ear must be
tuned to both intonation and sound quality in the earliest stages of teaching.

Incidentally, in practice, these two issues often become separated from one
another; the student may correct notes that are out of tune while paying no atteation t
unpleasant sound. However, if the student is educated to be demanding on himself, it
will consequently be easier for the teacher to work with him. Most importéetly t
student must be taught to listen to himself. This is essential not only for devejopithg
intonation but also for improving the quality of sound.

Auxiliary movements in the fingers (the so-calfedjerstrichg play an important
role in achieving imperceptible bow changes. It is, of course, possible to change the bow
without thefingerstriche however it makes sense to use it. In this stroke, the upward
motion of the hand is broken into two components. At the end of an up-bow at the frog
the arm stops, but the fingers keep moving up. As the movement reaches a “dead end”
(when the fingers stop on the bow) the arm has already begun moving in the opposite
direction. This makes the connection less angular, and consequently less audible.

The ability to change bows inaudibly is essential to cantilena playing. gieat
extent this ability determines the general level of right-hand technique aradl queadity
of sound and requires a great deal of work. This is why it is necessary to pramtiog
the bow slowly and playing (or “holding”) long notes.

A change of bow might be audible for two reasons. The first, primarily
concerning the change at the frog, is usually caused by the arm chamgatigils too

late. In order to avoid an audible gap the arm movement should occur with the help of the
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connecting finger-stroke, at the very last moment of the up-bow. The other re;ason, a
Poliakin points out, is the loss of contact with the bow hair at the point of change.

In summary, this article has presented some expedient principles of positioning
that create favorable conditions for developing necessary skills in pldngngolin.

These are the principles used by the author in his pedagogical practice.



Appendix A: Chart illustrating teacher-student relationships. Names associated with the Russian Violin School aie bold. Names

associated with the Moscow Violin School are in it&s.

Vivaldi
Corelli
Somis
Leonard |e—|
" Haberneck * Pixi Laub
¢ Baillot Pugnani XIS > Mildner —
Schradieck Maurin 1 \ i \
Capet De Beriot PUR— Viott »| Kreutzer Hrimaly [l Press
Ysaye ¢
K N Rode Lvov
Gingold Vieuxtemps Massart | Bennewitz |\‘ DelLay
— . Boehm v Sevcik
Graffman Dont \ Wieniawski
Heifetz
4 Brodsk
Elman \ v : P Y
Milstein Joachim Hellmesberger
Zimbalist | Auer 5 l Karbulka
Seidel Korguyev [~ .
Poliakin Tseitlin / \ - Soyarsiy
\ Yankelevicl 3 Sterr
: l&-T Mostras L.Kogan
Galamial \ ;
Glezarova Duplnsky =
N * Furer Markov Y.Sitkovetsky Goldstein
Perlman Kozalupova || Belenkii Spivakov Bezrodny Gilels D.Oistrakh
Zuckerman Yashvili Tretyakov Beilina Fikhtengoltz Vilsto
Shkolnikova Garlitsky listen

SourcesCampbell,The Great ViolinistsMerkulov ed. Professora ispolnitelshkikh klassov Moskovskoi &oregtorii; Schwarz Great Masters of the

Violin; Stowell, ed.The Cambridge Companion to the Violin for)
o




67

Appendix B: Outline of a typical repertoire program for a student of Yarkelevich'*

Second Year:

Rieding Concerto
Komarovsky “La Course”
Baklanova Sonatine, Concertino and Allegro
Yanchinov Concertino

Seitz Concerto No. 1
Vivaldi Concerto in A minor
Rubenstein “Le Rouet”
Jenkinson Dance

Alard Nocturne and Serenade
Dancla Variations

Third Year:

Hollender Concerto

Accolay Concerto

Viotti Concerto No. 23
Bohm Perpetual Motion
Yanshinov “Pryalka”

Pergolesi Aria

Spendiarov Lullaby

Aubert Presto

De Beriot Variations No. 1
Schubert Bumblebee
Prokofiev Gavotte

Haydn Minuet of the Bull
Khachaturian Andantino

Fourth Year:

Mazas Etudes

De Beriot Concerto No. 9 (complete)
Handel Sonata No. 6

Gliere Romance “By the Brook”
J.S. Bach Concerto in A minor
Fiocco Allegro

J.S. Bach Sicilienne

18 For a student in possession of technical facility, with an underdeveloped musical and emotioidal. s
As compiled by Maya Glezarova. lAnkelevidtedagogicheskoe nasledi983)



Fifth Year:

Viotti
Kabalevsky
Matheson

Francoeur (Kreisler)

Handel
Vieuxtemps
Wieniawski
Vieuxtemps
Sarasate
Kreisler

Ries
Aleksandrov
Daken
Kreisler (Pugnani)
Chopin (Auer)
Wieniawski
Bruch
Vieuxtemps
Bocherini
Vieuxtemps

68

Concerto No. 22 (complete)

Concerto {Imvt)
Aria
Sicilienne and Rigaudon
Sonata No. 2
Fantasie et Appassionata
Concerto No. 2 (mvt 1)
Concerto No. 2 (mvt 1)
Fantasy on themes from Gounod’s “Faust”
Grave (in the style of Bach)
Perpetual Motion
Aria
The cuckoo
Preludium and Allegro
Nocturne
Concerto No. 2 (mvts 2 and 3)
Concerto in g minor
Concerto No. 5
Allegretto
Rondino



Appendix C: Selected students of Yuri Yankelevich’

Agoronian, Ruben
Ambartsoumian, Levon
Andrievsky, Felix
Belkin, Boris
Bezverhny, Michael
Bochkova, Irina
Brussilovsky, Alexander
Chugaeva, Eugenia
Dubrovskaya, Lidia
Futer, Arcady
Garlitsky, Boris

Gelfat, Alexander
Grindenko, Tatiana
Guberman, Lina
lvanov, Vladimir
Kogan, Pavel
Kopelman, Michael
Kotorovich, Bogodar
Kramarova, Vera
Lantsman, Vladimir
Markiz, Lev

Markov, Albert
Melnikov, Anatoly
Pogossova, Galla
Rosnovskaya-Leikina, Anna
Sapozhnikov, Sergey
Schwartzberg, Isadora
Schister, Valery
Shkolnikova, Nelli
Shutko, Lydia
Sitkovetsky, Dimitri
Slutsky, Valery
Smirnov, Evgeny
Spivakov, Vladimir
Steinberg, Michael
Stenberg, Sigward
Tretyakov, Victor
Wilker-Kushment, Victoria
Zhislin, Gregory
Zvonov, Valery

1171 Ankelevich,Pedagogicheskoe nasled2002), 311- 314.
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Appendix D: Violin compositions edited by Yuri YankelevicH*®

Published:

Bruch
Vieuxtemps
Vieuxtemps
Handel
Handel
Goldmark
Grieg
Mozart
Prokofiev
Sarasate
Saint-Saens
Tchaikovsky
Tchaikovsky
Spohr
Spohr

Unpublished:

J.S. Bach
J.S. Bach
Beethoven
Brahms
Handel/Thomson
Glazunov
Glinka/Sher
Dittersdorf
Karlovich
Lalo
Liapunov
Machavariani
Mozart
Nikolayev
Rakov
Rimsky-Korsakov
Sabitov
Fliarkovsky
Franck
Khachaturian
Tchaikovsky
Schubert
Escode

Scottish Fantasy. Moscow, 1962

Concerto No. 1. Moscow, 1968

Concerto No. 5. Moscow, 1958

Aria. Moscow, 1955

Sonata No. 2. Moscow, 1951

Concerto. Moscow, 1970

Sonatas 1 — 3. Moscow, 1971

Concerto No. 5. Moscow, 1983

Three Pieces from “Romeo and Juliet.” Moscow, 1956
Carmen Fantasy. Moscow, 1956
Havanaise (reconstruction of Yampolsky's edibogcow, 1957
Meditation (reconstruction of Yampolsky’s edition). Mosce@/1
Serenade. Moscow, 1957

Concerto No. 7. Moscow, 1968

Concerto No. 9. Moscow, 1959

Partita in E minor
Sonata in C minor
Sonatas no 3,5,8,10
3 Sonatas
Passacaglia
Concerto
Fantasia on Themes from “Ruslan and Ludmila”
Scherzo
Concerto
Symphonie Espagnole
Concerto
Concerto
Sinfonia Concertante for violin and viola
Sonata
Three Pieces
Mazurka
Concerto
Concerto
Sonata
Dance
Scherzo
Duo in A Major
Minuet

118 Ankelevich,Pedagogicheskoe nasled2002), 316.
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Appendix E: Methodological texts and lectures by Yuri Yankelevich'

Problema zvuchaniia v skripichnoi igre. Analiz raboty Karla Flesha
[The problem of tone in violin playing: An analysis of the work of Carl Flesch]
Manuscript, 1932.

Pravaia ruka skripacha i rabota nad shtrikhami
[The right arm of the violinist and work on bow-strokes]
Manuscript, 1940.

Tekhnika levoi ruki skripacha
[Left-hand technique of the violinist]
Manuscript, 1940.

O vibratsii
[On vibrato]
Manuscript, 1940.

Nekotorye cherty metoda prof. IAampol’'skogo
[Certain aspects of the method of Prof. Yampolsky]
Manuscript, 1951.

Ostsilograficheskii analiz smen pozitsii
[An oscillographic analysis of shifting positions]
Manuscript, 1952

Smeny pozitsii, priyomy ikh vypolneniia i vospitanie sootvetsvuiushchikh navykov
[Shifting; means of execution and the cultivation of corresponding skills]
Manuscript 1952

O metodah ovladeniia pozitsiiami
[On methods of mastering the positions]
Manuscript, 1955

Smeny pozitsii, v sviazi s zadachami khudozhestvennogo ispolneniia na skripke; opyt
obobshcheniia nekotorykh polozhenii sovetskoi skripichnoi shkoly

[Shifting positions in relation to the artistic goals of the violinist]

Doctoral thesis in Musicology, 1955.

Voprosy pervonachalnoi postanovki ruk skripacha
[Matters of initially positioning the violinist’s hands and arms]
Manuscript, 1956

119 All works are kept in the archive of Elena Yankéd@. IAnkelevich,Pedagogicheskoe nasled2002),
315.
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O metodakh A. I. IAmpol’skogo v formirovanii skripacha muzykanta
[On Yamopolsky’s methods in developing a musician-violinist]
Manuscript, 1957

Ob intonatsii

[On intonation]

Lecture at the Moscow Conservatory, Octobéf, 2858
Manuscript

Lecture at the conference of the orchestral faculty at the Moscow Catwsgrv
November 28, 1958
Manuscript

Lecture at the'8 conference of the association of Russian pedagogue-musicians
March 2%, 1959
Stenogram

Lecture at the conference dedicated to the technical development of the violinist
Manuscript, 1960.

Cycle of lectures at the Moscow Conservatory and Gnessin Institute:ib@ady On
Notation; System of Intervals; Temperament.
Manuscript

“Smena Pozitsii” v sbornik®cherki po metodike obucheniia igre na skripke
[“Changes of Position” ifEssays on Violin Pedagolgy
Moscow, 1960

“O pervonachalnoi postanovke skripacha” v sborMk@rosi skripichnogo ispolnitelstva
i pedagogiki

[“On the initial positioning of the violinist” iMatters of Violin Performance and
Pedagogy

Moscow, 1968

Konkurs, problemy i opyt
[Competition; problems and experience]
Sovetskaya kulturaNo 5, 1970

Na muzikalnykh seminarakh v Yaponii | GDR
[At musical seminars in Japan and the German Democratic Republic]
Masterstvo muzikanta-ispolnitelyiloscow, 1972
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Appendix F: Original Russian text of “On the Initial Positioning of the Violinist”

O TIEPBOHAYAJIBHOI IIOCTAHOBKE CKPUITAYA

10. . AHKEJIEBHUY

[Tpu paccMOTpEeHUH BOIIPOCOB MOCTAHOBKH BBISBIIAETCS OOJIbIIOE pa3HOOOpasue
WHIUBUAYAIBHBIX (POPM MPUCTIOCOOIEHUS K MHCTPYMEHTY, IPUYEM HEPEIKO MOKHO
BUACTH, UYTO 3THU KaK 6y,Z[TO PA3JINYIHBIC ITPUCMBI IPAKTHUYCCKU JA0OT OAUHAKOBO
MOJIOKUTEIIbHBIE pe3yabTaThl. OJIHAKO JeIaeMblii HHOTJa Ha ’TOM OCHOBAHUU BBIBO/J] O
TOM, 4TO B IIOCTAaHOBKE OTCYTCTBYIOT O6H_II/I€ HOPMBLI 1 TIOOTOMY OHA HC HYXXJACTCA B
OTIpe/IeNIEHHBIX MpaBUiIax, SBJISETCS HEOCHOBATEIbHBIM U IPUHOCUT OOJIBIION Bpea B
CKpUINIUYHOI negaroruke. O0IMe HOPMBI U TIPaBUIIa IOCTAHOBKU PYK CKpUIIaya
CYUIECTBYIOT, U OHU OCHOBaHbI Ha 00BEKTHUBHBIX MOJIOKEHUIX (U3NOJIIOTHH, aHATOMUU U
MCXaHUKH.

[Tpexxae yeM NpUCTYNUTH K U3JI0KEHHIO B3IJISIOB Ha MOCTAHOBKY, HEOOXOAMMO
MPEICTaBUTh cebe, 9TO 03HAYAET CaMO ITO MOHSTHE.

[TocraHoBKka y ckpumayeil He JOJKHA pacCMaTPUBATHCS KaK YTO-TO HEU3MEHHOE,
CTaGI/IJIbHOG. Henb3s SaGBIBaTb, 4YTO OHa MCHAJIACh UCTOPHUYCCKHU. I/IBBGCTHO, YTO B CBOC
BpEMSI CKPUIIKY MPUAECPKUBAIN TOI00POIKOM HE C JIEBOM CTOPOHBI OT moArpuda, a c
[IpaBoOy. BIIOJIHE MOHATHO, YTO 3TO OIPEAEISAIO U COOTBETCTBYIOLIYIO IIOCTAHOBKY
MpaBoO# U JICBOM PyK. B cTapblx HEMEIKHX MIKOIaX ObLIa MPUHSATA TaKas MOCTAHOBKA
[IpaBOM PYKH, IIpU KOTOPOH IIEU0 CIIeT0BAIIO JlepKaTh MPYKATHIM K TYJIOBUILY,; IS
YCBOEHHSI 3TOTO MOJIOKEHHUS PEKOMEHI0BAJIOCh YUEHUKAaM BO BpeMsl 3aHATHH 1ep:KaTh
1o MBIIIKOH KHI/II‘y, ceryac 3TOT IMPUCM KaXXCTC HCIICIIBIM, HO B CBOC BPCMs OH
MIPUMEHSIICS U ObUT CBSI3aH C YKAa3aHHBIM CIIOCOOOM JIep:KaHUs HHCTPYMEHTA.

HcTopudeckue n3MEHEHHs ITOCTAaHOBKH MPOMCXOIUIIN HE CaMU TI0 cebe, a
ONPEACISUTUCH CMEHOM XY0KECTBEHHBIX MPEACTABICHUM, CTHIIeH. BO3HUKHOBEHHE
NoTpeOHOCTH PaCIIMPUTH CKPUITUYHBINA JMANa30H U OBJIA/IETh BCEM TPUGOM ClIenao
HEOOXOMMBIM OCBOOOKICHHE JIEBOM PYKH. DTO BBI3BAJIO MEpEMENICHUE TT0100POIKA C
MPaBoil CTOPOHBI OT MoArpuQa Ha JIEBYIO C COOTBETCTBYIOIIUM U3MEHEHUEM BCEH
noctaHoBku. [lpu nanbHeeM pa3BUTUH CKPUITMYHOW TEXHUKU U YBEIIUUYCHUU
MOABMKHOCTH JICBO# pyKH mOTpeboBasiach OOMbIIast yCTOWYUBOCTD JACPKAHUSI
WHCTPYMEHTa, KoTopas Obljia o0ecrieueHa n300peTeHueM mog00pogHuKa. Takum
o0pa3om, TpeOOBaHUS MOXH OMPEEIITIOT CMEHY XO/I0KECTBEHHBIX CTUJICH, CTHIIb --
TEXHUYECKHE MTPUEMbI, BO3MOKHBIE JIUIIIb HA OCHOBE COOTBETCTBYIOIIEH MOCTAaHOBKH, U B

" iMeercs B BHTy aHATOMIYECKOE €r0 OMpPE/IeICHHE, TO eCTh IIeYeBast KOCTh (JacTh PyKH OT IICIEBOTO
JI0 JIOKTEBOTO CYCTaBa); B 3TOM BOIIPOCE YaCTO BO3HUKAIOT HEIOPA3yMEHHs, TaK KaK JaKe B CIICIIHATbHBIX
METOIMYECKUX paboTax IICYOM MHOT/Ia Ha3BIBAIOT INICUEBYIO KOCTh, @ HHOTA -- TUIEYO B JKUTCHCKOM
MTOHUMAaHHY.
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KOHEYHOM CYeTe TIOCTaHOBKA, IPUCIIOCOOIISISICh K HOBBIM TPEOOBAHUSM, TOKE
U3MEHSIeTCS.

Heo0xommuMo sICHO IpeCTaBIATh cede U TO, UTO CIOCo0 JAepKaHUs HHCTPYMEHTA
B IIPOLIECCE UTPBI TAKXKE MOCTATHHO MEHSETCS B COOTBETCTBUH C TEXHUYECKUMU U
XYJI0KECTBEHHBIMU TPeOOBaHUSAMU. MOXKHO MPUBECTH OECUMCIIEHHOE KOTUIECTBO
MIPUMEPOB U3MEHEHUS TOJI0KEHUS JIEBOM PYKH IIPU CMEHAX aKKOPJOB, PacTsIKKaXx,
XPOMaTHYECKHUX TOCTIEIOBATENILHOCTSIX. DTH MPUMEPHI SICHO TTOKA3bIBAIOT, UYTO
MIOCTaHOBKA CKpHUIlaya €CTh NOHATHE JUHAMUYHOE, TECHO CBS3aHHOE C TPEOOBAaHUSMU
JBUTATEIHHOTO alllapara, -- MpoIecc 0TOOpa MeIecOo00pa3HBIX MPUEMOB JTBUKCHHS
BUJIOM3MEHSET MTOCTAHOBKY.

OnHako HepeIKo BCTPEUaroTCs MpUMeEphl <<(eTHIIU3aNN>> psaa
TIOCTAHOBOYHBIX MOMEHTOB. XapaKTEPHBIMHU B 5TOM OTHOIICHHH SIBIAIOTCS paboThl M.
Boiiky (12), 5. Muxanosckoro (25)u apyrux, KOTOpbIe JCKIAPUPYIOT ONPEICICHHBIC
MMOCTaHOBOYHBIE ()OPMBI, B 3HAUUTEIBLHON CTETICHU OTOPBAHHBIE OT TPEOOBAHMI KUBOU
urpbl. [Tomo6HOTrO poaa B3TIIsAIbI BCTPEUAIOTCS WHOT/A JIaXKe Y BRBICOKOABTOPUTETHBIX
aBropoB. Hampuwmep, 1. Moaxum, pas6upas B cBoeii <<IlIkone>> (57)BOIpoC CMEHBI
MO3UIMH, YKa3bIBa€T HAa HEOOXOAUMOCTh COXPAaHEHUS BO BpEMsI IIEPEX0/1a TAKOBO XKe
MOJIOTOYKOOOPA3HOTO MOJIOKEHUS Tajiblla Ha CTPYHE, KaKoe HaOIroAaeTcs Ipu
MMOCTAHOBKE Majblla B ONMPEASICHHON MO3UIMHA. MEXIy TeM KaXIOMY UTPAIoIEeMy Ha
CKPHIIKE COBEPIIEHHO MOHATHO, YTO HEOOXOJUMOCTh BBIMOJIHEHHSI 3TOTO YKa3aHHs caMa
1o ce0e y»e BhI3BIBAET N3BECTHOE MPUHYKICHUE U CKOBAHHOCTh, YTO HE MOXKET HE
OTpa3uThCS Ha CBOOO/IE IBHIKEHUS.

He nonexut COMHEHHI0, 4TO BOMPOC 11ET0CO00Pa3HOCTH TOCTAHOBKYA MOKET
paccMaTpuBaThHCS JIUIIL B HEMOCPEICTBEHHOM CBSI3U C TEMU JBUKEHUSIMH, PaJId KOTOPBIX
9Ta MOCTAaHOBKA CO3/IA€TCs M CBOOOy KOTOPHIX OHA JOJKHA oOecreunTh. [Ipu aTom
HeJb35 3a0bIBaTh, YTO B MY3BIKAJIbHOM HCIIOTHUTENBCTBE KPUTEPHIl MPAaBUIBLHOCTH
UTPOBBIX ABM)KCHUN yCTAHABIMBACTCS JIUIIH C YUETOM KaueCcTBa 00ECIeYnBacMOro UMHU
3By4YaHHUS.

B nmegarornueckoil mpakTuke OBITYeT BRIpaKeHUE <<MEPCIEKTUBHOCTH
MOCTAaHOBKU>>. B cBsI3U CO CKa3aHHBIM BBIIIE MEPCIEKTUBHOCTH MOCTAHOBKHU CKpHITaya
OTIpEEIISAETCSI HIMEHHO TEM, HACKOJIBKO OHA MOXKET 00ECIIEUYUTh BECh KOMILIEKC
JBKEHUM, KOTOPBIE TTIOHAI00STCS CKpUIIavy B TaJIbHEHIIIeM ero pa3BuTuu. [lemaroru
MY3BIKQJIBHBIX [ITKOJI OKA3bIBAIOTCSA B OCOOCHHO TPYAHOM TOJIOKEHUH, TaK KaK UM
MPUXOAUTCS UMETH JI€JI0 TOJBKO C HAYMHAIOIIMMHU U JIMILb B PEJIKUX ClIydasx c Oosee
MOJIBUHYTBIMU CKpUTIa4aMu. Mexay Tem npu GOpMUPOBAHUH MTOCTAHOBKH HEOOX0IMMO
3HATh HE TOJBKO KakK JepXkaTh CMBIYOK U KaK UM JBUTATh HA IEPBOM 3Tare 00y4eHus, HO
Y KaK UM MIPHUIETCS TOJB30BaThCS MPU UCTIOJIEHHUH, K IpUMeEpy, KoHiepta bpamca, To
€CTh HaJl0 BUJIETh Aalieko Buepen. [l 3Toro HyxHa OoJbIIasi BIyMYHUBOCTh, UYyTKOCTb U
riy0oKoe 3HaHUE HHCTPYMEHTA.

Beiiie y:xe oTMeuanock, 4To UCTIOTHUTEIbCKUE ABMXKEHUS HE IPEICTABIISIIOT
COOOF0 YHCTO IBUTATENHHYIO Cepy, U30JUPABAHHYIO OT 3By4aHUs; CBOOOHOE
IBUKEHHE JJAeT KPacUBOE 3ByUaHHUeE, 3a)KaToe IBI)KEHUE HE MOXKET JJaTh XOPOILIEro
3BYKOBOT'O pe3yJIbTaTa U CO3AaeT OOJBIIHE MPETISATCTBHSI B PA3BUTHUA TEXHUKH.

["'oBOpst 0 CBSI3U MCTIOTHUTENBCKUX ABUKEHUN CO 3By4YaHUEM, HEOOXOAUMO
MOYEPKHYTh, YTO 3ByUaHHE HE €CTh HEYTO aOCTPAKTHOE; ONPEEIUTh €ro Ka4ecTBO
MO>KHO TOJIBKO B CBSI3U C KOHKPETHBIM HCIIOHSIEMbIM MY3bIKaJIbHBIM MaTEPHAIIOM; TaK
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KaK XapakTep 3TOro Marepuaa orpeeNsieT XapakTep 3By4aHus, 3[1eCh Mepe HaMu
BO3HHKAET BOIIPOC O COJIEp’KaHUU MY3bIKH. Pazymeercs, Ha IepBOHAYaIbHOM JTare
3aHATHN C YYCHHUKAMU K Ka4ECTBY 3BYKa MPEABSIBISIOTCS JTHUIIIb SJIEMEHTAPHbBIE
TpeOOBaHUs: OTCYTCTBHE MPU3BYKOB, HEOOXOAMMOCTh MSTKOCTH, MOJHOTHI, HO KOT/Aa
peub ueT 00 UCIOTHEHUH XYI0’)KECTBEHHOT'O ITPOU3BEICHNS, 3ByYaHHE MOYKET
OTIpEeEIIATHCS JIUILB B CBSA3H € ero coaepkanueM. ClieoBaTeabHO Takue Kak OyaTo Obl
Pa3HOPOJHBIE MOHATHS, KaK TIOCTAHOBKA, IBUKEHUE, 3ByYaHHE U CO/Iep)KaHue,
OKa3bIBAIOTCS 3BE€HbSIMH OJHOM M TOH K€ L[EeNH, U JeNIaeTCs MOHATHBIM, YTO Ae(PEeKThI
MOCTAHOBKH MOTYT J1aBaTh 3HAUUTEILHO 00JIee Cephe3HbIe MOCIECTBHS, YeM KaXeTcsl Ha
MEPBbINA B3I/,

B nenarornyeckoii npakTuKe HEPEAKO BCTPEUALTCS JOrMAaTHYECKOE OTHOIIEHUE K
BOIIPOCaM IMOCTAHOBKH; UMEIOTCS B BUAY CIIy4ad, KOT/ia e1aroraMu JIeKJIapupyroTcs
KaKHe-TO OIpeJieIeHHbIE TTOCTAaHOBOYHBIE (POPMBI 0€3 yyeTa WHANBUYAIbHbIX
0COOEHHOCTEH MPUCIIOCOOIEHUS YUEHHKA K MHCTPYMEHTY M CTPOCHHUS €ro pyk. B
Ka4yecTBe MpeMepa MOKHO COIOCTABUTh UMEIOIINECS B METOJUUECKOM JTUTepaType
YKa3aHUs 110 KaKOMY-I100 4aCTHOMY BOIPOCY, HAIIPUMEP 10 BONPOCY MOCTAHOBKHU
O0JIBIIIOTO TaJTbIIa JIEBOU PYKH.

B mikose Jleonossaa Morapra (28) roBopuTcsi, 4T0 OOJBIION Majell JeBOM PyKH
HEO0XO0AUMO JiepKaTh OJMKE K 2-My WIH Jaxe K 3-My.

b. Kammnanponu (48) cuuraer, 4To OONBIION Hallell JOKEH ObITh PacioNOKeH
npoTUB 2-To maiblia, Oepyniero Ha ctpyHe Couib 3ByK h.

JI. Ayap (46) yka3piBaeT, 4TO MOJOXKEHHE OOJBIIONO Maliblla OIpeaeasacTCs
NoJOKEHHEeM 2-To mainblia, Oepymiero Ha ctpyHe Pe 3Byk f 1 (To ecTb emie Ha monroHa
HIKE).

1. Moaxum (57) peKOMEHIyeT AepKaTh GOIbIION Tanel NpoTHB 1o maisia,
pacnosioxxeHHoro Ha crpyne CoJib, Ha 3ByKe a (TO eCThb ellle Ha MOJITOHA HUKE).

KpaifHue TOUYKH 3peHHs B 9TOM BOIIPOCE MPEICTaBIISAIOT Oenbruiickuii nemaror I
Kekkept (accucrent n3BectHoro ckpumada C. TOMCOHa, OTIIMYAaBIICTOCS PEIKOM
BUPTYO3HOCTBIO BO BJIAJICHUU HHCTPYMEHTOM), YTBEP KON, YTO OOJIBIION Maell
JIOJKEH OBITh OTKJIOHEH 110 BO3MOKHOCTH Haszaj K rosioBke ckpurnku (60),u B. T.
Banbrep, KOTOpBI peKOMeHIyeT 0OpaTHBIH criocod, yKas3bIBasi, 4TO OOJIBIION Hasiel]
HAJIO JIepPKaTh KaK MOYKHO JaJIbIlie OT TOJIOBKH B HAITPABJICHUH K KOpIycy ckpunku (11).

Bce mpuBeieHHbIC BRICKAa3bIBAHUS IPUHATIEKAT OOJIBIIIUM aBTOPUTETAM,
3aHMMAIOIIUM 3HAaYUTEIbHOE MECTO B UCTOPUU CKPUITUYHOMN UTPBI, U 3TU MPOTHUBOPEUHUS
B MHEHHUSX, €CTECTBEHHO, BHI3BIBAIOT HEJOYMEHHBIN BOIIPOC: KTO *ke npas? Ha camom
Jielie BCe 3TH aBTOPHI B KAKOH-TO CTETIEHU MPaBhl U B TO K€ BpeMs HEMPaBbl; KaXAblH U3
HUX HallleJl Ty OCTaHOBKY, KOTOpasi sIBJISUIach JJIsl HEro HanboJiee 1ernecoo0pasHoii,
OJIHAKO TO, YTO MHJMBUYyaIbHOE pa3pelIeHNe BOIIPOca BO3BOAUTCS UMHU B ol1iee
MPaBUJIO, TO €CTh IOTMAaTH3UPYETCS, -- HEBEPHO.

B negarornueckoil mpakTUKe MbI 4aCTO CTAIKUBAEMCS CO CIIydasiMH, KOraa
nearor 00OCHOBBIBAET CBOU YKA3aHHUS CIEAYIOUIMM 00pa3oM: 3TO MPaBUWILHO MTOTOMY,
9T0 <<TaK MEHS YUMIU>> W <<TaK UrPaeT TaKOH-T0>> (IIPH STOM CIICAYET UM
KaKkoro-HUOY/b U3BECTHOTO apTHCTa). B KauecTBe mpuMepa MOKHO IPHUBECTH
CIEAYIOUIMI clydail: B MEpPBbIC IOAbl apTUCTUUYECKOU aesTenbHoctu [. @. Olictpaxa
BBIILIK aduIu ¢ ero ¢pororpadueit, Ha KOTOPOH OBUT CHIIBHO OTCTABJICH yKa3aTeIbHBIN
Tajier] IpaBo pyKH Ha TPOCTU CMBIYKA. 3ariedatiiesn jJu ¢poTorpad COOTBETCTBYIOIIHMI
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MOMEHT B UI'P€ apTHCTa WM 3TO OBbLJIO UCKa)KEHUEM, BOSHHUKIIIUM IPU ChEMKE, -- ceiiuac
CKa3aTh TPYAHO; HO BO BCAKOM cCiydae NOoJ0OHOE MOJI0XKEHNE PYKH HAa CMBIUKE HE
apinsieTcs nocTssHHBIM 171 [{. @. Olictpaxa. OmgHako 3Ta hoTorpadus mocmyxuia
o0paroM i KOMUPOBAHUSA MHOTMMH YYalIUMUCS U 3HAUYUTEIbHBIM KOJIUYECTBOM
[I€JJarOroB 10 CKPHUIIKE.

B cBete paccmarpuBaemoro Bompoca OOJBINION HHTEpeC peacTaBisieT padora b.
A. CtpyBe <<TunoBbie pOpMbI IOCTAHOBKH PYK Y HHCTPYMEHTAIUCTOB>> (39),B
KOTOPOM aBTOpP CTPEMHUTCS YCTAaHOBUTH CBSI3b IIPUEMOB IIOCTAHOBKH C OCOOCHHOCTSIMHU
AHATOMHMYECKOI0 CTPOEHUs UHIUBUAYYyMa.

B kauecTBe npuMepa, XapaKTepU3YIOLIETO METO, AaHAJIN3a aBTOPa, MOXKHO B35Th
BOIIPOC O BBICOKOM WJIM HU3KOM ITOJIOXKEHUU JIOKTS IIPABOU PYKH -- BOIIPOC, 110 ITIOBOAY
KOTOPOT'0 BO3HMKAET MHOT'O CIIOPOB B II€Jaroru4eckoi npaktuke. Crpyse npeanaraer
yCTaHABJIMBATh PABUIBHOE TIOJIOKEHHE JIOKTS (BHICOKOE HIT HU3KOE), UCXOJIS U3
aHATOMMYECKOI'0 CTPOEHUS PYKH, B YACTHOCTH IJICUEBBIX cycTaBoB. HabmroneHus
MOKAa3bIBAIOT, YTO MPU CBOOOTHO BUCHIIEH <<MO IIBaM>> pyKe IUIeYO U MpeaIieybe, a
CJIEIOBATEIILHO, U JIOKTEBOU cycTaB (<<J'IOKOTB>>) HE BCErja 3aHUMaroT OJHO U TO XK€
IIOJIOXKEHUE. Y HEKOTOPBIX MHAUBUIYYMOB JIOKTU OKa3bIBAKOTCS ITOYTH IPUKATBIMU K
TYJIOBHILY, Y APYIHX 7K€ 3HAYUTEIBHO OT HETO OTAEISAIOTCS; B IEPBOM ciIyyae Oyaer
€CTECTBEHHO HU3KOE IOJIOKEHUE JIOKTS, BO BTOPOM BBICOKOE.

B nenarornueckoii npakTuke He Beerja ObIBA€T JIETKO MPAaBUIbHO ONPEIEIUTD
1EJI0CO00Pa3HYIO sl JAHHOTO YYeHHUKa OCTaHOBKY. Ilenaror nHoraa He MOXKET cpa3y
pa300paThCsl B UHAUBUYATIbHBIX OCOOCHHOCTSX YUYE€HHKA, TI03TOMY OH JIOJIKEH
BHUMATEJIHHO HAOII01aTh MPOLIECC €r0 MPUCTIOCOOICHUS H, HE CBA3BIBASICH IOTMaMH,
[IOMOT'aTh EMY B YCTAHOBJICHUH OPIaHUYHBIX JJI HErO IPUEMOB.

B nporiecce 00ydeHus urpe Ha CKpUIIKE OYEHb YacTO TOBOPUTCS O
€CTECTBEHHOCTH IIPUEMOB U ITOCTAHOBKHM. BO3HMKaeT BOIPOC: KaKk MOHUMATh Ty
€CTeCTBEHHOCTh? Eciu Mbl 00paTuM BHUMaHHE HA MOJIOKEHHE JIEBOM PYKH CKpHIIaya ¢
BBIBEPHYTBIM I10J] CKPUIIKY JIOKTEM, TO JOJDKHBI OyZieM MPU3HATh ATO MOJI0KEHUE CaMO
1o cebe HeeCTECTBEHHBIM; B OOBIICHHOH KU3HU TAKOE MOJIOKEHUE PYKU MOXKET
BCTPETUTHCA JIMIIb KaK UCKIIIOUeHHE. Jl0Ka3aTebCTBOM CIYKUT TO 00CTasiTENbCTBO, UTO
Ha [IEPBBIX YPOKAX y YYEHHUKOB €KEMUHYTHO yCTAET JIEBasl PyKa, U, pa3yMeeTCsl, UMEHHO
MIOTOMY, YTO TOJI0XKEHHUE €€ C TOUKH 3peHHs €CTECTBEHHOCTH Hanbosee ysa3BUMO.

B usBecTHOI paboTte 178 Boiiky <<IlocTtpoeHune eCTECTBEHHON CUCTEMBI
CKPUIUYHOM UTpbI>> (12)0CHOBHASI MBICIIb KaK pa3 U 3aKIF0YaeTcs B CTPEMIICHHH
OTOMTHU OT 3TOT0 HEECTECTBEHHOT'O TOJI0KEHUS JIEBOM PYKHU M cO37aTh Apyroe, boyee
ecrecTBeHHOe. Ommnbka aBTOpa 3aKIH0YaeTCs B TOM, UYTO IIpeylaraeMasl UM OCTaHOBKa
JIeBOM pyKH, 00Jiee COOTBETCTBYIOIIAS TOJ0KEHUIO €€ B OOBIICHHOM JKU3HU, HE MOXKET
o0ecneuynTh BCeX ABUraTeNbHbIX (PYHKIMM, HEOOXOIUMBIX B IIPOLIECCE UTPBI HA CKPHIIKE.
T10 7Toii mpuunHe cuctema M. Boiiky okasanab HempeMEeHMMOii Ha IPAKTHKE.

CrnenoBarenbHO, TOBOPS O €CTECTBEHHOCTU UI'PBI HA CKPUIIKE, CIEAYET HCXOINUTh
HE U3 €CTECTBEHHOTO MOJIOXKEHUS PYK B OOBIICHHOM KU3HH, @ U3 €CTECTBEHHOCTHU B
OIpeJIeJIEHHBIX TPO(ECCHOHAIBHBIX YCIOBUSX.

Jlro6as neqaTenbHOCTD, M B YACTHOCTH MI'Pa Ha CKPHUIIKE, 0€3 BCIKOTO HANPSHKECHUS
HEBO3MOXKHA (MMEIOTCS B BUAY T€ MUHUMAIbHBIC YCUITHSI, KOTOPbIE HEOOXOAUMBI IS
BBITTOJTHEHUS! OTIPEICIICHHOM JIEITeIbHOCTH). B TO ke BpeMs H3JIMIIHUE yCUITHUS,
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BBI3BIBAIONINE CKOBAHHOCTh M OTPAaHUYMBAOIINE €CTIOTHUTELCKHE BOZMOXHOCTH, U €CTh
TO, YTO MOHUMAETCS MOJT HAPSKEHUEM C MPOPECCUOHATBHON TOYKU 3pEHUS.

Hepenko MoXHO HaOMIOAATH CITy4an, KOT/Ia OTPAHHYEHHOCTh TEXHHYECKOTO
Pa3BUTHUS ABIISETCS CIIEACTBUEM CUILHOTO HAIMPSHKEHUS, U3UIIHE KPEKOT0 HaKUMa
MaJbL@AMH HA CTPYHBI, YPE3MEPHOIO CKUMAHMUS LIEUKU CKPUIIKU JIEBOU PYKOM.
Heo0xonuMo OTMETHTD, YTO B TIeIarOrH4eCKON MPAKTHUKE MBI CIUIOUIb U PSAOM
CTAJIKUBAEMCSI C IPOTUBOPEUUSIMHU MEKTY TPEOOBAHUSIMU CBOOOIBI IBIKEHUHN U
PEKOMEHIyeMbIM ITPUEMaMHU, TPU KOTOPBIX ATON CBOOOBI T0OUTHCS HEBO3ZMOXKHO.

I'oBopst 0 KakOM-ITy0O0 HAPSHKEHUH, HUKOT/Ia HE ClIeyeT 3a0bIBaTh O TOM, UTO
YeJI0BEYECKHUI OpraHu3M IMpeICTaBIseT COO0M €IMHYIO0 CUCTEMY, U Tie Obl HU BO3HUKAIIO
HaMpPsKEHHOE COCTOSIHUE M OTKY/a ObI HU MCXOMIIO €0 BO3/IEHCTBUE, OHO BCET/Ia
OKa3bIBaeT TOPMO3Ilee BIUSIHUE Ha cBOOOAY pyK urparoiiero. [loatomy noctuxenue
cBOOO/IBI IBIKEHUH, HAIPUMED JIEBOU PYKH, HEBO3MOXKHO 0€3 OJJHOBPEMEHHOTO
obecrieueHrst CBOOOHOTO JIBHXKCHHS TIPABOM PYKH, CBOOOTHOTO COCTOSIHHS TJIEYEBOTO
nosica, Kopmyca. HempemMeHHBIM IpeIBapUTENbHBIM YCIOBUEM JTOCTHKCHHUS
€CTECTBEHHOM MOCTAaHOBKHU U CBOOO/IbI IBUYKEHUS PYK BIISIETCS YCTOWYMBOCTD U
€CTECTBEHHOCTH TOJIOKEHHS KOpITyca, KOTOopasi B CBOKO o4epeb B OOJBIION CTENEeHU
3aBHCHT OT IOJIOKEHHSI HOT' CKpHUIlaya U paclpeieNieHus] Ha HUX Beca KopIyca.

B Bompoce omnpeneneHus MpaBUILHOTO MOJIOKESHHUS HOT B METOIUYECKOM
JTUTEepaType eIMHOTO MHEHHS HET. B cTaphIx KjacCHYeCKUX MIKOJaxX 4acTo NAITCs
WJUTIOCTPAINH, Ha KOTOPBIX HOTH CKpHUIlada U300pa)KEHBI B MOJIOKEHUN OalleTHOM
TpeTbeil mo3unuu. bosee nenecoodpa3HbIM cleAyeT CUNTaTh paBHOMEPHOE
pacmpesielieHre Beca KopIryca Mexay 00eMMHU HOraMH, IPeYeM HOTH HE JIOJDKHBI OBITh
HU Ype3MEPHO CABUHYTHI, HU YPE3MEPHO PACCTaBIIEHBI, TO €CTh JOJKHBI paciojaraTbecs
MPUMEPHO HA MTUPUHE TUICY.

Jlns obecnieyeHnst CBOOOHOTO COCTOSTHHUS TUIEUEBOTO MOsica HE0OX0IUMO
OTIPEAETUTh MPABUIBLHOE MOJIOKEHHE TOJIOBBL. YacTo MPUXOIUTCS BUIETh TAKYIO MaHEPY
JepaTh MHCTPYMEHT, IPY KOTOPOIi roJI0Ba YpEe3MEPHO MMOBOPAYUBAETCS BIEBO U
CKpHIIKa IPUJIEP>KUBACTCS KOHIIOM MTOI00poiKa. B CBSI3H ¢ ATUM BCIIOMUHAETCS] COBET
JI. M. IleiTinHaa, KOTOPBIH caM OY€Hb CBOOOHO JIepyKall CKPUTIKY U PEKOMEHT0BaJ
UCXOJUTh U3 OOBIYHOTO €CTECTBEHHOTO MOJIOKEHHUS IIIEH, TOJIOBBI U TIIIeY, IIPH 3TOM
JIUIIb YyTh OIYCKAETCs 0I00POIOK U HHCTPYMEHT YCTOMYMBO 3aKpeIuisieTcs JeBOo
CTOPOHOMU YETIOCTH; TAKOE MOJIOKEHNE 00eCIeunBaeT HanOOIbIIIYI0 CBOOOIY TJICYEBOTO
nosica U pyK.

Jlnst obGecriedeHust CBOOOIbI ABMKEHHM TPaBOil U B 0COOEHHOCTH JIEBOH PYKHU
00JIbI1I0€ 3HAUEHUE UMEET YCTOWYMBOCTb HHCTPYMEHTa. B CBSA3M ¢ 3TUM BechMa BaXKHO
11enecoo0pa3Hoe yCTpoMcTBO MOI00POIHUKA U TOAYIIKH. [1o100poIHUK TOKEH OBITh
HE BBICOK, HO JIOCTATOYHO TITyOOK, 4TOOBI T0I00POIOK YCTOMYMBO HA HEM TTOKOMJICS, 9TO
MO3BOJISIET YBEPEHHO JIEPKaTh CKPUNKY. [Ipu maockoM moa0opoHUKE TSl TOTO, YTOOBI
yAepKaTh CKPUIIKY, IPUXOTUTCS CUIILHO NMPHKUMATh €€ MOJ00POIKOM, YTO CO3/aeT
HaMpPsDKEHUE B MBIIIIAX IICH.

[To moBoAy MprMeHEeHUs MOYIIKY MHEHHUS pa3AessatoTca. MoOHO Ha3BaTh
LEeNBIN Pl CKpUMaueH, UTparoImx 0e3 MOAYIIKH, B MX YHCIIE TAKUE BBIIAIOIIHECS
ucnionauTeNn, Kak S. Xewder, JI. Koran u npyrue; ectb Takxe 1menaroru, KOTOpble ydat
urpath 6e3 mogaymku. OJHAKO Helb3s He MPU3HATh, YTO MPUMEHEHHE MTOYIIKH CO3/IaeT
Hau0OoJiee BHITOHbIC IPEANOCHUIKH TS Iep>KaHUs UHCTPYMEHTa, N30aBisieT OT
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W3IUITHAX HAMPSDKEHUH, BOSHUKAIOIINX TPU MTOJTHUMAHUT Ieya . [Tpu urpe 6e3
MOAYILIKY 3TU OJHUMAHUS TIeda Hen30eXKHbI Jake IPU MPSAMBIX Iiedax U B
0COOCHHOCTH 3HAYUTEIBHBI -- IPH MOKAThIX. M, 6eccriopHO, HENb3sI MPU3HATH
3aKOHOMEpPHBIMHU cchUTKU Ha Korana, Xeidena wim Ipyrux BeIIAIOMINXCS CKPUIIAYeH,
001a1al0IUX UCKITFOUUTEIHON HHIMBUTyaTbHOU MTPUCIIOCOOICHHOCTRIO K
UHCTpYMEHTY. CI0KHOCTU UCIIOJHEHUS MPOU3BEICHHUI COBPEMEHHBIX KOMITO3UTOPOB
TpeOYIOT CO3/1aHUsI MAaKCUMAJBbHBIX YCIOBHIA JUISl 00€CTIeYeHIs] HAauOOIbIIEH CBOOOIBI
JBH>KEHUU JIEBOU PYKH.

[To Bompocy O MOJIOKEHUU UHCTPYMEHTA BO BPEMsI UTPhI CYIIIECTBYIOT JIBE TOUKH
3peHus. CorjacHo NMepBOM, UMEIOIIEH MHPOKOE PACIPOCTAHEHUE B IPAKTHUKE,
WHCTPYMEHT JIEP>KUTCS C OJHOU TOYKOHN OIMOPHI, TO €CTh MEXKY MOJ00POIKOM H
KJIFOYHUILIEH, MPUYEM CKPHUITKA YCTONYMBO 3aKPEIUIIETCS B 3TOM TOYKE, YTO MOJHOCTHIO
0CBOOOXKIAET JIEBYIO PYKY.

Haubonee spkum BeipazuTeneM BTopoit Touku 3perus sisuiics JI.I'. HemupoBckuii
(30), koTOpBIi cUunTAET MPABUIIBHBIM JIEPKATh HHCTPYMEHT C JIBYMSI TOYKaMHU OTIOPHI:
OJIHA U3 HUX SBJISETCS MMOCTOSHHOM (CKpHUIIKA JISKHUT Ha KIFOUHIle 0€3 TPUMEHEHHS
NOJYIIKY ¥ Oe3 MOoJHIMaHHUS TUIeda), BTOpas -- mepeMeHHas (jieBas pyka). Ilpu urpe B
OJTHOM MO3UILIMHU WX MIPU MEPEX01ax U3 MO3UIMH B MTO3UIUIO BBEPX M0 TPUPY ITOT
MIPUEM TPEACTABISICTCS BO3MOXHBIM; HO NPH HUCXOMASAIIMX Tepexoiax (U3 BEPXHUX
MO3HIUI B HIYKHKE) OH BBI3BIBACT CEPbE3HBIC 3aTPYAHCHHs. B Takux ciydasx 0ObIYHO
BCE CKpHIIAuH, UTparomire 0e3 MOIYIIKH, IPUHYXJACHBI MPUOETraTh K MOJHUMAHUIO
mievya. Ognako HemMupoBckuil mpeniaraet 00XoauThes 0€3 MoAHNMAaHUS TIJIeva,
PEKOMEH/TyS 3aMEHSTh 3TOT MPHUEM BCIIOMOTATEIbHBIMU JBUKCHHISIME OOJIBIIIOTO TAbIIA,
KOTOpBIH, EepeIBUrasiCh 3apaHee B HIHKHIOIO TO3UIIMIO, CO3/IAET TOUKY OMOPHI AJIs
MOCJIEIYIOIIETO MepEMEIEHUs BCEH pyKHU.

Takum o0pa3om, Jep>KaHUE CKPUIIKH MPHU ABYX TOUYKAX OMOPHI CBA3aHO C
MOCTOSIHHOW HEOOXOIMMOCTHIO IOMOTHUTENBHBIX TOITOTOBUTEIBHBIX JBUKCHUIMA
OOJIBIIIOTO TaJbIIa, KOTOPBIC MPEACTABIISIIOT COO0H 100aBOYHOE TEXHUUECKOE
ocnokHeHue. [Ipu ucoNMHEHUN OBICTPHIX MACCaXKEH MPAKTUIECKH HEBO3MOXKHO
MaHUIYJIUPOBATh OOJBIINM MaIbIEM C COOTBETCTBYIOIIEH CKOPOCTHIO, M BCIEACTBHE
3TOTO UrparoIre 06e3 MOAYIIKH IPUHYKIEHBI CIISIIUATHHBIM TTOJHUMAHUEM I1Ieda
C03/1aBaTh HEOOXOIUMYIO YCTOMUNBOCTH CKPUITKH.

[TpakTudecku BOMPOC O 1eIeCO00Pa3ZHOCTH MPUMEHEHHS MTOIYIITKH CICTyeT
peraTh TaKuM 00pa3oM: Tenaror JOJKEH M0100paTh MOJ0OPOIHUK U TIOTYIIKY
COOTBETCTBYIOIIEH JJIsi JAHHOTO yYE€HUKA BBICOTHI U HAUMHATH 00yYeHHE B ITHX
YCIIOBUSIX; BIIOCIEACTBHH, KOT/Ia yYeHUK HAUMHAET OETJI0O UTpaTh BO BCEX MO3HULMSIX U
BUJTHO, YTO €T0 MHJIMBHUIyaTbHBIE 0COOCHHOCTH TIO3BOJISIOT eMy 00XOAUTHCS Oe3
MOJIYIIKA, MOKHO €€ yCTpaHuTh. (3ametum, uto JI. Koran B mepBbie ro/ibl CBOETO
00y4eHUsI TaK)Ke UTPaJI C MOTYIIKOH.)

Bosbiioe 3HaueHre UMEET BHICOTA MOJIOKEHUSI MHCTpYMEHTa. B cBoeil mkone
Ayap (5) 3amedaeT, 9TO 7151 CBOOOIHBIX MEPEXOI0B B MO3UIHIO HEOOXOAMMO BBHICOKO
nepxaTh CKpunky. Ha mepBslii B3] Kak OyJTO JOTHYECKON CBSA3H MEXAY MepexoJaMu
B MMO3UIIMH U MIOJHUMAHUEM CKPUIIKU HET, OJIHAKO, TPOAHAIU3UPOBAB 3TOT BOMIPOC,
BBISICHIEM, uTO MHeHHE JI. Ayapa aOCOIIOTHO MPaBWIBHO. B 3TOM MOXHO yOeauThCs

*31ech UMeeTcs B BUAY IJIEYO B KUTEWCKOM €ro NOHUMaHUU.
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IIOCPEACTBOM IIpOocTOro onbita. CHUAsl Ha CTYJIE U JEPKA CKPUIIKY, CIEIYET ONEPEThCs
JIOKTEM Ha CTOJI, ocTaBUB 1-if masenr Ha m00yro cTpyHHI B | mo3uruu. Ecnu B janHOM
nosioxxeHuu nepeitu B |l mo3unmio, ckpunka nogHUMaeTcsi. ITO MOHITHO, TaK Kak
pyka, OyIydu omepToi Ha CTOJ, MOXKET COBEpPILIATh CBOU_JABUKEHHSI TOJIBKO IO
okpyxxHocTH. [Ipu oOpaTHOM mepexoae CKpHUIIKa COOTBETCTBEHHO OY/IET OMyCKaThCs.
[ToaToMy sICHO, YTO B UCHIOJTHUTEIBCKON MPAKTHKE HEOOXOANMBI KaKHE-TO
BCIIOMOTaTeNIbHbIE, KOPPUTHPYIOLIHE JBIKEHUS, KOTOPBIE HANIPaBHIU ObI pYKY HE IO
OKPY>KHOCTH, a IO MPSAMOM TUHUU. DTU BCIIOMOTATEIbHbIE JIBUKEHHS OCYILECTBIISIFOTCS
yTeM HEeOOJIBILIOTO MOIHATHS JIOKTS C OJHOBPEMEHHBIM OTAAJICHUEM IIJIeda OT KOpIyca
(mpu mepexo/ie B HIKHUE MO3UIIMHU) WK OITYCKAHUEM JIOKTS ¢ IPUOIMKCHUEM TUIeUa K
Kopnycy (pu nepexo/ie B BEPXHUE IMO3HUIINH).

VY HauMHaOIUX CKpUTadyel, U3ydaloluX MO3ULINH, IPU MEPEeX01aX MOKHO
HaO0II01aTh JBE MPOTHUBOIOJIOKHBIE ONIMOKH: WU MOJ0pachIBaHUE CKPUIIKU KBEPXY, HIIN
oIlycKaHue ee KHU3y. M3 MpuBeAEHHOrO BhIILIE aHAJIN3a JEIAaeTCsl HOHSITHBIM
MPOUCXOXKACHUE 3TUX OmHNOO0K. [Ipy monOpackIBaHUK CKPHUIIKH I1JIEUO U JIOKOTh HE
COBEpIIAIOT BCIIOMOTaTeIbHOTO, KOPPUTHPYIOIIETO JIBUKEHUS, IPH OITyCKAaHUU
MHCTPYMEHTA OHM COBEPILAIOT €r0 YPE3MEPHO aKTUBHO.

PaccmaTpuBast 1BHKEHUS pyKU B BepXHeH yacTu rpuda, MOXKHO YCTaHOBUTH, UTO
U B 3TOM CJIydae IJIe40 COBEpIIAET BCIOMOraTeIbHOE ABMKEHHE, TOIBKO IPU Mepexoaax
B BepXHel yacTu rpuda 3To ABMKEHHE HOCUT HECKOJIbKO MHOM XapaKTep: BMECTO
JBMKEHUH BBEpX M BHU3 OHO IEpeMeIaeTcs BIpaBo U BieBo. OTcioa cienyer, yTo 3TU
JBUKEHUSI T1JIe4a SBIISIOTCS HEOOXOUMBIMHU JUIsl 00€CTIeYeH ] HOPMAJIbHOTO MOJI0XKEHUS
MHCTPYMEHTA U CBOOOIbI ABMXKEHHSI PYK BJOJb rpuda.

Taxum o6pas3om, ykazanus Ayspa CTaHOBSITCS IOHATHBIMU -- IIPU HU3KOM
MOJIOKEHUU CKPUTIKHU TUIEYO U JIOKOTh MPHIKATHI K TYJOBHIIY CKPHUITAYa M CTECHEHBI B
CBOMX JBMXCHHUSX, BBICOKOE YK€ MOJ0KEHUE CKPUIIKH MO3BOJISET JIETKO COBEPLIATh
TpeOyemMbie KOPPUTHPYIOIIHNE TBUKEHHS KaK BBEpX U BHU3, TaK U BIIPABO U BJIEBO.
Bricokoe nmosnoskeHrne CKpUIKY HY>KHO TakKe U 1711 00ecrieueHrss HOpMalbHOTO BEJICHUS
CMBIYKA, TaK KaK MMPU HU3KOM ITOJO0XKEHUH HHCTPYMEHTA CMBIYOK CIONI3aeT K rpudy, u4To
MpeBpallaeTcs B MJIOXYIO MPUBBIUKY, KOTOPYIO BIOCIEICTBUN HEIETKO U3KHUTh.

Bosbiioe 3HaueHne UMEET TakXKe HalpaBJICHUE Iep>KaHHUs HHCTPYMEHTA 110
OTHOIIIEHHIO K KOPIYCY Hrparoriero (mpasee wiu jiesee). TpyaHO MEepeoleHUTh
3HAa4YEeHHE 3TOr0 MOMEHTA JUIs QYHKIMI paBoil pyku. [Ipu OTBeIeHUN CKPUIIKU BJIEBO
IpaBasi pyKa MpUHYKJEHa BbIIBUTaThCSI BIEpPE], TaK KaK B IPOTUBHOM CJIy4yae CMbIUYOK
OyZeT UITH He NePIEeHANKYISIPHO CTPYHE, YTO OTpaXkaeTcsl Ha 3By4aHuu. Eciu ke
MHCTPYMEHT CIUIIKOM OTKJIOHEH BIIPABO, TO I BEJCHUS CMbIUKA MEePIEHANKYISIPHO
CTpyHE HEOOXOUMO TMPEYBEIINYCHHO CTHO0ATh KUCTh, YTO OCOOEHHO HEYIOOHO TpU
JUIMHHBIX pykax. OueHb 4acTo CBSI3aHHOCTh B MIPABOU PYKE, OTCYTCBUE CBOOOIBI KUCTH
U -- KaK CJIEICTBUE 3TOTO -- 3aTPYAHEHUS MPU HCIIOJTHEHUH IITPUXOB OBIBAIOT
00yCIIOBJIEHBI MMEHHO TaKUM HETPaBUIILHBIM MOJIOKEHUEM UHCTPYMEHTa. B sTom
cllyyae OTBEJIEHHUE €ro BIEBO cpa3y pa3BsA3bIBACT PYKY, KOTOpas MOIy4aeT IpU 3TOM
BO3MOYXHOCTbh €CTECTBEHHO M CBOOOHO IBUTATHCA.

[TonoxxeHne HHCTPYMEHTA JOJDKHO ONPEACTIATHCS UHANBUIYAIBHO B CBS3H C
mHoM pyk. [Ipu Oosiee KOPOTKUX pyKaX CKPUIIKY HY>KHO OOJIbIIIE OTBOJAUTH BIIPaBO,
npu 0oJiee JITMHHBIX PyKaX -- BIIeBO. BechbMa BayKeH TaKKe HAKJIOH CKPHITKH, KOTOPBIi
pEryiupyercs BbICOTOM MOAYIIKU: YeM BBIIIE MOAYIIKA, TeM O0JbIlle HAKJIOH CKPUIIKH, U
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Ha00OPOT -- YeM MEHBIIIE MOAYIIKA, TeM MoJIoKeHue Ooee miockoe. HakioHoM
CKPHIIKHU OTIPEAEISETCS MOJI0KEHHUE JIEBOTO JIOKTS: CIIUIIKOM IJIOCKOE Jep>KaHue
WHCTPYMEHTA BBI3HIBAET H*GO6XOI[I/IMOCTI> Ype3MEPHOTO BBIBEJICHUS JIOKTS BIIPABO, YTO
SIBJIIETCS. HEECTECTBEHBIM .

[Tnockoe monoKeHue CKPUIKH pu Urpe Ha cTpyHe Collb BEI3BIBAET HEBEPHOE
HaIpaBJieHUE BEJACHUS CMbIUKA IIPU UTPE BBEPX: CMBIYOK HAMIPABISETCS BHU3, K TOTY.
DTOT HEOCTATOK YaCTO HAOIOAAETCS Y HAUMHAOIINX. Upe3sMepHBbIi HAKJIOH CKPUTIKH, C
JPYroil CTOPOHBI, HapyIIaeT MPAaBMIBHOCTh YIJIa NaJCHUS MajbleB U BbI3BIBACT
COCKaKWBaHWE UX MIPH UTpe Ha cTpyHEe Mu.

[lepexons k Bompocy 0 AepKaHUHM CMbIUKa, HEOOXOIUMO MPEXK]IE BCETO
OTIPEAETUTH MECTOIOJIOKEHNE TTAJIBIIEB 110 OTHOIIEHUIO K KOJOJIKE.

MHorue najaroru peKOMeHAYIOT yupaTh OONbIION Majel B BHICTYI KOJIOIKH;
WHOTJ]a BCTPEYAIOTCSI TAKXKE CIIy4au, KOT1a UTPAIOIINE MIOMEIIAI0T OOJBIION Maell B
acuk Kosioaku. HambGomee 1mienecooOpa3HbIM NpeCcTaBIsIeTCs Aep KaHue O0JIBIIIOTO
najblla Ha TPOCTH OKOJIO KOJIOAKH.

[Ipu KOpOTKHUX pyKax, Korja ObIBaeT 3aTPyAHUTEIHHO JOBOAUTH CMBIUOK 10
KOHII, YaCTO €ro JepKaT HeCKOJIbKO OTCTYMAas OT KOJIOJAKU. Tak, Hampumep, Iepikai
cMbIUoK JI. Ayap, y KOTOpOro ObUTH KOPOTKHE PYKH.

Wuorna TeHaEHINS K TAKOMY JICPKAHUIO CMBIYKa HAOII0OJaeTCsl Y HAUMHAIOIUX
YUEHHUKOB IMPH CIUIIKOM TSKEJIOM CMbIUKE. YUYEHUKU, MHTYUTUBHO CTPEMSICh O0JIETYUTh
€ro BEC, MEePEIBUTAIOT PYKY BBEPX OT KOJOJKH, TEM CAMBIM YKOPAUMBas TSKEIOE JIEBOE
IJIeY0 prlyara. AHaJIOTUYHbIE 0OCOOCHHOCTH JIep KaHUs HAaOJI01al0TCs U IIpU
HEMPABUIILHOM PacIpe/Ie]ICHHH Beca CMBIUKA.

YacTto nenarory npu CIUIIKOM JJTMHHOM CMBIYKE PEKOMEHIYIOT yJalluMcs He
JOBOJUTH €T0 /IO KOHIIA 3aBS3bIBAsI CIICIIUATBHYIO HUTOUKY, YTOOBI 0003HAYUTE TPAHUILY
nerokenud. JI. M. LledTnuH npensiaraig yKopauruBaTh CMBIUOK MyTEM NIEPEHOCA MecTa
JIepKaHUS CMBIYKA BBEPX OT KOJIOJIKH, YTO HE TOJIBKO YKOPAYMBAECT CMBIYOK, HO, KaK yXKe
TOBOPHJIOCH, U 00JIETYaeT ero Bec. DTOT COBET B MOJOOHBIX CIy4asiX MOKHO CUUTATh
Haunboee neiaecoodpazubiM. OHAKO KenaTeabHO NO0UPaTh YYCHUKY CMBIYOK,
MOAXOIALINH JIJIsl HETO KaK MO JUIMHE, TaK U [0 BeCy, YTOObI HE MPUXOANIOCH IPUOETaTh
K MOJ00HBIM MepaM. Bce ckazaHHOe 0 MecTe Jep>KaHusl CMbIYKa OMpeeIsieT U
M0JIOXKEHHE OOJIBIIOro Majiblla OTHOCUTENBHO KoJoAKU. Ero ciemyer nepxarh Ha
TPOCTH, a HE YIIUPATh B BBICTIT KOJIOAKH, KaK 3TO YaCTO PEKOMEHTYETCS.

B Bompoce o monokeHnu 60IBIIOro Naiblia OTHOCUTENIBHO OCTaIbHBIX
CYIIECTBYIOT TaKKe pa3uyHbie Touku 3peHus. b. A. CtpyBe B cBoeil pabore, Ha
KOTOPYIO MBI yKe cChlaanuch (39), rOBOPHUT, YTO MOI0KEHNE OOJIBIIOrO Majiblia Py
JepKaHUHM CMBIYKA OTMPeIeseTCsl CTPOSHHUEM CEeIJIOBUIHOTO cycTaBa. HarmsimHo 3To
MO>KHO YBUJIETh MPU CKMMAHUU PYKH B KyJaK, KOrJa OOJIbIION Majel y pa3HbIX JTI0aei
3aHMMaeT HEOJMHAKOBOE MOJIOKEeHHEe. VIcxoast U3 3TOro, Uisi HEKOTOPBIX CKpUIadei
€CTECTBEHHO JIep>KaTh OOJBIION Mayel MPOTUB CPETHETO, IS IPYKHUX -- TPOTUB
0e3bIMSIHHOTO. MOTYT CyIIeCTBOBaTh U MPOMEKYTOUHBIC TTONIOKeHus. Ho Bce ke
HYKHO OTMETHUTh, YTO YKa3aHHOE MOJI0XKEeHHE, n3NiokeHHoe CTpyBe, HE SBISETCS

*
Msur YK€ OTMEYAIH, YTO IMOJIOKCHUEC JICBOT'O JIOKTS CKpUllada ¢ TOYKU 3pCHUA €CTCCTBCHHOCTHU B006Hle
Hanboiee YA3BUMO, a IPU IJIOCKOM ACPKAHUU MHCTPYMEHTA HCCCTECTBCHHOCTD CIIIC bonee ycyry6nﬂeTCﬂ.
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€IMHCTBEHHO OIPEIETSIONINM; O0JIBIIOE 3HAYEHUE HMEIOT 3/I6Ch MOMEHTEHI, CBSI3aHHBIC C
XyJI0’)KECTBEHHBIMHU YCTPEMJIEHUSIMUA TON WJIM MHOW IIKOJIBI.

B cBsi3u ¢ 3TMM HamnpammBaeTcs CONOCTABICHUE ABYX TOUEK 3PEHUS M0 TAHHOMY
Bomnpocy: JI. M. Ileiitnuna u A. W. SImnosnbckoro.

SIMnonsckuil peIaran qepkaTh OONBIION masner npoTus cpeanero, Lleitun --
MOYTH IPOTUB OE3BIMAHHOTO, TO €CTh MEXAY CPEIHUM U O€3bIMSHHBIM MalbllaMU
(pa3symeeTcs, CTENEHb 3TUX OTKJIOHCHUH OMPEICAeTCS YKa3aHHBIMH BBIIIIS
0COOCHHOCTSIMH @QHATOMHUYECKOTO CTPOCHUS). DTH CIIOCOOBI IePIKaHHsI CMBIUKA TAI0T
pa3uyHbIe PE3yIbTaThI.

XynoxxecTBeHHbIe ycTpemiieHus JI. M. LlelTinHa kak B €ro TMYHOM
WCIIOJIHUTENIBCTBE, TAaK U B MPEMNO/IaBaHUN OBLIHM HAIIPABJICHBI K OOJIBIIOMY MOIITHOMY
3BYKY, B CTOPOHY JIOCTHKEHUs O0JbIIel MacmTabHocTH Urpbl. [Ipu pexomeH1oBaHHOM
UM JIepKaHUH CMBIYKa BO3MOXEH 00Jiee CHIIbHBIN HAKUM Ha TPOCTh, YEM JTOCTUTACTCS
00JIbI11ast MIIOTHOCTD MPHJIETAaHMsI CMBbIUKA K CTpYHE. B TO e BpeMs 3TO MOJIOKEeHHE
MaJblEB B KAKOW-TO MEpe 3aTPyAHSIET UCIIOJIHEHHE JIETKUX IITPUXOB.

A. U. SAMnonbckuii CTpeMuiIcs K pa3HOCTOPOHHOCTH CMBIYKOBOM TEXHHUKH, K
OBJIAJICHUIO U3SIIIIHBIMU IITPUXAMU -- OTCIOJIa U JPYTOM MPUEM Jep:KaHUsI CMBIUKA.

[TonoxxeHue 6OIBIIOrO Maliblia U €ro MpaBUIbHOE QYHKIIMOHUPOBAHUE UMEET
00JBIIIOE 3HAYCHHE 1 CBOOOBI TPaBoi pyku. Kak mpaBuiio, y KOJOAKU OH JOJKEH
OBITh ClIeTKa COTHYThIM. B mpoliecce BeieHHs CMbIUKa OT KOJIOAKH K KOHITY TaJiell
MoCTerneHHo pacnpsimisiercs. [Ipu oOpaTHOM BeIeHWU CMBIYKA, OT KOHIIA K KOJIOJKE,
najer, Hao00pOT, TOCTETIEHHO CTUOaeTCs.

Yacro menaroru TpeOyIOT OT YU€HUKA MOCTASTHHO COTHYTOTO MOJOXKEHHS
00JIBIIOTO MaJblia, HEMPABUIBHO CUUTAs, YTO 3TO SBJISIETCA MMOKazareaeM cBoboisl. Ha
CaMOM JI€JI€ IIOCTAasIHHO COTHYTOC, <<OKOCTCHEI0€>> MIOJIOKECHUE OO0JIBIIOrO Maibla
BBI3bIBACT HAIPSHKEHHE B JPYXUX Nasibliax, ckoBbiBas ux. CB0OO/a mableB HAa TPOCTH
SIBIISIETCSL HEOOXOIUMO IS TOTO, YTOOBI OHM MOTJIM COBEPIIIATh JIETKHE
BCIIOMOTaTeJIbHbIE JBUKEHUS [IPU CMEHAX CMBIUKA U [IPU UCIIOJIHEHUH IITPUXOB. s
JOCTHIKEHUS 3TOH CBOOOIbI HEOOXOIMMO, UTOOBI OOJIBIION TaJel] B COBOKYITHOCTH C
OCTaJbHBIMHU, PACIIOJIOKEHHBIMHU Ha TPOCTH, ObLT COEIUHEH C HEW MOJIBUYKHO, TOJI00HO
CyCTaBy, IIPU UTPe B JFO00M yacTh cMbIuKa. Eciu ke O0NbIIoN Manell yaepXKuBarh B
KaKOM-JIN0O €ro MOJI0KeHHH (COTHYTOM MIJIA PACTIPSIMICHHOM), TO BCE MAJIbI[bl B CBOUX
JBUKCHHSIX OYIyT OTpaHUYCHBI.

OueHb 4acTo CBA3aHHOCTD JIBMKEHUN BCEX YACTEH PYKHU MPU UTPE KOHIIOM
CMBIYKa OOBSICHSETCS HMEHHO HaPsHKEHHBIM MOJIOKEHHUEM OO0JIBIIOTo nankiia. B To ke
BpEMSI BCTPEUAIOTCS Cllydau, KOTJja CKpHUIIad CBOOOIHO BJIAJIEET CMBIYKOM, HECMOTPS Ha
pacnpsMIIEHHOE WK Ja)e MPOrHyTOEe B IPOTUBOIIOIOKHYIO CTOPOHY MOKEHHE
OomplIoro manbia. Takas MaHepa JepikaHus CMbIUka Habmomanacek y JI. Ayapa.
[TomoGHyI0 mocTaHoBKY Oosbioro nansia Mol BUauM y JI. b. Korana. CosepiienHo
OYEBMJIHO, 4TO He Ay3py, HM Korany Takoe aepkaHue CMbIYKa HE MEIIaeT.
OOBscHsIETCS 3TO TEM, YTO Y HEKOTOPBIX JItoJIeil Oiarogapsi 0coO0MYy CTPOSHHIO PYKH
CyCTaBBI 00J1a/1at0T OOIBIION MATKOCTBIO M THOKOCTHIO M HEOOXOIMMBIE JIBUKCHUS
COBEPIIAOTCSI MMEHHO 3a CUET THOKOCTH, HECMOTPS Ha MPOTHYTHIN OOIBINON maserl.
Pasymeercs, 3T0 Hy’)KHO paccMaTpHUBaTh CKOPEE KaK UCKIOYEHUE.
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Taxum oOpa3oM, pazbupasi BOIIPOC O 3HAYEHUH OOJIBIIOTO Majiblia, HEOOXO0IUMO
UCXOJUTh U3 TOTO, UTO OH JIOJDKEH CIOocOOCTBOBATH CBOOOIE ABMKEHUM JPYTUX MaJIbLIEB
Ha CMBIUKE.

[TonoxxeHne ocTaabHBIX MaJbLIEB HA TPOCTH CMbIUKAa MOXKET OBITH OoJiee
rIIyOOKHUM WM 00Jiee MEJIKMM, YTO B 3HAYUTEIILHOMN CTETIEHU 3aBUCUT OT UX JITUHEI.
[Tanb1pl HE TOJKHBI OBITH HU CIIMIIKOM CABUHYTBHIMHU, HU CIUIIKOM PAcCTaBICHHBIMHU.
Jlep>kaHue cMbIYKa KOHUMKaMU NAbIEB, KaK 3TO PEKOMEH0BAJIIOCH B CTAPUHY, B
COBPEMEHHOM MPaKTUKE HE MPUMEHSETCS, TaK KaK TaKOil MpueM He MO3BOJISIET JOOUThHCS
00JIBIIION cHITBI 3ByKa. [Ipy HOpMaTLHOM TMOJIOKESHHH TATBIIEB BEC PYKH TepeaacTcs Ha
TPOCTh U 3BYKOM3BJICUEHUE UAET ECTECTBEHHO, MaJIbLIbl HA TPOCTH JIOJKHBI OBITH
OKpyTJiieHbl. YacTo HabII01aeTCs MOCTAaHOBKA, MPU KOTOPOU MBIl IPABOM PYKH Ha
CMBIYKE HaNPS>KEHHO BBITAHYTHI, @ KOCTOUKH MEPBOM (panaHaru BHIMUPAIOT. ITOT
nedeKT MOCTaHOBKHU JIETKO UCTPABUM: JOCTATOYHO, COTHYB MAaJIbIIbl, TPUIATH UM
OKPYIJIO€ MTOJIOKEHUE.

Oco0eHHO Ba)KHO 0OpaTUTh BHUMAHKE HA 3aKPYTIEHHOE MOJIOKEHNE MU3HHIIA,
KOTOPBIW [IPU UTPE y KOJIOAKH B COTHYTOM IOJIOKEHUN KOHYUKOM YIHPAETCS B TPOCT.
Takast mocTaHOBKa MU3UHIIA, BBITTOJIHSIOLIETO B MPOLIECCE BEACHUS CMbIUKA BAXKHYIO
(GYHKIUIO, 1aeT BO3MOKHOCTh PACIOJIOKUTh €CTECTBEHHO M OCTAJIbHBIE MajbIlbl HA
Tpoctu. OIIHAKO YacTO Ha MOJIOKEHNUE MU3UHIIA TIEIarOT'y WK HE 00paIaroT
JOCTaTOYHOTO BHUMAHMSI, UM MUPSATCS C IEPBOHAYAIBHBIMU JAePEKTaMH B €T0
MMOCTAaHOBKE, CO3/IAI0IIUMHU BIOCIEICTBUA MHOTOYUCIICHHBIE 3aTPYIHEHUS B OBIIAJICHUU
TEXHUKOU mpaBoi pyku. Korma cMbpraok mpuOImKaeTcs: K KOJIOAKE, TO MU3UHEIL B €T0
COTHYTOM IOKE€HUHU JJOJDKEH YPAaBHOBEIIMBATh BEC CMbIUKA. Tak Kak JJis HAYMHAIOIIETO
yAepKUBaTh MU3UHEI] B COTHYTOM IOJIO)KEHUH U YPaBHOBEIINBATH BEC CMbIUKA ObIBAaET
3aTPYAHUTENIBHO, TO MU3UHELL B 3TUX CIIy4asiX BBIIPSMIIAECTCS U, HAMIPSKEHHO YIIUPAsCh
B TPOCTh, HAPYIIAET NMpaBUIbHOE (QYHKIIMOHUPOBAHKE BCEX MalIbLIeB. 3agaua
3aKJIFOYAETCsl B TOM, YTOOBI, YACPKUBasi BEC CMBIYKa, MH3WHEI] MOT BBITIOJIHATH BCE
crubaTeNbHbIE U pa3rudaTenbHbIe ABHKEHUS, YTO U JOJKHA 00eCTIeYuTh NpaBUiIbHAs
MMOCTaHOBKA.

[Ipu nBUYXKEHUM OT CepeNHbI CMbIYKA K KOHITY HEOOXOIMMOCTh YKa3aHHOM BBIIIE
(GYHKIIUU MU3UHIIA OTMAJAET, TaK KaK EHTP TSHKECTH CMbIUKA pacroliaraeTcs nHaue,
4yeM IPU UTpe B HUXKHEH ero 4acTH, U CMBIYOK €CTECTBEHHO JICXKHUT Ha CTpyHe 0e3
YpaBHOBEUIMBAIOIINX YCHINK MU3uHIA. OIHAKO HA MIPAKTUKE MIEAArorTy 4acTo TPEOyIOT
OT yY€HHUKa JiepKaTh MU3UHEI] Ha TPOCTHU U MPHU UTPe KOHIIOM CMblYKa. B OosbIInHCTBE
CJIy4aeB 3TO TpeOOBaHUE BBI3BIBAECT HEECTECTBEHHOE MPOTUOAHUE KUCTH JTAXKE MPH
HOpPMAaJIbHBIX pyKaxX U B OCOOEHHOCTHU MPU KOPOTKHUX.

Heo0OxomuMo uMeTh B BUIY, UTO JJIs1 CBOOOIBI IBIXKEHUS IPABON PYKU
<<KpaiHHe MOJOXCHHS KUCTH>>, 10 BhipaxkeHuto A. H. SImnosasckoro (To ecth
YPE3MEPHO COTHYTAs KUCTh Y KOJIOAKH M YPE3MEPHO MPOTHYTast B KOHIIC CMBIYKa),
BeCbMa BPEJIHbI, KUCTh JIOJIKHA OBITh CJeTrKa COTHYTa Y KOJIOJAKH U MOXET OBbITh
HECKOJIbKO MPOTHYTa B KOHIIE. 3 upe3aMepHO MPOTHYTOr0 MOJIOKEHUSI KUCTH B KOHIIE
CMbIYKa ObIBAET TPYAHO BBIMTU MPH IBUKEHUH BBEPX, IOATOMY IPU UTPE MITPUXOM
(détaché} BepxHeii yacTH CMBIYKA €CTECTBEHHBIC BHKCHHS TIPEATLICYbsS TIOAMEHSFOTCS
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JBHKCHHUSIMH T1eda. CBOOOHO AepKaTh MU3HHEL! y KOHIA CMBIYKa MOT'YT TOJIBKO
CKpHIIa4M C OYEHb JJIMHHBIMU PYKaMH .

Heo6x0auMo SICHO MPeACTaBIsATh OCHOBHBIE PAa3IUUMs B MOJOKEHUU PYKH IIPH
Jep>KaHUU CMbIUKA y KOJIOJKH U B KOHLIE. Y KOJIOJKH MaJIbIIbl CJIETKA COTHYTHI, B KOHIIE
-- Oosiee pacpsiMiIeHbl. BombIIoi manen y KOJIOAKH MOJIyCOTHYT, B KOHIIE --
BBINpsIMIIEH. Pazymeercs, yroyl KUCTH 110 OTHOIIEHUIO K TPOCTH B KOHIIE CMbIUKa OoJiee
OCTpBIiA.

ITpu cBOGOIHOM AEp>KaHUU CMbIUKA IIEPEXO/ U3 OJHOIO MOJOXKEHUS B IPYroe B
Ipoliecce ero BeJeHNUs coBepluaeTcs 0e3 3aTpynHeHuid. [Ipu HanmpsoKeHHOM ke
Jep>KaHUU BBIHYX/IEHHO COXPaHsAeTCsl (PUKCUPOBAHHOE MOJI0XKEHUE MAJIbIIEB HA BCEX
CTaUsIX ABM)KEHHS CMBIUKA, YTO OTPaXKaeTcsi Ha CBOOO/IE ABMKEHHM.

OueHb BaKHO IIPABUIILHOE MOJIOKEHUE YKA3aTEeIbHOTO MaJIbl[a Ha CMBIYKE:
CIIMIIKOM TIIyOOKO€ JIepyKaHHe €ro, KOT/ia Majell JeXHUT Ha TPOCTH MepBOi CBOeH
(basaHroi, CBA3bIBACT KUCTEBBIC IBUKEHHUSI, B OCOOEHHOCTH Y KOJIOKH.

K. ®rnemn B coeii mkose (41) mpuBoauT Tpu crocoda epKaHus CMbIYKa:
CTapOHEMEIIKUH -- Iep)KaHue CMbIUKa KOHYMKAMU TaJIbIeB, (PpaHKo-O0enbIMCKUH, TIC
TPOCTH JEPKHUTCSA HECKOJIBKO TITy0Ke, M pyCCKUi, r1e Hanbosee rryOoKo JepKUTCS
CMBIYOK, OZJHAKO M B 3TOM CJIy4ae OH HE 3aXOJMT 3a CYCTaB, COCIUHSIOIUI EPBYIO U
BTOPYIO (haaHru ykazaTeslbHOro nanpia. CyliecTByIOT, pa3yMeercs, u
UCKJIFOUUTENIbHBIE, MHIUBH1yaJIbHBIE CITIOCOOBI IEPKaHHsI CMBIUKA, HO OHH HE SIBJIAIOTCSA
TUIUYHBIMU TIPU ONIPEJENICHUH HOPM JIEPKAHUS CMBIUKa.

Hexotpsle ckpunauu, HanpuMmep, JepKaT CMBIYOK OYEHb INIyOOKO, TO €CTh Kak
pa3 MpoTUB yKa3aHHbIX NpaBuil. Kazanoch Obl, UTpa y KOJIOAKH MPH 3TOM JOJKHA OBITH
OYEHb CTECHEHHOW. OJHAKO XOPOIINE CKPUIIAYX U B 3TOM CIIy4yae BIaJCI0T BCEMU
HEOOXOAMMBIMU IITPUXAMHU, TaK KaK TITyOOKOE MOJI0KEHHE yKa3aTeIbHOIo Halblia Ha
TPOCTH CMBIYKA KOMIIEHCUPYETCSI OUE€Hb BBICOKUM I10JIOKEHUEM JIOKTS, Oarojaps uemy
HECKOJIbKO MEHSIETCS HalpaBJIeHUe IBHKEHUS KUCTH. [IpuBeneHHbIN npuMep ele pas
MIOKa3bIBAaET B3aMMOCBA3aHHOCTh IOCTAHOBOYHBIX MOMEHTOB U HEOOXOUMOCTb
MPAaBUIILHO M TOHKO B HUX pa30oHupaThbcs, 4TOOBI N30€KaTh HEBEPHBIX OITMOOUHBIX
BBIBOJIOB.

[TonoxeHune TPOCTH CMBIYKA JJOJKHO OBITH HECKOJIBKO HAKJIOHHBIM B
HarnpaBieHuu rpuda. [leno B ToM, 4TO BOIHM3U MOJACTABKU CTPYHA OKA3bIBAET OOJIBIIOE
COIIPOTHBIIEHUE HAXKUMY CHBIUKA, a IPU NpUOIIMKeHNH K rpudy oHa <<msrge>>. Kpome
TOr0, CTPYHBI HATSIHYTBI HE NapaJuIeNbHO IPUDY: HUXKE -- Y TOPOKKA, 3HAUUTEIIBHO
BBIIIE -- Y MOACTaBKU. [l0o3TOMY Npu HAKJIOHE CMBIYKA HaXXMM HAIPABJIECH TaKUM
OIIpa30M, UYTO CTPYHa OKa3bIBAaeT eMy OOJbIlIee COPOTUBICHUE U, TAKUM 00pa3zoM,
BBIJIEp)KUBAET OoJibliee JaBiieHue. BceieacTBre 3Toro BO3MOXKHO NMPUMEHEHHe OoJee
pa3HO00pa3HON AMHAMUKH NIPH COXPAHEHUH HEOOXOAUMOr0 KauecTBa 3By4aHU.
WHTepecHo, YTo Npu Urpe Ha BUOJIOHYENIH, HECMOTPS Ha HHOE TOJI0KEHNUE HHCTPYMEHTA
Y TIOCTAHOBKY IIPABOM PyKH, HAKJIOH TPOCTH OCHOBAH Ha TEX )K€ 3aKOHOMEPHOCTSX, TO
€CTb TaK K€ HalpaBJieH B CTOPOHY rpuda.

" B kadecTBe IpUMepa MoI0OHOTO pojia MOKHO YKa3aTh Ha H3BECTHOTO ckpumada XKosepa Cureri,
00J1a1a1011[Er0 HACTOJBKO JUTMHHBIMH PYKaMH, YTO MPH MOJOKEHHH Y KOHI[A CMbIYKa IIPEILICUbe ero
pacrosnaraercs o1 MPsIMbIM YIJIOM K IJIe4y, YTO y APYTHX CKPUNAa4Yei COOTBETCTBYET HOPMAIbHOMY
MOJIOKCHHUIO B cepeinHe cMbruka. JK. CHreTH mOoYTH HUKOT/Ia HE CHUMAET B KOHIIE CMBIYKa MI3HHEI] C
TPOCTH, ¥ 3TO HE COCTABJISICT JJIsl HETO HUKAKUX 3aTPyIHCHHA.
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[IpocnexuBast IBH>)KEHHE CMBIYKA OT KOJOJKH K KOHIlY, MOXXHO YCTaHOBUTD, YTO
HauOOJIBIINK HAKJIOH UMEET MECTO Y KOJIOAKH, @ HAMMEHBIUINH -- Y KOHIIa €ro.
OOBscHsIETCS 3TO TEM, YTO Y KOJIOJKH 3BYKOM3BJICUCHHE OCYILECTBIISCTCS TIIaBHBIM
00pa3oM BECOM PYKHU U CMBIYKA U MPU ITOM He 00513aTeIbHO UCTIOIb30BaHUE TTOTHON
JIEHTHI BoJioca. B KOHIIE ke CMBIYKa JJIsl JOCTUKEHUS IJIOTHOCTU 3BYyYaHUSI IPUXOIUTCS
MIPUMEHATH OOJIBIINNA HAKUM U HEOOXOAMMO OO0JIbIIIee UCIIOIb30BaHue Bojoca. [loaTomy
HaKJIOH B KOHIIE CMbIYKa MEeHbIIWH. [Ipu urpe pianoucnoiap30BaHHE BCETO BOJIOCA HE
SIBJSIETCSI HEOOXOIUMBIM, a Iipu urpe forte u cooTBeTCTBYIONIEM YBEINYCHUH HAXKAMA
0e3 U3MEHEHEeHHS HAaKJIOHa TPOCTH BOJIOC CMUHAETCS M €CTECTBEHHO MPUJIETaeT K CTPyHE
BCEU CBOEU JICHTOM.

Hakson cMbIuka CBsI3aH y UCIIOTHUTEINS TaK)Ke C MPUBBIYKON K OoJiee MM MEHee
CHJIBHOMY €T0 HaTsKeHUIO; TpU O0JIbIIeM HATSHKEHUH CMbIUKA BO3MOKEH OOJbILINI
HAaKJIOH, MEHbIIIEE K€ HATSHKEHUS] OTpaHUYMBAET CTENEHb HaKJIOHA. B Bompoce o creneHu
HAaTSKEHUSI BOJIOCA HA CMBIUKE XY/I0KECTBEHHBIEC YCTPEMIICHUS UCTIOIHUTEINS UTPAIOT
HEMAJTyI0 POJIb. JTa MBICIIb CTAHOBUTCS SICHOM MPHU COMOCTABIEHUH UCTIOTHUTEIHCKOTO
CTHWJIS BBIIAIOIIMXCS CKpunayueH, kak, Hanpumep, @. Kpelicnepa, I1. Capacare, K.
['puroposuua. Kpeiiciep urpai CUiIbHO HATSIHYTHIM CMBIYKOM CO 3HAYUTEIbHBIM
HaKJIOHOM U B OCHOBHOM HE€ OY€Hb IIUPOKWMH JIBUKEHUSIMH, BCET/1a IIJIOTHO U
MHTEHCUBHO M3BJIEKasl 3BYK, OTIIMUABLINIICS COYHOCTBIO U AKcnpeccuel. Capacare,
HE3HAYMTEJIbHO HATATUBAsl CMBIYOK, U3BJIEKAJI 3BYK IIOYTH BCETJa OJHUM BECOM CMBIUKa
(oH HUrpan TSKETBIM CMBIYKOM), IIUPOKUMHU U JISTKMMU JBWKEHUSIMUA. B poJICTBEHHOM
Capacare manepe urpai u ['puropoBud, 00J1a1aBIInii MOpPa3suTEILHON JIETKOCTHIO U
cBOOO/I0M TpaBoii pyku. PacckasbIBaroT, 4TO, ynpaxkHsasaCh, OH urpai npemoauio 1. C.
baxa u3 [Taptutse! E - durscemM cMbIYKOM B TeMITe, PUOJIMKAIOIIEMCS K HACTOSIIEMY.

[lepexomst K BOIPOCY O ABM)KEHHH CMBIYKA, HEOOXOAUMO SCHO cebe
MIPE/ICTaBIATh, KAaKe YaCTU PYKU U B KaKOH MOCJIe10BaTeIbHOCTH 00€CTIeYNBAIOT €ro
cBoOoy. M3BecTHOE MOJIOKEHHE O TOM, YTO HE JIOJIKHO OBITh N30JIMPOBAHHBIX
JBUKEHHUM OTAEIbHBIX YacTeil pyKH, B 0COOEHHOCTH HaXOJUT CBOE MOJATBEPKICHHE B
3TOM BOIIPOCE.

AHanM3Upyro BEIEHUE CMBIYKA OT KOJIOJAKH K KOHILY, MBI BUJUM, YTO OHO
HAYMHAETCS C OJTHOBPEMEHHBIM PacCHpsIMIICHHEM KUCTH; 3aTEM BKIIIOUAETCS MpeJieube, U
Yy KOHIIa CMBIYKa IUIEYO, BBIJIBUTasCh HECKOJIBKO BIEPE, COBEPIIAET BCIIOMOraTENbHOE
JBMOKEHUE (MMEHHO BCIIOMOT'aTENIbHOE, TAK KaK OHO HE JIOJIKHO BHIPA0ATHIBATHCS
HCKYCCTBEHHO, Ha HEM HeE JIOJKHO CIIeHaIbHO (PUKCUPOBATHCS BHUMAHHUE YUE€HUKA --
3TO MOXET MPUBECTH K KAPUKATYPHBIM MPEYyBeIUYCHUIM). [Ipy HEHANPsHKEHHOM
COCTasiHUU PYKU OHO BO3HUKAET €CTECTBEHHO, CAMO COOOI.

[Tpu BegeHnU CMbIUKA OT KOHIIA K KOJIOJIKE MPOIIECcC MPOUCXOJUT B 00paTHOM
HaIlpaBJICHUU: CIIEPBA JBUKETCS MPEAIUIEYbE, YTO COIPOBOKAAETCSI HEKOTOPBIM
OTXOJIOM IIJIeYa Ha3aJl, 3aTeM -- IIEY0 IIPU OJHOBPEMEHHOM CTHOAHUU KUCTH; B MOMEHT
M0/IX0/1a K KOJIOJKE MPaBUJIbHOE HAIlpaBJIEHUE CMBIUKY MPHUAeT CrubaHne naibleB.
Tonbko Bce 3TH IBUKEHUS B X COBOKYITHOCTH CIIOCOOHBI 00ECIICUUTh BEIEHUE CMBIUKA
MO MPSAMOM JINHUH.

C nenbo ysaCHEHUs NOCIEN0BaTENbHOCTH ABH)KEHUIN B IPOLIECCE BEICHUS
cmbruka psig negaroros (K. I'. Moctpac, I'. bekkep) pekoMeHI0BaIM CIIeAyIONUil BeCbMa
OCTPOYMHBIW MPUEM: YUUTEIb JEPKUT CMBIYOK, & YIEHUK BEJIET [0 €ro TPOCTU PYKOH,
CIIOBHO T10 peJIbCe, CTPEMSICh COOJI0/IaTh BCE MPABUIbHBIE COOTHOILIEHUS ABHKEHUH.
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Takum 00pa3oM yUeHHUK CKOpee MPEeo10JIeBaeT OOBIUYHBIC TPU HAYATBHOM 00yUEeHUH
neeKThl BeIeHUsI CMbIYKa, TO €CTh IB)KEHUE PYKHU JIMOO CIUIIKOM HazaJ, MO0 BIIEpe.
J1J1s TOTO 94TOOBI BECTH PYKOH MO TPOCTH CMBIYKA, YICHHK JIOJDKEH MepecTaTh CKUMATh
TPOCTH B Manbliax, OJaroaaps 4eMy Mpeo10JIeBaeTCs BPOKICHHBIN XBaTaTeIbHYX
pediiekc, KOTOPBIi 3aCTaBIIIeT yUEHUKA YPE3MEPHO CKUMATH MAIbIIAMU CMBIYOK, U
BBIPa0aTHIBAIOTCSI ONIYIIEHHSI CBOOOIBI IEpyKaHUS M CBOOOIbI BE/IEHUSI CMBIUKA.

VYuuteiBas TPYIHOCTH, KOTOPHIE HEPEIKO BO3HUKAIOT Ha MEPBBIX ATaAIax
oOydeHust mpu urpe y kojoaku, mpodeccop K. I'. MocTpac pekomeH1yeT HaunHATh
JIBMDKEHHUE C CEPEIUHBI CMBIYKA, PACIIUPSIS BIOCICICTBHH €r0 B 00€ CTOPOHBI (K KOHITY U
K KOJIOJKe). B 3THX cilydasix MOXKHO Tak:Ke peKOMEHI0BAaTh HAUUHAThH BEJICHUE CMBbIYKA
CO LITPUXA BBEPX.

Teneps HEOOXOIUMO KOCHYTHCS IPOOIEMBI CMEHBI cMbIuka. llenecoobpazHee
IPUCTYIUTH K U3YYEHUIO 3TOI'0 TOrJa, KOrja BEJICHUE CMbIYKa B L[€JIOM CTAHET
MPaBWJIbHBIM, YCTOWYMBBIM U cBOOOAHBIM. [IpoOiema He3aMeTHOI CMEHBI CMbIYKa
SIBIIICTCSL TOHKOW U CIIO)KHOM, 4eM U O0BSICHSIETCS TO, YTO B IEPBOHAYAIILHOM O0yUeHUHN
pelieHre 3Toro Bopoca MHOrJa CO3HATENbHO OTKIIaAbIBaeTCs. [IpaBriibHas Touka
3peHUsl OTHOCUTEIHHO TOTO, YTO HENb3s CPa3y NPEIbIBIATh YICHUKY TPEOOBaHUS
0e3yKOPU3HEHHOM CMEHBI CMbIUKa, YaCTO PaCIpOCTpaHsIeTcs MeJaroraMu 1 Ha JIpyrue
MPOOJIEMEI, a ATO SBISIETCS B KOPHE HEBEPHBIM. Tak, HEPEIKO, MPUXOIUTCS CIBIIIATH
YTBEPKACHHE O HEBO3MOXKHOCTH TPeOOBATh OT HAUMHAIOLIETO YUCTOTH HHTOHAIUH, YTO
BHayale KoObl ecTecTBeHHa (panpimBas urpa. OJHAKO MPH TaKOW YCTAHOBKE YUYECHUK
YHICTO UTPaTh HUKOTAA He OYAET, YTO HEOJHOKPATHO MOATBEPKAATOCH MPAKTUKOM.
TpeboBaTenbHOCTD CiTyXa YYCHHKA KaK B OTHOIICHUH WHTOHAIIUU, TaK U B OTHOIIICHUH
KauecTBa 3BY4YaHUs JOJIKHA BOCIUTHIBATHCS C CAMBIX MEPBBIX 1IAroB 00yYEHUS.

Kcratu, B npakTike 4acTo oJHa CTOPOHA 3TOr'0 BOIIPOCA OTAEISIETCS OT JPYTOM:
YUEHUK HUCTIpaBIsieT (pajapIIMBbie HOTHI, HE 3aMevasi IPU 3TOM CKBEPHOTO CBYYaHHUS.
Ecnu sxe on Oyzner BocuTaH B ayxe O0JbIION TpeOoBaTeIbHOCTH K cebe, TO
BIIOCJIEJICTBUU Tearory 0yaeT jerde ¢ HuM padorats. Camoe riaaBHOE -- IPUYYUTh
y4eHUKa CIIyImaTh ce0si. DTO HEOOXOAMMO I Pa3BUTHUS KaK YUCTOW MHTOHAIUH, TaK U
KayecTBa 3BYKa.

B noctu:kenun HE3aMETHOM CMEHBI CMbIYKA BaKHYIO POJIb UTPAIOT
BCIIOMOTATEIIbHBIE JIBIKCHHS MANbIEB (Tak Ha3bIBaeMbId <<(DUHTEPIITPHX>>).
Pazymeercs, BO3SMOXXHO MEHSTh HAIPaBIICHUE IBIKEHUSI CMBIYKa U 0€3 HUX, HO, 110
HalleMy MHEHHIO, IPUMEHEHNe PUHTepIITPUXa MPECTaBIAETCS BeChMa
nenecooOpasubeiM. [Ipu manbIieBOM COSTMHEHUH OJHO MOCTYNATENFHOE TBUKEHUE PYKH
pa3buBaeTCs Ha JBE CTa/IUU: IIPH HAIIPABJICHUU CMBIYKa BBEPX Y KOJIOJKH pyKa
OCTaHAaBJIMBACTCH, & HaJbLEI €IIE IIPOJOJDKAT UATH B Ty K€ CTOPOHY; B MOMEHT KE
<<MepTB0171 TOYKH>>, TO €CTb OCTAaHOBKHU ITAJIBIIEB U CMBbIYKa, PyKa YK€ IABMIKETCS B
0OpaTHOM HampaBICHUH -- TEM CAMBIM COCIMHEHUE CTAHOBUTCS MEHEE YTIIOBAThIM, &
3HAYUT, ¥ MEHEe 3aMETHBIM I CiIyXa.

BrnageHne HECIBIIIHBIM COSIMHEHNEM CMBIUKA SBIISIETCS HEOOXOTUMBIM
YCIIOBUEM XYA0XKECTBEHHOT'O MCIIOJIHEHUS! KAHTUJICHBI U B OOJIBLION Mepe Omnpeessercs
o01eit KyabTypo# 3ByKa U KyJbTYpOH JABHKEHHS MIPABOIl pyKH, UTO TpeOyeT
MOCTOSIHHOM paboThl. J{J1s 3TOT0 MOJIe3HO YHPaXHATHCS B 3aMEAJIEHHOM JIBUKEHUHU
CMBIYKa -- UT'PaTh, UJIU, KaK T'OBOPAT, <<TAHYTb>> JUIMHHBIC HOTHI.

CapIIMMOCTh COEJUHEHUN CMBIYKA MOKET UMETh MECTO IO IByM IIPUYUHAM.
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[lepBas npuunHa, OTHOCAIIASACA MPEUMYIIIECTBEHHO K CMEHE Y KOJIOJKH, Yallle
BCET0 3aKJIF0YAeTCs B 3aIa3IbIBAHUK OOPATHOTO JIBIXKEHHS PYKH, KOTOPOE JOJIKHO
COBEPILATHCS C MOMOIIbIO COEAMHUTENBHOTO MANIbLIEBOTO IITPUXA B CaMbIi MOCIEAHUIN
MOMEHT JBMKEHHS BBEPX, MHAYE MOJYyYaeTCs CIABIIIMMAs ay3a.

Bropas npuumnna, kak ykaseisai M. b. [loysikus, 3akntoyaercs B TOM, 4TO B
MOMEHT CO€IMHEHHUS CMBIYKA T€PAETCS MIIOTHOCTh €ro MPUJIETaHUs K CTPYHE .

Wtak, B cTarbe ObLTH M3JI0KEHBI HEKOTOPBIE IPUHIIUIIBI IIETIECO00pa3HOM
MMOCTAaHOBKH, CO3/IAI0IINE OIaronpusATHBIC YCIOBHS U CTAHOBJICHUS U PA3BUTHS
HAaBBIKOB MT'PBI HA CKPUIKE. YKa3aHHBIMH MPUHIIUIIAMH aBTOP HACTOSIICH CTaTbU
PYKOBOJICTBYETCS C CBOEH MEarOorM4eCKOM MPaKTUKE.

: Crienyromuii 3a STAM MaTepHuall, KacaablIUICs ITOCTAHOBKH JIEBOK PYKH U TIEPEXOJIOB B IMO3UIINH,
COKpaIIleH, TaK KaK 3TH BOIIPOCHI 0oJiee TIOpOOHO PacCMaTPUBAIOTCS B IPYTOW MMOMEIICHHOH B HACTOSIIIEM
m3nanuu padote 0. U. SIHkeneuua -- <<CMEHBI MO3UIIHIA B CBA3H C 33[[a4aMU XyI0KECTBEHHOT'O
HCTIOJTHEHUS Ha cKpurke>>. -- [Ipumeu. pe.
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