THE DOFLEIN METHOD

The Violinist's Progress

A course of violin instruction

combined with musical theery and practice
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PREFACE

The "Violinist's Progress” &k intended o combine the
drudgery of learning with the pleasure of producing music
from the very beginning. That is why songe and good

pieces of music are to be found in it at ey stage, sasy
enough ti be played successhully and yeu setting prollen
which muzst be solved 4f che violin s b e mantered. Suc
\'.'_E'Ed'll'lg s the -|_'|-|_'Il]'l|!1:t of making music and # ako roose
the desire (o attack new problems,

The authors bave attempted io do everyEning s
to enable all musical faculties to develop harmoni
smultaneously. They wish 1o provide the teadhe
matertal and the stages which make posy
ways al o the students progrisis (o 2]l ful
wiomld ask him to tzke care that such man |
is made
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| |t o E-'r.l:i.-'.'.'“ misic to ostrate a techhical
e in W e further intended wherever possible to dveose
whidh retains its meaning when played with the

imple tone-goality of the voung papil.
have trequently been associated in
whlch makes it possible for the teadyer tofitro-
duce the material ashe seesfic and to recapliylate exercises
of an earlier stage, should difficulties crop up ster, Theore-
tical knowledge of notation, keys, times and chythmas, isalso
developed by means of playable examples which have
both musizal and techniel significance. Music must be
heard first before one can explain what is meant or re-
presented by it Many pieces in the course are examples
of a certain mode Godh a3 minor or major) or rhythm,
or kind of time; indeed the pieces are often examples of
a certain genre of music or of distinctive features of a
style: they may be specimens of 2 type of danee or of the
fugue, and also of many kinds of muac composed specifi-
cally for the violn at different periods. it i the particular
intentinn of this work to present afll these problems from
the rch and vaded treasury of music and violin-playing
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alread'y in the earty stages, so that the couree also serves as
an introduction to good music in all its varety. The be-
ginner even is to get to know not only the various ways
af playing on the violin, but also the elements of those
musical styles which he must lster understand when
studying the works of great masters. That is why more
pleces are included than exercises, and typical “violin
musgic” i§ only included when it represents a certam style,
This i training, but not as an the athletics field — it s
rather a journey through many lands of music and the
mustc of many lands. Experience has taught us that this
combination iz possible

The music of our own dme was alio to be represented
Distingulshed composers declared thelr readiness to co-
pperate and to provide examples of their art for the dngle
stages of the course Weowe to Bola Barvdk, Paul Hinde:

The first volume of a violin schosl mos
ginner with the problems whase salurh
to acanlee stage by stage the basis
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mith, Carl Orff, Matyas Seiber and other composers many
pieces and studies whidh form an important component
part. They rub shoulders with pieces by Mozart or from
the period of Hindel Inﬂﬂldl.ﬂﬂhiﬂthﬂr'ﬂhﬂm
picoss by even eardier master
19th century. The whole thpe
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nhiving with every part of the bow (also the nut!) before
my dlferentlation of hl_‘l'r.r'mg i= EHE!‘I.'I.‘FHI!I:I. He must
paturally have mautered the elements of bowing at the
beginning of his studies before beginning to trmin the left
hend. For thae reason bowing on the open strings should
e practised extensively as a preparatory and continuous
cXercise.
[fe keys, which are first only conceived of In & compass
of five notes, are then extended during the course of study
first to the compass of a sixth, then to that of an octave.
Playing alternately on two strings is at first very carefully
introduced within the compass of a sixth, a5 2 new tack
tor the rght a2m {bow), for the left hand and for the ear,
Practice in this is increased by examples and pleces in the
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compass of an octave. The "exercises in invention” for
cach compass of notes are to contribute to the strengthen-
ing of the student’s note-consclousness. At this stage it Is
not necessary for the beginner to be able to give the notes
their actual names, or to be conscously aware that he i
playing F sharp, G sharp or C sharp, for instance. For
players without any knowledge of reading music, o key.
note sign has been included, which prescribes the order
of the notes of the major key from eadh of the key-notes
chosen. The pupil learns at first only the names of the
notes of the open strings In order to give names to the
other degrees it is best to employ the relative tonic syll-
ables of the “tonic sol -fa™ method (doh, ray, me, fah, sch.
ka, e}, whidh are in any case more suitable for developing
note-consciousness than the alphabetical names. The use
uf the tonic !-j'"-'I-HH of this method ke of advamage bl
not necessary for all students,

The consclons acqualntance with the notes of Uhe siay
and thelr alphabetical names follows when the ol
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pieces for playing in the chapter immediately following can
then be approached with a sure facility for reading nousic,
and this facility can also be further
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How is the correct position of the left arm and the left hand to be found?

a) The viclin is raised to the correct position between shoulder and chin with the help of the right hand. It should be
able to be held here in a horizontsl position withour the suspert oF the hands cimebe be the cntale 2ok Lo
which is inclined to the left.

However during the following exercises for the position of the left arm It & of advantage «
violin with the right hand as well to ensure the necessary loogeness of the whnle ho

b} The left arm, whidh hangs loosely, is extended and raised to the level of the violin,
of it. It is then tumed over so chat the thumb is at the top,

3 The arm iz carrbet
the nght of ¢
':I'I"' I"-l"r\-l farrn

iz hand are now turmed far enough to enable the flng;eri 1)
he Distring, Por this they must be bent, the forefinger most,
it le-Trn e l=ast

¢ hand, made ready in this way, Is moved along the finger-board until it
reaches the place at whitch the 4th finger can touch the [ string where the
note A o stopped; that is the note of the nexc-highest string.
[he 4th fnger is placed firmly into position; it shoold be determined whe-
ther the right note is stopped by pludkdng the string. The other fingers hang
- lonsely above the string. Now the 1 finger is placed on the string too.
Whilet the 4th finger remzing in position, the 1= finger is drawn bade on
the string until it reaches its position.
{eft hand to the ﬁ1|Hﬁr]'rCl!lﬂ shoold be Idﬂp!-ﬂd wntil it i no langer necessary.
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Holding the bow

It is not good to take up the bow at once in any old way and then to change and rmpr-:m.- the position of thu Engcr»;,
until — perhaps! — the bow is held In 2 more or less correct manner. It s batter to try 1o hold e e
the eutset.

1.8} The bow s turned round so that the hairs are on top R,
and is held by the nue with the left hand. It is to be .
observed that the parts of the sthdi enclosed later in
the fingers of the right hand are not toudhed by the \ \
feft hand,

b) The upper part of the right arm Hes loosely By the
body: the hand i raiged to dhe level of the elbow
with the palm upwards. During this the fingers are
extended so that they are only slightly bent The
natural spaces botween the fimgers are not changed
The thumb 1s moved skightly t6 the side TEwill o
be employed In holding the bow until the end

¥ Mow lay the stick of the bow upon the fim
the right hand in such & way that they &
by it obliguely, in a line from the Bh o)
ko the middle foint of by Tarvlingr
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CHAPTER 1: Music with five notes
Key-note on the open string

The first attitude
of the fingers
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These five notes form the beginning. They are the
who cannet read music should sing the beglnnling
lings” to find out how thedse notes sound. We cw
must be correctly tumed firie

Tuning the violin

The pltch of the second bighew
Mow, starting on this' A simg the bes
song " Lovender's blue™ (No. S
the next higness sthng, thi

T e the pliechs
B, B9} wrthe beginning
&g on “bonghs I
armve on " boughs

I bepmning of the
the pote of

Irarmpes and lemoms”
ote in both melodies.
ol seart on this D vou will

Thie notes of

s ing on the open shrirgs |
o wesse and hasd 11-:“:]. form a stralght line, all at the
& ilue Maw draw the bow From the " Mbc%dft towards the
o rake und observe whether the bow touched the string in the
Lo

v In suwnd, try to let the paudses become sharter and shorter
{ obed series of notes resubbs

ter the “Mut” and badd again, first with pauses and then without
the same place throwghout
oth upper and lower halves, on each string, taking care that the elbow
g andd lowest whilst the bow is on the E string.
egunl durstion of sound. Eadch stroke shoold last as long as two paces or

rring from put to point and badk again, first with pauses and than Without pauses.
b b whoald wkic- hive Ehis waiiis duration; each whole stroke should be a3 long a3 two
: e pacey oF foce heate

hole sureked tor the following exercise: Starting at’ the nut, twao strakes with the lower half

ke and upstroke), downptroke wItI;A the whole bow, two strakes with the upper half of the bow,

spprrukewith the whode 'wt« Having reached the nut again repeat the sequence of half and whole strokes of the bow.
Capyrighn 1638 by B, Sehatis Bns, Mains
Copyrlghi S80 by B Sehptts Ribar, Mains

Copyrighl TH6E by Sebetl b 0o, bid, Lusdan English Bdickon copyrighe 167 by Scbort & Co. Lod . Londom
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2 Values of the notes

Quaarter notes  (Crotchets) J J J J

Twice two beats

Half notes {Minims) J

=

Four beats
Whole note E‘Stmlbrﬂr]l o

Hmﬂnn for Exercise 1¢)
A string D string
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3 Exercises for the left hand (plu
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wing together (To be practised on the D and A strings.)

he laft hand are cu::-mbn:d with those of the right, the player must be capable of drawing
he strings "blindly”, that is, without visual assistance,
I-.rl hand from the outset adopts a position in which the fourth finger can be placed on the
1L afl ¢ 'w five notes should be played ascending showly before each exercise and melody.
Fidd Gk wrerchees are B W be pludked without the bow



