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ABSTRACT

The Violin Concerto Op. 47 by Jean Sibelius (1904/1905) is accepted in the standard
repertoire as a major work of equal caliber to other well-known romantic virtuoso concertos such
as those composed by Mendelssohn (1844), Tchaikovsky (1878), and Brahms (1879), and presents
remarkable challenges to the performer. Violinist and influential teacher Otakar Sevéik wrote
analytical studies specific to several works in the violin literature. These etudes are specifically
created for difficult excerpts within each piece and help the violinist to simplify the practice
process. Although violin players have many available options for technical methods to achieve
superior technique on the instrument, no published collections equivalent to Sevéik’s analytical
studies exist for Sibelius’ Violin Concerto.
The primary focus of this dissertation is the creation of preparatory exercises specific to the three
movements of Sibelius’ Violin Concerto following the method employed by O. Sev¢ik, although

the creation of an analytical study method for this concerto will not be its only scope.



The purpose of this dissertation is to initiate thoughts and ideas regarding the creativity that
musicians need to flourish when generating a personal practice method that maximizes practice
efficiency and hones personal technical and musical potential. Through the use of these exercises
the performer can improve their technique by applying the suggested practice methods to the
repertoire, developing the ability to identify and overcome technical challenges — a skill that will

be valuable throughout their career.
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To my mom and all the people who believe in education

The student should have all the good instruction that is possible;
but on the other hand he should also develop as far as possible
the ability to teach himself.

~ Otakar Sevéik
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CHAPTER 1

INTRODUCTION

Purpose of the Study

Violinists frequently begin their daily practice routine with scales and technique exercises,
then move on to repertoire study. Sometimes, they use etudes in order to work on specific technical
aspects of a piece. In so doing they can isolate and focus on an issue, and when they go back to
the piece itself they are better prepared to work and play challenging excerpts.

One of the most important pedagogues for violin, Otakar Sevéik (1852-1934), developed
the idea of composing exercises focused on significant works from the violin repertoire, and
created his Analytical Studies specifically for some of the violin masterpieces. His op. 16 is a
compendium that includes exercises for works by Paganini, Ernst, Wieniawski, Bazzini, and
others. After that, opp. 17-21 present etudes that approach specific excerpts from concertos by
Wieniawski (Concerto No. 2), Tchaikovsky, Brahms, Mendelssohn (Concerto op. 64), and
Paganini (Concerto No. 1). Through study of his method books, students may strive to achieve
technical proficiency; with an appropriate guide all students can improve and work towards
mastering difficult repertoire. I have used Sevé&ik’s method books for many years and have
benefitted especially from his preparatory exercises for 19" Century violin concertos. I find it
unfortunate, however, that he did not produce such exercises for Jean Sibelius’ celebrated Violin
Concerto in D Minor, op. 47 (1904-5).

This dissertation addresses the lack of specific preparatory exercises for Sibelius’ Violin

Concerto and seeks to follow Sevéik’s method in creating such. This document is intended as a



guideline for the learning process of the concerto, and as an inspiration for future work on other

repertoire, for which Sev¢ik did not create exercises.

Methodology

The goal of this document was to composed exercises based on passages from each
movement of Sibelius’ Violin Concerto, following the example set by Sev¢&ik in his Analytical
Studies opp. 16-21. After multiple playthroughs of the concerto, a selection of the most challenging
excerpts was chosen. Subsequently, an in-depth investigation of Sevéik’s Studies, opp. 16-21 was
necessary in order to understand the methodology he used to create etudes for specific parts of the
pieces. Finally, I composed new exercises, each using Sevéik’s etudes as reference.

Chapter one provides a brief discussion of Sevé¢ik, his method, and Opp. 16-21 as an
introduction to the material presented in the rest of this work. Contextual and bibliographical
information about Sev¢ik is not provided because such information is easily obtainable in other
resources. Chapter two shows the selected passages that move sequentially through the first
movement of the Sibelius Concerto. Chapters three and four concern the second and third
movement respectively. In chapters two through four each excerpt is presented, followed by a brief
statement explaining the difficult aspects, a relevant exercise by Sevéik, and a new exercise
focusing on the technical challenge and actual music of the excerpt.

Although Sibelius’ Violin Concerto is undoubtedly one of the most difficult pieces of the
violin repertoire, this document follows Sevé&ik’s method and does not address every single
measure of all three movements. The exercises also vary in length and difficulty depending on the
passages chosen.

As opposed to the Sevéik opp. 16-21 works, this document is not accompanied by the

creation of a new edition of the entire concerto, but is intended solely to provide a study method.



Sev¢ik and his Method

Otakar Sevéik’s legacy includes his method but also the playing of thousands of students,
a great many of whom had outstanding careers. An example is his student Henry Joachim, the
nephew of Joseph Joachim, who summarized the approach and the method of his teacher as
follows: “Sevéik’s outlook is not based on the recognition of talent as the sine qud non of success;
rather does he consider the power to concentrate and to work with a cool and analytical mind the
only way to obtain a great technique”.!

Sevéik was a model of commitment, who recognized the importance of technical training
without overlooking the music itself, reestablishing the approach to the technique of the violin. He
devoted his life to teaching and held all of his students, without exception, to a very high standard.
Always close to his students and striving to be an effective teacher, he welcomed all students
without exception, and worked hard to achieve the best for himself and for others. From 1877 until
the end of his life he wrote his own books in order to rectify the lack of material available on violin
teaching and also to improve his and his students’ violin practice. After several years of writing
and teaching, he realized that his works could be considered to be a new approach to violin
teaching. Today, Otakar Sev¢ik has been recognized as one of the outstanding pedagogues of
violin technique of the late nineteenth and early twentieth centuries, his method having a notable
impact on violin pedagogy.

Sevéik’s works include twenty-six opuses. The works that are in print and available are
opp. 1-3, 6-9, and his Dances and Airs, op. 10. From op. 1 to op. 9 there are twenty-one volumes

of purely technical exercises that progress in difficulty from elementary to advanced. These works

1 Henry Joachim, “Otakar Sevéik: His Spirit and Teaching,” The Musical Times 72, no. 1055
(January 1, 1931): 26.



are well-known and widely available. Opus 1 introduces mainly the learning of notes and their
application on the violin through the use of the left hand, using six positions and various
combinations of fingerings. Opus 2, which comprises six volumes containing thirty-eights
exercises, focuses on right hand technique by presenting many bowing combinations and
characteristic bowings that violinists will encounter during their music career. Muscle memory
and independence of the hands are developed through the ability to apply various bowings and/or
rhythmic patterns to a series of notes provided. Opus 3 is unique due to its use of an initial melody
that undergoes several variations designed to develop right hand technique. This theme is
elaborated rhythmically and melodically into forty variations and addresses many bow techniques
such spiccato, sautillé, triplets, and chords. Opus 4 is not part of the early books written by Sevéik
but is located at the beginning of the method because its technical character is mainly focused on
the guidance of the left hand fingers, with a variety of extension possibilities for all four fingers
on the fingerboard. Opus 5 has unfortunately never been published because of a conflict that took
place between Sevéik and the publishing house, which kept the manuscript. The book would have
been a preparatory study for Dont’s 24 Caprices (op. 45). Composed of seven parts, op. 6 is the
first book for beginners and is based on Sev¢ik’s theory of the semitone system. Using semitones
as a key element, the student learns to place each finger along the entire fingerboard in relation to
the placement of the other fingers. This book also contains aspects concerning the posture of the
violinist and the holding of the violin and the bow. Opus 7 focuses on agility and fast placement
of the fingers on the fingerboard; the two books of the opus present a variety of interval
combinations, the execution of trills, and double stops. With fifty-nine exercises, op. 8 works on
the stability and flexibility of the left hand during the changing of positions on the fingerboard,

establishing the position of the hand and fingers in eight positions. Opus 9 is a more explicit and



complete work on double stops, intervals, and in an implicit way on intonation, shifting, and
control of sound quality. For the first and only time, in op. 10 Sevéik presents an original musical
composition based on seven Czech dances. Here, the dominant technical styles are mixed with the
flavors of the popular melodies. Composed in fourteen different parts (fifteen in a subsequent
edition), op. 11 works on intonation from a beginner level to an advanced level through the use of
many techniques including scales, bowings, production of vibrato, and shifting. Like op. 5, opp.
12-15 have never been published. op. 12 would have been on double stops at advanced level,
perhaps as a successor to op. 9. The title of op. 13 would have been School of Arpeggios and
Modulation but no manuscript is accessible to the public. School of Chords would have been the
title for op. 14 but no composition has yet been found. A manuscript of op. 15 does exist; the book
1s focused on pizzicato and harmonics, both natural and artificial. The unpublished op. 22 focused
on shifting and double stops, and provided insight on combining the two. Opus 23 is the last work
to remain unpublished and no manuscript has been discovered, but the title Chromatics in All
Positions suggests a chromatic execution of notes along the entire fingerboard with a variety of
combinations and patterns. Opus 24 focuses on left hand pizzicato and left hand independence
during performance by providing a combination of left and right hand techniques. As op. 5 does
with Dont’s 24 Caprices, op. 26 focuses on Kreutzer’s 42 Caprices and Studies. Sevéik created a
more detailed version of Kreutzer’s original study guide by combining music with technique, a
key element that can be found below regarding opp. 16-21 and 25. Aside from the twenty-six
opuses, Sevéik wrote two more books that he either did not want to or did not have time to
complete. The first work is on Dvorak’s Concerto for Violin and Orchestra, and the second refers

to J. S. Bach’s first Sonata for Violin Solo.



The uniqueness of Sevéik’s method is characterized by opp. 16-21 and op. 25. The
Analytical Studies, completed in the last four years of his life (1929-1933), are the least know of
Sev¢ik’s method. For years, privately-owned copies of the original publications have been passed
from teacher to student, and only in 2010 did Lauren Kaiser Publishing begin to republish them.
After illustrating his techniques in his other works, here Sevéik unites the two hands. In this
method, applicable to any kind of piece, each difficult section is analyzed and broken down in a
way that becomes easy to practice. s also important to say that equal attention is given to the two
hands. He works on left hand passages by changing the order of the notes and adding or removing
double stops. He develops flexibility of the bow arm with multiple pattern variations related to
musical phrasing and bow distribution. He also works on the independence of the left hand and
the autonomy of each hand.

Significant attention to bowing detail helps the violinist to work on bow-control, phrasing,
and expressiveness. This aspect is what made the Analytical Studies unique in comparison to all
the other technical and pedagogical works for violin: technique serves to create musicality, and at
the same time, musicality is used to work on and improve technique. Sev¢ik believed that by first
eliminating technical barriers, the musical goal can be easy to achieve.?

Another important aspect of these books is that they seek to avoid the wasting of practice
time that a musician can experience by utilizing the common method of simple repetition. Sevéik
thought that blind repetition and rapid playing during practice seemed to save a few minutes, but
in reality the student lost years.* Having learned basic and advanced pedagogical principles

through the previous works in his method (opp. 1-9), the violinist can use them to identify musical

2 Meyer Otto: Sevcik, Otokar - The Etude Music Magazine, (Mar. 1924).
3 Ibid.



and technical challenges, and overcome them while avoiding hours of frustrated repetitions. Every
aspect of these exercises can be used during the practice process for any kind of music; in this way,
the method is useful for everyone and throughout the repertoire.

The Analytical Studies present a minimum of text: short introductory statements precede
some of the exercises, and this music-only format is another exclusive component of Sevéik’s
repertoire-based method.

A debate surrounds the purely technical content of his method and the fact that his works
could be considered out-of-date because they were written long ago. His critics argue that the
technical aspects are at the expense of musicianship and that the work of more recent pedagogues
is more relevant. Sevéik created his method to enable players of any level to overcome technical
obstacles previously insurmountable. It is common for the most accomplished soloists and
musicians to analyze every detail of the movement of both hands in order to produce any phrasing
they wish. Almost everything in music can be associated with technical knowledge and the correct
and meticulous use of it. Even though Sev¢ik’s method was written almost 100 years ago it can be
seen as a useful reference, and its use can benefit many types of creative processes that every
musician should have in order to create a personal practice method.

Opus 16 presents fifty pieces and provides Sev¢ik’s idea of teaching and learning music in
order to establish the student’s musical independence from the teacher. The pieces vary in
difficulty and for the first time in the violin methods, the connection between technique and music
is presented. The first volume of thirty pieces is entitled /ntroduction to Solo Playing, and the
second volume with the remainder of the pieces is Introduction to Virtuoso Playing.

Opuses 17-21 and 25 support the same musical and technical principles as op. 16, but with

a focus on standard major works in the violin repertoire: Wieniawski’s Concerto No. 2, Brahms’



Concerto, Tchaikovsky’s Concerto, Paganini’ s Concerto No. 1, Mendelssohn’s op. 64, and
Joachim’s cadenza for the Brahms’ Violin Concerto. Sevéik clearly describes his approach in the

preface to opp. 17-21:

An analytic study of the separate parts of a work is essential to
guarantee a safe reproduction of the whole. Only by these means
technical, dynamic and other effects are to be gained. Thus a criterion
shall be given to the individuality of the player, whose musical
judgement is developed and sharpened in this way, for a development
of its own, determined by the intuitive components of the soul. Great
worlds of new unthought-of possibilities will then be disclosed by
analogy. After having studied the separate interval and analytic studies,
always observing the dynamic signs of execution, one may immediately
turn to the respective group of bars of the solo voice; thus an inspired,
absolutely perfect and ideal execution, rid from technical difficulties, is
obtained. With regard to an eventual accompaniment by orchestra a
style of execution as rhythmical as possible shall develop out of the slow
time. As far as further preliminaries and rules referring to the violin
playing from a technical and interpreting standpoint may be concerned,
I refer to the preface and analytic part of my Op. 16. Good will,
perseverance and zeal are the soul of the work. The scrupulousness of
the analysis shall not frighten the player, but rather awaken in him a
desire for solving further problems, thus enabling him to distinguish the
better the nature of the musically beautiful in its subtlest components.
The success of the studies shall decide how far I have succeeded herein.
Detached stones out of the great magnificent mosaic of the
masterpieces, cut with diligence, may resplend in the bright sunny
radiance of the inspired soul. At the same time I want to thank my
assistant Mr. V. Nopp for his valuable and ever-ready help in regard to
the wearisome proofs of the School of interpretation and the Concert
Studies and the publisher for his careful edition of my work. If some
players approach this opus with the same zeal, deliberation and
ennobling love as I have been guided by at the making of the work, I
shall be sufficiently rewarded.

Pisek, Summer 1929 Prof. Ot. Sevcik *

40. Seveik, ed., Wieniawski, Violin Concerto in D minor, Preface to the Concert Studies (Keiser
Productions) 2011.



In all these opuses, Sevéik’s methodology and vocabulary are evident. Understanding and
learning to play the major works of the violin repertoire is a journey that all violinists will
encounter. Adopting a clear and efficient method of study and approach to practicing can help each

musician achieve their musical goals.



CHAPTER 2

THE FIRST MOVEMENT

This chapter presents Sevéik-style exercises focused on the first movement of the Sibelius
Violin Concerto. These exercises present a possible starting point for focused practicing and show
the usefulness of Sevéik’s method. Most of them are introduced with a comparison to exercises
found in Sev¢ik’s Analytical Studies. Sometimes it was not possible to make a direct connection
with Sevéik’s exercises, but his methodology was followed as closely as possible. The passages
discussed in this chapter represent the most demanding excerpts of the first movement. As
demonstrated below, the variety of technical challenges required in the movement is vast.

The opening of the first movement presents several technical and musical challenges for
violinists. It requires both competency of the left hand for shifting and intonation, as well as
mastery of bow distribution in order to shape the long phrase. Example 2.1.1 shows the opening

theme of the movement.

Example 2.1.1 — Sibelius: 1st movement, mm. 4-13
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The exercise listed in Example 2.1.3 (below) analyses each interval of the opening theme
through the use of eighth-note patterns and presents quarter-notes in order to focus attention on
each shift. Dynamics and bow distribution indications are provided to execute the exercise with
good tone and musicality. As a guideline, the exercise is designed following Sevéik op. 19 no. 23-

28 on Tchaikovsky Violin Concerto (Example 2.1.2).

Example 2.1.2 — Sevéik op. 19 no. 23-28

11



Example 2.1.3 — Interval practice
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Another common tool for solidifying the left hand includes an approach to arpeggios.

Example 2.2.1 shows the excerpt to be analyzed.

Example 2.2.1 — Sibelius: 1st movement, mm. !3-14

sul A
) S L - |.|F_ ]
Ghe — L, e [ | 2 = i
g o e
\_/-. 7fz
—

The subdivision of the passage into triplets and then quarter note groups ensures that the
hands are functioning independently because the shifts and strong beats happen at different
moments from the bow stroke. As a guideline, the exercise designed (Example 2.2.3) follows

Sevéik op. 21 no. A 1-8 for Mendelssohn’s Violin Concerto, op. 64 (Example 2.2.2).
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Example 2.2.2 — Sev¢ik op. 21, no. A 1-8
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The same method is used for the arpeggio in mm. !7-'8 as shown in Example 2.3.1.

Example 2.3.1 — Sibelius: 1st movement, mm. '7-18
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Shifting is the primary concern in this passage, though attention must also be given to
dynamic indications. In the exercise below (Example 2.3.2), the arpeggio is divided into small
sections in order to clearly identify each shift. Use of the first and second fingers is suggested for
the last two notes of the passage but the same exercises can be played using the third and fourth

fingers, depending on the violinist’s individual preference.

Example 2.3.2 — Arpeggio practice
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9
]

The next portion of the first movement to be examined is measures '9-'11, shown below in

Example 2.4.1.

Example 2.4.1 — Sibelius: 1st movement, mm. '9-'11

Example 2.4.2 shows exercises B 22-28 that Sevé&ik wrote in his op. 18, in which the
difficulties in a passage from Brahms’ Violin Concerto are addressed through the use of bowing

variation.
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Example 2.4.2 — Sevéik op. 18, no. B 22-28
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With the use of bowing variation the left and right hands are treated with equal importance,

and allowed to function independently.

Example 2.4.3 — Bowing variation
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Double-stops feature prominently throughout the following excerpts from mm. '17-121 of

as shown in Examples 2.5.1 and 2.6.1.

2

the concerto
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Example 2.5.1 — Sibelius: 1st movement, mm. '17-118
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Example 2.6.1 — Sibelius: 1st movement, mm. '19-'21
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The difficulty in executing these passages lies in the challenging intonation. The exercises
below provide practice strategies for achieving good intonation through first separating the lower
and higher notes of the chord and then adding the bowing. Breaking up chords as a way to practice

double stops is a common characteristic of Sevéik’s method.

Example 2.5.2 — Double-stops sequence for mm. '17-'18
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Example 2.6.2 — Double-stops sequence for mm. '19-'21
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The following passage requires careful attention to intonation on the G string, as well as

flexibility and independence of the right hand.

Example 2.7.1 — Sibelius: 1st movement, mm. '21-127

Example 2.7.2 shows a portion of an exercise in which Sev¢ik examines an analogous

excerpt from Paganini’s Violin Concerto No.1.
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Example 2.7.2 — Sev¢ik op. 20, no. F 1-7
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*) Amplio.

*) Mlupoxo.

*) Large
*) Largamente.

*) Largely.
*) Szeroko,

*) Breit.

*) Siroce.

Exercise 2.7.3 below focuses on intonation for the first four measures through the use of

open strings, and then moves on to the use of rhythmic and bowing variations.
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Example 2.7.3 — Passage on the G string
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The difficulty in the passage presented in Example 2.8.1 lies mainly in the execution of

various left hand finger patterns.

Example 2.8.1 — Sibelius: 1st movement, mm. '27-138
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Example 2.8.2 below shows the guideline exercise that Sevéik wrote for an excerpt from
the Brahms Violin Concerto.

Example 2.8.2 — Sev¢ik op. 18, no. B 19-21

Auf 6 vorbereitende Arten.

| In 6 preparatory styles. ‘
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rias.
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6 piipravnymi zp;soby.E I 3;;«:2‘:5 we pnygbotowawczyrhl In 6 modi prepa § mpuro h .
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To achieve good intonation and understand the relationship between each group of four

sixteenths notes the following exercise (2.8.3) should be practiced slowly, with great attention

given to intonation. The fingers should stay down as much as possible, in order to follow the

fingering pattern.
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Example 2.8.3 — Finger pattern
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The following three-measure excerpt will be used to show an ideal method to practice
26
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Example 2.9.1 — Sibelius: 1st movement, mm. '41-21

crescendo

Example 2.9.2 shows the exercise Sevéik wrote for octaves in his method for

Mendelssohn’s Violin Concerto.

Example 2.9.2 — Sev¢ik op. 21, no. B 1-4
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Following Sevéik’s idea, Example 2.9.3 separates the chords and presents first the lower
line and then the upper line of the passage. Subsequently, the pitches are reunited as chords in
order to meticulously refine the intonation. In this version of the exercise, the octaves are played
from the beginning of measure 3 with the first and third finger. The same exercise can be played

using the first and the fourth finger until reaching the fifth position in measure 4.

Example 2.9.3 — Octaves
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A similar approach, as seen above in Examples 2.5.2 and 2.6.2, can be used for the excerpt

shown in Example 2.10.1, in which sixths and octaves feature prominently.

Example 2.10.1 — Sibelius: 1st movement, mm. 35-311
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In the exercise below (Example 2.10.2), the chords are separated, approached in isolation,
and then joined again. It is important to note that all the exercises regarding double-stops work
first on the lower line and then on the higher line, to solidly refine shifting and hand position. It is

important that both fingers of each chord stay down on the fingerboard to maintain correct position

of the left hand.
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Example 2.10.2 — Sixths and Octaves
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The next section of the concerto to be examined is mm. *26-*1 (Example 2.11.1).




Example 2.11.1 — Sibelius: 1st movement, mm. 326-*1

crexc;‘ndo
This passage provides an opportunity to employ finger independence and string crossing
exercises (Example 2.11.3) in the style that Sev¢ik created for Mendelssohn’s Concerto in his op.

21. (Example 2.11.2)

Example 2.11.2 — Sevéik op. 21, no. C 1-2

i i P rdes. en dobles cuerdas.
in Doppelgriffen. in double-stops. a doublgs co h]
ve dvtfj‘ljxmatech. l w podwdjnych tonach. | in doppie corde. I B BOMHEIX HOTax.
=72
o o o o o o o| :l ol
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Example 2.11.3 first shows the passage as a succession of chords, and then gradually

presents exercises for trills, finger independence, and string crossings.

Example 2.11.3 — Finger independence and string crossings
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The next portion of Sibelius’ Violin Concerto to be examined is the beginning of the

cadenza, a descending sixteenth-note sequence that is connected to an arpeggio section (Example

2.12.1).

Example 2.12.1 — Sibelius: 1st movement, mm. 61-67

E] Moderato assai
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sempre forte
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A similar approach to that previously adopted in Example 2.1.1 can be used for this section.
It is important to note that in m. 24 the second and third fingers are suggested for the last two notes
of the arpeggio. Depending on the violinist, another possibility would be to use the third and the

fourth fingers for that measure.

Example 2.12.2 — Interval practice
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Another section of the cadenza that requires study is mm. 614-517 (Example 2.13.1).

Example 2.13.1 — Sibelius: 1st movement, mm. 614-617
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Example 2.13.2 shows the exercise Sevéik wrote for a similar section in his method for

Tchaikovsky’s Violin Concerto.
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Every chord is analyzed in order to clearly understand the position of each finger and the

resulting pattern that is created (Example 2.13.3).

Example 2.13.3 — Chordal relationships
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The next excerpt to be examined is the passage of octaves shown in Example 2.14.1.
Example 2.14.1 — Sibelius: 1st movement, mm. 73-75,
/
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A similar approach to that adopted for the creation of the following exercise (Example

2.14.2) was seen above in the exercise presented in Example 2.9.3.
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Example 2.14.2 — Octaves
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The fast arpeggios and double-stop passage provide an opportunity to apply an interval

exercise in the style of Sevéik. Example 2.15.1 shows the passage.

Example 2.15.1 — Sibelius: 1st movement, mm. 317-°1.
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Examples 2.15.2 and 2.15.3 show how Sev¢ik addressed a similar section in his op. 17 for

.

Example 2.15.2 — Sev¢ik op. 17, no. H 1-4

Wieniawski’s Violin Concerto No.2.
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Example 2.15.2 — Sev¢ik op. 17, no. H 1-18
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Following the methodological precedent set in these two exercises, every single interval

and shift is carefully extracted and developed into an exercise as below (Exercise 2.15.2).
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Example 2.15.2 — Octaves
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The following passage contains several chords to be performed at a fast tempo.
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Example 2.16.1 — Sibelius: 1st movement, mm. 318-320
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The main difficulties presented in this passage include frequent string crossings and fast
changes in the left hand with double-stops. The exercises in Example 2.16.2 should be practiced
slowly and with the fingers down on the fingerboard as indicated in order to create a pattern, and

to correct and maintain intonation between notes.

Example 2.16.3 — Chords
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The following long section features long trills requiring the agility of the left-hand fingers.

Example 2.17.1 shows the excerpt.

Example 2.17.1 — Sibelius: 1st movement, mm. 1°39-115
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Allegro molto vivace
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The difficulties in executing these measures lie in the articulation between the first and
second fingers for the first eleven measures, and between the second and the third fingers for the
last five measures. Even though a corresponding example was not found in Sevéik’s Analytical
Studies, one can still use as an example his op. 7 no. 1 that focuses on trills. The exercise below

provides a practice strategy for achieving clear articulation. It is suggested that the performer
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deliberately plan the number of turns to be executed for each measure of the long trills to facilitate

left hand relaxation and clarity of the fingers (Example 2.17.3).

Example 2.17.3 — Trills
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As shown previously, octaves are often present in this movement. Example 2.18.1 shows

a double descending sequence of octaves.

Example 2.18.1 — Sibelius: 1st movement, mm. '13-1120
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This passage includes octaves on the E string that form a descending line. It requires strong
independence of the two hands to achieve clear articulation of the octaves while following the
notated bowing pattern. Example 2.18.2 shows Sev¢&ik’s exercise for a similar excerpt from the
Mendelssohn concerto. Is important to notice that the Sibelius passage is a descending scale, while
the Mendelssohn presents an ascending passage. In spite of this difference, Example 2.18.2 can

still be a useful guideline.
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Example 2.18.2 — Sevéik op. 21, no. S 14-17
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The following exercise (Example 2.18.3) divides the passage presented in example 2.18.1

into small sections with the goal of perfecting both the shifting motion and the bowing articulation.

Example 2.18.3 — Octaves and bowings
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The following three-measure passage (Example 2.19.1) presents an extended distance
between the chords and the harmonics in the first and third measures, with the addition of octaves

in the middle measure.

Example 2.19.1 — Sibelius: 1st movement, mm. '121-1123
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Even though Sev&ik’s Analytical Studies does not contain a similar passage, through

research and study of his exercises, it is still possible to create relevant practice strategies. The first
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(Example 2.19.3) focuses on the intervals in the three measures presented in Example 2.19.1, and

the second (Example 2.20.1) focuses on the shifting from first position to the harmonics.

Example 2.19.3 — Intervals
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Example 2.20.1 — Shifting and harmonics
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The challenges in the passage presented in Example 2.21.1 are many, with the most notable
being the string crossings at a fast tempo, shifting, the presence of perfect fifths, and the unusual

position that the left hand must occasionally hold.
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Example 2.21.1 — Sibelius: 1st movement, mm. '124-1141
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A useful exercise for this excerpt is the one shown in Example 2.21.2 from Sev¢ik’s op. 21

on Mendelssohn’s Violin Concerto.
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Example 2.21.2 — Sevéik op. 21, no. O 36-70

To execute the passage effectively, the player should treat each harmony as a single unit,
setting the left hand properly. Each pair of beats is divided into double-stops to direct the player’s

focus toward intonation and limited movement of the fingers (Example 2.21.3).

Example 2.21.3 — Harmony and pattern
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The passage analyzed above is part of a larger section of music, included in its entirety in

Example 2.22.1.

Example 2.22.1 — Sibelius: 1st movement, mm. !124-1145
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Example 2.22.2, which provides an excerpt from one of Sevéik’s exercises to demonstrate

his approach for the analysis of a similar section in the Mendelssohn cadenza, is a guideline for

the creation of the exercise that follows (Example 2.22.3).

Example 2.22.2 — Sevéik op. 21, no. O 37-71
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The use of rhythmic and bowing variations in the following exercise (Example 2.22.3)
provides an opportunity to practice the notes and ensure that the hands are exercised equally yet

function independently. The varied slurs and articulations cause the shifts to coincide in various

ways with the bow stroke, facilitating greater independence of the hands.

Example 2.22.3 — Variations
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The final excerpt from the first movement includes octaves and focuses on interval

relationships (Example 2.23.1).

Example 2.23.1 — Sibelius: 1st movement, mm. 218-1225
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Shifting and octaves are the primary concern in this passage. The exercise below (Example
2.23.2) should be practiced keeping both fingers of the octave down at all times, to help solidify

the formation of the hand in every position.

Example 2.23.2 — Octaves and intervals
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CHAPTER 3

THE SECOND MOVEMENT

Though the second movement of Sibelius’ Concerto is brief and contains fewer notes, its
difficulty should not be underestimated, as it presents many technical challenges of the violinist.
The movement can be seen as an alternation between the opening Adagio theme and the
contrasting rhythmic activity that develops throughout the middle section. Nine passages that
require special attention will be presented here on account of their long phrasing, high-register,
double-stops and polyrhythm.

The magnificent Adagio theme comprises altogether 20 measures (Example 3.1.1). It
requires richness of tone in the lower register as well as the ability to maintain the intensity of the

phrase.

Example 3.1.1 — Sibelius: 2nd movement, mm. 6-'1
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Sevéik’s exercises 12-34 based on the second movement of the Tchaikovsky concerto

underline the importance of giving equal care to virtuosic technical and melodic passages

(Example 3.1.2).

Example 3.1.2 — Sev¢ik op. 19, no. 12-34

Andante J-sz J=68 1
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Example 3.1.3 devotes attention to various aspects in order to cultivate effective phrasing.
The dynamics are included througout the entire exercise in order to support the line of the phrase,
and give attention to the bow distribution that will promote practicing with good tone. As in Sev¢ik,

the double bar indicates that each section may be repeated if necessary.

Example 3.1.3 — Long phrasing

* Without a clear separation or value of notes
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The next section extrapolated from the second movement (Example 3.2.1) will be used to

show an example of phrasing with polyrhythm.

Example 3.2.1 — Sibelius: 2nd movement, mm. 21-26

As shown below in Example 3.2.2, it is important to subdivide and analyze the lines
independently in order to rebuild all of the phrases gradually. This example is from Sevéik’s op.

21 derived from Mendelssohn’s Concerto.
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Example 3.2.2 — Sev¢ik op. 21, no. D2-3

Example 3.2.3 presents a starting point for practicing polyrhythmic section. It presents both

and then unites them through working on bow distribution.

b

lines independently and as chords
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Example 3.2.3 — Polyrhythm
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The next excerpt shows the rhythmic acceleration in the movement, resulting in a triplet

arpeggio section (Example 3.3.1).
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: 2nd movement, mm. 26-*10

Example 3.3.1 — Sibelius

w7

Example 3.3.2 presents Sev¢ik’s analytical exercise based a section of Tchaikovsky’s

v

Concerto from two points of view. The first one focuses on the intervals of the entire section, and

the second helps build rhythmic precision and agility.

Example 3.3.2 — Sev¢ik op. 19, no. C12-17
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Using Example 3.3.2 as a guideline, Examples 3.3.3 and 3.3.4 present an analogous

platform to study first the intervals alone, followed by intervals and triplets together.

Example 3.3.3 — Intervals
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Example 3.4.1 — Arpeggios (Intervals and Triplets)

|
| o & |

e

The next example will briefly demonstrate a highly articulated section that presents triplets

with double-stops and a unique bowing pattern (Example 3.5.1).
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Example 3.5.1 — Sibelius: 2nd movement, m. 210
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As was true for the exercise shown in Example 3.2.3 above, it is important to begin by

simplifying the excerpt in order to deconstruct the fingerings and the shifting. Bowings and chords

are gradually reintroduced to combine the various aspects of the excerpt (Example 3.5.2).

Example 3.5.2 — Chords
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The excerpt that follows (Example 3.6.1) gives particular attention to

intonation.
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Example 3.6.1 — Sibelius: 2nd movement, mm. 34-35
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In a similar fashion to exercise no. B 19-20 (Example 3.6.2), written by Sevéik for the first
movement of the Brahms concerto, Example 3.6.3 (below) examines the shifts and all the intervals

of the descending section.

Example 3.6.2 — Sevéik op. 18, no. B 19-20
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The hand is shifting gradually from ninth to third position and the exercise provides a clear

path to the ideal hand position to maintain throughout the measure.
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Example 3.6.3 — Shifting
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The next portion of the movement to be examined is an ascending sixteenth-note sequence

(Example 3.7.1).

: 2nd movement, mm. 35-38

Example 3.7.1 — Sibelius
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Using the exercises presented above in Example 3.6.2 as a guideline, Example 3.7.2 shows

how the hand is set for the sequence.

Example 3.7.2 — Descending sequence
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Octaves are the primary concern in the next passage (Example 3.8.1).

Example 3.8.1 — Sibelius: 2nd movement, mm. 38-11
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Example 3.8.2 shows how Sev¢ik approached the study of octaves for an excerpt from

Wieniawski’s Concerto No.2.

Example 3.8.2 — Sev¢ik op. 17, no. C20
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#) Der Daumen riickt gleichzei-
tigindie2. Lage.

x)Mit gleichem Finger dengan-
zen Takt.

*)Palec klouZe souéasnédo 2.
polohy.

*) Cely takt tym? prstem.

+) Thumb slides at the same
time to the 2nd position.

+) The whole measurewith
the same finger.

+) Wielki palec posuwa sig
réwnoczesnie do 2. pozycji.

»9) Tym samym palcemca-
1y takt.
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+) Le pouce accompagnela
main & la2éme position.
+) Toute la mesure avec le
méme doigt.

411 pollice ritorna nello
stesso tempo nella22 posi-
ziorie. )

+s) Lo stesso dito pertutta
labaituta.

") El pulgar acompaiia la ma-
no ala®3posicién.

+Codo el compas con el mis.-
mo dedo.

*) boasmo#k mamen OXHORpe-
MEHHO CKOABSHY BO Il nosn-
U0,

+) Henwtdt TaxT ogHums n
TEMMKE MalIbIeMD.,



For the passage from Sibelius’ Violin Concerto, the entire section is divided into five-note

groups. For each group, the lower line of the octaves is played, then the upper line is presented and

in the next measure the two lines are combined (Example 3.8.3).

Example 3.8.3 — Octaves
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The final passage from the second movement to be analyzed is shown in Example 3.9.1.
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Example 3.9.1 — Sibelius: 2nd movement, mm. 414-417
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Sevéik often begins his exercise with a focus on the main intervals. In this excerpt, the hand
shifts from first to fifth position, passing through third. Due to the ornamentation, both the first

and second fingers need to stay down during shifting (Example 3.9.2).

Example 3.9.2 — Shifting
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CHAPTER 4

THE THIRD MOVEMENT

The third and final movement of the Sibelius’ Violin Concerto represents the culmination
of its virtuosity. In addition to agility and speed, technical demands include broken chords, parallel
thirds, octaves, double- and triple-stops, and harmonics. This chapter provides analysis of 19
sections in order to suggest fragmentation and practice in segments. Densely marked rhythm is the
most notable characteristic of the Allegro ma non troppo movement. From the beginning, the

predominant rhythmic element is the dotted rhythm, as demonstrated in Example 4.1.1.

Example 4.1.1 — Sibelius: 3rd movement, mm. 5-7

energico

The exercise that Sevéik wrote for the beginning of Tchaikovsky’s Finale is an example of

the attention to every detail that is essential to an effective practicing (Example 4.1.2).
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Example 4.1.2 — Sev¢ik op. 19, Finale

Anmerkung: Den 1L.u.2.

Note: Pluy the 1%t und 2nd

Observation: 11 faut jouer

Observacién: E11¢Ty 29con:-

Takt spiele man langsam u. bars slowly and energetical- | | 0 3! 2

S i 214 apremiere etdeuxiéme mesu- érgico; g

enfrglsclho- bli):zl:ll:xf;%:z c‘:cu ;n ly .nst;lb?’e uently an accele - re lentement et énergiquensent. 2::11:1:;0 oel:\aeslgl:&iv:ig‘:fxi
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. =N . " U i - a

Schlag auf den Akkorddie | witha firm stroke on the :;Jégfgﬁ,ﬂ;’i‘;’é:ﬂ‘if{’ e enel7°compis con el acorde

Periode abzubrechen. Die
folgende Wiederholung des
A:ﬁanges in derselben” Wei-
se. Das Stiick soll in ver-
schirdenem Tempo gelibt

werden; nach dem schnell -
sten wegen Korrektheit zum
langsamsten zuriickkehren.

Pozndmka: Prvnf a druly
takt budiz hran pomalu a e-
nergicky. Pak nasleduje acce-
lerando aZ ku vivace tak,aby
perioda uzaviena byla silnym
narazem na akkord. Nasledu-
jicl opakovan{ zacatku timtéZ
zplisobem, Skladba mé byti
studovanavrizném tempupo
tempu nejrychlejdim pro kor-
rektnost vrititi sek tempu co
nejpomalejdimu.

Vivace J-144
N s Tutti 416

chord in the 7th bar.When this
theme occurs again it is to be
executed similarly. The piece
should be practised in vari -
ous tempos. After vivacissi-
mo return to an extremely
slow tempo to enable corre-
ction.

Uwaga: Pierwszy oraz drugi
takt ggaraé wolno xy euergic:gu?r.
Potem nastepuje accelerando
do vivace aby w7 takcie moc-
nym akordem okres urwac.
Nastepne powtdérzenie maby¢
wykonane tak samo. To miej-
sce ma by¢ éwiczone wréz-
uych tempach od najszybsze-
go do najwolniejszego-

Moderato J-so

mesure par unviolent coupsur
Paccord. Larépétitionsuivan-
te ducommencement de mé-
me maniére. Exercerce mor-
ceauendifférent tempoapres
le vivacissimo pour corriger
des fauts eventuelles, retour-
ner au tempo tres lent.

Nota: La primae la seconda
misura si suonino lentoe con
energia.Poi segue I'accele-
rando finoal vivace cosicche
il periodo finisca col battere
un accordo. La seguente ri-
petizione del principionello
stesso modo. L operadeves-
ser studiata in tempi diversi;
dopountempo prestissimo
bisognaritornare al tempo
lento'il pit possibile.

accel.

fuerte ydecidido.La repeticién
dela frase en el mismo estilo.
Esta partedeberd estudiarse er:
diferentes tiempos del Vivacis-
simoal Adafio paracorregir
posibles faltas.

Tpuvewanste: Ilepesifa Bro-
PO TAKTKI HYXHO MTPaTh
MeJ(J1eHHO,HO SHEPrUYHO.
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3TOT OTPHIBOK GBI 3aKOHYeH
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e OUeHb MeAeHHOM.
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) Halte den Bogen sowie
frither im arco und kneife
die Saite mit gestrecktem
Zeigefinger.

*) Keep the bow in equal
position as before and
pluck the string with
extended fore finger.

+) Tenir I'aichet comme
auparavant et pincer la
corde avec lindex éten-

du.

*1 Dejar el arco enlamis-
ma posicion que antes y
hacer el pizzicato con el
indice.
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The dotted rhythm in Sibelius’s Concerto demands speed and agility in the stroke and the
ability to maintain the tempo while playing the correct articulation. Articulation is particularly

complex in this excerpt due to the difference in performance between accents and staccato

articulation (Example 4.1.3).

Example 4.1.3 — Articulation
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* With clear separation between notes and attention to the bow stroke, while maintaining the tempo

Attention on articulation and slurs is also required for the passage on Example 4.2.1.

Example 4.2.1 — Sibelius: 3rd movement, mm. 11-13
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In this section, articulation is combined with shifting. The exercise divides the two aspects,
presenting the excerpt with the shifting, and then working on the correct articulation (Example

4.2.2).

Example 4.2.2 — Articulation and shifting
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The passage discussed below presents a fast sequence and arpeggios (Example 4.3.1).

Example 4.3.1 — Sibelius: 3rd movement, mm. '4-17
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As in Examples 2.1.1 and 2.12.1, the following exercise analyzes each interval and divides

Example 4.3.2 — Articulation and shifting
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the excerpt into smaller sections before presenting it as written with accents and bowings (Example

43.2).
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Special attention should be given to the next passage because many technical aspects are
present in a single measure (Example 4.4.1). It is important to point out that this passage can be
seen as a traditional scale of thirds, which is part of the standard technical repertoire for an
intermediate level violinist. The musician should already be confident with scale in thirds, sixths

and tenths before approaching the study of the concerto.

Example 4.4.1 — Sibelius: 3rd movement, mm. '7-'8

[

In the following exercises, Sevéik focuses on a scale in parallel thirds from the first
movement of Paganini’s Concerto. He divides the scale into smaller sections and carefully

analyzes each one (Example 4.4.2).
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Example 4.4.2 — Sev¢ik op. 20, B 2-3

A Wi

i i Continuation. : Continuacién.
o “Untersti _Connnuat_xon. i r alternativement les voix Tocar alternativamente la voz
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*) Oberstimme.

*¥) Unterstimme. Kombina-
tion der Terzengruppe.

*) Hlas vrchni.

**) Hlas spodnf; terciové sku-
piny riizné kombinované.

*) Upper voice.
**) Lower voice. .
The group of thirds combined.

*) Glos gérny. L.
**) Glos dolny tercjowej
grupy réznie kombinowany.

*) Voix supérieure.
**) Voix inférieure. Combi-
naison du groupe de tierces.

*) Parte soprastante.

*%) Parte sottostante.
Combinazione del gruppo di
terze. Passaggio delle terze dal-
la prima allaseconda posizione.

*) Voz superior.

**) Voz inferior.
Combinacién del grupo de
terceras.

*) BepxHuit rostoc.

**) Hwxunit ronoc rep-
HoBOI rpynmel, pasnuy-
HO NACMOMOMEeHHHA.

Even though the parallel thirds are the primary element present in Example 4.4.1, attention
should also be given to the staccato articulation under a measure-long slur and the intonation

problems that can result from such scalar passages (Example 4.4.3).
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Example 4.4.3 — Double-stops scale
** Lower voice

* Upper voice
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Follow the same method for the rest of the passage
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The next excerpt requires that careful attention has be given to finger patterns, intonation,

and shifting (Example 4.5.1).

Example 4.5.1 — Sibelius: 3rd movement, mm. '16-'19
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As a guideline, Example 4.5.2 provides an

exercise by Sev¢ik that addresses an excerpt

from the Tchaikovsky concerto. Here, the passage is divided into small sections and each section

is considered meticulously.
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Example 4.5.2 — Sev¢ik op. 19, M 8-14
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In Example 4.5.3, the quintuplets are divided into triplets in order to focus on intonation

and the position of the left hand and during shifting.

Example 4.5.3 — Quintuplets
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Octaves and shift intervals are the main concerns in the next excerpt (Example 4.6.1).

Example 4.6.1 — Sibelius: 3rd movement, mm. '19-'22




Analogous to the exercise shown in Example 3.8.3, this passage requires careful attention

to intonation and the position of the left hand along the fingerboard (Example 4.6.2).

Example 4.6.2 — Octaves and intervals
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Following the same criteria and method used for the first exercises of this movement

(Examples 4.1.3, and 4.2.2), the next passage (Example 4.7.1) is analyzed in every detail and

focuses on the right hand to hone dynamics and articulation (Example 4.7.2).

Example 4.7.1 — Sibelius: 3rd movement, mm. 31-33
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For the following exercise the crescendo dynamic is produced with the increase of bow

speed. After this, the violinist should stop the bow a prepare the fz.

Example 4.7.2 — Articulation

The following passage presents double- and triple-stops (Example 4.8.1).

Example 4.8.1 — Sibelius: 3rd movement, mm. 39-316
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Even if no specific exercise was found, Sev¢ik’s method can be used to present the exercise

shown in Example 4.8.3, which separates the triple-stops in order to gradually facilitate the left-

hand learning process.

Example 4.8.3 — Triple-stops
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In the excerpt presented below in Example 4.9.1, the passage is played by shifting the hand

from first to ninth position and back.

Example 4.9.1 — Sibelius: 3rd movement, mm. 41-412
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In Example 4.9.2 (below), Sevéik keeps the excerpt from the Tchaikovsky concerto in

tempo, but subdivides it into small sections in order to facilitate the learning process.

Example 4.9.2 — Sev¢ik op. 19, 5-28
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In accordance with Example 4.9.2, the exercise presented below in Example 4.9.3 suggests

how the excerpt can be divided relative to each shift.
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Example 4.9.3 — Shifting and fast tempo
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Similar to the exercise shown in Example 4.6.2, the following passage contains octaves

and requires careful attention to intonation and shifting (Example 4.10.1).
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Example 4.10.1 — Sibelius: 3rd movement, mm. 311-513
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The passage below in Example 4.11.1 presents similar characteristics to those in the excerpt
from Example 4.5.1. For this reason, the approach used for the exercise in Example 4.5.3 is again

used for Example 4.11.2.

Example 4.11.1 — Sibelius: 3rd movement, mm. "14-717
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Example 4.11.2 — Quintuplets
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Example 4.12.1 introduces a section consisting entirely of harmonics.

Example 4.12.1 — Sibelius: 3rd movement, mm. 815-823

Example 4.12.2 is a selection of Sevé¢ik’s exercise that prepares fingering the harmonics

in an excerpt from the Tchaikovsky concerto.
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Example 4.12.2 — Sevéik op. 19, G 52-68
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Following the precedent set in Example 4.12.2, the exercise in Example 4.12.3 introduces
first the shifting and the intervals between the harmonics, and then includes the harmonics

themselves.

Example 4.12.3 — Harmonics
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As a basis for comparison, another exercise by Sev¢ik that addresses harmonics in a

.

passage from the Paganini concerto is included below (Example 4.13.1).

Example 4.13.1 — Sevéik op. 20, H 5-6
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The simplification of rhythms and articulation can isolate the difficulties of the passage and

allow the player to give equal attention to the left and right hands.

Example 4.13.2 — Harmonics with variations

The next section of the third movement of the Sibelius violin concerto to be examined is

characterized by triple-stops (Example 4.14.1).

Example 4.14.1 — Sibelius: 3rd movement, mm. °1-°7
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Following the Sev¢ik methodology but not a specific exercise, in Example 4.14.3 the lower,

middle, and upper line of each chord is presented separately. Subsequently, each chord is divided

into two double-stops and examined carefully before being reconstituted into the triple-stop.

Example 4.14.3 — Triple chords
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The same compositional technique is used for the excerpt presented in Example 4.15.1,

which is then examined in the exercises shown in Example 4.15.2.

°10-°14

— Sibelius: 3rd movement, mm.

Example 4.15.1

Example 4.15.2 — Triple-stops
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Example 4.16.1 shows a passage that includes double-stops and string crossings.

Example 4.16.1 — Sibelius: 3rd movement, mm. °1-1°4

L)
ae
e

N E #%F o9 o0 ﬁ E '_r #

39| E # o0 o0 £ ]

ﬂ
!
:
ﬂ
!
!

Example 4.16.2 demonstrates Sevéik’s approach to these two technical aspects as appied

to an excerpt from Tchaikovsky’s Violin Concerto.
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Example 4.16.2 — Sevéik op. 19, F 1-18
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Example 4.16.3 begins by presenting only the double-stops of the passage, and then divides

the entire section into two separate parts.

Example 4.16.3 — Double-stops and string crossings
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The following section is characterized by triplets in the intervals of sixths, and tenths

(Example 4.17.1).

Example 4.17.1 — Sibelius: 3rd movement, mm. ''5-1110

Example 4.17.2 shows the approach that Sevéik had for an excerpt featuring tenths from
Paganini Violin Concerto. It is important to mention that, in contrast to Sevéik’s time, today tenths

are part of the routine technical ability of a violinist.

Example 4.17.2 — Sevéik op. 20, M 1-8

Exercices en dixi¢mes. Ejercicios en décimas.
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|

Example 4.17.3 explores each interval between two double-stops for sixths. For the tenths,
every exercise begins by establishing the octave double-stops then gradually stretches the left hand
to achieve the correct position. Important attention needs to be given to the muscles of the left
hand. No tension or over practice is necessary, since they can cause physical pain that the musician

needs to avoid.
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Example 4.17.3 Fourths, Sixths and Tenths
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The next two sections (Examples 4.18.1 and 4.19.1) present some similar technical

challenges: chords and shifting over a great distance.

Example 4.18.1 — Sibelius: 3rd movement, mm. 121-124

MSLIEL)
LIEE
BLJIA)
H H
e
e

_p.
i
i

Jf

For both of these excerpts, two exercises are written following Sevéik’s methodology

without a specific exercise as guideline. The exercises below in Examples 4.18.3 and 4.19.2 relate
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respectively to the excerpts presented in Examples 4.18.1 and 4.19.1. They divide the lower and

upper lines of each chord and analyze each shift, so that the left hand may develop familiarity with

the intervals.

Example 4.18.3 — Chords and shifting
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Example 4.19.2 — Chords and shifting
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The coda of the movement contains fast scales and a slurred passage that is interesting to

examine (Example 4.20.1).
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Example 4.20.1 — Sibelius: 3rd movement, mm. '39-1316

</
n!f crescendo possibile

Sevéik’s exercise shown in Example 4.20.2 analyzes a fast section of Tchaikovsky’s Violin
Concerto. He divided the passage into small sections, first without bowings and then with bowings,

while preserving the original dynamics.

Example 4.20.2 — Sevéik op. 19, L 3-4

L =
- S " S A

108



=2 2
>
&
C
>
sen PLE
P T rY - Ve |
I ™ O S S S § ——— N 1
— i

Cresc.

7. i BB Ai— i 17 ——
B : S~ ’72/‘ T *
;,) Unterbrg:clﬁ;\g:il fﬁ; g(;; ;l)(szser\'atiOn ‘?{It:he bre- ") Interruptions au cours ») Interrupciones en el pasa
aS?‘ e,.(?ul. ) - e l!'l passage W} insure u passa N nterr .C ones ¢ =
R R A o ] e e e
peiferEnmsrndgegen | oot | ity | et uldibe,
das Lberel ) . i - précipition de celuj-ci. rl:\t:vifar%ii?i%i%:cicguen%

Following Sev¢ik’s exercise as shown in Example 4.20.2, Example 4.20.3 is a breakdown
of the final scale of the fourth movement and the ascending passage. It is first played without slurs

and then with them, but without sacrificing the original dynamics.

Example 4.20.3 — Scale and progression
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CHAPTER 5

CONCLUSION

The learning process of a piece can be seen sometimes as a big jump in the darkness. One
of the most important lessons we can share with our students is how to practice in the most
productive manner possible. It is in this context that Sev&ik’s pedagogy can be of outstanding
importance, as it shows an efficient practice method if used intelligently. This document included
an evaluation of his pedagogical approach and a demonstration of how today’s violinists can apply
Sev¢ik’s method to their practice and study of new repertoire.

To achieve this purpose, an in-depth investigation of the content and the teaching and
learning process contained in Sevéik’s works was necessary. As shown mainly in Chapter 1,
Sevéik wrote a set of volumes on pure technique, and then applied it to several major works for
violin. Throughout his method, he showed how to analyze, practice, and overcome specific
difficulties in challenging passage. The flexibility of Sevéik’s method makes his approach
applicable for all violin works and for students from the past to the future.

Another important aspect that keeps Sevéik an important figure in violin pedagogy today
is his conviction that all students would be able to use his Analytical Studies and to create their
own exercises. Chapters 2, 3, and 4 of this document are the proof of it. I chose to analyze Sibelius’
Violin Concerto in order to show that Sev&ik’s method could be used for any kind of musical
literature. The most challenging excerpts from the solo violin part of Sibelius’ Concerto have been

analyzed to reveal specific difficulties. A relevant exercise from Sevéik’s Analytical Studies was
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provided as a guideline for each excerpt and one or more practice strategies was offered. Violinists

may use the strategy presented to create their own practice method for other works.
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Dear Serena,

Kindly accept this letter of permission to use the excerpts listed below:

Op. 17 (Wieniawski)
P.9 C20

P.17 D15-16

P.32 H1-18

P.33 H1-4

Op. 18 (Brahms)
P.7 B19-20

P.8 B19-21

P.10 B22-28

Op. 19 (Tchaikovsky)
P.5 23-38 interval
P.14-15 C 12-17
P.421L 3-4

P.50 M8&-14

P.53 12-34

P.55 Finale
P.56-57 5-28

P. 65F1-13

P.66 F1-18

P.69 G52-68

All best wishes,
Joe

Joe Derhake, VP
Keiser Southern Music

10750 Indian Head Ind. Blvd.
St. Louis, MO 63132 USA
203-560-9436
keisersouthernmusic.com
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Op. 20 (Paganini)
P.9 B2-3

P.20-21 F1-7
P.31 H5-6

P.38 M1-8

Op. 21(Mendelssohn)
P.6 A1-8

P.7-8 B1-4

P.27 036-70

P.27 037-31

P.31-32 S14-17

P.36 C1-2

P.48 D2-3



