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Egitim Bilimleri Enstitiisii Miidiirliigii’ne

Ilker KOMURCU’ntin “Kontrbas Dersi Uygulamalanmn Hedefler Diizeyinde
Incelenmesi: Bir Taslak Onerisi” adli caligmasi, Giizel Sanatlar Egitimi Anabilim Dali Miizik
Opretmenligi Bilim Dali'nda YUKSEK LISANS tezi olarak kabul edilmistir.




OZET

KONTRBAS DERSI UYGULAMALARININ HEDEFLER DUZEYINDE
INCELENMESI: BiR TASLAK ONERISi

Bu aragtirmada, Giizel Sanatlar Egitimi Boliimii Miizik Ogretmenligi Anabilim
Dal1 Bireysel Calgi Egitimi i¢in uygulanmakta olan kontrbas dersi uygulamalarinin
hedefler diizeyinde incelenmesi ve bunun sonucunda hedeflere iligkin bir taslak

Onerisi sunulmast amaglanmgtir.

Caligmada oncelikle cevap aranacak problemler ortaya koyulmus, aragtirmanin

amaci, 6nemi, sayiltilar1 ve sinirliliklar: belirtilmistir.

Daha sonra egitim, miizik, miizik egitimi ve kontrbas gibi aragtirmaya temel
teskil eden kavramlar ele alinmus, hedefler ve hedeflerin belirlenmesine iligkin 6geler

sirastyla agiklanmugtir.

Konunun uygulama yoniine iligkin bulgularin elde edilebilmesi igin, yabanci
iilke drneklerinde yayh sazlar egitimine yo6nelik hedefler incelenmis; Bu inceleme
sonucunda elde veriler, Tiirkiye’deki kontrbas derslerinin hedeflerinin belirlenmesine
yonelik hazirlanan goriigme i¢in temel olusturmustur. Bu baglamda, Tirkiye
genelinde programlarinda kontrbas dersi bulunan Giizel Sanatlar Egitimi Boliimii
Miizik Ogretmenligi Anabilim Dallar1 belirlenmis, bu béliimlerde bulunan 6gretim
clemanlar ile gériisme yapilmig ve sonuglandirilarak degerlendirilmesi yapilmigtir.

Calismanin son agsamasinda, goriigmeler sonucunda elde edilen veriler, gesitli
tilkelerde uygulanan kontrbas derslerine iligkin hedeflerle kargilagtirilmis ve egitim
hedefleri diizeyinde bir taslak 6nerisi sunulmusgtur.



SUMMARY

EXAMINATION OF CONTRABASS TRAINING PROGRAMME AT THE
LEVEL OF OBJECTIVES: A PROPOSAL OF MODEL

This thesis aims to examination of contrabass courses given in Division of Music
Teachers in Fine Arts Education Departments at the level of objectives and to reach a

proposal of model as the result.

At the first step, the problems that will be answered in the study are defined and

the aim, importance, assumption and limitation of study are determined.

Then, the theoretical base of the study is formed with the concepts of education,
music, music education and contrabass; and the elements that form the educational

objectives are explained.

The objectives of string instruments education in different countries are investigated
to obtain information about the practical level and are used as the basis for the
interview that is realised to determine educational objectives of contrabass courses in
Turkey. In this context, the questions of interview are prepared for the teachers of
Music Teacher Divisions in Fine Arts Education Departments and answers of the

interviews are collected and evaluated.

At the and of the thesis, the results of the interviews are compared and discussed
with the examples of other countries and finally a proposal of model is presented for

the contrabass courses at the educational objectives level in Turkey.
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BOLUMI

GIRiS

Saglikli bir toplum ancak biligsel, duyussal ve devinigsel bakimdan iyi egitilmis
bireyler yoluyla saglanabilir. Bireyleri bu y6nde yetistirmek egitimin konusu ve aym
zamanda gorevidir. Egitimin, toplumlarin ekonomik, kiltiirel, bilim-teknoloji
alaninda gelismesi, bireylere yurt sévgisinin, ulusal birlik ve beraberlik fikrinin
agilanmasi, bireyin toplumun gelenek, gorenek ve ahlak kurallarina iligkin
davramslar1 kazanmasi konusunda en etkili arag oldugu ortak bir goriis olarak

bilinmektedir.

Gilintimiizde gelismis lilkelerde uygulanan “Cagdas Egitim” kavrami, temelde
ii¢ ana boyutta ele alinmaktadir. Bu boyutlarin, konular: bakimindan bilim egitimi,
sanat egitimi ve teknik egitim olarak tanimlandifi bilinmektedir. Gortldiigi gibi
sanat egitimi cagdag egitimin {i¢ ana konusundan birini olusturmaktadir. Sanat
egitiminin alt kollarmdan biri olan miizik egitimi, sanat egitimi icerisinde ¢ok 6nemli
bir yer tutmaktadir.

Miizik egitiminin en énemli alt kollarindan biri de ¢algi egitimidir. Egitim
tamimlarindan yola ¢ikarak galgi egitimini; kisilerin biligsel, duyugsal ve devinigsel
davramiglarinda, galgi egitimi ile ilgili faaliyetler araciligiyla kalici deéisiklikler
meydana getirme siireci olarak tanimlamak miimkiin olabilir. Calg: egitiminin
amagclarina ulagabilmesi i¢in, kisilere kazandirilmak istenen biligsel, duyussal ve
devinissel davramiglarin neler oldugunu ortaya koymak gerekmektedir. Bu
davranislar ayn1 zamanda c¢alg: egitiminin hedeflerini de ortaya koymaktadir.



Egitim

Her canli yagadig1 ¢evre igerisinde varligim stirdiirebilmek i¢in, o ¢evreye en iyi
uyum saglamasina olanak veren bazi davramis bigimleri gelistirir. Canlmin yagadif
ortam degistikge, yeni ortaya ¢ikan kosullara uymak igin, yeni birtakim davramglar
gelistirmek durumunda kalr. Insan da bir canli organizma olarak ¢evresine en iyi
uyumu saglamak, o uyumu getiren bazi davranig tip ve Oriintiilerini olusturmak
zorundadir (Tolan, 1991:3). Insanin biyolojik, psikolojik, sosyal ve kiiltiirel bir varlk
oldugu ve davranmig Oriintiilerinin biligsel, devinigsel ve duyugsal yapilarinin bir
biitiinii olduéu bilinmektedir. Yagadif: ¢evre ise dogal, toplumsal ve kiiltiirel bir
cevredir. Insan hayati boyunca yasadigi bu dogal, toplumsal ve kiiltiirel gevreye
uygun biligsel, duyussal ve devinigsel davraniglar gelistirir. Bu tip davranis
oriintlilerini geligtirmesi dogal yeteneklerinin yani sira egitim ile miimkiin
olmaktadir. Insamin davramglarim degistirmek ve gelistirmek egitimin konusudur.
Egitimin, kisileri yetigtirme, gelistirme ve bicimleme siireci oldufu gbéz Oniine
alindiginda, bireyler yoluyla toplumun yapisimi dogrudan etkiledifi gériilmektedir.
Toplumsal yapiy1 bu denli etkileyen egitimin, toplumsal yasamin en Onemli
Ogelerinden biri oldugu ortadadir. Bireyin egitiminin dogumundan itibaren bagladig
bilinmektedir. Onceleri aile icerisinde stiregelen bu egitim, bireyin okula baslamas

ile ailenin yan: sira 6rgiin egitim kurumlarinda devam etmektedir.

Egitim kelimesinin kokeni Latince’deki “educate” kelimesinden gelmektedir.
Latince’deki kelime karsilifn biiyiitmek, yetistirmek, gelistirmek anlamlarina
gelmektedir(Binbagioglu, 1988:2). Egitim pek cok diistiniir ve egitimci tarafindan
degisik bigimlerde tamimlanmistir. Giintimiizde bile kesin bir egitim tanimi
olmamasmna kargin, bu diigliniir ve egitimcilerin tanimlari, egitim kavramimn

sekillenmesinde 6nemli rol oynamigtir. Bu tanimlardan bazilar1 sunlardir.

Egitimi, kisinin davranig Sriintiilerini degistirme siireci olarak tammlayan Tyler

(1950:4), genel bir egitim tanimu ortaya koymaktadur.



Ertiirk egitimi, bireyin davraniglarinda kendi yagantisi yoluyla, istendik degisme
meydana getirme siireci olarak tamimlamaktadir (1972:12). Bu tanim egitimin ii¢
temel 6zelligine deginmektedir. Bu 6zellikler, bireyin davranig degisikliginin kendi
yasantisi yoluyla gergeklesmesi gerektigi, bu davramg degisikliginin kontrol altinda
ve istendik y6nde olmasi gereklilii ve egitimin ancak belli bir stire¢ icerisinde
gergeklestirilebilecegidir.

Yildirim, egitimi, insan davramglarinda bilgi, beceri, anlayis, ilgi, tavar,
karakter gibi, 6nemli sayilan kisilik nitelikleri yoniinden belli degismeler saglamak
amaciyla yliriitiilen diizenli bir etkilesim olarak tanimlamugtir (1983:12). Bu
tammdan yola ¢ikarak egitim, programli bir sekilde bireye ideal bir kisilik
kazandirma faaliyeti olarak da tanimlanabilir.

Ozgelik, egitim kisinin davramislarinda, kendi yasantisi yoluyla istendik yonde
ve bir dereceye kadar kalici degisiklikler meydana getirme siirecidir (1981:3) derken,
Ertiirk’den farkli olarak, birey tlizerinde bir dereceye kadar kalici degisiklikler
meydana getirdigini vurgulamaktadir.

“Egitim davrams degisikligi , bireyin belirli hedefler yoniinde maksatli olarak
kendi yasantisi yoluyla davramglarini degistirmesi, kisinin yeteneklerini g¢esitli
yonlerden birey ve toplum i¢in uygun ve dengeli olarak gelistirmesidir “ (Alkan,
1980:4).

Egitim, insanlar1 belli amaglara gore yetigtirme siirecidir diyen Fidan (1986:6)
egitim stirecinin formal ve informal olmak tizere iki sekilde gergeklestigini
belirtmektedir. Informal egitim gelisigiizel ve kendiliginden olusurken, formal egitim
belli bir amag¢ dogrultusunda, dnceden hazirlanmig bir plana gore ydiritiilerek,
Ogretim yoluyla gerceklesmektedir (Fidan; Erden, Tarihsiz:16). Bireyin aile i¢indeki
egitimin informal, okulda aldifi egitiminin ise formal egitim tlirline girdigi
goriilmektedir.



Crow ise egitimin tanimimi yapmakla beraber amaglarini da agiklamigtir. Crow’a
gore egitim bireyde davranig degistirme, gelistirme ve uyum gibi dayanigma halinde
bulunan amaglar1 gergeklestirirken , genel olarak asafida verilen ayrintili amagclardan
hareket eder;

1.Egitim bireyin kendini gerceklestirmesine yardum eder,
2.Egitim bireyin insan iliskilerini gelistirmesine yardim eder,
3.Egitim bireyin ekonomik etkinligini gelistirir,

4.Egitim bireyin vatandaglik sorumlulugunu gelistirir (1966).

Bu amaglar, egitim goren bireylerin gelistirmesi beklenen davramislari isaret
etmektedir.

Egitim tamimlari arasinda farklhiliklar olmasina karsin, benzerlikler dikkat
cekmektedir. Tanimlardan yola ¢ikarak egitimin bireysel ve toplumsal olmak iizere
iki tiirlii iglevi oldugu s6ylenebilir. Bireysel olarak, kisinin yeteneklerini ve kisilik
niteliklerini mtimkiin oldugunca gelistirmeyi ve bu amaglar dogrultusunda bireyde
davranig degisiklikleri olusturmay1 yada yeni birtakim davramglar kazandirmay:
amaglamaktadir. Toplumsal olarak ise, toplumun sosyal ve kiiltiirel beklentilerine
uygun nitelikte bireyler yaratmayr ve bireyler yoluyla toplumun Kkalitesini
yiikseltmeyi amaglamaktadir. Saghkli bir toplum, ideal bir kiiltiirel yasam
ancak egitimle mimkiin olabilir. Egitimin toplumsal amaglar dogrultusunda
gergeklestirdigi isleve toplumsallagtirma ve kiltiirleme de denilmektedir (Basaran,
1996:60). insanin duyussal, biligsel ve devinigsel davraniglarimin stirekli bir degisim
icinde oldugu bilinmektedir. Bunun yam sira toplumun sosyal ve kiiltiirel yapisimin
degiskenligine bagh olarak bireyden beklenen davranis tiplerinin zaman igerisinde
farklilagtig1 diistintlirse, egitim siirecinin insamin hayatinin sonuna kadar devam
ettifi goriilmektedir. Belli bir eitim silirecinden gegen bireyde olusmast
beklenen davramis degisiklikleri, ancak bireyin yasantisinda yer alirsa anlam
kazanabilmektedir. Bireyin bu davramglar1 hayata gecirmesi §grenmeyle miimkiin
olabilir. Anlik davrams degisikliklerinde &grenme gerceklesmeyebilir. Davranig



degisikliklerini belli bir siire zarfinda olusturmak, dedisen davramslarin kalic

olmasini ve 8grenmenin gergeklesmesini saglayabilir.

Bireyin egitimi okula baglamast ile 6gretime yani planli, programli, denenmis ve
dogrulugu saptanmig bilgilerin dgretilmesine dontigiir. Egitim ve 6gretim birbirini
biitiinlemeli, aralarinda kopukluk olusmadan i¢ ige yiirlitiilmelidir. Egitim, zaman ve
mekan agisindan kapsamly, siirekli ve ¢ok boyutludur. Egitimde bilgi dahil her tiirlii
tecriibe tizerinde durulur. Bu bilgiler tesadiifi olabilir. Ancak tesadiifi tecriibelerin,
egitsel olabilecegi gibi olmama ihtimali de vardir. Ogretim ise planh, programli ve
desteklidir(Vars , 1988:13). Ogretim programi, dgrencilerden beklenen 6grenmeyi
meydana getirebilmek igin planlanmis faaliyetlerin tamami olarak tanimlanabilir
(Dogan,1974:361). Ogretim programlarinda istem dist davrams degisikliklerine yer
verilmemektedir. Program siirekli denetim altinda tutulmakta ve kontrol
edilmektedir.

Miizik ve Miizik Egitimi

Miizigin temel 6gelerinin ses ve ritim kiimeleri oldugunu g6z 6niine aldigimizda,
diinya tizerindeki en ilkel kabilelerden en gelismis ilkelere kadar her toplumda
miizigin var oldugunu gérmekteyiz. Birbirlerinden bu denli farkl: toplumlar arasinda
bile miizigin ortak bir deger oldugu ortadadir. Bu durum insanlarin eskiden beri
kendilerini ifade etmekte seslerden yararlandiklarini ortaya koymaktadir. Bebeklerin
dahi kendilerini ifade etmeleri i¢in agladiklar1 diisiiniiliirse, sesin insanlar i¢in en
temel iletigim araci1 oldugu anlagilmaktadir. Miizigin dogusuna iligkin kesin bir teori
olmamasina karsin, dogumundan itibaren sesini kullanmaya baglayan .insamn, bu
sesleri sekillendirmesine kadar gecen zaman ¢ok olmasa gerektir. Ancak bugiin
elimizde olan verilere gore miizigin nerede, ne zaman, nasil dogdugu lizerine bir

agiklama yapmak miimkiin gériinmemektedir.

Saygun’un da dedigi gibi, ilkel insanin nasil sarki soyledigini agiklamak
miimkiin g6riinmemektedir. Eski kavimlerin miizigi tizerine hi¢bir sey bilinmedigine

gore, miiziin baglangic1 lizerine , ister istemez sonradan edinilme ve yetersiz



bilgilere dayanarak yiiriitiilen yargilarin dogrulugu tartisilir durumdadir. Giiniimiizde
bile etnomiizikolojinin girmedigi ¢ok genis alanlar bulundugu gercektir (Saygun,
1976:5).

Miizigin doZusuna iligkin her hangi bir bulgu olmamasina kargin, insan var
oldugundan beri miizigin de var oldugu diistiniilmektedir.

“Diinyada ilk yasayan insanlarin kulaklari ve sesleri olduguna gére,
miizik hep vard1. Belki ¢cok az sey bilirdi bu insanlar ama glinesi, ay 1g181n1,
dag1, dereyi, ormani, denizi, firtinayr ¢ok iyi bilirlerdi. Bu kadarcifini
bilmek ve duygularm dile getirmek i¢in de miizik gerekliydi. Bu
insanlarin da sevgileri, 6fkeleri, inanglari, yaslari ve glindelik caligmalar:
vardi. Miizik ashinda bu sevinglerden, sevgiden, acidan, ¢aligmaktan, yastan
ve inangtan dogmustur diyebiliriz. Yiizde yiiz sessizlige kimse katlanamaz”
(Pamir, 1991:9).

Miizik kelimesinin kokeni de Yunan Mitolojisine dayanmaktadir. Mus veya
Musa adi verilen, her biri ayn bir ¢algi calan dokuz tanrganin yaptiklar eyleme
“musuge” denmigtir (Ugan, 1996:61). Bu terimin farkl: dillere, “music”, “miizika”
gibi farkli sekillerde yerlestigi goriilmektedir. Tiirkiye’de bu kavram i¢in musiki ve
miizik terimleri kullamilmaktadir. Giinlimiizde yapilan bazi “miizik” tanimlar
sunlardir ;

“Biyo-psisik, kiiltiirel ve toplumsal bir organizma olan insan, var
oldugu caglardan beri algiladigy sesleri ¢oziimleyip degerlendirmis ve
giderek sesleri bir anlatim bi¢imine doniistlirmiigtiir. Seslerle
gergeklestirilen bu anlatim sanatina miizik denir” (Say, 1995:17).

“Miizik, insanin dogadan aldigmn, bilinciyle diizelterek olusturdugu
diizenlenmis seslerdir. Dogadan ve toplumsal yasamdan alinani, zihinle,
diisiinceyle, duyguyla besleyerek ve aklin siizgecinden gegirerek belli bir
estetikle anlatir. Temel geleri ses ve ritimdir” (Kaygisiz,1999:33).



“Miizik, duygu, diigiince, tasarum ve izlenimleri, belirli bir amag ve
yontemle, belirli bir giizellik anlayigina gore birlestirilmis seslerle isleyip,
anlatan bir biitiindiir” (Ugan, 1994:10).

“Insana biitiin sanatlardan daha biiyiik bir kolaylik ve etkileme
glictiyle ulasan miizigi; seslerle diiglinme, sesler aracilifi ile yasamu
duyumsama ve gelistirme yolunda insan gergeginin, biitlin iligkileri
ig:inde, aragtirtlmas1 ve aktarilmasi sanati olarak tamimlayabiliriz”
(Selanik, 1996:2).

“Seslerin belli bir ritim ve tempo halinde melodi olarak ¢ikarilmasi
veya soézlerin diziliminden olusan ahenkli sesler,miizik veya musiki
kavramu ile ifade edilir” (Aydin, 2000:194).

Sanat, bilim ve teknik gibi insanin temel ¢aligma alanlarindan birini olusturur.
Miizik ise insan yagsaminin vazge¢ilmez bir pargasidir. Miizigin dogusu nerede, nasil
ve ne zaman olursa olsun insanlar iizerinde biyolojik, psikolojik, kiilttirel etki ve
islevler yaratmig oldugu agiktir. Miizigin insan yagamindaki 6nemi, kendini ifade
etme gereksinimini kargilamasinin yam sira, yukarida belirtilen biyolojik, psikolojik
ve kiiltiirel iglevlerinden de ileri gelmektedir.

Insan hayatinda bu denli derin etki ve islevleri olan miizik, egitim alaninda {i¢
koldan yiiriitlilmektedir. Bu alanlar genel miizik egitimi, amatSr miizik egitimi ve
mesleki miizik egitimi olarak adlandirilmaktadir. Genel miizik egitimi temel egitim
biinyesinde verilen, belirli bir §gretim programi dahilinde yiiriitiilen ve saglikli her
bireyin alma zorunlulugu olan miizik egitim tiiriidiir. Amatér miizik egitimi kisisel
istege bagli olarak yliriitiilen ve her hangi bir zorunlulugu olmayan miizik egitim
tiriidiir. Mesleki miizik egitimi ise miizigin her hangi bir dalin1 meslek olarak segen
bireylerin almas1 gereken ve belli bir program dahilinde yiirtitiilen miizik egitimidir.

Genel miizik egitimi Cumhuriyetin kurulugundan itibaren, genel egitimin baglica
boyutlarindan birini olusturmaktadir. Okul programlarinda 1924°den 1930 yilina



kadar “Musiki”?, 1930’dan itibaren “Miizik” adi altinda bir ders olarak
okutulmaktadir. 1924°den itibaren kent ilkokullari, ortaokul programlar1 ve
ilkégretmen okullari, 1940-1953 yillar1 arasinda koy enstitiileri, 1948°den itibaren
koy ilkokul programlarinda, 1952°den itibaren genel lise programlarinda ve
1974°den itibaren dgretmen liseleri programlarinda yer almaktadir (Ugan,1996:194).

Amat6r miizik egitimi genel miizik egitimi diginda, istege bagli olarak ve hobi
seklinde ylriitiilen miizik egitimidir. Her hangi bir programa bagli kalma
zorunlulugu yoktur. Ozel kurslar, dershaneler, kol faaliyetleri, bu tarz bir egitimin

verildigi yerler olarak gosterilebilir.

Cumhuriyet doneminde mesleki miizik egitimi ile ilgili acilan ilk kurum,
1923 yilinda kurulan Darlilethan’dir. Bunu 1924’de Musiki Muallim Mektebi ve
1936’da kurulan Ankara Devlet Konservatuar izlemigtir. Musiki Muallim Mektebi
Tiirkiye’de miizik Ogretmeni yetigtirmeye baglayan ilk kurumdur. Bu kurum
1937°den itibaren Gazi Terbiye Enstitiisii'ne baglanmistir. Bu boliimii 1969°da
Istanbul’da, 1973’de Izmir’de, 1977°de Nazilli’de ve 1981°de Bursa’da acilan yeni
Miizik Boliimleri izlemistir. Bu kurumlarda miizik GOgretmeni yetistirmede,
nitelikleri birbirinden az c¢ok farkli ¢esitli programlar uygulanmis, gesitli
yaklagimlar izlenmistir (Ugan, 1996:197) .

Uygulanan programlarda degisik yaklagimlar izlenmesine karsin, miizik egitimin
temel boyutlarindan birini olusturan c¢algi egitiminin programlarda yer aldifi
goriilmektedir. Yapilan egitim tamimlar1 g¢ergevesinde ¢algi egitimi, calgi dfretimi
yoluyla bireylerin biligsel, duyussal ve devinigsel davraniglarinda kendi yasantilar:
yoluyla istendik degisiklikler olugturmak ya da onlara bu nitelikte yeni davramglar
kazandirma stlireci olarak agiklanabilir. Calgi egitiminin disiplinli bir ¢aligmay:
gerektirmesi, bireye toplum 6niinde calabilecek cesaret ve Ozgiiveni kazandirmasi
gibi 6nemli kisilik nitelikleri kazandirdig1 diigiintildtiglinde ¢algi egitiminin ¢ok
yonlilligli anlagilmaktadir. Calgi egitiminin bir ama¢ olmasimin yani sira, bireyin
kendini gergeklestirebilmesi i¢in etkin bir ara¢ oldugu goriilmektedir.



Calg: egitimi temelde dort basamakta gergeklestirilecek bi¢imde programlanip
ylriitlilmektedir. Bu basamaklar g¢algt ¢almay1r Ogrenebilme, calgiy1 etkin
kullanabilme, calgi ¢almay1 gelistirebilme ve g¢algi calmayi Ggfetebilmedir
(Atalan,1998:11). Bu dort basamak ¢algi §gretim programinda bulunmas: gercken
biligsel, duyussal ve devinigsel hedeflerin i¢eriginin hangi ySnde olmasi gerektigini

igaret etmektedir.
Kontrbas

Fransizca “Contrebasse”, Alrﬁanca “Kontrabas”, Italyanca “Contrabasso”,
Ispanyolca “Contrabajo”, Ingilizce “Double Bass” seklinde adlandirilmaktadir.
Tiirkiye’ye gelen ilk kontrbas egitimcilerinin Alman oldugu g6z éniine alindiginda,
Tiirkge’de kullanilan “kontrbas” kelimesinin Almanca’dan gelmis olabilecegi

diistiniilebilir.

Yayl ¢algilarin en biiyliii ve en kalin seslisidir. Partisyonu “Fa” Anahtan ile
yazilir ve bir oktav pes ¢alinir. Mi, La, Re ve Sol seklinde akortlanan dért teli vardar,
Kalin sesi nedeni ile solo galinmasindan ¢ok, bas partilerin seslendirilmesinde
kullanilan bir eslik calgisidir. Glintimiizde kullanilan standart kontrbaslar 3/4
oraminda olanlardir. Bu orandaki bir sazin gévdesi 114 cm, tel uzunlugu 104-108 cm
ve boyu 1.82 cm civarinda olmaktadir. Kontrbaslan 3/4 disinda 4/4°liik, 7/8°lik,
5/8°lik ve 1/2’lik boylar: da kullanilmaktadir. 1/2 oraninda bir kontrbas 4/4’liigiin
yarist kadar degil, govde uzunlugu 96 cm olacak sekilde yapilmaktadir(Lohse, 2002).

Kontrbasin gelisiminin 12. yy. da ¢ok seslilifin gelismesi ile basladigi ve
gliniimiizdeki sekline 17. yy. da ulagabildigi bilinmektedir. Kontrbasin geligim
evreleri aragtirilirken, yayl: sazlarin son birkag ytizyil icerisinde sekilleri, tel sayilari,
bigimleri ve akort sistemleri agisindan ugradiklan degisiklikler goz oOniine
alindiginda oldukga fazla degisiklige ugradigi goériilmektedir. Kontrbasin kokeninin,
16. yy. da yaygin olarak kullamilan “viola da gamba™ ¢algisma dayandif
bilinmektedir.Bu dénemde violalarin “viola da gamba” ( Italyanca:gamba=diz) ve
“viola da baccio” (Italyanca:braccio=kol) olmak {izere iki sekli bulunmaktadir. Her
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ikisi de yayli ¢alg1 olup, viola da gamba dizde tutularak, viola da braccio ise kolda
tutularak ¢alinmaktadir. Vihuelalar! gibi viola da gambalarin da 6 teli ve perdeleri
bulunmaktadir(Gheerardyn, 2003).

Biyiikliik yoniinden bugiinkiine yaklagan kontrbasin 1516’da Gannasi tarafindan
yapildig1 bilinmektedir. Bicim olarak gitara benzeyen, 6 teli ve 9 perdesi bulunan bu
calg1 “violone” olarak adlandirilmigtir. Gilinlimiizdeki kontrbas formuna ise Gasparo
Da Salo’nun (1540-1609) yapmis oldugu arciviolalarin bir kolu olarak 16.yy sonlari
ve 17. yy baslarinda rastlanmaktadir. 1602 ‘de Gasparo Da Salo, bugilinkii standart
modellerden .g:ok daba biiyiik iki kontrbas yapmigtir (Hurst,1999). 1611°de Amati
tarafindan yapilmis olan kontrbas, ¢algt olarak kontrbasin ge¢irmis oldugu evrimin
en giizel 6rnegini tegkil etmektedir. 18. ve 19. yy. da yaygin olarak 3 telli kontrbaslar
kullanimugtir.  Unlii kontrbas virttiszii Giovanni Bottessini’nin  (1821-1889)
enstrlimani  {i¢ telli kontrbaslarin glizel Orneklerinden biridir. Bu dénemde
kontrbastan perdeler kaldirilmig ve orkestralarin yani sira solo olarak da
kullanilmaya baglanmistir. Bu dénemde kontrbas g¢almada ortaya ¢ikan giigliikler
nedeni ile Michel Corette 1773’de bir metot hazirlamistir. Bu metot kontrbas
teknigine ve akort sistemine biiyiik Slgtide 151k tutmustur (Slatford, 1980). Bunun
disinda Wenzel Hause’in 1828 tarihinde yazmis oldufu kontrbas metodu ve
Freidrich Warnecke’nin 1901°de yayinladig1 kontrbas metodu kontrbas icracihifinda
Onemli basamaklar olarak kabul edilmektedir.

1920°lere kadar 3 telli kontrbaslar kullanilmig ancak bu tarihlerde yazilmig olan
partisyonlar1 ¢almak i¢in kontrbasin ses arali1 yetmeyince dordiincii tel eklenmigtir.

Giinlimiizde orkestra akordu diye adlandirilan (Mi, La, Re, Sol) akordunun yani
stra, solo akort olarak adlandirilan ve bir ses tiz akortlanan (Fa#, Si, Mi, La) akordu
da kullamlmaktadir. Fransiz ve Alman teknigi olmak iizere iki ¢esit ¢alim teknifi
bulunmaktadir.Bu teknikler yay tutus sekillerinde birbirinden ayrilmakta, Fransiz

! “Viola” kelimesinin kokeni Ispanyolca “vihuela” kelimesinden gelmektedir..Vihuela 15. yy da
Roénesans ve Barok dénemlerinin poptiler bir ¢algisi olup, yayla ve mizrapla calman iki gekli
bulunmaktadir. Bu galgilarin dortliilerle akortlanan 6 teli ve perdeleri bulunmaktadir.
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tekniginde yay istten tutulurken, Alman teknifinde yay alttan tutulmaktadir.
Tiirkiye’de 6gretim elemanlarina bagh olarak, kimi okullarda Fransiz, kimi okullarda
ise Alman teknigi uygulanmaktadir.

Hedefler ve Hedeflerin Belirlenmesi

Hedefler, kiside goézlenmesi kararlagtirilan istendik 6zellikler olarak ele
alinmaktadir(S6nmez,1999:17). Miizik egitiminde ise miizik 6gretimi ile 6grencilere
kazandinlmak istenen davraniglardir. Hedeflerin davrans tiirlerine gore biligsel,
duyussal ve devinigsel olmak lizere siiflandirildigy gériilmektedir. Ugan’in miizik
alanminda hedeflerin belirlenmesine yonelik, Bloom, Simpson, Krathwohl ve
Sénmezin simiflamalarindan da yararlanarak yeni bir siniflandirma modeli ortaya
koydugu goriilmektedir. Ucan kendi tanimlamalarinda bu smiflama modelinin;
“Belleme-Bilgilenme” ve “Uygulama” basamaginda Bloom siniflamasindan,
devinigsel ve duyugsal alanlardaki hedeflerin belirlenmesine yonelik bazi ana ve alt
bagliklarda Simpson, Sénmez ve Krathwohl siniflamalarindan farkliliklar: oldugunu
belirtmigtir. Buna gore biligsel alam bes ana baghk altinda incelemis, bu bagliklar:
“Belleme/Bilgilenme, Kavrama, Uygulama, Coziimleme/Ayristirma,
Bilestirme/Birestirme” olarak aciklamigtir. Belleme/Bilgilenme alaninin tamima,
hatirlama, ezberleme basamaklarim kapsadifi goriilmektedir. “Kavrama™ alaninda
¢bzme, ¢evirme, yorumlama, Oteleme-belirleme-ulama basamaklarina yer
verilmektedir. “Uygulama” alanim1 kullanma, aktarma-alintilama, uyarlama
basamaklart olustururken, 6gelere ayuma, iligkileri belirleme, ilkeleri belirleme
basamaklari “Coziimleme/Ayristirma” alaninda yer almaktadir.
“Bilegtirme/Birestirme” alaninda ise ileti olugturma, plan-iglemler takimi olusturma,
iligkiler takimi Snerme basamaklar yer almaktadir (Ugan, 2004:43).

Devinigsel alan Ucan tarafindan bes ana baglik altinda toplanmigtir. Bunlar
stras1 ile “Kurulma, Yapma, Becerilestirme, Otomatiklestirme, Yaratma” dir.
“Kurulma” alaninda uyarilma, kurulma, devinime baglama basamaklari ele
alinmaktadir. “Yapma” alani, benzetme-Gykiinme, deneme, diizeltme-onarma,
dtizeneklestirme basamaklarin1 kapsamaktadir. Alisma, yatkinlagma, etkinlestirme
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basamaklar1 “Becerilestirme” bagligi altinda ele almmigtir. “Otomatiklestirme”
baghgt altinda ise kaliplagtrma, karalilastirma, isleklestirme basamaklari yer
almaktadir. “Yaratma™ alaninda ise uyarilma, uydurma, yeni beceri-liriin olusturma
basamaklar1 yer almaktadir (Ugan, 2004:43).

Duyugsal alan da Ugan tarafindan bes ana baslik altinda toplanmigstir. Bu
bagliklar “Alma, Tepkide Bulunma, Doyumsama, Degerseme-Deger Verme,
Niteleme” geklinde belirtilmigtir. “Alma” alaninda agik olma, ydnelme, duyumsama
basamaklart bulunmaktadir. “Tepkime/Tepkide Bulunma” alaminda uysallagma,
ilgilenme, isteklenme ve karsilik verme basmaklari ele alinirken, “Doyumsama”
alaninda hoglanma-sevme, doyumlanma, begenme-hoggérme basamaklarina iliskin
davramglar yer almaktadir. “Degerseme-Deger Verme” alaninda kabullenme,
yegleme-Onemseme-diigkiinlesme ve adanma-adama basamaklarinin  oldugu
goriilmektedir. “Niteleme” alaminda ise degerlerine katma, oOlgiitlenme,
karakterlenme-kisiliklenme basamaklarina yer verildigi goriilmektedir (Ugan,
2004:43).

Problem Ciimlesi
Egitim Fakiiltelerinin Glizel Sanatlar Egitimi Boliimti Miizik Ogretmenligi
Anabilim Dali Bireysel Calgi Egitimi kapsamunda, kontrbas derslerinin
gerceklestirilmesi asamasindaki uygulanan hedefler nelerdir? sorusu ile problem
ciimlesi ifade edilmeye galigiimigtir.

Amag
Aragtirmada, Miizik Egitimi BOliimii ana ¢algi kontrbas dersinin hedeflerinin
belirlenmesi ve gegitli tilkelerdeki kontrbas dersi hedeflerinden yararlanilarak bir
taslak Onerisinin sunulmasi amaglanmistir. Yukaridaki genel amag¢ dogrultusunda,

agagidaki sorulara cevap aranacaktir;

1. Kontrbas dersinin her dsnem igin biligsel hedefleri nelerdir?
2. Kontrbas dersinin her dsnem i¢in devinigsel hedefleri nelerdir?

3. Kontrbas dersinin her dénem i¢in duyussal hedefleri nelerdir?
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Aragtirmanin Onemi
Bu aragtirma, Miizik Egitimi bolimlerinde uygulanan kontrbas derslerinin
hedeflerinin belirlenmesi ve gegsitli iilkelerde uygulanan kontrbas dersleri ile biitlinliik
igerisinde olan bir taslak hazirlanmas: agisindan 6nem tagimaktadir.

Yapilan literatiir taramasi sonucunda kontrbas dersinin hedeflerine iligkin
herhangi bir yazili kaynak bulunamadifindan, bu aragtirma alanminda yapilan ilk
caligma olmasi nedeni ile 6nem tagimaktadir.

Sayiltilar
Aragtirmada su sayiltilardan yola gikilmustir;
1. Orneklem olarak segilen Ggretim elemanlar1  evreni temsil edebilecek
sayidadir.
2. Turkiye ve Tiirkiye disindaki okullarin resmi internet sayfalarindan alinan
bilgiler gercegi yansitir niteliktedir.

Smirhiliklar

Bu aragtirma;

1. 2001-2002 ogretim yilinda Bireysel Calgi Egitimi (kontrbas) dersinin
yliriitiilmekte oldugu Miizik Ogretmenligi Anabilim Dallari ile,

2. Guildhall School of Music, Kent State University, Indiana University, The
University of Vermont, National String Project Consortium okullarinin yayli sazlar
programlar ile,

3. Siire bakimindan yliksek lisans tezleri i¢in ayrilmusg stire ile,

4. Aragtirmacinin saglayabildigi maddi olanaklarla sinirli tutulmusgtur.
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BOLUM II
YONTEM
Arastirmanin Modeli

Egitim Fakiiltelerinin Gflizel Sanatlar Egitimi Bolimii Miizik Ogretmenligi
Anabilim Dali Bireysel Calgi Egitimi kapsaminda, kontrbas derslerinin
gergeklestirilmesi agsamasindaki uygulanan hedefleri aragtirmak iizere hazirlanan bu
¢aligmada, 6ncelikle konunun sinirlarint ve kuramsal ¢ergevesini olugturmak iizere
genis capl literatiir taramasi yapilmigtir. Bu kapsamda, egitim, miizik, miizik egitimi,
kontrbas, hedef ve hedeflerin belirlenmesi kavramlari {izerine bir derlemeye
gidilmistir. Daha sonra kuramsal olarak elde edilen bu bilgilerin uygulamada ne
sekilde yer buldugunun belirlenebilmesi amacayla farkl: {ilke Srnekleri incelenmistir.
Literatiir taramas: sonucu elde edilen temel kavramlar ve iilke uygulamalarinin
incelenmesi sonucu elde edilen bulgular, kontrbas dersleri hedeflerinin
belirlenmesine 151k tutacak sekilde degerlendirilmigtir. Bu degerlendirmede Ugan’in,
Bloom, Simpson, Krathwohl ve Sénmezin siniflamalarindan uyarlayarak olusturdugu
miizik alaninda hedef belirlemeye yonelik smiflama modeli esas alinmistir. Bu
modelde ele alinan biligsel, devinigsel ve duyugsal hedeflere iligkin simflama,
kontrbas derslerinde o6grencilere kazandirilmak istenen davraniglar diizeyinde

incelenerek kontrbas alanina uyarlanmugtir.

Bu sekilde olusturulan model, Tiirkiye’deki “mevcut durum”un belirlenmesi igin
yapilan c¢aliyjmaya da alt yap1 olugturmustur. Tiirkiye’deki “mevcut durum’un
belirlenebilmesi i¢in kontrbas egitimi veren okullardan bilgi toplanmasi yoluna
gidilmigtir. Orneklem bilyiikliigiiniin az olmasindan dolay:, bu gériismelerde
“yap11andmlm1$ goriisme” teknigi kullamlmigtir. Belirlenen modele bagli olarak
hazirlanan sorular, bu goriisme teknifine uygun hale getirilerek, ilgili kisilerle birebir
goriigmeler yapilmistir. Goriismeler sonucu elde edilen yanitlarla, kontrbas dersi
uygulamalarinda, c¢alismada belirlenen modele gore hangi hedeflerin yer aldifi

yoniinde bir degerlendirme yapilmustir.
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Evren ve Orneklem

Bu aragtirmanin evrenini, programlarinda bireysel ¢algi kontrbas derslerine yer
veren Egitim Fakiilteleri Giizel Sanatlar Egitimi Bolimli Miizik Ogretmenligi
Anabilim Dallar1 olugturmaktadir. 2001-2002 6gretim yili  itibariyle; Gazi
Universitesi, Uludag Universitesi, Marmara Universitesi Miizik Ogretmenligi
Anabilim Dallar’’nda kontrbas egitimi verilmektedir. Bu ii¢ boliimde, kontrbas
derslerini yﬁriiten ic Ogretim eleman: bulunurken, yayli sazlar derslerini yiiriiten
toplam 37 Sgretim eleman: bulundugu saptanmigtir. Bu §gretim elemanlarindan 3’1‘1.
kontrbas, 5°1 viyolonsel, 4’ii viyola ve 4’ii keman alanmda olmak tizere toplam 16
Ogretim elemam aragtirmanin Orneklemini olusturmaktadir. Arastirma siirecinde

Orneklemin tamamina ulagtimigtir.
Verilerin Toplanmasi

Bu arastirmada veriler, literatlir taramasi ve gorilisme yapilarak toplanmigtir.
Veri toplama aract olarak, ilgili Ogretim elemanlarmma uygulanmak iizere
yapilandirilmig bir gorlisme hazirlanmigtir. GOrligmenin hazirlanmasinda  yurt
disindaki okullarin  hedefler diizeyindeki programlari, kontrbas egitiminde
kullanmilmakta olan metotlar ve aragtirmacinin gegmis oldufu egitim siireci gbz
Oniine alinmigtir, Goriigme taslagi her yaryil igin biligsel, devinigsel ve duyugsal
hedeflerin belirlenmesine y6nelik sorulardan olugturulmugtur. Ayrica her yariyila
iligkin sorularin sonuna “bagka” segenefi konulmus, boylelikle O6gretim
elemanlarmin sorularmn disinda da goriglerini bildirmelerine olanak taninmugtir.
Hazirlanan yapilandirilmig goriisme taslagi igin ilgili 6gretim elemanlarin goriigleri
alinmig, veri toplama aracinin aragtirmanin amacina uygun, gegerli ve glivenilir
olduguna iligkin onay alindiktan sonra, kontrbas egitimi vermekte olan Miizik
Ogretmenligi Anabilim Dallar’ndaki yayh sazlar 6gretim elemanlarina uygulanarak,
kontrbas dersi uygulamalarinin hedefleri saptanmaya ¢aligilmistir.
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Verilerin Coziimlenmesi

Aragtirma siiresince 68retim elemanlar1 ile yapilan gériigmeler teyp vasitas: ile
kasetlere kayit edilmigtir. Goriigmeler sonucunda Ogretim  elemanlarinin
goriislerinden olusan 16 adet kaset elde edilmigtir. Kasetlerdeki bilgiler
“Yapilandirilmis Gortisme™ sorulari 1g181inda degerlendirilerek, 63retim elemanlarinin
goriigleri smiflandmlmigtir. Siniflama yapilirken, her soru igin kag farkli goriis
bildirildigi incelenmis ve her bir goriige katilan 6gretim elemanlarinin sayilar
belirlenmistir. Goriigler belirlenip, goriislere iligkin frekans dafilim yapildiktan
sonra elde edilen bulgular, Ucan’in miizik alanina iliskin hedeflerin belirlenmesine
yonelik hazirlamis oldugu “Genel-Asamali Siniflama Modeli”nden hareketle tez
kapsaminda olusturulan hedef belirleme modeline bagli olarak degerlendirilmistir.
Bu degerlendirme sonucunda, Egltlm Fakiilteleri Giizel Sanatlar Egitimi Béliimii
Miizik Ogretmenligi Anabilim Dali Bireysel Calgi Egitimi kontrbas dersi
uygulamalarinda izlenmesi gereken hedefler tespit €dilerek bir taslak &nerisi ile

sunulmaya ¢aligilmistir.
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BOLUM 111
BULGULAR VE YORUM

YURT DISINDAKI BAZI UNiVERSITELERIN
KONTRBAS DERSi UYGULAMALARINA iLiSKIN
HEDEFLERI

Kontrbas ¢algis1 geligimini ge¢ tamamlamis olmasina kargmn, gilinlimiizde
diinyanin her yerinde kullamimakta ve miizik okullarinda egitimi verilmektedir.
Yayh calgilar ailesinden olmasi nedeni ile difer yayl calgilar ile hedefler diizeyinde
ortak yanlari oldugu goriilmektedir. Uluslar arasi diiieyde kaliteli bir egitim
verebilmek igin kontrbas dersine iligkin hedefler belirlenirken, diger {ilkelerdeki
kontrbas ve yayh sazlar dersleri uygulamalarinin niteliklerini ve igeriklerini
incelemenin gerekliligi ortadadir. Bu amagla Amerika, Kanada ve Ingiltere’deki baz
okullardan ulagilan bilgiler 1s1ginda, yurt disindaki okullarin kontrbas dersi
uygulamalarina iligkin hedefleri incelenmeye ¢aligilacaktir. Bu hedefler incelenirken,
kontrbasa yakinlig1 nedeni ile yayli sazlar ailesinden olan bazi enstriimanlara da yer

verilecektir.

Guildhall School of Music & Drama
3 Lauderdale Place, London EC2Y 8EN, ENGLAND

Guildhall Miizik ve Drama Okulu’nun hazirlamis oldugu yayh sazlara iligkin
program incelendiginde asamali bir yaklagim goriilmektedir. Buna gére hedeflerin
“Girig-Baglangig-Birinci Derece Hedefleri-ikinci Derece Hedefleri” olmak tizere dort
gruba ayrildig: gérillmektedir. Hedeflerin “Temel Enstriiman Becerileri” ve “Temel
Miizikal Beceriler” olarak ele alindig1 ve incelendigi goriilmektedir.




Guildhall School of Music & Drama
Yayli Sazlar Programi

Giris Hedefleri

Baslangig Hedefleri Birinci Derece Hedeflor Ikinct Derece Hedefler

Temel Enstriiman Becerileri Temel Enstriman Becerileri Temel Ensftriman Becerileri Teme! Enstriiman Becerileri
Temel Mizikal Beceriler Temel Mazikal Beceriler Temel Mizikal Beceriler Temel Miizikal Beceriler

YAYLI SAZLAR PROGRAMI

GIRIS HEDEFLER]

Temel Enstriiman Becerileri

Yay Kullanimu:

-Saglam fakat esnek yay tutusunu geligtirmeye baglama
-Temel yay hareketlerini yapabilme

-Yayn alt {ist yarilarinda genis dairesel doniis yapabilme
-Basit ritim kaliplarim ¢alabilme

-Tel Gegislerini yapabilme

Sol Ele Iliskin Temel Davranislar (Parmak Pozisyonlarr):

~Parmaklar tellerin iizerindeyken sazi1 tutabilme

-Bos tellerde oktavlardan yararlanarak akort yapabilme
~-Biitiin teller {izerinde birinci parmag kullanabilme
-Bir tel iizerinde biitiin parmaklari kullanabilme

Koordinasyon:
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- Enstrlimanla beraber, denge saglamaya y6nelik viicudun durugunu

geligtirme




-Sag elde yaysiz ¢alabilme
-Dinlenme (kiiltiir-fizik) hareketleri yapabilme

Temel Miizikal Beceriler

Ritmik:

Isitme:

-Pargalardaki temel 6l¢ii ve ritim kaliplarini taniyabilme

-On ¢aligma yaparken ritim kaliplarin tekrarlama ve galabilme
-Nota degerlerini vuruslarla okuyabilme ve daha sonra galabilme
-Pargalardaki nota degerlerini tamyabilme

-Yiiksek ve algak seslerin niteliklerini anlama
-Basit ezgi kaliplarimi tekrar edebilme (sesle ya da kemanla)
-Bilinen pargalarin 6l¢ii ve tonlarinit bulabilme

-Benzer tonlardaki parcalar1 okuyabilme ve ¢alabilme

Transpoze:

-Bir telde 6grenilen pozisyonlar1 diger tellerde uygulayabilme

Dogaclama:

-Ol¢ii boyunca verilen bir ritim kalibina, bos telde aym sekilde

ritimsel cevap verebilme

Birlikte Calma:

Diger:

-Diiet ¢aligmalar1 yapabilme
-Bilinen parcalara ritmik ya da melodik eslik yapabilme

-Iyi akort yapabilme
-Dogru entonasyon saglayabilme
-Kisa pargalari ezberden calabilme

-Pargalarin tempolarina gore ¢alabilme
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-Eser igerisindeki miizikal terimleri uygulayabilme

Pargalar:
- Eserler temel becerileri kapsayan enstriimantal pargalar olmal
-Ogrenciye temel davranislar kazandirmali
-Temel davranislan kolayca yapabilecek duruma gelebilme
-Temel davraniglan kolayca yapabilecek duruma geldiklerinde
baslangi¢ davraniglarinin 6geleri kullanilabilir
-Biiytik nota degerlerini ve ritim kaliplarini galabilme

Gamlar:
-Bir oktav Re major gam galabilme
-Basit yay varyasyonlarini uygulayabilme
~Gam {izerinde ritmik ¢aligmalar yapabilme

BASLANGIC HEDEFLERI
Temel Enstriiman Becerileri

Yay Kullanimu:
-Saglam fakat esnek yay tutusunu gelistirme ¢aligmalarina devam
edebilme
-Temel yay hareketlerini farkli nota degerlerinde uygulayabilme

Sol Ele lligkin Temel Davramislar (Parmak Pozisyonlar):
~Parmaklar tellerin {izerindeyken saz1 tutma galismalarina devam
edebilme
-Bos tellerde oktavlardan yararlanarak akort yapabilme
-Bir tel {izerinde biitiin parmaklari kullanabilme
-Bir telden digerine kolayca gegebilme
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Koordinasyon:
-Enstriimanla beraber, denge saglamaya yonelik viicudun durusunu
gelistirme ¢aligmalarina devam etmek
-Sag elde yaysiz galabilme

Temel Miizikal Beceriler

Ritmik:
- Eserlerdeki temel &l¢ii ve ritim kaliplarini tantyabilme
-Birinci dereceye hazirlik olusturacak ritim kaliplarim tekrarlama ve
calabilme
-Baslangi¢ diizeyindeki nota degerlerini agik telde galabilme
-Pargalarda baglangig¢ diizeyindeki nota degerlerini taniyabilme

Isitme:
-Yiiksek ve algak seslerin niteliklerini anlama c¢alismalarina devam
edebilme
-Basit ezgi kaliplarini tekrar edebilme (sesle ya da enstriimanla)
-Bilinen pargalardaki nota gruplarini tantyabilme
-Portre tizerindeki melodik kaliplari okumayabilme ve ¢alabilme

Transpoze:
-Bir telde 6grenilen pozisyonlar: diger tellerde uygulama ¢aligsmalarina
devam edebilme
-1 2 3 4 parmaklar arasindaki yarim ses baglantilarina iligkin 6n
aragtirma yapabilme

Dogaglama:
-Olgti boyunca verilen bir ritim kalibma, bos telde aym sekilde

ritimsel cevap verebilme
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Birlikte Calma:
-Diiet caligmalar1 yapabilme
-Bilinen pargalara ritmik ya da melodik eslik yapabilme

Diger:
-Iyi akort yapabilme
-Dogru entonasyon saglayabilme
-Kisa pargalarn ezberden galabilme
-Pargalarin tempolarina gore ¢alabilme

-Parga igerisindeki miizikal terimleri uygulayabilme

Eserler:
- Eserler temel becerileri kapsayan enstriimantal eserler olmali
-Ogrenciye temel davraniglan kazandirmah
-Baslangi¢ davramslarim kolayca yapabilecek duruma gelebilmeli
-Temel davraniglar: kolayca yapabilecek duruma geldiklerinde birinci

diizey davraniglarimin 6geleri kullanilabilir

Gamlar:
-Agik telden baslayarak bir oktav gam ¢alabilme
-Basit yay varyasyonlarim uygulayabilme
-Gam iizerinde ritmik ¢aligmalar yapabilme

BiRINCi DERECE HEDEFLERI

Temel Enstriiman Becerileri

Yay Kullanims:
-Saglam fakat esnek yay tutusunu gelistirme ¢aligmalarina devam
edebilme
-Temel yay hareketlerini farkli nota degerlerinde uygulayabilme
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-Stakkato notalan ¢alabilme

Sol Ele iliskin Temel Davraniglar (Parmak Pozisyonlari):
-Yiksek pozisyonlarda parmaklar tellerin {izerindeyken sazi tutma
¢alismalarina devam edebilme
-Birinci ve Uglincli pozisyonlarda bir oktav icerisindeki sesleri
calabilme

-Farkli parmaklarla birinci ve iiglincii pozisyondaki seslere basabilme

Koordinasyon
-Enstriimanla beraber, denge saglamaya yonelik viicudun durusunu
gelistirme ¢aligmalarina devam etmek
-Sag elde yayla beraber pizzikato ¢alabilme

Temel Miizikal Beceriler

Ritmik:
-Bilinen eserlerdiki bilesik 6l¢ii ve zamanlar: taniyabilme
-Ikinci dereceye hazirlik olusturacak ritim kaliplarim tekrarlama ve
¢alabilme
-Nota degerlerini vuruglarla okuyabilme ve daha sonra ¢alabilme
-Yeni bilegik ritimleri algilayabilme

Isitme:
-Melodik kaliplari sesle ya da kemanla tekrar edebilme
~Portre {izerindeki melodileri okuyabilme ve ¢alabilme

~-Minér tonlara girig

Transpoze:
-Bir telde Ogrenilen pozisyonlar1 bir ses asafi yada yukar
pozisyonlarda ve oktavda uygulayabilme
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Dogaglama:
-Verilen bir ritim kalibina, vurug sabitken serbest olarak cevap
verebilme

-Parmaklar1 kullanama 1imitini artirabilme

Birlikte Calma:
- Diiet galigmalar1 yapabilme
-Bilinen ezgilere ritmik ya da melodik eglik yapabilme

Diger:
-Iyi akort yapabilme
-Dogru entonasyon saglayabilme
-Miizikal ctimlelerin karakterlerini ortaya ¢ikarabilme
-Kisa ezgileri kemanla ezbere ¢alabilme
-Verilen kelimelere ritim ya da ses ekleyebilme (Bestecilik)

Pargalar:
- Eserler birinci derecedeki becerileri kapsayan enstriimantal pargalar
olmal
-Ogrenciye birinci derecedeki davramslar1 kazandirmali
- Birinci derecedeki davraniglarini kolayca yapabilecek duruma
gelebilmeli
-Birinci derecedeki davraniglar: kolayca yapabilecek duruma

geldiklerinde ikinci derece davraniglarinin 68eleri kullanilabilir

Gamlar ve Arpejler:
-Agik telden baglayip liglincli pozisyona kadar giden gamlar ve
arpejleri ¢calabilme
-Gamlar ve arpejleri yay varyasyonlan ile ¢alabilme




IKINCIi DERECE HEDEFLERI
Temel Enstriiman Becerileri

Yay Kullanimi:
-Martele, staccato, tremolo ve birlesik ritimlerde yay1 dogru
kullanabilme
-Hizli pargalarda yay1 dogru kullanabilme
-Tek yayda iki ya da d6rt nota galabilme
-Uglii ve dortlii bagh notalar galabilme

Sol Ele lliskin Temel Davramslar (Parmak Pozisyonlari):
-Cesitli pozisyonlardaki seslere farkli parmaklarla basabilme
-Tel tizerindeki harmonik sesleri galabilme
-Arpej yliriiylislerinde sadece {igiincii ve dordiincii parmaklari
kullanabilme

Koordinasyon:

-Bos tele gelen sesleri alt pozisyondan alabilme
Temel Miizikal Beceriler

Ritmik:
-Karmagik ve noktali notalari ¢alabilme
-Noktal1 birlegik ritim kaliplarin1 okuyabilme
-Dinledigi eserlerde bu ritmik kaliplar algilayabilme

Isitme:
-Melodileri sesiyle ve enstriimanla tekrar edebilme
-Porte {izerindeki notalar1 okuyup ¢alabilme
-Dizilerin donanimim sdyleyebilme
-Farkl1 anahtarlarda nota okuyabilme
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Transpoze:
-Farkl1 anahtarlara ve seslere transpoze edebilme
-Parmak varyasyonlar: kullanabilme

Dogaglama:
-Iki ya da dért 5lgtiltiden olusan melodi kalibi verildiginde, ezgisel
olarak cevap verebilme

Birlikte Calma:
- Diiet galigmalar1 yapabilme
-Bilinen ezgilere ritmik ya da melodik eslik yapabilme

Diger:
-lyi akort yapabilme
-Dogru entonasyon saglayabilme
-Miizikal ctimlelerin karakterlerini ortaya ¢ikarabilme
-Ezgileri enstriimanla ezbere ¢alabilme
-Bestecilikte karmagik ritim ve ses kaliplari kullanabilme

Eserler:
- Eserler ikinci derecedeki becerileri kapsayan enstriimantal eserler
olmal1
-Oprenciye ikinci derecedeki davranislari kazandirmali
-Ikinci derecedeki davramslarim kolayca yapabilecek duruma

gelebilmeli

Gamlar ve Arpejler:
-Farkli parmaklarla baglayan bir oktav gam ve arpejleri galabilme
-Gam ve arpejleri yay varyasyonlar ile ¢alabilme
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Kent State University

Kent State {iiniversitesinin resmi internet sayfasinda bulunan “The Bass
Education Project” adi ile yayimlanan ve kontrbas dersleri uygulamalarina iligkin
hazirlanmis olan plan incelendiginde agamali bir yaklagimin izlendigi gériilmektedir.
Bu yaklagima gore kontrbas derslerinde Ogrenciye kazandirilmak istenen
davraniglarin dért ana béliim altinda ele alindig: gériilmektedir. Bu boliimlerin sirasi
ile su sekilde siralandi1g1 goriilmektedir ;

e Birinci Bélim - Girig

e ikinci Boliim - Temel Ilkeler
o Ugiincii Bsliim - Sag El

e Dérdiincti B6ltim - Sol El

Kent State Gniversitesinde hazirlanmis olan planin bir 6gretim programi
Ogelerini tagimaktan ¢ok, ilgili 68retim elemanlarina yol gdsterici nitelikte oldugu
goriilmektedir. Hedefler ve davramglarin birbirinden ayrilmadig: ve i¢ ice islendigi
goriilmektedir. Ogrencilerin enstrliman egitimi almaya baslamalarindan itibaren,
enstriimanlarini etkili bir sekilde kullanabilecekleri diizeye gelene kadar kazanmalar

gereken davramslar: igermektedir.
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Kent State Universitesi
“The Bass Education Project"

Birinci Bélim Ikinci Bélim Uglincii Bsliim Dérdiincii Balim
"Giris" "Temel likeler" "Sag EI" "Sol EI

\
1. Enstriman ve Yay Segimi 1. Durus 1. Teme! Hareketler f
Q Enstriman ve Yay OzellikIQ GY&Y Tutus ) 2. Detase ; mﬁg:]e;amomk[er Kullanma

3. Kolle 3. Yarim ve Biringi Pozisyonlar

4. Martels 4. At Pozisyonlarda Parmak Konumu
5. Spikkato 5. Eli Enstrimanin Boyun Kisminda Konumlandirmja
8. At ve Orta Ses Araliklarindaki Konumiar
7. Az Konum Degisikligi Igeren Gamlar
8. Vibrato

9. Yiksek Konumilar
10. Alt Konumiarda ller] Dtizeyde Parmak Tekrikigri

Birinci Bsliim: GIRIS

1. Enstriiman ve Yay Secimi
1.1.Enstriimanim Boyutlarim Belirleme

1.2.Alman veya Fransiz Yay Secimi

2. Enstriiman ve Yay Ozellikleri
2.1.Teller
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2.2.Tel Yiiksekligi
2.3.Koprii Ayan
2.4.Yay Kili
2.5.Regine

1. Enstriiman ve Yay Sec¢imi

1.1. Enstriimanin Boyutlarim Belirleme:

Genellikle % oranindaki kontrbaslar kullamlmaktadir. Ideal enstriiman
yiiksekliginde tist esik alin hizasinda olmalidir. Dikkat edilmesi gereken hususlar
sunlardir;

e Ogrencilerin viicut yapilarindaki degisiklik
¢ Enstriimanin omuz yiiksekligini ne kadar agt11
e Dogru yiikseklik i¢in pikin nasil ayarlanmasi gerektigi

1.2. Alman veya Fransiz Yay Secimi

Alman ve Fransiz yay tutus sekilleri teknik olarak birbirlerinden oldukga
farklidir. Ogrencilerin her ikisini birden &grenmeleri oldukca zor olacagmdan bu
secim ilgili 6gretim elemanina birakilmaktadir.

2. Enstriiman ve Yay Ozellikleri:
2.1. Teller

Ogrencilerin kaliteli ses firetebilmeleri icin tel Szellikleri dnem tasimaktadur.
Kaliteli tel kullanimi &@rencilerin iyi ses iiretebilmeleri i¢in gereklidir. Kontrbas

téllerinin farkli ¢aplarda ve gerginlikte olmasindan &tiirii yeni baglayan 6grenciler

i¢in ¢ap1 ve gerginligi az olan teller ideal tellerdir.
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2.2. Tel Yiiksekligi

Ses iiretmede ve calmada bir difer Gnemli nokta da tellerin tuseye olan
yiiksekligidir. Yeni baglayan 6grencilerin notalara daha rahat basabilmeleri ve temiz
ses liretebilmeleri i¢in tellerin ¢ok yliksek olmamasi gerekmektedir.

2.3. Koprii Ayan

Hava degisimi enstriimanlarin tahtalarini mutlaka etkilemektedir. Bu degisiklik
genlesme yada biiziilme gibi etkilerle kopriide kendini gOsterebilir. Kopriideki
degisiklikler dogrudan tellerin yiiksekligini etkileyecegi i¢in kopriiniin ayan sik sik
kontrol edilmeli, gerektiginde degistirilmelidir.

2.4. Yay Kih

Yay tlzerinde yeterli miktarda kil olmalidir. Killar hassas bir yapiya sahip
olduklarindan dolayr zamanla koparak azalabilir. Bundan dolay: her alti ayda bir
killarin degismesi gerekmektedir. Yeni baslayan 6grenciler igin teli tutma giicii daha
¢ok olan siyah killarin kullamlmasi uygun olacakftur.

2.6. Regine

Killarin telleri harekete gegirebilmesi i¢in {izerine regine siiriilmiis olmasi
gerekmektedir. Yeni baglayan 6grenciler igin yumusak regineler daha uygundur.
Yumusak regine killarin teller lizerinde daha rahat hareket etmesini saglayarak
ogrencilere kolaylik saglamaktadir.
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ikinci Béliim: TEMEL ILKELER

1. Durus
1.1. Oturarak veya Ayakta Calma Pozisyonu
1.1.1.Ayakta Calma Pozisyonu
1.1.2.0turarak Calma Pozisyonu

2. Yay Tutus
2.1. Fransiz Stili Yay Tutusu
2.2. Alman Stili Yay Tutusu
2.3. Kontrbas1 Akortlama

1. Durus

1.1. Oturarak veya Ayakta

Kontrbas icrasinda iki temel pozisyon bulunmaktadir. Bunlardan biri oturarak,
digeri ise ayakta galma pozisyonlaridir. Orkestralarda oturarak c¢alinmasina karsin
solo icralarda ayakta ¢alinmaktadir. Ogrencinin dncelikle ayakta ¢almaya baglamasi,
enstriimanin  dengesini saglayabilmesi igin gerekli goriilmektedir. Daha sonra
oturarak ¢alma pozisyonuna rahatlikla gegebilmektedir.

1.1.1.Ayakta Calma Pozisyonu

Enstriimanin {ist esidi alin yada kag hizasinda bulunmalidir,

Izlenecek Yol:

e Enstriiman boyun kisminin ortasindan sol el ile tutulmalidir. Ayaklar
viicudun agirhifini egit sekilde tagiyabilecek sekilde durmahdir. Enstriiman
iist egikten itibaren kol ile paralel olmalidur.

e Enstriiman hareket etmeyecek sekilde viicuda yaslanmalidir. Enstriimanin sag
kenari sol kalcanin 6n tarafina yaslaniimalidir.
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e Dinlenme aninda, kollar kullamlmadan enstriimanin  dengesi
saglanabilmelidir.
e Sol bacak enstriimanin agirlifim tagimamali, sadece dengesini saglamalidur.

1.1.2. Oturarak Calma Pozisyonu

Enstriimanin {ist esigi alin yada kas hizasinda bulunmaldir. Ayakta ¢alma

pozisyonuna benzer bir gekilde enstriimanin dengesi saglanmahdir.

Izlenecek Yol:
e Taburenin ayak koyma yeri bulunmalidir.
e Ayaklar agik bir sekilde tabureye oturtulmali, sol ayak ayaklik yerine
koydurulmaldir.
¢ Enstriiman sol el ile tutturulmali ve kol agag1 sarkitilmalidir.
e Enstriiman viicuda dogru yaslanmalidir.
e Sol bacak ile enstriimanin agirlig1 tasinmali ve dengesi saglanmalidir.

2. Yay Tutus

2.1. Fransiz Stili Yay Tutus

Fransiz stili yay tutusu diger yayli sazlar ailesinin yay tutuglari ile ¢ok benzer
goriinmektedir. Ozellikle gello yay tutusu ile hemen hemen aynidir.

[zlenecek Yol:
e Yay tutusu anlatilirken aym zamanda sol el ile tutulmalidir.
e Bagparmak topuk ve sopa kismimn birlestigi yere koyulmahdar.
e Orta parmak sopanin {izerinden bagparmaga paralel bir sekilde koyulmalidur.
e Yiiziikk ve serge parmaklar sopanin {izerinden gegerek topuk iizerinde
durmalidar.
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e Parmaklardaki biitlin bogum yerleri biikiik olmalidir.

Yay Tutusu Ile Ilgili Genel Kavramlar
¢ Kol agirlips tellerin tizerine baski olarak aktarilmalidur.
o El serbest hareket etmeli, kasilmamalidir.

2.2. Alman Stili Yay Tutus

Alman stili yay tutusu difer yayli sazlardan tamamen farklidir. Topuk kismi
daha genis ve sopa kismu ile killar arasindaki mesafe fazladir. Elin i¢ kismi ile
tutulmaktadir.

Izlenecek Yol:
e Yay tutusu anlatilirken aym1 zamanda sol el ile tutturulmalidar.
¢ Yay avug i¢ine bagparmaga paralel bir sekilde koyulmalidr..
e Vida kismi bagparmagin arkasindan uzamalidir.
¢ Parmaklardaki biitiin bogum yerleri biikiik olmalidur.
¢ Serce parmak topugun alt kismina yerlestirilmelidir.
e Orta ve igaret parmaklar sopa kisminin yan tarafina koyulmalidir.

e Bagparmak sopanin iist kismina yerlegtirilmelidir.

Yay Tutusu Ile ilgili Genel Kavramlar
e Kolun agirhifi yaya bagparmak tizerinden verilmelidir.

e Parmaklar, dirsek, bilek ve kol esnek ve serbest olmalidir.
2.3. Kontrbasi Akortlama

Akort Yapabilme Kogullar
e Dogru akort yerini tam olarak algilayabilmeli.
e Teller arasindaki uyumu algilayabilmeli.
e Harmonikleri ¢alabilmeli.
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Ugiincii Boliim: SAG EL

Ik Hareketler
Detage

Kolle

Martele
Spikkato

.

U O o

1. ilk Hareketler

On Kosullar

e Avug igi sol tarafa dogru bakmalidir.

o Hareket yayn ortasinda, 6nce tist kolla, daha sonra dirsek ile ve en son bilek
ile yaptiriimalidir.

¢ Bilekteki dalgalanma hareketi uygulatilmalidir.

o Hareketler 6ncelikle enstriiman olmadan yaptirilmalidir.

o Ogrenciler dogru yay tutusunu saglayabilmek igin, yaymn sopa kismumi sol
elleri ile tutarak destek alabilirler.

¢ (0z 6niinde bulundurulmasi gereken ana konu bilegin esnekligi olmalidir.

2. Detage

I1k Sesler I¢in Harmoniklerin Kullanilmasi:
¢ Ik detage hareketler harmonikier tizerinde uygulanmalidir.
e Yaymn serbest olmasina ve kopriiye paralel hareket etmesine dikkat
edilmelidir.
o Ogrencileri tam yay kullanmaya y6nlendirmek gerekmektedir.
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Agik Teller ve Kesik Notalar:

Ogrenciler kesik notalarda yada bos tellerde yay: kullanirken kesin bir baglangsg
yapmalidirlar. Eger yay: iyi kavrayamazlarsa kotii bir ses g¢ikabilir. Ses ¢ikarma
aligtirmalarindan Snce yay: kavrama hareketinin tam olarak yapilmasi gerekmektedir.

2. Kolle

e Baslangic davramglarini igeren yay teknigidir. Yay ve tel arasindaki
baglantiy1 saglar.

o Oncelikle &rneklenerek gosterilmeli daha sonra teknige iliskin bilgiler
anlatilmalidir.

e Sik sik aligtirmalar yapilmali, 6ncelikle hareketler yavas yapilmalidir.

e Martele ve spikkatoya hazirlik davranislarini igerir.

e Bagparmagin 6nemi {izerinde durulmalidir.
3. Martele

e Harekete baglamadan dnce yay iizerinde baski olugturmak gerekmektedir.

e Harekete bagladiktan sonra yay {lizerindeki baskinin  birakilmasi
gerekmektedir.

e Yay tel izerinde hareket ederken kolun esnekligi korunmalidir.

e Baskiyi sadece bagparmak ile yapmak el ve bilegi sertlestireceginden, kolu
bir biittin olarak kullanmak gerekmektedir.

e Kaliteli tonda bir ses dUretebilmek igin Martele caligmalar1 sik sk
yapiimaldir.

4. Spikkato

e Kolle tekniginin §grenilmis olmas1 gerekmektedir.

Sirasi ile su davraniglar yapiimalidar:
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Yayin killar: tel izerinde olmalidar.

Atak yaparak baglanmali ve yayin killarin az bir kismu1 kullamilmalidir.

Yay kaldiriimali ve tellerle temasi kesilmelidir.

Killar tele degerken bask1 uygulanmalidir.

Son yapilan atagin ters yoniinde atak yapilmalidur.

Yay kaldirilmali ve tellerle temasi kesilmelidir.

Hareket yavas yavas hizlandirilmali, ancak sesler net olmadan hiza
artirilmamalidir.

Alistirmalar metronom ile yapilmalidir.

Uglincii Béliim: SOL EL

1. On Kabuller
1.1. Parmak Sistemi
1.2. Parmak Mantif1
1.3. Pratik Parmak Numaralama
1.4. Ekonomik Hareket

1.5. Parmak Kaliplarin1 Tanima

. 1Ik Sesler i¢in Harmoniklerin Kullamlmasi

. Yarmm ve Birinci Konumlar

Ust Konumlarda Parmak Numarasi Mantig:
Eli Boyun Uzerinde Konumlandirma

Ust ve Orta Ses Arahklarinda Konum Gegisleri
6.1. Biiyiik Atlamalar

6.2. Orta Ses Arahgmmdaki Konum Gegisleri
6.3. Acik Telleri Kullanma

6.4. Harmoniklere Gegis

SR w N

6.5. Duran Notalarda Gegis
7. Kiigiik Gegisleri iceren Gamlar
7.1. Cikici Gegisler




37

7.2. Inici Gegisler
7.3.Yarim ve Birinci Konumlarda Kacimmilmasi Gereken Parmak
Gegisleri

7.4. Parmaklar: Basma
8. Vibrato

8.1. Vibrato I¢in Asamalar
9. Yiiksek Konumlar

9.1. Bagparmak Pozisyonu

9.2. Bagparmak ile Harmonikler Arasindaki Konum Gegisleri
10. Yiiksek Konumlarda Ileri Diizey Parmak Teknikleri

10.1. Blok Parmak

10.2. Pivot Parmak

10.3. flave Parmak

10.4. Algak Konumlarda Bagparmagin Kullanimi

1. On Kabuller

Ogrencinin hangi parmaklarii kullanacagim gosterebilmek igin bazi rakam ve
isaretlerden yararlanilmaktadir. Bu rakam ve isaretler gsunlardir;

1.(Bir) : Isaret Parmag
2.(iki) : Orta Parmak
3.(Ug) : Yiiziik Parmag
4.(Dort): Serce Parmak
+ (Art1) : Bagparmak

1.1. Parmak Sistemi

Kontrbasin parmak sistemi, tusesinin biiyiikliigii ve sesler arasindaki araliklarin
fazla olmasi nedeni ile difer yayli sazlardan farklidir. Kontrbasa iligkin en eski
parmak sitemini Franz Simandle’in yazmig oldufu metotta bulunmaktadir. Bu
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sistemin ortaya koydugu prensipler rahat bir icrayr sagladifi igin giintimiizde
gecerliligini hala korumaktadir.

Parmak numaralarina iligkin izlenmesi gereken yol, degisik parmak

konfigiirasyonlarin1 63rencilere gostererek en rahat olanimi segmelerini istemektir.
1.2.Parmak Mantif1

Parmaklarin Tuse Uzerine Yerlestirilmesi

o Kontrbas, yayli sazlardan farkli olarak dortlti araliklarla akortlandigi igin
parmak numaralama mantig1 yayl sazlardan gok farklidur.

o Opgrencilerin pratik parmak numaralan kullanabilmeleri igin temel kurallar
anlatilmalidir.

o Opgrencilere parmak numaralarinin mantigim kavratmak icin, gam ve teknik
gelisime iliskin gallémalarda etlitler farklh parmak numaralan ile
¢aldirilmalidir.

o Ogrenciler hangi parmak numaralarii kullanacaklarina kendileri karar

vermelidirler.
1.3.Pratik Parmak Numaralama

Oncelikle kolay pasajlar {izerinde cahigilmahidir. Konum gegisleri ve tel
degistirilmesi gereken yerler dikkate alinmahdir. Konum gegislerinde ¢ikici ve inici
ezgisel yiriiyliglere dikkat edilmelidir. Ses kalitesinde herhangi bir degisiklik

olmamalidar.
1.4.Ekonomik Hareket

o Kontrbasin genis hacimi nedeni ile davramiglarm miimkiin oldugunca az
enerji ile gergeklestirilmesi 6nem tagimaktadir.
¢ Pasajlar ¢alinirken miimkiin oldugunca yakin konum gegisleri kullaniimalidir,
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e Parmaklar tele olabildigince yakin durmalidir,
o Opgrenciler 6zellikle hizli pasajlarda parmak numaralarina bagh kalmahdirlar.

1.5.Parmak Kaliplarini Tanima

Opgrenciler galacaklan pasajlarin parmak pozisyonlarmi belirlemelidirler.

Kullandiklar parmak numaralarimi benzer pasajlarda da uygulamalidirlar.
2. IIk Sesler I¢in Harmoniklerin Kullaniimasi

Ilk Sesle I¢in Harmonikleri Kullanmanin Avantajlari:
o Tellere basmay: gerektirmediginden sol el rahat kullanilabilir.
e Yay lizerinde fazla basing uygulamadan ses iiretimi saglanabilir.

e Harmonikler lizerinde tam yay kullanmak zor degildir.
3. Yarim ve Birinci Pozisyonlar

Yarim ve birinci konumdaki etiitler sol ve re telleri iizerinde yapilmalidir. Bu
teller tizerindeki ¢aligmalarda hem sol elin tellere basmasi, hem de yay hareketlerinin
uygulanmasi daha kolay olmaktadir.

4. Ust Konumlarda Parmak Numarasi Mantii

¢ Ele iligkin biitlin davraniglarin uygulamyor olmasi gerekmektedir.
e Ugiincii parmak {ist konumlarda kullamlmamaktadur.

5. Eli Boyun Uzerinde Konumlandirma

e Elde herhangi bir kasilma olmamalidir.
e El “C” harfi seklinde durmalidir.




40

e El“C” pozisyonunda, biitiin bogumlarindan bitkiilmis sekilde boyun kismma
koyulmalidir.

e Parmak uglan tel tizerine koyulmalidur.

e Bagparmak biikiik olarak konmalidir.

6. Ustve Orta Ses Araliklarinda Konum Gegisleri

Konum degistirmeden, tek konumda ¢alinabilen notalar gruplandirilmahdir. Ilk

konum gegisleri inici yénde olmalidir.
6.1.Biiyiik Atlamalar

6.2.0rta Ses Arah@indaki Konum Gegcisleri

On Kosul: Ogrenci tel gegislerini rahat yapabilmelidir.

o Oprenciler {iglincii parmaklarmi kullanabilmelidir.

e Oncelikle hareketlerin sol ve re tellerinde uygulanmasi hareketlerin daha
rahat yapilmasim saglamaktadir.

o Oncelikle konum gegisleri olmayan parcalar galdirilmalidir.
e Alt pozisyonlardan orta ses aralifina gegisler yaptirilmalidir.

6.3.Acik Telleri Kullanma

En kolay konum gegisleri agik tellerle saglanmaktadir. Ag¢ik telden herhangi bir
sese atlanarak konum gegisi gerceklestirilir.

6.4.Harmoniklere Gegcis

Cikici olarak ilk bliyiik konum gegisi harmoniklere yapiimalidir, Oncelikle agik
telden, daha sonra duran bir notadan harmoniklere atlama yapilmahdir.
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6.5.Duran Notalarda Gegis

Oncelikle oktavlar {izerinde ¢aligmalar yapilmalidir. Biiytik aralikli atlamalar ve
konum gegisleri igin oktav ¢aligmalari kullanilmalidir,

7. Kiiciik Gegisleri iceren Gamlar
7.1.Cikic1 Gegisler

Dérdiincii parmak {izerinde (4-4) ve birinci parmak {izerinde (1-1) yapilan
gecisler en rahat olarak kullamlan gegislerdir. Hizli ve kesin gegis yapmay:
saglamaktadir.

7.2.Inici Gegisler

Dérdiincii parmak tizerinde (4-4) ve birinci parmak {izerinde (1-1) yapilan

gegisler en rahat olarak kullanilan gegislerdir.

7.3.Yarim ve Birinci Konumlarda Kacinilmasi Gereken Parmak Gegisleri

Ozellikle la diyez ve re diyez gibi seslerin aym tel yerine diger telden galmmas:
gerekmektedir. Aym tel izerindeki konumlar birbirlerine ¢ok yakindir.

7.4.Parmaklari Basma

Yiiksek konumlara ¢ikarak konum gecisi gerektiren ve atlamali tel gegisleri olan
¢aligmalara yer verilmelidir.

8. Vibrato

Kontrbasta yapilan vibrato diger yayli sazlara gére daha genis ve daha yavas
olmalidir.
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8.1.Vibrato i¢in Asamalar

¢ Sol el ile kontrbas: sallama

o Sag omuz ile kontrbasi destekleme

o Tekrar sallama

o Tellere basma

e Tugenin alt ve Gist kisminda tellere basma

¢ Bilegi tellerin lizerine koyarak sallama

¢ Avug icini tellere koyarak sallama

o Tellerin lizerine bez pargasi koyup, basparmafmn yardimi olmadan orta
parmak ile tutma ve sallama

¢ Dinlenmek i¢in kollari ¢irpma

o Sazin govde kisminda metronom kullanarak vibratoyu deneme

e Parmagi telde sabitleyerek teli sallama ve aym salinimu tel sabitken

$grencinin yapmasini isteme

Dikkat Edilmesi Gereken Hususlar:
o Ogrencilerin  sirtlarindaki  kaslarin  hareket  ettigini  hissetmeleri
gerekmektedir.
e Vibrato hareketinin 6gretim elemam tarafindan  gdsterilmesi
gerekmektedir.
e Vibrato ¢alismalarimin her ders yapilmas: gerekmektedir.

9. Yiiksek Konumlar

¢ Harmoniklerin yada notalarin basilmasinda bagparmak kullanilmaya
baglanmalidir.

o Serge parmak ¢ok fazla kullanilmamalidur.

e Uctincti parmak kullamilmaya baslanmalidir.
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9.1.Bagparmak Pozisyonu

Bagparmagin oncelikle ¢ok baski gerektirmeyen harmonik notalar {izerinde
kullanilmas: gerekmektedir. Konum gegisi olmayan etiit ve gamlar {izerinde galigarak
baslamak gerekmektedir.

9.2.Basparmak fle Harmonikler Arasmdaki Konum Gegisleri

On Kosul: Bagparmak pozisyonunun &grenilmis olmalidir.

[k konum gegisleri harmonikler arasinda yapilmalidir.

Telden tele gegislerde harmonikler arasi gegisler ve daha sonra yiiksek
konumlardaki konum gegisleri yaptimaldir.

10. Yiiksek Konumlarda ileri Diizey Parmak Teknikleri

10.1. Blok Parmak

10.2.

10.3.

Ogrenciler parmaklartmn bogum yerlerini kullanarak birden fazla tele aym
anda basarak tam dortlii tim elde edebilmelidirler.

Tel degisikligi gerektiren hizhi pasajlarda, iki tele aymi anda basarak konum
degistirmeden calabilme kolayhigi saglamaktadr.

Pivot Parmak

Ogrenciler bagparmaklarim bir ses iizerine sabitleyerek diger parmaklarini
kullanabilmelidirler.

Pivot parmagin kullanim alam 6grencinin ve sazin boyutlarina baglhdir.

ilave Parmak

Cello ile aym &6zelliktedir.



o Orta ses aralifinda ve bagparmak pozisyonunda daha kullaniglidir. Algak
pozisyonlarda ses araliklari fazla oldugu i¢in tercih edilmemektedir.

10.4. Alcak Konumlarda Bagparmagin Kullanim

e On Kosul: Ogrenciler biitlin bagparmak davramglarina ve alt konuma iliskin
davramsglan gerceklestiriyor olmalidirlar.

e Bagparmak gerektiginde alt pozisyonlarda da tele basabilmelidir.

e Alt pozisyonlarda bagparmag kullanirken parmaklar arasindaki araliga dikkat
edilmelidir.

o Hizli pasajlarda yada zor yay tekniklerini ¢alabilmede bu teknik
kullanilabilir.
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Indiana University

Indiana {iniversitesinin resmi internet sayfasindan alman ve “Indiana University
String Academy Program” adi altinda verilen yayli sazlar programi hedefler
diizeyinde incelendiginde, yayli sazlar egitiminin iki konu baghg altinda ele alindig1
gOriilmektedir. Birinci konu “Baslamaya Hazirlik Davramslars”, ikinci konu ise

“flerleme Davranislarin”dan olusmaktadir.

Indiana Universitesi Yayli Sazlar Akademik Programi

HAZIRLIK DAVRANISLARI ILERLEME DAVRANISLARI

G;s_i;-)@ ( Birinci D‘ejr—e@
@edensel Kurul@ ( Ikinci D.e_r—_e_;;)
@nstrﬁmani Tut@ C Uglinct Dere@

@@ @drduncﬁ Dere@

@Dengesi | ( Besinci Derece )
(Ogrenme Kusull@
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HAZIRLIK DAVRANISLARI

Hazirlik davramglarimn alti maddede ele alindifi go6riilmektedir. Bunlar

sirasiyla:

e Prensipler

¢ Bedensel Kurulug
¢ Enstriiman1 Tutus
e Yay: Tutug

¢ Sol El Dengesi

e Ogrenme Kosullart

olarak adlandirilmaktadir.

Prensipler:

Zaman

Keman derslerinin haftada iki saat bireysel ve bir saat grup ¢alismalar seklinde
yapildign gorlilmektedir. Oprencilerin giinlilk calismalar1 istenmekte ve bu

caligmalarin diizenli ve etkin yliriiyebilmesi igin velilerin katilim1 istenmektedir.

Boyut ve Uygunluk

Ogrencini fiziki yapisma uygun boyutlarda enstriiman ve yay secilmesi
gerekmektedir. Uygun enstriiman segiminde dikkat edilmesi gereken noktalar soyle
agtklanmaktadir; Parmaklarini harmonikler {izerinde bir oktav agabilmeli, birinci ve
liclincli parmaklar1 gerekli noktalara aym anda koyabilmeli, yastik omuz ve ¢ene

arasina tam oturmahdir. Ogrenciye uygun ¢eneligi 6gretim eleman1 segmelidir.
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Kemanin Bliimleri

Kemanin “k6prii, 6n tabla, arka tabla, tuge” gibi bSltimlerini 6grenebilme.

I

Kemanin Bakimi

Kemanin ve tellerin {izerinden reginenin temizlenmesi, yay1 her zaman gevsek
birakma, tellerin en ge¢ bir yil icerisinde degigsmesini takip etme, kdpriiniin dik
oldugunu kontrol etme, kemani hava degisiminden ve disardan gelebilecek zararlara .

kars1 koruma.

Bedensel Kurulus:

Durug

Dizlerde yumugaklik ve esneklik saglama, bel kemiginden basa kadar dik durma,
ayak bileklerini kal¢a hizasinda agma, sallanmadan sabit durma.

Dinlenme Pozisyonu

Ogrencilerin kemam ¢almadiklari bsliimlerde, yapmalari gereken davramglar
kapsamaktadir. Bunlar arasinda kolu dinlendirme, hareket degisimleri i¢in n hazirlik
ve enstriimanla beraber rahat bir durus alabilme galigmalari bulunmaktadir.
Enstriimani Tutus:
Dogal Durus

Parmaklar1 tugenin yliksek noktasinin tam ters istikametine koyma, tusenin

boyun kisminin yiiksek noktasina bagparmagi yerlestirme, gézlerle tugeye degil ileri
dogru bakma.



48

Calma Pozisyonu

Kemani kopriiciik kemigi tizerinde rahat bir noktaya koyma, ceneyi genelik
fizerine yerlestirme, bagi rahat hareket ettirme, sol eli parmaklar1 kullanmadan tugeye
koyma.
Dengelemede Onemli Noktalar

Dengeli bir enstriiman tutusuna iliskin caligmalari kapsamaktadir.. Once
enstriman olmadan yapilan ¢aligmalar daha sonra enstriimanla beraber
yapilmaktadir.
Sol El Pizzikatosu

Kemanla calinacak ilk pargalari sol el pizzikatosu ile g¢alma, pizzikato
yapabilmek igin sol el serge parmagini kullanma, sol bilegi farkli tellerin agilarina
gore hareket ettirebilme.
Yay1 Tutus:

Hazirlik Asamast

Ogrencilerin yayin ortasini bulabilmeleri, yayin ortasina bant yapistiriimasi, yay
uzun ise 8nkolun kullanilmasim saglama.

Serge Parmak Yeri
Topugun iist kismina serge parmagin konmast i¢in igbiikey bant yapistirma.
Yayin Bliimleri

Topuk, orta, ug, tist yari, alt yar1, yay kili, vida
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Yayla Ilgili Dikkat Edilecek Noktalar

e Yay1 germe ve gevsetmede dogru gerginligi saglama
e Yay1 birakmadan 6nce her zaman gevsetme
e Yayin giin igerisindeki ilk kullaniminda yaya regine stirme

Yay Tutusu

Temel Opretiler

e Orta ve bag parmagi yuvarlak sekilde tutma

¢ Yayn viicuda bakan kisminin el ile kavranmasi

¢ Birinci, ikinci, tigiincii ve dérdiincii parmaklarin yaya konmast

¢ Serce parmagin serbest kalmasi, bagparmagin topugun alt kisminda orta
parmagin kargisina yerlestirilme;si

¢ Yayi sol omuzun iizerinde yerlestirip, parmaklar: kullanmak
Yay1 Kaldirarak [lk Ritimlerin Calinmasi

Yay1 tele koymadan, basit ritimlerin gerektirdigi davranislan yay ile yapabilme.
Sol El Dengesi :
Sol Elin Sekillenmesi

Sol eli tusenin iizerine koyma, sol teli ilizerinde gesitli ritim varyasyonlar:
kullanarak seslere basma, her parmagi serbest bir sekilde kullanabilme.

Sol Elin Seklinde Olusabilecek Problemlerin Onlenmesi
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Elin tuse iizerinde dogru yerde durdugundan emin olma, &zellikle dérdiincii
parmak basilirken olusabilecek entonasyon sorunlarini gidermek igin siirekli kontrol
edip diizeltme ¢aligmalar1 yapma, her parmagin tellere yeterli basingla basmasi ve
temiz ses iiretme, yayr diiz bir dogrultuda kullanabilme, her tel i¢in yay agisim
ayarlayabilme.

Birinci, Ikinci ve Uglincii Parmaklarin Yerleri

Baglangi¢ asamasinda Ogrencilerin sol elin konumunu kavrayarak, dogru

dengeyi hissedebilmeleri nem tagimaktadar.
Bir Major Gam
Bir oktavlik La maj6r gam basit ritim kaliplari ile ¢alabilme.
Ogrenme Kosullar
Yay Hareketleri ve Béliinmeleri
Parcalar icerisindeki yay hareketlerinin ve yay b6liinmelerinin farkinda olma.
Parmaklarin Kullanimi

Parmaklarin yerlerinin ve hangi seslere hangi parmaklar ile basabileceginin
farkinda olma.

Miizik ve Form Bilgisi
Hiz terimleri, giirlikk terimleri, dinamikler gibi miizikal ifadelerin farkinda olma.

Zorluklar1 Asabilme, Egzersiz
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Teknik zorluklar: egzersiz yaparak asma. Ilk dersten itibaren sikilmadan stirekli
ve diizenli ¢aligmalar yapabilme.

ILERLEME DAVRANISLARI
Ilerleme davraniglarinin bes basamakta ele alindi goriilmektedir.

BIRINCI DERECE:
YAY TEKNIKLERIT
Giris:
Temel Hareketler
Hareketlere Hazirlik:
Bagparmak
Tam yay Egzersizleri
Kiictik 6lgekli parga
Martele Hareketi:
Martele teknigi i¢in etiit
Detase Hareketi
Detage teknigi i¢in etlit
Legato Hareketi:
Legato teknigi i¢in etiit
GAMLAR
Martele
Bagli Yaylarla
Ayr Yaylarla
Farkli Ritim Kaliplariyla
Arpejler
Dinleme ve Farkinda Olma

KONUMLAR
Giris

Prensipler



Konumlarda Aligtirmalar

Bilinmesi Gerekenler

Tek Parmakla Gegisli Gam Caligmalart
PARMAK CALISMALARI

IKiNCi DERECE:

YAY ETUTLERI
GAMLAR

Martele
Bagli Yaylarla
Ayn Yaylarla
Farkli Ritim Kaliplariyla
Arpejler
Dinleme ve Farkinda Olma
KONUMLAR
Konum Ornekleri
Tahmin etmek
Acele Etmemek
Farkli Parmak Numaralar1 Kullanarak Tek Tel Uzerinde Gam Caligmalan
PARMAK ALISTIRMALARI

UCUNCU DERECE:
YAY ETUTLERI
Martele
Detage
GAMLAR

Ugliiler
Kromatikler
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KONUMLAR

Gegisli Konumlarda Desifre
PARMAK CALISMALARI
REPERTUAR
VIBRATO

DORDUNCU DERECE:
YAY ETUTLERI
Martele
Spikkato
Yukar1 ve Asaf1 Yaylarda Spikkato
GAMLAR
KONUMLAR
PARMAK CALISMALARI
REPERTUAR
VIBRATO

BESINCi DERECE
ETUTLER
Yay Gegisleri
Martele

Yaymn Ucundaki Hareketlere iliskin Etitler

Detage

Entonasyon

Sote

Parmak Hizlandirma

Yay Béltinmeleri

Harmonikler

Tam Yay Martele ve Detage Etiitleri
Konumlar

Sol El Kullanim1

Sol El Pizzikato
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Tril Etiitleri
GAMLAR
KONUMLAR
PARMAK CALISMALARI
REPERTUAR
VIBRATO
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The University of VERMONT
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Vermont Universitesinin resmi internet sayfasindan alinan “String Pedagogy

Notebook™ adli ¢alisma incelendiginde, yayl sazlar egitiminin {i¢ ana diizeyde ele

alindi® goriilmektedir. Bu diizeyler sirast ile “Baglangig”, “Orta Diizey” ve “ileri
Diizey” olarak belirtilmekte ve her diizeye iligkin hedeflerin sag el ve sol el olmak
lizere ayr1 ayr ele alinarak incelendigi goriilmektedir.

YAYLI SAZLAR IGIN PEDAGOJIK NOTLAR

Sol El

Yay Tutus l
l Yay Hareketi]

@ag El Igin Orta DGzeydeki HedeﬂeD

(Sag El Igin lleri Dlizeydeki Hedeﬂ%

Sag El

l Pozisyon l

Gnstrﬂm

ani Tutu9

(Eli Konumlandirma)

CSol El Igin Orta Diizey Hedefler

CSoI El I¢in Heri

Dt’zey.Hedeﬂ%
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SOL EL

Yay Tutus

Onkosullar:

Parmaklar birbirinden bagimsiz hareket edebilmeli ve esnek olmalidar.
Parmak bogumlarinin egilimi dogru yénde olmalidar.
Yay tizerindeki her parmagin gérevi anlatilmalidir.

Elin yuvarlakligmin ve serge parmagin 6nemi lizerinde durulmalidir.

Yay Tutug Sekline iliskin Adimlar:

Birinci Adim: Elin serbestligini saglama.

Ikinci Adim: Elde yuvarlakligi saglama.

Ugiincii Adim: Basparmag1 ¢evirme ve biikme.

Dérdiincti Adim: Gosterilenleri serce parmakla beraber yapma. Yay tutus sekline
iligkin caligmalar, yaydan dnce kalemle yaptirilabilir.

Yay Tutusuna iliskin Adymlar:

Birinci Adim: Yay1 uga yakin bir yerden sol el ile tutturma..
Ikinci Adim: Bagparmag biikiilerek yayin alt kismina koyma.
Ugtincti Adim: Orta ve yiiziik parmaklar1 yayin tist kismina koyma.
Dérdiincti Adim: Yay ters tutularak, bagparmak killara degene kadar diger
parmaklar ile yay1 egme.
Besinci Adim: Yayin dogru sekilde tutma.
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Yay Hareketi

Yay Hareketini Yaysiz Yapma:

Yay hareketine iligkin 6nkol ve bilek davraniglari, yay kullanilmadan yapilmalidir.
Yaya iligkin Bir Sabit ve U¢ Degisken Hareket:

Yaya lligkin Sabit Hareket: Yayin enstriimana agismin 90 derece olmal1 yada
kopriiye paralel hareket etmelidir.

Yaya Iliskin Ug Degisken Hareket:

*Yaymn hizi

*Yay lizerindeki baski

*Yayin kopriiye olan uzaklig
IIk Hareket:
Yay denge noktasindan tutularak, ist yarisinda ¢ekme ve itme ¢alismalan
yapilmahdir. Bu ¢aligmalar sirasinda 6ncelikle yay tutuguna, daha sonra dirsek ve
bilek hareketlerine dikkat edilmelidir.

i1k Sesi Uretme:

Basit ritim kaliplar1 kullanarak yayin topuk kisminda ses iiretilmelidir.
Dogru ses iiretilebilmek i¢in eslikli galigmalar yapilmalidir.

Taklit Yontemi:

Ogrenci yahhs bir yay tutusunun taklit etmeli ve zorluklarinin farkina varmalidir.
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Orneklemek, Yapmak ve Anlatmak:

Ogrencilerden, davramisi sadece aciklama yaparak yapmasm istemekten
kaginilmalidir.

Uygulamal:i tekrarlardan yararlanilmalidir.

Yay Hareketinin iki Ozelligi:

Ardigik Davraniglar ve Dengeleme

Yay Hareketinin Teknigi:

Yay hareketine iligkin teknikler yayin iist yarisinda Ogretilmelidir. Sirasiyla ii¢
noktaya dikkat edilmelidir. Bu siralama su sekilde g&sterilmektedir:

Birinci olarak “Dirsek Hareketleri”

Ikinci olarak “Bilek Hareketleri”

Ugiincii olarak “Parmak Hareketleri”

Sag Elde Esnekligin Saglanmasi:

Yay tutusu korunmali, bilek ve parmaklarin serbest hareket etmeleri saglanmalidir.
Yay Yoniiniin Degismesi:

Fiziksel yardimla bilek ve kolda esneklik saglanmali ve yay rahat kullanilabilmelidir.
Tel Degistirme:

Kontrol: Yay teknigine iligkin davramglarin kazamilip kazanmilmadigi kontrol

edilmelidir.
Agili ve Dairesel Hareketler
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Farkli Agilarda Yay Cekmeye Hazirlik: Yay indirilip kaldinlarak agagi-yukar
hareketi saglanmali, bilegin saga ve sola hareketi saglanmahidur..

Ses Uretme: Dairesel hareketle ses tiretme galismalari oncelikle saat yoniinde
yapilmalidir.
Dort Pozisyon: Bos tellerde genis dairesel hareketler
Ust yaydan baglayarak yapilan, gegisli iki tel ¢calismalari
Alt yaydan baglayarak yapilan, gegisli iki tel caligmalari
Tek telde dairesel hareket
Hareket Hizin1 Artirma
En Az Enerji ile Maksimum Hiz: Saglamak

Sa@ El icin Orta Diizeydeki Hedefler:

Martele:

Martele Teknigini Dogru Uygulayabilmek Igin Gerekli Davranislar:
Yay tutusundaki esnekligi kaybetmeden agirligi yaya aktarma
Notadan 6nce yaya basing uygulama
Yay hareketinin devaminda basinci hafifletme
Hareketleri yavag yapma ve her seferinde yay1 durdurma
Oncelikle tist yarida ¢alismalar yapma
Martele’ye Iliskin Diger Bilgiler:
Ses serbest olmal1 ancak dalgalanmamalidir,
Ikinci notalar: galmadan 6nce yay mutlaka durdurulmalidir,
Martelenin duyumu pizzikatoya yakin olmalidir.

Stakkato:
Ayn yaylarla ve bagli yaylarla olmak tizere iki gekilde stakkato yapilabilir. Ayr

stakkatolar yaymn ortasinda yapihirken, bagli olanlar yaymn iist kisminda yada tiim
yayda yapilabilmektedir. ﬁ
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Stakkato, nota tizerinde spikkato, sotiye ve rikose gibi yazilmakla beraber
uygulamadaki sekli, icra edenin pasajlar1 nasil galmak istedigine baghdir.

Portato:

Bagl stakkatonun legato ¢alinmas denilebilir. Ayni yay dogrultusunda birkag detage
hareketinden olugmaktadir. Yay hareketi her seferinde ayni olmalidir. Notalar
artikiile edilmeli ve her nota arasinda yay tizerindeki agirlik serbest birakilmalidir.

Spikkato:

Yay siirtiilerek ve ziplatilarak kontrol edilmektedir. Spikkato teknigi icin martelenin
oturmus olmasi gerekmektedir. Spikkato tekniginin 6gretilmesinde &ncelikle
detaseden baglamak gerekmektedir. '

Spikkato hareketi i¢in dogru yay tutusu sarttir.
Spikkato Teknigi Igin ki Yaklagim:

Telden Spikkato Yapmak:
Yay: tele stirterek ses ¢ikarma
Yayin alt yarisim kullanma
Ik hareketler yavas yapma
Yavas yavas hizi artirma
Hareketi yayin denge noktasina tagima
Yayi tel tizerinde ziplama noktasinda tutma

Teli Kullanmadan Spikkato Yapma:
Yayin tel lizerinde sigradif yeri deneyerek bulma
Sigradi yerde iz artirarak hareketi yapma
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Sag El i¢cin Ileri Diizeydeki Hedefler:

Sotiye:

Hizli ve ¢ok kisa detage hareketidir. Dogru yapildid: takdirde yayin killar1 telden
ayrilmaz

Sotiye Hareketi Igin Gerekli Faktérler:
Yay1 Tele Diistirme
Yayin yuvarhiklii
Parmaklarin iglevleri
Dirsegin Yiiksekligi
Yayin Sigrama Noktasi

Rikoge:

Rikose yayin ug kisminda yapilan sigrama hareketidir. Yay ¢ekilirken 2,3,4 yada
daha fazla sigrama hareketinden olusmaktadir.

Tremolo:

Tremolo genellikle yayin ug kisminda yapilan ve yayin ileri geri hizla hareketinden
olusan bir tekniktir. Bilek ve parmak hareketi 6nem tagimaktadir.

Renk Yaylar

Sul Tasto: Tuge lizerinde ¢alma.
Sul Ponticello: K6priiniin yaninda ¢alma.

Kol Legno:

Tellere yayin tahta kismim vurarak ¢alma.
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SAG EL

Pozisyon

Ayakta durarak yada oturarak olmak {izere iki durus pozisyonu bulunmaktadir.

Ayakta Durus:

Oprenciler ayakta iken enstrfimam: {izerlerine dogru yatirarak duruslarim
dengelemektedirler. Enstriimanin sag alt arka kismu sol bacagn tizerine koyulmalidir.
Oprenciler denge noktasim deneyerek bulabilirler. Eger enstriimami kollarini

kullanmadan tutabiliyorlarsa dogru durusu bulmuslar demektir.
Oturarak Durus:
Oturma durusu ayaktaki ile benzerdir. Ogrenciler ayakta dogru pozisyonu bulduklart

takdirde bir tabureye oturarak aym sekilde dengelerini saglayabilirler. Oturma

pozisyonunda enstriiman sabitlenmeli, hareket etmemelidir.

Enstriiman Tutus

Enstriiman Segimi:

Kontrbas se¢iminde enstriimanin 2, ve % gibi oranlar1 kullanilabilmesine karsin,
genellikle % oraninda olanlar kullamlmaktadir. Kontrbas seg¢iminde dikkat edilecek

nokta 6grencinin sag el parmaklarinin enstriimanin kopriisii ile aym hizada olmasi
gerekliligidir.
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Parmaklar I¢in On Hazirhk Egzersizieri:

1. 2., 3. ve 4. parmaklan 6nce sag omuza daha sonra tellere koyma.

2. 2., 3. ve 4. parmaklann Once tugenin alt pozisyonlarinda daha sonra {ist
pozisyonlarinda tellere koyma.

3. Bagparmag: tusenin boyun kismina koyma.

4. Serge parmag alt telde tugenin {ist ve alt bitim yerleri arasinda kaydirma.

5. 2., 3. ve 4. parmaklara igaret parmagini ekleme.

Eli Konumlandirma:

Kontrbasta ¢ello yada kemana gore birinci parmak biraz daha geride durmaktadir.
Bunun nedeni sesler arsindaki mesafenin fazla olmasindan kaynaklanmaktadir.
Mesafenin fazlalifi ayni zamanda tiglincli parmagin tek basmna degil, dérdiincii

parmakla beraber galigmasim gerektirmektedir.
Osrencilere Dogru Sol El Pozisyonu Ogretmek i¢in Egzersiz:

1. Sol el bagparmag: sol kulagin arkasina koyulur,

2. Orta parmak burnun ucuna koyulur,

3. Birinci parmak kas arasina koyulur,

4. Yuzik parmag: iist dudak ile burun arsina koyulur,

5. Serge parmak alt dudagin altina koyulur,

6. Ortaya ¢ikan el kalibi1 degistirilmeden enstriimanda kullanilabilir.

Dirsek ve Omuz Pozisyonu:

Bagparmak ve bilek gerektifi gibi konumlandirilirsa, dirsek kendiliginden olmasi
gereken yere gelecektir. Ancak sol omuzun serbest olmasi ve yukari dogru
kalkmamasi gerekmektedir.

Bagparmagn orta parmagin kargisina gelmesine dikkat edilmelidir.



Elin Kalibx:

Parmaklar tusenin lizerinde ve her zaman i¢in igbiikkey seklinde olmalidir. Dogru
entonasyonun saglanabilmesi i¢in parmaklarin beraber calismasi gerekmektedir.
Ugctinci  parmak tele basarken, bir ve ikinci parmaklarinda tele basmasi

saglanmalidir.
Parmak Sekli:

Sol ele iligkin en 6nemli prensip parmaklarin pozisyonlarmm bozmamak gerektigi
olarak a¢iklanmaktadir. Aksi takdirde entonasyon problemleri ortaya ¢ikmaktadir.

Biitiin Tellerde Uyulmast Gereken Genel Prensipler:

o Bilek diiz olmal ancak kat1 yada sert olmamalidir.

e Parmaklar i¢biikey seklinde durmali. Eklem yerlerinden biikiik olmalidir.

e Oprencinin parmaklarin eklem yerlerine iliskin herhangi bir fiziksel
rahats1zlig1 olmamalidir.

¢ Enstriimanin agirlig1 sol ele verilmemelidir.

e Sol el parmaklari, kullanmlmadifi zamanlarda bile tusenin {izerinde

durmalidir.

Sol El i¢cin Orta Diizey Hedefler:

Orta diizey hedefler iki konuyu kapsamaktadir. Bu konular “Vibrato” ve “Konum
Gegisi” ¢aligmalaridir.

Vibrato:

Onsartlar :



e Sabirli olmak,
o Elin serbest hareket edebilmesi, (Bir yayda iki oktav gam ¢alabilme gibi)
e Temel hareketlerden bu yana kulak egitiminin devam etmesi.

Vibrato Igin Ug Oncii Hareket:

e On hazirlik aktiviteleri

Ogretim eleman: vibratoyu galarak 8grenciye gostermelidir

e Hareketler dizisini algilama, mekanik hale getirme

-

Sol elde dalgalanma hareketi yapma

2,3 ve 4 parmaklarla sag omza hafif¢e dokunma
Tekrar dalgalanma hareketi yapma

Képriiciik kemigine dokunma

Tellere dokunma

Tuseye giiclii ve hafif basma

Tellere gore bilegi konumlandirma

Dirsekten parmak ucuna kadar diiz bir hat olustuma
Kolu dinlendirmek icin serbest birakip sallama
Bagparmagn yerini diizeltmek

Bilegin salinim hareketini yapma

Oncelikle 2.parmakta, daha sonra 3.,4., ve 1. parmaklarda deneme

e Mekanik hareketleri miizikte uygulama

-

Bilegin salintm egit olmalidir.
Pizzikato ve martele tekniklerinde vibrato ¢aligmasi yapilmalidir,
Gam ¢alismalarinda her ses lizerinde vibrato yapilmalidir.

Konum gegisleri sirasinda vibrato yapilmalidir.
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Konum Gegisi:
Konum Gegis Calismalar
1. Agik telden herhangi bir sese gegis.
2. Aym parmakla konum gegisi.
3. Aym ses iizerinde parmaklar yukarida asag1 degistirerek gecis yapma.

4. Aym ses lizerinde parmaklan asagidan yukan degistirerek gegis yapma.

Sol El i¢cin ileri Diizey Hedefler

Yiiksek Pozisyonlar:

Kontrbasta yiiksek pozisyonlar ¢alinirken bagparmak da dahil edilmektedir. Temel
bagparmak hareketinde bagparmak oktav harmonik sesin tizerinde durmaktadir.

Birinci eklem yeri ile tirnak duvan arasinda tel tizerinde durmaktadir.
Daha ileri pozisyonlarda bagparmagin tuseye kadar basmasi gerekmektedir. Baslarda
ac1 vermesine karsin egzersizlerle bu davramig kazandinlmalidir. Daha sonra gam

¢aligmalar ile izlanma saglanabilir.

Birim vurugun 1/12 “si stirede vibrato yapilabilmelidir.
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National String Project Consortium

Amerika Birlesik Devletleri'nde 25 okul tarafindan olugturulan “Ulusal Yayl
Sazlar Projesi Birligi”nin ortaklasa hazirladipi ve yaylh sazlar egitimine iligkin
hedeflerin yer aldii programm alt1 yillik bir egitim siirecini. éngérdiigi
goriilmektedir. Programda 6grenciye kazandirilmak istenen hedeflerin alti baghk
altinda toplandig goriilmektedir. Bunlar sirasi ile:

¢ Enstriiman Bakim

¢ Durus ve Enstriimanin Tutus
¢ Sol El Becerileri

e Sag El Becerileri

¢ Teknik Beceriler

e Isitsel Beceriler

e Miizik Literatiirii

o Kisisel Nitelikler

Birinci ve Ikinci Yillar

Enstriiman Bakimi

e Enstriimanin baslica pargalarmi taniyabilme.

e Enstriimanin bakimin1 gerektigi gibi yapabilme.
e Yayin gerginligini ayarlayabilme.

® Regine ve temizleme bezine sahip olabilme.

o Pik yiiksekligini ayarlayabilme.

Durus ve Enstriimani Tutug

e Oturus pozisyonu
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o Kontrbasi konumlandirma
o Kontrbasi tutmadan dengesini saglama

Sol El Becerileri

e Tusenin iizerine notalarin yerlerini gésteren noktalar koyma

e Parmaklan bogum yerlerinden biikkme

¢ Bagparma§: yerlestirme

¢ Dirsegi dogru agida tutma

o Bilegi dogru hizalama

e Bagparma ikinci parmagin kargisina koyma

o Sol kolun dogal durugunu saglama

o Onkol ve eli, bilekte biikiilme olmadan tek bir hat iizerinde tutma
e Birinci ve ikinci parmaklarin arasin1 agma

e Ikinci ve figlincii parmaklarmn arasim kapali tutma

o Uglincii ve d6rdiincii parmaklarin arasini hafifge agma

Sag El Becerileri

e Bagparmag konumlandirma
o Ikinci parmag: uzatarak rahat ve biikiik olarak yayin sopa kismina koyma
o Uglincii ve dérdiincti parmaklart konumlandirma

o Parmaklarin tamamini bogum yerlerinden hafif¢e bilkme
Teknik Beceriler
Ritim

Ceyrek notalar, 8’lik notalar, yarim notalar, noktali yarim notalar, bu

notalarin kombinasyonlarim galabilme.



Gamlar

1. Yil: Re sesi {izerine gamlar

2. Yil: Sol ve Do sesleri lizerine gamlar

Isitsel Beceriler
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Kendi diizeylerine uygun dort vurugluk bir kalib1 ¢alarak tekrar edebilme.

Miizik Literatiirii

Enstriiman icrasinda kullanilan anahtarlari bilme.

Enstriimanin tarihgesi.

Terimler:

Vurug

Porte

Olgii Cizgisi
Ol¢ti

Notalar

Suslar

Suslar

Diyez

Anahtar

Ol¢ii Zaman Isaretleri
Cift Olgti Cizgisi
Tekrar Isareti
Sayma

Ek Cizgiler

Yay Cekme

Yay Itme

Yay Kaldirma fsareti
Birinci-ikinci Dolap
Allegro

Moderato
Andante
Tekrar Isareti
Bag

Bagh Notalar

Giigsiiz Vuruglar
De Kapo

Naturel Isareti
Stakkato

Baglh Yaylar
Cesitli Olgtilerdeki

Forte

Piano

Tekrar Numaralari
Solo
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Uciincii ve Dordiincii Yallar

Enstriiman Bakim

Birinci ve ikinci yillarda 6grenilmis olan davramslarin uygulayabilme.
Akort yapabilme.

Durus ve Enstriimani Tutug
Ogrenilen davramslarin her ¢alista uygulanarak aliskanlik haline getirebilme.

Sol El Becerileri

e Re, Sol ve Do majér gamlarin parmak pozisyonlarinin tekrari
¢ Sol telinde Si bemol

e Sol telinde Do diyez

e Re telinde Sol diyez

¢ Re telinde Mi bemol

e Temel konumlar

e Yarim konum-D6rdiincti konum
Sag El Becerileri

e Detase, iki bagli yaylar ve stakkato ¢aligmalari
e Dort bagh yaylar

e Sekizlik notalar1 calma

e Noktali geyrek ve sekizlik notalar galma

e Bagli Yaylar

e Legato teknigi

e Yay hareketlerini anlama

e Iki telde birden ¢alma



Teknik Beceriler

Ritim

Sekizlik nota ile devam eden noktali ceyrek notalar
Bir vurugta dort onaltilik nota

Bir vurusta iki onaltilik bir sekizlik nota

Uclemeler

Senkoplar

6/8 lik dlgiiler

Gamlar

Fa major
Re mindr
La major
Si bemol major

Sol mindr

Isitsel Beceriler

Iki &lgiiliik bir kalib1 galarak tekrar edebilme.

Miizik Literatiirii

Terimler:

Ritardando Legato
Entonasyon Lento
Allegretto A Tempo
Desifre Cantabile
Fermata Vurgu
Andantino Zaman Birimi

Ugleme

Oktav
Bariolage
Improvizasyon
Konum

Kompozisyon
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Kisisel Nitelikler
¢ Birlikte Calma
e Katilim
e Sorumluluk

e Isteklilik
e Gilivenilirlik

Besinci ve Altine1 Yillar

Enstriiman Bakimi
Akort mandallarim ustaca kullanabilme.
Telleri degistirebilme.

Kii¢lik ayarlar1 yapabilme.

Durus ve Enstriimani Tutus

Ogrenilen davraniglarin her alista uygulanarak aliskanlik haline getirebilme.

Sol El Becerileri

Bilinen melodileri yliksek pozisyonlarda galabilme.
Temel “Vibrato” hareketlerini yapabilme.
Parmaklarin tamamini ve tiim parmak hareketlerini kontrol edebilme.

Sag El Becerileri
Bagli Detaseler, Spikkato, Vurgu

Kresendo, Diminuendo gibi miizikal ifadeleri uygulayabilme.
“pp”, “ff” gibi ileri diizeydeki miizikal ifadeleri uygulayabilme.

72
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Genel Degerlendirme

Okullarin kontrbas egitimine yonelik izledikleri programlara bakildiginda, genel
olarak baglangic diizeyinden baslayarak asamali hedeflere yer verildigi
goriilmektedir. Asamali hedefler temel davramglar ile baglayarak adim adim
ilerlemekte ve ileri diizeyde hedeflere kadar ulagmaktadir. Bu hedeflerin baglangig
diizeyinde enstriimana iligkin 6n bilgileri edinebilme, yayr ve enstriiman
konumlandirma davramslan ile basladii ve ses liretme c¢aligmalan ile devam ettigi
gozlenmektedir. Daha sonra sol elin tuge iizerinde konumlandirmasina iligkin
hedeflere yer verilmektedir. Sol elin tele basmasina iliskin temel davramslar ile
beraber sag ve sol elin 6grenilen davramglart aym anda uygulama zorunluluklari
ortaya ¢ikmaktadir. Ogrencilerin birden fazla davranigi aym anda uygulayabilmeleri
icin her hedefe tam olarak ulasilmis olmasi gerekmektedir. Enstriiman egitimi
alanindaki bu zorluk, hedefleri neredeyse 6n kogullu kilmaktadir. Sol el tuge {izerinde
konumlandirildiktan sonra, sol ele iligkin hedeflerin tuge lizerindeki farkli konumlar
ile devam ettigi goriilmektedir. Sol ele iliskin bu hedeflerin “pouce” pozisyonuna
kadar devam ettigi ve bu noktada bagparmagin da tele basmas1 gerektigi igin sol elin
konumuna ve kullanimina iligkin yeni bir takim ilkeler ve yontemlerin ortaya ¢iktigi
goriilmektedir. Sol ele iligkin hedefler ger¢eklestirilirken, sag ele iliskin hedeflerinde
es zamanh olarak ilerledigi goriilmektedir. Sag el hedefleri g6z Oniine alinirken
pargalarin ¢alinmalarim olanakli kilan yay tekniklerine agirlikli olarak yer verildigi,
tekniklerinde basitten zora dogru asamali bir yaklagim izlendifi ve programlarda
ozellikle yay tutusu ve temel yay hareketleri lzerinde fazlaca duruldugu
g6zlenmektedir.

Programlar genel olarak ele alindiginda baglangic agamalarina iliskin
davraniglar {izerinde daha ¢ok duruldugu anlagilmaktadir. Enstriman egitiminin
ozelligi geregince bir hedef yeterince pekistirilmeden veya 6grenci tarafindan tam
olarak uygulanmadan bir sonraki diizeydeki hedeflere gegmek olanaksiz
goriinmektedir. Bu durum enstriiman egitimindeki her hedefin bir digeriyle baglantili
oldugunu ortaya koyarken, her hedefin bir onkogul gerektirdigini de agifa
91karmaktad1r. Cogunlukla programlann yillik olarak hazirlanmamis olmalar1 dikkat
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¢ekmektedir. Bu durum mevcut hedeflerin okullarin egitim-6gretim yillarina gore
diizenlenmis olmalarina kargin, 63rencilerin bireysel yeteneklerini ve farkliliklarin
goz Oniine aldiklanm gdstermektedir. Ogrencilere yonelik dénemlik yada yillik
hedefler konulmadiy, egitim ve dgretimin hizinin 6grencinin algilama diizeyine ve
gelisim hizina gore ilgili 8gretim elemanina birakildig anlagiimaktadir. Bu durumda
enstriiman egitiminde aym sinifta olan 6grenciler arasinda diizeysel farkliliklarinin
olmasi dogal kargilanmalidir. Sonug olarak, dgrencilerden yeteneklerinin tizerinde
performans beklemenin yada yetenekli 6grenciyi donemlik hedeflerle sinirlamanin
dogru olmadig: sonucu ¢ikanlabilir.

Incelenen programlarda, programlarin neredeyse tamamen devinigsel
hedeflerden olustugu gozlenmektedir. Enstriiman egitiminin uygulamali bir egitim-
dgretim stireci oldugu diigiintildiigiinde devinigsel hedeflerin fazla olmasi olagandir.
Bu nedenle incelenen okullara iligkin programlarda biligsel ve duyussal hedeflere az
yer verildigi goriilmektedir.”
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OGRETIM ELEMANLARINDAN ALINAN BULGULAR

3.1. Ogretim Elemanlarindan Alman Bilissel Hedeflere iliskin Bulgular

Bu béliimde, aragtirmaya yonelik toplanan veriler kaynak tarama ve goriigme
teknigi kullamilarak ¢6ziimlenmis, elde edilen bulgular aragtirmanin amaglar
dogrultusunda yorumlanmigtir.

3.1.1. Birinci Yariyll

Enstriimanlarin giiniimtizdeki sekline ulagana degin ugradiklan degisikliklere,
6gretim elemanlarinin tamami derslerinde yer vermektedir. Alti 6gretim elemani bu
tiir bilgileri 6grencilerin aragtirmasimi istemekte, bu yolla ayn1 zamanda Sgrencilerin
dikkatinin enstriimana yogunlasmasiu saglamaktadir. Calgi egitimi alan bir
Ggrencinin, enstriimanin gelisim evrelerini bilmesi gerektigi ortadadir. Bu tiir bilgiler
farkli d6nemlerde yazilmug olan enstriimantal eserlerin  incelenmesi,
degerlendirilmesi ve icrasinda da 6nem arz etmektedir.

Ogretim elemanlarmin tamami kontrbast ve yayi olugturan pargalarin her birinin
dgrenciler tarafindan bilinmesi gerektigini diistinmektedir. Ug ogretim elemam
6grencilerin enstriimanlan ile ilgili kiiciik sorunlar kendilerinin yapabilmeleri
gerektigini diiglinmektedir. Ayrica 6grenciler enstriiman yada enstriimanlarn ile ilgili
bir parca aluken nelere dikkat etmeleri gerektiini bilmelidirler. Bu nedenle
kontrbasi ve yay1 olusturan pargalar1 ve niteliklerini bilmelidirler.

Ogrencilerin regineyi killara siirebilmeleri igin killarin uygun gerginlige
ayarlanmig olmas1 gerekmektedir. Killarin telleri tutacagi kadar regine siiriilmesinin
dogru oldugunu ifade etmislerdir. Yay1 gerekli gerginlije getirme ve killara regine
slirme, enstriimam c¢alamaya uygun duruma getirme davramslandir. Ogrenciler
calismaya yada derse baslamadan &nce ¢algilarim1 hazir duruma getirebilmelidirler.
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Yay tutusunun kavramasi i¢in Ornekleme ve anlatma g¢aligmalarindan
faydalanilmaktadir. Buna gore oncelikle yay tutus ilkeleri 6grenciye anlatilmakta ve
bu ilkeler aym zamanda Ogretim elemam tarafindan uygulanarak
Orneklendirilmektedir. On iki 6gretim elemam yay tutus ilkelerinin yani sira, yay
tutusuna iliskin olarak parmaklarin islevlerinin de Snemli oldufunu belirtmis ve
ogrencilerin bunlara yonelik bilgileri de 6grenmeleri gerektigini vurgulamiglardir.

Enstriimanin dogru sekilde tutulabilmesi igin, tutus ilkelerine dikkat edilmesi
 gerektigi belirtilmigtir. Bu ilkeler, enstriimanin agirliin viicudun hangi bolgesinin
tagtyacag, enstriimanin hangi bolgelerinin viicutla temas edecegi, 6rencinin fiziksel
durumuna gore enstriimant uyarlama ilkeleridir. Pik yiikseklifinin ayarlanmasi,
enstriiman boyutunun secimi, enstriimanin tutug agis1 gibi 6zellikler de bu ilkelerin

kapsamina girmektedir.

Bagparmagin tuse lizerinde konumlandirilmasina iligkin $gretim elemanlarinin
tamami benzer goriisler belirtmislerdir. Buna gore bagparmak tugenin arka kisminda
en {ist noktaya koyulmalidir. Parmak ve tuge arasinda 90 derecelik bir a¢1 bulunmali
ve parmagin alt kismi tuseye konmalidir. Parmak bogum yerinden biikiilmemelidir.
Parmaklar tele koyuldugunda bagparmak ikinci parmagin karsisina denk gelmelidir.
Bagparmagin konumlandirilmas: konusunda &gretim elemanlarimn 6grencilerden
aym davraniglar istedigi gériilmektedir. Bu noktada 6gretim elemanlarinin ortak bir
teknige bagh kaldiklan soylenebilir.

Ortak bir goriis olarak yayin tel {izerine koyulmasinda hem tugenin uzaklifina,
hem de kopriiye olan mesafeye dikkat edilmesi gerektigi ifade edilmigtir. Ancak
buna ek olarak 9 6gretim elemani, yay: sadece tele koyarken degil, ses tiretmek i¢in
kullanirken de yayin tel tizerindeki yerine siirekli dikkat etmek gerektigini
belirtmiglerdir. Sonug olarak yayin tel {izerindeki yerinin, yayin her noktasinda dogru
olarak, ayarlanabilmesinin gerektigi gériilmektedir.

Ogretim elemanlarmin gorisleri incelendiginde, yay kullaniminda kolun ve elin
serbestliginin esas oldugu goriilmektedir. Ogrencilerin kol agirliklanm gerektigi gibi
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yaya aktarabilmeleri i¢in omuzdan itibaren, fist kol, &n kol, bilek ve parmaklarin
esnek ve rahat olmasi gerektigini belirtmiglerdir. Yay {izerindeki basinci
ayarlayabilmek ve kaliteli ses tiretebilmek i¢in kaslarda herhangi bir kasilma veya
katiigin olmamas: gerektigini belirtmektedirler. Bu ilkelerin aym zamanda
ogrencilerin yayin hizim ayarlayabilmeleri i¢in de Ogrenciler igin ¢ok &nemli
oldugunu belirterek, yayin hizim ve basmncimi ayarlayabilmek igin kol, bilek ve
parmak hareketlerinin 6nemini vurgulamaktadirlar.

Sol 6nkol ve sol bilek arasinda, ige veya diga herhangi bir biikiilme olmamasi
gerekmektedir. Ust ve on kol araligi parmaklarin tellere basma agisina gore
ayarlanmali, 6n kol ve bilek herhangi bir biikiilme olmaksizin aym diizlem tizerinde
durmalidir. Ogretim elemanlarmin bu davramslar ile sol kolun tuse iizerinde
konumlandirilmasini hedefledikleri goriilmektedir.

Parmaklarin tele basmak i¢in pozisyonunu ayarlamada, parmaklarin bogum
yerlerinden biikik olmasinn Snemi tizerinde durulmaktadir. Bagparmak ddgru
konumlandinldi@1 takdirde, diger parmaklar eklem yerlerinden biikiiliirse dogru
pozisyonun ortaya g¢ikacagi ve parmaklarn tellere uzakhimin olmasi gereken
mesafeye gelecegini belirtmektedirler. Ogrencilerin dogru ses tiretebilmeleri i¢in sol
elin dogru pozisyonu almasi gerekmektedir. Ogretim elemanlarinin, dgrencilerin sol

elin tuse tizerindeki sekline iliskin bilgileri kavramalarim istedikleri gortilmektedir.

Yeni baslayan 6grencilerin solfeje “Sol” anahtar ile baglamalarimn, ¢alg:
egitiminde farkli nota anahtarlar1 kullanan 6gretim elemanlar: i¢in problem yarattig1
goriilmektedir. Derslerinde farkli nota anahtarlar kullanan 63retim elemanlarinin, bu
nota anahtarlarma iligkin solfej ¢aligmalarma da derslerinde yer verdikleri
goriilmektedir.

Yeni baslayan ogrencilerin 6frenilen pargalar1 yada etfitleri ezberlemeleri
istenmemektedir. Ogrencilerin notalani okumasi ile, nota bilgilerinin de gelismesinin
daha dogru oldugu goriistinde olduklar: g6riilmektedir.
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3.1.2. Ikinci Yanyl

Derslerde Bottessini, Dragonetti, Koutsevitzky gibi hem bestecilik y&nleriyle
enstrlimana iligkin literatiire katkida bulunan, hem de icracilik yonleriyle icraciligin

gelisimini saglayan {inli besteci ve icracilara yer verildigi goriilmektedir.

Opretim elemanlarinin  ¢ogunlupu Sgrencilerin  akort yapabilmeleri igin
harmonik sesleri ¢alabilmeleri ve dogru ses iiretebilmeleri gerektiini belirterek,
oktav seslerden yararlanilmasinin dogru olacagini belirtmislerdir.

Yay kullanimina iligkin olarak, yayda itme yada ¢ekme hareketlerinin yapilmas:
gerektifini gosteren isaretler ile bagli ve ayr1 notalarin hangi yay hareketleri ile

calinacaBina yonelik isaretlere agiklamalarinda yer verdikleri goriilmektedir.

Ogretim elemanlarinin gofu martele, stakkato gibi teknikleri agiklamak igin
ikinci dénemi erken bulmaktadir. Yeni yay tekniklerine gegmekten gok, yayli sazlar
icrasinda en 6nemli nokta olan temel yay hareketlerinin, dogru ve saglam bir sekilde

Ogrenciye kazandirilmasimin daha dogru olacagini belirtmislerdir.

Ogrencilerin yay1 iki tele aym anda stirebilmeleri igin gerekli agiy1 tist ve 6n kol
ile saglamalart gerektigini belirtmiglerdir. Yay tizerindeki basinci artirarak iki telden
de esit giirlitkte ses ¢ikmasini salamalan gerekmektedir. Ogretim elemanlarinim bir
kismi, Ogrencilerin bu tekniin akort yaparken de kullanmalan gerektigini
belirtmektedir.

Ogrencilerin detage ve legato gibi yay tekniklerine gegebilmeleri igin temel yay
hareketlerini 6grenmis olmalar1 gerekmektedir. Ayrica bu  tekniklerin
ogretilmesinden Once, tekniklerin yaymm hangi  boliimiinde uygulanacag,
parmaklarin, bilegin ve kolun ilgili-teknige ait islevlerinin anlatilmasi gerektigini
belirtmislerdir.
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Opretim elemanlarinin tamaminin 63rencileri birinci konumdaki seslere dair
bilgilendirdikleri ve hangi gamlar1 galabileceklerini agikladiklari goriilmiistiir.

Opretim elemanlarinin  ikinci dénem icin O6grenilen parcalar1 ezberden
caldirmadigi, nota kullanmay: tercih eftikleri goriilmiistiir.

Ogrencilerin birinci konumdaki sesleri dogru bulabilmeleri igin sol ele iligkin .
parmak pozisyonunun dofru oturmus olmasi gerekmektedir. Sesler bos teller
vasitastyla kontrol edilmeli, seslerin birbirleri arasindaki iligkiler algilanabilmelidir.

3.1.3.Ugiincii Yariyil

Yeni bir konuma gegilirken, o konumdaki seslere iligkin &grencilerin
bilgilendirildigi ifade edilmistir. Oprenciler yeni konumlar &grenmekle beraber bir
sesi birkag farkli konumda calabilmektedirler. Bu seslerin 6zelliklerine iligkin
bilgilerin 6gretim elemanlarinca Sgrencilere agiklandig gériilmektedir.

Opretim elemanlanmin Sgrencilere dgretilen parca ve gamlarin galinmasinda
parmak numaralarina 6nem verdigi goriilmiistiir. Parmak numaralama tekniginin
icray1 kolaylagtirdig: ve degisik konumlara yer verdigi i¢in, hem degisik konumlara
ait bilgilerin pekismesi hem de &grencilerin pargalar1 zorlanmadan galabilmeleri i¢in
gerekli oldugu belirtilmigtir.

Konum gegisli aligtirmalar ve gamlar sayesinde &grenciler farkli konumlara
iliskin bilgiler arasinda baglant1 kurabilmektedirler.

Ondort dgretim elemani figlincli dSnemde vibrato ¢aligmalarina yer verdiklerini
belirtmis, ancak glisando teknigine bu dénemde yer verilmedigini agiklamistir. Bu
dogrultuda vibrato tekniginin uygulanmasimi olanakli kilan kas hareketlerinin
aciklanmasi yapilmakta, parmaklarim eklem yerlerinden baglayarak sirt kaslarina
kadar biitin kaslarin caligma ilkeleri acgiklanmaktadir. Bu dénemde glisando
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teknigine yer verilmemekte ve bu konuyla ilgili herhangi bir agiklama
yapilmamaktadir.

Opretim elemanlarmin ¢ogunlugu bu dénemde Ogrencilerin kiigik olgekli
pargalar calmaya baglayabilecegini ve Sgrenilen kiiciik 6lgekli parcalarin sinavlarda

ezberden ¢alinmasi gerektigini belirtmektedirler.

3.1.4. Dordiincii Yartyil

Dérdiincti dsnemde martele ve stakkato tekniklerinin agiklandig: goriilmektedir.
Aciklamalarda bu tekniklerine iligkin olarak yayin hangi béliimiiniin kullamlmasi
gerektigi, parmaklarmn, bilegin ve kolun islevlerine yonelik bilgiler yer almaktadir.

Ogretim elemanlar1 ortak goriis olarak, 6grencilerin &gretilen yay tekniklerini
caligirlarken bilekte sertlesme olmamas: gerektigini belirtmigler ve kaslarda
katilagma yada sertlesme olmast durumunda galigmaya ara verilerek dinlenilmesi
gerektifini bildirmislerdir. Ayrica yay tekniklerine iliskin ¢aligmalar yapilirken
dirsekte fazlaca bir biikiilmenin olmamasi gerektigine dikkat ¢ekerek kolun dogal

durusundaki konumuna bagh kalinmasi gerektigini belirtmiglerdir.

Onbir 6gretim elemani, yay tekniklerinin 6ncelikle drneklenerek 6grenciye
gosterilmesi ve anlatilmasi gerektigi goriisiindedir. Boylelikle 63renciler bu yay
tekniklerini hem duyum hem de davramglar diizeyin de inceleme ve algilama firsati
bulabileceklerdir. Ornekleme sirasinda kolun, bilegin ve parmaklarn islevlerinin

sirastyla anlatilmasi ve §grenciler tarafindan anlagilmasi gerektigini belirtmiglerdir.

Bir sesin farkh konumlardaki yerlerine iligkin 8grencileri bilgilendirmekte, gam
ve etiitlerde bu tiirden ¢aligmalara da yer verdiklerini belirtmiglerdir.

Oniki 8gretim eleman:i smavlarda Sgrencilerin ezberden ¢almalart gerektigini

belirterek, derslerinde ezber galigmalarina yer verdiklerini agiklamiglardir.
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Bir kisim &gretim elemam, bu donemde tril teknigine iliskin galigmalara da yer
verilmesi gerektigini belirterek, kiigiik Slgekli pargalarda bu teknigin yer aldigim ve
dgrencilerin bu teknige iliskin davraniglar: kazanmasi gerektigini belirtmigtir.

3.1.5. Besinci Yariyil

Bu donemde spikkato yay teknigine iliskin bilgiler 6grencilere agtklanmaktadir.
Dokuz &gretim elemanmi spikkatonun yam sira bu doéneme iliskin eserlerde bilesik
ritim kaliplarinin da yer aldigimi belirtmis ve bu kaliplarin ¢alinabilmesine iligkin
bilgileri 6grencilerine aktardiklarini belirtmiglerdir.

Besinci yariyilda Ogrencilerin - giirlik terimlerini zaten bildikleri ifade
edilmektedir. Ancak bu giirliik terimlerinin yay ile nasil uygulanmasi gerektigine
iliskin 6n bilgilerin 6grencilere agiklanmas: gerektigini belirtmis ve bu agiklamalara

derslerinde yer verdiklerini sdylemislerdir.

Ogrencilerin allegro, presto gibi hiz terimlerini bildiklerini, bu tiir hiz terimlerine
derslerinde yer vermemekle beraber gerekli durumlarda agiklama yaptiklarim
belirtmiglerdir.

Sonatin yada sonatin formu biiyiikliigiindeki eserlere 6gretim elemanlarinin gogu
yer vermekte ve Ogrencilerden bu biiyiikliikteki eserleri ezberden galmalarini
istediklerini belirtmektedirler.

3.1.6. Altinca Yariyil

Ogrencilerin farkli konumlara ait parmak pozisyonu, parmak numaralari gibi
bilgiler arasinda baglant1 kurabildiklerini belirtmiglerdir.

Ogrencilerin dzellikle gam galigmalarim farkli konumlar {izerinden yapmasinin
Onemi {izerinde durarak, bu tlir calismalarin &grencilerin seslerin yerlerini

kavrayabilmeleri i¢in gerekli oldugunu belirtmislerdir.
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Bu dénemde sekizinci konuma iligkin bilgilere yer verdiklerini belirterek, pouce
teknifine ge¢meden 6nce bu konum iizerinde yapilacak caligmalarin 6nemini

vurgulamiglardir.

Bu dénemde tremolo yay teknigine yer verdikleri goriilmiis ve bu teknige iliskin
yayin hangi bolimiiniin kullamlacadi, bilek ve parmak hareketlerinin nasil olmasi
gerektigi konusunda 6grencileri bilgilendirdikleri anlagilmigtir.

Ortak bir goriise gore, Ogrenciler tel {izerinde yay: sigratabilmek icin yayin
sigrama noktasii ve yay {izerinde uygulanacak basmncin nasil ayarlanmasi
gerektigini bilmek zorundadirlar. Yayin tel tizerinde sigramasinin spikkato ve sotiye

teknigi igin gerekli oldugunu belirtmiglerdir.

Ogretim elemanlarinin ¢ogunlugu bu dénemde sonatin yada benzer biiytiklikteki
pargalara yer verdiklerini belirterek, bu biiyiikliikteki parcalarin ezberden ¢alinmasi
gerektigini belirtmislerdir.

Dokuz 6gretim eleman1 bu dénemde kromatik dizilere yer verdiklerini belirtmig
ve bu dizilerin c¢alinabilmesine iligkin &n bilgileri &grencilere verdiklerini

agiklamiglardir.
3.1.7. Yedinci Yaryil

Ogrencilerin farkli konumlara ait parmak pozisyonu, parmak numaralan gibi
bilgiler arasinda baglant1 kurabildikleri belirtilmigtir.

Ogrencilerin 6zellikle gam ¢aligmalarini farkli konumlar {izerinden yapmasinin
Onemi f{izerinde durarak, bu tiir caligmalarin &grencilerin seslerin yerlerini
kavrayabilmeleri i¢in gerekli oldugunu belirtmiglerdir.
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Bu dénemde Sgrencilere “pouce” tekniginin agiklandig belirtilmigtir. Ogretim
elemanlar, 6@rencilere bu teknigin kurallanina iligkin genel bilgileri agiklarken,
bagparmagin iglevine ayrica yer verdikleri gortilmektedir. Pouce teknigini genel
ilkelerinin yam sira, bagparmaZin tele nasil basmas1 gerektigi yoniinde 6grencileri

ayrica bilgilendirdikleri ve bu konunun tizerinde ayrica durduklar goriilmektedir.

Ogretim elemanlarinin on ikisinin  6grencileri portato yay teknigine iligkin
bilgilendirdikleri goriilmektedir.

Ogrencilerin sotiye teknigine baglayabilmeleri igin stakkato teknigine iligkin
davranislarin kazamlmig olmas1 gerektigini belirtmisler, 6grencilerin yaymn sigrama
noktasina iligkin bilgileri ve yaya ne kadar basing uygulayacaklarina iliskin bilgileri
dgrenmis olmalari gerektigini belirtmiglerdir. Bunun yam sira dokuz 6gretim elemam
sotiye teknigini teknik zorluklari nedeniyle, diger yay teknikleri tam olarak

kazandirildiktan sonra 6gretmenin dogru olacagini belirtmislerdir.

Bu dénemde sonat ve benzeri biiyiiklilkteki eserlere yer verdiklerini
belirtmiglerdir. Bu eserlerin konser ve benzeri etkinliklerde ezberden g¢alnmasim

istedikleri igin , 6grencilerin bu pargalar1 ezberlemeleri gerektigini belirtmislerdir.
3.1.8. Sekizinci Yariyil

Ogrencilerin farkli konumlara ait parmak pozisyonu, parmak numaralar1 gibi
bilgiler arasinda baglant: kurabildikleri belirtilmisgtir.

Ozellikle pouce pozisyonunda gamlardan ve kromatik dizilerden yararlanmanin
gerekliliginden bahsederek, ogrencilerin bir sesin farkli konumlardaki yerleri
arasinda baglanti kurabilmeleri igin bu tiir galigmalarin gerekli oldugu ifade
edilmistir.
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Bu yari yilda pouce teknigini gelistirmeye yonelik ¢aligmalara devam edildigi
ifade edilmis, pouce konumlarimin kapsadigi harmonik seslere iligkin 6grencileri
bilgilendirdiklerini belirtmislerdir.

Onii¢ 6gretim elemam Ogrencileri sotiye teknigine iligkin bilgilendirdiklerini
belirtmiglerdir. Sotiye teknifinin zorluk diizeyinin fazla olmasi nedeni ile
Ogrencilerin diger yay tekniklerine iligkin davramglari tam olarak kazanmalar
gerektigini belirterek, bu teknife ait bilek ve parmak hareketlerini &grencilere
aciklamaktadirlar.

3.2 Osretim Elemanlarindan Alman Devinissel Hedeflere iligkin
Bulgular

3.2.1. Birinci Yanyil

Ogretim elemanlarimin  tamami  Sgrencilerin  bedensel kurulus asamasinda
ayaklarim omuz hizasinda agik tutmalar gerektigini belirtmis, viicudun agirligimnin
esit olarak yayilmasi ve 6grencilerin dengede durabilmeleri igin bu durusun 6nemini

vurgulamiglardir.

Yayin konumlandirilmas: igin isaret parmaginin ikinci bogumunun kullanilmasi
gerektigi gOriigtint belirtmislerdir.

Bagparmagin orta parmagin karsisinda durmasimin gerekliliini vurgulams, yay
tekniklerini uygulayabilmek i¢in dogru yay tutusunun ogrenci tarafindan anlagilip
uygulanmasi gerektifini belirtmislerdir.

Ogrencinin yay tizerindeki basinci saglayabilmeleri i¢in kolun omuzdan
itibaren serbest birakilmasi gerektigini belirtmiglerdir. Bu serbestlifin kolun kendi
agirhifimn yay tizerine aktarilmasini sagladigini ve bdylelikle yay iizerinde gerekli
basincin olusacagim belirtmislerdir.
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Oprencilerin yay ¢ekme ve itme calismalar yaparken dirsekteki biikiilmenin
yayin dogrultusunu degistirdigini belirtmisler, bu dogrultunun saglanabilmesi igin
bilek hareketlerinin serbest olmasi gerektigini ifade etmislerdir. Bilekteki esneklik
sayesinde yayin ayni dogrultuda gidip gelebilecegi gériigiindedirler.

Yay kullanimi i¢in gerekli olan 6nkol ve bilek hareketlerine iligkin davramglarin
Ogrenciler tarafindan kazanilabilmesi igin, ses {liretme asamasinda tam yay
kullamilmasinin gerekliligini vurgulamiglardir.

Yayin tist yarisinda yay basincini kontrol etmenin zorlugundan bahsetmigler ve
bu bélgede yay basincini ayarlamak i¢in &grencilerin kol agirliklarimi kullanmalari

gerektigini belirtmiglerdir.

Opretim elemanlarinin ortak goriistine gore, sol elin basparmag: tusenin en
yiiksek  noktasina  yerlestirilmelidir.  Difer  parmaklar tel iizerinde
konumlandirildiginda sol el bagparmagi orta parmagin karsisinda bulunmalidir.

Oprenciler sol el parmaklarin tel izerinde konumlandirirken, parmaklarin biitiin
eklem yerlerinden biikiikk olmasina dikkat edilmelidir. Parmaklarinin uglan tellere dik
bir sekilde basmalidir. Ancak bu sekilde el ve parmaklarin agirhig tele
aktarilabilmekte ve kaliteli ses tiretimi saglanabilmektedir.

Ogrencilerin entonasyon sorunu yasamamalan icin sol ele iliskin parmak
pozisyonlarinin dogru bir sekilde yerlesmis olmasi gerektigini belirtmislerdir. Bunun
yam sira, Ogrencilerin ¢aligmalarinda bastiklart seslerin dogrulugunu bos teller
vasttastyla sik sik kontrol etmelerinin ve galigtiklart pargalarn piyano esligi ile
calmalarinin entonasyon sorunlarinin  giderilmesine yardimct olacag

gorlistindedirler.

Ogretim elemanlarmin tek telde dgrenilen sag ve sol ele iliskin davraniglarin
biitiin tellerde uygulanmast gerektigini belirtmislerdir.
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IIk dénem igin Ogrencilerden parga galabilmeleri yerine, enstriimana iliskin
temel davramglarin kazanilmasimmin daha Onemli oldugu goriistindedirler.
Ogrencilerin pargalardan ziyade basit ritim kaliplarim galabilmelerini, yaym alt, orta
ve iist boliimlerine iligskin davraniglari kazanmalarim istemektedirler.

Bu doénemde yarim konuma iligkin c¢alismalara yer verilmesi gerektigini
belirterek, dzellikle sol el parmaklarim tele diisiirme ¢aligmalarina agirhik verilmesi
gerektigini belirtmiglerdir. Bu ¢aligmalar, 68rencilerin sol el pozisyonuna iligkin

davraniglan kazanabilmeleri igin 6nem arz etmektedir.
3.2.2. ikinci Yanyil

Ogretim elemanlarmin ~ ¢ogunlugu, &grencilerin  biitin ~ parmaklarinin
geligebilmesi igin, tek parmakla yapilan gamlardan ve parmak atlamali ¢aligmalardan
yararlandiklarim belirtmislerdir. Parmak atlamali ¢aligmalarin, 6grencilerin sol ele
iligkin kazanmasi istenen pozisyonun  yerlesebilmesi igin gerekli oldugu

goriistindedir.

Ogrenciler yay ile tel degistirirken kol agisinin ayarlanmas: ve bilek hareketinin
dogru sekilde yapilabilmesinin tistlinde durmaktadirlar. Farkl tellerde yay ¢ekme ve
itme hareketi yapilirken tek telden ses ¢ikmasi igin gerekli ag1 kol ile ayarlanmali,

bilegin esneklifi sayesinde tel gecisleri kopukluk olmadan yapilmalidir.

Alt tellerden iist tellere dogru gegildikge sol el bileginin digart dogru ¢ikmasi
gerektigini belirtmislerdir. B&ylelikle parmaklar iist tellerde daha rahat hareket
edebilmektedir.

Ogretilen konumlarda, 6grencilerin Sib Majoér, Do Major gibi bir oktavlik
gamlarn calabilmelerini istemektedirler.

Bu doneme iligkin her hangi bir yay teknigine yer vermemekle birlikte, saglam
ve esnek yay tutusunu gelistirmeyi amaglamaktadir. Ogrencilerin gam ¢alismalarinda
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tam yay kullanmalarinin yam sira, basit ritim kaliplanm da calabilmeleri

istenmektedir.

Oprencilerin iki ve d6rt bagli nota gruplarini ¢almalarini istemekte ve bunlari
gam c¢aliymalarinda uygulatmaktadir. ‘

Ogrencilerin yay: iki tele aym anda siirterek calabilmeleri i¢in yay agisimin
ayarlanmasi ve yay basincinin her iki tele aym sekilde uygulanmas: gerektigini
belirterek, oncelikle bos tel etiitlerini kullandiklarim, daha sonra tiglii araliklarin
¢alinmasini istediklerini belirtmislerdir.

Oprencilerin glirlik terimlerini uygulayabilmeleri igin, kol agirhginin yaya
aktarilmasina iliskin ¢aligmalara ve yayin tel {izerindeki yerinin ayarlanmasina

iliskin ¢alismalara yer verdikleri goriilmektedir.

Bu donem igin 8grencilerden herhangi bir par¢a ¢almalarini beklememektedirler.
Ancak Ogrencilerin 6grenilen teknikleri dort teli de kapsayan gam calismalar:

sirasinda uygulamalarim istemektedirler.,

Yarim ve birinci konumlari igeren alistirmalarda 6grencilerin konum gegislerini
yapabilmelerini ve aligtirmalarda yazili olan parmak numaralarina uyabilmelerini
beklemektedirler.

Opretim elemanlar, dgrencilerin harmoniklerin yerlerini bularak c¢alabilmelerini
ve harmoniklerden yararlanarak akort yapabilmelerini istemektedirler.

3.2.3. Ugiincii Yaryil

Opretim elemanlarimin &gretilen gamlarin farkli parmak numaralar ile ¢alinmasi
caligmalarina yer verdikleri g6riilmektedir.
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Bu dénemde detage ve legato yay tekniklerine yer verdikleri goriilmektedir. Bu
yay tekniklerinin 6ncelikle bos telde , daha sonra tek tel lizerindeki alistirmalarda ve
en son olarak dort teli kapsayan gam ve etiitlerde uygulanmasi gerektigini
belirtmiglerdir.

Ogrencilerin karmagik yay caligmalar yapabilmeleri igin, farkli ritim kaliplarini
iceren etiitlere yer vermektedirler. Aym1 zamanda bu ritim kaliplarimi gam
calismalarinda da uygulayarak gerekli davraniglarin 6grenciler tarafindan
'kazanilmasim saglamaktadirlar.

Ogrencilerin yeni bir konuma gecebilmeleri igin daha énceden 6grenilen yarim
ve birinci konumlara iligkin davramiglarin tam olarak kazanilmis olmasi ve
Ogrencilerin bu konumlar arasinda gegisli aligtirmalan ¢alabiliyor olmalari
gerekmektedir.

Bu yanyilda ikinci ve {glinci konumlara iliskin davraniglart ogrencilere
kazandirmak istemektedirler. Bu konumlar {izerinde yapilan ¢alismalarda,
Ogrencilerin  daha 6nceden Ggrenilmis konumlara iligkin davraniglar ile baglanti
kurulmasini istemektedirler. Ogrencilerin yeni ve eski konumlara iligkin benzer
davraniglarin, farkinda olmasi ve uygulamasi gerektigini belirtmislerdir.

Ogrencilerin entonasyon sorununu gidermek icin, derslerde 6grencileri sik sik
uyarmak gerektiinden bahsederek, dgretilen parcalarin eglikli ¢calinmasinin bu tiir
sorunlan azaltacag: goriistindedirler.

Vibrato calismalan sirasinda, 6grencilerin sol kol, bilek ve parmaklarindaki
esneklifin saglanmasina dikkat etmekte, dogru bir vibrato hareketinin ancak bu
kosullar altinda yapilabilecegini belirtmektedirler. Ayrica vibrato teknifine iligkin
davramiglarin Oncelikle tek telde, daha sonra biitiin teller tizerinde uygulanmasi
gerektigini belirtmiglerdir.
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Opretim elemanlan, 6frencilerin Sgrenilen teknikleri igeren kiiglik olgekli
pargalar1 galabileceklerini belirtmislerdir.

Ikinci ve tigtincii konuma iliskin alistirmalarda, oncelikle konuma iligkin sesleri
kapsayan kalici aligirmalara yer verilmesi gerektigini daha sonra konum gegisli

calismalara gecilmesi gerektigini belirtmislerdir.
3.2.4. Dirdiincii Yariyll

Opretim elemanlar1 bu yariyilda dérdiincii ve besinci konumlara yer verdiklerini
belirtmiglerdir. Ogrencilerin bu konumlara iliskin davraniglar kazanabilmeleri igin

ilgili konumdaki sesleri igeren kalic1 alistirmalara yer vermektedirler.

Ogretilen konumlara iligkin kalic1 aligtirmalar yaptirdiktan sonra, 63renilmis
olan biitlin konumlar1 igeren konum gecisli aligtrmalara yer verdikleri
goriilmektedir. |

Ogrenciler 6grenilen konumlar arasinda gegis yaparak iki oktavlik gam
calabilecek diizeye gelmektedirler.

Gam c¢aligmalan sirasinda daha 6nceden 6gretilen yay tekniklerine yer verilmesi
gerektigini vurgulamiglardir. Ayrica 11 6gretim elemam bu yanyilda martele
tekniginin 6gretilmesi gerektigini belirterek, gam ¢aligmalarinda bu yay teknigine de

yer verilmesi gerektigini sdylemislerdir.

Ogrencilerin yeni bir konuma gegebilmeleri i¢in , 6gretilen biitlin konumlara
iligkin seslerin yerlerini bulabilme, konum gegislerini yapabilme gibi davranislar
kazanmig olmalan gerektigini belirtmiglerdir.

Ogretilen konumlar sayesinde, 6grencilerin her hangi bir ses tizerine iki oktavhk
gamlan calabileceklerini belirtmiglerdir.
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Ogrencilerin gegisli gam ¢aligmalan yaparlarken, 65renilmis yay tekniklerinden
legato, detage ve martele tekniklerini uygulamalarim istemektedirler. Ayrica gam
calismalarinin 4, 8 ve 12 bagli nota gruplar ile ¢alinmasi gerektigini belirtmiglerdir.

Ogrencilerin 6grendikleri teknikler ile diizeylerine uygun kiigiik 6lgekli pargalar
calmalar1 gerektigini belirtmislerdir.

Bu donemde 6gretim elemanlarindan dokuzu tril ¢aligmalarina yer verdiklerini
belirtmis, kiigiik 6lgekli parcalarda 6grencilerin bu teknikle kargilasabileceklerini
sdylemiglerdir. Sekiz 6gretim eleman: ise pizzikato teknifine iliskin ¢aligmalara yer
verdiklerini belirterek, bu teknige iliskin davramglarin ogrenciler tarafindan
kazanmilmasi gerektigini vurgulamigladr.

3.2.5. Besinci Yariyil

Ogretim elemanlan bu dénem igin altinci ve yedinci konumlara iligkin
davramislara yer vermektedirler. Ogrencilerin her ses {izerine iki oktavlik mindr ve

major gam galigmalari yapabileceklerini belirtmislerdir.

Ogrencilerin dncelikle yeni konumla ilgili kalici aligtirmalara yer verilmesi
gerektigini, daba sonra difer konumlarla baglanti kurabilmek igin gegisli
alistirmalarin galdirilmasi gerektiginden s6z etmiglerdir. Ayrica konum gegisli gam
aligmalarinin  konumlar arasindaki baglantiyr saglamak igin gerekli oldugu
goriistindedirler.

Gam c¢alismalar1 esnasinda Ogretilen yay tekniklerinin Sgrenciler tarafindan
uygulanmasint istemektedirler. Ayrica on bir 6gretim elemam bu dénem igin
ogrencilerin spikkato teknigini Ofrenmeleri gerektifini belirterek, gam ve etiit
caligmalarinda bu teknige yer verilmesi gerektigini belirtmislerdir.
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Ogrencilerin 6grenilen yay tekniklerini yeni konumlarda uygulayabilmeleri icin,
oncelikle bu yariyila kadar Ofrenilen yay tekniklerini igeren aligtirmalar
calabilmeleri gerektigini belirtmislerdir.

Vibrato c¢aligmalarinin her dénem devam etmesi gerektigini belirterek, bu
caligmalar icin bilegin salimmimin metronom vuruslart ile kontrol edilmesi
gerektigini belirtmiglerdir. Buna ek olarak sekiz 6gretim elemam: bu dénemde
glisando teknigine yer verdifini ifade ederek, bu teknigin 6grenciler tarafindan
uygulanabilmesi i¢in gerekli aligtirmalara yer verdiklerini belirtmislerdir.

Bu donemde, 6grencilerin 6grendikleri teknikler ile sonatin formundaki pargalar
veya sonatin formu biiytikliiglinde orta olgekli parcalart ¢alabileceklerini
belirtmiglerdir.

Ayrica gam calismalar sirasinda bilesik ritim kaliplarna yer verdiklerini
belirtmigler, boylelikle dgrencilerin karmagik yay hareketlerini yapabileceklerini
ifade etmislerdir.

Ogretim elemanlarindan sekizi 6grencilerin bu donemden itibaren giirlik
terimlerini yay ile uygulayabilmelerini istemektedir. Bu nedenle giirliik terimlerinin

uygulanmasina y6nelik yay ¢caligmalarina derslerinde yer vermektedirler.
3.2,6. Altinc: Yariyil

Ogretim elemanlar bu dénem i¢in derslerinde sekizinci konuma yer verdiklerini
agiklamiglar ve bu konumdaki kalict gamlar ve aligtirmalarin yai sira iki oktaviik
gecisli gam aligtirma galigmalarina devam ettiklerini belirtmiglerdir.

Gam ¢aligmalar sirasinda  Snceden 6gretilmis olan yay tekniklerinin tamamimn
kullamlmasini  istemektedirler. Ayrica, bu dénemde derslerinde tremolo yay
teknigine de yer vermektedirler. Ogretim elemanlarinin, tremolo teknigine iliskin
yayin hangi bolgesinin kullamlacagi, bilek ve parmak hareketlerinin nasil
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gergeklestirilecegi gibi davranislan 63rencilere kazandirmak istedikleri goriilmiistiir.
Bu teknikle ilgili ¢aligmalarin &ncelikle “sol” telinde, daha sonra diger tellerde
yapilmasi gerektigini belirtmiglerdir.

Ogrencilerin yeni bir konuma gegebilmeleri i¢in, sekizinci konuma kadar biitiin
konumlara iligkin davraniglarin kazanmilmis olmasi gerektigini belirtmektedirler.
Ayrica bu dénem igerisinde kromatik dizilere de yer verdikleri belirlenen 6gretim
elemanlar1, dncelikle tek telde kromatik dizi galigmalar: yaptirdiklarimi, daha sonra
tel gegisli kromatik dizilere yer verdiklerini belirtmiglerdir.

Ogrencilerin yay1 tel {izerinde sigratabilmeleri igin, yaymn sigrama noktasim
bilmeleri ve yaya ne kadar basing uygulayacaklarini ayarlamalari gerektigini
belirtmislerdir. Ancak bu davramslarin spikkato yada sotiye hareketlerinde gerekli
oldugunu belirtmislerdir.

Ogrencilerin dgrendikleri teknikler ile sonatin formundaki pargalar: yada sonatin

formu biiyiikliiglinde orta 6l¢ekli parcalar: ¢alabileceklerini belirtmislerdir.

Ogretim elemanlarmmin bir kismi yay tekniklerine iliskin, bagl notalara da yer
verilmesi gerektigini belirtmis , bu doneme ait derslerinde 16, 20 ve 24 baghi nota
gruplarinin ¢alinabilmesine yonelik ¢aligmalara yer vermislerdir.

3.2.7. Yedinci Yaryil

Ogretim elemanlar1 bu yartyilda 6grencilerin sol el konumunda pouce teknigine
gegtiklerini belirtmiglerdir. Pouce teknigi ile beraber sol elin pozisyonunun tamamen
degistigi , bu nedenle sekizinci ve tizerindeki konumlarn sol eli tuse iizerinde
konumlandirma ¢aligmalar1 ile baglamas1 gerektigini agiklamiglardir. Ayrica pouce
pozisyonun Ozellifi geregi Ogrencilerin bagparmaklart ile tele basmalar
gerektiginden, bu konu tizerinde ayrica durulmasi gerektigini ve bagparmagn tele

basabilmesi i¢in aligtirmalara yer verilmesi gerektigini belirtmiglerdir. Bagparmagin
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tele basmasindan sonra pouce konumuyla ilgili aligtirmalara gegilebilecegini
belirtmiglerdir.

Pouce konumuyla diger konumlar arasinda baglantiyr saglamak i¢in ii¢ oktavlik
gecisli gamlarin galinmasim ve konum gegisli alistirmalarin ¢alimmas: gerektigini
belirtmislerdir.

Bu dénem igin dgrencilerin stiit formundaki eserleri g¢alabilmesini istemekte ve
bu formdaki eserlerin galinmasint olanakl: kilan portato yay teknigine derslerinde yer

vermektedirler.

Ogrenciler pouce teknigini tam olarak uygulamadan yeni bir konuma gegmenin
dogru olmayacagin belirtmislerdir.

Yapilan gam ve aligtirma galigmalarinda 6gretilen biitlin yay tekniklerine yer
vermenin gerekli oldugunu belirtmiglerdir. Yay tekniklerinin 6grenciler tarafindan
dgrenilebilmesi i¢in kol , bilek, parmak davranislari {izerinde durmak gerektigini,
ayrica yaymn hangi boliminin kullanilacagimn anlatilmas:  gerektigini
belirtmislerdir. |

Ogrencilerin sonat ve siiit formundaki pargalar1 yada benzer biiyiiklikteki biiyiik
Olgekli pargalar1 ¢almalar1 beklenmektedir.

3.2.8. Sekizinci Yariyll
Ogretim elemanlar1  Sgrencilerin pouce  teknifine iliskin davramslari
kazanmalariyla beraber , dort oktavlik gam ¢aligmalann yapabileceklerini

belirtmislerdir.

Pouce teknigine iligkin konumlar ile diger konumlar arsindaki baglantiyi
kurabilmeleri igin, dort oktavlik gamlardan ve konum gegigli aligtrmalardan
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yararlandiklarim1 belirtmiglerdir. Ayrica dort oktavlik gamlarin GZrenilen biitiin
konumlar i¢erdigini belirtmiglerdir.

Gegisli gam calismalan sirasinda Ogretilen yay tekniklerinin hepsine yer
vermektedirler. Ayrica dgretim elemanlar1 bu dSneme iliskin sotiye teknigine yer
verdiklerini belirtmis, sotiye teknigine iligkin alistirmalari dncelikle tek telde, daha
sonra diger biitiin tellerde uygulattiklarim ifade etmiglerdir.

Derslerde, 6gretilen biitiin yay tekniklerini kapsayan aligtirmalara yer verilmesi
gerektigini belirtmiglerdir. Aym zamanda bu tekniklerin gam ¢aligmalar: sirasinda

da kullanilmas: gerektigini vurgulamiglardir.

Ogrenciler dgrendikleri teknikler ile kongerto formundaki eserleri veya benzer
biiyiikliikteki biiyiik lgekli parcalar: calabilmelidirler.

Ogrencilerin pouce pozisyonunda tele basmak igin kullandiklar1 bagparmaklarini
tugenin tamaminda kullanabilmeleri gerektigini belirtmiy, bu yondeki caligmalara

derslerinde yer verdiklerini agiklamiglardir.

Pouce pozisyonundaki konumlara iligkin becerilerin 6grenciler tarafindan
uygulanmasiyla beraber, tuge bitimindeki harmonik seslere de yer verilmesi
gerektigini belirtmig, bu yondeki ¢aligmalar: derslerde yaptirdiklarini sSylemislerdir.

3.3.0gretim Elemanlarindan Alinan Duyugsal Hedeflere iliskin Bulgular
3.3.1. Birinci Y1l

Ogretim elemanlarn  &grencilerin  dikkatlerini derse verebilmeleri igin,
Ogrencilerden istedikleri davramiglar1 kendileri de uygulamaktadirlar. Ayrica
derslerin bire bir yapiliyor olmasi 6grencilerin derslere kolay konsantre olmalarini
saglamakta, 6grencinin dikkati derse yogunlagmaktadar.
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Ders ara¢ ve gereglerinin temiz kullamlip kullamlmadigim kontrol etmekte,
ozellikle enstriiman bakimina Ozen gdsterilmesini istemektedir. Ogretim
elemanlarinin enstriiman bakimiyla ilgili gerekli bilgileri Sgrencilere aktardiklan
goriilmektedir.

Enstriimanin tarihgesi, temel yap1 malzemesi olan agaglarin 6zellikleri, tel
dzellikleri gibi konularla ilgili 6grencilere aragtirma konulan verdiklerini ve bu yolla

dgrencinin enstriimana yénelmesini amagladiklarini belirtmektedirler.

Ogrencilerin ilgisini artirmak i¢in iinlii icracilarin ses yada video kayitlarma yer
verdiklerini belirtmektedirler. Ayrica 6gretim elemanlarindan bazilarinin derslerde
enstriiman literatiirline ait eserlerden bazilarmi Sgrencilere galdiklar1 ve bu yolla

dgrencinin ilgisini artirmaya ¢aligtiklar1 goriilmektedir.

Enstriiman derslerinin bire bir yapilmasinin Sgrenciler {izerinde olumlu etkileri
oldugunu belirtmiglerdir. Ogrencilerin dikkatlerini derse verebilmelerini, sorumluluk
hissettiklerini ve konsantre olabildiklerini belirtmig, 6grencilerin bu tarz bir egitim
seklinden rahatsi1z olmadiklarim belirtmiglerdir.

Stirekli olmasa da zaman zaman toplu derslere yer vererek, hem &grencilerin
kaynagmasini, hem de birbirlerini izleyerek ilgilerinin artmasmi saglamay:
amaglamaktadirlar.

3.3.2. Ikinci Y1

Ogrencilerin pargalar igerisindeki ciimlelemeler, tema ve motif 6zellikleri gibi
miizikal niteliklerin farkinda olmalarim istemektedirler. Bu ama¢ dogrultusunda
ogrencilerin pargalar igerisindeki bu miizikal nitelikleri nasil ortaya ¢ikaracaklart
yoniinde ¢alismalara yer vermektedirler. Ayrica dgretim elemanlart Sgrencilerin

miizik eserlerinde bas sesin yeri ve 6neminin farkinda olabilmelerini istemektedirler.
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Ogrencilerin {inlii enstriiman icracilarmin kayitlarna ilgi gdsterdiklerini,

O8rencilerin ses kayitlarina ulagabilmeleri i¢in yardimei olduklarini belirtmiglerdir.

Derslerde devam-devamsizlik gizelgesi tuttuklarimi, 6grencilerin derslere diizenli
olarak geldiklerini belirtmiglerdir.

Ogretim elemanlan enstriimana iliskin hedeflerin birbirine bagh olduklarim
belirtmig, Sgrencilerin ilerleyebilmeleri i¢in diizenli c¢alismalarimin sart oldugunu
agiklamiglardir. Ayrica kazamlan davraniglar  glindelik ¢aligmalar ile tekrar
edilmezse, bir siire sonra unutulabilecegini ve §grencinin gerilemeye baslayacagini

belirtmis, diizenli ¢alismanin en az dersler kadar 6nemli oldugunu vurgulamiglardir.

Enstriimanla ilgili diizenlenen etkinliklerden grencileri haberdar ettikleri ve bu
etkinliklere gitmeleri i¢in Sgrencileri tesvik ettikleri goriilmektedir.

3.3.3. Ugiincii Yil

Repertuar se¢iminde 6grencilerin fikirlerini gbz dniinde bulundurduklarini ancak
son tercihi yine kendilerinin yaptiklarini belirtmektedirler. Ogrencilerin sevmedikleri
eserleri caligmalarimin zor oldugunu, ancak ¢alinmasi zorunlu olan pargalarda

Ogrencinin se¢im hakki olmadifim belirmiglerdir.

Ogrencileri diger enstriimanlar ile grup g¢alismalann yapmalar1 konusunda
yonlendirmektedirler. Belirli bir diizeye gelen &grencilerin dortlii yada besli galgi
gruplarinda ¢almalarinin Sgrenciler igin faydali oldugu goriistindedirler.

Piyano egsligi olan pargalar1 mutlaka esligiyle beraber caldirdiklari belirtmis,
eslikle calmanin hem &grencinin ¢aldigi pargadan zevk alabilmesi i¢in, hem de

entonasyon sorunlarini en aza indirebilmek i¢in gerekli oldugunu diigtinmektedirler.
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Ayrica, grup ¢aligmalart ve piyano eslikli ¢aligmalar ile 6grencinin enstriiman
calmaktan zevk almasinin Ogrencilerdeki istekliligi artirdigini, d8rencilerin iyi bir
diizeye gelebilmek i¢in isteklerinin arttifin1 belirtmislerdir.

3.3.4. Dérdiincii Yil

Ogretim elemanlar1 enstriiman egitiminin konser ve benzeri etkinliklerde
sergilendifi zaman anlam kazandigimi belirterek, bu yoénde Sgrencileri mutlaka
yonlendirdiklerini ve tegvik ettiklerini belirtmislerdir.

Ogrencilerin farkli biiytikliikteki orkestralarda ¢almak igin istekli olduklarim
belirtmislerdir. Ozellikle 6grenci orkestralannin bu agidan gerekli oldugunu
vurgulayarak , Ogrencileri bu tlir orkestralarda g¢almalan i¢in yo6nlendirdiklerini
belirtmislerdir.

Ogrencilerin aldiklari enstriiman egitimi ile enstriimanlarim etkin bir sekilde
kullanabileceklerini belirtmis, Ogrencilerin ilgi duyduklari her tiir miizikte
enstriimanlarini kullanabileceklerini belirtmiglerdir.

Ogretim elemanlar1 Ogrencilerin  aldiklari egitim sonucunda kendilerini
kontrbasg1 olarak niteleyebileceklerini belirtmis, enstriimanina sahip ¢ikmasi
agisindan bunun gerekli oldugunu séylemislerdir.
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BOLUM IV
SONUC VE ONERILER
Sonuglar

Tiirkiye’de, Giizel Sanatlar Egitimi Miizik Ogretmenligi Anabilim Dallar1’nda
uygulanan ana ¢algi kontrbas dersi uygulamalar: hedefler diizeyinde incelenmis, elde

edilen bulgular degerlendirilerek bir taslak dnerisi sunulmaya caligiimstir.

Elde edilen bulgular 1sifinda, Oretim elemanlarmin  kontrbas dersi
uygulamalarinda ¢agdas egitim ilkelerine uygun olarak biligsel, devinigsel ve
duyussal hedeflere yer verdikleri anlagilmigtir. Calg: derslerinin uygulamali olmast
nedeni ile devinigsel hedeflerin bilissel ve duyussal hedeflere gére daha fazla oldugu
gOriilmiistiir.

4.1.Biligsel Hedeflere Iligkin Sonuglar

Elde edilen bulgular incelendiginde, 6gretim elemanlarinin her yariyil igin
biligsel hedeflere yer verdikleri anlagilmaktadir. Biligsel hedefler genel olarak ele
alindiginda, devinigsel hedefler kapsaminda uygulanmasi istenen davramslara iliskin
On bilgilere yer verildigi anlagilmaktadir.

[k yarryilda daha ¢ok enstriimam tanimaya yonelik hedeflere yer verilmektedir.
Enstriimani tamimaya yo6nelik hedefler kapsaminda enstrlimamin tarihgesi, gelisim
evreleri, kontrbasi ve yay1 olusturan pargalarin taninmasi konularia yer verildigi
goriilmektedir. Enstriman icrasi ile ilgili hedeflere gegmeden 6nce, 6n ¢aligma
niteligi tastyan bu hedefler arasinda “Fa” anahtarindaki notalarin taninmasina yonelik
caligmalar da yer almaktadir. Birinci yariyil i¢in enstriiman icrasina yonelik biligsel
hedeflerin yay tutusu ile bagladifi ve yay tutusuna iliskin parmak islevlerinin
Ogrenciler tarafindan kavranmasi gerektigi goriilmektedir. Sol elin tuse tizerinde
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konumlandinlabilmesi igin, sol elin tuge tizerindeki seklinin kavranmasi ve sol el
sekline iligkin ilkelerin bilinmesi gerekmektedir.

Ogrencilerin kontrbas icracthigini gelistiren besteci ve icracilar hakkinda bilgi
sahibi olmalann gerekmektedir. Bu konu ile ilgili bilgilere ikinci yariyilda yer
verildigi goriilmektedir. Bu dénemde akort yapilmasma iliskin davramglara yer
verilmekte, akort yapmmina iligkin gerekli bilgi ve kurallarin bilinmesi,
gerekmektedir. Ogrencilerin yay hareketleri ve béliinmelerini yapabilmeleri igin bu
hareketlere ve blimmelere iliskin nota {izerindeki isaretleri kavramalari gerektii

anlagilmaktadir. Yarim ve birinci konumla ilgili bilgilerin bilinmesi gerckmektedir.

Vibrato ile ilgili temel bilgilere {igtincii yariyilda yer verilmektedir. Ogrenciler
vibrato teknigini uygulayabilmek  igin, bu teknige iliskin temel ilkeleri
ogrenmelidirler. Aym sekilde detage yay teknigine de bu donemde yer verilmekte,
teknigin uygulanabilmesi igin gerekli 6n bilgiler &grencilere aktarilmaktadir.
Ogrencilerin kazandiklani davramslarla ¢alabildikleri kiiglik olgekli = pargalar
ezberlemeleri gerektigi anlagilmaktadir.

Martele, pizzikato ve tril tekniklerine dordiincii yariyilda yer verilmektedir. Bu
tekniklerin uygulanabilmesi i¢in gerekli bilgilerin &grenciler tarafindan bilinmesi
gerekmektedir. Dérdiincii yaryilda biligsel hedefler kapsaminda bu tekniklere iligkin
bilgilere yer verilmektedir. Ezber g¢aligmalarina yer verilmekte, galinan pargalarn

ezberlenmesi istenmektedir.

Glisando ve spikkato tekniklerine beginci yariyilda yer verilmekte ve bu
tekniklere iligkin gerekli bilgilerin &grenciler tarafindan bilinmesi istenmektedir.
Ogrencilerin kargilagtiklar1 bilesik ritimleri ¢6ziimleyebilmeleri hedeflenmektedir.
Giirlik terimlerinin nasil uygulanacafma dair bilgilerin &grenciler tarafindan

bilinmesi gerekmektedir. Calinan orta 6lgekli pargalarin ezberlenmesi istenmektedir.

Altinc1 yanyilda tremolo yay teknigine yer verilmekte ve bu teknige iligkin
bilgiler 6grencilere aktarilmaktadir. Kromatik dizi ¢aligmalarina yer verilmekte ve bu
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dizilerle ilgili bilgiler 6grencilere aktarilmaktadir. Bu dénemin biligsel hedeflerinde

de ezber caligmalarina yer verilmekte, pargalarin ezberlenmesi istenmektedir.

Portato ve pouce teknigine yedinci yariyilda yer verilmekte ve bu tekniklere
iliskin bilgiler 6grencilere aktarilmaktadir. Bu yariyilda bagparmagin da tele
basmasma iligkin g¢aligmalara yer verildigi ve bagparmagin nasil kullanilmasi
gerektifine yonelik bilgilerin &grencilere aktarildig: anlagilmaktadir. Ogrencilerin
kazandiklarni davraniglar ile biiyiik Olgekli pargalar calabilmeleri ve bunlari
ezberleyebilmeleri gerekmektedir.

Sekizinci yariyilda sotiye teknigine yer verilmekte ve bu teknige iliskin bilgiler
agiklanmaktadir. Ogrencilerin  tuse bitimindeki harmonik sesleri bilmeleri
gerekmektedir. Calinan biiytik 6l¢ekli pargalar ezberlenmeli, ezberden ¢alinmahidir.

4.2. Devinissel Hedeflere liskin Sonuclar

Enstriiman egitiminin uygulamal1 bir egitim stireci olmasindan dolay1, devinigsel
hedeflerin biligsel ve duyussal hedeflere oranla daha fazla oldugu anlagilmaktadir.
Devinigsel hedeflerin birbiriyle baglantili oldugu ve bir hedef gergeklesmeden
digerine gecilemeyecegi goriilmektedir. Devinigsel hedeflerin sag ve sol el hedefleri
olarak iki agamada ele alindig1 goriilmektedir. Sag el hedefleri yay kullanirmyla ilgili
hedefleri kapsarken, sol el hedefleri daha ¢ok konumlarla ilgili hedefleri
kapsamaktadir.

Birinci yariyilda giriy davraniglarini  kapsayan hedeflere yer verildigi
goriilmektedir, Bu hedefler dogrultusunda 6grenciler, enstriimanlarim ¢almaya hazir
duruma getirebilmeli, kontrbas ¢almak igin uygun durusu alabilmeli, kontrbasi
viicuda gére konumlandirabilmelidirler. Kontrbasin konumlandirilmasina iligkin
hedeflerden sonra, yay tutusuna iligkin hedeflere yer verilmektedir. Ogrenciler yay:
yay tutus ilkelerine uygun olarak tutmalidirlar. Yayi dogru sekilde kullanabilmeleri
icin kol, bilek ve parmak hareketlerine iliskin davramglari kazanmalidirlar. Yay
lizerindeki basinct ve yay Mizim ayarlayabilmelidirler. Yay hareketlerinin
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yapilmasmna iligkin hedeflerden sonra, yay kullanimina yonelik hedeflere yer
verilmektedir. Birinci yariyil igin 6frencilerin yayin alt, orta ve tist boliimlerini
kullanabilmeleri, ayrica basit ritim kaliplarini ¢alabilmeleri istenmektedir. Sol ele
iligkin hedefler eli tuge iizerinde konumlandirma ile baglamaktadir. Daha sonra
dgrencilerin tele basma teknigini uygulayabilmeleri ve sol telinde biitiin parmaklan
kullanabilmeleri istenmektedir. Parmaklarin tellere diistiriilmesine iligkin davramiglari
kazanan Ogrenciler, yarim konumdaki sesleri biitlin tellerde basabilmeli ve bu

konumdaki etiitleri ¢alabilmelidirler.

Ikinci yariyilda Sgrenciler yayi.saglam ve esnek tutabilmeli, tel atlamal
caligmalan yapabilmelidirler. Bu donemde &grenciler $gretim elemanlarinin yardim
olmaksizin akort yapabilmelidirler. Gam galigmalarini tam yay kullanmanin diginda
basit ritim kaliplariyla da ¢almalidirlar. Gam caligmalar: dort teli de kapsamalidir.
Ogretim elemanlan iki telde aym anda ses iiretmeye iliskin ¢ift ses ¢alismalarina bu
donemde yer vermektedirler. Ogrenciler sol elde parmak atlamali ¢alismalari ve tel
gegislerini yapmalidirlar. Harmoniklerin yerlerini bulara galabilmeli, yarim ve birinci
konumlar arasinda gegis yapabilmelidirler. Ogrenciler ¢aldiklar1 parga ve
aligtirmalarda parmak numaralarina dikkat etmeli ve yazili olan parmak numaralarina

uymalidirlar.

Uglincit yaryilda detage ve legato yay tekniklerine yer verilmektedir. Ogrenciler
bu yariyilda dort teli igeren karmagik yay caligmalari yapabilmeli, 6grenilen yay
tekniklerini igeren alistirmalar galabilmelidirler. Sol elde liglincti ve dordiincii
konumlara iligkin davramglar gerceklestirilmeli, konumlar arasinda gegis
yapilabilmelidir. Vibrato teknigine tiglincii yartyilda yer verilmektedir.

Dérdiincti yartyilda sag el hedefleri arasinda martele ve pizzikato teknikleri yer
alirken, sol elde tril tekniginin uygulanmasi hedeflenmektedir. Ogrenciler 4, 8 ve 12
bagli notalar1 ve 6grendikleri yay tekniklerini igeren aligtirmalan calabilmelidirler.
Bu ddnemde dordiincii ve beginci konumlara yer verilmekte, 6grencilerin 6grenilen
konumlar arasinda gegis  yapmalan istenmektedir. Oprenciler 6grendikleri
konumlarla iki oktavlik gamlar1 ve kiiglik 6l¢ekli pargalar1 ¢alabilmelidirler.
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Spikkato ve glisando tekniklerine ilisgkin hedeflere besinci yariyilda yer
verilmektedir. Ogrenciler yay ile giirliik terimlerini uygulayabilmeli, bilesik ritimleri
galabi]melidirler. Altinc1 ve yedinci konumlara yer verilmekte ve &grencilerin
konumlar arasi gegisleri yapabilmeleri istenmektedir. Ogrenciler &grendikleri
konumlar ile iki oktavlik gamlari, sonatin formundaki pargalart ve benzer
biiytikliikteki orta 6lgekli pargalar: ¢alabilmelidirler.

Altinct yariyilda yay tekniklerine iliskin tremolo teknifine yer verilmektedir.
Ogrenciler 16, 20 ve 24 bagh notalari ve &grenilen yay tekniklerini igeren
alistirmalan galabilmelidirler. Sekizinci konuma iliskin davramiglara bu dénemde yer
verilmekte, konum gegislerinin yapilmasi istenmektedir. Ogrenciler iki oktavlik
gamlart ve kromatik dizileri c¢alabilmelidirler. Sonatin formundaki pargalara ve

benzer bitytikliikteki orta lgekli pargalara yer verilmektedir.

Yay tekniklerinden portato teknigine, sol elde ise pouce teknigine sekizinci
yartyilda yer verilmektedir. Pouce teknigine iliskin birka¢ hedefin oldugu
anlagilmaktadir. Bunlar sekiz ve {izerindeki konumlarda sol eli tuse tizerinde
konumlandirabilme, bagparmak ile tele basabilme ve pouce teknigi ile ilgili
alistirmalart  galabilmedir. Ogrenilen konumlarda {i¢ oktavlik gam ¢alismalan
yapilabilmelidir. Ogrenciler en az bir sonat ve bir siiit ¢almali, aym1 zamanda biiyiik
lgekli pargalart calabilmelidirler. Sekizinci yariyilda sotiye teknigine yer
verilmektedir. Oprenciler pouce teknigini gelistirmeye yonelik galigmalar
yapabilmeli, sol el bagparmaklarimi tugenin biitlin boliimlerinde etkin olarak
kullanabilmelidirler. Tuse bitimindeki harmonik seslerinde 6grenilmesiyle, dort
oktavlik gam c¢aligmalar1 yapilabilmeli, kongerto ve biiylik &lcekli pargalan
calabilmelidirler.

4.3. Duyugsal Hedeflere Iliskin Sonuglar

Elde edilen bulgular 1s18inda 6gretim elemanlarinin her yanyil igin duyussal
hedeflere yer verdikleri anlagiimaktadir. Bu hedefler ilk yariyillarda dikkat edebilme,
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ilgilenebilme gibi konular1 kapsarken, kontrbasin dgrenciler tarafindan etkin bir
sekilde kullamlmasiyla beraber, kontrbasgi olarak nitelenmeye kadar devam
etmektedir.

Ik yilarda &gretim elemanlar 8grencilerin dikkatlerini derse verebilmelerini ve
kontrbasla ilgili konulara yénelerek, kontrbasa yakinlasabilmelerini istemektedirler.
Calg: egitimi ile ilk kez karsilagan Sgrenciler galg: egitiminin ilkelerini kabullenmeli
ve gereklerini yerine getirmelidirler. Ogrenciler arag gere¢ kullanimina karg1 duyarl
olmali, temiz kullanmalidirlar. Bas sesin miizik eserlerindeki 6neminin farkinda
olmali, yaptiklar1 ise deger verebilmelidirler. Ogrenciler derslere diizenli gelmeye
istekli olmali, calgilarinda iyi bir diizeye gelmek igin kararl olabilmelidirler.
Ogretim elemanlar1  &fiirencilerin  diizenlenen etkinlikleri izleyebilmelerini
istemektedirler. Ogrenciler Kkontrbas icracilannin  kayitlarmi  dinlemekten
hoslanabilmeli,  pargalardaki miizikal &zelliklerin farkinda olabilmelidirler.
Ogrencilerin derslere hazirlikli gelebilmeleri igin ders disi calismalan aligkanlik
haline - getirebilmeleri gerekméktedir. Ogrenciler repertuar segiminde segici
olabilmeli, piyano eslikli galismalardan zevk alabilmelidirler. Grup ¢alismalart
yapmaya, orkestralarda galmaya ve konser, kayit gibi ders dis1 etkinlikler yapmaya
istekli olabilmeleri hedeflenmektedir. Ogrencilerin kontrbasi etkin bir sekilde
kullanmaya baglamalan ile beraber, kontrbas: farkh miizik tiirlerinde kullanmaya
acik olabilmeli, kendilerini kontrbasgi olarak niteleyebilmelidirler.

Oneriler:

Kontrbas dersi uygulamalarimin hedefler diizeyinde incelenmesi ile, &gretim
elemanlarinin  kontrbas derslerinde hangi hedeflere yer verdikleri anlagilmigtir.
Varilan sonuglar dogrultusunda, kontrbas dersi uygulamalarinin hedeflerine iligkin
bir taslak 6nerisi sunulmaya galigitmistir.



KONTRBAS DERSi UYGULAMALARININ
HEDEFLERINE iLiSKiN
TASLAK ONERISi

Birinci Yariyil

Kontrbasin tarihgesine iliskin temel bilgileri kavrayabilme
Fa anahtarindaki notalari taniyabilme

Kontrbasi ve yay: olugturan pargalari tamyabilme

Yay tutus ilkelerini kavrayabilme

Yay tutusuna iliskin parmaklarin iglevlerini kavrayabilme
Sol elin tuge tizerindeki seklini kavrayabilme

Enstriiman ¢alinmaya hazir duruma getirebilme
Kontrbasi ¢almaya uygun durusu alabilme

Kontrbas: viicuda gére konumlandirabilme

Yay: yay tutus ilkelerine uygun tutabilme

Yayin tel izerindeki yerini ayarlayabilme

Yay iizerindeki basinci ayarlayabilme

Yayin hizini ayarlayabilme

Yay kullammina iligkin parmak, bilek ve kol hareketlerini uygulayabilme

Basit ritim kaliplarini ¢alabilme

Yayin alt, orta ve {ist boliimlerine iliskin davraniglan kazanabilme

Sol eli tuse iizerinde konumlandirabilme
Tele dik basabilme

“Sol” telinde parmaklar tele diigtirebilme
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Yarim konumda sag ve sol el kullanimina iliskin temel davraniglar

kazanabilme

Tek telde Ogrenilen yarim konuma iliskin davramglan diger tellerde

uygulayabilme
Dikkatini derse verebilme
Kontrbas egitiminin ilkelerini kabullenebilme
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Kontrbasa yakinlagabilme

s

Ikinci Yariyil

Kontrbas icraciligim gelistiren besteci ve icracilari taniyabilme

Akort yapilirken dikkat edilmesi gereken kurallari kavrayabilme

Nota {izerindeki yay hareketleri ve bolinmelerine iligkin igaretleri
kavrayabilme

Yarim ve birinci konumlarin igerdigi sesleri tamyabilme

Yayi1 saglam ve esnek tutabilme

Tel atlamali aligtirmalari ¢alabilme

Tam yay kullanarak bir oktavlik gam calabilme

Gam ¢aligmalarinda basit ritim kaliplar1 kullanabilme

Iki ve dért bagh notalan galabilme

Yay: iki tele aym anda siirterek gergeklestirilen ¢ift ses caligmalarim
calabilme

Akort yapabilme

Daort teli kapsayan gam galigmalar: yapabilme

Ayni telde kalarak yapilan parmak atlamali ¢aligmalari yapabilme

Yarim ve birinci konumlar arasinda gegis yapabilme

Harmoniklerin yerlerini bularak ¢alabilme

Parga ve alistirmalarda yazili olan parmak numaralarina uyabilme

Kontrbas ile ilgili konulara yonelebilme

Arag ve gereg kullammina karg1 duyarli olabilme

Parcalar igerisindeki yay hareketlerinin ve béliinmelerinin farkinda olabilme

Uciincii Yariyil

Parmaklarin numaralandirilmasina iliskin ilke ve yontemleri kavrayabilme
Detage yay teknigine iligkin bilgileri kavrayabilme
Vibrato teknigine iligkin temel ilkeleri 6grenebilme
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Iki oktavhik gam ¢alismalar1 yapabilme

Detage yay teknigini uygulayabilme

Legato yay teknigini uygulayabilme

Dort teli kapsayan karmagik yay g¢aligmalarim yapabilme

Ogrenilen yay tekniklerini igeren aligtirmalari ¢alabilme

Ikinci konuma gegerek, ikinci konumda kalic1 aligtirmalar: ¢alabilme
Ucglincii konuma gegerek, tigiincii konumda kalic1 alistirmalar galabilme
Osrenilen konumlar arasinda iligki kurarak, gegisli alistirmalar: galabilme
Biitiin tellerde vibrato yapabilme

Miizik eserlerinde bas sesin Sneminin farkinda olabilme

Derslere diizenli gelmeye istekli olabilme

Cevresinde diizenlenen etkinlikleri izleyebilme

Kii¢iik olgekli parcalar galabilme

Kiigiik dlgekli pargalari ezberden galabilme

Dérdiincii Yariyil

Martele yay teknigine iligkin bilgileri kavrayabilme

Stakkato yay teknigine iligkin bilgileri kavrayabilme

Pizzikato teknigine iligkin bilgileri kavrayabilme

Tril teknigine iligkin temel ilkeleri kavrayabilme

Iki oktavlik gam ¢aligmalar1 yapabilme

Martele yay teknigini uygulayabilme

Stakkato tekniZini uygulayabilme

Pizzikato teknigine iligkin parmak ve kol hareketlerini yapabilme
Ogrenilen yay tekniklerini igeren aligtirmalar ¢alabilme

4, 8, ve 12 bagli notalar1 ¢alabilme

Dérdiincti konuma gegerek, dérdiincii konumda kalici aligtirmalar galabilme
Besinci konuma gegerek, beginci konumda kalic1 aligtirmalan ¢alabilme
Ogrenilen konumlar arasinda iligki kurarak, gecisli alistirmalari galabilme



Biitiin tellerde tril yapabilme

Kiigtik dlgekli pargalari ¢calabilme

Kiigtik olgekli pargalari ezberden calabilme

Unlii kontrbas icracilarmm kayitlarim dinlemekten hoslanabilme
Ders disinda diizenli galigmay: aligkanlik haline getirebilme
Parcgalardaki miizikal 6zelliklerin farkinda olabilme

Besinci Yarivil

Spikkato yay teknigine iliskin bilgileri kavrayabilme

Bilesik ritimleri ¢6zlimleyebilme

Giirliik terimlerinin uygulanmasina iligkin bilgileri kavrayabilme
Glisando teknigine ait temel ilkeleri 6grenebilme

Iki oktavlik gam ¢alismalar yapabilme

Spikkato yay teknigini uygulayabilme

Yay ile giirliik terimlerini uygulayabilme

Bilesik ritimleri ¢alabilme

Ogrenilen yay tekniklerini igeren alistirmalar1 ¢alabilme

Altinc1 konuma gegerek, altinc1 konumda kalici aligtirmalar galabilme
Yedinci konuma gegerek, yedinci konumda kalict aligtirmalar1 galabilme
Ogrenilen konumlar arasinda iliski kurarak, gegisli alisirmalar: galabilme

Biitiin parmaklarla glisando teknigini uygulayabilme
Sonatin formundaki pargalari calabilme

Orta 6lgekli parcalar: ¢alabilme

Orta Slgekli parcalar: ezberden ¢alabilme

Calgisinda iyi bir diizeye gelmek igin kararh olabilme
Parcalan piyano eslikli calmaktan zevk alabilme
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Altinel Yarivil

Tremolo yay teknigine iligkin bilgileri kavrayabilme

Kromatik dizilere iligkin bilgileri kavrayabilme

Iki oktavlik gam calismalar: yapabilme

Tremolo yay teknigini uygulayabilme

Dort telin her birinde tremolo yapabilme

16, 20 ve 24 bagli notalar1 ¢calabilme

Ogrenilen yay tekniklerini igeren aligtirmalari ¢alabilme

Sekizinci konuma gegerek, sekizinci konumda kalic1 aligtirmalar1 ¢alabilme
Ogrenilen konumlar arasinda iliski kurarak, gegisli alistirmalan ¢alabilme
Tek telde kromatik dizleri ¢alabilme

Tel gegisli kromatik dizileri ¢alabilme

Sonatin formundaki pargalari ¢alabilme

Orta dlgekli parcalari ¢alabilme

Orta 6lgekli pargalar1 ezberden galabilme

Grup ¢aligmalarinda gérev yapmaya goniillii olabilme

Repertuar belirlemede segici olabilme

Yedinci Yariyul

Portato teknigine iligkin bilgileri kavrayabilme

Pouce teknigine iligkin ilkeleri kavrayabilme

Alt konumlarda bagparmagmn tele basmasma iligkin temel ilkeleri
kavrayabilme

Ug oktavlik gam galismalar yapabilme

Yay ile portato teknigini uygulayabilme

Ogrenilen yay tekniklerini igeren aligirmalar: ¢alabilme

Sekizinci ve {lizerindeki pozisyonlarda sol eli tuge ilizerinde
konumlandirabilme

Sol el bagparmagmin bogum yeri ile tele basabilme



Pouce pozisyonuna iligkin aligtirmalar galabilme

Sonat formundaki pargalar: galabilme

Stiit formundaki pargalar: ¢alabilme

Biiyiik 6lgekli pargalar1 galabilme

Biiytik dlgekli pargalar1 ezberden galabilme

Orkestralarda ¢almaya istekli olabilme

Konser, kayit ve benzeri ders dist etkinlikler yapmaya istekli olabilme

Sekizinci Yarivil

Sotiye teknigine iligkin temel ilkeleri kavrayabilme
Harmonik seslere iligkin 6n bilgileri kavrayabilme

Daort oktavlik gam ¢aligmalar: yapabilme

Yay ile Sotiye teknigini uygulayabilme

Dért telin her birinde sotiye yapabilme

Ogrenilen yay tekniklerini igeren alistirmalar calabilme
Pouce teknigini gelistirmeye yonelik ¢alismalar yapabilme
Bagparmag tist ve alt pozisyonlarda kullanabilme

Konum geg¢isli alistirmalar: galabilme

Tuse bitimindeki harmonik sesleri ¢alabilme

Kongerto formundaki parcalari ¢alabilme

Biiyiik 6lgekli pargalar1 ¢alabilme

Biiyiik olgekli pargalari ezberden galabilme

Kontrbasi farkli miizik tiirlerinde kullanmaya agik olabilme
Kendisini kontrbas¢i olarak niteleyebilme
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KONTRBAS DERSi UYGULAMALARININ
HEDEFLERININ BELIRLENMESINE YONELIK HAZIRLANAN
YAPILANDIRILMIS GORUSME

BILIiSSEL HEDEFLERE ILISKiN SORULAR

Birineci Yariyil

1.

oW

11.

12.

13.

Kontrbasin gelisim evrelerine iligkin, tel sayisi, akort sistemi, boyutlari gibi
6zelliklerinin hangilerine derslerinizde yer veriyorsunuz?

Kontrbasin koprii, tuse, bas balkon gibi béliimlerinden hangilerine dair bilgilerin
Ogrenciler i¢in gerekli oldugunu diislinityorsunuz?

Regine killara siiriliirken nelere dikkat edilmesini istiyorsunuz?

Ogrencinin yay tutusunu kavramasi i¢in ne tiir calismalardan faydalaniyorsunuz?
Ogrencilerin  kontrbas1  dogru sekilde tutmalann igin nelere dikkat etmeleri
gerekmektedir? ’

. Ogrenci sol elini tuseye koyarken, basparmagin pozisyonuna iliskin nelere dikkat

etmelidir?

Ogrenciler yay: telin iizerine koyarken tugenin uzakligina m, kopriiye olan mesafeye
mi dikkat etmeli?

Ogrenciler yay kullanirken, kol agimligim yaya aktarabilmek icin nelere dikkat
etmelidirler? ' ,

Ogrenciler tugeyi tutarken sol kol ve sol bilegin agisina iliskin nelere dikkat etmeli?

. Ogrenciler tele basmak igin parmaklarinin pozisyonunu ayarlamada neleri goz 6niinde

bulundurmalidir?

Ogrenciler parmaklarinin tele olan uzakhifim ayarlamak icin nelere dikkat
etmelidirler?

Ogrencilerin “Fa” anahtarindaki notalarr tanimalarma yonelik ne tiir caligmalar
yaptyorsunuz?

Ogrencilerin birinci pozisyonda ¢aldiklan pargalar1 ezberlemesini istiyor musunuz?

Ikinci Yariyil

1.

2
3.
4

Kontrbas icracihifim gelistiren besteci ve icracilardan hangilerine derslerinizde yer
veriyorsunuz?

. Ogrenciler sazlarm akortlaken nelere dikkat etmelidirler?

Nota tizerindeki yaya iligkin isaretlerden hangilerini agikliyorsunuz?

. Oprencilere martele, legato, stakkato gibi yay tekniklerinden hangilerini

agikliyorsunuz?

Ogrenciler yay1 iki tele aym anda siirterken, yaymn agisina iliskin nelere dikkat
etmelidirler?

Ogrencilerin detage ve legato teknipine iliskin galismalara baglayabilmeleri igin,
edinmeleri gereken 6n bilgiler nelerdir?

Ogrencileri birinci pozisyonda hangi gamlar ¢alabilecegine dair bilgilendiriyor
musunuz?

Ogrencilerden basit okul sarkilarini ezberden ¢almalarim istiyor musunuz?



9.

Ogrenciler birinci konumdaki sesleri dogru bulabilmek i¢in nelere dikkat etmelidirler?

Uciincii Yanivil

1.

bl o

el R

Yeni bir konuma gegerken o konumdaki seslere iligkin Ggrenciyi bilgilendiriyor
musunuz? '
Ogrencileri hangi sesi hangi konumda galacaklarina dair bilgilendiriyor musunuz?
Ogrencilerin notalart ¢alarken parmak numaralarina dikkat etmelerini istiyor
musunuz?

Ogrenciler farkli konumlara iligkin bilgiler arasinda baglant: kurabiliyorlar mi?
Ogrencilere “Vibrato”, “Glisando” gibi kavramlarin hangilerini agikliyorsunuz?
Oprenciler “vibrato” teknigine iliskin neleri bilmeli?

Ogrenciler “glisando” teknigine iliskin neleri bilmeli?

Dordiincii Yariyil

1. Oprencilere detase, martele gibi yay tekniklerinden hangileri ile ilgili agiklama
yapiyorsunuz? )

2. Ogrenciler yay tekniklerini uygulayabilmek icin bilegin ve dirsegin durumuna dair
nelere dikkat etmeli? v

3. Opgrencilerin martele ve stakkato teknigine iliskin galismalara baglayabilmeleri i¢in,
edinmeleri gereken 6n bilgiler nelerdir?

4. Ogrencileri, bir sesin diger konumlardaki yerlerine iliskin bilgilendiriyor musunuz?

5. Ogrencilerden &grendikleri pargalar ezberden galmasini istiyor musunuz?

6. Bagka.......

Besinci Yariyil

1. Oprencileri hangi yay teknikleri hakkinda bilgilendiriyorsunuz?

2. Piyano, forte, kresendo gibi giirlik terimlerin hangileri ile ilgili Ogrencileri
bilgilendiriyorsunuz?

3. Allegro, presto gibi hiz terimlerinin hangileri ile ilgili Ogrencileri
bilgilendiriyorsunuz?

4. Stakkato, martele gibi yay tekniklerini agiklarken, yazim kurallarina iliskin hangi
noktalarin {izerinde duruyorsunuz?

5. Ogrencilerden 6grendikleri pargalar1 ezberden ¢almasini istiyor musunuz?

6. Baska........



Altinc: Yarivil

SR =

=

Ogrenciler farkli konumlara ait bilgiler arasinda baglanti kurabiliyor mu?

Ogrenciler, aym seslerin farkli konumlardaki yerleri arasinda baglanti kurabiliyorlar
mi1?

Ogrencilere yeni bir konuma iligkin hangi bilgileri veriyorsunuz?

Ogrencileri hangi yay teknikleri hakkinda bilgilendiriyorsunuz?

Yaymn tel iizerinde sigramasini saglamak igin,6grencilerin bilmeleri gereken ilkeler
nelerdir?

Ogrencilerden 6grendikleri pargalan ezberden ¢almasini istiyor musunuz?

Yedinci Yariyil

DN =

v W

S

Ogrenciler farkli konumlara ait bilgilér arasinda baglant: kurabiliimr mu?

. Opgrenciler, aym seslerin farkli konumlardaki yerleri arasinda baglanti kurabiliyotlar

mi1? ,

Ogrencilere yeni bir konuma iliskin hangi bilgileri veriyorsunuz?

Ogrencileri hangi yay teknikleri hakkinda bilgilendiriyorsunuz?

Ogrencilerin sotiye teknigine iliskin galigmalara baslayabilmeleri igin, edinmeleri
gereken 6n bilgiler nelerdir?

Ogrencilerden 6grendikleri parcalar: ezberden galmasini istiyor musunuz?

Sekizinci Yariyil

B =

S ke W

(:)grenciler farkls konumlara ait bilgiler arasinda baglant1 kurabiliyor mu?

Ogrenciler, ayn1 seslerin farkli konumlardaki yerleri arasmnda baglant1 kurabiliyorlar
mi1?

O grencilere yeni bir konuma iligkin hangi bilgileri veriyorsunuz?

Ogrencileri hangi yay teknikleri hakkinda bilgilendiriyorsunuz?

Ogrencilerden 6grendikleri pargalar ezberden galmasini istiyor musunuz?

DEVINISSEL HEDEFLER
Birinci Yariyil
‘1. Bedensel kurulug asamasinda grenciler ayaklarim bitisik mi, yoksa omuz hizasinda

agtk mi tutmalidirlar?
Ogrenciler yay1 tutarken, yayi isaret parmaklarimn hangi bogumuna koymasiu
istiyorsunuz?



3. Yay: tutusunda, bagparmagin hangi parmagn karsisinda durmasim istiyorsunuz?

4. Ogrenciler yay tiizerindeki basinci ayarlamak igin Kolun hangi bolgesinden gii¢
vermelidirler?

5. Yaymn tel {izerinde aym dogrultuda gidip gelmesi igin hangi bilek davramiglar tizerinde
duruyorsunuz?

6. Ses liretme agamasinda dgrencilere tam yay mi, yarim yay mui kullandirtyorsunuz?

7. Yaym st yaris1 kullamlirken, yay basincinin koldan mi, bilekten mi ayarlanmasini
istiyorsunuz?

8. Ogrenciler sol el bag parmaklarini tuseyi tutarken nereye koymahdirlar?

9. Parmaklarin tele hangi agiyla basmasini istiyorsunuz?

10. Ogrencilerin entonasyon sorunlarim gidermek icin ne tiir calismalar yaptirtyorsunuz?

11. Ogrencilerden yaya ve konuma iligkin tek telde 8grenilen davramislar, ikinei bir telde
uygulamasini istiyor musunuz?

12. Ogrenilen davranislarla, diizeyine uygun ne tiir pargalar ¢alabilmesini istiyorsunuz?

1. Ogrencilerin biittin parmaklanni etkin kullanabilmeleri igin ne tiir caligmalar
yaptiriyorsunuz? '

2. Yay ile tel degistirirken, Ogrencilerin bilek ve kola dair hangi davraniglan
uygulamasini istiyorsunuz?

3. Oprencilerin tek telde ogrendikleri - parmak hareketlerini diger tellerde de

uygulayabilmeleri i¢in, bilekte hangi davranislar tizerinde duruyorsunuz?

Ogrenilen konumlarda 6grencilerin hangi gamlar: galabilmesini istiyorsunuz?

Ogrencilerin hangi yay tekniklerini kullanabilmesini istiyorsunuz?

Ogrencilerden &grenilen gamlari , bir yaya iki ve dort nota gelecek sekilde galmalarin:

istiyor musunuz?

7. Ikitelde ayni anda galabilme galismalar igin hangi etiitlerden yararlaniyorsunuz?

Ogrencilerin  piano, forte gibi giirlik kavramlarim uygulayabilmeleri igin, yay

tizerindeki basmer artfirmaya yada azaltmaya yonelik ne tir ¢ahigmalar

yaptutyorsunuz?

9. Ogrencﬂer Ogrenilen teknikleri yapitlarda uygulayabiliyorlar mi?

10. Ogrenilen davranislarla, diizeyine uygun ne tiir parcalar galabilmesini istiyorsunuz?

O

®

fJgﬁncii Yanvil
1. Gamlar farkli parmak numaralar ile calma galigmalar1 yaptiriyor musunuz?
2. Gamlart 4’luk, 8°lik, 16’lik gibi nota degerlerinden hangileri ile ¢aldiriyorsunuz?
3. Ogrencilerin Ogrenilen yay tekniklerini biitiin tellerde uygulayabilmeleri i¢i ne tiir

alistirmalar yaptiriyorsunuz?

4. Ogrencilere gam caligmasi yaptirirken, 6grenilen yay tekniklerini uygulamasim istiyor
musunuz?

5. Ogrencilerin  karmagtk yay ¢alismalart yapabilmeleri igin hangi etiitleri
caldiriyorsunuz?



Ogrencilerin yeni bir konuma gegebilmeleri i¢in hangi davramiglari, ne diizeyde
kazanmis olmalar1 gerekmektedir?

7. C)grencxlerm Ogrenilen davramslart yeni bir konumda uygulamasini istiyor musunuz?
8.
9. Vibrato galigmalan sirasinda bilegin salimimina iliskin ne tiir davramglar: yapmalarin

Ogrencilerin entonasyon sorunlarim gidermek igin ne tiir ¢alismalar yaptirtyorsunuz?

bekliyorsunuz?

10. Ogrenilen davramslarla, diizeyine uygun ne tiir pargalar ¢alabilmesini istiyorsunuz?

Dérdiincii Yariyil

1.

Ogrencilerin &grenilen konumlarda kalarak calabilmeleri igin ne tiir caligmalar
yaptiriyorsunuz?

Ogrencilerin farkli konumlar arasinda gegis yaparak galabilmeleri i¢in hangi etiitlerden
faydalaniyorsunuz?

Konumlar arasinda gegis yaparak iki oktaviik gam ¢aligmasi yapabiliyorlar m1?-

Gam ¢aliymalan swasinda 6frencilerin  hangi yay tekniklerini kullanmasint
1st1yorsunuz‘7

Ogrencilerin yeni bir konuma gegebilmesi i¢in, hangi davramslarin kazanilmug
olmasin1 bekliyorsunuz?

Ogrencilerin yeni konumda hangi gamlar1 galabilmeleri gerekmektedir?

Yeni konum ile diger konumlar arasinda baglanti kurabilmeleri igin ne tiir ¢aligmalar
yaptiriyorsunuz? '

Ogrencﬂer gecisli gamlar: ¢alarken hangi yay tekniklerini kullanmalarim istiyorsunuz?
Ogrenilen davranislarla, diizeyine uygun ne tiir pargalar ¢alabilmesini istiyorsunuz?

Besinci Yarivil

Ogrencilerin yeni konumda hangi gamlar1 ¢alabilmesini istiyorsunuz?

Yeni konumla difer konumlar arasindaki baglantiy1 saglayabilmek i¢in hangi
etiitlerden yararlaniyorsunuz?

Ogrenciler konumlar arasinda gegis yaparak, iki oktav gam calma calismas:
yapabiliyorlar mi?

Gegisli gam ¢alismalari sirasinda, 6grencilerden hangi yay tekniklerini kullanmalarim
istiyorsunuz?

Ogrenilen yay tekniklerini yeni konumlarda uygulayabilmeleri i¢in ne tiir ¢alismalar
yaptirtyorsunuz? .
Ogrencilerin ~ vibratolarim1  geligtirmek  igin  hangi bilek egzersizlerinden
yararlantyorsunuz?

Vibrato galigmalar1 yaptirirken hangi yay tekniklerini kullandirtyorsunuz?

‘Ogrenilen davranislarla, diizeyine uygun ne tiir pargalar ¢alabilmesini istiyorsunuz?



Altmel Yarivil
1. Ogrencilerin yeni konumda hangi gamlar: ¢alabilmesini istiyorsunuz?

2. Yeni konumla dier konumlar arasindaki baglantiy1 saglayabilmek i¢in hangi

o

etiitlerden yararlaniyorsunuz?

Gegisli gam calismalan sirasinda, dgrencilerden hangi yay tekniklerini kullanmalarim
istiyorsunuz?

Oprenilen konumlarin tamamim kapsayan gam ¢ahigmalarina iliskin hangi gamlarin
calinmasin istiyorsunuz?

Ogrencilere, entonasyon sorunlarii gidermeye yonelik ne tir ¢aligmalar
yaptmyorsunuz"

Ogrencilerin yeni bir konuma gegebilmesi igin, hang1 davramiglarin  kazanilmig
olmasim bekliyorsunuz?

Ogrencilerin yay1 tel fzerinde sigratabilmeleri icin, yaym hangl bolumumi
kullanmalart gerekmektedu"

Ogrenilen davraniglarla, diizeyine uygun ne tiir pargalar galabilmesini istiyorsunuz?

Yedinci Yariyil

—

© 00 N1 o

Ogrencilerin yeni konumda hangi gamlan galabilmesini istiyorsunuz?

Yeni konumla diger konumlar arasindaki baglantiy1 saglayabilmek igin hangi
etiitlerden yararlantyorsunuz?

Gegisli gam caligmalar sirasinda, 6grencilerden hangi yay tekniklerini kullanmalarini
istiyorsunuz?

Ogrenilen konumlarin tamamini kapsayan gam galismalarina iliskin hangi gamlarin
calinmasini istiyorsunuz?

Ogrencilerin yeni bir konuma gegebilmesi igin, hangi davramislarin kazamilmig
olmasini bekliyorsunuz?

Ogrenilen konumlarda hangi yay tekniklerinin kullanilmasini istiyorsunuz?

Yay tekniklerinin 6grenilebilmesi i¢in hangi davraniglar iizerinde duruyorsunuz?
Ogrenilen davraniglarla, diizeyine uygun ne tiir pargalar ¢alabilmesini istiyorsunuz?

Sekizinci Yarivil

—
.

i

Ogrencilerin yeni konumda hangi gamlan ¢alabilmesini istiyorsunuz?

Yeni konumla diger konumlar arasindaki baglan’uyl saglayabilmek i¢in hangi
etiitlerden yararlaniyorsunuz?

Gegisli gam ¢aligmalari sirasinda, dgrencilerden hangi yay tekniklerini kullanmalarim
istiyorsunuz?

Ogrenilen konumlarin tamamim kapsayan gam g¢aligmalarina iligkin hangi gamlarin
calinmasini istiyorsunuz?

Ogrenilen konumlarda hangi yay tekniklerinin kullamlmasini istiyorsunuz?

Ogrenilen davranislarla, diizeyine uygun ne tlir pargalar ¢alabilmesini istiyorsunuz?



7.

Ogrencilerin mezun olabilmeleri igin, hangi davram$1ar1 kazanmig olmalanm

bekliyorsunuz?

DUYUSSAL HEDEFLER

Calg: egitiminin niteligi geregince devinigsel hedefler, biligsel ve duyugsal hedeflere
oranla daha fazla olmaktadir. Ozellikle duyussal hedeflerin her dénem igin benzerlikler
gostermesi ve bu alandaki hedeflerin digerlerine gore daha az olmasi nedeni ile hedefler
donemlik degil yillik olarak gériisme taslagina alinmugtir.

Birinei Y1l

a2

Ogrencilerin dikkatlerini derse verebilmeleri igin ne tiir yontemler kullantyorsunuz?
Ders arag ve gereglerinin temiz kullamhp kullanilmadigini kontrol ediyor musunuz?
(3grencﬂer1n kontrbasa yonelmeleri i¢in ders dig1 galigmalara yer veriyor musunuz?
Ogrencilerin kontrbasa ilgisinin artmasi i¢in, derslerde tinlii icracilarin ses yada video -
kayitlarindan faydalaniyor musunuz?

5. Enstriiman egitiminin bire bir yapilmasi 6&grenciler {izerinde ne tiir etkiler
olusturmaktadir?

6. Ogrencilerin dikkatini ¢ekmek ve ilgisini arttirmak igin, farkli dgrencilerle- yapllan
kontrbas derslerini izlemelerine olanak tantyor musunuz?

7. Baska........

Ikinci Yil

1. Ogrencilerin pargalarin miizikal niteliklerine 111$k1n, hang1 dzelliklerin farkinda
olmasini istiyorsunuz?

2. Ogrenciler tinlii kontrbas icracilarimn kayitlarina ilgi gosteriyorlar mi?

3. Ogrenciler derslere diizenli olarak geliyorlar mu?

4, Ogrencilerin ders digindaki calismalarim aliskanlik haline getirebilmeleri igin neler
yapmak gerektigini dugimﬁyorsunuz"

5. Opgrencilerin izleyebilmeleri igin, kontrbasla ilgili diizenlenen etkinliklere iligkin
6grencileri bilgilendiriyor musunuz?

6. Bagka.........

Uciincii Yal

1. Repertuar se¢ciminde 6grencilerin fikirlerini g6z 6niinde bulunduruyor musunuz?

2. Ogrencileri diger enstriimanlar ile grup calismalar1 yapmalarn konusunda
y6nlendiriyor musunuz?

3. Ogretilen pargalar piyano eslikleri ile galdirryor musunuz?

4, Bagka............



Dérdiincii Yil

1.

WD

SN

Ogrencileri, yaptiklar1 ¢aligmalar konser, dinleti gibi etkinliklerde sergilemeleri igin
tesvik ediyor musunuz?

Ogrencilerin farkl biiyiikliikteki orkestralarda ¢alma konusunda istekleri var mu?
Ogrencileri orkestralarda galabilmeleri icin ynlendiriyor musunuz?

Ogrencilerin kontrbas1 farkli miizik tiirlerinde de kullanabilmeleri igin ne tiir
uygulamalar yapiyorsunuz?

Ogrenciler aldiklan egitim sonucunda kontrbas¢1 kimligine biiriiniiyorlar mi?
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Introductory

Essential instrumental skills:

Bowing. Starting to develop a secure but flexible bow hold. Laying the foundations of basic bowing
movements (repeated down or up bows with a wide circular return, simple rhythm patterns and easy

string crossing).

Fingering and shifting. Starting to develop a violin hold with a mobile left elbow, allowing rounded fingers
on all strings. Pitch matching an octave with the open string. Open string and first finger tunes on all strings.
Tunes up to the range of a tetrachord (0 1 23 / d r mf) on one string. Left hand pizzicato on open strings,
with any finger, whilst moving the hand up and down the strings.

Co-ordination. Starting to develop a balanced stance with the violin. Right hand plucking without the bow.
Actions in rests (swing, tap, bend knees).

Essential musical skills: .

Rhythmic. Identifying the elements of pulse and rhythm in a known song. Copying rhythms (clapping and
on the violin) in preparation for Preliminary. Learning to read and articulate J J3 and ¢ by tapping the
pulse and saying the rhythm, then playing them. Identifying J J7 and ? in known songs.

Pitch. Starting to understand the concepts of high and low sounds. Copying of simple melodic shapes by
ear, with the voice or on the violin. Learning to sing and ldennfy the shapes sm and mrd in known songs.
Learning to read the same melodic shapes on the stave, singing then playing them.

Transposing. Starting to learn about key structure through the transposition of simple tunes (mrd) from
one string to another.

Improvising. Making up a short rhythmic answer to a short phrase with no restrictions on rhythmic content
as long as the pulse remains steady. Only open strings.

Ensemble. Simple duet work and simple rhythmic or melodic ostinati, (clapped, sung or played), with
known songs.

Others. Laying the foundations for acquiring the skill to pitch-match and listen for good tone quality and
intonation. Memorising of simple tunes on the violin e.g. a short song. Composition, by adding rhythm and
pitch to words that are given.

Pieces:

Pieces appropriate to the Introductory level must demonstrate selected instrumental and musical skills
acquired at this level. They may include isolated elements from Preliminary if they can be taught easily,
by rote. A greater variety of notes and or rhythms may well have been played by ear.

Time signatures: KK
Rhythm: s
Key signatures: 2t 3
Pitch: G, D123,A123El]
Positions: first position only, first finger pattern (0 1 23)
Shifts: none
Performance directions: pmp mf fand a selection in English
Scales:

D major, one octave scale. Separate bows only and with simple bowing variations - a short rhythm repeated
on each note of the scale.
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VIOLIN Revised String Curriculum

Preliminary

Essential instrumental skills:
Bowing. Continued development of a secure but flexible bow hold. Laying the foundations of basic bowing
movements (simple bow division e.g. J JJand J373 J3, easy string crossing and variations using simple bowing

patterns).

Fingering and shifting. Continued development of the violin hold with a mobile left elbow, allowing rounded
fingers on all strings. Pitch matching an octave with the open string. Tunes up to the range of a tetrachord

(0 123 / d r mf) on one string and tunes moving easily from one string to an adjacent string.

Co-ordination. Continued development of a balanced stance with the violin. Right hand plucking without the
bow.

Essential musical skills:
Rhythmic. Identifying the elements of pulse and rhythm in a known song. Copying rhythms (clapping and on
the violin) in preparation for Grade 1. Tapping the pulse and saying the rhythms ff7and J , and playing

them. Counting the beats while playing J JJ J73J and J on an open string. Identifying /733 in known songs.

Pitch. Continued development of the understanding of high and low sounds. Copying simple melodic
shapes, by ear, with the voice or on the violin. Learning to sing and identify groups of notes from a range
drm - sl in known songs. Learning to read these melodic shapes on the stave, singing then playing them.
Transposing. Continuing to explore key structure through the transposition of simple tunes (fmrd), from
one string to another. Early exploration by ear of the semitone step between the first and second fingers,.

0 12 3 finger pattern.

Improvising. Making up a short rhytlimic answer to a short phrase with no restrictions on rhythmic content
as long as the pulse remains steady. Only open strings. '

Ensemble. Simple duet work and simple rhythmic or melodic ostinati, (clapped, sung or played) with known
songs.

Others. Laying the foundations for acquiring the skill to pitch-match and listen for good tone quality and
intonation. Memorising of simple tunes on the violin e.g. a short song. Composition, by adding rhythm and
pitch to words that are given.

Pieces:
Pieces appropriate to the Preliminary level must demonstrate selected instrumental and musical skills
acquired at this level. They may include isolated elements from Grade 1 if they can be taught easily, by rote.

Time signatures: no change

Rhythm: err PR

Key signatures: 4

Pitch: G1,D123,A123,E123

Positions: ' first position only, first finger pattern (0 1 23)

Shifts: ‘ None

Performance directions: a selection in English. cresc. dim. down and up bows
Scales:

One octave scales beginning on the open string. Separate. bows only and with simple bowing variations - a
short rhythm repeated on each note of the scale.
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Revised String Curriculum VIOLIN

Grade 1

Essential instrumental skills:
Bowing. Continued development of a secure but flexible bow hold. More basic bowing movements, variations
using simple bowing patterns: J J3 J JJ / J J733 7 5333 J373 /4 and staccato notes with the bow on or off

the string. Two or three note slurs on one string, two note slurs crossing strings where one is an open string.
Fingering and shifting. Continued development of an easy violin hold with a mobile left elbow, allowing
rounded fingers on all strings and freedom to slide into high positions. Pitch matching an octave with the
open string (first and third positions). Exploring different finger patterns by playing simple tunes where the
key note (d) is the open string or third finger in first position, or the first finger in third position
(0123/3012/1 2 34). Left hand pizzicato to strengthen the little finger.

Co-ordination. Continued development of a balanced stance with the violin. Right hand plucking holding the
bow.

Essential musical skills: )

Rhythmic. Introduction of compound time through identifying the elements of pulse and rhythm in a
known song. Copying rhythms (clapping and on the violin) in preparation for Grade 2. Learning to read
and articulate J73 J3J and J both by tapping the pulse while saying the rhythm and counting the beats while
playing it. The same in compound time J. /2 JJJ # . Identifying all these rhythm elements in known
songs and short phrases heard for the first time.

Pitch. Copying melodic shapes by ear, with the voice or on the violin. Learning to sing and identify groups
of notes from a range I, - 1in known songs. Learning to read the same melodic shapes on the stave, singing
then playing them. Introduction to minor tonalities.

Transposing. Continuing to explore key structure and finger patterns through the transposition of simple
tunes up or down a tone or an octave (drmf).

Improvising. A free but rhythmic answer in response to a given phrase. The pulse must remain steady. A
limited use of fingers is encouraged.

Ensemble. More duet work and rhythmic and melodic ostinati, clapped, sung or played.

Others. Continuing to lay the foundations for listening out for good tone quality and intonation. Learning
to give character to musical phrases. Memorising a short tune on the violin. Composition, adding rhythm and
pitch to words that are given.

Pieces:

Pieces appropriate to Grade 1 must demonstrate selected instrumental and musical skills acquired at this
level. They may include isolated elements from the next grade if they can be taught easily, by rote. Low 2 will
appear infrequently in the music that is read, but be explored frequently when playing well known songs by
ear or by rote.

Time signatures: 8

Rhythm: in simple time: J7J J7) two beat rests, whole bar rests
in compound time:J. JJ» JJJ ¥

Key signatures: 1

Pitch: G123, D123,A1234,E1234

Positions: first position only

Shifts: none -

Performance directions: mostly in English, slurs, staccato dots, pizzicato
(pizz.), arco pp ff

Scales and arpeggios:
One octave major scales and arpeggios starting from the open string and third finger. With bowing variations
including some slurs.
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VIOLIN Revised String Curriculum

Grade 2

Essential instrumental skills:

Bowing. Bowing variations to develop marteléZ, staccato, tremolo and compound rhythms. Perpetuum
mobile pieces, two or four bows per note, with the bow on or off the string. Three or four note slurs.
Fingering and shifting. Continuing to explore different finger patterns by playing tunes where the key note
(d) is the open string, first, second or third finger in first position, or the first finger in other positions
(0123/1234/2 3 01 /3 0 12). Shift to the half string harmonic. Second and third fingers placed
individually in arpeggio patterns.

Co-ordination. Simple double stops where at least one note is an open string.

Essential musical skills:

Rhythmic. More complex rhythms and the introduction and explanation of dotted notes. Copying rhythms
(clapping and on the violin) in preparation for Grade 3. Learning to read and articulate J3 and J. 2
(tapping the pulse while saying the rhythm, and counting the beats while playing it). The same in compound
time (£77). Identifying all these rhythmic elements in known songs and short phrases heard for the first time.

Pitch. Copying melodic shapes by ear with the voice or on the violin. Learning to sing and identify groups of
notes from a range I, - d” in known songs. Learning to read the same melodic shapes on the stave, singing
then playing them. Note naming and the understanding of scale, key structure and key signatures.
Transposing. Using a variety of finger patterns, transpose tunes up or down an octave or into another key.
Improvising. Initiate a conversation with a two or four bar phrase from a requested note, or notes and make
an answer.

Ensemble. Duet and trio work, rhythmic and melodic ostinati.

Others. Listening out for good tone quality and intonation. Memorising of a repertoire piece on the violin.
Composition, making up a tune to contain specific rhythmic or pitch elements.

Pieces:
Pieces appropriate to Grade 2 must demonstrate selected instrumental and musical skills acquired at
this level. They may include isolated elements from the next grade if they can be taught easily, by rote.

Time signatures: 3
Rhythm: 334 0,733 01
Key signatures: 1 flat, 2 flats
Pitch: G12233, D112233, A112234, £1122344
third position notes on A and E strings
Positions: first and third positions ‘
Shifts: to third position and to half string harmonic
Performance directions: in Italian
Scales and arﬁeggios:

One octave major scales and arpeggios starting from the first, second or third ﬁnger in first position, for
example E flat, B flat and C majors. D major in third position. E and D natural minors (one octave). With
bowing variations including slurs.
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Double Bass Audition Requirements for Undergraduate
Degrees and Diplomas

Double Bass (Major Level)
Tertiary Courses

How to Apply Principal study must be taken at Major Level In the Bachelor of Music (Performance)
and the Diploma of Music. It may also be taken at Major Level in the Bachelor of
Specialisation Music (Music Education) and the Bachelor of Music Studies.
Principal Study a) Technical requirements:

Major Level 8

o demonstrate different bowings in any two octave scale of the
Minor Level

candidate “s choice
e one study which demonstrates technical ability

b) Prepared program:

@ a fast and slow movement from a baroque sonata, for example, Corelli,
Eccles ot Vivaldi
@ two short pieces (one of them a 20th century work).

Double Bass (Mlno:; Level)-

Principal study may be taken at Minor Level in the Bachelor of Music (Music
Education) and the Bachelor of Music Studies. It is not available in the
Bachelor of Music (Performance) or the Diploma of Music.

a) Technical requirements:

® demonstrate different bowings in any two octave scale of the
candidate “s choice. )

b) Prepared program:

® two studies, for example, Bottesini 24 Exercises No. 6, 13, 15 or 17, or
Simandl 30 Etudes, No. 11 or 15
® two contrasting pleces including one 20th century work.

Further information: info@greenway.usyd.edu.au
Phone: 61 2 9351 1241 -- Fax: 612 9351 1200

THE UNIVERSITY OF SYDNEY
Sydney Conservatorium of Music

Copyright ©2001 Sydney Conservatorium of Music

URL: http://www.usyd.edu.au/su/conmusic/auddbass.html
Last Updated: Friday, 10-Aug-2001 10:51:50 EST
Disclaimer / copyright

Technical comments: webmaster

Comments on site content and design: feedback

http://www.usyd.edu.au/su/conmusic/auddbass.html , 31.03.2004



Welcome to the Kent State University's
Department of

Theory & Composition

Department of Theory & Composition:
David Spondike

M.M., Education
University of Akron

B.F.A., Photography & Cinema
The Ohio State University

Office: MSP D-208d

Phone: 330-672-2058

email: Dspondike@aol.com

URL: http://members.aol.com/dspondike/homepage.html

I am currently working on my Ph.D. in Theory & Composition, and teach the core academic
music curriculum and ensemble performance at Firestone High School Magnet Arts, in
Akron, Ohio. Though unsettled on a dissertation topic, my interests lean toward the
application of music perception in the development of a more universal system of music
theory. I also possess an on going desire to reveal that which remains intuitive in the
relationship between fractals and music.

People that perhaps only some of you may be acquainted with, but who have been important
to me as teachers and friends, include (roughly grouped by discipline), Harry Davidson,
Yowell Levi, Dennis Eberhard, David Bernstein, Joseph Schwantner, Yehudi Weiner, Frank
Wiley, Richard DeVore, Chuck Frank, Ray Ricker, Chas Baker and Roger Tropman. I am
also grateful for all the wonderful non-music teachers that have enriched my life.

Those who know me, know that I walk a fine line between (perhaps more of a Henon orbit
around) the path well trodden and the path nearly forgotten. I quickly chose bassoon, then
double bass as my primary instruments, and began composing contemporary art music in the
summer before the 8th grade (to impress a girl, of course). Though I have taken an
unconventional course (with a major detour into the realm of broadcast television), I now
surround myself with the trappings of academia and a respectable job as a teacher. I hope to
someday be well published in the disciplines composition and theory. All very mainstream
now. Well, that leads to a need for equilibrium. You may find the balancing forces in the
content of my research and artistic work.



Instrument Set Up:

Strings:

A very significant part of the sound of any string instrument is it's strings. It is the original
tone to be amplified by the resonance of the instrument. A good set of strings can improve the
sound of even the worst instrument. It is also much less costly to replace the strings then the
entire instrument (the cheapest double bass is usually not less than §$1, 000 where an average
price for a set of strings is around $100).

Not only can a good set of strings improve the tone quality, but can also significantly improve
the playability of the instrument. Double bass strings come in many gauges (size of the
diameter of the string) and string tensions. Smaller strings with less tension are a good
selection for young beginners because they provide greater ease of playability (makes it easier
to depress the strings with left hand and also lessens the amount of pressure required to set the
string in motion with the bow). Smaller gauge double bass strings are refereed to as "light
gauge", "weich", and/or "soft" (referring to the tension). As you might guess "heavy" is the
biggest size, "medium" is some where in between. "High" and "low" tension is self
explanatory. As you might not guess, "orch." or "orchestra gage" refer to a heavy gage. "Solo"
gage strings refer to a string designed to be used in solo tuning (tuned one step higher than
normal gage strings - F#, B, E, A from low to high).

String Height:

‘Another factor in sound and playability is the height of the strings from the finger board. For
beginners it is particularly important to be sure that the string height is not to high. This will
make playability of the instrument unnecessarily difficult. On the other hand, if the string
height is to low it will effect tone quality - producing a rattling sound (the result of the string
rattling against the fingerboard) and reducing the amount of volume produced by the
instrument.

Adjustable Bridge:

The double bass is sensitive to weather changes (change of the seasons), as any string
instrument - but possibly more so because there is more wood to expand and contract. This -
effects the height of the strings - it changes along with the seasons. The easiest and most
effective way to control the changing height of the strings is to have bridge adjusters installed
in the bridge. They are nothing more than a set of wheels that are fitted into the legs of the
bridge ( they come in aluminum, brass, and ebony and cost about $20 without 1nstallatlon its
not a big job so the work shouldn't cost that much either ).

Wolf-tone eliminators:

Wolf tones can quite often be easily removed through the use of a wolf-tone eliminator. They
only cost a couple of dollars and are easily installed or removed with no modification to the



instrument. They are simply attached to the string below the bridge. You will have to adjust
the position of the wolf tone eliminator until you have successfully eliminated the wolf tone.

wolf tone - a note that does not have the same tone quality as the other notes (doesn't
sound good). It is a matter of the instrument not resonating freely. Specifically it is
caused by sympathetic vibrations working against each other and muting or
amplifying the note (or frequency). A wolf tone eliminator is simply a small metal
weight that you fit on the string (the string the wolf tone is occurring on) between the
bridge and tail piece.

The Bow Hair:

The bow will need to have sufficient amount of hair on it, and the hair that is on it should be
in decent condition (should be changed every 6 months or so). Black hair is a good choice for
the beginning student because it grips slightly easier, although the sound is considered to be
"gritty" or not as smooth as white hair by some (although many professionals use black hair -
it is a matter of taste). - ’ :

Rosin:
In order to be able to set the strings of the double bass in motion there will need to be some
rosin on the bow. Soft or "sticky" is best for the beginning bassist because it makes it easier to

grip the string and set it in motion.

In hot, humid weather, soft (sticky) rosin will not be as effective as a medium or a hard rosin
(soft rosin gets "glassy" in such weather conditions).



Part two: The Fundamentals

1. Posture
o Sitting or Standing
o Standing Playing position
o Sitting Playing Position

2. The Bow Hold
o The French Bow Hold
o The German Bow Hold
o Tuning the double bass

Posture:

Sitting or Standing?

There are two basic playing positions with the double bass, sitting ( on a bar stool ) and
standing. Personally, I stand for solo playing and my practice, and sit during long orchestra
rehearsals. I believe that a student should first learn to play the instrument in standing
position. My reasoning for this belief consists of : many players who always sit are paralyzed
(to one degree or another) without their stool - it becomes part of their necessary equipment,
and that the fundaments of balancing the instrument with their body while playing are more
pronounced - a skill better learned earlier than later.

Standing Playing Position:

The end pin should be adjusted so that the instrument's nut comes up to the eyebrows or
forehead when in the playing position.

Steps:

o Hold the instrument in the middle of the neck with the left hand. The
instrument should be standing straight up over the end pin with the arm fully
extended. The feet should be slightly spread with body weight evenly
distributed over both feet.



o Bring the instrument to the body without moving the anchored end pin. The
edge of the right shoulder of the instrument should be balancing against the left
hip.

o The majority of the balancing of the instrument comes from this resting place
against the hip.

e The use of the left leg placed on the back of the instrument is a possibility.
There are different schools of thought on this matter, some which advocate the
use of the left leg as an aid in balancing the instrument and others that do not.
Personally, when I am playing, I do both (with the left leg and without ) with
about the same frequency (depending what [ am playing).

o The left hand does not support the weight of the instrument, but does aid in
balancing.

Above - The standing playing position without the use of the left leg as an aid in balancing the
instrument. Provides more even weight distribution over the feet, but one less point of contact
with the instrument.




Above - The standing playing position with the use of the left leg as an aid in balancing the
instrument. Most younger students will find this easier.

Sitting Playing Position

Precursor - Balancing the instrument while playing in
e standing position should be second nature.

he end pin should be adjusted so that the
instrument's nut comes up to the eyebrows.or
forehead when in the playing position (may be a
different height than standing position) .

o The stool should have foot rests (
connected to the feet )

« Sit on the stool with legs spread, the
left foot resting on the footrest
(providing slight elevation of the left
leg), and the right foot on the ground.

o Hold the instrument straight up with
the left hand and arm.extended.




¢ Bring the instrument straight into the body.
e The left leg supports and balances the instrument.

The Bow Hold:

French Bow:

The French Bow (Sometimes referred to as Bottesini Bow) is very similar to the bows used
with the other instruments of the violin family. It is held in an overhanded mannor very
similar to that of the cello.

Steps to formulating the French Bow Hold:

o The bow should be held with the left hand while the student is formulating the
bow hold.

e Tip of the thumb is placed on the stick where the frog meets the stick (knuckle
bent).

« Middle finger goes over the stick parallel to the position of the thumb.

o The ring and pinkie fingers fall over the stick and come into contact with frog.

¢ The index finger falls naturally over the stick.

o All the knuckles are bent.

Alternative bow hold for the young student:



+ This is not the "proper” hold - but is easier for the beginning student (especially
the very young student) to manage. This will help prevent fatigue (caused by
tension in the thumb) and promote relaxed playing.

o The same as the above only place the thumb under the frog.

Concepts of Using the French Bow:

o The weight of the arm is used to apply pressure to the string.
¢ Must watch for a relaxed hand. To much tension is often applied with the .
thumb causing unnecessary tension.

German Bow:

The German Bow (Sometimes referred to as Dragonetti, Simandle, or Butler Bow) is
completely different from the bows of the other string instruments. It's frog is much larger
giving a greater distance between the hair and the stick. It is held with an underhanded grip.

Steps to Formulating the German Bow Hold:

e The bow should be held with the left hand while formulating the bow hold.

o Hold the palm open - faced up with thumb extended.

o Lay the bow in the palm with the adjusting screw extending back behind the
thumb.

o Knuckles are bent.

o The tip of the pinkie (knuckles bent) goes on the bottom of the frog.

o The tips of the index and middle fingers (knuckles bent) are placed on the side
of the stick.

e The tip of the thumb (knuckles bent) is placed on the top of the stick.



Alternative bow hold for the very young student:

This is not the "proper” hold - but is easier for the very young student to
manage.

The same as above only not keeping the knuckles bent - which puts the flat
fingers in contact with the bow instead of the tips of the fingers.

Concepts of Using the German Bow:

Pressure is applied to the stick with the thumb. This pressure apphes the weight
of the arm to the bow.

o Fingers, wrist, elbow, and arm provide flexibility.

Tuning the Double Bass:

Precursors to tuning: . -

o Must be able to accurately identify the center of the pitch.

e Must be able to recognize when a perfect unison is in tune.
e Must be able to play harmonics.
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Part three - The Right Hand

First Strokes

First Strokes:

Precursors:

Wave hand in the air simulating waves in a water bed.

The palm of the hand should be facing the ground (angled slightly to the right)
for the French bow and facing to the left for the German bow.

The motion comes from the center out - upper arm first, then elbow, then wrist.
Apply the water bed motion to the bow stroke:

Done first away from the instrument.

Student holds the stick of the bow with left hand and draws the bow.
Flexibility of the wrist is essential. ' ’

Detaché:

Harmonics as the first sounds:

The first detaché strokes should be on harmonics.

Attention should be paid, at this point, to the bow being kept parallel to the -
bridge (and perpendicular to the string) and to a free, relaxed stroke.

The use of the full bow should also be encouraged.

Open strings and stopped notes:

A solid attack is very important when the student moves on to playing stopped notes or open -
strings. If the bow does not grip the string there will be extraneous noise (scratch) added to
the sound. The concept of griping the string before setting the bow in motion is an important
concept that must become second nature. This is of greatest concern when playing on the
lowest strings, and is not much of a concern when playing harmonics or in the upper registers.



Collé;

Is a stroke which consists of attack only. The ability to contact the string.
First demonstrate, then talk about being into the string, if necessary - discuss
the mechanics.

Should be practiced slowly and often.

Is a precursor to Martelé and spiccato.

With the German bow - must press with the thumb in order to get a solid
attack.

Martelé:

Pressure is applied before the bow is set into motion

Pressure is released as the bow moves

Retain flexibility while getting into the string ,

German bow - must not let the pressure applied with the thumb tense up the
hand and wrist. .

The martelé stroke should be practiced frequently, through etude work, to
develop as large a tone as possible.

Can not allow the student to play with a scratchy tone - this is the result of not
being into the string. '

Spiccato:

Precursor - Collé

Practice the following slowly (as a repeating loop):

o e o

The hair is pressed into the string.

Attack is made (smallest amount of hair used possible with no sustain - just
attack)

Lift - the bow comes up off the string.

The hair is pressed into the string.

Attack is made in opposite direction of the last attack

Lift - the bow comes up off the string.



« This loop is gradually sped up - but never faster than a clean, solid attack can
be made.

o Should be practiced in a steady pulse (with a metronome)

There is controversy as to whether spiccato should start from above the string or on the string.
The argument being for starting on the string is that the first attack is more precise. The
argument being for starting from above the string is that the second stroke (up bow) will have
a better attack. I have heard many fine players argue about this. It is generally accepted in the

worlds of other string instruments (violin, viola, cello) that you should always start a spiccato
stroke on the string.



Part four: The Left Hand

1. Conventions

o Some words on Fingering Systems
Finger Logic
Deriving an Intelligent fingering
Economy of Motion
Recognizing Finger Patterns

O O O O

Use of Harmonics for the first sounds
First and Half Positions
Finger logic in the lower positions
Positioning the Hand on the Neck ( lower register )
Shifting in the Lower and Middle Registers
o Larger Leaps
o Precursor to shifting into the Middle register - Middle range with open
strings
o Using Open Strings
o Toa Harmonic
o To a Stopped Note

SNk W

7. Scales requiring small shifts
o Ascending Shifts
o Descending Shifts
o Avoiding shifting back and forth between First and Half positions
o Compressing the fingering

8. Vibrato
o Steps to Double Bass Vibrato

9. Upper positions (thumb position)
o Simple Thumb Position
o Simple Thumb Position with shifts to harmonics

10. Advanced Fingering Techniques for the Lower Register
o Block Fingerings
o The Pivot
o Extension Fingerings
o Using the Thumb in the Lower Register

Conventions - Finger numbers used here:

A bracket is drawn above notes that are grouped in the same position.



The number 1 (one) is assigned to the index finger
The number 2 (two) is assigned to the middle finger
The number 3 (three) is assigned to the ring finger
The number 4 (four) is assigned to the pinkie finger.
The operator + (plus symbol) is assigned to the thumb

Some words on Fingering Systems:

The double bass does not enjoy the same standardization of fingering that the other string
instruments do ( at least in the lower more elementary positions ). There is also much
controversy and very different schools of thought on fingering. I am attempting to outline
some of the basic conventions that I personally use - I like to think that my approach is fairly
eclectic, although heavily influenced by my current teacher, Stuart Sankey, Professor of
double bass at the University of Michigan and Aspen Music Festival.

The old fingering system of Franz Simandle, outlined in his method books, is very outdated -
although there are some fundamental things from this system that are still very practical. The
major drawback of this method is that the student will have a tendency to be most comfortable
in the lower positions - with the result of unnecessary shifts to the lower positions (actually
playing more difficult fingerings out of habit).

One of the biggest problems in contrabass playing is the necessity to shift frequently.

The best advice is - if it works, use it. That is to say, that the student should be given multiple
fingering choices (when appropriate) and allowed to decide which one works best for him.

Finger Logic:
The Layout of the finger board:

'« Because the double bass is tuned in fourths, The "finger logic" is quite different
from that of the other instruments of the violin family.

o In the following sections I have taken the approach of trying to outline some
basic "rules" (what a terrible word) that can be followed to derive intelligent
fingerings. I have tried to keep things as simple as possible rather than provide
an entire compendium of every possible fingering of the bass (If you are
interested in such a compendium - Francois Rabbath includes over one
hundred possible fingerings for every 3-octave scale in part three of his
Method).



« This concept also applies to the actual movement of the hands (how high the
fingers comes up off of the fingerboard). The student should be encouraged to
move the fingers as little as possible - especially not have the fingers "flyup " .
This also includes leaving fingers depressed when possible when the note will
be repeated. ‘

e Itis important that the student consider all fingerings with economy of motion
in mind. At slower speeds it may not seem important, but if significant
attention is paid to this the students progress will occur considerably faster
(able to play faster and more accurately).

Recognizing Finger Patterns:

In order for a student to be able to devise intelligent fingerings, it is necessary for them to be
able to recognize finger patterns. Many fingerings could be the same if the passage where in

another key. Having the student play a passage in another key is useful not only for learning
finger patterns, but also for ear training.

Use of Harmonics for the first sounds:
The advantages of the use of harmonics as the first sounds produced by a young student:

o There is no pressing of the string with the left hand, allowing greater promotion
of relaxed (tensionless) playing from the very beginning.

o There is less pressure required with the bow in order to sound the string -
allowing greater promotion of relaxed playing with the bow. Gripping the
string is not necessary - the string will go into motion very effortlessly.

o The use of the full length of the bow is not difficult (beginning students often
have difficulty applying the necessary pressure at the tip when playing open
strings or stoped notes).

« Most method books, both for individual and class instruction, begin students
playing open strings as their first sounds. I would suggest having the student
substitute the octave harmonics (middle location of the string) for the open
strings in order to promote relaxed playing with the bow.

First and Half Positions:

At first the student should only be playing on the G and D strings, because it is much more
difficult to depress the lower strings with the left hand and set them into motion with the bow.
This facilitates keeping tension out of the students technique.



Finger logic of the lower positions:

o The hand only encompasses one full step (unless employing pivot technique or
extended fingerings).

» The third finger is not used (unless employing pivot or extended fingering).

Positioning of the hand on the neck:

¢ Remove all tension

e The hand forms a letter C.

¢ This "letter C" is applied to the instrument. Keep all knuckles bent.

o The finger tips (rather than the flat of the finger) should come down on the
string. This produces a more focused center of pitch. The flat of the finger is

used in block fingerings and sometimes used for a wider vibrato.
e The thumb stays bent




Shifting

I have tried to avoid labeling positions because different methods label the positions
differently. Instead I have used brackets above the notes to signify that a group of notes can
be played in one position without shifting. First shifts should be descending.

Larger Leaps:

Precursor to Shifting Into the Middle register - Middle Range with Open Strings:

e Precursor - The student must be familiar with string crossings.

o Allows the use of the third finger without making extensions.

o At first, limited to the G and D strings to facilitate ease of playing (it is
physically more demanding to play on the lower strings)

o The following example can be executed without any shifting.

e Songs such as this example can be used as precursor to shifting into middle
register from the lower positions. The advantage is that they are not going into
unfamiliar territory.
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Using open strings:

This is the easiest type of shift. The open string is the note that is leapt from - allowing more

time to make the shift.

To a Harmonic:

The first ascending larger leaps should be to a harmonic. First from an open string, and then

from a stopped note

To a Stopped Note:

Leaps of an octave are best first. Practicing octave leaps should be worked into a students
warm up as a precursor to being presented with large leaps to a stopped note in literature and

etudes.




Scales requiring Small Shifts in positions below thumb position:

Ascending Shifts - Avoid shifts of 4 to 4 (the fourth finger to the fourth finger), 1 to 1 is
more comfortable and will facilitate greater speed and accuracy in most circumstances.
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e Ex. 1 is the best choice of fingering for the above passage (there are countless
other possibilities, such as using the pivot technique, that I have not outlined
here).

o Ex. 2 is not as well thought out as Ex.1, because it has you shift into position to
play a single note (C) and then shift again. '

« Ex. 3 is a poor choice of fingering because of the 4 - 4 shift from the D to E. (if
you try the above examples, I think you will agree that Ex. 3 is very
uncomfortable compared to the other examples). ’

Descending shifts - Avoid shifts of 1 to 1, 4 to 4 is more comfortable in most circumstances.
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e Ex.1 and Ex. 2 are the same passage. Ex. 1 is the better choice of fingering
because the shift is a 4 - 4 rather than a 1 - 1 shift. If you try the above example
you will find Ex. 1 to be more comfortable and accurate.
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o Ex. 3 is the better choice of fingering for the above passage because of the 4 - 4
shift between the C and B . The superiority of the fingering in Ex. 3 is much
more evident at higher speeds.

Avoid shifting back and forth between half and first position - it is most often easier to
play these passages by bringing it into a higher position (because the notes are closer together
as you move up the fingerboard ).The Keys of A-flat and D - flat (and their enharmonic

equivalents) are where this rule is most often applied.
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Ex. 1 is the better fingering because the shifts are smaller (although the
shifts are only a half step in Ex. 2, they are executed in a lower position

where the half steps are farther apart). Notice the 1 - 1 ascending, and 4
- 4 descending shifts in Ex. 1.

Compressing the fingering :

Move one or more notes to a higher position producing fewer (or smaller) shifts, but quite
often more string changes or changes across more than one string.
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Ex. 1 contains more "compression" - reducing every shift to a half step.
Ex. 2 brings only the first note up to the same position as the second.
This example would be the better choice if the passage continued

requiring you to be in the first or half position (always think of the
destination).



Vibrato:

Vibrato is not a difficult technique on the double bass (especially compared to
the violin/viola)

Double bass Vibrato needs to be wider and slower than on the other string
instruments (especially in the lower range of the instrument).

Exercises for developing Double Bass Vibrato:

Wave with left hand

Tap right shoulder reaching over the instrument

Wave again

Tap collar bone

Tap on instrument strings

Tap low - tap high on the fingerboard

Place "wrist watch" on strings and "polish " (polish for relaxation)

Place palm of hand on strings and "polish" (for relaxation)

Place a polishing cloth on the string and "polish " with middle finger. First
without the thumb on the back of the neck, and eventually with the hand in
playing position and without the use of a cloth.

flap your arm flab or flap your chicken wing (for relaxation)

move to the rib of the instrument and try vibrato (important to not have the
thumb behind the neck) first with middle finger, then ring, pinkie , and index.
You have moved to the rib so that the student can actually count the bouncing
of his hand against the rib. (use metronome to count in eigth notes, then
triplets, then sixteenth notes)

Put a drop of glue on the finger (not really, just pretend) and polish the string. (
the thumb is still not behind the neck - to encourage relaxation and avoid any
"death grips" ) The glue will eventually dry (we're still pretending here) and
the student will be left doing the polish m0t1on with the string depressed (in
other words - v1brat01ng)

Sometimes it is helpful to relate to the motion of opening a door knob.

Some points to consider:

o The student should feel the motion of muscles in his/her back when
vibratoing.

o All of these steps are not always necessary. Quite often, if a student has
been ready to learn vibrato for a long time, but no one has taught
him/her, you can simply show them how to do it and they get it
immediately. Other times only a few exercises will be needed.

o Ifyou are trying to pull a students up to vibtato, these exercises can be
introduced gradually in a few minutes at each lesson, and refered back
to in order to develop the proper motions.

Upper Positions (Thumb Position):



¢ The thumb (+) becomes a finger used for stopping notes or playing
harmonics.

e The pinkie finger is no longer employed as a finger for stopping notes
(generally speaking - there are exceptions)

o The hand encompasses a major third (from thumb to third finger) -
although this can be expanded (extended) or compressed.

Simple Thumb Position:

These and other simple tunes should be done by rote in thumb position, accompanied by scale
work before the student progresses to playing literature that shifts into thumb position.

Hol Cross Buns
Sul &

?
|
:
|

Hot Cross Buns is an excellent first tune to be played in thumb position because it can be
played without shifts, and the thumb is on a harmonic so it does not need to depress the string.

Simple Thumb Position with shifts to Harmonics:

» Precursor - familiarity with simple thumb position.

e The first shifting in thumb position should be to a harmonic. The
student should also be comfortable with simple shifts within thumb
position before shifting into thumb position from the lower positions.

¢ In the following example (Mary Had A Little Lamb), the G and D's
should be played as harmonics. Many students will not even have to
shift for the high D - they can simply extend (keeping the thumb
stationary and extending the rest of the hand.
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Advanced Fingering Techniques for the lower register:

Block fingerings:

Playing with the flat of the fingers so that it is possible to depress more
than one string simultaneously. The interval will be a perfect fourth.
The use of block fingering is also useful in keeping the fingers prepared
to depress more than one string with no movement (other than pressing
down) in fast passages that contain many string changes between
adjacent strings.

The Pivot:

Similar to extension fingerings on the cello only the stretches are
accommodated through "pivoting" the hand while keeping the thumb
anchored as well as extending the fingers. .

The maximum size of the pivot is limited to relationship between the
size of the players hand and the size of the instrument - the usefulness
of the pivot to a player with a small hand and large instrument will be
minimal. ,
There is extensive documentation on this technique in the method books
of Francois Rabbath and George Vance.

Extension Fingerings:



Same concept as the extension fingerings of the cello.

Most useful in the middle ranges and thumb position. Most players will
not find this technique useful in the lower registers because the notes
are to far apart - although a student with a large hand and small bass
might.

Most often limited to expanding the hand position by a half step.

Using the thumb in lower positions:

Precursor - comfortable in both thumb position and the lower registers.
Thumb position can be extended into the lower register. It is not usually
necessary to extend thumb position very much lower than where it
usually occurs. .

Using the thumb in the lower positions increases the interval
encompassed by the hand. The increase can be as much as doubled.

The use of the thumb in lower positions can make many passages easier
to play by reducing the number of shifts and/or facilitating an easier or
more musical bowing. It can also make a passage that traverses over the
"brake" (proceeds from the lower positions into thumb position or
proceeds from thumb position into the lower positions) easier to play -

it is always easier to shift in thumb position if you are already in thumb -
position.
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Reg EYigzillelsl Mimi Zweig (violin) is currently a professor of music and director
e of the U String Academy. Since 1972 she has developed
: Repei tmre children's string programs across the United States. Ms. Zweig
‘ Pictures leads master classes and pedagogy workshops in the Untied
O States and Europe. She has recently produced
StringPedagogy.com, an innovative web-based teaching tool.
The String Academy and Mimi Zweig are recent recipients of a
Dorothy Richard Starling Foundation grant. Her students have
f  won numerous competitions and teach and perform worldwide.
email zweig@indiana.edu
tel. 812.855.8334
Brenda Brenner (violin) is an assistant director of the Strmg
. Academy and an assistant professor of music. Previously on the
faculty of Carleton College, she is an active teacher and
performer of chamber music throughout the United States. Ms.
Brenner is a recipient of the Doctor of Musical Arts degree from
the Eastman School of Music, where she was a member of the
Augustine Quartet and coached chamber music.
email bbrenner@indiana.edu
tel. 812.855.0989
Susan Moses (cello) earned her degrees with the highest honors
at Indiana and Yale Universities before completing her studies at
the renowned Jascha-Heifetz-Gregor Piatigorsky Master Classes
at the University of Southern California. She was awarded a Ford
Foundation Prize and has performed throughout the world in
recital, with orchestra and as the solo violoncellist of the
celebrated | SOLISTI VENETI. While living in Europe she taught
for Boston University, in the Conservatoires Regionales de France
and founded the Chicago String Trio that was awarded a special
Prize by the University of Milan for outstanding contributions in
chamber music. She records for ERATO and CONCERTO and
was nominated for a Grand Prix du Disque. Susan also was
recognized by the University of Padua for her outstanding
research on the school of Giuseppe Tartini in the 1700's and
created for Trinity College a special music program for their Italian
Elderhostel where she is principal lecturer and performer. She
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presently heads the cello department of the String Academy at
Indiana University, has been on the faculty of Oberlin College and
represents the United States in International cello competitions.
email bloom@indiana.edu
tel. 812.339.9322

Christina Hightower (violin) has earned a Bachelor of Music
degree from the University of Utah, where she studied with
Leonard Braus, served as concertmaster of the University
Philharmonic and was a member of the Honors Quartet. She
received the Master of Music degree from Indiana University while
a student of Mimi Zweig. Most recently, she served as violin
coordinator of the Indianapolis String Academy.

email crunnacl@indiana.edu

tel. 812.279.1060

Sarah Caswell (violin) a graduate of Indiana Univer
she attended under full scholarship, received B.M. Degrees with
High Distinction and an Artist Diploma in both violin performance
and jazz studies. In addition to her years of study with Josef
Gingold, she has studied classical violin with Franco Gulli, Henryk
Kowalski, and Mimi Zweig, baroque violin with Stanley Ritchie,.
and jazz improvisation with David Baker. Sara made her
orchestral debut at-age 15 in a performance of Brahm's Double
Concerto for Violin and Cello in Kansas City. Since then she has
soloed with numerous orchestras including the Indianapolis,
‘Springfield (MO), and Bloomington (IN) Symphonies, the
Columbus (IN) Philharmonic, and the Camerata Orchestra
(Bloomington, IN). She has given solo recitals and performed as a
chamber musician in numerous concert series. www.sara-
caswell.com ' '

email skaswell@indiana.edu

tel. 812.335.1971

Janus Kubiak (cello)
email tkubiak@indiana.edu
tel. 812.335.9116

Hannah Won (violin)
email hwon@indiana.edu

Eun Kyung Song (cello) .
email esong@indiana.edu

Greta Schottman (celio)
email mschottm@indiana.edu

Nathan Whittaker (cello)
email nwhittak@indiana.edu
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Inew Wyrick (bass), former International Society of Bassists
Board Member, is currently head of the Indiana University String
Academy Studio of Double Bass and is a regularly a clinician at
the Richard Davis Bass Weekend. Previously she has been on
the faculties of both Amarillo College and Texas Tech University
and was founder of the Amarillo Bass Base, a youth Bass
ensemble which held an international reputation. As a performer
she has been a professional jazz bassist and was a member of
the Amarillo Symphony for 34 years and served as Assistant
Principal for 25 years. As an Educator Mrs: Wyrlck has given
lectures, clinics and published several articles in the United States
and abroad on her particular style and system of Double-Bass
pedagogy. Her students teach and hold professional positions in
ensembles and educational institutions worldwide. In 2001 she
was the honored recipient of the "Young Bassists Ambassador"
Award from the International Society of Bassists, and for her work
with the disabled she was nominated by the Amarillo City
Commissioner as 1996's “Volunteer of the Year In the Field of
Education to the Disabled.” As a Composer/Arranger she has had
works performed throughout the world. Visit her on the web at:
http://hometown.aol.com/iwyrick/myhomepage/

email iwyrick@aol.com

tel. 812.330.1920

Emily Nehus (violin) is completing graduate studies in violin and
music education at U, where she has studied violin with Brenda -
Brenner, Mimi Zweig, lk-Hwan Bae and Stephen Boe, and
Baroque violin with Stanley Ritchie. Since earning her BA in
English from Grinnell College in 1991, Emily has taught violin for
pre-college programs at the University of Missouri-Kansas City -
Conservatory and Columbus Pro Musica in Columbus, IN.
Recent performances include solo and chamber recitals in
Indiana and Missouri, and orchestral performances with Fort
Wayne, Columbus and Evansville Philharmonics, and the 1U
Philharmonic, Concert and Baroque Orchestras.

email enehus@indiana.edu

tel. 812.336.7768

Donovan Stokes (bass, electric bass) is currently on the faculty
of Indiana State University in Terre Haute and the Indiana
University String Academy in Bloomington. Equally fluent on
Double-bass and Electric bass, Mr. Stokes inaugurated in 2004
the pre-college Electric Bass studio under the auspices of the.
Indiana University String Academy. Mr. Stokes has previously
been the Director of Jazz Programs for the Southern Indiana
Youth Symphony Orchestra and has held Double-bass positions
at Amarillo College, Texas Tech University Summer Camp, and
Eastern New Mexico University. He has earned a B.M. from
Vanderbilt University and a M.M. from Indiana University School
of Music. His varied musical studies have led him to teachers as
diverse as Lawrence Hurst, Edgar Meyer, David Murray, Helga
Winold, Inez Wyrick, Mimi Zweig and fiddler Mark O'Connor. An
active soloist, composer, clinician and adjudicator, he has been a
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lecturer/presenter at several International Society of Bassists
Conventions, a featured performer/composer at "Unity through
Diversity," a semiannual event sponsored by the Brian Deneke
Memorial Fund, and has been a clinician at the annual Richard
Davis Bass Weekend in Madison, Wisconsin. Mr. Stokes is
dedicated to preserving the work of Russian Bass Virtuoso and
pioneer Rodion Azarkhin and is married to fellow bassist, and
International Society of Bassists Young Bass Ambassador for
2001, Inez Wyrick. Visit him on the web at:
http://hometown.aol.com/donearisto/myhomepage/index.html

email Donearlsto@aol.com

tel. 812.330.1920

This website is designed and maintained by Jamie Hofman
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Top.” A two week tour of France is scheduled for June 2003. Performing is the worthy reward for all-
takes to play well. ‘

Competitions also become a part of the musical education for students in the String Academy. The re:
competition lies in the preparation process. The student needs to be ready at a specific time, with spec
is the responsibility of the teacher to make wise decisions as to what a student is capable of doing and
student's best interest.

*Go to "Online References” found a
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Part 1: GETTING THE VIOLIN READY

SETTING UP THE VIOLIN:

It is important for every string teacher to establish a good working relationship with the parents of th:
to the parents about the program commitments, clearly specifying the expectations. In the String Acac
are required to attend two weekly private lessons and a group lesson, and to supervise daily hor
progress of the child is directly proportionate to the parents' commitment and involvement.

Getting The Violin Ready <Duration: 200>

VIOLIN SIZE AND SET-UP:

When deciding the correct violin size, the left arm of the child should be able to curve around the sci
choose a violin that is a little too small rather than one that is too large. This is to ensure that the chi
maintain the proper position.

The bow can also be measured. Make sure that the student can easily extend the forearm at the tip o
is not possible, either use a smaller bow, or mark this "new tip" with a piece of tape.

o High Dot -- placed at the octave harmonic. This divides the string into equal halves.

o Finger Lines are placed at the first and third finger spots. This provides a visual division of
When the student begins to use the fourth finger, a fourth finger tape may be added. Occasiona
young child, the teacher may choose to place a second finger tape. However, this should be the
than the rule.

e Shoulder Pads: It is best to use foam rubber sponges with young students. This keeps the vio
off the shoulder and eliminates unnecessary gripping with the neck and shoulder. (Foan
purchased at local fabric stores in varying heights and can be cut to size.) For older students,
proven acceptable. The violin is balanced on the collarbone, using the left arm and the hea
instrument becomes a give and take between the left arm support and the cantilever effect of th
the chin rest. Thus the String Academy advocates against using shoulder rests with inflexit
These "Brooklyn Bridges" lock the shoulder muscles into one position, and any muscle th
becomes tight. Providing for and promoting a dynamic rather than static violin hold is ¢
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discussion, see Part 2 - The Issue of Balance)

e Chinrests: *Chinrests come in many different shapes and sizes. Teachers must search far :
appropriate chinrest suitable for each student. The Guarneri model and Teka model have prove
for full size violin players. Low, round plastic chinrests work well for the small size violins.

Parts of the violin;

Learn the names of the parts of the violin: back, front (belly), ribs, neck fingerboard, scroll, peg b
bridge, tailpiece, chinrest, end button, f holes, and sound post.

Care of the violin:
Instruct students in the proper care of the violin:

e Keep a soft cloth in the violin case to clean the rosin off the violin and strings.

o Always loosen the bow

o Be aware that strings need changing at least once a year.

o Check that the bridge is perpendicular to the belly.

o The violin, the car and the weather...extra precautions
© Do not leave the violin in a hot car-the varnish on the violin will blister.
o Do not leave the violin in a cold car-the varnish or the wood may crack when brought into a warm house.
o Do not leave the violin in the car because someone. else may want it.

REMEMBER THAT THE VIOLIN IS YOUR BEST FRIEND

*Go to "Online References" found a
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Part 2: GETTING THE STUDENT READY: The Physical Set-Up

Some students may accomplish all these tasks in the first lesson; others may take longer or go further.
age, ability to concentrate and enthusiasm. Creating a positive learning environment is more importar
certain amount of material. The child's love of music and of playing is paramount.

Getting The Student Ready <Duration: 523>

Stance:

The student should be comfortably erect, with soft knees, head on top of the backbone, and no swayb
tummy. The shoulders should be balanced over the hips and ankles. If a student is slumping, it is hel
finger on the belly button and one ﬁnger on the sternum notch. (Exercises for this are found in Volu
the backbone lengthening as space is created between the vertebrae. Many of these principles of P
from contact with teachers of the *Alexander Technique.

THE RELATIONSHIP OF THE HEAD, NECK AND BACK
WILL BE CAREFULLY MONITORED FOR THE NEXT DECADE!

Rest Position:

(The violin is tucked gently under the nght arm): Rest the left hand over the high dot in rest positio:
the neck on the "Magic X". The Magic X is placed at base joint of the left index finger (on the firs
slide back and forth, bounce the hand gently off the upper bout of the violin. Make sure that the left
and travels with the hand. This exercise helps relax the arm, pre-sets the shifting motions, and allor
become comfortable with the instrument. '
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Statue of Liberty:

Place left hand fingers over the high dot, keeping the thumb behind the neck of the violin. Extend ti
the head and to the left side. The lower half of the back of the violin is at eye level. The left hand sh
the high dot. The head remains balanced on top of the neck. The eyes are directed forward.

Playing Position:

Balance the violin in a comfortable place on the collarbone. The jaw will rest on the chinrest keepir
normal position. The head remains flexible: the student can look out of the corner of the eyes to ob:
(Remind the student that we are not fish with eyes on the side of our heads.) The shoulder blades *
possible to ensure that the instrument is supported by the larger muscles of the lower back. The stude
raising the shoulders, slowly rolling them back, and then gradually letting them down until they are a
go. The left hand rests over the high dot whenever the fingers are not being used.

The Issue of Balance:

It is helpful to locate the center of the body without the violin. To do this, place one hand over th
circle. (see picture) Then open the arms to the v1ol1n playmg position and have the teacher place
collarbone. Have the student move the head in "yes" and "no" directions to ensure that neither
shoulder is gripping the violin. - :

<1> <2> . <3>
The sliding exercise used in rest position is now applied to playing position. It helps to develop a sens
between the hand, jaw and shoulder, and encourages the student to hold the violin with a flexible hanc
balanced head. It is also an excellent preparation for placing the hand in first position and for shifting.
teacher should always be aware of the relationship of the head, neck and back.

| Home || Yolume One Index || References ||: Previous Page (Part 1) | Next Page (Part 3,
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Part 3: FIRST PIECES (using left hand pizzicato):

The first pieces are played with left hand pizzicato using the pinky of the left hand over the high dot.
designed to help the left hand find and maintain the proper position. Using this beginning left hand pc
the left elbow to move from left to right under the violin as needed for string changes. The following
in the order presented below and are covered at the pace of the individual student. '

First Pieces <Duration: 434">
"A-E-A": Pluck with fourth finger over the high dot. "A-E—A, rest, A-E-A, rest, A~-A-E-E-A-E-A- re

stamps right foot during the rests.) Pluck the sequence on G-D-G, D-A-D, and G-E-G as well. (Pianc
is "Hot Cross Buns" with I-V-I harmony).

Gee Dee Gee Vin Piz @ Gee De

"Ants": Pluck with fourth finger over the high dot. "(E-E-E) Each, each, each and every (A-A-A) ant,
digging in the dirt, dirt, dirt (G-G-G) all the way to Greece, Greece, Greece."

@m;‘

"Sunflower"; This is an active way to teach the young student solfege. Do--toes, Re--shins, Mi--knees
-waist, La--shoulders, Ti--head, Do--arms extended above head. Sing the C major scale, "Twinkl
Mice" and other familiar tunes using the sunflower solfege.
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Sunflower <Duration: 1'11%>

This information is generally covered during the first three lessons. At this point the student is ready t

'

[| Home || Volume One Index || References ||: Previous Page (Part 2) | Next Page (Part 4.
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Part S: THE VIOLIN AND BOW TOGETHER

Continue to review all the previous steps used to establish posture and violin position. Place the bow -
the middle tape of the bow. Tap the first finger, middle two fingers and pinky on the bow. Make sure
squeezing or pressing up against the frog. Have the student practice silent string crossings, G to E a
proper right arm level for each string by changing strings from the shoulder joint (i.e. the ball and s«
the shoulder meets the collar bone). Avoid raising or lowering the shoulder itself.

The beginning repertoire until "O Come Little Children" is played in the upper half of the bow, using
forearm.

Play "A-E-A" with the upper half of the bow using a ringing martelé and the forearm motion. (
instrument size, the upper and lower arm form a right angle when the bow is placed at the middle
each note on the new string to observe good string crossings. For most of the lesson, the teacher guids
allows the student to develop good bowing habits. These include opening and releasing the forearn
weight, and good string crossings.

#2 Gee Dee Gee Vin Piz 5 Gee Dee

Show the parent how to guide the student's bow.

"A-E-A" is played in String ACademy concerts as follows: Pluck the entire sequence on G-D-G, D-A-
succession. Then, while the piano plays a short interlude, quickly pick up the bow. Play A-E-A wit
two times. Start up-bow the second time.

Shaping the Left Hand:

Place the left hand over the high dot, tap all the fingers on the G string side of the fingerboard u:
Variation thythms. Make sure all the fingers are loose. Then, slide the hand back to first position o:
Wiggle the left thumb and slide it gently back and forth on the neck to make sure that there is no te
"Magic X" is lined up with the E string side of the fingerboard, the hand will be in the proper position

http://www.stringpedagogy.com/en/public/vol_1/01_005.htm 01.04.2004



Magic X is too high Magic X is too low Hand is not balanced back from the Wrst
3rd and 4th fingers

Preventing Problems in Shaping the Left Hand:

1. Make sure the "Magic X" is in the right place, not too high above the fingerboard, and not tc
fingerboard. ‘

2. Check for a straight, relaxed line between the hand and forearm. The two lower fingers should
from the third and fourth fingers. This greatly reduces the fourth finger intonation problem
finger to drop comfortably onto the string instead of stretching to reach the correct pitch.

3. Each finger should land on the string with just enough weight to produce a clear tone. The tea
feel the left hand to help it remain supple. '

4. Beware of the crooked wrist. The angle of the hand, wrist, and forearm rests in the same plane.

5. Check to see that the left elbow makes the slight angle adjustments for each string.

“The Violin and Bow Together <Dutation: 520"

"See Saw'':

This is a piece of firsts for the student: the 1st finger, 3/4 meter, the legato stroke, and different bow
in bow speed are introduced in the upper half with the "See Saw" rhythm. Begin with the left hand ¢
and slide it down on the "Magic X" before playing the first finger. This piece can be played two times

B see

Placing 1st, 2nd, and 3rd fingers:

From the beginning, it is important that the student feel the correct balance of the hand. Without the t
finger on the first finger line, the 2nd finger next to the third finger line, and place the 3rd finger on it
the "Magic X" is in the place where the 1st and 2nd fingers can be extended back comfortably from th

""See The Little Monkey"':

This is the first piece using fingers 1, 2, and 3. Play #iri tiri ti ti on the A and E strings. Make surt
knows the finger numbers of the left hand. You may want to write the numbers on their fingers if the
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Part 4: THE BOW

Preparatory tapes:
Use a middle tape. If the bow is too long, extend the forearm to find the student's tip and add a tape.

Pinky House: .
This is a little nest for the right hand pinky that helps the student maintain a curved fourth finger. It
tape and positioned above the button on the frog.

* Pinky House <Duration: 2

Parts of the Bow:
Frog, middle, tip, upper half, lower half, bow hair, button, and screw.

Care of the Bow:

o Loosen and tighten the bow with a student to show the proper tension.
o Always loosen the hair before putting the bow away. '
¢ Rosin the bow before the first practice of the day.

When introducing the bow to the student for the first time, the teacher strives to have the studer

feeling that the right arm is relaxed, can feel its own weight, yet it is supported. The student's right ¢
loose and heavy in the teacher's hand. With the teacher's help, the student learns to find the ideal balar
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The Bow <Duration: 329>

Bow Hold:

Start the child out with the beginner bow hold--thumb on the underside of the frog. This is the bes
proper, relaxed, right hand position with the young violin student. (The student changes to the norma
"O Come Little Children".)

A review of the basic instructions:

e Make a circle with the middle finger and the thumb, and then slide the thumb to the first jo
finger. This becomes the basic shape of the bow hold.

e Let the student's hand hang at the side of the body. The teacher then scoops the hand up with
hand resting on a pencil. Shape the fingers keeping a circle between the thumb and middle finge
Tap the first finger, the two middle fingers and the pinky. The bow hold must stay loose and fle
Now take the bow and place the fingers on the bow. The pinky will rest over the button inits k
will be under the frog opposite the middle finger.

Place the bow on the left shoulder and tap the fingers

KEEP THE THUMB RELAXED AND FLEXIBLE

Finger Markings Initial Thumb Position Perfect Bow Hold

Bow Hold Games:
These games teach the student to maintain a proper bow hold in a variety of different positions.

Pinocchio -- place the frog on the nose so that bow is horizontal

Unicorn-- place the frog on top of the head

Space Shuttle--3, 2, 1 - blast off! -~ go from the floor to as high as the student can reach
Windshield Wipers-- rotate the forearm in a windshield wiper motion (this is good for learnin
the pinky)

3, 2, 1 - Go! -- Have the student pick up the bow and place on the left shoulder with the cor
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quickly as possible, and then tap the fingers.

Bow Hold Games <Duration: 242">

Shoulder bowing and the first rhythms:

Hold a paper tube in the left hand; then put the bow in the tube. Angle the bow and tube over the l¢
keeps the bow straight and the rosin off the clothes. Place the right hand on the bow and tap the i
middle fingers and pinky to ensure that the hand position stays loose. (Tapping the fingers will c«
months.) The teacher then assists the student in bowing the Twinkle rhythms--

*Ti Tini Ti Ti JJ g J
Ti Ti bend Ti JJ7J
Grasshopper m m

Mississippi is a ijerJﬁ 'ﬁ

Teachers should feel free to use the rhythm system that works best for them. The teacher helps gulde
by isolating the use of the forearm. The student then tries bowing alone.

*Go to "Online References" found a

| Home || Volume One Index || References ||: Previous Page (Part 3) | Next Page (Part 5.

© 2003 Mimi Zweig - String Pedagogy .com. All Rights Reserved. Powered by RIAX

http://www.stringpedagogy.com/en/public/vol _1/01_004.htm 01.04.2004



and then play the following: "See the little monkey (A), climbing up the mountain (B), climbing way
pick the pink banana (D). See the little monkey (D), climbing down the mountain (C#), climbing wz
to eat the pink banana (A)."

A critical skill in string teaching is the teacher's ability to manipulate and mold both hands of t}

String teaching is a hands-on activity.

Monke:

Monke

Monke
Teacher Guiding Left and Right Hands <Duration; 127>

A Major Scale:
A one octave A major scale can be introduced at this point using the #iri tiri ti t{ thythm.

On descending to the A string, first place the bow on the A string and then carefully place the 1st, 2nd -
Then proceed to play. '

“The A Major Scale One Octave <Duration: 2'42">

By the end of the Twinkle Variations, all three fingers will be placed simultaneously (in the "PLOP"
until this time, patience with placing the three fingers is fundamental to good left hand position. Pras
scale with all of the Twinkle rhythms as each variation is learned. (See Part 6)

[| Home || Volume One Index || References ||: Previous Page (Part 4) | Next Page (Part 6
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At this point it is necessary to have your own copy of *Suzuki Book 1.

At this point it is necessary to have your own copy of *Suzuki Book 1.

Part 6: THE TWINKLES

Awareness of the Teaching/Learning Process: the '"Rainbow"

As the teacher begins to teach the repertoire, the following four points are always to be considére

practice time. These four points, summarized as bow, fingers, form, & practice become the teaching/l
leading to fine violin playing with musical understanding.

1. Bow strokes and bow division:
Awareness of the bow division and bow strokes to be used in each piece.

2. Use of the Fingers:
Awareness of finger placement, i.e. which fingers stay down, when to lift the fingers, and how the
independent.

3. Form and the Music:

Awareness of form is the first step to understandlng music in the beginning stages of violin playin
concepts such as dynamics, tempo markings, ritards, etc. are incorporated into learning the form. T.
idea becomes a part of the total musical expression.

4, Practice and Isolation of Difficulties:

Isolate and practice the technical difficulties. At every level of violin playing, practicing is- 2
discernment and informed repetition. This begins with the first lesson.
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Teaching the Twinkle Variations

 The Twinkles <buration: 10°39">

It is important that the student understand the form of the piece as it is presented. This will assis
memorizing the music, as well as setting the foundation for understanding form throughout the repe:
in ABBA form. For young students, use an illustration like the sandwich to teach this this concept. T
slices of bread and the B sections are cheese slices.

Bow Strokes of the Twinkle Variations
Explain the meaning and difference between the martelé and detaché strokes. The "#i’s" (eighth nc -
while the "tiri, tiri's" (sixtéenth notes) are detaché throughout the Twinkle Variations. The student v
upper half for the martelé stroke and a little less bow for the detaché stroke using the forearm. Eac
practiced on the open A and E strings. The teacher introduces one phrase at a time. The student also I
finger before the bow (FBB). -

Variation A: tiri tiri ti ti uses detaché and martelé strokes in the upper half (UH)

Variation B: #i i bend ti uses martelé strokes in the UH (bend knees in the rest)

Variation C: #i tiri ti tiri (Grasshopper) martelé for the 8th notes and detaché for the 16th notes
Variation D: tiri tiri tiri tiri (Mississippi Is A River) Detaché in the UH

Theme: Legato in the UH.

The Theme is the first Twinkle to use half notes. Use a half bow on quarter notes as well as half notes
Emphasize the need to learn how to vary the bow speed.

Establishing a Practice Schedule:

At the end of every lesson, the teacher will confer with the student on how to practice for the next v
stages it is important to specify how many repetitions of each piece and exercise will be made in d:
number of repetitions is far more important than the amount of time spent practicing. For example,
student's practice schedule may look like this. Always alllow for flexibility:

Statue of Liberty - 20x's/day

Tapping over high dot - many times

Twinkle Variations - 3x's/day, each variation

A major scale with Twinkle Variation rhythms - 1x/day for each variation
See Saw - 6x's/day

Review G-D-G, D-A-D, A-E-A and A-E-A with the bow - 1x/day

Note: The above tasks are interchangeable.

*Go to "Online References" found a
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VOLUME TWO

TABLE OF CONTENTS

Overview

Introduction

Topic I: Getting Ready to Move

Topic II: Moving Right Along - indexed by stages and by categories
Link Pages

Video Clips

INTRODUCTION

¢ Welcome

e What do we need to find the flow?
o TopicT: Getting Ready to Move
o Topic II: Moving Right Along

o Stages and categories in Topic II

o Growing a healthy foundation

TOPIC I: GETTING READY TO MOVE

e Principles
- The body’s physical set-up
o Aligning the body
Placing the instrument
Balancing the bow hand
Balancing the left hand
Positive learning environment

For a thorough explanation of these principles please refer to Volume One: Starting
the Beginning Violinist

INDEX OF TOPIC Il BY STAGES: MOVING RIGHT ALONG
STAGE ONE
Kreutzer: Martelé, Detaché, and Legato with Kreutzer #2

Introduction
o The fundamental strokes

Preparation for the strokes



e The Thumb — VIP of the bow hand
o Whole bow exercises
e The Train Story
The Martelé Stroke
o Kreutzer #2 with Martelé
The Detaché Stroke
e Kreutzer #2 with Detaché

The Legato Stroke Bowing Variations in Kreutzer #2

e The “Z“ or Travel Bowihg
o The “Either/Or” Bowing

Scales

Martelé

Slurs

Rhythms

Separate Bows (Detach¢)
Arpeggios '

Listen for and be aware of...

Shifting
e Introduction
e The Iceberg Principle
¢ The Successful Shift!
¢ Things to keep in mind
o Shifting on One Finger Scales
Finger Déxterity
STAGE TWO
Kreutzer
e The Viotti Stroke

Complete the variations of Kreuzter #2

Scales

Rhythms
Separate Bows (Detaché)



e Arpeggios
e Listen for and be aware of...

Shifting
Types of Shifts

« Anticipated
¢ Delayed

Scales on one string using different finger combinations
Sevcik, Opus 8

Finger Dexterity

STAGE THREE
Kreutzer

Continue to review martelé, detaché, and the Viotti stroke in Kreuzter #2
Begin Kreutzer #5 with martelé and detaché

Introducing the Ricochet stroke

Kreutzer #5 with the Ricochet stroke

Begin Kreutzer #3 — detaché and shifting

Remain aware, Review, Reinforce

Scales
o Broken Thirds and Chromatics
Shifting

o Sevcik, Opus 8
e Shifting Shorthand

Finger Dexterity
Repertoire
Vibrato

STAGE FOUR
Kreutzer

o Begin Kreutzer # 6 with Martelé



¢ Introduce Spiccato
o Kreutzer #6 with Spiccato
o Kreutzer #4 with Up bow and Down bow Staccato

Scales
Shifting

Finger Dexterity

Repertoire
Vibrato

STAGE FIVE

Kreutzer

¢ Introduction
o Kreutzer 7-14

o]

O O O O O

[¢]

Kreutzer # 7 : String Crossing, Martelé, Collé
= The Coll¢ Stroke
Kreutzer # 8: Detaché, Intonation, and Sautillé
= The Sautillé Stroke
Kreutzer #9: Finger Dexterity
Kreutzer #10: Shifts, Bow division, Harmonics, Collé
Kreutzer #11: Anticipated (silent) shifts
Kreutzer #12: Shifting and Full Detaché Tone
Kreutzer #13: String Crossings, Whole Bow Martelé, Chords, Left Hand
Facility, Left Hand Pizzicato '
Kreutzer #14: Bow Control With String Crossings, Intonation, Shifting

e The Trill Etudes: Kreutzer #15-22"

(o]

©o 0o 6000 0

Scales
Shifting

Kreutzer #15
=" The Impulse Trill
Kreutzer #16
Kreutzer #17
Kreutzer #18
Kreutzer #19
Kreutzer #20
Kreutzer #21
Kreutzer #22

Finger Dexterity

Repertoire
Vibrato
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The right hand of the string player is as important, if not more important than
the left hand, since it produces ALL the sound. The majority of advanced -
string players who are having technique problems have them in the right
hand. From the very beginnings of instruction, the right hand is often
overlooked. Sheet music provides us primarily with left hand information. The
problem starts very early. The bow hold generally receives very little attention
in most classroom method books. Usually, there is a single picture, or perhaps
a series of still images or drawings in the front of the book. The rest of the
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information is often is often excluded. '

This multimedia "notebook” uses a combination of text, images, and movies
to describe right hand technique. It is hoped that through the use of new
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Sequence @f T@chn&qw@
for the.
Right Hand

Bow Hold

When starting new students, begin with the right hand. The following section cont
precursors to forming the bow hold (hand warm-ups), holding a pencil, and holdin
With young students (younger than 6th grade) holding the bowat the balance poi
because the bow becomes weightless and the student is less likely to develop the
the students are older, familiarize the students with the balance point of the bow
the bow at the frog.

Precursors to Forming the Bow Hold

The fingers of the hand should feel like a series of loose flimsy sprir
Every knuckle should be bent in correct direction(no.hyperexténsio’

One game to play with your students: Have students pretend that they have wate
substance) on their hand, and they are shaking it off. This will release the tension
loosen up the fingers.

Each finger has an assigned role in the bow hold

These assigned roles are baséd on aura} feedback as well as sensual feedback. Th
is not formed correctly the student will be able to feel the difference in the hand, :
difference when playing the instrument.

The teacher must continuously monitor the bow hold throughout the students' cot
student becomes preoccupied with the notes on the page {left hand) the bow hold
undergoing incorrect ¢changes. In general, whenever new technical difficulties are
begin by reviewing and periodically checking the bow hold.

Strengthening ring and little fingers is important

These fingers both play an important role in holding bow

Steps In Forming Bow Hand

Step One:Reniove Tension

http://www.uvm.edu/~mhopkins/string/?Page.../bowhold html&SM=righthandmenu.htm 31.03.2004



Remove tension by shaking out hand and by using the thumb-hinge- wiggling the

Step Two: Form circle with hand-

Tell the students to pretend t
orange or a grapefruit (or am

t While thumb is bent, touch i
fingers at the first joint. Flex
Etwo fingers.

éteﬁ Four: Wiggle the Index and Pinki_e Eingers

http://www.uvm.edu/~mhopkins/string/?Page.../bowhold html&SM=righthandmenu.htm 31.03.2004



your pinkie and index finger
game is sometimes called w

Bow Hold Precursors Movie

Click here to view a mgvle that demonstates these precursors to forming the bow

‘ Holding a Pencil

As an intermediate step bety
holding the bow, I have four
on a pencil to be very useful
pencil is very light, and it gir
to fix some potential probler
out of the case.

What to watch for in students' bow holds

Some new students will bent
(hyperextended-duck thumb
gand place the tips of their fir
(instead of their first joint-oi
for a ride on top!). The penc
to catch these problems beft
formed.

Forming Bow Hold “w-l;h Pencil Movie

http://www.uvm.edu/~mhopkins/string/?Page.../bowhold. html&SM=righthandmenu.htm 31.03 2004



Click here to view a movie that demonstates forming the violin and viola bow holc

Find the Balance Point

#l The balance point is the place on the stick of the bow
perfectly. It is easier to form the bow hold here than &
= vounger students. Since the bow is balanced here, ho
§l cffortless. This helps avoid stiff fingers early on. Remg
enemy!

i Fgr younger students, follow the following steps, but f
 balance point instead of the frog.

Holding the Bow

Step One: Hold the bow with the left hand near the tip

Important! Have the student hold the bow with their left hand so right hand can b
weight of the bow.

Step Two: Touch the bent thumb to the bottom of the stick.

http://www.uvm.edu/~mhopkins/string/?Page.../bowhold. html&SM=righthandmenu.htm 31.03.2004



Step Three: Place middle and ring fingers on top of the stick at first

Step Four: Turn the bow over. Lay index finger on bow at 2nd wrink
thumb nail stops bow. Repeat this several times to get the feel of tt
touching the stick and the thumb nail touching the hair.

For violin and viola, tap little fingernail on the bow-on top of stick.

This insures that it is curved. A curved and relaxed pinkie is essential for bow con
taught at this stage.

Do a "Come here" type of gesture with the index finger.

Note the placement of the pinkie is next to ring finger. It does not need to be touc

http://www.uvm.edu/~mhopkins/string/?Page.../bowhold. html&SM=righthandmenu.htm 31.03.2004



Every finger is bent in the direction it was intended to bend, and the hand is rela;
of the pinkie.

The pinkie and index finger !
tthe middle and ring fingers.
fon the top of the stick for ce

the tip of the thumb is placed on the stick. The Index and Middle fingers lie agains
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The pinkie is curved and touches the bottom of the frog.

The above photograph represents what the bow hold would look like during an upl
going downbow, the wrist will bend slightly and fingers will straighten out a bit. Tt
fingers and wrist is crucial to later bowing technique.

For German Bow players, the pressure (weight of the arm) comes through the tht
should be able to supported entirely by thumb and pinkie. By design, the German
allowing a young player to produce a big sound on the bass with less effort than t
french bow, however, is more like the bows of the other instruments so many clas
teaching French Bow.

Incorrect Bow Holds and Their Causes

It is important at this stage to give the student information so student can discrirr
and incorrect bow hold. For example, show the difference between relaxed hand a
white knuckles. Also show the difference between a bent thumb and a hyperexten
or game that can be attached to this step will be helpful.

The "Claw" Model
This student thinks he needs to place his pinkie on
the screw. Bad idea.

Also notice the hyperextended thumb, and the first
finger extended

up the stick. This will cause stiffness in the wrist, and
prohibit freedom of movement in the bow.

"Tippy"

This student has placed her finger tips on the stick ,
but the tip of the

thumb is not on the stick. She will have problems
controlling the bow

and the bow stroke will likely be very, very short.
Notice in the model

that the first joint of the index, middle and ring
fingers contacts the stick.

The tip of the ring finger should contact the frog
around the eye of the froq.
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"Tippy" with Tension.

Pretty scary stuff.

The "Gripper"

This student actually has a correctly bent thumb, but
the rest of the fingers
are tense and out of position.

Model: Note the bent thun
touches the stick.
This insures ﬂexibility in tt
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Holding the Bow at the Frog Movie

Click here to watch a movie that demonstrates_holding the violin or viola bow at &l
Repeat Steps Frequently

Repetition is essential for correct bow hold formation. Whenever you introduce ne’
possibility of problems creeping into the bow hold. It takes years to learn to hold 1
minutes, or days. Remind your intermediate and advanced students about their b
Whenever there is a technical problem, look first to the bow hold for the source of

Bow Hold Games
The Salt Shaker Game

Hold bow as shown in picture. Shake the bow up and
and fingers relaxed.

The Windshield Wiper

Take the bow and turn the wrist over and back like a windshield wiper. Thisis a v
string teachers to use but be careful! Avoid 9 o' clock to 12 o' clock in windshield *
much weight on the pinkie and pinkie tends to stiffen up. This often leads to a ten

For Further Reading
Phyllis Young-Playing the String Game

Remember: Accuracy is vital in the beginning steps of instructio

Moving hand from balancepomt to frog

If you teach your students to hold the bow at the bala
you will need to show them how to move the bow holt
to the frog. The bow hold should remain the same.

Have the student use their left hand to assist in holdir
putting to much weight on the right hand.

If the students have already learned to hold their insti
student place bow on strings first, so right hand isn't supporting weight of the bov
this stage. Many bad habits creep in because of the weight of the bow.
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Ask the students to monitor they're own bow holds and other students’ bow holds

» Bow Hold
Bow Stroke
Intermediate Skills for Right Hand

Advanced Skills for the Right Hand

Last modified M

Contact Us © 2004 The University of Vermont - Burlington, VT 05405 - (802) 656~
3131

http://www.uvm.edu/~mhopkins/string/?Page.../bowhold. html&SM=righthandmenu.htm 31.03.2004



THE UNIVERSITY

whomr ol 8 Fiomds | losinoe, posaranm ot & spmnr by | curre st bk |
oy &gttt | parans

AUADEMICS

* UVM Home
¥ String
Pedagogy
Notebook
* Right Hand
* Bow Hold
* Bow Stroke
* Intermediate
Skills
* Advanced
Skills
* [eft Hand
» Ear Training
s Teaching
Process
* Books and
Information
* Care and
Maintenance
* Quick Time
Movies
* Graded
Orchestral
Literature
* Introduction to
the Instruments
* History of US
String Education
* Tuning String
Instruments in
Ensembles
* Incorporporating
Compositional
Activities in
Orchestra
Rehearsal
» About this
WWW Site
* Hopkins Music
Publications
* Michae! Hopkins
Bio
* UVM
Department of
Music
* Links

Sequence of Technique
for the
Right Hand

Bow Stroke

Once the bow hold is established, then we can teach students how to move the bc
space. Before attempting to put the bow on the strings and make sound, itis a gc
try some bowing away from the instrument. Paul Rolland referred to this activity ¢
Bowing."

Shadow Bowing as a Precursor to the Bow Stroke

The purpose of shadow bowing is to learn how to make the correct arm movemen
bow and learn how it feels to move the bow before we get the instrument involvec

For violin and viola, the students learn forearm movement from the elbow. Openir
arm from the elbow while keeping the upper arm relatively still is essential for stri
bowing. ® s

For cellists and bassists, this activity promotes the pronation and supination of the
while keeping the shoulder still that is essential for straight bowing.

You'll need a tube for this activity. Obtain an empty toilet paper roli, cut an empty
towel roll in half, or roli up a piece of paper. Violins and Violas should hold the tuk
left hand and place it on the left shoulder. Cellists 'and bassists hold the tube in th
in front of their bodies.

Place the bow into the tube.

Play rhythmic patterns with the bow. Put on a recording, and play along. Use stud
for rhythmic patterns. For example, "My name is Michael Hopkins" is a rhythm the
played with the bow. Let the kids make up rhythmic patters with words.

Remember to review the bow hold frequently throughout the Shadow Bowing acti

;i'he BowstrokeHas e onstan . andT hreeVanables
Constant: The bow remains at a 90 degrees or parallel to bridge
Three variables

e Speed of bow

o Pressure of bow

e Placement of bow in relation to the bridge
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Add the Kansas, Colorado game to the bow stroke. i
Kansas .

Colorado

Place the bow on the string and work with student. Check the fingers for flexibility
weight of the bow will make sound. '

Teacher can place their left hand thumb inside student's hand to check that their 1
bent. The other fingers should also be isolated to check for flexibility.

[x]

Bow Direction Changes
Teacher must guide the sequence.
Guide the students' bow. -

With physical assistance, reward flexibility.

Manipulate ease of bow stroke.

Other Ideas on Bow Hold

Don't hold bow, guide the bow

Remove tension and student will improve

Work smarter, not harder

Train students to feel the sound, feel the texture

[x]
String Changes

Review

Be sure to review whenever extending technique.

Cyclic motions are the goal as opposed to static motions.
Circular= Cyclic

Angular= Static
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Preparation for drawing bow at different angles
Bow Hold-pretend hand is dipped in contact cement-row the bow
wa and draw bow to the right and the left

Usez.salt shaker game

"Helicopter Landings"- Allow weight of bow to come into string and then shake it ¢
frog, and then other areas of the bow. Easiest at the frog.

Making Sounds

The first sounds should use clockwise motion. Clockwise circles are easier than co
clockwise for r.h. .

For example:
Down bow D Up bow A
Down bow A Up bow D on cello

Sound is produced using concentric circles. At the center of body circles should be
Towards the extremities the circles should get larger. Whenever 2 circles at differt
body are the same size there is a problem.

The 4 postures

There are four postures, one for each string. We move through these postures to
sound.

Sequence for String Changes
1)Large Circles Clearing String

2) Double Stops- starting up bow

3) Double Stops- starting down bow

4) Single string-can still see circle

Playing on the violin E string

When playing on the E string allow arm to find natural resting place instead of res
side of body.

Increasing Speed
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Speed must be increased gradually.

As students try to increase speed they will reach a klutz point. This is the point at
tension enters. If a student tries to continue past this point they are working agail
themselves.

Speed with less energy and more efficiency is the goal.

[}
W
o)
-3
I
Q.
a

Bow Stroke
Intermediate Skills for Right Hand

Advanced Skills for the Right Hand
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Sequence of Technigue

Intermediate Skills for Right Hand
Martelé Bow Strokes

Martelé is a bow stroke that.is played on the string. It differs from the detaché bo
stroke in that pressure is applied before the beginning of the bow stroke, and the
pressure is released as the bow begins to move. If executed properly, the note ha
a crisp attack or accent. The bow stops at the end of the stroke and weight is add
in preparation for the next stroke. The martelé is used in marcato passages, for
accents, and can be played from pianissimo to fortissimo. Say the word "pow" or
"ping”. The "puh" sound at the beginning of those words resembles the beginning
a martelé stroke. The most common problems are not releasing the pressure whe -
the bow starts to move, or moving the bow before applying pressure.

Martele movies

Click here to watch a moving demonstrating_Martelé Bow Stroke for Violin and Vio

Click here to watch a movie demonstrating Martelé_bow stroke being played on th
Double Bass.

When introducing martelé to students for the first time, begin by reviewing postu
bow hold, tone production, and intonation. Martelé can be effectively presented
using a rhythmic pattern. For example, the first rhythm introduced in the Suzuki
Twinkle Variations if often taught as a martelé bow stroke. It is also possible to
focus exclusively on the "bite" of the stroke, free from a musical context.

Keys to getting a quality Martelé bow stroke

Get weight into the string while retaining flexibility in bow hand.

Pressure before the note.

Release pressure as you move the bow,

Slow practice. Stop bow in between each stroke.

It is easiest in the upper half of bow.
Other Ideas on Martelé
Martelé is a release of sound, not a surge of sound.

Bow must come to a complete stop before attacking the second note.

http://www.uvm.edu/~mhopkins/string/?Page=rig.../thint.html&SM=righthandmenu.htm 31.03.2004



Martelé is like a pizz. in sound w/ the bow.

Eventually when combined with L.H. Martelé will become a switch for turning on
vibrato.

Staccato

According to Elizabeth Green, any on the string stroke with a stop at the end of it -
may fall under the term "staccato." Staccato notes can be played with separate
bows, or several staccato notes may be played in a single direction, known as
"slurred staccato.”

The staccato is usually indicated with a dot above or. below the note. Unfortunatell

not all dots indicate an on the string staccato stroke. Dots are used in string music
to indicate off the string strokes as well, such as spiccato, sautillé, or ricochet. The
performer needs to study preformance traditions, style, and often make an artistic
judgement about how to interpret passages marked as staccato.

Staccato notes on a string instrument may use the upper half of the bow with she
strokes, but can also involve the use of the whole bow in a rapid motion. The note

may use a long or short bow, but if it is followed by a momentary stop, it is some
variety of staccato.

Up bow staccato is easier than down bow. Most slurred staccato is done upbow.
Slurred Staccato Movie

Click here to watch a movie demonstrating Slurred Staccato Bow Stroke for Violin

Louré

The louré bowing can be thought of as a legato version of slurred staccato, or as

several detaché stokes in the same direction of the bow. In the louré bowing, the
bow remains in continuous motion. the weight is released slightly between notes ¢
the notes are articulated. It is generally indicated by several notes under a slur wi
legato markings.

Louré Movie

Click here to watch a movie demonstrating louré bowing.
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Off the String Bow Strokes
Spiccato

Spiccato is a controlled bounce or brushstroke. The prerequisite to learning spicca
is a good Martelé stroke. Step one in teaching spiccato is to review the detaché
stroke. ' '

The biggest obstacle for a student trying to play spiccato is an incorrect bow hold.
see this all the time when I work at summer camps and guest conduct. The stiff
pinkie and hyperextended thumb, or "claw” bow hold will all prevent a natural
spiccato stroke. Be sure to review the basic strokes and check bow holds constant
when introducing spiccato.

Two Approaches to Spiccato
From the string

Paint sound on string

Lower half of bow

First strokes are slow .

Gradually increase speed ‘

Gradually move towards middle (balance point)
Enter string on side of ribbon

Off the string

Have student experiment with the springiness of the bow by dropping the bow on
the string.

As student moves to frog the bow will not bounce when dropped on the string.

Gradually work from tip towards middle until student finds point that is spongy
(camber point). The camber point is roughly 1 to 1 1/2 inches towards tip from th
balance point.

The teacher wants the student to find the point where the bow spends twice as
much time on the string as it does off the string (2:1).

Let the student find their klutz point so they can try to increase that speed and ge
beyond that point.

Other approaches and ideas
Having right hand at the balance point may help some students.

Student must realize tip and frog move equal distances. This is best seen in a
mirror.

Spiccato Movies

Click here to watch a movie demonstrating Spiccato Bow Stroke for Violin.

Click here to watch a movie demonstratingSpiccato Bow Stroke for Double Bass.
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Sequence of Technigue
for the
Right Hand

Advanced Skills for the Right Hand
Sautillé

Sautillé is a very short and rapid detaché stroke. If the stroke is correct the stick bounces but the
hair does not leave the string. The motion of the right hand in this bow stroke has been described
by Prof. Robert Culver as like bouncing a basketball.

Factors inv_olved in getting proper sautille bow stroke:

Quality of flop

Speed Camber point

Roll of the bow

Role of ring finger on R.H.
Height of right elbow
Loading the spring of the bow
Removal of all tension

Sautillé on top strings

Add weight to the bow and more bite on top strings. This will help the stroke to sound the same
on high strings as it does on the lower strings. ‘

Click here to watch a movie of the Sautillé bow stroke.

Ricochet

Ricochet is a special bowing where the bow is dropped on the string, near the tip, going down
- bow, and is allowed to bounce 2, 3, 4 or more times. Probably the most famous example of this is
the William Tell Overture by Rossini.

Click here to watch a movie of the ricochet bow stroke.

Saltando

Ricochet with an ending note.

Tremolo
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Sequence of Technique
for the

Posture

Posture is the foundation on which all technique is built.. Posture affects every aspect of string
playing. Bow hold, bow stroke, tone, intonation, shifting, vibrato are all affected by posture. Many
 students have problems with their posture that work against them as they try to develop technique.

Balance

Body balance is fundamental to proper posture. All movement is a result of balance. When
students stand their weight should be evenly distributed between their two feet. Feet should be
shoulder width apart. Student should fully lengthen their spine and stand tall. Slouching causes all
sorts of problems with instrument holding position, and bow position.

Standing posture should be addressed before the student learns to hold the instrument. For violins,
violas, and basses, student should learn standing posture before sitting posture to establish the
feeling of being lengthened and balanced.

The biggest posture problems I see regularly involve balance - a student sitting with legs crossed,
or standing with all the weight on one foot. The other big problem is slouching in the upper body.

Steps for establishing the proper violin and viola stance

Step 1: Stand tall with feet together.

Step 2: Place the feet ina "V" position.

http://www.uvm.edu/~mhopkins/ string/lefthand/posmre.hﬁnl?tp#rue 31.03.2004



Step 3: Move the left foot slightly forward and to the left. Rock back and forth between the two
feet and feel the transfer of the weight.

There are several string pedagogues including Shinichi Suzuki who advocate this approach with
the left foot very slightly in front and bearing the larger share of the weight: .

Paul Rolland advocated "weight transfer" between the two feet while playing. Some pedagogues
like Kato Havas prefer the feet to be on the same plane, shoulder width apart, with the weight
evenly distributed between the two feet: '

Both approaches can be effective. The typical problems that occur with standing posture are:
1) The feet are too close together, making the player off-balance (weeble-wobble).

2) The knees are locked, creating tension in the lower body and a lack of flexibility.
3) The feet are too far apart.
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4) ALL of the weight is placed on one leg. While Suzuki does prefer more weight on the left leg,
none of the leading pedagogues advocate placing all the weight on the right leg. ALL of the
weight being placed on either the left or the right will cause problems with tone production.

Notice in this picture, the bodies are lengthened, the feet are shoulder width apart, the knees are
not locked. :

Elementary and middle school students are notorious for poor posture. How can you convince
them to play with proper posture?

Since professional sports are highly valued in American culture, I often compare the playing of a
musical instrument to playing a sport. We discuss throwing a football, hitting a baseball or tennis
ball, kicking a soccer ball. Fundamental to all of these activities is a lengthened and balanced
posture. I think it is safe to say that playing a stringed instrument is at least as complicated, if not
more so, than throwing or kicking or hitting a ball. No athlete would ever expect to hit a home run
with their legs crossed while slouching, so how could someone ever expect to play a complicated
piece of music on an instrument with poor posture?

Sitting Posture
Cellists, of course, do not stand when playing. Most orchestral playing is done sitting down. One
general posture principle when sitting: students should be able to stand up without shifting their

weight forward. Ask them to stand up when you give a signal, like snapping your fingers to assess
if your-students are balanced when sitting.
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Positive remarks and modeling work better than negative comments when trying to improve
posture in the string class. Saying "don't slouch" to a student gives them no information about -
what you actually WANT them to do. Model an incorrect posture for students and get them to
imitate you. Then model the transition to correct posture and ask them to do the same.

Young students will become tired if required to hold their instruments.ihn.playing position for too
long. Build variety of standing and sitting into the routine. Try movement activities and stretching
to build physical awareness of motion into the routine.

Two'.techniques musicians are using to build their level of physical awareness are the Alexander
Technique and the Feldenkrais Method.

Kato Havas developed a "new approach" to release physical tension in string playing. Yehudi
Menuhin was a strong advocate of using exercise and mental relaxation techniques. Helping your
students develop physical awareness and relaxation anf freeing their bodies from tension will
greatly reduce the chance of injury as they develop.

References and Further Reading
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Sequence of Technique
for the
Left Hand

Addressing the Instrument to the Body

Instrument Sizing
Violin and Viola
Violins and Violas come in a variety of smaller sizes to accomodate small children. A standard

violin is commonly referred to as "full size" or 4/4. Smaller sizes include 1/16, 1/10, 1/8,1/4, 1/2,
and 3/4. : ’ ’ .

Determining correct size: Have the student hold the instrument in playing position. Ask them to
reach out and wrap their hand around the scroll (see image). If the student can comfortably wrap
their fingers around the scroll while still maintaining some bend in the elbow, the instrument is
correct size. If the student cannot reach the scroll, or has no bend in their elbow, move them down-
to the appropriate size.

Do not have a student play on an instrument that is too small! Move them up to.the largest
appropriately sized instrument.

Violas also come in a variety of sizes, but are sized by body length and typically come in the
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following sizes: 12", 13.25", 14", 15", 15.5", 16", 16.5". For students who need a viola smaller
than 12" it is possible to restring a violin as a viola until the student grows enough to play areal
viola. In any case, students should always play on the largest viola appropriate for their size.

Cello

Cellos also come in a variety of sizes-3/4, 1/2, 1/4 and 1/8. Endpin length should be span of
students hand + length of the little finger (This is an approximate starting point). With the endpin
extended, the cello should be about chin height when student stands. C peg should be accross
from left ear when sitting with correct posture. The chair should be of a size so that both of the
student's feet can rest flat on the floor. The instrument should be a size so that when the endpin is
adjusted properly and student is sitting in an appropriate chair, their knees can rest comfortably
against the side of the lower bouts, and the base of the cello neck contacts the student's body near
their sternum.

Double Bass

Basses also come in several sizes. There are 1/2, 1/4, and 1/8 size basses available for smaller
students. The size most professionals play is the 3/4 size. Occasionally you may come across a 7/8 -
bass, but 4/4 basses are extremely rare because they are simply too large for most people to play.
Adjust the endpin so the bridge of the bass is on the same plane with the large knuckles of the
students right hand. The important thing is not to set the bass too high. A bass set too high will
cause the right elbow to bend too much, the angle of the bow to the strings will change, and
ultimately, the result will be a poor sound. :

Pre]imina'ry exercises for violin and Viola to develop the Shape of the left hand

Place the instrument in rest position.

Rest position

Exercise 1

Shake hands with neck qf instrument

The thumb should be lengthened and straight. Tap thumb on side

of neck while in banjo position. This helps to get pinkie finger
over the strings.
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d Note the pinkie is over the strings. This is the correct position for the
left hand. '

Strum with 4th finger.
Click here to see a movie of a strumming and tapping exercise in rest position.

Repeat these exercises in the following positions:

Shoulder position

Shoulder on leftside

Click here to view a movie demonstrating strumming, then tapping the strings in rest, shoulder,
and playing positions.

Bringing the Instrument into Position
Violin and Viola
! Use a 2 hand lift, come from above the nose and bring instrument

{ down into position. This is the most efficient way to adjust body to
[ the weight of the instrument.
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Strum, then tap strings with ring and little fingers
This will develop a correct left hand position.
Strum low on fingerboard, then strum high.

When strurnming high put fingerprint of thumb in the saddle.

B Strum low and tap low, strum high and tap high

The purpose of these exercises is to develop a correct hand
position, and also to get the student comfortable with moving
around the fingerboard from the very beginning. Using this
type of approach W111 make shifting and vibrato much easier for the student to learn.

Practice the strumming and tapping low and high exercise in rest, shoulder and playing positions.

Click here to view a movie of the Strumming, tapping and shuttle exercise in playing position.

Click here to view a movie of the Strumming, tapping and shuttle exercise in rest, shoulder, and
playing positions.

An all too common problem I observe when I visit schools is problems with keeping the violin or

viola in proper playing position because the student does not have a shoulder rest support. Here is
- the test to determine if you need better shoulder support. While holding the instrument in playing

position, take the left hand, and touch the right shoulder. The instrument should stay in position.

If the instrument slides down, the support is 1nadequate Please see the Care and Maintenance
section for information on shoulder rests.

A general rule for playing a string instrument is "No part of your body should touch any other part
of your body." If the instrument is held correctly, the left arm will form a natural 90 degree angle
at the elbow. The angle will be slightly smaller on the cello and bass.
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This student is resting her elbow against her body. Notice the effect this has on her bow
placement. Her tone will be weak and unsavory.

What is the cause? If she lacks proper shoulder support for the instrument, her left hand is holding
up the instrument, which causes fatigue. The natural tendency would then be to rest her elbow
against her body. '

Be sure to watch for these common problems in the beginning stages of instruction. Repeat the
entire process of bringing the instrument into position frequently. Problems are likely to cteep in
whenever key concepts are not reviewed. It is very simple: The things you address will get better,
and the things you ignore will get worse.

Addressing the Instrument to the Body for Cello and Bass

Holding the cello and the bass can be difficult for younger students because of the size of these
instruments. Students should have an opportunity to get familiar with the feel of the instrument.
One way to do this is to have students carry instruments around room, being careful not to bang
them. Let the students practice putting down and picking up their instruments without making any
noise.

Correct Cello Posture
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While sitting, the student should be able to stand up without moving
feet.

Cello should contact at three points:

¢ Both knees should touch the side by lower bouts.

e Students' chest should touch top of cello back at around the
sternum height. Have student place arms around and hug the cello.
Rock back and forth.

Positioning of Bass

The bassist may either stand or sit on a stool while playing.

Standing with the Bass

The student should stand with their feet shoulder width apart so their weight balances. The lower
right back of the bass should be placed against the student's left leg. The student will need to
experiment to find the place where the bass balances with their body Ifthe instrument is balanced

correctly the student will be able to hold it w1thout using their arms.

Make sure the student's left leg is behind the instrument, and their' shoulders are relaxed.

Sitting with the Bass

Sitting posture should be approached from a standing posture. After
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d the student has learned where the bass balances with their body
while standing, they can sit down on a stool and balance the
instrument in the same way. The student should not slump over the
instrument in sitting position. Depending on th height of the stool,
the endpin may need to be adjusted when going from standing to
sitting.

In my own playing I have found that sitting works well with the

81 French Bow because of the extra leverage you get from your arm

[l weight. I prefer to stand when playing with German Bow, primarily

8 because the angle of the bow to the strings gets too extreme in the

high positions when sitting. Every bass player I meet has an opinion
on standing vs. sitting, but most would agree that a good bassist

fl should be able to play both ways. Most players sit in orchestra

B8 rehearsals, but most stand when performing a solo recital.

For more information on Double Bass Pedagogy, please visit Alec Mariani's Bass Pedagogy
Resources. .

Preliminary Finger Exercises for Cello and Bass

While the violins and violas are strumming and tapping in their four positions (rest, shoulder,
shoulder leftside, playing position), the cellos and basses can also be doing some preliminary
exercises. '

1)Tap the right shoulder with the left hand, then tap on strings with 2,3,4.

2)Tap with 2,3,4 low on fingerboard, then high on fingerboard.

3)After arch is formed with fingers, tap thumb against back of neck.

4)Hook ring finger on a lower string. Slide hand down fingerboard and pluck at the end of
fingerboard. Then wave the hand to release tension.(power curve)

5)Tap 2,3,4 tap thumb, then tap index finger. Index finger should be the last finger placed down.
This will help with extensions later.

« Addressing the Instrument to the Body
« Addressing the Hand to the Instrument
« Intermediate Skills for Left Hand

« Advanced Skills for the Left Hand
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Sequence of Technique
for the
Left Hand

Addressing the hand to the Instrument

'Using finger placement markers

Bergonzi's 1991 study, "THE EFFECTS OF FINGER PLACEMENT MARKERS AND -
HARMONIC CONTEXT ON THE DEVELOPMENT OF INTONATION PERFORMANCE:!
SKILLS AND OTHER ASPECTS OF THE MUSICAL ACHIEVEMENT OF SIXTH-GRADE
BEGINNING STRING STUDENTS" revealed that the use of Finger Placement Markers for
beginning string students can have a positive effect on intonation accuracy. I use tapes for 1st,
high 2nd, 3rd and 4th finger on violin and viola, 1st, 2nd, 3rd, and 4th finger on cello, and 1st,-2nd
and 4th finger on bass, because these are the pitches the students play in the begirning weeks of
instruction. .

Some teachers develop an elaborate system of colored tapes all over the fingerboard that seem to
stay on the fingerboard for years. My personal belief is that since the ear is stronger than the eye
for providing the brain with information about intonation, tapes are most useful for developing a
correct hand frame and finger placement in the beginning weeks of instruction, and once hand
frame is established the tapes should be removed. After all, the student can't look at their left hand
once they start reading music, and even if they could, what information does the eye provide to the
student about their intonation? Absolutely nothing. The data is all being provided by the ear.
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Music is an aural phenomenon, not a visual phenomenon. It makes sense that we must teach
students to "hear" where the fingers should go, rather than "see" where the fingers should go.
Early listening is very important. This is why Suzuki was so successful.

Placement of Fingers and Thumb

An important point to remember is that finger and thumb placement for the high strings (violin
and viola) is completely different from the low strings (cello and double bass).

The great violin pedagogue Ivan Galamian suggested that placement of the fingers should be the
determining factor for the placement of the thumb and elbow. Galamian wrote, "the fingers have
to be placed in such a way to allow them the most favorable conditions for their various

actions." (Principles of Violin Playing and Teaching, p. 14). Once the player places the fingers
‘correctly on the fingerboard, everything else — the thumb, the hand, arm, will find its correct place.
The basic position for the fingers should be naturally curved, over the fingerboard, and the fleshy
point of the fingertip should make contact with the string.

The thumb should be lengthened and straight, but not locked or stiff. The thumb should never be
hyperextended. One way to achieve this position is to have students hold instruments in front of
their bodies in rest position and ask them to "shake hands" with the neck of the instrument. .

There are many viewpoints about the "exact" placement of the thumb in relation to the neck and
fingerboard, but since thumbs come in varying sizes it is difficult to give an exact placement.

Common problems with violin and viola hand position:
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1) The Collapsed wrist

Not only does the collapsed wrist pull the fingers
out of position, it puts tremendous strain on the
tendons. This is a recipe for carpal tunnel
syndrome.

Collapsed wrist from the back.

From this angle you can see how the fingers are
pulled out of position. Often the collapsed wrist
is caused by a lack of proper shoulder support. If
the left hand becomes responsible for supporting
the weight of the instrument, the student may
collapse their wrist.

Hyperextended wrist Model
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The opening should be large enough so the teacher can place a pencil (or a worm!) through the
opening. I have seen teachers of young students use gummy worms to illustrate this pomt It
works.

On viola, the same principles hold true as for the violin, but many violists bring the thumb closer
to center of hand to help with the longer stretches required. The great violist William Primrose
discusses these differences between violin and viola technique in the book Playing the viola :
conversatzons with William Primrose by David Dalton.

Three Points of Contact

- On the violin and viola, many teachers advocate the left hand always having three points of
contact with the instrument - the thumb, the fingertip, and the basé joint (knuckle) of the index
finger. These three points of contact, together are important for reliable intonation on a string
instrument. Paul Rolland discusses the contact of the base of the first finger in The Teaching of
Action in String Playing (p. 112). He writes that the base joint of the first finger helps to steady
the violin "by offering gentle and flexible support." This support should never become a grip. The
thumb and first finger should never squeeze the neck. This will hamper the ability to play with
vibrato, and restrict shifting movements.

Cello and Bass Thumb and Finger Placement

The thumb should be placed on the back of the neck opposed from the 2nd finger.
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While this rblem is not as common as the
collapsed wrist, it does occur, and is just as

on the student's wrist to straighten.

dangerous to the student's health. Gently press in

Poor thumb placement

ea of e lenned, this stu
is underneath the neck, Squeezing and creating
tension. The fingers are pulled out of position.

Worm Hole

One idea you can use with your students to establish a proper left hand position is the "worm
hole." When the left hand is placed on the instrument and all the fingers are curved and making
contact with the strings, a small opening should seen between the webbed fleshy part of the hand

between the thumb and first finger and the bottom the neck.
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Bassists have a special left hand position that differs slightly from the cello in that the first finger
must extend backwards slightly to provide correct finger spacing. Bassists do not use their third or
fourth finger alone until they reach higher positions because the distance between the pitches is
too large. Instead, third and fourth finger work together. If you hold your left hand in front of your
face with your fingers extended and then bend your third finger into your palm, you can clearly
see that the space between 1 and 2 is smaller than the distance between 2 and 4, unless you adjust
your first finger.

Correct bass hand position
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Here is a game to play with students to demonstrate bass left hand position.

1) Place your left thumb (gently) into your left ear.

2) Place your 2nd finger on the tip of your nose.

3) Place your 1st finger in between your eyebrows.

4) Place your 3rd finger above upper lip, just under the nose.

5) Place your 4th finger just under lower lip, above chin.

6) Take hand away from face without moving fingers and voila! A perfect bass players’ had
position.

Elbow and Shoulder Placement for Cello and Bass

For cello and bass, if the thumb is placed properly and the wrist is straight, the elbow position
should naturally fall into place, provided the left shoulder is relaxed and not being raised. -
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An exercise for placement on cello and bass is to ask the students to reach out to the side with
their left hands and grab an imaginary orange, softball, or whatever. Then bend the elbow and
place the fingers on the D string and place the thumb behind the second finger.

Common Problems to watch for on cello and bass:

The raised shoulder.

If a student is complaining about pain in their
upper arm, or shoulder, or back, this could be the
problem.

Sagging elbow. Model

Notice how the thumb is pulled out of position.
The fingers will also be pulled out of position by
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the sagging elbow. “

Hand Frame

All of the fingers work together. When the second finger is down on the string, so is the first.
When fourth finger is down, ALL the fingers are down. This is a very important principle of left
hand technique. I like to play a game with my beginning string students to develop this principle
and develop their left hand technique. Start with all four fingers down on the same string. Starting
with fourth finger (pinkie) lift off one finger at a time, then place them back down, one at a time.
How far do you need to lift the finger off the string so it isn't touching the string? About one
millimeter or so is the usual answer. That becomes the challenge. Barely lifting off the string.
Always keeping the fingers curved, always above the fingerboard, always working together - these
are the foundations that will lead to correct intonation.

Notice in this picture, how the fingers are relaxed and over the fingerboard, even when not in use.

Finger Shape

An important principle for all the string instruments is that the finger shape remain consistent.
Many young string students develop "approximate" intonation because they are inconsistent with
the shape of their fingers as they press down on the string. One game you can play with young
string students to help strengthen fingers and make them aware of their finger shape is called
"finger push-ups." Start with first finger down on the string. Lift off and place back down on the
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string five times. Place second finger down while keeping first finger down. Lift second finger off
and replace five times without lifting first finger. Then lift and replace first and second fingers
together five times. Remind students to keep their finger shape consistent and always press down
the string with the same part of the pad of their finger. Continue this exercise with third and fourth
fingers.

General Principles for All the Strings

e The wrist should be straight, but not stiff or tense.

o The fingers should be curved. All the finger joints should be bent in the direction they were
intended to bend.

e - There should be no hyperextended or locked joints.

e The left hand should not support the weight of the instrument

o The fingers of the left hand should remain over the fingerboard, even when not in use.

Methods for starting beginners
From the open string

Historically, the most common approach is to begin from the open strings in first position, and
add one finger at a time, until all the fingers are placed. In group methods, the first string
introduced is usually a string that is a middle string for all the instruments - the D string. Once the
placement of the fingers has been learned on one string, the other strings are introduced:
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As you can see, the problem for the group teacher is that to stay in first position the Double Basses
must move to the next string to play the note "G". The cellos must move to the next string for the
"A." If you examine beginning classroom method books you will find that the authors sometimes
delay the placement of the violin and viola 4th finger in the book, so the violins, violas, and cellos
can all play the A open. The double bass is sometimes presented with the open A string (a P4
lower in pitch than the D) rather than playing the A with 1st finger on the G string. Rarely, if ever
do you find a presentation where the authors ask the cellos and basses to shift in order to play all
five pitches on the same string in the beginning.

Study the book carefully before you buy it. Some method books make great compromises in
logical presentation for the sake of uniformity. By definition, every classroom method book is a
compromise to some degree. If you examine the method books written for the specific instruments
of the string family, you will find they vary considerably from classroom methods. Consider the
double bass. In the traditional Simandl method for Double Bass, the pitches of the so-called "half
position" are presented first, and then the player is introduced to the F and Bb scales with
exercises. Then the first position is introduced, and the player learns the G scale and exercises.
This makes sense if you consider the fact that the F, Bb, and G scales are the only scales that can
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be played on the bass (using the Simandl fingering) without shifting. Newer approaches to
beginning bass pedagogy, such as George Vance's Progressive Repertoire, start with the hand in
the "neck block" position. This approach works well for many young students, because it is more
comfortable for the left hand. The low positions on the bass require the most stretching of the
hand and can cause fatigue and pain for many beginners.

The creative classroom teacher will synthesize exercises from the more idiomatic instrument
methods with classroom methods, and hopefully add their own knowledge and experience to the
mix so their students receive a logical and sequential presentation. As an old professor said to me,
"There are many roads to get downtown. You need to take the road that works best for you."

Starting with all the fingers down

Some teachers advocate the following method: Instead of starting from the open strings and
adding one finger at a time, start with all 4 fingers down on the strings. This will develop a correct
hand position from the beginning, since it will be impossible to play 4th finger in tune if the hand
is not shaped properly. Doris Gazda's method book "Spotlight on Strings" takes this type of
approach, Robert Culver also advocates this approach in his pedagogy classes.

Simple Double Stops for Positioning Fingers

Simple double stops are those that involve an open string. By asking students to play and tune the
following double stops in the early stages you can help form a good hand frame.

e Violin and Viola- (Unisons) 4th finger on the D string, should sound the same as open A string
e Violin and Viola- (Unisons) 3rd finger on the D string, should sound octave above open D
string

o Cello (octave) 4th finger on the D string should sound octave higher than open G

e Bass- (unison) 4th finger G on the D string (2nd position) should sound the same as open G
string

Left Hand Patterns for Double Bass

Click here to watch a movie demonstrating the left hand patterns for Twinkle, Twinkle in first
position, the D major, C major and G major scales.
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Sequence of Technique
for the
Left Hand

Intermediate Skills for the Left Hand

The two left hand skills that are deVeloped at the intermediate level are shifting and vibrato. If
these skills have been prepared from the beginning of learning the instrument through the use of
precursor-exercises, than they can be acquired without much difficulty.

Precursors for Shifting and Vibrato that Create Flexibility in the Hand

Several precursors for shifting and vibrato were discussed in the section on Addressing the
Instrument to the Body, including strumming and tapping exercises in low and high positions, and
"chutes" for cello and bass. As students' skills develop, you can present them with more
challenging activities that encourage flexibility in the left hand and prepare them for shifting and
vibrato.

Sirens

Sirens is a game you can play with your students from the beginning stages of playing to prepare
them for shifting and vibrato. The idea is simple: Place a finger or fingers down on the string and
glissando up and down the string while moving the bow back and forth. Practice doing sirens on
all the different fingers, and on all the different strings. When the student reaches the neck block
position, they must place their thumb in the saddle. Don't worry about sliding to spemﬁc pitches
yet, just let them enjoy making sound while sliding around.

Click here to see a movie of Sirens

Snakes Tongue

This is a game Prof, Robert Culver teaches in his pedagogy classes. While playing a note with 1st
or second finger, the fourth finger bounces off fingerboard in a ballistic, relaxed and effortless

manner (like a snake's tongue).

Play with 2nd finger-add snake's tongue. Slide up fingerboard and back down with 2nd finger and
snake's tongue. Try going up to harmonic and back down with 2nd finger and snake's tongue.

Some students become tense when they shift. To make sure student's are relaxed have them make

a stream of air (hiss) while playing (sound of the snake). Also have them rock from left to right
foot. Yet another strategy is to have them stick their tongues out while they play.

http://www.uvm.edu/~mhopkins/string/lefthand/lhint. html?tp=true 31.03.2004



Simple Songs on One String

Simple and familiar tunes can be played on one string. By focusing the student on the song, the
student's mind is freed and shifting starts to happen more naturally. Try playing "Happy Birthday"
for someone in the class, starting on the note E on the D string. All on the D string, and all with
1st finger. Repeat this activity using different fingers.

Position Playing

One of the ways to reduce anxiety about shifting is to introduce the higher positions without
shifting before you introduce the idea of shifting to and from first position. For violin, viola and
cello, the simple tune, Au Claire de la Lune works very well for playing in different positions
without the need to shift (cellists need to use extension). For violin and viola, it is easy to play
many rote songs like Twinkle, Mary had a Little Lamb, Lightly row, etc in higher positions
without shifting. It is more challenging to find songs that stay in position for cello and bass. By
using the open strings, bassists can remain in the neckblock position and play several songs. Here
_ is Twinkle, Twinkle Little Star in neckblock (Simandl 4th) position:
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Vibrato

Prerequisites

o Endurance is important.

¢ Independence of hands, i.e. a two octave scale w/ one bow.

e Ear training is at the point where they can handle basic skills.
3 fronts of vibrato

1) Series of precursors-activities

The teacher must play with a beautiful sound w/ vibrato. This develops an aural expectation for
the students.

2) Deal with the motion itself-train mechanics

3) Insert mechanical into a musical context

Cello and Bass Vibrato
o Wave with L.H.

o Tap right shoulder with 2,34
o Wave again
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Tap collarbone

Tap on instrument strings

Tap low, tap high on fingerboard

Place wrist watch on strings

Polish the strings

There must be a line from elbow to end of finger

Flap your arm flab (for relaxation)

Polish back of neck with the thumb

No doorknobs (twisting of wrist)

Try vibrato on 2nd finger first. Then try 3rd, 4th, and 1st.

Violin and Viola vibrato

The four holding positions

Everything listed will occur in 4 holding positions. Banjo position, shotgun position, left side
shotgun, and playing position. (Refer to the section Addressing Instrument to the Body for more
information.) This helps to ap proach supination gradually.

The Two Types of Vibrato

Exercises to Develop Arm Vibrato
1)Push Away

[ Shake hand with neck of instrument. Hand pushes away.

2)Chutes

8 Tip of ring finger shoots to the end of fingerboard and back.
3)Knocks

Knock knuckle on E string peg.

4)Palm pats

fl Push away, shift up till thumb print is in saddle of instrument
4 and pat palm on the shoulder of the instrument.

5)Squiggles
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A squiggle is like a palm pat but then put fingers on the top of instrument and squiggle.

The motion should be coming from the arm, not just the wrist.
6)The First Vibrato Sound

Student places 2nd finger on one of the middle strings and squiggles. Teacher bows the instrument
while student does the vibrato. Their 2nd finger should be over the purfling.

Wrist Vibrato

Place thumb in saddle

Bring the hand over fingerboax_‘d

Tap on top (opposite side from squiggle side) with ring finger
Shift arm back to 1st position, and open up hand.

Put this exercise over a rhythmic base. i.e. 4 smteenths and a quarter. If done properly, the elbow
will have complete range of motion.

Repeat the exercise several times. Then repeat the exercise but tap on the strings, instead of the
body of the instrument.

Finally, place finger on string and do same motions while keeping finger pressed on a note.
Other wrist vibrato ideas
Ease going from 3 points of contact to 2

Place R.H. against body of instrument. Place L.H. over R.H. When put into playing position
remove R.H. Now there are only 2 points of contact.

Rock back and forth from left foot to right foot whilr shlftmg from low to high posmons to keep
relaxed. Also try bending knees.

Electromagnet theory

Pretend finger and fingerboard are magnets. Tap down low, then shift up and turn on the magnet
so finger sticks to the string. '

Combining Wrist and Arm Vibrato

To the Wall

http://www.uvm.edu/~mhopkins/string/lefthand/lhint. html?tp=true 31.03.2004



e Place scroll of instrument against wall.

e Hook with 3rd finger in 3rd or 4th position.

o Get motion going then back away from the wall.
Putting Vibrato into a musical context

Start note with no vibrato, then speed it up and slow it down. Do this with both arm and wrist
vibrato. At the loudest, fastest moment try switching forms and backing it down.

Targets

Aim for a note, when you hit that note it starts a vibrato surge. Let the finger fall, try both wrist
and arm vibrato. The goal is to make them equal.

Pizz. and Martele

Give the student a chance to start vibrato in both forms. Try starting with arm and finishing with
wrist, and vice versa.

.Finger Fall
Play up a scale. Switch forms of vibrato on each finger.
Vibrato when Shifting

The note which needs the most attention is the note before the shift, not the note after.

Click here to see a movie:Polishing the String Game to Develop Vibrato

Click here to see a movie: Wobble Exercise for Developing Vibrato

Click here to see a movie: Violin Vibrato

Click here to see a movie:Bass Vibrato

Click here to see a movie:More Bass Vibrato

Shifting

Shfting comes at about the same time as vibrato. The precursors are the same as for vibrato. It is
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vital that posture and playing position are correct before starting shifting.
Students should traverse the fingerboard right away.

The use of harmonics make the hand float even above the block positions(4-6). Use 3rd or 4th
finger when playing harmonics to develop correct frame with hand.

Example exercises

Hooking 3rd finger- chutes

1 finger scales

1 finger tunes

Octave scales-d up to d, down to e up to e, etc.
Using harmonics

Stratospheric Stradavarius

Start with the 3rd finger on the g on d string. Side up to different harmonics. Lean in the direction
you are bowing. Stand up and bend knees or hiss to correct flaws in the flow of motion.

Wobbley Waltz

Play G-A-B-C-D using one finger w/ vibrato on every note. The goal is to keep vibrato while
shifting.

Classes of Shifts

Class 1

Shifting from an open string to any note.
Class 2

Shifting on same finger ex. 1-1.

Class 3

Shifting from a low finger# to a higher finger # going up, or vice versa when downshifting. This
may be trained by an exercise like 1-1-3 '

Class 4 (Compression shifts)
Start on higher finger # going to lower finger #. ex. 3-1. Slide on the transport finger
Class §

Extension shifts-hand is more than one position at the same time.

Click here to sce a movie:Shifting Exercise No. 1
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For a good tone, the higher up the string the student is playing, the closer they must move their
bow to the bridge.

Posture

Addressing the Instrument to the Body
Addressing the Hand to the Instrument
Intermediate Skills for Left Hand
Advanced Skills for the Left Hand
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It is an exciting time to be a string teacher. We are living in an age where there is a growing
awareness among the population of the importance of musical training in child development. In
the area of pyschology. there is increasing evidence that musical talent is not a special gift that
only a few have, but rather, an aspect of human intelligence which all people have to some degree.
Musical talent lies latent in many people because it is not developed at the proper time in
childhood. In the area of strings, educators like Suzuki and Rolland have demonstrated that all
children have musical talent, this talent should be developed at an early age, and that aspects of
string playing such as intonation and vibrato can be taught effectively in group and private
teaching situations.

Unfortunately, having the pedagogical knowledge is only one piece of the puzzle. To be an
effective teacher, one must not only know WHAT to teach, but also HOW to approach teaching
the "what" to human beings.

The teaching process has several steps, and along the way there are several questions we should
ask ourselves as teachers.

o What am I going to teach? (Curriculum)

o How am I going to teach it? (Lesson Planning, Pedagogy)

o How will I know when I've taught it? (Assessment)

o How can I teach it better next time? (Reflection, Self-Assessment, Improvement)

Entering into a teaching situation where one does not ask ALL of these questions will most likely
result in a breakdown in the teaching process. In any case O, without asking the first two
questions, the teaching will be characterized by "getting by", "flying by the seat of your pants",
"winging it", etc. If one does not ask the third question, there is no way to know if the teaching is
truly effective. Asking the fourth question is the key to staying current, fresh, and enthusiastic
about teaching. Every teacher can become a more effective teacher. If a teacher does not care if
they are effective or not, it is time to seck another profession.

Process of Teaching
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Characteristics of Effective Teachers

What are the characteristics of effective teachers?

Enthusiastic, Warm

Positive phrasing

Make eye contact while delivering content -

Know students names and background information

Relate to (sensitive to) students needs and interests

Anticipate events in the classroom

Love working with students

Organized in planning curriculum and objectives

Know how to pace a class

Deliver information in a concise and clear manner

High awareness (monitoring) of students behavior and response to teaching initiatives
Always in control, yet know how to access the full range of their emotions

The most effective teachers combine these characteristics with strong knowledge of subject matter
and high level of musicianship. Effective teachers guide the student to make progress. Ultimately,
the teacher seeks a self directed response from the student. An effective teacher will teach
themselves out of a job. '

Most effective teachers have a pace to their class. Ways to pace include:

o Use of the voice

e Modeling or Rote teaching (I play, then you play)

e Predictable routine

¢ Media, such as background tapes, Cds or Accompaniment Software

In rehearsal situation, balancing the rehearsal between playing and listening is very important.
Here are a few examples from various rehearsing scenarios that wreak havoc on pacing. Too much
talk from the podium, switching conductors in the middle of rehearsal, strange balance between
talk and playing, i.¢. the conductor who keeps cutting the orchestra off after 2 bars and then talks
for 2 minutes.

Delivery

There are three modes for the delivery of information in the classroom. They are Non-Verbal, Co-
Verbal, and Verbal.

Non-verbal

Non-verbal teaching is the most effective with beginners to present musical information
(modeling and demonstration), yet teacher must monitor closely and be willing to use verbal
interventions when necessary for clarification purposes . This is by far the best method for

assessing correct student responses.

Co-verbal

Including brief verbal descriptions in the teaching process is referred to as co-verbal delivery. Co-
verbal is also effective, as long as the verbiage used is necessary to clarify. Excessive verbiage in

http://www.uvm.edu/~mhopkins/string/process.html?tp=true 31.03.2004



this delivery mode tends to confuse or distract students and is often completely unnecessary.
Often, the excess talking by the teacher is just being used to buy time to think
(Hmmmm......should I go back to Q or R....fix intonation or......I'm

Verbal
The least effective teaching strategy is the pure verbal approach. In music, verbal instruction (at

any level) takes most amount of time, is the hardest to control pacing, presents the least amount of
musical information, and it is often impossible to assess if students are on-task or off task.

Proportion of Pure Teacher Talk to On-task student behavior
A class that has more than 15% teacher talk begins to lose effectiveness.
It is possible to run a stop watch on a class. You will find that classes where the dominant delivery

mode is verbal and students are listening to the teacher talk will often have the most behavior
problems, the most morale problems, and the dropout rate will be high. It is no mystery.

Introducing a new concépt

Best initiation follows a review
One idea per experience

Break down into component parts
D1ssect and Stack

If thereis a technical problem in a passage, analyze what is causing thevproblem and try to isolate
the specific skill involved (i.e. fingering, shifting, bowing, etc.) Many technical problems can be
overcome through correct diagnosis and effective remed iation.

Teaching is a give and take process. Be flexible and do not use intimidation.

A teacher who addresses causes instead of symptoms will be much more successful.

Power of Routine

e Consistency is very important in the classroom

A middle school student who does not understand the routine will become very uneasy and the
routine will become what they can get away with.

Energy of the Class

The teacher must control the pace of the class. The class should begin promptly with an
interesting warm-up activity which will lead into the body of the lesson. Pure verbiage, while
occasionally necessary, will slow the pace.

During the body of the lesson the teacher should present new concepts and ideas. The pace will

slow down during these activities. The teacher should then begin speeding up the pace as the end
of the class approaches.
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The end of the class should include some type of activity that ends the class on a high energy
level. This will influence the attitudes of the students as they come to class the next day.

Classroom Management vs. Discipline

I prefer the term classroom management because if one is an effective classroom manager,
discipline problems will rarely occur. Of course, they will happen, but part of effective classroom
management is knowing how to anticipate and deal with potential pr oblems before they get out of
hand. ‘

The keys to effective classroom management

Gain students' respect through demonstration of musicianship
Have an established classroom routine

Use effective pacing A
Energy curve-especially ending on high energy so students will come back the next day with a
positive attitude

e Delivery - proportion of teacher talk small (15%)

Use of strategies for keeping all of students on task all the time
Know the students names

Make eye contact-look at them and what they are doing
Monitoring (get your head out of the score)

Don't do something that you could get fired for

Private Teaching

e Teacher must teach student how to practice
o Teacher must know what to look for and what to listen for

Remediation

Remediation is reactive. It cannot be planned. However, the more stategies a teacher has for
remediation the more a student will progress. 3 repetitions and change strategy.

Facilitating the Teaching Process

e Ifthere are 15 strategies at work in a lesson (multiple approaches) there will be more progress.
o If the organization of the teacher serves to organize the student the student is always better.
e Teacher should keep a desk manual-to serve as a reminder.

The Steno Pad

The student should bring a steno pad to the lesson. Teacher writes comments down for student to
help them with:

1) Structured Warm-up-balance, bow hold, etc.

2) Scales

3) Etudes

4) Literature The student can write questions down about the music. Theteacher will answer
em, and give the student their next assignment.

E;_.o'ooo
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String Instrument Selection, Care, and
Maintenance

Instrument Selection
For Beginners, especially children, this is crucial for success.
Violin and Viola

The violin or viola is the correct size if the child can reach under the instrument and grasp the
scroll with their left hand while holding the instrument in playing position. Violins and violas
come in 3/4, 1/2, 1/4 and 1/8 sizes to accomodate young children. An oversize or undersize
instrument can cause fatigue, tension, and hinder progress.

Beginner instruments should have steel strings and fine tuners on each string. Gut and perlon
strings don't fit into fine tuners, and shouldn't be used until the student is comfortable with
adjusting pegs.

All instruments should have a chin rest. For smaller children, use a chin rest which attaches to the
left of the tailpiece, and does not span the tailpiece. Chin rests come in a variety of shapes. Some
poke into kid's chins and cause discomfort, depending on the size and shape of the student's head. -
(Actually if you practice enough, chin rests can cause skin irritation also, not to be confused with
a hickey, or a curling iron burn). Everyone needs a shoulder support to keep the instrument from
slipping. Shoulder rests come in a variety of shapes and sizes. Adjustable rests are the best for
anyone who is still in the growing (vertically, not horizontally) process. Small children don't need
to use shoulder rests. A sponge or piece of foam 3/8 to 3/4 inches thick attached to the instrument
with a rubber band should be adequate to keep instrument from slipping. Some adults also prefer a
cloth or sponge to shoulder rests. It really depends on the size of ones' neck. However, everyone
needs something to keep the instrument from slipping!

Cello

Endpin should be span of students hand + length of the little finger (This is an approximate
starting point). Cello should be about chin height when student stands. C peg should be accross
from left ear when sitting with correct posture. The chair should be of a size so that both of the
student's feet can rest flat on the floor. The instrument should be a size so that when the endpin is
adjusted properly and student is sitting in an appropriate chair, their knees can rest comfortably
against the side of the lower bouts, and the base of the cello neck contacts the student's body near
their sternum. Cellos also come in a variety of sizes-3/4, 1/2, 1/4 and 1/8.

Cellos should have fine tuners on each string. Many professional cellists keep the fine tuners, so
there is no reason for a student cello to have fine tuners only on one or two strings.

Cellists need to have an endpin stopper, for playing on hard surfaces. There are several types
available. I prefer the type that anchor onto the leg of the cellists' chair.

Bass

Basses also come in several sizes. The size most professionals play is the 3/4 size. A 4/4 bass has
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a 48" string length. There are 1/2 sizes and 1/4 size basses available for smaller students. When
the bass and the student are both standing upright, the bridge of the bass should be on
approximately the same plane with the large knuckles of the students right hand. As you can see
from the picture below, if I were to stand my bass up, my kouckles would be off by about an inch.
The important thing is not to set the bass too high. A bass set too high will cause the right elbow
to bend too much, the angle of the bow to the strings will change, and ultimately, the result will be
a poor sound. '

Bassists need to have an endpin stopper, for playing on hard surfaces. There are several types
available. Some basses have rubber stoppers which attach to the endpin. Other types include
rubber disks "donuts" or if the player sits down, one that anchors around the leg of their stool.

Bow Selection

Small students who are using undersized instruments will also need to have smaller bows. For
violin and viola, here is a guideline for length of bow. When the student draws a full downbow, .
the tip of the bow should be reached just before the elbow is fully extended. Another way to check
for correct bow length- when bow is placed on strings at the middle, a right angle should form
between the upper and lower parts of the student’s arm.

Bow Quality

Care of the Instrument

Weather

String instruments are very susceptible to changes in weather. Always keep the instrument at
room temperature whenever possible. Hot temperatures cause the wood to expand, dry out, and
crack. Very hot temperatures will cause the glue which holds the instrument together to fail. Cold
temperatures cause the wood to contract, and crack.

Wooden instruments will dry out if the air lacks humidity. Instruments do best when the humidity

in the air remains stable. Use a dampit in the instrument's case or run a humidifier in the room
where the instrument is kept to prevent the instrument from drying out and cracking.
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Seasonal Adjustments for Bass Bridges

When purchasing a double bass, make sure to get an adjustable bridge. All string instruments will
do some expanding and contracting with changes in humidity, but the changes for basses are very
pronounced. Where I keep my bass, it is most noticable at the beginning of Winter when the heat
comes on, and at the beginning of summer, when the air conditioning is booted up. I find that I

need to raise the bridge during the Winter (less humid) and lower it in the Summer (more humid).

Cleaning

After each use, wipe the rosin off of the strings and instrument body using a soft cloth. Rosin left
on the strings will affect the tone by preventing the bow from "grabbing" the string properly, and
rosin left on the instrument body will eat away the varnish. Over time, the value of the instrument
will depreciate and the instrument will look ugly. Teachers should make wiping the rosin off the
strings and instrument part of the daily routine from day one.

For polishing the instrument, do not use household furniture polish. These polishes contain wax,
which is not good for the varnish. For best results, use a varnish cleaner.

Care of the Bow

The hair of the bow should be loosened when the bow is not being used. Loosening the hair
removes the tension from the bow and prevents the stick from warping. Classroom and Private
teachers should build loosening the bow into the routine from day 1 and reinforce everytime
students put their bows away until it becomes habit.

Bows should be rehaired once a year, especially if they are being used for several hours everyday.

White horse hair is the choice for most string players. Black hair is coarser than white, and some
bassists like to use black hair because it gives them a little more bite. Other bassists choose white
hair because black hair sounds too gritty. I have on occasion seen a violin, viola, or cello bow with
black hair. If the hair fits, then wear it.

A few years ago a friend introduced me to Salt and Pepper hair, which is a cheap alternative to
white or black hair, if your local bow rehairer has any. I found the sound to be fine for younger
players, and I was able to stretch my repair budget a little farther.

For banging on music stands, swordfighting, or nose-picking, I recommend batons or pencils
instead of bows. It's all fun and games until someone's bow breaks. Even those cheap fiberglass
bows should be treated with some respect.
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...and Improvization Techniques

Ear Training is a crucial component of effective string teaching. There is a tremendous amount of
evidence which leads to the conclusion that the ear of the young string player must be trained to hear
where the pitches are before the student is introduced to note reading. When students are relying on
their eyes more than their ears to play music, intonation suffers as a result.

Beginning Strategies

In the beginning stages of instruction, there are three critical skills teachers must help their students
learn: 1) The ability to distinguish a pitch as being higher or lower than another pitch, 2) The ability to
match pitch (unison), 3) The ability to aurally recognize, sing, and tune strings to the interval of a
Perfect 5th.

Distinguishing Higher-Lower

Manipulate Pitches - Sirens

Playing sirens, or any type of game where students make the string longer and shorter This makes the
students aware of the consequences of shortening the string (raising the pitch) and lengthening the
string (lowering the pitch).

Manipulate Pitch - Fine Tuners

Let students turn their fine tuners to make the pitch lower (flat), and then bring the pitch into tune. Use
a steady electronically generated pitch reference to allow the teacher to assist students in matching
pitch. For some students, matching pitch is difficult. I have found in my teaching that students who -
passively turn the tuners a microturn at a time have the most difficult time hearing when the pitch is in
tune. I suggest students turn their tuners quickly, so they can hear the pitch go into tune. Of course, a
teacher must carefully monitor the situation so students don't go so sharp they break the string!
Singing

The use of the singing voice for developing the ear of the young string player should not be ignored. The
voice represents a window into the aural awareness of a student. A string teacher can use students’
vocal achievement as an assessment tool for tuning readiness. For example, if students can correctly
match pitch with their singing voice and sing intervals like the octave and Perfect Sth, they will likely be
able to tune their instruments, and adjust pitch when they play an out of tune note.

Training students in the use of a solfege system (Do, Re, Mi, Fa, Sol, La, Ti, Do) can be very beneficial.
When playing a stringed instrument, as in singing, correct intonation ultimately depends on the player's
ability to hear the various intervals in their mind. In playing tonal music, intonation also depends on the
player's ability to hear pitches in relation to tonic. For example, the pitch C will be placed in different
places depending on if it Is functioning as the 4th scale degree of the key of G, or as the leading tone in
the key of Db. Solfege helps students develop an awareness of the subtelties of intonation.

Matching Pitches

Student listens to teacher play a pitch, and the student matches it with the teacher. The teacher should
continue to play the pitch until the student finds it. Once the student finds the pitch, ask them what the
name of the note Is. This can raise their awareness of the geography of the fingerboard, and the
possibllity of playing the same note in different places.

Focusing the Center of the Pitch

In an orchestral setting, students often have trouble finding the center of the pitch. First ask students to
match a pitch with you. Then ask them to try blurring the pitch (use a gesture such as shaking your



hands around) then teli students to play the pitch intune when you steady your hands. By going from in-
tune to out-of-tune to in-tune, students focus on the center of the pitch, and also get practice adjusting.

Match Pitches in Patterns

Start easy and progress to more difficult. Stepwise patterns are easier than skips. One measure patterns
or smaller are easiest.

Using simple tunes transposed into different keys is more effective than one octave scales for ear
training. Ex. Twinkle, twinkle transposed into different keys.

Use these types of patterns to introduce concepts like new keys, and chromatic alterations (i.e. low 2nd
and high 2nd finger).

Simple Double Stops

Introduce in this order: Unison, Octave, P5, P4, M3 and m6, m3 and M6, M2 and m7, m2 and M7, TT.
Teach these double stops as melodic intervals as well. Once the students have the P5 well established in
thelr ears it is time for them to start trying to tune their own instruments.

Build Triads

Spell a triad for the students, i.e. C,E,G. Have the students all pick a note from the triad and play it.
Then have them try playing two of the notes at the same time. If the two notes are played in tune, it
may produce a third note through sympathetic vibration. These notes are called Tartini sounds.

The triads will sound the most stable if the root is in the lowest voice. '

Put Triads Into Primary Cadential Patterns

The I-V-1 progression should be first. Next, the I-IV-V-1. This type of ear training can also become a
lesson in good voice leading.

Perform Scales Over Primary Patterns

In a class situation, one section can play the scale while the other sections harmonize the scale.
Harmonize with the I,IV, or V chord. For example a C major scale can be harmonized as follows:
» C=I chord

D=V chord

E=I chord

F=1V chord

G=V chord

A=1V chord

B=V chord

C=I chord
In a private studio, a piano can be used to harmonize the scale.
Understanding the harmonic function of the notes of the scale is vital in developing the ear correctly.
The note B is higher if it is functioning as a leading tone in the key of C than if it is functioning as the 3rd
in the key of G.

Extend Chordal Formula



As students become comfortable with I-IV-V progressions, add the II and the IV chord to progressions.
Substitute the II chord for the IV chord, and use the VI chord for deceptive cadences. As students
become familiar with the II and VI, add the III chord and the VII chord.

Eventually try adding secondary dominants, 7th chords, and other chromatic chords. Whenever possible,
relate a chord progression to a pop song or some familiar piece of music.

Play Familiar Tunes By Ear In Several Keys

Play an easy familiar tune(i.e. Twinkle) in the reguiar key (D Major). Start the tune on another pitch and
.have students try to play the song in this new key.

Some of the students may initially use very awkward fingerings. Be prepared to demonstrate a logical
fingering to the students. This is an excellent exercise to help students develop finger logic and a greater
knowledge of the fingerboard.

Bounce around the circle of 5ths so students cannot predict what the next key will be.

Place Chordal Formula To Accompany
Familiar Tunes

Pick a familiar tune that has a simple harmonic progression. While the teacher plays the tune the
students try to determine which chords belong where. Once the progression has been determined, have
the students invent their own harmonic accompaniments. This may initially sound like a bizarre form of
ancient counterpoint, but with some guidance and voice leading suggestions the students will be able to
spontaneously develop their own harmonic accompaniments.

Develop Melodies Out of Harmonic Formula

Have a student make up a simple tune based on a given chord progression. At first, these tunes will be.
made up only of chord tones.As students become more advanced, passing tones and non- chor‘d tones
may be added.

Accompany Melodies with Appropriate
Harmonic Accompaniment

After a tune has been composed by a student, have the rest of class accompany them using notes from
the given chord progression. A sample chord progression may look like this:

¢ G: I-VI-II-V Demonstrate different possible rhythmic ideas students can use in accompanying, and
also different bowing techniques, or combining arco and pizz. Tell the students that they can also use
rests.

Other possibilities include arpeggiating harmonic functions, adding neighboring tones, and adding color
tones like the Sth, 11th, and 13th.

Accompany After One Hearing

Eventually, after listening to a tune one time through, the students will be able to spontaneously create
an appropriate harmonic accompaniment.

Other Ear Training Strategies



Hueristic Strategies

Have students piay a note that teacher is playing at the same time. Teacher should play slow to
moderate tempo patterns that students cannot predict.This leads to audiation and helps with sight
reading ability.

The teacher should play a predictable melody and stop one or two notes short of the cadence and ask
the students to finish it.
_ The teacher can tell a story and substitute musical pitches for words. For example, instead of saying the
word "egg" play e-g-g on your instrument. There are over 400 words in the English language that can be
spelled with the musical alphabet.

Stacking

Start with a simple bass line (D-G-D-A) and build upon it gradually. Add harmonies and let students try
solos.

Benefits of Studying Ear Training and
Improvisation

Frees the musician from the tyranny of the printed page
Students who improvise absorb stylistic differences quickly
Improvisers have a larger palette of expressive colors

Quality of performances improve

Relevance of theory is enhanced

Boost for students who are interested in composition/arranging

Chamber Music

Private studio teachers should combine forces to form chamber music groups. The students will benefit
tremendously, and so will the public school orchestra director. An ensemble with chamber music skills is
always superior to one without.

Prerequisites for playing chamber music

e Format (instrument hold and posture)should be well formed
e Ear Training-Simple double stops up to the P4
« Technical regimen is stable so they do not need continuous reminders

Proper rehearsing/performance of chamber
music includes:

Initiation of pulse through a leading gesture
Release of pulse without a technical accent
Ability to join passing line

Ensemble intonation built around the lowest voice
Uniform sound production

Someone(coach) must know the score

A score in rehearsal that is used

Rhythmic Considerations



commitment to the training of string teachers. There must be cooperative
university-public school partnerships to train qualified teachers and to
provide these teachers with the support services they need to be effective.
Universities have not always understood their role in this relationship, and
must be strongly encouraged to foster the training of competent string:
teachers as well as fine performers. Too often universities have paid lip
service to the idea of educating quality string teachers. Few universities
have the necessary methods courses needed to prepare students
adequately for teaching. Fewer have string education specialists. And
although most colleges give scholarships to performance majors, almost
none offer stipends specifically targeted for string students who want to
major in music education. This sends the wrong message to people about
the need for qualified teachers. The String Project Grant Consortium is
helping to address that problem by providing assistantship money to music
education majors.

Definition of a String Project

According to Greg Hurley in his article on string projects in the November
1998 edition of American String Teacher journal, the "guiding principle....
of a string project is to provide college string majors with teaching
experiences while providing pedagogy classes or supervision over a
number of semesters in order to prepare the college students for private
or public school teaching while promoting the talents of precollege string
students." The model for the grants which are funding the Consortium
sites is the USC String Project at the University of South Carolina. This
program, now in its 27th year, has 30 undergraduate students as
teachers, and about 358 children (beginning in the 3rd grade) studying
string instruments. With this practical hands-on training during their
college years, the undergraduates who teach in the program gain valuable
experience. prior to taking a job. It also aftracts string players to the
teaching profession by providing them with the opportunity to teach under
supervision. In addition, music -education majors discover whether they
enjoy teaching by doing it; those that discover that they do not want to
make it their career may decide to change their majors before getting their
first job.

The Consortium

The National String Project Consortium is a loose association of String
Projects. They interact, exchange ideas and learn from each other, but
each String Project operates completely independently. Each college or
university that participates in the Consortium is responsible for its own
program. Each funded String Project site receives $10,000 per year from
the grants, which is matched each year by each host college. This money
pays for a Master Teacher and for assistantships for the undergraduate
students who are the actual teachers. The institution is responsible for
providing the necessary string faculty to teach violin, viola, cello and bass
as well as music education faculty to teach methods courses, technique
courses and string pedagogy. The colleges also provide the space for the
Project's classes and lessons. The colleges/universities in the Consortium
were chosen through a competitive selection process. Consideration was
given to the following issues: size of community, potential for young
students in the program, necessary facilities, required faculty and courses,
financial commitment for ten years, presence of a potential Master
Teacher (a well-respected, experienced string teacher who has taught in
the public schools), among others. Distinguished ASTA leaders served on
the committees which chose the sites.

Grant Funding
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ASTA was first awarded a $10,000 planning grant from the Psaras
Foundation in 1999. In July, 2000 we were awarded a $424,202 grant from
the US Department of Education - FIPSE (Fund for the Improvement of
Post Secondary Education) for the first 10 sites. in September FIPSE
added $90,100 for three more sites. Since then ASTA has been awarded
a $200,000 two-year grant from the Knight Foundation for the next eight
sites in the National String Project Consortium and also an $80,000 grant
from the NEA (National Endowment for the Arts) for three more sites. In
terms of the total dollar impact, the grants themselves add up to $804,302
in actual grant money, with a total impact of $1,483,802 including the
universities' matching money. Almost all of this is going directly towards
scholarships for the undergraduates and the master teacher stipends.

The String Project Model

This proposal builds on the experience and success of the String
Project at the University of South Carolina in Columbia, South Carolina. In
a city which had few cultural opportunities and no history of string playing,
the university created a program 27 years ago which trained teachers,
nurtured young students, engendered the creation of public school
programs in the area, and fostered a university-public school partnership.
The results have worked to the advantage of all, including the students,
the university, public schools, the local symphony, and the general cuitural
climate.

The USC String Project provides practical hands-on training for
undergraduate string education majors during their four or five years of
college. The program consists of three orchestras, four large
heterogeneous beginning classes, small homogeneous second year
classes, private lessons ,chamber music, theory classes, and a Suzuki
program, all taught by undergraduate students under the supervision of a
Master Teacher, a Graduate Assistant and the Director of the String
Project. The students begin in the third or fourth grade. They can continue
in the program through the twelfth grade, as long as they participate in
their own school programs and play in the Youth Orchestras. There are
currently 351 students and 28 undergraduate teachers in the program.

An important aspect of the String Project is that the participants are
charged very low fees in order to enable economically disadvantaged
children to enroll. As a result of the low fees, the USC String Project has a
large number of poor and minority students (approximately 40%). A large
number of minority teachers have also come through the program. This
has also had a major impact on the community and has altered the “elitist"
image of string players.

The Teachers: Undergraduate String Education Majors

The teachers in the program are all undergraduate string education
majors. However the String Project is not part of the regular
undergraduate curriculum; instead freshmen are accepted into the
program and given an "assistantship" which is paid monthly. If they violate
any of the rules (i.e. they are late or absent, or if they neglect to fulfill an
obligation) their pay is docked. The assistantship stipend is used as a
recruiting device, and to encourage students to consider majoring in
education.

The university students study their own major instruments, secondary.
stringed instruments, and take pedagogical methods and technique
courses, in addition to the standard undergraduate music education
courses. The String Project teachers also attend a weekly organization
and pedagogy meeting. They actively participate in all the activities of a
professional teacher: recruiting students, planning lessons, writing report
cards, keeping records, conducting orchestras, teaching beginning
classes, teaching smaller homogeneous second-year classes, coaching
chamber music, teaching private lessons, setting up rehearsals,
organizing recitals, etc. Therefore, by the time they graduate, these
students have had four or five years of practical training and experience
and are ready to begin teaching on their own. One of the additional
benefits of having college students beginning to teach early in their
careers is that they discover whether they really want to teach; those that
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do not usually change their majors prior to their student teaching
experience in their senior year (or often even after they have their first
jobl).

The full-time student teachers in the program work for 6 hoursfweek,
although their load is considered to be 10 hoursiweek. The additional
hours are calculated to include time spent in the beginning of the semester
in recruiting, and at the end of the semester in putting together studio-
recitals, the large ensemble concert and doing paperwork. Full-time
student teachers receive $1600 per year, or over $9.00 per hour for their
teaching. First-year teachers usually work half-time while they are
becoming acquainted with the program, so that they are not overloaded
during their freshman year at college. They receive $800 per year, working
for 3 hours/week (although their load is similarly calculated as 5
hoursiweek).

During their first year in the program, Freshman university students
observe various aspects of the program. They help with the recruiting, are
“assistants” in the large beginning classes and the second year classes,
and participate as coaches for the various orchestras. After the first year,
they are assigned to teach private lessons and other activities depending
on their interest, ability and maturity. By the time they graduate, they will -
have been able to teach in a variety of pedagogical settings.

The Master Teacher is a part-time instructor who has taught in the
public schools for many years. By teaching one of the heterogeneous
classes she is the model for the young teachers. She also observes and
criiques the classes which the college undergraduates teach.

For many years, the Director of the USC String Project was.an applied
faculty member at the School of Music. However, as a resuit of the -
enormous growth of the program a new position was finally created at the .
university for a music education string specialist. This step was a direct
result of the success of the program and the need for a faculty member to
address the specific requirements of music education students.

The Program

Children in the third and fourth grades are recruited from local public
and private schools to study in the String Project. The teachers go to
about twenty schools each August and play short demonstration programs
for the children. In addition, local newspapers print informational articles,
and letters are sent to area principals to inform them about the opportunity
for youngsters to join. People who are interested in the program are
invited to come to an information and registration meeting held at the
university. Each year about 120 students are selected for the four
heterogeneous beginning classes (violin, viola, cello and bass taught
together). These classes meet twice a week (Tuesdays and Fridays). The
first class (4:00-5:00) is taught by the Master Teacher. The teachers of the
other three classes observe the first class, and then subsequently teach
their own classes during the next hour (5:00-6:00). At then end of each
semester all the students in the program participate in a concert in the
Koger Performing Arts Center.

Students in the second year of the program attend once a week for an
hour class with like-instruments (homogeneous classes). They also come
on another day to play in an orchestra. After the second year, students
come for a private half-hour lesson once a week. They also are required to
play in the Advanced Orchestra. All students in the program are expected
to play in an orchestra (either one of the three String Project orchestras or
one of the Youth Orchestras run by the SC Philharmonic Orchestra). They
are also expected to participate in their own school programs in order to
be in the String Project.

The Success of the Program
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The USC String Project has won
national recognition, including the
Verner Award and a documentary on
South Carolina ETV celebrating the
20th anniversary of the program.
When the University of South Carolina
String Project was founded in 1974
there was just one small string
program in the Columbia metropolitan
area. Now all five school districts in
the Columbia area have large and
active string programs, with orchestras
in every high school and six regional
youth orchestras. The USC String
Project has had a major impact in a
city with no previous tradition for
orchestral music in the schools and
little interest in the arts. Initially the
program provided competent young
teachers and well-trained string
students. Eventually the large
numbers of children playing string
instruments created a critical mass
and the parents demanded programs
in their own local schools.

The chart to the right shows the
enrollment figures during the last 20
years.

Number || Number
Year of - of

Students||Teachers
1974 41 I 8 |
1982 97 || 8
[1985| 115 8
[1986) 166 14 |
[Mos7 200 ][ 20 |
log1ll 274 || 21 |
[1904l[ 319 || 22
[1997] 351 || 28
f2000)l 358 || 30 |
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Arizona State University String Project
Margaret Schmidt, Director
Anita Archer, Master Teacher

In our second year, ASU's String Project has sustained enroliment of 110
students each semester, with ten undergraduates teaching classes and
private lessons. The children represented 44 public schools in 6 different
school districts, and several home and charter schools. One district’'s Fine
Arts Supervisor received a grant to bring inner-city children to campus for -
String Project classes; fifteen string players and their teachers travel by
school bus 45 minutes each way after school to participate in the String
Project. This provided opportunities for the teachers, mostly wind players
who teach strings, to learn by observing the ASU student teachers. In
addition to an end-of-the-semester concert given by the four classes, we
presented solo recitals for the children enrolled in private lessons. The.
ASU teachers were very proud of their students’ performances, and
pleased to discover that they could help the children learn to perform
successfully. Students, parents, and area teachers all expressed sincere
appreciation for the opportunity to participate, and are anxious for the
String Project classes to begin again next fall.

Ball State University String Project
Kristin Turner, Director
Mary Kothman, Master Teacher

The Ball State String Project program has grown to four times its original
size and has acquired the support and collaboration of the Muncie Center
for the Arts. After three semesters of operation, the project currently
serves 41 students from the Muncie area. We will continue with the
current students and enroll a new beginning class in the fall. The
community is beginning to become aware of the advantages of string
playing. Parent reaction to our Spring Recital was very enthusiastic. We
-have seven undergraduate teaching assistants and one graduate student
working in the program. These teachers assist with the classes and teach
students privately as well. Beginning in the fall, the most experienced of
these student teaching assistants will begin to be totally responsible for
their own classes.

Brooklyn College String Project
Jane Palmquist, Director/Master Teacher

The Brooklyn College String Project concluded the 2002-2003 year with
nearly 130 students and 10 teachers participating. Classes included:
Younger Beginners (ages 5-6), Beginners (ages 7-18), Advanced
Beginners, and a string orchestra. Current instruction includes violin, viola
and cello, and general music. In Fall, 2003, we expect to add instruction
on string bass,.and have purchased several small basses for this use. In
Spring, 2003, two college students from the String Project began a
parent's violin class at PS 206, sponsored by the String Project and by a
PAAP (Parents As Arts Partners) grant, with the ultimate goal to develop a
string program in PS 206 during the day for the children. The reception to
this outreach effort was extraordinary.

May 17th, a sell-out crowd of about 500 attended the Brooklyn College
String Project Benefit concert "Strings and Steel" held in Gershwin
Theater. String Project students performed on the concert, along with a
reggae singer; Martha Mooke, Yamaha performing artist on electric 5-
string violin, and a steel pan orchestra. The concert concluded with the
string students and steel pans (strings and steel) performing Beethoven's
Ode to Joy. The concert raised public awareness and approximately
$10,000 for the String Project. U.S. Congressman Major Owens
addressed the audience on the importance of music education. A number
of state and local politicians and dignitaries attended the concert. Plans for
next year's concert area already underway.
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California State University at Sacramento String Project

Andrew Luchansky, Director

Judy Bossuat, Master Teacher

The CSUS string project has had a very successful year. The children are
progressing marvelously and will perform at the CSUS Music Recital Hall
on Monday May 19th at 7 PM. We expect our usual overflow crowd. Our
college teachers have done an excellent job and continue to take on more
and more responsibility. There is a wonderful mentoring tree developing
as experienced student teachers help the newer ones grow. We have
significant interest for next year and expect to have 10 teachers for the
fall. Morale is high amongst the teachers the children and their families.
The community awareness about the project continues to grow and is very
positive. We have been helped with excellent press coverage.As Director
this project continues to bring me great satisfaction in the powerful impact
this program is having in the lives of our students and on the community.
We will be running a program during the summer as well.

Hartt String Project, University of Hartford
Kathlene Goodrich, Director/Master Teacher

The Hartt String Project is in its second year of existence. Over 100
community children from third through fifth grade are enrolled in the
program and 15 music education students from the Hartt School are
learning what it means to teach in a real-life setting. We recently closed
out the spring semester with an “Informance” for special guests. Both first
and second year students performed for an audience of more than 200!
Parents and students alike are pleased and excited about how much we
have learned in the last two years. We already have a number of students
pre-registered for next year, when we anticipate an enroliment of nearly
150 students. We are offering small group lessons this summer for any
student who is interested

_ISU String Project, Illinois State University
Kate Hamilton, Director
Kimberly Martin Boyd, Master Teacher

The Illinois State String Project has completed a successful second year.
We presently have 70 children enrolled in first and second year classes.
There are 7 undergraduate and 1 graduate assisting in the program. A
highlight this year was a week long residency by Euan Murdoch, Professor
of Cello from Victoria University in New Zealand. The assistants had an
opportunity to work with him as well as the String Project children. A
Parents Board was also formed this year, and several meetings resulted in
new ideas for recruitment, retention, and fund raising. The administration
of lllinois State continues to be supportive of this String Project.

Lawrence University String Project
Fred Snyder, Director
Carrie Gruselle, Master Teacher

With the completion of five semesters, our string project at Lawrence
University is up and running, and making an impact in the community. We
have about 80 students involved with the program, more than doubling the
30 that we had our first semester. Teaching the classes are 14
undergraduate string majors, doubling our first semester participation of 7.
Next year we are anticipating considerable growth as we add our next
level of students. We anticipate at least two sections of our beginning
students, the Dolce groups. This year’s Dolce groups will move up into the
Allegro Orchestra, and this year's Allegro group will become our first third
level group: the Presto Orchestra.

We are seeing direct positive benefits regarding both aspects of the
program; teacher {raining, and opportunity for area children. As our
student teachers move through the String Project program and into their
formal student teaching experience, we are seeing clearly that they are
more prepared, more comfortable, and more successful in their student
teaching because of their experience with String Project. And with severe
budget cuts in Wisconsin, some of our area schools are trimming back
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their music offerings, leaving gaps that String Project will be able to fill.
String Project is certainly in the right place and at the right time in the Fox
Cities! :

Marywood University String Project
Dr. James Moyer, Project Director
Amy Christian, Artistic Director

Mary Gallacher, Master teacher

We have had a stellar second year at the Marywood University String
Project. We had 104 students in first and second year classes with six
undergraduate teachers and a Master Teacher. The children have made
excellent progress and the comments from families, teachers and
community members are overwhelmingly positive, ‘

We have had one of our undergraduate teachers complete his student
teaching this year and the value of the String Project experience was
immeasurable. Both teachers he worked under and the university
observer were extremely impressed with his classroom demeanor and his
ability to truly step into the role of teacher with ease. The observing
professor said, "He was absolutely outstanding. | can't say enough good
things! He showed true presence, musicianship, and a great command..."
This truly brings pride to the profession and helps ensure its longevity.

We aiso adopted a new management style for our Project this year.
Our music department administrator, Dr. James Moyer assumed the role
of Project Director. The musical and teaching questions were handled
jointly by the Artistic Director, Amy Christian (former Project Director) and
the Master Teacher, Mary Gallacher.

Looking forward, we already have over 60 children enrolied for next
year and we have just begun our recruitment efforts. We will make school
presentations throughout the month of May and continue if necessary in
September. We expect to have approximately 150-160 young students in
the program and nine undergraduate teachers.

St. Cloud State University String Project
Pablo Mahave-Veglia, Director
Kathryn Dressler, Master Teacher

The String Project at St. Cloud State University entered its second year
and added a new beginning class of 5 students to a second year class of
10 returning students. Most of our participants come from rural
communities that surround St. Cloud. Both classes joined for the end of
the year performance last April 27th. Many of the students from'the
program will be taking private lessons from our undergraduate assistants
during the summer season.

SUNY String Project at Crane
Sarah Hersh, Director
Harold Schenawolf, Master Teacher

This year the SUNY String Project at Crane provided teaching
opportunities to a record number of college students: 11 in Fall 2002 and
14 in Spring 2003. Our teachers now range from freshmen to graduate-
level students and encompass a variety of majors and major instruments.
Randall Gammiero, a senior, shared these comments:

“When | started with the Project, | was a sophomore bass
player who could barely take the violin out of the case. Three
years later, | am graduating and writing a handbook on how
to teach beginning violinl... My time with the National String
Project was probably the most rewarding activity |
participated in all four years at Crane. ... We are amazingly
lucky to be given the chance to teach so early in your
development.”

This Spring, our program was highlighted by the National Association of
Schools of Music campus accreditation review board as one of the
School's top six points of excellence. Program observation is now linked
into several string courses and to my National Music Education Standards
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course. Next year, students of General Music will become involved:
through observation and the opportunity to devise National Standard-
based lesson segments. Our fifty students and their families are diverse
but share commitment. They are proud to participate in this “North
Country" opportunity for excellence. Extended families are now part of the
community; younger siblings are beginning to sign up, aunts and
grandparents know that strings mean so much to the children that they
travel great distances to celebrate our concerts.The Schoo! of Music
recognizes the educational power of a strings laboratory that is linked to
the schools and that serves the community. Our String Project curriculum
now includes lessons, classes, and orchestra. This year, our beginners
range in age from 5 through 15. Our students have begun to be
recoghized in accustomed channels through their playing in the state solo
festival (NYSSMA). This Fall, area teachers appreciated access to master
educator clinician Nancy Lokken, violinist. As Director | am delighted that
we have been able to develop into a learning community that
encompasses children, families, schools, college students, and faculty.

Texas Tech String Project
Bruce Wood, Director
Margaret Brown Johnson, Master Teacher

This year the Texas Tech String Project experienced great growth. With a
55% increase in student participation, we believe that the project has really
begun to "catch on" in Lubbock. In addition, over the two semesters, the
TTU String Project has been able to employ 14 individuals as project
assistants, 11 first semester, and 10 second semester. Most importantly,
we are now getting great feedback from cooperating teachers as these
project assistants move into their student teaching experience. One said,
"I have been working with student teachers for 20 years, and had never
had anyone so well-prepared and ready to dive right in."We are
concerned, as are so many other sites, about continued support before
the program can even come close to being self-supporting. Economic
times are tough here. But, even if the project will need to trim some
expenses this next year, we are confident that it will be a mainstay of the
School of Music's outreach and its development of supetior young music
educators.

University of Arizona String Project
Donald L. Hamann, Director
Jonel Slack, Master Teacher

The UA String Project has had a wonderful year! Not only has our
student enroliment increased, but we have become a well recognized
educational organization that provides quality string instruction to young
people in the community. The UA String Project has been recognized by
local media, parent groups and other community members.

The UA String Project began implementing a program evaluation
system this year, and results indicate a marked improvement in teacher
effectiveness and student success. Our String Project Teachers are now
graduating and beginning to accept prominent teaching positions with the.
local school districts. Many professional educators and administrators
have commented on the maturity, effectiveness and preparedness of our
teachers. Teachers have reported that they feel confident in their abilities
to manage a class, choose appropriate music and direct an efficient
rehearsal. Below is a more detailed report of the UA String Project's
successes.

Weekly Meetings: The faculty meets once per week to discuss their
classes and problem-solve teaching issues that arise. The Master
Teacher also conducts pedagogy workshaps, We have begun bringing in
Guest Artists and Lecturers to share their expertise in specific teaching
and pedagogy areas.

School Partnerships: Teachers in the public school districts have been
very supportive. We have established partnerships with three teachers
where string project faculty can visit public school classrooms to observe
different teaching strategies.

Newsletter: Last year, we established a string project newsletter. This has
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been a great tool in getting information to parents efficiently. This year's
newsletter features prominent artists every month with opportunities for
students to participate in contests.

Concert Discounts: The University of Arizona Schooi of Music and
Dance offers string project students and their families discounts on a
variety of concert events. Many parents take advantage of this opportunity.

University of Dayton String Project
Lyn Ritz, Director
Lois Ramey and Alice Tatum, Master Teachers

The University of Dayton String Project just completed a very successful
2002-3 season, our second year. Our students presented a recital on
December 4th, as well as April 30th. These events were enthusiastically
attended, and it was exciting to see as well as hear the remarkable
progress the students have made. Our last concert included songs that
were more challenging than the method book repertoire, and it was nice to
hear the second year students playing separate harmony parts! The
impressive final number included both first and second year students. Our
concerts were held at the local junior high school auditorium, allowing for
the growing number of String Project fans! Certificates were distributed to
each participant, autographed by the master teachers and student
teachers. A successful second term event was a fundraising project that
was spearheaded by a parent. String Project T shirts were designed and
sold at the concert, resulting in a profit of $900. We finished the year with
an enrollment of 70 students, two master teachers, and five
undergraduate student teachers. | am thankful that there are several
parents who are interested in forming a SP Parent Support Committee. |
will be meeting with this group this summer to further discuss more
fundraising projects and other ideas about recruitment, other performance
opportunities, and other ways in which the String Project can become
more visible in the community. We are looking forward to continuing our
program in the fall!

University of Georgia String Project
David Starkweather, Director

Skip Taylor, Associate Director
Jennifer Norris, Master Teacher

The UGA String Project at The University of Georgia in Athens just
completed the second year. We had a spring concert with 33 sécond-year
students and 35 first-year students. The summer program, which meets
just once a week, has an enroliment of 34. It is being taught by two of our
undergraduate teaching assistants. During the past year we had nine
teaching assistants. We are making an early start to recruit new students
for the fall program. Six students have already signed up using our new
registration form on the website. An article will be in the local paper before
the end of the month, describing the UGA String Project, including at least
one picture, and announcing our String Instrument Petting Zoo scheduled
for Saturday, May 31. And there has been a big increase in interest among
current and incoming university students in becoming string project
teaching assistants.

University of Kentucky String Project
Daniel Mason, Director
Susan Lucas/Kathryn Drydyk, Master Teachers

When launched two years ago, the University of Kentucky String
Project had 9 UK music majors teaching 40 central Kentucky children to
play stringed instruments in the first year. The String Project has been a
very successful addition to the curriculum, and this year, fourteen
undergraduate teachers worked with approx. 140 area children in a
Saturday morning program under the supervision of the two Master
Teachers, mentors with many years of experience in classroom and studio
teaching. Susan Lucas is an experienced classroom and studio teacher
and plays string bass in the Lexington Philharmonic; Kathryn Drydyk was,
until last June, Orchestra Director at Tates Creek High School and is a
cellist in the Lexington Philharmonic. They serve as models for the student
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teachers and also conduct a weekly pedagogy seminar; their commitment
and skill has made the project work. They visited over 20 elementary
schools to recruit students and to provide open channels of
communication with the teachers and administrators. We have enjoyed
continuing strong support from the schools and made new connections
with area private schools.

This year, the project had three levels of instruction, with small group
lessons added for the third year students. First year students received one
hour of instruction per week; second year students attended a
homogenous instrumental class and an orchestra class; third year
students had an orchestra class, as well as the small group lesson.
Spacellogistical problems were dealt with by staggering the classes over
three hours. Each semester ended with a public concert, very well-
attended and received, so much so that the second semester concert had
to be moved from our 350 seat recital hall to the larger concert hall.Plans
are underway for a fund-raising event/concert next year.

University of Massachusetts at Lowell String Project
Kay G. Roberts, Project Director
Susan Turcotte-Gavriel, Master Teacher

The University of Massachusetts Lowell (UML) String Project started in
2001 to provide string instruction to elementary school students in Lowell.
The UML project includes a Master Teacher with public school teaching
and performance experience, six undergraduate teachers and two
graduate students, one in music education and the other one in cello
performance. The project draws students from 18 (!) public schools of the
very diverse Lowell School District. Lowell is the fourth largest city in
Massachusetts with 103,000 inhabitants and has a school population that -
is 56% minorities. In our program there are
Hispanic, indian, Pakistani, Cambodian, Vietnamese, African as well as
Caucasian students. We started this year with 60 first year students and
35 second year students and have had only about a 10% attrition, mostly
due to first-year students losing interest and second-year students moving -
from the area. The students are taught on campus and receive instruction
twice a week in their first year. Second year students receive specialized
class instruction on their respective instruments and also play in a string
ensemble. Second year students also attend a free class called "Creative
Sound Play”, run by UML music majors, that introduces them in a playful
way o musical concepts such as rhythm, pitch and improvisation. Quality
string instruments are rented at a 50% discount from an area music
company, Johnson Strings.We plan again to offer a four-week summer
camp this year, taught by the master teacher and undergraduate teachers.
Last year, all summer camp students continued their instruction in Fall
2002. We are seeking funding for the 2003 summer string camp.

In their first two years, the UML String Project students have gained
visibility in the Lowell community through twice-a-year concerts that were
covered by the local press. Their Spring Concert this year is part of the
City of Lowell Family Day Celebration. The UML String Project has
restored a vital music education component in the Lowell Public Schools,
which in return covered the tuition and instrument rentat costs of 45 first-
year students. This funding is not guaranteed for the coming years due to
the projected severe education budget cuts in Massachusetts.

University of Memphis String Project
Lenny Schranze, Director
Karla Philips, Master Teacher

The University of Memphis String Project finished its third year with a
concert for parents and teachers. Our six student teachers and graduate
assistant presented a program by the young string players that included
three different class levels. The highlight was a piece involving
improvisation by third year students, backed up by a jazz combo of UM
college students (who, as friends of string project teachers, donated their
time and enthusiasm)!

We have had three string project teachers go on for their student
teaching semesters with great success. They each list the experience in
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the String Project as responsible for the ease of their student teaching
experience. 1 am thrilied at the progress our teachers have made on their
teaching skills. Watching a young teacher in front of parents for the first
time at a concert makes my day! This program has made a difference in
training people to be caring individuals, who will make a difference in
children's lives.

University of Nebraska String Project
Dr. Karen Becker, Director
Alice Johnson, Master Teacher

The University of Nebraska String Project had a very exciting third
year. We ended the year with a concert given by 115 second through-sixth
grade students from all over Lincoln and the surrounding area, including
students from public and parochial schools as well as students who are
home-schooled. There were approximately 600 enthusiastic parents,
family members, friends, and colleagues who attended our Spring
Concert. Nine undergraduate teachers, Master Teacher Alice Johnson,
and String Project Director Karen Becker, conducted and led each of the
three ensembles, the Vivaldi Ensemble, Mozart Orchestra, and Beethoven
Orchestra, in what was a highly successful concert. One of the highlights
of the evening was when the third year ensemble, the Beethoven
Orchestra, performed the premiere of the commissioned composition
“Practice, Practice, Practice”, written and arranged by Deborah Greenblatt.
The premiered work included four verses in which the students were to
sing about different aspects of practicing, as well as parts where each
section of the ensemble stood up and waived to the audience. The waiving
brought cheers and applause from the audience and the piece as a whole
was received with great enthusiasm.

Each of the 27 Beethoven Orchestra students take private lessons,
either with a local teacher or with an Undergraduate Teacher. In fact, 21 of
the 27 students took lessons with an Undergraduate Teacher. Next year
more students will begin private lessons and chamber music will be part of
the curriculum for the more advanced students. The Undergraduate
Teachers are doing an-outstanding job with the students and we all look
forward to another great year!

University of North Texas String Project
Karrell J. Johnson, Director
Jennifer Clark, Master Teacher

The University of North Texas String Project completed the third year
of highly successful teacher training for undergraduate string education
students. Two of our teachers will be student teaching in the public
schools this fall of 2003, and are already seasoned teachers. This will
make a total of four of our teachers beginning their careers trained
through the String Project. This school year our project began with nine
teachers scheduling twelve classes a week. The first two years we had
only one concert. This has been expanded to two concerts this third year,
one in December and one in May. The 2003-2004 school year will bring
four new undergraduate string education students to our String Project
teaching staff. The String Project has played a major role in attracting
prospective string teachers to the University of North Texas and has
increased our enroliment from ten to thirty string education majors.

The 2003-2004 school year began with a total of one hundred forty-
seven String Project students. Since we begin second grade students they
will have three years of study before entering the public school program.
With the tremendous support of the Denton Public Schools string teachers
we are able to create special classes to accommodate these students
since their program starts beginning students in the fifth grade. All of our
students are expected to be a part of the public school program as they
reach the fifth grade. Our String Project recruiting is accomplished by
working through the Public School elementary music teachers, string
teachers and the Director of Fine Arts. An additional plus is our local string
shop attending our final recruiting session each year and supplying all
needed rental instruments. The University College of Music administrators
and staff support the String Project in total. To see our University faculty
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course, the solution is inherent in the problem, and we look forward to the
completion of the construction.

Parents express enthusiasm and support for the String Project. We
feel we are serving a community that would not have the opportunity to
study strings, especially at this young age. Although there is a string .
program in our County School system, it is not in all schools, and lessons
generally start no earlier than the 5th grade. In addition, we serve a large
number of home-schooled students. All of us are holding our collective
breaths that funding will be found to continue our string project for the
2003-2004 school year.

University of Texas at San Antonio String Project
Gene Dowdy, Founding Director/Master Teacher
Andrea Yun, Project Co-Director/Master Teachere

The UTSA String Project finished our 3rd semester with sixty-one 3rd, 4th,
and 5th graders, and five Undergraduate Research Assistants (university-
speak for string project teachers). We have more than doubled in size
since May 2002, and now offer four classes of beginning and intermediate
level string instruction. Master Teachers Gene Dowdy and Andrea Yun
teach the 4.00 beginning strings classes with the project teachers
observing. The string project teachers under the observation of Drs.
Dowdy and Yun teach the 5:00 classes. The String Project facuity
represents all the string instruments, and project teachers regularly use
secondary instruments in their teaching and demonstrations. The classes
are all heterogeneous, except for our newest venture at UTSA: small
group lessons one day a week on like instruments. Our students seemed
to improve even faster with the addition of the small group {esson, plus,
our teachers gained valuable one-on-one experience teaching the smaller
groups. We provided a winter concert in December and our 2nd annual
Grand Finale Concert in May. The final concert featured a rousing
rendition of the popular fiddling classic "Buffalo Gals" (yee-haw!) as
arranged for the children by string project teacher, Amanda Ligon. Our
finale number with all the children on stage was "Twinkle and Variations."
We look forward to our fall recruiting for our new Level | beginning class,
and we are adding a Saturday morning class for private lessons and
ensembles. We look forward to when we can expand the project to the
UTSA Downtown campus, and bring the project closer to the inner city.

University of Wyoming String Project ,

James Przygocki, Director and Master Teacher

Sherry Sinift, Administrative Coordinator and Master Teacher for private
lessons

The University of Wyoming String Project just completed its third year
of operations. We currently have 70 students enrolied in the String Project
empiloying nine teachers.

Our String Project now includes two levels of beginning classes comprised
of first and second year students and an ensembile of students completing
their third year of study. Third year students are also receiving private
lessons, as described in the Siring Project model. In addition to activities
in Laramie, two String Project teachers travel to Cheyenne, Wyoming to
provide a combination of private and group lessons.

This year's performances included school concerts given by second
and third year students. Our students played for second and third graders
who will be prospective String Project participants next fall. This provided
a valuable performance opportunity for our students and also gave us a
head start on fall recruiting activities. Third year students and Cheyenne
students also gave two solo recitals, performing music studied in their
private lessons. In December, second and third year students performed
for all of the beginner classes and parents. Our final concert, which
included all of the Laramie String Project students, took place on May 14
and was enthusiastically received.

In May, String Project students were required to play a “jury,” an exam
evaluated by the university students. This was an invaluable learning
experience for the college students as well as for the String Project
students. Instead of being intimidated by the situation most of the children
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saw this as an opportunity to show off their accomplishments. Three String
Project faculty “alumni” are now teaching in Wyoming. We are already
beginning to see an impact of String Project training in our profession in
our state!

Weber State University String Project
Michael Palumbo, Director
Carrie Maxson, Master Teacher

We recently had the WSU String Project's Spring Concert. Both the

first and second year. classes performed. We noticed that this year the first

year classes moved at a faster rate than last year. We attribute this to
more experienced teachers. A year makes a big difference. With the
completion of this concert we come to the end of our second year of
existence, and there is a sense of an even better year coming.

This year we had seven string music education students involved as
teachers, and they had their hands full with over 100 students in four ,
classes, three beginning and one advanced. Next year we are adding two
more teachers, for a total of nine, and expect to have over 150 students in
the program. Carrie Maxson, our Master Teacher has been a great
inspiration to the teachers.

This spring two of our teachers completed their Bachelor of Music
Education degrees, and will be leaving the project to become public school
teachers. One student is also leaving to serve a church mission. So in
reality we are adding five new teachers. School assemblies and class
visits are already being scheduled this spring. Then again in the fall the
teachers will visit schools and recruit. Word-of-mouth has alsoc become a
very effective recruiting tool for us. Parents of prospective students have
been contacting the office and requesting registration brochures for the
past couple of weeks, even before recruiting for next year actually began.

This summer many of the String Project students will again join the
Summer Strings program. The two programs will likely eventually meld.
Last summer there were almost 100 students in the Summer Strings, and -
this summer there will be even more. Several of the String Project
teachers also teach and assist in the Summer Strings program.

As with all other sites we are busily pursuing leads for funding to
replace the Knight Foundation grant which we will no longer receive. A
number of local foundations are being approached, as well as several
national groups. We are hoping to raise enough money to avoid a large
jump in student tuition. The Office of University Development and the
Office of Sponsored Projects are both providing wonderful assistance for
this. We are also planning to use the nationat office as a jumping off point
for several grant requests.

http://www.astaweb.com/projectreport.html
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PEDAGOGY FOR YOUNG CLASSES
CURRICULUM GUIDELINES

Undergraduaies are very absorbed in their own lessons and musical development and often need practice
in making the shift to what works with young children. Master teachers and directors can work with
them in the following teaching techniques:

Imagery. Any experienced teacher knows that sometimes the “buck-toothed bunny” can communicate
the correct shape of the bow hold in a much more effective way than describing the: contact point of the
fingers to the bow, the angle of the various fingers, the need for everything to be curved and relaxed.
Directors and master teachers can share these tricks of the trade and undergraduates may also invent
their own immortal strategies!

Repetition Undergraduates often can underestimate a young child’s need for repetition. Any parent
knows the joy (?) of reading a bedtime story ten (or twenty times). The same is the case in a beginning
string class. Children are comfortable with what they know and they arrive at that point through multiple
repetitions.

Reinforcement. Undergraduates quickly grasp the concept of a teaching cycle:
o Introduce the material (only one new idea at a time!)
¢ Allow the children to practice it
¢ Give specific feedback based on the concept (don’t talk about intonation when the most
immediate request was to play with a long bow)

These following are basic guidelines for which teachers and students may strive to achieve.

ISKILLS FOR 1°* AND 2" YEAR STRING PROJECT CLASSES)|

INSTRUMENT CARE
e Be able to identify the principal parts of the instrument
o Properly care for his/her instrument

The following equipment is recommended.

Violin/Viola Cello
Shoulder pad for violins and violas Rock stop
Proper tension for bow hair Bass
Possess rosin and rosin rag Rock stop
Stool
INSTRUMENT POSTURE AND POSITION
Violin/Viola
Sitting position Cello
Front half of chair Sitting position
Feet flat on floor Front half of chair

Thighs parallel to floor
Instrument rests on chest



Cello, cont. Bass

Correct cello height Sitting position
Knees slightly below lower corners Shoulder of bass against left hip socket
‘C’ peg near left ear Student should be able to balance instrument
Space between neck of instrument and neck without hold ing it
and shoulder of player
LEFT HAND SKILLS

All instruments: Signal dots (dots on side of fingerboard for bass)
Violin and Viola at first and third; Cello at first, third, and fourth finger; Bass at first, third, and fourth and first finger in
third position

Fingers properly curved
Thumb placement

Arm elbow at correct angle
Wrist properly aligned

Violin/Viola Cello, cont.

First finger base joint rests against neck
Wrist is relaxed and straight

Left thumb is behind second finger
Left arm is suspended naturally

Gravity is in the center of the hand _ The forearm and hand form a line without
Thumb is placed between first and second : a bend to the wrist

finger _ Bass

Contact point of the finger is between the _ Hand forms ‘K’ shape

The first and second fingers are spread
The second and third fingers close
Hand forms ‘C” shape ) Third and fourth fingers are slightly
Fingers are perpendicular to strings separated :

Thumb stays behind second finger

fleshy pad and the tips

RIGHT HAND SKILLS
Violin/Viola

Index finger rests on top of the bow near the second knuckle joint

Second finger drapes over the side of the bow and touches the stick near the second knuckle joint
Third finger drapes over the side of the bow and the finger print touches the concave side of the
frog '
Little finger is curved and its tip rests near the inner side of the bow stick

Traditional: All fingers draped over the side of the frog and bow stick

Side of thumb tip where frog meets bow

Index finger draped over bow at or near second knuckle joint

Second finger (long finger) will extend to ferrule

Ring finger over dot (or center of frog)

Pinky may be on frog or stick next to frog'depending on the size of student and/or bow.

French bow hold is recommended in a class setting, unless the teacher has experience in teaching
or playing with German bow hold

Tip of thumb will contact the stick next to the frog

Second finger will extend to ferrule, curved and relaxed around stick

Third and fourth fingers will lie on frog

Fingers should be slightly curved



TECHNICAL SKILLS
Rhythm
Quarter notes, eighth notes, half notes, dotted half note, combinations of these notes, three quarter
meter
Scales
D scale (1* year)
G and C scale (2™ year)

AURAL SKILLS .
Students will be able to echo simple four beat patterns using the skills appropriate for their level.

MUSIC LITERACY
Know and recognize notes in the appropriate clef for the instrument as presented.
Know history of specific instrument

Terms .
Beat ledger lines upbeat
music staff down bow D.C. al fine
bar line up bow, arco natural sign
measure bow lift sign _Staccato
notes 1* and 2" endings hooked bowing
rests allegro multiple measures rest-
sharp - moderato forte
clef andante piano
time signature repeat sign rehearsal numbers
double bar ) tie solo
repeat sign slur
counting

SKILLS FOR 3" AND 4" YEAR STRING PROJECT STUDENTS)

INSTRUMENT CARE
Demonstrates skills learned in years one and two
Is able to make tuning adjustments with fine tuners

INSTRUMENT POSTURE AND POSITION
The student will continue to demonstrate correct playing habits at all times

LEFT HAND SKILLS

(all instruments) Viola
Review of D, G and C major finger pattern Extended third finger F-sharp on C strmg
B-flat on G string - E-flat on C string
C-sharp on G string Third position on D and A strings
G-sharp on D string Cello
E-flat on D string Forward and backward extensions
Elementary shifting Fourth position

Violin Second, third, half, and extended positions
F-natural on E string Bass
Third position on D and A strings Bass shifting to half position

Bass shlﬁmg to fourth position



RIGHT HAND SKILLS.

Review of detaché, two note slur, staccato Hooked bowing
Slur four notes to a bow ‘ Legato bowing
Bowing eighth notes Understanding of bow distribution
Bowing dotted quarter, followed by eighth note Bowing two strings ’
TECHNICAL SKILLS )
Rhythm

Dotted quarter note followed by eighth note
Four sixteenth notes in a beat
Two sixteenths, one eighth note in a beat
Triplets
Syncopation
6/8 time
Scales (and corresponding arpeggios)
F major
D minor
A major
B-flat major
G minor

AURAL SKILLS

Students should be able to echo patterns using the appropriate skills. Patterns méy extend to two
measure sequences.

MUSIC LITERACY
Terms
ritardando legato ~ triplets
intonation lento double stops
allegretto a tempo bariolage
sightreading cantabile improvisation
fermata accent shifting
andantino time signature composition
PERSONAL ATTRIBUTES
Cooperation _ Participation _ Responsibility

Enthusiasm _ Reliability

ISKILLS FOR 5™ AND 6" YEAR STRING PROJECT STUDENTS]

INSTRUMENT CARE

Manipulates tuning pegs
Replaces strings
Performs minor adjustments

INSTRUMENT POSTURE AND POSITION
The student will continue to demonstrate correct playing habits at all times



LEFT HAND SKILLS
Plays familiar basic melodies in higher positions
Basic vibrato motion
Demonstrates control over whole and whole step finger patterns

RIGHT HAND SKILLS
Detaches slurs, spiccato, accents _
Performs crescendo, diminuendo and other dynamic markings
Broadens dynamic range to include pp and ff

TECHNICAL SKILLS
Plays familiar basic melodies in high positions

Rhythm

Triplet thythms -
6/8 meter and rhythms

Scales

Violinviola/cello/bass—two octave scales
Demonstrates control over half and whole step finger patterns
Plays one octave minor scale(s)

AURAL SKILLS
Distinguishes aurally between major and minor triads
Identifies melodic intervals
Bass/cello—Tune instrument by matching harmonics
Violinfviola~——Tune instrument by fifths .
Play simple double stops in tune
Identifies by ear all orchestral instrument families .
Student can adjust faulty intonation by quickly changing finger patterns

MUSIC LITERACY
Reads 6/8 meter
Identifies 2/4, 3/4, and 4/4 conducting patterns
Defines vocabulary in music being learned
Writes major scales
Identifies written intervals of seconds and thirds

Terms
enharmonics con sordino - flat
chromatic scale senza sordino intonation
louré rubato simile
trill sharp dolce
PERSONAL A'I’IRIBU'I‘ES

Socially cooperates in small and large ensemble settings
Demonstrates responsibility



Developing Effective Lesson Plans

Undergraduate students often find it challenging to plan classes and lessons. Clear
communication about guidelines and your expectations will help student teachers
prepare more effectively.

Use email as an extremely effective tool to communicate with students. Ask
each String Project teacher to establish a web-based email account (with AOL,
Yahoo, Hotmail, or other vendors). This provides teachers with easy access to
messages and updates about the String Project from any computer on campus
at anytime. You may consider another messaging technology, such as
Blackboard, to keep communication channels open. ’

Create and maintain a listserv for the String Project staff for sharing ideas.

It is very important to have a centralized mailbox in the String Project teaching
space. Teachers can leave lesson plans for the director or master teacher to
examine and use while observing classes.

Beginner Classes

Typically, teachers follow the model set by the Master Teacher.
Some Master Teachers find they need to alter the pacing from traditional

beginning classes in public schools. There are two reasons for this:

1) Most String Project students will be somewhat younger than public
school beginners. '
2). The young teacher needs time to assimilate the routine and gain

. practice in monitoring the learning of children in a large class.

Private Lessons

Young teachers may need guidance in selecting materials for their private
students. The ASTA syllabus is an excellent resource, as are other string
curricula.

The Master Teacher and Project Director can each help the teacher establish
goals for the children (i.e., it may be useful for the teacher to envision what he
or she would like the child to be able to do by the end of the semester).
Milestone events such as juries and recitals will provide a goal or deadline for
both teacher and student.

The Teachers should maintain log sheets for each student, noting which scale,
exercises and pieces were heard at the lesson. The teacher can also note
absences and forgotten materials. This can be useful if the parent every
questions the child’s progress. For a sample format, click here.

Small Group Classes

o . Check lesson plans weekly and ask for reflection. Student teachers should

develop the habit of examining which components of the class went well and
for those that didn’t, being able to decide how he/she will handle differently
the next time.



By their third year in the program, most undergraduates should have completed
one or more methods courses and will be more knowledgeable about forming

objectives. At this point, they can be asked to fit the planto a more traditional
format. '

Orchestra Rehearsals

After participating in the String Project for three or more years, some
undergraduate students may have the confidence and skills needed to handle
the second-year orchestra. '

The director of the second-year orchestra may find it useful to work in tandem
with the second-year class teachers. Those class teachers may be able to help
develop the skills needed for the music in their classes since instruction on
specific skills can be a challenge in a large ensemble.

Second-year teachers can incorporate review of the orchestra pieces into their
classes.



