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Sno och 15 minusgrader i Stockholm i skrivande
stund! Forsta december kom vintern till sodra
Sverige, precis som det ska vara. Arda allting som
det skall vara — som vanligt?

Sikert ndr det giller vart arbete: julkonserterna
avloser varandra kryddade med mer eller mindre
viltajmade luciatig. Eleverna ir slitna och hungrar
efter julvila och ljus, och vi lirare strukturerar for
glatta livet vardagen mot det sikra mélet —
jullovet!

Men allting dr inte som vanligt. Globalt sett
nds vi av nedsliende nyheter. TV och dagstid-
ningar férmedlar hundratals bilder av presumtiva
strakelever som har fatt sitta sina liv p spel pa
grund av intolerans och hat mellan vuxna. Var
finns julfriden?

I vért nationella perspektiv far vi uppleva
atstramningar, uppsigningar, sparkrav, képstopp
och en dalande tro pd framtiden. Vilket i sin tur
speglas i vira elevers 6gon och beteende.

Vad kan just vi gora for att “vinda skutan”?
Globalt — nationellt — pa grisrotsniva?

Globalt kan det kinnas 6vermiktigt och stort,
men nigot kan vi gora: skaffa KUNSKAP genom
utbildning och paverka opinionen. Var och en har
ritt att agera for utsatta barn, minska lyxkonsum-
tionen och spara pé naturresurserna.

Pi nationell niva dr det dterigen KUNSKAP
som giller. Vi kan inte f6rsta det som héinder idag

om vi inte har kunskap om var
historia och virt samhille.

Vad vi ldrare redan gor dr att
vi sprider KUNSKAP bland
vira elever, men vi méste gora
detta tydligt f6r dem som
bestimmer och véga tala ut om
hur viktigt vart arbete dr.

Nir man bérjar strama
at inom kultursektorn bide
i Sverige och utomlands
behovs vi sakkunniga mer
in nigonsin. Men vi ska inte
jobba i det tysta utan viga
brika ordentligt med allmin-
heten och makthavarna. Vi ska
synas och horas!

Det finns i alla fall en stor
och glidjande ljuspunkt i
det svenska vintermorkret. I
nuldget dr vi 150 sakkunniga
som mots pa Strikdagarna i
Malmé 11-13 januari for att
forkovra oss i det inspirerande
KUNSKAPslandet, for att fora
de sa viktiga samtalen bide i
storre och mindre format, och
inte minst for att ha det gott
tillsammans.

Jag onskar er alla en
variationsrik julledighet
med era nira och kira och
hjirtligt vilkomna till det nya dret 2013: Svenska
Straklararférbundets spinnande jubileumsar.

Vil mott i Malmo!

Piivikki Wirkkala-Malmqvist
ordforande@esta.se
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Marika Faltskog

Violinprofessor med takt, ton och finsk sisu

I september 2009 stod det klart att Musikhog-
skolan i Malmés tredje kvinnliga professor
genom tiderna heter Marika Filtskog, som de
nirmaste dren kommer att dela sin arbetstid i tvd
halvor — mellan att vara violinprofessor vid Mu-
sikhégskolan i Malmé och 1:e konsertmiistare

i Malmé SymfoniOrkester. Vid en vilkomstce-
remoni den 8 oktober 2009 i Malmo konserthus
hilsades hon vilkommen av Ingalill Rahm Hall-
berg, professor och vicerektor vid Lunds univer-
sitet. Dessforinnan hade hon hallit sitt "tacktal”
tillsammans med Malmé SymfoniOrkester,
dahon gjorde en lysande tolkning avJ. S. Bachs

violinkonsert i a-moll.

Att tala infor stor publik dr inte Marikas grej,
enligt henne sjilv. Diremot uttrycker hon sig mer
in girna med hjilp av sin mikrofon, violinen, som
f6r Gvrigt dr nistan lika gammal som det tal hon
sjilv holl till den for kvillen biankade konserthus-
publiken. Talet utgick frin ett manus, skrivet av en

Text: Ove Torstensson

Foto: Leif Johansson

mistare, som fascinerat odndligt ménga dhorare
under nistan 300 ar. Kompositéren Bach hade
manga musikaliska intentioner med sitt stycke,
och jag dr 6vertygad om att den store mistaren
lugnt kunde vinda sig om i sin grav och somna om
med ett leende pé lipparna efter att dterigen ha
njutit av sitt tal i hogbarocklig sprakdrakt — denna
giang med en litt finlandssvensk brytning.

Adjungerad professur
Marika Filtskog blev adjungerad professor vid 37
ars dlder, vilket innebdr att hon dr en av de yngsta
genom tiderna pa Musikhogskolan i Malmé.
I forsta hand dr hon anstilld som adjungerad
professor for en tredrsperiod efter en donation av
industrimannen Sten K Johnson.

— Jag blev kontaktad av Musikhégskolans
prefekt, Sverker Svensson, som stillde fragan
i mars 2009 om jag ville soka den adjungerade
professorstjinsten. Jag tackade sjdlvklart ja till det
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erbjudandet, eftersom jag tycker det dr si spin-
nande och utvecklande att undervisa, nigot jag
gjort kontinuerligt sedan jag tog min examen.

— Jag funderar just nu pa hur arbetet ska liggas
upp for nista lisir. Eftersom jag har minga kon-
takter med violinister och andra musiker kommer
jag att forsoka fa hit ett antal gistldrare. Jag har
redan arbetat som lirare vid Musikhégskolan
sedan tvé 4r tillbaka och har sex studenter just
nu, och tanken dr att jag framaéver ska triffa
alla Musikhogskolans violinister i bland annat
olika masterclasses.

Vad brukar studenterna behova jobba extra
mycket med?

— Intonationsproblem dr vanligt liksom svi-
righeter att spela i ritt tempo och med ritt ny-
anser. Mozarts violinkonsert dr ett bra exempel
pa ett avslojande stycke, dir man inte kommer
undan nagon av ovan nimnda fallgropar.

Frin andra sidan Ostersjon

Marika dr f6dd och uppvuxen i Helsingfors i en
stor musikerfamilj. Alla spelar — forildrar och
syskon, morfar, farfar, mostrar och morbréder.
Somrarna tillbringade hon med familjen i Abo
skirgard. Pappa Kaj-Erik dr organist, kordirigent
och tonsittare och mamma var pianist, si man kan
sdga att hon fitt musiken med brostmjélken.

Nir Marika och tvillingsystern Jannica var 18
ar flyttade de frin Helsingfors till Sverige och
Stockholm, dir deras tva ar dldre bror Jan-Erik
Gustafsson redan studerade cello for Frans Hel-
mersson pi Kungliga Musikhégskolan/Edsbergs
Musikinstitut. For systrarna Gustafsson var det
lirarna Endre och Jennifer Wolf som lockade dem
over Ostersjén.

— Om ni vill ha bra jobb fir ni jobba hart, sa
mamma och pappa ofta till mig och mina syskon,
berittar Marika. Konkurrensen ir stenhird inom
vart omrade!

— Hawet har en sirskild
Pplats i mitt hydrta, siger
violinprofessorn Marika
Fiiltskog, som flyttade till
Malma for fyra ar sedan.

Marikas violin dr
tillverkad 1767 av den
italienske violinbyg-
garen Giovanni Battista
Guadagnini och betingar
ett marknadspris pi
omkring 5 miljoner
kronor. Det giller att
bdde spela med omsorg,
men framfor allt att
ﬁrvam, tmmpartem och
inte minst ligga ifrin
sig instrumentet med

forsiktighet.
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Det var formodlingen i
denna anda, med mycket finsk
sisu, som den grammatiska
kampen med violinteknikens
alla delar startade: skalor i alla
tonarter, i alla ligen och med
alla fingersittningar, strikarter,
you name it..., ddr det parallellt
vixte fram ett konstndrskap
med precision och ytterst
delikat interpretation.

— Jag har bara deltagit i tva
provspelningar i mitt liv. Bada
har gatt bra. Forst till en tjinst
i Stockholmsfilharmonin i 1:a
violinstimman 1996 (tutti) och
sedan till tjinsten som alter-
nerande 1:e konsertmistare i
samma orkester ar 2000.

Till konsertmistartjinsten i
Malmé SymfoniOrkester blev hon headhuntad
varen 2008.

— Formodligen var det i Abo skirgird jag lirde
mig att dlska havet. Jag mar helt enkelt vildigt bra
psykiskt av att bara vara nira havet. Dérfor kinns

Malmé helt ritt for mig. Vi bor i bostadsomradet
Mellanheden med "Ribban” pa bara en kilometers
avstind.

— Det kiinns som ett stort ansvar att lira vidare

det jag kan och fi fram duktiga violinister for
framtiden. Det dr vildigt viktigt! avslutar Marika
Filtskog och plockar med 6m hand ner sin "Gua-
dagnini”iladan efter vil genomférd fotoposering.

Uthallig kampvilja

Om man slir upp begreppet sisu kan man lisa att
det dr ett ord som pa finska betyder kampvilja,
envis uthillighet, ilska, att aldrig ge upp. Sisu sigs
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ibland vara typiskt f6r det fin-
ska folklynnet. Ordet ”Sisu” fick
internationell spridning under
finska vinterkriget, dir Finland
kdmpade mot Sovjetunionen.
(Ur Wikipedia — den fria ency-
klopedin).

Minga saker heter idag
Sisu — alltifrin godispastiller
till fordon — men ocksi tva
isbrytare och en torpedbit.

Ar det minne med inspira-
tion fran dessa marina farkoster,
som Marika nu tar sig an sitt
nya uppdrag att hjilpa fram
unga, duktiga violinister...?

Texten publicerades forsta gangen
i Live (Musikhdgskolan i Malmaos
tidning) nr. 1, maj—juni 2010.

Owe Torstensson och Leif Johans-
son arbetar som informations-
ansvarig respektive fotograf och
larare vid Musikhigskolan i
Malmé/Lunds universitet.

Marika Filtskog triffar du under
Strakdagarna i Malma!

MARIKA FALTSKOG, 41

Fodd: Helsingfors, Finland.

Karridren i korthet: Kammarmusikdiplom 1996 och Solistdiplom 1998. Fick redan 1996 fast tjinst
i forstaviolinstimman i Stockholmsfilharmonikerna och blev alternerande 1:e konsertmistare ar
2000. Medlem i Selinkvartetten i Finland under 10 ir, di hon var med och vann den kiinda tivlingen
Concertino Prag i slutet av 1980-talet. Hon har iven spelat med i Vertavokvartetten i Norge samt i
andra kammarmusikaliska sammanhang. Viren 2008 anstilldes hon som 1:e konsertmiistare i Mal-
mo Symfoniorkester och september 2009 utsigs hon till adjungerad professor vid Musikhogskolan i
Malmo.

Familj: I "Firma Filtskog” ingér, forutom Marika sjilv, maken Peter, slagverkare, som éven han un-
dervisar pa Musikhogskolan, barnen Ludwig 8 ar och Lovisa 6 samt bonus”barnen” Kristina 35 och
Elisabeth 27. Nirmaste familjen bestér i 6vrigt av pappa Kaj-Erik samt syskonen Jannica Gustafs-
son och brodern Jan-Erik Gustafsson, vilka bida arbetar i Sveriges Radios Symfoniorkester.

Bor: I villa pi Mellanheden i Malmo, endast tvi stenkast frin fiolbyggare N. Nilssons verkstad —
nira till instrumentservice siledes.

Gillar med Malmé: Nirheten till havet.

Ljusaste sommarminne: Somrarna i Abo skirgard.
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Technigue and ease in
violin playing

Fortséttning fran ESTA NEWS nr. 3 2012.

Placement of hand on the neck of the violin

Cases of players with small hands positioned too
low in relation to the fingerboard are rare, but
there are always frequent examples of players with
large hands positioned too high. The result is a
too-steep angle of the finger to the fingerboard,
and an extreme loss of easy finger movement
compared to the ease brought by a lower hand
position.

Angle of base knuckle joints to fingerboard

If the angle of the knuckles to the fingerboard

is not right, the fingers significantly lose ease of
movement. The placement of the hand naturally
varies according to the specific notes, but the de-
fault should set the knuckles neither too parallel to
the fingerboard, nor at too much of an angle to the
fingerboard (so that the base joint of the little fin-
ger is much higher than the base joint of the index
finger), but at some natural point in between.

'The angle is largely determined by which part
of the fingertip contacts the string. The more the
finger is placed on the far side of the fingertip (the
side closest to the thumb), the more angled up are
the knuckles; the more the finger is placed on the
near side of the fingertip, the more the knuckles
are parallel with the fingerboard.

A further point is that the hand must not be
turned outwards too far (so that the base joint
of the little finger is too far from the neck of the
violin); neither must the base joint of the little
finger be too close to the neck.

Wrong part of the fingertip leading to wrong angle
of base joints and elbow
Which part of the fingertip contacts the string is
one of the most crucial issues because it affects
several other areas directly.

If any of the fingers (except the index finger) are
placed too much on the left side of the fingertip
(the side nearest the thumb):

1. 'The knuckles slope up at too much of an
angle to the fingerboard.
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Av Simon Fischer

2. 'The left elbow pulls in too far to the right.
3. The wrist pushes out.

4. 'The fingers squeeze together or lean back on
top of each other.

5. 'The muscles in the palm of the hand contract.

6. 'The movement of the finger from the base
knuckle joint becomes tense.

Changing the part of the fingertip can be trau-
matic for a professional player since initially

the ‘wrong’ way of doing it feels infinitely more
comfortable and easy than the ‘right’ way. It is
therefore often one of the most difficult areas to
improve, in contrast to, say, tone production, where
most players can improve their tone without hav-

ing to go backwards before they can go forwards.

Concept of thumb

I have asked hundreds of violinists if they know
how many joints they have in their thumb, and all
but a handful have said that there are two joints,
not realising that the base joint of the thumb is
near the wrist.

If this is the mental picture — that the thumb
begins at its middle joint — the agile, clever
motions of the thumb are hindered. Trying to
relax the thumb from its middle joint to its tip is
impossible if the muscles in the ball of the thumb
are in a state of contraction. Trying to move the
thumb only from its middle joint has nothing of
the ease and mobility that comes when it is moved
from the base joint.

For many players, this can be another case of
the cure lying in the realisation. Once they have
understood that the thumb is actually the longest,
not the shortest, finger on the hand and that, in
effect, it has the same number of phalanxes as the
other fingers, a natural release is likely to develop
over time. If necessary there are specific exercises
designed to release the thumb; you can chore-
ograph moments of complete thumb release into
the playing; you can support the scroll of the violin
against something and play without the thumb
touching the neck of the violin, and so on.



Technigue and ease in violin playing

Squeezing the thumb next to the first finger
Keeping an open space between the middle joint
of the left thumb and the very base of the index
finger is vitally important, since any squeezing
immediately locks the hand. Squeezing the left
thumb tightly against the first finger is an ex-
tremely widespread problem, even amongst oth-
erwise good players who have yet to feel
the accumulative effect of the on-going
tension that it produces.

Basing the left hand position on the upper
more than the lower finger

Most players would benefit from ad-
dressing this interesting and difficult-to-
correct area.

If the balance of the left hand is
primarily based on the index finger,
the ring finger and little finger have to
stretch up uncomfortably to their notes.
If the balance of the hand is based more
on the little finger, with the other fingers
reaching back to their notes, the hand
automatically widens at the base knuckle
joints and the notes are much easier to
reach. In addition, leaning the hand too
much on the index finger causes the
other fingers to be placed too much on
the left side of the fingertip.

Very small hands need to be based
much more on the ring and little fingers.
Very large hands can be based on the in-
dex finger, but even these players benefit
from practising occasionally with the balance of
the hand entirely on the little finger.

'The difficulty of correcting this area, particularly
in a professional player who cannot easily give up
work for a while, is that until the new hand posi-
tion has become familiar it may simply feel ter-
ribly uncomfortable; when the player can therefore
perform better with the old, ‘wrong’ hand position,
they adopt the new hand position with understan-
dable reluctance.

Ladies and gentlemen.:

My. Simon Fischer.

Mowving fingers from the base joint

The main movement of the left fingers must be
from the base joints, the rest of the hand remain-
ing entirely still. Trying to move the fingers more
from the middle joint, or moving the fingers partly
by moving the whole hand, is a clear indication of
lack of easy finger action.

The lightness and ease that comes from moving
fingers entirely from the base joints is normally
something that each player must first develop,
and then continually revise and refine if it is not
to be lost. Many professional players have never
experienced the extraordinary ease that comes
from moving fingers from the base joints.
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Finger pressure

Throughout nearly all playing the correct amount
of finger pressure is as much as necessary (to stop

the string properly) but as little as possible. After the
initial impact the finger releases the string slightly.
'The default should be ‘drop-release’ rather than
‘drop-press’.

Excessive finger pressure is one of the single
most common, and at the same time most dama-
ging, problem areas of technique.

1. It causes the thumb to counterpress and, with
the neck of the violin clamped between the
opposing fingers, lightness, agility and ease of
movement are immediately lost.

2. Shifting becomes unreliable if the finger, in a
continual state of pressure-related tension, is
unable to release the string sufficiently while
the hand moves.

3. Good intonation relies on a light and in-
stantly responsive left hand. The autonomic
nervous system, sending millions of com-
mands each second to the muscles, is entirely
defeated if the left hand is tight. The left hand
has to be tight if there is too much finger
pressure.

4. Vibrato, which relies on give in every joint
of the hand, becomes stiff and clumsy if the
fingers press too hard. In some players, the
vibrato becomes too slow and wide, and in
others becomes too fast and tight.



Compounding the problem, these insecurities and
difficulties caused by excess finger pressure natu-
rally create anxiety in the player, the first reaction
to anxiety being further muscular contraction, and
5o on.

One of the problems many players have to
address is finger pressure being influenced by bow
pressure. The tendency is to press the left fingers
harder into the strings because of playing more
deeply into the string with the bow, leading to
all the above problems associated with excessive
finger pressure.

Excess finger pressure is not difficult to cure. In
many cases the simple discovery of the possibility
and desirability of light fingers (many players
believe that they should press the strings firmly),
is enough.

There are also various exercises designed to ligh-
ten the finger; you can choreograph moments of
complete release into the playing, note by note and
phrase by phrase until the releases become habit;
you can play through phrases, passages or whole
pieces with the fingers so light on the string that
you cannot play with a proper sound, and then
play through again with the fingers fractionally

heavier, and so on.

Squeezing fingers together
Since every hand is different the amount of space
between each finger varies from player to player.
Some hands naturally have considerable space
between each finger in most situations of playing,
while other hands may find the fingers constantly
touching each other. The key element is for there
to be no active sideways pressing against another
finger as part of stopping a note.

Which part of the fingertip touches the string
is one of the main factors determining how much
space there is between the fingers.

Height of fingers

'The faster the passage the nearer the fingers must
stay to the strings. Raising the fingers too high
doubles or triples the energy used for the passage
and can make fast playing impossible. An orches-
tral player with a too-high finger action, spending
six hours a day playing furiously fast and difficult
symphonic music, runs the risk of extreme fatigue
which, all-too-often, must be ignored and the next
rehearsal or programme tackled.

Vibrato mechanism
Of all the many issues concerning vibrato, the
most common difficulties arise from the following:

1. ‘There should be only one active direction of
movement in vibrato: forward to the in-tune
note.

Vibrato can be likened to clapping, where there

is only one active movement to bring the hands
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together, the hands then bouncing apart again as
a ‘passive’ movement. The hands go ‘in, in, in, i’
not ‘in, out, in, out’. In the same way, vibrato goes
‘forward, forward, forward, forward’, not ‘forward,
back, forward, back’.

Trying to make an active movement forward
and back requires twice as many actions and thus
requires twice as much energy. It creates a vibrato
that is too wide and too slow, but efforts to speed
it up may end in fatigue and tension.

2. Finger pressure should be heavier during the
forward movement, lighter during the back-
ward movement.

During the forward movement of the vibrato,

the fingertip naturally leans slightly more heavily

into the string. During the passive, backward

movement, the finger naturally releases the string
slightly. A vibrato with equal finger pressure back-
wards and forwards is impossible to play fast, and
is a major cause of left hand tension in general.

There are specific exercises designed to build
the rhythms of the vibrato, or to release the finger
on the backward vibrato movement, which can be
very helpful.

Left wrist

In low positions (when the left hand is nearest the
pegs) the ideal is for the left forearm and the back
of the hand to be in a straight line continuing up
to the middle joint of the fingers, i.e. the wrist
neither collapses in nor sticks out, the hand bend-
ing neither to the left nor to the right. There are
many note patterns that may require an inward or
outward movement at the wrist, or even at times a
sideways bend, but this does not matter so long as
the wrist quickly returns to its normal position in
a state of release.

It is the wrist being stuck in one position that
leads to all-over muscular contraction in the hand
and fingers, not individual actions from time to
time. However, many players habitually bend the
wrist outwards when using the little finger. Doing
this actually lengthens the distance the little finger
has to reach and should always be avoided in
tavour of bringing the base knuckle joint of the little

finger closer in to the neck of the violin.

Left upper arm (elbow position)

The best position of the elbow is only as far to the
right as necessary (for the fingers to reach the strings),
and no further. Holding the elbow fixed in one
position, especially if it is pulled excessively over to
the right, is a major cause of tension.

'The elbow position is influenced by which part
of the fingertip contacts the string. The more the
finger is placed on the left side of the fingertip the
more the elbow moves to the right; the more the
finger is placed on the near side of the fingertip,
the more the elbow moves to the left.
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"The elbow needs to be mobile underneath the
violin, always accommodating the fingers as they
play on different strings and in different areas of
the fingerboard. On the E string the elbow should
be positioned more to the left. On the G string
the elbow should be positioned more to the right.
If the elbow is fixed in a position good for playing
on the G string only, the left hand may have to
twist awkwardly at the wrist to enable the fingers
to reach the strings when playing on the E string.

Raising the left shoulder

Except for those players with
very short necks the violin

alone is often not sufficient to
fill the space between the col-
larbone and the chin. Raising
the left shoulder to fill the gap,
holding it in a state of ever-ac-
cumulating tension, is very com-
mon even amongst the highest
standard players. A permanently
raised shoulder causes left upper
arm tension, as well as the tendency
to counterpress with the chin.

One way to fill the space is to use a pad or
shoulder rest. Another solution is to build up the
height of the chin rest. Some players do not like
any sort of pad or shoulder rest, in which case the
instrument must be positioned on the collarbone,
not on the shoulder. Whatever the case, it is
imperative that if the shoulder is ever raised, it is
immediately dropped again into a state of release.

Placement of the right thumb on the bow
'The right thumb is an often-neglected area, per-
haps because it is out of sight most of the time.
The thumb should be placed diagonally with the
left side of the thumb (as seen from the player’s
point of view when the thumb is in position)
touching the wood of the bow and the right side
of the thumb against the shaped thumb-piece on
the bow. Four thumb problems that players com-
monly exhibit are:

1. Incorrect placement of thumb on the bow.

If the contact point of the thumb with the bow is
too much on the pad of the thumb, rather than the
tip, the thumb will want to be 1) straighter, and 2)
less flexible at the middle joint, and 3) tight in the
base joint. (The same principle applies elsewhere:
if the #ip of the little finger contacts the bow the
finger is more curved; if the pad contacts the bow,
the finger is straighter. If the tip of the left fourth
finger contacts the string, the finger curves; if the
pad contacts the string the finger straightens.)

If the thumb is placed not diagonally but flat on
the bow (so that the left and right side of the tip
of the thumb are equally placed on the stick), the
entire hand pronates excessively.

12
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2. Treating the thumb as if it had two joints
only (Se Concept of thumd, sidan 9).

3. Insufficient flexibility.

'The thumb should bend outwards and always

be flexible, so that every bow stroke produces an
almost-invisible movement at the middle joint. If
the thumb is rigid tension quickly spreads throug-
hout the entire bow arm.

4. Excess counterpressure.
"The amount of counterpressure should always be
as much as necessary but as little as possible.

At the heel the thumb supports and
helps balance the bow in the hand, but
even when playing loudly the thumb

hardly needs to exert counterpressure. At
the point the thumb must exert counter-
pressure, especially when playing loudly.
Playing with considerable counterpressure
at the point, but failing to release it during
the journey back to the heel so that the
hand ends up locked when playing in the

lower half of the bow, is a common error.

Bow hold: first finger position in relation to
the thumb
An example of a bow hold that can give rise to
tension and unnecessary effort, is one where the
thumb is between the index and middle fingers —
the index finger positioned one side of the thumb
and the middle finger the other side.

"This bow hold positions the first finger too close
to the thumb to be able to exert enough weight:
principles of leverage dictate that zhe further away
from the thumb downward pressure is applied, the less
pressure is needed to produce the same effect.

A more efficient bow hold places the second
finger almost opposite the thumb but positioned
ever-so-slightly to the left of centre (as seen from
the player’s viewpoint), with the first finger cor-
respondingly further away from the thumb. This
very slight adjustment has a remarkably big effect
in giving far more tone for far less effort.

A further point is that if the bow is held with
the thumb between the first and second fingers,
it creates an imbalance in the positioning of the
four fingers: one finger (the index) on one side of
the thumb and the other three fingers on the other
side. This imbalance causes instability and awk-
wardness: it can lead to tension as too much effort
is required, and too many bow strokes (because
of the bow hold) feel intrinsically difficult or

unreliable.

Wrong position of the little finger on bow

'The role of the little finger is to balance the weight
of the bow, particularly in the lower half of the
bow but also in the upper half.



At times, the tip of the little finger can sit
directly on top of the bow. In general, however, the
best position is on the upper, inside edge of the bow.

If it sits on top of the bow there is often a
danger of it slipping oft the bow, forwards, in the
direction away from the player. On the upper,
inside edge there is a feeling of the little finger
pushing against the solid support of the bow.

When there is a constant feeling that the little
finger is going to slip off the bow the natural
reaction is to stiffen the finger. This tension im-
mediately travels up the bow arm. Therefore, just
the placement of the little finger, alone, can cause
awkwardness in the bow arm in general.

Tilt of bow

The tilt of the bow (i.e. whether the side of the
hair, or the flat of the hair, contacts the string), is
an issue that many players neglect to consider. It
seems often to be placed on the bottom of the list
of priorities, yet the difference between playing
Jortissimo with tilted bow hair and with flat bow
hair is obvious. Using flat hair can give twice the

tone for half the effort.

Forearm rotation
The vertical movement of the upper arm is the
main part of the arm used to cross from one string
to another, but the hand and forearm can also take
part. Forearm rotation is the same movement as
turning a door handle, and is generally used with a
small amount of hand movement.

Forearm rotation is another area frequently
neglected. It is the first place to check when a bow
arm seems to be clumsy and working too hard.
'This is particularly so when crossing from one
string to another, but in a fluent bow arm there
is an almost-invisible degree of forearm rotation
even when simply bowing up and down on one
string.

Lack of forearm rotation also
manifests itself in a tendency to raise

the right shoulder. A high percentage Na‘

P
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of players, including professionals, use an
inhibited range of forearm rotation or, in
some cases, no forearm rotation at all, with
a high price to pay in extra effort and loss
of finesse.

Localise all actions
‘Localising’ actions means doing only the mini-
mum that is required to perform the left or right
hand action, and nothing else. The action takes
place in one locality, without all sorts of unneces-
sary simultaneous actions happening elsewhere.
For example playing the fingering 1 -2 -1,
the second (middle) finger lowers on to the string,
slowly or quickly depending on the character of
the passage, moving from the base knuckle joint.

gymon!
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Technique and ease in violin playing

It then lifts off the string again, moving from the
base knuckle joint, the shape of the finger being
much the same before, during, and after playing
the note. Nothing else should happen while the
second-finger actions take place. For example:

*  'The index (first) finger should stay down on
the string without lifting off.

+  Both fingers should remain relaxed, particu-

larly at the base knuckle joints.
¢+ 'They should not squeeze together sideways.

+  'The first finger should not press harder into
the string.

+  'The thumb should remain relaxed, not pres-
sing harder against the neck.

e The wrist should move neither in nor out.

»  The upper arm should move neither to the
left nor to the right.

+  'The head and shoulders should not clamp the
violin tighter.

e The left hand should not move the scroll of
the violin.

*  Nothing should alter in the bow arm (unless
a change of tone is wanted, in which case
the actions needed for that change of tone
must also be ‘local’ and specific to the result
required).

+ 'The face, tongue and throat should remain
relaxed, completely unaffected by the second-
finger action.

+  'The muscles in the back or front of the body
should not contract, causing the spine to bend
forwards or backwards, or to the left or the
right.

»  'The legs should remain unaffected, and so on.

When all actions are performed in this way, the
greatest economy of movement and energy comes
into the playing, leading to ease and relaxation.
The ideal is always: maximum result, minimum
effort, effortless power not powerless effort.

Of course, eliminating unnecessary movement
does not mean standing or sitting stiffly, blocking
the sympathetic movements that happen naturally
throughout all playing. The bow arm in particular
sends a flow of movement down the back and legs
and into the feet that is an essential element of

playing.
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Technique and ease in violin playing

Building all of these non-actions into the play-
ing is as much a question of saying ‘No’ to all the
extra actions that should not be present, as much
as it is a question of saying ‘Yes’to the few specific
actions that are truly required.

The player must choreograph each ‘Yes’and ‘No’
into the playing, to create a string of streamlined,
focused, incisive technical actions that require the
least effort and have the fewest unwanted ramifi-
cations elsewhere in the physical system.

To practise, the player should work at a slow
tempo — or even deal with a passage note by
note — all the time acutely aware of the physical
movements involved and stopping any movement
that is not directly related to whatever note is
being played.

The problem is that the player cannot proceed
unless he or she knows what to look out for, and
knows which are the true flowers and which are
the weeds. To know that every aspect of technique
can be understood in terms of proportions is not
helpful unless you also know all the different
elements that need to be proportionate to each
other in the first place. The perfect analogy is of
a cook who of course appreciates the necessity
for the right proportions, but does not have the
complete recipe.

Musikkonservatoriet Falun

soker

LARARE | VIOLIN
OCH KAMMARMUSIK

Tjanstgoéringsgrad 100%

Tilltrade hostterminen 2013

Information om tjansten:
www.musikkonservatoriet.com

/

Musikkonservatoriet Falun

Therefore, one of the starting points for
improvement is the rigorous study of technique
in minutiae. In almost every example of a player
suffering from debilitating tension there are
simple technical/physical causes that can quickly
be rectified. It really is never too late, and players
of any age and stage can continue to polish and
refine their overall technique and move ever closer
to truly effortless playing.

Artikeln dr originalversionen av det kapitel Simon
Fischer skrev till boken The Musician’s Hand av Ian
Winspur och Christopher B Wynn Parry (Martin
Dunitz Ltd 1998).

Copyright Simon Fischer 1997.
Tryckt med bendget tillstind av forfattaren.

Simon Fischer triffar du ocksi under Strikdagarna i
Malms!

SOMIMARKUIKSELO I
uin'gafstralsmulSilker:

115 ficoruari 2018

eller konta T
Brltta Alsterman, 08 - 80 06 79
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Anmalan till Strakdagarna i Malmo 11-13 januari 2013

Namn: De
tbar "ortfarange
Adress: Oka €nda 8sbi [mO”lgt att
E-post:
Telefon:

Medlem i Svenska Straklararforbundet: Ja / Nej
Instrument:

Kommer du pa jubileumsfesten lordag kvall? Ja / Nej
(Kostnad 200 kr exkl. dryck. Betalas kontant vid incheckningen.)

Vegetarisk mat: D Allergier:
Faktureringsadress:

Organisationsnummer (viktigt!)/Personnummer:

Efter 1 december ar det endast mojligt att boka endagsbiljetter till Strakdagarna. Det kostar 800 kr/dag.
Da ingar inte lunch/fika.
Konferensavgiften faktureras i efterhand.

Anmalan skickas till: sekreterare@esta.se eller Monika Jonasson, Klintvagen 109 B, 973 32 Lulea.
Det gar ocksa bra att anmala sig pa www.esta.se.

Anmalan ar bindande.

STRING

S

TIA

ASSOCIATION

LUNDS UNIVERSITET

Musikhégskolan i Malmo

SY¥dHODVHL

EUROPEAN

ESTA NEWS NR. 4 2012 15



FREDAG 11/1

9.30 -10.30
10.30-11.30
11.30 -13.00
13.00 - 14.30

Eftermiddagspass
19.00

STRAKDAG.

11-13 JANUARI

Incheckning — Musikhdgskolan i Malmo, Ystadvigen 25

Introduktion

Lunch i tvd omgangar pd Heleneholms slott

Strikorkesterspel under ledning av

Samuli Ornstromer

Pirkko Simojoki, viola

Nina Balabina, violin

Olle Davidsson, kontrabas

Mats Edén, violin/folkmusik
Marika Filtskog, violin

Mattias Hjort, kontrabas/jazzbas
Wieslawa Szymczynska, violin

Johan Theorin, violoncell

Kammarmusikkonsert med hemligt program

Repertoar i strikorkestern (fredag + sondag): Elgar — Serenad for strikorkester opus 20, sats 1,

Mozart — Salzburgsymfoni F-dur och Sven-Eric Johansson — Spelmanssymfoni, sats 1.

Noter pd Mozart finns att ladda ner pa esta.se och Elgar pa imslp.org.

Noter pa Johansson delas ut pa plats.

16

ESTA NEWS NR. 4 2012



ARNA 2013

MUSIKHOGSKOLAN | MALMO

LORDAG 12/1

Férmiddagspass Simon Fischer: Violinmetodik — Basics
Shannon Hawes: Gruppmetodik
Gabriel Koeppen, violoncell

Pirkko Simojoki: Colourstrings

Jan Dahlkvist, kontrabas

12.30 - 14.00 Lunch i tvd omgangar pa Heleneholms slott

Eftermiddagspass Debatt: Ska vi ha en lagstadgad kulturskola?
Simon Fischer: Violinmetodik — Basics
Shannon Hawes: Music Mind Games
Gabriel Koeppen, violoncell

Jan Dahlkvist, kontrabas

19.00 Jubileumsfest — Svenska Straklararférbundet 40 ar

pa Quality Hotel Konserthuset, Amiralsgatan 19

Dessutom en mingd utstillare: Birger Fredricson/Gothia String Studio, Monika Gango violinateljé,
Jens Gosta Johansson/Studio Restauro, N. Nilsson fiolbyggare, Wennerstroms musikaftir.

ESTA NEWS NR. 4 2012 17



F6rmiddagspass Karen Valeur: Fran 16sa stringar till symfonisk klang —

11.00-12.30 Strikorkesterspel med Mats Rondin

SONDAG 13/1

musik for celloensemble av Rudolf Matz med flera
Pirkko Simojoki: Violametodik
Jan Dahlkvist, kontrabas
Piivikki Wirkkala-Malmqpvist: Technique is fun!

e
g
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Restorer and Dealer of fine

VI SES I MALMO PA
STRAKDAGARNA
2013!

Jag har packat instrumentfodralen och
lamnar Cremona, Italien, for att traffa
elever, ldrare och allmant strakintresserade
pé& Musikhogskolan, 11-13 januari 2013,
i Malmo.

Jag ser fram emot att tréffa dig dar!
Jens Gosta Johansson

Andrea Guarneri Antonio Dall’Aglio
1664 Cremona 1831 Mantova

Via Solaroletto 1 C, 26046 Solarolo Paganino, San Daniele Po, Cremona, Italien

Tel. Sverige:+46-709-166882 Tel. Italien: +39-348-7286046 www.studiorestauro.com info@studiorestauro.com
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Jag har varit i Trinidad
och hilsat pd min
syster Gunilla. Jag var
borta vecka 43—44,
och det var riktigt
skont att 3 dka i
vig. Hostterminen
blir inte si lang.
Nir jag kom hem
var det dags att
borja med julre-
pertoaren.
Min syster,
Gunilla Tang
Kai (nedan),
ar 57 4r, och vi ir
bada fiolpedagoger. Hon har bott
i Trinidad i snart 29 4r. Hon bor i en villa i de
centrala delarna av staden San Fernando, dir hon
dven har fiolundervisning. De cirka 40 eleverna
kommer varje dag. Vid tretiden borjar de ringa
pé den lista grinden och sedan fortsitter det till
kvallen.

Det dr varmt i Trinidad! Det var 34 grader i
skuggan om dagarna nir jag var dir. For att orka
med virmen maste man ha luftkonditionering el-
ler flaktar iging. Man svettas hela tiden och maste
dricka mycket.

Y
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Orkesterovning
Jag och min man fick vara med och leda orkes-
terovningen pi onsdagskvillen. Det var riktigt
roligt. Bland musikerna fanns det nigra stycken
som vi spelade tillsammans med f6r tolv 4r sedan.
Aven da besckte vi Gunilla och fick repetera med
orkestern. I orkestern finns bide fiol, cello och
kontrabas. Tank vad hirligt det ir med musik, och
att man kan ha sa kul tillsammans ndr man spelar.
P4 méindagskvillarna dr det
musik i varje rum pa verviningen,
nir bide Gunilla, Tracy och
Marina undervisar. Uteliggaren
som bor pi trottoaren utanfor
huset fir mycket underhéllning.
Gunilla har tidigare alltid varit
ensam som ldrare, men for nagra
ir sedan erbjod hon bide Tracy
och Marina att borja undervisa
hemma hos henne. Naturligtvis dr
det vildigt roligt for Gunilla att ha
fatt arbetskamrater. Att fa dela sitt
arbete med niagon kollega betyder
mycket.

Marina och Tracy

Marina ar 19 4r och liser psy-
kologi pé universitetet. Hon bor

i huset mitt 6ver gatan. Marina
har varit fiolelev till Gunilla sedan
hon var liten. Nu kommer hon till
Gunillas hus och undervisar cirka
15 elever i veckan for att tjdna lite
egna pengar. Marinas mamma
avled for négra dr sedan, och pap-
pan har flyttat till en ny kvinna, si
hon och hennes syskon far klara
sig sjilva.

ESTA NEWS NR. 4 2012
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Ta dig ton

Hon hade bara spelat i forsta ldget, var
inte s bra pi att ldsa noter och hade
aldrig tagit lektioner tidigare. Nu bor-
jade hon 6va s mycket hon hann med
och gjorde fina framsteg. Efter nagra
ir tog hon diplom vid Trinity School

of Music med utmairkta resultat och

bl J |J 444444
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har nu sjdlv borjat undervisa.

Tracy stinger sin salong pa man-
dagar och har istillet tre fiolklasser
tillsammans med Gunilla pa en privat
elementary school (barnen ar 5-11
ir). P eftermiddagen undervisar hon
enskilda elever hemma hos Gunilla.
Hon har cirka 14 elever.

Fiolklasser
Jag var med pé privatskolan och fick

lyssna pé fiolklasserna, och det var si
trevligt att fa triffa barnen. Alla barnen
har skoluniformer. Flickorna har klin-
ningar, och pojkarna har vita skjortor

Tracy Lucky idr 49 ar och har en egen frisersa- Tracy och Gunilla *vér- och gra shorts eller byxor beroende
long. Hon kommer fran New England i nord6stra  mer upp” innan fiolklas-  pé vilken drskurs de tillhor. Lektionerna dger rum
USA. Tracy spelade mycket fiol i sin ungdom, dé sen kommer. Steelpans i i musiksalen, dir det ocksa stir nagra steelpans
uteslutande folkmusik. Hon har spelat till folk- bakgrunden. uppstillda. Steelpan ir nationalinstrument i Trini-
danslag och varit ute med dem pa flera turnéer. dad, s& det anvinder man i musikundervisningen
Hon har dven spelat i en grupp pi Disney World i skolan.

i Florida och pa nattklubbar. 1991 ledde kiirle-
ken henne till Trinidad. Hon bildade familj och Marina.

spelade inte fiol pd 14 ir. Fiolen \
foll till och med f f ’_j
sonder i lidan. : '
Luftfuktigheten

och virmen gjorde
sd att limningen
slippte. En vin
fran USA kom pa
besok och fick veta
att fiolen var trasig.
Han tog med den
nar han dkte hem,
och ett 4r senare
kom fiolen tillbaka
firdig att spela pa.
Tracy var aktiv
i kyrkan och blev
ombedd att spela.
Nir fiolen nu var hel
igen sa kunde hon
inte sdga nej. Hennes
mamma hade sint
henne en skiva med
Bachs partitor, och
hon ville girna lira sig
att spela dem. Hon tog
kontakt med Gunilla
och bérjade ta lektioner.
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Ta dig ton

Nybérjarrepertoaren pa fiol dr ganska
lika Gverallt, det finns ju inga genvigar
till att lira sig spela, och jag fick hora
bland annat Blinka lilla stjirna med
nybérjarna. De som kommit lite lingre
6vade pi Christmas Calypso och
Tobago Gigue. Vi hade ett samtal
med rektorn efter lektionen, och han
var mycket entusiastisk 6ver fiolun-
dervisningen. Han vill egentligen att
alla barn pé skolan ska fa moéjlighet
att spela fiol. (Tank om jag hade en
sadan rektor!) Gunilla och Tracy

har bantat ner hans entusiasm till
att ha tre grupper och nivier. Det
ar vad de hinner med.

Tillbaka i Timra

Medan jag var bortrest fick
jag ett meddelande pa min
mobil. Det var frin Tage i
Timra. Han dr en 84-drig
gentleman som arrangerar
spelmansstimmor i Timra.
Han undrade om jag kunde
vara med och delta med
mina elever. Stimman
skulle dga rum tva veckor efter att jag hade
kommit hem, si jag tackade ja. Den bérjade med Nybérjarna i fiol-

en stimmokonsert i Timré kyrka och fortsatte klassen spelar med glidje

sedan i forsamlingsgirden med soppa och kaffe och olika stilar.

och si kallat "skrubbspel” (det ér ju daligt med Minga skona hilsningar fran
buskar inomhus). Kyrkan var nistan helt fylld

med en glad publik, och mina elever fick varm Marita Sandberg — fiolpedagog
uppskattning. Det hela avslutades med "allspel” Gunilla undervisar. marita.sandberg@bredband2.com

som leddes av T'imrd
spelmin. Tack vare att
jag hade fitt veta vilka
latar som skulle komma,
s& hade jag kunnat for-
bereda kompstimmor pa
blidderblock si ALLA
elever kunde spela med.
Ja, jag tycker att det
ar fint ndr vi kan motas
over dldersgrinserna
i musiken. De ildre
spelménnen var si fina
och trevliga mot barnen,
och barnen fick kinna
hur det ir att fi vara
med i ett stérre musi-
kaliskt sammanhang.
Att fa en friga frin en
dldre spelman som later:
"Nir ska vi fa triffa er
och spela med er igen?”
kinns bara bra.
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Nya medlemmar

Myrte Brasem van Gestel
Helgé Sjoingen

355 93 Vixjo

0470-77 90 90

070-683 37 87
mmvangestel@gmail.com

Vla

Tania Frid
Katrinedalsgatan 13
691 31 Karlskoga
073-77839 13
tarjo@hotmail.com

Vla

John Jensen

Nydalsgatan 11 C

434 36 Kungsbacka

0300-32 27 47

070-467 70 11
john.jensen@skola.molndal.se

Kb

Leena Kekildinen
Ringvigen 36

181 33 Lidingo
073-74177 03
leena@yviolinleena.se

v

Anne-May Lenngren
Nobelvigen 72 A

212 15 Malmo

073-378 19 41
amlenngren@gmail.com

v

Elin Lindberg
Sandbicksvigen 72 C
144 51 Roénninge
073-500 96 40

v

Malin Lovén
Spexarvigen 12 B
22471 Lund
046-19 89 56
073-098 09 46
malin@fiolskolan.se

v

Jonas Miithing
Wetterstroms hage 10
446 41 Skepplanda
0303-33 75 24
072-722 5111
jonasmue@web.de

Kb stud

Tilda Nordkvist
Snoilskygatan 1 B

416 57 Goéteborg

076—630 63 62
tildanordkvist@hotmail.com
Vla

Johanna Persson
Kristianstadsgatan 21 B
214 23 Malmo
070-401 05 87

C stud

Karin Rindander-Olausson
Sagverksvigen 66

865 91 Alno

060-55 76 92

070-372 5152

C

Ulrika Ronmark
Grustagsgatan 9
352 41 Vixjo
0470-233 49
u.ronmark@tele2.se

v

Maria Solgaard Holm
Sperlingsgatan 21
212 22 Malmo
040-93 73 03
076-019 43 27

v

Annelie Spanberger
Konstgjutarvigen 26

121 44 Johanneshov

073-252 11 39
anneliespanberger@hotmail.com

V stud

Jonas Stenlund
Fyllerydsvigen 1 A

352 49 Vixjo

0470-658 11

073-159 00 94
cellosjonas@hotmail.com

C

Kairi Soderlund
Nordkroksvigen 426
468 34 Vargon
0521-22 41 64
070-738 89 76

kairi.soderlund@gmail.com

v



Utmarkelse till Lindholm

Ett svensktillverkat strikinstrument har skordat
framgéngar pd andra sidan Atlanten. Den 15:e
november tillkinnagavs att en viola av Stefan
Lindholm gatt vidare till finalen och tilldelats
Certificate of Merit for Workmanship under
Amerikas storsta tivling for moderna strakin-
strument, organiserad av The Violin Society of
America.

Violan, som firdigstilldes redan 2010, dr inspi-
rerad av Amati-familjens arbeten, med en kropps-
lingd av 42,5 cm och har antikbehandlat lack.

Stefan Lindholm (fodd 1983) delar for nirva-
rande sin tid mellan Paris, dir han arbetar med
restaurering och konservering av exklusiva strak-
instrument och Stockholm, dir han framforallt
dgnar sig it kopiering av och research om klassiska
Cremonavioliner.

Text: Philippe Dormond
Styrelsemedlem i Sveriges Violinbyggarmdstare

AMATOR,
MUSIKSTUDENT
ELLER YRKESMUSIKER?

Ingrid och Per Welins
pedagogpris 2013

Hos oss hittar du ett brett sortiment av
strakinstrument for just dig.
Vi har instrument i alla prisklasser.

Nu ar det dags for dig som ar medlem i Svenska
Straklararférbundet att nominera den du tycker
ar vard att f& 2013 ars Welinpris.

Priset &r p& 25 000 kronor och delas ut av
Kungl. Musikaliska Akademien i maj 2013.

Pristagaren ska arbeta med strdkelever under
musikhégskolenivé och vara mediem av
Svenska Strdklararféroundet.

Skicka ditt férslag med en kort motivering fill
SSF:s sekreterare:
Monika Jonasson, sekreterare@esta.se,

Aven tillbehor som strakar,
stringar, stod, harts, etuier etc.

Vi skickar over hela landet
med buss eller post
for snabb och siker leverans.
Ta en titt pa hemsidan och hor
av dig sa ska vi hjalpa dig med
det du behover.

Vi finns inte langre bort dn ett
telefonsamtal eller mail.

Valkommen!

Mattias Sandlund

GERINGSGATAN 2 - NORRFJARDEN
TEL: 0911-20 g4 71 - 070-300 00 10
INFO@DINFIOL.SE - WWW.DINFIOL.SE

senast 31 januari 2013.
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SEBASTIAN SKARP

VIOLINATELJE

SVERIGES
VIOLINBYGGARMASTARE

Member of Entente Internationale des

Maitres Luthiers et Archetiers D’Art n Skarp

Violoncell b

Sebastian Skarp Violinateljé, Regeringsgatan 72, 111 39 Stockholm.
Tel: 08-22 24 20, www.sebastianskarp.se



