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Branschférbundet for kvalificerade
violinbyggare och reparatorer

SVERIGES
VIOLINBYGGARMASTARE

www.violinbyggarmastarna.se

- Reparationer o nytillverkning.
- Forsaljning av instrument,
strakar o tillbehor.

Peder Kallman Amiralitetsgatan 20, 414 65 Goteborg.

VIOLINATEL]JE 031-14 24 03, 070-325 21 39
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Hosten dr hir! Starka firger, skordetid, sjudande
energi i elevgrupper — eller regn och rusk, morka
kvillar och en stigande ridsla och maktloshet infor
alla krav som stills bide uppifrin och nerifran?

Med stor tacksamhet och 6dmjukhet liste jag
Marita Sandbergs sida (Ta dig ton) i férra numret.
Antligen har det kommit respons frin vira medle-
mmar, och vilken tinkvird respons. En fundering
kring varfér man ska vara med i virt forbund,
ndr det kanske inte gor nigot som berér en sjilv.
En kinsla av att forbundet bara fokuserar pd de
duktiga, lyckade medlemmarna. Att forbundet
kanske till och med sopar undan problematiken
som dr vardagsmat for de flesta av oss: den daliga
arbetsmiljon, elevers ovilja att 6va och elever som
slutar spela. Det finns manga sitt att hantera dessa
svéra frigor, och hir kommer vir tidning vl till
pass.

Alla vi medlemmar har en mojlighet (néstan
en skyldighet!) att dela med oss av de kunskaper
och erfarenheter vi har genom artiklar, insdndare,
tips och idéer. For egen del tror jag pi att bygga
pa det som fungerar, “det goda”, och utveckla
vidare utifran det. Bade vad det giller teknik inom
instrumentspel och samverkan mellan ménniskor.
Jag 16ser girna ett problem genom att forstora
“det goda” och férminska “det daliga”, vilket kan
fi konsekvensen att man verkar for idealistisk och
godtrogen. Men att i alla ligen forsoka behilla det
positiva férhallningssittet gor livet littare att leval

Inget dr enklare dn att plocka fram fel och bris-
ter, det svéra dr att dtgidrda dem. Kanske en uppgift

for vart forbund och alla dess med-
lemmar att fokusera pé tillsammans?
Jag efterlyser era asikter och idéer om
forbittringar och beskrivningar av era
arbetssituationer. S att vi kan engag-
era oss i det som kinns viktigt och
beror oss alla: att formedla kunskap
och att uppleva musiken.

Vi i styrelsen vill jobba f6r det
ni medlemmar efterfragar. Just nu
gar mycket energi till att forbereda
Strikdagarna i Malmé 11-13 januari.
Vi hiller kontakt med alla foreldsare
for att tillgodose deras behov, vi
jobbar med lokaler, anmalningar,
lunchbestillningar och marknads-
foring. Vir konferensgeneral Stefan
‘Waldemarson héiller i alla tridar
kring samarbetet med Musikhogs-
kolan i Malmé och 40-arsfesten pa
16rdagen, som miste bli en hojdare!
Allt for att vi tror att Strakdagarna
ir ett forum som verkligen kan lyfta
straklirarnas vardag, bade nir det
giller undervisning och eget mu-
sicerande.

Den andra stora frigan pa
styrelsebordet dr den nya hemsidan,
som vi hoppas kunna presentera vid
arsskiftet. Vi vill kunna erbjuda vira medlemmar
en modern sida, dir man kan blogga, skriva ut ar-
rangemang och notmaterial samt sprida aktuell in-
formation och nyheter — allt sd enkelt som mojligt.
Just nu vintar vi pi f6rslag frin tvd webbdesigners
tor att £ en snygg och funktionell sida.

Tillbaka till frigan om varfér man skall vara med-
lem i Svenska Strikldrarférbundet.

For att...

... tillsammans 4r vi starkare.

... du fir fyra vilfyllda tidningar/ar.

... du fir 500 kronors rabatt pd konferensav-
giften till Strakdagarna (f6re 15/10).

... studentavgiften endast dr 100 kr.

... du fir tillging till ESTA:s konferenser i
Europa.

... du far tillgang till vira nationella och inter-
nationella nitverk.

... du kommer att fi 16senordet till den nya
matnyttiga hemsidan.

... att just vad DU g6r kommer till nytta for
andra.

Bli medlem och forbli medlem!

Piivikki Wirkkala-Malmqvist

ordforande@esta.se
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Unga Glysar

En Iararhandledning i folkmusik

Tillhér du de lirare som giirna skulle vilja Lira
dina elever att spela folkmusik, men undviker
det f6r att du tycker att du kan for lite och aldrig
fir det att svinga? D4 dr riddningen snart hir.
Under lisiret kommer det nya, pedagogiskt
utformade folkmusikmaterialet Unga Glysar
att provas och utvirderas av musik- och kul-
turskolelirare i Orebro lin. Frin och med niista
host kan det vara slut p4 marschversionerna av
Ginglit frin Appelbo med martellatostrak, ka-
ninvibrato och en blick fjittrad vid notstillet.

Spelman Glys dr en i det ndirmaste mytologisk
figur fran Nirke. Han kallades f6r Glysen efter-
som han alltid kisade (glysa = kisa) nir han spe-
lade. Hans riktiga namn var Karl Axel Fahlstrom,
1847-1927, och han livnirde sig som kringvan-
drande urmakare i Kilsbergen i vistra delen av
Orebro lin. Med sig hade han ett fiolfodral ddr
han foérvarade sin urmakarutrustning. Nagon fiol
dgde han inte. Dirfor letade han upp de girdar dir
det fanns klockor som behovde repareras, och dir
det ocksi fanns en fiol som han kunde fi anvinda.

Glysen sigs av ménga som en fattig och utarmad

Text och foto: Fredrik Stréom

Till hoger: Illustration
av konstndren Ulrika

Linder.

Nedan: Teamet bakom
Unga Glysar (frin
vdnster): Ingrid Ekman,
1da Blomquvist, Isak
Bjorklund och Andreas

Jacobsson.
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spelman, men sjilv gjorde han sitt bista for att
inte bli betraktad som négon luffare. Han satte sig
girna vid koksbordet i de girdar dir han fick jobb
tor att synligt och ljudligt rikna sina pengar. Och
nir han dog sa hittade man hela 13 000 kronor i
det klockfodral som han alltid bar i visten.

85 ar efter sin dod har Spelman Glys fatt ge
namn 4t projektet Unga Glysar, som drivs av
Orebro Lins Folkmusikférbund i samarbete med
Sveriges Spelmins Riksforbund. Projektet har som
mal att "ge musikldrare goda och gemensamma
forutsittningar att undervisa elever i folkmusika-
liska instrumentala och vokala traditioner”.

— Den huvudsakliga anledningen till projektet
Unga Glysar dr att vi inom Orebro Lins Folkmu-
sikférbund vill dteruppritta vir ungdomsverksam-
het, sdger Andreas Jacobsson, som tillsammans
med Andreas Svensson dr forbundets projektleda-
re. Under slutet av 80-talet och bérjan av 90-talet
hade vi stora ungdomsliger, men sedan ebbade
verksamheten ut. Det forsta vi nu maste gora dr
att dter i ungdomar intresserade av folkmusik,
och da behovs det ett bra pedagogiskt material f6r
att ldra ut svensk folkmusiktradition. Nagot som
vi upplever saknas i nuliget. Unga Glysar ir ett
forsok att skapa ett sidant material.

Tre folkmusikpedagoger med gediget kunnande
och bred erfarenhet utsigs for att arbeta fram ma-
terialet till Unga Glysar: Isak Bjorklund, fiolpeda-
gog, Ingrid Ekman, fléjtpedagog och Ida Blom-



Unga Glysar

gehor. Den kan anvin-
das for alla instrument
och riktar sig frimst till
larare i musik- och kul-
turskolor. I sitt forord
betonar forfattarna tva
saker: kinn dig fri att
anpassa materialet helt
efter dina egna behov,
och framfor allt: lyssna
pé de inspelningar
som finns att tillgd via
Sveriges Spelmins
Riksforbunds
hemsida.”De
sdger mer dn tusen
noter.”
Gehorsover-
ford musik med-
for att manga
latar finns i lika
ménga versioner
qist, sing-, kor- och pianopedagog. Dessutom som det finns
fick konstniren Ulrika Linder uppdraget att
illustrera boken. Det har varit ett omfattande
arbete att vilja ut litar, sitta harmonik och
formulera 6vningar och instruktioner.

spelmin, och
att i noter gora
latarna rittvisa
ar ofta omoj-
ligt. I bérjan
av boken finns

— Vi satt tillsammans och gjorde en 1-d-n-g
lista over tinkbara litar, frin vilken vi till slut

valde ut 17 stycken, berittar Isak Bjorklund. Vi ddrfor ett kapi-
har forsokt fa till en geografisk spridning, och vi tel dir de tre forfattarna redogér for sin
har forsokt vilja latar som girna har text och som Owvan: Workshop i syn pa folkmusik, och hur de har resonerat nir det
passar att spela pi manga instrument. Och de ska Orebro. giller till exempel tonarter, rytmer och ornament.
ha en rolig melodi och inte vara f6r svira. Létarna dr uppdelade i danstyper: schottis och
Unga Glysar ir ingen spelbok for elever utan en  Nedan: Ingrid Ekman andra latar med jimna taktarter, vals, slingpolska
lirarhandledning, eftersom latarna ska liras ut pa och Andreas Jacobsson. och polska. De atfoljs av forslag till komprytmer,

stimmor, arrangemang, tips och 6vningar. Ett
uppldgg som éven rutinerade folkmusiker har
glidje av.

— Vir huvudsakliga mélgrupp dr de som inte har
hallit pa si mycket med folkmusik innan, siger
Andreas Jacobsson. Men vi har forstatt under
projektets ging att manga av dem som sjilva dr
aktiva folkmusiker ocksd har intresserat sig for det
hir. Vi har haft flera folkmusikspecialiserade lirare
med pé vira workshops, som uppenbarligen tyckte
att det fanns mycket att himta dven for dem.

Unga Glysar ir ett pilotprojekt inom Orebro
lan, dir alla lirare frin linets musik- och kul-
turskolor hade erbjudits att komma till de tva
workshops som hoélls pa Orebro kulturskola 20
augusti. Ett femtiotal lirare var med pa studieda-
gen. Dessa far tillgang till den forsta upplagan av
boken, som de ska vara med och utvirdera under
véiren 2013 for att den ska kunna ges ut pa riktigt
nista host.

— Lirarnas arbete med materialet dr inte styrt
pa nagot sitt, betonar Andreas Jacobsson, utan
tanken dr att det ska kunna fungera i deras vanliga
undervisning. Allt dr pé frivillig basis, materialet
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Unga Glysar

Bro, bro, brdnne
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Ovningen nedan kan indas for att leka med "svinget".

Sédngare och bldsinstrumentalister kan med férdel tanka sig att
"putta pd" med luften pd de markerade slagen. P& sé sitt kan
andningstekniken anvindas for att markera "sving". Prova den
tekniken paé fler ldtar. Strdkinstrumentalister kan betona med dkad
strakhastighet.

Prova att sjunga/spela titare kanon. Det gér bra att bévja efter
de tvé forsta fjdrdedelarna. Variera mellan att sjunga/spela
kanon i stérre och mindre grupper, eller till och med enskilt.
Tank pé att harmoniken bor forenklas vid kanon.

i Det fungerar bra att endast anvinda DS i kompet.

Stdmmor till Bro, bro, bréinne
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Bordunstdmmor kan anvandas i olika varianter. Hir ges exempel

P& gundton och kvintstdammor. Anvind borundstdmmorna pa

liknande vis som [ "Grannens bastu" pé sidan 16. Utga ifrdn melodins
rytm och anvind den genom hela ldten eller endast vissa takter

som ett ostinato.

Om ackordsinstrument anvands, utgd dé ifrdn harmoniken.

ska huvudsakligen vara en inspirationskilla for
dem som vill syssla mer med folkmusik. Nar det
finns ett strukturerat sitt att arbeta pa si blir det
mycket littare f6r ovana lirare att prova pi.
Gruppens workshops med Orebrolirarna fick
ett vildigt positivt gensvar. Det blev mycket spel
i bade storre och mindre grupper, och bara att
hora Isak, Ingrid, Ida och Andreas musicera med
ett ligmilt fjidrande, ndrmast diskret sving, fick
ménga av deltagarna att inspirerat slippa méinga
spérrar och spdnningar. Ergonomi dr nagot sjilv-

klart £or folkmusiker, dansmusik méste spelas med 79/l hoger: Isak
Bjorklund.

hela kroppen och det miste alltid, alltid svinga.

I forlingningen hoppas man kunna ordna
triffar och liger, dir de elever som spelat litarna
kan musicera tillsammans. Och dven bygga upp
nitverk mellan folkmusikintresserade ungdomar
over hela landet. Man vill ocksi locka till sig
elever pd andra instrument 4n de som traditionellt
forknippas med folkmusik. Tydligt dr att Unga
Glysar kommer att fylla ett hal i utbudet av un-
dervisningsmaterial. Ett hil som det dr angeldget
att tippa till.

Owan: Uppligget till
liten Bro, bro, branne
med forslag till kom-
Pprytm, svingouning, tips
och stdmmor.
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Technigue and ease in
violin playing

Many players suffer the frustration of knowing
that their playing could be better, easier or more
comfortable, but without knowing how to go
about improving it. Some go round in circles for
decades without ever finding the answers to their
questions, simply trying to survive from day to day
or performance to performance.

When violinists feel restricted by tension in
their arms, hands and fingers, there are usually a
multitude of interrelated factors responsible. Many
of these factors are subtle or invisible aspects of
technique which, though seemingly insignificant,
each set off a chain-reaction of tension that
spreads throughout the entire playing. There are
likely to be many separate chain-reactions all
occurring at the same time, starting from different
areas and reinforcing each other in a complex
network.

In most cases, each of these subtle aspects of
technique that produce tension are more a matter
of technique needing to be improved, rather than
it being the case that the technique is good but
that unfortunately there is a lot of unexplainable
tension.

Violin technique is a mosaic of “techniques”.
Five different notes on a keyboard instrument may
require five virtually identical methods of depres-
sing the keys. On the violin the same five notes
may require five completely different methods of
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Av Simon Fischer

producing each note: the first note may require

the bow to be placed on the string silently, then

to move along the string with a bow speed that
changes from fast to slow and a pressure that
changes from heavy to light; the second note may
be played by dropping a finger on to the string
without affecting the motion of the bow whatso-
ever; the next note may require the bow to pivot
across to another string at the same time as chang-
ing direction, coupled with a movement of the left
hand to another area of the fingerboard, and so on.

Whether you are an elementary or a concert
violinist, playing the easiest or the most dif-
ficult piece, most of the techniques used are the
same. Apart from certain virtuoso elements that
do not arise in simpler playing, to an extent an
“easy” piece is one where few different techniques
have to be employed at the same time or in close
succession; a "difficult” piece is one where there
may be dozens of different techniques employed
simultaneously or in extremely rapid sequence.

"The world-famous violin teacher Dorothy
DeLay once said: "Sometimes I wonder why
anybody is ever interested in anything I have to
say — it all seems so simple!” The sort of playing
she is typically dealing with, i.e. the big concertos
and technical show-pieces, is made up of the same
“basics” that elementary pieces are. A concerto
may be a thousand times more difficult than
an elementary piece, but the language used to
describe what is happening in them is basically the
same for both.

'The mechanics of playing are not intangible like
the musical-expressive side of playing.”Artistry”,
"musicality”, "expression”, "communication”,
“talent” and suchlike are aspects of a veiled world
which cannot easily be quantified and defined. But
the entire physical side of playing — the concrete
reality of the hands and the bow and the string
and how they work — is fully describable from
beginning to end, and therefore teachable or
changeable.

'The key that opens the door to every aspect of
technique on a string instrument is in thinking
in terms of proportions. ”Divine proportionality”,
as Leonardo di Vinci called it, is also the funda-
mental basis of every musical consideration, for
example dynamics, intonation, tempo, and so on.

9



Technigue and ease in violin playing

The moment you begin to consider your playing
in terms of the proportions of one movement (or
aspect of playing) to another, the flood gates open
and you can find that, far from not knowing how
to proceed in solving problems of technique and/
or tension, you
have a non-stop
stream of infor-
mation always
available and can
work on yourself
as potently as any
teacher can work
on you.

Each element
or facet of play-
ing, musical or
technical, can be
expressed in terms
of proportions.
Everything is
always a question
of measurement:
how fast the
finger drops or
lifts relative to
the tempo; how
fast the bow moves relative to the pressure and
distance from the bridge; different speeds and
widths in the vibrato; different heights and lengths
in the spiccato, and so on. The position of the
violin, and the placement of the hands and fingers
on the instrument and bow, are also questions of
proportions touched upon in the following pages.

Paradigms

Practice has little to do with training muscles. The
muscles are always innocent, simply carrying out
instructions from the brain. Playing is literally "all
in the mind”. Suppose you sight-read through a
piece, making many mistakes of intonation, sound,
rhythm and so on. Then you practise it for two
hours, after which you can play it fluently. What
has changed? Physically you have not changed

at all. It is not like building up in a gym for a
month, after which the muscles you have trained
are now physically different. All that has changed
is that your mental picture, of what and how to
play, has now taken shape. The same applies to
building, shaping or redesigning technique: it is
not the strength or the state of the muscle, but the
thought behind the muscle, that counts.

If you want to change the way you play, you
have to change the way you think about your
playing. One of the chief jobs of the teacher is
not only to present and implement helpful ideas,
but also to weed out the unhelpful ideas that are
getting in the way. The problem is that many of
these may be buried so deeply that, although they

10
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continue to exert an influence, they are forever
hidden and forgotten whatever the good inten-
tions of the teacher or the student.

One of my first pupils was a boy of nine who,
in three years, developed from a poor Grade 1
standard into a poor Grade
5 standard. He always had a
very "wooden” bow arm and
was never able to find that
sensuous quality of bowing
that distinguishes a natural
string player. We worked on
his bowing constantly with no
real improvement, except that
as the years went by he was
able to play harder pieces —
but still with the same wooden
tone and tension.

Finally a new fragment
of thought came up which
explained why progress had
been so limited. He had always
thought that the bow moved in a
straight line. In fact there is no
bow stroke on the violin that
moves in a straight line: every
stroke is curved, or moving in
a slight arc, the bow playing (even if impercepti-
bly) around the string.

Perhaps the very first time he saw a violin being
played he unconsciously registered the impression
of the bow moving in a straight line as a fact. Or
perhaps his first teachers, in trying to get him to
draw the bow parallel with the bridge, had unwit-
tingly communicated the idea of a straight line.
Wherever it had come from, this single erroneous
idea, active but hidden at the back of his mind,
short-circuited his every effort to play.

If T want to demonstrate symptoms of tension
and awkwardness in bowing, all I need do is try to
draw the bow in a “straight line”: the symptoms
appear at once with startling naturalness. With
sufficient will-power and determination many
players can reach quite a high standard even with
such an in-built deficiency as trying to play in a
straight line — but there will always be an element
of strain or "something not quite right” about their
playing.

A new student coming for a lesson recently
had an awkward-looking left-hand action. I made
various suggestions which she was slow to pick up.
She began to seem rather untalented. Then it came
out that she had always thought no finger should
ever touch another finger. This explained not only
her original awkwardness but also her slowness at
finding any new feeling: she was trying to fulfil the
paradigm of fingers not touching each other while
at the same time trying to fulfil my suggestions.

Tone production is an area where a change of
concept can work wonders in bringing relaxation



and ease into the right hand and arm. Remarkably
tew string players have a clear understanding

of what the hair of the bow actually does to the
string, and how sound is the result of certain pro-
portions of speed of bow and pressure relative to
the distance from the bridge. This is not to say that
they cannot play with a beautiful tone — a good
player with a natural feel for the string, playing
with inspiration, does not require an intellectual
understanding in order to play; nevertheless, most
players do find enormous benefits of increased
control and security when they start to work on
their tone in a systematic way using carefully
weighed proportions of speed and pressure at dif-
ferent distances from the bridge.

Another important aspect is the concept of
release. There must be as many releases of the
muscles as there are contractions. A useful analogy
is the binary code used in computers, where all
information is reduced to numbers made up of
ones and zeros — either "on” or "oft”. Similarly, the
actions of the left hand could be expressed as a
string of digits, ”1” representing a muscle in use
(i.e. contracted) and ”0” representing the same
muscle released.

In some passages the sequence would be
710101077, i.e. every action immediately followed
by a release before another action. In other pas-
sages it would be more a matter of releasing offen
enough, as in 7101110111107, But if the number
reads 71111111” for too long, tension is inevitable.
Discovering where to release — or more than that,
beginning to approach every action on the violin
from the standpoint of constant release and "not-
doing” —is often a major, defining step that can

quickly help a player develop greater ease.

Conscious control and autonomic
The degree to which individuals are able to let go
of conscious control when they are making music,
to let the arms, hands and fingers function without
interference, can define the level of musical and
technical achievement they are
able to attain. It is not possible
to play a musical instrument
as complex and subtle as the
violin using conscious control,
but our bodies are clever
enough to play it themsel-
ves. The autonomic nervous
system is a super-computer
which responds at lightning
speed to the musical images we hold in our mind,
producing a quickness, smoothness and flow of
muscular action that we can only parody using
conscious control.

A simple experiment: most people can whistle a
note and then sing exactly the same note; then the
same a tone higher, and so on. To be able to shape

”Practice has little to do

with training muscles.”
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the vocal chords or the lips to within hundredths
of a millimetre is a miraculous ability that we
cannot take much credit for, since we could not
possibly do it "ourselves” using conscious control.

The great pianist Artur Schnabel said that the
player has to be one hundred per cent the ”inner
man’, and one hundred per cent the "outer man’,
at the same time. While remaining in overall
conscious control of the playing, and occasionally
even making deliberate technical judgements note
by note, at the same time we must simply focus
on the musical drama and expression and let our
bodies perform all that is necessary to produce the
musical result we picture.

During any one second of playing the brain
sends thousands of messages to the muscles in the
fingers holding the bow (for instance). The player
could only send one or two conscious messages in
the same period of time. All the player can do is
hold the bow in such a way that he does not in any
way inhibit the tiny adjustments to the bow hand
that the autonomic nervous system commands.
'The player must concentrate on the music, and if
the technical defaults are correct the right physical
responses will follow.

On the physical plane, effort rewards. If I am
hammering a nail, the harder and the faster I hit it
the sooner the job is done. On the mental or emo-
tional planes, the reverse is true: effort defeats. It
is the harder you do nof try, the easier everything
becomes. Listening to the TV commentary during
the 1997 tennis quarterfinal at Wimbledon in
which Michael Stich soundly defeated the British
champion Tim Henman, the parallels between
sport and violin playing were obvious. Hen-
man had been playing very well in the matches
preceding this one and his tennis was full of neat,
clever or daring shots that won him point after
point. In this match, he was still making those
same shots but they were all played long or wide
and missed repeatedly. At one point the com-
mentator remarked: "T'im Henman is trying too
hard. When you are trying as hard as he is, all the
playing goes on to a conscious
level, instead of remaining on
a deep, instinctive level. He
needs to forget himself. He
should just run to the ball and
hit it, and remember what it
feels like to enjoy hitting the
ball, without caring so much
about the result.”

Mental rehearsal

Mental rehearsal means visualising exactly how
you want to play the beginning, middle and end
of each note and phrase, as well as the physical
actions that produce them, as clearly as if you were
watching an internal video. A mere "wish” or op-
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timistic attitude is not enough: the pictures need
to be in great detail and include precise physical
motions, the musical drama and expression, tonal
colours, general ease of playing, and so on.

What is fascinating about mental rehearsal is
that in your mind’s eye you see exactly the same
strengths and weaknesses as exist in your actual
playing. For example, if your hand habitually goes
tight when you play a particular note or phrase,
you will see yourself tensing when you imagine
playing. This is because you are accessing directly
the very same "computer program” that "runs” your
playing. By changing the images in your mind,
the next time you pick up the instrument you find
your playing has changed too.

All the most successful performers in any field
rehearse mentally, whether they have a name for it
and do it knowingly and deliberately or not. They
relish every opportunity to run their performance
through the mind in a constant process of scu-
Ipting and refining the vision — on trains, in the
bath, in bed, while walking down the street. This
is why players nearing a performance may often
seem slightly distant and distracted, and require
solitude and isolation.

Why tension?

Three examples:

1. Perhaps the first inherent problem is the way
the left hand has to be placed on the neck of the
violin. Only the violin and the viola require that
the player rotate the left forearm clockwise (in
order that the fingers can reach the strings) in
such an unusual fashion. By comparison, every
other orchestral instrument requires a much more
natural position of the arms and hands.

'The further the violin is pointed in front of the
player, the greater the clockwise rotation of the
forearm. If the hand is positioned correctly on the
instrument, and the instrument is held at the best
angle to the body, it is possible to play with great
ease. Tension in the wrist and hand is likely if the
violin is pointed unnecessarily far in front, and if
the hand is twisted excessively clockwise.

2. Another inherent problem is the way the instru-
ment is positioned between the collarbone and the
chin. Trying to hold the violin by pressing down
with the chin (while at the same time pushing

up with the shoulder) is an all-too-easy trap to
fall into. If the neck is tense or fixed in a state of
imbalance, tension soon spreads to the shoulders
and from there to the arms and back. Keeping the
neck free is one of the central tenets of the Alex-
ander Technique. If the neck is not free, this alone
is sufficient to prevent the rest of the system from
operating in a state of balance, continual release
and easy movement.
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Till héger: Simon
Fischer’s mind map.
Denna slitna A3-sida
bar hingt i uppvirm-
ningsrummet till Simon
Fischers studio i 15 ar.
Tanken var att den
skulle ersittas med en
renskriven variant, men
det hinde aldrig. Och av
sentimentala skal kom-
mer det heller aldrig att
hinda.
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3.’The fingers must press the strings down with
great subtlety and sensitivity, using the minimum
finger pressure possible (just enough to stop the
string enough to make a proper sound). Very
often, the string does not even have to be pressed
down far enough to touch the fingerboard.
Excessive
finger pressure
has the effect
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There are other factors which can cause tension,
many of which will be touched upon below. But
taking just these three examples alone, it is easy to
see how problems can arise. Picture the violinist
who plays with the scroll of the violin too far in
front, twisting the left forearm uncomfortably
clockwise, pressing the chin into the chin rest hard
enough to cause sores and abscesses on the neck
and tension in the shoulders and back, pressing
the fingers into the strings hard enough to cause
calluses on the fingertips... and sustaining all this
for many hours each day.

Principle areas of potential difficulty

'The following list includes the most common
technical areas where tension typically arises. Most
players would recognise at least a few items on the
list as applying to themselves. There are many to
whom only a few items would 7oz apply.

Basic posture

'The violinist who has no postural deficiencies is
rare. Typical areas of concern for violinists of all
ages, standards and branches of the music profes-
sion are:

There must be sufficient “grounding”, the
weight of the body naturally feeding down into
the floor or the sitting bones. If you imagine a line
drawn from armpit to armpit, many violinists play
only from above this line — rather like the asthma-
tic who breathes only at the very top of the lungs
without being able to exhale.



'The hip joint must not collapse forwards, a
condition noticeable in many violinists. A sure
indication is sciatic pain that the player tries to
ease by bending forwards as if to touch their toes.
Keeping an upright and balanced posture in the
upper regions of the back, neck and head is impos-
sible if the hip
joint has fallen
forwards.

'The player
must not “pull
down”, bending
forward in the
region of the di-
aphragm, which
causes the upper
back to bend
forward and the
shoulders to pull
in. Pulling down
is caused partly
by the weight of
the violin (and

especially the

viola); by an ex-
cessive forward-
and-down position of the head; by a collapsed-
forward hip joint; and by a lack of natural balance
throughout the skeleton.

'The head must always be in a state of balance
—not held in a fixed position — on top of the
spine. The weight of the head alone is sufficient to
counterbalance the violin, leaning on to the chin
rest without downward pressure. Then it does not
matter if at certain moments the violin is held
more firmly by the head, so long as these moments
are immediately followed by release and restora-
tion of balance.

Angle of the violin to the player
Many players use an angle of the instrument inap-
propriate to the length of their arms. Long arms:
the violin should be held more to the left. Short
arms: the violin should be held more to the right.
'This was touched upon earlier in connection
with excessive clockwise forearm rotation of the
left arm. In addition, long-armed players with the
violin pointing too much in front of them cause
themselves bowing difficulties. They are able to
play almost to the furthest end of the bow using
the right forearm alone, which can lead to a cram-
ped style of bowing caused by insufficient use of
the right upper arm. Awkwardness may occur in a
variety of bow strokes since a majority of bowings
originate in the upper arm (the main lever).
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Angle of the violin to the floor

There are four problems caused by holding the
scroll too low, so that the instrument slopes down
towards the floor:

1.'The left upper arm is brought in too close to
the body, and in extreme cases is brought to rest
against the side of the chest. The reduced mobility
of the elbow has to be compensated for by twist-
ing the left hand at the wrist, to enable the left
fingers to reach the different strings.

2.'The lower the scroll the less the right upper

arm has to be used to reach the end of the bow.
Long-armed players who hold the violin too low
are again particularly prone to the awkwardness of
bowing that comes from an underused right upper
arm.

3. Even if the violin is held parallel with the floor
the strings still slope down, away from the bridge,
because the neck of the violin slopes down away
from the body of the violin. If the violin itself
slopes down, the downward slope of the strings is
acute.

'This encourages the bow to slip constantly
towards the fingerboard. Because the strings at
the fingerboard lack the tension that they have
near the bridge, and therefore cannot take much
weight from the bow without the tone cracking,
the player is never able to relax the bow arm into
the string, and must forever hold back whatever
power or stature is demanded by the music. Apart
from the problems with tone production, the lack
of confidence that is inevitably part-and-parcel of
a weak tone manifests itself in further right-arm
tension.

4. A high scroll throws the weight of the violin
back towards the body, which helps to maintain an
upright and balanced posture. Playing with a low
scroll encourages the player to “pull down”.

Tilt of violin

If the violin is too tilted clockwise along its axis,
the top string does not give enough support to the
bow, causing weak tone production. If the violin is
too flat, playing on the lowest string becomes un-
necessarily effortful: there is further to go for the
left little finger to reach the string, and you have
to raise the right, upper arm too high for comfort
and easy balance.

The best tilt is one where the upper string gives
sufficient support to the bow, while at the same
time the right arm and little finger can easily reach
the lower string. Like all defaults this can be chan-
ged while playing, sometimes tilting the violin less
when playing on the upper string, and tilting it
more when playing on the lower string.
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Position of chin rest on instrument

Long arms: chin rest positioned to the left of cen-
tre of the violin.

Short arms: chin rest positioned more towards, or
directly at, the centre.

Long-armed players with the chin too much in
the centre of the violin may once more lose some
of the activity of the right upper arm. Short-armed
players with the chin too far to the left of the vio-
lin may find it impossible to reach the end of the
bow without strain in the bow arm.

Correct placement of chin on chin rest

'The difference between the following two ways
of placing the chin on the chin rest may seem so
slight as to be insignificant, yet the difference in
results can be enormous:

1. Place the violin on the shoulder without yet
dropping the head on to the chin rest. “Lengthen”
your neck: feel the back of the top of your head
seeming to rise. Feel your back lengthening at the
same time.

2. Rotate your head sideways until your chin is
above the chin rest.

Sveriges ledande musikgymnasium - Riksrekryterande
spetsutbildning & KU - Huvudman Landstinget Dalarna

Soker

Rektor

Vi s6ker dig med visioner att utveckla
och leda skolan in i framtiden.

For fullstandig information se hemsida.

W

/

Musikkonservatoriet Falun www.musikkonservatoriet.com
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3. Drop the head, without pressing, on to the chin
rest.

This produces exceptional benefits of ease and
freedom. The way not to place the chin, which can
easily produce immediate and on-going tension, is
as follows:

1. Place the violin on the shoulder.

2. Rotate and drop the head at the same time,
moving “diagonally” into the chin rest.

Andra delen av artikeln kommer i ESTA NEWS nr.
42012.

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

Copyright Simon Fischer 1997.

Tryckt med bendget tillstind av forfattaren.

Simon Fischer ér aktuell med
tvd nya publikationer: Scales
och purfirska Tone.

Simon Fischer kommer till

Strakdagarna i Malmé

11-13 januari 2013.

Gor det du ocksa.

For mer om Simon Fischer, se

ESTA NEWS nr. 2 2012 samt

www.simonfischeruk.com.
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FORELASARE:
Simon Fischer (GB)
Shannon Hawes (US/DK)

Gabriel Koeppen (DE)

Pirkko Simojoki (Fl)

Karen Valeur (DK)

Nina Balabina (Lilla Akademien)

Jan Dahlkvist (Lilla Akademien)

Olle Davidsson (Musikhogskolan i Malmo)

Mats Edén (Musikhogskolan i Malmo)

Marika Faltskog (Musikhogskolan i Malmo)
Mattias Hjort (Musikhogskolan i Malmo)
Wieslawa Szymczynska (Musikhogskolan i Malmo)
Johan Theorin (Musikhogskolan i Malmo)

Paivikki Wirkkala-Malmqvist (Kgl. Musikhogskolan)

INSTRUMENT/PROGRAM:

Violin/Strak

Violinmetodik Basics

Violin/Strak

Gruppmetodik/Music Mind Games
Violoncell/Strak

Interpretation av jazz-, folk-, rock- och popmusik/
Enkel komposition, arrangering och improvisation
Viola/Strak
Colourstrings/Orkesterspel/Violametodik
Violoncell

Violin

Kontrabas
Kontrabas/Masterclass
Violin/Folkmusik
Violin/Masterclass
Kontrabas/Jazzbas
Violin/Masterclass
Violoncell/Masterclass

Violin/Technique Is Fun!

DESSUTOM:

Strakorkesterspel — Deltagarna spelar sjdlva under ledning av Mats Rondin (Musikhogskolan i Malmo)

Jubileumsfest med hogklassig underhallning - SSF 40 ar - pa Heleneholms slott

Med reservation for andringar. Detaljerat program i kommande nummer.
Strakdagarna anordnas av Svenska Straklararforbundet i samarbete med

Musikhogskolan i Malmo.
For anmalan se nasta sida eller www.esta.se.
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Anmalan till Strakdagarna i Malmo 11-13 januari 2013

Namn:
Adress: .
Orléngg ¢;
E-post: An m kOr:'fe €n g?:t b'”’gare
Al dig innap 5 en.
Telefon: Raba"erat boenzktober!

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:

Konferensavgift 1 800 kr/medlem vid anmalan fore 15 oktober (2 300 kr/ej medlem).

For detta far du helt konferenspaket inkl. lunch/fika.

Konferensavgift 2 000 kr/medlem vid anmalan fore 1 december (2 500 kr/ej medlem).

For detta far du helt konferenspaket inkl. lunch/fika.

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.

Anmalan ar bindande.

STRING
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ASSOCIATION

LUNDS UNIVERSITET

Musikhégskolan i Malmo

SY¥dHODVHL

EUROPEAN
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Favorit i repris

En strdkmusikvecka pd Hamregdrden

Strikligret pi Hamregéirden i Hornberga, Orsa,
har f6r oss och manga andra blivit en "favorit i
repris” genom dren. Stimningen, musiken och
minniskorna ir nigra av de faktorer som lockar
folk i alla aldrar till Hamre. Vi som skriver detta
ar ungdomar som tillbringat sex respektive sju
somrar i den idylliska lilla stugbyn. Hamreandan
har bidragit till en stor del av vér spelkunnighet
och sociala utveckling, och vi ir angeligna om
att sprida budskapet si att si manga som mojligt
ska kunna fi uppleva detta liger och allt det har
att erbjuda.

I ar hann vi med mycket: spela i strikorkester tills
fingrarna slog knut pa sig, umgés med alla véra
vinner frin de tidigare dren, bada i den trolska
skogstjirnen, leka lekar i Kaffestugan och njuta av
minga fyndiga och speciella kvillssamlingar. Det
fina med lagret pd Hamre ér ocksa att dldrarna dr
sd blandade men dndi passar perfekt ihop. Bade
ittioniodriga damer och smé pojkspolingar pé sex
ar dr lika vilkomna att dela vart lger. Alla dr till-
sammans, det dr sjilvklart. Anda finns det tid for
oss svira tondringar att tjattra och fnittra lite nir
de yngre har gitt och lagt sig.

Storstugan var som alltid samlingsplatsen for
oss ungdomar och barn. Hirinne hinder det
alltid nagot. Ndgon 6var pa ett stycke ur svensk
nationalromantik, medan andra har kuddkrig eller
spokhistoriestund. En av flickorna fldtar de andra i
invecklade frisyrer. Frisyrerna behalls i nagra dagar

ISIA PlIYyuUBDY Yoo Jupublod DIouos|3 :xa]
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for att sedan limna makaldsa stora lockar. De
vuxna befinner sig pa lite olika héll och héller pa
med sina spelprojekt, de behévs inte sirskilt ofta...

Hur ser da en typisk strakldgerdag ut? Prick
08.00 ringer klockan i Arstugan, dar just vi hade
turen att bo detta ir. En kvart senare serveras ett
rigat frukostbord, och nide den
som kommer slintrande sjutton
minuter 6ver! Forsta passet pa
morgonen startas med lite ergo-
nomi och uppvirmning infor den
linga speldagen. Kursledaren och
lararen Lena Brodin, violinlirarna
Yvonne och Ingvar Kullberg samt
vér belgiske celloldrare Mark Lam-
brecht 4r mina om att vi stimmer
bade kroppen och vira instrument.
Sextio minuter och ménga noter
senare dr det dags f6r den tradi-
tionsenliga kafferasten. Alla beger
sig till Kaffestugan for att fi sig
lite forfriskningar. Hamregérdens
skorpor dr som livselixir for elever
och ldrare, och sa fort det dr paus
springer man raka vigen mot den
underbara kaffestugan och den
vilsignade citronsaften.
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Efter att ha tagit igen sig en stund dr det dags
for lektion igen. Variationen pa styckena dr nigot
som ldrarna alltid lyckas f3 till, och i ar blev det
allt mellan folkton och barock. Aven det kinda
tangostycket "La Cumparsita” och lite mer okinda
"Folkvisenatt” fick vi i C-orkestern éran att
tolka (den sistnimnda med Per Andersberg som
gastdirigent pa avslutningskonserten). Efter detta,
dntligen lunch! Maten 4r varierad husmanskost pa
Hamregarden, och det finns alltid nigot for alla
smaker. P4 rasten efter lunchen gir man och képer

Owan frin vinster:
Artikelforfattarna

Ragnhild Kvist och
Eleonora Poignant.
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godis i kiosken i Tackdsstugan, dir ungdomsper-
sonalen eftertritt gamle Hampan (Hamregirdens
grundare, pristen Olof Hambraeus, som gick bort
2005). Kanske badar man i poolen eller 6var pé
sin stimma. Efter ytterligare ett lektionspass och
middag drar sig de flesta tillbaka for att forbereda
sig infor kvillssamlingen. For di fir alla upptrida
med vad de vill, det blir kvartetter, trior eller

Pl

N

-

Nedan: Strikorkester-
repetition med Ingvar

Kullberg.
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kunde vi dansa! Ett moment pi
kvillssamlingarna utgdrs ocksé
av att vi alla spelar efter gehor
och lir oss en 1it med olika
delar och repriser. Lena leder
detta med glans.

En festlig hojdpunkt dr
lirarkonserten pa fredagskvil-
len, som alla vi deltagare far
lyssna till, i Hornberga kapell,
byns vackra lilla trikyrka. I
ir spelade ldrarna, som kall-
lar sig for Hamrekvartetten,
Brahms och en komposition av
Valborg Aulin. Den sista dagen,
ndr andra fordldrar, slaktingar
och vinner rest till, och nir vi
packat, dtit lunch och repeterat
en sista ging, gar slutkonserten
av stapeln och allt spelas upp
inf6r en entusiastisk publik.

duetter, sing eller sketch, om inte en av orkest- "Den trolska
rarna — de yngsta i A-orkestern, de lingre komna skogstjdrnen’”.
i C-orkestern och B-orkestern for dem mittemel-

lan — redan lyckats f4 fason pi sina stycken och ger

en liten forhandskonsert. I ar hade vi ocksa nigra

av deltagarnas egna kompositioner, till en av dem AMATOR:
MUSIKSTUDENT

ELLER YRKESMUSIKER?
Hamrekursens avslutningskonsert
Séndagen den 29 Juh Hos oss hittar du ett brett sortiment av

strakinstrument for just dig.

Vi har instrument i alla prisklasser.
Aven tillbehér som strakar,

A-orkestern striangar, stod, harts, etuier etc.
Musen

Vi skickar dver hela landet

A- och B-orkestern med buss eller post
Finsk folkmelodi: Kerry polka for snabb och siker leverans.
ABBA-liten Fernando, med kor

Ta en titt pa hemsidan och hor
av dig sa ska vi hjalpa dig med

Kammarmusikgrupp ot du bohoear

G. Gabrieli: Canzona for strikkvartett

Vi finns inte langre bort dn ett

Celloensemble telefonsamtal eller mail.

Skallekoa
H. Purcell: Canzona Valkommen!

G. P. Pergolesi: Nina
H. Villa-Lobos: Bachianas Brasileiras nr. 5, med sing MiEnes S b

C—-orkestern
J. H. Roman: Sinfonia XX e -moll
G. M. Rodriguez: La Cumparsita
L.-E. Larsson: Folkvisenatt

Alla medverkande tillsammans GERINGSGATAN 2 - NORRFJARDEN

D. Sjostakovitj: March for Young People TEL: 0911-20 94 71 : 070-300 00 10
: INFO@DINFIOL.SE - WWW.DINFIOL.SE
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Mary’s Music Cupboard

Mary Cohen om sin nya webbsida

On whose initiative was Marys Music Cupboard
made?

It was a joint initiative between me and Sarah
Holcroft (Head of Digital Operations at Faber
Music), who is a real live-wire. Sarah thought a
digital site would be the perfect ‘one-stop-shop’ for
me: her idea was to make as many of my materials
available as possible for people to buy through a
secure, easy-to-use route. So in Mary’s Music Cup-
board you can buy my existing published books,

as well as digital versions of individual items from
these published books; and now there is a new
range of specially written digital sheet music too.

Who designed it?

Sarah Holcroft and I bounced lots of ideas around,
and looked at each others’ favourite websites. We
agreed on a ‘look’, and Sarah put together a basic
design. Then the technical part was constructed by
a team of developers at Faber Music.

How long has it been in use?

After a long time getting the technical side and
the materials ready,
we began to upload
files in June/July. We
opened the Cupboard
doors during the sum-
mer holidays so that it
would be available for
teachers preparing for
the start of the school
year. So it is very, very
new!

Of all your materials,
which are the top sell-
ers?

Up to now, through

music shops and Inter-
net shops, my Technique
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This is a picture of
Semlon the newt, by his
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takes off! series and the Superstudies series have
probably been the all time top sellers - simply
because the need for technique is universal across
all teaching methods. It will be interesting to see if
this digital way of buying individual items shows

a trend for favourite pieces as well as for favourite
books.

Any particular idea behind Pezs Corner?

In the UK, pets are a very important part of
people’s lives. Pupils often burst into the room

tull of stories about their dogs, or cats, or goldfish.
Taking Alfie for a Run in the park was written about
a pupil’s lively new puppy. Another pupil’s family
kept lots of guinea pigs, and inevitably there were
occasional funerals. This inspired Funeral March
Jfor a much-lamented guinea pig (in Scaley Monsters
Cello), which has been incredibly popular, and gets
used for other kinds of pets too!

Over the years I've composed many little
‘miniature’ pieces about wildlife, and my pupils tell
me that wildlife counts as “nearly being pets”. The
new Woodpecker series is very popular for beginner
duo/ensemble, and includes ‘woodpecker pecking’
sounds. Pupils love imagining what it would be
like to have silly or scary pets, so we put things
like Crocodile craw! and A day in the life of an
octopus in Pets Corner too. (And there are lots and
lots of pets and animals in Bags of Fun.)

I don't just write for strings: I love the piano,
and I have written several piano pieces about my
friends’ pets, including, Spices Salad Days, Plastic

Bag Rag, Wulstan in bis hey-
day, The cat and the butterflies,
and Szately waltz for Semlon
the newt.

Has the site received any
media attention in the UK
or elsewhere?

Well, you have just caught
me in time for this to be my
first interview about this new
site, so this could be a scoop
for you! I am beginning to
send out information to other
magazines but I don’t like
all-purpose press releases — I
prefer to write to editors in a
more personal way.



Your website is supposed to work together with
your Facebook page in creating a dialogue be-
tween you and the users of your materials. How
has that dialogue been evolving?

Again this is still in the very
earliest stages, but I am starting
to put a kind of regular ‘blog’
with tips, and links to materials
in the Cupboard. I've had very
positive feedback from the panel
of teachers who've been testing
it out, and it’s interesting when
something crops up in a lesson
and I think, “Oh, that would be
a great topic for this week’s tip”.

What are the most frequently
asked questions or requests
that you get?

Teachers always want sugges-
tions for pieces that motivate
pupils to try technique they are
a bit ‘nervous’ about, especially
when they have just reached a
new stage. I spend a lot of time
writing music with ‘hidden’ technique practice, but
which is enjoyable to play. Often teachers are a

bit surprised when they ask me for something to
solve a technical problem and I point them in the
direction of a duet or a solo piece from a repertoire
book. But they enjoy discovering these hidden

technique aspects!

Is it possible to order your materials in other
arrangements/keys etcetera, to suit different
teachers’ personal needs?

At the moment Mary’s Music Cupboard isn’t an
‘ordering’ or ‘commissioning’ service, but I always
try to listen to what people say they need. When 1
have worked my way through the piles of material
that are being ‘polished’ for uploading to the Cup-
board, I hope to be able to respond to some of the
most frequent requests that come via Facebook.

Where and in what form are you currently work-
ing?

I am always working at many different kinds of
things, and I like stretching myself musically in
new directions. For example, for the past two years
I have been directing a little church choir that can
vary in size from just three sopranos to a full four-
part choir of eighteen. Recently I gave myself the
challenge of writing something new each week for
them for three months! It was a really interesting
thing to do and resulted in some simple new
choral material that will eventually be put into the

This is a picture of me in
a Swedish forest, hunting
Jfor wildlife to photo-

graph!

Check out Marys Music
Cupboard on Facebook
as well!
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Music Cupboard. Last Christmas I wrote a carol
for this choir — Lulla, /ulla — and that is available
from Faber Music’s choral site www.choralstore.
com. (It was so popular we were asked to sing it as
an extra item in
all our Christmas
services.) Recently
I have started
writing secular
choral pieces too,
and I will start to
put those in the
Cupboard soon.

Although my
early published
material was
mostly for violin,
a few years ago I
started teaching
beginner cello as
well, so we could
have ‘home-grown’
cellists for my
youngest pupil
string quartets.
This ‘cello project’
was very popular,
and eventually I began to get parents asking if
they could start playing cello too. Now I have
quite a few adult cello pupils, and we often have
cello duet and trio sessions. So this is why there
is a lot of cello material in the Music Cupboard!
(And there will be more).

I get quite a lot of commissions for schools and
education outreach projects, and I am hoping to
start work on a new commission this autumn. It
will be for strings, wind and brass, so lots of great
sound combinations there!

Are there any new materials in development?

At the moment there is still a big pile of mate-
rial that I am doing the final ‘polishing’ on, ready
to add to the Cupboard. (As I write something
almost everyday, this pile never seems to get any
smaller.) The plan is to add new items each week,
and get a feel for what people like. We hope to
attract teachers, parents, pupils, and just ‘players’
too. For me it is an exciting opportunity to offer
music for other instruments as well as for strings.
I have always thought of myself as a musician/
educator/composer and love experimenting with
combinations of instruments, and with sound
worlds. Mary’s Music Cupboard is just a brilliant
part of my life: now I have somewhere to put all
that creativity!

P.S. There are some free things to download in the
Cupboard too: check out GAMES and FREE
STUFF.
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Sommaren dr slut och allt skont slappande dr
borta. Som vanligt sd gick lovet alldeles for fort.
De flesta hiir uppe i Mellansverige klagar pd det
daliga vidret som varit, och det kanske stimmer.
Sjalv tycker jag att det har varit bra vider, men jag
har nog haft turen att vara pa ritt stille.

Mitt folkmusikliger gick vildigt bra med
ménga trevliga deltagare och lirare. Vi spelade,
dansade, lekte, hade badutflykt och var pa spel-
mansstimma. Jag hade en ny lirare pi cello,
Ingrid Ericson fran Stockholm, och det fungerade
mycket bra. Ingrid dr uppvuxen i Delsbo, s vi
spelade i samma ungdomsorkester nir vi var unga.
Det dr roligt att kunna tréiffas som vuxna och
samarbeta. Cellisterna fick verkligen ligga i och
spela. Ingrid 6vade sd hart med dem att jag fick
plistra om deras fingertoppar for att de skulle
kunna spela vidare. Ligret hade dven en fritids-
ledare. Hon sag till att alla fick vara med pa olika
aktiviteter, och ingen hamnade pa sidan av. Hon
hjélpte ocksa till med nattron, sa jag fick sova pa
nitterna. Ligret avslutades med en speldag med
gruppen TOSABB (www.tosabb.se). Det kunde
inte bli bittre dn det blev. TOSABB lirde ut nigra
litar som Dan forberett under veckan och vi bade
spelade, sjong och dansade till. Dagen avslutades
med en konsert pi hembygdsgirden med bide
ligerdeltagarna och TOSABB. En toppendag for
alla! Jag kan verkligen rekommendera dem. Eller
kom hit nista sommar, for di hoppas jag att vi far
spela med dem igen. Sedan fl6t sommaren pi med
spelmansstimmor i regn och lite spelningar hér
och dir.

Nu har héstterminen startat och alla har sikert
upplevt samma kaos som jag nir det giller att fa
ihop sitt schema. Jag har férmanen att kunna aka
ut till skolorna och undervisa pa skoltid. Jag har
fatt mota manga positiva klassldrare, som star ut
med att vi frin kulturskolan kommer och linar
barnen.

Efter allt pusslande f6r att inte krocka med
gympan, sl6jden, badtiderna och lunchen, si 4r
mitt schema dntligen klart. Trodde jag. I dag kom
en kollega med en nyanmilan pi fiol f6r en pojke!

Jag blir ju jitteglad att det dr en

pojke och att han vill spela fiol, men

var ska jag fa plats med honom?

Jag har fitt dtta nyborjare pa fiol
och en elev pa cello! I Timr fanns

det inga celloelever tidigare, sa jag dr

sirskilt glad 6ver den eleven. Jag har
heller inte undervisat pa cello tidigare
men har blivit lovad att f4 hjilp av
cellopedagog-vinner. Jag har till och med
képt mig en egen cello sé jag kan 6va lite
hemma.

Naturligtvis slutade tvé elever nu i terminsstar-
ten och det kinns alltid trakigt, sirskilt nér de dr
duktiga. Jag tror att manga kinner besvikelse och
misslyckande nir elever slutar. Vi ger s mycket av
oss sjilva, sa det gor lite ont i sjilen nér de limnar
tillbaka sin hyrda fiol. Jag har tidigare skrivit om
mina egna upplevelser, och tydligen finns det fler
in jag som kinner likadant.

Hir kommer ett brev som jag fick i maj frin en
av véra strikldrarkollegor:

Hej Marita!

Jag vill bara tacka si hemskt mycket for din skrivelse i
ESTA nr. 1. Den har blivit liggande tills jag nu hade
tid att lisa den. Jag kinner precis som du och ligger
alltid skulden pi mig sjilv nir en elev vill sluta.

Vad har jag gjort for fel? Vad borde jag gjort an-
norlunda?

Jag tror att mycket ligger i hur barnens virld dr
idag. Man képer till exempel ett X-box-spel, sitter
med det ndgra timmar, och sen kan man det. Da dr
man klar med det och kiper ett nytt. Allting gir si
snabbt, och mdanga barn kan nog inte riktigt se att det
ar ett lingsiktigt arbete att lira sig ett instrument.
Man vill kunna "varva’ det pa ett par timmar och
direfter kunna spela Fairytale precis som Alexander
Rybak. Och att sen fordldrarna har sa mycket att
gora att de inte hinner 6va med sina barn, dr nog en
annan starkt bidragande orsak.

Jag kommer att klippa ut artikeln och forséka
komma ihdg att titta pa den varje ging en elev slutar,

Jfor att paminna mig sjilv om att jag dtminstone inte
ar ensam.

Tack!

Moh violinpedagogen.

Ar ni flera som kinner igen er si hor girna av er
till mig. Det dr alltid littare om man far lite st6d
pa sin livsresa, och det kostar si lite att bjuda p
sig sjélv.

Med vinlig hilsning

Marita Sandberg — fiolpedagog
marita.sandberg@bredband2.com
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Strdkdagarhotell

Svenska Striklirarforbundet har ett avtal med
Quality Hotel Konserthuset i Malmé om ett £6r-
manligt pris f6r medlemmar under Strakdagarna.
Priset dr 750 kr inklusive moms. Uppge koden

"strakdagarna’.

Tavling

Den fjortonde upplagan av the International
String Competition Rudolf Matz dger rum 3-15
januari 2013 i Cakovec i Kroatien. Tavlingen
anordnas av ESTA Kroatien och ir uppkallad
efter den kroatiske kompositoren, cellisten och
dirigenten Rudolf Matz. Violinister, violaster och
cellister tivlar mot varandra i sex olika kategorier
uppdelade efter antalet studiear. Deltagarna fir
dessutom delta i mistarklasser med jurymedlem-
marna. Anmilan senast 15 november 2012.
www.hdgp.hr

Kvartettdrama

Filmen ”A Late Quartet”, om en fiktiv New
York-baserad strikkvartett, hade premiir 10 sep-
tember under Torontos internationella filmfestival.
Filmen ir regissoren Yaron Zilbermans forsta
spelfilm, till vilken han ocksa har skrivit manus
tillsammans med Seth Grossman. Och han har
lyckats samla en fantastisk skddespelarensem-

ble, med namn som Philip Seymour Hoftman,
Christopher Walken, Catherine Keener och Mark
Ivanir. I en mindre roll syns dven den svenska
mezzosopranen Ann Sofie von Otter.
Handlingen kretsar runt en kind strikkvar-
tett, som precis ska fira sitt 25-arsjubileum som
ensemble med en konsert med Beethovens sena
strikkvartetter. Firandet forvandlas dock till en
smiltdegel av konflikter och kidnslostormar, nir
kvartettens cellist och grundare, Peter (Walken),
far diagnosen Parkinson och inser att jubileet
ocksd kommer att bli hans sista framtridande.
Den smirtsamma nyheten sitter andra stenar i
rullning. Aktenskapet mellan andreviolinisten
Robert (Hoffman) och violasten Juliette (Keener)
borjar knaka, samtidigt som Robert blir allt hog-
ljuddare i sina krav pa att han och férsteviolinisten
Daniel (Ivanir) ska dela pd primarieuppgifterna.
Nir Daniel till rdga pé allt inleder en affir med
Roberts och Juliettes dotter, ocksd hon en lovande
violinist, sa har vi en intrig som heter duga.
Filmens ledmotiv ir Beethovens strikkvartett i
c-moll opus 131, inspelad av the Brentano Quar-
tet. Filmens skidespelare var tvungna att "ldra sig”
ungefir 30 fraser for att verka realistiska framfor
kameran. Den fiktiva kvartetten dr skapad med
flera kinda strikkvartetter som forlaga: the Guar-
neri Quartet, Quartetto Italiano och the Emerson
Quartet. Filmen har amerikansk biografpremiir
2 november, det dterstir att se om den fir svensk
distribution.

In memoriam

Violinvirtuosen Ruggiero Ricci har avlidit i en
alder av 94 ir. Ricci blev kind som underbarn for
sin tekniska briljans och méngfacetterade tonbild-
ning, och dessa faktorer ssmmanstrilade i vad
mdnga anser dr de mest fullindade inspelningarna
av Paganinis konserter och capricer. Ruggiero
Ricci var ocksd en hingiven pedagog som skrev
mycket om violinteknik, och som undervisade vid
Indiana University, the Juilliard School och Uni-
versity of Michigan.

Juilliard till Kina

'The Juilliard School planerar att utoka sin verk-
samhet genom att for forsta gingen i sin 107-4riga
historia 6ppna en filial utanfér New York. I
Tianjin i Kina, knappt 50 mil sydést om Beijing.
Det hir ar forsta gingen ett musikkonservatorium
fran vist gor en liknande satsning i Kina, och om
projektet gar i las kan det nya institutet 6ppnas
redan 2015. 43 av de knappt 700 studenterna pi
Juilliard School kommer idag frin Kina, varav 11
ir strikmusiker.
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Till salu: Violoncell byggd av Giambattista Bodio, Venedig 1820,
Sebastian Skarp Violinateljé, Regeringsgatan 72, 111 39, STHLM
Tel: 08-22 24 20, www.sebastianskarp.se



