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Abstract	  

Among	   music	   educators	   and	   particularly	   violinists,	   Otakar	   Ševčík	   and	   his	  

violin	   method	   are	   accepted	   as	   important	   parts	   of	   the	   music	   education	   heritage.	  

Starting	  from	  the	  initial	  stages	  of	  teaching	  and	  learning	  the	  violin,	  and	  reaching	  the	  

most	  advanced	  thematic	  constructs,	  Ševčík’s	  educational	  work	  is	  the	  only	  one	  which	  

covers	  in	  its	  content	  the	  widest	  –	  if	  not	  the	  whole	  –	  breadth	  of	  violin	  education,	  and	  

debates	  in	  the	  most	  fervent	  way	  many	  variable	  approaches	  on	  musical	  and	  technical	  

topics.	  

However,	  even	  if	  its	  educational	  value	  is	  constantly	  acknowledged,	  nowadays	  

it	  is	  not	  widely	  used	  in	  music	  teaching,	  as	  it	  is	  characterised	  by	  many	  instrumentalists	  

as	  boring,	   complex,	  or	  difficult	   to	  understand.	  The	   surprising	   fact	   to	  all	   this	   is	   that	  

during	   the	   end	   of	   the	   nineteenth	   and	   till	   the	  mid-‐twentieth	   century,	  more	   than	   a	  

thousand	  registered	  students	  were	  effectively	  taught	  directly	  by	  Ševčík	  through	  this	  

method,	   while	   many	   others	   supported,	   used	   and	   were	   devoted	   to	   it,	   reaching	  

through	  its	  path	  of	  knowledge	  their	  highest	  performing	  or	  teaching	  potential.	  

My	   research,	   seeking	   to	   define	   a	   deeper	   understanding	   of	   the	   Ševčík	  

‘phenomenon’,	   offers	   a	   conceptual	   analysis	   to	   his	   entire	   educational	   approach,	  

based	   on	   correlated	   to	   his	   life	   and	  work	   explicit	   and	   implicit	   links	   of	   information.	  

Using	   three	   different	   but	   equally	   important	   sets	   of	   data	   –	   the	   context	   of	   the	  

method’s	   existence,	   the	   content	   of	   the	   method’s	   26	   Opuses,	   and	   the	   method’s	  

aspects	   of	   teaching	   and	   learning	   –	   my	   thesis	   finally	   justifies	   the	   hypothesis	   that	  

Ševčík’s	  work,	   indeed,	   comprises	   a	   complete	   teaching	   and	   learning	  method,	  which	  

provides	  the	  opportunity	  for	  a	  solid	  and	  holistic	  study	  on	  violin	  performance.	   
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• As	  the	  3rd	  chapter	  of	  this	  research	  work	  includes	  illustrations	  and	  examples	  
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	  Introduction	  

Among	  music	  educators,	  and	  violinists	  in	  particular,	  Otakar	  Ševčík’s	  work	  on	  

violin	   teaching	   and	   learning	   seems	   to	   be	   accepted	   as	   an	   important	   part	   of	  music	  

education	  heritage.	  Starting	  with	  the	  initial	  stages	  of	  teaching	  and	  learning	  the	  violin,	  

and	  reaching	  the	  most	  advanced	  thematic	  constructs,	  it	  covers	  a	  wide	  range	  of	  violin	  

education,	  and	  debates	  many	  variable	  approaches	  to	  musical	  and	  technical	  topics.	  	  

However,	   since	   I	   completed	   Otakar	   Ševčík’s	   ‘method’	   as	   a	   student	   and	  

started	  to	  teach	  professionally	  myself,	  I	  always	  had	  these	  questions	  in	  my	  mind:	  how	  

could	  it	  be	  possible	  for	  a	  man	  who	  had	  so	  many	  students,1	  who	  offered	  such	  positive	  

potential	  for	  teaching,	  and	  provided	  so	  much	  different	  information	  about	  the	  violin’s	  

educational	   journey,	   not	   to	   have	   incorporated	   into	   his	   writings	   a	   fundamental	  

teaching	  and	   learning	  procedure	  –	  a	   teaching	  and	   learning	   concept	  per	   se?	  Was	   it	  

Ševčík’s	  dedication	  to	  and	  talent	  for	  teaching	  that	  made	  a	  difference	  to	  the	  learning	  

outcome,	  or	  is	  there	  a	  missing	  link	  excluding	  us	  from	  reproducing	  the	  same	  effective	  

educational	  results	  as	  Ševčík	  himself	  achieved?	  

 
 

                                                
1	   	   Ševčík	   taught	  more	   than	  a	   thousand	  students.	  A	   list	  of	  most	  of	   them	   is	   included	   in	  part	  2	  of	   the	  
Appendix	  of	  this	  thesis	  as	  a	  tribute	  and	  further	  reference	  to	  his	  teaching	  achievements.	  The	   list	  has	  
been	  copied	   from	  the	  Seznam	  Žáků	  Prof.	  Otakara	  Ševčíka	  by	  Norbert	  Kubát,	  an	  excerpt	   included	   in	  
Otakar	  Ševčík,	  Sborník	  statí	  a	  vzpomínek,	  Vladimir	  Šelf,	  1953,	  Státní	  nakladatelství,	  Krásné	  literatury,	  
Hudby	  a	  Umění.	  
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The	  Hypothesis	  

Twenty-‐five	   years	   of	   experience	   with	   Ševčík’s	   work	   led	   me	   to	   realise	   that	  

nothing	  is	  random	  in	   its	  content.	  There	  are	  always	  further	   implicit	  connections	  and	  

associations	   between	   the	   huge	   number	   of	   different	   exercises,	   or	   the	   musical-‐

technical	  variations.	  Thus,	  from	  my	  point	  of	  view,	   if	  a	  violinist	  –	  student	  or	  teacher	  

alike	   –	   uses	   this	  work	  with	   a	   critical	   yet	   open-‐minded	   approach,	   then	   a	   complete	  

training	   and	   mastery	   of	   the	   specific	   instrument	   can	   be	   achieved,	   no	   matter	   the	  

educational	   circumstances	   or	   the	   person’s	   individual	   musical	   or	   technical	  

characteristics	  and	  potential.	  	  

For	  all	  this	  then,	  the	  notion	  that	  Ševčík’s	  work	  comprises	  a	  complete	  teaching	  

and	  learning	  method,	  providing	  the	  opportunity	  for	  a	  solid	  and	  holistic	  study	  on	  violin	  

performance	   might	   well	   prove	   accurate.	   However,	   this	   latter	   statement	   can	   be	  

expressed	  only	  as	  my	  main	  hypothesis	  at	  this	  point,	  as	  no	  explicit	  elements	  exist	  for	  

its	  justification	  in	  the	  limited	  bibliography	  concerning	  Otakar	  Ševčík,	  his	  life	  and	  work	  

(Winn,	   1905;	   Hayes,	   1912;	   Sass,	   1909;	   Nopp;	   1948;	   Šelf,	   1953;	   Mignotti,	   1957).	  

Moreover,	   in	   this	   same	   literature,	   no	   personal	   testimony	   from	   Ševčík	   confirms	  

whether	   or	   not	   he	   worked	   towards	   a	   consistently	   interconnected	   synthesis	   of	  

variations,	   exercises	   and	   musical	   pieces,	   or	   even	   a	   sum	   of	   teaching	   and	   learning	  

approaches	  which	  cover	  the	  whole	  range	  of	  violin	  performance:	  a	  complete	  method	  

of	  violin	  education.	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   17 

My	  Research	  Approach	  

Following	  the	  path	  of	  my	  personal	  hypothesis,	  this	  thesis	  will	  address	  Otakar	  

Ševčík’s	  violin	  teaching	  and	  learning	  work,	  exploring	  answers	  to	  the	  aforementioned	  

research	   questions.	   This	  might	   lead	   the	   reader	   to	   expect	   a	   ‘performance	   practice’	  

orientated	   investigation,	   as	   my	   topic	   is	   usually	   linked	   to	   that	   part	   of	   the	   music	  

domain.	  However,	  not	   intending	   to	   follow	   such	  a	   single-‐faceted	  modus	  operandi,	   I	  

will	  adopt	  a	  multidisciplinary	  research	  methodology	  which	  is	  capable	  of	  embracing	  in	  

the	   process	   of	   research,	   disciplines	   such	   as	  music	   education,	   psychology	   of	  music,	  

music	   analysis	   and	   historical	   musicology.	   In	   this	   manner,	   I	   believe	   that	   a	   more	  

functional	   analysis	   can	   be	   achieved,	   and	   deeper	   meaning	   extracted	   from	   my	  

research’s	  content.	  	  

Because	  of	  this	  multi-‐faceted	  outlook	  I	  intend	  to	  employ,	  I	  would	  also	  suggest	  

that	  readers	  from	  a	  range	  of	  backgrounds	  might	  find	  this	  research	  informative.	  This	  

range	  might	   include	  music	   academics,	   violin	   teachers,	   violin	   performers	   as	  well	   as	  

performers	   of	   other	   instruments.	   The	   wider	   spectrum	   of	   musicians	   could	   adopt	  

elements	   of	   my	   thesis,	   incorporating	   them	   into	   their	   own	   engagement	   with	   their	  

own	  disciplines	  as	  best	  befits	  the	  specificities	  of	  their	  field.	  	  

Suggesting	  such	  a	   readership	   for	  a	   subject	   that	   seems	  perhaps	  narrow	  may	  

seem	  extravagant,	  however.	  Therefore,	  let	  me	  explain	  further,	  in	  order	  to	  provide	  a	  

clearer	  picture	  of	  the	  course	  I	  have	  chosen	  to	  take	  to	  explore	  my	  topic.	  
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Considering	   the	   title	   of	  my	   thesis	   (A	  Conceptual	  Analysis	   of	  Otakar	   Ševčík’s	  

Method:	   A	   Cognitive	   Approach	   to	   Violin	   Teaching	   and	   Learning),	   I	   try	   to	   present	  

certain	  branches	  of	  music	  that	  I	  intend	  to	  work	  with	  from	  the	  outset.	  These	  branches	  

are	  music	  education,	  music	  analysis,	  performance	  practice	  and	  historical	  musicology.	  

Each	  of	  these	  will	  be	  employed	  in	  order	  to	  reveal	  the	  idea	  and	  underlying	  meanings	  

of	   Ševčík’s	   work,	   and	   to	   assess	   the	   ways	   in	   which	   they	   have	   an	   impact	   on	   our	  

understanding	  (Tight,	  2003:	  196).	  I	  intend	  to	  use	  these	  different	  areas	  in	  conjunction	  

with	  each	  other	  in	  order	  to	  examine:	  

1.	  the	  musical	  environment	  that	  existed	  and	  still	  exists	  around	  Ševčík	  and	  his	  

work	  (using	  the	  historical	  musicology	  discipline);	  

2.	   the	   work’s	   musical	   and	   technical	   construct	   (using	   the	   music	   analysis	  

discipline);	  	  

3.	  the	  notions	  and	  elements	  of	  instrumental	  teaching	  and	  learning	  relevant	  to	  

Ševčík’s	   work	   (using	   the	   music	   education	   and	   psychology	   of	   music	  

disciplines).	  	  

Finally,	   in	   an	   attempt	   to	   answer	   as	   better	   as	   I	   can	   the	   central	   research	  

questions	  which	  motivate	  this	  thesis,	  I	  will	  assemble	  an	  in-‐depth	  view	  of	  the	  function	  

and	  meaning	  behind	  the	  many	  Opuses,	  which	  according	  to	  my	  hypothesis	  comprise	  

Ševčík’s	  complete	  violin	  method.	  

For	   all	   these,	   I	   plan	   to	   engage	   two	   interconnected	   approaches.	   These	   will	  

structure,	  permeate	  and	  shape	  my	  end	  product.	  	  

The	   first	   approach	   will	   be	   philosophical	   in	   nature.	   I	   will	   elaborate,	   for	  

instance,	  on	  Ševčík’s	  philosophy	  in	  undertaking	  such	  a	  task,	  the	  work’s	  character	  as	  it	  

derives	  from	  its	  content,	  and	  the	  final	  impact	  this	  violin	  teaching	  and	  learning	  work	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   19 

achieved	   during	   Ševčík	   ’s	   lifetime.	   Considering	   the	   limited	   critical	   attention	   which	  

Ševčík	   has	   received	   to	   date,	   this	   thesis	   will	   attempt	   to	   redress	   the	   balance,	  

positioning	   Ševčík	   as	   a	   central	   figure	   in	   the	   history	   and	   technical	   and	   musical	  

developments	  of	  the	  violin.	  	  

I	  need	  to	  mention,	  nevertheless,	  that	  to	  identify	  why	  and	  how	  Ševčík	  created	  

such	   an	   important	   work	   will	   not	   be	   my	   only	   aim	   here.	   I	   would	   rather	   say	   that,	  

despite	  the	  explicit	  nature	  of	  this	  information,	  it	  remains	  a	  means	  to	  an	  end.	  For	  me,	  

a	   major	   outcome	   and	   achievement	   of	   this	   thesis	   would	   be	   to	   initiate	   thoughts	  

concerning	   the	   wider	   philosophical	   regime	   existing	   around	   works	   of	   instrumental	  

music	   teaching	   and	   learning	   and	   instrumental	   mastery.	   Towards	   the	   end	   of	   my	  

thesis,	  I	  hope	  that	  I	  will	  be	  able	  to	  offer	  at	  least	  a	  few	  relevant	  stimuli	  regarding	  this	  

direction.	  

Referring	  to	  the	  second	  approach,	  it	  will	  be	  more	  ‘technical’	  in	  nature,	  mainly	  

incorporating	   the	   relevant	   teaching	   and	   learning	   concepts	   comprised	   in	   such	   an	  

educational	   construct.	   For	   this,	   I	   do	   not	   claim	   that	   this	   aspect	   of	   my	   research	  

transforms	  my	  thesis	   intentionally	   into	  a	  ‘how-‐to’	  manual	  of	  teaching	  and	  learning,	  

though	   I	  will	  provide	  a	   thorough	  analysis	  of	  Ševčík’s	  work	  at	  many	  different	   levels.	  

What	   I	   intend	   to	   achieve	   is	   to	   provide	   a	   grounding	   framework	   for	   how	  we	  might	  

understand	   this	   work	   educationally	   rather	   than	   how	   we	   practise	   it;	   that	   is,	   to	  

consider	  the	  questions	  of	  whether	  there	  is	  a	  specific	  educational	  system	  permeating	  

the	   content,	   if	   there	   is	   inherently	   a	   consciously	   established	   teaching	   and	   learning	  

concept	  –	  a	  cognitive	  approach	  to	  violin	  teaching	  and	  learning	  per	  se.	  	  	  	  	  	  	  	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   20 

Methodology	  

Researching	  this	  topic	  of	  violin	  education	  from	  an	  academic	  point	  of	  view	  is	  a	  

complex	  task.	  It	  is	  also	  the	  very	  first	  attempt	  at	  investigating	  Otakar	  Ševčík’s	  work	  so	  

extensively,	  and	  is	  naturally	  limited	  in	  its	  scope.	  There	  is	  no	  basis	  from	  which	  to	  start,	  

and	  there	  are	  so	  many	  ideas	  to	  explore.	  Nevertheless,	  understanding	  that	  I	  need	  to	  

specifically	   formulate	  my	  quest	   and	  present	  my	   thoughts	   and	   findings	   in	   a	   certain	  

order	  so	  as	  to	  achieve	  my	  goal,	  I	  decided	  to	  develop	  my	  argument	  in	  three	  stages.	  

The	   first	   stage	   (first	   chapter)	   will	   offer	   contextual	   research,	   a	   biographical	  

overview,	  and	  an	  empirical	  investigation	  of	  both	  the	  past	  and	  our	  present	  times.	  This	  

will	  provide	  the	  first	  impression	  of	  ‘the	  Ševčík	  phenomenon’.	  Ševčík’s	  biography	  will	  

be	  deployed	  as	  the	  basic	  source	  of	  historical	  information	  concerning	  his	  work,	  while	  

further	   research	   on	   related	   literature	   and	   opinions	   –	   past	   and	   present	   –	   will	   be	  

extensively	  conducted.	  	  

Of	   course,	   my	   intentions	   in	   this	   will	   not	   be	   only	   to	   offer	   raw	   data	   on	   the	  

aforementioned	   subjects.	  On	   the	  contrary,	  by	   thinking	   critically,	   I	  will	   try	   to	   reveal	  

the	  reasons	  that	   inspired	  Ševčík	  to	  undertake	  such	  an	  educational	  task.	   I	  will	  try	  to	  

bring	   to	   the	   fore	   historical	   elements	   concerning	   Ševčík’s	   pursuit,	   and	   I	   will	   try	   to	  

discern	   if	   there	   is	  a	  particular	  reason	  for	  the	  huge	  decrease	   in	  esteem	  this	  method	  

experienced	  over	  time.	  This	  will	  help	  us	  to	  rediscover	  the	  essence	  of	  Ševčík’s	  oeuvre.	  	  

The	  second	  stage	   (second	  chapter)	  will	   comprise	  a	   thorough	  analysis	  of	   the	  

work’s	  content.	  Through	  this	  analysis,	  an	  educational	  coherence	  will	  be	  established,	  

approaching	  for	  the	  first	   time	   in	  a	  single	  academic	  work	  all	   the	  26	  Opuses	   (plus	  an	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   21 

Opus	  posthumous)	  of	  Ševčík’s	  work.	  The	  Opuses	  will	  be	  analysed	  one	  by	  one,	  leading	  

to	   an	   overview	  of	   their	   explicit	   and	   implicit	   information.	   This	  will	   create	   a	   holistic	  

perception	  and	  understanding	  of	  their	  content	  and	  character.	  

Finally,	  at	  the	  third	  stage	  (third	  chapter),	  I	  will	  establish	  an	  objective	  view	  of	  

the	   work’s	   teaching	   and	   learning	   mechanism.	   Presenting	   an	   experiment	   on	   the	  

learning	   process	   as	   well	   as	   an	   educational	   analysis	   based	   on	   teaching	   methods-‐

strategies,	   I	   will	   reveal	   aspects	   of	   the	   learning	   and	   teaching	   concepts	   respectively	  

included	  in	  Ševčík’s	  writings.	  	  
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Chapter	  1	  –	  The	  context	  
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Since	  beginning	  my	  musical	  education	  at	  the	  age	  of	  five,	  I	  have	  been	  trying	  in	  

every	  possible	  way	  to	  improve	  my	  violin	  performance.	  Through	  this	  process,	   I	  have	  

realised	  that	  musical	  and	  technical	  development	  does	  not	  occur	  solely	  through	  the	  

simple	   pursuit	   of	   practising	   and	   studying	   educational	   or	  musical	   compositions	   –	   a	  

‘surface’	   (Ramsden,	  2003)	  and	   limited	  approach,	   from	  my	  point	  of	   view	  –	  but	  also	  

through	   observing	   and	   studying	   elements	   of	   composers’	   or	   educators’	   work,	   life,	  

related	   literature	  and	  historical	  presence	  –	   their	   related	   ‘context’	  per	   se.	  A	   “deep”	  

learning	   initiative	   (Ramsden,	   2003)	   is	   thus	   more	   possible,	   and	   a	   more	   efficient	  

adaptation	   of	   the	   content	   in	   use	   can	   be	   better	   achieved	   in	   a	   given	   teaching	   and	  

learning	  situation.	  According	  to	  the	  teaching	  results	  I	  have	  experienced,	  this	  ‘wider’	  

approach	  offers	  a	  better	  view	  of	  the	  ‘big	  picture’,	  comparing	  and	  ‘feeding	  back’	  signs	  

relevant	   to	   the	   correctness	   and	   coherence	   of	   the	   study’s	   approach	   to	   that	   of	   the	  

‘Intended	   Learning	   Outcomes’	   (Biggs	   and	   Tang,	   2007)	   of	   the	   educational	   content	  

under	  consideration.	  	  

Unfortunately,	   research	   suggests	   that	   the	   above	  mentioned	   ‘deep’	   learning	  

approach	  may	  be	  a	  rare	  privilege	  experienced	  by	  only	  a	   few	   instrumental	  students	  

whose	   teachers	  offer	  analogous	   teaching	  explanations	  and	  analyses	  of	   the	  content	  

they	   study.	   As	   Jørgensen	   states,	   there	   generally	   exists	   a	   huge	   gap	   of	   information	  

between	   teachers	   and	   students	   in	   instrumental	   teaching	   and	   learning	   (Jørgensen,	  

2000:	  67-‐77).	  And	  by	  the	  same	  token,	  in	  the	  case	  of	  this	  thesis,	  there	  is	  no	  reason	  to	  

believe	   otherwise	   of	   Ševčík’s	   work,	   which,	   being	   generally	   under-‐researched	   and	  

misrepresented,	  could	  easily	  fall	  into	  that	  regime	  of	  misuse,	  misunderstandings	  and	  

half-‐knowledge	  from	  both	  the	  side	  of	  teachers	  and	  students.	  	  
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Fortunately,	   contradicting	   all	   the	   above,	  many	   great	   yet	   different	   research	  

efforts	   to	   form	   a	   more	   informed	   path	   towards	   a	   better	   approach	   to	   and	  

understanding	  of	  the	  music	  education	  content	  exist	  nowadays.	  	  These	  efforts,	  which	  

have	  recently	  been	  encapsulated	  in	  the	  term	  ‘Musical	  Excellence’	  (Williamon,	  2008),	  

incorporate	   various	   levels	   and	   angles	   of	  musical	   research,	   comprising	   subjects	   like	  

effective	   teaching	   and	   learning	   (i.e.	   Hallam,	   2001;	   Chaffin	   and	   Lemieux,	   2008;	  

Jørgensen,	   2008)	   to	   historical	   performance	   practice	   (i.e.	   Boyden,	   1965;	   Stowell,	  

1985),	   as	   well	   as	   aesthetics	   and	   music	   analysis	   (i.e.	   Rink,	   2003).	   As	   these	  

collaborative	  research	  efforts	   try	  to	  articulate	   functional	  educational	   links	  between	  

seemingly	   unrelated	   but	   yet	   neighbouring	   musical	   subjects,	   they	   form	   a	   more	  

effective	  educational	  basis,	  which	  hopefully	  closes	  the	  teaching	  and	  learning	  ‘gap	  of	  

flowing	  information’	  that	  Jørgensen	  postulates	  in	  his	  study.	  	  

Drawing	  stimuli	  and	  knowledge	  from	  the	  wider	  research	  endeavour	  in	  music	  

teaching	   and	   learning	   identified	   above,	   this	   chapter	   of	   my	   thesis	   takes	   a	  

collaborative	   approach	   to	   the	   use	   of	   ‘historical	  musicology’	   and	   ‘music	   education’	  

disciplines	  in	  order	  to	  approach	  more	  efficiently	  Ševčík’s	  work.	  Thus,	   in	  researching	  

and	  presenting	  elements	  and	  facts	  sourced	  not	  only	  from	  Ševčík’s	  life	  but	  also	  from	  

contemporary	  to	  his	  life	  opinions	  as	  well	  as	  from	  current	  to	  our	  times	  stances	  to	  his	  

work,	  with	   this	  part	  of	  my	   research	   I	  will	   endeavour	   to	   construct	   a	  more	   rounded	  

attitude	  towards	  the	  ‘person’	  and	  ‘educational	  work’	  I	  examine	  here.	  	  

Central	   preoccupations	   of	   this	   chapter	   of	   my	   thesis	   –	   the	   aim	   of	   Ševčík’s	  

work,	  its	  breadth,	  its	  contextual	  character	  and	  its	  links	  to	  final	  educational	  results	  in	  

different	  eras	  –	  will	  be	  explored	  from	  a	  historical	  point	  of	  view,	  with	  evidence	  given	  

in	   support	   of	   the	   work’s	   original	   conception,	   of	   the	   application	   for	   which	   it	   was	  
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originally	  intended,	  and	  of	  the	  work’s	  transformed	  educational	  character	  throughout	  

the	  passing	   years.	   I	  will	   also	  examine	  perceptions	  of	   the	  work	   in	  past	   and	  present	  

years	  and	  provide	  a	  related	  literature	  overview.	  Ultimately,	  all	  this	  will	  go	  some	  way	  

to	   creating	   a	   grounding	   knowledge	   of	   the	   educational	   characteristics	   of	   Ševčík’s	  

wider	   ‘context’,	   offering	   further	   fertile	   ground	   for	   an	  even	  deeper	  analysis	  of	  how	  

this	  work	  could	  constitute,	  according	  to	  my	  hypothesis,	  a	  complete	  violin	  method.	  
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1.1.	  Ševčík’s	  Era	  –	  His	  Life	  

It	   is	   widely	   accepted	   (Boyden,	   1965;	   Stowell,	   1985)	   in	   violin	   performance	  

history	  that	  the	  eighteenth	  and	  the	  early	  nineteenth	  centuries	   laid	  the	  foundations	  

for	  experimentation	  and	  evolution	  of	  violin	  performance,	   in	  addition	  to	  sowing	  the	  

‘seed’	  for	  further	  advancements	  in	  music	  teaching	  and	  learning.	  With	  the	  passing	  of	  

the	   first	   half	   of	   the	   eighteenth	   century,	   despite	   the	   continued	  dominance	  of	   Italy,	  

and,	   to	   a	   lesser	   extent,	   of	   Germany	   and	   France,	  many	   other	   countries	   –	   Belgium,	  

Russia,	  Switzerland,	  America,	  Poland,	  Hungary	  and	  Scandinavia	  –	  saw	  the	  beginning	  

of	   a	   violin	   tradition,	   and	   an	   improvement	   in	   its	   level	   of	   performance.	   Violin	  

performers	   and	   pedagogues	   like	   Geminiani	   (1751),	   Tartini	   (1771;	   1798),	   Leopold	  

Mozart	   (1756),	   Campagnoli	   (1797)	   and	   Jean-‐Baptiste	   Cartier	   (1798)	   represented	   a	  

new	  aspect	  of	  violin	  education	  in	  the	  European	  continent,	  while	  through	  their	  work,	  

a	  more	  detailed	  and	  demanding	  pedagogical	  framework	  started	  to	  emerge.	  

It	  was	   in	   the	   early	   nineteenth	   century,	   however,	   that	   the	   dissemination	   of	  

music	  enjoyed	  its	  greatest	  polyphonia,	  embracing	  men	  from	  different	  social	  classes,	  

with	   different	   artistic	   concerns	   and	   expressive	   needs,	  men	  who	   created	   and	   lived	  

entirely	  through	  music.	  The	  violin	  had	  survived	  the	  social	  and	  cultural	  upheavals	  and	  

the	  general	  turmoil	  of	  the	  last	  two	  hundred	  and	  fifty	  years	  as	  a	  faithful	  companion	  to	  

the	  musician,	  creating	  by	  this	  point	  a	  versatile	  and	  powerful	  tradition	  which	  rapidly	  

evolved	   into	  a	  complex	  discipline.	  For	  all	   this,	  a	  more	  specific	  need	  for	  educational	  

support	  and	  technical	  achievement	  emerged,	  and	  it	  was	  not	  long	  before	  composers	  

and	   performers	   like	   Rode,	   Baillot	   and	   Kreutzer	   (1803),	   Baillot	   (1834),	   Viotti	   –	  
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Habeneck	   (1840),	  Mazas	   (1830;	  1832),	   Spohr	   (1832),	  Paganini,	   Zimmerman	   (1840),	  

Wohlfahrt	  (1840),	  Corret	  (1831),	  and	  Wlcžek	  (1833),	  among	  others,	  started	  to	  shape	  

a	   far	   more	   qualitative	   and	   specialised	   framework	   for	   violin	   studies	   and	   treatises	  

compared	  to	  the	  previous	  century.	  Countries	  like	  Austria,	  Poland	  and	  Czechoslovakia	  

established	  a	  more	  refined	  network	  of	  music	  schools	  and	  venues,	  taking	  as	  a	  result	  

the	  first	  steps	  towards	  the	  Eastern	  European	  musical	  mastery	  that	  would	  follow.	  	  	  	  	  

	  

Figure 1. Otakar	  Ševčík	  

In	   this	   distinctive	   relocation	   of	   the	   violinistic	   art	   and	   education,	   from	   the	  

European	  west	   to	   its	  east,	  Otakar	  Ševčík	   (Figure 1),	   son	  of	   Josef	  and	  Josefa	  Ševčík,	  

was	  born	  in	  the	  Czech	  village	  of	  Horažd‘ovice	  on	  22	  March	  1852,	  and	  would	  go	  on	  to	  

dedicate	  his	  life	  to	  violin	  education	  and	  to	  the	  composition	  of	  a	  distinguished	  –	  as	  it	  

appeared	  from	  its	  results	  later	  on	  –	  teaching	  and	  learning	  violin	  work.	  His	  father	  was	  

a	  teacher	  at	  a	  local	  school,	  and	  although	  he	  had	  no	  direct	  connection	  with	  the	  world	  

of	  music,	   he	  did	   conduct	   the	   local	   church	   choir.	   This	   is	   the	   reason	  why	   the	   young	  

Otakar	  became	  involved	  in	  singing,	  his	  first	  contact	  with	  music	  being	  church	  hymns	  

and	  vocal	  music.	  Starting	  singing	  lessons	  with	  his	  father	  at	  the	  age	  of	  six	  (1857),	  he	  
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learned	  to	  read	  music	  without	  great	  difficulty	  and	  just	  a	  year	  later	  (1858)	  was	  singing	  

in	  church	  services.	  Anxious	  not	  to	  waste	  time,	  his	  father	  began	  to	  teach	  him	  first	  the	  

piano	  and	  a	  little	  later	  the	  violin.	  	  

Ševčík	  took	  to	  the	  violin	  immediately	  and	  made	  rapid	  progress.	  His	  affection	  

for	   the	   instrument	   and	  his	   talent	   as	   a	   performer	  were	   clear	   from	   the	   start	   and	   in	  

1861	  he	  made	  his	  first	  public	  appearance	  as	  a	  violinist,	  performing	  in	  the	  little	  town	  

of	   Horažd‘ovice	   a	   rather	   difficult	   piece	   for	   a	   boy	   of	   his	   age,	   the	   Variations	   by	  

Kalliwoda.	  	  

Although	   it	   seemed	   that	   Ševčík	   could	   look	   forward	   confidently	   to	   an	  

illustrious	   career,	   his	   father	   had	   other	   plans.	   He	   did	   not	  wish	   his	   son	   to	   pursue	   a	  

formal	  music	  education,	  and	  thus	  enrolled	  him	  at	  the	  Academic	  High	  School	  (1862)	  

although	  the	  boy	  would	  continue	  his	  regular	  violin	  lessons,	  studying	  under	  W.	  Bauer.	  

With	   little	   interest	   in	   his	   school	   lessons	   and	   with	   no	   particular	   fondness	   for	   the	  

sciences,	  Ševčík	  did	  not	  last	  long	  at	  school.	  He	  tried	  to	  find	  more	  and	  more	  time	  for	  

the	  violin,	  failing	  many	  of	  his	  school	  exams	  and	  finally	  leaving	  at	  the	  age	  of	  fourteen.	  	  

It	   was	   a	   different	   story	   with	   the	   violin,	   however.	   Ševčík	   made	   continual	  

progress	   and	   in	   1865	   gave	   his	   first	   solo	   recital,	   once	   again	   in	   the	   little	   town	   of	  

Horažd‘ovice.2	  He	  then	  decided	  to	  take	  the	  entrance	  exams	  for	  a	  place	  at	  the	  Prague	  

Conservatory.	  Despite	  three	  attempts,	  he	  failed	  to	  secure	  a	  place.	  The	  committee’s	  

justification	  for	  rejecting	  him	  was	  that	  he	  had	  no	  talent,	  as	  Ševčík	  himself	  reported	  in	  

a	  personal	  discussion	  with	  Ben	  Hayes.3	  Finally,	  after	  much	  studying	  and	  practice,	  he	  

managed	   to	   pass	   the	   Conservatory	   exams	   in	   1866,	   entering	   the	   second-‐year	   class	  

                                                
2	  Confirmed	  by	  testimony	  which	  appears	  in	  Nopp’s	  (1948)	  The	  life	  and	  work	  of	  Prof.	  Ševčík.	  
3	   “Talent!	   Vocation!	   Why,	   when	   I	   was	   a	   youngster,	   I	   was	   rejected	   three	   times	   at	   the	   preliminary	  
examination	   at	   the	   Prague	   Conservatorium	  on	   the	   ground	   that	   I	  was	   ‘absolutely	   lacking	   in	   talent’”	  
(Hayes,	  1912).	  
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under	   Mildner	   and,	   later,	   Antonin	   Sitt.	   The	   following	   year	   (1867),	   he	   changed	  

teacher	   for	   a	   third	   and	   last	   time,	   entering	   the	   class	   of	   Antonin	   Bennewitz,	  whose	  

teaching	  methods	  were	  controversial.4	  	  

All	   this	   time,	   while	   excited	   by	   his	   violin	   success,	   the	   young	   Ševčík	   did	   not	  

study	  particularly	  diligently.	  Nevertheless,	  this	  suddenly	  changed,	  and	  with	  the	  help	  

and	  encouragement	  of	  his	  father,	  Ševčík	  reorganized	  his	  study	  habits	  and	  increased	  

the	  time	  he	  spent	  practising.	  Often,	  he	  was	  taking	  it	  to	  unreasonable	  extremes.	  He	  

himself	  relates	  that:	  

After	   I	   had	   given	   up	   my	   grammar	   school	   career	   and	   was	   admitted	   at	   the	  

conservatoire,	   all	   I	   had	   to	   do	  was	   to	   play	   the	   violin.	   I	   lived	   like	   a	   carefree	   baron	   and	  

practiced	  only	   two	   to	   three	  hours	  a	  day,	  assuming	   that	   this	  would	  be	  enough.	  During	  

the	   summer	   holidays	   I	   went	   home	   where	   my	   father	   soon	   found	   out	   that	   I	   was	   not	  

working	  hard	  at	  all.	  One	  day	  he	  woke	  me	  up	  early	   in	   the	  morning.	  He	   took	  me	   to	  his	  

study,	   in	  which	  a	  music	   stand	  was	  placed	  next	   to	  a	   small	   table.	  My	   father	  used	   to	   sit	  

down	  at	  this	  table	  to	  work	  on	  his	  scores.	  This	  time	  he	  showed	  me	  the	  studies	  which	   I	  

was	  supposed	  to	  practise.	  The	  clock	  struck	  9,	  10	  and	  finally	  11	  o'clock.	  My	  father	  kept	  

on	  writing	  at	  his	  table.	  I	  had	  no	  choice,	  I	  had	  to	  keep	  on	  practicing,	  even	  though	  I	  had	  

the	  feeling	  that	  I	  could	  not	  go	  on.	  At	  noon	  I	  had	  lunch	  with	  my	  father.	  This	  schedule	  was	  

repeated	   daily	   for	   a	   whole	   week.	   After	   a	   while	   I	   did	   not	   find	   practising	   as	   hard	   and	  

sometimes	   I	  even	  practised	  7	  hours	  a	  day.	  One	  time	   I	  went	  as	   far	  as	  practising	   for	  12	  

hours,	  but	  most	  probably	  this	  was	  nonsense!	  	  

(Nopp,	  19485).	  

This	   unexpected	   development	   was	   not	   only	   a	   personal	  metamorphosis	   for	  

the	   violinist	   Otakar,	   but	   also	   had	   positive	   results	   for	   his	   early	   ideas	   about	   the	  

                                                
4	  A	  week	  before	  Ševčík	  had	  to	  play	  the	  Beethoven	  Violin	  Concerto	  in	  an	  exam,	  Bennewitz	  asked	  “Tell	  
me,	  how	  do	  you	  hold	  the	  bow?”	  Ševčík	  showed	  him	  how	  he	  held	  the	  bow,	  touching	  the	  hair	  with	  his	  
thumb.	  Bennewitz	  replied	  “Excellent!”	  Ševčík	  asked:	  “But	  Gerstner	  [a	  fellow	  student]	  does	  not	  press	  his	  
thumb	  against	  the	  hair	  and	  his	  tone	  is	  much	  bigger”.	  Bennewitz	  answered	  “That’s	  also	  fine!”	  (Nopp,	  
1948).	  
5	   Unfortunately,	   Nopp’s	   book	   was	   in	   a	   very	   bad	   condition	   when	   I	   found	   it	   during	   my	   research.	  
Therefore,	  no	  page	  numbers	  were	  retrieved	  for	  further	  reference.	  
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creation	   of	   a	   ‘method’	   for	   the	   violin.	   It	   was	   a	   change	   which	   encouraged	   the	  

realisation	  on	  the	  part	  of	  the	  young	  Ševčík	  that	  violin	  teaching	  material	  at	  the	  time	  

left	  much	   to	  be	  desired,	  and	   that	  he	  would	  have	   to	   find	  another	  way	   to	  help	  him.	  

Thus,	   he	   himself	   tells	   us,	   in	   an	   article	  written	  much	   later	   for	  Cassell’s	  Magazine,6	  

that:	  

The	  violin	  training	  in	  Prague	  at	  that	  time	  was	  pursued	  much	  on	  the	  same	  lines	  on	  

which	   it	   is	  conducted	   in	  most	  German	  Conservatoriums.	  The	  students	  were	  supposed,	  

by	   some	   occult	   process,	   to	   inhale	   violin	  method	   from	   the	   air	   of	   the	   institution	   itself;	  

they	  were	  never	  taught	  it	  systematically.	  Some	  pupils	  –	  sensitive	  and	  gifted	  –	  really	  do	  

thrive	   in	   this	  atmosphere.	  They	  acquire	   facility,	   they	   themselves	  hardly	  know	  how;	  by	  

instinct	   and	   intuition	   they	   play	  marvelously	  well,	   achieving	   effects	  which	   charm	   their	  

audiences	  whenever	   they	  appear	  on	  a	  public	  platform.	  The	  beauty	  and	   intelligence	  of	  

their	   interpretation	   are	   often	   incontestable	   and,	   in	   so	   far	   as	   their	   individual	  

development	   is	   concerned,	   the	   result	   of	   their	   studies	   is	   eminently	   satisfactory;	   but	  

when	  called	  upon	   to	   train	  others	   less	  gifted	   than	   themselves	   they	  are	  often	  at	  a	   loss,	  

and	  sometimes	  fail	  signally.	  What	  they	  have	  never	  learned	  they	  cannot	  teach.	  	  

(Ševčík	  in	  Hayes,	  1897:	  3)	  

On	  this	  same	  matter,	  Ben	  Hayes	  has	  written	  of	  Ševčík	  that: 

Young	  Ottokar,7	   very	   soon	   after	   entering	   the	   Conservatorium,	   became	   conscious	  

that	   there	   was	   something	   rotten	   in	   the	   state	   of	   Denmark.	   Feeling	   the	   necessity	   for	  

gaining	   a	   good	   technical	   groundwork,	   he	   had	   endeavored	   to	   procure	   volumes	   of	  

exercises,	  which	  would	  aid	  him.	  This	  was	  no	  easy	  matter.	  The	  Conservatorium	  pupils,	  as	  

a	   rule,	   had	   not	   the	   means	   to	   purchase	   such	   works,	   and	   they	   used	   borrowed	   copies	  

whenever	  they	  could	  get	  possession	  of	  them,	  passing	  them	  from	  one	  to	  the	  other,	  and	  

sometimes	   copying	   them	   out	   in	   their	   entirety.	   Ševčík	   has	   still	   some	   faded	   old	   MS.	  

concertos	  which,	  with	  infinite	  care	  and	  patience,	  he	  at	  this	  period	  of	  his	  life	  copied	  out	  

note	   by	   note	   from	  editions	   taken	  out	   of	   the	   Conservatorium	   library,	   or	   lent	   by	   some	  

kind-‐hearted	   music	   seller.	   The	   library	   had	   in	   former	   days	   been	   well	   furnished,	   but	  

                                                
6	  Professor	   Ševčík’s	   Life	   Story,	   The	  Career	  of	   the	  Famous	  Violin	  Teacher,	   by	  Hayes,	   cited	   in	  Cassell’s	  
Magazine,	  1897.	  
7	  According	  to	  the	  Czech	  language,	  this	  is	  another	  way	  of	  expressing	  Ševčík’s	  first	  name.	  
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technical	  manuals	  which	  it	  had	  once	  possessed	  had	  been	  borrowed	  continually,	  and	  had	  

either	  been	  returned	  in	  a	  tattered	  condition,	  or	  very	  frequently	  had	  not	  been	  brought	  

back	  at	  all;	  so	  that	  when	  Ottokar	  entered	  the	  institution,	  works	  of	  technical	  instruction	  

were	   principally	   conspicuous	   by	   their	   absence,	   the	   shelves	   devoted	   to	   them	   being	  

empty	  of	  nearly	  everything	  except	  Kreutzer	  Études.	  	  

(Hayes,	  1897:	  4)	  

This	  was,	  one	  might	  say,	  the	  background	  to	  the	  young	  violinist’s	  decision	  to	  

devise	   the	   violin	   ‘method’	   which,	   almost	   thirty	   years	   later,	   would	   win	   disciples	  

around	  the	  world.	  

His	   career	   as	   a	   student	   ended	   on	   21	   June	   1870,	   when	   he	   passed	   his	   final	  

exams	  at	  the	  Prague	  Conservatory.	  Accompanied	  by	  the	  Conservatory	  orchestra,	  he	  

gave	   a	   superb	   performance	   of	   Beethoven’s	   Concerto	   for	   Violin	   and	  Orchestra	   and	  

was	  singled	  out	  for	  special	  praise	  over	  fourteen	  other	  candidates.	  	  

Thus	  began	  his	  career	  as	  a	  professional	  violinist.	  For	  three	  years,	  commencing	  

in	  1870,	  he	  worked	  as	  a	  concert-‐master	  in	  the	  Mozarteum	  Orchestra	  in	  Salzburg.	  In	  

1872,	  his	  first	  solo	  recital	  in	  Prague	  was	  hailed	  as	  a	  great	  success,	  and	  the	  next	  year,	  

in	   1873,	   he	  went	   to	   Vienna.	   There,	   on	   the	   13th	   of	   February	   of	   the	   same	   year,	   he	  

made	   such	  a	   favourable	   impression	  performing,	   at	   the	  Bösendorfer	  Hall,	  works	  by	  

Paganini,	  Ernst	  and	  Bach,	  that	  he	  was	  offered	  a	  post	  with	  the	  Vienna	  Comic	  Opera,	  

remaining	   there	   for	   a	   year.	   This	   was	   the	   year	   in	   which	   the	   young	   Ševčík	   would	  

undergo	  the	  first	  operation	  on	  his	  eye,	  an	  attempt	  to	  correct	  a	  defect	  in	  the	  interior	  

of	  it.	  Unfortunately	  the	  operation	  was	  unsuccessful	  and	  the	  problem	  would	  continue	  

to	  afflict	  him	  for	  several	  years.	  

Between	   appearances	   at	   the	   Comic	   Opera,	   Ševčík	   regularly	   visited	   Prague,	  

where	  he	  performed	  a	  number	  of	  times	  as	  a	  concert-‐master	  in	  the	  orchestra	  of	  the	  
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Provisional	   Theatre	   of	   Prague,	   conducted	   by	   the	   composer	   Bedřich	   Smetana.8	   He	  

also	  performed	  with	  his	  friend,	  the	  cellist	  Bohdan	  Krecmann.	  What	  is	  notable	  about	  

these	  concerts	   is	  that	  the	  two	  musicians	  often	  changed	  places	  at	  the	  piano	  (Figure 

2),	   accompanying	   one	   another	   in	   various	   pieces.	   Theses	   concerts	   often	   included	  

works	  by	  Schubert	  (Lieder)	  sung	  by	  Ševčík9.	  

	  

Figure 2. Ševčík	  playing	  piano	  

In	  October	  1874	  financial	  problems	  caused	  the	  closure	  of	  the	  Vienna	  Comic	  

Opera	   and	   Ševčík	  was	   obliged	   to	  move	   to	   Krakow,	  where	   in	  October	   of	   the	   same	  

year	   he	   accepted	   an	   invitation	   to	   join	   the	   city	   opera	   as	   concert-‐master.	  

Unfortunately,	  and	  much	  to	  his	  dismay,	  he	  discovered	  on	  his	  arrival	   in	  the	  city	  that	  

the	  opera	  house	  had	  not	  yet	  been	  constructed	  and	  that	  the	  orchestra	  was	  working	  in	  

the	  most	  wretched	  conditions.	  Without	  wasting	  a	  moment	  he	  made	  his	  way	  to	  Kiev	  

(1875),	  where	  he	  was	  commissioned,	  along	  with	  his	  compatriots	  Václav	  (Váša)	  Suk	  (a	  

                                                
8	  April-‐June	  1874.	  
9	   This	   is	   evidence	   that	   Ševčík	  was	   a	   typical	   nineteenth	   century	  musician,	  with	   a	   command	  of	  more	  
than	  one	  instrument.	  
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student	  of	  Bennewitz)	  and	  Alois	  Muzikant	  (cello),	  to	  found	  and	  organise	  the	  strings	  

department	  of	   the	   Imperial	  Music	   School.10	  At	   that	   time	  Czech	  musicians	  played	  a	  

special	  role	  and	  enjoyed	  much	  esteem	  in	  Czarist	  Russia;	  a	  fact	  which	  enabled	  Ševčík	  

to	  find	  work	  easily	  and	  settle	  down	  without	  much	  delay.	  	  

During	  the	  next	  few	  years	  it	  occurred	  to	  Ševčík	  that	  there	  was	  absolutely	  no	  

material	   available	   on	   violin	   teaching,	   giving	   him	   a	   powerful	   incentive	   to	   write	   his	  

own	  manuals,	  the	  School	  of	  Violin	  Technique,	  Opus	  1	  &	  2.11	  The	  first	  of	  these	  to	  be	  

published	  was	  Opus	  1	  (1881),	  brought	  out	  at	  the	  author’s	  own	  expense,	  since	  initially	  

no-‐one	  else	  was	  sufficiently	  interested	  to	  sponsor	  the	  project.	  While	  composing	  his	  

violin	  manuals,	  Ševčík	  was	  also	  busy	  performing	  in	  concerts	  all	  over	  Czechoslovakia,	  

organised	   with	   the	   assistance	   of	   the	   National	   Theatre	   and	   received	   with	   great	  

acclaim.	  The	  one	  cloud	  on	  the	  horizon,	  and	  a	  daily	  impediment	  to	  his	  activities,	  was	  

the	  chronic	  problem	  with	  his	  eye,	  which	  deteriorated	  to	  such	  an	  extent	  that	  in	  1883	  

he	  was	  obliged	  to	  undergo	  another	  operation	  –	  again	  a	  complete	  failure.	  Undaunted	  

by	  this	  medical	  problem,	  he	  continued	  with	  his	  writing,	  as	  well	  as	  with	  his	  attempts	  

to	  set	  up	  a	  musical	   foundation	   in	  Kiev.	  Finally,	   in	  1887,	  he	  was	  offered	  the	  post	  of	  

director	   of	   the	   school.	   However,	   unwilling	   to	   convert	   to	  Orthodox	   Christianity	   –	   a	  

condition	  of	  the	  job	  –	  he	  declined	  the	  offer	  and	  remained	  a	  normal	  teacher.	   In	  the	  

same	  year,	  he	  was	  awarded	  the	  St.	  Stanislav	  prize	  as	  a	  token	  of	  appreciation	  for	  his	  

contribution	  to	  the	  world	  of	  music. 

Early	  in	  1892,	  he	  decided	  to	  return	  to	  Czechoslovakia	  and	  teach	  at	  the	  Prague	  

Conservatory	  (1892-‐1906),	  at	  that	  time	  under	  the	  direction	  of	  Antonin	  Dvořak.	  Partly	  

because	  of	  his	  great	  love	  of	  young	  people,	  and	  partly	  because	  of	  his	  eye	  complaint,	  
                                                
10	  The	  school	  was	  founded	  in	  1867.	  
11	  He	  began	  work	  on	  Opus	  1	  in	  1877.	  
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he	   decided	   that	   he	   wished	   from	   now	   on	   to	   concentrate	   on	   teaching,	   dedicating	  

himself	  absolutely	  to	  it	  as	  well	  as	  the	  writing	  of	  his	  educational	  project.	   In	  1892	  he	  

completed	  Opus	   2	   and	   also	   accepted	   into	   his	   class	   Jan	   Kubelik,	   a	   student	   whose	  

technical	  skills	  and	  musical	  talent	  would	  bring	  him	  great	  fame.	  Jan	  Kubelik’s	  success,	  

helped	  to	  spread	  Ševčík’s	   reputation	  as	  a	   teacher	  around	  the	  world	  and	   later	  bore	  

the	  first	  fruits	  of	  his	  comprehensive	  violin	  education	  system.	  	  

In	   1892,	   Ševčík	   also	   underwent	   a	   third	   operation	   on	   his	   eye,	   again	  

unsuccessful,	  and	  in	  the	  following	  year,	  anxious	  to	  end	  the	  ordeal,	  he	  underwent	  a	  

fourth	  and	  final	  operation,	  in	  which	  the	  surgeon	  removed	  the	  eye	  –	  which	  had	  now	  

been	  blind	  for	  several	  months.	  Relieved	  of	  the	  malady	  which	  had	  weighed	  heavily	  on	  

him	   for	   so	   long,	   he	   now	  dedicated	   himself	   even	  more	   completely	   to	   his	   teaching,	  

with	   increasingly	   positive	   results.	   His	   students	   in	   Prague	   –	   Jan	   Kubelik,	   Jaroslav	  

Koçian	  and	  Emanuel	  Ondriček	  among	  others	  –	  brought	  him	  great	  fame,	  together	  and	  

offers	   of	   teaching	   posts	   at	   music	   schools	   around	   the	   world.	   He	   was	   resolved,	  

however,	  to	  remain	  in	  Prague	  and	  to	  complete	  his	  work	  as	  an	  author.	  	  

In	   1895,	   Ševčík	   finished	  Opus	   8	   (Exercises	   for	   Position	   Changes);	   two	   years	  

later,	  in	  1897,	  the	  first	  students	  graduated	  from	  his	  class.	  The	  following	  year	  (1898),	  

Jan	  Kubelik	  graduated,	  however,	  not	  before	  he	  and	  Ševčík	  had	  performed	  together	  

at	   the	   architecture	   and	   engineering	   fair	   in	   Prague.	   In	   the	   same	   year	   Ševčík	  

completed	  Opus	   9	   (Preparatory	   Exercises	   for	   Double	   Stops),	   and	   by	   1900	   he	   had	  

finished	  Opus	   3	   (40	   Variations	   for	   the	   Violin),	  Opus	   7	   (Preparatory	   Studies	   to	   the	  

Shake	  and	  Development	  in	  Double	  Stops)	  and	  Opus	  6	  (Violin	  Method	  for	  Beginners).	  

These	   works	   were	   devoted	   more	   specifically	   to	   matters	   of	   technique.	   At	   their	  
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completion	  (1900),	  Ševčík	  entered	  into	  a	  contract	  with	  the	  London	  publishing	  house	  

Bosworth,	  which	  eventually	  undertook	  the	  European	  marketing	  of	  his	  books.	  

Expanding	   to	   this	   ‘marketing’	  element	  at	   this	  point,	   it	   should	  be	  noted	  that	  

the	  numbers	  of	  the	  published	  works	  (Opuses)	  do	  not	  correspond	  strictly	  to	  the	  order	  

in	   which	   they	   were	   written.	   Ševčík	   actually	   wrote	   them	   in	   a	   completely	   different	  

sequence;	  for	  example,	  Opus	  6	  was	  the	  last	  work	  of	  this	  period.	  It	  was	  his	  publisher	  

who	  was	  responsible	  for	  the	  different	  order,	  changing	  his	  mind	  on	  the	  sequence	  in	  

which	   the	   works	   should	   be	   brought	   out	   and,	   in	   all	   probability,	   deciding	   on	   the	  

numbers	  without	  consulting	  the	  author.12	  

In	  1901,	  Ševčík	  took	  over	  the	  violin	  class	  at	  the	  Prague	  Conservatory,	  and	  in	  

the	  same	  year	   Jaroslav	  Koçian	  and	  Maria	  Herites	  graduated	   from	  the	  school.	  Mary	  

Hall,	  an	  English	  student,	  graduated	  in	  1902,	  and	  a	  little	  later	  (1903),	  returning	  from	  

London	   to	   Prague,	   she	   encouraged	   Ševčík	   to	   start	   giving	   summer	   seminars	   in	  

performance	  and	  interpretation,	  a	  proposal	  to	  which	  he	  eventually	  agreed.13	  

In	  1904,	  seventy-‐four	  of	  his	  students	  gave	  a	  unison	  performance	  of	  Paganini’s	  

Moto	   Perpetuo,	   in	   the	   Rudolfinium	   Theatre,	   Prague.	   The	   event	   was	   an	   enormous	  

success.	   In	  the	  same	  year	  the	  Ševčík	  Quartet	   (Figure 3)	  was	  founded,	  with	  Ševčík’s	  

approval	  and	  encouragement,	  and	  a	  year	   later	  he	  was	  awarded	  the	  Austrian	  Franz	  

Josef	  Order.	  

                                                
12	  Opus	  6,	   for	   example,	  was	  originally	   to	  have	  been	  published	  as	  Opus	  4,	  5,	  &	  6,	   but	   the	  publisher	  
(Bosworth	  &	  Co.	  editions)	  believed	  that	  all	  three	  works	  should	  appear	  in	  the	  same	  volume,	  and	  this	  is	  
what	  finally	  happened	  (Self,	  1953).	  
13	  “Marie	  Hall	  wrote	  to	  Professor	  Ševčik	  that,	  instead	  of	  giving	  lessons	  in	  Prague	  during	  the	  summer,	  
he	  must	  come	  out	  into	  the	  Forest”	  (Hayes,	  1912).	  	  
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Figure 3. The	  Ševčík	  Quartet	  

In	   1906	   he	   decided	   to	   stop	   teaching	   the	   violin	   at	   academies,	   remaining	  

faithful	   to	  his	  decision	   for	   three	   years.	  During	   this	   time	   (1906-‐1909),	   he	  moved	   to	  

Prachatice,	  where	  he	  concentrated	  on	  giving	  private	  lessons,	  while	  at	  the	  same	  time	  

the	   first	  articles	  began	   to	  appear	  on	  his	  unique	  violin	   teaching	   system,	  and	  on	   the	  

whole	  School	  of	  Ševčík.	   In	  1907	  he	  moved	  his	   teaching	  practice	   from	  Prachatice	   to	  

Pišek,	  and	  also	  underwent	  another	  operation	  –	  not	  on	  his	  eyes	  this	  time,	  but	  on	  his	  

thyroid	   gland	   (Switzerland,	   1907).	   In	   1909	   he	   returned	   to	   academy	   teaching,	  

specifically	  at	  the	  Vienna	  Music	  Academy,	  where	  he	  remained	  until	  1918.	  There,	  he	  

established	   an	   international	   class	   with	   such	   names	   as	   Efrem	   Zimbalist,	   Zigmund	  

Feuermann	  and	  Erica	  Morini	  (Figure 4),	  as	  well	  as	  a	  host	  of	  other	  violinists	  who	  were	  

to	  reach	  the	  highest	  levels	  of	  technical	  and	  interpretational	  achievement.	  
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Figure 4. Ševčík's	  international	  class	  

Now	  a	  calmer	  and	  more	  mature	  individual,	  he	  enjoyed	  the	  opportunity	  to	  put	  

into	  practice	  his	  own	  written	  work	  of	  teaching,	  with	  superb	  results.	  Attaching	  great	  

importance	   to	   technical	   training,	   but	   without	   overlooking	   the	   music	   itself,	   he	  

brought	   all	   his	   students,	   without	   exception,	   to	   very	   high	   standards.	   His	   success	  

attracted	   frequently	   malicious	   criticism,	   with	   accusations	   that	   he	   had	   set	   up	   a	  

factory	   which	   churned	   out	   innumerable	   ‘Paganinis’,	   something	   that	   many	   other	  

teachers	   could	   do	   if	   they	   were	   inclined.	   This	   was	   patently	   untrue,	   since	   the	   only	  

‘rival’	  worthy	  of	  Ševčík	  at	  that	  time,	  was	  Auer,	  then	  teaching	  in	  St.	  Petersburg.	  

Throughout	  his	  teaching	  career,	  Ševčík	  was	  a	  model	  of	  dedication,	  attaching	  

the	   highest	   priority	   to	   education	   and	   the	   teaching	   of	   the	   violin.	   He	   was	   always	  

anxious	  to	  find	  time	  to	  improve,	  to	  teach	  and	  to	  write.	  In	  order	  to	  have	  the	  time	  he	  

needed	   for	   all	   this,	   he	   observed	   a	   very	   strict	   daily	   routine.	   He	  would	  wake	   in	   the	  
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morning	  and	  set	  off	   immediately	  on	  his	  morning	  walk,	  which	  he	  said	  he	  would	  not	  

miss	   for	   anything,	   whatever	   the	   weather	   –	   rain,	   sun	   or	   snow.	   It	   is	   said	   that	   the	  

purpose	  of	   the	  walk	  was	  to	  establish	  whether	  or	  not	  his	  students	  were	  awake	  and	  

studying.	  As	  soon	  as	  he	  returned,	  he	  worked	  on	  refining	  and	  writing	  his	  educational	  

system	  until	  nine	  o’clock.	  Then	  lessons	  began,	  continuing	  until	  the	  evening	  without	  a	  

break.	   As	   he	   taught	   he	   snacked	   on	   his	   beloved	   cheese,	   the	   smell	   of	   which	  was	   a	  

source	  of	  complaint	  for	  all	  his	  students.	  When	  teaching	  was	  over	  for	  the	  day,	  teacher	  

and	   students	   gathered	   in	   the	   village	   bar	   to	   talk,	   tell	   stories,	   and	   exchange	  

experiences	   from	   their	   lessons.	  Without	  a	   trace	  of	   fatigue,	   Ševčík	  would	   sit	   calmly	  

until	  his	  bedtime	  in	  an	  armchair	  specially	  designed	  for	  him.	  	  

Always	   close	   to	  his	   students,	   and	   anxious	   to	  be	   a	   good	  educator,	   he	  never	  

had	   favourites	  and	  treated	  all	   the	  students	  equally.	  A	  characteristic	  example	   is	   the	  

case	  of	  an	  American	  student,	  

who	  remembered	  how	  Ševčík	  once	  gave	  him	  a	  picture	  on	  which	  he	  had	  written	  ‘for	  

my	   best	   student’.	   Ševčík	   looked	   at	   the	   picture,	   thought	   for	   a	  while	   and	   changed	   the	  

word	  ‘best’	  to	  ‘dearest.’	  	  

(Martens,	  1919:	  62)	  

Every	   summer	   up	   to	   the	   end	   of	   the	   first	   decade	   of	   the	   century,	   Pišek	  was	  

transformed	  into	  a	  violinists’	  Mecca.	  Musicians	  of	  every	  level,	  from	  every	  social	  class	  

and	  country	  made	  their	  way	  there	  to	  learn	  the	  violin	  or	  to	  improve	  their	  technique.	  

Ševčík	  welcomed	  them	  all	  without	  exception,	  tirelessly	  working	  to	  achieve	  the	  best	  –	  

for	  himself	  and	  for	  others.	  Czech	  violinist	   Josef	  Ullrich	  remembers	  how	  one	  day	  he	  

heard	  terrible	  violin	  playing	  from	  another	  student	  in	  Ševčík’s	  class.	  After	  the	  student	  

left,	  he	  dared	  to	  ask	  the	  old	  master	  why	  the	  boy	  was	  so	  unprepared.	  Ševčík	  smiled	  
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and	   said	  merely	   that	   “this	   poor	   young	  man	   has	   no	   talent	   for	   the	   violin	   at	   all.	   But	  

from	  him	  I	  learn	  how	  to	  teach	  the	  less	  talented”	  (Nopp,	  1948).	  

Without	  neglecting	  either	  his	  students	  or	  his	  writing	  project,	  Ševčík	  organised	  

frequent	   concerts,	   both	   small	   and	   large,	   so	   that	   his	   students	   could	   enjoy	   as	  much	  

exposure	   as	   possible	   to	   the	   public.	   One	   of	   these	   events	   was	   a	   successful	   tour	  

undertaken	  with	  six	  of	  his	  students,	  in	  1911,	  starting	  in	  Vienna	  and	  travelling	  as	  far	  

as	  London.	  

In	   1912,	   after	   a	   ten-‐year	   break	   from	  writing,	   he	   completed	   his	  Opus	  5	   (24	  

Caprices	  by	  Dont	  Op.	  45),	  and	   then	  during	   the	  1st	  World	  War,	   in	  1915,	  went	  on	   to	  

complete	  Opus	  4	  (2nd,	  3rd,	  4th	  Finger	  Extensions).	  	  

In	  1918,	  after	   the	   formation	  of	   the	   independent	  Czech	  Republic,	   Ševčík	   left	  

the	   Vienna	   Academy	   to	   teach	   only	   in	   Prague	   through	   the	   winter	   and	   in	   Pišek	   in	  

summer.	   During	   the	   academic	   year	   (1919-‐20)	   following	   his	   arrival	   at	   the	   Prague	  

Conservatory,	   he	   was	   appointed	   Professor	   of	   the	   Master	   Class	   of	   the	   Prague	  

Conservatory.	  Ševčík	  retained	  this	  title14	  until	  1921,	  and	  pro	  forma	  until	  1925	  even	  if	  

he	  was	  absent,	  when	  he	  finally	  left	  the	  Conservatory,	  annoyed	  that	  he	  had	  not	  been	  

given	  a	  permanent	  post.	  

During	  the	  next	  decade,	  the	  1920s,	  he	  made	  a	  number	  of	  trips	  to	  America.	  His	  

first	   visit	   to	   the	   States	   lasted	   from	   3	   January	   1921	   to	   16	   January	   1922	   and	   was	  

dedicated	  to	  the	  promotion	  and	  dissemination	  of	  his	  educational	  work.	  Throughout	  

this	  period,	  he	  worked	  at	  the	  Ithaca	  Conservatory,	  directed	  at	  that	  time	  by	  one	  of	  his	  

                                                
14	   As	   for	   the	   term	   ‘Mistrovská	   škola’	   (Master	   Class),	   it	  means	   a	   special	   type	   of	   class	   at	   the	   Prague	  
Conservatory	   for	   the	   best	   students.	   At	   first	   it	   was	   only	   for	   teaching	   composition	   (for	   instance	   the	  
composer	  Antonín	  Dvořák	  had	  such	  a	  master	  class	  at	  the	  Prague	  Conservatory	  in	  his	  time),	  but	  after	  
the	  First	  World	  War,	  in	  the	  Czechoslovak	  Republic,	  the	  violin	  too	  had	  its	  own	  special	  master	  class	  at	  
the	  Prague	  Conservatory.	  Otakar	  Ševčík	  was	  nominated	  to	  the	  post.	  
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students,	   Grant	   Egbert.	   There,	   in	   Ithaca,	   he	   also	   completed	   one	   of	   the	   most	  

important	   but	   least-‐known	   works	   in	   the	   violin	   world,	   Opus	   11	   (School	   of	   Violin	  

Intonation).	   After	   much	   effort	   and	   many	   discussions	   he	   managed	   to	   reach	   an	  

agreement	  with	  the	  Harms	  Company	  publishing	  house	  in	  New	  York,	  making	  the	  new	  

work	  available	  to	  a	  broader	  audience	  in	  America.	  At	  first	  regarding	  this	  as	  a	  success,	  

he	   later	   regretted	   it,	   realising	   that	   it	  meant	   the	  work	   could	  not	  be	   issued	  again	   in	  

Europe;	  its	  publication	  was	  therefore	  suspended.	  

In	  1922,	  after	  his	  return	  from	  America,	  a	  special	  concert	  was	  staged	  to	  mark	  

his	   seventieth	  birthday	   in	   the	   Smetana	  Room	  at	  Obecní	  dům	   in	  Prague.	  Before	  he	  

had	  been	  back	  a	  year,	  he	  decided	  to	  set	  off	  once	  again	  for	  America;	  thus,	  the	  year	  

1923	  saw	  him	  back	  in	  the	  States,	  promoting	  his	  work	  and	  giving	  lessons	  –	  no	  longer	  

at	  the	  Ithaca	  Conservatory,	  but	  in	  New	  York	  and	  Chicago.	  He	  spent	  his	  summer	  at	  the	  

Bush	  Conservatory	  in	  Chicago,	  and	  the	  autumn	  of	  the	  same	  year	  in	  New	  York,	  where	  

he	  gave	   conducting	   lessons	  at	   the	  Otakar	  Bartik	  Dance	  Studio	  at	   the	  Metropolitan	  

Opera.	   There,	   he	   completed	  Opuses	  12-‐15,	   returning	   to	   Czechoslovakia	   in	   time	   to	  

attend	  the	  unveiling	  of	  a	  commemorative	  plaque	  on	  the	  wall	  of	  his	  family	  home	  in	  

the	  town	  of	  Horažd‘ovice.	  	  

In	   1927,	   while	   he	   was	   recovering	   from	   a	   heart	   attack,	   a	   concert	   was	  

organized	   to	   mark	   his	   seventy-‐fifth	   birthday.	   Encouraged	   by	   the	   support	   of	   his	  

students	  and	  friends,	  and	  unwilling	  to	  give	  up	  his	  teaching,	  he	  began	  to	  give	  lessons	  

at	   Mondsee,	   Salzburg,	   continuing	   until	   1930.	   He	   carried	   on	   with	   his	   writing,	  

completing	  Opus	  16	   (The	  School	  of	  Violin	  Performance	  and	   Interpretation	  based	  on	  

Melody).	  Always	  anxious	  to	  promote	  his	  work,	  and	  to	  ensure	   it	  was	  correctly	  used,	  
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he	  organised	  a	   third	   trip	   to	  America,	   traveling	   to	  New	  York	   and	  Boston,	  where	  he	  

became	  a	  visiting	  professor	  at	  the	  National	  Association	  Studio	  of	  Music.	  

In	  1932	  his	  eightieth	  birthday	  was	  celebrated	  with	  the	  unveiling	  of	  a	  plaque	  

in	  the	  town	  of	  Pišek,	  while	  a	  year	  later	  (1933)	  he	  made	  his	  last	  journey,	  to	  London,	  

where	  he	   taught	   at	   the	  Guildhall	   School	   of	  Music.	  During	   these	   last	   two	   years,	   he	  

brought	  to	  an	  end	  his	  work	  on	  violin	  teaching	  and	  learning,	  completing	  Opuses	  17-‐

26.	  

After	   a	   highly	   eventful	   and	   difficult	   life,	   full	   of	   hardship	   and	   pain,	   Otakar	  

Ševčík	  breathed	  his	  last	  on	  18	  January	  1934,	  in	  the	  small	  and	  peaceful	  Czech	  town	  of	  

Pišek.	  
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1.2.	  A	  Relevant	  Connection	  with	  Previous	  Literature	  
–	  The	  Aims	  

Summing	   up	   his	   life,	   it	   could	   be	   said	   that	   Ševčík	   managed	   to	   connect	   his	  

name	   and	  work	  with	  many	   different	   violinistic	   cultures,	   experiencing	   and	   living	   in	  

various	   violinistic	   environments.	   This	   is	   evident	   from	   his	   career	   as	   a	   teacher	   and	  

performer,	  as	  well	  as	   from	  his	   trips	  and	  his	  work	   in	  Prague,	  Salzburg,	  Vienna,	  Kiev,	  

New	  York,	  Chicago,	  Boston	  and	  London.	  Therefore,	  it	  would	  be	  difficult	  to	  prove	  that	  

his	  knowledge	  was	  not	  perhaps	  as	  broad	  as	   it	  might	  have	  been,	  or	   that	  he	  had	  no	  

notion	  of	  the	  impact	  of	  other	  teaching	  and	  performing	  methods	  or	  educational	  path.	  

Rather,	  the	  broader	  context	  of	  the	  violinistic	  world	  served	  to	  stimulate	  his	  mind	  and	  

develop	  his	  teaching	  character.	  	  

However,	  with	  reference	  to	  his	  mental	  connection	  with	  and	  awareness	  of	  the	  

previous	   literature	   of	   the	   violin,	   unfortunately,	   there	   is	   little	   straightforward	  

evidence.	  It	  is	  difficult	  to	  establish	  without	  doubt	  that	  Ševčík	  started	  to	  compose	  his	  

studies	  in	  order	  to	  deliberately	  develop	  the	  technical	  and	  musical	  frame	  of	  violinistic	  

education	   as	   such.	   After	   all,	   his	   initial	   ambition	   was	   to	   improve	   his	   own	   violin	  

practice,	  as	   the	  educational	   resources,	   like	  books	  and	  manuscripts,	  were	  rare	  even	  

inside	   the	   well-‐informed	   environment	   of	   Prague’s	   conservatory.	   After	   only	   a	   few	  

years	  of	  writing	  and	  teaching	  the	  violin,	  he	  realised	  that	  this	  could	  be	  a	  whole	  new	  

approach	  to	  violin	  education.	  And	  this,	  to	  a	  certain	  extent,	  was	  the	  fuel	  that	  pushed	  

him	  to	  complete	  his	  endeavour.	  	  
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Understanding	   all	   this,	   then,	   could	   we	   possibly	   suggest	   that	   after	   a	   first	  

period	   of	   ‘pure	   instinctive	   action’,	   Ševčík	   consciously	   used	   the	   methods	   and	  

educational	   information	  previous	   to	  his	   time	   in	  order	   to	  direct	  his	  aims	  and	   finally	  

form	  his	  outcome?	  Although	  it	  is	  difficult	  to	  offer	  a	  conclusive	  answer	  to	  this	  as	  well,	  

I	  believe	  we	  can	  assume	  a	  few	  things	  by	  briefly	  comparing	  his	  work	  to	  the	  previous	  

literature.	  Further,	   I	  am	  raising	  this	   issue	  because	   it	  seems	  to	  me	  that	  the	  quantity	  

and	  quality	  of	  Ševčík’s	  information,	  as	  well	  as	  the	  structure	  of	  his	  work,	  is	  far	  beyond	  

the	   normal	   standard	   for	   the	   period.	   Something	   like	   this	   could	   not	   have	   happened	  

without	  at	  least	  a	  basic	  knowledge	  of	  pre-‐existing	  material.	  Such	  a	  focused	  approach	  

is	  predicated	  upon	  a	  knowledge	  of	  the	  educational	  background;	   in	  my	  view,	  Ševčík	  

knew	  of	  this	  context,	  and	  determined	  to	  improve	  upon	  it.	  	  

Indeed,	   applying	   a	   direct	   comparison	   between	   Ševčík’s	   work	   and,	   for	  

instance,	  Leopold	  Mozart’s	  treatise	  (1756)	  –	  a	  dominant	  work	  in	  violin	  teaching	  and	  

learning	  until	  Ševčík’s	   lifetime	  –	  one	  can	   find	  many	  similarities	   in	  content	  although	  

the	  former	  applies	  a	  more	  developed	  mode	  of	  presentation.	  To	  be	  more	  specific,	  let	  

us	   focus,	   for	   example,	   on	   the	   proposals	   and	   statements	   concerning	   rhythmical	  

values	   permeating	   both	   works.	   In	   Mozart’s	   work,	   although	   there	   is	   an	   extensive	  

debate	   on	   this	   subject	   (i.e.	   first	   chapter,	   sections	   one	   to	   three),	   there	   are	   no	  

systematic	  comments	  or	  exercises	  presenting	  a	  possible	  way	  to	  achieve	  the	  desired	  

technical	  or	  musical	  outcome.	  To	  clarify:	  in	  chapter	  six,	  page	  103	  of	  Mozart’s	  treatise	  

(Mozart,	  1756	  as	  in	  Knocker,	  1951)	  the	  author	  describes	  the	  ‘trioles’	  or	  the	  so-‐called	  

‘triplets’.	   In	  his	  presentation,	  although	  there	   is	  a	  straightforward	  reference	  to	  their	  

substance	  –	  their	  value	  and	  their	  relevance	  to	  the	  time-‐measure,	  that	  is	  –	  no	  direct	  

example	  exists	  of	  how	  someone	  can	  achieve	  technical	  assurance	  with	  them	  on	  the	  
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violin.	  After	  a	  detailed	  description	  of	  their	  ‘meaning’,	  Mozart	  provides	  only	  a	  warning	  

about	   their	  possible	  misuse	  or	   the	  different	  applications	  of	   them	   in	  varied	  musical	  

structures.	   There	   is	   no	   hands-‐on	   example,	   nor	   a	   reference	   to	   a	   practical	   work	  

exercising	   this	   rhythmical	   element.	   Ševčík’s	  work,	  on	   the	  other	  hand,	   supplements	  

Mozart’s	   treatise,	   not	   only	   following	   the	   same	   educational	   path,	   but	   also	   giving	  

practical	  examples,	  adding	  very	  logically	  what	  is	  missing.	  This	  is	  evident	  for	  instance	  

in	   his	   entire	  Opus	   6,	   while	   other	   relevant	   examples	   of	   rhythm	   and	   its	   usage	   are	  

included	  in	  Opus	  2	  and	  again	  in	  Opus	  1.	  	  	  	  	  	  	  

Kreutzer’s	   42	   Studies	   or	   Caprices	   (1817),	   Baillot’s,	   Rode’s,	   and	   Kreutzer’s	  

(1803)	  Méthode	  de	  Violon,	  or	  even	  Baillot’s	  treatise	  The	  Art	  of	  the	  Violin	  (1835)	  can	  

all	   be	   approached	   in	   similar	   terms.	   In	   this	   latter	   work	   for	   example,	   while	   a	  more	  

explanatory	   path	   is	   followed	   and	  more	   systematic	   examples	   of	  musical	   pieces	   are	  

given	  when	  compared	  with	  Mozart’s	  treatise,	  no	  consistent	  anadiplosis	  of	  a	  technical	  

or	   musical	   mentality	   takes	   place.	   Too	   much	   information	   is	   assumed.	   The	   sixth	  

chapter	   outlines	   the	   general	   picture	   (Baillot,	   1835	   in	   Goldberg,	   1991:	   29-‐41).	  

Therein,	   the	   first	   steps	   in	   fingerings,	   keys,	   scales,	   rhythm	  and	   various	  bowings	   are	  

well	   presented,	   but	   without	   establishing	   an	   obvious	   technical	   or	   musical	   path	   of	  

education.	  Once	  more,	  Ševčík’s	  work	  builds	  on	  this	  ground:	  while	  it	  replicates	  some	  

elements	  of	  Baillot’s	   content,	  his	  method	  appears	   to	  be	  even	  more	   ‘scientific’	   and	  

explanatory	  in	  nature.	  Opus	  8	  and	  Opus	  9	  form	  two	  great	  examples	  on	  this.	  In	  their	  

structure,	  Ševčík	  undertakes	  an	  extended	  approach	  in	  order	  to	  debate	  the	  technical	  

and	  musical	  issues	  included,	  proposing	  a	  clear	  line	  of	  analysis	  –	  all	  points	  that	  I	  fully	  

address	  in	  the	  next	  chapter	  of	  my	  thesis.	  	  
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Extracting	   the	   common	  ground	   from	   the	   above,	   it	   can	  be	   seen	   that	   before	  

Ševčík’s	   time,	   violinists	   and	   pedagogues	   tended	   to	   address	   and	   teach	   technique	  

through	   music	   rather	   than	   analysing	   the	   technique	   per	   se.	   Explicitly,	   or	   even	  

implicitly,	   no	   articulation	   of	   a	   wider	   plan	   with	   a	   rational	   process	   can	   be	   found	   in	  

them.	   Ševčík	   on	   the	   other	   hand,	   whose	   acquaintance	   with	   these	   shortcomings	  

seems	  clear,	  began	  to	  construct	  a	  solution	  to	  the	  problem.	   In	  my	  opinion,	  not	  only	  

did	  he	  gather	   in	  a	  vast	  educational	  warehouse	  all	   the	  existing	   information,	  notions	  

and	  essentials	  of	  what	  had	  previously	  constituted	  violinistic	  life	  in	  its	  entirety,	  but	  by	  

gradually	  analysing	  and	  adding	  new	  features	  and	  approaches	  to	  violin	  teaching	  and	  

learning,	   Ševčík	   succeeded	   in	   providing	   for	   his	   contemporaries	   an	   evolved	  

educational	  tool.	  This	  view	  is	  also	  supported	  by	  Hayes	  –	  an	  important	  musician	  and	  

critic	   of	   that	   time	  –	  who	  wrote	   in	   his	   article	  Professor	  Ševčík’s	   Life	   Story	   (Cassell’s	  

Magazine	   [1897]),	   that	   “other	  masters	   tell	   the	  pupil	   how	  he	   should	  play;	   Ševčík	   is	  

almost	  the	  only	  one	  who	  can	  show	  him	  how	  to	  work”	  (quoted	  in	  Hayes,	  1912:	  35).	  
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1.3.	  Opinions	  and	  Figures	  Related	  to	  Ševčík’s	  Work;	  
The	  Past	  

The	   driving	   force	   behind	   this	   thesis	   is	   the	   desire	   to	   investigate	   Ševčík’s	  

educational	  work	  in	  such	  a	  way	  as	  to	  reveal	  and	  present	  his	  concept	  of	  teaching	  and	  

learning	   the	   violin;	   to	   explore	   the	   extent	   to	   which	   his	   educational	   plan	   forms	   a	  

complete	  method.	  As	  a	  part	  of	   this,	  Ševčík’s	   life	  has	  been	  presented	  up	  until	  now,	  

with	  a	  rational	  to	  follow	  a	  research	  into	  his	  work’s	  content,	  so	  as	  to	  gain	  a	  first	  hand	  

perception	  of	  its	  breadth	  and	  of	  its	  educational	  approaches	  and	  elements.	  	  

Nevertheless,	  before	  moving	  on	  to	  a	  methodical	  analysis	  of	  this	  considerable	  

collection	  of	  exercises,	  an	  exploration	  of	   the	  mental	   impact	  of	   this	  work’s	  creation	  

will	  shed	  helpful	  light,	  not	  only	  on	  the	  past,	  but	  also	  on	  contemporary	  practice.	  This	  

sort	  of	  analysis	  not	  only	  will	   give	  us	   the	  opportunity	   to	  discover	  more	   information	  

regarding	  this	  great	  pedagogue	  and	  his	  masterwork,	  but	  will	  also	  establish	  a	  wider	  

frame	  of	  reference	  regarding	  the	  ways	  this	  educational	  work	  was	  and	  is	  still	  applied.	  

We	  can,	  thus,	  expand	  our	  insight	  concerning	  a	  later	  approach	  to	  the	  work’s	  content,	  

as	  well	  as	  reveal	  in	  the	  real	  sphere	  of	  actions	  the	  work’s	  actual	  usage,	  now	  and	  then.	  	  	  

Beginning	   with	   the	   first	   years	   of	   the	   work’s	   creation	   and	   dissemination	   –	  

which	   took	   place	   in	   Ševčík’s	   lifetime	   –	   there	   is	   considerable,	   often	   controversial,	  

information	   available.	   For	   the	   most	   part,	   this	   information	   shows	   that	   the	   work	  

enjoyed	  a	  positive	  response	  among	  violinists,	  and	  this	  situation	  is	  strongly	  persuasive	  

in	  constructing	  Ševčík’s	   ‘method’	  and	  system	  of	   teaching	  and	   learning	   the	  violin	  as	  

more	  than	  functional.	  
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Students	   of	   Joachim’s	   appreciated	   Ševčík’s	   ‘method’,	   saying	   that	   their	  

teacher	   kept	   them	   practicing	   Ševčík’s	   work	   “industriously”;	   he	   valued	   it	   greatly	  

(Hayes,	  1912).	  Hans	  Sitt	   from	  Leipzig	   said	   that	   the	  exercises	  “are	  monumental;	  my	  

daughter	   practises	   them	   daily”	   (Hayes,	   1912).	   Professor	   Stoeving	   from	   London	  

Guildhall	   School	   of	   Music	   and	   Trinity	   College	   suggested	   that	   “Opus	   6	   is	   the	  

foundation	   of	   left	   hand	   technique.	   Opus	   1	   is	   the	   most	   monumental	   work	   ever	  

written	   for	   the	   left	   hand,	   but	   the	   crown	   of	   all	   is	  Opus	   2,	   the	   Bowing	   Technique”	  

(Hayes,	   1912:	   Critics	   in	   his	   Appendix).	   Additionally,	   in	   his	   book	   Story	   of	   the	   Violin	  

(Stoeving,	  1904)	  Stoeving	  suggests	  that:	  

No-‐one	  who	  has	  given	  these	  works	  a	  close	  and	  unprejudiced	  perusal	  can	  fail	  to	  see	  

there	   a	  will	   and	   a	  master	  mind	   fathoming	   the	   depth	   of	   violin	   didactics.	   It	   is	   a	  whole	  

Darwinian	  world	  of	  finger	  and	  bowing	  development.	  Unless	  another	  comes	  next	  with	  a	  

sort	  of	  flying	  balloon	  method	  to	  carry	  fiddle	  students	  into	  the	  promised	  land,	  O.	  Ševčík’s	  

remarkable	   works	   may	   stand	   a	   good	   chance	   of	   becoming	   the	   violin	   method	   of	   the	  

twentieth	  century.	  

	  (quoted	  in	  Hayes,	  1912:	  1)	  

Furthermore,	   Marteau,	   who	   was	   Joachim’s	   successor	   in	   Berlin,	   felt	   “…the	  

Ševčík	  works	  to	  be	  the	  most	  important	  written	  for	  twenty	  five	  years.	  Every	  artist	  and	  

player	  must	  know	  them”.15	  	  	  

On	   the	   other	   hand,	   I	   should	   also	   mention	   that	   occasionally	   there	   were	  

examples	  of	  less	  positive	  references	  to	  the	  name	  of	  Ševčík	  and	  his	  work.	  Sometimes	  

even	   Ševčík’s	   students	   expressed	   such	   doubts,	  which	  were	  mainly	   focused	   on	   the	  

technical	  character	  of	  the	  work.	  	  	  

                                                
15	  Press	  criticisms	  in	  Hayes’	  Appendix	  (Hayes,	  1912).	  
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For	  instance,	  musicians	  like	  David	  Hochstein	  mentioned	  that	  “…Ševčík	  was	  in	  

many	  ways	  a	  wonderful	  teacher,	  yet	  inclined	  to	  overemphasize	  the	  mechanical	  side	  

of	  the	  art;	  ...	  he	  literally	  taught	  his	  pupils	  how	  to	  practise,	  how	  to	  develop	  technical	  

control	  by	  the	  most	  slow	  and	  painstaking	  study”	  (Martens,	  1919:	  61).	  Even	  violinists	  

like	  Leon	  Sametini	  (a	  director	  –	  and	  a	  very	  ‘strict’	  teacher	  –	  of	  the	  violin	  department	  

of	  the	  Chicago	  Music	  College)	  suggested	  that:	  	  

Musical	   beauty,	   interpretation,	   in	   Ševčík’s	   case	   were	   all	   subordinated	   to	  

mechanical	  perfection.	  With	  him	  the	  study	  of	  some	  inspired	  masterpiece	  was	  purely	  a	  

mathematical	   process,	   a	   problem	   in	   technic	   and	   mental	   arithmetic,	   without	   a	   bit	   of	  

spontaneity.	  	  

(Martens,	  F.	  H.	  1919:	  125)	  

Nevertheless,	   what	   was	   officially	   acceptable,	   not	   only	   in	   the	   violinistic	  

environment	   but	   in	   the	   global	   artistic	   community	   too,	   is	   represented	   by	   many	  

different	  articles	  published	  by	  great	  newspapers	  and	  magazines	  of	  that	  time.	  Praising	  

Otakar	   Ševčík	   and	   his	   pedagogical	   system,	   the	   Strad	   magazine	   for	   instance	  

proclaimed	   that	   the	   “Opus	   8,	   for	   teaching	   the	   positions,	   is	   Ševčík’s	   greatest	  

achievement.	  There	  is	  nothing	  like	  this	   in	  the	  violin	  literature.	  A	  book	  for	  advanced	  

players	  and	  young	  students	  alike”.16	   In	  another	  case,	   the	  Sunday	  Times	   (December	  

1911),	   offering	   a	   critique	   of	   a	   relevant	   concert	   and	   referred	   to	   Ševčík	   and	   his	  

teaching	  results,	  said	  that:	  

Professor	  Ševčík’s	  concert	  afforded	  an	   interesting	  demonstration	  of	   the	   results	  of	  

his	   methods	   on	   a	   cosmopolitan	   range	   of	   temperaments,	   the	   six	   pupils	   whom	   he	  

presented	   being	   respectively	   of	   Canadian,	   Galician,	   Australian,	   Russian	   and	   Austrian	  

nationalities.	  It	  is	  sufficient	  to	  say	  that	  one	  and	  all	  of	  them	  demonstrated	  that	  while	  the	  

Professor’s	   methods	   are	   singularly	   effective	   for	   the	   cultivation	   of	   a	   brilliant	   and	  

                                                
16	  Press	  criticisms	  in	  Hayes’	  Appendix	  (Hayes,	  1912).	  
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resourceful	  technique,	  they	  are	  in	  no	  way	  repressive	  of	  the	  individuality	  of	  the	  student,	  

but	  on	  the	  contrary	  helpful	  to	  its	  artistic	  development.17	  	  

Even	  the	  Pall	  Mall	  Gazette,	  criticising	  one	  concert	  by	  Ševčík’s	  students,	  wrote	  that:	  

…they	   [the	   students]	   showed,	   too,	   that	   it	   is	   possible	   to	   combine	   individuality	   of	  

character	  with	  the	  highest	  technical	  efficiency,	  and	  that	  the	  most	  thorough	  training	   in	  

the	  mechanism	   of	   violin	   playing	   that	   has	   yet	   been	   conceived	   is	   no	   hindrance	   to	   the	  

development	  of	  artistic	  faculties.18	  

All	   the	   above	   responses	   may	   seem	   overwhelmingly	   positive.	   But	   what	   I	  

realised,	  discussing	   the	   relevant	   issues	  with	   colleagues,	   is	   that	  none	  of	   these	   facts	  

provides	   definitive	   evidence	   unless	   the	   real	   performance	   facts	   underpin	   it.	  

Fortunately	   for	   us,	   performances	   like	   Kubelik’s	   and	   Hall’s19	   –	   two	   of	   the	   most	  

distinguished	   students	   of	   Ševčík	   –	  were	   recorded	   and	   preserved,	   giving	   us	   a	   good	  

idea	   of	   what	   this	   educational	   system	   could	   offer.	   Being	   a	   constant	   source	   of	  

evidence,	   these	   recordings	   stand	   as	   direct	   witnesses	   of	   the	   outcome	   of	   Ševčík’s	  

educational	   work,	   shaping	   a	   critical	   connection	   with	   the	   past,	   and	   exhibiting	   the	  

potential	  and	  dynamic	  of	  its	  content.	  

To	   sum	   up,	   I	   think	   that	   it	   would	   be	   understandable	   for	   us	   to	   agree	   that	  

Ševčík’s	   work	   was	   an	   integral	   element	   of	   violin	   education	   during	   that	   time;	   an	  

educational	   work	   accepted	   by	   even	   the	   severest	   critics	   as	   functional	   and	   helpful.	  

However,	   this	   interpretation	  would	   not	   be	   so	   valuable	   to	   us	  were	  we	   not	   able	   to	  

keep	   in	   our	   minds	   the	   following	   suggestion:	   Ševčík’s	   work	   was	   educationally	  

functional	  and	  effective	  even	  when	  Ševčík	  was	  not	  present.	  Its	  positive	  results	  have	  
                                                
17	  Press	  criticisms	  in	  Hayes’	  Appendix	  (Hayes,	  1912).	  	  	  
18	  Press	  criticisms	  in	  Hayes’	  Appendix	  (Hayes,	  1912).	  
19	  Included	  as	  sound	  files	  in	  Part	  4	  of	  the	  DVD	  attached	  to	  my	  thesis.	  	  
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been,	  indeed,	  seen	  in	  various	  educational	  environments	  and	  settings.	  The	  variety	  of	  

students,	  teachers	  and	  authorities	  expressing	  their	  minds	  on	  the	  previous	  pages	  had	  

not	  always	  a	  direct	  connection	  with	  Ševčík’s	  teaching	  after	  all.	  Thus,	  it	  seems	  that	  it	  

was	   not	   Ševčík’s	   persona	   which	   substantially	   made	   the	   specific	   system	   of	   violin	  

teaching	  and	  learning	  valuable.	  It	  was	  probably	  the	  mentality	  and	  possibly	  the	  will	  of	  

the	   individuals	   –	   including	   of	   course	   Ševčík	   –	   to	   use	   it	   correctly	   that	   brought	   the	  

positive	   side	   of	   it	   to	   the	   fore.	   If	   this	   is	   true,	   then	   this	   could	   lead	   us	   to	   persuasive	  

evidence	   in	   support	   of	   my	   suggestions	   regarding	   the	   work’s	   effectiveness	   and	  

completeness.	  Ševčík’s	  system	  could	  still	  be	  of	  a	  great	  value	  in	  our	  times.	  
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1.4.	  A	  Questionnaire	  about	  Ševčík;	  the	  Present	  

An	   old	   article	   by	   Jan	  Munkacsy	   written	   specially	   for	   The	  Musical	   Observer	  

(New	  York,	  c.1920),	  entitled	  The	  Ševčík	  Method,	  made	  me	  realise	  that	  its	  subtitle	  The	  

Most	  Scientific	  but	  Least	  Understood	  of	  all	  Methods	  represented	  not	  only	  then,	  but	  

also	  in	  the	  contemporary	  context,	  a	  crucial	  standpoint	  on	  Ševčík’s	  work.	  I	  have	  often	  

encountered	   this	   attitude	   when	   discussing	   my	   research,	   and	   it	   is	   clear	   that	  

recognition	   of	   that	   subtitle’s	   significance	   does	   exist.	   However,	   no	   structured	  

investigation	   ever	   pursued	   for	   this	   ambiguous	   stance	   referring	   to	   Ševčík	   and	   his	  

work.	  Thus,	  no	  formal	  evidence	  can	  be	  submitted	  –	  at	  least	  at	  this	  point	  –	  relevantly	  

to	  this	  matter.	  	  

Finding	  crucial	  for	  my	  research	  to	  clarify	  the	  contemporary	  violinists’	  opinions	  

on	   Ševčík’s	   violin	   teaching	   and	   learning	   system,	   I	   decided	   to	   conduct	   a	   piece	   of	  

empirical	   research.	   Creating	   a	   questionnaire	   which	   focused	   on	   violin	   teaching	  

methodology	  –	  and	  collaboratively	  on	  Ševčík’s	  work	  –	   I	  more	   formally	   investigated	  

the	   topic	   ‘of	   present	   opinions’,	   pinpointing	   this	   way	   another	   aspect	   which	   could	  

finally	  help	  me	  to	  back	  up	  or	  reject	  my	  hypothesis.	  

1.4.1.	  The	  Field	  

To	  date,	  music	  education	  research	  and,	  more	  specifically,	  instrumental	  music	  

research,	   has	   included	  many	   questionnaires.	   Therefore,	   it	   cannot	   be	   said	   that	  my	  

idea	   to	   use	   a	   questionnaire	   is	   a	   totally	   new	   approach	   in	   the	   context	   this	   thesis	  
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represents.	  Relevant	   information	  on,	  or	  examples	  of	  questionnaires	  are	   included	  in	  

various	   other	   papers,	   theses,	   books	   or	   published	   material	   written;	   for	   instance,	  

Gabrielsson	   (2003),	   Jorgensen	   and	   Lehmann	   (1997),	   Parncutt	   and	   MacPherson	  

(2002),	  Hallam	   (1995),	   Rink	   (2002),	   and	  Nielsen	   (2008).	  However,	   as	   I	   investigated	  

this	   field,	   I	   found	   that	   these	   particular	   questionnaires	   brought	   forth	   elements	   and	  

data	   regarding	   performance	   practice,	   which	   mainly	   derived	   either	   from	   a	   direct	  

observation	   of	   practical	   engagement,	   or	   from	   interview-‐like	   semi-‐structured	  

discussions.	  This	  represented	  a	  completely	  different	  approach	  from	  my	  own,	  as	  I	  was	  

keen	  to	  emphasise	  quantitative	  registration	  of	  opinions	  and	  dispositions.	  

Ultimately,	  I	  was	  not	  surprised	  at	  all	  when	  I	  realised	  that	  everything	  I	  found	  

agreed	  with	  the	  conclusions	  pointed	  out	  in	  Gabrielsson’s	  article	  Music	  Performance	  

Research	  at	  the	  Millennium,	  in	  which	  he	  states	  that	  “Measurements	  of	  performances	  

is	   still	   the	   largest	   area	   in	   terms	   of	   the	   numbers	   of	   reports…”	   (Gabrielsson,	   2003:	  

257).	  After	  all	  this,	  I	  knew	  that	  I	  needed	  a	  differently	  structured	  questionnaire,	  which	  

would	  investigate	  and	  question	  specifically	  violin	  educational	  literature	  and	  Ševčík’s	  

work.	  	  

1.4.2.	  The	  Research	  Method	  

The	   timeline	   for	   this	   newly	   devised	   questionnaire	   –	   meaning	   to	   structure,	  

test,	  distribute	  and	  interpret	  it	  –	  sums	  up	  to	  ten	  months.	  In	  this	  questionnaire,	  I	  tried	  

to	   include	   as	   many	   aspects	   of	   violin	   teaching	   and	   learning	   elements	   as	   possible,	  
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while	   of	   course	   many	   topics	   debated	   Ševčík’s	   work,	   directly	   or	   as	   an	   offshoot	   of	  

inquiring	  about	  him	  or	  his	  work.	  	  

Because	   of	   the	   questionnaire’s	   topic,	   I	   targeted	   a	   very	   specific	   group	   of	  

musicians	   as	   my	   sample,	   including	   mainly	   violin	   performers,	   students	   or	   teachers	  

related	   to	   higher	   or	   adult	   education.	   This	   way,	   I	   aimed	   to	   ensure	   an	   adequate	  

knowledge	   of	   and	   experience	   concerning	   the	   wider	   violin	   pedagogical	   setting.	   I	  

intended	  to	  approach	  and	  analyse	  my	  findings	   later	  on	  through	  the	  defined	  lens	  of	  

entry	  and	  exit	  educational	  expectations	  in	  the	  context	  of	  higher	  and	  adult	  education	  

(Learning	   Outcomes	   for	   Higher	   Music	   Education	   and	   the	   ‘Polifonia/Dublin’	  

Descriptors,	   The	   Bologna	   Declaration	   and	   Music,	   1999)	   while	   also	   attempting	   to	  

equalise	   the	   content	   of	  my	   sample	   to	   that	   sample	  of	   adult	   education	   and	  musical	  

performance	   to	  which	   the	   findings	   of	  my	   previous	   research	   chapter	   referred	   (see	  

1.3. Opinions and Figures Related to Ševčík’s Work; The Past).	  Especially	  with	   this	  

latter	  aspect,	  a	  more	  solid	  and	  homogeneous	  investigation	  could	  thus	  be	  achievable,	  

offering	  the	  opportunity	  for	  a	  more	  justified	  comparison	  between	  past	  and	  present	  

opinions.	  Relevantly	  to	  my	  sample’s	  volume,	  I	  endeavoured	  to	  receive	  feedback	  from	  

as	  many	  as	  possible	  relevant	  sources	  in	  Europe,	  including	  universities,	  music	  schools,	  

and	  conservatories,	  obtaining	  hopefully	  a	  more	  rigorous	  research	  methodology.	  	  	  	  	  	  	  

To	   ensure	   the	   quality	   of	   the	   questionnaire’s	   content	   and	   its	   ethical	  

engagement,	   I	   co-‐operated	  with	   an	   experienced	   academic	   psychologist,	   Dr.	   Helen	  

Aretouli	   of	   the	   Aristotle	   University	   of	   Thessaloniki,	   Greece.	   Dr.	   Aretouli	   kindly	  

provided	  professional	  guidance,	  and	  she	  also	  conducted	  a	  thorough	  examination	  of	  

my	   questionnaire	   according	   to	   various	   psychological	   and	   educational	   standards.	  

According	  to	  these	  standards,	  the	  questionnaire,	  being	  first	  tested	  and	  evaluated	  by	  
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a	  group	  of	  students	  and	  a	  teacher	  in	  the	  University	  of	  East	  Anglia,	  Norwich,	  was	  later	  

on	   sent	   to	   a	   large	   number	   (130)	   of	   higher	   education	   music	   departments	   and	  

universities	   in	   Europe.	   All	   the	   essential	   materials	   and	   clarifications	   for	   the	  

completion	   of	   the	   questionnaires	   were	   also	   sent	   via	   post,	   asking	   the	   relevant	  

institutions	   to	   help	   ensure	   the	   best	   possible	   response.	   Despite	   this	   considerable	  

sample,	   only	   fourteen	   institutions	   replied.	   Consequently,	   only	   sixty-‐six	   students	  

completed	  the	  questionnaire,	  ultimately.	  

1.4.3.	  The	  Questionnaire	  

1.4.3.1.	  Quantitative	  Results	  

These	  are	  the	  questions	  comprising	  the	  questionnaire,	  as	  distributed	  during	  

the	  research	  process.	  The	  following	  graphs	  provide	  for	  each	  question	  the	  correlated	  

quantitative	  results:	  

1)	  Do	  you	  know	  the	  method	  of	  teaching	  of	  O.	  Ševčík?	  
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2)	  How	  many	  books	  of	  this	  method	  are	  you	  aware	  of?	  

	  

3)	  Which	  books	  of	  this	  particular	  method	  have	  you	  studied?	  	  
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4)	  Do	  you	  know	  other	  violinists	  who	  have	  studied	  this	  particular	  method?	  

	  

5)	  How	  did	  you	  hear	  about	  O.	  Ševčík	  and	  his	  method	  of	  teaching	  for	  the	  first	  time?	  
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6)	  Which	  is	  the	  most	  suitable	  level,	  in	  your	  opinion,	  for	  this	  method	  to	  be	  offered?	  

	  

7)	  And	  which	  is	  the	  best	  age	  for	  this	  method	  to	  begin	  with?	  
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8)	  How	  many	   hours	   daily	   does	   a	   violinist	   need,	   in	   your	   opinion,	   to	   practise	   this	  
particular	  method	  well?	  

	  

9)	  Do	  you	  believe,	  from	  the	  violin	  studies	  you	  have	  experienced,	  that	  Ševčík	  wrote	  
a	  complete	  method	  of	  violin	  teaching?	  
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10)	  Does	  this	  method	  reach	  high	  levels	  of	  technique?	  

	  

11)	   Do	   you	   believe	   that	   the	   method	   of	   O.	   Ševčík	   contributes	   as	   much	   to	   the	  
musical	  progress	  of	  the	  violinist,	  as	  to	  the	  technical?	  
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12)	  Which	   books,	   of	   all	   these	   that	   you	   know,	   are	   the	   most	   important	   within	  
Ševčík’s	  method?	  

	  

13)	  Do	  you	  believe	   that	   it	   is	  difficult	   for	  a	   student	   to	  understand	  each	   individual	  
exercise	  of	  this	  method?	  
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14)	  In	  your	  opinion,	  is	  this	  method	  boring?	  

	  

15)	  Are	  the	  instructions	  clear	  enough	  for	  how	  to	  practise	  each	  exercise	  within	  each	  
Opus?	  

	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   62 

16)	  Do	  you	  believe	  that	  a	  teacher,	  in	  order	  to	  teach	  the	  method,	  should	  be	  taught	  
it	  first?	  

	  

17)	  Should	  a	  teacher	  teach	  the	  complete	  method	  (all	  the	  Opuses)	  of	  O.	  Ševčík?	  
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18)	  Do	  you	  think	  that	  if	  a	  violin	  student	  is	  not	  taught	  the	  complete	  method,	  would	  
attain	  the	  same	  level	  of	  violin	  competence?	  	  

	  

19)	  Do	   you	  believe	   that	   this	   particular	  method	  helps	   the	   violinist	   to	   systematise	  
his/her	  study?	  
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20)	   Supposing	   you	   have	   the	   opportunity	   to	   be	   taught	   the	  method	   of	   O.	   Ševčík,	  
would	  you	  teach	  it	  to	  your	  own	  students?	  

	  

21)	  Is	  there	  another	  method	  that	  performs	  the	  same	  function?	  

	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   65 

22)	  In	  your	  opinion,	  with	  which	  of	  the	  methods	  below	  could	  it	  be	  compared?	  

	  

23)	  Which	  other	  method	  do	  you	  know?	  

Dalmasso,	  Campagnoli,	  Alard,	  Mozart,	   Curci,	   Yost,	  Grossman,	  Rol,	   Laourex,	  Weber,	  

Kaisser,	   Nelson,	   Roland,	   Crickboom,	   Suzuki,	   Kreutzer,	   Mazas,	   Joahim,	   Galamian,	  

Hoffmann	  

24)	  Do	   you	   believe	   that	   the	   student,	   during	   the	   whole	   period	   of	   his/her	   study,	  
should	  deal	  with	  one	  method	  only,	  or	  be	  guided	  by	  the	  teacher	  in	  a	  composition	  of	  
methods?	  
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25)	  Do	  you	  believe	  that	  there	  should	  exist	  a	  concrete	  and	  unique	  method	  for	  violin	  
teaching	  and	  learning?	  

	  

26)	  Do	  you	  want	  to	  be	  taught	  a	  complete	  violin	  method?	  
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27)	  If	  yes,	  which	  one?	  

	  

28)	  Do	  you	  believe	  that	  a	  violinist	  should	  separate	  the	  music	  from	  technique	  during	  
his	  study?	  
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29)	  Should	  we	  do	  the	  same	  with	  the	  method	  of	  O.	  Ševčík?	  

	  

30)	  Do	  you	  believe	  that	  a	  manual	  for	  teaching	  each	  method	  is	  a	  useful	  tool	  for	  the	  
teacher	  and	  the	  student?	  
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31)	  Should	  a	  teacher	  that	  uses	  a	  particular	  method,	  teach	  all	  the	  students	  the	  same	  
way?	  

	  

32)	  Do	  you	  know	  what	  the	  system	  of	  the	  semitones	  for	  the	  violin	  is?	  
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33)	  Who	  created	  it?	  

• Suzuki	  	  (0)	  

• Galamian	  (2)	  

• Dounis	  (1)	  

• Flesch	  (9)	  

• Other……………..	  [Ševčík	  (5)]	  

34)	  In	  which	  way	  do	  you	  believe	  a	  violinist	  learns	  the	  technique	  of	  the	  instrument	  
better?	  When	   (a)	  he/she	   follows	  a	  concrete	  method,	  or	  when	   (b)	  he/she	   tries	   to	  
absorb	  the	  technique	  through	  each	  musical	  piece?	  
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35)	  Do	  you	  believe	  that	  a	  student	  is	  limited	  technically	  by	  only	  practising	  technical	  
exercises	  without	  combining	  them	  with	  studying	  musical	  works?	  

	  

36)	  Does	  it	  limit	  him/her	  musically?	  

	  

1.4.3.2.	  Analysis	  Approach	  and	  Limitations	  

Researching	   Ševčík’s	   work	   in	   combination	   with	   the	   general	   pedagogical	  

literature	  of	   the	   violin	  was,	   indeed,	   beneficial	   to	   this	   thesis.	  On	   the	  one	  hand,	  my	  

questionnaire	  threw	  light	  on	  various	  elements	  of	  actual	  violinists’	  perceptions	  of	  the	  

different	   violin	   methodologies	   that	   are	   used	   during	   the	   teaching	   and	   learning	  
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process	   –	   for	   example	   the	   practising	   timelines	   and	   the	   breadth	   of	   educational	  

literature	   violinists	   encompass	   –	   while	   on	   the	   other	   hand	   this	   wider	   questioning	  

approach	   demonstrated	   the	   variable	   dynamics	   opinions	   on	   violin	   teaching	   and	  

learning	   methods	   may	   undergo	   if	   deliberately	   biased	   to	   a	   certain	   questioning	  

direction	  –	  that	  of	  Ševčík’s	  work	  in	  our	  case.	  How	  does	  this	  better	  help	  towards	  my	  

research	  goal?	  Considering	  that	  there	  is	  a	  unified	  –	  with	  interconnected	  aspects	  and	  

links,	  that	  is	  –	  educational	  ‘context’,	  I	  thought	  that	  it	  would	  be	  more	  appropriate	  to	  

approach	  people	  and	  their	  believes	  through	  this	  wider	  lens	  of	  perception,	  as	  it	  could	  

provide	   a	  more	   symmetrical	   and	   real	   projection	   of	   opinions.	   However,	   we	   should	  

also	   remember	   that	  as	   this	   thesis’s	  primary	  aim	   is	  not	   to	   identify	  and	  expose	  data	  

concerning	   the	  wider	   spectrum	  of	   the	  violin’s	  educational	   literature,	  but	  mostly	   to	  

exhibit	  the	  frame	  of	  opinions	  surrounding	  Ševčík’s	  work,	   limited	  referencing	  will	  be	  

made	  in	  the	  former	  direction.	  With	  this	  caveat	  in	  mind,	  as	  some	  of	  the	  findings	  are	  

more	  than	  indirectly	  relevant	  to	  Ševčík’s	  work,	  and	  thus	  more	  helpful	  to	  the	  overall	  

process	   of	   establishing	   its	   contemporary	   framework	   and	   perception,	   they	   are	  

intentionally	  favoured.	  	  

1.4.3.3.	  Discussion	  

By	  and	  large,	  it	  would	  be	  fair	  to	  conclude	  that	  in	  our	  times	  –	  as	  in	  Ševčík’s	  –	  a	  

high	   level	   of	   acceptance	   and	   acknowledgment	   is	   evident	   among	   the	   violinists	  

concerning	   Ševčík’s	   educational	   work	   and	   system.	   This	   is	   suggested	   by	   the	  

continuous	  republication	  of	  the	  Opuses	  numbered	  1,	  2,	  3,	  6,	  7,	  8	  and	  9	  throughout	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   73 

the	   years.20	   To	   narrow	   this	   however,	   I	   should	   also	  mention	   that	   in	   the	   European	  

context,	   only	  Opuses	   1	   and	   8	   –	   those	  which	   cover	   elements	   of	   basic	   technique	   –	  

receive	  a	  more	  detailed	  attention.	  Such	  an	  approach	  is	  completely	  understandable	  if	  

we	   take	   into	   account	   the	   single	   and	   mono-‐dimensional	   exposure	   Ševčík’s	  Opuses	  

usually	   suffer	   because	   of	   the	   fact	   that	   no	   academic	   or	   other	   scholarly	   acceptable	  

study	   and	   critique	   of	   the	   work	   in	   its	   entirety	   has	   ever	   emerged.	   Many	   violinists,	  

expressing	  indirectly	  their	  opinion	  on	  this,	  claimed	  that	  they	  would	  like	  to	  be	  better	  

informed	   about	   Ševčík’s	   work	   whole	   content	   (question	   n.30;	   88%	   of	   the	   sample);	  

that	  is,	  what	  is	  included,	  its	  usage	  and	  way	  of	  approach.	  This	  claim	  goes	  a	  long	  way	  

to	  underlining	  the	  significance	  of	  my	  thesis	  and	  its	  goal,	  too.	  

Relevantly	   to	   the	   questionnaire’s	   results,	   an	   emerging	   oxymoron	   must	   be	  

signified:	  although	  not	  all	  of	  Ševčík’s	  system	  of	  practice	  and	  development	   is	  deeply	  

pursued	   by	   the	   majority	   of	   the	   violinists,	   the	   same	   majority	   of	   violinists	   do	  

acknowledge	  the	  system’s	  valuable	  and	  wide	  educational	  character.	  The	  widespread	  

believes	   that	   a)	   there	   is	  much	  more	   to	   Ševčík’s	  work	   than	   the	   obvious	   debate	   on	  

basic	  skills	  and	  b)	  that	  Ševčík	  composed	  a	  complete	  ‘method’	  witness	  as	  such.	  40%	  of	  

the	   questionnaire’s	   sample	   (question	   n.9)	   confirmed	   this	   view;	   73%	   including	   the	  

undetermined	  part	  of	  the	  sample,	  it	  seems,	  if	  more	  information	  could	  be	  collected	  to	  

clarify	  this.	  	  

To	  further	  present	  elements	  on	  this	  part	  of	  the	  discussion,	  I	  should	  say	  that	  

the	  majority	  of	  the	  violinists	  who	  filled	  out	  this	  questionnaire	  seem	  to	  comprehend	  

the	  aims	  of	   the	  work’s	   content	  and	   the	   level	   to	  which	   these	  aims	   refer	   (questions	  

                                                
20	  As	  numbered	  by	  Bosworth	  &	  Co.	  Edition.	  
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n.9;	  n.10;	  n.13;	  n.15).	  Nevertheless,	  some	  also	  feel	  that	  Ševčík’s	  system	  is	  boring	  and	  

often	   hyper-‐informative,	   leading	   to	   a	  waste	   of	   time	   (questions	   n.14;	   n.17;	   n.18).	   I	  

believe	   that	   these	   views	   are	  misguided.	   I	  wonder	   how	   a	   student	   or	   teacher	   could	  

learn	   or	   teach	   a	   subject	   through	   an	   educational	   construct,	   respectively,	   if	   they	   do	  

not	  understand	  the	  latter’s	  explicit	  and	  implicit	  information	  and	  handling?	  Can	  they	  

really	   place	   or	   achieve	   a	   specific	   goal	   knowing	   only	   half	   of	   its	   substance?	   It	   is	  my	  

experience	   that	   violinists	   show	   a	   more	   positive	   engagement	   with	   the	   content	   of	  

Ševčík’s	  work	  when	   they	  become	  more	  active	  within	   it.	  When	   this	   is	  not	   the	  case,	  

signs	   of	   ‘boredom’	   occur,	   which	   could	   probably	   explain	   the	   oppositional	   stance	  

derived	  from	  some	  answers	   in	  questions	  n.14,	  n.17	  and	  n.18.	  By	  the	  same	  token,	   I	  

could	   also	   say	   that	   violin	   mastery	   is	   not	   something	   indeterminate	   and	   thus	  

explainable	   in	  a	  totally	  personal	  way	  alone.	  On	  the	  contrary:	  an	  overview,	  with	  the	  

requisite	   tools	   for	   its	   delineation,	   is	   essential.	   Chaffin	   and	   Lemieux	   (2008:	   19-‐39)	  

refer	   to	   this	   as	   the	   ‘big	   picture’.	   I	   think	   that	   the	   same	   applies	   for	   Ševčík’s	   work,	  

where,	  if	  someone	  wants	  to	  achieve	  the	  best	  from	  it,	  knowing	  the	  overall	  picture	  it	  is	  

vital.	  	  

Unfortunately,	  the	  reality	  is	  often	  opposed	  to	  this	  latter	  approach,	  shaping	  a	  

predisposed	  and	  sometimes	  unexplained	  negation	  to	  Ševčík’s	  work	  real	  content	  and	  

aim	  (questions	  n.2,	  n.3,	  n.12,	  n.32).	  This	  brings	  a	  point	  of	  ignorance	  to	  crucial	  parts	  

of	   the	   structure,	   and	   this,	   by	   its	   turn	   as	   an	   element,	   expectedly	   feeds	   the	   vicious	  

cycle	   found	   in	   the	  answers	   to	  questions	  n.16	  and	  n.30,	  which	  show	  that	   there	   is	  a	  

limited	  flow	  of	  information	  from	  teacher	  to	  student.	  
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Regarding	  the	  character	  of	  Ševčík’s	  work,	  many	  musicians	  believe	  that	  there	  

exists	  no	  musical	  thought	  and	  value	  inside	  the	  exercises	  (question	  n.11);	  and	  that	  it	  

is	   presented	   in	   a	   rather	  barren	   technical	  manner,	   as	  well	   as	   including	   a	   torrent	  of	  

unnecessary	  requirements	  (question	  n.17).	  Additionally,	  it	  is	  believed	  that	  there	  is	  no	  

connection	  between	  technique	  and	  music;	  an	  opinion	  that	  I	  also	  encountered	  during	  

discussions	  with	  other	  colleagues	  after	   I	  conducted	  my	  questionnaire.	  This	  belief	   is	  

consistent	  with	  opinions	  existing	  in	  the	  past,	  and	  one	  which	  might	  be	  convincing,	  if	  

we	  consider	  (a)	  that	  the	  whole	  work	  seems	  at	  first	  to	  offer	  too	  much	  unconnected	  

information	   and	   (b)	   that	   a	   huge	  number	  of	   different	   explanations	   and	  approaches	  

seems	  to	  permeate	  the	  educational	  process	  for	  the	  same	  kind	  of	  problems.	  	  	  

Countering	   all	   this,	   I	   could	   claim	   that	   as	   there	   are	   books	   of	   Ševčík’s	   work	  

which	  remain	  almost	  unknown	  to	  the	  violinists,	  it	  is	  impossible	  for	  the	  dominant	  and	  

important	  synthesis	  of	  information	  to	  be	  revealed	  and	  used.	  Ultimately,	  preliminary	  

findings	   and	   elements	   presented	   in	   the	   next	   pages	   suggest	   that	   there	   is	   plenty	   of	  

information	  concerning	  music	   in	  Ševčík’s	  educational	  system	  (see	  2.3. The Content),	  

and	   that,	   according	   to	   several	   past	   opinions,	   there	   is	   inherent	   an	   approach	   that	  

associates	   technique	   with	   music	   itself	   (see	   1.3. Opinions and Figures Related to 

Ševčík’s Work; The Past);	   suffice	   it	   to	   say	   that	   a	   study	   of	   all	   the	  Opuses	   is	   also	  

needed.	  

Another	  remarkable	  conclusion	  indicated	  by	  this	  questionnaire,	  and	  probably	  

directly	   explains	   the	   contemporary	   ‘negative’	   stance	   for	   Ševčík’s	  work,	   is	   that	   few	  

violinists	  really	  know	  how	  to	  distinguish	  the	  structure	  and	  usage	  of	  an	  instrumental	  

method	   from	   the	  wider	   violin	   teaching	   and	   learning	   literature.	   This	   is	   reflected	   in	  
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their	  answers	  concerning	  the	  comparison	  of	  different	  teaching	  and	  learning	  tools	  of	  

violin	   education,	   which	   revealed	   that	   people	   cannot	   clearly	   tell	   the	   difference	  

between	   a	  method,	  musical	   studies	   or	   other	   forms	  of	   violin	   teaching	   and	   learning	  

constructs	  (questions	  n.	  21-‐22).	  Presenting	  mostly	  a	  bias	  towards	  the	  ‘I	  do	  not	  know’	  

answer	  (32%	  and	  47%	  respectively),	  we	  see	  violinists	  confusing	  the	  educational	  ‘role’	  

and	  structure	  of	   the	  proposed	  educational	  material	   in	   the	   relevant	  questions,	   thus	  

pointing	  a	  ‘cloudy’	  perception	  on	  this	  matter.	  This,	  to	  a	  certain	  extent,	  suggests	  that	  

most	  of	  the	  violinists	  do	  know	  in	  theory	  what	  to	  practise	  –	  probably	  from	  previous	  

experience	   and	   advice	   –	   but	   they	   do	   not	   know	  why	   (for	  which	   purpose)	   and	   how	  

they	  need	  to	  practise	  it.	  At	  this	  point,	  the	  findings	  of	  Cantwell	  and	  Millard	  (1994	  in	  

Hallam,	   2001:	   8)	   –	   which	   agree	   with	   the	   idea	   that	   “…students	   adopting	   a	   deep	  

approach	   [concerning	   cognitive	   complexity	   in	   relation	   to	   their	   practice	   behaviour	  

and	  strategy	  use]	  define	  practising	  problems	  in	  musical	  rather	  than	  technical	  terms	  

…”	  –	  could	  perhaps	  be	  able	  to	  explain	  this	  situation.	  Practically,	  however,	  the	  explicit	  

opinion	   of	   the	   violinists	   (questions	   n.28;	   n.29),	   that	   technique	   is	   not	   something	  

separate	  from	  music,	  seems	  to	  directly	  contradict	  this	  notion.	  	  	  

In	   my	   point	   of	   view,	   the	   aforementioned	   conclusion	   of	   the	   questionnaire,	  

may	  suggest	  that	  terms	  like	  ‘Planning	  in	  Performance’	  (Hallam,	  2001a;	  Gabrielsson,	  

1999)	  and	  ‘Quality	  of	  Practice’	  (Chaffin	  and	  Lemieux	  in	  Williamon,	  2008:	  22)	  are	  not	  

always	   defined	   in	   the	  best	   possible	  way	   in	   violin	   practice	   and	   generally	   in	  musical	  

teaching	   and	   learning	   as	   such,	   hence	   explaining	   the	   ‘misunderstood’	   approach	   to	  

Ševčík’s	  work.	  	  
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Based	  on	  all	  the	  above,	  as	  an	  important	  contradiction	  to	  the	  negative	  stances	  

of	  present	  times	  concerning	  Ševčík’s	  work,	  I	  should	  finally	  mention	  question	  number	  

19,	  which	  revealed	  that	  90%	  of	   the	  sample	  believes	   that	  Ševčík’s	  work	  approaches	  

practice	  with	  great	  systematisation.	  It	  seems,	  nevertheless,	  strange	  that	  almost	  all	  of	  

the	  violinists	   stated	   that	   it	  helps	   to	  achieve	  an	  efficient	  as	  well	  as	  effective	  way	  of	  

practising,	  when	  at	  the	  same	  time,	  most	  of	   these	  violinists	  are	  persuaded	  that	   it	   is	  

boring	  and	  without	  a	  deeper	  meaning	  (i.e.	  question	  14).	  	  

Perhaps,	  it	  could	  be	  said	  that	  every	  instrumentalist	  can	  realise	  subconsciously	  

what	  is	  good	  for	  their	  violinistic	  development.	  We	  can	  all	  define	  more	  or	  less	  which	  

educational	  tools	  we	  accept	  as	  valuable,	  and	  therefore	  try	  to	  employ	  later	  on	  in	  our	  

practice.21	  However,	   it	   seems	  also	   that	   simply	   to	   know	   the	  point	  of	   validity	   for	   an	  

educational	   tool	   is	   somewhat	   different	   from	   identifying	   and	   finally	   employing	   the	  

path	  of	  valid	  knowledge	  that	  is	  inherent	  in	  it.	  This	  can	  be	  seen	  to	  a	  certain	  extent	  in	  

the	  fact	  that	  violinists	  might	  use	  exactly	  the	  same	  educational	  content,	  yet	  not	  all	  of	  

them	  will	  achieve	  the	  same	  level	  of	  performance.	  	  

The	   contradiction	   inherent	   in	   questions	   n.14	   and	   n.19	   brings	   me	   to	   think	  

once	  more	  that	  something	  is	  neglected	  or	  misunderstood	  in	  Ševčík’s	  work,	  and	  that	  

we	   therefore	   need	   a	   deeper	   and	  more	   detailed	   study	   of	   its	   educational	   path	   and	  

content	  so	  as	  to	  achieve	  its	  greatest	  potential.	  

                                                
21	   For	   this	   topic,	   related	   research	  has	   been	  made	  by	  McPherson	   and	  McCormick	   (1999:	   98-‐102)	   as	  
well	  as	  by	  Chaffin	  et	  al.	  (2002),	  among	  others.	  
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1.5.	   Conclusions	   for	   Then	   and	   Now:	   A	   Basis	   for	  
Further	  Research	  

	  The	  previous	  pages	  presented	   the	   context	   surrounding	  Ševčík’s	  work,	  both	  

during	  his	  lifetime	  and	  in	  the	  contemporary	  context.	  Starting	  with	  a	  brief	  outline	  of	  

his	   biography,	   an	   investigation	   of	   Ševčík’s	   contemporary	   opinions	   and	   perceptions	  

relevant	   to	   his	   work	   followed,	   finishing	   with	   an	   empirical	   research	   project	   which	  

revealed	   aspects	   of	   present	   opinions	   of	   Ševčík’s	   educational	   system	   and	   of	   the	  

content	  of	  his	  work.	  	  

The	  above	  research	  path	  helped	  me	  to	  establish	  why	  and	  how	  Ševčík	  decided	  

to	  write	  his	  educational	  work,	  in	  which	  order	  he	  drafted	  the	  content	  of	  his	  Opuses,	  

how	   he	   lived	   his	   life	   in	   connection	   to	   the	   vast	   writing	   and	   teaching	   task	   he	  

undertook,	   how	   his	   life	   and	   work	   was	   perceived	   by	   contemporary	   media	   in	   the	  

musical	  environment,	  and	  how	  we,	  the	  contemporary	  students	  and	  teachers,	  seem	  

to	  approach	  his	  system	  now.	  	  

To	   summarise	   the	   most	   significant	   findings,	   it	   firstly	   appears	   that	   Ševčík	  

consciously	  decided	  to	  write	  this	  huge	  work,	  so	  as	  to	  fully	  fill	  what	  he	  perceived	  to	  

be	  gaps	  in	  violin	  education.	  Did	  he	  achieve	  his	  ambition	  to	  produce	  a	  complete	  and	  

enduring	   method?	   This	   is	   something	   we	   will	   investigate	   later	   on	   in	   this	   thesis.	  

However,	  up	  to	  this	  point,	  the	  evidence	  of	  his	  life	  shows	  that	  he	  worked	  towards	  this	  

direction,	  adding	  content	  to	  his	  work	  consistently	  and	  devotedly.	  

Secondly,	  we	  may	   say	   that	   violinists	   do	   accept	   Ševčík’s	  work	   as	   one	   of	   the	  

most	   important	   intellectual	   and	   practical	   tools	   of	   the	   violin	   teaching	   and	   learning	  
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regime;	  and	  that	  they	  use	  it	  on	  a	  great	  level	  during	  the	  educational	  process.	  Ševčík’s	  

work	  still	  evokes	  the	  same	  positive	  thoughts	  as	   it	  did	  during	  his	  time,	  and	  this	  as	  a	  

diachronic	  educational	  element	  suggests	  evidence	  of	  methodological	  completeness	  

(Stables,	  2002).	  	  

Thirdly,	   I	   believe	  we	   should	   keep	   in	  mind	   that	  most	   violinists	   still	   perceive	  

Ševčík’s	   work	   as	   a	   greatly	   systematised	   tool	   and	   complete	   in	   its	   outcome.	  

Statements	   like:	   	   “I	   hold	   Ševčík	   studies	   in	   high	   esteem	   and	   think	   that	   they	   are	   as	  

valuable	  now	  as	  ever	  before”	  as	  well	  as	  “Ševčík’s	  exercises	  are	  a	  whole	  drugstore	  of	  

possible	   remedies”	   (quoted	   in	   Mnatzaganian,	   1998,	   by	   Kim	   Kaskashian,	   Itzhak	  

Perlman,	   Victor	   Danchenko	   and	   Ivry	   Gitlis	   for	   example)	   suggest	   that	   I	   am	   not	   the	  

only	   one	   to	   form	   such	   judgements.	   After	   all,	   the	   quote	   “Wer	   vieles	   bringt,	   wird	  

manchem	  etwas	  bringen”	  (translation	  by	  the	  author:	  He	  who	  brings	  much	  will	  bring	  

something	  for	  everybody)	  by	  Goethe	  (1808)	  points	  to	  completeness,	  and	  forms	  –	  in	  

my	  point	  of	  view	  –	  a	  good	  fit	  for	  Ševčík’s	  work	  if	  all	  the	  above	  considered.	  	  

	  

For	  my	  thesis’s	  research	  economy	  I	  should	  stress,	  as	  a	   last	  point,	   that	   in	  no	  

case	   the	   research	  orientation	  of	   this	   part	  was	   to	  be	   ‘vertically’	   exhaustive;	   or	   that	  

other	  parameters	  or	  aspects,	  which	  might	  reveal	  more	  detailed	  information,	  do	  not	  

exist.	   On	   the	   contrary:	   topics	   of	   discussion,	   which	   include	   historical	   and	   social	  

extensions,	  could	  certainly	  produce	  many	  more	  pages	  of	  deep	  analyses,	  further	  and	  

counter-‐arguing	  thoughts	  or	  assumptions.	  	  

However,	   we	   should	   understand	   that	   this	   first	   chapter	   was	   intentionally	  

meant	  to	  undertake	  a	  more	  ‘horizontal’	  path	  of	  investigation,	  aiming	  to	  collate	  and	  

collaboratively	   present	   the	   most	   important	   information	   coming	   from	   Ševčík’s	  
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‘context’.	   As	   such,	   the	   content	   of	   my	   writings	   up	   until	   now	   should	   be	   seen	   as	  

grounding	  knowledge	  for	  the	  rest	  of	  the	  thesis	  and,	  in	  parallel,	  to	  be	  approached	  (a)	  

as	   a	   deeper	   interpretation	   of	   my	   hypothesis	   (what	   is	   the	   real	   impact	   of	   Ševčík’s	  

work?)	   and	   (b)	   as	   an	   indirect	   definition	   of	   the	   problem	   which	   pushed	   me	   to	  

investigate	  this	  hypothesis	   (the	  contemporary	  perceptions	  and	  usage	  of	  this	  work).	  

All	  this,	  in	  connection	  with	  what	  comes	  next,	  will	  ultimately	  serve	  a	  fuller	  and	  more	  

functional	  ‘pervasion’	  into	  Ševčík’s	  world.	  	  	  	  	  	  	  
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Chapter	  2	  –	  The	  Work’s	  
Complete	  View	  
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2.1.	  Ševčík’s	  Approach	  

As	  already	  stated,	  it	  can	  be	  argued	  that	  Ševčík’s	  work	  enjoyed	  and	  still	  enjoys	  

a	   respectful	   acceptance	   among	   violinists	   and	  educators.	   The	  positive	  opinions	   and	  

applications	   around	   this	   work	   form	   an	   impressive	   judgement.	   Nevertheless,	   a	  

different	   situation	   is	   encountered	   in	   relation	   to	   the	   quantity	   of	   information	   or	  

literature	  directly	  connected	  to	  it	  and	  relevant	  to	  its	  teaching	  and	  learning	  process.	  	  

	   Starting	  with	  Ševčík	  himself,	  while	  it	  is	  evident	  that	  he	  wrote	  a	  few	  things	  to	  

interact	  with	   and	   explain	   his	   own	  work,	   it	  may	  be	   argued	   that	   he	   did	   not	  make	   a	  

great	  effort	  to	  deliver	  his	  work	  using	  an	  educationally	  functional	  approach;	  there	  are	  

relatively	   few	   notes	   offered	   as	   further	   contextualisation	   for	   the	  main	   core	   of	   the	  

work.	   In	   fact,	   the	  major	   impetus	   for	  both	   its	   study	  and	   teaching	   took	  place	  mainly	  

inside	   classrooms,	   or	   more	   informally,	   through	  meaningful	   discussions	   in	   taverns,	  

cafés	  or	  long	  walks	  in	  parks.	  	  

But	  why	  did	  Ševčík	  not	  explain	  his	  teaching	  information	  more	  concisely,	  using	  

a	  definite	  educational	  analysis,	   in	  order	  to	  deliver	  and	  establish	  his	  knowledge	  and	  

approach	   to	   violin	   teaching	   and	   learning	  more	   efficiently?	  Would	   not	   he	   want	   to	  

‘pass	  the	  torch’	  to	  following	  generations?	  For	  that,	  unfortunately,	  no	  straight	  answer	  

exists.	  Nevertheless,	   one	  possible	   interpretation	   could	  be	   that	   the	   size	  of	   the	   task	  

undertaken	   in	   completing	   the	   actual	  method	   did	   not	   leave	   Ševčík	   time	   for	   such	   a	  

task.	  The	  writing	   for	   the	  main	  core	  of	  his	  vast	  work,	  plus	   the	  actual	  advertisement	  

and	  dissemination	  –	  involving	  extensive	  teaching,	  travelling	  and	  publishing	  –	  was	  an	  

enormous	   achievement	   for	   one	  person	   alone	  during	   that	   period	  of	   time.	   It	   is	   also	  
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possible	  that	  he	  might	  was	  confident	  that	  his	  students	  would	  do	  this	  job	  for	  him.	  This	  

was	  true,	  to	  a	  certain	  extent,	  as	  will	  be	  shown	  later	  on.	  	  

Whatever	   explanation	   we	   accept,	   I	   am	   convinced	   after	   my	   extended	  

experience	  of	  Ševčík’s	  work	  that	  he	  did	  not	  try	  to	  conceal	  information	  or	  approaches	  

and	  opinions	  relevant	   to	  his	  educational	  beliefs,	  not	   intentionally	  at	   least.	  This	  can	  

be	   seen	   in	   the	   developed	  material	   presented	   for	   the	   same	   areas	   of	   technique	   or	  

music	   –	   in	   his	   revision	  of	  Opus	   6	   to	  Opus	   11	   as	   a	   starting	  point	   for	   beginners,	   for	  

instance	  –	  or	   in	  the	  extensive	  analysis	  of	  concerti	  and	  musical	  pieces	   in	  Opuses	  16-‐

21.	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  
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2.2.	  The	  Relevant	  Literature	  

Focusing	  now	  on	  literature	  produced	  by	  other	  authors,	  a	  selected	  few	  works	  

have	  established	  certain	  facts	  regarding	  Ševčík	  and	  his	  work.	  These	  efforts	  revolved	  

mainly	   around	   Ševčík’s	   students.	  Winn	   (1905)	   and	   Hayes	   (1912)	   were	   the	   first	   to	  

present	  Ševčík’s	  life	  in	  a	  book,	  while	  the	  first	  to	  explain	  parts	  of	  Ševčík’s	  work	  in	  an	  

educational	  sense	  –	  or	  at	  least	  to	  embark	  upon	  this	  kind	  of	  research	  –	  was	  Leopold	  

Sass,	   with	   his	   book	   The	   Secret	   of	   acquiring	   in	   a	   short	   time	   a	   beautiful,	   clear	   and	  

penetrating	  tone	  (on	  the	  violin	  and	  violincello)	  and	  an	   infallible	  rhythmical	  staccato	  

(Sass,	  1909).	  Sass,	  also	  a	  student	  of	  Ševčík’s,	  tried	  to	  describe	  for	  the	  first	  time	  the	  

professor’s	   lessons	   as	   a	   process,	   providing	   valuable	   information	   in	   so	   doing.	   His	  

book,	   although	   limited	   in	   breadth	   and	   content,	   included	   a	   very	   important	   ‘Plan	  of	  

Study’,	   which	   was	   recommended	   by	   Ševčík	   as	   ‘most	   practical	   and	   useful’	   (Sass,	  

1909);	  we	  will	  return	  to	  this	  plan	  later	  in	  this	  thesis.	  	  

Paul	   Stoeving,	   a	   professor	   of	   violin	   in	  Guildhall	   School	   of	  Music	   in	   London,	  

was	  the	  first	  of	  Ševčík’s	  outer	  educational	  circle	  to	  critique	  and	  analyse	  the	   latter’s	  

work.	  Stoeving’s	  book	  The	  Elements	  of	  Violin	  Playing	  and	  a	  Key	  to	  O.	  Ševčík’s	  Works	  

(Stoeving,	  1914)	  presented	  a	  more	   technical	  description	  and	  evaluation	  of	  Ševčík’s	  

work,	   though	   it	   neglected	   many	   fundamental	   parts	   and	   elements.	   Having	  

encountered	  Ševčík	  on	  his	  many	  visits	  to	  London	  –	  as	  he	  states	  in	  the	  preface	  of	  his	  

own	   book	   –	   Stoeving	   obviously	   spent	   considerable	   time	   attending	  master	   classes,	  

lectures	  or	  simply	  lessons	  conducted	  by	  Ševčík.	  Nevertheless,	  it	  seems	  that	  he	  either	  

did	  not	  have	  the	  opportunity	  to	  study	  the	  whole	  breadth	  of	  the	  work’s	  content,	  or	  
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he	  knew	  it	  and	   intentionally	  did	  not	  try	  to	  enclose	   it	   in	  his	  analysis.	  Whichever	  the	  

case	  might	   be,	   it	  may	  well	   be	   assumed	   that	   Stoeving’s	   attempt,	   to	   fully	   approach	  

Ševčík’s	  educational	  construct,	  could	  not	  qualify	  as	  a	  comprehensive	  one.	  	  	  	  	  	  	  	  	  	  

	   After	  Ševčík’s	  death	  in	  1934,	  further	  efforts	  were	  made	  to	  approach	  Ševčík’s	  

work	  and	  life,	  establishing	  better	  sources	  of	  information	  about	  them.	  The	  first	  book	  

was	  written	  by	  Nopp	   in	   1948,	  while	   another	  one	   shortly	   followed	  by	   Šelf	   in	   1953.	  

Both	   books	   focused	   on	   Ševčík’s	   life	   for	   the	  most	   part,	   and	   they	   provided	   a	   great	  

amount	  of	  information	  for	  his	  activities,	  inside	  and	  outside	  of	  the	  classroom.	  As	  they	  

both	  were	  his	  students,	  Nopp	  and	  Šelf	  tried	  to	  mostly	  analyze	  and	  present	  thoughts	  

and	   facts	   from	  Ševčík’s	   life,	  but	  also	   some	  aspects	  of	  his	   teaching	  and	  educational	  

process.	  However,	  not	  including	  a	  functional	  educational	  analysis	  as	  well	  as	  many	  of	  

the	  important	  parts	  of	  the	  work’s	  content,	  they	  both	  did	  not	  provide	  an	  academically	  

critical	  and	  comprehensive	  approach.	  	  	  

An	  article	   relevant	   to	  Ševčík’s	  work	  –	  entitled	  as	  Elaborating	  a	  Technique	  –	  

was	  also	  published	  during	  1952	  in	  Oraba	  in	  the	  newspaper	  Czechoslovak	  Life,	  while	  

probably	  the	  most	  important	  book	  from	  that	  period	  of	  time	  was	  Mignotti’s	  Wie	  übt	  

man	  Ševčík’s	  Meisterwerke	  (Mignotti,	  1957).	  With	  this	  book,	  Mignotti	  attempted	  to	  

approach	   Ševčík’s	   work	   educationally,	   presenting	   its	   technical	   and	   musical	   points	  

clearly.	  However,	  without	  mentioning	  once	  more	  the	  whole	  range	  of	  the	  Opuses,	  it	  is	  

impossible	  for	  the	  reader	  to	  acquire	  a	  full	  picture	  of	  the	  content.	  Mignotti	  describes	  

in	  his	  own	  way	  how	  he	  perceived	  lessons	  with	  Ševčík,	  and	  how	  particular	  studies	  and	  

exercises	  should	  be	  dealt	  with	  according	  to	  his	  experiences,	  finally	  forming	  a	  limited	  

personal	  view	  rather	  than	  a	  fully	  extended	  academic	  study	  on	  Ševčík’s	  violin	  teaching	  

and	  learning	  approach.	  	  
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	   In	  more	  recent	  times,	  despite	  there	  being	  a	  vast	  number	  of	  resources	  which	  

might	   help	   with	   researching	   education,	   there	   are	   still	   relatively	   few	   attempts	   at	  

explaining	   this	   important	   work	   of	   instrumental	   teaching	   and	   learning.	   Despite	   its	  

being	  widely	  used	  and	  practised,	   limited	  research	  has	  occurred	  concerning	  Ševčík’s	  

work	   teaching	   values,	   mental	   approaches	   and	   relevant	   usage	   by	   students	   and	  

teachers.	   Probably,	   this	   falls	   into	   line	   with	   the	   general	   existing	   sense	   of	   an	  

inadequate	   research	   movement	   concerning	   instrumental	   teaching	   material,	  

behaviour	  and	  framework	  (Gabrielsson,	  2003).	  	  	  	  

The	   earliest	   example	   I	   could	   find	   during	   the	   last	   thirty	   years	   or	   so,	   which	  

directly	   concerned	   Ševčík’s	   work,	   was	   a	   book	   by	   Václav	   Stary.	   This	   book	   is	   also	  

included	  as	  a	  reference	  within	  the	  relevant	  chronological	  list	  below	  and	  completes	  a	  

range	  of	  literature	  which	  covers	  the	  period	  1960	  to	  2009.	  	  

I. Stary	   Václav	   et	   al.,	   Otakar	   Sevcik	   v	   Prachaticch,	   1967,	   published	   by	   Odbor	  

Školstv	  a	  Kultury	  Rady	  ONV	  Prachatice,	  Czech	  Republic.	  

II. Samajevova,	   Kira,	   Kyjevskéobdobí	   cinnosti	   Otakara	   Ševčíka	   (The	   activities	   of	  

Otakar	  Ševčík	  in	  Kiev),	  1973,	  Article	  in	  the	  periodical	  Hudební	  Rozhledy,	  26	  (12)	  

566-‐69,	  Czech	  Republic.	  

III. Kratina,	  Jan,	  Otakar	  Ševčík,	  sein	  Leben,	  Werk	  und	  Vermächtnis	  für	  heute,	  1975,	  

an	   article	   in	   Symposium	   “Violinspiel	   und	   Violinmusik	   in	   Geschichte	   und	  

Gegenwart:	   142-‐148	   (1972,	   Graz),	   published	   by	   Universal	   Edition,	   Wien,	  

Austria.	  

IV. Lorković,	  Radovan,	  Violintechnik	  zwischen	  Sevcik	  und	  Flesh,	  1978,	  Article	  in	  the	  

periodical	  “Schweizerische	  Musikzeitung/Revue	  musicale	  Suisse,	  118(3)	  149-‐55,	  

Switzerland.	  
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V. Zhang,	  Guozhu,	  Ševčík’s	  compositions	  and	  their	  value	   in	  violin	  teaching,	  1979,	  

Article	   in	   Xinghai	   Yinyue	   Xueyuan	   xuebao/Journal	   of	   Xinghai	   Conservatory	   of	  

Music	  (1:1)	  40-‐44,	  China.	  

VI. Bonnet,	  M.E.,	  Viooltegniek	   soos	   bespreek	   deur	   Carl	   Flesch	   en	   Ivan	   Galamian	  

met	   spesiale	   verwysing	   na	   die	   oefeninge	   van	   Otakar	   Ševčík,	   1991,	   BMus	  

dissertation	  from	  University	  of	  Pretoria,	  South	  Africa.	  	  

VII. Stöckl,	  Ernst,	  Das	  Wirken	  böhmischer	  und	  mährischer	  Musiker	   in	  Rußland	  von	  

1720	   bis	   1914,	  1994,	   Article	   a	   Symposium:	   Aktuelle	   lexikographische	   Fragen:	  

Bericht:	  48-‐65.	  

VIII. Prchal,	  Martin,	  The	  Man	  Behind	  the	  Exercises,	  September	  1998,	  Article	  in	  “The	  

Strad”,	  943-‐946,	  London,	  UK.	  

IX. Mnatzaganian	  Sarah,	  Ševčík’s	  Legacy,	  1998,	  Article	  in	  “The	  Strad”,	  London,	  UK.	  	  

X. Fintan	  Murphy,	  Bowing	   Techniques	   for	   Ševčík	   Variations,	   2002,	   published	   by	  

Twofold	  Media	  as	  a	  CDROM,	  Australia.	  

XI. Seiffert	  Reinhard,	  Von	  Ševčík	  bis	  Galamian:	  Zur	  Entwicklung	  des	  Violinspiels	  im	  

20.	  Jahrhundert,	  2003,	  Article	  in	  “Das	  Orchester:	  Zeitschrift	  für	  Orchesterkultur	  

und	  Rundfunk-‐Chorwesen,	  51(4)	  8-‐18,	  Germany.	  

XII. Mojžíš,	  V.	  (2004)	  Otakar	  Ševčík	  (1852	  –	  1934)	  a	  česká	  houslová	  škola:	  katalog	  

výstavy,	  Praha,	  Národní	  Muzeum,	  British	  Library	  Catalogue.	  

XIII. Nakaune	   Minori,	   Otakar	   Ševčík:	   The	   Enduring	   Legacy,	   2005,	   Studies	   in	   the	  

Humanities	  and	  Sciences,	  46(1),	  109-‐129,	  Hiroshima	  Shudo	  University.	  

XIV. Nakaune	  Minori,	  Otakar	  Ševčík’s	  Opus	  1:	  The	  Basis	  of	  Modern	  Violin	  Pedagogy,	  

2007,	   Studies	   in	   the	   Humanities	   and	   Sciences,	   47(2),	   1-‐34,	   Hiroshima	   Shudo	  

University.	  
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XV. Nakaune	  Minori,	  Otakar	   Ševčík’s	   Opus	   2	   and	   Opus	   3:	   The	   School	   of	   Bowing	  

Technique,	   2008,	   Studies	   in	   the	   Humanities	   and	   Sciences,	   48(2),	   109-‐145,	  

Hiroshima	  Shudo	  University.	  

XVI. Nakaune	   Minori,	  Otakar	   Ševčík	   Opus	   10:	   Seven	   Dances	   for	   the	   Violin,	   2009,	  

Studies	   in	   the	   Humanities	   and	   Sciences,	   49(2),	   193-‐211,	   Hiroshima	   Shudo	  

University.	  

According	  to	  this	  list	  –	  which	  I	  claim	  to	  be	  exhaustive	  at	  my	  thesis’s	  submission	  

time	   –	   only	   Zhang’s,	   Fintan’s,	   Minori’s	   and	   Stary’s	   works	   deal	   with	   Ševčík’s	   work	  

having	   an	   educational	   character.	   Even	   then	   however,	   none	   of	   these	   four	   authors	  

analyzes,	  critically	  or	  not,	  the	  entire	  corpus	  of	  Ševčík’s	  work.	  	  

Following	  these	  findings,	  a	  full	  exploration	  of	  Ševčík’s	  writings	  seems	  to	  be	  the	  

next	  rational	  step.	  And	  I	  assert	  so	  because	  this	  way,	  both	  the	  familiar	  and	  neglected	  

elements	  of	  the	  work’s	  content	  will	  be	  presented	  homogeneously	  for	  the	  first	  time,	  

and	  a	  more	  comprehensive	  overview	  of	  its	  structure	  will	  be	  formed.	  This,	  in	  turn,	  will	  

encourage	   the	  undertaking	  of	   a	  well-‐informed	  analysis	   of	   the	  work’s	   teaching	   and	  

learning	  framework,	  which	  as	  an	  outcome	  will	  lead	  to	  a	  critical	  base	  of	  thinking,	  and	  

formation	  of	  a	  justifiable	  conclusion	  to	  my	  initial	  hypothesis.	  
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2.3.	  The	  Content	  

Otakar	  Ševčík’s	  work	  consists	  of	  twenty-‐six	  Opuses.	  Of	  all	  these	  Opuses,	  only	  

Opus	  10	   comprises	  original	  musical	   compositions;	   for	  violin	  and	  piano,	   that	   is.	  The	  

others	   are	   entirely	   dedicated	   to	   the	   teaching	   and	   learning	  of	   techniques	   for	   violin	  

performance	  and	  its	  general	  elements	  of	  music	  production	  (dynamics,	  colour	  tones,	  

etc.).	  

As	  has	  been	  previously	  mentioned,	  the	  young	  Ševčík’s	  need	  for	  a	  concise	  and	  

comprehensive	   manual	   of	   technique	   during	   his	   student	   years	   was	   probably	   what	  

prompted	  him	  to	  compose	  this	  numerous	  –	  in	  terms	  of	  Opuses	  –	  work.	  However,	  the	  

content’s	  expanded	  and	  structurally	  developed	  nature	  may	  well	  witness	  that	  Ševčík	  

went	   far	   beyond	   the	   production	   of	   just	   a	  manual.	   Based	   on	   this	   assumption,	   and	  

attempting	  a	  preliminary	  explanation	  for	  the	  level	  and	  structure	  of	  the	  Opuses	  that	  

we	  will	  meet	  further	  below,	  this	  could	  be	  said:	  while	  the	  whole	  enterprise	  began	  in	  a	  

perhaps	  simple	  and	  more	  accessible	  form,22	  as	  the	  work	  developed,	  it	  would	  appear	  

that	  Ševčík	   felt	   the	  need	   to	  expand	  on	  his	  original	  aim,	  enriching	   thus	   the	  content	  

with	   all	   sorts	   of	   cross-‐references	   to	   both	   technique	   and	  music.	   Such	   an	   assertion	  

may	   be	   perceived	   from	   both	   the	   detailed	   amplification	   of	   content	   some	   of	   the	  

Opuses	  undergo	  –	  for	  instance	  the	  forty-‐six	  parts	  of	  Opus	  16	  (see	  page	  136)	  –	  as	  well	  

as	   from	   the	   individually	   presented	   technically	   and	   musically	   advanced	   topics	  

inherent	  in	  some	  of	  them	  –	  for	  example	  Opus	  4	  (see	  page	  102).	  	  

                                                
22	  This	  can	  be	  observed	  if	  one	  reads	  Opus	  1	  in	  isolation.	  
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But	  why	  is	  it	  so	  important	  to	  expose	  this	  aspect	  of	  a	  ‘developed	  content’	  that	  

Ševčík	  –	   intentionally	  or	  not	  –	  embedded	   in	  his	  pursuit?	   It	   is	   important	  because	   its	  

implied	   existence	   could	   positively	   suggest	   a	   coded	   web	   of	   knowledge	   unfolding	  

between	  the	  content’s	  lines.	  And	  if	  this	  is	  the	  case,	  developing	  an	  efficient	  and	  fully	  

informative	   presentation	   for	   the	   content,	   must	   be	   the	   result	   of	   a	   thorough	   and	  

cumulative	   decoding	   of	   both	   its	   straightforward	   and	   inferred	   information.	   This	   is	  

what	  is	  shown	  in	  the	  succeeding	  tables,	  following	  a	  specific	  arrangement	  of	  analysis	  

distinguishing	   the	   explicit	   from	   the	   implicit	   information	   I	   found	   and	   believe	   to	  

permeate	  Ševčík’s	  work	  and	  path	  of	  educational	  development.	  	  

For	   the	   following	   analysis,	   nevertheless,	   I	   should	   mention	   two	   things.	   The	  

first	   one	   is	   that	   all	   the	   explicit	   information	   are	   based	   solely	   on	   findings	   and	   facts	  

derived	   from	   the	   work’s	   direct	   content,	   using	   either	   existing	   printed	   books	   by	  

Bosworth	  &	  Co.	  Publications	  and	  Arco	  Iris	  Publications,	  or	  pictures	  and	  manuscripts	  

legally	  released	  to	  me	  by	  the	  National	  Museum	  of	  Prague	  and	  the	  National	  Archive	  

of	  Music	  of	  the	  Prague’s	  Conservatory.	  	  

During	   the	   process	   of	  my	   research,	   I	   physically	   rediscovered	   eleven	   of	   the	  

twenty-‐six	  Opuses	   –	   as	   they	   were	   resting	   unseen	   in	   the	   archives	   for	   a	   long	   time	  

according	  to	  the	  authorities	  –	  and	  officially	  applied	  to	  bring	  them	  forth	  through	  the	  

relevant	  publication	  of	  my	  thesis.	  These	  Opuses	  are	  numbers	  12,	  15,	  16,	  17-‐21,	  25,	  

26	   and	   an	   Opus	   posthumous.	   Additionally,	   through	   this	   time-‐consuming	   and	  

cumbersome	   reinstatement	   of	   all	   the	   Opuses	   research	   process,	   I	   also	   collected	  

evidence	   for	   five	  more	  Opuses	   (numbers	  5,	  13,	  14,	  22,	  23)	  which,	   unfortunately,	   I	  

was	   not	   able	   to	   physically	   recover	   and	   thus	   study.	   Although	   I	   searched	   in	   every	  

possible	  place	  connected	  with	  Ševčík’s	  work	  and	  life,	  asking	  knowledgeable	  people	  in	  
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relevant	  archive	  authorities	   in	  Prague,	   in	  Pisek,	   in	  Horažd‘ovice	  and	   in	   the	  USA,	  no	  

positive	  result	  came	  up.	  On	  this	  thorough	  and	  deep	  research	  I	  did	  during	  the	  last	  few	  

years	  on	  this	  matter,	  I	  also	  base	  my	  statement	  later	  on	  in	  my	  writings	  that	  they	  are	  

still	  unseen	  –	  at	   least	   for	  the	  wider	  music	  education	  community	  –	  as	  their	  physical	  

existence	  could	  be	  completely	  questioned.	  	  	  

The	  second	  thing	  I	  would	  like	  to	  mention	  for	  the	  following	  analysis	  is	  that	  all	  

the	   implicit	   information	   mostly	   renders	   to	   be	   a	   personal	   approach	   of	   what	   is	  

extracted	   and	   assumed	   after	   a	  well-‐informed	   and	   long-‐term	   study	   (almost	   twenty	  

years)	  of	  the	  Opuses	  details.	  Of	  course,	  this	  personal	  approach	  does	  not	  approve	  a	  

unique	  justification	  of	   implicit	  facts.	  However,	   it	  generally	  projects	  the	  wider	  frame	  

that	  such	  information	  could	  develop	  in	  the	  content	  of	  Ševčík’s	  work.	  

2.3.1.	  Opus	  1	  

	  School	  of	  Violin	  Technique,	  completed	  in	  1880	  	  

The	   first	  Opus	   of	   Otakar	   Ševčík’s	   work,	   referring	  mainly	   to	   the	   learning	   of	  

notes	  and	  their	  application	  on	  the	  strings,	  shapes	  clearly	  the	  multifaceted	  technique	  

of	  the	  left	  hand	  in	  four	  different	  parts.	  As	  it	  is	  presented	  further	  in	  the	  relevant	  table,	  

training	   starts	   from	   a	   very	   simple	   and	   consecutive	   lining-‐up	   of	   notes	   in	   the	   first	  

position.	   It	   is	   extended	   later	   on	   to	   the	   sixth	   position	   using,	   in	   the	   end,	   various	  

combinations	  of	  fingerings.	  	  
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Table 1. Opus	  1:	  Implicit	  and	  Explicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Op.1	  
Part	  
1	  

 Learning	  of	  notes	   	  combination	  
of	  different	  intervals	  and	  showing	  of	  
different	  rhythmical	  values.	  

 Scales	  with	  consecutive	  notes.	  
 Training	  in	  first	  position	  in	  single	  

notes,	  double	  /	  triple	  /	  quadruple	  
stops.	  

 Primary	  training	  in	  extensions.	  

 Training	  in	  micro-‐movements	  of	  left	  hand23.	  
 Management	  of	  energy	  of	  left	  hand	  in	  first	  

position.	  
 Training	  of	  fingering	  ‘sense’	  between	  left	  and	  right	  

hand24.	  
 Specific	  course	  of	  intonation’s	  development,	  

deriving	  from	  consecutive	  exercises.	  
 Mental	  specification	  and	  particularization	  of	  multi-‐

sectional	  movements.	  
 Primary	  level	  of	  extensions	  in	  1st	  position.	  

Op.1	  
Part	  
2	  

 Training	  in	  all	  previous	  information	  of	  
Part	  1,	  now	  in	  positions	  2	  to	  6.	  

 Management	  of	  energy	  of	  left	  hand	  in	  positions	  2	  
to	  6.	  

 Coding	  of	  posture	  of	  left	  hand,	  depending	  on	  
position	   	  Different	  angle	  of	  left	  elbow	  
according	  to	  position	  on	  the	  fingerboard.	  	  

 Coding	  of	  posture	  of	  right	  hand	  according	  to	  
position	  that	  the	  left	  hand	  is	  performing	  on	  the	  
fingerboard.	  

 All	  the	  previous	  elements	  of	  Part	  1,	  now	  in	  
positions	  2	  to	  6.	  

Op.1	  
Part	  
3 

 Showing	  of	  and	  training	  in	  diatonic	  
scales	  in	  all	  positions.	  

 Different	  forms	  of	  analysis	  in	  a	  
consecutive	  –	  concerning	  the	  notes	  –	  
form.	  

 Summarized	  approach	  to	  intonation	  by	  combining	  
many	  different	  parts	  of	  exercises.	  

 Primary	  level	  of	  chords’	  coding	  in	  all	  positions	  
through	  scales25.	  

 Primary	  level	  of	  extensions	  inside	  scales.	  

Op.1	  
Part	  
4 

 Training	  in	  scales	  in	  different	  positions	  
(1-‐6)	  applied	  in	  a	  vertical	  form.	  

 Advanced	  technique	  of	  fingering	  
combinations	  on	  more	  than	  one	  string	  
(double-‐stops,	  chords,	  flageolets).	  

 Higher	  level	  of	  extensions.	  
 Development	  of	  technical	  approach	  –	  Maturing	  of	  

technical	  metacognition26.	  	  
 Harmonic	  presentation	  of	  scales.	  The	  student	  

learns	  how	  to	  use,	  combine	  and	  transform	  the	  
vertical	  form	  of	  diatonic	  scales.	  

 ‘Sense’	  training	  of	  fingers.	  Multiple	  engagements	  
of	  fingerings.	  

At	   this	   point,	   I	   can	   understand	   that	   for	   someone	   unfamiliar	   with	   violin	  

teaching	  and	  learning	  material	  –	  and	  more	  specifically,	  not	  sufficiently	  familiar	  with	  

Ševčík’s	   educational	   mentality	   per	   se	   –	   the	   above	   table	   (Table 1)	   might	   seem	  

ambiguous.	   I	   say	   so	   because	   no	   theory	   can	   easily	   be	   understood	   if	   its	   practical	  

application	  is	  absent,	  or	  at	  least,	  if	  there	  is	  no	  direct	  link	  with	  the	  final	  product	  this	  

theory	  underpins.	  With	  this	  in	  mind,	  I	  decided	  to	  present	  the	  table’s	  information	  in	  a	  

direct	  way,	  applying	  it	  to	  two	  different	  examples.	  These	  examples	  being	  a	  part	  of	  the	  

                                                
23	   That	   is	   for	   example	   the	   height	   of	   fingers	   of	   left	   hand	   during	   performance	   or	   combinational	  
placement	  and	  replacement	  of	  fingers.	  	  	  
24	  That	  is	  the	  exact	  timing	  mechanism	  for	  both	  hands	  during	  performance.	  
25	  The	  specific	  placement-‐usage	  of	  fingers	  derived	  from	  the	  previous	  parts,	  unfolds	  in	  a	  primary	  level	  
the	  structure	  of	  chords.	  	  
26	  Finding	  and	  adapting	  effective	  solutions	  according	  to	  biological	  skills.	  	  	  
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aforementioned	  Opus	  mainly	   for	   reasons	   of	   coherence,	   they	   bring	   to	   the	   fore	   the	  

relevant	   information	   in	   practical	   terms,	   showing	   finally	   the	   implicit	   and	   explicit	  

character.	   The	   same	   procedure	   will	   be	   followed	   for	   every	   single	  Opus	   of	   Ševčík’s	  

work	  during	   this	   stage,	  where	  applicable,	   in	  order	   to	  present	  an	  actual	   connection	  

between	  the	  theoretical	  and	  practical	  dimensions.	  	  

Example	  n.1:	  

Figure 5. Opus	  1	  Part	  II,	  Exercise	  n.	  4	  
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In	  exercise	  number	  4	  of	  Opus	  1	  Part	  I	  (Figure 5),	   it	   is	  obvious	  that	  there	  are	  

different	  combinations	  of	  notes	  under	  the	  same	  slur	  of	  a	  sixteen-‐note	  pattern.	  The	  

latter	   refers	   of	   course	   to	   the	   correct	   placement	   of	   fingers	   on	   the	   strings	   and	   the	  

production	   of	   accurate	   intonation.	   Relative	   to	   the	   previous	   table,	   this	   information	  

can	  be	  seen	  as	  explicit.	  Nevertheless,	  what	  is	  not	  so	  evident	  and	  straightforward	  to	  

the	   violinist’s	  mind	   –	   either	   a	   student’s	   or	   a	   teacher’s	   –	   is	   that	   this	   exercise,	   as	   a	  

whole,	   addresses	   the	   ‘energy	   management	   and	   regulation’	   issue.	   This	   means	   –	  

implicitly	   –	   that	   although	   its	   structure	   appears	   to	   be	   homogeneous	   and	   easily	  

perceivable,	   the	   relevant	   presentation	   is	  meaningfully	   extended	   by	   Ševčík	   to	   train	  

endurance	  as	  well.	  This	  fact	  broadens	  the	  exercise’s	  outcome	  and	  should	  always	  be	  

kept	  in	  mind	  regarding	  its	  performance	  and	  pace.	  	  	  	  	  	  	  
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Example	  n.	  2:	  

Figure 6. Opus	  1	  Part	  III,	  Exercise	  n.	  12	  

	  

Using	  another	  example	  from	  Opus	  1	  (Figure 6),	  a	  combination	  of	  explicit	  and	  

implicit	  information	  is	  once	  again	  evident.	  	  Ševčík’s	  explicit	  approach	  to	  this	  exercise	  

is	   to	   train	   intonation	   and	   soft	   movements	   of	   the	   hand	   on	   the	   fingerboard.	   This	  

happens	  through	  a	  direct	  comparison	  of	  the	  same	  notes	  –	  and	  of	  course	  their	  pitch	  –	  

in	  different	  positions	  and	  on	  different	  strings.	  However,	  what	  is	  not	  so	  obvious	  –	  and	  

thus	  appears	  as	  implicit	  information	  –	  is	  the	  engagement	  with	  different	  postures	  of	  

the	  left	  hand.	  This	  means	  that	  the	  violinist	  must	  deliberately	  change	  and	  adapt	  the	  

hand	  posture,	  consciously	  training	  this	  sequence	  and	  adjustment.	  	  
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2.3.2.	  Opus	  2	  

School	  of	  Bowing	  Technique,	  completed	  in	  1892	  

Opus	   2	   could	   be	   characterised	   as	   the	   ‘Bible’	   of	   the	   violin’s	   right	   hand	  

technique.	   Ševčík,	   seemingly	   a	   fervent	   supporter	   of	   the	   Franco-‐Belgian	   school	   of	  

holding	   the	   bow	   (see	   illustrations	   in	   Ševčík,	   2000,	  Opus	   6,	   Part	   I:	   4),	   would	   have	  

known	   that	   an	   appropriate	   exercise	   would	   be	   vital	   for	   the	   effectiveness	   and	  

facilitation	   of	   sound	   production.	   Therefore,	   providing	   more	   than	   four	   thousand	  

variants	   and	   exercises,	   in	   this	  Opus	   he	   presents	   all	   the	   possible	   combinations	   and	  

characteristics	   that	   a	   violinist	   may	   come	   across	   in	   the	   course	   of	   study	   and	  

performance	  (Table 2).	  

Table 2. Opus	  2:	  Explicit	  and	  Implicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Op.	  2	  
Part	  
1	  

 Primary	  movements	  of	  the	  right	  hand	  
on	  all	  parts	  of	  the	  bow.	  

 Exercises	  for	  primary	  division	  of	  the	  
bow.	  

 Training	  in	  styles	  of	  detachée,	  
staccato,	  legato	  and	  others,	  at	  a	  
primary	  level.	  

 Primary	  usage	  of	  wrist	  in	  triplets	  and	  
semiquavers.	  

 Presentation	  of	  dynamics	  through	  
right	  hand	  technique.	  

 Extended	  usage	  of	  point	  and	  heel	  of	  
the	  bow.	  

 Equal	  training	  in	  parts	  of	  the	  bow	  from	  the	  very	  
beginning;	  complete	  and	  solid	  foundations	  
establishing	  technical	  continuation.	  	  

 Studies	  of	  rhythm	  through	  right	  hand	  technique.27	  
 Direct	  usage	  and	  comparison	  of	  rhythm	  and	  

technique.	  
 Distribution	  and	  regulation	  of	  energy.	  
 Training	  in	  performance	  discipline.	  
 Metacognitive	  approach	  of	  right	  hand	  

technique.28	  

Op.	  2	  
Part	  
2	  

 Over	  534	  variants	  for	  the	  whole	  
system	  of	  the	  right	  hand.	  	  

 Bowing	  styles	  in	  triplets	  with	  and	  
without	  string	  crossings.	  	  

 Bowing	  styles	  in	  semiquavers	  with	  
and	  without	  string	  crossings.	  

 Faster	  performance	  of	  bowing	  styles.	  
 Exercises-‐variants	  for	  the	  

development	  of	  softness	  of	  tone.	  
 Exercises	  in	  sustained	  tones	  and	  

division	  of	  bow.	  
 Variants	  using	  arpeggios	  across	  3-‐4	  

strings	  in	  triplets	  and	  semiquavers.	  

 Preparation	  of	  wrist	  for	  the	  next	  parts.29	  
 Endurance	  in	  faster	  tempos	  and	  addition	  of	  

movements	  for	  the	  whole	  right	  hand.	  
 All	  the	  previous	  elements	  from	  Part	  1.	  
 Presentation	  of	  more	  ‘phraseological	  tools’	  

through	  technical	  combinations.30	  

                                                
27	  	  For	  example,	  dotted	  crotchets	  section	  of	  the	  5th	  exercise	  (variant	  40-‐49).	  	  
28	   The	   student	   learns	   how	   to	   define	   and	   analyze	   the	   reason	   of	   existence,	   structure,	   course	   of	  
development	   and	   aim	  of	   every	   right	   hand	   technical	   style;	   this	   results	   obtainment	   of	   independence	  
and	  critical	  thinking.	  	  
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 Variants	  using	  all	  the	  above	  in	  various	  
positions.	  

Op.	  2	  
Part	  
3	  

 Primary	  level	  of	  exercises	  for	  
developing	  suppleness	  of	  wrist,	  using	  
two	  consecutive	  strings.	  

 Exercises	  for	  skipping	  over	  one	  or	  two	  
strings	  at	  a	  primary	  level.	  

 Development	  of	  micro	  movements.31	  
 Clearance	  of	  tone;	  ‘shrinking’	  of	  performance	  

tactics.	  	  	  
 Preparation	  of	  movements	  for	  wider,	  faster	  and	  

more	  complicated	  crossings	  of	  strings.32	  

Op.	  2	  
Part	  
4	  

 Variants	  applied	  to	  arpeggios	  on	  two	  
strings.	  

 Variants	  applied	  to	  arpeggios	  in	  
groups	  of	  3,	  4,	  6	  and	  8	  notes.	  

 Variants	  for	  alternation	  of	  double	  
stops	  with	  single	  notes.	  	  

 Higher	  level	  of	  training	  in	  movements	  of	  the	  right	  
hand’s	  wrist.	  

 Smoothing	  of	  tone	  through	  different	  strings.	  
 Combination	  of	  fast	  bowing	  changes	  with	  fast	  

changing	  of	  fingers;	  both	  on	  the	  same	  or	  different	  
strings.33	  

 Preparation	  for	  exercises	  for	  strengthening	  of	  the	  
wrist.34	  

 Higher	  combinational	  level	  of	  performance	  of	  
notes	  and	  rhythm.	  
	  

Op.	  2	  
Part	  
5	  

 Exercises	  for	  developing	  the	  power	  of	  
the	  wrist.	  

 Arpeggios	  on	  three	  strings	  using	  1040	  
variants.	  

 Higher	  level	  of	  endurance	  in	  bowing	  styles.	  
 Parallel	  development	  and	  progress	  of	  right	  and	  

left	  hand	  technique.	  

Op.	  2	  
Part	  
6	  

 Bowing	  variants	  using	  arpeggios	  on	  
four	  strings.	  

 726	  variants.	  

 All	  the	  previous	  elements	  of	  Part	  5.	  
 Maturing	  of	  previous	  techniques	  through	  

‘pushing-‐to-‐the-‐edge’	  mentality.	  

                                                
29	  Slight	  advancement	  of	  fingers’	  and	  wrist’s	  movements	  aiming	  towards	  the	  softness	  of	  tone.	  	  
30	  For	  example,	  legato	  strokes	  in	  semiquavers	  with	  crescendo	  and	  diminuendo	  signs.	  	  
31	  Using	  fingers	  of	  right	  hand	  when	  changing	  strings	  for	  example.	  
32	  For	  example,	   intentional	   jumping	  and	  crossing	  of	  strings.	  This	   leads	   to	   faster	  and	  more	  regulated	  
movement	  of	  wrist	  and	  arm.	  	  	  
33	  For	  example	  exercise	  n.35.	  
34	  For	  example	  exercise	  n.36.	  
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Example:	  

Figure 7. Opus	  2	  Part	  III,	  Exercise	  n.	  29	  

	  

For	  some	  variants	  of	  Opus	  2	  –	  those	  numbered	  7	  to	  16	  for	  instance	  (Figure 7)	  

–	   Ševčík	  explicitly	   asks	   the	   student	   to	  practise	   their	   relevant	   combination	  of	  notes	  

with	  two	  styles	  of	  bowing:	  a)	  staccato	  and	  b)	  detachée.	  Therefore,	  he	  emphatically	  

instructs	  the	  student	  in	  the	  use	  of	  the	  wrist	  as	  well	  as	  advising	  on	  the	  right	  amount	  

of	  bow.	  Explicitly	   structuring	   the	   crossing	  of	   two	   strings,	   the	  whole	  activity	   should	  
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include	   the	   bow’s	   usage	   from	   heel	   to	   point	   and	   vice	   versa.	   Consequently,	   the	  

student	   realises	   the	   application	   of	   different	   bowing	   styles	   to	   the	   same	   pattern	   of	  

notes	  –	  and	  thus	  movements	  –	  coding	  unconsciously	  the	  different	  technical	  cause	  or	  

causes	  that	  produce	  every	  particular	  result:	  abrupt	  use	  of	  the	  wrist	  for	  the	  staccato,	  

soft	  changes	  for	  detachée.	  	  

However,	  what	  is	  not	  so	  clear,	  although	  it	  is	  trained	  through	  these	  variants,	  is	  

how	   the	   student	   employs	   in	   his	   or	   her	   mind	   the	   concise	   comparison	   between	   a	  

slower	  and	  a	  faster	  movement	  –	  the	  staccato	  with	  the	  legato	  respectively	  –	  as	  both	  

are	  actualised	  at	  the	  very	  ends	  of	  the	  bow.	  This	  in	  fact	  helps	  the	  maturing	  of	  micro-‐

movements	  of	  the	  right	  hand	  –	  meaning	  all	  these	  movements	  come	  from	  the	  fingers	  

and	   palm	   –	   implicitly	   training	   the	   right	   hand	   for	   a	   faster	   and	   more	   precise	  

performance.	  

2.3.3.	  Opus	  3	  

	  	   40	  Variations	  for	  the	  Violin,	  completed	  in	  1892	  

While	  similar	  in	  terms	  of	  the	  mentality	  of	  training,	  to	  Opus	  2,	  Opus	  3	  differs	  

considerably	  in	  its	  overall	  structure.	  Presenting,	  in	  turn,	  variants	  on	  an	  initial	  melody	  

for	  developing	  the	  right	  hand	  technique,	  nonetheless	  it	  does	  not	  follow	  the	  path	  of	  

presentation	   of	   the	   former.	   As	   a	   result,	  Opus	   3	   is	   considered	   to	   be	   unique	   in	   the	  

work’s	  entirety.	  	  

The	   initial	   ‘Tema’	   is	   followed	   by	   40	   variations	   in	   different	   tonalities,	  

absolutely	   linked	  to	  each	  other,	  bearing	  an	   inductive	  plan	  (Table 3).	  Training	   is	  not	  
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based	  only	  on	  a	  well-‐structured	   technical	   informational	   scheme,	  but	   is	   also	   clearly	  

supported	  by	  a	  piano	  accompaniment	  with	  a	  different	  tone-‐colour	  and	  style	  for	  each	  

variation.	  Such	  a	  fact	  highlights	  the	  musical	  representation	  and	  thought	  arising	  from	  

technical	   approaches.	   For	   the	   student,	   the	   outcome	   is	   angled	   towards	   artistic	  

knowledge	  and	  musical	  apprehension.	  	  	  

Table 3. Opus	  3:	  Explicit	  and	  Implicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Opus	  
3 

 Technical	  variants	  for	  the	  right	  hand.	  
 Methodological	  analysis	  within	  the	  

common	  structure	  of	  a	  ‘Tema’	  (Theme)	  
and	  40	  variations.	  

 Usage	  of	  different	  styles	  of	  musical	  
notation	  (crotchets,	  triplets,	  quavers,	  
semiquavers	  and	  sometimes	  
demisemiquavers).	  

 Focused	  usage	  of	  a	  single	  technical	  style	  
for	  every	  different	  variant.	  	  

 Inductive	  development	  of	  the	  right	  hand	  
through	  a	  full-‐proof	  progress	  of	  technical	  
advancement;	  all	  variations	  are	  connected	  to	  
each	  other.	  

 Technical	  development	  of	  the	  right	  hand	  
through	  a	  musical	  progress;	  variations	  are	  
connected	  through	  related	  keys.	  

 Chamber	  music	  engagement.	  
 Presentation	  of	  future	  technical	  structures	  

and	  characteristics	  inside	  the	  method	  
(mainly	  39	  and	  40	  var.).	  

 Involvement	  of	  the	  same	  right	  hand	  
technique	  with	  different	  keys;	  improvement	  
of	  technical	  perception	  through	  music.	  

Example:	  

Figure 8. Opus	  3,	  Variation	  n.	  6	  (Violin	  part)	  
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Figure 9. Opus	  3,	  Variation	  n.	  6	  (Piano	  part)	  

	  

In	   this	   particular	   variation	   (Figure 8),	   the	   training	   of	   right	   hand	   spiccato	  

technique	   is	  evident.	  Explicitly	  marked	  as	  a	  dot	  or	  a	  wedge	  above	  every	  quaver	  or	  

semiquaver	   respectively,	   differentiations	   on	   the	   spiccato	   speed	   occur,	   enhancing	  

control	  of	  the	  right	  hand’s	  movement.	  Nevertheless,	  what	  is	  not	  clearly	  evident,	  and	  

is	   thus	   implicitly	   exercised	   in	   this	   variant,	   is	   the	   musical	   representation	   of	   the	  

relevant	   technical	   elements.	   The	   student,	   following	   the	   musical	   accompaniment	  
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provided	  by	  the	  piano	  (Figure 9),	  firms	  up	  the	  technical	  result	  of	  spiccato,	  not	  only	  

by	  following	  the	  repeated	  technical	  notation,	  but	  by	  sensing	  and	  projecting	  into	  the	  

performance	   the	   relevant	   musical	   schema	   deriving	   from	   the	   relevant	   technique.	  

Thus,	   during	   the	   violin’s	   semiquavers,	   the	   piano	   follows	   at	   first	   a	  musical	   path	   of	  

accentuation.	  Later	  on,	  with	  a	  relaxation	  of	  the	  right	  hand’s	  movement	  towards	  the	  

end	  of	   the	  bar,	  whilst	   continuing	   the	  double	  quavers’	  pattern,	   the	  accentuation	  of	  

the	  first	  quaver,	  and	  the	  relaxation	  for	   the	  second,	  parallels	   the	  musical	  projection	  

from	  the	  piano;	  the	  quaver	  chord	  followed	  by	  a	  pause,	  that	  is.	  

2.3.4.	  Opus	  4	  

Stretching	  Exercises	  for	  the	  2nd,	  3rd	  and	  4th	  Fingers,	  completed	  in	  1915	  

Until	   recently,	  1999,	  Opus	  4	   could	  not	  be	   found	   in	  classrooms,	  given	  that	   it	  

had	  never	  been	  published	  or	  presented	  in	  a	  print	  form.	  The	  first	  person	  to	  recover	  it	  

and	  bring	  it	  into	  its	  contemporary	  form	  was	  Professor	  Foltyn.	  Being	  a	  violin	  teacher	  

at	   the	   Prague	   National	   Conservatory,	   and	   a	   direct	   violinistic	   descendant	   of	   Ševčík	  

himself	  (at	  least	  concerning	  the	  environment	  that	  he	  grew	  up	  in),	  he	  decided	  to	  edit	  

this	   book	   in	   order	   to	   bring	   to	   light	   not	   only	   its	   important	   information	   about	   the	  

technical	  aspects	  of	  fingering	  stretching	  that	  “all	  the	  violinists	  miss	  so	  much”	  (Ševčík,	  

1999:	  introductory	  notes),	  but	  also	  a	  ‘new’	  and	  focused	  training	  scheme	  of	  fingering	  

extensions,	   as	   is	   rarely	   found	   in	   the	   violin’s	   educational	   literature	   (see	   Table 4).	  

During	   a	   discussion	   that	   I	   had	  with	   him	  while	   attending	   one	   of	   his	   lessons	   at	   the	  

Prague	   Conservatory,	   he	   claimed	   that	   he	   still	   uses	   Ševčík’s	   method,	   and,	   more	  
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specifically,	  Opus	   11.	   Both	  Opuses	   4	   and	  24	  were	   edited	   by	   him	   straight	   from	   the	  

manuscript.	  	  	  	  	  

Regarding	  Opus	  4,	  it	  should	  be	  noticed	  that	  even	  if	  it	  is	  entitled	  with	  an	  early	  

Opus	   number,	   Ševčík	   drafted	   it	   relatively	   late	   in	   his	   endeavour	   to	   compose	   a	  

complete	   educational	   work.	   Thus,	   it	   covers	   the	  mature	   period	   of	   his	   teaching.	   As	  

mentioned	   in	   the	   previous	   paragraph,	   its	   technical	   character	   is	  mainly	   focused	   on	  

the	  training	  of	  the	   left	  hand	  fingers,	  and	   it	  covers	  multi-‐functional	  combinations	  of	  

extensions	  for	  all	   the	  four	  fingers	  on	  the	  fingerboard.	   Its	  primary	  way	  of	  training	   is	  

based	  on	  the	  gradual,	  yet	  intensive,	  exposure	  to	  intervals.	  

Table 4.	  Opus	  4:	  Explicit	  and	  Implicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Opus	  
4	  

 Extensions	  of	  a	  third	  between	  fingers	  1+3	  and	  2+4	  
and	  a	  fifth	  between	  fingers	  1+4.	  

 Intervals	  of	  a	  second	  using	  fingers	  1+3.	  
 Intervals	  of	  a	  prime	  using	  fingers	  1+4.	  
 Extensions	  of	  a	  sixth	  between	  fingers	  1+4.	  
 Octaves	  using	  fingers	  1+3	  and	  2+4.	  
 Ninths	  using	  fingers	  1+4.	  
 Sevenths	  using	  fingers	  1+2	  and	  2+3.	  
 Tenths	  as	  extension	  applying	  increasing	  and	  

decreasing	  interval	  mechanisms.	  
 Extensions	  and	  various	  double-‐stop	  intervals.35	  
 Elevenths	  using	  fingers	  4+1.	  
 Twelfths	  using	  fingers	  4+1.	  

 Obtainment	  of	  independence	  
between	  the	  two	  hands.	  	  

 Endurance	  of	  extensions.	  
 Training	  of	  multi-‐combinational	  

thinking.	  
 ‘Mapping’	  of	  the	  fingerboard	  in	  

terms	  of	  double	  stopping.	  	  

                                                
35	  For	  example	  fingered	  octaves	  using	  intervals	  of	  a	  third	  during	  performance.	  
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Example:	  

Figure 10. Opus	  4,	  Exercise	  n.	  21	  

	  

This	  exercise	  of	  Opus	  4	  (Figure 10)	  shows	  clearly	  the	  primary	  goal	  of	  training.	  

Explicitly	  structuring	  step-‐by-‐step	  intervals	  of	  a	  second,	  the	  consecutive	  notes	  of	  the	  

upper	   system	  of	   fingerings	  are	   combined	  with	  a	   lower	   system	  of	  a	   repeated	  note,	  

producing	  in	  the	  end	  the	  interval	  of	  a	  tenth.	  
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However,	  what	  is	  implicitly	  manufactured	  and	  exercised	  in	  the	  course	  of	  this	  

study	  is	  not	  only	  the	  strengthening	  of	  the	  two	  middle	  fingers	  of	  the	  left	  hand	  –	  which	  

would	  have	  been	  impossible	  to	  train	  with	  a	  normal	  scale	  of	  tenths	  –	  but	  the	  training	  

and	  regulation	  of	   the	   left	  hand’s	  posture	  wherever	   the	  performing	  position	  on	   the	  

fingerboard	  might	  be.	  This	   fact	  brings	  an	  appropriate	   level	  of	   training	  of	   individual	  

control	  of	  the	  two	  hands,	  resulting	  in	  an	  indirect	  training	  of	  sound,	  too.	  	  	  

2.3.5.	  Opus	  5	  

Preparatory	  Studies	  for	  the	  24	  Caprices	  by	  Dont	  Op.45,	  completed	  in	  1912	  

Opus	  5	  is	  the	  first	  book	  in	  order	  of	  appearance	  in	  Ševčík’s	  work	  that	  has	  never	  

been	   presented	   to	   the	   public,	   remaining	   unseen	   up	   until	   today.	   Despite	   the	  

conscientious	   efforts	   I	   have	   made	   for	   its	   rediscovery,	   the	   results	   have	   been	  

inconclusive	  as	  no	  factual	  evidence	  could	  be	  found	  for	  the	  manuscript’s	  existence.	  	  

However,	   after	   investing	   time	  on	   thorough	   research	   in	   the	   last	   few	  years,	   I	  

have	  been	  able	  to	  collect	  information	  about	  this	  book	  through	  personal	  discussions	  

with	   librarians	   and	   teachers	   in	   Prague.	   	   The	   result	   of	   this	   research	   was	   the	  

establishment	   of	   probable	   evidence	   for	   the	   manuscript	   –	   including	   a	   couple	   of	  

Ševčík’s	  other	  works	  –	  existing	  in	  the	  possession	  of	  the	  later	  editorial	  house	  Chapel	  

Music	  Co.,	  a	  company	  now	  known	  as	  Warner	  Music	  Co.	  in	  the	  USA.	  	  

According	  to	  Nopp	  (1948),	  the	  above	  information	  could	  be	  true,	  as	  he	  states	  

that	   Ševčík	   paid	   Chapel	  Music	   Co.	   for	   the	   editing	   and	   publishing	   of	   several	   of	   his	  

Opuses,	   including	  Opus	  5.	  This	  happened	  on	  one	  of	  his	   trips	   to	  America.	  Whilst	  he	  
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was	   trying	   to	  garner	   the	  best	  possible	  exposure	  of	  his	  educational	  work,	  a	   conflict	  

with	  the	  publishing	  house	  occurred,	  resulting	  in	  the	  manuscripts	  being	  left	  there.	  In	  

the	   end,	   Ševčík	   received	   neither	   a	   return	   of	   his	  money	   (intended	   for	   the	   costs	   of	  

publication),	   nor	   the	  manuscripts	  of	   the	  books.	  However,	   it	   could	  be	  possible	   that	  

the	  manuscripts	  were	  returned	  to	  the	  Czech	  Republic,	   to	  somewhere	  unconnected	  

to	  the	  Conservatory,	  its	  Music	  Archive,	  or	  the	  National	  Museum,	  all	  of	  which	  I	  have	  

searched	  extensively.	  	  

With	   regard	   to	   its	   content,	   according	   to	   Nopp	   (1948),	  Opus	   5	   was	   a	   book	  

which	   espoused	   the	   same	   philosophy	   as	   that	   of	   Opus	   26,	   in	   which	   Kreutzer’s	  

‘Caprices’	  are	  analysed	  and	  explained.	   	  Taking	   this	   into	  consideration,	   then,	  and	  as	  

the	  subject	  of	  analysis	  is	  the	  24	  ‘Caprices’	  by	  Dont	  in	  Opus	  5,	  we	  might	  presume	  that	  

Ševčík	  employs	  an	  exhaustive	  analysis	  of	  the	  Caprices’	  bars	  for	  each	  exercise,	  leading	  

to	  their	  effective,	  complete	  and	  effortless	  execution.	  Unfortunately,	  not	  much	  more	  

can	  be	  said	  on	  this	  subject	  as	  a	  detailed	  analysis	  presupposes	  the	  study	  of	  the	  actual	  

book.	  

2.3.6.	  Opus	  6	  

Violin	  Method	  for	  Beginners,	  completed	  in	  1900	  

Opus	  6	   constitutes,	   according	   to	   Ševčík’s	   given	   title	   on	   the	  manuscript,	   the	  

very	   first	   contact	   for	   the	   beginner	   with	   violin	   teaching	   and	   learning.	   Comprising	  

seven	   parts	   –	   according	   to	   the	   numeration	   of	   Bosworth	   &	   Co.	   –	   it	   includes	   the	  

analysis	  of	  the	  semitone	  system	  on	  which	  the	  entire	  work	  is	  based.	  Ševčík,	  using	  the	  
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semitones	   as	   his	   main	   tool,	   introduces	   the	   student	   to	   violin	   performance	   and	  

handling,	  encoding	  the	  fingerboard	  across	  the	  whole	  of	  its	  length	  in	  a	  homogeneous	  

and	  consistent	  manner.	  Setting	  out	  the	  following	  figure	  (Figure 11),	  it	  can	  been	  seen	  

that	   the	   semitone	   system	   is	   structured	   through	   relevant	   fingering	   combinations,	  

applied	  not	  only	  to	  the	  first	  position	  –	  as	  it	  appears	  here	  –	  but	  to	  all	  the	  others,	  too.	  

Figure 11. The	  Semitone	  System	  
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The	  student,	  through	  studying	  the	  semitone	  system,	  learns	  how	  to	  place	  the	  

fingers	   on	   the	   fingerboard	   not	   according	   to	   the	   sound	   each	   finger	   produces	   in	   a	  

certain	   place,	   but	   by	   relating	   a	   finger	   placement	   to	   other	   finger	   placements	   and	  

combinations	   and,	   as	   a	   result,	   the	   sound	   this	   placement	   produces.	   Developing	   an	  

optical	   and	   acoustical	   ‘map’	   of	   the	   notes	   on	   the	   strings,	   this	   system	   is	   used	   as	  

scaffolding	  for	  the	  performance	  of	  the	  diatonic	  scale,	  resulting	  in	  a	  more	  flexible	  and	  

expanded	  application	  of	  every	  different	  aspect	  of	  left	  hand	  technique	  later	  on.	  Opus	  

6	   includes	   aspects	   concerning	   the	   posture	   of	   the	   violinist	   and	   the	   holding	   of	   the	  

violin	  and	  the	  bow,	  as	  well	  as	  questions	  and	  answers	  related	  to	  music	  and	  the	  violin.	  

Following	   the	   previous	   cases,	   here	   too	   implicit	   and	   explicit	   information	   exists,	  

bringing	  forth	  a	  distinctive	  level	  of	  expertise	  (Table 5).	  

Table 5. Opus	  6:	  Explicit	  and	  Implicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Op.	  6	  
Part	  
1	  

 Learning	  how	  to	  hold	  the	  violin	  and	  bow.	  
 Study	  of	  the	  music	  notation.	  
 Study	  of	  the	  rhythm.	  
 First	  approach	  to	  violin	  playing.	  
 Study	  on	  how	  to	  place	  the	  fingers	  on	  the	  

strings	  using	  the	  first	  level	  of	  the	  
semitone	  system.36	  

 Primary	  stages	  of	  bow	  division.	  
 Strengthening	  of	  the	  left	  hand	  fingers.	  
 Strengthening	  of	  the	  right	  hand	  fingers	  using	  

open	  or	  stopped	  chords	  –	  control.	  	  
 First	  approach	  to	  the	  chamber	  music	  

environment;	  details	  of	  how	  to	  communicate	  
and	  cooperate.	  	  

 First	  approach	  to	  musical	  performance.	  
 ‘Mapping’	  of	  the	  first	  position.	  

Op.	  6	  
Part	  
2	  

 Training	  in	  the	  second	  and	  the	  third	  level	  
of	  the	  semitone	  system.	  

 Introduction	  to	  musical	  and	  technical	  
notations	  such	  as	  legato	  and	  detachée.	  	  

 Introduction	  to	  different	  keys.	  
 Introduction	  to	  quavers.	  

 All	  the	  previous	  elements	  from	  Part	  1.	  

Op.	  6	  
Part	  
3	  

 Training	  in	  the	  fourth	  level	  of	  the	  
semitone	  system.	  

 Introduction	  to	  different	  keys	  and	  
rhythms	  of	  performance.	  

 Introduction	  to	  triplets	  and	  dotted	  notes.	  

 Preparation	  of	  double	  stops.	  
 Development	  of	  intonation.	  
 Primary	  mechanisms	  of	  scales	  structuring	  

(only	  in	  first	  position).	  

Op.	  6	  
Part	  
4	  

 Training	  in	  the	  fifth,	  sixth,	  seventh	  and	  
eight	  levels	  of	  the	  semitone	  system.	  

 Structuring	  and	  performance	  of	  all	  music	  
keys	  on	  the	  violin	  in	  the	  first	  position.	  

 Extensive	  performance	  of	  music	  
melodies.	  

 Full	  ‘mapping’	  of	  the	  first	  position;	  maturing	  
of	  relevant	  perception.	  

 Progress	  in	  intonation.	  

                                                
36	  For	  more	  information	  on	  the	  semitone	  system	  read	  Ševčík’s	  Opus	  6.	  	  
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 Introduction	  to	  the	  semiquavers.	  

Op.	  6	  
Part	  
5	  

 Finger	  placement	  exercises	  using	  various	  
intervals	  in	  the	  first	  position.	  

 Training	  in	  bow	  division	  because	  of	  repeated	  
rhythmical	  structure.	  

 Improvement	  of	  sound.	  
 Strengthening	  of	  right	  hand.	  
 Relaxation	  of	  the	  left	  hand.	  
 Endurance	  in	  performance.	  
 Improving	  speed	  of	  fingers’	  placement.	  
 Improving	  reading	  of	  music	  (faster	  and	  more	  

precise).	  
 Preparatory	  exercises	  for	  Opus	  7.	  

Op.	  6	  
Part	  
6	  

 Introduction	  to	  the	  second,	  third	  and	  
fourth	  positions.	  

 Further	  ‘mapping’	  of	  the	  fingerboard.	  
 Engagement	  with	  double	  stops	  in	  other	  than	  

the	  first	  positions.	  
 Implicit	  presentation	  of	  intonation	  control	  

mechanisms	  in	  the	  related	  positions.	  	  	  

Op.	  6	  
Part	  
7	  

 Connections	  between	  positions:	  1st-‐2nd,	  
1st-‐3rd,	  3rd-‐4th,	  1st-‐4th,	  3rd-‐5th,	  1st-‐5th.	  

 Introduction	  to	  the	  fifth	  position.	  
 Scales	  on	  one	  string.	  
 Introduction	  to	  broken	  chords	  in	  the	  first	  

five	  positions.	  

 Indirect	  induction	  to	  the	  position	  shifting	  
scheme	  (relevant	  to	  Opus	  8).	  

 Relaxation	  of	  the	  wrist	  and	  fingers	  on	  the	  
strings.	  

 Training	  in	  bow	  division.	  

Example:	  

Figure 12. Opus	  6	  Part	  VII,	  Exercise	  n.	  3	  

	  

As	  an	  example	  of	  Opus	  6,	  I	  present	  an	  excerpt	  taken	  from	  Part	  VII	  (Figure 12).	  

This	  exercise	  is	  explicitly	  devoted	  to	  training	  in	  changing	  positions.	  Gliding	  from	  the	  

first	   position	   to	   the	   second	   and	   third,	   all	   the	   relevant	   fingering	   combinations	   are	  

presented,	  promoting	  soft	  and	  stable	  movements.	  	  

Bringing	   to	   the	   fore	   the	   implicit	   information	   on	   the	   other	   hand,	   it	   is	   not	  

obvious	   to	   the	   student	   or	   the	   teacher	   that	   this	   exercise	   refers	   to	   the	   right	   hand	  
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technique	   as	  well.	   Aiming	   for	   a	   clear	   tone	   and	   correct	   division	   of	   the	   bow,	   Ševčík	  

intentionally	  produces	  a	  conflict	  between	  the	  values	  of	  notes,	  shifts	  and	  bowings,	  in	  

the	  end	  achieving	  a	  better	  collaboration	  of	  these	  elements.	  

2.3.7.	  Opus	  7	  

Preparatory	   Studies	   to	   the	   Shake	   and	   Development	   in	   Double	   Stops,	  
completed	  in	  1898	  

Wishing	  to	  extend	  the	  training	  of	  the	  fingers’	  kinesiology	  with	  respect	  to	  their	  

speed	  and	  fast	  placement	  on	  the	  fingerboard,	  Ševčík	  presents	  the	  relevant	  sequence	  

of	  exercises	   in	  Opus	  7.	  Proposing	  a	   single	   juxtaposition	  of	  notes,	  and	  performing	  a	  

variable	  structure	  of	  combinations	  and	  intervals	  on	  them,	  the	  execution	  of	  the	  trill	  in	  

each	   possible	   posture	   and	   existing	   position	   on	   the	   fingerboard	   is	   developed	  

throughout	  this	  Opus	  (Table 6).	  	  

Table 6. Opus	  7:	  Explicit	  and	  Implicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Op.	  7	  
Part	  1	  

 Exercises	  with	  trills	  in	  the	  first	  position.	  
 Usage	  of	  the	  semitone	  system	  as	  a	  tool	  to	  

develop	  the	  whole	  structure	  of	  the	  Opus.	  
 Extensions	  of	  the	  4th	  finger.	  
 Intervals	  training.	  

 Development	  of	  intonation.	  
 Performance	  endurance.	  
 Development	  of	  phraseological	  skills;	  

internal	  course	  of	  music	  and	  phraseology.	  	  
 Bow	  handling	  and	  division.	  
 Development	  of	  music	  reading.	  

Op.	  7	  
Part	  2	  

 Trill	  exercises	  in	  the	  2nd,	  3rd,	  4th	  and	  6th	  
position.	  

 Usage	  of	  the	  semitone	  system.	  
 Intervals	  training.	  
 Training	  of	  speed	  of	  finger	  placement	  and	  

general	  performance	  in	  various	  positions.	  
 Development	  of	  double	  stopping.	  

 Higher	  level	  of	  development	  of	  endurance	  
than	  the	  previous	  book.	  

 Improving	  ‘sense’	  of	  fingers	  on	  the	  
fingerboard.	  

 Improving	  sound	  and	  right	  hand	  
independence.	  

 Improving	  left	  hand	  adaptability	  on	  
positions.	  
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Example:	  

Figure 13. Opus	  7	  Part	  I,	  Exercise	  n.	  12	  

	  

The	  exerpt	  of	  Opus	  7	  shown	  above	  (Figure 13)	  clearly	  identifies	  the	  trill	  as	  its	  

main	  goal	  in	  training.	  Using	  different	  fingerings	  for	  the	  production	  of	  trills	  included	  in	  

every	   single	   bar,	   strengthening	   and	   endurance	   of	   repetitive	   motion	   is	   acquired,	  

enhancing	  as	  a	  result	  speed	  and	  trill	  homogeneity.	  This	   is	  by	  and	   large	  the	  general	  

explicit	   approach	   of	   the	   whole	   Opus,	   too.	   As	   previously,	   however,	   there	   is	   also	  

implicit	   information	   here,	   further	   promoting	   the	   technical	   and/or	   musical	  

engagement	   of	   the	   student.	   I	   suggest,	   then,	   that	   even	   if	   the	   trill	   is	   explicitly	  

dominant,	   elements	   of	   musical	   phrasing	   and	   training	   of	   reading	   fluency	   are	   also	  

evident,	   structuring	   and	   exercising	   to	   a	   certain	   extent	   scales	   and	   their	   relevant	  

fingerings,	   too.	   Following	   this	   interpretation,	   a	   primary	   synthesis	   of	   double	   stops	  

comes	  to	  the	  fore,	  while	  a	  better	  posture	  for	  the	  left	  hand	  emerges.	  
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2.3.8.	  Opus	  8	  

	  	   Changes	  of	  Position	  &	  Preparatory	  Scale	  Studies,	  completed	  in	  1892	  	  	  

Even	   if	  not	  of	  great	   length,	  this	  particular	  book	  constitutes	  one	  of	  the	  most	  

important	  Opuses	  of	  Ševčík’s	  work.	  By	  assembling	   fifty-‐nine	  methodical	  exercises	  –	  

each	  one	  of	  them	  not	  exceeding	  six	  or	  seven	  actual	  lines	  –	  this	  book	  underlines	  and	  

underpins	   by	   its	   content	   (Table 7)	   the	   importance	   of	   stable,	   soft	   and	   equable	  

changing	   of	   positions	   on	   the	   fingerboard,	   while	   different	   mechanisms	   of	   position	  

changes	   lead	   to	   an	   extensive	   knowledge	   of	   finger	   placing	   and	   thus	   positions	  

handling.	  	  

Table 7. Opus	  8:	  Explicit	  and	  Implicit	  Information	  

Opus	  
8	  

 Changes	  of	  positions	  between	  intervals	  of	  
a	  2nd,	  3rd,	  4th,	  5th,	  6th,	  7th	  and	  8th.	  	  

 Training	  of	  shifts.	  
 Preparatory	  scales	  studies.	  

 Training	  in	  bow	  division.	  
 Preparation	  for	  Opus	  1	  –	  Parts	  2,	  3	  and	  4.	  
 ‘Mapping’	  of	  the	  fingerboard	  using	  single	  note	  

shifts.	  
 Presentation	  of	  music	  phraseology	  

mechanisms	  included	  in	  the	  technical	  
structure.	  

 Development	  of	  the	  fingerboard	  ‘sense’.	  
 Endurance	  of	  the	  whole	  body’s	  posture37.	  	  	  

                                                
37	  When	   the	   left	  hand	  gradually	   changes	  positions	  on	   the	   fingerboard,	   it	   is	  usually	   common	   for	   the	  
whole	  body	   to	   try	   and	   follow	   it,	   thus	  producing	  bad	  posture	   results.	  With	   this	   kind	  of	   division	   and	  
step-‐by-‐step	  repetition	  and	  progress	  of	  movements,	  the	  student	  learns	  how	  to	  analyze	  the	  right	  body	  
stance	  and	  keep	  it	  under	  control	  for	  as	  long	  as	  is	  needed.	  	  
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Example:	  

Figure 14. Opus	  8,	  Exercise	  n.	  17	  

	  

It	  is	  fairly	  easy	  for	  someone	  to	  realise	  that	  Ševčík	  intentionally	  exposes	  in	  this	  

exercise	   (Figure 14)	   not	   only	   the	   importance	   of	   accurate	   intonation	   during	   the	  

changing	  of	  positions,	  but	  also	  the	  relaxation	  needed	  to	  acquire	  an	  even	  tone.	  The	  

gradual	   structuring	   of	   the	   interval	   of	   a	   sixth	   (G	   to	   E)	   on	   the	   one	   hand,	   and	   the	  

parallel	  usage	  of	   the	  second	   finger	   for	   two	  consecutive	  notes	  and	  positions	  on	  the	  

other,	  underscore	  this	  assumption.	  	  

Speaking	  for	  the	  implicit	  functions,	  nevertheless,	  it	  should	  be	  mentioned	  that	  

in	  order	   for	  someone	  to	  achieve	  the	  above	  results,	  and	  perform	  evenly	   the	  similar	  

pattern	   occurring	   in	   every	   bar,	   a	   good	   bowing	   division	   is	   necessary	   as	  well	   as	   the	  

maintenance	   of	   the	   body’s	   correct	   posture,	   whichever	   position	   the	   left	   hand	  

performs	  on	  the	  fingerboard.	  	  

During	  performance,	   especially	   in	   higher	   fingerboard	  positions,	   the	   violinist	  

tends	   to	   unconsciously	   change	   posture	   so	   as	   to	   achieve	   the	   desired	   outcome	   of	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   114 

intonation	  and	  sound.	  Such	  an	  approach,	  though,	  produces	  tension	  and	  a	  defective	  

pressure	  on	  performance,	  ultimately	  affecting	  the	  overall	  sound	  and	  music-‐technical	  

result.	   With	   these	   series	   of	   exercises,	   Ševčík	   provides	   a	   tool	   for	   this	   problem’s	  

regulation,	  although	  it	  is	  achieved	  almost	  as	  a	  by-‐product	  of	  the	  regimen.	  

2.3.9.	  Opus	  9	  

Preparatory	  Studies	  in	  Double	  Stopping,	  completed	  in	  1889	  

Opus	   9,	   to	   which	   Ševčík	   referred	   as	   the	   book	   of	   exercises	   of	   double-‐stops	  

preparation,	   includes	   in	   an	   analytical	   and	   completely	  methodical	   form	   all	   types	   of	  

combined	   and	   simultaneously	   performed	   intervals.	   Although	   a	   relevant	   approach	  

was	  presented	  in	  several	  parts	  of	  the	  previously	  mentioned	  Opus	  6,	  in	  the	  content	  of	  

Opus	  9	   training	  towards	  a	  greater	  expertise	   in	  this	  field	   is	  evident	  (Table 8).	  Larger	  

sets	   of	   exercises	   develop	   endurance	   and	   stretching	   of	   fingers,	   while	   a	   wider	   yet	  

more	  direct	  application	  of	  intervals	  exists	  within	  a	  scale-‐like	  environment.	  

Table 8. Opus	  9:	  Explicit	  and	  Implicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Opus	  
9	  
	  
	  

 Development	  of	  double	  stops	  
including	  2nds,	  3rds,	  4ths,	  6ths,	  
8ths	  and	  10ths.	  

 Simple	  exhibition	  of	  flageolet	  
tones.	  	  

 Exercises	  structured	  on	  the	  semitone	  system.	  
 Improvement	  of	  intonation	  for	  both	  single	  notes	  and	  

double	  stops;	  comparison	  of	  intervals.	  
 Preparatory	  exercises	  for	  extensions.	  
 Improvement	  of	  the	  bow	  ‘sense’;	  combinational	  

performance	  of	  pressure,	  speed,	  division	  and	  left	  
hand’s	  relevant	  involvement.	  	  

 Preparation	  for	  Opus	  15.	  
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Example:	  

Figure 15. Opus	  9,	  Exercises	  nos.	  29	  &	  30	  

	  

Both	  of	  these	  exercises	  –	  examples	  in	  our	  case	  –	  explicitly	  propose	  a	  training	  

scheme	   concerning	   octaves	   (Figure 15).	   Either	   as	   a	   direct	   double-‐stop,	   which	  

combines	   a	   changing	  of	   positions	   to	   an	   interval	   of	   a	   third	   (exercise	  n.	   29),	   or	   as	   a	  

diatonically	  proposed	  ornament	   inside	  the	  range	  of	  each	  octave’s	   interval	  (exercise	  

n.	  30),	  a	  structured	  and	  well-‐maintained	  verification	  of	  intonation	  and	  the	  left	  hand’s	  

posture	  is	  evident.	  	  

On	  the	  other	  hand	  though,	   in	  my	  opinion,	  what	   is	  ostensibly	   trained	  differs	  

from	  what	  forms	  an	  implicit	  consequence	  of	  this	  training:	  the	  control	  of	  sound	  and	  

the	  bow	  within	  both	  exercises.	  With	  the	  first	  of	  these	  exercises,	  the	  higher	  it	  gets	  on	  

the	  fingerboard,	  the	  stronger	  the	  conflict	  between	  the	  formation	  and	  performance	  

of	  the	  octaves	  and	  the	  quality	  of	  the	  sound.	  Therefore,	  additional	  attention	  should	  
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be	   paid	   to	   developing	   better	   posture,	   and	   a	   more	   consistent	   and	   rational	   bow	  

division	   should	   be	   applied	   in	   order	   to	   achieve	   a	  more	   relaxed	   and	   powerful	   final	  

outcome.	  For	  the	  second	  exercise,	  as	  the	  movements	  of	  the	  left	  hand’s	  fingers	  may	  

interfere	   with	   the	   correct	   balance	   of	   the	   bow	   on	   the	   strings	   (a	   fact	   which	   is	  

practically	  evident	  to	  all	  violinists	  during	  their	  initial	  performances	  of	  double-‐stops),	  

an	   intentional	  weighing	  of	   the	  bow	  on	  the	  strings	  should	  be	  proposed	  as	  an	  aid	  to	  

the	  verification	  and	  control	  of	  intonation.	  

2.3.10.	  Opus	  10	  

	  	   Czech	  Dances	  and	  Songs	  for	  Violin	  and	  Piano,	  completed	  in	  1889	  

	  

 Holka	  Modrooká	  

 Když	  jsem	  k	  vám	  chodíval	  

 Bez	  Názvu	  

 Fantasie	  

 Břetislav	  

 Furiant	  

 Opus	  10a,	  Czech	  Dance	  No	  7	  for	  violin	  and	  piano	  

Opus	   10	   is	   the	   only	   book	   in	   the	   spectrum	   of	   works	   by	   Otakar	   Ševčík	   which	  

includes	  musical	  compositions.	  Presenting	  seven	  different	  Czech	  dances	  and	  pieces	  

for	   violin	   and	   piano	   or	   violin	   and	   orchestra,	   this	   part	   of	   the	   method	   proves	  

conclusively,	   apart	   from	   Ševčík’s	   composing	   taste,	   his	   ability	   to	   include	   in	   various	  
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forms,	   and	   to	   impart	   through	   this	   explicit	   and	   implicit	   information	   for	   technical	  

development	  and	  musical	  maturity.	  Composed	  using	  popular	  Czech	  melodies,	  Opus	  

10	  promotes	  the	  usage	  of	  dominant	  technical	  styles	  of	  that	  period,	  while	  its	  relevant	  

musical	  engagement	  proves	  to	  be	  mostly	  aligned	  with	  a	  generally	  Eastern	  European	  

musical	  character,	  emphasising	  passion,	  strength	  and	  nuance.	  	  

Thanks	   to	   the	   University	   of	   East	   Anglia,	   its	   Symphony	   Orchestra	   and	  

especially	  Dr.	  Sharon	  Choa,	  I	  was	  able	  to	  perform	  the	  première38	  of	  the	  fourth	  piece	  

of	   Opus	   10,	   entitled	   Fantasie	   (version	   for	   violin	   and	   orchestra).	   This	   piece	  

demonstrates	  clearly	  the	  aforementioned	  characteristics,	  which	  are	  also	  explored	  in	  

the	  following	  analysis-‐description.	  

As	  a	  first	  consideration,	  it	  is	  easily	  understood	  that	  the	  Fantasie	  displays	  four	  

considerable	  and	   individual	  parts	   in	   its	  structure	  (see	  Appendix,	  part	  4).	  The	  whole	  

composition	   takes	   the	   form	  of	   a	  Theme	  with	   Variations,	  while	   it	   embodies	   all	   the	  

possible	  musical	  and	  technical	  subtleties	  and	  individualities	  such	  a	  musical	  construct	  

could	   include;	   different	   musical	   characteristics	   for	   every	   individual	   part,	   different	  

tempi,	  variable	  approaches	  to	  technical	  styles	   including	  octaves,	  staccati,	  ricochets,	  

double	  flageolets,	  left-‐hand	  pizzicati	  and	  others.	  	  

The	  main	  Tema	  is	  preceded	  by	  a	  prologue,	  a	  musical	  statement	  if	  I	  may	  say,	  

which	  works	   in	  a	   simple	  way	   to	   introduce	   the	   folklore	   characteristics	  of	   the	  piece.	  

Additionally,	   its	  existence	  enhances	   the	  more	  virtuosic	  and	  extrovert	  nature	  of	   the	  

theme.	  From	  the	  specific	  Tema	  on,	  a	  more	  complex	  development	  –	  both	  in	  terms	  of	  

music	  and	  of	  technique	  –	  arises,	  keeping	  the	  same	  compositional	  character	  until	  the	  

                                                
38	  A	  recording	  of	  this	  live	  performance	  exists	  in	  the	  DVD	  (Part	  2)	  attached	  to	  my	  thesis.	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   118 

middle	  part	  of	  the	  third	  variation,	  where	  more	  relaxed	  and	  simple	  writing	  appears.	  

Producing	   an	   alternative	   presentation	   of	   two	  Allegri	   and	   three	  Andante	   parts,	   the	  

Fantasie	  reaches	  its	  conclusion,	  involving	  an	  explosive	  technical	  performance	  for	  the	  

solo	  violin.	  	  

Approaching	  and	  studying	  the	  composition’s	  score	  (see	  Appendix,	  part	  6),	  it	  is	  

clear	  that	  there	  is	  a	  full	  usage	  of	  the	  colour	  of	  the	  orchestra,	  while	  the	  compositional	  

as	  well	  as	  the	  acoustic	  balance	  between	  the	  violin	  and	  the	  orchestra	  seems	  to	  work	  

at	  a	  very	  effective	  level	  (for	  an	  acoustic	  example,	  please	  consult	  the	  appended	  DVD).	  

Wherever	   the	   violin	   needs	   to	   be	   heard,	   the	   orchestra	   produces	   a	   well-‐balanced	  

nuance	  –	  without	  disappearing	  dynamically	  –	  and	  whenever	  the	  orchestra	  needs	  to	  

back	  up	  the	  violin	  solo,	  a	  relevant	  motif	  usually	  appears	   in	   its	  simplest	   form,	   filling	  

sound	   gaps	   that	   the	   violin	   cannot.	   Concerning	   the	   sound	   colour,	   a	   good	   example	  

appears	   in	   this	   variation	   with	   the	   double	   flageolet	   notes.	   For	   the	   balance	   of	  

dynamics,	  a	  characteristic	  part	  occurs	  towards	  the	  end	  of	  the	  piece,	  where,	  although	  

the	   violin	   has	   a	   lot	   of	   difficult	   notes	   to	   perform,	   the	   orchestra	   follows	   a	   loud	   yet	  

simple	  statement	  of	  the	  initial	  theme.	  This	  approach	  supplements	  cleverly	  the	  final	  

outcome	  of	   the	  violin’s	   solo,	  producing	   the	  peak	  of	  energy	  and	   temperament	   that	  

this	  final	  part	  of	  the	  piece	  requires	  –	  a	  part	  which	  is	  often	  lost	  in	  the	  group’s	  overall	  

loudness.	  

Being	  given	  the	  opportunity	  to	  perform	  Fantasie	  in	  front	  of	  an	  audience,	  I	  can	  

now	   say	   that	   a	   lot	   of	   elements	  were	   revealed	   to	  me,	   concerning	  not	   only	   its	   own	  

content	   per	   se,	   but	   also	   its	   real	   connection	   with	   Ševčík’s	   wider	   work,	   aims	   and	  

mentality.	   This	   experience	   made	   me	   realise	   that	   a	   profound	   set	   of	   implicit	   and	  
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explicit	   information	  is	  also	  embodied	  here,	   implying	  an	  identical	  mentality	  with	  the	  

rest	  of	  Ševčík’s	  work.	  This	  in	  turn	  suggests	  that	  Opus	  10	  is	  a	  crucial	  part	  of	  the	  whole.	  

But	  let	  me	  unfold	  my	  thoughts	  further	  and	  explore	  this	  suggestion	  in	  greater	  detail.	  

First	  of	  all,	  it	  would	  be	  difficult	  to	  deny	  that	  inside	  the	  content	  of	  this	  musical	  

piece	   there	   is	   a	   huge	   variety	   of	   technical	   requirements	   and	   combinations.	   Finding	  

elements	  such	  as	  octaves	  –	  both	  normal	  (first-‐fourth	  ‘fingerings’39)	  and	  doigtée	  ones	  

(first-‐third	  and	  second-‐fourth	  fingerings	  in	  combination)	  –	  extended	  staccati,	  double	  

flageolets,	  extended	  passages	  of	  consecutive	  notes,	   left-‐hand	  pizzicati	  and	  melodic	  

lines	  on	  high	  positions	  on	  the	  G	  string	  among	  others,	  what	  comes	  into	  my	  mind	  is	  a	  

formal	  performance,	  and	  thus	  a	  more	  demanding	  setting,	  of	  what	  has	  been	  learnt	  in	  

most	  of	  Ševčík	  work’s	  other	  books.	  In	  other	  words,	  this	  is	  a	  clear	  application	  of	  the	  

work’s	  content	  to	  real	  performance	  situations.	  Of	  course,	  it	  could	  be	  argued	  that	  this	  

is	   not	   a	   very	   important	   note,	   as	   clearly	   all	   methods	   are	   made	   to	   be	   applied	   in	  

practical	  performances	  and	  musical	  activities.	  However,	  I	  believe	  that	  it	  is	  important	  

to	   stress	   this	   connection	   here,	   presenting	   this	   way	   the	   interrelated	   mentality	   of	  

technique	  to	  music	  and	  vice	  versa	  that	  Ševčík’s	  writings	  include.	  	  	  	  	  

It	   is	  noteworthy	   that	  every	   single	  note	   in	   the	  Fantasie	   seems	   to	   interrelate	  

the	  two	  parts,	  so	  that	  ultimately	  the	  whole	  musical	  composition	  seems	  to	  have	  been	  

built	   upon	   a	   logical	   and	   justified	   basis	   of	   musical	   and	   technical	   combination.	  

Following	   the	   simple	   rules	   of	   his	   system,	   Ševčík	   never	   puts	   the	   performer	   under	  

irrational	   pressure,	   and	   whenever	   a	   more	   specialised	   execution	   is	   needed	   to	  

promote	  music	   or	   technique,	   proper	   technical	   preparation	   comes	   into	   place	   for	   a	  

                                                
39	   With	   the	   term	   ‘fingerings’	   I	   mean	   the	   way	   that	   we,	   the	   violinists,	   use	   our	   fingerns	   on	   the	  
fingerboard,	  following	  a	  specific	  order	  of	  numbering	  them.	  This	  will	  also	  be	  the	  way	  this	  term	  will	  be	  
used	  from	  now	  on.	  	  	  	  
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few	  bars	  in	  advance,	  producing	  the	  final	  outcome	  naturally.	  Everything	  comes	  in	  its	  

time	  –	  both	  music	  and	  technique	  –	  and	  without	  forcing	  the	  hands	  excessively,	  music	  

and	  nuances	  deploy	  in	  favour	  of	  technique,	  or	  vice	  versa.	  	  	  

For	   instance,	   starting	   at	   the	   very	   beginning,	   it	   is	   quite	   obvious	   that	   the	  

technical	   line	   unfolds	   step-‐by-‐step	   into	   a	  more	   complex	   system,	   using	   first	   simple	  

notes,	   then	   normal	   octaves	   and	   after	   that,	   intervals	   of	   a	   third.	   Physically,	   and	   in	  

relation	  to	  the	  tension	  produced	  because	  of	  the	  left	  hand’s	  position,	  octaves	  are	  less	  

stressful	  than	  the	  thirds.	  Thus,	  it	  is	  very	  rational	  to	  exhibit	  such	  a	  technical	  path.	  On	  

the	   other	   hand,	   and	   concerning	   mainly	   the	   music	   of	   this	   same	   initial	   part	   of	   the	  

piece,	   it	   can	   be	   said	   that	   although	   nuances	   and	   harmony	   follow	   the	   technique’s	  

rational	  path	  of	  development	  –	   increasing	  from	  a	  simpler	  to	  a	  more	  complex	   level,	  

that	   is	   –	   phrases	   develop	   reversely.	   Ševčík,	   wisely	   adapting	   music	   and	   rhythm	   in	  

favour	  of	   technique,	   starts	  with	   the	   composition	  of	   longer	  phrases	   for	   the	   simpler	  

technical	   styles,	   while	   as	   the	   variations	   develop	   and	   technique	   becomes	   more	  

demanding,	  phrases	  follow	  a	  less	  complex	  and	  shorter	  redeployment.	  	  	  

The	  same	  can	  be	  observed	  in	  another	  example	  relating	  to	  the	  various	  finger	  

extensions	   in	   the	  piece,	  where	   their	   ratio	   of	   appearance	  decreases	   as	   the	  pace	  of	  

music	  increases.	  Firstly,	  as	  more	  slow	  notes	  permeate	  the	  main	  core	  of	  phrases,	  an	  

increased	   stretching	   activity	   is	   applied	   (flageolets	   in	   the	   second	   variation	   for	  

example),	   while	   later	   on,	   as	   the	  music	   becomes	   faster,	   finger	   extensions	   become	  

fewer	  and	  more	  rapid,	  in	  terms	  of	  their	  individual	  placement,	  as	  can	  be	  seen	  in	  the	  

chords	  in	  the	  last	  Allegro	  Molto	  for	  example.	  From	  what	  we,	  the	  violinists,	  know	  it	  is	  

less	  painful	   for	  the	   left	  hand	  to	  perform	  finger	  extensions	  at	  a	  slow	  pace	  than	  at	  a	  

faster	  one.	  	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   121 

Finally,	  it	  can	  be	  noticed	  that	  for	  the	  whole	  piece,	  the	  music	  seems	  to	  rely	  on	  

the	   performer’s	   parallel	   technical	   development,	   resulting	   in	   individual	   phrasal	  

variations	   of	   the	   same	   technical	   base	   to	   be	   found,	   later	   on,	   in	   one	   bigger	   phrasal	  

frame,	  favouring	  thus	  musical	  expression	  and	  variety.	  The	  two	  different	  applications	  

of	   the	   left	   hand	   pizzicato	   in	   one	   of	   the	   very	   first	   variations	   of	   the	   piece,	   once	  

performed	  on	  the	  top	  of	  the	  bow	  and	  once	  on	  its	  lower	  part,	  prove	  this	  point.	  

2.3.11.	  Opus	  11	  

School	  of	  Intonation,	  completed	  in	  1921-‐22	  

Opus	  11,	  comprising	  fourteen	  (fifteen	  in	  a	  second	  edition)	  different	  parts	  (see	  

Table 9),	  is	  perhaps	  the	  most	  extended	  informational	  system	  of	  music	  and	  technique	  

in	  Ševčík’s	  whole	  work.	  Entitled	  the	  School	  of	  Intonation,	  it	  presents	  in	  a	  very	  rational	  

way	  all	  the	  likely	  scenarios	  of	  execution	  of	  consecutive	  notes,	  starting	  from	  the	  very	  

beginning	   of	   the	   violin	   teaching	   and	   learning	   procedure.	   Towards	   its	   end,	   it	  

embraces	   and	   encourages	   an	   advanced	   level	   of	   performance	   practice,	   defining	  

clearly	  its	  different	  stages	  and	  technical	  engagement.	  Including	  a	  range	  of	  demands	  

relevant	  but	  not	   limited	  to	  scale	  motifs,	   scales,	  bowings,	  changing	  of	  positions	  and	  

production	  of	  vibrato,	  the	  quality	  and	  quantity	  of	  information	  appears	  at	  the	  highest	  

possible	  degree.	  The	  main	  teaching	  system	  still	  appears	  to	  be	  the	  semitones	  system,	  

as	  well	   as	   the	   rational	   deployment	   of	   technical	   and	  musical	   information	  while,	   as	  

before,	  explicit	  patterns	  of	  practice	  are	  distinct	  through	  the	  whole	  structure	  of	   the	  

Opus,	  followed	  by	  implicitly	  underpinning	  elements.	  At	  this	  point,	   I	  should	  mention	  
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that	   this	   is	   one	   of	   the	   few	  Opuses	   about	   which	   we	   have	   clear	   information	   from	  

Ševčík,	   at	   least	   in	   relation	   to	   its	   explicit	   application.	   Therefore,	   all	   the	   information	  

included	  in	  the	  ‘Explicit	  Information’	  column	  further	  down	  can	  also	  be	  found	  in	  the	  

very	  beginning	  of	  every	  single	  part	  of	  the	  Opus’s	  manuscript.	  

Table 9. Opus	  11:	  Explicit	  and	  Implicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Op.11	  
Part	  1	  

 General	  introduction:	  system	  of	  tuning	  
the	  violin.	  

 Normal	  and	  tempered	  finger	  position.	  
 Holding	  the	  violin	  and	  the	  bow.	  
 Exercises:	  The	  open	  strings.	  
 Placing	  of	  fingers.	  
 Tempering	  intervals	  in	  relation	  to	  an	  open	  

string.	  
 Formation	  of	  double	  stops.	  
 29	  duettinos	  for	  two	  violins.	  

Op.11	  
Part	  
2a	  

 The	  semitone	  and	  tritone	  in	  the	  major	  
scales	  of	  G,	  C,	  F,	  B♭,	  D	  and	  E♭	  with	  256	  
rhythmical	  exercises	  (110	  with	  a	  second	  
violin).	  

Op.11	  
Part	  
2b	  

 The	  semitone	  and	  tritone	  in	  A,	  A♭,	  E,	  D♭,	  
B	  and	  G♭	  major,	  twelve	  major	  scales	  with	  
semitone	  and	  tritone	  through	  the	  circle	  of	  
fifths,	  12	  major	  scales	  also	  in	  chromatic	  
succession,	  with	  395	  rhythmical	  exercises.	  

Op.11	  
Part	  3	  

 Chromatic	  shifting	  and	  chromatic	  tone	  
succession.	  

 The	  augmented	  second.	  
 Harmonic	  and	  melodic	  scales	  with	  bowing	  

exercises	  for	  legato,	  martellato,	  staccato,	  
spiccato	  and	  saltato.	  

 Consonant	  chords.	  
 The	  broken	  triad	  in	  a	  variety	  of	  movement	  

and	  form.	  

Op.11	  
Part	  4	  

 Dissonant	  chords.	  
 The	  diminished	  and	  augmented	  triad	  in	  

single	  tones	  and	  double	  stops	  in	  various	  
keys	  with	  changes	  of	  bowings.	  

 The	  chord	  of	  the	  diminished	  and	  
dominant	  seventh	  in	  single	  tones	  and	  
double	  stops	  in	  various	  keys	  with	  changes	  
of	  bowing.	  

 The	  broken	  chord	  of	  the	  dominant	  
seventh	  in	  a	  variety	  of	  movement	  and	  
form	  through	  all	  keys	  with	  exercises	  of	  
bowing.	  	  

Op.11	  
Part	  5	  

 Introduction	  to	  the	  positions	  (2nd	  to	  7th).	  
 Placing	  the	  fingers	  on	  one	  string.	  
 Diatonic	  succession	  of	  five	  tones.	  
 Passing	  from	  one	  string	  to	  another.	  
 Intonation	  of	  intervals	  relative	  to	  an	  open	  

string.	  
 Exercises	  within	  the	  compass	  of	  five	  

tones.	  

	  
 Training	  in	  discipline,	  endurance	  and	  

concentration	  during	  practicing.	  (There	  is	  
always	  a	  visible	  target	  that	  the	  student	  has	  
to	  achieve.	  That	  provides	  him	  with	  the	  sense	  
of	  discipline	  and	  will	  to	  practise;	  partial	  
regulation	  of	  motivation.)	  

 A	  shorter	  ‘projection’	  of	  technique’s	  ‘big	  
picture’.	  

 Matching	  of	  technique	  with	  music;	  providing	  
the	  mentality	  of	  musical	  practice.	  

 Information	  on	  technical	  matters	  that	  no	  
other	  methodology	  engaged	  with	  before.	  

 Cognitive	  and	  metacognitive	  structuring	  of	  
technique	  through	  extended	  sets	  of	  
exercises.	  
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Op.11	  
Part	  
6a	  

 The	  semitone	  and	  tritone	  in	  the	  major	  
keys	  of	  C,	  F,	  G,	  B♭,	  D	  and	  E♭	  with	  374	  
rhythmical	  exercises.	  

Op.11	  
Part	  
6b	  

 The	  semitone	  and	  tritone	  in	  the	  major	  
keys	  of	  A,	  A♭,	  E,	  D♭,	  B	  and	  G♭	  with	  316	  
Rhythmical	  Exercises.	  	  

Op.11	  
Part	  
6c	  

 Remarks	  about	  interpretation.	  
 Remarks	  on	  the	  tremolando	  (with	  

exercises).	  
 40	  Duettinos	  (bohemian	  melodies)	  for	  

two	  violins	  as	  studies	  of	  interpretation,	  
position	  and	  bowing.	  

Op.11	  
Part	  7	  	  

 Chromatic	  shifting	  on	  one	  and	  on	  two	  
strings	  with	  controlling	  open	  string.	  

 The	  augmented	  second.	  
 Harmonic	  minor	  scales	  with	  bowing	  

exercises	  for	  detachée,	  legato,	  staccato	  
and	  spiccato.	  

Op.11	  
Part	  8	  

 Consonant	  chords:	  Placing	  the	  fingers	  for	  
double	  stop	  of	  the	  perfect	  fifth	  with	  
exercises	  for	  bowing.	  

 Preparation	  for	  the	  double	  stop	  of	  the	  
perfect	  fifth.	  

 The	  major	  and	  the	  minor	  triad	  in	  double	  
stops.	  

 The	  broken	  triad	  in	  various	  keys	  with	  
changes	  of	  bowing.	  

 Dissonant	  chords:	  The	  diminished	  triad	  
with	  enharmonic	  changes	  in	  single	  tones	  
and	  double	  stops.	  

Op.11	  
Part	  9	  

 The	  diminished	  triad	  continued.	  
 The	  augmented	  triad	  in	  single	  tones	  and	  

double	  stops	  with	  exercises	  for	  fingering	  
and	  bowing.	  

Op.11	  
Part	  
10	  

 The	  chord	  of	  the	  dominant	  seventh	  in	  all	  
keys.	  

 The	  chord	  of	  the	  dominant	  seventh	  in	  
arpeggios	  through	  the	  circle	  of	  fifths	  in	  all	  
positions	  with	  various	  kinds	  of	  bowing.	  

 The	  chord	  of	  the	  diminished	  seventh	  in	  
various	  keys	  with	  exercises	  for	  fingering	  
and	  bowing.	  

Op.11	  
Part	  
11	  

 The	  chord	  of	  the	  diminished	  seventh	  
continued.	  

 Uniform	  shifting	  of	  fingers	  on	  one	  string	  
with	  a	  controlling	  open	  string.	  

 The	  same	  on	  two	  strings.	  
 Shifting	  of	  the	  double	  stops	  of	  the	  

diminished	  fifth,	  the	  diminished	  seventh,	  
the	  minor	  third	  and	  the	  major	  sixth	  with	  a	  
controlling	  open	  string.	  

 Exercises	  for	  shifting	  positions	  and	  finger	  
exercises	  employing	  different	  
combinations	  of	  stops	  for	  the	  chord	  of	  the	  
diminished	  seventh.	  

 Stretching	  of	  fingers.	  

Op.11	  
Part	  
12	  

 Introduction	  to	  shifting.	  
 Finding	  the	  individual	  tones	  of	  the	  scale.	  
 The	  double	  stop	  of	  the	  octave.	  
 Shifting	  through	  nine	  positions.	  
 Shifting	  and	  placing	  the	  fingers	  for	  the	  

double	  stops	  of	  the	  triad	  and	  fourth	  in	  all	  
positions.	  
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 Shifting	  the	  fingers	  through	  all	  positions,	  
skipping	  one	  or	  two	  positions.	  

 Shifting	  of	  the	  individual	  fingers	  on	  one	  
string	  through	  all	  positions	  with	  
controlling	  open	  strings.	  

 Finger	  exercises	  within	  the	  compass	  of	  
four	  tones.	  	  	  

Op.11	  
Part	  
13	  

 Change	  of	  positions.	  
 Diatonic	  scales	  in	  all	  positions.	  
 The	  transition	  tone.	  
 Combination	  of	  various	  positions	  on	  two	  

alternating	  strings.	  
 Diatonic	  scales	  on	  two	  strings	  within	  the	  

compass	  of	  the	  twelfth	  in	  all	  keys.	  
 Diatonic	  scales	  through	  three	  octaves	  in	  

all	  major	  and	  all	  melodic	  and	  harmonic	  
minor	  keys	  with	  various	  kinds	  of	  bowing.	  

Op.11	  
Part	  
14	  

 Double	  stops.	  
 Shifting	  of	  two	  fingers	  on	  two	  strings.	  
 Intonation	  of	  the	  double	  stops	  of	  the	  

sixth,	  the	  fourth,	  the	  third,	  the	  second,	  
the	  diminished	  seventh	  and	  the	  tenth.	  

 The	  trill.	  
 Daily	  exercises	  in	  octaves	  and	  tenths.	  
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Example:	  

Figure 16. Opus	  11,	  Book	  2,	  Part	  V,	  Exercise	  n.	  3	  

	  

Presenting	   exercise	   number	   3	   (Figure 16)	   as	   an	   example	   of	  Opus	   11,	   it	   is	  

clearly	   evident	   that	   the	   structuring	   of	   scales	   in	   second	   position,	   as	   well	   as	   their	  

verification	  of	   intonation,	   takes	  place.	   Ševčík	   asks	   the	   student	   to	   acknowledge	   the	  

range	   of	   used	   notes	   in	   order	   to	   form	   the	   relevant	   scale	  motif	   (see	   relevant	   note	  

above	   the	   specific	   exercise),	   whilst	   a	   memory	   task	   is	   combined	   for	   further	  
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development	   and	   facilitation	   of	   the	   exercise.	   Pauses	   exist	   to	   distinguish	   the	   steps	  

towards	  the	  structuring	  of	  the	  main	  scale.	  	  

All	   these	   probably	   sound	   easily	   applicable	   to	   start	   with,	   and	   explicitly	  

straightforward	   as	   to	   their	  meaning.	   However,	   decoding	   the	   implicit	   intentions	   of	  

this	  example,	  it	  is	  important	  to	  understand	  that	  this	  particular	  approach	  embraces	  a	  

hint	  of	  a	  deliberate	  metacognitive	  engagement	  concerning	  the	  relevant	  task.	  That	  is,	  

Ševčík	   not	   only	   asks	   for	   the	   particular	   straightforward	   result	   of	   the	   scale	  

performance	   but,	   additionally,	   he	   ‘forces’	   the	   student	   to	   deeper	   perceive	   the	  

different	   components	   of	   its	   structure.	   This	   means	   better	   perception	   as	   well	   as	  

regulation	  of	  the	  final	  outcome	  of	  the	  whole	  scale,	  and	  of	  course	  better	  handling	  of	  

the	  latter	  in	  the	  various	  technical	  or	  musical	  situations	  that	  could	  occur	  in	  a	  musical	  

piece.	  
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Example:	  

Figure 17. Opus	  11,	  Book	  4,	  Part	  XIV,	  Exercise	  n.	  1	  

	  

Bringing	   another	   example	   to	   the	   spotlight	   for	   this	   Opus	   (Figure 17),	   it	   is	  

explicitly	   stated	   by	   Ševčík	   that	   the	   task	   of	   exercise	   number	   1	   (Opus	   11	   Part	   XIV)	  

includes	   the	   training	  of	  double-‐stops’	   intonation.	  Of	   course,	   as	   is	  obvious,	   it	   is	  not	  

meant	   to	   be	   a	   clear	   performance	   of	   ‘vertical’	   double-‐stops,	   but	   on	   the	   contrary	   a	  
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horizontal	   indication	  of	   fingerings,	  planned	  to	  be	  performed	  as	  double-‐stops	   in	  the	  

future.	   Training	   in	   the	   changing	   of	   positions	   is	   included;	   ostensibly,	   no	   further	  

requirements	  are	  demanded.	  	  

On	   the	   other	   hand,	   implicitly	   speaking,	   it	   is	   not	   only	   bow	   division	   training	  

which	  takes	  place	  during	  the	  actualization	  of	  this	  exercise:	  a	  great	  amount	  of	  training	  

of	  the	  right	  hand’s	  technique	  is	  also	  evident	  and	  applicable	  to	  the	  whole.	  Therefore,	  

the	   student	  needs	   to	   realise	   that	   the	   correct	   intonation	  will	   not	  only	  be	  produced	  

because	   of	   the	   proper	   left	   hand	   finger	   placement,	   but	   it	   is	   facilitated	   by	   –	   if	   not	  

predicated	  on	  –	  the	  proper	   levelling	  of	   the	  right	  elbow,	  too.	   If	   the	   latter	  system	  of	  

the	  right	  hand	  is	  relaxed	  and	  correctly	  used	  during	  performance,	  then	  the	  left	  hand’s	  

outcome	  will	   be	   also	  more	   efficient.	   A	   better	   and	  more	   stable	   sound	   can	   thus	   be	  

achieved	  through	  the	  levelling	  of	  the	  right	  elbow,	  which	  consequently	  brings	  about	  

more	  flexible	  positioning	  for	  the	  left	  hand’s	  fingers.	  

2.3.12.	  Opus	  12	  

School	  of	  Double	  Stopping,	  completed	  in	  192340	  

The	   School	   of	   Double	   Stopping,	   numbered	   as	  Opus	   12,	   is	   also	   one	   of	   the	  

books	  that	  has	  never	  been	  published.	  During	  my	  research	  in	  Prague	  though,	  I	  found	  

some	   information	   relevant	   to	   it	   in	   a	   part	   of	   Ševčík’s	   notes,	   held	   in	   the	   Archive	   of	  

Prague’s	  National	  Conservatoire.	  The	  notes	  revealed	  the	  original	  manuscript	  of	   the	  

work.	  The	  following	  photographs	  of	  the	  examples	  n.1	  (Figure 18),	  n.2	  (Figure 19)	  and	  

n.3	  (Figure 20)	  illustrate	  the	  Opus’s	  content.	  
                                                
40	  Opuses	  12-‐15	  consist	  the	  School	  for	  Virtuosos	  according	  to	  Ševčík.	  
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Briefly,	   Opus	   12	   mainly	   refers	   to	   double-‐stops	   exercises,	   developing	   the	  

particular	   technique	   to	   an	   advanced	   level.	   Beginning	   with	   the	   initial	   stages	   of	  

technical	   adaptation,	   the	   exercises	   demonstrate	   the	   ideal	   level	   of	   execution	   of	  

double-‐stops,	  leading	  to	  the	  possible	  conclusion	  that,	  in	  Ševčík’s	  mind,	  this	  book	  may	  

have	  been	  the	  succession	  to	  Opus	  9.	  Although	  many	  things	  could	  be	  said	  about	   its	  

content	   and	   application,	   I	   will	   refrain	   from	   further	   comment	   on	   its	   implicit	   and	  

explicit	   information,	  keeping	   in	  mind	   that	   I	  do	  not	  have	  access	   to	   the	  whole	  work,	  

rendering	  any	  analysis	  of	  limited	  value.	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   130 

Example	  n.1:	  

Figure 18. Opus	  12	  (manuscript	  1)	  
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Example	  n.2:	  

Figure 19. Opus	  12	  (manuscript	  2)	  

	  

Example	  n.3:	  

Figure 20. Opus	  12	  (manuscript	  3)	  
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2.3.13.	  Opus	  13	  

	  School	  of	  Arpeggios	  and	  Modulations,	  completed	  in	  1923	  

Opus	  13	  is	  also	  one	  of	  Ševčík’s	  unpublished	  books,	  probably	  existing	  now	  only	  

as	  a	  manuscript.	  Referred	  to	  as	  the	  School	  of	  Arpeggios	  and	  Modulations,	  it	  seems	  to	  

deal	  with	  ‘scale’	  elements,	  using	  not	  only	  a	  horizontal	  but	  a	  vertical	  developmental	  

process.	   The	  word	   ‘modulations’	   in	   its	   title	   seems	   to	   suggest	   the	   incorporation	   of	  

various	   key	   changes	   in	   its	   content,	   extending	   the	   breadth	   of	   similarly	   structured	  

exercises	  of	  arpeggios	  and	  chords	  found	  in	  Opus	  1,	  for	  example.	  Unfortunately,	  it	  has	  

proved	  impossible	  to	  find	  relevant	  photographic	  material,	  or	  the	  original	  manuscript,	  

and	  as	  a	  result,	  no	  specific	  information	  is	  available.	  	  

2.3.14.	  Opus	  14	  

School	  of	  Chords,	  completed	  in	  1923	  

Opus	   14	   is	   also	   unpublished,	   and	  was	   impossible	   to	   recover	   in	   any	   format	  

during	   my	   research	   in	   Prague	   or	   elsewhere.	   Nevertheless,	   what	   can	   be	   assumed	  

according	  to	  its	  title	  is	  that	  it	  offers	  a	  broad	  technical	  synthesis	  and	  performance	  of	  

double-‐stops.	   It	   seems	   likely	   that	   it	   focuses	   on	   different	   ways	   of	   producing	   and	  

performing	  chords;	  its	  completion	  probably	  implies	  a	  higher	  level	  of	  expertise	  in	  this	  

field,	   expanding	   upon	   similar	   content	   found	   in	   other	   Opuses.	   Unfortunately,	   its	  

traces	   are	   lost,	   similarly	   to	   the	   aforementioned	   unpublished	  Opuses,	   and	   thus	   no	  

further	  explicit	  or	  implicit	  information	  can	  be	  presented.	  
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2.3.15.	  Opus	  15	  

	  	   School	  of	  Harmonics	  and	  Pizzicato,	  completed	  in	  1923	  

Opus	   15	   constitutes	   one	   of	   the	   two	   cases	   where	   an	   unpublished	  Opus	   of	  

Ševčík’s	   work	   remained	   in	   Prague	   and	   was	   not	   completely	   lost.	   After	   a	   thorough	  

research	   of	   the	   relevant	   data	   existing	   in	   the	   Archive	   of	   Prague’s	   National	  

Conservatoire,	  I	  was	  able	  to	  recover	  the	  manuscript,	  saving	  all	  its	  material	  as	  a	  digital	  

form	  (photographs)	  (Figure 21,	  Figure 22).	  	  

Concerning	   its	   analysis,	   I	  was	   concerned	   again	   that	   there	  might	   be	  missing	  

parts,	  as	  with	  Opus	  12.	  For	  this	  reason,	  I	  decided	  not	  to	  include	  a	  table	  of	  the	  explicit	  

and	  implicit	  information	  I	  accumulated	  during	  my	  study	  of	  it.	  A	  general	  description,	  

though,	  is	  provided	  as	  an	  alternative,	  as	  I	  believe	  that	  the	  information	  I	  gathered	  for	  

this	  Opus	  is	  more	  than	  enough	  to	  form	  a	  justified	  opinion	  of	  it.	  

Scanning	  through	  Opus	  15	   in	  terms	  of	  its	  explicit	  information,	  there	  are	  two	  

separate	  parts	   forming	   its	   structure.	  The	   first	  one	   refers	  entirely	   to	  pizzicati,	  while	  

the	  second	  covers	  harmonic	  notes,	  both	  natural	  and	  artificial.	  	  	  

Particularly	   in	   relation	   to	   the	   first	   part	   of	   this	   work,	   the	   one	   referring	   to	  

pizzicati,	  it	  could	  be	  argued	  that	  it	  forms	  a	  precursor	  to	  Opus	  24,	  including	  structured	  

examples	   of	   exercises	   directly	   interwoven	  with	   the	   technique	   in	   question.	   Initially	  

employing	  a	  very	  simple	  production	  of	  left-‐hand	  pizzicati,	  the	  first	  and	  fourth	  fingers	  

are	  consecutively	  combined	  with	  the	  open	  strings,	  strengthening	  the	  finger	  muscles	  

and	   coding	   the	   fingerboard	   in	   this	   specific	  way.	  Different	   combinations	  of	  pizzicati	  

are	   presented	   progressively,	   while	   various	   notes	   are	   executed	   alternately	   by	   the	  

bow.	   Finally,	   the	   student	   not	   only	   has	   the	   chance	   to	   learn	   but	   also	   to	   practise	  

different	   and	   multifaceted	   approaches	   to	   this	   specialised	   technique,	   following	   a	  
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linear	   path	   of	   progress	   and	   execution.	   Practice	   reaches	   up	   to	   this	   point	   where	  

different	  positions	  on	  the	  fingerboard	  are	  trained,	  while	  this	  part	  is	  completed	  with	  a	  

mixed	   exposition	   of	   pizzicati	   (or	   not)	   notes,	   the	   latter	   being	   subdivided	   into	   semi-‐

quavers	  or	  triplets.	  	  

The	   second	   part,	  meanwhile,	   it	   follows	   a	   similar	   analytical	   development	   to	  

the	   previous	   one,	   although	   harmonics	   form	   the	   main	   content.	   Beginning	   with	   a	  

simple	   presentation	  of	   natural	   flageolets,	   an	   essential	   course	  of	   integration	  of	   the	  

particular	  technique	  is	  sketched,	  moving	  from	  a	  simple	  production	  of	  flageolet	  notes	  

to	   a	   more	   complex	   form	   of	   presentation.	   Subdivisions	   of	   tempo,	   combined	   with	  

consecutive	   fingering	   and	   performance	   in	   various	   positions	   form	   the	   overall	  

outcome;	   implicitly	   speaking,	   it	   seems	   cumulatively	   to	   be	   a	   part	   of	   Ševčík’s	   work	  

which	   delivers	   a	   wholly	   new	   approach	   to	   realising	   the	   fingerboard	   in	   terms	   of	  

position	  changing.	  	  

Throughout	   my	   teaching	   and	   performing	   career,	   I	   have	   heard	   of	   various	  

teaching	  methods	   that	   include	   flageolets	   as	   their	  main	  means	   of	   training	   position	  

changes.	  According	  to	   these	  approaches,	  as	   it	   is	  widely	  known	  that	   flageolet	  notes	  

exist	   on	   the	  whole	   range	  of	   the	   violin	   fingerboard,	   the	   flageolet	   notes	   could	   form	  

specific	  benchmarks,	  which	  can	  control	  or	  stabilise	  the	  left	  hand’s	  performance	  and	  

changing	  of	  positions.	  Ševčík,	  perhaps	  wanting	  to	  offer	  an	  alternative	  option	  to	  this	  

topic,	   took	   a	   different	   approach	   to	   this	   information	   and	   the	   technical	   structures	  

therein.	  We	  cannot	  be	  certain	  if	  he	  had	  something	  like	  this	  in	  his	  mind;	  nevertheless,	  

by	  looking	  at	  the	  functional	  side	  of	  Opus	  15’s	  information,	  such	  implicit	  details	  could	  

effectively	  shape	  a	  positive	  training	  scheme.	  
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Example	  n.1:	  

Figure 21. Opus	  15	  (manuscript	  1)	  
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Example	  n.2:	  

Figure 22. Opus	  15	  (manuscript	  2)	  

	  

2.3.16.	  Opus	  16	  

	  School	  of	  Violin	  Interpretation	  on	  a	  Melodical	  Basis,	  completed	  in	  1929/1930-‐
second	  edition	  

It	  could	  be	  said	  that	  Opus	  16	  constitutes	  the	  quintessence	  of	  Ševčík’s	  entire	  

work,	  as	  it	  demonstrates	  through	  a	  unique	  analytical	  process	  what	  he	  believed	  to	  be	  

an	   effective	   technical	   and	   musical	   violin	   practice	   (Figure 23,	   Figure 24);	   how	   a	  

violinist	   should	  analyse	  a	  musical	  piece	   in	   its	  different	  musical	  and	   technical	  parts;	  

how	   to	   ‘scaffold’	   it;	   how	   to	   synthesise	   the	   final	   product	   in	   technical	   and	   musical	  
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terms.	  Comprising	  fifty	  pieces	  at	  different	  levels	  of	  performance	  (see	  Table 10),	  this	  

book	   represents	   Ševčík’s	   mentality	   in	   terms	   of	   teaching	   and	   learning	   music,	   and	  

forms	   almost	   an	   imaginary	   pilot	   for	   his	   entire	   project,	   which	   aims	   towards	   the	  

composition	  of	  a	  ‘learning-‐music-‐through-‐performance’	  manual.	  

Beginning	  with	  the	  initial	  stages	  of	  performance,	  and	  thus	  the	  initial	  stages	  of	  

an	  effective	  practice-‐training	  scheme,	  the	  book	  includes	  a	  plethora	  of	  details	  on	  how	  

to	  approach	  technical	  and	  musical	  individual	  passages,	  aimed	  at	  the	  systematisation	  

of	   reading	  and	  the	  creation	  of	  critical	   thought	  during	  practice.	  As	   the	  performance	  

level	  advances,	  the	  student	  is	  given	  the	  possibility	  and	  responsibility	  of	  analysing	  the	  

new	   parts	   of	   the	   musical	   pieces,	   an	   action	   which	   helps	   to	   create	   a	   more	   critical	  

approach,	  becoming	  the	  base	  for	  an	  intellectual	  and	  productive	  artist.	  	  

It	   could	   be	   argued	   that	   Opus	   16	   in	   its	   essence	   only	   gets	   technically	   and	  

rationally	  involved	  with	  these	  different	  musical	  constructs,	  and	  that	  it	  never	  touches	  

the	   pieces’	   musical	   aspect.	   It	   can	   be	   claimed	   that	   the	   specific	   approach	   Ševčík	  

proposes	  for	  the	  analysis	  of	  these	  fifty	  different	  pieces	  actualises	  the	  same	  technical	  

goal,	  ultimately,	  irrespective	  of	  the	  individual	  musical	  piece.	  	  

In	  my	  view,	  witnessing	  on	  the	  one	  hand	  the	  Opus’s	  usage	  and	  outcome	  in	  my	  

personal	   teaching	   studio,	   and	   after	   performing	   on	   the	   other	   hand	   a	   full	   decoding	  

study	   for	   the	   needs	   of	   this	   thesis,	   I	   would	   rather	   claim	   that	   Opus	   16’s	   musical	  

content	   is	   not	   shallow,	   as	   this	   interpretation	   might	   suggest,	   but	   rather	   that	   its	  

character	  and	  method	  is	  considerable	  and	  extensive.	  Its	  implicit	  purpose	  –	  as	  I	  have	  

myself	  experienced	  –	  is	  to	  promote	  musical	  independence	  and	  the	  weaning	  –	  if	  this	  

expression	  may	  be	  used	  –	  of	  the	  student	  from	  the	  teacher.	  The	  technical	  structure	  

that	  Ševčík	  uses	  to	  approach	  these	  pieces	  forms	  a	  very	  distinctive	  and	  functional	  way	  
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of	  connecting	  technique	  with	  music,	  of	  explaining	  music	  through	  technique,	  and	  of	  

structuring	  and	  approaching	  a	  musical	  piece	  more	   from	  a	  musical	   than	  a	   technical	  

perspective.	   In	   the	   end,	   it	   can	   be	   argued	   that	   the	  more	   technical	   tools	   a	   violinist	  

consciously	  uses	  to	  play	  music	  and	  to	  structure	  phrases,	   the	  better	  the	  options	   for	  

expressing	  the	  music	  being	  performed.	  

Table 10. Opus	  16:	  Explicit	  and	  Implicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Opus	  
16	  

 Two	  parts	  of	  studies	  of	  violin	  
pieces	  a)	  Introduction	  to	  solo	  
playing	  b)	  Introduction	  to	  
virtuoso	  playing.	  

 Ševčík‘s	  ‘prescription’	  of	  ten	  
general	  rules	  of	  how	  to	  practise	  
and	  perform.	  

 Ševčík’s	  ‘prescription’	  on	  how	  to	  
perform	  transition	  tones.	  

 Analysis	  of	  every	  piece’s	  bar	  to	  
its	  ‘ingredients’;	  rhythm,	  notes,	  
course	  of	  technical	  
development.	  	  

 Study	  of	  practice	  discipline.	  
 Display	  of	  mechanisms	  of	  practice.	  
 Progressive	  course	  and	  analysis	  of	  music	  in	  the	  pieces:	  	  

	  
	  
There	  are	  no	  learning	  gaps	  or	  technical	  unsolved	  
problems	  during	  final	  execution.	  The	  student	  is	  able	  to	  
perform	  in	  the	  right	  stage	  of	  technical	  development	  
whatever	  she	  is	  musically	  asked.	  

	  
 Usage	  in	  ‘real’	  circumstances	  of	  the	  phraseological	  tools.	  
 Application	  and	  development	  of	  personal	  musical	  

feelings,	  thoughts	  and	  generally	  apprehension.	  Learning	  
of	  music	  in	  an	  educationally	  controlled	  environment.	  
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Example	  n.1:	  

Figure 23. Opus	  16	  (excerpt	  1)	  
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Example	  n.2:	  

Figure 24. Opus	  16	  (excerpt	  2)	  
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The	  list	  of	  analysed	  pieces	  in	  Opus	  16	  (as	  in	  2nd	  edition):	  

	  

	  	  1.	  RODE:	  Melody,	  Concerto	  6,	  I.	  Movement.	  	  

	  	  2.	  RODE:	  Introduction	  to	  Rondo	  Concerto	  6.	  

	  	  3.	  FIORILLO:	  Andante,	  Etude	  n.	  13.	  

	  	  4.	  WIENlAWSKI-‐WARLAMOFF:	  'Romance'	  from	  ‘Souvenir	  de	  Moscou’.	  

	  	  5.	  ŠEVČIK:	  Andante	  on	  the	  G	  string,	  op.	  10/5.	  

	  	  6.	  LECLAIR:	  Sarabande.	  

	  	  7.	  PAGANINI:	  Theme	  from	  ‘Non	  piu	  mesta’.	  

	  	  8.	  MENDELSSOHN:	  Melody	  in	  G,	  Concerto	  E-‐minor	  I.	  

	  	  9.	  RODE:	  Adagio,	  Concerto	  n.	  7.	  

	  10.	  RUST:	  Gigue.	  

	  11.	  BEETHOVEN:	  Melody	  G-‐minor,	  Concerto	  in	  D-‐major	  III.	  

	  12.	  RODE:	  Adagio,	  Concerto	  6.	  

	  13.	  WIENIAWSKI:	  Theme	  original	  from	  op.	  15.	  

	  14.	  SEVCIK:	  Introduction	  to	  the	  natural	  and	  artificial	  harmonic	  tones.	  

	  15.	  SPOHR:	  Introduction	  to	  I.	  Movement,	  Concerto	  n.	  2.	  

	  16.	  ERNST:	  Melodic	  Scene	  in	  A-‐major	  from	  the	  III.	  Concerto	  in	  F	  sharp	  minor.	  

	  17.	  RODE:	  Introduction	  and	  Melody	  to	  the	  Concerto	  n.7-‐III	  .	  

	  18.	  MOLIQUE:	  F-‐major	  Melody,	  Concerto	  n.	  5-‐I.	  

	  19.	  BEETHOVEN:	  Rondo	  theme	  from	  the	  Violin	  Concerto.	  

	  20.	  SPOHR:	  March	  scene,	  Concerto	  n.	  8-‐III.	  

	  21.	  VIOTTI:	  Melody	  with	  Double-‐Stop	  Passages,	  Concerto	  n.	  18-‐I.	  
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	  22.	  WIENIAWSKI:	  Cantabile	  A-‐major	  Concerto	  1-‐I.	  

	  23.	  VIEUXTEMPS:	  Theme	  from	  the	  ‘Fantasia	  Appassionata’.	  

	  24.	  PAGANINI:	  Theme	  from	  ‘I	  Palpiti’.	  

	  25.	  VIOTTI:	  Rondo	  with	  Double-‐Stop	  Passage,	  Concerto	  n.	  28.	  

	  26.	  WIENIAWSKI:	  Theme	  from	  ‘Carneval	  Russe’.	  

	  27.	  MOLIQUE:	  Ricochet-‐Scene	  from	  the	  Concerto	  n.5-‐III.	  

	  28.	  ERNST:	  Andante	  from	  the	  ‘Hung.	  Melodies’.	  

	  29.	  WIENIAWSKI:	  Melody	  with	  Octaves	  from	  the	  Concerto	  n.1-‐III.	  

	  30.	  PAGANINI:	  7	  Variations	  from	  the	  ‘Carneval	  of	  Venice’.	  

	  31.	  VIEUXTEMPS:	  Serenade	  A-‐major	  on	  the	  G	  string,	  Concerto	  n.	  1-‐III.	  

	  32.	  SEVCIK:	  Andante,	  op.	  10/4.	  

	  33.	  BERIOT:	  Melody	  in	  Octaves,	  Concerto	  n.	  9-‐1.	  

	  34.	  TARTINI:	  Larghetto	  from	  the	  ‘Devil's	  Sonata’.	  

	  35.	  SEVCIK:	  Theme	  in	  Octaves	  op.	  10/4.	  

	  36.	  PAGANINI:	  Secondary	  Subject	  from	  the	  Concerto	  n.	  2-‐II.	  	  

	  37.	  BERIOT:	  Adagio	  from	  the	  Concerto	  n.	  7.	  

	  38.	  TARTINI:	  Largo	  and	  Allegro	  from	  the	  G-‐minor	  Sonata.	  

	  39.	  LAUB:	  Melody	  and	  Octaves	  from	  the	  Polonaise	  in	  virtuoso	  form.	  

	  40.	  BERIOT:	  Air	  varie	  n.	  1.	  

	  41.	  RUST:	  Gigue	  for	  Solo	  Violin.	  

	  42.	  RUST:	  Courante.	  

	  43.	  SPOHR:	  Larghetto	  in	  Double-‐Stops.	  

	  44.	  VIEUXTEMPS:	  Andante	  sostenuto	  from	  the	  Concerto	  n.	  2.	  

	  45.	  WIENIAWSKI:	  Scherzo-‐Tarantelle.	  
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	  46.	  SARASATE:	  Gipsy	  Melodies.	  

	  47.	  ERNST:	  Hungarian	  Melodies.	  

	  48.	  BAZZINI:	  Dance	  of	  Gnomes.	  

	  49.	  PAGANINI:	  Moses-‐Fantasy.	  

	  50.	  PAGANINI:	  Witches’	  Dance.	  

Ševčík’s	  Opuses	   numbered	   17	   to	   21	   constitute	   the	   work’s	   Concert	   Studies.	  

Based	   technically	  and	  musically	  on	   the	   same	  practice	  mentality	  as	  Opus	  16,	   Ševčík	  

analyses	   the	  most	  well-‐known	   concertos	   for	   violin	   and	   orchestra	   up	   to	   that	   time,	  

linking	   piece-‐by-‐piece	   the	   small	   stones	   from	   the	   enormous	   mosaic	   of	   musical-‐

technical	   ideas	   included	   in	   them.	   Providing	   an	   in-‐depth	   clarification	   of	   each	   bar’s	  

characteristics	  as	   in	  Opus	  16,	  he	  exhibits	  beyond	  doubt	   the	  combined	  musical	  and	  

technical	   educational	   character	   of	   his	   specific	   teaching	   and	   learning	   approach,	  

boosting	  further	  the	  violinist’s	  repertoire	  and	  musical	  understanding.	  	  
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2.3.17.	  Opus	  17	  

Detailed	  Analysis	  of	  the	  H.	  Wieniawski	  Violin	  Concerto,	  completed	  in	  1929	  

Analysis	  of	  the	  concerto	  for	  violin	  and	  orchestra	  by	  H.	  Wieniawski,	  number	  2	  

in	  D-‐minor	  (Figure 25).	  	  

Example:	  

Figure 25. Opus	  17	  (excerpt)	  
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2.3.18.	  Opus	  18	  

Detailed	  Analysis	  of	  the	  J.	  Brahms	  Violin	  Concerto,	  completed	  in	  1930	  

Analysis	   of	   the	   concerto	   for	   violin	   and	   orchestra	   by	   J.	   Brahms	   in	   D-‐minor	  

(Figure 26).	  

Example:	  

Figure 26. Opus	  18	  (excerpt)	  
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2.3.19.	  Opus	  19	  

Detailed	  Analysis	  of	  the	  P.J.	  Tschaikowsky	  Violin	  Concerto,	  completed	  in	  1930	  

Analysis	  of	   the	  concerto	   for	  violin	  and	  orchestra	  by	  P.	   J.	  Tschaikowsky	   in	  D-‐

major	  (Figure 27).	  	  

Example:	  

Figure 27. Opus	  19	  (excerpt)	  
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2.3.20.	  Opus	  20	  

Detailed	  Analysis	  of	  the	  N.	  Paganini	  Violin	  Concerto,	  completed	  in	  1932	  	  

Analysis	  of	  the	  concerto	  for	  violin	  and	  orchestra	  by	  N.	  Paganini	  number	  1	  in	  

D-‐major	  (Figure 28).	  	  

Example:	  

Figure 28. Opus	  20	  (excerpt)	  
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2.3.21.	  Opus	  21	  

Detailed	   Analysis	   of	   the	   F.	   Mendelssohn	   -‐	   Bartholdy	   Violin	   Concerto,	  
completed	  in	  1931	  

Analysis	  of	  the	  concerto	  for	  violin	  and	  orchestra	  by	  F.	  Mendelssohn-‐Bartholdy	  

in	  E-‐minor	  (Figure 29).	  

Example:	  

Figure 29. Opus	  21	  (excerpt)	  
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2.3.22.	  Opus	  22	  

Changes	  of	  Positions	  with	  Single	  and	  Double	  Stopping,	  n.d	  (no	  date).	  

Opus	   22,	   considering	   its	   title,	   could	   be	   the	   technical	   continuation	   and	  

combination	  of	  Ševčík’s	  Opuses	  numbered	  as	  8	   (Changes	  of	  position	  &	  preparatory	  

scale	   studies)	   and	   12	   (School	   of	   Double	   Stopping).	   Perhaps	   with	   the	   aim	   of	  

demonstrating	   further	   solutions	   to	   problems	   arising	   from	   the	   combined	   action	   of	  

playing	   double-‐stops	   and	   shifting,	   Ševčík	   drafted	   this	   specific	  Opus,	   producing	   an	  

expanded	   and	   detailed	   overview	   of	   the	   educational	   process.	   This	   Opus	   remains	  

unpublished,	  and	  I	  was	  unable	  to	  access	  even	  a	  manuscript	  of	  the	  work.	  	  

2.3.23.	  Opus	  23	  

Chromatics	  in	  all	  Positions,	  n.	  d.	  	  

Ševčík’s	   23rd	   Opus	   is	   the	   last	   of	   his	   works	   to	   remain	   unpublished	   since	   its	  

completion.	   It	   may	   have	   covered	   a	   chromatic	   execution	   of	   notes	   in	   the	   entire	  

spectrum	  of	  the	  fingerboard	  with	  various	  combinations	  and	  patterns;	  it	  is	  very	  likely	  

that	  it	  constitutes	  an	  extension	  of	  those	  exercises	  presented	  in	  the	  Violin	  Method	  for	  

Beginners,	  Opus	  6,	   leading	  to	  a	  more	  detailed	  practice	  and	  a	  superior	  coding	  of	  the	  

technique	  in	  question.	  Unfortunately,	  it	  was	  impossible	  to	  retrieve	  explicit	  or	  implicit	  

information,	  as	  I	  was	  unable	  to	  trace	  a	  copy	  of	  the	  manuscript.	  
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2.3.24.	  Opus	  24	  

The	  Left	  Hand	  Pizzicato,	  n.d.	  

Opus	   24	   covers	   the	   left	   hand	   pizzicato,	   as	   well	   as	   the	   left	   hand’s	  

independence	   during	   performance	   (see	  Table 11).	   As	   Prof.	   Foltyn	  mentions	   in	   the	  

preface	  of	  Opus	  24	   (Ševčík,	  1999,	  Opus	  24:	  Preface),	   there	  probably	  exists	  a	  direct	  

relation	   between	   this	  work	   and	   the	   unpublished	  Opus	   15.	   Following	   the	   low-‐level	  

training	   of	   the	   left	   hand’s	   pizzicato	   technique	   encountered	   in	   this	   latter,	   the	  

perfection	   of	   the	   same	   educational	   framework	   occurs	   in	   Opus	   24,	   in	   a	   more	  

extensive,	   detailed	   manner.	   Ševčík	   himself	   articulates	   the	   aim	   of	   the	   latter	   book,	  

using	   two	  phrases:	   "Independence	  of	   the	   right	   arm.	   Training	  of	   bowings	  with	   left-‐

hand	  pizzicato	  accompaniment."	  (Ševčík,	  1999,	  Opus	  24:	  7)	  

Table 11. Opus	  24:	  Explicit	  and	  Implicit	  Information	  

	   Explicit	  information	   Implicit	  information	  

Opus	  
24	  

 Independence	  of	  the	  left	  hand’s	  
fingers.	  

 Combination	  of	  left	  and	  right	  
hand’s	  techniques.	  	  

 Training	  of	  extensions,	  relaxation	  and	  independence	  
of	  left	  hand’s	  fingers.	  

 Realisation	  of	  the	  distances	  between	  strings.	  
 Strengthening	  of	  left	  hand’s	  wrist;	  control	  of	  elbow’s	  

angle	  during	  performance.	  	  
 Experimenting	  and	  exhibiting	  different	  sound	  colours	  

on	  the	  violin.	  
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Example:	  

Figure 30. Opus	  24,	  Exercise	  n.	  28/a	  (excerpt)	  

	  

As	   an	   example	   of	   this	  Opus’s	   explicit	   and	   implicit	   approach,	   I	   cite	   exercise	  

28/A	   (Figure 30).	   Initially,	   it	   seems	   there	   is	   not	  much	  explicit	   information	   to	  point	  

out.	   A	   straight	   presentation	   of	   the	   left-‐hand	   pizzicato	   is	   naturally	   evident,	  while	   a	  

combination	   of	   alternative	   up	   and	   down	   strokes	   is	   identified	   as	   a	   match	   for	   the	  

aforementioned	   technique.	   Subsequently,	   however,	   if	   we	   focus	   on	   the	   exercise’s	  

notation,	   it	   is	   clear	   that	   a	   differentiation	  of	   dynamics	   occurs,	   producing	   a	   variable	  

and	   very	   ‘sensitive’	   performing	   environment;	   sfz ,	   accents,	   crescendi	   and	  

diminuendi	   develop	   almost	   every	   other	   bar.	   This	   points	   to	   the	   exercise’s	   implicit	  

technical	  information,	  which	  can	  be	  identified	  by	  three	  different	  characteristics.	  First	  

of	   all,	   an	   indirect	   training	   of	   bow	   division	   takes	   place.	   Every	   different	   notation	   of	  

dynamics	   requires	   a	   specific	   bow	   handling	   and	   technical	   approach.	   Secondly,	   an	  

overall	  exploration	  of	  phrasal	  balance	  occurs	  even	  if	  the	  musical	  expansion	  is	  limited.	  

Varying	  notation	  underpins	  and	  encourages	  a	  multi-‐faceted	  phrasal	  format.	  Finally,	  a	  

strengthening,	   including	   a	   sense	   of	   particularisation	   of	   the	   left	   hand’s	   fingers,	   is	  
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deployed.	   Their	   individual	   usage	   on	   the	   strings	   should	   not	   interfere	   with	   the	  

aforementioned	   differentiation	   of	   dynamics,	   and	   therefore	   a	   totally	   cognitive	  

engagement	  and	  control	  must	  prevail.	  

2.3.25.	  Opus	  25	  

Analysis	  of	   Joachim’s	  Cadenza	  for	   the	  Brahms	  Violin	  Concerto,	  completed	   in	  
1929	  

Ševčík,	   honouring	   the	  executive	  work	  of	   his	  well-‐known	   friend	  and	   violinist	  

Joachim,	  considered	  it	  appropriate	  to	  analyse	  his	  cadenza	  for	  the	  violin	  concerto	  by	  

Brahms.	  This	  eventually	  formed	  an	  informal	  supplement	  to	  Opus	  18.	  Despite	  having	  

been	  published	  with	  this	  particular	  number,	  conceptually,	  Opus	  25	  could	  be	  included	  

in	   the	   group	   of	   books	   numbered	   17-‐21	   as	   it	   employs	   precisely	   the	   same	   style	   of	  

violin	  teaching	  and	  learning.	  	  

What	   is	   important,	   however,	   is	   that	   if	   we	   look	  more	   closely	   at	   its	   date	   of	  

completion,	  it	  seems	  likely	  that	  Opus	  25	  forms	  one	  of	  the	  first	  works	  relevant	  to	  the	  

hyper-‐analytical	   technical	   and	   musical	   presentation	   Ševčík	   normally	   uses	   in	   other	  

Opuses;	  Opus	  17	  or	  18	  for	  example.	  This	  could	  mean	  that	  this	  specific	  Opus	  formed	  

the	   impetus	   that	   pushed	   Ševčík	   to	   write	   the	   other	   similarly	   analytical	   Opuses,	  

developing	   and	   encouraging	   Ševčík’s	   pioneer	   approach	   to	   this	   kind	   of	   educational	  

analyses.	   	  A	  copy	  of	  an	  old	  publication	  can	  be	  seen	   in	  Charles	  University’s	  national	  

library	  in	  Prague.	  Unfortunately,	  despite	  having	  the	  chance	  to	  access	  the	  document,	  I	  

was	  unable	  to	  obtain	  it	  for	  presentation	  here.	  
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2.3.26.	  Opus	  26	  

Analysis	  of	  the	  Kreutzer	  Caprices,	  completed	  in	  1931	  	  	  

Encompassing	  a	  similar	  level	  of	  analysis	  as	  that	  of	  Opus	  5,	  Opus	  26	  focuses	  on	  

the	   42	   Caprices	   and	   Studies	   by	   Kreutzer	   (1817).	   Even	   though	   many	   consider	  

Kreutzer’s	   specific	   work	   to	   be	   complete,	   Ševčík,	   whose	   opinion	   of	   it	   may	   have	  

differed,	  managed	  to	  create	  a	  more	  detailed	  version	  from	  Kreutzer’s	  original	  guide	  

to	  study.	   In	   fact,	  having	  studied	  myself	  Kreutzer’s	  work	  for	  many	  years,	   I	  could	  say	  

that,	  when	  I	  saw	  Ševčík’s	  analysis	  in	  Opus	  26,	  I	  formed	  in	  my	  mind	  a	  totally	  different	  

view	  of	  what	  Kreutzer	  suggests	  for	  his	  studies.	  Ševčík’s	  analysis	   is	  more	  focused	  on	  

the	  combined	  ‘production-‐of-‐music-‐through-‐technique’	  application	  of	  the	  exercises,	  

arguably	   surpassing	   the	   well-‐structured	   yet	   ‘narrow’	   –	   in	   my	   point	   of	   view	   –	  

presentation	  that	  Kreutzer	  offers	  for	  his	  exercises.	  	  	  

Although	  I	  found	  and	  saw	  this	  particular	  Opus,	   I	  was	  unable	  to	  add	  it	  to	  my	  

collection;	  it	  was	  previously	  published	  by	  Ol.	  Pazdirek	  Editions,	  Brno,	  and	  copies	  exist	  

for	   reading	   and	   further	   research	   in	   the	   archive	   and	   national	   library	   of	   Charles	  

University	  in	  Prague.	  	  

2.3.27.	  Opus	  Posthumous	  	  

Apart	   from	   the	   above-‐mentioned	   twenty-‐six	   Opuses,	   Ševčík’s	   educational	  

work	  also	  includes	  two	  more	  notebooks	  that	  he	  either	  did	  not	  wish	  or	  did	  not	  have	  

the	   time	   to	   complete.	   The	   first	   of	   these	   refers	   to	   the	   analysis	   of	   the	   concerto	   for	  

violin	  and	  orchestra	  by	  A.	  Dvořak,	  while	  the	  second	  analyses	  the	  first	  sonata	  for	  solo	  
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violin	  by	  J.	  S.	  Bach.	  During	  my	  research	  in	  the	  archives	  of	  the	  Prague	  Conservatory,	  I	  

happened	   to	   find	   these	  manuscripts,	  but	  as	   their	   form	   is	   somewhat	   incomplete,	   it	  

was	   impossible	   to	  extract	   relevant	   technical,	  musical	  or	  other	   relevant	  educational	  

information.	  	  
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Up	  to	  this	  point	  in	  my	  thesis,	  a	  number	  of	  elements	  have	  been	  presented	  and	  

related	  to	  Ševčík’s	  life;	  related	  to	  past	  and	  present	  opinions	  connected	  to	  his	  work;	  

related	  to	  the	  work’s	  content,	  implicit	  and	  explicit.	  All	  this,	  to	  a	  certain	  extent,	  could	  

provide	  fertile	  ground	  to	  initiate	  a	  debate	  on	  the	  ways	  in	  which	  Ševčík’s	  work	  forms,	  

or	  not,	  a	  complete	  method.	  However,	  before	  reaching	  this	  stage,	  it	  is	  my	  belief	  that	  

the	  teaching	  and	  learning	  approaches	  introduced	  to	  violinists	  through	  Ševčík’s	  work	  

could	   also	   represent	   a	   rich	   area	   for	   research	   in	   terms	   of	   the	   final	   verification	   or	  

rejection	   of	   my	   hypothesis.	   And	   I	   suggest	   this,	   because	   I	   do	   not	   think	   that	   an	  

educational	  work	  can	  be	  called	  a	  method,	  and	  more	  importantly	  a	  complete	  method,	  

if	  a	  consistent	  teaching	  and	  learning	  approach	  is	  not	  offered	  throughout.	  This	  view	  is	  

also	   supported	   in	   the	   wider	   educational	   literature	   (Gagné,	   1965;	   Vygotsky,	   1978;	  

Piaget,	  1972),	   claiming	   that:	   if	   teaching	  and	   learning	   is	   to	  be	  productive	  and	  valid,	  

there	   should	   always	   exist	   a	   process,	   and	   this	   process	   should	   form	   a	   consistent	  

method,	  which	  combines,	  supports,	  scaffolds,	  presents,	   justifies	  or	  rejects	  evidence	  

relevant	  to	  the	  subject	  matter	  (Piaget,	  1972).	  	  
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3.1.	  An	  Approach	  to	  Learning	  

Is	  there	  a	  learning	  process	  in	  Ševčík’s	  work?	  Could	  Ševčík’s	  aim	  in	  creating	  so	  

substantial	  a	  work	  have	  been	  less	  specifically	  educational?	  To	  me,	  it	  seems	  unlikely	  

that	  his	  only	  concern	  was	  what	  to	  deliver,	  and	  not	  how	  to	  deliver	  it.	  I	  find	  it	  difficult	  

to	   agree	   with	   the	   suggestion	   that	   he	   treated	   his	   educational	   work	   as	   a	   simple	  

repository	  of	  information	  rather	  than	  a	  tool	  for	  educational	  advancement.	  As	  I	  have	  

already	  argued	  (in	  chapters	  1	  and	  2)	  the	  facts	  suggest	  otherwise.	  

Being	  a	  student	  and	  a	  violinist	  himself,	  I	  presume	  that	  Ševčík	  had	  experienced	  

most	  of	  the	  musical	  and	  technical	  stimuli	  that	  indicate	  a	  certain	  agenda	  for	  cognitive	  

learning	  habits	  and	  the	  mental	  processes	  a	  student	  naturally	  employs.	  Practising	  so	  

hard	  for	  all	  those	  years	  under	  his	  father’s	  constant	  observation,	  he	  would	  have	  been	  

the	  first	  to	  know	  that	  in	  order	  to	  deliver	  satisfactory	  results,	  even	  the	  simplest	  of	  the	  

violin’s	   performance	   elements	   needs	   to	   follow	   a	   certain	   process,	   requiring	   the	  

necessary	   time	  to	  be	   learnt.	   If	  Ševčík	  achieved	  a	  certain	  kind	  of	   student	  mentality,	  

then,	   would	   he	   not	   have	   tried	   to	   deploy	   this	   in	   his	   work,	   through	   a	   structured	  

learning	  approach?	  	  

An	  exploration	  of	   the	  cognitive	   learning	  approach	   inherent	   in	  Ševčík’s	  work	  

forms	  a	  logical	  place	  to	  begin	  –	  to	  clarify	  all	  the	  above	  –	  together	  with	  an	  analysis	  of	  

the	  extent	  to	  which	  this	  approach	  affects	  students’	  learning.	  This	  done,	  we	  can	  then	  

comprehend	  one	  more	  functional	  aspect	  of	  the	  work’s	  substance.	  
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3.1.1.	  	  The	  Process	  of	  Learning	  –	  A	  Practical	  Example	  

“Knowledge	   grows	   with	   exploration,	   adding	   new	   facts,	   correcting	   old	   beliefs”	  

(Langer	  1964:	  123)	  

Consider	  a	  violinist	  who	  wants	  to	  produce	  a	  single,	   first	  note	  with	  the	  bow.	  

She	  starts	  with	  so	  many	  thoughts	   in	  her	  mind,	  consciously	  or	  unconsciously,	  about	  

the	  right	  posture,	  the	  movement	  and	  the	  suggested	  practical	  result.	  Then	  she	  tries.	  

She	   realises	   that	   there	   is	  a	  problem.	  There	   is	   something	  wrong	  with	   the	  quality	  of	  

sound.	   Despite	   thinking	   that	   she	   knew	   the	   right	  way,	   she	   did	   not	   achieve	   a	   good	  

result.	   Gathering	   her	   knowledge	   again	   for	   a	   second	   try,	   she	   adjusts	   the	   whole	  

procedure,	   taking	  a	  different	  approach.	   She	  uses	  her	  experiences;	   she	   investigates	  

her	   past	   to	   determine	   if	   she	   has	   met	   the	   same	   problem	   before,	   if	   so,	   what	   the	  

solution	  was.	  She	  tries	  again,	  differently	  this	  time,	  and	  here	  finds	  success.	  From	  now	  

on,	  she	  knows	  the	  right	  approach.	  And	  because	  of	  this,	  she	  will	  not	  only	  be	  able	  to	  

achieve	   the	   correct	   result	   repeatedly,	   but	   has	   also	   managed	   to	   mature	   her	  

perception	  of	  violin	  performance	  practice.	  	  

Over-‐magnified	  and	  over-‐simplified,	  this	  is	  what	  happens	  in	  our	  minds	  during	  

the	   learning	   process.	   According	   to	   Peters	   and	   Miller	   this	   is	   “a	   developmental	  

process,	  based	  on	  experience	  that	  causes	  a	  change	  in	  behaviour”	  (Peters	  and	  Miller,	  

1982:	  114).	  If	  somebody	  tried	  to	  practise	  Ševčík’s	  work	  with	  this	  aspect	  in	  mind,	  she	  

would	  probably	  reach	  similar	  conclusions.	  However,	  is	  it	  that	  simple,	  understanding	  

whether	  or	  not	  a	  cognitive	   learning	  approach	  effectively	  permeates	  Ševčík’s	  work?	  

For	   me,	   it	   is	   not.	   Let	   me	   explain	   further,	   structuring	   a	   brief	   anaphora	   to	   the	  
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substance	  of	   the	   ‘learning	  process’	   before	  exploring	   Ševčík’s	  work	  more	   rigorously	  

through	  experimentation.	  

3.1.2.	  The	  Process	  of	  Learning	  –	  A	  Method’s	  Efficiency	  

Psychologists	  have	  categorized	  the	  characteristics	  of	  the	  learning	  experience	  

in	  three	  different	  domains.	  These	  domains	  are:	  a)	  the	  cognitive,	  b)	  the	  psychomotor,	  

and	  c)	  the	  affective	  ones,	  involving	  the	  understanding	  of	  actuality,	  the	  connection	  of	  

mind	  to	  motor	  skills,	  and	  the	  human	  qualities	  (feelings,	  thoughts	  etc),	  respectively.	  

How	  does	  a	  student	  use	  these	  three	  domains	  practically	  in	  order	  to	  learn?	  Or	  to	  put	  

it	  more	  specifically	  in	  relation	  to	  music,	  how	  can	  a	  student	  distinguish	  a	  poor	  result	  

from	  a	  wrong	  one	  with	  the	  help	  of	  these	  domains,	  managing	  the	  actuality	  of	  a	  wrong	  

note	  against	  the	  feeling	  of	  an	  out-‐of-‐tune	  note	  for	  instance,	  and	  thus	  learn?	  	  

Decisions	  and	  actions	  related	  to	  the	  process	  of	   learning	  are	  affected	  by	  the	  

relevant	  (and,	   in	  our	  case,	  musical)	  perception	  the	  student	  has	  acquired	  during	  her	  

life,	   as	   well	   as	   the	   realisation	   of	   a	   particular	   learning	   concept	   the	   student	   has	  

formed.	   According	   to	   the	   conditions	   of	   learning	   and	  Gagné’s	   theory	   (Gagné,	   1965	  

quoted	   in	   Gordon,	   1971:	   57)	   –	   a	   theory	   that	   is	   still	   valid	   and	   which	   fits	   music	  

education	   well41	   –	   eight	   different	   types	   of	   learning	   exist,	   encompassing	   both	   the	  

perceptual	  and	  the	  conceptual	  realms.	  These	  types,	  arranged	  hierarchically,	  are:	  

                                                
41	  Gagné	  was	  not,	  of	  course,	  the	  only	  one	  who	  expressed	  a	  relevant	  theory	  of	  the	   learning	  process.	  
However,	  I	  decided	  to	  present	  his	  theory	  individually	  as	  all	  his	  learning	  types	  apply	  directly	  to	  musical	  
learning,	   and	   thus	   easily	   form	   examples,	   extended	   from	   a	   simple	   understanding	   of	   sounds	   (Signal	  
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• The	  Signal	  Learning	  

• The	  Stimulus-‐Response	  Learning	  

• Chaining	  

• Verbal	  Association	  

• The	  Multiple-‐Discrimination	  Learning	  

• The	  Concept	  Learning	  

• The	  Principle	  Learning	  

• The	  Problem	  Solving	  

The	  first	  four	  of	  these	  types	  form	  the	  perceptual	  group	  of	  learning,	  while	  the	  

last	  four	  of	  them	  comprise	  the	  conceptual	  group.	  As	  the	  first	  group	  –	  the	  perceptual	  

one	  –	  could	  include	  various	  musical	  stimuli	  and	  data	  in	  its	  substance,	  it	  forms	  a	  web	  

of	  knowledge,	  building	  an	  initial	  learning	  concept	  in	  the	  student’s	  mind.	  This	  concept	  

engages	  the	  last	  four	  conceptual	  mechanisms,	  and	  these	  in	  turn	  bring	  the	  ‘learn	  how	  

to	   learn’	   scheme	   into	   action.	   This	   latter	   forms	   an	   independence	   of	   judgment	   in	  

musical	  matters,	   resulting	   in	  nine	   levels	  of	  musicians’	  conceptions	  of	   the	  nature	  of	  

interpretation	   and	   performance,	   including	   growing	   maturity	   and	   responsibility	  

(Hallam,	  1994:	  2-‐10).	  

By	  and	  large,	  this	  is	  how	  we	  perceive	  and	  conceptualise	  musical	  learning	  and	  

musical	  development,	  and	  there	  is	  no	  reason	  to	  believe	  that	  music	  education	  works	  

do	  not	   try	   to	   follow	  the	  same	  cognitive	  rationale	   in	   their	  content	  so	  as	   to	  produce	  

                                                
Learning)	   to	   the	   more	   complex	   conceptual	   nature	   of	   musical	   activity.	   The	   conceptualization	   of	  
different	   families	  of	  music,	  or	  even	  the	  endeavour	  to	  solve	  musical	  problems	  so	  as	  to	  contribute	  to	  
general	  musical	  creativity,	  are	  two	  of	  them.	  
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effective	   learning	   results.	   However,	   according	   to	   Nielsen	   (2001),	   there	   is	   an	   extra	  

microstructure	  of	  learning	  in	  existence,	  which	  forms	  various	  self-‐regulatory	  learning	  

strategies.	   These	   self-‐regulatory	   strategies	   refer	   to	   the	   degree	   that	   individuals	   are	  

metacognitively,42	  motivationally,	  and	  behaviorally	  involved	  in	  learning	  (Zimmerman,	  

1994),	   which	   as	   an	   element	   brings	   us	   at	   this	   point	   to	   assume	   reasonably	   that	  

whichever	  learning	  process	  a	  method	  follows,	  it	  should	  be	  –	  apart	  from	  cognitively	  –	  

at	   least	  metacognitively,	  motivationally	   and	   behaviorally	   ‘active’,	   if	   not	   uplifting.	  

Considering	   this	   then,	   it	   might	   be	   also	   said	   that	   a	   complete	   method,	   in	   order	   to	  

present	   a	   positive	   or	   at	   least	   an	   intelligible	   approach	   to	   learning,	   should	   combine	  

effectively	   all	   the	   previous	   in	   order	   to	   a)	   “make	   the	   student	   think	   about	   her	   own	  

thoughts,	  think	  of	  what	  she	  knows,	  what	  she	  is	  currently	  doing	  or	  what	  her	  current	  

cognitive	   or	   affective	   state	   is”	   (Hallam,	   2001b:	   27,	   referring	   to	  metacognition),	   as	  

well	   as	   b)	   “create	   a	   need	   for	   musical	   fulfillment,	   driving	   students	   to	   experience	  

music”	   (Peters	   and	   Miller,	   1982:	   122,	   referring	   to	   motivation]	   and	   c)	   engage	  

behaviours	   and	   thoughts,	   intending	   to	   influence	   the	   learner’s	   encoding	   process	  

(Weinstein	  and	  Mayer,	  1986:	  315,	  referring	  to	  behaviour).	  

3.1.3.	  The	  Experiment	  

Presenting	   the	   aforementioned	   information	   is	   one	   way	   of	   explaining	   the	  

‘learning	  process’,	  and	  how	  a	  complete	  approach	  to	  learning	  could	  be	  structured	  and	  

perceived	  in	  an	  educational	  work	  of	  music.	  However,	  this	  whole	  explanation	  will	  not	  

                                                
42	  Metacognition,	   in	  education,	   is	   learning	  about	   the	   learning;	  how	  someone	   learns	   to	   learn.	  Flavell	  
(1979)	  was	  one	  of	  the	  first	  to	  introduce	  this	  term.	  	  
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be	  valid	  for	  us	   if	   it	  does	  not	  enable	  us	  to	  achieve	  a	  practical	  and	  a	  more	  functional	  

‘diagnosis’	  for	  Ševčík	  work’s	  formation	  and	  nature.	  	  

With	  this	  in	  mind,	  I	  decided	  to	  carry	  out	  an	  exploratory	  case	  study	  in	  order	  to	  

investigate	   if	   and	   to	  what	   extent	   there	   is	   a	   definite	   learning	   approach	   inherent	   in	  

Ševčík’s	   work.	   This	   way,	   I	   will	   be	   able	   to	   further	   back	   up	   the	   research	   of	   my	  

hypothesis,	   accordingly	   accepting	   or	   rejecting	   my	   assertion	   that	   Ševčík’s	   work	  

represents	  a	  complete	  method	  of	  violin	  teaching	  and	  learning.	  

I	  would	  not	  say	  that	  conducting	  an	  experiment	  which	  investigates	  the	  nature	  

of	   Ševčík’s	   learning	   approach	  was	   the	   easiest	   task	   in	   the	   research	   process	   of	   this	  

thesis.	  I	  say	  this	  because	  both	  the	  formation	  as	  well	  as	  the	  realisation	  of	  this	  element	  

of	  my	  work	  included	  unexpected	  difficulties.	  The	  whole	  experiment,	  being	  related	  to	  

human	   beings,	   made	   the	   process	   of	   investigation	   more	   sensitive,	   and	   thus	   more	  

difficult	  to	  overcome	  in	  relation	  to	  fundamental	  problems.	  	  

First	  of	  all	  ethical	  problems	  arose	  concerning	  the	  instrumentalists	  who	  would	  

have	   been	   involved	   in	   this	   project,	   rendering	   it	   difficult	   to	   identify	   the	   right	   and	  

above	  all	   functional	  –	   in	  terms	  of	  results	  –	  sample	  of	  subjects.	   It	  can	  be	  difficult	  to	  

‘use’	  students	  for	  an	  experiment	  who	  are	  not	  your	  own	  students,	  who	  do	  not	  know	  

the	  way	  you	  teach,	  your	  mentality,	  your	  credibility	  and	  yet,	  you	  try	  to	  get	  involved	  in	  

their	  practice	  and	  overall	  mentality,	  especially	  when	  there	  will	  be	  a	  direct	  impact	  on	  

their	   playing	   through	   corrective	   explanations.	   Secondly,	   it	   was	   difficult	   to	   find	   a	  

convenient	   location	   for	   the	   experiment	   to	   take	   place,	   especially	   as	   this	   location	  

required	   separated	   areas	   or	   rooms	   for	   isolation	   and	   therefore	   the	   avoidance	   of	  

information	  exchange.	  I	  thought	  that	  the	  existence	  of	  different	  rooms	  or	  areas	  could	  
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provide	   a	   possible	   simultaneous	   realisation	   of	   the	   experiment	   for	   all	   the	   subjects,	  

ensuring	   an	   equable	   and	   homogenous	   context	   of	   reactions.	   Finally,	   the	   results,	   in	  

order	   to	  be	   suitable	   for	   the	  discussion	   taking	  place	   in	   this	   research,	   needed	   to	  be	  

registered	  in	  an	  accessible	  form	  for	  future	  reference,	  and	  thus	  for	  further	  scrutiny	  or	  

explanation.	  A	  controlled	  research	  platform	  was	  needed,	  offering	  repeated	  access	  to	  

the	  data	  gathered	  through	  the	  practical	  phase	  of	  the	  experiment,	  without	  physically	  

involving	  the	  subjects.	  

I	   found	   solutions	   to	   the	   above	   problems	   by	   using	   first	   some	   of	   the	   violin	  

students	  from	  the	  university	  where	  I	  teach	  (University	  of	  East	  Anglia),	  briefing	  them	  

directly	  about	  the	  procedure	  and	  the	  desired	  goal	  of	  this	  experiment;	  I	  will	  refer	  to	  

this	   in	   more	   detail	   later	   on.	   I	   also	   booked	   several	   rooms	   in	   the	   aforementioned	  

university,	   arranging	   the	   environment	   in	   such	   a	   way	   that	   it	   could	   be	   easily	  

controlled.	   The	   rooms	  were	  not	   close	   to	  each	  other	  –	   avoiding	   thus	  disturbance	  –	  

but	   still	   close	   enough	   to	   provide	   me	   with	   a	   simultaneous	   sight	   of	   the	   subjects’	  

actions.	  Finally,	  I	  used	  audiovisual	  event	  tracking,	  extensively	  videotaping	  the	  whole	  

procedure.	  A	  copy	  of	   this	  referential	  material	  can	  be	  found	  attached	  to	  this	   thesis,	  

edited	  in	  the	  form	  of	  a	  DVD.	  

3.1.3.1.	  The	  Subjects	  

The	  procedure	  to	  find	  and	  effectively	  engage	  the	  relevant	  sample	  of	  subjects	  

in	   this	  experiment	   required	   from	   the	  very	  beginning	  a	   certain	  definition	  of	   several	  

parameters.	  These	  parameters	  included	  the	  following	  elements:	  	  

	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   164 

• Definition	   of	   the	   age	   focus.	   As	   it	   could	   be	   difficult	   to	   achieve	   clear	  

results	  through	  a	  widened	  age	  sample	  (because	  of	  different	  levels	  of	  

musical	   and	   technical	  perceptions	  as	  well	   as	   reactions),	   I	   decided	   to	  

include	   subjects	   only	   from	   the	   undergraduate	   level	   of	   higher	  

education.	   For	   this	   reason,	   all	   my	   potential	   subjects	   were	   between	  

the	  ages	  of	  19	  and	  22.	  	  	  	  	  

• Definition	  of	  the	   level	  of	  technical	  skills	  on	  the	  violin.	   It	  goes	  without	  

saying	   that	   in	   higher	   instrumental	   education,	   someone	   can	   meet	  

different	   levels	  of	   technical	  and	  musical	  expertise.	   In	  any	  other	  case	  

this	  would	  probably	  be	  an	  asset.	  However,	   this	   variable	   technical	  or	  

musical	   expertise	   could	   result	   in	   variable	   and	   sometimes	   confusing	  

approaches	  to	  violin	  learning	  in	  our	  case.	  Therefore,	  in	  order	  to	  serve	  

better	  the	  purpose	  of	  this	  experiment	  I	  decided	  to	  find	  subjects	  with	  a	  

similar	   level	   of	   technical	   skills	   on	   the	   violin.	   This	  meant	   that	   for	   the	  

needs	   of	  my	   experiment,	   the	   subjects	   should	   be	   able	   to	   perform	  at	  

least	  around	  Grade	  8	  –	  as	  designated	  by	  the	  Associated	  Board	  of	  the	  

Royal	   Schools	   of	   Music	   [http://www.abrsm.org/?page=home]	   	   –	  

having	  however	  no	  more	  than	  three	  years	  experience	  of	  violin	  playing	  

after	  the	  award	  of	  this	  grade.	  Reinforcing	  this	  average	  level,	  a	  middle	  

level	   of	   cognitive	   engagement	   with	   the	   scheduled	   tasks	   could	   be	  

established,	   and	   yet,	   a	  direct	   activity	  of	   ‘problem	   solving’	   related	   to	  

Ševčík’s	  work	  could	  be	  evident.	  

• Definition	  of	  the	  level	  of	  general	  musical	  knowledge	  and	  background.	  

It	   is	  generally	  evident	   that	   the	   reasons	  and	  aims	   for	   learning	  vary	   in	  
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the	   context	   of	   higher	   education.	   Especially	   in	   higher	   instrumental	  

learning,	  there	  are	  individuals	  who	  either	  study	  an	  instrument	  simply	  

to	   complete	   credits	   towards	   their	  degree	  –	   supplementing	   their	   law	  

or	  medical	   studies	  with	   a	  more	   enjoyable	   diversion,	   for	   example,	   in	  

their	  musical	  studies	  –	  while,	  on	  the	  other	  hand,	  there	  are	  individuals	  

who	  study	  their	  instruments	  with	  the	  intention	  of	  being	  a	  professional	  

performer,	   thus	   aiming	   for	   the	   highest	   possible	   expertise.	   These	  

people	  co-‐exist	  in	  the	  same	  environment.	  It	  is	  my	  belief	  that	  in	  order	  

to	   produce	   an	   effective	   result	   concerning	   the	   work’s	   correlated	  

learning	   mentality,	   the	   sample	   of	   subjects	   should	   belong	   to	   the	  

second	   of	   the	   aforementioned	   categories.	   In	   this	   category,	   of	   ‘the	  

professionals-‐to-‐be’,	   I	   felt	   that	   it	   would	   not	   only	   be	   easier	   to	   find	  

students	  who	  want	  a	  better	  technical	  and	  musical	  result,	  but	  students	  

with	  a	  purpose,	  looking	  for	  the	  best	  possible	  way	  to	  achieve	  a	  better	  

result	   through	   their	   own	   mental	   and	   learning	   development.	   This	  

would	  be	  an	  advantage	  for	  this	  specific	  stage	  of	  my	  research,	  as	  their	  

experiences,	   expectations	   and	   activity	   related	   to	   the	   violin	   could	  

produce	   a	  more	   specific	   range	  of	   actions,	   and	   thus	   clearer	   research	  

content.	  	  

• Definition	  of	  the	  subjects’	  educational	  relation	  to	  me	  or	  my	  work.	  One	  

more	  crucial	  parameter	  relevant	  to	  the	  choice	  of	  the	  right	  subjects	  for	  

my	   experiment	   was	   to	   eliminate	   –	   or	   at	   least	   minimise	   –	   possible	  

personal	   influence.	   As	   this	   would	   be	   an	   indirect	   element	   of	  

correlation	  with	  Ševčík’s	  work	  –	  and	  thus	  his	  mode	  of	  deploying	   the	  
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work’s	   exercises	   which	   could	   cause	   wrong	   assumptions	   –	   I	   decided	  

that	   my	   sample	   should	   know	   as	   little	   as	   possible	   concerning	   my	  

thoughts,	   work	   or	   even	   the	   ‘method’	   itself.	   This	   way,	   possible	  

influences	  could	  be	  avoided,	  leading	  to	  a	  more	  objective	  result.	  

Defining	   and	   establishing	   these	   parameters	   throughout	   the	   process	   of	   my	  

experiment	  was	  the	  very	  first	  step	  in	  my	  research.	  After	  this,	  deciding	  to	  undertake	  

the	  whole	  project	  in	  the	  University	  of	  East	  Anglia	  –	  as	  the	  safest	  and	  more	  controlled	  

educational	  environment	  both	  for	  me	  and	  the	  subjects	  under	  observation	  –	  I	  invited	  

as	  many	  students	  as	  I	  could	  to	  take	  part.	  Conducting	  an	  informal	  interview	  so	  as	  to	  

investigate	   and	   clarify	   the	   aforementioned	   parameters,	   my	   sample	   ended	   as	   five	  

students,	   reduced	   to	   three	  as	   two	  of	   them	  were	  my	  own	   students	   and	   thus	   knew	  

Ševčík’s	  work	  through	  my	  teaching.	  

From	  the	  three	  remaining	  subjects	  –	  who	  were	  between	  19	  and	  21	  years	  old	  

and	  enrolled	  on	  their	  first,	  second	  and	  third	  undergraduate	  years	  of	  studying	  music	  

respectively	  –	  only	  one	  was	  my	  student	   for	  a	   short	  period	  of	   time	   (3	  months)	  and	  

was	   thus	   qualified	   to	   continue	   to	   the	   next	   stage.	   The	   other	   two	   had	   no	   previous	  

contact	  with	   Ševčík’s	   work.	   Stating	   during	   the	   informal	   interview	   their	   consent	   to	  

take	  part	   in	   the	   experiment,	   the	   subjects	  were	   informed	  as	   to	   the	  purpose	  of	   the	  

whole	   task,	   its	   process	   and	  my	   intention	   to	   videotape	   them	   for	   further	   research.	  

They	  all	  expressed	  their	  agreement	  to	  being	  videotaped	  for	  the	  needs	  of	  this	  project	  

as	  well	  as	  to	  the	  rest	  of	  the	  details	  involved.	  

Reaching	   this	   point,	   I	   would	   like	   to	   point	   out	   that	   even	   if	   the	   number	   of	  

subjects	   was	   not	   very	   large,	   it	   was	   sufficient	   –	   as	   it	   will	   be	   shown	   later	   on	   –	   for	  
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drawing	   respectable	   conclusions	   concerning	   the	   substance	  of	   Ševčík’s	  work.	  Trying	  

to	   devise	   an	   initial	   framework	   for	   a	   student’s	   approach	   to	   Ševčík’s	   specific	  

educational	  system,	   I	   found	   it	  more	   important	  to	  deepen	  my	   investigation	   into	  the	  

understanding	  and	  realisation	  of	  the	  learning	  process	  as	  such,	  rather	  than	  making	  it	  

wider	  in	  terms	  of	  personalities	  and	  ways	  of	  thinking.	  

3.1.3.2.	  The	  Music	  

Continuing	  now	  to	  the	  part	  of	  my	  experiment	  which	  is	  relevant	  to	  the	  printed	  

music	  and	  its	  handling	  throughout	  the	  experiment,	   I	  decided	  that	   I	  had	  to	  find	  and	  

employ	  two	  contrasting	  elements.	  One	  of	  these	  elements	  should	  be	  clearly	  related	  

to	   technique	  –	  and	  of	   course	  Ševčík’s	  work	  –	  while	   the	  other	   should	  be	   related	   to	  

music,	  used	  as	  a	  platform	  of	  analysis	  for	  Ševčík’s	  work	  and	  its	  learning	  approach.	  For	  

the	   first	  element,	   I	  decided	   to	  use	  excerpts	   from	  Ševčík’s	  work	   itself,	  while	   for	   the	  

second	  I	  used	  musical	  pieces.	  

Concerning	   these	   musical	   pieces,	   I	   thought	   that	   I	   should	   find	   something	  

matching	   the	   average	   level	   of	  my	   experiment	   subjects’	   performance	   skills,	   so	   that	  

they	  would	  be	  able	   to	  practise	   it	   fast,	  and	  would	  then	  be	  able	   to	  apply	  whatever	   I	  

asked	  them	  to	  try	  on	  it,	  adjusting	  their	  practice	  and	  performance	  according	  to	  their	  

beliefs	   and	   opinions.	   This	   would	   clearly	   show	   their	   involvement	   in	   the	   learning	  

process,	  and	  also	  would	  designate	  how	  they	  perceive	  and	  actualise	  possible	  changes	  

related	  to	  the	  learning	  approach	  they	  occasionally	  use.	  	  

We	   should	   remember	   at	   this	   point	   that	   this	   experiment	   is	   not	   a	  

measurement	   of	   performance	   skills	   but	   an	   investigation	   referring	   to	   the	   learning	  

approach	  permeating	  Ševčík’s	  work.	  Thus,	   it	  would	  not	  be	   important	   to	  assess	   the	  
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level	   of	   performance,	   but	   rather	   the	   path	   and	   reasoning	   of	   development	   of	   the	  

subjects’	  performance.	  
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For	  this	  experiment,	  I	  chose	  the	  following	  four	  pieces:	  

 The	  Elves	  Dance	  by	  E.	  Jenkinson	  (Figure 31)	  

Figure 31. The	  Elves	  Dance	  (excerpt)	  
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 Concertino	  op.	  33	  for	  violin	  and	  piano	  by	  A.	  Yiansinof	  (Figure 32)	  

Figure 32. Concertino	  Op.	  33	  (excerpt)	  
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 Playing	  With	  The	  Wooden	  Horse	  by	  P.I.Tchaikowski	  (Figure 33)	  

Figure 33. Playing	  With	  The	  Wooden	  Horse	  (excerpt)	  
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 Pioneer’s	  March	  by	  V.Vlasof	  (Figure 34)	  

Figure 34. Pioneer's	  March	  (excerpt)	  
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Concerning	   now	   the	   technical	   element	   of	   this	   experiment,	   I	   found	   it	  more	  

practical	  to	  use	  Ševčík’s	  work	  broadly	  rather	  than	  focusing	  on	  a	  group	  of	  exercises	  in	  

particular.	   Why	   so?	   For	   two	   reasons:	   firstly,	   because	   it	   gave	   the	   subjects	   an	  

opportunity	   to	   understand	  more	   readily	   the	   overall	   endeavour	   undertaken	   in	   this	  

experiment.	   They	   had	   simply	   to	   choose	   and	   apply.	   Secondly,	   it	   gave	   me	   the	  

opportunity	   to	   focus	   on	   one	   aspect	   of	   research	   alone,	   and	   later	   on	   analysis;	   if	  

Ševčík’s	  ‘methodical’	  learning	  system	  could	  be	  translated	  into	  musical	  performance,	  

then	   this	   could	   initiate	   the	  debate	  of	   ‘if	   and	   to	  what	  extent’	   Ševčík	   includes	   in	  his	  

work	  a	  functional	  learning	  approach.	  	  

With	   all	   this	   in	  mind,	   I	   chose	   the	   part	   of	   Ševčík’s	  work	   related	   to	   the	   right	  

hand’s	   technique	   as	   it	   is	   extensively	   explored	   in	  Opus	   2	   Part	   I.	   This	   choice	  made	  

clearer	   the	  usage	  of	   the	   technical	  material,	   its	   application	   to	  pieces	   as	  well	   as	   the	  

production	   of	   results.	   There	   was	   a	   complete	   freedom	   concerning	   the	   usage	   of	  

Ševčík’s	  aforementioned	  Opus	  –	  which	  usage	  I	  will	  explain	  fully	  later	  on	  –	  while	  the	  

edition	  used	  during	  the	  experiment	  was	  that	  of	  Bosworth	  &	  Co.	  	  

3.1.3.3.	  The	  Procedure	  

The	  experiment	  was	  divided	   into	   three	  phases	  –	  phase	  A,	  B	  and	  C.	   Its	   total	  

duration	  was	  fifty-‐five	  minutes.	  The	  first	  two	  of	  these	  phases	  –	  called	  from	  now	  on	  

the	   ‘practice	   period’	   –	   were	   each	   given	   twenty	   minutes,	   while	   phase	   C	   –	   ‘the	  

assessment	  period’	  –	  was	  given	  only	  fifteen.	  	  	  	  	  

Two	  minutes	  before	  the	  ‘practice	  period’	  began,	  and	  after	  the	  course	  and	  the	  

total	   time	  of	   the	  experiment	  were	  again	  explained	  and	  clarified,	   the	  subjects	  were	  

presented	  with	  the	  four	  aforementioned	  musical	  pieces	  (Figure 31,	  Figure 32,	  Figure 
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33,	  Figure 34).	  In	  these	  four	  pieces,	  specific	  measures	  were	  noted	  by	  me	  in	  advance	  

(see	   red	   circles),	   while	   further	   directions,	   given	   by	   me	   to	   the	   subjects,	   clearly	  

indicated	  that	  the	  specific	  measures	  should	  be	  practised	  extensively.	  This	  would	  be	  

the	  direct	   ‘assessment	  material’	   later	  used	  during	  the	   ‘assessment	  period’,	  and	  the	  

point	  of	  comparison	  producing	  results.	  Additionally,	  the	  subjects	  were	  provided	  with	  

all	  the	  exercises	  and	  variants	  included	  in	  Ševčík’s	  Opus	  2	  Part	  I.	  	  

Having	  all	   these	  on	  hand,	   the	  subjects’	  goal	  was	  to	  practise	  all	   four	  musical	  

pieces	  as	  well	  as	  they	  could,	  using	  two	  different	  ways:	  the	  first	  one	  was	  to	  use	  their	  

own	  knowledge	  and	  strategies	  of	  learning	  and	  practising,	  while	  the	  other	  one	  was	  to	  

freely	  choose	  and	  use	  as	  many	  variants	  as	  they	  wish	  from	  Opus	  2	  Part	   I	   to	  achieve	  

their	  best	  level	  of	  performance.	  The	  chosen	  variants	  should	  be	  directly	  applicable	  to	  

the	  technique	  of	  the	  pieces.	  	  

For	   the	   purposes	   of	   the	   experiment,	   I	   decided	   to	   distinguish	   the	   two	  

aforementioned	  different	  ways	  of	  practising,	  using	   two	   sets	  of	  pieces	   (2+2).	   These	  

pieces	  were	  differently	  and	  presented	  randomly	  to	  each	  of	  the	  subjects;	  each	  subject	  

had	  to	  practise	  two	  of	  these	  pieces	  with	  the	  help	  of	  Opus	  2	  Part	  I,	  and	  two	  without	  

its	  help.	  
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The	  final	  distribution	  of	  pieces	  occurred	  as	  follows:	  	  

	  

Subject	  A:	  

Using	  Ševčík’s	  work	  

• The	  Elves	  Dance	  by	  E.	  Jenkinson	  

• Concertino	  op.	  33	  for	  violin	  and	  piano	  by	  A.	  Yiansinof	  

	  

Free	  Practice	  

• Playing	  with	  the	  wooden	  horse	  by	  P.I.Tchaikowski	  

• Pioneer’s	  March	  by	  V.Vlasof	  

	  

Subject	  B:	  

Using	  Ševčík’s	  work	  

• The	  Elves	  Dance	  by	  E.	  Jenkinson	  

• Playing	  with	  the	  wooden	  horse	  by	  P.I.Tchaikowski	  

	  

Free	  Practice	  

• Concertino	  op.	  33	  for	  violin	  and	  piano	  by	  A.	  Yiansinof	  	  

• Pioneer’s	  March	  by	  V.Vlasof	  
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Subject	  C:	  

Using	  Ševčík’s	  work	  

• Concertino	  op.	  33	  for	  violin	  and	  piano	  by	  A.	  Yiansinof	  

• Pioneer’s	  March	  by	  V.Vlasof	  

Free	  Practice	  

• Playing	  with	  the	  wooden	  horse	  by	  P.I.Tchaikowski	  

• The	  Elves	  Dance	  by	  E.	  Jenkinson	  

3.1.3.4.	  The	  ‘Practice	  Period’	  

Phase	   A:	   At	   the	   start,	   the	   subjects	   had	   in	   their	   possession	   all	   the	   above	  

information	  and	  they	  were	  asked	  to	  choose	  and	  practise	  as	  best	  as	  they	  could	  only	  

those	  particular	  variants	  which	  would	  suit	  the	  pieces	  assigned	  to	  them.	  Their	  target	  

was	  to	  acquire,	  in	  the	  frame	  of	  the	  first	  twenty	  minutes,	  the	  best	  possible	  technical	  

and	  musical	   result	   from	   these	   variants.	   Videotaped	  material	   for	   this	   phase	   can	   be	  

found	  in	  the	  DVD	  attached	  to	  this	  thesis	  (The	  “Blind	  Videotaping	  Process”).	  	  

Phase	   B:	   This	   phase	   started	   directly	   after	   finishing	   Phase	   A.	   During	   this	  

phase’s	  twenty	  minutes,	  the	  subjects	  had	  to	  study	  all	  four	  pieces	  simultaneously.	  As	  

was	  previously	  indicated,	  for	  two	  of	  these	  pieces,	  all	  subjects	  had	  to	  apply	  whatever	  

they	  had	  acquired	  during	  Phase	  A.	  For	  the	  other	  two	  pieces,	  where	  the	  involvement	  

and	  application	  of	  the	  variants	  of	  Opus	  2	  Part	  I	  was	  not	  necessary,	  they	  had	  simply	  to	  

practise	  them,	  as	  they	  would	  develop	  their	  study	  outside	  the	  experiment’s	  context.	  	  
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Let	  me	  point	  out	  for	  further	  clarification	  that	  a)	  the	  management	  of	  practice	  

time	   during	   Phase	   B	   was	   not	   regulated	   by	   me	   in	   any	   way,	   and	   that	   b)	   as	   was	  

previously	  mentioned,	  videotaped	  material	  can	  be	  found	  in	  the	  DVD	  attached	  to	  this	  

thesis	  for	  further	  reference.	  

3.1.3.5.	  The	  Approach	  to	  Analysis	  

I	  have	  already	  indicated	  during	  the	  ‘Process	  of	  Learning’	  part	  of	  this	  chapter	  

(see	   page	   159),	   that	   for	   an	   educational	   work	   to	   embody	   an	   effective	   learning	  

approach,	  it	  should	  follow	  inherently	  a	  process,	  deploying	  cognitive,	  metacognitive,	  

motivational	   and	   behavioural	   character	   in	   its	   content.	   This	   process	   allows	   the	  

student	   to	   develop	   perceptual	   and	   conceptual	   skills,	   which	   in	   turn	   allow	   for	  

improvement	   to	   the	   overall	   instrumental	   performance,	   producing	   finally	   the	  

outcomes	  a	  well-‐organised	  and	  structured	  method	  should	  offer.	  	  Bearing	  in	  mind	  this	  

context,	   and	   the	   primary	   aim	   of	  my	   experiment	   being	   to	   research	   if	   and	   to	  what	  

extent	   Ševčík’s	  work	   embodies	   a	   learning	   approach	   in	   its	   content,	   I	   believe	   that	   it	  

would	  be	  logical	  to	  investigate	  the	  experiment’s	  results	  and	  data	  for:	  

1. The	  existence	  of	  cognitive	  selection	   in	   regard	   to	   the	  variants’	  usage.	  

Did	   the	   subjects	   choose	   the	   variants	   rationally	   to	   improve	   their	  

performance?	  And	   if	   there	   is	   such	   a	   rationale,	   in	   comparison	   to	   the	  

‘free	   practiced’	   pieces,	   then	   does	   the	   quality	   of	   the	   pieces’	  

performance	  justify	  in	  any	  way	  the	  subjects’	  selection,	  or	  was	  it	  just	  a	  

‘reflexive’	  action,	  providing	  no	  fertile	  elements	  of	  improvement	  at	  all?	  
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2. Any	  sign	  of	  the	  previously	  mentioned	  ‘domains’.	  Can	  we	  perceive	  any	  

actual	   sign	   related	   to	   these	   domains	   following	   the	   experiment’s	  

realisation?	  	  

3. Any	  metacognitive	  process	   inherent	   in	   the	   realisation	  of	   the	   various	  

tasks.	   Did	   the	   subjects	   benefit	   metacognitively	   from	   the	   use	   of	  

Ševčík’s	  work?	  

4. Any	   influences	   that	  Ševčík’s	  work	   imposes	  on	  the	   learner’s	  encoding	  

process.	   Are	   there	   any	   observable	   differences	   in	   the	   process	   of	  

practice	  between	  the	  pieces	  encountered	  with	  and	  without	  the	  help	  

of	  Opus	  2	  Part	  I?	  

5. Any	   sign	  of	  musical	   fulfilment	   through	   the	  usage	  of	   the	  variants.	  Do	  

Ševčík’s	   variants	   –	   and	   in	   essence	   his	   work	   –	   promote	   a	   musical	  

fulfilment	  in	  any	  way?	  

3.1.3.6.	  	  Validity	  and	  Limitations	  of	  the	  Experiment	  

Of	   course,	   I	   would	   not	   argue	   that	  my	   experiment	   could	   be	  widened	   to	   all	  

existing	   violin	   teaching	   and	   learning	   regimes;	   nor	   to	   the	   general	   instrumental	  

educational	  context.	  This	  is	  an	  experiment	  focused	  on	  a	  certain	  educational	  work	  –

Ševčík’s	  –	  and	  furthermore	  it	  covers	  a	  small	  number	  of	  events	  and	  data.	  Therefore	  its	  

sample	   and	   subject	   is	   far	   too	   small	   and	   narrow,	   respectively,	   to	   underpin	   a	   large	  

number	  of	  situations	  or	  educational	  works.	  	  

However,	  having	  a	  clear	  and	  –	  most	  of	  all	  –	  a	  real	  basis	  of	  events	  in	  my	  hands,	  

I	   feel	   capable	   of	   starting	   a	   productive	   debate	   on	   Ševčík’s	  work	   in	   this	   educational	  
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context.	  Through	  the	  whole	  process,	  I	  have	  tried	  to	  register	  as	  clearly	  as	  I	  could	  the	  

events	  and	  elements	  comprised	  in	  this	  experiment,	  while	  further	  below,	  in	  order	  to	  

investigate	  the	  data	  I	  gathered,	  I	  outline	  a	  structured	  path	  for	  their	  presentation	  and	  

analysis.	  	  

3.1.3.7.	  The	  Data	  –	  The	  ‘Assessment	  Period’	  

Phase	  C:	  With	  the	  completion	  of	  the	  ‘Practice	  Period’,	  each	  subject	  –	  as	  was	  

agreed	   during	   the	   beginning	   of	   the	   experiment	   –	   was	   examined	   separately.	   This	  

phase	   lasted	   almost	   fifteen	  minutes	   and,	   following	   the	   procedure	  we	   had	   already	  

agreed	  on,	   I	  examined	  the	   ‘assessment	  material’.	  This	  was	  a	  procedure	  carried	  out	  

separately	   for	   each	   subject	   and,	   as	   had	   also	   been	   agreed,	   I	   videotaped	   the	  whole	  

process.	  For	  this	  latter,	  there	  is	  a	  clear	  reference	  in	  the	  attached	  DVD	  (Part	  3),	  under	  

the	  chapters	  entitled	  ‘Subject	  A’,	  ‘Subject	  B’	  and	  ‘Subject	  C’.	  

3.1.3.8.	  The	  Technical	  Data	  

After	   completing	   the	   forty-‐minute	   ‘practice	   period’	   and	   the	   subsequent	  

‘assessment	  period’,	   the	  following	  data	  were	  formed	  for	  each	  subject	  as	  related	  to	  

the	  experiment	  pieces:	  
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Subject	  A	  

Wherever	  subject	  A	  had	  to	  use	  Opus	  2	  Part	  I,	  the	  following	  variants	  were	  

chosen	  for	  every	  piece:	  

• For	  The	   Elves	  Dance	   by	   E.	   Jenkinson;	  Variants	   86,	   92,	   102,	   221,	   225	  

and	  235	  from	  the	  exercise	  n.5.	  

• For	  the	  Concertino	  op.	  33	  for	  violin	  and	  piano	  by	  A.	  Yiansinof;	  Variants	  

1	  and	  111	  from	  the	  exercise	  n.6.	  	  

Subject	  B	  

Wherever	  subject	  B	  had	  to	  use	  Opus	  2	  Part	  I,	  the	  following	  variants	  were	  

chosen	  for	  every	  piece:	  

• For	  The	   Elves	   Dance	   by	   E.	   Jenkinson;	   Variant	   221	   from	   the	   exercise	  

n.5.	  

• For	  the	  Playing	  with	  the	  wooden	  horse	  by	  P.I.Tchaikowski;	  Variant	  67	  

from	  the	  exercise	  n.5.	  

Subject	  C	  

Wherever	  subject	  C	  had	  to	  use	  Opus	  2	  Part	  I,	  the	  following	  variants	  were	  

chosen	  for	  every	  piece:	  

• For	   the	   Concertino	   opus	   33	   for	   violin	   and	   piano	   by	   A.	   Yiansinof;	  

Variants	  7,	  110	  and	  114	  from	  the	  exercise	  n.6.	  	  

• For	  the	  Pioneer’s	  March	  by	  V.Vlasof;	  Variants	  118,	  119,	  124	  and	  128	  

from	  the	  exercise	  n.5.	  
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3.1.4.	  The	  Findings	  –	  Results	  and	  Discussion	  	  	  

Discussing	   the	   findings	   of	   the	   experiment,	   it	   seems	   that	   the	   most	   direct	  

results	  stem	  from	  the	  selected	  variants	  and	  their	  correlation	  to	  the	  pieces	  given	  to	  

be	   practised.	   First	   of	   all,	   the	   experiment	   showed	   that	   a	   difference	   in	   selected	  

variants	  existed	   for	  each	  piece	  between	   the	  subjects.	  This	  may	   lead	   initially	   to	   the	  

assumption	  that	  Ševčík’s	  work	  does	  not	  propose	  a	  clear	  path	  of	  practice;	  however,	  

examining	  more	  closely	  the	  content	  of	  the	  variants	  selected	  for	  each	  musical	  piece,	  it	  

is	  clear	  that	  their	  learning	  content	  –	  and	  thus	  approach	  –	  is	  not	  inconsistent	  at	  all.	  In	  

their	  sum,	  each	  of	   the	  variants	  aims	  for	   the	  same	  direction	  of	   training,	  and	   indeed	  

actually	  belonged	  to	  the	  same	  technical	  sector	  of	  Opus	  2	  Part	  I	  in	  each	  case.	  	  

Exemplifying	  this,	  I	  can	  bring	  to	  the	  fore	  the	  subjects’	  choices	  relevant	  to	  the	  

Elves	  Dance	   piece	  by	   E.	   Jenkinson.	   For	   that	   particular	   piece,	   the	   subjects	   chose	   to	  

practise	  variants	  from	  the	  specific	  sector	  of	  exercise	  number	  five,	  which	  has	  a	  certain	  

focus	  on	  and	   level	  of	  engagement	  with	   the	  right	  hand’s	   technique.	  Although	  other	  

similar	  –	  but	  not	  identical	  –	  technical	  sectors	  and	  variants	  could	  be	  chosen	  inside	  this	  

specific	   book,	   it	   seems	   that	   the	   final	   choice	   of	   variants	   for	   the	   assigned	   subject	  

pieces	   was	   exactly	   the	   same.	   It	   could	   be	   argued	   that	   this	   was	   pure	   luck.	  

Nevertheless,	  as	  the	  same	  also	  happened	  for	  the	  Concertino	  opus	  33	  for	  violin	  and	  

piano	   by	   A.	   Yiansinof	   –	  where	   both	   subjects	   chose	   once	   again	   the	   same	   technical	  

sector	  from	  exercise	  number	  six	  –	  it	  seems	  unlikely	  that	  this	  was	  mere	  coincidence.	  

In	   light	   of	   all	   the	   above,	   it	   could	   be	   said	   that	   Ševčík’s	   work	   has	   a	   clear	  

structure	  of	  information,	  or	  that	  it	  projects	  at	  least	  in	  a	  straightforward	  manner	  the	  

way	   to	   approach	   and	   use	   its	   learning	   information.	   This	   in	   turn	   provides	   an	   easily	  

discernible	  framework	  of	  educational	  content,	  which	  makes	  it	  easier	  for	  a	  student	  to	  
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target	   the	   right	   tools	   for	   technical	   and	   musical	   growth.	   This	   shows	   that	   a	   solid	  

approach	   of	   positive	   educational	   incentives	   can	   be	   formed	   through	   Ševčík’s	  work,	  

engaging	   the	   students’	   behaviours	   and	   learning	   processes	   more	   deeply.	   In	   other	  

words,	  the	  ‘motivational’,	  ‘behavioural’	  and	  ‘metacognitive’	  aspects	  that	  researchers	  

propose	  for	  a	  learning	  process	  to	  be	  valid	  (see	  page	  159)	  exist	  in	  part	  or	  as	  a	  whole	  in	  

Ševčík’s	  work,	  resulting	  in	  and	  justifying	  it	  as	  an	  efficient	  learning	  approach.	  

Interestingly,	  if	  we	  accept	  the	  above	  as	  well	  as	  the	  assumption	  that	  the	  same	  

rules	  could	  apply	  to	  the	  whole	  structure	  of	  Ševčík’s	  work	  –	  an	  assumption	  shaped	  by	  

the	   way	   that	   Ševčík	   distributes	   and	   presents	   the	   work’s	   content	   (see	   2.3. The 

Content)	   –	   then	   another	   important	   verification	   appears.	   Following	   the	   idea	   that,	  

although	   ostensibly	   detached,	   the	   exercises	   form	   a	   wider	   web	   of	   correlations	  

between	   each	   other,	   then,	   a	   wider	   inner	   system	   of	   knowledge	   could	   permeate	  

positively	  the	  whole	  breadth	  of	  Ševčík’s	  work,	  pointing	  thus	  to	  a	  wider	  learning	  –	  and	  

therefore	  performing	  –	  outcome.	  In	  effect,	  the	  first	  category	  of	  the	  learning	  types	  in	  

Gagné’s	  theory	  comes	  into	  play.	  This,	  by	  itself,	  has	  the	  potential	  for	  a	  higher	  state	  of	  

conceptual	   adaptations	   into	   the	   learning	   process	   –	   remember	   here	   the	   second	  

category	   of	   the	   learning	   types	   in	  Gagné’s	   theory	   (see	   page	   159)	   –	  which,	   if	   finally	  

actuated,	   offers	   a	   wider	   range	   of	   shapes	   for	   musical	   and	   technical	   constructs.	   In	  

other	  words,	  Ševčík’s	  work	  not	  only	  offers	  a	  learning	  approach	  through	  its	  content,	  

but	  this	   learning	  approach	  could	  be	  homogenously	  extended	  to	  the	  whole	  breadth	  

of	  its	  content.	  	  

Another	   observation	   regarding	   the	   experiment’s	   data	   could	   be	   that	   the	  

subjects	  understood	  most	  of	  the	  time	  that	  more	  than	  one	  variant	  might	  bring	  good	  
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results	   in	   their	   performance.	   Obviously,	   this	   was	   also	   the	   reason	   they	   used	  more	  

than	  one	  variant	  to	  practise	  the	  assigned	  pieces.	  Such	  a	  reaction	  brings	  to	  the	  fore	  

the	  established	  ‘goal	  orientation’	  and	  ‘cognitive	  problem	  solving’	  theories,	  which,	  if	  

considered,	   back	   up	   the	   aforementioned	   (see	   3.1.2. The Process of Learning – A 

Method’s Efficiency)	   ‘motivational’,	   ‘behavioural’	   and	   ‘metacognitive’	   elements	  

Ševčík’s	  work	  embodies.	  	  

Referring	   to	   the	   ‘goal	   orientation’	   term	   first	   of	   all,	   according	   to	   Hidi	   and	  

Harackiewicz	  (2000:	  151-‐79)	  there	   is	  essentially	  a	  distinction	  between	  two	  types	  of	  

goal	  orientation:	  a	  task	  (mastery)	  goal	  orientation	  and	  one	  of	  ability	   (performance,	  

ego).	  The	  first	  one	   implies	  that	  a	  student	  tries	  to	   increase	  competence	  by	   focusing	  

on	   task	   mastery,	   while	   the	   second	   one	   suggests	   that	   the	   student	   focuses	   on	  

demonstrating	  competence	  relative	  to	  others.	  

Reaching	  the	  point	  where	  the	  subjects	  confidently	  chose	  all	  those	  variants	  in	  

order	   to	   complete	   as	   best	   as	   they	   could	   their	   goal	   in	  my	   experiment,	   it	   could	   be	  

positively	   implied	   that	   Ševčík’s	   work	   positively	   offers	   a	   ‘task	   goal	   orientation’	  

through	  its	  content.	  	  

This	   brings	   to	   my	   mind	   the	   way	   I	   employed	   Ševčík’s	   method	   in	   order	   to	  

achieve	  my	  goals	  when	  I	  was	  a	  student,	  where,	  altering	  for	  a	  personal	  use	  the	  Wood,	  

Bruner	   and	  Ross	   ‘method	  of	   scaffolding’,43	   I	   used	   to	  use	   Ševčík’s	  work	  not	  only	   to	  

practise	   its	   information,	   but	   to	   support	   myself	   psychologically	   too,	   producing	   a	  

                                                
43	  In	  his	  study	  in	  a	  Danish	  conservatory	  of	  music,	  Klaus	  Nielsen	  (1998)	  describes	  a	  technique	  used	  by	  
several	  teachers	  that	  resembles	  the	  method	  of	   ‘scaffolding’.	  This	  concept	  was	   introduced	  by	  Wood,	  
Bruner	  and	  Ross	  (1976),	  and	  the	  concept	  is	  usually	  associated	  with	  Lev	  Vygotsky’s	  theory	  of	  ‘the	  zone	  
of	   proximal	   development’	   –	   the	   distance	   between	   the	   students’	   actual	   development	   level	   and	   the	  
level	  of	  potential	  development.	  To	  close	  the	  gap	  between	  these	  two	  levels,	  the	  teacher	  must	  give	  the	  
students	  a	  ‘scaffold’;	  in	  Nielsen’s	  words,	  ‘The	  teacher	  structures	  an	  interaction	  by	  building	  on	  what	  he	  
or	  she	  knows	  the	  learner	  can	  do’	  (1998:	  120).	  This	  is	  then	  supposed	  over	  a	  period	  of	  time,	  to	  develop	  
a	  co-‐operative	  interaction	  between	  teacher	  and	  student	  (Jørgensen	  2000:	  71).	  	  	  	  
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platform	   of	   personal	   interaction	   and	   reflection,	   monitoring	   and	   closing	   the	   gap	  

between	   my	   personal	   reflection	   on	   actual	   development	   and	   the	   belief	   in	   my	  

potential	  development.	  	  

Desiring	   the	   highest	   possible	   level	   of	   performance	   for	   each	   part	   of	   my	  

practice,	   I	   used	   to	   choose	   from	   Ševčík’s	   work	   not	   only	   one	   variant	   or	   exercise	  

relevant	  to	  my	  goal,	  but	  a	  sum	  of	  technical	  or	  musical	  drills,	  purposely	  backing	  up	  in	  

many	   different	   ways	  my	  musical	   and	   technical	   development.	   In	   other	   words,	   this	  

was	  a	  broader	  way	  to	  fulfil	  both	  my	  technical	  and	  psychological,	  temporary	  and	  long-‐

ranged,	   educational	   concepts.	   This	   approach	   ultimately	   reinforced	   my	   attitude	  

towards	  my	  skills	  and	  capabilities,	  a	  discovery	  which	  is	  supported	  by	  the	  findings	  of	  

other	   researchers,	   stating	   that	   “adopting	   a	   task	   goal	   orientation…leads	   to	   more	  

cognitive	   engagement…”	   (Nielsen,	   2008:	   236),	   or	   that	   “students	   with	   a	   task	  

orientation	   would	   be	   more	   likely	   to	   engage	   in	   adaptive	   behaviours	   that	   should	  

enhance	  their	  development	  of	  musical	  skill”	  (Maehr,	  Pintrich,	  and	  Linnenbrink,	  2002:	  

361).	   Reading	   this	   in	   relation	   to	   my	   experiment’s	   data,	   there	   is	   an	   analogous	  

approach	   to	   both	   situations	   –	   if	   considered	   for	   further	   practical	   comparison	   –,	  

suggesting	  once	  more	  a	  shaped	  learning	  approach.	  	  	  	  

Referring	   now	   to	   the	   ‘cognitive	   problem	   solving’	   term	   (Mayer,	   1994;	  

VanLehn,	   1989)	   that	   I	   posed	   as	   another	   extension	   to	   the	   experiment’s	   findings	  

earlier	   on,	   I	   could	   suggest	   that	   the	   subjects’	   deliberate	   choice	   of	   the	   specific	  

sequence	  of	  variants	  acknowledge	  its	  positive	  existence.	  This	  in	  turn	  brings	  a	  sum	  of	  

learning	  strategies	  to	  light,	  which	  finally	  affects	  all	  three	  domains	  (see	  page	  159)	  of	  

the	  learning	  process	  in	  Ševčík’s	  work.	  	  
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According	   to	   Nielsen,	   “learning	   strategies	   are	   defined	   as	   intended	   or	   goal-‐

directed	  processes”	  (Nielsen,	  1999:	  276),	  and	  by	  following	  her	  figure	  (Nielsen,	  2001:	  

165)	  on	   the	  cyclic	   self-‐regulation	  of	   the	   learning	  strategies	   (Figure 35),	  we	  can	  see	  

that	  there	  are	  four	  alternative	  problem-‐solving	  paths	  connected	  to	  them.	  

	  

Figure 35. Cyclic	  self	  regulation	  of	  learning	  strategies	  during	  practice,	  showing	  the	  basic	  first	  step	  and	  all	  four	  
alternative	  problem	  solving	  activites	  to	  follow	  it.	  

Correlating	  Ševčík’s	  method	  to	  Figure 35,	   it	  appears	  that	  a	  parallel	  situation	  

occurred	  for	  the	  subjects	  of	  my	  experiment,	  using	  the	  work’s	  tools	  –	  the	  variants	  in	  

this	   case	   –	   as	   ‘strategic	   tools’,	   and	   the	   deliberate	   action	   of	   choosing	   them	   as	   the	  
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relevant	  cognitive	  problem-‐solving	  paths	  –	  the	  arrows	  depicted	  in	  Figure 35.	  These	  

two	   parts	   of	   the	   process	   formed	   the	   different	   learning	   strategies	   observed	   in	  my	  

experiment	   –	   subjects’	   different	   selection	   of	   variants	   towards	   the	   same	   goal	   –	  

confirming	   from	  another	   point	   of	   view	   the	   existence	   of	   a	   valid	   learning	   approach.	  

This	   learning	   approach,	   if	  we	  move	   further,	   could	   be	   able	   to	   affect	   the	   previously	  

named	   ‘domains’	   of	   the	   learning	   process,	   practically	   imposing	   therefore	   a	   viable	  

performing	  development.	  	  

Of	   course,	   one	   could	   ask	   at	   this	   point	   why	   this	   whole	   process	   is	   not	   so	  

obvious	  or	   so	  well-‐presented	   in	   this	  huge	   informational	   structure	   in	  Ševčík’s	  work.	  

What	   comes	   into	  my	  mind	   is	   the	  notion	  by	   Sneider	   and	  Weinert	  where	   they	  both	  

agree	   that	   systematic	   learning,	   as	   a	   deliberate	   or	   purposeful	   process,	   is	   originally	  

consciously	   applied,	   but	   normally	   undergoes	   automatisation	   as	   a	   result	   of	  

development	  and	  practice	  (Schneider	  and	  Weinert,	  1990).	  	  	  

In	  Ševčík’s	  case,	  I	  could	  say	  that	  the	  same	  notion	  is	  relevant,	  a	  fact	  that	  could	  

be	  easily	  seen	  after	  the	  work’s	  extensive	  study.	  Experience	  of	  Ševčík’s	  rationale	  and	  

its	  way	  of	  presenting	  educational	  material	  is	  needed	  in	  order	  for	  someone	  to	  be	  able	  

to	  consciously	  realise	  and	  apply	  the	  full	  educational	  potential	  inherent	  in	  later	  stages	  

of	  the	  work.	  This	  does	  not	  mean,	  however,	  according	  to	  the	  previous	  theory,	  that	  it	  

cannot	  be	  clearly	  perceived	  at	  the	  very	  beginning.	  	  

Starting	  with	  Opus	  6,	   for	  example,	  a	  very	  simple	  and	  understandable	  way	   is	  

presented	  concerning	  the	  goals	  and	  the	   learning	  process.	  Simple	  notes	  exist	   in	   the	  

very	  first	  pages,	  clear	  mechanisms	  of	  bowing	  for	  the	  right	  hand	  and	  so	  on.	  However,	  

as	  technique,	  music,	  practice	  and	  general	  requirements	  become	  more	  advanced,	  the	  

whole	  learning	  procedure	  in	  Opus	  6	  becomes	  more	  sophisticated,	  presenting	  scales,	  
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double	   notes	   and	   slurred	   bowings.	   Thus,	   from	   a	   conscious	   state	   of	   learning,	   the	  

educational	   approach	  moves	  gradually	   into	  automatisation	  as	   the	   learning	  process	  

and	   its	   information	   develop,	   verifying	   in	   essence	   Sneider	   and	  Weinert’s	   theory	   as	  

well	  as	  the	  ‘hidden’	  character	  of	  the	  previously	  suggested	  ‘cognitive	  problem	  solving’	  

learning	  approach.	  

A	   last	   important	   finding	   extracted	   from	   the	   experiment	   is	   that	   all	   subjects	  

individually	  decided	  during	  the	   ‘assessment	  period’	   to	  perform	  first	   the	  two	  pieces	  

that	   were	   practised	   with	   Ševčík’s	   work,	   leaving	   for	   last	   the	   ‘free-‐practised’	   ones	  

(consult	  the	  relevant	  parts	  in	  the	  attached	  to	  this	  thesis	  DVD).	  As	  a	  fact,	  something	  

like	  this	  could	  mean	  that	  subjects	  promoted	  a	  certain	  behavioural	  representation	  of	  

practice	  because	  of	  Ševčík’s	  work,	  while	  they	  deliberately	  actualised	  a	  certain	  path	  of	  

performance	   presentation	   that	   finally	   made	   them	   feel	   more	   secure	   or	   more	  

effective.	  	  	  

In	   general	   educational	   literature,	   “it	   has	   been	   evident	   that	   some	   practice	  

procedures	   are	  more	   effective	   than	   others”	   (Doris	   da	   Costa,	   1999:	   66),	   as	  well	   as	  

that	   structured	  or	   organised	  practice	  would	   seem	   to	  promote	   skill	   acquisition	   and	  

learning	  better	   than	   free	  practice	   (Santana	  1978;	  Barry,	  1992).	   In	   the	  experiment’s	  

case,	  as	  the	  subjects	  exhibited	  signs	  of	  favouring	  organised	  practice	  during	  their	  final	  

performance	  presentation,	  it	  would	  be	  fair	  to	  assume	  that	  their	  reactions	  fall	  within	  

the	   above	   statements.	   This	   suggests	   that	   the	   subjects	   “share[d]	   a	   common	  

knowledge	  base…[that	  was]	  crucial	   for	  practising	  effectively’	   (Hallam,	  2001:	  37-‐38),	  

which	   in	   turn	   indicates	   a	   well-‐organised	   infrastructure	   of	   information	   for	   Ševčík’s	  

work,	  as	   this	  was	  the	  only	  common	  practice	  element	   in	  relation	  to	  the	  subjects.	   In	  
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other	  words,	   from	  this	   finding	  too,	   it	  could	  be	   implied	  that	  Ševčík’s	  work	   forms	  an	  

organised	  and	  structured	  learning	  approach.	  
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3.2.	  An	  Approach	  to	  Teaching	  

In	   the	   previous	   pages	   of	  my	   thesis,	   we	   saw	   that	   apart	   from	   the	   extensive	  

‘warehouse’	   of	   exercises	   and	   the	   positive	   impact	   these	   achieved	   in	   the	   world	   of	  

music	  education,	  Ševčík’s	  work	  is	  also	  inherently	  permeated	  by	  a	  functional	  learning	  

approach.	  There	  is	  a	  functional	  learning	  process	  connecting	  the	  seemingly	  unrelated	  

exercises,	   which,	   as	   presented	   earlier	   on,	   could	   efficiently	   point	   towards	   a	   high	  

conceptual	  and	  perceptual	  level	  of	  violin	  performance	  and	  mastery.	  	  

It	   is	  my	  opinion	   that	   these	   latter	  elements,	   as	   the	  previous	  ones	   related	   to	  

the	  wider	  content	  and	  context	  of	  Ševčík’s	  educational	  work,	  could	  later	  supplement	  

critically	   an	   extensive	   debate	   regarding	   the	   extent	   to	   which	   Ševčík’s	   masterpiece	  

forms	   a	   complete	   method	   of	   violin	   teaching	   and	   learning.	   However,	   the	   path	  

towards	  a	  well-‐formed	  argument,	  which	  could	  support	  or	  reject	  my	  hypothesis,	  does	  

not	  end	  here.	  	  

As	  I	  have	  already	  mentioned	  during	  the	  beginning	  of	  this	  chapter,	  it	  would	  be	  

rational,	   according	   to	   the	   relevant	   educational	   theory	   (see	   page	   159),	   to	   try	   and	  

understand	  if	  a	  teaching	  approach	  permeates	  Ševčík’s	  work,	  too.	  Through	  a	  relevant	  

research	   and	   analysis,	   we	  would	   be	   able	   to	   better	   perceive	   the	  work’s	   substance	  

from	  all	  its	  possible	  educational	  sides,	  while	  also	  project	  a	  more	  rounded	  picture	  of	  

its	   inner	  methodical	   system;	   “a	  better	   grasp	  of	   the	  processes	   and	   structure	  of	   the	  

material,	  rather	  than	  just	  bare	  matters	  of	  fact”	  (Jones,	  2005:	  6).	  
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3.2.1.	  Sass’s	  table	  

Following	   the	   research	   aspect	   of	   a	   ‘teaching	   approach’,	   I	   decided	   to	  

investigate	   Ševčík’s	   work	   for	   direct	   elements	   representing	   his	   thoughts	   about	  

teaching,	   and	   how	   this	   would	   be	   perceived	   through	   his	   educational	   writings.	  

Unfortunately,	   I	   discovered	   almost	   no	   available	   resources	   concerning	   a	   direct	  

clarification	   of	   a	   possible	   teaching	   approach;	   firstly	   because	   no	   theory	   was	   ever	  

explicitly	  included	  in	  the	  work’s	  content,	  and	  secondly	  because	  Ševčík	  did	  not	  leave	  

us	  any	  other	  personal	  documentation	  to	  either	  explain	  or	  establish	  his	  thoughts	  for	  

the	  work’s	  teaching	  application.	  	  

In	  light	  of	  this,	  I	  realised	  that	  in	  order	  to	  answer	  my	  questions	  and	  complete	  

this	  part	  of	  my	  research,	   I	  had	  to	  consider	  turning	  to	  alternative	  and	  more	   indirect	  

evidence.	  The	  only	  useful	  elements	  I	  found	  for	  this	  purpose	  were	  firstly	  the	  original	  

small	  prefaces	  to	  the	  Opuses	  –	  which	  were	  written	  by	  Ševčík	  himself	  –	  and	  secondly,	  

a	  well-‐structured	  teaching	  guide	  (a	  summary	  table	  shown	  as	  Figure 36)	  referred	  to	  

as	   the	   ‘Plan	  of	   Study	   for	   the	   Special	   School	  of	  Violinists’.	  A.	   L.	   Sass,44	   a	   student	  of	  

Ševčík,	  had	  produced	  this	  table.	  

                                                
44	  A	  violinist,	  who	  also	  possessed	  a	  writing	  background.	  The	  Secret	  of	  Beautiful	  Tone	  on	  the	  Violin	  –	  
published	  by	  Bosworth	  &	  Co.	  –	  is	  one	  of	  his	  important	  books.	  	  
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Figure 36. Sass'	  Table	  

	  

As	   nothing	   else	   came	   to	   light,	   I	   focused	  my	   further	   research	   on	   these	   two	  

sources.	   Unfortunately,	   once	   more,	   the	   prefaces	   in	   Ševčík’s	   Opuses	   could	   not	  

provide	  me	  with	  adequate	  data	  or	  further	  connections	  through	  which	  to	  investigate	  

Ševčík’s	   teaching	  approach,	  due	  to	  their	  size	  and	  the	  basic	  nature	  of	  their	  content.	  

Turning	  to	  the	  second	  source	  and	  studying	  the	  table	  of	  Sass,	  however,	  I	  found	  to	  my	  

pleasure	  that	  this	  table	  was	  not	  merely	  the	  only	  teaching	  guide	  in	  existence	  referring	  

to	   Ševčík’s	   work,	   but	   most	   significantly,	   it	   was	   originally	   recommended	   by	   Ševčík	  

himself	   as	   a	   guideline	   to	   his	   teaching.	   This	   represents	   a	  major	   finding	   for	   further	  

study	   of	   his	   work.	   A	   thorough	   examination	   of	   its	   structure	   made	  me	   realise	   that	  
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there	  really	  does	  exist	  an	  inherent	  educational	  rational	  and	  continuity,	  and	  this	  in	  its	  

turn	  drove	  me	  to	  research	  further	  for	  a	  teaching	  approach.	  

3.2.2.	  The	  Content	  under	  Research	  

Even	  if	  my	  original	  wish	  as	  a	  violin	  performer	  and	  teacher	  was	  to	  analyse	  all	  

the	   Opuses	   mentioned	   in	   Sass’s	   table,	   ultimately,	   I	   concluded	   that	   in	   order	   to	  

provide	   concise	   and	   significant	   results	   concerning	   the	  work’s	   teaching	   approach,	   I	  

had	  to	  choose	  a	  smaller	  part	  for	  my	  focus.	  Therefore,	  I	  chose	  initially	  the	  ‘Elementary	  

Class’	  (Opuses	  6,	  2,	  3	   in	  order	  of	  appearance	  in	  Sass’s	  table),	  examining	  finally	  only	  

the	   first	   one	   of	   the	  Opuses	   included	   in	   Sass’	   table;	  Opus	   6,	   that	   is.	   I	   decided	   this	  

because	  I	  thought	  that	  its	  limited	  –	  but	  yet	  enough	  for	  my	  research	  purpose	  –	  range	  

of	  data	  would	  give	  me	  the	  opportunity	  not	  only	  to	  elaborate	  upon	  the	  details	  of	  my	  

analysis,	  but	  to	  also	  correlate	  more	  easily	  my	  findings	  with	  the	  rest	  of	  Ševčík’s	  work.	  

For	  Opus	   6,	   it	   seems	   that,	   as	   it	   is	   the	   first	   one	   in	   line	   according	   to	   Sass’s	   table,	  

someone	  would	  expect	  to	  include	  –	  apart	  from	  an	  easy	  learning	  path	  for	  the	  student	  

–	   a	   simple	   teaching	   rational,	   thus	   further	   developing	   its	   content	   and	   approach	   in	  

later	  Opuses.	  	  

In	   addition	   to	   all	   the	   above,	   I	   concluded	   that	   both	   a	   theoretical	   and	   a	  

practical	  presentation	  of	  data	  would	  be	  valuable.	  This	  way	  a	  more	  comprehensible	  

argument	   could	   be	   structured,	   if	   employing	   in	   parallel	   both	   aspects	   of	   theory	   and	  

practice.	  	  
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3.2.3.	   Towards	   the	   Research	   Framework	   –	   The	   Teaching	  
Models	  

McIntyre	   in	   general	   terms	   suggests	   that	  whether	   an	   educational	   (teaching)	  

practice	  is	  ‘correct’	  is	  not	  defined	  by	  the	  use	  or	  non-‐use	  of	  a	  particular	  technique	  or	  

strategy,	   but	   rather	   by	   the	   practice’s	   impact	   on	   the	   learner.	   Therefore,	   he	   implies	  

that	  teaching	  is	  acting	  so	  as	  to	  facilitate	  learning	  (McIntyre,	  2000).	  Gagné	  (1976),	  on	  

the	  other	  hand,	  approaches	  the	  issue	  of	  educational	  practice	  from	  a	  more	  practical	  

point	  of	   view,	   stating	   that	   the	  practice	  of	   teaching	   incorporates	  both	   the	  planning	  

and	  delivery	  of	  instruction.	  	  

Both	   statements	   are	  well-‐established	   in	   their	   own	  way,	   and	  make	   a	   strong	  

point	   concerning	   the	   nature	   of	   teaching.	   However,	   even	   if	   they	   clearly	   follow	  

separate	   paths	   for	   discussing	   the	   same	  matter,	   they	   have	   something	   in	   common:	  

they	  both	  declare	  that	  what	  is	  important	  for	  teaching	  is	  to	  encapsulate	  an	  approach,	  

irrespective	   of	   the	   way	   it	   is	   presented.	   	   But	   then	   again,	   a	   variety	   of	   means	   and	  

modes	   is	   constantly	   evident	   in	   relation	   to	   the	   goal	   of	   every	   form	   of	   educational	  

delivery	  (Gagné,	  1976).	  Therefore,	  	  

it	  seems	  reasonable	  to	  expect	  [from	  the	  teacher],	  …	  [to]	  make	  a	  host	  of	  individual	  

decisions	   concerning	   what	   kinds	   of	   stimulation	   to	   present	   to	   the	   learner,	   what	  

communications	   to	   make,	   what	   questions	   to	   ask,	   what	   sorts	   of	   confirmation	   of	   the	  

learner’s	  productions	  to	  provide,	  and	  many	  other	  decisions	  of	  this	  general	  sort.	  [And	  as]	  

these	  decisions	  are	  based	  upon	  the	  teacher’s	  understanding	  of	  what	  is	  happening	  to	  the	  

student	   as	   a	   learner…they	   are	   influenced	   by	   the	   teacher’s	   conceptualization	   of	   the	  

processes	  of	  learning	  and	  the	  expected	  outcomes	  to	  which	  these	  processes	  lead.	  

	  (Gagné	  in	  Gage,	  1976:	  21)	  

From	  my	  point	  of	   view	  and	  by	  agreeing	  with	   the	  above,	   it	   is	  not	  only	  one	  

activity	   or	   decision	   which	   brings	   the	   desired	   outcome	   during	   the	   teaching	  
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process.	  By	  the	  same	  token,	  the	  teacher’s	  own	  conceptualisation	  of	  the	  teaching	  

process	   and	   her	   influence	   on	   the	   relevant	  material	  makes	   a	   difference,	   too.	   It	  

makes	  a	  difference	  because,	   according	   to	   the	   teacher’s	   conceptualisations	  and	  

decisions	   (…as	  Gagné	  rightly	  points	   in	   the	   last	  quote),	   the	  educational	  material	  

can	  be	  transformed	  and	  translated	  in	  various	  ways.	  	  

For	  all	  this,	  one	  could	  suggest	  that	  it	   is	   impossible	  to	  investigate	  or	  decode	  

unilaterally	  a	  certain	  educational	  activity	  or	  material.	   For,	   if	   the	  analysis	  would	  

be	  based	  only	  on	  one	  aspect	  of	  the	  teaching	  practice’s	  content	  –	  be	  it	  the	  style	  

or	   the	   presentation	   for	   instance	   –	   then	   the	   result	   would	   be	   at	   least	   one-‐

dimensional.	   However,	   addressing	   this	   subject	   from	   another	   point	   of	   view,	   it	  

could	  be	   said	   that	   it	   is	   possible	   to	   establish	   a	   certain	   teaching	   approach	   to	   an	  

educational	  material	  or	  activity,	   if	  a	  general	  framework	  of	  teaching	   is	  used	  and	  

employed	  as	   a	  point	  of	   reference.	   This	   framework,	   describing	  a	   group	  or	   even	  

the	   sum	   of	   the	   teaching	   activities	   at	   a	   cognitive	   level	   –	   a	   level	   where	   these	  

activities	   can	  be	  named	  and	  explained	  –	  would	  be	  essential	   to	   summarise	  and	  

bring	   into	   a	   well-‐presented	   platform	   the	   inherent	   teaching	   properties	   of	   an	  

educational	  work	  under	  scrutiny.	  	  

Indeed,	  such	  a	  framework	  has	  been	  described	  by	  many	  researchers	  either	  

as	  a	  sum	  of	  teaching	  ‘models’	  in	  general	  education	  (Gagné,	  1976;	  Joyce	  &	  Weil,	  

1992;	  Joyce,	  Calhoun	  and	  Hopkins,	  2009),	  or	  teaching	  ‘styles’	  and	  ‘strategies’	  in	  

art	  or	  music	  education	  more	  specifically	  (Kostka,	  1984;	  Rosenthal,	  1984;	  Helper,	  

1986;	   Sang,	   1987;	   Price,	   1989;	   Gardner,	   1990;	   Tait,	   1992;	   Mosston	   and	  

Ashworth,	  1994;	  MANA,	  1995;	  Young,	  Burwell	  and	  Pickup,	  2003).	  Being	  aware	  of	  

this,	  I	  decided	  to	  study	  the	  relevant	  music	  literature	  in	  order	  to	  find	  an	  adaptable	  
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scheme	  so	  as	  to	  research,	  analyse	  and	  present	  a	  possible	  teaching	  approach	   in	  

Ševčík’s	   work.	   Unfortunately	   however,	   I	   realised	   that	   none	   of	   the	   established	  

music	  research	  literature	  could	  bring	  the	  rounded	  outcome	  I	  was	   looking	  for	   in	  

my	  investigation;	  even	  if	  it	  seems	  that	  a	  great	  engagement	  has	  taken	  place	  with	  

the	  whole	  scope	  of	  music,	  as	  Young,	  Burwell	  and	  Pickup	  predicate	  in	  their	  study,	  

research	   is	   generally	   limited	   concerning	   the	   wider	   subject	   of	   music	   teaching	  

(Young	   et	   al.,	   2003:	   142).	   After	   all,	   Tait	   (1992),	   according	   to	   this	   opinion,	  

identified	  the	  need	  for	  more	  work	  in	  this	  area	  (Tait,	  1992:	  526).	  	  

Understanding	  that	  I	  could	  not	  employ	  a	  pure	  ‘musical’	  approach	  for	  my	  

research	  inquiry,	  I	  had	  to	  turn	  to	  the	  wider	  yet	  well-‐researched	  theory	  of	  general	  

education,	   basing	   my	   research	  modus	   operandi	   finally	   on	   Joyce,	   Calhoun	   and	  

Hopkins’s	  (2009)	  framework	  of	  Models	  of	  Learning	  –	  Tools	  for	  Teaching.	  	  

3.2.4.	  Joyce’s,	  Calhoun’s	  and	  Hopkins’s	  Models	  of	  Learning,	  
Tools	  for	  Teaching:	  An	  Application	  in	  Music	  

Reading	  the	  relevant	  book	  by	  Joyce	  et	  al.	  during	  my	  research,	  I	  realised	  that	  

what	   they	   offer	   is	   a	   very	   useful	   and	   functional	   methodological	   research	   tool	   for	  

music	  education,	  and	  violin	  teaching	  in	  particular.	  I	  thought	  so,	  not	  only	  because	  the	  

models	  they	  propose	  can	  be	  used	  in	  various	  instructional	  settings,	  but	  because	  these	  

models	   have	  been	   refined	  and	   tested	   in	  different	   contexts	   and	   cultures	   for	   a	   long	  

time	   (Joyce	  et	  al.,	   2009:	  124);	   violin	   teaching	  and	  music	   teaching	   in	  general	  needs	  

this	  kind	  of	  flexibility.	  	  
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Additionally,	   these	  models	  are	  not	   referring	   to	   just	  one	   level	  of	   instruction,	  

but	  to	  all	  of	  them.	  Starting	  with	  the	  lower,	  they	  extend	  towards	  the	  highest	  levels,	  a	  

fact	  directly	  connected	  with	  Ševčík’s	  work	  as	  its	  educational	  path	  works	  in	  the	  same	  

fashion	  –	  at	  least	  according	  to	  Sass’s	  table.	  	  

Finally,	   I	   thought	   that	   ‘as	   there	   is	   evidence	   that	   [these	   models]	   work	   in	  

enhancing	   students’	   ability	   to	   learn’	   (Joyce	   et	   al.,	   2009:	   124),	   their	   possible	  

application	   to	   Ševčík’s	   work	   could	   better	   underpin	   a	   well-‐presented	   teaching	  

approach,	   partly	   by	   defining	   and	   establishing	   the	   work’s	   wider	   educational	  

framework	   and	   aim,	   and	   partly	   by	   clarifying	   whether	   Ševčík’s	   one-‐to-‐one	  

instrumental	  teaching	  approach	  is	  based	  on	  a	  master-‐apprentice	  sole	  relationship,	  or	  

whether	   it	   embodies	   a	   more	   rounder	   educational	   engagement	   and	   a	   student-‐

centred	  content.	  

3.2.5.	  Presenting	  the	  Models	  and	  their	  Function	  

The	  authors	  of	  the	  Models	  of	  Learning-‐Tools	  for	  Teaching	  managed	  to	  gather	  

–	   as	   they	   claim	   –	   all	   teaching	   models	   in	   existence	   into	   certain	   ‘families’.	   These	  

families	  of	  models	  of	  teaching	  and	  learning	  are	  (Table 12,	  Table 13,	  Table 14,	  Table 

15):	  
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A)	  Information	  Processing	  Family	  of	  Models	  

Table 12. The	  ‘Information	  Processing’	  family	  of	  models	  (as	  copied	  from	  Joyce	  et	  al.,	  2009:	  126-‐129)	  

Model	   Developer	  

(Redeveloper)	  

Purpose	  

1)	  Inductive	  

Thinking	  

	  

	  

2)	  Concept	  

Attainment	  

	  

	  

3)	  Scientific	  

Inquiry	  

	  

	  

4)	  Inquiry	  

Training	  

	  

	  

5)	  Cognitive	  

Growth	  

	  

	  

6)	  Advance	  

Organizers	  

	  

	  

7)	  Mnemonics	  

	  

	  

	  

8)	  Picture	  –	  

Word	  

Inductive	  

Hilda	  Taba	  

(Bruce	  Joyce)	  

	  

	  

Jerome	  Bruner,	  Fred	  

Lighthall	  (Bruce	  Joyce)	  

	  

	  

Joseph	  Schwab	  and	  many	  

others	  

	  

	  

Richard	  Suchman	  

(Howard	  Jones)	  

	  

	  

Jean	  Piaget,	  Irving	  Sigel,	  

Constance	  Kamii,	  Edmund	  

Sullivan	  

	  

David	  Ausubel	  and	  many	  

others	  

	  

	  

Michael	  Pressley,	  Joel	  Levin	  

(and	  associated	  scholars)	  

	  

	  

Emily	  Calhoun	  

Development	   of	   classification	   skills,	   hypothesis	  

building	   and	   testing	   and	   understanding	   of	   how	   to	  

build	  conceptual	  understanding	  of	  content	  areas	  

	  

Learning	   concepts	   and	   studying	   strategies	   for	  

attaining	   and	   applying	   them.	   Building	   and	   testing	  

hypothesis	  

	  

Learning	   the	   research	   system	   of	   the	   academic	  

disciplines	   –	   how	   knowledge	   is	   produced	   and	  

organized	  

	  

Casual	  reasoning	  and	  understanding	  of	  how	  to	  collect	  

information,	   build	   concepts	   and	   build	   and	   test	  

hypotheses	  

	  

Increase	  general	   intellectual	  development	  and	  adjust	  

instruction	  to	  facilitate	  intellectual	  growth	  

	  

	  

Designed	  to	  increase	  ability	  to	  absorb	  information	  and	  

organize	   it,	   especially	   in	   learning	   from	   lectures	   and	  

readings	  

	  

Increase	   ability	   to	   acquire	   information,	   concepts,	  

conceptual	   systems	   and	   metacognitive	   control	   of	  

information	  processing	  capability	  

	  

Learning	  to	  read	  and	  write,	  inquiry	  into	  language	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   198 

B)	  Social	  Family	  of	  Models	  

Table 13.  The	  ‘Social’	  family	  of	  models	  (as	  copied	  from	  Joyce	  et	  al.	  2009:	  126-‐129)	  

Model	   Developer	  

(Redeveloper)	  

Purpose	  

1)	  Group	  

Investigation	  

	  

	  

	  

2)	  Social	  Inquiry	  

	  

	  

3)	  Jurisprudential	  

Inquiry	  

	  

	  

	  

4)	  Laboratory	  

Method	  

	  

	  

5)	  Role	  Playing	  

	  

	  

	  

6)	  Positive	  

Interdependence	  

	  

	  

7)	  Structured	  Social	  

Inquiry	  

John	  Dewey,	  Herbert	  

Thelen,	  Shlomo	  Sharan,	  

Rachel	  Hertz	  –	  Lazarowitz	  

	  

	  

Byron	  Massialas,	  Benjamin	  

Cox	  

	  

James	  Shaver,	  Donald	  

Oliver	  

	  

	  

	  

National	  Training	  

Laboratory	  (many	  

contributors)	  

	  

Fannie	  Shaftel	  

	  

	  

	  

David	  Johnson,	  Roger	  

Johnson,	  Elizabeth	  Cohen	  

	  

	  

Robert	  Slavin	  and	  

colleagues	  

Development	   of	   skills	   for	   participation	   in	  

democratic	  process.	  Simultaneously	  emphasises	  

social	   development,	   academic	   skills	   and	  

personal	  understanding	  

	  

Social	   problem	   solving	   through	   collective	  

academic	  study	  and	  logical	  reasoning	  	  

	  

Analysis	   of	   policy	   issues	   through	   a	  

jurisprudential	   framework.	   Collection	   of	   data,	  

analysis	  of	   value	  questions	  and	  positions,	   study	  

of	  personal	  beliefs	  

	  

Understanding	   of	   group	   dynamics,	   leadership,	  

understanding	  of	  personal	  styles	  

	  

	  

Study	   of	   values	   and	   their	   role	   in	   social	  

interaction.	   Personal	   understanding	   of	   values	  

and	  behaviour	  

	  

Development	   of	   interdependent	   strategies	   of	  

social	   interaction.	  Understanding	  of	  self	  –	  other	  

relationships	  and	  emotions	  

	  

Academic	   inquiry	   and	   social	   and	   personal	  

development.	   Cooperative	   strategies	   for	  

approaching	  academic	  study	  
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C)	  Personal	  Family	  of	  Models	  

Table 14. The	  ‘Personal’	  family	  of	  models	  (as	  copied	  from	  Joyce	  et	  al.	  2009:	  126-‐129)	  

Model	   Developer	   Purpose	  

1)	  Nondirective	  

Teaching	  

	  

2)	  Awareness	  

Training	  

	  

	  

3)	  Classroom	  

Meeting	  

	  

4)	  Self	  –	  

Actualisation	  

	  

5)	  Conceptual	  

Systems	  

Carl	  Rogers	  

	  

	  

Fritz	  Perls	  

	  

	  

	  

William	  

Glasser	  

	  

Abraham	  

Maslow	  

	  

David	  Hunt	  

Building	   capacity	   for	   personal	   development,	   self	   –	  

understanding,	  autonomy	  and	  esteem	  of	  self	  

	  

Increasing	  self	  –	  understanding,	   self	  –	  esteem,	  and	  capacity	   for	  

exploration.	   Development	   of	   interpersonal	   sensitivity	   and	  

empathy	  

	  

Development	   of	   self	   –	   understanding	   and	   responsibility	   to	   self	  

and	  others	  

	  

Development	   of	   personal	   understanding	   and	   capacity	   for	  

development	  

	  

Increasing	   personal	   complexity	   and	   flexibility	   in	   processing	  

information	  and	  interacting	  with	  others	  

D)	  Behavioural	  Systems	  Family	  of	  Models	  	  

Table 15. The	  ‘Behavioural	  Systems’	  family	  of	  models	  (as	  copied	  from	  Joyce	  et	  al.	  2009:	  126-‐129)	  

Model	   Developer	   Purpose	  

1)	  Social	  

Learning	  

	  

	  

2)	  Mastery	  

Learning	  

	  

3)	  Programmed	  

Learning	  

	  

4)	  Simulation	  

	  

Albert	  Bandura	  

Carl	  Thoresen	  

Wes	  Becker	  

	  

Benjamin	  Bloom	  

James	  Block	  

	  

B.	  F.	  Skinner	  

	  

	  

Many	  developers.	  

Carl	  Smith	  and	  Mary	  Foltz	  

Management	   of	   behaviour.	   Learning	   new	   patterns	  

of	   behaviour,	   reducing	   phobic	   and	   other	  

dysfunctional	  patterns,	  learning	  self	  –	  control	  

	  

Mastery	  of	  academic	  skills	  and	  content	  of	  all	  types	  

	  

	  

Mastery	  of	  skills,	  concepts,	  factual	  information	  

	  

	  

Mastery	   of	   complex	   skills	   and	   concepts	   in	   a	   wide	  

range	  of	  areas	  of	  study	  
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5)	  Direct	  

Teaching	  

	  

	  

	  

	  

6)	  Anxiety	  

Reduction	  

Smith	  provide	  guidance	  

through	  1960s	  when	  design	  

had	  mature	  

	  

Thomas	  Good	  

Jere	  Brophy	  

Wes	  Becker	  

Siegrfried	  Englemann	  

Carl	  Bereiter	  

	  

David	  Rinn	  

Joseph	  Wolpe	  

John	  Masters	  

	  

	  

	  

	  

Mastery	   of	   academic	   content	   and	   skills	   in	   a	   wide	  

range	  of	  areas	  of	  study	  

	  

	  

	  

	  

Control	   over	   aversive	   reactions.	   Applications	   in	  

treatment	   and	   self	   –	   treatment	   of	   avoidance	   and	  

dysfunctional	  patterns	  of	  response	  

As	   can	   be	   seen	   from	   the	   above,	   Joyce	   et	   al.	   distinguish	   a	   wide	   range	   of	  

teaching	  models,	  referring	  to	  various	  teaching	  activities,	  circumstances	  and	  content.	  

Considering	   now	  all	   these	   as	   tools	   for	  my	   research,	   I	  will	   now	   try	   to	   investigate	   if	  

there	  really	  is	  an	  inherent	  teaching	  approach	  in	  Ševčík’s	  work.	  I	  will	  use	  these	  models	  

as	  my	   ‘framework-‐point	   of	   reference’	   (see	   page	   193)	   in	   order	   to	   explore	   Ševčík’s	  

Opus	   6,	   looking	   at	   the	   extent	   to	   which	   there	   is	   a	   covered	   web	   of	   teaching	   tools.	  

Ultimately,	  this	  last	  research	  process	  will	  be	  able	  to	  fulfil	  the	  research	  endeavour	  of	  

my	   thesis,	   backing	   up	   as	   the	   last	   ‘stone’	   in	   my	   final	   discussion,	   my	   hypothesis’s	  

acceptance	  or	  rejection.	  

3.2.6.	  The	  research	  method	  

I	  have	  previously	  mentioned	   (see	  page	  192)	   that	   I	   intend	   to	  employ	  both	  a	  

theoretical	  and	  a	  practical	  approach	  for	  this	  part	  of	  my	  research.	  For	  this	  reason,	  two	  

different	   parts	   will	   follow,	   both	   investigating	   the	   relevant	   connections	   between	  
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Ševčík’s	  educational	  content	  and	  the	  Joyce	  et	  al.’s	  models	  of	   teaching	   in	  their	  own	  

way.	  	  

In	  the	  theoretical	  part,	   the	  teaching	  models	  will	  be	   linked	  to	  the	  content	  of	  

Ševčík’s	  work	   (Opus	  6),	   following	  as	  a	  mode	  of	  presentation	  the	  example	  shown	   in	  

Figure 37.	  The	  analysis	  of	  the	  work’s	  content	  (a),	  its	  possible	  correlation	  with	  one	  or	  

more	  of	  the	  teaching	  models	  (b),	  and	  its	  musical	   illustration	  (c)	  will	  be	  included	  for	  

every	   single	   variant	   or	   exercise	   comprising	   Opus	   6,	   eventually	   structuring	   and	  

proposing	  as	  a	  whole	  whether	  or	  not	  there	  is	  a	  teaching	  approach	  in	  Ševčík’s	  work.	  

(A)	  	   In	   exercise	   16,	   the	   use	   of	   the	   natural	   G,	   D	   and	   A	   scales	   is	   practically	  

analysed,	  while	  a	  gradual	  conception	  of	  the	  chords	  with	  a	  third	  is	  merely	  introduced,	  too.	  

Then,	  Ševčík	  moves	  on	   to	   the	   interval	  of	   fourths	  using	   the	   same	  motif,	   and	  at	   the	   same	  

time	  he	  introduces	  the	  arpeggios,	  breaking	  them	  up	  into	  different	  sections	  	  	  	  

(B)	  	  (Concept	  Attainment;	  Inductive	  Thinking).	  

(C)	  	  Example	  Exercise	  16	  

	  

Figure 37. Example	  on	  presentation	  

On	  the	  other	  hand,	  in	  the	  practical	  part,	  excerpts	  from	  Opus	  6’s	  content	  will	  

be	  performed	  physically	  (videotaped	  for	  further	  illustration),	  showing	  practically	  this	  

time	   the	   connection	  between	  Opus	   6’s	   content	   and	   the	   teaching	  models.	   Before	   I	  

move	   to	   the	  actual	   research	  part,	  however,	   I	  need	   to	  clarify	   the	  way	   Joyce	  et	  al.’s	  

models	   could	   be	   understood,	   adapted	   and	   employed	   in	   such	   a	   music	   research	  

pursuit.	  
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There	   are	   twenty-‐six	   different	   models	   proposed	   in	   Joyce	   et	   al.’s	   research	  

study.	  These	  models	  embody	  variable	  teaching	  applications,	  while	  they	  extend	  their	  

fit	   in	  numerous	  different	   teaching	  and	   learning	   situations.	  As	  a	   result,	  we	  can	   find	  

models	   referring	   to	   teaching	   episodes	   of	   a	   social	   character	   (i.e.	   the	   Group	  

Investigation	   or	   the	   Classroom	   Meeting	   models),	   models	   referring	   to	   teaching	  

episodes	   of	   a	   solely	   personal	   teaching	   orientation	   and	   character	   (i.e.	   the	   Self–

Actualisation	   or	   the	   Non–Directive	   Teaching	   models),	   or	   models	   including	   the	  

potential	   to	   refer	   to	   both	   (i.e.	   the	   Positive	   Interdependence	   or	   the	   Conceptual	  

Systems	   models).	   Nevertheless,	   as	   Ševčík’s	   research	   case	   is	   not	   educationally	  

focused	   on	   wider	   social	   interactions	   but	   solely	   on	   one-‐to-‐one	   violin	   teaching	   and	  

learning	   relationships,	   it	   would	   be	   functional	   in	   relation	   only	   to	   those	   models	  

potentially	  or	  directly	   referring	   to	  one-‐to-‐one	  teaching	  episodes	   to	  be	   included.	  By	  

identifying	  the	  content	  of	  the	  models	  which	  tend	  towards	  this	  direction,	  therefore,	  

only	   the	  subsequent	  models	  will	  be	  used	   in	  my	   research,	  adapting	   the	  meaning	  of	  

their	  purpose	  in	  the	  violin	  teaching	  process	  as	  follows:	  

a) From	  the	  Information	  Processing	  family	  of	  models,	  

-‐	   the	   Inductive	   Thinking	   model:	   to	   offer	   development	   of	   musical	   and	  

technical	   reasoning	   on	   violin	   performance;	   the	   conceptual	   building,	  

testing	  and	  understanding	  of	  violin	  performance	  content.	  	  	  	  	  	  	  	  

-‐	   the	   Concept	   Attainment	   model:	   to	   learn	   concepts	   and	   studying	  

strategies	  relevant	  to	  violin	  performance.	  

-‐	  the	  Scientific	  Inquiry	  model:	  to	  learn	  how	  knowledge	  relevant	  to	  violin	  

performance	  is	  produced	  and	  organised.	  	  
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-‐	  the	   Inquiry	  Training	  model:	  to	  the	  casual	  reasoning	  and	  understanding	  

of	   how	   to	   collect	   information	   and	   build	   concepts	   relevant	   to	   violin	  

performance.	  

-‐	   the	   Cognitive	   Growth	   model:	   to	   increase	   musical	   and	   technical	  

development	  and	  adjust	  instruction	  to	  facilitate	  intellectual	  growth.	  

b) From	  the	  Social	  family	  of	  models	  

-‐	   the	  Role	  Playing	  model:	   to	  offer	  personal	  understanding	  of	  values	  and	  

behaviour	  in	  violin	  performance.	  

-‐	   the	   Positive	   Interdependence	   model:	   to	   offer	   development	   of	  

interdependent	  strategies	   in	  musical	   interaction;	  understanding	  of	  self	  –	  

other	  relationships	  and	  emotions.	  

-‐	  the	  Structured	  Social	  Inquiry	  model:	  to	  offer	  cooperative	  strategies	  for	  

approaching	  the	  study	  of	  music.	  

c) From	  the	  Personal	  family	  of	  models,	  

-‐	   the	   Nondirective	   Teaching	   model:	   to	   build	   capacity	   for	   personal	  

development	  in	  music	  and	  violin	  performance,	  for	  autonomy	  and	  esteem	  

of	  self.	  	  

-‐	   the	   Awareness	   Training	   model:	   to	   increase	   self-‐understanding,	   self-‐

esteem,	  and	  capacity	  for	  exploration	  in	  music	  performance.	  	  	  

-‐	   the	   Self-‐Actualisation	   model:	   to	   develop	   personal	   understanding	   and	  

capacity	  for	  development.	  
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-‐	  the	  Conceptual	  Systems	  model:	  to	  increase	  complexity	  and	  flexibility	  in	  

processing	  musical	  and	  technical	  information.	  

d) From	  the	  Behavioural	  Systems	  family	  of	  models	  

-‐	  the	  Social	  Learning	  model:	  to	  learn	  how	  to	  manage	  behaviour	  in	  music	  

performance	  matters;	  learning	  self-‐control.	  	  

-‐	  the	  Mastery	  Learning	  model:	  to	  the	  mastery	  of	  musical	  and/or	  technical	  

skills	  and	  content.	  

-‐	   the	  Programmed	  Learning	  model:	   to	   learn	  how	   to	  master	   the	  path	  of	  

musical	  or	  technical	  skills,	  concepts	  and	  factual	  information.	  

-‐	   the	   Simulation	   model:	   to	   learn	   how	   to	   master	   complex	   music	   and	  

performance	  skills	  and	  concepts.	  

-‐	   the	   Direct	   Teaching	   model:	   to	   the	   mastery	   of	   musical	   and	   technical	  

content	  and	  skills.	  	  	  

3.2.7.	   Theoretical	   Analysis	   of	   Opus	   6	   Parts	   I-‐VII:	   A	   Violin	  
Method	  for	  Beginners	  

According	   to	   Sass’s	   ‘table’,	   Ševčík	   refers	   beginner	   students,	   and	   by	  

implication	  their	  teachers,	  to	  Opus	  6.	  This	  Opus	  is	  the	  first	  to	  be	  used	  for	  learning	  the	  

violin.	  Opus	  6	  consists	  of	  seven	  parts	  and	  each	  of	  them	  deals	  with	  the	  violin	  positions	  

and	   left	   hand	   technique.	  As	   Ševčík	   suggests,	   all	   the	   exercises	   are	  of	   a	   preparatory	  

nature	   (Ševčík,	  2000,	  Opus	  6,	  Part	   I:	  2).	  The	   first	   five	  parts	  contain	  exercises	   in	   the	  

first	   position;	   the	   sixth	   part	   in	   the	   second,	   third	   and	   fourth	   positions,	   while	   the	  
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seventh	  part	  contains	  exercises	  in	  the	  fifth	  position	  as	  well	  as	  combinations	  of	  all	  the	  

previous	  positions.	  

3.2.8.1.	  The	  Semitone	  System	  

Ševčík,	   throughout	   his	   educational	   work,	   chose	   to	  make	   a	   conceptual	   leap	  

and	  replace	  what	  we	  know	  as	  the	  diatonic	  system	  with	  the	  semitone	  system.	  Being	  

the	  founder	  of	  this	  conceptual	  system	  in	  violin	  education,	  he	  seems	  to	  have	  decided	  

to	  follow	  a	  teaching	  and	  learning	  approach	  to	  the	  violin	  technique	  which	  was	  totally	  

new	   at	   this	   point.	   The	   results	   of	   his	   students	   proved	   its	  worth	   unique	   in	   the	  way	  

someone	  learns	  initially,	  develops	  and	  finally	  masters	  violin	  performance.	  	  

The	   diatonic	   system	   does	   have	   some	   distinct	   benefits	   when	   learning	   the	  

violin,	  given	  that	  it	  introduces	  the	  beginner	  to	  the	  fundamental	  system	  of	  the	  music	  

she	  will	  be	  called	  on	  to	  play.	  However,	  it	  has	  not	  been	  developed	  specifically	  for	  the	  

violin	  and	  therefore	   is	  not	  based	  on	   left-‐hand	  technique.	  The	  semitone	  system,	  on	  

the	   other	   hand,	   is	   most	   clearly	   grounded	   in	   violin	   technique	   and	   in	   a	   basic	  

understanding	  of	  its	  left	  hand	  technique.	   

How	  can	  this	  difference	  be	  identified?	  Let	  me	  explain.	  In	  the	  diatonic	  system,	  

as	  Ševčík	  shows	  at	  the	  beginning	  of	  Opus	  6	  (Ševčík,	  2000,	  Opus	  6,	  Part	  I:	  2),	  there	  is	  a	  

noticeable	  ‘anarchy’	  in	  the	  line	  that	  the	  intervals	  of	  the	  notes	  follow	  when	  met	  in	  a	  

structured	   musical	   scale	   (see	   Figure 38,	   Figure 39).	   The	   way	   the	   fingers	   are	  

positioned	  on	  the	  strings	  is	  not	  based	  on	  any	  violinistic	  notion,	  while	  general	  music	  

theory	   reinforces	   their	   placement.	   This	   latter	   fact	   prevents	   the	   possibility	   of	  

someone	  being	  able	  to	  form	  and	  follow	  an	  easily	  retainable	  and	  repeatable	  fingering	  

pattern	  on	  the	  violin,	  resulting	  in	  extra	  mental	  effort	  and	  study.	  
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Figure 38. The	  C	  major	  scale	  in	  the	  compass	  of	  the	  1st	  position	  

	   	  

Figure 39. The	  diatonic	  finger	  system	  of	  a	  scale	  met	  on	  the	  1st	  position	  

Given	   that	   there	   are	   no	   violin-‐specific	   rules	   in	   the	   diatonic	   system	   for	   the	  

codified	  positioning	  of	  the	  fingers	  on	  the	  fingerboard,	  the	  student	  has	  to	  learn	  all	  of	  

the	  intervals	  by	  heart	  –	  depicted	  in	  Figure 40	  –	  and	  to	  recall	  their	  basic	  knowledge	  

and	  placement	  whenever	  performing.	  

	  

Figure 40. Inervals	  of	  the	  diatonic	  system	  

Ševčík’s	  system,	  on	  the	  other	  hand,	   taking	  yet	  another	  step	  backwards	  –	   to	  

before	   the	   diatonic	   system	   –	   focuses	   on	   a	   different	   codification	   of	   left	   hand	  
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technique.	   Trying	   to	   override	   the	   ‘inconvenient’	   regime	   that	   is	   evident	   in	   the	   first	  

stage	  of	  learning	  the	  left	  hand	  technique,	  it	  brings	  the	  student	  even	  closer	  to	  placing	  

the	  fingers	  on	  the	  fingerboard	  in	  a	  more	  efficient	  and	  rational	  manner,	  producing	  a	  

systematic	  structure	  of	  patterns.	  For	  example,	  in	  the	  first	  finger	  pattern	  the	  student	  

encounters	   in	   the	   semitone	   system,	   the	   first	   finger	   is	  placed	   close	   together	   to	   the	  

second	   one,	   while	   the	   second,	   third	   and	   fourth	   fingers	   remain	   apart,	   structuring	  

exactly	  the	  same	  pattern	  (1st	  and	  2nd	  fingers	  together;	  2nd	  and	  3rd	  apart;	  3rd	  and	  4th	  

apart)	  on	  all	  the	  strings	  as	  a	  base	  line	  (Figure 41).	  

	  

	  

Figure 41. Representation	  of	  the	  first	  pattern	  of	  the	  semitone	  system	  

There	  are	  seven	  more	  patterns	  according	  to	  Ševčík	  –	  called	  levels	  from	  now	  

on,	  considering	  that	  they	  deploy	  in	  a	  certain	  ascending	  way	  of	  complexity	  –	  and	  all	  of	  

them	  are	  summarised	  in	  the	  following	  figures	  (Figure 42	  –	  Figure 48):	  
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Figure 42. The	  second	  level	  of	  the	  semitone	  system	  

	  

Figure 43. The	  third	  level	  of	  the	  semitone	  system	  

	  

Figure 44. The	  fourth	  level	  of	  the	  semitone	  system	  
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Figure 45. The	  fifth	  level	  of	  the	  semitone	  system	  

	  

Figure 46. The	  sixth	  level	  of	  the	  semitone	  system	  

	  

Figure 47. The	  seventh	  level	  of	  the	  semitone	  system	  
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Figure 48. The	  eighth	  level	  of	  the	  semitone	  system	  

It	   is	  easy	  to	  understand	  from	  these	   illustrations	  that	  Ševčík	  points	   to	   ‘break	  

up’	   the	   fingerboard	   into	   very	   small	   sections	   that	   violin	   students	   will	   find	   easy	   to	  

grasp	  and	  apply.	  As	  this	  analysis	  is	  laid	  out	  in	  the	  first	  two	  pages	  of	  Opus	  6,	  it	  can	  be	  

clearly	  said	  that	  its	  aim	  falls	  in	  with	  presenting	  the	  advantages	  of	  this	  approach	  when	  

compared	   to	   the	   approach	   used	   in	   the	   diatonic	   system.	   These	   advantages,	   from	  

Ševčík’s	  point	  of	  view	  (Ševčík,	  2000,	  Opus	  6,	  Part	  I:	  2),	  are:	  

 “The	   beginner	   experiences	   no	   difficulty	   in	   finding	   the	   intervals,	  

because	  all	   the	   stops	  are	   the	   same	  on	  each	   string	  and	   this	  materially	  helps	  

him	  in	  acquiring	  pure	  intonation.”	  

 “As	   a	   result	   of	   the	  ease	   in	   stopping,	   the	  pupil	   can	  devote	  his	   entire	  

attention	  to	  the	  holding	  of	  his	  violin	  and	  to	  the	  handling	  of	  his	  bow.”	  

 “The	  graded	   form	  of	  progression	  adopted	  by	  and	  adhered	   to	  by	   the	  

author	   remains	   clear	   and	   intelligible	   to	   the	  pupil,	   because	   each	   succeeding	  

section	  is	  the	  natural	  development	  of	  the	  preceding	  one.”	  

 “The	  system	  of	  itself	  shows	  in	  what	  sequence	  the	  individual	  stops	  are	  

to	  be	   taken,	  whether	   such	   stops	  are	   single	  or	  double,	   and	  how	   the	  various	  
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diatonic	   scales,	  whether	  major	   or	  minor,	   the	   individual	   chromatic	   intervals	  

and	  the	  chromatic	  scale	  have	  to	  be	  treated.”	  

These	  points	  appear	  to	  form	  a	  solid	  methodological	  approach.	  But	  apart	  from	  

that,	   it	   is	   my	   belief	   that	   this	   first	   attempt	   at	   explanations	   and	   an	   introduction	  

indicates	   for	   the	   first	   time	   in	   Ševčík’s	   work	   the	   Concept	   Attainment	   model	   of	  

teaching	   (Joyce	   et	   al.,	   2009),	   too.	   As	   Ševčík	   presents	   the	   relevant	   information	  

connected	   to	   finger	   placing	   and	   their	   performance	   on	   the	   strings,	   he	   expects	   the	  

teacher	   to	   pass	   the	   related	   concept	   to	   the	   student,	   teaching	   the	   ‘strategy’	   to	  

maintain	  automatically	  the	  correct	  posture	  of	  the	  fingers	  on	  the	  strings.	  	  

This	   is	   the	   first	  hint	  of	  educational	  evidence	  –	   related	  to	   teaching	  models	  –	  

inherent	  in	  the	  work’s	  content,	  and	  this	  is	  basically	  what	  motivated	  initially	  this	  part	  

of	  my	  research,	  producing	  the	  educational	  analysis	  presented	  further	  below.	  	  	  	  

3.2.8.2.	  Opus	  6	  –	  Part	  I	  

Before	  beginning	  a	  more	  ‘scholarly’	  analysis	  of	  the	  left	  hand	  technique	  –	  and	  

thus	  a	  more	  thorough	  and	  specified	  usage	  of	  the	  teaching	  models	  –	  Ševčík	  took	  care	  

to	  focus	  on	  other	  more	  fundamental	  topics	  such	  as	  how	  to	  hold	  the	  violin,	  the	  bow,	  

or	  one’s	  stance.	  	  
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Figure 49. The	  stance	  of	  the	  violinist	  

On	  page	  4	  of	  Opus	  6	  Part	   I,	  Ševčík	   illustrates	  the	  parts	  of	  the	  violin	  and	  the	  

basic	   principles	   that	   determine	   the	   stance	   of	   the	   person	  playing	   it	   (Figure 49).	   He	  

begins	  with	  the	  parts	  making	  up	  the	  main	  instrument	  and	  the	  bow,	  while	  he	  divides	  

the	   parts	   of	   the	   violin	   into	   i)	   the	   clearly	   visible	   parts	   seen	   externally	   and	   ii)	   the	  

internal	   parts	   that	   are	   located	   with	   the	   help	   of	   special	   tools.	   He	   then	   names	   the	  

parts	  of	  the	  bow.	  	  
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Note	  that	  Ševčík	  does	  not	  limit	  himself	  to	  the	  academic	  terminology,	  but	  also	  

uses	   the	   jargon	   spoken	   by	   violinists.	   He	   also	   lists	   the	   materials	   used	   in	   the	  

construction	  of	  a	  violin.	  Avoiding	  tired	  and	  convoluted	  concepts,	  Ševčík	  then	  goes	  on	  

to	  explain	  and	  expand	  on	  the	  proper	  stance	  for	  the	  body	  when	  playing	  the	  violin:	  	  

The	  body	  must	  be	  perfectly	  upright	  while	  playing.	  Advance	  the	  right	  foot	  a	  little	  and	  

allow	  the	  whole	  weight	  of	  the	  body	  to	  be	  borne	  by	  the	  left	  foot.	  Turn	  the	  face	  towards	  

the	  music-‐desk	  in	  such	  wise	  that	  the	  glance	  passes	  over	  the	  bridge	  and	  the	  left	  hand	  on	  

to	  the	  desk.	   
(Ševčík,	  2000,	  Opus	  6,	  Part	  I:	  4)	  

A	   reference	   follows	   on	   holding	   the	   violin	   properly	   and	   how	   to	   position	   it	  

correctly	  in	  relation	  to	  the	  chin	  and	  shoulder:	  

The	   Violin	   must	   rest	   on	   the	   left	   collar-‐bone	   and	   be	   so	   held	   in	   position	   by	   the	  

pressure	   of	   the	   chin	   on	   the	   left	   side	   of	   the	   string-‐holder	   that	   it	   is	   slightly	   inclined	  

towards	  the	  right.	  It	   is	  supported	  in	  a	  horizontal	  position	  by	  the	  left	  hand	  in	  such	  wise	  

that	  the	  end	  of	  the	  fingerboard	  is	  in	  front	  of	  the	  middle	  of	  the	  shoulder.	  The	  neck	  of	  the	  

violin	   rests	   lightly	   between	   the	   thumb	   and	   fore-‐finger	   of	   the	   left	   hand,	   but	   firmly	  

enough	   held	   to	   prevent	   it	   descending	   on	   to	   the	   division	   between	   thumb	   and	   finger.	  

That	   part	   of	   the	   hand	  where	   the	   little	   finger	   is,	   is	   brought	   as	   near	   as	   possible	   to	   the	  

finger-‐board,	  in	  order	  that	  this	  short	  finger	  as	  well	  as	  the	  others	  may	  be	  brought	  down	  

on	  to	  the	  strings	  in	  a	  curved	  position.	  The	  ball	  of	  the	  hand	  and	  the	  wrist	  must	  be	  kept	  

apart	   from	  the	  neck	  and	  the	  body	  of	   the	  violin.	  Turn	   the	   left	  elbow	   inwards	  until	   it	   is	  

directly	  under	  the	  middle	  of	  the	  violin,	  but	  do	  not	  rest	  the	  elbow	  against	  the	  body,	  as	  

that	  would	  cause	  the	  violin	  to	  undulate	  too	  much.	  	  

The	   left	  shoulder	  must	  not	  be	  raised;	   in	  order	   to	  avoid	   this	   fault	  make	  use	  of	   the	  

chin-‐holder,	  which	  must	  be	   fastened	  on	   to	   the	   left	   side	  of	   the	  violin,	   close	   to	   the	   tail	  

piece.	  	  

(Ševčík,	  2000,	  Opus	  6,	  Part	  I:	  4)	  

Clear	  instructions	  are	  thus	  provided	  on	  the	  stance	  and	  on	  all	  the	  parts	  of	  the	  

body	  that	  contribute	  to	  it.	  Particular	  emphasis	  is	  placed	  on	  the	  fact	  that	  the	  violin	  is	  
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held	   in	  position	  more	  with	  the	  chin	  than	  with	  the	  left	  hand,	  while	  the	  left	  elbow	  is	  

angled	  slightly	  to	  the	  right,	  without	  touching	  the	  body.	  

His	  views	  on	  how	  the	  bow	  should	  be	  held	  are	  as	  follows:	  	  

The	  bow	  must	  be	  held	  with	  all	  the	  fingers	  of	  the	  right	  hand.	  Curve	  the	  thumb	  and	  

place	  the	  tip	  of	  it	  against	  the	  oval	  side	  of	  the	  frog	  while	  the	  right	  side	  of	  the	  thumb-‐tip	  

must	  rest	  against	  the	  wand	  of	  the	  bow,	  opposite	  to	  the	  middle-‐finger,	  in	  such	  wise	  that	  

the	   thumb	  cannot	  slip	   in	   the	  space	  between	   the	  bow-‐hair	  and	   the	   frog.	  The	  bow-‐hair	  

must	   be	   about	   1/3rd	  of	   an	   inch	  distant	   from	   the	   thumb	  of	  which	   the	   first	   joint	  must	  

describe	  a	  sharp	  angle	  with	  the	  wand. 
The	  stick	  rests	  in	  the	  middle	  of	  the	  2nd	  joint	  of	  the	  fore-‐finger,	  in	  the	  indentation	  of	  

the	   1st	   joint	   of	   the	  middle	   finger,	   in	   the	  middle	   of	   the	   1st	   joint	   of	   the	   ring-‐finger	   and	  

against	   the	  tip	  of	   the	   little-‐finger,	   therefore,	   in	   the	  direction	   from	  the	  tip	  of	   the	   little-‐

finger	   to	   the	   2nd	   joint	   of	   the	   fore-‐finger.	   Let	   the	   hand	   and	   fingers	   describe	   a	   natural	  

curve,	  in	  which	  none	  of	  the	  joints	  must	  be	  prominent.	  Neither	  hold	  the	  fingers	  apart	  nor	  

press	  them	  close	  together.	  

Place	  the	  bow-‐hair	  on	  the	  string	  at	  a	  distance	  of	  about	  1	  1/4	  inches	  from	  the	  bridge	  

and	   incline	   the	  wand	   slightly	   towards	   the	   finger-‐board.	   In	   so	  doing	   the	  wrist	  must	  be	  

held	  high	  and	  the	  elbow,	  on	  the	  contrary,	  be	  kept	   lowered	  and	  as	  near	  as	  possible	  to	  

the	   body.	  When	   placing	   the	   bow	   on	   the	   string	   the	   elbow	  must	   be	   close	   to	   the	   body	  

without	  pressing	  the	  latter;	  in	  the	  transitions	  from	  the	  E-‐	  to	  the	  A-‐string,	  the	  A-‐	  to	  the	  

D-‐string	  and	  the	  D-‐	  to	  the	  G-‐string	  the	  elbow	  is	  gradually	  and	  slightly	  raised	  and	  in	  the	  

reversed	  motion	  equally	  gradually	  lowered.	  

In	   bowing	   one	   must	   be	   careful	   to	   keep	   the	   bow-‐hair	   always-‐	   parallel	   with	   the	  

surface	  of	  the	  bridge.	  	  

(Ševčík,	  2000,	  Opus	  6,	  Part	  I:	  5)	  

When	  looking	  at	  the	  sketches	  on	  page	  four	  of	  Opus	  6	  Part	  I	  (Figure 49),	  and	  

compared	   with	   the	   facts	   cited	   in	   it,	   too,	   it	   is	   easy	   to	   conclude	   that	   Ševčík	   was	   a	  

supporter	   of	   a	   mixed	   German	   and	   French	   bow	   hold,	   known	   a	   little	   later	   as	   the	  

Franco-‐Belgian	  style.	  Like	  Joachim	  and	  Spohr	  (1832),	  Ševčík’s	  sketches	  recommend	  a	  

hold	   in	   which,	   generally	   speaking,	   the	   fingers	   are	   positioned	   relatively	   close	  
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together,	   the	  wrist	   is	  held	  high	  and	   the	  elbow	   lowered.	  This	  position	  helps	  one	   to	  

play	  more	  ‘into’	  the	  string,	  rather	  than	  ‘off’	  it,	  with	  a	  clear	  and	  delicate	  tone.	  For	  this,	  

it	  is	  reasonable	  to	  assume	  that	  Ševčík,	  too,	  would	  teach	  all	  his	  exercises	  based	  on	  the	  

principle	  of	  playing	  ‘into’	  the	  string,	  applying	  a	  ‘round’	  tone.	  

Page	   five	   also	   contains	   an	   extensive	   account	   of	   all	   the	   ‘tools’	   of	   music.	   It	  

begins	  with	  the	  stave,	  the	  five	  lines	  of	  the	  stave	  and	  its	  auxiliary	  lines,	  as	  well	  as	  the	  

clef,	  which	  the	  violin	  uses.	  Then,	  it	  goes	  on	  to	  point	  out	  all	  the	  notes	  that	  the	  student	  

will	  be	  using,	  not,	  however,	  beginning	  with	  G,	  which	   is	  the	  violin’s	  open	  string,	  but	  

with	  C.	  This	   starting	   choice	   is	  probably	  based	  on	   the	  basic	  order	  of	  notes	   that	   the	  

student	  may	  be	  familiar	  with,	  mostly	  by	  instinct;	  namely	  the	  do,	  re,	  mi,	  fa,	  sol	  (C,	  D,	  

E,	  F,	  G…)	  notes	  and	  so	  on.	  This	  can	  also	  be	  verified	  by	  personal	  experience	  in	  class,	  

where	  most	  children	  tended	  to	  be	  aware	  of	  precisely	   this	  order	  –	  at	   least	   in	   these	  

countries	  where	  the	  analogous	  notation	  system	  is	  used.	  On	  the	  same	  page,	  the	  sharp	  

and	  flat	  symbols	  and	  how	  they	  are	  used	  to	  form	  notes,	  as	  well	  as	  all	  the	  intervals	  and	  

signs	  that	  a	  new	  student	  is	  likely	  to	  encounter,	  are	  also	  mentioned.	  	  

In	  my	  opinion,	  by	  providing	  such	  great	  detail,	  Ševčík	  ensures	  that	  information	  

is	   transferred	   from	   teacher	   to	   student	   in	   the	   right	   sequence,	   thus	   providing	   the	  

learner	  right	  from	  the	  start	  with	  all	  the	  basic	  principles	  and	  tools	  needed	  in	  order	  to	  

back	  up	  the	  aforementioned	  concept	  attainment	  effort.	  	  

In	  a	  further	  effort	  to	  make	  these	  tools	  easy	  to	  assimilate,	  Ševčík	  also	  provides	  

a	   number	   of	   questions	   at	   the	   end	   of	   Opus	   6,	   which	   the	   student	   is	   required	   to	  

answer:	  	  
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The	  pupil	  must	   learn	   to	  answer	   simultaneously	  with	   the	  explanations	  anent	   the	  holding	  of	   the	  violin	  

and	  the	  passing	  of	  the	  bow	  across	  open	  strings.	  

	  

A.	  Sound,	  Acoustics	  (or	  Resonance),	  Tone.	  

	  

	  1.	  What	  results	  from	  the	  vibrations	  of	  a	  body?	  	  (Sound.)	  

	  2.	  What	  vibrations	  do	  we	  describe	  as	  regular?	  (Those	  in	  which	  the	  number	  thereof	  is	  uniform	  in	  equal	  sections	  of	  

time.)	  

	  3.	  What	  name	  do	  we	  give	  to	  the	  sound	  which	  is	  produced	  by	  the	  regular	  vibrations	  of	  a	  body?	  (Tone.)	  

	  4.	  What	  do	  we	  call	  the	  sounds	  of	  music-‐instruments?	  (Tones,	  or	  sounds.)	  

	  5.	  Of	  what	  elements	  is	  sound	  composed?	  (Tones,	  or	  sounds.)	  

	  6.	  What	  is	  the	  collective	  term	  for	  sound?	  (Tone,	  or	  sound.)	  

	  7.	  What	  do	  we	  distinguish	  among	  sounds,	  or	  tones?	  (The	  pitch,	  the	  dynamic	  grade	  and	  the	  tone-‐colour.)	  

	  8.	  How	  do	  we	  distinguish	  the	  pitch	  of	  sounds?	  (By	  their	  relative	  height,	  and	  depth)	  

	  9.	  How	  do	  we	  distinguish	  the	  dynamic	  grade	  of	  sounds?	  (By	  their	  relative	  degree	  of	  loudness	  and	  softness.)	  

10.	  How	  do	  we	  distinguish	  the	  sounds	  of	  the	  various	  individual	  instruments?	  (By	  their	  respective	  tone-‐color.)	  

11.	  How	  is	  the	  art	  called	  which	  uses	  the	  sounds,	  or	  tones,	  as	  a	  means	  of	  expressing	  ideas,	  or	  emotions?	  (Music.)	  

12.	  How	  many	  tones	  are	  at	  present	  used	  in	  music?	  (Approximatively	  100.)	  

13.	  How	  many	  fundamental	  tones	  are	  there?	  (Seven.)	  

14.	  Whence	  are	  the	  names	  of	  the	  fundamental	  tones	  taken?	  (From	  the	  first	  letters	  of	  the	  alphabet.)	  

15.	  How	  are	  these	  tones	  named,	  and	  what	  is	  their	  usual	  consecutive	  order?	  (c,	  d,	  e,	  f,	  g,	  a,	  b)	  

	  	  	  	  	  	  	  	  	  	  Practice	  naming	  the	  first	  four	  tones,	  ascending	  and	  descending!	  

	  	  	  	  	  (c,	  d,	  e,	  f	  –	  f,	  e,	  d,	  c)	  

	  	  	  	  	  	  	  	  	  	  In	  ascending	  and	  descending,	  name	  the	  2nd,	  3rd,	  4th	  and	  5th	  tones;	  the	  3rd,	  4th,	  5th	  and	  6th	  tones;	  the	  

4th,	  5th,	  6th	  and	  7th	  tones;	  the	  5th,	  6th,	  7th	  and	  1st	  tones,	  rapidly.	  

	  	  	  	  	  	  	  	  	  	  Both	  ascending	  and	  descending,	  name	  rapidly	  in	  their	  natural	  consecutive	  order	  the	  complete	  range	  of	  the	  

fundamental	  tones	  

	  	  	  	  	  (c,	  d,	  e,	  f,	  g,	  a,	  b	  –	  b,	  a,	  g,	  	  f,	  e,	  d,	  c).	  

	  	  	  	  	  	  	  	  	  	  Repeat,	  both	  ascending	  and	  descending,	  the	  tonal	  sequences	  beginning	  consecutively	  on	  d,	  on	  e,	  on	  f,	  etc.	  

B.	  Intervals,	  Scales,	  Whole	  Tones	  and	  Semitones	  (Half-‐tones).	  

	  

	  1.	  How	  many	  tones	  are	  d	  distant	  from	  c,	  e	  from	  c	  and	  f	  from	  c?	  (2,	  3,	  4.)	  
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	  2.	  How	  do	  we	  name	  the	  pitch-‐relation	  between	  two	  tones?	  (Interval.)	  

	  3.	  How	  do	  we	  name	  the	  interval	  c	  to	  c?	  (Prime,	  tonic,	  principal	  note,	  fundamental	  tone,	  or	  key-‐note.)	  

	  	  	  	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  „	  	  	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  	  	  	  ,,	  	  	  	  	  	  	  c	  	  ,,	  	  d?	  	  (Second,	  or	  supertonic.)	  

	  	  	  	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  ,,	  	  	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  	  	  	  ,,	  	  	  	  	  	  	  c	  	  ,,	  	  e?	  	  (Third,	  or	  mediant.)	  

	  	  	  	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  	  	  	  ,,	  	  	  	  	  	  c	  	  ,,	  	  f?	  (Fourth,	  or	  subdominant.)	  

	  	  	  	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  	  	  c	  	  „	  	  g?	  (Fifth,	  or	  dominant.)	  

	  	  	  	  	  	  	  ,,	  	  	  	  	  	  	  „	  	  	  	  „	  	  	  	  	  	  	  ,,	  	  	  	  	  	  ,,	  	  	  	  	  	  	  ,,	  	  	  	  	  	  c	  	  ,,	  	  a?	  (Sixth,	  or	  snbmediant.)	  

	  	  	  	  	  	  	  „	  	  	  	  	  	  	  	  „	  	  	  	  „	  	  	  	  	  	  	  „	  	  	  	  	  	  „	  	  	  	  	  	  	  ,,	  	  	  	  	  	  c	  	  ,,	  	  b?	  (Seventh,	  stibtonic,	  or	  leading	  note.)	  

	  4.	  How	  do	  we	  name	  the	  interval	  d	  to	  e?	  (a	  Second),	  a	  to	  b?	  (a	  Second),	  f	  to	  a?	  (a	  Third),	  e	  to	  b?	  (a	  Fifth),	  g	  to	  g	  (a	  

Prime	  –	  or	  as	  above),	  from	  d	  to	  c	  i.e.	  the	  once	  marked	  c?	  (a	  Seventh.)	  

	  	  	  	  	  	  	  	  	  	  Practise	  similar	  examples!	  

	  	  	  	  	  	  	  	  	  	  The	  whole	  of	  the	  eight	  intervals	  starting	  from	  each	  fundamental	  note	  must	  be	  examined	  verbatim.	  

	  5.	  How	  do	  we	  same	  the	  sequence	  of	  tones	  which	  are	  arranged	  in	  graded	  form,	  according	  to	  fixed	  rules,	   in	  the	  

compass	  of	  an	  octave?	  (A	  scale.)	  

	  6.	  What	  is	  the	  tonal	  sequence	  c,	  d,	  e,	  f,	  g,	  a,	  b,	  c?	  (A	  scale.)	  

	  7.	  How	  is	  this	  scale	  named	  in	  respect	  of	  its	  fundamental	  tone,	  or	  prime?	  (C.)	  

	  8.	  What	  do	  we	  notice	  when	  we	  compare	  other	  seconds	  occurring	  in	  the	  c-‐scale	  with	  the	  second	  c	  	  to	  d?	  (We	  find	  

that	  the	  seconds	  e	  to	  f	  and	  b	  to	  c	  are	  smaller	  than	  that	  of	  c	  to	  d.)	  

	  9.	  How	  are	  these	  small	  seconds	  named?	  (Semitone,	  i.e.	  half-‐tones.)	  

	  10.	  How	  do	  we	  name	  the	  large	  seconds:	  c	  to	  d,	  d	  to	  e,	  f	  to	  g,	  g	  to	  a	  and	  a	  to	  b?	  (Whole	  tones.)	  

	  	  	  	  	  	  	  	  	  	  	  Repeat	  rapidly,	  ascending	  and	  descending,	  the	  two	  semitone-‐intervals	  of	  the	  C-‐scale!	  (e	  to	  f,	  f	  to	  e,	  b	  to	  c,	  c	  

to	  b.)	  

	  	  	  	  	  	  	  	  	  	  	  Repeat	  in	  their	  regular	  consecutive	  order	  all	  the	  whole	  and	  the	  semitones	  of	  the	  c-‐scale!	  

	  

C.	  The	  other	  Tones	  used	  in	  Music.	  

	  

	  	  1.	  What	  tone	  lies	  between	  the	  whole-‐tone-‐interval	  c	  to	  d?	  (The	  semitone	  c♯,	  or	  d♭.)	  

	  	  2.	   	  How	  do	  you	  explain	   these	   two	  names	   for	  one	   tone?	   (Being	   raised	  a	   semitone	   from	  c	   it	  becomes	   c-‐sharp,	  

whereas	  being	  lowered	  a	  semitone	  from	  d	  it	  becomes	  d♭.)	  

	  	  3.	  	  	  What	  other	  tone	  lies	  between	  the	  whole-‐tone-‐interval	  d	  to	  e?	  (The	  semitone	  d♯,	  or	  e♭);	  between	  f	  and	  g?	  

(f♯,	  or	  g♭);	  between	  g	  and	  a?	  (g♯,	  or	  a♭);	  between	  a	  and	  b?	  (a♯	  or	  b♭.)	  

	  	  4.	  	  	  	  What	  substitute	  can	  be	  found	  for	  a	  whole-‐tone?	  (Two	  semitones.)	  
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	  	  5.	  	  	  	  What	  semitones	  may	  be	  substituted	  for	  the	  whole-‐tone	  interval	  c	  to	  d?	  (c	  to	  c♯,	  c♯	  to	  d,	  or	  c	  to	  d♭,	  d♭	  to	  d);	  

for	  the	  like	  interval	  f	  to	  g?	  (f	  to	  f♯,	  f♯	  to	  g,	  or	  f	  to	  g♭,	  g♭	  to	  g);	  for	  the	  like	  interval	  g	  to	  a?	  (g	  to	  g♯,	  g♯	  to	  a,	  or	  g	  to	  

a♭,	  a♭	  to	  a);	  from	  a	  to	  b?	  (a	  to	  a♯,	  a♯	  to	  b,	  or	  a	  to	  b♭,	  b♭	  to	  b.)	  

	  	  	  	  	  Practise	  out	  loud,	  both	  ascending	  and	  descending,	  all	  the	  semitone-‐grades	  in	  the	  compass	  of	  c	  to	  e!	  (c,	  c♯,	  d,	  

d♯,	  e,	  –	  e,	  e♭,	  d,	  d♭,	  c);	  in	  the	  compass	  of	  c	  to	  g,	  and	  also	  in	  the	  compass	  of	  the	  octave	  c	  to	  c.	  

	  

D.	  Notation	  (Music	  reduced	  to	  writing,	  or	  print).	  

	  

	  1.	  What	  is	  the	  name	  used	  to	  describe	  the	  sign	  used	  to	  denote	  sound?	  (Note.)	  

	  2.	  How	  are	  the	  notes	  written?	  (With	  the	  aid	  of	  five	  parallel	  lines.)	  

	  3.	  How	  many	  spaces	  lie	  between	  the	  5	  lines	  of	  the	  stave?	  (Four.)	  

	  4.	  What	  is	  the	  name	  used	  to	  describe	  the	  5	  lines	  and	  the	  4	  spaces?	  (The	  stave.)	  

	  5.	  What	  sign	  is	  placed	  at	  the	  beginning	  of	  the	  stave?	  (The	  clef.)	  

	  6.	  What	  clef	  is	  used	  for	  the	  notation	  of	  violin-‐music?	  (The	  violin,	  or	  Treble-‐clef.)	  

	  7.	  On	  what	  letter	  is	  this	  clef	  based?	  (On	  G.)	  

	  8.	  Has	  this	  clef	  any	  other	  name	  in	  consequence?	  (Yes:	  the	  G-‐clef.)	  

	  9.	  On	  what	  line	  is	  this	  clef	  written?	  (On	  the	  second	  line.)	  

10.	  Why	  on	  this	  line?(Because	  it	  is	  the	  line	  on	  which	  the	  note	  g	  is	  written.	  

11.	  What	  are	  the	  names	  of	  the	  notes	  on	  the	  1st	  line?	  (e),	  on	  the	  3rd?	  (b);	  on	  the	  4th?	  (d);	  on	  the	  5th?	  (f).	  

	  	  	  	  	  	  	  	  	  	  Repeat	  the	  names	  of	  the	  notes	  on	  the	  lines!	  

12.	  What	  are	  the	  names	  of	  the	  notes	  in	  the	  1st	  space?	  (f);	  in	  the	  2nd?	  (a);	  in	  the	  3rd?	  (c);	  in	  the	  4th?	  (e).	  

	  	  	  	  	  	  	  	  	  	  Repeat	  the	  names	  of	  the	  notes	  in	  the	  spaces!	  

	  	  	  	  	  	  	  	  	  	  Repeat	  the	  names	  of	  all	  the	  notes	  on	  the	  stave!	  

13.	  What	  are	  the	  names	  respectively	  of	  the	  notes	  immediately	  below	  and	  above	  the	  stave?	  (The	  first	  d,	  the	  other	  

g.)	  

14.	  What	  is	  the	  name	  of	  the	  note	  on	  the	  1st	  (small)	  ledger-‐line	  above	  the	  stave?	  (a),	  of	  the	  line	  below	  the	  stave?	  

(c).	  

15.	  Where	  is	  the	  note	  b	  written	  above	  the	  stave?	  (Above	  the	  1st	  ledger-‐line.)	  

16.	  What	  are	  the	  notes	  b,	  a	  and	  g	  written	  below	  the	  stave?	  (b	  under	  the	  1st	  ledger-‐line,	  a	  on	  the	  2nd	  ledger-‐line	  

and	  g	  below	  the	  2nd	  ledger-‐line.)	  

	  

V.	  Marks	  of	  Alteration:	  sharps,	  flats,	  naturals	  (or	  cancelling-‐signs).	  
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1.	  From	  what	  fundamental	  tone	  is	  c♯	  derived?	  (From	  c.)	  

2.	  Why	  is	  it	  called	  c♯?	  (Because	  it	  has	  been	  sharpened,	  or	  raised.)	  

3.	  Which	  is,	  therefore,	  higher,	  c	  or	  c♯?	  (c♯.)	  

4.	  What	  sign	  is	  used	  to	  convert	  c	  into	  c♯?	  (The	  sharp:	  ♯.)	  

5.	  Where	  is	  such	  sharp	  placed?	  (Before	  the	  note	  affected.)	  

6.	  To	  what	  extent	  does	  such	  sharp	  raise	  the	  note	  affected?	  (To	  that	  of	  a	  semitone.)	  

7.	  What	  is	  the	  German	  equivalent	  of	  sharp?	  (The	  monosyllabic	  affix	  "is".)	  

8.	  What	  sign	  is	  used	  in	  order	  to	  lower	  a	  note?	  (The	  flat:	  ♭.)	  

9.	  How	  is	  the	  flat	  described	  in	  German?	  (As	  "Be",	  the	  affix	  es	  being	  used.)	  

10.	  What	  sign	  is	  used	  to	  cancel	  the	  effect	  of	  the	  ♯	  and	  of	  the	  ♭?	  (The	  natural,	  or	  cancelling-‐sign;	  ♮.)	  

11.	  How	  are	  these	  signs	  collectively	  known?	  (As:	  "marks	  of	  alteration",	  also	  as	  "accidentals".)	  

12.	  What	  is	  the	  mark	  of	  alteration	  for	  raising	  a	  note?	  (#):	  that	  for	  lowering	  it?	  (♭)	  and	  that	  for	  cancelling	  (♮).	  

13.	  How	  is	  c	  marked	  with	  a	  double-‐sharp	  (X=♯♯)	  named?	  (In	  English	  c-‐double-‐sharp,	  in	  German:	  cisis.)	  Name	  the	  

other	  notes:	  d,	  e,	  f	  etc.	  so	  affected!	  

14.	  How	  is	  a	  c	  with	  the	  prefix	  ♭♭	  named?	  (In	  English:	  c-‐double-‐flat,	  in	  German:	  ceses.)	  ]	  

Finally,	  the	  student’s	  first	  more	  substantial	  contact	  with	  the	  violin	  begins	  on	  

page	   seven	  of	  Opus	  6	  Part	   I.	  After	   the	   teacher	  has	  demonstrated	  how	   to	  hold	   the	  

instrument	   and	   the	   student	   has	   applied	   this	   knowledge,	   there	   follows	   the	   first	  

reference	  to	  terminology	  pertaining	  to	  bowings	  and	  their	  use,	  as	  well	  as	  a	  reference	  

to	  the	  four	  strings	  of	  the	  violin	  as	  indicated	  in	  Figure 50	  below:	  

	  

	  

Figure 50. The	  four	  strings	  of	  the	  violin	  
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What	  is	  remarkable	  and	  questionable	  regarding	  this	  initial	  presentation	  is	  the	  

fact	  that	  Ševčík	  does	  not	  include	  a	  drawing	  indicating	  the	  parts	  of	  the	  violin,	  while	  he	  

later	  devotes	  an	  entire	  page	  to	  photographs	  and	  sketches	  on	  the	  playing	  stance.	  	  

It	   is	   my	   belief	   that,	   wanting	   to	   establish	   a	   closer	   and	   more	   secure	  

communication	  in	  the	  classroom,	  Ševčík	  tries	  to	  fuel	  and	  engage,	  as	  subtly	  as	  can	  be	  

done,	  what	  I	  call	  in	  this	  specific	  educational	  procedure	  the	  ‘Violin	  Teaching	  Triangle’	  

(Figure 51).	   This	   ‘Violin	   Teaching	   Triangle’	   is	   an	   identical	   parallel	   to	   Jones’	   (2005)	  

Learning	   Alignments,	   and	   to	   a	   certain	   extent	   stresses	   the	   importance	   of	   all	   three	  

substances	   of	   the	   learning	   and	   teaching	   process:	   The	   Learner	   (Gatekeeper),	   The	  

Teacher	   (Midwife),	   and	   the	   educational	   Material	   (Fellow	   Traveller).	   This	   whole	  

connection	   is	   actualised	   by	   feeding	   this	   three-‐folded	   relation	   with	   various	  

educational	   characteristics	   –	   motivation	   for	   questioning,	   imitation,	   presentation	   –	  

and	   produces	   an	   active,	   multi-‐informed,	   multi-‐faceted	   and	   above	   all	   balanced	  

educational	  structure	  and	  environment.	  	  	  

Looking	  more	  deeply	  at	  the	  above	  notion	  and	  connecting	  it	  with	  what	  exists	  

in	  Joyce	  et	  al.’s	  (2009)	  educational	  content,	  it	  is	  fair	  to	  assume	  that	  a	  correlation	  co-‐

exists	  as	  well	  with	  the	  Positive	  Interdependence	  and	  Role	  Playing	  models	  of	  teaching.	  

On	   the	   one	   hand,	   the	   Positive	   Interdependence	   model	   is	   actualised	   through	   the	  

endeavour	   to	   establish	   a	   direct	   and	   straightforward	   relationship	   between	   the	  

student	  and	  teacher,	  while	  on	  the	  other	  hand,	   the	  Role	  Playing	  model	   is	  produced	  

via	   the	   critical	   position	   the	   student	   finds	   herself	   in,	   comparing	   and	   analysing	   on	   a	  

personal	  basis	  the	  relevant	  data	  of	  performance.	  	  	  
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Figure 51. The	  Violin	  Teaching	  Triangle	  

On	  page	  seven	  of	  Opus	  6	  Part	  I,	  Ševčík	  introduces	  the	  first	  exercise	  in	  which	  

direct	   performance	   is	   included,	   and	   with	   a	   brief	   note	   on	   execution,	   he	   urges	   the	  

student	   to	   repeat	   it	   as	   many	   times	   as	   necessary	   to	   achieve	   the	   desired	   result:	  

performance	  from	  all	  parts	  of	  the	  bow	  with	  the	  same	  ease.	  

Practise	  the	  following	  examples	  with	  a	  short	  piece	  of	  bow	  (two	  inches),	  letting	  it	  lie	  

quietly	  on	  the	  string	  during	  the	  pauses.	  Count	  the	  beats	  loud	  and	  repeat	  the	  examples	  

so	   long,	  until	   you	   learn	   to	  hold	   the	  bow	  and	  accustom	  yourself	   to	   the	  position	  of	   the	  

right	  arm	  on	  each	  string.	   
(Ševčík,	  2000,	  Opus	  6,	  Part	  I:	  7)	  
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Example	  Exercise	  1	  

	  

Aiming	  to	  produce	  a	  relaxed	  movement	  along	  a	  horizontal	  axis	  between	  the	  

bow’s	  heel	  and	  point,	  Ševčík	  uses	  crotchets	  and	  rests,	  leading	  the	  whole	  mechanism	  

of	  performance	   through	   the	  elbow	  and	   lower	   arm,	   rather	   than	   through	   the	  upper	  

arm.	   This	   is	   a	   Concept	   Attainment	   model	   according	   to	   Joyce	   et	   al.’s	   educational	  

theory,	   by	   aiming	   to	   present	   specific	   data	   in	   a	   rational	   sequence.	   In	   its	   turn,	   this	  

rational	   sequence	   produces	   a	   performance	   strategy,	   which	   justifies	   the	  

aforementioned	  model.	  	  

In	   the	   footnote	   indicated	   by	   the	   asterisk	   on	   this	   page	   of	   the	   book,	   Ševčík	  

specifies	   that	   when	   performing	   the	   exercise	   the	   left	   hand	   must	   be	   held	   in	   a	  

controlled	  position	  (Figure 52),	  being	  prepared	  for	  the	  moment	  when	  the	  fingers	  will	  

be	  used.	  	  
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Figure 52. The	  left	  hand's	  stance	  according	  to	  Ševčík	  

The	   2nd	   exercise	   introduces	   the	   bow’s	   contrasting	   movement,	   which	   is	  

relevant	  to	  the	  bow’s	  vertical	  axis.	  

Example	  1	  Exercise	  2	  

	  

Example	  2	  Exercise	  2	  
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Example	  3	  Exercise	  2	  

	  

Example	  4	  Exercise	  2	  

	  

In	  this	  case,	  whole	  notes	  are	  used	  firstly	  as	  a	  rhythm	  value	  to	  move	  the	  bow	  

from	  one	  string	  to	  another,	  developing	  later	  on	  the	  bow	  stroke	  with	  a	  combination	  

of	  whole	  notes	  and	  crochets.	  In	  an	  effort	  to	  simulate	  the	  general	  movement	  of	  the	  

student’s	  right	  hand,	  Ševčík	  ‘presents’	  the	  violin-‐and-‐arm	  system	  as	  the	  two	  sides	  of	  

a	  divider,	  achieving	  the	  devised	  outcome	  by	  moving	  the	  arm,	  forearm	  and	  hand	  in	  an	  

upward	   and	   downward	   motion	   with	   the	   fixed	   side	   being	   the	   violin	   and	   strings	  

(Figure 53).	  
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Figure 53. The 'moving' right hand	  

In	  his	  explanations,	  Ševčík	   is	  explicit	  about	  the	  hand	  not	   losing	  contact	  with	  

the	   strings,	   while	   as	   the	   level	   of	   difficulty	   increases,	   the	   rests	   are	   removed	   and	  

smaller	   and	   faster	   vertical	   and	   horizontal	   changes	   are	   indicated.	   The	   simplicity	   of	  

these	  first	  exercises,	  and	  the	  time	  that	  they	  allow	  for	  the	  student	  to	  think,	  make	  it	  

possible	  for	  her	  to	  explore	  and	  stabilise	  her	  sound	  as	  well	  as	  her	  hold	  on	  the	  bow.	  

(The	   whole	   process	   indicates	   the	   Concept	   Attainment	   and	   the	   Cognitive	   Growth	  

teaching	  models.)	  

Continuing,	  the	  first	  finger	  is	  introduced	  in	  Opus	  6’s	  3rd	  exercise.	  

Example	  Exercise	  3	  
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Whole	  notes	  and	  whole	  rests	  are	  used	  at	  first,	  giving	  the	  beginner	  the	  time	  to	  

achieve	  proper	  stopping;	  the	  whole	  concept	  is	  actualised	  by	  taking	  care	  to	  position	  

the	  finger	  correctly	  on	  the	  string.	  This	  exercise	  contains	  for	  the	  first	  time	  the	  figure	  

“1”	  with	  an	  unbroken	  line,	  indicating	  that	  the	  first	  finger	  must	  remain	  in	  place	  for	  the	  

length	  of	  time	  depicted	  by	  the	  line.	  	  

While	   the	   first	   part	   of	   the	   exercise	   makes	   use	   of	   whole	   notes	   for	   better	  

control,	   each	   subsequent	   part	   focuses	   on	   a	   different	   rhythm	   and	   handling	   of	   the	  

bow,	  still,	  however,	  maintaining	  the	  same	  sequence	  of	  notes;	  from	  G	  to	  A	  with	  the	  

first	  finger,	  then	  an	  A/D	  chord,	  A	  again,	  then	  an	  open	  D,	  and	  so	  on.	  This	   is	  a	  small,	  

but	   important	  detail,	   as	   it	  helps	   the	   student	   to	   focus	   subconsciously	  on	  her	   sound	  

and	  bow	  rather	  than	  on	  the	  notes,	  which	   in	  turn	  helps	  her	  to	  analyse	  motions	   in	  a	  

more	  precise	  manner.	  (Cognitive	  Growth)	  

Exercise	  4	  presents	  a	  few	  short	  melodies.	  	  

Example	  Exercise	  4	  
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Ševčík,	  as	  already	  mentioned,	  places	  a	  great	  deal	  of	  importance	  on	  teacher–

student	   cooperation.	  He	   achieves	   this	   through	   the	  melodic	   representations,	  which	  

demand	   from	   the	   student	   an	   unfamiliar	   state	   of	   discipline	   and	   a	   higher	   level	   of	  

concentration	  concerning	   the	  application	  of	   the	   technical	   information	  described	  so	  

far.	  	  

In	   my	   personal	   experience,	   the	   existence	   of	   these	   melodic	   exercises	  

encourages	  many	  students	  to	  achieve	  the	  best	  possible	  outcome	  in	  all	  the	  previous	  

exercises,	  proving	   to	  be	  an	   indirect	   incentive	   for	  personal	  development	  and	  a	  goal	  

for	   self-‐approval	   and	   joy.	   (Positive	   Interdependence;	   Structured	   Social	   Inquiry;	  

Awareness	  Training)	  

The	  semitone	  system	  essentially	  begins	  in	  exercise	  5.	  	  

Example	  1	  Exercise	  5	  

	  

Example	  2	  Exercise	  5	  

	  

Figure 54. The	  first	  level	  of	  the	  semitone	  system	  as	  a	  guide	  
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This	   exercise	   is	   preceded	   by	   a	   guide	   (Figure 54)	   addressed	   to	   the	   teacher	  

which	   lists	   what	   is	   to	   follow.	   One	   could	   say	   that	   this	   presentation	   offers	   the	  

quintessence	  of	   left	  hand	  technique,	  because	   it	   is	   the	   first	   time	  that	  all	   the	   fingers	  

are	  placed	  on	  all	   the	  strings.	  The	  teacher	  must	  devote	  as	  much	  time	  as	   is	  required	  

for	   the	   student	   to	  understand	   the	   function	  of	   the	  hand,	   to	   learn	   the	  notes	  on	   the	  

strings	  and	  also	  to	  produce	  a	  good	  sound.	  (Concept	  Attainment)	  

It	  must	  not	  be	  forgotten	  that	  at	   this	   level	   the	  student	  has	  never	  played	  the	  

violin	   before,	   and	   the	  muscles	   of	   her	   hand	   are	   untrained.	   Thus,	   special	   attention	  

must	   be	   paid	   so	   that	   she	   should	   in	   no	   way	   feel	   pressurised,	   either	   mentally	   or	  

physically.	  From	  what	  I	  have	  experienced	  as	  a	  teacher	  on	  this	  specific	  issue,	  I	  could	  

say	  that	  it	  is	  more	  important,	  for	  instance,	  to	  reach	  the	  fourth	  finger’s	  final	  position	  

by	   stretching	   little	   by	   little	   each	   time,	   rather	   than	   by	   trying	   to	   achieve	   the	   final	  

interval	  by	  straining	  for	  it.	  	  

Once	  the	  previous	  exercise	  has	  been	  practised,	  Ševčík	  provides	  exercise	  6	  in	  

order	   to	   help	   the	   student	  with	   intonation	   errors	   and	   to	   train	   him	   to	   listen	   and	   to	  

compare	  intervals.	  	  

Example	  Exercise	  6	  
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Based	  on	  my	  experience	  in	  the	  classroom	  again,	  it	  is	  my	  opinion	  that	  teachers	  

should	  refrain	  from	  being	  absolute	  or	  demanding	  regarding	  the	  achievement	  of	  pure	  

intonation	  in	  such	  exercises,	  especially	  when	  the	  student	  is	  a	  beginner.	  Instead,	  they	  

should	  be	  flexible,	  urging	  the	  student	  to	  check	  herself	  by	  setting	  specific	  attainable	  

goals;	   for	   example,	   to	   check	   a	   note	  with	   an	   open	   string	  whenever	   it	   exists,	   or	   to	  

compare	  a	  note	  with	  the	  same	  note	  on	  the	  piano	  or	  the	  teacher’s	  violin.	  This	  whole	  

procedure	  will	  encourage	  performance	  towards	  a	   ‘visible’	  target	  and	  finally	  a	  more	  

correct	  intonation.	  (Inquiry	  Training) 

The	  7th	  exercise	  provides	  more	  detailed	  information	  on	  fingerings	  order.	  	  

Example	  Exercise	  7	  

	  

The	  notes	  are	  now	  presented	  in	  random	  order,	  always,	  though,	  on	  the	  same	  

string.	  Rhythm,	   sound	  and	  bow-‐handling	  are	  once	  again	   the	   focal	  points,	   and	  with	  

the	  help	  of	  the	  teacher,	  intonation	  errors	  are	  avoided.	  (Cognitive	  Growth)	  	  

New	   melodies	   based	   on	   new	   scales	   make	   their	   appearance	   in	   exercise	   8.	  

Ševčík	   asks	   the	   student	   to	   distinguish	   between	   semitones	   and	   tones,	   while	   the	  

exercise	  leads	  to	  an	  ever	  better	  codification	  and	  understanding	  of	  finger	  spacing	  on	  

the	  fingerboard.	  (Cognitive	  Growth)	  
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Example	  Exercise	  8	  

	  

In	   the	   9th	   exercise	   the	   fingerings	   are	   once	   more	   presented	   in	   a	   random	  

order.	   Nevertheless,	   the	   whole	   process	   this	   time	   –	   compared	   to	   the	   previous	  

exercise	  –	  takes	  place	  on	  two	  strings.	  	  

Example	  Exercise	  9	  

	  

Through	   this	   exercise,	   performance	   becomes	   more	   complicated,	   while	  

greater	   discipline	   is	   required	   for	   coordinating	   the	   two	   hands.	   The	   instructions	  

provided	  on	  how	  to	  place	   the	   fingers	  on	   the	   fingerboard	  must	  be	   ‘followed	   to	   the	  

letter’,	   while	   the	   three	   variants	   at	   the	   beginning	   of	   the	   exercise	   are	   rhythmically	  

more	  complex,	  introducing	  legato	  bowing	  as	  an	  extra	  feature.	  (Cognitive	  Growth)	  	  

Exercise	  10	   is	  kept	  at	  the	  same	   level	   to	  provide	  the	  opportunity	   for	   further	  

practice.	  
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Example	  Exercise	  10	  

	  

The	  variants	  mentioned	  here	  can	  be	  introduced	  between	  exercises	  9	  and	  10	  

to	   save	   practice	   time,	   while	   once	   more	   the	   goal	   of	   this	   exercise	   is	   to	   achieve	  

qualitative	  sound	  and	  to	  place	  the	  fingers	  properly.	  Without	  exceeding	  the	  student’s	  

endurance	   in	   search	  of	  perfection	  –	  with	   respect	   to	   the	  students’	   innate	  biological	  

capacity	  –	  the	  first	  ‘level’	  of	  the	  semitone	  system	  has	  now	  been	  mapped	  (semitone	  

from	   first	   to	   second	   finger)	   and	   the	   student	   should	   no	   longer	   encounter	   any	  

problems	  in	  playing,	  or	  recognising	  notes	  and	  intervals	  inherent	  to	  it.	  (Programmed	  

Learning)	  

The	   first	   scales	   are	   introduced	   in	   exercise	  11,	  with	   the	   teacher	   once	  more	  

accompanying	  the	  student	  when	  she	  performs.	  
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Example	  Exercise	  11	  

	  

Correct	   tonal	  playing	   is	  achieved	  and	  monotony	  avoided,	  while	   the	  concept	  

of	   ‘chamber	   music’	   makes	   its	   appearance	   once	   again	   as	   an	   indication	   of	   the	  

significance	   Ševčík	   has	   attributed	   to	   it	   throughout	   his	   work.	   (Awareness	   Training;	  

Positive	  Interdependence)	  

3.2.8.3.	  	  Opus	  6	  –	  Part	  II	  

Exercise	  12	   is	   ideal	   for	   the	   student	   to	   learn	  how	   to	  handle	  double-‐stops	   in	  

different	   ‘broken’	   combinations	   (Inductive	   Thinking).	   It	   is	   also	   an	   introduction	   to	  

energy-‐saving	   exercises,	   teaching	   the	   beginner	   violinist	   not	   to	   make	   unnecessary	  

movements.	   The	   less	   the	   fingers	  move	   and	   the	   fewer	   the	   unnecessary	   shifts,	   the	  

greater	  the	  stamina	  and	  stability	  of	  performance.	  Additionally,	  the	  division	  into	  small	  

sections	   of	   patterns	   helps	   in	   understanding	   and	   recognising	   the	   needs	   of	   each	  

separate	  finger	  movement.	  (Concept	  Attainment)	  	  
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Example	  Exercise	  12	  

	  

Remaining	  with	  the	  first	  level	  of	  the	  semitone	  system	  (first	  to	  second	  finger)	  

in	   exercise	   13,	   Ševčík	   presents	   intentionally	   and	   systematically	   the	   functions	   of	  

intervals,	   beginning	  with	   the	   interval	   of	   a	   third	   and	   reaching	   an	   eighth.	   (Cognitive	  

Growth)	  	  

Example	  1	  Exercise	  13	  

	  

Example	  2	  Exercise	  13	  

	  

Example	  3	  Exercise	  13	  

	  

Example	  4	  Exercise	  13	  
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By	   doing	   this,	   and	   while	   continuing	   the	   ‘mapmaking’	   of	   the	   fingerboard,	  

Ševčík	   prepares	   the	   violinist	   to	   play	   scales,	   while	   he	   presents	   a	   step-‐by-‐step	  

application	   of	   intervals;	   a	   combination	   of	   the	   1-‐2,	   1-‐2-‐3,	   1-‐2-‐3-‐4	   fingering	   systems	  

(Cognitive	  Growth).	   This	  particular	   exercise	  proves	   that	   Ševčík	  has,	   indeed,	   started	  

one	  step	  before	  scales	  and	  the	  diatonic	  system,	  implementing	  in	  practice	  everything	  

discussed	   at	   the	   beginning	   of	   this	   Opus	   concerning	   the	   semitone	   system.	   Not	  

intending	   to	   neglect	   rhythmic	   progression	   to	   this	   point,	   he	   also	   presents	   the	   6/4	  

metre	   as	   a	   new	   rhythmical	   element,	   providing	   a	   full	   informational	   scheme.	   (the	  

Simulation	  model)	  	  

Ševčík	  progresses	  to	  melodies	  in	  exercise	  14,	  asking	  the	  student	  to	  find	  and	  

name	  the	  semitones	  and	  tones.	  

Example	  1	  Exercise	  14	  

	  

Example	  2	  Exercise	  14	  
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These	   ten	   short	  melodies	   once	   again	   help	   to	   consolidate	   all	   the	   preceding	  

exercises,	  making	   them	  better	   understood,	  while	   a	   sense	   of	  musical	   interaction	   is	  

evident.	  (Positive	  Interdependence)	  

Exercise	   15	   moves	   to	   the	   second	   level	   of	   the	   semitone	   system,	   from	   the	  

second	  to	  the	  third	  finger.	  Here	  too,	  the	  exercise	  is	  preceded	  by	  a	  guide	  to	  what	  will	  

follow	  with	   respect	   to	   the	   fingers	   and	   their	  movements	   (Figure 55),	   though	   this	   is	  

shorter	  here	  because	  of	  the	  previous	  level’s	  practice	  experience.	  (Inductive	  Thinking)	  

	  	  	  	  	  	  	   	  

Figure 55. The	  second	  level	  of	  the	  semitone	  system	  as	  a	  guide	  

	  	   Ševčík	  first	  analyses	  the	  gradual	  transition	  from	  the	  first	  to	  the	  second	  level	  

and	  the	  motions	  of	  the	  second	  finger	  in	  relation	  to	  the	  third	  one	  on	  each	  individual	  

string.	   Later	   on,	   the	   movements	   of	   these	   fingers	   on	   two	   successive	   strings	   are	  

explored	  practically.	  (Cognitive	  Growth)	  

Example	  Exercise	  15	  
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In	  exercise	  16,	  the	  use	  of	  the	  natural	  G,	  D	  and	  A	  scales	  is	  explored	  practically,	  

while	   a	   conception	   of	   the	   chords	   with	   a	   third	   is	   gradually	   introduced	   too.	   Then,	  

Ševčík	  moves	  on	  to	  the	  interval	  of	  fourth	  using	  the	  same	  motif,	  and	  at	  the	  same	  time	  

he	   introduces	   the	   arpeggios,	   ‘breaking’	   them	   up	   into	   different	   sections.	   (Concept	  

Attainment;	  Inductive	  Thinking)	  

Example	  Exercise	  16	  

	   	  

Once	   again,	   the	   melodies	   in	   exercise	   17	   help	   the	   student	   to	   break	   the	  

monotony	   and	   work	   cooperatively	   (Positive	   Interdependence).	   Additionally,	   the	  

learner	  is	  provided	  with	  a	  more	  musical	  opportunity	  to	  check	  and	  verify	  whether	  she	  

can	  perform	   the	  previously	   presented	   scales	   and	  pitch	  of	   notes.	   The	   semitones	  of	  

the	  1st	  to	  2nd	  and	  2nd	  to	  3rd	  finger	  systems	  have	  by	  now	  been	  fully	  discussed,	  and	  all	  

the	   necessary	   information	   on	   their	   movements	   and	   combinations	   has	   been	  

presented.	  	  

Example	  Exercise	  17	  
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Exercise	   18	   combines	   the	   two	   semitone	   levels	   on	   one	   string,	   thereby	  

enriching	  the	   ‘map’	  of	  the	  fingerboard	  with	  a	  more	  complex	  combination	  of	  notes.	  

(Cognitive	  Growth)	  

Example	  Exercise	  18	  

	  

The	  introductory	  cycle	  of	  this	  semitone	  level	  is	  fully	  completed	  with	  exercise	  

19,	  where	  the	  1st	  to	  2nd	  and	  2nd	  to	  3rd	  finger	  combinations	  are	  played	  on	  two	  strings.	  

(Cognitive	  Growth)	  

Example	  Exercise	  19	  

	  

As	  a	  tool	  for	  further	  activity,	  the	  20th	  exercise	  is	  devoted	  to	  the	  G	  major	  scale	  

to	   which	   the	   student	   applies	   all	   that	   she	   has	   learnt	   so	   far.	   The	   evolution	   of	  

performance	   towards	   a	   two-‐octave	   scale	   is	   exhibited,	   further	   underpinned	   by	  

divisions	  into	  small	  sections.	  (Cognitive	  Growth)	  

Example	  Exercise	  20	  
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In	   the	   next	   exercise,	   Ševčík	   for	   the	   first	   time	   presents	   ‘finger	   shifting’,	   the	  

moving	   of	   a	   finger	   by	   dragging	   it	   from	   one	   point	   on	   a	   string	   to	   another.	   In	   this	  

exercise	  –	  number	  21	  –	  the	  student	  must	  essentially	  learn	  to	  change	  semitones	  from	  

the	  1st	  to	  2nd	  finger	  system	  to	  the	  2nd	  to	  3rd	  one,	  achieving	  this	  by	  sliding	  from	  point	  A	  

–	  where	  the	  1st	  and	  2nd	  fingers	  are	  close	  together	  –	  to	  point	  B	  –	  where	  the	  2nd	  and	  3rd	  

fingers	   join	   (Figure 56).	   It	   goes	   without	   saying	   that	   this	   technical	   development	  

derives	  from	  the	  last	  levels’	  content	  combination.	  (Inductive	  Thinking)	  

	  

Figure 56. The finger shifting	  

Example	  Exercise	  21	  

	  

Now	   that	   the	   student	   is	   better	   informed	   and	   his	   technical	   horizon	   further	  

expanded,	   Ševčík	   takes	   the	   opportunity,	   provided	   in	   exercise	   22,	   to	   present	  
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something	  that	  is	  not	  widely	  used	  in	  violin	  performance	  –	  moving	  the	  2nd	  finger	  from	  

the	   first	   finger	   system	   (1st-‐2nd)	   to	   the	   second	   finger	   system	   (2nd-‐3rd)	   in	   order	   to	  

change	   semitones	  which	  are	  not	  on	   the	   same	   string.	  Many	  violinists	  may	   consider	  

something	   like	   this	   incorrect.	   Nevertheless,	   it	   successfully	   helps	   in	   developing	   the	  

feeling	   on	   the	   fingerboard,	   while	   additionally	   it	   serves	   to	   further	   emphasise	   the	  

distance	  between	  the	  two	  finger	  systems.	  This	   is	  due	  to	  the	  fact	  that	  each	  finger	  is	  

not	   dragged	   on	   the	   string,	   but	  must	   be	   lifted	   from	   one	   and	  moved	   to	   another	   in	  

order	  to	  play	  the	  required	  note.	  (Cognitive	  Growth)	  	  

Example	  Exercise	  22	  

	  

Continuing	  with	  more	   short	  melodies	   in	   exercise	  23	   and	   the	   application	   in	  

them	  of	  all	  that	  has	  been	  learnt	  so	  far,	  Ševčík	  encourages	  the	  student	  to	  distinguish	  

semitones	  from	  tones.	  Working	  in	  both	  a	  mental	  and	  a	  cooperative	  environment	  in	  

this	  case,	  Ševčík	  tries	  in	  different	  ways	  to	  make	  the	  student	  constantly	  aware	  of	  her	  

technical	  and	  musical	  situation,	  providing	  clear	  tools	  for	  this	  purpose.	  (Role	  Playing;	  

Awareness	  Training)	  

Example	  Exercise	  23	  
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It	   should	   be	  noted	   that	   the	   last	   of	   these	  melodies	   introduces	   the	   rhythmic	  

structure	  of	  quavers	  for	  the	  first	  time,	  where	  a	  linguistic	  pattern	  shows	  how	  to	  split	  a	  

crotchet	   into	   quavers.	   Ševčík	   employs	   the	   first	   three	  words	   of	   the	   relevant	   Italian	  

numbers	   –	   U-‐no,	   Du-‐e,	   Tre-‐e	   (Figure 57)	   –	   thus	   providing	   an	   indirect	   link	   of	  

perception	  to	  the	  specific	  rhythmical	  pattern.	  (Nondirective	  Teaching)	  

	  

Figure 57.  The	  rythmic	  structure	  of	  quavers	  

Exercise	  24	  takes	  us	  to	  the	  third	  level	  of	  the	  semitone	  system,	  which	  includes	  

the	  particular	  semitone	  of	  the	  open	  string	  to	  the	  first	  finger.	  Starting	  gradually	  once	  

again,	  from	  the	  1st	  to	  2nd	  semitone	  finger	  system,	  the	  student	  moves	  on	  to	  practise	  

this	  semitone	  that	  involves	  the	  open	  string	  with	  the	  1st	  finger.	  The	  practical	  section	  

of	  this	  exercise	  is	  prefigured	  by	  a	  guide	  (Figure 58):	  	  

	  	  	  	  	  	  	   	  

Figure 58. The	  third	  level	  of	  the	  semitone	  system	  as	  a	  guide	  

As	   we	   have	   already	   seen,	   it	   is	   worth	   mentioning	   that	   Ševčík	   never	   goes	  

directly	   from	   one	   semitone	   finger	   system	   to	   another.	   For	   that,	   his	   work	   always	  
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establishes	   a	   link	   between	   the	   relevant	   structures,	   which	   constitutes	   a	   linear	   and	  

inductive	  approach.	  (Inductive	  Thinking)	  

Example	  Exercise	  24	  

	  

Ševčík	  decided	  to	  work	  with	  the	  F	  major	  and	  B	  flat	  major	  scales	  in	  exercise	  25	  

in	   order	   to	   consolidate	   and	   raise	   the	   students’	   awareness	   of	   the	   last	   presented	  

semitone	   interval	   (open	   string	   to	   the	   first	   finger).	   He	   writes	   down	   the	   scales	   in	  

ascending	  and	  descending	  order,	  initially	  in	  two	  octaves	  and	  later	  with	  broken	  thirds,	  

finally	  exploring	  chords	  in	  thirds,	  sixths	  and	  fourths.	  (Cognitive	  Growth)	  

Example	  Exercise	  25	  

	  

Exercise	  26	   brings	   the	   specific	   semitone	   level	   to	   a	   close.	   This	   exercise	   is	   a	  

composition	   of	  melodies	   in	  which	   all	   of	   the	   above	   apply,	   while	   complex	   rhythmic	  

elements	   –	   such	   as	   the	   dotted	   half	   note	   and	   the	   two	   quavers	   pattern	   –	   appear.	  

(Conceptual	  Systems;	  Positive	  Interdependence)	  
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Example	  Exercise	  26	  

	  

3.2.8.4.	  Opus	  6	  –	  Part	  III	  

Advancing	   to	  Opus	   6	   Part	   III,	   exercise	  27	   summarises	   the	   aforementioned	  

three	  levels	  of	  semitone	  system	  learned	  this	  far.	  (Mastery	  Learning)	  	  	  

Example	  Exercise	  27	  

	  

Up	   to	   this	   point,	   a	   developmental	   process	   for	   the	   left	   hand’s	   technique	  

appears	  all	  the	  more	  evident,	  as	  the	  path	  of	  the	  semitone	  system	  is	  expanded,	  while	  

it	   is	   also	   worth	   mentioning	   the	   student’s	   firm	   engagement	   with	   the	   bowing	  

technique.	  

Comprising	   exercise	   28,	   the	   C	   major	   scale	   is	   introduced	   as	   an	   outcome	  

derived	   from	  all	   the	  available	   information,	  establishing	   the	  concept	  of	   the	  diatonic	  

scale	   as	   widely	   used	   (Inductive	   Thinking;	   Concept	   Attainment).	   The	   practice	  

introduced	   in	   this	   exercise	   formulates	   the	   scale’s	   range	   up	   to	   two	   octaves	  where,	  
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however,	  not	  wanting	  the	  student	  to	  be	  pressurised,	  Ševčík	  keeps	  a	  B	  as	  the	  highest	  

note.	  This	  is	  to	  avoid	  excessive	  stretching	  of	  the	  left	  hand’s	  fourth	  finger	  as	  well	  as	  a	  

possible	  loss	  of	  the	  exercise’s	  overall	  focus.	  

Example	  Exercise	  28	  

	  

Exercise	  29,	   indicates	   the	  D	  major,	   B	  minor,	   G	  major,	   E	  minor,	   C	  major,	   A	  

minor,	   F	   major,	   D	   minor	   and	   B♭ major	   scales,	   exhibiting	   a	   ‘broken’	   form	   of	   the	  

chords	   relevant	   to	   these	   scales.	   Training	   is	   also	   supplemented	   with	   new	   ways	   of	  

handling	   the	   bow	   (Cognitive	   Growth).	   Ševčík,	   using	   different	   slurs	   for	   a	   more	  

targeted	  and	  versatile	  technical	  engagement	  in	  this	  exercise,	  expects	  the	  student	  to	  

keep	  the	  fingers	  on	  the	  strings	  as	  much	  as	  possible,	   launching	  an	  initial	  posture	  for	  

the	  chords’	  vertical	  formulation	  and	  performance	  in	  this	  way.	  (Simulation)	  	  

Example	  Exercise	  29	  
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By	  using	   the	  aforementioned	   ‘broken’	  chords’	   training,	  exercise	  number	  30	  

raises	   the	   technical	   presentation	   referring	   to	   chords,	   throwing	   in	   a	  more	   complex	  

and	   advanced	   option:	   the	   vertical	   formation	   (Cognitive	   Growth).	   In	   this	   new	  

technical	  construct,	   intonation	   is	  always	  an	   important	   issue,	  while	  quality	  of	  sound	  

should	  be	  sufficiently	  exercised	  in	  terms	  of	  bowing,	  too.	  	  

Example	  Exercise	  30	  

	  

Exercise	  31	  repeats	  the	  model	  of	  exercise	  21	  of	  this	  particular	  Opus,	  this	  time	  

using	  two	  fingers	  at	  the	  same	  time	  for	  the	  relevant	  ‘shifting’;	  namely	  the	  1st	  and	  the	  

2nd	   ones	   (Cognitive	   Growth).	   As	   with	   previous	   exercises,	   it	   is	   important	   for	   the	  

student	   to	  have	  a	   relaxed	   left	  hand,	  while	  maintaining	  a	  good	  and	  consistent	  bow	  

handling	  helps	  the	  overall	  progress.	  	  

Example	  Exercise	  31	  

	  

In	   exercise	  32,	   the	   shifting	   and	  movement	   of	   the	   first	   finger	   is	   dealt	   with	  

again	  as	  an	  important	  element	  of	  this	  level	  of	  the	  semitone	  system,	  but	  this	  time	  in	  

relation	   to	   two	  different	   strings.	   In	   fact,	   apart	   from	   the	   1st	   finger’s	  movement,	   an	  
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extra	  movement	  relevant	  to	  the	  2nd	   finger	   is	  encountered,	  developing	   in	  result	   the	  

training	   and	   thus	   performance	   outcome	   of	   the	   exercise	   numbered	   22.	   (Cognitive	  

Growth)	  

Example	  Exercise	  32	  

	  

In	   exercise	  33,	   by	   combining	   for	   the	   first	   time	   all	   the	   previous	  mentioned	  

elements	  of	  the	  finger	  shifting	  process,	  Ševčík	  takes	  the	  opportunity	  to	  introduce	  the	  

structure	  of	  the	  melodic	  minor	  and	  harmonic	  minor	  scales.	  A	  minor,	  D	  minor	  and	  G	  

minor	  scales,	  fitting	  well	  with	  the	  currently	  examined	  level	  of	  the	  semitone	  system,	  

are	   ideal	   for	   this	   purpose,	  while	   they	   even	   include	   the	   interval	   of	   the	   augmented	  

second	  as	  an	  extra	  feature	  of	  harmony	  and	  performance.	  (Cognitive	  Growth)	  

Example	  Exercise	  33	  

	  

Exercise	   34	   encounters	   once	   again	   the	   technique	   already	   practised	   in	  

melodies,	   keeping	   in	   mind	   the	   teacher’s	   help	   and	   collaboration	   as	   an	   important	  

element.	  As	   the	  melodies	  constitute	  an	   integral	  part	  of	  Ševčík’s	  work,	   it	   is	   through	  

these	   that	   student	   and	   teacher	  work	   together,	   enabling	   the	   latter	   to	  mobilise	   the	  

former’s	   innate	   learning	   impulse.	   Feelings	   of	   exhaustion	   and	   disappointment	   are	  
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then	   avoided,	   while	   the	   student’s	   self-‐confidence	   and	   self-‐esteem	   is	   bolstered.	  

(Social	  Learning;	  Self-‐Actualisation;	  Awareness	  Training)	  

Example	  Exercise	  34	  

	  

The	   fourth	   level	  of	   the	  semitone	  system	   is	  presented	  with	  exercise	  number	  

35.	   The	   examined	   semitone	   now	   occurs	   from	   the	   3rd	   to	   the	   4th	   finger	   (Mastery	  

Learning;	  Cognitive	  Growth).	  This	  fingering	  system	  is	  perhaps	  the	  most	  difficult	  of	  all	  

–	  in	  physical	  terms	  –	  due	  to	  the	  fact	  that	  it	  requires	  the	  greatest	  possible	  extension,	  

not	  only	  in	  order	  for	  the	  3rd	  and	  4th	  fingers	  to	  stay	  close	  together,	  but	  also	  in	  order	  

for	  the	  1st	  and	  2nd	  fingers	  to	  remain	  on	  the	  fingerboard	  as	  much	  as	  possible.	  An	  initial	  

teaching	  guide	  exists	  as	  a	  reference	  for	  this	  level,	  too,	  including	  both	  successive	  note	  

and	  larger	  interval	  patterns	  (Figure 59).	  

	  	  	  	  	  	  	  	   	  

Figure 59. The	  fourth	  level	  of	  the	  semitone	  system	  as	  a	  guide	  
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Example	  Exercise	  35	  

	  

Being	  evident	  how	  Opus	  6	  deploys	  its	  structure	  up	  to	  this	  point,	  exercise	  36	  

brings	  to	  the	  fore	  a	  system	  entirely	  consistent	  with	  the	  previous	  exercises	  (Cognitive	  

Growth).	  Making	  use	  of	  three	  newly	  presented	  scales	  –	  A	  major,	  E	  major	  and	  B	  major	  

–	   the	   student	   once	   more	   applies	   the	   already	   examined	   third	   to	   fourth	   finger	  

semitone,	  expanding	   in	  result	  not	  only	  technically	  but	  also	  theoretically	  her	  overall	  

awareness.	  

Example	  1	  Exercise	  36	  

	  

Example	  2	  Exercise	  36	  

	  

The	  fourth	  level	  of	  the	  semitone	  system	  is	  once	  again	  practised	  through	  the	  

melodies	  proposed	   in	  exercise	  37,	  while	  as	  student	  and	  teacher	  perform	   in	  a	  duet	  

form,	  they	  employ	  in	  parallel	  scales	  and	  technical	  elements	  included	  in	  the	  previous	  

parts	  of	  Opus	  6	  Part	   III	   (Mastery	  Learning;	  Simulation;	  Positive	   Interdependence).	   It	  

should	  be	  noted	  that	  the	  ‘upbeat’	  term	  (or	  ‘levare’	  in	  Italian	  or	  ‘auftakt’	   in	  German	  
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as	  sometimes	  used	  in	  violin	  performance)	  is	  presented	  here	  for	  the	  first	  time,	  both	  

musically	  and	  technically,	  expanding	  in	  result	  performance	  variety.	  	  

Example	  Exercise	  37	  

	  

Exercises	  38,	  39	  and	  40	  move	  along	  the	  same	  lines	  as	  exercises	  27,	  31	  and	  

32,	  combining	  the	  levels	  of	  the	  semitone	  system	  that	  have	  been	  presented	  up	  to	  this	  

point.	  Versatile	  bowing	  (38),	  chromatic	  formation	  of	  finger	  systems	  through	  the	  A,	  D	  

and	  G	   scales	   (39),	   as	  well	   as	   replacement	  of	  parallel	   semitones	   from	  one	   string	   to	  

another	   (40),	   form	   the	   developed	   characteristics	   of	   this	   left	   hand’s	   training	   set.	  

(Cognitive	  Growth;	  Mastery	  Learning)	  

	  Example	  Exercise	  38	  

	  

Example	  Exercise	  39	  
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Example	  Exercise	  40	  

	  

Further	  on,	  the	  scales	  in	  exercise	  41	  –	  A	  minor,	  E	  minor	  and	  B	  minor	  –	  help	  

the	   student	   to	   practise	   better	   the	   semitones	   already	  mentioned	   for	   this	   level.	   By	  

performing	  a	   technical	  preparation	   for	  every	   individual	   scale,	   a	  detailed	   ‘structural	  

projection’	  comes	  to	  the	  fore	  in	  advance,	  explaining	  and	  more	  clearly	  establishing	  in	  

consequence	  the	  scales’	  tonal	  core.	  (Simulation)	  

Example	  Exercise	  41	  

	  

Reaching	  the	  end	  of	  this	  part	  of	  Opus	  6,	  the	  melodies	  included	  in	  exercise	  42,	  

are	  of	  a	  more	  rhythmical	  nature.	  	  
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Example	  Exercise	  42	  

	  

In	  them,	  Ševčík	  takes	  the	  opportunity	  to	  present	  new	  rhythmic	  elements	  such	  

as	  the	  3/8	  rhythmic	  measure,	  while	  primarily	  using	  the	  concept	  of	  the	  dotted	  note	  as	  

a	   dotted	   crotchet	   or	  minim,	   he	   explicitly	   evolves	  music	   through	   rhythm	   (Inductive	  

Thinking;	  Nondirective	   Teaching).	   Also	   noteworthy	   is	   Ševčík’s	   comment	   on	  melody	  

55,	   in	   which	   he	   requests	   the	   student	   to	   play	   pizzicato,	   explaining	   directly	   how	   it	  

should	  be	  performed.	  (Direct	  Teaching)	  

3.2.8.5.	  Opus	  6	  –	  Part	  IV	  

Reaching	   Opus	   6	   Part	   IV,	   exercise	   43	   presents	   a	   more	   complex	   training	  

scenario	  (fifth	  level	  of	  the	  semitone	  system)	  than	  the	  previous	  exercises,	  combining	  

two	  previously	  examined	   semitone	   finger	   systems	  at	   the	   same	   time;	   that	   is,	   those	  

relating	   to	   the	  open	   string	  with	   the	  1st	   finger,	   and	   that	  which	  uses	   the	  3rd	   and	  4th	  

fingers	  (Inductive	  Thinking;	  Inquiry	  Training).	  (Figure 60)	  
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Figure 60. The	  fifth	  level	  of	  the	  semitone	  system	  as	  a	  guide	  

Example	  Exercise	  43	  

	  

What	   Ševčík	   basically	   does	   in	   this	   exercise	   is	   to	   combine	   the	   two	   previous	  

levels	   to	   create	   a	   new	   one,	   requiring	   a	   higher	   level	   of	   skill.	   The	   student	   needs	   to	  

follow	   a	   greater	   fingering	   coordination	   now,	   while	   minims	   and	   crotchets,	   with	  

different	   bowings	   on	   all	   strings	   separately,	   form	   the	  main	   subject	   of	   training.	   The	  

student	  is	  also	  instructed	  by	  Ševčík	  to	  combine	  different	  finger	  placements,	  by	  using	  

up	  to	  two	  strings	  at	  the	  same	  time.	  

	  In	  exercises	  44	  and	  45	  respectively,	  three	  scales	  –	  B	  flat	  major,	  E	  flat	  major	  

and	  A	  flat	  major	  –	  and	  a	  set	  of	  melodies	   further	  evolve	  the	  previous	   finger	  system	  

combination,	  while	  various	  intervals	  of	  3rds,	  4ths	  and	  octaves	  are	  introduced	  musically	  

and	  technically.	  	  (Cognitive	  Growth;	  Mastery	  Learning)	  
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Example	  Exercise	  44	  	  

	  

Example	  Exercise	  45	  

	  

Inside	   the	  melodies,	   the	   role	   of	   accompaniment	   is	   introduced	   as	   a	  musical	  

element.	  This	  means	  that	  the	  student	  accompanies	  the	  teacher,	  changing	  roles	  and	  

acting	  as	  a	  minor	  melodic	  line.	  (Role	  Playing;	  Positive	  Interdependence)	  

A	  new	  combination	  of	  semitones	  is	  yet	  again	  employed	  in	  exercises	  46,	  47,	  

and	   48,	   applying	   the	   well-‐known	   manner	   of	   presentation	   and	   structure.	   More	  

specifically,	  in	  exercise	  46	  Ševčík	  uses	  distinctive	  motifs	  to	  analyse	  the	  semitones	  of	  

the	  open	   string	  with	   the	  1st	   finger	   and	   the	  3rd	  with	   the	  4th	   fingers	   simultaneously,	  

while	  the	  semitones	  of	  the	  open	  string	  with	  the	  1st	  finger,	  the	  1st	  with	  the	  2nd,	  the	  2nd	  

with	  the	  3rd	  and	  the	  3rd	  with	  the	  4th	  fingers	  are	  accordingly	  articulated,	  being	  placed	  

separately.	  (Cognitive	  Growth)	  	  

Example	  Exercise	  46	  
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In	  exercise	  47,	  Ševčík	  presents	  the	  chromatic	  shift	  of	  the	  4th	  finger	  from	  one	  

string	  to	  another,	  and	  at	  the	  same	  time	  the	  chromatic	  movement	  of	  all	  fingers	  on	  all	  

strings,	   through	   a	   diversity	   of	   semitones	   (Mastery	   Learning).	   He	   also	   recommends	  

the	   G	   minor	   and	   C	   minor	   scales	   for	   practising,	   while	   concerning	   the	   melodies	   of	  

exercise	   48,	   a	   prolonged	   duration	   of	   performance	   is	   noted	   for	   the	   first	   time.	  

Additionally	   to	   this	   latter,	   Ševčík	   includes	   for	   the	   first	   time	   not	   only	   his	   own	  

compositions	   but	   also	   other	   musical	   pieces	   by	   Haydn	   &	   Lvov,	   so	   increasing	   the	  

musical	  stimuli	  through	  new	  composing	  styles.	  (Structured	  Social	  Inquiry)	  	  

Example	  Exercise	  47	  

	  

Example	  Exercise	  48	  

	  

The	   next	   (sixth)	   level	   of	   the	   semitone	   system	   is	   presented	   in	   exercise	  49,	  

including	   this	   combination	  of	   the	   semitones	   from	   the	  open	   string	   to	   the	   1st	   finger	  

and	  from	  the	  2nd	  to	  the	  3rd	  at	  the	  same	  time.	  Following	  the	  usual	  guide	  addressed	  to	  

the	  teacher	  (Figure 61),	  the	  exercise	  begins	  on	  one	  string	  and	  is	  then	  extended	  to	  up	  

to	   two	   strings.	   This	   allows	   the	   students	   to	   practise	   both	   of	   the	   semitones	  
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simultaneously	   in	  one	  execution.	  Lastly,	  Ševčík	  recommends	  A	  flat	  major	  and	  D	  flat	  

major	  scales	  for	  more	  rounded	  practice.	  (Mastery	  Learning)	  

	  	  	  	  	  	  	  	   	  

Figure 61. The	  sixth	  level	  of	  the	  semitone	  system	  as	  a	  guide	  

Example	  Exercise	  49	  	  

	  

Exercise	  50	   is	  mainly	   structured	   to	   help	   practise	   the	   shift	   of	   the	   3rd	   finger	  

from	   one	   string	   to	   another	   via	   semitones,	   as	   well	   as	   to	   explore	   the	   particular	  

application	  of	  this	  movement	  to	  F	  minor	  and	  B	  flat	  minor	  scales	  (Cognitive	  Growth).	  

Ševčík	  suggests	  that	  the	  melodies	  in	  exercise	  51	  should	  be	  studied	  in	  parallel,	  while	  

through	   these	   melodies	   he	   analyses	   for	   the	   first	   time	   the	   rhythmical	   value	   of	  

semiquavers	  within	  a	  melodic	  core.	  

Example	  Exercise	  50	  
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Example	  Exercise	  51	  

	  

Together	  with	  these	  semiquavers,	  Ševčík	  also	  presents	  a	  versatile	  number	  of	  

different	  rhythmical	  elements	  –	  quavers	  and	  triplets	  –	  leading	  to	  a	  straight	  technical	  

comparison	  between	  them.	  This	   is	  a	  rather	  clever	  approach	  which,	  being	  beneficial	  

to	  the	  student	  directly,	  clarifies	  initially	  the	  usage	  of	  the	  aforementioned	  rhythmical	  

values,	   subsequently	   employing	   them	   in	   a	   more	   complex	   outcome	   and	   musical	  

scenario.	  (Inductive	  Thinking;	  Conceptual	  Systems)	  	  

In	   exercise	  52,	   the	   seventh	   level	   of	   the	   semitone	   system	   is	   presented.	   For	  

this	  one,	  the	  1st	  and	  2nd	  fingers	  are	  mostly	  placed	  towards	  the	  peg,	  while	  the	  other	  

two	  should	  be	  kept	  apart,	  forming	  the	  relevant	  tones	  and	  semitones	  (Figure 62).	  

	  	  	  	   	  

Figure 62.	  The	  seventh	  level	  of	  the	  semitone	  system	  as	  a	  guide	  

Example	  Exercise	  52	  
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It	   should	   be	  mentioned	   that	   the	   positioning	   of	   the	   first	   two	   fingers	   at	   the	  

beginning	  of	  the	  fingerboard	  results	  in	  the	  learning	  of	  a	  new	  violin	  ‘position’,	  the	  one	  

known	   as	   ‘half’.	   This	   represents	   one	   of	   the	   many	   highlights	   and	   innovative	  

approaches	   of	   Ševčík’s	   educational	   method	   (Programmed	   Learning;	   Mastery	  

Learning),	  not	   in	   terms	  of	   its	  use,	  but	   rather	  of	   the	  way	   it	   is	  presented	  and	   learnt.	  

The	  ‘half’	  position	  is	  clearly	  and	  systematically	  established	  through	  the	  elements	  this	  

new	   level	   of	   the	   semitone	   system	   represents,	  while	   C	   flat	  major	   and	  G	   flat	  major	  

scales	  finalise	  the	  relevant	  approach	  and	  technical	  introduction.	  	  

Continuing,	  Ševčík	  advises	  the	  student	  to	  study	  the	  melodies	  in	  exercise	  54,	  

after	  she	  has	  practised	  in	  exercise	  53	  the	  replacement	  and	  shifting	  of	  the	  2nd	  finger	  

in	   a	   semitone	   interval.	   This	   latter	   is	   proposed	   through	   a	   direct	   application	   in	  

different	  formations	  of	  B	  flat	  minor,	  E	  flat	  minor	  and	  A	  flat	  minor	  scales.	  (Cognitive	  

Growth;	  Simulation)	  

Example	  Exercise	  53	  

	  

Example	  Exercise	  54	  	  
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According	   to	   a	   general	   observation	   I	   have	   made	   during	   the	   course	   of	   my	  

research,	   I	   have	   reached	   the	   conclusion	   that	   from	   the	   very	   beginning	  of	   his	  work,	  

Ševčík	  uses	  the	  melodies	  and	  not	  the	  exercises	  to	  develop	  the	  student’s	  rhythmical	  

training.	  From	  an	  educational	  point	  of	  view,	  this	  strategy	  could	  be	  considered	  more	  

efficient	  for	  a	  multi-‐faceted	  teaching	  and	  learning	  approach,	  as	  a)	  the	  student	  gains	  a	  

better	  understanding	  of	   the	   rhythmical	  element	  and	  b)	  assimilation	   in	  musical	  and	  

technical	   matters	   occurs	   much	   faster.	   For	   all	   this,	   we	   can	   positively	   assume	   that	  

Ševčík	  formed	  and	  embedded	  the	  specific	  strategy	  in	  his	  work	  a	  priori,	  encapsulating	  

a	  simulation-‐like	  character	  and	  an	  interactive	  environment,	  hence	  aiming	  to	  create	  a	  

definite	  path	  of	  musical	  and	  technical	  training.	  	  	  

Exercise	   55	   presents	   the	   final	   level	   of	   Ševčík’s	   semitone	   system	   (eighth),	  

introducing	   the	   positioning	   of	   the	   fingers	   on	   the	   fingerboard	  without	   forming	   any	  

semitone	   intervals	   at	   all	   (Figure 63).	   For	   this	   level	   to	   be	   structured,	   no	   finger	   is	  

joined	   to	   another	   while	   the	   fourth	   finger	   extends	   as	   far	   as	   possible	   in	   the	   first	  

position,	   reaching	   up	   to	   B	   sharp	   or	   C	   in	   the	   third	   octave.	   The	   student	   ends	   up	  

practising	  the	  B	  major,	  F	  sharp	  major,	  B	  minor	  and	  F	  sharp	  minor	  scales,	  which,	  as	  

they	  have	  exactly	  the	  same	  characteristics	  as	  the	  finger	  system	  under	  examination,	  

complete	  the	  ‘mapping’	  of	  the	  fingerboard.	  (Cognitive	  Growth;	  Mastery	  Learning)	  	  

	  	  	  	  	  	   	  

Figure 63. The eighth level of the semitone system	  
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Example	  Exercise	  55	  

	  

Exercise	   56	   follows,	   introducing	   melodies	   that	   are	   based	   mainly	   on	   the	  

previous	   scales	   and	   exercises.	   This	   time	   the	   melodies	   include	   syncopations	   and	  

slurred	   bow	   strokes	   even	   from	   bar	   to	   bar	   as	   a	   new	   structural	   element	   (Cognitive	  

Growth),	  while	  exercise	  57	  signifies	  the	  completion	  of	  the	  semitone	  system	  for	  the	  

first	  position.	  In	  this	  last	  exercise	  all	  scales	  up	  to	  five	  sharps	  and	  six	  flats	  are	  included.	  

(Mastery	  Learning;	  Concept	  Attainment;	  Inductive	  Thinking)	  

Example	  Exercise	  56	  

	  

Example	  1	  Exercise	  57	  
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Example	  2	  Exercise	  57	  

	  

Finally,	   exercise	  58	   is	   the	   ultimate	   combination	   tool.	   It	   refers	   back	   to	   the	  

previous	   learned	  techniques,	  where	  diatonically	  developing	  motifs	  are	  employed	  in	  

various	   rhythmic	   patterns	   in	   order	   to	   summarize	   and	   mature	   the	   previous	  

information	  included	  in	  Parts	  I,	  II,	  III	  and	  IV.	  Using	  quavers	  and	  crotchets	  to	  achieve	  

an	  essential	  variation	  of	  the	  previously	  mentioned	  scales	  (exercise	  57),	  the	  mastery	  

of	   the	   already	   ‘absorbed’	   technical	   and	   musical	   performance	   level	   is	   double-‐

checked,	   incurring	   consequently	   a	   wider	   representation	   of	   the	   semitone	   system’s	  

‘big	   picture’	   and	   a	   fuller	   cognitive	   approach	   to	   it.	   (Mastery	   Learning;	   Concept	  

Attainment)	  	  

Example	  Exercise	  58	  
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3.2.8.6.	  Opus	  6	  –	  Part	  V	  

As	  is	  obvious	  from	  the	  content	  of	  Opus	  6	  Part	  V,	  Ševčík	  starts	  the	  numbering	  

anew	  as	  the	  exercises	  are	  now	  of	  a	  different	  character	  and	  orientation.	  Knowing	  that	  

the	  student	  has	  not	  yet	  acquired	  an	  increased	  endurance	  and	  discipline	  on	  the	  violin,	  

Ševčík	   provides	   eleven	   exercises	   along	   the	   same	  pattern	   of	   repeating	   notes,	   using	  

the	  previously	   established	   fingering	   combinations	   and	   rhythmic	  motifs.	   This	  whole	  

pursuit	   aims	   to	   build	   up	   the	   strength	   of	   fingers	   and	   palm	   through	   repetitive	  

movements.	  

More	  specifically,	  exercise	  1	  uses	  the	  level	  of	  the	  semitone	  system	  consisting	  

of	  the	  semitone	  on	  the	  1st	  and	  2nd	  finger	  system.	  It	  begins	  with	  the	  A	  string,	  moving	  

on	  to	  the	  D	  and	  G,	  and	  ending	  with	  the	  E	  string.	  The	  length	  of	  time	  for	  which	  fingers	  

have	   to	   remain	   on	   the	   fingerboard	   is	   extended,	   while	   all	   possible	   fingering	  

combinations	  are	  exercised	  repeatedly.	  The	  student	  has	  also	  to	  pay	  attention	  to	  the	  

bow	  division	  for	  a	  qualitative	  and	  homogenous	  sound.	  	  

Example	  Exercise	  1	  

	  

At	  this	  point,	  it	  should	  be	  noted	  that,	  as	  regards	  the	  finger	  exercises	  included	  

in	  Opus	  6	  Part	  V,	  Ševčík	  directly	  asks	  that	  –	  especially	  for	  the	  quavers	  –	  “the	  fingers	  

be	   let	   fall	  on	  the	  string	  with	  force	  and	  equality”	  (Ševčík,	  2000,	  Opus	  6,	  Part	  V:	  1).	   I	  

believe	   that	   this	   is	   important	   for	  establishing	   this	  Part’s	   specific	  exercising	  manner	  
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and	   for	   this	   reason	   it	   should	   be	   analysed	   further.	   Firstly,	   in	  my	   opinion,	   ‘equality’	  

refers	   to	   the	  movement	  of	   the	   fingers,	  as	  well	  as	   to	   the	   fact	   that	  equal	  use	  of	   the	  

fingers	   without	   superfluous	   movements	   or	   energy	   must	   be	   employed.	   In	   other	  

words,	  it	  should	  be	  assumed	  that	  each	  finger	  is	  not	  lifted	  very	  high	  or	  positioned	  at	  a	  

different	  level	  from	  another,	  insofar	  as	  this	  is	  physically	  possible.	  	  

Secondly,	   in	   relation	   to	   the	   ‘force’,	   if	   judged	   from	   the	   context	   of	   the	   text	  

marked	   with	   an	   asterisk	   at	   the	   end	   of	   the	   particular	   page	   including	   the	   previous	  

quotation,	   it	   could	   be	   assumed	   that	   Ševčík	  wants	   the	   fingers	   to	   fall	   freely	   on	   the	  

string	   with	   precisely	   the	   amount	   of	   momentum	   they	   possess.	   This	   is	   to	   be	   done	  

without	  adding	  any	  extra	  perpendicular	  force,	  internal	  effort	  or	  artificial	  movement	  

to	   reproduce	   the	  note.	   In	   this	  way,	   the	  muscles	   are	   trained	   isotonically,45	  without	  

any	   additional	   strain,	   and	   develop	   freely	   their	   ability	   to	  move	   faster	   in	   any	   given	  

situation.	  (Concept	  Attainment)	  	  

In	  exercise	  2,	  Ševčík	  uses	  the	  same	  variants	  for	  the	  bow,	  practising	  this	  time	  

the	  second	  level	  of	  the	  semitone	  system,	  from	  the	  2nd	  to	  the	  3rd	   finger.	  We	  should	  

note	   that	   in	   this	  exercise,	   regarding	   the	   fingers’	  placement	  on	   the	   strings,	  he	  goes	  

beyond	  the	  use	  of	  just	  one	  string,	  particularly	  at	  the	  end,	  to	  employ	  two	  successive	  

strings	  and	  thus	  achieves	  a	  more	  complex	  technical	  engagement.	  (Cognitive	  Growth)	  	  	  

                                                
45	  Isotonic	  are	  this	  exercises	  that	  empowering	  the	  muscles	  without	  using	  external	  tools	  (i.e	  weights).	  
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Example	  Exercise	  2	  

	  

Using	   the	   5th	   level	   of	   the	   semitone	   system	   in	   exercise	   3	   –	   namely	   the	  

combinations	  between	   the	  open	  string	  and	   the	  1st	   finger	  as	  well	  as	   the	  3rd	  and	  4th	  

fingers	  respectively	  –	  Ševčík	  introduces	  an	  extensive	  technical	  engagement	  regarding	  

the	   left	   hand,	   following	   the	   same	   rules	   and	   patterns	   of	   deployment	   as	   before	  

(Cognitive	   Growth).	   Concerning	   the	   role	   and	  movements	   of	   the	   right	   hand	   in	   this	  

exercise,	  a	  clear	  and	  robust	  sound	  should	  always	  be	  sustained,	  keeping	  in	  mind	  that	  

no	  difficult	  or	  complicated	  bow	  strokes	  occur.	   In	  each	  bar,	   the	  bow’s	  performance	  

must	  clearly	  be	  smooth	  from	  beginning	  to	  end,	  whether	   it	  begins	   from	  the	  heel	  or	  

the	  point,	  while	  a	  good	  bow	  division	  should	  be	  kept	  in	  mind.	  (Mastery	  Learning)	  	  

Example	  Exercise	  3	  

	  

In	   the	   4th	   exercise,	   proceeding	   with	   rules	   of	   performance	   similar	   to	   the	  

previous	   for	   both	   the	   left	   and	   right	   hands,	   Ševčík	   provides	   all	   possible	   semitone	  

fingering	  system	  combinations	  using	  the	  chromatic	  scale	  in	  a	  random	  order.	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   263 

Example	  Exercise	  4	  

	  

Beginning	  with	  each	  string	  separately	  and	  employing	  as	  a	  start	  the	  interval	  of	  

a	  second,	  the	  exercise	  ends	  up	  presenting	  a	  whole	  chromatic	  scale,	  starting	  from	  the	  

lower	  G	  on	   the	  open	   string	  and	   reaching	   the	   third	  octave’s	  B	  on	   the	  E	   string.	   This	  

way,	  the	  entire	  range	  of	  the	  first	  position	  is	  gradually	  covered,	  while	  a	  smooth	  and	  

gradual	   structuring	   of	   notes	   and	  movements	   brings	   a	  more	   conscious	   performing	  

mentality	  to	  the	  fore.	  (Inductive	  Thinking;	  Cognitive	  Growth)	  

Using	   the	   semitone	   system	   as	   the	   constant	   basis	   of	   performance	   and	   the	  

diatonic	   system	   as	   the	   means	   to	   produce	   a	   technically	   and	   musically	   informed	  

environment,	   Ševčík	   presents	   exercise	   5,	   in	   which	   all	   the	   scales	   are	   specifically	  

deployed	  as	  a	  row	  of	  keys	  and	  mostly	  in	  the	  span	  of	  one	  octave.	  (Mastery	  Learning)	  	  	  

Example	  Exercise	  5	  
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In	  exercises	  6	  and	  7,	  Ševčík	  presents	  the	  very	  important	  intervals	  of	  the	  third	  

and	   fourth,	   knowing	   that	   they	   are	   mainly	   created	   by	   fingering	   combinations	   not	  

naturally	  strong	  enough	  to	  be	  performed	  properly	  unless	  extensive	  training	  occurs.	  

Using	  predominantly	  the	  1st	  to	  4th,	  1st	  to	  3rd,	  2nd	  to	  4th	  and	  open	  string	  to	  2nd	  fingering	  

systems,	   the	   student	   has	   to	   deal	   with	   the	   tonal	   diversity	   these	   fingering	   systems	  

produce	   in	   the	   first	   position,	  while	   developing	   finally	   a	   solid	   endurance	   (Cognitive	  

Growth).	  From	  my	  point	  of	  view,	  the	  clear	  division	  between	  major	  and	  minor	  thirds	  

and	  fourths	  in	  the	  6th	  and	  7th	  exercises	  respectively	  aims	  at	  a	  further	  clarification	  of	  

the	  pitches’	  production	  and	  result.	  (Concept	  Attainment)	  	  	  	  

A	   summative	   presentation	   of	   the	   previously	   trained	   intervals	   of	   the	  major	  

and	  minor	   third	   and	   fourth	   appears	   in	   exercise	  8,	  where,	   using	   both	   cases	   at	   the	  

same	   time,	   the	   student	   learns	   how	   to	   place	   these	   fingerings	   in	   an	   alternating	  

sequence.	  (Cognitive	  Growth)	  

Example	  Exercise	  6	  

	  

Example	  Exercise	  7	  
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Example	  Exercise	  8	  

	  

Exercise	  9	   presents	   the	   harmonic	  minor	   type	   of	   scales,	  which	   contains	   the	  

interval	   of	   the	   augmented	   second.	   With	   this	   exercise,	   the	   student	   expands	   her	  

technical	   and	   musical	   frame	   through	   a	   more	   integrated	   technical	   pursuit	   and	  

engagement.	  (Cognitive	  Growth)	  

Example	  Exercise	  9	  

	  

Striving	   to	   take	   advantage	   of	   all	   the	   intervals,	   Ševčík	   continues	   his	  

presentation	   with	   exercise	   10	   where	   intervals	   of	   the	   diminished	   fifth	   and	   the	  

augmented	  fourth	  are	  evident.	  The	  student’s	  theoretical	  scope	  is	  further	  expanded	  

and	  a	  conscious	  programming	  of	  these	  intervals’	  intonation	  occurs,	  helping	  them	  to	  

attain	  consistently	  accurate	  performance.	  (Cognitive	  Growth)	  
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Example	  Exercise	  10	  

	  

With	  exercise	  11	  the	  group	  of	  exercises	  included	  in	  Opus	  6	  Part	  V	  is	  brought	  

to	   a	   close.	   After	   presenting	   and	   employing	   in	   an	   intentionally	   structured	  

developmental	   process	   almost	   all	   the	   possible	   intervals	   occurring	   in	   the	   semitone	  

fingering	   systems,	   Ševčík	   proceeds	   to	   train	   the	   last,	   and	   perhaps	   the	   rarest,	   in	  

technical	  terms,	  interval.	  This	  interval,	  being	  produced	  by	  extending	  the	  fourth	  finger	  

while	  performing	   in	  the	  first	  position,	   is	  a	  difficult	  movement	  even	  when	  occurring	  

once,	  let	  alone	  in	  a	  repeated	  process.	  Having	  already	  mentioned	  the	  existence	  of	  this	  

extension	   in	   previous	   exercises,	   Ševčík	   now	   offers	   a	   prolonged	   repeated	   training,	  

giving	  a	  rounded	  presentation	  of	  the	  entire	  left	  hand’s	  technical	  scope	  when	  working	  

at	  its	  highest	  level	  of	  attainment.	  (Concept	  Attainment;	  Cognitive	  Growth)	  	  

Example	  Exercise	  11	  

	  

3.2.8.7.	  Opus	  6	  –	  Part	  VI	   

In	   order	   to	   acquire	   skill	   in	   stopping	   tones	   lying	   in	   higher	   positions	   on	   the	   four	  

strings	  than	  those	  hitherto	  practised	  namely,	  it	  is	  necessary	  to	  shift	  the	  left	  hand	  from	  

its	  proximity	  to	  the	  nut	  (1st	  position)	  to	  corresponding	  with	  the	  height	  of	  the	  individual	  
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notes,	   that	   is	   to	   say	   to	   bring	   it	   more	   or	   less	   near	   to	   the	   bridge.	   Various	   different	  

Positions	  for	  the	   left	  hand	  are	  thus	  produced	  and	  such	  positions	  are	  named	  according	  

to	  their	  respective	  distances	  from	  that	  of	  the	  1st	  Position.	  If	  the	  left	  hand	  is	  shifted	  from	  

the	  1st	  Position	   to	   the	  extent	  of	  a	  minor	  or	  major	  second	  higher	   it	   is	   then	   in	   the	  2nd	  

Position.	  By	   shifting	   the	   left	   hand	   from	   the	  1st	   Position	   to	   the	   interval	   of	   a	   third	   it	   is	  

found	  in	  the	  3rd	  Position.	  The	  shifting	  thereof	  from	  the	  1st	  Position	  to	  an	  interval	  of	  a	  

fourth	  places	  it	  in	  the	  4th	  Positions,	  and	  so	  forth.	  	  
(Ševčík,	  2000,	  Opus	  6,	  Part	  VI:	  1)	  

This	  is	  the	  foreword	  of	  Opus	  6	  Part	  VI,	  which	  contains	  Ševčík’s	  explanation	  of	  

how	  to	  structure	  and	  use	  the	  positions.	  Presenting	  in	  a	  simple	  manner	  the	  positions	  

on	   the	   violin,	   their	   names	   and	  how	   they	   are	   achieved,	   Ševčík	   uses	   once	  more	   the	  

semitone	  system	  as	  his	  primary	  ‘tool’,	  encouraging	  the	  student	  to	  view	  and	  ‘handle’	  

each	  new	  position	  as	  another	  ‘first	  position’.	  This	  means	  that	  the	  way	  in	  which	  the	  

student	   should	   decode	   the	  whole	   process	   remains	   basically	   the	   same	   as	  with	   the	  

first	   position,	   and	   it	   could	   therefore	   be	   claimed,	   pedagogically,	   that	   the	   teaching	  

model	  of	  Inductive	  Thinking	  is	  employed	  to	  achieve	  the	  desired	  outcome.	  

Just	  as	  in	  the	  first	  stages	  of	  the	  semitone	  system,	  this	  part	  begins	  with	  a	  guide	  

to	   the	   relevant	   fingerings’	   structure	   and	   illustrations	   on	   which	   the	   study	   of	   each	  

position	  will	  be	  based.	  Exercise	  1	  starts	  with	  a	  new	  numbering	  and	  a	  new	  position	  –	  

the	  second	  one	  (Figure 64).	  
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Figure 64. The	  second	  position	  

Beginning	  with	  simple	  yet	  important	  preparation	  from	  the	  first	  to	  the	  second	  

position,	   Ševčík	   shows	   through	   a	   linear	   programme	   how	   the	   violinist	   should	   shift	  

from	  one	  position	  to	  another.	  He	  also	  analyses	  how	  and	  to	  where	  the	  thumb	  must	  

be	  moved	  during	  the	  change.	  (Concept	  Attainment;	  Programmed	  Learning)	  

In	   the	   first	   bar	   the	   first	   finger	  produces	   an	   F,	  while,	   in	   the	   second	  bar,	   the	  

change	   of	   position	   occurs	   through	   playing	   a	   G	   with	   not	   the	   second	   but	   the	   first	  

finger.	  At	  this	  point	  it	  should	  be	  said	  that	  it	  is	  not	  by	  chance	  that	  a	  whole	  note	  value	  

is	  produced	  to	  establish	  this	  change.	  The	  student	  must	  focus	  closely	  on	  the	  shift	  and,	  

once	   the	   finger	   has	   ‘arrived’	   at	   G,	   she	   must	   pay	   attention	   to	   everything	   that	   is	  

affected	  by	  this	  change:	  the	  position	  of	  the	  entire	  hand	  and	  palm,	  the	  position	  of	  the	  

thumb,	   and	   the	   correct	   positioning	   of	   the	   finger	   on	   the	   string.	   Thus,	   the	   longest	  

possible	  stay	  on	  the	  relevant	  note	  is	  important.	  

What	  takes	  place	  in	  the	  third	  bar	  is	  essentially	  a	  demand	  for	  tonal	  control	  of	  

the	  note	  produced	  in	  this	  new	  position,	  while	  in	  the	  next	  two	  bars	  the	  student	  places	  
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all	  her	  fingers	  on	  the	  fingerboard,	  constantly	  consulting	  the	  guide	  and	  making	  use	  of	  

the	   semitone	   system	   to	   produce	   the	   correct	   notes.	   The	   subsequent	   bars	   provide	  

different	  variations	  on	  the	  placing	  of	   the	   fingers,	  employing	  constant	   repetition	  on	  

each	  different	  string	  as	  well	  as	  a	  basic	  formation	  of	  chords	  with	  the	  intervals	  of	  a	  3rd,	  

4th,	  6th	  and	  8th.	  (Concept	  Attainment;	  Mastery	  Learning)	  

Example	  Exercise	  1	  

	  

Owing	  to	  the	  fact	  that	  the	  correct	  intonation	  of	  the	  fingers	  differs	  from	  string	  

to	   string,	   from	   finger	   combination	   to	   finger	   combination	   and	   from	   position	   to	  

position,	   Ševčík	   introduces	   a	   new	   kind	   of	   exercise	   (no.	   2)	   where	   the	   student	  

practises	  how	  to	  play	  properly	  without	  making	  intonation	  errors.	  This	  is	  achieved	  by	  

always	  using	  the	  open	  string	  as	  a	  means	  of	  comparison	  and	  verification.	  	  

Example	  Exercise	  2	  

	  

Following	   the	   procedure	   depicted	   in	   the	   above	   example,	   the	   student	  must	  

discover	  that	  every	  note	  she	  plays	  does	  not	  always	  sound	  ‘right’	   in	  the	  same	  place,	  
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as	   its	   correct	   intonation	   depends	   on	   the	   position	   of	   the	   palm	   and	   hand	   on	   the	  

fingerboard,	  as	  well	  as	  on	  which	  other	  note	  is	  played	  at	  the	  same	  time.	  An	  extensive	  

and	   informative	  acoustic	  comparison	   is	  made	  evident	  throughout,	   formulating	  as	  a	  

result	  a	  correct	  tonal	  articulation,	  a	  rationalisation	  of	  intonation	  through	  technique.	  

(Scientific	  Inquiry)	  	  

In	   exercise	   3,	   which	   consists	   of	   three	   separate	   parts	   sharing	   the	   same	  

philosophy,	  Ševčík	  defines	  the	  fingering	  ‘map’	  of	  the	  2nd	  position	  to	  a	  better	  extent	  

than	  the	  previous	  exercises	  (Mastery	  Learning).	  

Example	  Exercise	  3	  

	  

In	   the	   first	   part,	   by	   setting	   out	   twelve	   scales,	   he	   gives	   the	   student	   the	  

opportunity	   to	   explore	   the	   second	   position	   and	   thus	   learn	   all	   the	   possible	   finger	  

combinations	   that	  may	  arise.	   This	   is	   achieved	   through	  a	   successive	  usage	  of	  notes	  

based	  mainly	  on	   the	  diatonic	   system,	  although	   the	   semitone	   system	   is	  accordingly	  

employed	  as	  a	  more	  convenient	  and	  familiar	  environment.	  As	  a	  result,	   the	  student	  

learns	  to	  recognise	  anew	  where	  she	  must	  place	  the	  fingers	  for	  a	  semitone	  or	  a	  tone	  
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interval,	   codifying	   finally	   the	   full	   combination	   of	   notes	   contained	   in	   this	   position.	  

(Programmed	  Learning)	  	  

The	  second	  and	   third	  parts	  of	   this	  exercise	  share	   the	  same	  aim	  and	   tools	  –	  

the	   aforementioned	   scales	   –	   although	   a	   difference	   lies	   in	   how	   these	   scales	   are	  

presented;	   their	   notes	   are	   not	   consecutively	   presented	   but	   rather	   in	   the	   form	   of	  

chords	  (broken	  and	  double-‐stopped	  3rds,	  5ths,	  4ths	  and	  6ths).	  

Ševčík	   sets	   out	   exercises	   4	   and	   5	   as	   an	   effort	   to	   make	   the	   student	   more	  

aware	   of	   the	   general	   harmony,	   the	   chords’	   combined	   sounds,	   and	   the	   technical	  

concepts	  of	   the	   second	  position.	  The	   interval	  of	   the	  diminished	  5th	   is	   involved	  and	  

presented	   initially,	   whereas	   in	   the	   second	   of	   these	   two	   exercises,	   the	   scales	   of	   C	  

major,	   G	  major,	   D	  major,	   A	  major,	   F	  major,	   B	   flat	  major	   and	   E	   flat	  major	   appear,	  

encapsulating	  the	  whole	  aforementioned	  process	   in	  a	  more	  rounded	  and	  complete	  

form	  (Cognitive	  Growth;	  Concept	  Attainment).	  For	  these	  exercises	  it	  is	  important	  to	  

point	  out	  that	  the	  main	  structure	  is	  specifically	  horizontal	  and	  not	  vertical,	  so	  as	  to	  

match,	   in	  my	  view,	  the	  previous	   learning	  environment.	  This	  creates	  an	  opportunity	  

for	   the	   student	   to	   realise	   the	   continuity	   of	   thought	   and	   engagement	   that	   Ševčík	  

embodies	  practically	  in	  his	  teaching	  approach,	  without	  disorientating	  her	  in	  her	  new	  

technical	  and	  musical	  environment,	  which	  probably	  needs	  to	  be	  practiced	  anew.	  	  	  

Example	  Exercise	  4	  
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Example	  Exercise	  5	  

	  

The	  codification	  of	  the	  2nd	  position	  is	  essentially	  achieved	  by	  supplementing	  

all	   the	  above	  with	  exercise	  6,	  which	  presents	   the	  chromatic	  shifting	  of	   the	   fingers.	  

The	  semitones	  are	  alternated	  step-‐by-‐step	   in	  a	  horizontal	   linear	  process,	  while	   the	  

student	   also	   learns	   how	   to	   check	   and	   maintain	   a	   proper	   intonation	   through	   the	  

performance	  of	  different	  intervals	  and	  their	  relevant	  double-‐stops.	  

Example	  Exercise	  6	  

	  

In	   exercise	   7,	   and	   throughout	   the	   preceding	   exercises,	   Ševčík	   asks	   the	  

violinist	  to	  perform	  once	  again	  the	  melodies	  found	  in	  Parts	  ΙΙ-‐IV.	  By	  transposing	  all	  of	  

them	  to	  the	  second	  position,	  a	  parallel	  musical	  and	  technical	   ‘maturing’	   is	  brought	  

about	   in	   the	   overall	   developmental	   process,	   and	   a	   more	   complex,	   although	   well-‐

defined	  and	  reasoned	  engagement,	   improves	  the	  performance	  of	   the	   left	  hand.	  By	  

the	  end	  of	   this	  exercise,	   the	  2nd	  position	   is	  completed.	   (Cognitive	  Growth;	  Mastery	  

Learning)	  

Exercise	   8	   presents	   the	   3rd	   position	   for	   the	   first	   time.	   Given	   that	   Ševčík	  

follows	  the	  same	  line	  of	  reasoning	  as	  with	  the	  previous	  position,	  he	  provides	  a	  guide	  
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to	   the	   third	  position	   first	   (Figure 65),	  expanding	  with	  an	  appropriate	   illustration	  of	  

the	  fingering	  systems	  included.	  (Programmed	  Learning)	  

	  

	  

Figure 65. The	  third	  position	  

As	  is	  clear	  from	  the	  outset,	  Ševčík	  structures	  the	  exercise	  in	  such	  a	  way	  that	  

the	  open	   strings	   are	  once	   again	   the	   first	   points	   of	   contact	  with	   the	   third	  position.	  

This	  is	  to	  provide	  an	  acoustical	  basis	  as	  well	  as	  to	  formulate	  a	  solid	  beginning,	  where	  

the	  change	  of	  position	  can	  emerge	  as	  a	  conscious,	  reasonable	  and	  repeatable	  action.	  

Ševčík	  does	  not	  forget	  to	  make	  a	  reference	  to	  the	  movements	  of	  the	  hand	  and	  the	  

palm,	  as	  well	  as	  to	  the	  position	  of	  the	  thumb,	  stating	  that	  “the	  left	  hand	  passes	  from	  

the	   1st	   position,	   and	   the	   1st	   finger	   glides	   from	   the	   lower	   A	   to	   C,	   the	   thumb	   being	  

placed	  opposite	  to	  the	  first	  joint	  of	  the	  1st	  finger”	  (Ševčík,	  2000,	  Opus	  6,	  Part	  VI:	  69).	  

Moving	  through	  all	  the	  strings	  one	  by	  one,	  the	  exercise	  ends	  up	  demonstrating	  tonal	  
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control	  of	  the	  notes	  and	  the	  correct	  positioning	  of	  the	  hand	  and	  palm	  with	  the	  use	  of	  

chords.	  (Cognitive	  Growth)	  

Example	  Exercise	  8	  

	  

In	  the	  9th	  exercise,	  Ševčík	  demonstrates	  clearly	  how	  to	  control	  intonation	  in	  

the	  third	  position.	  Producing	  a	  more	  extended	  structure	  for	  the	  relevant	  launching	  of	  

the	   third	   position,	   he	   establishes	   a	   straight	   acoustical	   comparison	   between	   open	  

strings	   and	   the	   notes	   of	   the	   specific	   position	   on	   the	   fingerboard.	   A	   proper	  

positioning	  of	  the	  hand	  is	  thus	  achieved	  via	  a	  certain	  route	  of	  acoustical	  comparison,	  

as	   well	   as	   through	   a	   cause-‐effect	   process	   of	   finger	   placing.	   (Scientific	   Inquiry;	  

Concept	  Attainment;	  Cognitive	  Growth)	  	  	  	  

Example	  Exercise	  9	  

	  

Twelve	   scales	   are	   presented	   in	   exercise	   10,	   training	   the	   control	   and	  

codification	  of	  semitones	  and	  tones.	  This	  exercise,	  like	  exercise	  3	  of	  the	  same	  Part	  of	  

this	  Opus,	  is	  also	  divided	  into	  three	  different	  segments.	  Beginning	  with	  simple	  scales,	  

it	   develops	   and	   ends	   with	   intervals	   of	   thirds,	   fifths,	   fourths,	   sixths,	   sevenths	   and	  

eighths.	  The	  student	  gains	  a	  better	  grasp	  of	   the	  3rd	  position,	  while	   she	   familiarises	  
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herself	   further	   with	   it	   by	   playing	   notes	   horizontally	   and	   vertically	   and	   in	   a	  

combinational	  mode.	  (Cognitive	  Growth;	  Mastery	  Learning)	  

Example	  1	  Exercise	  10	  

	  

Example	  2	  Exercise	  10	  

	  

Similarly	   to	   exercise	  4	  of	   this	  Part,	   exercise	  11	   also	   focuses	  on	   shifting	   the	  

same	  finger	  from	  one	  string	  to	  another,	  in	  the	  third	  position	  this	  time,	  and	  presents	  

the	   interval	   of	   the	   diminished	   5th.	   A	   conscious	   engagement	   with	   the	   building	   of	  

chords	  is	  offered	  through	  the	  presentation	  of	  elements	  of	  harmony,	  while	  technically	  

speaking	  the	  role	  of	  proper	  intonation	  and	  hand-‐positioning	  is	  further	  established	  via	  

the	   extended	   activity	   of	   the	   comparison	   and	   placing	   of	   notes.	   (Cognitive	   Growth;	  

Programmed	  Learning)	  

Example	  Exercise	  11	  

	  

Using	   the	   same	   tactics	   and	   methods	   as	   with	   the	   two	   already	   presented	  

positions,	   exercise	   12	   returns	   once	   more	   to	   the	   melodies.	   These	   melodies	   are	  
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transcriptions	  based	  on	  the	  previously	  mentioned	  Parts	  of	  Opus	  6,	  and	  thus	  create	  

an	   early	   advantage	   concerning	   the	   performance	   of	   their	   content.	   The	   student	  

already	  knows	  the	  analysed	  tunes	  from	  the	  previous	  exercises,	  hence	  she	  can	  focus	  

more	  on	  a	  technical	  rather	  than	  a	  musical	  goal,	  enhancing	  in	  a	  gradual	  form	  the	  third	  

position’s	   application	   as	   well	   as	   the	   player’s	   own	   sense	   of	   esteem	   in	   performing	  

pieces	   of	   a	   higher	   technical	   level.	   Of	   course,	   the	   teacher	   plays	   a	   big	   part	   in	   this	  

‘picture’,	   interacting	  with	  the	  student	  and	  balancing	  the	  final	  outcome	  through	  the	  

duets.	  (Positive	  Interdependence)	  

Using	  the	  seven	  scales	  of	   the	  diatonic	  system	   in	  a	  cyclic	   format	  once	  again,	  

Ševčík	  presents	  in	  exercise	  13	  various	  finger	  system	  combinations	  and	  sequences	  so	  

as	  to	  bring	  about	  the	  technical	  maturing	  of	  the	  specific	  position.	  It	  is	  important	  that	  

the	  fingers	  stay	  on	  the	  strings	   for	  as	   long	  as	  possible	  particularly	  where	  more	  than	  

two	   strings	   are	  used	   in	   a	   form	  of	   ‘broken’	   double-‐stops.	  A	   relaxed	  posture	   always	  

helps	  the	  exercise	  to	  proceed	  more	  smoothly,	  as	  intonation	  and	  clear	  sound	  –	  both	  

outcomes	  of	  the	  relaxed	  posture	  –	  are	  further	  established.	  (Cognitive	  Growth)	  

Example	  Exercise	  13	  

	  

The	  shifting	  of	  a	  finger	  from	  one	  point	  to	  another	  –	  specifically	  for	  an	  interval	  

of	  a	  second	  –	  is	  practised	  mainly	  in	  exercise	  14,	  while	  a	  ‘hidden’	  formation	  of	  double	  
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stops	   is	   inherent	   throughout	   the	  whole	   training	  process.	   	  This	  exercise	   is	  evidently	  

based	   on	   the	  model	   of	   previous	   exercises	   of	   this	   kind,	   and	   this	  means	   that	   there	  

should	   be	   no	   other	   concern	   apart	   from	   using	   the	   third	   position’s	   fingerings	   in	   a	  

proper	   manner,	   and	   from	   producing	   a	   more	   than	   acceptable	   level	   of	   intonation.	  

(Cognitive	  Growth)	  

Example	  Exercise	  14	  

	  

Ševčík,	  being	  aware	  of	   the	  major	  role	   the	  third	  position	  plays	   in	   the	  violin’s	  

performance	  setting,	  sets	  out	  melodies	  in	  exercise	  15	  once	  more,	  so	  as	  to	  familiarise	  

the	  student	  as	  much	  as	  possible	  with	  it,	  both	  in	  a	  technical	  and	  musical	  way.	  	  

Perhaps	  the	  most	   important	  position	  after	  the	  first	  one	  because	  of	   its	  place	  

and	  its	  relatively	  easy	  functionality	  on	  the	  fingerboard	  is	  the	  third	  position;	  training	  

in	  this	  gives	  the	  opportunity	  for	  further	  enhancement	  of	  violin	  technique	  at	  all	  levels,	  

providing	   a	   fertile	   ground	   for	   thorough	   technical	  mastery	   (Mastery	   Learning).	   The	  

teacher	   should	   bear	   in	   mind	   that	   the	   second	   line	   to	   these	   melodies	   can	   also	   be	  

studied	  and	  performed	  by	  the	  student	  –	  as	  Ševčík	  points	  out	  with	  previous	  melodies	  

too	  –	  providing	  an	   ideal	   situation	   for	  musical	   interaction	  and	   further	  activity.	   (Role	  

Playing;	  Positive	  Interdependence)	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   278 

Example	  Exercise	  15	  

	  

Exercise	  16	  makes	   the	   ‘jump’	   to	   the	   fourth	   position,	  while	   the	  model	   and	  

order	   of	   the	   exercise	   remains	   in	   line	   with	   Ševčík’s	   familiar	   philosophy	   and	   goals.	  

After	   providing	   the	   guide	   (Figure 66)	   illustrating	   the	   fingering	   systems,	   Ševčík	  

proceeds	   to	   the	  main	   exercise,	   once	   again	   defining	   the	  way	   in	  which	   the	   student	  

must	  shift	  his	  hand	  from	  the	  first	  to	  the	  fourth	  position.	  (Programmed	  Learning)	  	  

	  

	  

Figure 66. The	  fourth	  position	  
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Using	  the	  same	  method	  as	   in	   the	  exercises	   for	   the	  2nd	  and	  3rd	  positions,	  he	  

introduces	   the	   proper	   placing	   of	   the	   fingers	   in	   this	   position,	   enhancing	   this	   first	  

approach	   with	   string	   alternations	   and	   chords;	   for	   maximum	   precision	   in	   hand	  

positioning,	  he	  makes	  use	  of	  the	  intervals	  of	  3rds,	  4ths	  and	  6ths.	  

Example	  Exercise	  16	  

	  

Following	  exercise	  9	  of	  this	  same	  Part	  of	  Opus	  6,	  exercise	  17	  provides	  a	  study	  

entirely	   focused	   on	   intonation,	   showing	   as	   an	   extra	   feature	   for	   this	   purpose	   the	  

usefulness	   of	   flageolet	   harmonics.	   An	   open	   string	   in	   combination	   with	   another	  

stopped	   finger	   in	   the	   fourth	   position	   initially	   provides	   the	   desired	   setting	   for	  

handling	   intonation,	   while	   later	   on	   flageolets’	   performance	   is	   expanded	   so	   as	   to	  

include	   double-‐stops	   as	   well	   as	   shifts	   between	   different	   positions.	   (Cognitive	  

Growth)	  	  	  

Example	  Exercise	  17	  
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Through	  exercise	  18	  Ševčík	   is	  seeking	  to	  deploy	  the	  outcome	  of	  exercises	  3	  

and	  10	  of	  this	  same	  Part	  of	  Opus	  6,	  as	  the	  formation	  of	  the	  scales	  and	  how	  they	  work	  

in	  finger	  placement	  are	  already	  known.	  Using	  all	  twelve	  scales	  for	  the	  first	  part	  of	  the	  

exercise,	  the	  consecutive	  diatonic	  structure	  is	  used	  to	  codify	  the	  finger	  positions	  and	  

their	   combinations	   in	   the	   fourth	   position,	   while	   in	   the	   second	   and	   third	   parts	  

respectively,	  intervals	  of	  thirds,	  fifths,	  fourths,	  sixths,	  sevenths	  and	  eighths	  are	  used	  

for	  a	  more	  complex	  yet	  rounded	  technical	  result.	  (Programmed	  Learning)	  

Example	  Exercise	  18	  

	  

Reaching	  the	  end	  of	  this	  part	  of	  Opus	  6,	  exercise	  19	  goes	  on	  to	  deal	  with	  the	  

transfer	   of	   the	   fingers	   from	   one	   string	   to	   another.	   It	   also	   employs	   a	   wider	   tonal	  

exploration,	  using	  the	  diminished	  5th	  as	  an	  interval	  of	  engagement	  –	  a	  very	  familiar	  

approach	   presented	   in	   exercises	   4	   and	   11	   respectively	   (Programmed	   Learning).	  

Exercise	   20,	   meanwhile,	   presents	   a	   series	   of	   melodies,	   this	   time	   in	   the	   fourth	  

position.	  As	  mentioned	  earlier,	  applying	  these	  melodies	  to	  music	  training	  structures	  

encourages	  further	  technical	  maturity,	  as	  well	  as	  contributing	  to	  feelings	  of	  positive	  

interaction	  and	  self-‐esteem	  as	  the	  student	  is	  completely	  focused	  on	  self-‐control	  and	  

exploration	  of	  the	  musical	  environment.	  (Nondirective	  Teaching)	  
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Example	  Exercise	  19	  

	  

3.2.8.8.	  Opus	  6	  –	  Part	  VII	  

Even	  though	  the	  numbering	  begins	  anew	  in	  the	  last	  Part	  of	  Opus	  6,	  in	  effect,	  

all	  the	  exercises	  included	  in	  this	  are	  a	  continuation	  of	  the	  positions	  and	  thus	  a	  link	  to	  

the	   previous	   Part.	   In	   exercise	   1	   –	   whose	   title	   indicates	   that	   it	   deals	   with	   the	  

combination	   of	   the	   first	   and	   second	   positions	   –	   Ševčík	   uses	   one-‐octave	   scales	   to	  

present	   the	   shift	   from	  one	   position	   to	   the	   other,	   basically	   employing	   a	   pattern	   of	  

two	  bars	   (Cognitive	  Growth;	  Concept	  Attainment).	   The	   first	  position	   is	   deployed	   in	  

the	  form	  of	  an	  octave	  scale	   in	  the	  first	  one	  of	   these	  bars,	  while	  the	  whole	  motif	   is	  

completed	   in	   the	   second	   bar,	   where	   a	   shift	   to	   the	   new	   position	   occurs	   using	   an	  

interval	  of	  a	  second.	  	  

Example	  Exercise	  1	  

	  

Aiming	   at	   a	   conceptual	   development	   and	   a	   physical	   sensitivity	   through	   the	  

whole	  training	  plan,	  Ševčík	  uses	  the	  combination	  of	  the	  scale	  with	  either	  a	  crotchet	  

and	  a	  pause,	  or	  a	  staccato	  minim,	  as	  a	  conceptual	  tool	  for	  the	  shifts’	  acoustical	  and	  
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structural	   content,	   giving	   the	  opportunity	   to	   the	   student	   to	  become	  more	   familiar	  

with	  the	  feel	  of	  the	  shift.	  	  With	  time	  (during	  the	  pause)	  to	  think	  about	  how	  she	  will	  

perform	  the	  shift	  and	  position	  her	  hand	  correctly,	  the	  overall	  shifting	  concept	  further	  

develops,	   establishing	   a	   rounder	   and	   more	   ‘gradual’	   application	   of	   the	   specific	  

technical	  angle.	  (Conceptual	  Systems)	  	  	  	  	  

A	  repetition	  of	  the	  previous	  exercise’s	  concept	  exists	  in	  exercise	  2,	  where	  the	  

student	  practises	  the	  change	  to	  the	  third	  position.	  Although	  no	  pause	  is	  applied	  this	  

time,	   the	   student	   should	   try	   to	   execute	   the	   particular	   technical	   demands	   with	   a	  

continuous	  and	  solid	  sound,	  while	  this	  consistency	  of	  performance	  effectively	  makes	  

the	  exercise	  more	  difficult	  (Cognitive	  Growth).	  It	  is	  important	  to	  note	  that	  the	  hand	  

must	  be	  even	  more	  relaxed	  when	  making	  the	  relevant	  shift.	  The	  time	  and	  space	  of	  

changing	  position	  is	  now	  expanded,	  and	  therefore	  a	  correlation	  between	  the	  shift’s	  

tempo	  and	   the	  exercise’s	  overall	   tempo	  must	   exist	   in	  order	   to	   achieve	  a	  balanced	  

and	   homogeneous	   outcome.	   If	   the	   exercise	   is	   performed	   at	   a	   slow	   tempo,	   the	  

change	   of	   position	  must	   also	   be	   slow,	   and	   if	   the	   general	   tempo	   is	   faster,	   then	   so	  

must	  the	  change	  be.	  	  

Example	  Exercise	  2	  
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In	  exercise	  3,	  continuing	  with	  the	  position	  shifting	  scheme,	  Ševčík	  proceeds	  

to	  change	  the	  profile	  employed,	  as	  well	  as	  the	  desired	  goal.	  Prior	  to	  this,	  his	  primary	  

goal	  was	  to	  develop	  a	  certain	  perception	  of	  the	  positions	  and	  the	  shifting	  points	  on	  

the	   string.	   This	   was	   a	   rather	   limited	   approach,	   for	   every	   shift	   that	   was	   employed	  

during	  the	  relevant	  training	  was	  not	  a	  direct	  one	  –	  meaning	  to	  start	  with	  one	  finger	  

and	   finish	   with	   the	   same	   one.	   Now,	   wanting	   to	   expand	   and	   develop	   the	   feeling	  

involved	  in	  applying	  this	  technical	  element,	  he	  presents	  the	  direct	  shift	  of	  each	  finger	  

from	  one	  position	  to	  another.	  	  

Example	  Exercise	  3	  

	  

Now	   that	   Ševčík	   employs	   only	   one	   finger	   to	   exhibit	   and	   complete	   the	  

changing	  of	  position	   for	  each	   case,	   attention	  must	  be	  paid	   in	  order	   to	  produce	  an	  

even	  more	  continuous	  shifting	  sound	  through	  a	  relaxed	  left	  hand,	  while	  for	  the	  first	  

time	  the	  proper	  division	  of	  the	  bow	  enters	  the	  equation	  (Cognitive	  Growth;	  Mastery	  

Learning).	   This	   means	   that	   the	   left	   hand’s	   position	   shifting	   should	   be	   directly	  

correlated	   with	   the	   speed	   and	   the	   movement	   of	   the	   right	   hand,	   accordingly	  

employing	   a	   bow	   division	   analogous	   to	   the	   notes’	   values.	   Of	   course,	   this	   whole	  

endeavour	  is	  designed	  not	  only	  to	  achieve	  a	  proper	  direct	  shift,	  but	  rather	  to	  prepare	  

the	  left	  hand	  for	  longer	  and	  more	  complex	  shifts.	  (Conceptual	  Systems)	  	  	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   284 

While	  the	  3rd	  exercise	  examined	  the	  shift	  of	  only	  one	  finger	  from	  one	  position	  

to	   another,	   exercise	  4	   presents	   in	   a	   combined	   form	   exercises	   2	   and	   3	   (Cognitive	  

Growth).	   Employing	   only	   the	   indirect	   form	   of	   shifts	   and	   the	   relevant	   bow	   division	  

from	  each	  exercise	  respectively,	  the	  arrangement	  of	  the	  structure	  is	  limited	  around	  

the	  second	  position,	  while	  one	  more	  element	  enters	  the	  shift’s	  equation:	  the	  use	  of	  

semitone	   and	   tone	   intervals,	   which	   helps	   to	   ‘build’	   the	   new	   position	   during	   the	  

process	  of	  the	  hand’s	  shifting.	  Given	  that	  technical	  links	  are	  created	  in	  the	  mind	  and	  

that	  the	  student	  needs	  to	  be	  relieved	  of	  her	   intonation	  doubts	  that	  stem	  from	  the	  

absence	   of	   acoustic	   data	   during	   the	   whole	   shifting	   process,	   the	   above	   explained	  

method	  helps	  to	  codify	  the	  respective	  placing	  of	  the	  fingers,	  while	  produced	  a	  stable,	  

and	  above	  all	  repeatable	  –	  in	  terms	  of	  good	  intonation	  –	  result.	  	  

The	   training	   presented	   here	   is	   likely	   to	   be	   the	   result	   of	   a	   thorough	   and	  

complete	   study	   of	   all	   of	   the	   previous	   stated	   rules	   and	   exercises	   governing	   violin	  

playing	   (Inductive	   Thinking);	  meaning	   by	   using	   the	   semitone	   system	   as	   the	   crucial	  

structural	  element	  for	  position	  changing.	  Referring	  more	  technically	  to	  the	  process,	  

as	  remarked	  by	  Ševčík	  himself	  in	  a	  footnote	  denoted	  with	  an	  asterisk	  under	  the	  first	  

line	   of	   the	   specific	   exercise	   (Ševčík,	   2000,	  Opus	   6,	   Part	   VII:	   2),	   when	   shifting,	   the	  

student	  must	  always	  use	  the	  respective	  reference	  point	  indicated	  by	  the	  means	  of	  a	  

‘diamond’	   shaped	   note	   [],	   without	   this	   latter	   being	   able	   to	   be	   heard	   very	  

distinctly.	  
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Example	  Exercise	  4	  

	  

Ševčík	   presents	   exercise	   5	   as	   a	   continuation	   and	   development	   of	   the	  

previous	  exercise.	   In	   this,	   the	  shift	   from	  the	   first	   to	   the	  third	  position	   is	  examined,	  

while	   the	   information	   and	   outcome	   achieved	   through	   the	   previous	   material	   is	  

offered.	  (Cognitive	  Growth;	  Programmed	  Learning)	  

Example	  Exercise	  5	  

	  

Trying	  to	  apply	  the	  rule	  of	  ‘not	  neglecting	  the	  technical	  aspects	  of	  one	  hand	  

in	   favour	   of	   the	   other	   hand’s	   progress’,	   Ševčík	   turns	   next	   to	   exercises	   6	   and	   7.	  

Although	   these	   are	   governed	   by	   the	   previous	   position-‐shifting	   arrangement,	   they	  

now	  make	  use	  of	  different	  types	  of	  bowings	  in	  each	  bar	  in	  order	  to	  produce	  a	  more	  

informative	  and	  complex	  performance	  (Mastery	  Learning).	  Shifting	  from	  the	  first	  to	  

the	  second	  position	  as	  a	  start	  and	  subsequently	  from	  the	  first	  to	  the	  third	  position,	  a	  

combination	   and	   advanced	   exploration	   of	   shifting	   with	   separated	   bowings	   takes	  

place	   in	   the	   course	   of	   the	   exercise,	   developing	   further	   the	   relevant	   path	   of	  

knowledge	  and	  application.	  
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Example	  Exercise	  6	  

	  

Example	  Exercise	  7	  

	  

Even	   though	   it	   does	   not	   refer	   exclusively	   to	   a	   shifting	   pattern,	   exercise	   8	  

deals	   with	   the	   previously	   mentioned	   flageolet	   note	   which	   exists	   in	   the	   fourth	  

position,	  showing	  mainly	  the	  shifting	  of	  the	  fourth	  finger	  from	  the	  third	  position	  to	  

the	   fourth	   one.	   The	   student	  must	   hold	   her	   hand	   in	   a	   fixed	   third	   position	   posture,	  

while	  each	  time	  she	  is	  expected	  to	  play	  a	  flageolet	  she	  must	  extend	  the	  fourth	  finger	  

rather	   than	   move	   the	   entire	   hand.	   This	   is	   a	   new	   concept	   regarding	   the	   relevant	  

positioning	  of	  the	  hand	  on	  the	  fingerboard	  and	  should	  be	  practised	  accordingly	  for	  

optimum	  results.	  (Concept	  Attainment)	  	  

Example	  Exercise	  8	  

	  

Exercise	  9	   mainly	   deals	   with	   the	   scheme	   for	   shifting	   from	   the	   first	   to	   the	  

fourth	  position.	  At	  first,	  the	  fingers	  are	  used	  one	  by	  one	  as	  a	  direct	  shift,	  while	  later	  
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two	  different	   fingers	  are	  employed	  as	  central	  points	  of	   reference	   for	  producing	  an	  

indirect	   shift.	   Ševčík	   clearly	   wishes	   to	   achieve	   the	   same	   educational	   result	   as	   the	  

previous	   exercises	   in	   the	   second	   and	   third	   positions	   respectively	   (Programmed	  

Learning).	  This	  way	  he	  saves	  valuable	  educational	  time	  by	  avoiding	  further	  technical	  

and	  procedural	  explanations,	  as	  he	  builds	  on	  an	  accepted	  developmental	  basis.	  	  	  

Example	  Exercise	  9	  

	  

Exercise	  10	   appears	   to	   be	   a	   combination	  of	   the	  previous	   two	  exercises,	   as	  

elements	  from	  both	  the	  flageolet	  exercise	  (8)	  and	  from	  the	  exercise	  dealing	  with	  the	  

first	  to	  fourth	  position	  shifting	  (9)	  are	  incorporated.	  Ševčík	  trains	  the	  student	  to	  play	  

harmonic	  notes	  ‘sourcing’	  from	  the	  first	  position,	  while	  an	  expanded	  shifting	  process	  

takes	   place	   in	   order	   to	   actualise	   the	   overall	   outcome	   (Mastery	   Learning).	   All	   the	  

fingers	   are	   used	   alternately	   as	   a	   starting	   point	   for	   the	   flageolet	   note,	   while	   a	  

descending	   structure	  of	   notes	   –	   starting	   from	   the	   flageolet	   –	   is	   also	   employed	   for	  

further	  training.	  	  	  

Example	  Exercise	  10	  
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Ševčík	   presents	   exercise	   number	   11,	   as	   a	   smooth	   application	   of	   indirect	  

shifts,	  employing	  the	  third,	  first	  and	  fourth	  positions.	  Just	  as	  in	  exercises	  5	  and	  6,	  the	  

ascending	   shifts	   must	   always	   be	   done	   with	   the	   first	   finger	   on	   the	   auxiliary	   note,	  

while	  the	  descending	  ones	  must	  be	  performed	  with	  the	  finger	  which	  played	  the	  last	  

note.	  This	  should	  happen	  without	   lifting	  the	  previous	  fingers	  from	  the	  fingerboard,	  

while	  the	  auxiliary	  note	  may	  be	  heard	  at	  first.	  The	  final	  result	  of	  this	  exercise	  will	  be	  

a	   diminishing	   of	   the	   acoustical	   effect	   of	   the	   auxiliary	   note,	   as	   shown	   before.	  

(Programmed	  Learning;	  Cognitive	  Growth)	  	  	  

Example	  Exercise	  11	  

	  

In	   exercise	   12	   Ševčík	   returns	   to	   the	   learning	   of	   positions	   and	   related	  

exercises,	   presenting	   the	   structuring	   of	   the	   fifth	   position	   this	   time.	   The	   fingering	  

guide	   is	   once	   again	   presented	   for	   a	   summative	   theoretical	   approach	   (Figure 67),	  

while	   practically	   speaking,	   the	   student	   employs	   firstly	   the	   fourth	   position	   as	   the	  

starting	   point	   from	  which	   to	   establish	   a	   technical	   bridge.	   The	   required	   position	   is	  

produced,	  using	  an	   inductive	  mode	  of	  knowledge,	  shifting	  from	  the	  fourth	  position	  

to	  the	  fifth.	  (Inductive	  Thinking)	  
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Figure 67. The	  fifth	  position	  

Different	   combinations	   of	   consecutive	   notes	   are	   employed	   for	   further	  

reference	   as	   the	   exercise	   develops	   –	   as	   employed	   in	   previous	   relevant	   exercises	  

(Programmed	  Learning)	   –	  while	   the	  whole	  presentation	  ends	  after	   the	   intervals	  of	  

6ths,	  3rds,	  4ths	  and	  8ths	  have	  been	  trained	  simultaneously	  on	  two	  strings.	  For	  this	  whole	  

process,	   it	   should	  be	  noted	  –	   as	   also	   suggested	  by	   Ševčík	   through	  a	   relevant	  note	  

(Ševčík,	  2000,	  Opus	  6,	  Part	  VII:	  5)	  –	  that	  the	  thumb	  of	  the	  left	  hand	  must	  not	  be	  next	  

to	  the	  fingerboard;	  rather,	  it	  should	  be	  near	  the	  semicircular	  area	  of	  the	  violin’s	  main	  

body	  (Figure 68),	  where	  a	  better	  and	  more	  relaxed	  posture	  is	  achieved.	  	  

	  

Figure 68. The	  place	  for	  the	  left	  hand	  thumb	  when	  performing	  in	  the	  fifth	  position	  

Example	  Exercise	  12	  

	  

Dividing	  exercise	  13	   into	   two	  parts,	   Ševčík	  uses	   the	   familiar	  and	  consistent	  

formula	  of	  scales	  for	  more	  advanced	  finger	  training	  in	  the	  fifth	  position.	  In	  order	  to	  
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stretch	  practice	   through	   this	   technical	   structure,	   he	   cleverly	   employs	   a	   concurrent	  

crossing	   movement	   of	   fingers	   from	   string	   to	   string,	   while	   the	   variety	   of	   the	   keys	  

invoked	  manages	  to	  incorporate	  all	  possible	  combinations	  inherent	  in	  this	  position.	  

(Programmed	  Learning;	  Cognitive	  Growth)	  

Example	  Exercise	  13	  

	  

With	  exercise	  14,	  the	  group	  of	  exercises	  dealing	  with	  the	  fifth	  position	  alone	  

is	   brought	   to	   a	   close.	   Scales	   structured	   in	   one	   octave	   are	   employed	   to	   achieve	  

further	  training	  –	  as	  in	  previous	  relevant	  exercises	  –	  while	  the	  main	  element	  under	  

question	   is	   the	   diminished	   fifth	   interval.	   As	   a	   parallel	   to	   this	   latter,	   ascending	   or	  

descending	   scales	   and	   arpeggios	   are	   applied	   in	   combination	   with	   string	   crossing.	  

Leading	  to	  a	  deeper	  structural	  understanding,	  the	  whole	  process	  enables	  the	  student	  

to	  gain	  fuller	  experience	  of	  this	  position.	  (Cognitive	  Growth;	  Programmed	  Learning)	  

Example	  Exercise	  14	  
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Exercise	  15	  is	  designed	  to	  train	  more	  combinations	  of	  fingerings,	  and	  to	  join	  

two	  or	  more	  positions	   in	  one	  structural	  composition.	   It	   is	  based	  accordingly	  on	  the	  

structure	  of	  previous	  and	  thus	   familiar	  exercises	  –	  namely	  the	  first	  and	  the	  second	  

ones	   of	   this	   same	  Part	   –	   while	   quavers	   are	   used	   in	   an	   ascending	   and	   descending	  

consecutive	   form,	   changing	   the	  proposed	   scale	  every	   four	  bars	   for	   further	   variety.	  

(Programmed	  Learning;	  Cognitive	  Growth)	  

Example	  Exercise	  15	  

	  

In	  contrast,	  only	  the	  shifts	  from	  the	  first	  to	  the	  fifth	  position	  are	  dealt	  with	  in	  

the	  following	  exercise,	  number	  16,	  where,	  using	  all	  four	  fingers,	  one	  by	  one	  at	  first	  

(as	  a	  direct	  change)	  and	  then	  in	  combination,	  the	  student	  explores	  and	  identifies	  the	  

distance	  required	  for	  their	  performance.	  This	  exercise	  is	  an	  evolution	  from	  the	  third	  

exercise	  of	   this	  same	  part	  of	  Opus	  6,	  and	  therefore	   the	  same	  rules	  of	  engagement	  

and	  deployment	  apply.	  (Programmed	  Learning)	  	  	  

Example	  Exercise	  16	  
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Exercise	  17	   introduces	   all	   the	  possible	   shifts	   included	   in,	   or	   related	   to,	   the	  

changing	   system	  of	   the	   fifth	   position	   or	   lower,	   employing	   consequently	   either	   the	  

fourth-‐fifth,	   third-‐fifth,	   second-‐fifth	   or	   first-‐fifth	   changing	   systems	   of	   positions	   in	  

alternating	   combinational	   forms	   (Mastery	   Learning).	   Performing	   the	   same	  

rhythmical	   values	   across	   the	  exercise,	   a	   gradual	   descending	  pattern	  of	   positions	   is	  

followed,	  with	  the	  exercise	  becoming	  all	  the	  more	  complex	  in	  terms	  of	  notes,	  tempo	  

and	  bowing	  as	  the	  changing	  systems	  reach	  closer	  to	  the	  first-‐fifth	  positions	  system.	  	  

Example	  Exercise	  17	  

	  

Exercises	   18	   and	   19	   form	   not	   only	   the	   conclusion	   to	   all	   the	   previous	  

technical	   schemes	   presented	   in	   these	   last	   Parts	   of	   Opus	   6,	   but	   also	   a	   rounded	  

outcome	  to	  the	  technical	  results	  achieved	  throughout	  the	  whole	  path	  of	  this	  Opus’s	  

training	  (Mastery	  Learning).	  Getting	  to	  the	  essence	  of	  the	  shifting	  systems	  and	  their	  

combined	   fingerings	   on	   all	   four	   violin	   strings	   and	   positions,	   these	   two	   exercises	  

develop	   firstly	   the	   scales	   on	   one	   string	   in	   the	   range	   of	   an	   octave,	   while	   ‘broken’	  

chords	  in	  all	  five	  positions	  follow	  as	  an	  epilogue	  to	  this	  valuable	  educational	  path.	  	  	  
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Example	  Exercise	  18	  

	  

Example	  Exercise	  19	  

	  

3.2.8.	  The	  Practical	  Examples	  

Reading	   my	   theoretical	   analysis,	   it	   is	   perhaps	   obvious	   that	   there	   is	   a	   vast	  

quantity	  of	  extractable	  educational	  information	  permeating	  Ševčík’s	  work	  in	  relation	  

to	  the	  aforementioned	  models	  of	  teaching	  as	  proposed	  by	  Joyce	  et	  al.	  Every	  single	  

technical	  or	  musical	  setting	  leads	  to	  a	  teaching	  model	  –	  in	  one	  way	  or	  another	  –	  and	  

this	   attests	   to	   an	   inherent	   theoretical	   system	   of	   facilitation	   and	   an	   educationally-‐

concerned	  teaching	  approach.	  

Nevertheless,	   considering	   more	   practically	   the	   content	   of	   the	   previous	  

theoretical	  analysis	  of	  Opus	  6,	   it	   could	  be	  argued	   that	   there	   is	  no	  connection	  here	  

with	  the	  real	  educational	  context	  and	  that	  there	  is	  an	  element	  of	  disconnection	  with	  

the	  actual	  teaching	  studio.	  	  

Keeping	   that	   in	   mind,	   I	   decided	   to	   include	   in	   my	   thesis	   a	   few	   practical	  

examples	   in	  order	   to	  underpin	  my	  previous	   theoretical	  presentation.	  Through	   this,	  
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the	  practical	   side	  of	  my	  previous	  approach	  will	   be	   shown,	   creating	  an	  audio-‐visual	  

projection	  of	  my	  exploration	  of	  Ševčík’s	  work	  and	  its	  connections	  with	  Joyce	  et	  al.’s	  

(2009)	  teaching	  models.	  	  

For	   this	   more	   practical	   research	   process,	   I	   intend	   to	   employ	   the	   same	  

methodology	  I	  employed	  in	  the	  analysis	  of	  Opus	  6,	  while	  the	  relevant	  examples	  will	  

be	  directly	  taken	  from	  the	  preceding	  theoretical	  content.	  I	  should	  also	  mention	  that	  I	  

am	  the	  only	  subject	  who	  takes	  part	  in	  this	  procedure.	  Therefore,	  employing	  initially	  a	  

descriptive	  and	  then	  a	  performing	  path	  of	  presentation	   for	   the	  chosen	  examples,	   I	  

will	   try	  to	  demonstrate	  practically	  my	  understanding	  of	  the	  theory	  as	  correlated	  to	  

practice.	  A	  more	  illustrative,	  to	  the	  previous	  theoretical	  dimension,	  approach	  will	  be	  

suggested.	  	  

The	  above	  aspects	  are	  clearly	  included	  in	  a	  video	  clip	  I	  produced	  specifically	  

for	  this	  purpose,	  which	  can	  be	  found	  in	  part	  one	  of	  the	  DVD	  attached	  to	  my	  thesis.	  

The	  examples	  I	  use	  are	  depicted	  below	  as	  examples	  one,	  two,	  three	  and	  four,	  while	  

their	  full	  content	  exists	  in	  the	  Appendix	  (Part	  5).	  
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Example	  1:	  	  

The	  Bowings	  	  

(Concept	  Attainment	  	  &	  Cognitive	  Growth)	  	  

Excerpt	  of	  Opus	  6	  Part	  I	  Exercise	  n.1	  

	  

	  Excerpt	  of	  Opus	  6	  Part	  I	  Exercise	  n.2	  	  
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Example	  2:	  

Learning	  the	  Fingerings	  

(Concept	  Attainment	  	  &	  Cognitive	  Growth)	  

Excerpt	  of	  Opus	  6	  Part	  I	  Exercise	  n.5	  

	  

Part	  of	  Opus	  6	  Part	  I	  Exercise	  n.7	  

	  

Example	  3:	  

Learning	  the	  Positions	  

(Concept	  Attainment,	  Programmed	  Learning	  &	  Cognitive	  Growth)	  

Excerpt	  of	  Opus	  6	  Part	  VI	  Exercise	  n.1	  
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Excerpt	  of	  Opus	  6	  Part	  VI	  Exercise	  n.8	  

	  

Excerpt	  of	  Opus	  6	  Part	  VI	  Exercise	  n.16	  

	  

Example	  4:	  

Expanding	  the	  Semitone	  System	  

(Programmed	  Learning	  &	  Mastery	  Learning)	  

Excerpt	  of	  Opus	  6	  Part	  IV	  Exercise	  n.43	  

	  

Excerpt	  of	  Opus	  6	  Part	  IV	  Exercise	  n.44	  

	  

Excerpt	  of	  Opus	  6	  Part	  VI	  Exercise	  n.11	  

	  



Efthymios	  Papatzikis	  –	  PhD	  Thesis	   298 

3.2.9.	  Findings	  and	  Discussion	  

During	  the	  previous	  pages,	  a	  thorough	  theoretical	  and	  practical	  analysis	  took	  

place,	  mainly	  focused	  on	  the	  content	  of	  Ševčík’s	  work	  and	  its	  correlation	  to	  Joyce	  et	  

al.’s	   (2009)	   teaching	  models.	   After	   deciding	   to	   include	   only	   Ševčík’s	  Opus	   6	   in	  my	  

study,	  and	  research	  its	  content	  in	  detail,	  I	  found	  that	  a	  consistent	  application	  of	  the	  

aforementioned	   teaching	   models	   seems	   to	   permeate	   the	   work’s	   structure	   in	   its	  

entirety,	   resulting	   in	   a	   decisive	   correlation	   of	   the	   two	   elements.	   For	   every	   single	  

exercise	  or	  variant	  of	  Opus	  6,	  a	  match	  with	  one	  or	  more	  teaching	  models	  was	  found,	  

while	  the	  following	  rates	  of	  the	  models’	  appearance	  sum	  up	  to	  the	  content	  of	  Opus	  

6’s	  108	  exercises:	  

Awareness	  Training:	  4.32%	  

Structured	  Social	  Inquiry:	  2,16%	  

Non-‐Directive	  Teaching:	  3.24%	  

Cognitive	  Growth:	  57.24%	  

Positive	  Interdependence:	  9.72%	  

Conceptual	  Systems:	  4.32%	  

Concept	  Attainment:	  18.36%	  

Programmed	  Learning:	  18.36%	  

Simulation:	  5.4%	  

Inquiry	  Training:	  2.16%	  

Inductive	  Thinking:	  15.12%	  

Role	  Playing:	  3.24%	  

Scientific	  Inquiry:	  2.16%	  

Direct	  Teaching:	  1.08%	  

Self	  –	  Actualisation:	  1.08%	  

Social	  Learning:	  1.08%	  

Mastery	  Learning:	  24.84%	  	  

	  

According	   to	   the	   above	   findings,	   a	   5:5:4:3	   ratio	   of	   the	   Behavioural	   &	  

Cybernetic,	  Information	  Processing,	  Personal,	  and	  Social	  families	  of	  teaching	  models	  

(see	   pages	   196)	   occurs	   in	   Ševčík’s	   work.	   Additionally,	   it	   seems	   that	   a	   cognition-‐

related	   educational	   mentality	   (the	   Cognitive	   Growth	   model)	   is	   inherent,	  

simultaneously	  embodying	   important	  characteristics	  of	  a	  combinational-‐like	  system	  
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of	   information	   delivery	   (the	  Mastery	   Learning	   model)	   and	   an	   inductive	   frame	   of	  

knowledge-‐production	  basis	   (the	   Inductive	  Thinking	  model).	  This,	   in	   the	   first	  place,	  

means	   that	   Ševčík’s	   work	   appears	   to	   be	   a	   systematic	   and	   logically	   structured	  

educational	   construct,	   and	   this	   seems	   to	   support	   the	   inherent	   existence	   of	   a	  

functionally	  formed	  teaching	  approach.	  

From	  the	  above	   theoretical	  and	  practical	   research	   findings,	   it	  might	  also	  be	  

suggested	  that	  there	   is	  a	   ‘determinate	  meaning’	   (Meyer,	  1994)	   in	  the	  way	  variants	  

and	  exercises	  are	  offered,	  shaping	  consequently	  a	  ‘determinate’	  teaching	  approach.	  

The	  element	  of	  the	  ‘determinate	  meaning’	  potentially	  presents	  a	  productive,	  stable	  

and	   secure	   educational	   environment,	   which	   in	   essence	   agrees	   with	   an	   important	  

principle	   of	   instrumental	   tuition:	   that	   acquisition	   of	   the	   physical	   skills	  will	   best	   be	  

achieved	   when	   knowledge	   of	   the	   music	   being	   studied	   is	   in	   its	   most	   secure	   form	  

(Cope,	  1998:267).	  	  

However,	   we	   should	   not	   forget	   here	   the	   correlation	   of	   more	   than	   one	  

teaching	   models	   to	   the	   same	   educational	   content.	   This	   suggests	   that	   no	   single,	  

objectively	  defined	  specification	  of	   the	  aforementioned	   ‘determinate	  meaning’	  can	  

be	   achieved.	   Therefore,	   this	   leads	   us	   to	   think	   that	   a	   multi-‐sided	   teaching	  

environment	  may	  be	   supported	   in	  Ševčík’s	  work	   instead.	   In	  any	  case,	   the	   teaching	  

models	  proposed	  here	  are	  flexible	  by	  nature	  (Joyce	  et	  al.,	  2009)	  and	  may	  reproduce	  

virtually	   inexhaustible	  configurations	  of	  the	  teaching	  approach	  we	  try	  to	  create.	  Of	  

course,	  this	  assumption	  is	  not	  surprising	  if	  we	  take	  into	  consideration	  what	  Lefstein	  

says	  about	  the	  teaching	  methods	  and	  approaches:	  
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[The	   teaching]…methods	   are	   at	   least	   partially	   constituted	   by	   the	   person	   who	  

employs	   them,	  and	  a	  complete	  account	  of	   teacher	   subjectivity	  must	   include	   the	   tools	  

wielded	  by	  the	  teaching	  subject.	  [These]…methods	  provide	  rules,	  but	  do	  not	  and	  cannot	  

specify	  rules	   for	  how	  to	   follow	  the	  rules	  –	   following	  the	  rules	   is	  made	  possible	  by	  our	  

(personal)	  background	  understandings	  (Taylor,	  1995).	  Thus,	  there	  is	  no	  one,	  correct	  way	  

to	   ‘do	   it	  by	  the	  book’,	  but	  always	  an	   interpretation,	  a	  way	  of	  reading	  and	  acting	  upon	  

the	  book.	  	  

(Lefstein,	  2005:	  348)	  

The	  findings	  of	  my	  research	  revealed	  that	  teaching	  models	  belonging	  to	  the	  

Information	   Processing	   Family,	   like	   the	   Cognitive	   Growth	   (57.24%),	   the	   Concept	  

Attainment	  	  (18.36%)	  and	  the	  Inductive	  Thinking	  (15.12%)	  approaches,	  are	  dominant	  

in	   the	   work.	   This	   suggests	   strongly	   that	   Ševčík’s	   work	   favours	   a	   student-‐centred	  

teaching	   approach,	   as	   it	   addresses	   knowledge	   from	   the	   point	   of	   facilitation,	  

processing	  and	  exploration,	  and	  not	  that	  of	  ‘conduction’.	  It	  seems	  to	  deploy	  a	  design	  

“for	  the	  development	  of	  creativity	  and	  discovery	  of	  alternatives	  and	  new	  concepts”	  

(Mosston	  and	  Ashworth,	  1994:	  5-‐6),	  and	  thus	  comes	  close	  to	  a	  ‘Self-‐teaching	  style’	  –	  

approach	  –	  as	  proposed	  by	  Mosston	  and	  Ashworth	  (1994).	  

Finally,	  my	   theoretical	   and	  practical	   analysis	   propose	   that	   Ševčík’s	   teaching	  

approach	   seems	   to	   be	   permeated	   by	   an	   inner	   system	   of	   ‘sequential	   patterns	   of	  

instruction’	  (Yarbrough	  and	  Price,	  1989).	  Different	  and	  seemingly	  unconnected	  parts	  

of	  the	  work’s	  content	  follow	  a	  certain	  path	  to	  the	  teaching	  models’	  deployment	  and	  

usage,	  thus	  embodying	  in	  effect	  what	  Yarbrough	  and	  Price	  presented	  in	  their	  studies	  

in	   three	   stages	   as:	   a)	   attention-‐grabbing	   before	   presenting	   the	   task,	   b)	   presenting	  

the	  task	  to	  be	   learned	  and	  requiring	  the	  students	  to	   interact	  with	  the	  task	  and	  the	  
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teacher,	  c)	  reinforcing	  by	  immediate	  praise	  or	  corrective	  feedback	  the	  student’s	  right	  

or	  wrong	  responses	  (Yarbrough	  and	  Price,	  1989;	  Cheng	  and	  Durrant,	  2007:192).	  	  

In	   Ševčík’s	   case,	   the	   content	   leads	   the	   student	   to	   get	   involved	   in	   a	   task	   in	  

variable	   and	   differentiated	   levels	   when	   for	   instance	   the	   Concept	   Attainment,	   the	  

Inductive	  Thinking	   and	   the	  Mastery	   Learning	   teaching	  models	   come	   into	  effect	   for	  

the	  same	  technical	  or	  musical	  issue	  across	  the	  span	  of	  the	  content	  (stage	  A	  according	  

to	  Yarbrough	  and	  Price);	  a	  direct	  pursuit	  and	  interaction	  with	  both	  the	  task	  and	  the	  

teacher	   takes	   place	   when	   for	   instance	   the	   Non-‐Directive	   or	   the	   Structured	   Social	  

Inquiry	   teaching	  models	  are	   involved	   in	   the	   teaching	  process	   (stage	  B	  according	   to	  

Yarbrough	  and	  Price),	  while	  a	  direct	  reinforcement	  and	  ‘calibration’	  of	  the	  student’s	  

self-‐esteem	   and	   personal	   development	   becomes	   evident	   when,	   for	   instance,	   the	  

Positive	  Interdependence	  and	  the	  Role	  Playing	  teaching	  models	  are	  connected	  to	  the	  

content	  (stage	  C	  according	  to	  Yarbrough	  and	  Price).	  

3.2.10.	   Ševčík’s	   Contemporary	   Approach	   to	   Teaching	   and	  
Learning	  	  

Bearing	   in	  sum	  the	  above	  facts	   in	  mind,	  we	  may	  reach	  the	  point	  at	  which	  a	  

conclusion	  can	  be	  drawn	  on	  Ševčík’s	  violin	  teaching	  and	  learning	  approach.	  After	  all,	  

I	   could	   suggest	   that	   Ševčík’s	   work	   reveals	   a	   very	   active	   character	   of	   engagement,	  

both	   on	   the	   student’s	   and	   teacher’s	   side.	   However,	   based	   on	   all	   the	   previous	  

findings	  and	  thoughts,	  I	  could	  not	  also	  avoid	  asking	  myself	  to	  what	  extent	  all	  this	  was	  

really	  what	  Ševčík	  was	  thinking	  when	  he	  composed	  his	  work;	  if	  these	  were	  really	  the	  
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teaching	  and	  learning	  approaches	  he	  was	  using	  throughout	  his	  studio	  lessons,	  and	  if	  

these	  were	  the	  elements	  he	  had	  in	  mind	  so	  as	  to	  produce	  a	  valid	  outcome.	  	  

I	   do	   not	   think	   that	   we	   will	   ever	   be	   able	   to	   answer	   these	   questions	   in	   a	  

definite	  manner.	   Nevertheless,	  what	  made	   a	   huge	   impression	   on	  me	   after	   all	   this	  

analysis	   was	   that	   Ševčík’s	   system	   and	   work	   on	   violin	   education	   was	   not	   only	  

functional	  for	  his	  time	  and	  its	  educational	  framework,	  but	  that	  it	  remains	  applicable	  

to	   our	   contemporary	   educational	   structures	   and	   teaching	   regimes.	   Applying	   these	  

modern	  theories	  and	  research	  to	  Ševčík’s	  educational	  approach,	  written	  a	  little	  over	  

a	   century	   ago,	   made	   me	   realise	   that	   what	   Harris	   identifies	   as	   the	   underlying	  

direction	  of	   all	   good	  music	   teaching	  –	   ‘to	  broaden	  and	  deepen	  our	  pupils’	  musical	  

thinking	   and	   to	   develop	   their	   ability	   and	   confidence	   to	  make	   their	   own	   informed	  

choices’	  (Harris,	  2002:	  12)	  –	  is	  firmly	  followed	  in	  Ševčík’s	  work	  consistently;	  and	  that,	  

contemporary	  thoughts	  like:	  

…instrumental	  teaching	  –	  and	  the	  teaching	  of	  performance	  in	  the	  broadest	  sense	  –	  

must	  never	  be	  merely	  about	   technique	  and	  physicalities,	  but	   rather	  about	   the	  holistic	  

development	  of	  musicianship,	  powers	  of	  thought,	  analysis,	  evaluation,	  communication,	  

and	  self-‐development,	  including	  that	  of	  the	  teacher…	  

(Mawer,	  1999:	  180),	  

are	   clearly	   present	   throughout	   Ševčík’s	   work,	   endorsing	   the	   diachronic	  

educational	  character	  in	  its	  content.	  	  	  
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My	  main	  pursuit	  during	  the	  research	  process	  presented	  in	  the	  previous	  pages	  

was	   to	   determine	   if	   and	   to	   what	   extent	   Ševčík’s	   work	   comprises	   a	   teaching	   and	  

learning	   method,	   which	   provides	   the	   opportunity	   for	   a	   solid	   and	   holistic	   study	   of	  

violin	   performance.	   To	   achieve	  my	   research	   goal,	   I	   investigated	   the	   ‘context’,	   the	  

‘content’	   as	   well	   as	   the	   ‘teaching	   and	   learning	   processes’	   surrounding	   Ševčík’s	  

educational	   construct,	   thus	   delivering	   a	   more	   substantial	   and	   functional	  

interpretation.	  

Considering	  the	  ‘big	  picture’	  my	  thesis	  could	  project,	  I	  would	  assert	  first	  of	  all	  

that	   the	   ‘context’	   presents	   for	   Ševčík’s	   work	   elements	   of	   a	   genuine	   creation,	  

providing	   evidence	   of	   a	   complete	   and	   well-‐arranged	   educational	   frame.	   My	  

exploration	   of	   Ševčík’s	   life,	   his	   educational	   initiative	   and	   the	   impact	   his	   work	  

achieved	  and	  still	  achieves	  in	  music	  environments	  revealed	  on	  the	  one	  hand	  that	  he	  

followed	   a	   methodological	   direction	   of	   writing	   and	   composing	   his	   masterpiece	  

intentionally,	   while	   on	   the	   other	   hand	   arriving	   at	   the	   conclusion	   that	   his	  

contemporary	  as	  well	  as	  his	   future	  educational	   surroundings	  –	  students,	   followers,	  

teachers	  and	  critics	  –	  converged.	  	  

Secondly,	  the	  ‘content’	  of	  this	  vast	  educational	  ‘warehouse’	  strongly	  suggests	  

that	  in	  no	  case	  was	  Ševčík’s	  educational	  mentality	  biased	  either	  towards	  the	  side	  of	  

technical	   achievements,	   or	   towards	   imposing	   educational	   generalities	   on	   music	  

matters.	   On	   the	   contrary:	   there	   are	   numerous	   examples	   of	   clear	   musical	   and	  

technical	   exercises,	   which	   corroborate	   a	   variable,	   multifaceted	   and	   above	   all	  

balanced	  musical	  and	  technical	  educational	  expression.	  	  

Thirdly,	   the	   processes	   permeating	   the	   work’s	   educational	   structure	   –	   as	  

presented	   through	  my	   investigation	   –	   suggest	   a	  well-‐arranged	   set	   of	   teaching	   and	  
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learning	  approaches,	  both	  in	  terms	  of	  knowledge	  facilitation	  and	  delivery	  as	  well	  as	  

in	   terms	  of	  deep	  engagement	  when	  Ševčík’s	  work	   is	   studied.	   It	   is	  my	  opinion	   that	  

Ševčík’s	   work	   seems	   to	   be	   a	   complete	   method	   of	   violin	   teaching	   and	   learning,	  

envisaging	   a	   widespread	   training	   and	   achievement	   of	   instrumental	   development.	  

Evidence	  and	   information	  comprised	   in	   the	  previous	  pages	   reinforce	   this	  notion	  of	  

Ševčík’s	  method	  including	  “[a]	  well	  structured	  content”	  of	   learning	  (Single,	  1991,	   in	  

Hamann,	  Baker,	  McAllister	  and	  Bauer,	  2000:	  103),	  and	  bring	  to	  the	  fore	  this	  notion	  

for	  education	  embodying	  –	  and	  summarising	  –	  the	  four	  important	  approaches	  to	  the	  

art	  of	   teaching46:	   the	   Instructional	  –	   the	  Discipline	   Inquiry	  –	  the	  Social	   Interactive	  –	  

the	  Personal	  (Lam	  and	  Kember,	  2004).	  The	  fact,	  that	  all	  six	  dimensions	  –	  the	  ‘What	  to	  

achieve’,	   the	   ‘Content	  of	  art	   teaching’,	   the	   ‘Role	  of	   teacher’,	   the	   ‘Role	  of	   student’,	  

the	  ‘Teaching	  methods’	  and	  the	  ‘Assessment	  orientation’	  (Lam	  and	  Kember,	  2004)	  –	  

of	   these	   four	   approaches	   can	   be	   found	   throughout	   the	   content	   of	   the	   method	  

supports	  this	  argument.	  	  

The	   way	   the	   method’s	   content	   is	   presented	   –	   for	   example	   the	   semitone	  

system	  –	  formulates	  first	  of	  all	  the	  ‘what	  to	  achieve’	  dimension.	  There	  is	  a	  clear	  path	  

of	   development	   the	   student	   and	   teacher	   need	   to	   follow.	   Then,	   the	   complete	  

teaching	  and	  learning	  infrastructure,	  which	  extends	  from	  the	  very	  first	  levels	  of	  violin	  

performance	  to	  the	  most	  advanced	  and	  demanding	  stages	  of	  technical	  and	  musical	  

mastery	  –	  see	  for	  example	  Opus	  11	  and	  Opus	  1	  –	  point	  to	  and	  debate	  the	  ‘content	  of	  

art	   teaching’	   dimension.	   The	   ‘roles	   of	   the	   teacher	   and	   the	   student’	   as	   different	  

dimensions	   are	   explicitly	   proposed	   throughout	   the	   well-‐formed	   and	   substantially	  

segregated	   teaching	   and	   learning	   character	   that	  many	   exercises	   expose	   –	   see	   for	  
                                                
46	   A	  major	   element	   to	   be	   included	   in	   all	   educational	   contexts	   of	   art	   as	   valid	   research	   has	   recently	  
revealed	  (Lam	  and	  Kember,	  2006).	  
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example	   the	   melodies	   in	   Opus	   6.	   The	   ‘teaching	   methods’	   dimension	   is	   implicitly	  

included	   in	   the	   whole	   body	   of	   the	   method’s	   content	   as	   argued	   throughout	   this	  

thesis,	  while	  finally	  the	  ‘assessment	  orientation’	  dimension	  is	  put	  forward	  in	  broader	  

terms	  through	  the	  intended	  performance	  outcome	  and	  violin	  mastery	  which	  Ševčík’s	  

method	  proposes.	  

All	  the	  above,	  indeed,	  demonstrate	  that	  Ševčík’s	  work	  enjoys	  a	  solid	  and	  well-‐

reasoned	  educational	  hypostasis.	  However,	  by	  reaching	  this	  positive	  ratiocination,	  it	  

should	  be	  also	  made	  clear	  that	  it	  is	  not	  automatically	  suggested	  that	  Ševčík’s	  method	  

is	   educational	   in	   its	   nature,	   bringing	   positive	   outcomes	   only	   ‘by	   virtue’.	   Although	  

there	  is,	  in	  truth,	  huge	  potential	  for	  performance	  advancement	  on	  the	  violin	  offered	  

by	  Ševčík’s	  work’s	   inherent	  educational	  mentality	  and	  content,	   it	   should	  be	  always	  

kept	  in	  mind	  that	  it	  is	  up	  to	  the	  prospective	  ‘user’	  to	  bring	  to	  the	  fore	  the	  personal	  

mechanisms	  which	  lead	  to	  success.	  After	  all,	  this	  method	  is	  a	  tool,	  a	  medium	  rather	  

than	  a	  shortcut	  to	  violin	  mastery.	  	  

Deep	  study	  and	  scholarship	  will	  always	  be	  needed	  for	  the	  kind	  of	  educational	  

constructs	   which	   Ševčík’s	   method	   represents,	   and	   therefore,	   it	   is	   my	   belief	   that	  

many	  other	  explorations	  of	  instrumental	  methodologies	  and	  approaches	  to	  musical	  

teaching	   and	   learning	   should	  be	  pursued.	  One-‐to-‐one	  music	   teaching	   and	   learning	  

relationships	   and	   educational	   content	   are	   still	   at	   a	   very	   primary	   level	   of	  

investigation,	  while	   the	   implications	   of	   the	  way	  music	   educators	   perceive	   and	   use	  

the	  methodological	   content	  of	   instrumental	   teaching	  and	   learning	   are	   still	   ripe	   for	  

further	   research.	   Valid	   projections	   of	   educational	   knowledge	   come	   from	   relevant	  

investigations	   into	  works	  of	  teaching,	  and	  learning	  can	  be	  of	  great	  value	  for	  theory	  

and	  practice	  in	  music	  education,	  and	  is	  thus	  worth	  explicit	  and	  extensive	  support.	  	  
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Part	  1	  
	  

Life	  and	  work	  of	  Otakar	  Ševčík	  
	  
1852	  –	  22.3.	  –	  Otakar	  Ševčík	  was	  born	  in	  Horažďovice,	  West	  Bohemia	  
1857	  –	  First	  singing	  lessons	  	  
1859	  –	  Introduction	  to	  violin	  playing	  	  
1861	  –	  First	  public	  appearance	  as	  a	  violin	  player	  (in	  Horažďovice)	  
1862	  –	  Enters	  the	  Academic	  Gymnasium	  [High	  School]	  in	  Prague	  
1865	  –	  First	  public	  appearance	  announced	  by	  the	  press	  (in	  Horažďovice)	  
1866	  –	  Enters	  Prague	  Conservatoire	  (second	  form;	  studies	  violin	  with	  Antonín	  Sitt)	  
	  	  	  	  	  	  	  	  	  -‐	  Otakar	  Ševčík’s	  father	  dies	  
1867	  –	  Changes	  his	  Conservatoire	  teacher	  and	  studies	  with	  Antonín	  Bennewitz	  	  
1868	  –	  Meets	  the	  Czech	  violin	  virtuoso	  Ferdinand	  Laub	  
1870	   –	   Graduates	   from	   Prague	   Conservatoire	   with	   a	   performance	   of	   Ludwig	   van	  
Beethoven’s	  D	  major	  Violin	  Concerto	  	  
1870	  –	  1873	   -‐	   appointed	   “Konzertmeister”	   (orchestra	   leader)	  of	   the	  Mozarteum	   in	  
Salzburg	  
1872	  –	  First	  individual	  concert	  appearance	  in	  Prague	  
1873	  –	  Individual	  concerts	  in	  Vienna	  	  
	  	  	  	  	  	  	  	  	  –	  (April	  –	  June)	  “Konzertmeister”	  of	  the	  orchestra	  of	  the	  Provisional	  Theatre	  in	  
Prague,	  the	  conductor	  of	  which	  is	  Bedřich	  Smetana	  	  	  
1873	  –	  1874	  –	  “Konzertmeister”	  of	  the	  Komische	  Oper	  in	  Vienna	  	  	  
1874	  –	  Concerts	  in	  Bohemia	  and	  Wroclaw	  [Breslau]	  
	  	  	  	  	  	  	  	  –	  leaves	  for	  Charkov	  (Ukraine)	  and	  Moscow,	  concerts	  in	  Russia	  	  
1875	  –	  1892	   -‐	   teacher	  at	   the	   Imperial	  Music	   School	   in	  Kiev,	   founded	  by	   the	   IRMO	  	  
(Imperial	  Russian	  Musical	  Society).	  
1877	  –	  Starts	  working	  on	  his	  first	  violin	  tutor	  
1881	  –	  His	  tutor	  on	  violin	  technique,	  Schule	  der	  Violine-‐Technik,	  op.	  1	  is	  published	  at	  
the	  author’s	  expense	  
	  	  	  	  	  	  	  	  	  –	  Concerts	  in	  Bohemia	  for	  the	  rebuilding	  of	  the	  burnt	  down	  National	  Theatre	  in	  
Prague	  
1883	  –	  Undergoes	  a	  serious	  eye	  operation	  	  
1887	  –	  Awarded	  the	  St	  Stanislaus	  Order,	  and	  is	  offered	  the	  director’s	  post	  at	  the	  Kiev	  
Music	  School	  
1892	  –	  Finishes	  his	  bowing	  tutor,	  Schule	  der	  Bogentechnik,	  op.	  2	  
	  	  	  	  	  	  	  	  	  –	  leaves	  Kiev	  suddenly,	  and	  returns	  home	  
1892	  –	  1903	  -‐	  teacher	  at	  Prague	  Conservatoire	  	  
	  	  	  	  	  	  	  	  	  –	  Jan	  Kubelík	  becomes	  his	  Conservatoire	  pupil	  
1893	  –	  Official	  solo	  appearance	  at	  Prague	  Conservatoire	  concert	  
1894	  –	  His	  left	  eye	  is	  removed	  in	  an	  operation	  
1895	   –	   Tutor	   on	   left	   hand	   position	   and	   scales,	   Lagenwechsel	   und	   Tonleiter-‐
Vorstudien,	  op.	  8,	  is	  published	  
1897	   –	   The	   first	   of	   Ševčík’s	   pupils	   graduate	   from	   the	   Conservatoire	   (including	  
Bohuslav	  Lhotský	  and	  Štěpán	  Suchý)	  	  
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1898	  –	  Otakar	  Ševčík	  and	  Jan	  Kubelík	  appear	  together	  at	  a	  concert	  organised	  during	  
the	  Architecture	  and	  Engineering	  Exhibition	  in	  Prague	  
	  	  	  	  	  	  	  	  –	  Jan	  Kubelík	  graduates	  from	  the	  Conservatoire	  
1900	  –	  Ševčík	  starts	  his	  co-‐operation	  with	  the	  Bosworth	  publishing	  house	  in	  London	  
1901	  –	  Appointed	  Head	  of	  the	  Violin	  Department	  of	  the	  Conservatoire	  
	  	  	  	  	  	  	  	  	  –	  Jaroslav	  Kocian	  and	  Marie	  Heritesová	  (later	  to	  work	  and	  teach	  mainly	   in	  the	  
U.S.A.)	  graduate	  from	  Prague	  Conservatoire	  
Trill	  and	  fingering	  tutor,	  Triller-‐Vorstudien	  und	  Ausbildung	  des	  Finger-‐Anschlages,	  op.	  
7,	  and	  double-‐stopping	  tutor,	  Doppelgriff-‐Vorstudien	  in	  Terzen,	  Sexten,	  Oktaven	  und	  
Dezimen,	  op.	  9,	  are	  published	  	  
1902	   –	   The	   English	   violinist	   Marie	   Hall	   graduates	   from	   Ševčík’s	   class	   at	   Prague	  
Conservatoire	  
1903	  –	  Ševčík	  leaves	  the	  Conservatoire	  
	  	  	  	  	  	  	  	  	  –foundation	  of	  his	  private	  summer	  courses	  in	  Prachatiče,	  South	  Bohemia	  
1904	   –	   Exceptionally	   successful	   concert	   of	   seventy-‐four	   Prague	   pupils	   of	   Ševčík’s	  
Foreigners’	  Colony,	  in	  Prague’s	  Rudolfinum	  
	  	  	  	  	  	  	  	  	  –	  Foundation	  of	   the	  Ševčík	  Quartet,	   lead	  by	  Bohuslav	  Lhotský,	   in	  Warsaw	  and	  
first	   part	   of	   the	   violin	   tutor	   for	   beginners,	   the	   Violine-‐Schule	   für	   Anfänger,	   op.	   6	  
(1904-‐1908),	  is	  published	  
1906	   –	   Antagonistic	   reports	   on	   Otakar	   Ševčík	   and	   his	   violin	   teaching	   school	   are	  
published	  by	  the	  Czech	  press	  
1907	  –	  Ševčík	  and	  his	  pupils	  move	  from	  Prachatiče	  to	  Pišek,	  South	  Bohemia	  
	  	  	  	  	  	  	  	  	  -‐	  He	  undergoes	  a	  thyroid	  operation	  in	  Switzerland	  
1909	  –	  1918	  -‐	  appointed	  teacher	  at	  the	  Akedemie	  für	  Musik	  und	  darstellende	  Kunst	  
[Academy	  of	  Music	  and	  Arts]	  in	  Vienna	  
1911	   –	   Successful	   concert	   tour	   of	   Otakar	   Ševčík	   and	   his	   six	   Viennese	   pupils	   to	  
London	  
1918	   –	   Named	   honorary	  member	   of	   the	   teachers’	   board	   of	   the	  Master	   School	   of	  
Prague	  Conservatoire	  
1919	  –	  Appointed	  a	  Professor	  of	  the	  Master	  School	  of	  Prague	  Conservatoire	  
	  	  	  	  	  	  	  	  	  –	  resigns	  from	  Prague	  Conservatoire	  (officially,	  he	  is	  ‘on	  leave’,	  up	  to	  1925)	  
1921	  –	  Ševčík’s	  first	  teaching	  tour	  to	  the	  U.S.A,	  to	  Ithaca	  
1922	   –	   Festive	   concert	   to	   celebrate	   the	   70th	   birthday	   of	   Otakar	   Ševčík,	   in	   the	  
Smetana	  Hall	  of	  the	  Municipal	  House	  in	  Prague	  
1923	  –	  Second	  teaching	  tour	  to	  the	  U.S.A,	  to	  Chicago	  and	  New	  York	  
1926	  –	  Unveiling	  of	  a	  memorial	  plaque	  on	  Ševčík’s	  house	   in	  Horažďovice	  where	  he	  
was	  born	  
1926	  –	  Serious	  stroke	  
1927	  –	  Festive	  concert	  to	  celebrate	  the	  75th	  birthday	  of	  Otakar	  Ševčík,	  in	  Pišek	  
1929	  –	  Ševčík’s	  melody-‐based	  interpretation	  violin	  tutor,	  Škola	  houslového	  přednesu	  
na	  podkladě	  melodickém,	  op.16,	  is	  published	  	  	  	  	  	  	  	  	  	  	  	  
1929	  and	  1930	  –	   teaching	  at	   the	   summer	  “Hochschule”	   [College]	  music	   courses	  at	  
Mondsee,	  in	  Austria	  
1931	  –	  Second	  teaching	  tour	  to	  the	  U.S.A.	  to	  Boston	  and	  New	  York	  
1932	  –	  Celebrations	  of	  Otakar	  Ševčík’s	  80th	  birthday;	  unveiling	  of	  memorial	  plaque	  
in	  Pišek	  
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1933	   –	   Teaching	   tour	   to	   England,	   to	   the	   Guildhall	   School	   of	  Music	   and	   Drama,	   in	  
London	  
1934	  –	  Otakar	  Ševčík	  founds	  the	  Ševčík	  College	  Foundation,	  and	  writes	  his	  last	  will	  
1934	  –	  January	  18th,	  Otakar	  Ševčík	  dies	  in	  Pišek,	  at	  the	  age	  of	  82	  
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Part	  2	  
	  
	  

List	  of	  Ševčík’s	  students	  
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Part	  3	  
	  

An	  Article	  for	  Ševčík	  
	  

Feuilleton.	  
Sevčíkova	  škola	  houslová.	  

	  
	  
Velectìný	  pane.	  redaktore,	  	  
	  
požádal	   jste	   mne,	   abych	   Vám	   vylíčil	   vznik	   a	   vývoj	   své	   houslové	  

školy.	   Ačkoliv	   se	   nedom	   nivám,	   že	   by	   takovéto	   podrobnosti	   bavily	  
čtenáře	   Vašeho	   listu,	   sděluji	   s	   Vámi	   některá	   data,	   abych	   vyhověl	  
žádosti	  Vaší.	  

Roku	   1870	   absolvoval	   jsem	   konservatoř.	   Hned	   po	   prvním	   svém	  
veřejném	  vystoupení	  v	  Solnohradě	  (téhož	  roku)	  seznal	  jsem,	  že	  mi	  do	  
dokonalosti	   technické	   velmi	   mnoho	   ještĕ	   schází.	   Zopakoval	   jsem	  
znovu	   veškeren	   material,	   dle	   kterého	   se	   tehdy	   v	   konservatoři	  
vyučovalo,	   ale	   nedostatky	   mé	   techniky	   tím	   nevymizely.	   Pátrati	   po	  
novém	  vhodném	  učebním	  materialu	  v	  houslové	  literatuře	  nebylo	  mi	  
možno,	   protože	   jsem	   neměl	   k	   tomu	   prostředkù,	   a	   tak	   mně	   ne-‐
zbývalo	  nic	  jiného,	  než	  aby	  cli	  sám	  vymýšlel	  i	  sepisoval	  různá	  cvičení,	  
která	  by	  byla	  mým	  prstům	  prospěšná.	  

Práce	  má	   sotva	   však	   byla	   by	   nabyla	   větších	   rozměrův	   a	   určitých	  
obrysův,	  kdyby	  náhoda	  nebyla	  mě	  vrhla	  do	  ciziny	  na	  místo	  učitelské,	  
a	   hlavně	   kdybych	   nebyl	   býval	   postižen	   očním	   neduhem,	   který	   mi	  
působil	   po	   plných	   21	   roků	   nepřetržité,	  mučivé	  bolesti,	   na	   něž	   jsem	  
zapomínal	   jen	   při	   intensivní	   mozkové	   práci,	   při	   sestavování	   svých	  
houslových	   studií,	   jediném	   jasném	  bodu	   v	   děsné	   té	   pro	  mne	  době.	  
Bádání	  na	  tomto	  poli	  stalo	  se	  proto	  jedinou	  mou	  radostí,	  podmínkou	  
mého	   života,	   a	   jsem	   nyní	   neskonale	   štasten,	   že	   se	  mi	   po	   třicítileté	  
neúmorné	  práci	  podařilo	  předsevzaté	  dílo	  ukončiti.	  

Roku	   1880	   dokonal	   jsem	   první	   svou	   práci	   —školu	   houslové	  
techniky	   o	   4	   dílech,	   kde	   jest	   podán	   dostatečný	   materiál	   nejen	  
virtuosovi,	   aby	   udržel	   svou	   techniku	   na	   stupni	   dokonalosti,	   ale	   i	  
pokročilejšímu	   žáku,	   aby	   dokonalosti	   té	   dosáhl.	   Neměl	   jsem	   arci	  
naděje,	  že	  dílo	  tak	  objemné	  najde	  nakla-‐datele,	  a	  proto,	  když	  jsem	  byl	  
zavčas	   nastřádal	   potřebný	   obnos	   k	   úhradě	   výloh	   tiskových,	   rozhodl	  
jsem	   se	   vydati	   svůj	   op.	   l.,	   věnovaný	   mému	   učiteli	   Bennewitzovi,	  
nákladem	   vlastním.	   Tisk	   provedla	   lipská	   firma	   C.	   G.	   Ródera	   v	   r.	  
1880—81,	   a	   komisi	   převzali	   Jana	   Hoffmana	   vdova	   v	   Praze,	   B.	  
Koreyow	   v	   Kijevě	   na	   Rusi,	   od	   roku	   1884	   též	   Hug	   &	   Co.	   v	   Lipsku	   a	  
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Curichu.	   Čelnějším	   konservatořím	   cizozemským	   bylo	   zasláno	   po	  
výtisku.	  

Na	  velké	  mé	  zklamání	  škola	  má	  zůstala	  v	  Čechách	  a	  v	  Praze	  až	  do	  
r.	  1892,	  kdy	  jsem	  byl	  z	  Ruska	  povolán	  na	  pražskou	  konservatoř,	  úplně	  
neznáma.	  

Za	   to	   v	   Německu	   a	   všude	   v	   cizině	   vzbudila	   pozornost	   a	   byla	  
znenáhla	  zavedena	  na	  většině	  konservatoří.	  Do	  r.	  1892	  bylo	  prodáno	  
do	  ciziny	  na	  3000	  výtisků,	  v	  Praze	  (dle	  slov	  komisionářových)	  žádný.	  

Až	  do	  roku	  1900	  vyšlo	  8	  vydání,	  z	  nichž	  prodáno	  7665	  výtisků.	  
Vydání	  l.	  vyšlo	  r.	  1881,	  vydání	  11.	  r.	  1886,	  vyd.	  lil.	  r.	  1890,	  vyd.	  IV.	  

r.	  1893,	  vyd.	  V,	  r.	  1896,	  vyd.	  VI.	  r.	  1898,	  vyd.	  Vil.	  r.	  1899,	  vyd.	  Vlil.	  r.	  
1900.	  

Roku	  1887	  došel	  mne	  dotaz	  od	  dvou	  mých	  komisionářů,	  zdali	  bych	  
nebyl	   ochoten	   právo	   nakla-‐datelské	   jim	   prodati.	   Žádal	   jsem	   3000	  
marek,	   ale	   cena	   ta	   zdála	   se	   jim	   příliš	   vysokou,	   aspoň	   na	  mé	   štěstí	  
neuznali	   za	   vhodno	   mně	   odpověděti.	   Za	   12	   let	   nabízeli	   mi	   marně	  
20.000	  marek.	  

Po	  ukončení	  op.	   l.	  měl	   jsem	  v	  úmyslu	  vydávati	  podobná	  cvičení	   i	  
pro	   začátečníky,	   aby	   škola	   byla	   úplnou.	   Brzy	   však	   byl	   jsem	   nucen	  
ukončení	  její	  odložiti	  na	  dobu	  pozdější	  a	  přikročiti	  k	  spracování	  látky,	  
které	  jsem	  pro	  své	  žáky	  nejvíce	  potřeboval,	  k	  sestavení	  učiva	  pro	  ruku	  
pravou.	   Pro	   výcvik	   tento	   nebylo	   v	   houslové	   literatuře	   skorem	  
žádných	  pomůcek,	  obor	  ten	  byl	  úplně	  zanedbán.	  

Za	   12	   let	   byl	   jsem	   se	   svým	   druhým	   dílem	   hotov,	   i	   vyšlo	   mým	  
nákladem	  v	  letech	  1893—94.	  

„Škola	   smyècové	   techniky“	   obsahuje	   přes	   4000	   systematicky	  
postupujících	   cvičení	   smyku	   ve	   třech	   odděleních	   (každé	   o	   dvou	  
sešitech)	   a	   vyšla	   s	   textem	   ruským,	   německým	   a	   francouzským.	  Dílo	  
toto	  učinilo	   rozruch	   v	  houslovém	   světě	   a	   „Čtyři	   tisíce“	   staly	   se	  brzy	  
hledaným	  učebným	  materialem	  začátečníkův	  i	  pokročilých.	  

Jakožto	  doplnìk	  k	  op.	  2.	  vydal	   jsem	  r.	  1894	  op.	  3.,	  »40	  variací	  ve	  
snadném	  slohu«	  s	  použitím	  různých	  smyků	  obsažených	  v	  op.	  2.	  Téhož	  
roku	   zbavil	   jsem	   se	   šfastně	   svého	   očního	   neduhu	   a	   spěchat	  
uspořádati	  a	  tiskem	  vydati	  všecek	  svůj	  rukopisný	  materiál,	  který	  jsem	  
z	   Ruska	   byl	   přivezl.	   Byla	   to:	   »Houslová	   škola	   pro	   začátečníky«,	  
sestavená	   na	   základě	   systému	   půltónového	   op.	   6.	   (vydána	   1900	   až	  
1901);	   »Průprava	   k	   trillku	   a	   výcvik	   úderu	   prstů«	   op.	   7.	   (vyd.	   1899);	  
»Průprava	   k	   výměně	   poloh“	   op.	   8.	   (vyd.	   1895);	   »	   Průprava	   k	  
dvojhmatům	   v	   oktávách,	   terciích,	   sextách	   a	   decimách«	   op,	   9.	   (vyd.	  
1898).	  

Všecka	   studia	   tato	   tvoří	   zároveň	   s	   op.	   l.,	   »	   Školou	   houslové	  
techniky«,	   jeden	   celek,	   jednu	   na	   základě	   systému	   půltónového	  
sestavenou	  školu	  houslovou.	  Novým	  majetníkem	  	  (firmou	  Bosworth	  v	  
Lipsku)	   byla	   nyní	   znova	   vydána	   ve	   4	   svazcích.	   Svazek	   I,	   (pro	  
začátečníky)	  obsahuje	  op.	  6.	  Svazek	  II.	  (pro	  méně	  pokročilé)	  obsahuje	  
op,	   7.,	   8.,	   9.	   Svazek	   IIÍ.	   (pro	   pokročilejší)	   obsahuje	   op.	   l.	   Svazek	   IV.	  
(Škola	  smyčcové	  techniky)	  obsahuje	  op.	  2.	  a	  3.	  Svazek	  I.	  jest	  vydán	  v	  9	  
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řečech:	   anglicky,	   německy,	   česky,	   francouzsky,	   rusky,	   madarsky,	  
vlašsky,	  španělsky	  a	  dánsky.	  Za	  svou	  školu	  obdržel	  jsem	  honorář	  4	  '/a	  
krátě	  větší	  než	  svého	  času	  Gounod	  za	  Fausta.	  

Tof	  vše,	   co	  mi	  v	   té	   chivili	  o	  mé	  škole	  na	  mysl	  pripadá.	  Vybeřte	   z	  
toho	  pro	  Svůj	  list,	  co	  uznáte	  za	  dobré!	  

V	  Praze,	  dne	  7.	  prosince	  1901.	  
Váš	  upřímně	  oddaný	  
Otakar	  Ševčík.	  

	  
Translation	  of	  the	  above:	  
	  
Ševčik	  School	  of	  Violin	  
	  
Dear	  Editor,	  

You	   asked	   me	   to	   describe	   the	   founding	   and	   development	   of	   my	   school	   of	  
violin.	  Although	   I	  believe	   that	   such	  details	  will	  not	  be	  of	   interest	   to	   the	   readers	  of	  
your	  newspaper,	  I	  will	  provide	  you	  with	  the	  information	  you	  requested.	  	  

In	  1870	  I	  completed	  my	  studies	  at	  the	  conservatory.	  Following	  my	  first	  public	  
performance	  in	  the	  city	  of	  Solnohrad	  during	  that	  same	  year,	  I	  realised	  that	  I	  had	  wide	  
gaps	   and	   a	   long	   way	   to	   go	   before	   I	   reached	   perfection	   in	   terms	   of	   technique.	   I	  
revised	  all	  the	  material	  that	  was	  taught	  at	  the	  conservatory,	  however	  the	  gaps	  in	  my	  
technique	  still	  remained.	  I	  could	  not	  search	  to	  find	  new	  material	  as	  I	  had	  no	  money,	  
and	   thus	   there	  was	  nothing	   left	   for	  me	   to	  do	  other	   than	   think	  of	   and	  write	  down	  
various	  exercises	  that	  would	  train	  my	  fingers.	  

My	  efforts	  would	  probably	  never	  have	  become	  specific	  and	  known	  if	   luck	  had	  
not	  secured	  me	  a	  teaching	  position	  abroad,	  and	  above	  all,	  if	  I	  had	  not	  been	  struck	  by	  
an	  eye	  disease.	  For	  21	  years	  this	  illness	  caused	  me	  unbearable	  pain,	  which	  could	  only	  
be	  overcome	  through	  intensive	  work	  on	  devising	  violin	  exercises.	  That	  was	  the	  only	  
thing	   that	   added	   light	   and	  meaning	   to	   that	   very	   difficult	   time	   in	  my	   life	   and	   I	   am	  
today,	  after	  thirty	  years	  of	  hard	  work,	  happy	  to	  have	  achieved	  my	  goal.	  

In	  1880	  I	  completed	  my	  first	  work	  —	  School	  of	  Violin	  Technique	  in	  four	  volumes	  
—	   in	   which	   I	   provide	   sufficient	   material	   for	   the	   virtuoso	   to	   keep	   his	   technique	  
perfect,	  as	  well	  as	  for	  the	  advanced	  student	  to	  reach	  a	  level	  of	  perfection.	  I	  had	  no	  
chance	  of	  finding	  a	  publisher	  for	  this	  large	  work	  and	  therefore,	  when	  I	  had	  collected	  
the	  required	  amount	  for	  its	  publication,	  I	  decided	  to	  publish	  my	  first	  op.	  1	  at	  my	  own	  
expense	  and	  dedicated	   it	   to	  my	  teacher	  Mr.	  Bennewitz.	   It	  was	  printed	   in	  Leipzig	   in	  
1880-‐81	   by	   the	   company	   C.	   G.	   Roder	   and	   its	   distribution	   was	   undertaken	   by	   Jan	  
Hoffman’s	  widow	  in	  Prague,	  B.	  Koreyow	  in	  Kiev,	  Russia,	  and	  from	  1884,	  Hug	  &	  Co.	  in	  
Leipzig	  and	  Zurich.	  A	  copy	  was	  sent	  to	  the	  best	  conservatories	  abroad.	  	  

I	   was	   highly	   disappointed	   by	   the	   fact	   that	   my	   school	   remained	   unknown	   in	  
Prague	   and	   in	   the	   Czech	   Republic	   in	   general	   till	   1892	   when	   I	   was	   invited	   to	   the	  
Prague	  conservatory.	  	  

To	  the	  contrary,	  in	  Germany	  and	  many	  countries	  abroad,	  it	  raised	  great	  interest	  
and	  was	   applied	   in	  most	   conservatories.	   Up	   until	   1892,	   3000	   copies	   were	   sold	   in	  
countries	  abroad	  and	  none	  (according	  to	  distributors)	  in	  Prague.	  	  
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Up	   until	   1900,	   eight	   editions	  were	   published	   and	   7665	   copies	   sold.	   The	   first	  
edition	  was	  published	   in	  1881,	  the	  second	   in	  1886,	  the	  third	   in	  1890,	  the	  fourth	   in	  
1893,	  the	  fifth	  in	  1896,	  the	  sixth	  in	  1898,	  the	  seventh	  in	  1899	  and	  the	  eighth	  in	  1900.	  

In	   1887	   two	   of	   my	   distributors	   asked	   me	   if	   I	   was	   interested	   in	   selling	   my	  
publishing	   rights	   to	   them.	   I	   agreed	   to	   sell	   them	   for	   3,000	   marks,	   however,	   they	  
considered	  the	  amount	  to	  be	  too	  high	  and	  fortunately	  for	  me	  they	  never	  returned.	  
Twelve	  years	  later	  I	  was	  offered	  20,000	  marks	  but	  did	  not	  accept.	  	  

After	   having	   published	   the	   op.	   1,	   I	   wanted	   to	   publish	   similar	   exercises	   for	  
beginners	   in	   order	   to	   complete	   the	   school.	   However,	   I	   had	   to	   postpone	   the	  
completion	  of	  my	  school	  for	  later	  and	  dedicate	  my	  time	  to	  working	  on	  material	  that	  I	  
deemed	  necessary	   for	  my	  students	  and	  on	  exercises	   for	   the	  right	  hand.	  There	  was	  
hardly	  any	  literature	  on	  these	  exercises;	  this	  area	  was	  completely	  neglected.	  	  

Twelve	  years	  later	  I	  completed	  the	  second	  volume	  of	  my	  work	  and	  published	  it	  
at	  my	  own	  expense	  between	  1893	  and	  1894.	  

The	   School	   of	   Bowing	   Technique	   includes	   over	   4,000	   exercises	   that	   are	  
systematically	   ordered	   in	   three	   sections	   (each	   section	   consists	   of	   two	   books)	   and	  
was	  published	   in	   Russian,	   French	   and	  German.	   This	  work	  made	   a	   sensation	   in	   the	  
violin	  world	   and	   these	   4,000	   exercises	   became	   the	  most	   sought	   after	   educational	  
material	  by	  every	  beginner	  and	  advanced	  student.	  

As	  a	  supplement	  to	  op.	  2,	  in	  1894	  I	  published	  op.	  3,	  40	  Variations,	  which	  made	  
use	  of	  various	  techniques	  included	  in	  op.	  2.	  That	  same	  year	  I	  was	  cured	  of	  my	  illness	  
and	   started	   to	   plan	   and	   prepare	   for	   the	   publication	   of	  my	  manuscripts	   that	   I	   had	  
brought	   along	   from	  Russia.	   These	   included	  The	   School	   of	   Violin	   for	   Beginners	   that	  
was	  written	  based	  on	   the	  semitone	  system	  of	  op.	  6	   (published	   in	  1900	  and	  1901);	  
Preparatory	   Trill	   Studies	   and	   Finger	   Tapping	   Exercises,	   op.	   7	   (published	   in	   1899);	  
Exercises	  in	  the	  Change	  of	  Position,	  op.	  8	  (published	  in	  1895);	  Preparatory	  Exercises	  
in	  Double-‐Stopping,	  op.	  9	  (published	  in	  1898).	  

All	   these	  works	   together	   with	   op.	   1,	   School	   of	   Bowing	   Technique,	   constitute	  
one	  unit,	  the	  school	  of	  violin	  that	  is	  based	  on	  the	  semitone	  system.	  The	  new	  owner	  
(the	  Bosworth	  company	  in	  Leipzig)	  republished	  this	  school	  in	  four	  volumes.	  Volume	  I	  
(for	  beginners)	  contains	  op.	  6,	  Volume	  II	  (for	  the	  intermediate	  level)	  contains	  op.	  7,	  8	  
and	  9,	  Volume	   III	   (for	  advanced	  students)	   contains	  op.	  1	  and	  Volume	   IV	   (School	  of	  
Bowing	  Technique)	  contains	  op.	  2	  and	  3.	  Volume	  I	  was	  published	  in	  nine	  languages:	  
English,	  German,	  Czech,	  French,	  Russian,	  Hungarian,	  Rumanian,	  Spanish	  and	  Danish.	  
I	  earned	  4	  to	  5	  times	  more	  money	  for	  my	  school	  than	  Gounod	  did	  for	  his	  Faust.	  	  

That	  is	  all	  that	  comes	  to	  mind	  about	  my	  school.	  Choose	  whatever	  you	  think	  is	  
good	  for	  your	  newspaper!	  
	  
Prague,	  7	  December	  1901	  
Yours	  sincerely,	  
Otakar	  Ševčík	  
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Part	  4	  
	  
	  

Opus	  10	  Fantasie	  (violin	  part)	  
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Part	  5	  

Practical	  Analysis:	  Printed	  Material	  	  
from	  Opus	  6	  
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Part	  6	  
	  

Opus	  10,	  Fantasie	  (Excerpts	  of	  the	  orchestra	  score)	  
	  
	  
©Edited	  by	  E.Papatzikis	  directly	  from	  the	  manuscript.	  	  
©Digital	  Transfer	  N.	  Athanasiadis.	  
	  
	  

	  
	  

Allegretto

FANTASIE Ot. Sevcik
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