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Improving Orchestral Performances Through Use of the Bow

fter many years of adjudicating
orchestras, I have found that
too often insufficient attention
is paid to the use of the various
parts of the bow. An entire instrumental
section should use the same part of the
bow and not just perform in the same

direction, although bow direction is over-
locked at times as well. When uniformity
is not adhered to, the sound becomes
blurred and diffused. When preparing
music for performance, teachers must
help students plan how and where the
bow is to be utilized to achieve proper
phrasing and correct musical style. Unfor-
tunately, in some instances teachers
become so preoccupied with playing the
right notes that musical content is almost
forgotten. This sole concern about notes
has been one of the contributing factors
to the neglect of proper bow arm devel-
opment, especially in the early stages of
string playing.

Development of the bow arm and its
resulting tone production should occur
along with learning to play notes. In the
beginning stages, I believe it even pre-
cedes lefthand techniques. Carl Flesch
once stated that a violinist’s technique is
developed only in proportion to his right
arm. Joseph Fuchs went so far as to say

that the greatest players are those with
the finest right arms.

The bow arm is the essential element
in determining a string player’s tone,
phrasing, and style. For a string player,
it serves as the voice does for a singer.
To develop truly musical orchestras,
teachers must emphasize the expressive
use of the right arm and its ability to
extract the slightest nuance or gradation.
Time spent in early stages of instruction
in developing an even tone, a crisp
staccato, and even a light spiccato will be
rewarded early with many enjoyable
musical performances.

Sustained Tone and
Dynamic Control
In the very first lessons, long sustained
tones are not desirable, because the
beginner does not have the inclination,
the patience, nor the muscular control
necessary to produce a sufficiently even
tone. Naturally, as lessons progress, tones
of longer duration will be introduced.
The exercises suggested in the following
paragraphs apply to orchestras beyond
the beginning stages, although they may
be used late in beginning classes at the
director’s discretion.

Efforts to achieve a well-sustained
tone are dependent on the structure of
the bow and the arm. Because in the
formative years the string player’s tone
tends to weaken as he approaches the
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bow tip, emphasis should be placed on
increased pull or strength as the bow
passes the middle. Scales, of course, pro-
vide the best materials; a chorale utilizing
sustained tones can be equally effective.
The entire scale or chorale should be
played initially at a fortissimo level.

The dynamic level should be varied
as the orchestra progresses, so that
string students become accomplished
in their ability to maintain a dynamic
level at any section of the bow. In addi-
tion, the orchestra may play diminuendo
as it ascends the scale, and crescendo
as it descends. This routine is contrary
to the usual practice of student per-
formers and helps cultivate a perceptive
attitude toward dynamic control. Essen-
tially, the function of these studies is
to arouse within the students a musical
awareness of dynamics and how to
control them. As they become critical
listeners, they begin to compensate for
technical inadequacies.

Dynamics are controlled by the right
hand in different ways. The contact
point of the bow affects the quality of
tone, and one can increase the dynamic
level by playing closer to the bridge, or
decrease by playing over the fingerboard.
Playing over the fingerboard is particu-
larly effective in a sotto voce passage,
while playing closer to the bridge not
only increases the dynamic level but
creates a harder or more metallic sound.
This technique is employed in a great
many modern works such as the “Barbaric
Dance” in the Bartok’s Five Pieces for
Younger Orchestras.

In order to achieve a dynamic change
without altering the tone quality, students
can effect a crescendo by increasing the
speed or expenditure of the bow. In a
slow sustained passage, increasing the pull
or rub of the bow arm also produces the
desired effect. ®
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M El B nv The decrescendo is attained by diminishing the speed or expenditure

P “ B I.' c n-l-l " “ s I ne of the bow, and in sustained passages by diminution of the pull.
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Presents . .. electing the Proper Bowing
Orchestrators of public school music editions have become so obsessed
I D E A l fo r | with the need for simplification that they have oversimplified to the
T o D A Y Y 4 s emasculation of musical phrasing, style, and tonal concepts. Bowings
that enhance a musical phrase but seemingly deviate from the norm
have been avoided.
ST RI N G I am not only referring to use of down bow and up bow but to
ST u D E N Ts I the application of spiccato and staccato. This practice is not only
® detrimental to the music but creates false obstacles in the minds of
the students and directors when they are confronted with these con-
ditions in later works. I recommend that directors examine George
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Bornofl’s beginning studies and apply his bowing approach to the

various studies that they may use in their own situation.

Selecting a bowing should not depend upon the ease with which
it may be played. The first consideration should be how to achieve
a desired effect; the next, what bowing will produce that effect most
easily. Most string performers learn in the early stages that a measure
begins with the down bow. This convention is based on the considera-
tion that the strongest part of the bow is closest to the hand or frog,
and therefore the upper part of the bow is the weakest. For this very
reason students should begin a crescendo or a long sustained note—
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The Fiddle Club even at the beginning of a measure —on an up bow. An excellent
By Dean Marshall and John Crozman. A series of example of the use of this bowing is the Bach “Air on the G String,”
progressively-arranged books featuring a unique collection of CPP
tra ition?l and original folkllunles providing a valuable arranged from the Suite in D.
2’;‘:1_’;‘;;:;:?”;é’:ge:;?:;""frgz ;T:'geeff;:“:‘:'z, Another consideration in selecting a bowing is the musical style

(99733) $18.95. CD (99733CD) $18.95.
Piano and Guitar Accompaniments Edition:
91 pages, 8'2" x 11" (99736) $18.95.

of a particular period. The bowing selected should be the one that
gives the truest picture of the music as the composer conceived it.

\' COLLECTION 2: Fiddle Edition: 64 pages, 9" x 12" \ i . X . R
(99734) $18.95. CD (99734(D) $18.95. A final consideration is utilizing the proper sections of the bow for
Piano and Guitar Accompaniments Edition: . > . .
80 pages, 82" x 11" (99996) $18.95. the desired effects. Accents and attacks are attained better in the area
COLLECTION 3: Fiddle Edition: 64 pages, 9" x 12" . .
(99735) $18.95. CD (39735CD) $18.95. from the frog to the middle of the bow, generally with a down bow.

Piano and Guitar Accompaniments Edition:
110 pages, 82" x 117 (99737) $18.95.

Barrage: The World on Stage || = Ren’t Short Change Your Students

Barrage is a stunning visual and aural fusion of music, For too long a time strings and string performances have been regarded
dancer,f tlheatre and son;lg cenfe:e?haraund an ageless and I I f
owerful instrument, the violin, The performance offers a an teric art, unde n strin layers. Ess iall €
Eumha:dment of cultures, styles and vitality. The DVD as_ .eso ¢ ’ .rSto.Od o .Y by K gp ay entia }.,a W
features bonus documentary and biograpical content. principles are quite logical in their application and, when applied with
60-min. DVD (DVD99222) $24.95. . .. .
60-min. Video (M2R30139) $24.95. common sense, will enable any school music director to conduct his or
Barrage, Volume 1 her orchestra with understanding and satisfaction.
N inChan Lng y feu MAcht Te Siadies ek \ Too often we become immersed in technical verbiage and obsessed
group Barrage combines jazz, swing, Celtic roots, rock, Klezmer,
country calypso and every musical style in-between to create an h i i i 1 i ili i i
H E"f‘f"f = dkelmih;inl? assauhhm e with simplification of performance designed to facilitate playing. This
elpful markings of bar numbers, fingerings, and bowings. i -1 1 1 1 'S i
- il ol Ao B practice, however welkintentioned, is detrimental to the student’s interest,
Volume 1 Book/CD set (CM1BCD) 64 pages, $24.95. enthusiasm, and musical growth. If students are permitted from the

Volume 2 Book/CD set (CM2BCD) 64 pages, $24.95.
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earliest stages to perform music in its proper style and intent, they will
not later find they must completely revise their musical comprehension
as they mature and develop. @
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