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Example 40 (Subject D)
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Example 41 (Subject E)
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Example 42 (Subject F)
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By the end of the correction method Subject A was holding the right hand properly

and naturally and she stated that she felt extremely comfortable with the new position.

Subject B immediately went to a summer festival and played in an orchestra, which is

not recommended. Although the hand positions are solidified during the correction, a

student must pay careful attention, proceed slowly, and continue to focus on the right

hand. Subjects B and F were not the author’s students. Both Subjects left the area, and

no monitoring took place once the procedure was completed. The other Subjects

continued as the author’s students, and were monitored as the right hand solidified. An

increase in confidence was also instilled in the left hand, as they developed as

violinists. Subject C indicated that over the years he had developed bad habits and the

correction method transformed his right hand back to how he used to hold the bow.

Subjects D and E continue as the author’s students and both are encouraged to practice

 Etudes/Studies and commemorate the correct right hand technique every

day.

As stated previously, all Subjects had difficulties at the frog with the up-bow stroke

in which they did not allow the wrist rise or lead with the fingers. The method calls for

an exaggerated flatness in the hand, wrist, and bow hair. After the correction and

normal playing scenarios, there may be a slight rising of the hand and less curving of

the fingers in order to allow a smooth bow change. As long as the violinist or violist

remembers the basic concepts of using arm weight, being flexible, and not rolling over

the wrist, the bowing will continue successfully.

Some important points were observed. When a new Etude was assigned and

practiced, the performance of previous Etudes improved together with basic bowing

technique. Usually, after subsequent etudes were assigned, issues such as arm weight,

increased flexibility, playing in a relaxed and easy way, improved from the previous
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Etudes. As the Subjects gained his/her confidence, playing with the correct technique,

going beyond the mechanics and playing artistically was more likely achievable. One

interesting point included the Students tuning their instrument before the lesson. In the

early stages of the method, most of the Subjects picked up the bow with their previous

incorrect bow hold for tuning purposes only before finding the correct hold at the start

of the lesson. Once the Subject was made aware of this procedure; this ceased to

happen. The correct bow hold was completely ingrained by halfway through the

method in the Subjects and they would instinctively pick up the bow correctly from

the beginning of lessons. All Subjects made gains with the left hand. This was

particularly noticed in the less advanced Subjects A, D, and E.

All Subjects were pleased with the end result of the correction method. The fact

that having a good bow arm and possessing excellent basic bowing skills has allowed

the students to focus more on the advanced aspects of violin playing. As Music

Education majors, Subjects A, D, and F appreciated the knowledge and explanations

learned from this method. With this understanding, they will be capable of instructing

other students, not only how to hold the bow correctly but also in other aspects of

proper right hand technique. Subject C, no matter what his career aspirations may be,

has a solid underlying technique with the bow arm. Subjects B and E, in preparing for

performing careers, must have training on the highest level to undertake the demands

called upon as professional violinists. While Subjects B and F were already capable of

listening to their sound, the other Subjects were beginning to listen to their sound and

consequently become better violinists. At this point of their development, all Subjects

heard improvements in their sound and were prepared to initiate a more advanced bow

technique.
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5.  CONCLUSION

Is it necessary for a student to undergo an extensive step-by-step method of bow

hold correction in order to play advanced bow technique and become a better violinist

or violist? Should a student be satisfied with merely a functional bow arm that allows

the bow to move back and forth and make a sound? Furthermore, can a student with a

functional bow arm draw a straight bow, use the bow entirely, and play with proper

bow distribution? In the cases where the right hand bow hold is incorrect, basic bow

techniques may push students to their limit of capabilities while some students may

not be able to use basic techniques at all. What about the student who avoids the lower

half of the bow, has a crooked stroke, presses into the string for loud playing, and

cannot play advanced bow strokes? Many students have problems with basic bow

strokes as a result of an incorrect bow hold. Can a student with a functional but

incorrect bow arm expect to successfully learn advanced bow techniques such as

spiccato, sautille, ricochet, and flying staccato? Frustration and energy spent to

overcome deficiencies in the bow arm take a toll on the student practicing basic bow

strokes. Finally, can a bow arm that merely functions produce a beautiful tone or bring

forth nuances in tone color?

If a change is necessary and the new hold has been implemented, what can be

expected from a student at the completion of the right hand correction method? What

accomplishment can a student expect in a six-week period? This method is a step-by-

step account of the process of implementing and solidifying a correct bow hold by a
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student who holds the bow incorrectly. First a student is identified for correction,

explanations are delivered, and the new hold introduced. Then, a systematic series of

exercises and etudes follow in a regimented method. What a student going through

this correction process can expect at the completion may be less tangible. Results

could be ambiguous. The main accomplishment is the expectation for the student to be

a better violinist or violist. Hence, the student should have more than just a

“functional” bow arm. Within this procedure, it is important to be rigorous and allow

very little deviation to the correct hold. In reality, a student will not maintain 100% of

the full correction after the method is concluded and with the resumption of playing

literature. As individuals, the hold will conform to their physiological makeup. Ideally,

from this point forward, the student will play using important elements such as

properly placed fingers on the bow curved and flexible, more control, less tension, and

an effective use of arm weight. Additionally, basic bowing elements such as playing

with a straight bow, bow distribution, better string crossings, and smoother bow

changes should be improved.

Tadeusz 

could be measured as such. An 80% or better retention of all aspects of the right hand

correction method should be considered excellent. A 60% improvement may still be

regarded as successful considering the relatively short amount of time invested in the

correction. A less fortuitous student who struggles with the correction method but

improves finger placement and curvature, raises the arm and hand less, thus able to

apply arm weight instead of pressure, plays with less tension, and learns some of the

specific bowing elements, will be a better player.

Is the student ready to shift attention away from the bow hold after the correction?

Continued practice and emphasis must be placed on the right hand as the student



103

resumes playing music. In the Method (chapter 3), several of Rudolphe Kreutzer’s 42

Studies/Etudes are suggested to a student to practice after the correction has been

completed. 

be dedicated to bow solidification. 135 Furthermore, he suggests selected aspects of the

bow, which may still need additional focus. These include string crossings, bow

changes at the frog, and certain bowing patterns found extensively in violin

literature.136

Bow changes and string crossings occur constantly in violin playing; continued

practice with the correct technique involved will improve these important elements of

bowing. The finger movement required in the bow change should be initiated before

commencing with the change. The bow change will be audible if the fingers move at

the same time of the bow change.137 Kreutzer’s Etude No. 14 is excellent in achieving

subtle and delicate string crossings. In measure one, while moving back and forth from

the A, E, and D strings, a student approaches the new string with the arm level from

the previous string. [Ex. 43] Gradual anticipation of the new string by adjusting the

arm before arriving to the new string will allow for smoother string crossings.

Example 43 (Kreutzer’s Etude No. 2)

                                                
135Tadeusz Wroñski, Zagadnienia Gry Skrzypcowej, vol. 4 (Warszawa, Poland:  Polskie

Wydawnictwo Muzyczne, 1967), 31.
136ibid., 37-38.
137ibid., 27.
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Two bowing patterns worthy of concentration and found frequently in violin

literature include, dotted patterns (jambic rhythms) and the so-called Viotti bowing.

[Exs. 44 and 45]

Example 44 (Kreutzer’s Etude No. 2)

Example 45 (Kreutzer’s Etude No. 2)

After the first note is played, notes two and three should be played with the same

impulse. [Ex. 44] Additionally, after the first note, one should think only of the up-

bow required with the third note. The down-bow stroke on the second note should be

articulated lightly before the third note is played and the hand should relax after the

first note. The pattern can be repeated with a reversed bowing.

After the first articulation [Ex. 45] only every second note will receive a new

“impulse” while the penultimate note should proceed without any influence of it.

There is a natural “bow throwing” of the second note - not too long and not too short
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but energetic. The exercise should be practiced at first with a pause between bow

changes with a gradual elimination of the pause when the stroke is mastered.138

More advanced bow strokes may be attempted after the student has achieved

correct bowing elements within a correct right hand position. Additionally, practicing

bow changes and string crossings in a correct way will enable the student to use and

develop a sustained legato stroke within this method. Solid martélé and détaché

strokes will already be a part of the student’s technique after the correction procedure.

Possessing a correct bow hold will allow the student to begin to play with confidence

and use more advanced bow strokes such as:  spiccato, sautille, ricochet, and flying

staccato.

Specific Requisites for the Viola

Most of the requirements for the violist are the same as the violinist. The bow hold

and motions of the hand and the whole arm are equivalent for both. Since the viola is a

larger instrument, emphasis may be placed on different aspects of playing. Viola

pedagogues suggest that there are fewer margins for error playing the viola. Violists

cope with the problem of producing desirable sonority and tractability. Working

harder to play a bigger instrument is not the correct response. The hold should be firm

yet “supple,” not loose, and the fingers should encircle the stick more fully.139 Arm

weight is imperative for producing a proper sound on the viola. Tone produced by

pressure eventuates when the arm level is higher than the bow itself. William Primrose

                                                
138Tadeusz Wroñski states that in the Viotti bowing the bow motion is like an arc. He suggests,

however, not analyze the arc but instead to concentrate on the energy. Tadeusz Wroñski, Zagadnienia
Gry Skrzypcowej, vol. 4, 37-38.

139Yehudi Menuhin and William Primrose, Violin and Viola (New York:  Schirmer Books, 1976),
175-76.
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states that “pressure and viola playing are immiscible.”140 As with the violin, the bow

of a violist must be held in a relaxed, natural, and flexible way, with fingers and thumb

curved. The level of the arm, wrist, and hand should not be above the level of the bow

stick. Raising the knuckles on the hand will straighten the fingers and decrease

flexibility, as with the violin. Reiterating the importance of a secure hold, Primrose

suggests beginning the stroke with a “slight attack” from the string even while playing

piano. The sound should be “felt in the mind” ahead of time, before actually playing.

Advocating the use of full hair he states that a violist may converge additional weight

“on the side” of the bow to allow the lower strings to speak more freely.141 Henry

Barrett says to permit the larger muscles of the arm to generate power. The violist will

loose sound if there is too much variation in the hand position. At the frog, he cautions

that it is particularly important to keep the knuckles flat and the wrist bent horizontally

not vertically.142 Lillian Fuchs states that if a violinist switches to viola, the player has

to have “a fine ear and a well trained bow arm.” She adds that during the bow change

there will be less movement from the fingers, though they should remain flexible.

Smooth bow changes should be made primarily with the wrist.143

                                                
140David Dalton, “The Art of Bowing” in  Playing the Viola:  Conversations with William Primrose,

Strings, vol. 3, no. 1 (Summer, 1998), 23-24.
141Samual and Sada Applebaum, With the Artists (New York:  John Market and Company, 1955),

171.
142Henry Barrett, The Viola, Complete Guide for Teachers and Students (University, Alabama:  The

University of Alabama Press, 1972), 76-77 and 86.
143Samual and Sada Applebaum, The Way They Play, Book. 2 (Neptune City, New Jersey:

Paganiniana Publications, Inc., 1973), 209-211.
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Tone production

The final step undertaken is learning how to make artistic music from playing the

violin or viola. The violin is an instrument of melody. The melody as cantabile speaks

for its beauty and expressiveness yet it is the bow that produces a fine, pure, and

expressive tonal quality. 144 Aaron Rosand states:  “But when it comes to stressing a

note, or beginning or ending a phrase, or any other mode of truly expressing the

music, it is the bow that makes the difference.”145 How successful the bow’s physical

and mechanical properties are applied, controlled, and understood determines the

production of beautiful tone.146 The “suitable exploitation of momentum and

gravitation are elements in producing a beautiful sound.”147 As the student becomes

more confident in his ability to hold the bow correctly and manage strokes in a natural

way, attention can be focused on manipulating the bow to make changes in the tonal

quality. The realization of locating the desirable contact point is such that with more

arm weight and speed, the bow comes closer to the fingerboard, hence, both less

weight and less speed suggest a closer relationship to the bridge. Changes in dynamics

occur in utilizing correct arm weight. More arm weight gives the violinist or violist

power and a forte dynamic. What is particularly difficult is playing piano, for the

violinist has to “defy gravity” and lift the arm upward, hence, not use as much of the

natural weight that comes with the arm if correctly done as a unit from the upper arm

down to the fingers.

                                                
144Leopold Auer describes the violin as “a homophone instrument, a melody instrument, and a

singing instrument” Leopold Auer, Violin Playing As I Teach It  (London:  Gerald Duckworth and
Company Ltd., 1921), 31.

145Samual and Sada Applebaum, The Way They Play, Book 3, 313-14.
146Vincent Oddo, Playing and Teaching the Strings (Belmont, California:  Wadsworth Publishing

Company, 1979), 26.
147Ottó Szende and Mihály Nemessuri, The Physiology of Violin Playing  (London and

Wellingborough:  Collet’s Publishing LTD., 1971), 88.
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Using bowing to facilitate phrasing should be instigated after the correction.

“Styles of bowing” described as a single bow stroke or combination of strokes of

different duration and lengths aid the musical process.148 Thus, techniques such as

bow distribution, bow speed, changes in arm weight, articulation, and the contact point

should also be utilized in enhancing the musical ideas of a phrase. Combining these

types of technique allows a wide range of sound, timbre, character, as well as brings

color to the sound.

Without diminishing the necessity of a developed left hand and the facility of the

fingers (shifting, and accurate intonation), it is the player’s bowing that unveils his/her

musicianship. Understanding and interpreting the composer’s work, the ability to

transform the meaning and style of the music, and individual expression as a

performer, come from the bow interacting properly with the violin.149 Karl Flesch says

that violinists need more than the correct technique and manipulation of the bow to

ensure good tone quality. He sites that dynamics and articulation as indicated by the

composer and left-hand requirements such as shifting, which alters the length of the

string, have an impact on artistic playing. In addition, he points to bow speed, arm

weight, and the contact point as ingredients for the production of a good tone.150 The

student must be capable of confronting the difficult and awkward demands of the

composer and giving a complete performance without constraints of improper hand

positions.151

                                                
148ibid., 83.
149Robert Gerle, The Art of Bowing Practice (London:  Stainer & Bell Ltd., 1991), 10-11.
150Karl Flesch, The Art of Violin Playing , vol. 1 (New York:  Carl Fischer, Inc., 1924), 82.
151Karl Flesch, Problems of Tone Production in Violin Playing , trans. Gustav Saeger (New York:

Carl Fischer Inc., 1931), 6-7.
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Finalé

Finally, the student must learn to listen to the sound that comes out of the violin.

Dorothy Delay says “The player should be able to tell you what he heard and he

frequently can’t.” It is “necessary to hear the sound.” She suggests having the student

listen to the sound played with different kinds of strokes, bow speed, and placement

on the string. She advises students to practice ear-training exercises, listen to other

players, and describe exactly what kind of stroke has been produced. Lastly, she

suggests listening for different tone colors.152

The Subjects were asked about their sound and encouraged to analyze the tone

emulating from the violin. All Subjects were pleased to realize that with the correct

right hand position, the perception of their playing was of a fuller and richer sound.

With control and confidence in the right hand, they were able to recognize future

possibilities, which they consequently would be capable of achieving. This should be

the ultimate aspiration and goal for a student desiring to be a skilled violinist or violist.

A successful performance is not achieved by playing all notes correctly. A

performance that contains a variety of style, tone color, and other characteristics,

brings life to the music.153 Correct hand positions enable the student to achieve these

goals.

                                                
152Samual and Sada Applebaum, With the Artists, (New York:  John Markert and Company, 1955),

280 and 285.
153Louis Kievman, “Arms Race” in The Strad, vol. 96, no. 1151 (1986), 857.



110

APPENDIX



111

INFORMED CONSENT DOCUMENT

I freely and without element of force or coercion consent to be a participant in the

treatise paper entitled Correcting the Right Hand Bow Position for the student

Violinist and Violist. Matson Topper, a Doctor of Music candidate in the School of

Music, at Florida State University, is conducting this research. I will study the

procedure for correcting the right hand bow position using recognized violin methods

with traditional pedagogical principles.

I understand my participation is totally voluntary and I may stop participation at

anytime without penalty. I understand before and after still photos will be taken

focusing on the right arm and hand. My name will not appear in the text and my face

will be blacked out. I have been given the right to ask and have answered any inquiry

concerning the study. Questions, if any, will be answered to my satisfaction. I have

read and understand this consent form.

______________________               ______________________

Name  (Print)                                       Date

_______________________               _______________________

Name  (Signature)                                 Telephone Number

_______________________

Witness
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