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ABOUT THIS COURSE

Looking for new ways to keep your practice fresh? Join
renowned pedagogque Richard Aaron as he shares
exercises to make your practice sessions more effective

and engagqging.
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How to Warm Up the Left Hand

When you're about to perform but you can’t play while you're backstage, silent finger exercises can

be an excellent way to warm up the left hand and improve dexterity.

A great exercise comes from Aldo Pais’s Cello Technique (for the Left Hand):
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Place all your fingers lightly on different strings without pressing down, and gently tap each finger
on the string. At first, it may not feel like much, but over time, you'll notice improvements in

coordination. Keep your fingers relaxed throughout.

Another useful exercise is from W. Thomas-Mifune's Daily Exercises for Cello:

Gegenteil: Finger aufheben Opposite: Raising the finger
Wir Uben danach eine Gegenbewegung: leicht ak- After this we practice the opposite movement:
zentuiertes Anheben des betreffenden Fingers. lifting the finger, light accentuation.
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Similar in concept, this exercise involves placing fingers 3 and 4 on one string while tapping fingers

2 and 1 on another.

You can also practice away from the cello by placing your fingers on a flat surface, like a table, and
tapping through different finger combinations. Doing this for just five minutes a day helps with

coordination and warms up your hand effectively.

Scale Patterns and Rhythms

Richard Aaron introduces four of his favorite bowing patterns and rhythms. With these tools, scale
practice can become not only more productive but also more enjoyable! The first resource is from

Margaret Pardee, an assistant to Ivan Galamian. Here's a breakdown of each section of the chart:

e A:Dividing the bow into 2, 3, 4, 6, 8, 12, or 24 notes per bow;
e B: Rhythm patterns;

e C: Detacheé and martelé in various parts of the bow;
e D: Staccato;

e E: Slurred staccato;

e F: Staccato/martelé;

e G: Collé/spiccato

e H: Viotti bowings;

e |: Paganini bowing.
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MARGARET PARDEE'S BOWING AND RHYTHM CHART

3 Ocrave ﬂ{f{l{nﬁnﬁ and Decelerating Series
2

C| 3% Detaché/Martelé/Detaché Series
Separate Bows

: 2 bow, 1 bt
5 . r e e Balance Point to Upper Half Cront
3 st s the TR
o J ,! 3 noges per bow, 1% notes per bea 25 - ¥ Detaché
s =  Marteld %\
1 s ~  Marreld %
d ' 4 b, 2 rcstes per beat B -
“'——-—J-—-" e h 6s -  Marrelé -
3 3 .
—_ 8% = Decaché
# &4 » ¢ + o+ Onosporbowinocsperber | 125 — Detaché %‘
245 —  Detaché -8
i;_.- # ¢ » # » 3notcperbowdnotes per bea

=£'=m * i i
#essseweese s |2notesperbow,bnotes perbea E Alrernaring F Martelé /Staccato
i I'_Il
549 N g
E _:_l' i_- J.JJ f?. {_ I-i:'nunlnhm-,ﬁmmp:rh:.u | -|
"':l"""."'.'j. (Zig-Tag) - o -'- -
Rh Parx 1 2 — .
Lﬁ_ ythm erns | Hhythm Parterns IEEES R T'__| ﬁ
4. &, B, 12 notes per bow i kil e T —
1 A ol | E ,ﬁ ﬁl 'ﬁ'
l-El.- i‘::-_._ 1_.3_ i . ...‘.I-.' N FE :::_: ':—!-I—E::
— ) a SESEPPEREE PREERER R ""_:_'::.':".:'_: o ki
. — — —— —
Do w- b.*'] s i :l - i -I_-I 12 12 12 12
e - — et et L L LR L kfdddssdsrds FPRERER FETEED
e - T
= 24 24 24 24
. = ll HJ].}"-I'J:I.I:I] Patterns 3 ssssssee " 'gspessees TV sesasnns V1 L oo
iy —
=] i ﬁid-j:: —
driﬂ - — — ' E
.-I--_-.-. - B
da. 2 4 6 Slarred Staccats Collé/Spiccato Series
o b 2 b 4 1 ] 25 — Collé vse "nobow”
— c. 4 2 6 AY £7 U 35 - 1Collé, 2 Spiccato
ﬂ d_ 4 E 2 ﬁ "‘.IE = Epiffﬂ.tﬂ
fo & & @ -! r & & & # fs — apiccaro
<6 2 4 | 85 - Spiccato (Saucillé)
ﬁ f. 6 1 2 _|' N o .l ] < 4 ' 125 = Saunllé
& é 245 —  Saucillé
H_I'l}"l'}lm P:I.t[l:fnsl'i' FEE N i
T IR b et —
- L sesansee sssssnss | Viotti Bowing 1

ﬂ-qll-illllnril-iii -"J-ll-i'-fl-l'.-.-l.. '!! 'I_III J -l J J_ '!l '-l JI J

i, E . i L ™ — I"--._.--"F__ '-._.-"J__ -'-.._.5-_ [T
F=3 ek 2 : f'.'!':-j‘.'f"!' i -.'f-.-flif-.-f ¢ TR B 4
| il .j T — " R i ' \ ™ V ™
ey .3 1 8 = 1
SFaz i 2D0D
k -l: - ll - 3 8 | - Frog/RP Lipper Half

1] Pa.gmum bowing

ld dddd 4B 3 1 ;Er E;r;

This highlighted exercise from the B section can be interpreted in three ways:

1. Play in one bow, interpreting the numbers as rhythmic values (e.g., 2 for eighth notes, 4 for
sixteenth notes, 6 for sextuplets).

2. Play the notes rhythmically even, but change the bow direction according to the numbers (e.g., 2
notes in a down-bow, 4 notes in an up-bow, 6 notes in a down-bow).

3. Interpret the numbers as rhythm while playing all notes separately in the bow.
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The second resource is from Theodore Buchholz and Robert Jesselson’s The Cellist’s Guide to Scales

and Arpeggios:
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The third comes from Ivan Galamian’s Scale System:

Section 2: Rhythms (slur 12 notes)
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The following groupings are to be pracriced in both (a) and (b) forms
as given 1n the example immediately preceding.
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Sceceneon 3 Slurred Staccatos
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Finally, the fourth is Andrei Pricope’s compilation of bowings and rhythms from O. Sev¢ik:
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Practicing Dynamics

There's much to learn from violin pedagogy regarding practicing dynamics. For example, Paul

Rolland’s method suggests practicing crescendos and diminuendos within scales, as shown here:
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This is an excellent approach to practicing dynamics. Rather than playing scales with a completely
even bow speed and sound (unless specifically practicing legato and sustaining), we can explore
dynamics in two distinct ways:
1. Even bow speed with varying dynamics: By maintaining a consistent bow speed, we can
change dynamics by adjusting arm weight.

2. Variable bow speed: Here, we get louder or softer by increasing or decreasing the bow speed.
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Each approach represents a different technique and experience, so we should practice both.

Galamian uses a similar concept:

. v g Yo

Shifting Using Stretches

When we have big shifts into higher positions, Prof. Aaron recommends using “opening shifts,”
which involve opening the hand between the thumb and first finger rather than maintaining a fixed

hand position within an octave.

e Ascending shifts: As you move up, the thumb replaces the fourth finger,
moving up a semitone, and the hand continues to open.

e Descending shifts: On the way down, the hand closes towards the thumb

to form an octave, and then the entire hand moves to complete the shift.

This approach emphasizes focusing on the bottom note rather than the top note. Overly focusing

on the top note could lead to feeling nervous and missing the shift, but by anchoring yourself to the

lower note, you feel more grounded and can better gauge the interval within your hand.
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