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UVOD KE STUDIU KONCERTNIMU
OP. 17—21.

Aby byla dana moZnost naprosté jistoty reprodukce dila, jest
nutno k jednotlivym jeho &astem se bliZiti cestou analytickou.
Jen tak lze dosdhnouti bezprosttedni ptsobivosti technické,
dynamické atd. Individualité hraéové, jehoz hudebni tsudek
touto cestou byl vycviéen a zostfen, maji byti dany smérnice
pro vlastni jeji vyvoj, dany intuitivnimi slozkami duse. Ana-
logie necht pak otevira $iroké obzory nekoneénych moznosti
dalsich. Po prostudovani jednotlivych studii intervalovych
a analytickych, se stalym zfetelem k dynamickym znamén-
kam, budiz pfistoupeno ihned k téZe skupiné taktové v hlase
sélovém; timto zpusobem z neomylné ovladanych pozadavka
technickych, stav$ich se mimodék prvkem podruZnym, vzejde
ideal houslové hry odusevnélé a hodnotné dokonalé. Z tem-
pa volného necht vzrusta styl piednesu co nejrytmiétéj$iho se
zfetelem k pfipadnému provedeni s doprovodem orchestral-
nim. Pokud nutno dbati viech pi¥edpokladii ostatnich i pra-
videl, tykajicich se hry houslové s hlediska technického i pred-
nesového, poukazuji na obsahovou stranku Gvodu a analy-
tické ¢asti ve svém opusu €. 16. Dobra vule, trpélivost a snaha
jsou dusi tohoto dila. Svédomitost rozboru necht nezalekne
hrace, naopak, kéZz probudi v ném lasku k feseni problémi
dalsich, o to 1épe pozné podstatu hudebniho krasna ve viech
jeho nejsubtilnéjsich soucastkach. V jaké miie se mi to po-
datilo, budiZ ponechano k rozhodnut{ vysledkéim studia. Jed-
notlivé kameny velké, nddherné mosaiky dila mistr, pili vy-
brousené, necht zazafi jasnym slunnym svétlem dule Zijici
citem. Budiz vyjadien dik mému asistentu p. V. Noppovi za
vydatnou a ochotnou pomoc p¥i naméhavych korekturdch
Skoly ptednesu a Studii a p. nakladateli za vkusnou dpravu
mého dila. Pristoupi-li kdo k dilu s onou pili, rozvahou a
zuslechtujici laskou, s niZ jsers pfistoupil k nému ji, budu
dostate¢né odménén.

V Pisku v lété 1929 Prof. Ot. Sevéik

PREFAZIONE AGLi STUDI DEI CONCERTI
OP. 17—21.

Per rendere possibile una sicurezza assoluta nella riprodu-
zione di un’opera, ¢ necessario sottoporne le singole parti ad
uno studio analitico. — Solamente in questo modo si conse-
guiranno effetti tecnici, dinamici, ecc. — Con cié saranno
date all’esecutore, oltre al perfezionamento dell’acume nel
criterio musicale, le direttive per il suo sviluppo individuale,
caratterizzato dalle affinita intuitive dell’anima. — Dipoi, le
analogie gli schiuderanno vasti orizzonti di nuove possibilita
non ancor presentite. — Dopo aver studiato gli esercizi di
intervallo e di analisi con costante osservanza dei segni dina-
mici, si passi tosto al rispettivo gruppo di misure nella parte
del violino solo; in tale guisa risultera un’esecuzione violi-
nistica ideale, scevra da difficolta tecniche, disinvolta, ani-
mata e vicina alla perfezione. — Dai tempi lenti — presi
all’inizio a scopo di studio — fara d’uopo svilupparne uno
stile di esecuzione con ritmi ben definiti per P’eventualita
dell’accompagnamento orchestrale. In quanto alle ulteriori
premesse ¢ regole concernenti la tecnica e 'interpretazione
violinistica, mi riferisco alla prefazione ed alla parte analitica
della mia op. 16. — La buona volonta, la perseveranza e lo
zelo formano I’anima di questo lavoro. — La coscienziosita
dell’analisi non deve diminuire il coraggio allo studioso; anzi,
questa, dovrebbe risvegliare in lui il desiderio di risolvere gli
ulteriori problemi e vieppiu facilitargli lo scoprire 1’essenza
del bello negli elementi 1 pitt sottili della musica. — I successi
dello studio decideranno sin dove io sono riuscito nello scopo.
— E cosi, le singole pietre del grande e magnifico mosaico
delle opere magistrali, pietre faccettate scrupolosamente,
risplendano nel sole raggiante dell’anima ispirata dal senti-
mento. — Esprimo la mia gratitudine al mio assistente, Signor
V. Nopp, per la sua eminente e valida collaborazione nelle
difficili correzioni delle bozze concernenti la scuola dell’inter-
pretazione e gli studi da concerto, — noncheé all’editore per
Paccurata edizione dell’opera mia. — Sufficiente sara la mia,
ricompensa se qualcuno si accingera allo studio di quest’opera
con quella diligenza, quella riflessione e quell’amore che
nobilita e da cui io fui guidato nel crearla. —

Piseck, Estate 1929 Prof. Ottacaro Sevitk

WSTEP DO STUDJUM KONCERTOWEGO
OP. 17—21.

Chcac osiagna¢ pewno$¢ doskonala w reprodukcji danego
dziela, musimy rozpoczaé studyrowanie analizujacym sposo-
bem, kazdej czesci z osobna. Tylko w ten sposéb mozemy osiag-
naé bezposredni wynik w technice, dynamice i t.d. Indywi-
dualnoici grajacego, ktérego krytycyzm muzyczny ta droga
zostal udoskonalony, musi byé dany pewien kierunek dla
wewnetrznego rozwoju, kierunek, nadany intuicja duchowa.
Niech potem analogja otwiera szerokie horyzonty najdalej
idacych mozliwosci. Po wyéwiczeniu kazdego interwalu z o-
sobna, jak i po studjum analizacyjnem, zwracajac przy tem
stale uwage na znaki dynamiczne, przystepujemy zaraz do
¢éwiczenia tejze grupy taktdw czeéci solowej; tym sposobem,
z tych bez zarzutu opanowanych technicznych trudnosci,
jakie mimowolnie byly elementami podrzednemi, powstanie
ideal uduchowionej i doskonalej gry na skrzypcach. Przy
wolnem tempie powinien wystapié¢ styl jak najbardziej ryt-
micznej gry, ze wzgledu na ewentualny akompaniament or-
kiestralny. Wszystkie uwagi, odnoszace si¢ do reguly, ktéra ma
za tre$¢ techniczna i interpretacyj na strone gry na skrzypcach,
zamieszczam we wstepnem stowie i analizacyjnej cze§ci mego
Opusu No. 16. Dusza wykonanego dziela sa: dobra wola,
cierpliwo$¢ i staranno$é. Sumienno$é, jaka wymaga analiza,
nie powinna odstraszaé¢ grajacego — przeciwnie, powinna
w nim wzbudzié ochote do dalszego rozwigzywania nowych
zagadnien; dopiero wtedy pozna grajacy istote piekna w mu-
zyce, nawet w jej najsubtelniejszych czastkach. W jakim stop-
niu udalo mi si¢ to osiagnaé, niech wynik studja rozstrzygnie.
Pojedyncze kamienie olbrzymiej, przepieknej mozaiki wielu
mistrzéw, jakie pilnie szlifowane byly, niech roz§wieca jasnem
$wiattem stlonecznem duszy, uczuciami zyjacej. Panu Wydaw-
cy skladam podzigkowanie za staranne wydanie mego dziela;
a gdy ktokolwiek do tego dziela przystapi z ta pilnoscia, roz-
waga i uszlachetniajaca miloscia, jak ja to uczynilem, —
bed¢ dostatecznie wynagrodzony.

Pisek w lecie 1929 Prof. Ot. Sevéik

MPEOAVNCIOBHUE K KOHIIEPTHHM
VIIPAJKHEHHIM OP. 17—21.

YT06BI AaTH BO3MOMKIOCTD ABCOMIOTHO NP ABUILHOTO MCIIOI-
HeHMA MY3BIKAJIbHOrO [OPOU3BeNeHusd, HeOOXOAMMO K ero
OTACJILHLIM YACTAM IOAOMTH C aHANU30M. JIMmbL TarkOM
00pa3oM MOMKHO HOCTUTHYTb UPAMOTO BO3IEHCTBUA TEX-
HIKY, IUHAMUKHA ¥ T. . JINUHOCTH MCITONHNTENA, KOTOP LIl
TAKUM TyTeM MprHobped M yrayGuil cBoe CYMICHME, He-
00X0oNMMbl HANPABIAWLILME HAUAJIA €r0 PA3BUTUA, HAHHBIC
uHTynnmei ero xymu. ITyTs aHAIOTHE OTKPOET INUPOKHE
TOPU3OHTH HEOI'PAHMUYEHHBIX NAJbHCHINNX BOBMOMIHOCTEIf,
ITo OKOHYAHHMM OTJEJLHHX HMHTEPBAJOBHIX M AHAIHUTH-
4eCKNX YNpasKHenuii, ofpaias NpU HTOM BHUMAHNE HA
INHAMHIYECKNe 3HAKH, NPUCTYMMM TOTYAC e B TeX e
OTPEIBKAX K maprtuu coisHoil. Tawkum ofpasom, oBiames
BIIOJIHE TEeXHUYECKUMH TpeGOBAHMAMM, KOTOPHIE CaMU
co0oif CTaHyT »dJeMEHTOM BTOPOCTEICHHLIM, JOCTHIHEM
ugealla CHKPUNMYHON WIPH — UTPHL OTYXOTBOPEHHOI I
coBepluenHoil. MenieHHbIe TeMTILI MOTYT HAM JaTh MCIIOJ-
HeHUe PUTMHUYECKM TOYHOe, YTO HeoOXOZUMO IIpH HCIIOd-
HCHUM € AKKOMIIQHHMCHTOM opKecTpa. YUTo ke Kacaercs
BCEX OCTANbHHIX YCJOBHIl M NpaBWJI CKPUIHMYHON HIPH
CO CTOPOHBI TeXHMYECKO! M MCIOJHEeHMA, To ofpauiai
BHUMAHNIE HA BBEJCHME M AHAIUTHIECKYI0 4acTh CBOEro
om. Ne 16. Oxora, Tepmenile U CTpeMIeHME — IIABHOE
B aTuX 3aHAmMAX. Ilycrh moapoOublil pasfop e myracr
HCIOJHMTENA, a Haolopor — npoOymuT B HeM UHTe-
Pec K pelleHNI0 RaIbHeHINX IpodJyeM M TeM CaMbIM IpH-
BefleT ero K TOHMMAHUIO KpACOTHl MYB3BIKM, BO BCeX ee
TOHYAWIIMX INpPOABIeHAAX. Xopomuil pesyabTaT Baurmx
3aHATUI OyZeT HAMIY4WIuUM cynbeif Moero Tpyxa. Ilycrs
OTHEJbHAIE CAMOLIBETHBIE KaMHU OOJBIION M JUBHOK MO-
3aKM IIPOUBBEeJeHM MY3LIKAJIbHBIX MACTepOB, OTIIN(O-
BAHHbIE MCKYCCTBOM MCIIOJIHEHM, 3aCUAIOT SICHBIM COJHEY-
HEIM CBETOM MylnM uyBcTBylomeii. Bripaskaio Omaromap-
HOCTb MoeMy accucreHTy r. B. Hommy 3a cylecTBeHHYIO
u 1100e3HY1I0 IOMOLIb IIPU TAMKEJNbIX HcrnpaBieHuAX »IIko-
JIBl CKPUIMYHOM UIpH« M HacToAmuX »HoHIEepTHHX aTio-
moB«. I'. mapgarens 6xarofapio 3a MBAUIHOE UBJAHNE MOETO
Tpyna. Eciau BcAKuit momoimer K HeMy C 'TeM yceppueM,
Cepe3HOCTbI0 U 0CJMaropasKuBamlieil JoGoBLI0, ¢ KAKMMH
A BHIOOJIHMI CBGH TPYR, A 6YyRY BIOJIHE BO3HATPAKIEH.

B Muckn, 1929 . IIpogh. Om. [llesuur



VORWORT ZU DEN KONZERTSTUDIEN
OPUS 17—21.

Um die Méglichkeit einer absoluten Sicherheit fir die Repro-
duktion eines Werkes zu schaffen, ist es notwendig, dal man
sich den einzelnen Teilen auf analytischem Wege nihert.
Nur so erzielt man technische, dynamische u. s. w. Wirkun-
gen. Der Individualitit des Spielers, dessen musikalische
Urteilskraft auf diesem Wege ausgebildet und geschirft wird,
sollen hierdurch die Richtlinien fiir eine eigene, durch die
intuitiven Komponenten der Seele bestimmte Entwicklung
gegeben werden. Die Analogie erschlieBt dann weite Welten
neuer ungeahnten Méglichkeiten. Nach dem Durchstudieren
der einzelnen Intervall- und analytischen Studien — bei
stindiger Beachtung der dynamischen Vortragszeichen —
schreite man sofort an die entsprechende Taktgruppe der So-
lostimme heran, auf diese Weise erwichst ein von technischen
Schwierigkeiten befreiter, beseelter und schlechthin vollkom-
mener, idealer Violinvortrag. Aus dem langsamen Tempo
soll sich mit Riicksicht auf eine eventuelle Orchesterbeglei-
tung ein moglichst rhythmisierter Vortragsstil entwickeln. In-
sofern weitere Voraussetzungen und Regeln, die auf das Vio-
linspiel vom technischen und interpretierenden Standpunkt
Bezug haben, in Betracht kommen, verweise ich auf das Vor-
wort und den analytischen Teil in meinem Opus 16. Guter
Wille, Ausdauer und FleiB sind die Seele dieses Werkes, Moge
die Gewissenhaftigkeit der Analyse den Spieler nicht ab-
schrecken, vielmehr soll sie in ihm die Liebe zur Lésung wei-

. terer Probleme erwecken,um so besser erkennt er dann das
Wesen des Musikalisch-Schoénen in all seinen subtilsten Be-
standteilen. Inwieweit mir dies gelungen ist, soll der Erfolg
des Studiums entscheiden. Einzelne Steine aus dem grofen,
prachtvollen Mosaik der Meisterwerke, die mit Flei} geschlif-
fen werden, mégen im hellen, sonnigen Glanz der vom Ge-
fihl belebten Seele erstrahlen. Es sei hier auch meinem Assis-
tenten Herrn V. Nopp fiir die hervorragende und hilfsbereite
Unterstiitzung beiden schwierigen Korrekturen der Vortrags-
schule und der Konzertstudien und dem Herrn Verleger fur
die sorgfaltige Herausgabe meines Werkes der Dank ausge-
sprochen. Und wenn jemand mit jenem FleiB3, jener Uber-
legung und veredelnder Liebe, von denen ich mich bei der
Schaffung des Werkes leiten lieB, an das Opus herantritt,
dann werde ich zur Geniige belohnt sein.

Pisek, im Sommer 1929

AVANT-PROPOS AUX L,ETUDES DE
CONCERT*“ OP. 17—21.

Pour atteindre, dans la limite du possible, la streté absolue
concernant ’exécution d’un ouvrage, il faut procéder a I’ana-
lyse des diverses parties de cette oeuvre. Ce n’est qu’a cette
condition qu’on atteint aux effets techniques, dynamiques,
etc. Par ¢ela méme, les directives d’un développement spécial
et caractérisé par les affinités de ’Ame doivent étre imprimées
a lindividualité de ’exécutant qui perfectionne et aiguise son
jugement de cette maniére. De plus, ’analyse ouvre des mon-
des vastes, des possibilités jamais pressenties avant cet exa-
men. Aprés avoir étudié les différents exercices d’intervalles
et d’analyse, en observant scrupuleusement les indications
détaillées, on apprend le groupe de mesures qui est conforme
& la partie de violon. De cette maniére, il en résulte une exé-
cution instrumentale animée, tendant a la perfection et libre
de difficultés. Le mouvement lent demande, autant que pos-
sible, un style d’exécutionlargeetrhythmique en accord avec
Paccompagnement d’orchestre. En considération des régles
et des suggestions concernant I’exécution technique et 'inter-
prétation, je vous indique ’avant-propos et la partie analy-
tique de mon op. 16. La bonne volonté, I’assiduité et la per-
sévérance sont la base de cet ouvrage. Que la délicatesse de
conscience de ’analyse ne décourage pas ’exécutant; mais,
au contraire, qu’elle éveille en son 4me le désir de résoudr
encore d’autres problémes qu’il solutionnera de mieux en
mieux, puis il découvrira I’ame du beau en musique dans
tous ses éléments les plus subtils. De la fagon de travailler
dépend le succes. Que les différentes pierres de la mosaique
superbe, enchéssées avec art rayonnent et scintillent de
leurs feux dans la clarté brillante, comme le soleil de ’Ame
animée par le sentiment! Je tiens a remercier spécialement
Monsieur mon assistant V. Nopp de son aide efficace et ai-
mable des corrections pénibles de ’école d’interprétation et
des Etudes de concert et de plus Monsieur I’éditeur de cet
ouvrage du soin tout particulier qu’il a apporté & cette colla-
boration. Je veux également ajouter que si la création de ces
études peut inciter quelque travailleur a s’adonner a cet
ouvrage avec diligence et réflexion, je me sentirai bien lar-
gement récompensé.

Pisek, été 1929 Prof. Ot. Sevcik

Prof. Ot. Sentik

PREFACE TO THE CONCERT STUDIES
OP. 17—21.

An analytic study of the separate parts of a work is essential
to guarantee a safe reproduction of the whole. Only by these
means technical, dynamic and other effects are to be gained.
Thus a criterion shall be given to the individuality of the
player, whose musical judgement is developed and sharpened
in this way, for a development of its own, determined by the
intuitive components of the soul. Great worlds of new un-
thought-of possibilities will then be disclosed by analogy. After
having studied the separate interval and analytic studies,
always observing the dynamic signs of execution, one may
immediately turn to the respective group of bars of the solo
voice; thus an inspired, absolutely perfect and ideal execu-
tion, rid from technical difficulties, is obtained. With re-
gard to an eventual accompaniment by orchestra a style of
execution as rhythmical as possible shall develop out of the
slow time. As far as further preliminaries and rules referring
to the violin playing from a technical and interpreting stand-
point may be concerned, I refer to the preface and analytic
part of my op. 16. Good will, perseverance and zeal are the
soul of the work. The scrupulousness of the analysis shall not
frighten the player, but rather awaken in him a desire for
solving further problems, thus enabling him to distinguish
the better the nature of the musically beautiul in its subtlest
components. The success of the studies shalf decide how far
I have succeeded herein. Detached stonesl out of the great
magnificent mosaic of the masterpieces, cut with diligence,
may resplend in the bright sunny radiance of the inspired
soul. At the same time I want to thank my assistent Mr. V.
Nopp for his valuable and ever-ready help in regard to the
wearisome proofs of the School of interpretation and the Con-
cert Studies and the publisher for his careful edition of my
work. If some players approach this opus with the same
zeal, deliberation and ennobling love as I have been guided
by at the making of the work, I shall be sufficiently rewarded.

Pisek, Summer 1929 Prof. Ot. Sevitk

PREAMBULO A LOS ESTUDIOS DE
CONCIERTO OP. 17—21.

Para alcanzar, en los limites de lo posible, la seguridad abso-
luta en la ejecucién de una obra es preciso efectuar el analisis
de sus diversas partes. Solo con esta condicién se consiguen
los efectos técnicos, dindmicos, etc. Por este mismo medio, las
directivas de un desarrollo especial y caracterizado por las
afinidades del alma deben imprimirse enla individualidad
del ejecutante, quien, de esta manera, perfecciona y afina su
interpretacién. Ademés elan4lisis descubre amplios horizon-
tes, posibilidades nunca presentidas antes de este examen.
Después de haber estudiado los diferentes ejercicios de intér-
valos y el analisis teniendo en cuenta escrupulosamente las
indicaciones detalladas, debe de aprenderse el gru po de com-
pases que se refiere a la parte de violin. De esta manera, se
consigue una ejecucién instrumenta lanimada, con mirasala
perfeccién y exenta de dificultades. El movimiento lento re-
quiere, dentro de lo posible, un estilo de ejecucién amplio
y ritmico en relacién con el acompafiamiento de la orquesta.
Por lo que se refiere a las reglas y sugestiones relacionadas
con la ejecucién técnica y la interpretacién, me remito al
preambulo y parte analitica de mi op. 16. La buena volun-
tad, asiduidad y perseverancia son los necesarios fundamentos
de este trabajo. La delicadeza de conciencia en el an4lisis no
debe desanimar al ejecutante, antes bien ha de despertar en
su alma el deseo de resolver también otros problemas cuya
resolucién le resultara mas y més perfecta, hasta llegar 4 des-
cubrir la esencia de lo bello en musica, incluso en sus matices
mas exquisitos. De la manera de trabajar depende el éxito.
Como las diferentes piedras de un soberbio mosaico, armo-
nicamente engarzadas, brillan e irradian sus fuegos en una
espléndida claridad, asi resplandece el sol del alma, animada
por el sentimiento. Sean expresadas mis sinceras gracias a mi
asistente V. Nopp por su amable ayuda en las trabajosas
correcciones de la Escuela de Ejecucién de Violin y Estudios
de Concierto y no menos al editor de mi obra por los exquisitos
cuidados que a ella ha dedicado. Y asimismo si la creacién
de estos estudios estimulara algun voluntarioso 4 dedicarse
con diligencia y reflexién 4 esta clase de trabajo tendria en
ello la mejor de las recompensas.

Pisek, verano de 1929 Prof. Ot. Sevéik



From the Publisher

Each edition includes a solo violin part, a piano accompaniment
and the Analytical Studies written for the particular piece. In the
Analytical Studies, each measure is addressed separately, and Sevcik
goes to extreme measures to separate the different left and right hand
difficulties, suggesting a solution for each possible problem.
Although Sevcik only completed a handful of repertory specific
works, his method of preparation can be used for any piece. All of
Sev(ik’s repertory-specific exercises are written for the use of his own
fingerings and bowings. Therefore, these exercises have to be
modified to fit any new changes. A performer must establish
bowings and fingerings before this method can be applied.



E. Mendelssohn - Bartholdy, Concerto in E-

Jeder Bruchteil des Konzer-
tes ist erst dann auszufiihren,
nachdem vorher alle diesbe -
ziiglichen Studien vorgenom -
men wurden,wobei esdem Er-
messen des Studierenden frei -
gestellt bleibt, die einzelnen
Abschnitte je nach dem Grad
der ihm daraus erwachsenden
Schwierigkeit zu behandeln.

KaZdy zlomek koncertu budiz
hran teprve tehdy, kdy* byly

procviceny viechny k nému

ptislusné studie a jest pone -
chéano vili hracové vénovati
se jednotlivym prvkim dle z

t&chto pro néj vyplyvajicich
obtizi.

OT SEVCIK, op. 2I.

STUDIE.

Each section of the concer-
to should be played only,when
one has finished its relative
study. But it lies entirely
with the pupil to treat each
section according toits gra-
de of difficulty resulting
from it.

Azeby kazda czes¢ koncertu
nalezycie wykonadé, trzeba
przedtem odnosny do danej
czesei koncertu podany ma-
terjal ¢wiczebny dokladnie
przerobic i zupetnie opano -
wad a nalezy zwrdcié specja
na,uwage na miejsca, ktére

sprawiaja, grajacemu trudnosé.

Chaque section du concert
ne sera exécutée qu apres
en avoir étudié tous les exer-
cices rélatifs; maisil estlais-
sé au jugement de I'éléve de
travailler chaque section se-
lon les difficultés qu'ilyren-
contre.

Ogni singola sezione del con-
certo va eseguita solamente

dopo avere studiati i rispet -

tivi esercizi, i frammentidei
quali possono essere trattati
facoltativamente ed a secon-
da del grado di difficolta che
rappresentano perlo studio-
so.

I.
ALLEGRO MOLTO APPASSIONATO.

moll.
minor.

Se ejecutarb cada seccidn del
concierto sdlo despuésdeha-
ber concluido los estudiosre-
lativos. Pero queda completa-
mente al criterio del estudian-
te tratar cada seccién en ar -
monia al grado de dificuldad
que resulte de ella.
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MaHHEe TEM SJIEMEHTaM HCIIO-
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10T 711 HET'O TPYAHOCTH .
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*) Le méme doigté en mon-

tant et en descendant.
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*) Discendere e salire con
la stessa diteggiatura.

)

r

gore, i w

same fingering as ascending:
g g

*) While descending with
dét to samo opalcowanie.

*) Wpochodach w

1
gend.

Sestupmo s tymz prstokla-

S
*) Absteigend mit demselben

Fingersatz wie aufstei

*)

p

B)
D) mf % ?
dem jako vzestupmo.



moll.
minor.

CONCERTO in E -

Orchester:

2F1l. 2 Ob. 2 Cl. 2 Fag.

2 Hr.

2 Tr. — Pk.

C.B.

1.2.V1. Br. Vle.

Felix Mendelssohn-Bartholdy, op. 64.

mp

=Ces:

4 6 6 o

3

EEERrSrss
A
\‘___—/
|
=
&

EiE

e
, L |
P

Vle.C.B. Pk.

m N > LIk
E Agu, < OIS
/2] . a
N
p wn
« i ei® | 7 LT‘.
o
3
o )| S
(=]
Il 2
%0 S TN TR
._nlnnv..,M. 4 cr
< = R S
e N
i AN~ "
2
£ 8
e 2
-

11
) ]
--+.7
e [N
Bk )
vl
TR | TR
TISTS | [TTSTTe-
llr%ll' AC
7%
A
Bk}
e TTNTTe
i LS
||,ﬁr’ A
T
llr' A
BER | st
LII|.‘
IHLR \ :
®
TT$ pun
_ A LA
1111.0
e |||
B )
$ A
i |
||_ .
TR
HEL
% 2
. |
X
N P

—
#
1 ] 1 1

] I
LA
.Q.HL- ; LN LI
LTS, TR
LT e I
i)
L YEREY $ : A6
i TR
£ 4
_ e —

gy

FCEESE
c=

=t
2

clecegeigdage

Y

ﬁ%

o TR
MNE L IANLILS
[ Taa n ..!Fl.?pkw
Wil Wi
i
ALpt T X _o
LU TR =

ST ;mmﬁo '
fs-- 3t

s T | 9]1P

T 1]

19 ( -t!o “

ity
Al > 5

awll|lil T’ = 9|15

i Y

19l ] | 1

o _HM 1

ol | !

/uu_m{ Jm il
1l i

>_”: 111—

NI ]

(1R m a I
eigliic M| 0 v
bl TR i YA
«t!., L

o] i

W] iy

AF{ ] . 0
T3 A

This Edition Copyright © 2010 Lauren Keiser Music Publishing.

International Copyright Secured. All Rights Reserved



ZKRATKY A ZNACKY.

Oznadeni délky smyéce zlom-
ky:
Celym smyécem, palkou smyé-
ce

Prvni, druhou polovinou

Jednou, dvéma tretinami
smydce

Prvni, druhou, tfeti tfetinou
smycce

Ctvrtinou, tfemi &tvrtinami

Prvni, druhou, tieti, &tvrtou
étvrtinou smyéce

Druhou a tteti étvrtinousmyé-
ce

Dolu

Nahoru 1)

Sirokym smykem
Odrazené (staccato)

Skakavé (sautillé; spiccato)

Zvednouti smyéec

Zvednouti druhy prst
Odsadit (uméla pomlka) 2)

I Prvni struna E, I druh4 stru-

na A, III tieti struna D,
IV &tvrta struna G.

Prazdna struna

Leva ruka od hmatniku, pti
¢emz se smycec ponecha na
struné

Na struné E

Prvni prst zistane na struné

Prst, na néj% ukazuje hadek,
zustane lezet

Trylek
Vibrato, tremolo

Pizzicato: brnka se pravou ru-
kou

Pizzicato: brnka se levou ru-
kou

Glissando — sklouznout

Stitedem smyéce

U Zabky smycce

Hrotem smy¢ce

(hranat4 nota s nozkou)
Flageolet

(hranat4 nota bez nozky)
Opérny prst

Cvicéeni k 2.-4. taktu ze séla

'ABKURZUNGEN UND

ZEICHEN.
Bezeichnung der Bogenkinge
durch Bruchzahlen:

Ganzer, halber Bogen

Erste, zweite Hilfte

Ein, zwei Drittel des Bogens
Erstes, zweites, drittes Drittel

Ein, drei Viertel

Erstes, zweites, drittes, viertes
Viertel des Bogens

Zweites und drittes Viertel des
Bogens

Herunterstrich
Hinaufstrich 1)
Breit gestoBen (gezogen)

AbgestoBen, gehammert (mar-
tellé, staccato)

Springend, geworfen (sautillé,
spiccato)

Bogen heben
Zweiten Finger heben

Kunstpduse (Luftpause) 3)

IersteSaite E, ITzweite Saite A,
IIT dritte Saite' D, IV vierte
Saite G. '

Leere Saite

Die linke Hand weg vom Griff-
brett bei Belassung des Bo-
gens auf der Saite

Auf der E-Saite
Liegenlassen des 1. Fingers

Liegenlassen des Fingers, auf
welchen das Hikchen
zeigt

Triller
Vibrato, Tremolo

Pizzicato mit der rechten
Hand

Pizzicato (kneifen) mit derlin-
ken Hand

Glissando, gleiten

Mitte des Bogens

Am Frosch

An der Spitze

(Quadrat mit FuB) Flageolet-

‘ton

(Quadrat ohne Fuf3) Stummer
Stitzfinger oder Lagenver-
bindungston

Ubung zum 2-4 Takt aus
dem Solo

1) bez oznadeni smyku zadind
pocdtecni takt vidy od Zabky.

2) Zuvednouti smycec a uciniti
krdtkou pomlku.

1) Ohne Bezeichnung der Rich-
tung, beginnt der Anfangstakt im-
mer am Frosch.

2) Bogen heben und kurze Pause
machen.

I II
oI 1v

2-4

ABBREVIATIONS AND
SIGNS.

Designation of the Length of
the Bow by means of fractions:
‘Whole, half Bow

First, second Half
One, two Third

First, second, third Third

One, three Quarters

First, second, third, fourth
Quarter

Second and third Quarters

den-bow
Up-bow 1)
Broad-bow
Short, detached (staccato)

Springing, bounding (sautillé;

spiccato; saltato)
Lift Bow
Lift the 2nd. Finger
Stop (artificial pause)-2)

I first String E, II second
String A, 111 third Strmg D,
IV fourth String G

Open String

The left hand off the finger
board, the bow remaining
on the string

On the E-string

First Finger remains. on string

The little hook indicates which
Finger is to remain on string

Trills

Vibrato, Tremolo

Pizzicato with the right hand
Pizzicato with the left hand

Glissando — gliding
Middle of the Bow

At the Nut

At the Point

(footed Square) Harmonic

tone

(without Foot) Passive suport-
ing Finger or Transitiontone

Study for 2.-4, bar from the
Solo

ABBREVIAZIONI E
SEGNIL

Indicazione della lunghezza
dell’arco per mezzo di frazioni :

Tutto I’arco, mezzo arco

Prima met4, seconda meta

Un terzo, due terzi, dell’arco.

Primo terzo, secondo terzo,
ultimo terzo

Un quarto, tre quarti dell’arco

Primo, secondo, terzo, ultimo
quarto dell’arco

Secondo e terzo quarto

Arco in giu
Arco in su 1)
Largo staccato

Staccato, martellato

Sciolto, sciolto balzato o satel-
lato

Alzare I’arco
Alzare il dito secondo

Pausa artistica (respiro mu-
sicale) 2)

I corda di mi, II corda di la,
HII corda di re, IV corda di
50

Corda vuota

Levare la mano sinistra dalla
tastiera, lasciando I’arco sul-
la corda

Sulla corda di mi
Lasciare il primo dito sulla
Corda

Questo segno - indica quale
dito deve restare sulla corda

Trillo
Vibrato, tremolo

Pizzicato colla mano destra
Pizzicato colla mano sinistra

Glissando

Alla meta dell’arco
Tallone

Punta dell’arco

(Quadrato col gambo)
Flautato (armonico)

(Quadrato senza gambo)
Dito d’appogio muto oppu -
re suono legante le posizion i

Studio per 2-4battuta di Sol o

1) Unless otherwise indicated, the
Jfirst measure begins at the nut.

2) Lift Bow and make a brief
pause.

1) Senza Dindicazione della d i-
rezione cominciare sempre al ta |-
lone.

3) Alzarearco facendo una bre ve
pausa.



This critical Urtext edition of Mendelssohn's Violin Concerto is
derived from both the original manuscript score and the first
published version by Breitkopf and Hartel. The editor has resolved
the minor differences between these two sources.

This edition reunites the concerto with the accompanying exercises
by world renowned pedagogue, Otakar Sevéik, for the first time
since its initial publication. These repertoire-specific exercises
address each measure of this entire concerto and suggest solutions
for its technical difficulties.

Endre Granat and Danae Witter
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In 1881, Otakar Sevé¢ik, the 29 year-old newly appointed professor of the Kiev Conservatory, forever changed the way violin technique
would be studied with the publication of his Op. 1, Violin Left-Hand Technique. Instead of long-winded, meandering studies, Sevéik
developed a more concise method that deconstructed technical difficulties into their smallest components, progressing from simple to
complex. This method opened a door to overcoming technical problems in the shortest possible time with the least expenditure of
energy, assuring rapid progress and technical proficiency. These initial works established Sevéik as one of the foremost pedagogues of
his time.

Nearly fifty years after the appearance of his Op. 1, Sevéik’s pioneering spirit took him in the new direction of writing
repertoire-specific exercises. His method of teaching included the writing of short exercises called “purpose exercises” that addressed
a specific technical skill. Sevéik analyzed a concerto, or a virtuoso showpiece, and isolated the inherent technical problems in order to
focus on one issue at a time. Gradually, the student would put the puzzle pieces together and be able to successfully perform a difficult
work in its entirety.

Each edition includes a solo violin part, a piano accompaniment and the Analytical Studies written for the particular piece. In
the Analytical Studies, each measure is addressed separately, and Sevéik goes to extreme measures to separate the different left and
right hand difficulties suggesting a solution for each possible problem. Although Sevéik only completed a handful of repertory-
specific works, his method of preparation can be used for any piece.

These Analytical Studies and Exercises have been out of print for over seventy-five years. This new printing of these
repertoire-specific Sevéik exercises is now available for an entirely new generation of violinists. Accompanying each volume is a
modern edition of each selected work by our editors, Endre Granat and Stephen Shipps.

Endre Granat studied violin with his father, Gyorgy Garay, Zoltan Kodaly and Gyorgy Ligeti at the Franz
Liszt Academy in Budapest, Sandor Zoldy at the Basel Conservatory, Josef Gingold at Indiana University
and Jascha Heifetz at the University of Southern California.

Presently he is the premier concertmaster for the Hollywood film industry. He has been chosen by the
greatest Hollywood composers ranging from Miklos Rozsa to John Williams and from Henry Mancini to
James Newton Howard as their orchestra leader. He has been concertmaster at the Emmy’s, Grammy’s, Academy Awards,
countless television shows and records.

His solo and symphonic activities on four continents include performances with conductors such as George Szell, Sir Georg
Solti, and Zubin Mehta. He premiered Sequenza #8 by Luciano Berio. He is a Laureate of the Queen Elizabeth International
Competition and recipient of the Grand Prix du Disque and the Ysaye Medal.

Mr. Granat served as Assistant Concertmaster in the Cleveland Orchestra under George Szell and Concertmaster for the
Goteborg Symphony under Sir Charles Mackerras. He was a Fulbright Scholar and chairman of the Fulbright Committee in
Washington D.C. He has been professor of violin at the Royal Conservatory of Music in Goteborg, Sweden, Cleveland Institute
of Music, University of Illinois, and California State University and University of Southern California.
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