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				A Personal Note with Acknowledgments

				My husband, Jan Mark Sloman, passed away September 27, 2022. He had just finished writing and doing preliminary editing of this book, which he had thought about writing for multiple decades.

				Numerous teachers had asked him to write a book to explain how he had produced so many students who played at such a high level. Students had also suggested that he write a book that they could use as a reference as they pursued their professional or amateur careers.

				Over the years, Jan had written notes as he thought about art, music, the violin, teaching, and life itself. He pinned the notes to the bulletin board above his desk in his violin studio. In 2020, as the pandemic began, Jan collected these notes and began to devote his spare time to writing this book.

				I would like to thank people who played key roles in the process of seeing this book to publication. I will do my best to acknowledge those who supported Jan while he was alive and those who supported me in my best effort to see that his book was published after his death.

				Thank you to Jaime Laredo for writing the beautiful Introduction. It captures their unique relationship that evolved over six decades from student/teacher to friend to colleague.

				Thank you to Yo-Yo Ma, Itzhak Perlman, and Ida Kavafian for writing wonderful endorse-ments of the book. All three were Jan’s friends from his teenage years and became profession-

			

		

	
		
			
				al colleagues. He loved sharing thoughts about music and teaching with them as each pursued rewarding lives in music.

				Thank you to former students Susan Gillis and Eun-song Koh for helping organize and edit the book. Susan was instrumental in the early stages of editing while Jan was alive. Eun-song sat with Jan on weekends as he played with his thoughts, discussed them, and organized them on the page.

				Thank you to Matilde Stolfa, an excellent professional photographer, for taking the photos of Shannon Lee that illustrate important points that Jan chose Shannon to model. Thank you to Kevin Lee for his graphics.

				Thank you to Jacob Sloman for taking the photograph for the book cover, which showed Jan in his violin studio in front of the notes on the bulletin board from which the book sprang. Jacob also suggested the title for the book, Notes to a Violinist, well-aware of his father’s fond-ness for puns as well as for music. 

				Thank you to Bruce Sloman for offering advice and encouragement as the project began. Thanks to others who made contributions during editing but preferred to remain anonymous.

				The most important organizing and editing contributions were made by the tireless efforts of two of Jan’s former students and teaching assistants, sisters Shannon Lee and Jordan Lee. Both studied with Jan for many years. They made sure that this book would be the best reflec-tion of Jan Sloman and his commitment to the art of teaching the violin and self-expression through music. Without their selflessness and determination, this book might not have been self-published. I can never thank them enough.

				Louise Sloman

			

		

	
		
			
				Introduction

				The first time I ever met Jan Sloman was at the Meadowmount School of Music in the summer of 1960. Jan was this incredibly adorable 11-year-old who had started to study with Sally Thomas at the Juilliard Prep, and I was just finishing my studies with Ivan Galamian and starting a career. I can still see and hear Jan as a young boy playing the Allegro by Fiocco at a concert in front of all of his colleagues. He had such joy in his playing and seemed to be having the time of his life! I was also struck by the big sound that this little kid produced and his beautiful position. Everything seemed so natural and organic!

				About 10 years went by before I met Jan again. I started teaching at the Curtis Institute of Music in 1971, and lo and behold, Jan was in my first class of students there. I shared all the students with Mr. Galamian, the idea being that they had a lesson with him one week and a lesson with me the next. I loved it, of course, because I had the opportunity to work with all these great Galamian students. I loved teaching Jan because he was always so enthusiastic and so eager to learn!

				After Jan left Curtis, I again did not see him for a number of years. We resumed our rela-tionship when he got the position of associate concertmaster of the Dallas Symphony. I played with the symphony very often and of course spent a great deal of time with Jan. It was so nice because our relationship had changed so much; we were no longer teacher and student, but rather friends and colleagues. I remember so many memorable times of great meals, scotch, and fine wines. Both Jan and I really enjoyed the good life!

				It was during the Dallas days that I realized how devoted Jan was to his teaching. We spent so much time talking about his students, and on more than one occasion, he had them play for me or would give me a tape of someone’s playing that he was particularly fond of.

			

		

	
		
			
				When I started to teach at the Cleveland Institute of Music in 2012, I asked Jan if he had any students that might be interested in coming to Cleveland to work with me. That following February, when we held our auditions, Jan sent four or five students. As things turned out, they were without a doubt some of the best players that we heard. I remember during a lunch break, Joel Smirnoff, who was then President of the school and a member of the violin faculty, came up to me very excitedly and asked me, “Who is this guy Jan Sloman? His kids are incredible.” I told him about Jan, and he said, “Do you think we could get him here?” I spoke to Jan and asked him if he had any interest in coming to Cleveland. He didn’t think that he would want to leave Dallas, but maybe he might commute. Well, I put him in touch with Smirnoff, and they agreed that he would fly to Cleveland every two weeks and spend a few days teaching. Thereafter, we shared many students, just like I had done with Galamian many years before at Curtis.

				I absolutely loved working with Jan. He was so devoted to the students and cared so much for them in every way. We spent hours talking about them, what they were working on, and all the problems they faced. Our wonderful meals that we had together in Dallas continued in Cleveland!

				Jan taught at the Cleveland Institute for only a few years but he left a great legacy. He is missed by everyone, but no one misses him more than I do. I treasure the years that we spent teaching together as a team.

				Jaime Laredo

				September 2023

			

		

	
		
			
				Editorial Note

				By the fall of 2022, Jan Sloman had all but finished the manuscript for this book (then titled The Sloman Method). It began with the Foreword and ended with Closing Notes, in-cluding rough placeholders for images throughout. We have tried to remain as faithful as pos-sible to his original text, editing for clarity only where necessary. We added photo captions, footnotes, the “About the Author” section (adapted from his website), and the appendix of additional commentary at the end; and labeled the sections of repertoire lists in Part III for or-ganizational clarity. The musical and rhythmical examples that Sloman had provided through photographs have been rendered in musical notation, as well as a few measures of reference for the beginning of each etude mentioned in the “Abbreviated Condensed Etude Sequence” (ACES) section. It should be noted that the numbering of etudes referenced in ACES coincides with the editions from International Music Company (IMC) – particularly Ivan Galamian’s editions of the five books: 42 Studies by Rodolphe Kreutzer; 36 Etudes or Caprices by Federi-go Fiorillo; 24 Caprices by Jacques Pierre Rode; 24 Studies by Pierre Gaviniès; and 24 Etudes and Caprices, Opus 35 by Jakob Dont. The fingerings and bowings in these sample measures are not representative of those found in the IMC editions, but rather come from a variety of public domain editions. In the scale acceleration and vibrato acceleration exercises, and in cer-tain ACES etudes, we also added a few musically notated examples to help explain Sloman’s descriptions. Regarding the Sloman Scale Chart, it may be helpful to mention that the book Scale System – Scale Exercises in All Major and Minor Keys for Daily Study by Carl Flesch was a resource often recommended by Sloman as a starting point for finding scales, arpeggios, and double stops written out in each key.

				Shannon Lee
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				Foreword

				Over more than six decades I have had a long and multifaceted career with the violin. Ear-ly on, I experienced different schools of structural training, from Franco Belgian to Dounis, as well as others in between. I attended Juilliard Prep, was a University Scholar at Princeton University, and attended the Curtis Institute of Music. I have been a concertmaster in Flor-ence, Pittsburgh, Geneva, Lugano, Melbourne, and Dallas. I have worked with Carlos Kleiber, Lorin Maazel, and Yehudi Menuhin, as well as Tony Bennett, Ray Charles, John Williams, and Henry Mancini. I have played major violin concertos with orchestra and chamber music with Leonard Rose; recorded film soundtracks; worked with Willie Nelson; and played and drummed until dawn at Latin Fest. 

				I was fortunate to receive this rigorous and useful information, but in looking back, realize how much more could have been achieved by the teacher fully accepting their responsibility to create the kind of positive relationship with the student that can allow and nurture both their maximum violinistic as well as personal benefit. The kind of teaching that instead creates sig-nificant obstacles to be overcome—humiliation, condescension, and anxiety—represents the teacher’s irresponsible lack of understanding, and can no longer be tolerated.

				The following is a systematic method that I have thought about and used for over thirty years. It has been demonstrably effective. Though it is rigorous and thorough, it is not meant to be inflexible.

				Much of the work that needs to be done to be prepared for this highly competitive violin world is the tough, lonely, hours-in-the-practice-room process I call ABT: Acquisition of Big Technique. This rigorous and thorough process, largely devoted to scales, etudes, and techni-cal studies is the basis for anything a performer will do on the violin. Great technical ability is the underpinning for both artistic and professional success. “Art is work and not inspiration; 

			

		

	
		
			
				invention comes with craft.”—Stephen Sondheim. To this is added appropriate repertoire—always including unaccompanied Bach—that is given in a sequence dictated by both the de-velopmental needs and current abilities of a particular student’s circumstances. 

				Knowing when to assign repertoire that is appropriate is one of teaching’s biggest chal-lenges. This changes with each student. It is very much like constructing a building: first comes the combined vision of both architect and client, followed by plans, and finished with construction under correct guidelines. Many teachers seem content to choose wallpaper and light fixtures before pouring the concrete foundation. Students must be given both proper technical and artistic training, and teachers must be willing to direct this hard, demanding, unglamorous work to bring it all together. 

				This is a critical time in the history of the violin. Teachers must resist the temptation to exploit the general demand for sizzle and above all make sure that the steak is well prepared. Teaching systems must be adjusted to serve each individual student, or, as Amos Bronson Alcott once said, “The true teacher defends his pupils against his own personal influence.” 

				The kind of teaching that resembles cloning—“Don’t think! Play like me, teach like me!”—is no longer viable. Only informed teaching can help create the prepared and indepen-dent violinists who will successfully meet the challenges of music in the 21st century. 

				The learning process involves developing skills that enable both competence and creativi-ty. The acquisition and continuing development of both “enthusiasm and order” (Paul Valéry) creates the greatest possibility for any performer’s most powerful artistry. 

				Robust technical achievement must always be placed in the context of its goal: each play-er’s maximum ability for musical expression. Ignoring this aspect of our art is both naive and unrealistic.

				The body learns by repetition. Practice is best when that repetition is both productive and directed. All technical exercises are part of developing performing excellence. Focusing on these elements during practice is essential. 

				While understanding the spiritual and cerebral elements of music making, one must also acknowledge the “athletic” aspect of playing. Repetition by itself is not enough. Mindful rep-etition must be done correctly and over a long enough period for the body to understand what is being asked of it. Athletes at all levels of achievement understand this. Practicing slowly, correctly, and with adequate repetition allows the body to learn in its own way. This most pro-ductive kind of work is best thought of as Performance Preparation Exercise (PPE). 

				Good performance always contains discernible complexity involving the whole being, both physical and artistic. Achieving excellence requires the performer to understand and 
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