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ForeworD
Demetrius Constantine Dounis (1886–1954) was 

one of the most prominent violin pedagogues of the twen-
tieth century. He studied violin privately in Vienna with 
František Ondřiček, a much-sought-after teacher who no 
doubt impressed Dounis with the significance of peda-
gogy, and simultaneously enrolled as a medical student at 
the University of Vienna. Following his graduation, he made 
several tours as a violinist in Europe and Russia. After World 
War I, he was appointed professor of violin at the Salonika 
Conservatory in Greece, and it was at this time that he devot-
ed much of his energy to violin pedagogy and the publication 
of pedagogical treatises. He then settled in England and, 
facing the threat of World War II, relocated to the United 
States, first New York City, then Los Angeles, where he died 
soon afterwards. 

Dounis’ work in violin pedagogy extended to many 
areas, but there are two specific areas for which he was highly 
revered and influential in his own time and today. The first 
was his intense concern with the proper ergonomics of violin 
playing, for example, the horizontal and vertical movements 
of the left hand, the importance of muscular development 
and relaxation, the development of finger strength and inde-
pendence in the left hand, and the proper means for gripping 
the bow in the right hand. This concern may have stemmed 
from his medical studies in Vienna and from his instinctive 
awareness of how the body worked best in violin playing. His 
deep knowledge of these matters made him a much-valued 
consultant by students and professional artists alike. 

The second area—one that is evident in numerous 
instances in his published collections—is his emphasis on 
the role of the brain, not the arms or the fingers, in proper 
violin practicing and playing. In the “General Remarks on 
Technique” (p. 10) that prefaces The Artist’s Technique of 
Violin Playing op. 12, he discusses this at length: “The true 
technical training of the violinist is not merely a training of 
the arm and fingers but, principally, a training of the brain 
and memory. The fingers and the arm should obey perfectly 
the intention of the player in order to be able to perform any 
movement with complete mastery.” Later in the same essay 
he adds: “What we call technique is nothing but a series of 
brain-reflected movements. The secret lies in building up 
these movement pictures into a rational, logical whole—
namely, technique.” 

The eleven books in this volume, approximately 
one-third of his total output, were written and published 
between 1921 and 1946. Six of these books are accompanied 
by a subtitle that alludes to a “scientific basis,” although the 
exact nature of this basis and of science in general is never 
expounded in any detail (his remarks on the significance of 

the brain in violin playing may be a part of this). The worth 
of these studies is greatly enhanced by the ample amount of 
written material that Dounis provided to elucidate the nature 
and intent of the exercises. The reader will no doubt encoun-
ter numerous instances that illustrate Dounis’ unique knack 
for explaining complex performance concepts with a minimal 
amount of words. For example, his observations on shifting 
in op. 12 (p. 12) note: “The whole mechanism of shifting 
consists in knowing how to connect the positions.” Later in 
the same book, his explanation of thrown bow-flying staccato 
(p. 83) is equally laconic: “The thrown bow is nothing but a 
spiccato with all the notes played with consecutive down or 
up bow strokes.”

The first book in this collection The Artist’s 
Technique of Violin Playing op. 12 from 1921 is the lon-
gest of the eleven studies and probably the most well known 
amongst violinists. He notes in the foreword to this study (p. 
8) that the intent of this book is to clarify issues pertaining 
to violin practicing. “The object of this work is to indicate 
a method of solving all the problems of higher technique of 
both hands, with the least possible expenditure of time and 
energy, and to provide definite suggestions for mastering all 
technical difficulties.” Another intent, mentioned previously, 
is to explain the significance of the brain in violin playing. 

The Artist’s Technique is divided into two parts, the 
first of which deals with the left hand, the second of which 
with the bow. The seven sub-parts in Part I are: 1) shifting; 2) 
exercises for the highest development of the muscles; 3) how 
to practice scales; 4) the technique of double-stop playing; 5) 
chords of three and four notes; 6) harmonics; 7) pizzicato. 
The seven sub-parts in Part II are: 1) typical exercises for 
all bowings; 2) détaché-springing bow; 3) martelé-spiccato; 
4) accentuated legato-firm staccato; 5) thrown bow-flying 
staccato; 6) thrown staccato-springing staccato; 7) legato-
sustained tones. Part I is by far the longer of the two parts, 
thereby confirming the significance Dounis placed on mat-
ters concerning the left hand, shifting, in particular. Dounis 
opens Part II (p. 78) by noting: “The entire technique of 
bowing is based on the simple and the accentuated détaché. 
When the bow is pushed or drawn without accenting the 
change of bow, it is called simple détaché. It becomes accen-
tuated détaché when every stroke is vigorously accented at 
the start.” These comments are accompanied by a diagram 
labeled “Genealogical Picture of Bow Strokes,” a brilliant 
schematic representation of how all string bowings are related 
to these two types of détaché bowing.

Dounis’ interests in developing finger strength are espe-
cially apparent in The Absolute Independence of the Fingers
op. 15 from 1924. It is the first study in this collection to 
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