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shown to be justified.
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Notes to the Reader

System of octave designation. The analysis of eathe includes the highest note found
in the etude. This note is described accordinpéoXcoustical Society of America
system, which numbers the octaves from the loveestd highest, i.e., A0, C1, G3, and
BS,

The term “double stop in two-voice counterpointédsn this study refers to passages in
double stops in which one voice is sustained whigeother moves. The same concept is
true for triple and quadruple stops in counterpoint

The words underlined in the analyses of the etvefes to the musical example included
immediately below.

The grading scale used to grade both the etudestamdk the individual etudes contained
in them was developed by the author based on gy scales used by ASTA
(American String Teacher Association), the Royah€asvatory of Music in Canada,
Henry Barret in his bookhe Viola and the in the bodRlaying and Teaching the Viola:
A Comprehensive Guide to the Central Clef Instruraed its Musicedited by Gregory
Barnes. The grading scale:

Level 4 — Low Intermediate
Level 5 — Intermediate
Level 6 — High Intermediate
Level 7 — Low Advanced
Level 8 — Advanced

Level 9 — High Advanced
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Chapter 1

Introduction

Purpose of Study

Since the beginning of the twentieth century whHenwiola became more frequently used
as a solo instrument, much has been done to dettedgperformance technique of the
instrument. Most importantly in this regard, theselepment of viola pedagogy is evidenced by
the very substantial amount of published matenidhe form of etudes and methods for viola
available today.

Almost all string players are familiar with the das, methods, and caprices written for
the violin. Most of them were written in the laigl@eenth and early nineteenth centuries and are
still in widespread use. However, few string playand even relatively few violists, are familiar
with the etudes and methods originally written\farla. Even today, with many pedagogical
works for the viola, it is very common for violaateghers and students to use violin etudes
transcribed a fifth lower. A likely reason for tlasuld be that most violists who reach an
advanced level began their studies on the violingugiolin etude books and methods. It is not
the intent of this document to advocate a teachmipsophy that violists should use original
etudes written for viola, nor is it to discuss geglagogy of the violin. The intent is to provide a
reference guide to the viola etudes that have bedbmmost established and widely used,

whether they were composed originally for violinvola.



Need for the Study

A great amount of research has been done in thiedferiola pedagogy. There is a
variety of material available concerning publisheala etudes. Many books and documents
have been published in recent years with violadttee as their main topic. Some of them
discuss the method and etude books produced fatidtee whether originally written or
transcribed for the instrument, but they provideehean overview of the contents and
characteristics of each book in very general te®asne of these documents examine a small
number of individual etudes in broadly descriptieens. However, very little of this material
addresses the nature and content of all the etndegiven book on a one-by-one basis, and no
one has surveyed any significant portion of therditure in a comprehensive and thorough

manner.

This study will fill a unique niche in the pedagodjiliterature relating to the viola by
seeking to identify and describe the technical eotstand demands of each etude book, etude by
etude. It will provide a resource of significanagptical value and convenience to the viola
community. Currently, if a teacher wishes to fimdetude which addresses a specific technical
deficiency of a given student at the appropriatellef technical advancement, the teacher must
examine each etude book. This might include plajtingugh some of the etudes. Even the most
experienced teachers might encounter this prob&milarly, a student who wishes to find an
etude to work on a specific technique must examiaay etudes in these books to find the most
suitable choice. The sheer volume of etude matavialable makes the task of finding the right
etude for a given need difficult and laborious.sT$iudy presents information about the

technical contents and musical characteristicdl @tades of the most important and established



etude books. It will serve to guide viola teachard students to the most suitable etude in the

most efficient and convenient manner possible.

Methodology

Several criteria were used in the selection ofetivele books included in this study. One
criterion was the level of technical difficulty e&ch individual etude book, using the range of
left-hand positions as a fundamental indicatorc&iimis assumed that viola students at the
college level should be at least at an intermedieatel of technical advancement, all the etude
books chosen include etudes whose left-hand raggead to at least fourth position. Another
criterion used was the availability through pubtica. A third criterion was to balance
transcriptions of the standard violin etude book$ wriginal viola etude books of comparable
difficulty and musical substance. Some of thesgiai viola etudes are still not as well known
among violists as the standard material transcrifmed violin. This study will serve to
illuminate original etudes’ quality and value, hogito promote their widespread use by violists.
A fourth criterion was the duration of the indivalietudes. An etude has to be long enough and
substantial enough to be recognized as a selfegeriti musical entity or statement, making it

worthy of actual study or performance.

The etude books are discussed in order of incrgaschnical difficulty, from
intermediate to highly advanced. The individualdetsiof each book are discussed in the

numerical order in which they appear in the book.



The following aspects will be included in the dissn of each etude:

» Technical purpose

* Range of left-hand positions
» Overall level of difficulty
 Keys

* Musical style

» Selected musical illustrations
Two categories of information will be provided peding the discussion of the etudes:

1. A brief summary of the composer’s life, and majedagogical, compositional, and
performance achievements.
2. A brief overview of the etude book, including a isamssessment of its overall

importance.

A grading scale ranging from 1 to 10, with 10 beting most advanced level, will be
created to evaluate the individual etudes, and etate book will be graded based on its overall
level of difficulty (intermediate, progressive, advanced). The techniques displayed by each

individual etude will be graded according to tHeirel of difficulty in the charts on appendix A.



The etude books included in the study are listedrabiogically below, with abbreviated

titles:

. Kreutzer, R. 42 Studies- ca. 1796

. Fiorillo, F. —31 Selected Studiesca. 1800

. Hoffmeister, F. A. 42 Studies for Viola Sole ca. 1800

. Bruni, A. —25 Studies for Viola- 1805

. Campagnoli, B. 41 CapricesOp. 22 — 1805

. Rode, P. 24 Capricen- ca. 1815

. Mazas, F. Etudes Speciale©p. 36 - [1843]

. Mazas, F. Etudes BrillantesOp. 36 — [1843]

. Kayser, H. E. -36 Elementary and Progressive Studi@®p. 20 — 1848

. Dont, J. 24 Studies Preparatory to Kreutzer and Rode Stues 37 — 1852

. Palaschko, J. 20 Studies for Viola Sol®p. 36 — ca. 1905

. Palaschko, J. 32 Studies for ViolaOp. 55 — ca. 1912

. Fuchs, L. -16 Fantasy Etudes for Viola1961

. Fuchs, L. <15 Characteristic Studies for Viola1965



Chapter 2
Historical Overview

There are several definitions for the French wétrdle(“study” in English). One can say
there are almost as many definitions of the worthase are etude books. TRewGrove
Dictionary of Music and Musiciangefines “etude” as an “instrumental piece, usuallgome
difficulty.... designed primarily to exploit and pedt a chosen facet of performing technique,
but the better for having some musical interéstfiile theNew Harvard Dictionary of Music
defines it as a composition “designed to improwetdthnique of an instrumental performer by
isolating specific difficulties and concentratinig br her efforts on their mastery. Willi Apel
in theHarvard Dictionary of Musiaefines it as a “piece designed to aid the studkah

"3 Yet another definition comes

instrument in developing his mechanical and tedirability.
from K. Marie Stolba, for whom an etude is a “coetplcomposition with both musical and
pedagogical intent and content featuring at leastannsistently recurring problem of
physiological, technical, or musical difficulty wih requires of the player not only mechanical
application, but proper study and correct intemtien as well.*

Despite the many definitions, all seem to agreedhatude has to have some musical
guality and may even be designed as a performagace,@nd that it has to address one or more

aspects of instrumental technique, such as arpggsgales, octaves, and trills. The musical

element is important since technique is the founddbr the expressive intent of the music. The

! Howard Ferguson and Kenneth L. Hamilton, “Study,The New Grove Dictionary of Music and
Musicians 2" ed., edited by Stanley Sadie (London: Macmill00D), 24:622.

2 Don Michael RandelThe New Harvard Dictionary of Musis.v. “Etude” (Cambridge, MA: The Belknap
Press of Harvard University Press, 2001), 293.

® Willi Apel, Harvard Dictionary of Music2™ ed., s.v. “Etude” (Cambridge, MA: The Belknap Rre
Harvard University Press, 1969).

* K. Marie Stolba, “A History of the Violin Etude t&bout 1800” (Ph.D. diss., University of lowa, 1965
8.



art of music is not purely technicalivhile musicality is essential, music is ineffeetiwithout
some level of technical facility. As Carl Fleschtsst, “our art is not a matter of individual tricks
but exists by reason of the combination of craftsile ability and by the artistic will to dd”
Then, the primary function of etudes is to “buighnique that functions in a musical settifg.”
For the purpose of this study, the term “etude” &@ésoad meaning and includes the words
“caprice,” “matinée,” and “study.” Most of the ewithooks written between 1780 and 1810 used
the word “caprice” in their title.

In this chapter the origins of the instruction bedér violin and viola will be discussed.
Since some of the books analyzed in this studyrarescriptions from violin works, such as the
Kreutzer, Rode, and Mazas, it is necessary to declnaterial covering the history of the
treatises, tutors, and methods for violin. In thesy, we will have a better understanding of how
instruction books for viola developed.

Regarding the first use of the word “etude” in indbooks and early published methods
for the string family, Kolneder writes that P. Vagti was the first composer to use the word in a
title in hisEtudes pour le violon avec le doigté indiqué paufagiliter I'exécution(Violin
etudes with fingerings given to facilitate theiayihg), op. 2, published around 179Bowever,
Stolba states that Bruni@aprices & Airs variés en forme d’étudegpearing in 1787, seems to

have been the first publication to use the wordetn the title®

® Melissa Castledine, “Etudes and Viola PedagogyM@A. thesis, University of Cincinnati, 1998), 15.

® Carl Flesch quoted in Melissa Castledine, “Etuates Viola Pedagogy” (D.M.A. thesis, University of
Cincinnati, 1998), 15.

’ lvan Galamian quoted in Melissa Castledine, ibid.

8 Walter KolnederThe Amadeus Book of the Violin: Construction, Histand Musicfrans. and ed.
Reinhard G. PaulgPortland, OR: Amadeus Press, 1998), 358.

° Stolba, 253.

7



According to Stolba, one of the earliest works veiffecific instruction for the violin is
Epitome musicaldy Philibert Jambe de Fer, published in 1556 anEe, although this book
does little more than describe the instrument &tihing™® Maurice Riley reports two methods
written in Italy in the seventeenth century, onelogncesco Rognone, published in Milan in
1614, and the other by Gasparo Zanetti, publishédilan in 1645'* The Zanetti's method is
the first violin instruction manual to appear aseatity separate from other worksMany other
methods were published throughout Europe aroundahree time. In Germany, the Italian Carlo
Farina’sCapriccio stravagantérom 1627 is considered the earliest German instret work for
the violin, including instructions on how to pemothe special effects employed by Farina in his
music*® However, the earliest writing considered to béadirvmethod was contained within
Marin Mersenne’$darmonie universellgpublished in 1638 Maurice Riley credits Johann
Jakob Walther'$Hortulus chelicug1688) with being the “first known violin methoditten for
advanced student$®in GermanyThe Gentleman'’s Diversion, or The Violin Explained
(London, 1693) by John Lenton is generally recoggjzaccording to Stowell, as the first book
devoted exclusively and specifically to the instioie of the violin® Similarly to its successors,
it was designed for the amateur violin player.

Most of the early writings about the violin merelgscribe the instrument, its tuning and

physics, and contain almost no music for pract¢ben the methods and tutors began to be

1% stolba, 46.

“1pid., 166.

12 bid.

*pid., 103.

“Ibid., 47.

15 Maurice W. Riley;The Teaching of Bowed Instruments from 1511 to 1P&@. diss., University of
Michigan, 1954), cited in ibid., 105.

'8 Robin StowellThe Early Violin and Viola: A Practical Guid€ambridge: Cambridge University Press,
2001), 19.
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written around 1700 they included minuets and saeice pieces usually in binary foffn

fact, no additional study material was needed bezairtually all violin music of the Baroque
period is full of violinistic patterns and could beed to learn all aspects of technique. Giuseppe
Tartini is known for having used fast movementsrfrArcangelo Corelli’s violin sonatas as
etudes for his student&Kolneder states that a course of instruction migive begun with the
rudiments of violin playing, based on the standatdrs, and proceeded to sonatas and sets of
variation then in vogue, and later to violin cortosrby Giuseppe Torelli, Antonio Vivaldi, and
others, leading to the most advanced leVels.

Many of the most important treatises and method®s weitten by teachers for their
students, as is the case with Francesco Geminiaits de jouer le violon published in London
in 1751. It provided both exercises and etudese#Ramples of teachers writing for their
students include Leopold Mozar¥8olinschule(Augsburg, 1756) and Tartinilsarte dell’arco
(Paris 1758¥° The increase in amateur playing, music teachimmuisiic schools in Germany,
tenets of the French Revolution, as well as thadimg of the Paris Conservatoire led to a great
demand for instructional material in the second bfihe eighteenth century and early
nineteenth century, considered the “golden” agaain instruction. Other factors urging
composers and pedagogues to produce large quamtitieew instructional material include the
growing popularity of playing musical instrumeraspew musical style demanding new
technical advancements, and the “explosion of berisgmusic-making in the late eighteenth

century and nineteenth centuy.In this golden period, etudes were written by MicBorrette

7 pid., 250.

'8 Kolneder, 357.

1pid., 357.

%% bid., 348.

2L Randel,The New Harvard Dictionarys.v. “Etude”.
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(1707-1795), Antonio Bartolomeo Bruni (1757-182@gderigo Fiorillo (1755-1823),
Bartolomeo Campagnoli (1751-1827), Antoine Baill¢uX20-1798), Michel Woldemar (1750-
1815), Rodolphe Kreutzer (1766-1831) (who is gehecansidered the creator of the violin
etude), Pierre Rode (1774-1830), Alessandro Rtlf&7-1841), Pierre Bailot (1771-1842), and
Pierre Gavinies (1728-1800). In the first half loé hineteenth century more books were
published, influenced in part by the virtuoso wi@is and the increase of amateur musicians.
Among the books published later were the ones bguks-Féréol Mazas (1782-1849), Nicolo
Paganini (1782-1840), Joseph von Blumenthal (1780}, Louis Spohr (1784-1859), Jakob
Dont (1815-1888), Heinrich Ernst Kayser (1815-18&%)arles Dancla (1817-1907), Henry
Vieuxtemps (1820-1881), Franz Wohlfahrt (1833-18&d Henrik Wieniawski (1835-1880) to
name a few that have remained standard books immaablin and viola instruction.

Scant advice regarding the viola was offered byinegumental instruction books of the
late seventeenth and early eighteenth centffi€ke early treatises devoted specifically to viola,
somewhat analogous to those for violin and ceitet &ppeared in France only at the end of the
eighteenth and the beginning of the nineteenthucrst

The early treatises by Michael Praetorius (1618fdvico Zacconi (1592), Johann
Mattheson (1739), and Charles Avison (1752), anaihgrs, did not provide any specific
technical practice. However, they offer “occasiaotlaks regarding interpretative issues, aspects
of performance practice such as tuning or pfttfsr thealto and thetenor, and implied the

viola was played like the violiff.

2 stowell, 24.
*pid., 25.
24 Maurice W. Riley,The History of the Violavol. 1 (Ann Arbor: Braun-Brumfield, 1980), 167.
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During the sixteenth century the instruments ofiioéin family were used mainly for
playing dance music at festive occasiéhghe first known published piece to contain a sieci
viola part is the “Sonata pian’ e forte” from t8acrae Symphoniey Giovanni Gabrieli, written
in 1597%° The part is assigned to a “violino.” It often gdesow the range of the violin but
never below the range of the vidlazacconi, in hisPrattica di Musica 1592, identifies the term
“violino” with both the violin and viol&® In Monteverdi's oper®rfeo (1607) the orchestra
includes four violas. Innovative techniques sucpiagicato and tremolo were also included in
the string part§’

In 1626, the24 Violons du Rowas established as the official orchestra at thuet of
Louis XIlII. It quickly gained reputation for theeixtremely beautiful sound and musical style.
The orchestra consisted of six violins, six celosl twelve violas of small and large size as well
as tenor violag? Later in the century theoncerto grossbecame a fashionable orchestral genre
on the hands of Corelli, Vivaldi, and George F. HegnThis genre of composition consisted of
two orchestral forces, theoncertinoand theipieno. The viola was a permanent part of the
ripieno and was very often included in tbencertinogroup, most notably in concertos by
Geminiani and Locatelli. It was Johann SebastiachBhowever, who brought the status of the
viola to a new level in hisoncerti grossentitledBrandenburg Concertod he third concerto in
this collection, in G Major, uses three violas, g¥hare assigned several solo passages both for

the section and for the first viola, especiallyhe third movement. ThBrandenburg Concerto

% Steven Lewis Kruse, “The Viola School of Technigitudes and Methods Written Between 1780 and
1860" (D.A. diss., Ball State University, 1985),.49

% |bid.

7 |bid.

%8 |bid.

9 bid., 50.

% bid., 51.
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no.6 in B-flat Majoris scored for two solo violas, two violas da gandslo and continuo. No
violins are included. The solo parts are writtemimitative style and included difficult
passages for both soloists.

Opera composers found the “viola’s unique tonalitjea appropriate for expressing
certain moods,” and utilized the “full dramatic gotial of the viola.** Franz X. Richter,

Handel, and especially Christoph Gluck, wrote intgat passages for the instrument, placing it
side by side with the violin in theoncertinogroup, by giving it important accompanying parts i
solo arias and assigning important inner harmoaitsg’ Later in the second half of the
eighteenth century, the Mannheim orchestra, uriedirection of Johann Stamitz, set new
standards in string technique. Johann’s sons, &watlAnton, were virtuoso violists and
violinists. They both wrote several concertos fmlavand performed as soloists on the
instrument.

Joseph Haydn and Wolfgang Amadeus Mozart wereindke line of symphonic
composers. In Haydn’s symphonies the viola is ga@more prominent role but is “rarely given
an important melodic line, unless it is doubleddmpther instrument® However, in his late
string quartets the viola part is more independeuttis “on equal foot with the other
instruments.®* Mozart was, among other things, a violist and &agecial affinity for the
instrument. In his symphonies and string quartetsviola was given more important melodic

lines rather than being merely accompanini2étnong Mozart's compositions, several feature

31 bid., 54.
32 bid., 55.
% bid., 57.
3 bid., 62.
% bid., 57.
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the viola, including the six string quintets, whidelude two violas, the two duos for violin and
viola, two trios, and th8&ymphonie Concertanie E-flat Major, K. 364

In the solo literature several concertos were ®mifor the viola during the eighteenth
century. The Concerto in G Major for viola by G.Telemann (1681-1767) was published circa
1716-1721° He also wrote twelve sonatas for viola and a cander two violas. William
Herschell (1738-1822) composed three viola consértd 759’ The authorship of two
concertos attributed to Johann Christian Bach azadil is still uncertain but both were edited
in the twentieth century by the French violist @omposer Henri Casadesus (1879-1947). In
Germany the Stamitz brothers composed several gamilaertos together as well as four
Symphonie Concertantdsranz Benda (1709-1786) and his younger brotleen@(1722-1795)
contributed concertos and sonatas for the instrarfiétarl F. Zelter (1758-1832), Karl Ditters
von Dittersdorf (1739-1799), F. A. Hoffmeister (¥#5812), William Flackton (1709-1793), and
Alessandro Rolla among several others, all contebsignificantly to the viola repertoire.

The rise of the viola as an expressive instrumenipera scores, particularly by the
French composer$,as well as in symphonic and chamber music, condbivith the increase in
the number of players in ensembles during the deeath and eighteenth centuries, were factors
paving the way for violinists being interestedearin to play the viola. This demand for viola,
along with the abundance of middle class musiceanisthe advent of public concerts and music
printing, also contributed to the number of, anelleed for, instruction material written

specifically for the instrument. Both composers pedormers contributed methods for the viola

% Steven Zohn, “Telemann, Georg Philipp,”Tihe New Grove Dictionary of Music and Musicia®¥ ed.,
edited by Stanley Sadie (London: Macmillan, 20@5)229.
3" Kruse, diss., 71.
* bid., 75.
¥ Riley, Viola, 167.
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to help fill this need. In Paris in the late eightth century, three methods for the instrument
were printed. They were Corettéddéthode d’alto(1773, perhaps as early as 1760), Woldemar’s
Méthode d’alto(c.1800), and Francois Cupigléthode d’alto(c.1803)%°

Michel Corrette was a French organist, teacher,pos@r, and most important, author of
methods that are a rich source of information alpeufiormance practice and music of the
period. He wrote tutors for many instruments idahg the flute and cello, and advanced
methods for the violift* Corrette’sMéthodeis also a tutor for the string bass andiode
d’'Orphée an instrument he invented. The method begins avidiscussion of the string bass
followed by instruction on the viola. His viola tngctions begin by specifying the clef of the
instrument, followed by fingerings of the diatomied chromatic scalé$. Instruction on
ornamentation is followed by bowing instructionsy, which he refers the student to his violin
and cello booK? The etudes cover a wide range of difficulty anel fatlowed by a viola duet, a
Sonata for Two Violas, and a Sonata for Viola amgd®in three movements.

Jean Baptiste Cupis (b. 1741), cellist, composwut,taacher, was at the age of twenty
considered one of the finest cellists in Fraficafter a short time as cellist in tle@ncertino
section at the Académie Royale de Musique orchpstiaichoeur, he went on a concert tour in
Germany and Italy, and then returned to Paris7lf2lhe published higléthode nouvelle et
raisonée pour apprendre a jouer du violoncelled wrote concertos and several other works for

cello* His Méthode d'altohas no date indicated, although there are sepedittens of it

O Stowell, 24.

“I Riley, Viola, 169.

*%1bid., 171.

*Ibid., 172.

*“1pid., 173.

%5 Julie Anne Sadie, “Cupis de Camargo,Tine New Grove Dictionary of Music and Musicia?¥ ed.,
edited by Stanley Sadie (London: Macmillan, 20@1¥80.
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published before 1788. Cupisléthodebegins with instruction in theory not directlyatdd to

the viola. This is followed by instruction on howhold the instrument and the bow. The next
section of the book has some musical examplesfuigierings for the first three positions and
instruction for half-position. The last part of theok includes fourteen duets for two violas and
a caprice for viola and bass including passagds adatible stopdariolage arpeggios, and

string crossing in third positiofi.Bariolageis a stringed instrument technique widely used in
Baroque music. According tdew Grove“the term is most frequently applied to the spkci
effect in which the same note is played alternabelywo strings — one stopped and one open —
resulting in the juxtaposition of contrasting tarmeurs.”’/Among practitioners the term is also
often used to describe passages consisting oéltashation between a static note and changing
notes, forming a melody either above or below thécnote. In this document the term will be
applied with the second meaning of the word.

Michel Woldemar was a French violinist, teacher aoohposer. He is sometimes said to
have studied violin with the Italian violinist Ami@ Lolli. However, “there is no proof that
Woldemar, who was not able to perform his own musier studied with him*® According to
Riley, he developed an interest in the viola, and t the scarcity of good violists in Paris, he
attempted to alleviate the problem by inventingwtteéon-alto (C3— G3—D4 — A4 —E5)*° His
“invention” consisted of adding a C string to thelw. Woldemar composed his Concerto in C
Major for the instrument in 1787. HMéthodeincludes the basic elements of music, position

fingerings for second position with fourth fingextensions and for the C major scale of three

“ Riley, Viola, 175.
" David D. Boyden, Petter WallsBériolage” in The New Grove Dictionary of Music and Musicia#l8
ed., edited by Stanley Sadie (London: MacmillarQD02:730.
“8 Albert Mell, “Lolli, Antonio,” in The New Grove Dictionary of Music and Musicia?¥ ed., edited by
Stanley Sadie (London: Macmillan, 2001), 15:82.
“9Riley, Viola, 179.
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octaves, bow strokes, and variations for violasténd the teacher on vioffhEach
succeeding variation is more difficult for the \adtudent than the previous one.

In London an anonymous tutor appeared around kf@iledComplete Instruction for
the Tenor It is very similar to the French tutors suggegiinwas influenced by thert.The
earliest known viola tutor printed in Englarfcthe book contains twenty-four pages, and
includes pages covering basic note reading, afiooged chart with fingering, ornaments,
fingering charts for shifts, and instructions oa #ito clef. Riley writes that the pages of music
were probably “intended for amateur violinists whanted to learn to play thenor.”>?

Two sets of studies for the viola were publishedrdythe first half of the nineteenth
century by Heinrich Aloys Praeger. Praeger (17834)8was a Dutch violinist, guitarist, and
composer, especially of chamber music. He was araagirector in Leipzig, Magdeburg and
Hanover* and chapel master for the Duke of Cambritfgehe first of his sets of studies is the
18 Easy Exercises for the Tenpublished in London around 1810. These exereseslesigned
to develop basic technical skills and each exemseentrates on one technical problem
presented with minimal complications. The book eord basic bowing technique and clear and
defined fingering for the first three positions.chaiques addressed include double stop, legato,

staccato, marcato, and up-bow staccato bowinggstriossing across three and four strings,

arpeggios, as well as exercises to develop torguptimn>®

*%bid., 180.

*! bid., 168.

*2bid., 175.

*% |bid., 176.

¥ George Grove and John Warrack, “Praeger, Ferdjham@he New Grove Dictionary of Music and

Musicians 2" ed., edited by Stanley Sadie (London: Macmill€00D), 20:255.

* Kruse, diss., 218.

*® Ibid., 219.
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The second sef,welve Easy Preludewith no date of publication, is a “group of short
pieces in twelve different keys, composed with Hetthnical and musical aspects taken into
consideration® On the title page Praeger states that these gk “for use ofid those
who wish to play with feeling and expression” sugigey that more emphasis is placed on
stylistic and musical content than on technicaingets>® They are all in different keys up to
three sharps and three flats. The level of difficaihd the technical elements addressed are the
same as those encountered inlBeéxercisesHowever, the fingerings are generally less
complicated and third position is found less oftéfihe technical level of difficulty in both sets
is relatively elementary and on the same levehawiolin etudes of Wohlfahrt, although less
repetitive®
After the turn of the century three other metho@senpublished in Paris. These were slightly
more sophisticated and more substantial than tieranes. They were Antonio Bartolomeo
Bruni’'s Méthode pour I'alto violgc.1820), Michel J. Gebauedéthode d’alto(c.1800), and
Jacob-Joseph-Balthasar Martiktéthode d’alto(1841§". Bruni was an ltalian violinist,
composer, and conductor who spent most of his card&aris. While teaching violin and viola
he saw the need for an advanced method for viaistsr violinists who wanted to learn the
viola clef® His Méthodeincorporates a collection of twenty-five signifitatudes? The book
is divided into two parts containing the elemerftenasic and the etudes. The high technical

demands of the etudes suggest that Bruni assuraethth“reader would be an advanced

> |bid.

*%bid., 221-222.

%9 |bid.

% bid., 223.

®1 John Lade, “Martinn, Jacob-Joseph-BalthasarThe New Grove Dictionary of Music and Musicians
2" ed., edited by Stanley Sadie (London: Macmill200D), 15:934.

%2 Riley, Viola, 180.

%3 Stowell, 24.
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violinist.”®* Bruni’s Méthodis by far the most important and has been pastasfdard viola
instruction since its publication. This is showntbg number of editions available. The etudes
by Bruni reflect the French influence of the classtudies written by Kreutzer, Rode, and Baillot
for the Paris Conservatoifé@ More on Bruni’'sMéthodewill be discussed in chapter 6.

Gebauer (1763-1812) was a noted viola, violin dngegplayer of German or Swiss
origin who held several positions as wind play@slist, and violinist in orchestras in Europe. A
finger injury put an end to his career as a stplayer. Later, in 1794, he was appointed
professor of oboe at the Paris Conservatoire, megign 1802. The same year he joined the
Guarde Imperiale ashef de musiqguéAmong the hundreds of marches he composed, #nere
two sets of 6 Duos for Violin and Viola (Opp. 1 a)d HisMéthode d’altohas no date of
publication but, according to Riley, the “title magf the second edition states he is a member of
the Guarde Imperialé® which he joined in 1802. According to Riley, thesf edition was
probably published before 1800, or before he gawtha viola in 1793. David Charlton and
Hervé Audéon give its place and date of publicadisfParis 1828 The content of the tutor is
described on the title page and consists of thecimlies of music, scales in all keys, and duets
transcribed by Gebauer, taken from the most celeth@mposers such as Haydn, Mozart, Luigi
Boccherini, and other¥.In their musical content the duets do not posetedlynical problems
but progress from easy to more difficult keys. Ti@r contains a total of twenty-six

compositions. Each begins with a scale in one kégWed by a duet for two violas in the same

% Riley, Viola, 181.
®Ipid., 168.
*®pid., 177.
®David Charlton and Hervé Audéon, “Gebauer, Tie New Grove Dictionary of Music and Musicians
2" ed., edited by Stanley Sadie (London: Macmill230D), 9:615.
%8 Riley, Viola, 177.
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key?® Riley states that it must have had some degreaagfess, since other editions appeared in
1816, 1820, as well as two others which are undted

Martinn (1775-1836) was a Flemish violinist, teaglamd composer. At an early age he
moved to Paris, where he played violin for the estha of the Théatre du Vaudeville and later
viola for the Opéra Italief’ Later he taught violin and viola at the Lycée fldraagne. His
compositions include symphonies, string quarteitss,tduos, and other chamber works. His
pedagogical works include two tutors for the vipbolo sonatas for the viola, and tiéthode
d’alto. His Méthodeis divided into two parts. The first part includasales and etudes in all keys,
three sonatas for two violas in the key of C, Oj @& major respectively, and twelve lessons
written in the form of duets for two violas, allthe key of C major, becoming progressively
more difficult with the later ones including passagn third positiod? The second part includes
twenty-four etudes for more advanced students,afwehich are suitable to use as solo pieces
(Nos. 10 and 22). The etudes include passageauini@stops, third and fifth positions, and
treble clef’® Martinn’s Méthodwas extensively used Bheodore Laforge, professor of viola at
the Paris Conservatoire in the early twentieth wsnand it is still used today by many teachers.

Two other books for viola were published in Germang Austria. Bartolomeo
Campagnoli, an Italian violinist, violin and vidl@eacher, conductor, and composer wrotedhis
Capricen(Leipzig, ¢.1805) for his advanced viola studehtbas been called “the Kreutzer-

w4

Fiorillo of the viola,”” and is one of the “didactic pillars for the dey®iwent of left and right-

% bid., 178.

bid., 148.

| ade, “Martinn,”"New Grove 15:729.
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hand technique on the viol&'The author and hiél Capricerare discussed below in chapter
15.

Franz Anton Hoffmeister, a composer and publisinexd most of his life in Vienna. It
was there that he saw the need for a set of addastadies for the viola. He published b3
Viola-Etudenaround 1800. The etudes are written in the Clalssigke using the musical forms
of the period, such as sonata form, theme andti@& and minuet and trio. The etudes include
passages with double stops, spiccato, arpeggiddaiolage with some being suitable for solo
performance$® Chapter 11 below will discuss the Hoffmeister &sdn more detail.

Although the viola did not play an important rokeasolo instrument during the
nineteenth century, its role in both orchestral elmamber music literature continued to grow.
The size of the orchestras and, consequently,uh®ar of violists in the ensemble grew
considerably during the course of the nineteentiiucg partly because of the development of
some instruments such as the woodwinds and bra#ie ktrings, the new “Tourte bow” and the
greater string tension enabled a more powerful d@una more lyrical expression. However, the
growth of the orchestra was gradual through thetegnth century.

Etudes became an important part of the violiséging and more instruction books for
viola were published in the middle and in the seclalf of the nineteenth century. Although
they were used around the time they were publisie@dpf them achieved a permanent place in
the standard repertoire. The new books for theunstnt include those by Rolla, Alexis de
Garaudé, Blumenthal, Ferdinando Giorgetti, CasiNay, Léon Firket, Hilaire Litgen, Hermann

Ritter, Eugenio Cavallini, Friedrich Hermann, andiEKreuz.

S bid., 182.
% bid., 168.
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Allessandro Rolla was one of the leading Italiaslimists and violists of his day, as well
a composer. He was of “paramount importance fotehknical and expressive development of

the viola.””’

He was the first violist at the ducal court infAarin 1782, becoming its leader and
conductor in 1792 and remaining in the positionld@02. From 1803 until 1833 he was first
violinist and director of the La Scala orchestraviiian.”® He also served as first violinist and
conductor of the court orchestra of Viceroy EugatiBeauharnais from 1805, and in 1808 he
was appointed violin and viola professor at the iilan Conservatory, where he remained in
the position until 183%° Among his pupils were Eugenio Cavallini and, pblssiPaganini who
played for Rolla in 1795 and later gave concerth Wim, remaining a close friefdAs a
composer and pedagogue he made a great contriliatioola repertoire and literature. As a
prolific viola composer, he wrote at least fiftemancertos for viola, idiomatically written for the
instrument! four sonatas for viola and bass, thirty-two ddetswo violas, seventy-eight duets
for violin and viola, thirteen pieces for solo \apland six other compositions for viola and
orchestr&? From the works for solo viola, two were designedtdies and were published after
his death. The first on&rammenti d’opera di studio per la viglaonsists of twantonazionj a
giro armonicg and twoesercizi®® The second workEsercizio ed arpeggio per viglaontains

similar material to the previous wotkThe above studies include extensive scale andjgipe

passages through fifth position, string crossipgssages with double stops, and up-bow

" Franco Sciannameo, “Unpublished and Out-of-Ptalidn Viola Music of Giuseppe Sarti (1729-1802)
and Ferdinando Giorgetti (1796-1867), Tihe History of the Violayol. 2, by Maurice W. Riley, 182-191 (Ann
Arbor: Braun-Brumfield, 1991), 185.

8 Kruse, diss., 244.

9 Antonio Rostagno, “Rolla, Alessandro,”Tie New Grove Dictionary of Music and Musicia?¥ ed.,
edited b%IOStanIey Sadie (London: Macmillan, 20@1}529.
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staccato. They are all advanced technical stuth@tas to the Kreutzer studies, and require a
high level of technique to be performed succesgfull

Alexis Garaudé (1770-1852) was one of the leadiegpéh composers and pedagogues
of vocal music during the first half of the ninetére century’® He was on the voice faculty of the
Paris Conservatoire from 1816 until his retiremart841. As a composer his output includes
pedagogical works for voice, piano, violin, andlaias well as instrumental chamber music, and
solfégemethods. Hidethode d’alto-viold&? published in Paris in 1819, consists of nineteen
pages in a format similar to the early French tuttirbegins with an abridged discussion of the
principles of music, the notes on the viola, keynatures, followed by an explanation of how to
hold the viola and the bow. This is followed by tixefive short duets for two violas, covering
all the keys and chromatic fingering patterns withist position. Second and third positions are
used only in the last two lessons, respectivelywiBgs cover basidetaché staccato, and legato
strokes. The lessons are on an elementary techeieland because they do not provide
enough repetition or isolation, they do not allaw~ éxtensive technical development.

The Belgian violinist and composer Joseph von Bhtime received his musical training
in Prague and spent most of his professional canédienna as a violinist in a theater orchestra
and later as choirmaster at the Plarist chiif¢tie composed music for the violin as well as a
number of duos and trios, which include a parttherviola®® The only solo viola work he wrote

was theGrand caprice pour altp Op. 79% in the key of F Major, published in Vienna circa

% bid., 268.

8 Steven KruseAnnotated Bibliography of Etudes: 1780-18@@rd document online; downloaded from
http://stevenkruse.netMaterial” (accessed March 6, 2010). this biblaghy is an expanded version of part of his
D.A. diss., 1985. See n. 25.
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1836%° This piece can be used as both concert piecemaébotechnical development. It begins
with a rhapsodic introduction, combining cadenka-jpassages, double stops, and scale
passages through fifth position, with bowings anddrings clearly marked. This section is
followed by a theme and four variations, endingweitcoda” The theme remains in first

position, including some triple stops, and emplessdouble stops and dotted rhythm. Technical
skills emphasized in the variations include rapmidle and arpeggio passages, passages in double,
triple, and quadruple stops, string crossing, atdahé and spiccato bowing.

Italian-born violinist and composer Ferdinando @eiti (1796-1867), received his
musical training in Spain and France and is satwsiee modeled his playing after Rode.
According to Kruse, he was appointed violin andavteacher at the Florence Istituto Musicale
in 183972 His Metodo per esercitarsi a ben suonare I'alto violp. 34>* published in 1853
is one of his most extensive workdt is not just an instruction manual, but “a plaad
invitation to talented violinists...to take up theh.”’ According to Franco Sciannameo,
Giorgetti’'s method “provides a fairly accurate dgsiton of what was expected from a violist of
the period, technically, and most important, psyobically.”®® Florence had a rich chamber-
music and string-quartet life in the second halthaf nineteenth century. However, the lack of
viola players disturbed this scene. Giorgetti'smétwas an attempt to recruit violinists to learn

to play the viola in order to increase the pogblafyers. He states in the foreword of Ketodo

O Kruse, diss., 249, n. 91.
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The viola, this instrument so homogeneous, soeéstirg, and so indispensable
for obtaining a perfect musical ensemble, has Ipegtected for a long time, at
least here in Italy... Therefore, | set myself to thek of converting to the viola
those students whose character and aptitude law&smw the necessary energy
and vivaciousness to become violinists of somentigon.... This Method will
particularly deal with the character and tonal sgiacrasies of the viola. The
results of following this program of study shoulthéle the player to become a
good violist and perform the most difficult ensembhd solo workS’

TheMetodois divided into three parts. The first part inasdexercises, scales, and duets
for two violas. The second includes six CharacdtierStudies for Viola and Basso. The studies
are all titled and focus on specific techniquese Trird part consists of a work entitled “Gran
Solo for Viola and Piano.” According to Kruse thieqe requires a “variety of technical demands
and is designed to apply techniques developeckitvib previous sections

Louis Casimir Escouffier [pseud. Casimir Ney] (180877) is the composer, editor, and
transcriber of many works for viola during the ngenth century. In the viola world he is
usually known by his assumed name Casimir Ney. Witthy is known about him; however,
Jeffrey Cooper, for his 1981 dissertation, discesean 1877 obituary of the successful Parisian
violist Louis Casimir Escouffier, who had died ag&f®* Escouffier was one of the foremost
French violists of the nineteenth century and wghliz active as a performer, primarily in string
quartets:’ His compositions include the famous book of 24yztes for solo viola considered to
be extremely difficult to play, a string trio, qtetr, and quintet, thEighteen Caprices for Violin
on the G-stringand a few works for viola and piahit.His 24 Préludes pour I'Alto viola dans
les 24 tons de la gamn{&wenty-four preludes in all keys for viola), &2, was published

between 1849 and 1853, and is “without a doubhthst ambitious attempt in the nineteenth

¥ bid., 187.
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century to demonstrate the technical possibiliiehe viola.”** The preludes are indeed some
of the most virtuosic works ever conceived for &t They were probably influenced
Paganini's24 Capricedor violin composed around forty years before. preludes are
composed in all twenty-four keys, similar to thede® 24 Capricesand are arranged according
to the circle of fifths. They are not really presgdin the traditional sense, since they are not
introductions to other piecé® “The choice of terminology, ‘prelude’ is used ey a sense
of liberty.”*°” They require a highly technically advanced plagame passages include the
interval of the twelfth, just short of half theisty length, and seem unplayable unless the player
has big hands and plays on a small vi8farhe techniques employed in tReéludesinclude
arpeggiated figures, single and double harmoniagi(al and artificial), double stops including
tenths and twelfths, slurred staccato, spiccatd santillé, left hand pizzicato, fourth finger
pizzicato, and the exploration of the full funct@mange of the instrument.

Method books originally written for the viola wegitso being published in France and
Germany in the second half of the nineteenth cgnMéthode pratique pour altby Léon
Firket (1839-1893) was published in two volume4$873°° The title page includes the
following statement: “Adoptée pour I'enseignemanCanservatoire royal de Musique de
Bruxelles” (Adopted for teaching at the Royal Canaory of Music in Brussels)° His

Conservatory Method for the Viglaased on hisléthode pratiquewas “one of the earliest

19% Ipid.

1% David L. Sills, review oDas Studium der Violavol. 3,Dreissig Konzert-Etiiderby Ulrich Driiner,
Notes Second Series 40, no. 2 (December 1983): 401.
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publications in the United States of a method aady written for the viola.** It was published
in Boston by Jean White in 187%

Friedrich Hermann (1828-1907), a German composkgreof classical music, and
violinist, entered the newly founded Leipzig Consgoire in1843 to study composition with
Mendelssohn. In 1846 he became a violin playen@at3ewandhaus Orchestra and in 1848 was
appointed violin professor at the Conservatbtfdde edited several works for both violin and
viola, published by Peters Editiot. He also wrote instructional books for violin aridla. His
Technische Studien fur Viglap. 22, was published in Leipzig by Breitkopf &itel around
1881.

Around 1885, the German composer Julius BernhaatiiBrg (1822-1872) published his
method,Practische Bratschenschule: enthaltend eine pragivegeordnete Auswahl technischer
Elementarstudien fur die wichtigsten Lagen des &ita¢nspiels nebst den entsprechenden
Uebungs- und Tonstuckg@Rractical viola school: containing a progressivaidered selection of
technical elementary studies for the main positmngola playing along with the appropriate
exercise and musical compositions) in Leipzig. &irknd Brahmig’s books are “arguably the
most notable advanced late-nineteenth-century gativins.**°

TheViola-Schuleby Richard Hofmann (1844-1918) was published innGeny as Op. 40
circa 1885. It is divided into two parts. The fipgrt includes instruction on how to place the left

hand and how to play open strings, major and nsoates, and short studies. The second part

H1Riley, Viola, 184, n. 27.
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includes exercises in the seven positions, doubjessarpeggios, and chromatic studies, and a
list of harmonic possibilities on the viol&

Hermann Ritter (1849-1926), German violinist, \8tliand viola teacher, constructed a
large viola he callegliola alta Hisviola alta was “an exact enlargement of a violin based on the
same acoustical properties.” After the exhibition of Ritter'viola altain 1876, Wagner was
interested and invited Ritter to play at the Baydtestival, and in 1889 five of the viola players
in the Bayreuth orchestra were playing #ma alta'*® His Viola-Schulewas published in
Leipzig around 1890 and was issued in two volumeisleld into seven parts devoted to the
study of positions, bowing technique, tone proaduttfinger exercise, diatonic and chromatic
scales, arpeggios, and double stops.

The German composer and violist Emil Kreuz (18632)9von a scholarship to the
Royal College of Music and for two years gave “sglegttention to the viola, making his debut
as a soloist at a Henschel concert in 1888[”ater he almost gave up playing and composing
for the viola to turn his attention to conductingeratic work, and the training of singéf3.

Being an excellent viola player and composer, haevbeautiful compositions of a very high
order for that instrument. Among his compositioms\iola areThe Violist, a Series of
Progressive Pieces Op.1Bublished 1891-1892 in six volumes containingyeaxl progressive
pieces, and a Sonata in A Minor for viola and pid#e published four methods for viola,

Progressive Studies for the Viola with Accompanineéa Second VioleOp. 40 (London,

% Humbert, 25.
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1896), divided into four volumes containing exeesi®n open strings, the first three positions, as
well as studies in all major and minor ke$&lect Studies for the Vigl@p. 25 (London, 1897)

in five volumes, with works by Campagnoli, Mazasré€lli, Kreutzer, Spohr, Fiorillo, Wenzel
Pichl, Rode and Gaviniés; a book on scales andygipein all major and minor keys (London,
1897); and finally a collection of sixty studies faola (London, 1890), compiled from works by
Spohr, Kreutzer, Fiorillo, and Rod&"

Hans Sitt (1850-1922), a Czech violinist, teachad composer, was regarded as one of
the foremost teachers of violin during his lifetifféHe studied violin at the Prague
Conservatoire and at the age of seventeen becametitertmaster of the Breslau Opera
Orchestra, the first of many such appointmentdsiife. In 1883 he was appointed Professor of
Violin at the Leipzig Conservatory? After a short and successful solo career, he p@sitions
as a conductor in several European orche&tfasis Praktische Bratschenschuleublished
circa 1891, is very similar to tutors publishedta beginning of the nineteenth centtfyit
includes instructions on the alto clef and left-th@ositions for the instrument, followed by
sections on scales and other exercises. In thendppde includes music from “important and
difficult passages from chamber music and orchestpertoires,*?° which he thought essential

for those who wanted to take up the study of tiaéavi’
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Eugenio Cavallini (1806-1881) was an Italian vi@tnviolist, and composer born in
Milan. He became a pupil of Alessandro Rolla atNtiin Conservatory at the age of elevéh.
After graduation he took a position as violinistte La Scala orchestra and in 1834 became the
conductor of the orchestra. In 1844 he was appodwitdin and viola professor at the
conservatory, holding both the conductor and pexfepositions until 1868° Among several
works featuring the viola, he wro@uida per lo studio elementare progressivo deltdavi
published circa 1897 in three volumes, which conktas own compositions and otherwise
unpublished pieces by Rolla and Giacomo Zuc¢&hThe first volume includes elementary and
progressive exercises, the second volume inclwdesty-four studies in minor keys, and the
third volume includes nin¥ariazioni e fantasidor viola and piand®" In the preface of his
book, Cavallini states the following:

Therefore | have thought it useful to collect tdgetin one work all that goes to
form the elementary study of the viola, including awn and of other artists,
some of the unpublished works of the famous Mastiessandro Rolla... who,
as executant and composer, [has] shown us to wipatrtant heights the viola
may reach and also how important an instrumenoicert music:>

Throughout the nineteenth century viola playing wase mainly by violinists who
learned to play the viola. The original viola etsideritten during this period were designed
partially with the intent of training violinists t@ad the alto clef and familiarizing them with the
instrument. Most books were written as tutors #likginning violist under the assumption that
those learning the viola would already be trainedhe violin. The majority of the etudes were

of a beginning or intermediary level. However sarhéhe etudes are very progressive and

128 Antonio Rostagno “Cavallini, Eugenio,” ithe New Grove Dictionary of Music and Musicia?¥ ed.,
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advanced, designed as concert pieces, and inctudplex music for the player. More
instruction books for viola were published on tkeand half of the nineteenth century, although
they still remained in obscurity.

Although the role of the viola grew considerablysymphonic and chamber music
during the nineteenth century, the viola was sgljlected as a solo instrument. Solo literature
was scarce and technically much less demandingsiblanviolin literature of the time. Viola
playing and teaching was largely done by violiniatsd most of the conservatories of Europe did
not offer a viola curriculum. In defense of thetinsnent Berlioz stated:

If a Conservatoire is an institution intended toe thaintenance of all the

departments of musical art and the instructionotliygertaining to them, it is

strange that not even in Paris should they havey®teeded in carrying out such

a programme....lt is to be regretted that there ispexial class for the Viola.

This instrument, notwithstanding its relation te tholin, needs individual study

and constant practice if it is to be properly pthye is an antique, absurd, and

deplorable prejudice that has hitherto handed theeperformance of the tenor

part to second- or third-rate violinists. Wheneaafiolinist is mediocre, it is said,

“He will make a capital tenor.” From the stand-gadhmodern music this is

false reasoning, for trashy parts are no longettewrifor the orchestra (at least by

the great masters), but each has an interest pimpate to the effect to be

reproduced, and a condition of inferiority in amegart with regard to any other

is not recognized®®

It was only in 1894, almost a century after itsrfdation and the establishment of the
violin course, that the Paris Conservatoire finaliymounced a viola curriculum, making it
possible for a student to graduate with a majorea viola. The first viola professor
appointed was Théophile Laforge (c.1869-1918). & @ailly (1882-1974), one of the first

students to complete the new curriculum, later tvecéone of the pioneers in bringing

recognition to the viola in the United Staté&*This lack of curriculum in the conservatories, as

133 Riley, Viola, 184.
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well as most viola teachers and players beingnigt, might explain the trend to use violin
books transcribed for the viola.

Although the number of tutors and methods in tmet@enth century were relatively
numerous compared to the previous century, most wet well known or available and as a
result they had limited usé” Because of that, in Europe and the United Stdtis teachers
had to use transposed versions of the violin ssudiey were familiar with to teach their viola
students. It was from that time that the etudeKteyutzer, Mazas, Fiorillo, and others were
transposed to the viola clef. According to Rilethere were two factors which led to this
situation: first, most violinists were unfamiliaitiv the collections that had been written
specifically for the viola; and second, there wagdely believed, mistaken idea which held that
the viola was played exactly like the violin—henites classical etudes were considered adequate
as basic study material for the viof4® It is beyond the scope of this study to disctss t
pedagogical differences between viola and violor, does this study advocate a teaching
philosophy that violists should use only originaldes written for viola. It is very difficult to
determine precisely when, and by whom, these trgotems were made. Probably, several
teachers made their own transcriptions of a fewledirst, and maybe some of them transcribed
a whole book. The fact is that modern viola edgiarclude the dates they were published, not
the dates they were transposed. More detailednaseacollaboration with the publishers could
be done in order to clarify these dates.

With the publication of more etude books writtergorally for viola and the inclusion of
a viola curriculum in most European conservatamese teachers subscribed to the use of these

studies. It was only in the middle of the twentietntury that most American conservatories and
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university music schools adopted viola as a magorse in their curriculum. Before that viola
students were assigned to violin teac&f3he situation changed when, after World War I,
many American universities added a string quarteesidence to the faculty and named the
quartet’s violistProfessor of Viold>® This trend was followed by many schools, sucthas t
Curtis Institute, who had the Curtis String Quaftetn 1932 to 1981, and Wisconsin University,
who had the Pro Arte Quartet as quartet-in-residérmm 1939 to 1947. In 1938 the Budapest
Quartet became quartet-in-residence at the LilmbGongress in Washington, DC and remained
until 1962, when it was replaced by the Juilliatdrig) Quartet. In 1949 Colorado College added
the LaSalle Quartet to the faculty. Many other sttidollowed suit including The University of
California at Berkeley (Griller String Quartet, 4 University of Washington (Philadelphia
String Quartet, 1967), and the Cleveland Insti{@eveland Quartet, 1969), among many
others.

The twentieth century saw a great expansion oavsolo and pedagogical literature.
Several solo pieces as technically demanding asvéalin pieces were written by such
composers as Paul Hindemith, Ernst Bloch, BéladakVilliam Walton, and Dmitry
Shostakovich. The role of the viola in twentietimtcey orchestral and chamber music literature
grew enormously in the hands of Mahler, Strauses&ikovich, Bartdk, and others. Such works
are technically very demanding for the viola playgslos for the viola section or section leader
became more abundant and more difficult. Impontagliodic material and solos were written for
viola in chamber music, raising the viola to a megealized status with the violin and cello.
This increase in the demand made the need for pgdzy material written specifically for the

instrument greater.
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An increasing number of books and dissertationgweitten with the viola as their
subject matter. Books concerning the differencéaden violin and viola playing and the
history of the instrument from its origins were maften written and published. Extensive
research was done to discover new repertoires ceaaipo previous centuries. Many scale and
etude books specifically for the instrument werétem in Europe and the United States. The
standard violin methods were re-edited with newédiings and bowings to make them
somewhat idiomatic for the viola. Composers becarmee acquainted with the darker, warmer,
richer tone of the viola and with the capabilitcéshe instrument. A large number of
competitions for the instrument was created, andymw#la players directed their professional
careers toward a solo career. The new etudes Haglsgnchronized with this sudden
development. Among those originally written for kipthe ones by Johannes Palaschko and
Lillian Fuchs became part of the standard instactnaterial.

Johannes Palaschko (1887-1932), was a Germanistplilomposer and pedagogue. He
wrote more than two hundred original etudes fontioéa. The two books analyzed in this study
are,20 Studies, for Viola Soldpus 36, published in 1905, ab® Studies, for Viol®pus 55,
published in 1912. Palaschko’s etudes are charstotesf the German Romantic period and
include several chromatic passages. Even thougisétdto was a violinist, his viola etudes are
very well written and show a close acquaintancé wie instrument. More details on
Palaschko’s biography and etudes are discussew lireichapters 4 and 8.

Lillian Fuchs (1901-1955), an American viola plagyesmposer and teacher, taught at
Juilliard and the Manhattan School of Music andgegl a great career as a performer on the
viola. She wrote both solo and pedagogical matérahe instrument. The etude books included

in this study arel6 Fantasy Etudes for Viglpublished in 1961, antb Characteristic Studies
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for Viola, published in 1965. Written by a violist, Fuch&ides could not be more violistic; they
display a through familiarity with the idiom of thestrument. Fuchs’ etudes are written in the
twentieth-century style and contain phrases withynaide leaps, as well as highly chromatic
passages. The composer and her etudes are discustegters 13 and 14.

Since the publication of the first treatises camtag physical descriptions of the viola,
the first viola tutors, and the first written vigbart in the Gabriel’'$Sacrae Symphonienuch has
developed in viola pedagogy. Viola playing in tirdeenth and early seventeenth centuries was
done by second-rate violinists who learned to pheyviola as a secondary instrument. However
in the eighteenth and nineteenth centuries, comp@see more recognition to the viola in their
operas, symphonies, and chamber music. The vistaddveloped as a solo instrument
throughout the centuries. During the nineteenthtauhtieth centuries the viola acquired status
equal that of the cello and the violin, not onlytie orchestra but also in solo repertoire.
Composers became aware of the differences betwelem and viola playing and began to write
more idiomatically for the instrument. In the twietth century the viola began to share in the
technical advances of the violin. “The trend toveavdtuosity became much more pronounced
in the twentieth century**® and violists could no longer hide behind the visland cellos. The
history of this development is told by the tutorsethods, and etude books written throughout
the centuries by composers and performers who tiiéelp bring the viola to the status it holds
today. Nowadays, an accomplished violist need®nlytthe “technical skills required of the
other string players, but also knowledge of theupactonal qualities characteristic of his

instrument.*4°

139 pavid D. Boyden and Ann M. Woodward, “Viola,” the New Grove Dictionary of Music and
Musicians 2" ed., edited by Stanley Sadie (London: Macmill€00D), 26:692.
1“OKruse, diss., 83.
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Chapter 3

Heinrich Ernst Kayser

Biography

Kayser was born in 1815 in Altona, a Danish cityilui864 when it became part of
Hamburg. He died in Hamburg in 1888. He worked e®kn teacher and theater violinist in
Hamburg. He wrote numerous studies, among themSkerze Passagenibungen und
Praludien(75 short exercises for passage work and prelu@gs)68, in three volumes (ca.
1860)! the 36 Etudes, Op. 20, in Leipzig in 1848nd theNeueste Methode des Violinspiels
(The latest method of violin playing), Op. 32, iafdburg in 1867 Kayser is among the notable
Austro-German writers of violin treatises in thesed half of the nineteenth century along with
Jakob Dont and Henry Schradie€tht the time, many volumes were published in Vierared

the contributions of Jacques-Féréol Mazas’ Op.3bkKayser’s 20 are notewortfy.

Kayser 36 Elementary and Progressive Studies, Op. 20
Overall Level 4
Kayser's36 Studiesvas first published in Leipzig in 1848. With meiods character and

moderate employment of higher positions, 36eStudiesvere originally created as preparatory

1 Walter KolnederThe Amadeus Book of the Violin: Construction, Histand Musicfrans. and ed.
Reinhard G. PaulgPortland, OR: Amadeus Press, 1998), 437.

2 Ibid, 452.

3 Ibid, 453.

4 Robin StowellThe Early Violin and Viola: A Practical Guid€ambridge: Cambridge University Press,
2001), 24.

5 Kolneder, 458.

6 Heinrich Ernst Kaysef hirty-six Elementary and Progressive Studies HfierYiola Opus 20, edited and
transcribed by Leonard Mogill (New York: G. Schinmknc., 1968).
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material for the Kreutzer etudes. They were “desigfor an early intermediate student and
cover a wide range of skills for both the right &eit hand, generally staying in the lower
positions.” An interesting feature of KayseiStudiess the instruction at the beginning of the
book to keep the fingers down as often and as é&sngpssible. The instruction is notated with a
straight horizontal line placed at the right sidi¢he finger number to be kept down and extends
for as long as the finger needs to be down (i.e., 1 ). This is an indication present i
almost all of the etudes. Louis Seaski states in the preface of the violin editieneldited:

“.....I have found that a great many students expegaalifficulty in carrying out the excellent
instructions therein given (Kreutzer) for acquir@gorrect position of the left hand (retaining
the fingers in their places), owing to insufficiettention to the correct placing of the fingers
during the years of elementary and preparatoryystatlidents who follow faithfully the
instructions given in the Kayser’s Studies willdithemselves repaid—when ready to take up the
Kreutzer Etudes—by having acquired the correcttjposof the left hand, without which a

reliable technique cannot be attainéd.”

Another unusual feature of tI3é Studiesappears in Study No. 17. In this study, Kayser
includes a five-four meter (five beats per measw@gh alternates legato and spiccato bow
strokes. Kayser etudes demonstrate the patterrany f the etude books of his time, with the
early etudes reinforcing previously studied tecahskills and then progressing to more new and
advanced skillS.The early etudes do not go beyond third positiotti{ Study No. 16),

progressing through the seventh position (No. 25he later studies. Several of them are short

7 Melissa Castledine, “Etudes and Viola PedagoByM(A. thesis, University of Cincinnati, 1998), 39.
8 Heinrich Ernst Kayseff hirty-six Elementary and Progressive Studies fierYiolin Opus 20, revised by
Louis Sve&enski (New York: G. Schirmer, Inc., 1915), 1.
9 Steven Lewis Kruse, “The Viola School of TechmigEtudes and Methods Written Between 1780 and
1860" (D.A. diss., Ball State University, 1985),513
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in length and in most cases fit on one page. Tlys kéthe etudes range from three sharps to
five flats, with the early ones not exceeding twarps and four flats. Kayser studies are
characterized for their repetition of a given tagoe.

The first etude is all detaché and includes arpeEpgind scales not exceeding an octave.
Study No. 3 is alsdétache but the bow pattern is drawn by one eighth nollewed by two
sixteenth notes throughout the entire studtachés also addressed in Study No. 7 with string
crossing and an alternation of arpeggios and brakeaggios. The only etudes which emphasize
détachéagain are the late etudes, No. 24, with accentéebnstring crossing, arpeggios, and a
few three-note chords, and No. 28, in which eaalagshstarts with a half-step approached from
above or below on a two slurred-two separate batepa

String crossing is emphasized in several etudekjdmg No. 36 in slurred broken
octaves and shiftings, No. 18 which includes triadd scales in triplets, No. 7, and No. 24.
Study No.12 is a sixteenth-note etude which empkasstring crossing on legato bow including
accented notes within the slurs. This etude induady first and second positions, but it
requires great effort to play the smooth stringssnogs. Broken arpeggios or chords and
arpeggios across four strings are emphasized ohy$o. 10, which is a great wrist and arm
exercise. Three other variations on the bow patiezrsuggested.

Study No. 2 is the only slow etude in the entirelbAll the others range from moderate
to fast tempos. This legato etude aims for toneyecbon and dynamics. Other legato etudes
include No. 4, a finger-exercise etude alternatirsg and third fingers with second and fourth
fingers in broken thirds, and No. 8 with as mangiasotes per bow on arpeggios and short

scales. A variation with twelve notes per bow iggested. Two other finger-exercise etudes
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emphasizing second, third, and fourth-finger are 28 in the same style as Kreutzer No. 9, and
No. 30. Legato bow and shifts from first to thirdsgtion are emphasized on Study No. 16.

Bow pattern (Nos. 10, 22, and 23 on dotted rhythspgcato (No.5 on long spiccato,
Nos. 9, 11, on long spiccato on the middle of teroNos. 13, 18, 26, and 27) is included in the
book. The following example is from Study No. 9 andudes, besides the spiccato stroke)
study on broken thirds.

Allegro assai

i |00 W ) n - : - =
S D15 z ! ! | o™
I v & P __J_‘ [ @
F . o . . e L &F @ @ r @
mf spicc. middle of the bow or detaché cresc.

Ex. 3.1. Kayser,36 Elementary and Progressive Studies, Op. 20, No. 9, mm. 1-4°

Study No. 29 combines spiccato and a few slurredawp staccato with two octave
arpeggiosSautilléis emphasized in Study No. 19, and Study No. 2Beénly one which
emphasizes double stops and left-hand pizzicato.

Allegretto m

» \ LH g arco M ™ (arco)
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' \, e 2y —
([)iZZ.) arco piZZ, arco piZZ. + + + + D+ p+ p+
(pizz.)

Ex. 3.2. Kayser,36 Elementary and Progressive Studies, Op. 20, No. 20, mm. 79-8%

1936 Elementary and Progressive StudigsHeinrich Ernst Kayser. Transcribed and editgd.&onard
Mogill. Copyright © 1968 (Renewed) by G. Schirmkag. (ASCAP). International Copyright Secured. RIghts
Reserved. Used by Permission.
136 Elementary and Progressive StudigsHeinrich Ernst Kayser. Transcribed and editgd.&onard
Mogill. Copyright © 1968 (Renewed) by G. Schirmkag. (ASCAP). International Copyright Secured. RIghts
Reserved. Used by Permission.
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Ornaments such as trills and appoggiaturas are &sgad in Studies Nos. 14 and 15.
Study No. 33 works on slurred up-bow staccato. rilgghmic pattern, staccato down-bow
eighth-note followed by a group of slurred up-stdocsixteenth-notes, is repeated extensively
throughout the etude.

Allegro moderato
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Ex. 3.3. Kayser,36 Elementary and Progressive Studies, Op. 20, No. 33, mm. 15-18

Kayser’'s36 Studiesvas designed to develop skills that the studehtfuviher encounter
in the more advanced etude books, such as thezéreetiudes. His studies isolate the technique
and provide needed repetition to develop good tgcien According to Kruse, Kayser etudes
“are not as musically interesting as the Wohlfanrlazas etudes, but provide additional

groundwork in basic bowing and fingering technigaed develop new skills as weff”

Analyses

Etude 1 Level 4

Description | F Major. Allegro moderato. Short duration. Firssjion. Top note F5.

Technique Détaché Fourth finger extension. Keep fingers down. Siwlpattern variations suggeste.

1236 Elementary and Progressive StudigsHeinrich Ernst Kayser. Transcribed and editgd.é&onard
Mogill. Copyright © 1968 (Renewed) by G. Schirmkag. (ASCAP). International Copyright Secured. RIghts
Reserved. Used by Permission.

13 Ibid.
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Etude 2 Level 4

Description | B-flat Major. Andante quasi adagio. Short duratiBinst and third positions. Top note E-
flat 5.
Technique Cantabile. Legato. Hairpins. Tone control.
Etude 3 Level 4
Description | B-flat Major. Allegretto. Short duration. First pten. Top note E-flat 5.
Technique Détache Keep fingers down. Dynamic variety. Eighth-natédwed by two sixteenth-notes
rhythmic pattern.
Etude 4 Level 4
Description | F Major. Allegro. Medium duration. First and secgusitions. Top note F5.
Technique Legato. Entirely in sixteenth notes slurred by nieasAccents within the slurs. Broken
thirds. Keep fingers down. Fluidity.
Etude 5 Level 4
Description | D Major. Allegro vivace. Short duration. First psin. Top note F5. ABA’ form.
Technique Long spiccato. Slightly chromatic. Keep fingers aow
Etude 6 Level 4
Description | F Minor. Allegro molto. Medium duration. Half thrgh second positions. Top note F5.
ABA’ form.
Technique Legato. Half-step on triplef@pper or lower neighbor note). Finger patternefKéngers

down.
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Allegro molto !
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Ex. 3.4. Kayser,36 Elementary and Progressive Studies, Op. 20, No. 6, mm. 20-2%

o1

Etude 7 Level 4
Description | E-flat Major. Allegro moderato. Medium durationr$tiand second positions. Top note F5.
Technique Détache String crossing across two strings. Triadic. Kéegers down. A few double
stops: thirds and sixths. A few three and four-rofterds.
Etude 8 Level 4
Description | G Major. Comodo. Medium duration. Half and firstsgmns. Top note E5.
Technique Legato. Use of fourth finger. Slightly chromaticp&ggio passage. Keep fingers down.
Etude 9 Level 5
Description | C Major. Allegro assai. Long duration. First througpird positions. Top note F5. ABA’
form. Modulatory. Highly chromatic.
Technique Spiccato odétache Broken thirds. Chromatic alterations. Keep firggown. A few fourth
finger extensions.
Etude 10 Level 4
Description | F Major. Allegro moderato. Medium duration. Halfdgiirst positions. Top note D5. ABA’
form.
Technique Bow exercise. Arpeggiosn sixteenth notes slurred by two or four. Stengssing across

two and four stringsKeep fingers down. Three bow pattern variatiangggested.

1436 Elementary and Progressive StudigsHeinrich Ernst Kayser. Transcribed and editgd.&onard
Mogill. Copyright © 1968 (Renewed) by G. Schirmkg. (ASCAP). International Copyright Secured. RIghts
Reserved. Used by Permission.
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Allegro moderato 4 21
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Ex. 3.5. Kayser,36 Elementary and Progressive Studies, Op. 20, No. 10, mm. 31-3%

Etude 11 Level 5

Description | A-flat Major. Allegro energico. Long duration. Rifgosition. Top note E-flat 5. ABA’
form. Modulatory. Slightly chromatic.

Technique Long spiccato. Scale-like etude. String crossimgsstwo strings. Three-note chords.
Accents. Chromatic alterations. Keep fingers dokgur bow pattern and articulation
variations suggested.

Etude 12 Level 4

Description | C Major. Allegro ma non troppo. Long duration. F@ed second positions. Top note F5.
Slightly chromatic.

Technique Legato. Long slurred bows. Accents within the sl&tsing crossing across two strings.
Keep fingers down. Two bow pattern variations sty

Etude 13 Level 4

Description | C Major. Allegretto. Medium duration. First througfird positions. Top note G5. ABA’
form.

Technique Long spiccato. Variety of legato and spiccato battgyn. Keep fingers down. String
crossing across two and three strings.

1536 Elementary and Progressive StudigsHeinrich Ernst Kayser. Transcribed and editgd.é&onard
Mogill. Copyright © 1968 (Renewed) by G. Schirmkg. (ASCAP). International Copyright Secured. RIghts
Reserved. Used by Permission.
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Etude 14 Level 5

ind

Description | A-flat Major. Andante. Medium duration. First thigtuthird positions. Top note G5. ABA
form.

Technique | A: Trills with realization: second and third fingeills.

B: Moto perpetudike section.
Coda: Trills. Double stops. Some three-note chords.
Etude 15 Level 5

Description | E-flat Major. Allegro moderato. Long duration. Riterough third positions. Top note G5,
ABA’ form.

Technique Double appoggiatura. Spiccato. Slurred up-bow stacScales.

Etude 16 Level 4

Description | B-flat Major. Allegro. Long duration. First and ttipositions. Top note G5. ABA’ form.

Technique Legato sixteenth-notes. Accents. Keep fingers d&eme double stops: thirds, fourths, g
sixths.

Etude 17 Level 5

Description | E-flat Major, B-flat Major. Andante quasi allegretHalf, first, third, and fourth positions.
Top note A-flat 5. ABA’ form. 5/4 meter.

Technique Legato. Spiccatdétaché All three combined in a variety of bow patterhiféngs from
first to third positions. Keep fingers down.

Etude 18 Level 5

Description | C Major. Allegretto. Medium duration. Half throu@burth positions. Top note A5. ABA’
form.

Technique Long spiccato. Entirely in eighth-note triplets.okats. Triadic and scales. String crossin
across two strings. Jumps across three stringse Sloble stops: sixths. Some three ang
four-note chords. Keep fingers down.

Etude 19 Level 5

Description | E Minor. Allegro. Short duration. Half, first, arnkird positions. Top note A5.

Technique Sautillé.Syncopation.
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Etude 20 Level 5

Description | C Major. Allegretto. Medium duration. First througtird positions. Top note A°5.
Technique Staccato at the frog. Double stops: thirds andsirtainly. Left hand pizzicato by itself of
simultaneously with bowed notes. A few three and-frote chords.
Etude 21 Level 4
Description | A-flat Major. Allegro. Long duration. Half throudiourth positions. Top note A-flat 5.
ABA’ form. Modulatory. Slightly chromatic.
Technique Legato. One sixteenth-note detached with threesnth-notes slurred bow pattern. Bow
distribution. A few double stops and three-noterdso
Etude 22 Level 4
Description | A Major. Allegro assai. Short duration. First ahdd positions. Top note A°5. Slightly
chromatic.
Technique Trill-like etude. Third and fourth finger velocit§lurred up-bow staccato at the end.
Etude 23 Level 5
Description | B-flat Minor. Allegretto. Medium duration. Firstribugh third positions. Top note G-flat 5.
Highly chromatic.
Technique Dotted rhythm at the tip. Staccato starting up bGtw.omatic alterations
Etude 24 Level 5
Description | C Minor. Allegro assai. Medium duration. First tbgh third positions. Top note A-flat 5.
Highly chromatic.
Technique Détachéupper half. Arpeggiated. Accents. Chromatic atters. Keep fingers down. A fe
two and three-note chords.
Etude 25 Level 5
Description | G Minor. Allegro. Short duration. First through seth positions. Top note D6. Highly
chromatic.
Technique Legato. Sixteenth notes slurred by two with thevjngs note repeated on the next bow.

Jumps across three and four strings. Natural haosof few three-note chords. A few lef
hand pizzicato. Chromatic alterations.
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Etude 26 Level 5

1s.

Description | G Major. Allegro. Short duration. Half, first, atlgird positions. Top note A5.
Technique Spiccato. Scales. A few passages on legato andaspicombined. A few three-note chor
Etude 27 Level 5
Description | D Major. Allegro. Medium duration. Half through tHiand fifth positions. Top note D6.

Slightly chromatic.
Technique Long spiccato. Combination of spiccato, legato sinded staccato bow pattern. String
crossing across two strings. Triadic.
Etude 28 Level 4
Description | D Minor. Allegro assai. Short duration. Half thrdufifth positions. Top note B-flat 5.
ABA’ form.
Technique Détaché Legato. Sixteenth notes slurred and detached io@uilin different bow patterns
Fortepiano dynamic$ourth finger extension. Triadic.
Etude 29 Level 6
Description | F Major. Moderato. Long duration. First throughtBipositions. Top note D6. ABA’ form.
Chromatic.
Technique Spiccato/Staccat@\rpeggiosup and down. Shiftings with first finger. Jumpsaass four
strings. String crossing across two strings. Stutme-bow staccato.
Moderato 3
. e 2 . Y .
~ o . . . .
e e ep= R
. - © 19 S la}
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fp L” v fp cresc.

Ex. 3.6. Kayser,36 Elementary and Progressive Studies, Op. 20, No. 29, mm. 1-4°

1636 EI

ementary and Progressive StudigsHeinrich Ernst Kayser. Transcribed and editgd éonard

Mogill. Copyright © 1968 (Renewed) by G. Schirmkg. (ASCAP). International Copyright Secured. RIghts
Reserved. Used by Permission.
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Etude 30 Level 5

Description | G Minor. Allegro moderato. Long duration. Firstabgh fifth positions. Top note B-flat 5.
Technique Entirely in sixteenth-notes triplets slurred by s@e. LegatoMoto perpetudike etude.
Upper neighbor note triplets. Accents within sllrsft hand fingers action. Fast shiftings
Etude 31 Level 6
Description | D-flat Major. Allegro molto agitato. Long duratioHalf through third and fifth positions.
Top note B-flat 5. ABA’ form.
Technique Shifting etude. Shifting with fourth finger. Legatdccents. Chromatic alterations. Remai
in position: third and fifth positions. Use of fifposition.
Etude 32 Level 5
Description | A-flat Major. Allegro moderato. Short duration. gtithrough sixth positions. Top note C8.
Technique Slurred up-bow staccato dotted rhythm. Triadicin8tcrossing across two strings. Rema
in position: sixth position. Chromatic alterations.
Etude 33 Level 6
Description | F Major. Allegro moderato. Medium duration. Fifstdaugh fifth positions. Top note B-flaf]
5. ABA’ form.
Technique Slurred up-bow staccato on scales and arpeggiogeMaAccents. Chromatic alterations
Etude 34 Level 5
Description | G Major. Andante poco allegretto. Long durationsFihrough third and fifth positions.
Top note B-flat 5. ABA’ form. Highly chromatic.
Technique Legato. Alternation between triplets on up neighbate and quarter note. Long slurred
bows. Chromatic alterations.
Etude 35 Level 6
Description | E Minor. Allegro con fuoco. Long duration. Half dugh fifth positions. Top note B5.
ABA' form. Highly chromatic passage.
Technique Legato. Long slurred bows. Shiftings. Triadic. Qhatic alterations. A few three and four

note chords.
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Etude 36 Level 7

Description | D Minor. Allegro. Short duration. Half through dixpositions. Top note A°5.

Technique Broken octaveshroughout. String crossing over two stringstirely in sixteenth notes
slurred by two. Wrist exercise. Intonation. Shifgnon same string.

Allegro
C and G strings GD CG
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Ex. 3.7. Kayser,36 Elementary and Progressive Studies, Op. 20, No. 36, mm. 1-3’

736 Elementary and Progressive StudigsHeinrich Ernst Kayser. Transcribed and editgd.&onard
Mogill. Copyright © 1968 (Renewed) by G. Schirmkag. (ASCAP). International Copyright Secured. RIghts
Reserved. Used by Permission.
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Chapter 4

Johannes Palaschko

Biography

German composer, violinist, and pedagogue was ibndtB877 and died in 1932 in Berlin.
From 1895 to 1899, Palaschko studied at the Berloehschule fur Musik with Joseph
Joachim, Heinrich Herzogenberg, and Wilhelm Tadbartd from 1899 t01913, he traveled
around Europe. In 1913 he became the directoreoBtittscher Conservatory - also in Berlin.
His music is written in the German Romantic tramiti He particularly likes to repeat a phrase
with a few interesting chromatic alterations. Heslpgogical output includes approximately 241
viola etudes in thirteen opus numbers (mostly adedno a very advanced level of difficulty)
and 451 violin etudes in twenty opus numbérss output also includes a number of pieces for
violin and piano, a collection of trios for thre®hns, keyboard works, andkander-Symphonie
Op. 59. Palaschko’s etudes are character piedes, iotcluding descriptive titles only appearing
in some editions. His etude books were originallplshed by many different publishers in
Germany, Russia, United States, France, and Mgt of Palaschko’s books never seemed to
get beyond an initial printing, with the notablecegtion of the viola etudes of Op. 36, 44, 49,
55, 62 and 77. The opus numbers of Palaschko etudess follows: Op. 36, 44, 49, 55, 62, 66,
70, 77, 85, 86, 87, 92, and 96. There are fourest@ahtitledCapriccioincluding: Op. 44

(Artistic Studies) No. 10; Op. 96 No. 24; Op. 87.18pand Op. 66 No. 12.

! Mark Pfannschmidt, American violist, “Re: [violRalaschko.” e-mail to author, February 10, 2010.
Z Ibid.
® Ibid.
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12 Studies for Viola, Opus 53
Overall Level 5

First published in 1912 and written originally faola, the etudes included in th@
Studiesare all short in length, with the exception of N&. They are particularly rich in
dynamics, which is not true for most etude books &tudes do not go beyond fifth position,
with third position being the most used. The kefythe etudes extend through two flats and 3
sharps. Frequent modulation and chromaticism adoconost of them. Some of the etudes, No.7
for example, seem to contain elements of folk muBhe etudes contain passages including the
following: détachéowing; double, triple, and quadruple stops; oreais; and slurred up-bow
staccato.

Etude No. 5 is a study in string crossing and ledpawing, as well as tone control. A
smooth string crossing is the key to the productiba beautiful tone and an even bow

distribution. In this etude, the long slurred bandude as many as seventeen notes.

Permission to reproduce the musical example waddry the publisher, International Music

Ex. 4.1. Palaschkol2 Studiesfor Viola, Op. 55, No. 5, mm. 21-22.

Etude No. 12 is unmetered and is in a cadenzastie with long thirty-second-note
runs. Some of the slurs include more than thirtesoUnequal number of notes slurred makes
this etude a great study for the student to devat@pwork on bow distribution. The etude also

includes ornaments, such as trills, double appdggia and three-note chord appoggiaturas. It

* Johannes PalaschKoyelve Studies for Viol@pus 55(New York: International Music Company, [1960-
1979]).
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also includes several triple and quadruple stops.piece was designed almost as a cadenza

from a Romantic style string concerto. The tempmasked “Grave” at the beginning of the

piece. The following example contains some of duhhiques addressed.

Permission to reproduce the musical example waeddry the publisher, International Music

Ex. 4.2. Palaschko]2 Studiesfor Viola, Op. 55, No. 12, opening.

Analyses
Etude 1 Level 4
Description | C Major. Andante sostenuto. Short duration. Fhisbdagh third positions. Top note G5.
Technique Legato. Work on dynamic. Appoggiaturas and doupfeoggiaturas. Shiftings from first tg
third position and vice versa.
Etude 2 Level 4
Description | A minor. Allegro moderato. Medium duration. Firstdaugh third positions. Top note A°5.
ABA’ form.
Technique Cantabile. Legatdétaché Shiftings from first to third position and vicensa using first
and third fingers. Passages on third position.
Etude 3 Level 4
Description | F Major. Andante moderato. Medium duration. Finsbtigh third positions. Top note G5.
ABA'’ form.
Technique Détache Staccato. Long slurs. Passage on C string. Anfgwral harmonics. Shiftings from

first to third positions.

50



Etude 4 Level 4

4

Description | A Minor. Allegro vivace. Medium duration. First,itd, and fifth positions. Top note B5.
ABA’ form.
Technique Legato. Accents and dynamics. Natural harmonics. édgourth finger contracted and
extended.
Etude 5 Level 4
Description | G major. Quasi allegro. Short duration. First,dh&nd fifth positions. Top note B5.
Technique Long slurred bows. Legato. String crossing over &itings on slurred/legato bow. Triadi
Etude 6 Level 5
Description | B-flat Major. Andante con espressione. Medium daratFirst, second, third, and fifth
positions. Top note B-flat 5. Slightly chromatic.
Technique Cantabile. Legato. Double appoggiatura. ShiftimgsnfFirst to third positions.
Etude 7 Level 6
Description | A Minor, A Major. Moderato. Medium duration. Firstrough third positions. Top note
A°5. ABAB’ form.
Technique A: Staccato. Accents. Appoggiaturas. Playful chizrac

B: Double stops chordal and in two-voice countanpddrone sound_egato. Three and
four-note chords. Appoggiaturas. Pizzicato.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 4.3. Palaschkol2 Studiesfor Viola, Op. 55, No. 7, mm. 17-20.

Etude 8 Level 5
Description | A Minor. Allegramente. Short duration. First thréuiifth positions. Top note G-sharp 5.
Technique Détaché String crossing over two strings. Jumps. Slightiyomatic. Artificial harmonics.

Bow variations suggested.
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Etude 9 Level 6

Description | A Major, A Minor. Moderato. Medium duration. Firstrough third positions. Top note G-
sharp 5. ABA form.
Technique A: Cantabile. Legato. Appoggiaturas. Trills. Lorgreed bows. Bow distribution.

B: Double stops: thirds, fifths, and sixths. Theawl four-note chord$/arcato. Slurred
groups of sixteenth-notes on different bow patterns

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 4.4. Palaschkol2 Studiesfor Viola, Op. 55, No. 9, mm. 25-30.

Etude 10 Level 6
Description | D Minor, D Major. Andantino. Long duration. Firshird, and fifth positions. Top note A5
ABC form.
Technique A: Legato. Shifting from third to first position8ppoggiaturas. Natural harmonics.

B: Legato. Appoggiaturas. Double appoggiaturasufédharmonics.

C: Legato. String crossing over two and four stir§ow distribution. Slurred up-bow
staccatoChromatic scal@Artificial harmonics.

Permission to reproduce the musical example waeddry the publisher, International Music

Ex. 4.5. Palaschkol2 Studiesfor Viola, Op. 55, No. 10, m. 66.

Etude 11 Level 5
Description | B-flat Major. Allegro giusto. Medium duration. Firghird, and fifth positions. Top note B
flat 5. ABA’ form.
Technique Legato. Long bow slurred. String crossing. Pattepetition.
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Etude 12 Level 6

Description | G Minor. Grave. Medium duration. First, third, difth positions. Top note B-flat 5.

Technique Cadenza-like etude. Sixteenth and thirty-seconé-nats. Double stops. Three and four-
note chords. Long slurred bows. Ornaments: tiddsjble appoggiaturas, 3-note chord
appoggiatura. Bow distribution.
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Chapter 5

Jakob Dont

Biography

Jakob (also Jacob or Jacques) Dont, born in 18d%lima in 1888, was an Austrian
violinist, teacher, and composer. His father, J&déntin Dont, was a cellist in the
Karntnertortheater and Burgtheater orchestids.studied violin at the Vienna Conservatory
under the tutelage of Joseph Bohm and later, Gdelignesberger. Through Bohm, Dont
received the teachings of Pierre Rode and GiovBattista Viotti, expanding and passing their
wisdom to his students throughout his fife.

In 1831, Dont became a violinist at the Burgtheatet in 1824 a member of the
Hofkapelle® Dont taught at several private institutions befoeeng appointed to teach at the
Vienna Conservatory in 1837. Despite being a gredinist, he withdrew from his solo career
because of excessive shyness and stage frightesuted himself to teaching and composing.
Dont’s students included both violin virtuosos dnire teachers and pedagogues, such as
Leopold Auer who studied with him from 1857 and 885

Dont wrote about fifty original compositions forolin and arranged violin parts to
accompany some of Beethoven’s piano sonatas. ddiagngical works were crucial to the

progress of violin playing and teaching in the nhedaind second half of the nineteenth century

! Daniel Kaplunas, “Pedagogical Analysis of Jakom024 Etudes and Caprices, Op. 35" (D.M.A. diss.,
University of Georgia, 2008), 4.

% Ibid., 4

% John Moran, “Dont, Jakob,” ifihe New Grove Dictionary of Music and Musicia?¥ ed., edited by
Stanley Sadie (London: Macmillan, 2001), 5:500.

* Walter KolnederThe Amadeus Book of the Violin: Construction, Histand Musicfrans. and ed.
Reinhard G. PaulgPortland, OR: Amadeus Press, 1998), 405.
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and are still widely used. Flesch attributed theettgpment of technique and pedagogy in the
late nineteenth century principally to Dont, Sclieall, Sauret and S&fk.> The most significant
contribution he made is the multi-volur@adus ad Parnassumvhich includes th&tudes and
Caprices Op. 35 andPreparatory StudieOp. 37, as well as pieces for two to four string

instruments for developing ensemble-playing skills.

24 Studies Preparatory to Kreutzer and Rode Studies, Op. 37
Overall Level 5

Op. 37 was published first in 1852 and was subsgtyueeissued in many other editions
both for violin and viola transcription. It is thiest set of etudes in progressive order to prodde
thorough development of half and second positibneontrast with the Mazas etudes, the main
emphasis of Dont’s book is on the left hand techelq

Except for Studies Nos. 6, 8, and 15, the etudesrmgo beyond fourth position, but
rather emphasize half and second positions. The é&kthe studies extend through four flats and
three sharps. Half position is only emphasizedtudi®s Nos. 5 and 8; however, Nos. 7, 12, 15,
18, 20, 21 and 23 also employ some use of theiposBtudies No. 2, 4, 5, 9, 10, 11, 14, 15, 16,
17, 18, 19, 21, and 24 contain several passageecond position. Study No.8 includes several
chromatic scale passages. It is a great studyhimneatic fingering and sustained long bows.

Some of the slurred bows include as many as twivaynotes.

®> Moran, “Dont, Jakob,” IThe New Grove Dictionans00.
® Jacob DontTwenty-four Studies Preparatoty to Kreutzer andéRtlidies for ViolaOpus 37, ed. Joseph
Vieland (New York: International Music Company, 896
" Steven Lewis Kruse, “The Viola School of TechnigB&udes and Methods Written Between 1780 and
1860" (D.A. diss., Ball State University, 1985),314
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 5.1. Dont,24 Studies Preparatory to Kreutzer and Rode Studies, Op. 37, No. 8, mm. 23-
4.

Shifts between first, second, and third positiaresfound in Nos. 13 and 19, which also
contains double stops. Shifts to and from secorsitipa appear in No. 5.

Legato-bow technique is employed in fourteen ouheftwenty-four etudes. The slurs
usually encompass four to sixteen notes. Study2Rancludes the so-called “Viotti bowing,” a
bow pattern where two staccato notes are slurrédam emphasis on the second beat. String
crossing is addressed in Study No. 10 (acrossttwee, and four strings, includes some
bariolage, 13 (across four strings, also a legato etudgejatross three strings), 20 (across two
strings), and a few others. Study No. 9 combinesgtrossing across three and four strings
with upwards and downwards arpeggios. The studgts® the techniques and repeats the same
pattern throughout the entire etude, keeping laftehwork to a minimum. Dynamic indications

are used in the entire study to help emphasizditketion of the arpeggios.

Permission to reproduce the musical example waeddxy the publisher, International Music.

Ex. 5.2. Dont,24 Studies Preparatory to Kreutzer and Rode Studies, Op. 37, No. 9, mm. 1-3.

Slurred up-bow staccato is emphasized in Etude2RoThe etude also poses a great deal
on bow distribution. It keeps a pattern in whichibthe down bow is shorter and the up bow is

long, or vice versa. String crossing adds to makestude more challenging.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 5.3. Dont,24 Studies Preparatory to Kreutzer and Rode Studies, Op. 37, No. 20, mm. 18-
19.

Combinations of legato and staccato notes in varbmw patterns appear in several of
the etudes. Double stops are only seen in twoe$thdies. No. 19 is an exercise in thirds and
sixths, and No. 22 makes use of various combinstordouble stops, with emphasis on thirds
and sixths. These etudes also include double stagsunterpoint. The only ornaments used by
Dont in this book, although not extensively, are #ppoggiaturas in Study No. 11 and the trill in
Study No.15. Triple stops are emphasized in NoT24.chords are to be played on down-bows.
The chords should not be broken, but played adlemotes at once. The bow-arm has to be

balanced on the middle string so the bow-hair reathe three strings at the same time.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 5.4. Dont,24 Studies Preparatory to Kreutzer and Rode Studies, Op. 37, No. 24, mm. 1-4.

Analyses

Etude 1 Level 5

Description | A-flat Major. Long duration. First through fourtlogitions. Top note F5. ABA’ form.

Technique Legato. Long slurred bows. Broken thirds. Firsgénshiftings. Left hand fingers velocity
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Etude 2 Level 5

=

-

Description | F Major. Allegro. Medium duration. First throughrthpositions. Top note F5. Binary forn
AA1
Technique Variety of bow articulation and pattern. Staccapa¢€ato. Slurred/Legato. Bow
distribution. Fourth finger extension.
Etude 3 Level 5
Description | D Minor. Allegretto. Short duration. First throughird positions. Top note B5. ABA’ form
Technique Arpeggios. String crossing on slurred bow. LegBecurring of fourth finger. Fourth finge
extension and contractions.
Etude 4 Level 5
Description | G Minor. Allegro. Short duration. First throughrhipositions. Top note G5. Binary form.
Technique Spiccato vs. slurred articulations. Bow distribatidumps across three and four strings.
String crossing. Slightly chromatic. Extensive n§second position. Great use of fourth
finger.
Etude 5 Level 5
Description | D Major. Allegro moderato. Short duration. Halfdhgh third positions. Top note F-sharp
5. Binary form. Slightly chromatic.
Technique Finger dexterity. Long slurred bows. Easy of shitiUse of half and second positions.
Etude 6 Level 5
Description | G Major. Allegro moderato. Short duration. Firgcend, third, and fifth positions. Top
note B5. Binary form.
Technique Legato.Détaché Spiccato. Mix of bow articulations and pattefBew distribution.
Dynamic contrast.
Etude 7 Level 6
Description | D Minor. Vivace. Short duration. Half through folupositions. Top note A°5.
Technique String crossing across two, three, and four striBgseccato vs. slurred articulations. Variety

of bow pattern. Bow distribution. A few mordentigBtly chromatic.
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Etude 8 Level 6

Description | A Major. Andante con moto. Long duration. Half thgh fifth positions. Top note B5.
ABA'’ form. Highly Chromatic. Chromatic.
Technique Legato. Long slurred bows. Chromaticism. Stringssiog. Great use of half position.
Dynamic contrasts.
Etude 9 Level 6
Description | D Major. Allegro vivace. Short duration. First thugh third positions. Top note A°5. ABA
form. Chromatic.
Technique Slurred arpeggios. Dynamics (“hairpins”).
Etude 10 Level 6
Description | A Minor. Allegro moderato. Short duration. Firstahgh fourth positions. Top note A5.
Technique String crossing across all stringgariolage Staccato vs. slurred bow articulations. Bow

distribution. Dynamic contrast. Fourth finger e>dem.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 5.5. Dont,24 Studies Preparatory to Kreutzer and Rode Studies, Op. 37, No. 10, mm. 6-8.

1=

Etude 11 Level 6
Description | C Major. Allegro commodo. Long duration. First thgh third positions. Top note F-sharj
5. ABA'’ form.
Technique Appoggiaturas. Bow distribution. Variety of bow teaihs. Slurred.
Etude 12 Level 5
Description | E Minor. Vivace. Medium duration. Half through sadgosition. Top note F-sharp 5.
Chromaitic.
Technique Sixteenth notes slurred by pairs with a half-stepnvieen them. Great use of half position.

Sliding fingering (different note separate by h&tlp using same finger).
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Etude 13 Level 6

=+

Description | C Major. Long duration. First through third posit® Top note G5. ABA’ form. B section
highly chromatic.
Technique Arpeggiated. Broken triads. Slurred. Accents. Hofirtiger extension. Right arm and wrist
exercise.
Etude 14 Level 6
Description | F Minor. Allegro non troppo. Long duration. Firerough fourth positions. Top note F5.
ABA’ form.
Technique Spiccato. Mix of spiccato and slurred bows. Bowirthation. Triadic. Great use of second
position.
Etude 15 Level 6
Description | B-flat Major. Allegro moderato. Long duration. Hétirough fifth positions. Top note B-flat
5. ABA’ form.
Technique Trills. Arpeggios. Spiccato. Legato. String crogsibdse of second position.
Etude 16 Level 6
Description | E-flat Major. Allegretto agitato. Long duration r&i through fourth positions. Top note A4
ABA' section.
Technique Broken thirds. Legato. String crossing across tikogs. Use of second position. First and
fourth finger extension (up and down).
Etude 17 Level 6
Description | G Minor. Andante con moto. Long duration. Firsioiigh third positions. Top note F5.
Technique Trill-like etude Finger actionBow distribution. Long slurred bows. Accents.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 5.6. Dont,24 Studies Preparatory to Kreutzer and Rode Studies, Op. 37, No. 17, mm. 9-

10.
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Etude 18 Level 6

=}

Description | D Major, F Major. Allegro. Long duration. Half thugh third positions. Top note G5.
Technique String crossing across two strings on slurred bdeeents. Use of fourth finger. Fluidity o
legato.
Etude 19 Level 7
Description | B-flat Major. Andante. Long duration. First throutird positions. Top note F5. ABA’
form.
Technique Double stops chordal and in two-voice counterpaimastly thirds and sixths on legato bow.

Double stops on slurred up-bow staccato. Slightlpmatic. Bow distribution.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 5.7. Dont,24 Studies Preparatory to Kreutzer and Rode Studies, Op. 37, No. 19, mm. 22-

24.
Etude 20 Level 7
Description | G Major. Allegretto vivo. Medium duration. Half thugh third positions. Top note G5.
ABA'’ form. Chromatic.
Technique Bow articulation. Legato bow vs. slurred up-bowcstto on three different bow patterns.
Bow distribution. Three-note chords.
Etude 21 Level 6
Description | A Minor. Allegro assai. Medium duration. Half thigluthird positions. Top note G5. ABA!
form. Highly chromatic.
Technique Long slurred bow. Bow distribution. Half-step intals. Accents within slurs. Jumps. Use
of second position. Sliding finger.
Etude 22 Level 7
Description | F Major. Andante. Medium duration. First througfrdrpositions. Top Note F5. ABA’
form.
Technique Double stops chordal and in two-voice counterpomslurred bow: mostly thirds and

sixths. Appoggiaturas. Chromatic. Great use of se@mwsition.
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Etude 23 Level 7

Description | D Minor. Vivace. Short duration. Half through thipgdsitions. Top note F5. Single form.

Technique Sixteenth notes slurred by pairs alternating stlamed slurred staccato bows. A few douh
stops. Chromatic. Use of second position.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 5.8. Dont,24 Studies Preparatory to Kreutzer and Rode Studies, Op. 37, No. 23, mm. 1-3.

Etude 24 Level 7
Description | G Major, C Major. Allegretto vivo. Long durationirgt through third positions. Top note
E5. ABA form.

Technique Triple and quadruple stops on down bow. A few dewdtbps. Awkward left-hand position.

A few slurred up-bow staccatos. A few four-noterclso “Viotti” bowing.
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Chapter 6

Antonio Bartolomeo Bruni

Biography

Violinist, composer, and conductor Antonio BartokmBruni was born in Cuneo, Italy
in 1757 and died there in 1821. He studied violithksaetano Pugnani in Turin, moved to Paris
in 1780, and made his debut on the violin on Mayfithe same year at the Concert Spirituel,
performing one of his own concertos. As a condydterdirected the orchestra of the Thééatre de
Monsieur, performing also as solo violinist, heoatenducted the orchestra of the Théatre
Montansier, the orchestra of the Opéra-Comique tlaidof the Théatre Italien,where he was
appointed director in 1801. His first published Wwaras a set of six violin duos, soon followed
by numerous other instrumental works, mostly faliw, and a series of nearly twenty comic
operas produced in Paris over the next fifteens/ear

During his stay in Paris, he taught violin and &idt was in the latter capacity that he
discovered the need for literature for the advanagelist or for a violinist who wanted to learn
to play the viol& The following are works that feature the violae 86 trios concertantes for
violin and viola; 21 duos concertantes for violirdaviola, including the available sets in Opp.
12, 25, and 3% 12 duos concertantes for two violas; 6 sonatasdto viola (three of them

available in op. 27), and his 25 Studies for VigVethode pour I'alto viola).

! Leland Fox, Michael Fend, and Michel Noiray, “Biufintonio Bartolomeo,” iiThe New Grove
Dictionary of Music and Musiciang™ ed., edited by Stanley Sadie (London: Macmill&00D), 4:511.
2 Maurice W. Riley;The History of the Violavol. 1 (Ann Arbor: Braun-Brumfield, 1980), 180.
®Ibid., 181.
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25 Studies for Viola*
Overall Level 6

Bruni’s 25 Studiescomposed in 1805, are the main body of\éthode pour l'alto
viola, contenant les principes de cet instrumentisue 25 étudeshe method was composed
in two parts, characteristic of most tutors of tinge. Part one contains the elements of music
divided into thirteen lessons including scalesjdaservals, double stops, slurred staccato, third
position, and chords. The second part containstilndes. The Preface of Bruni’s viola tutor
familiarizes the reader with the viola clef (allefg, assuming that the reader would be an
advanced violinist.Following the Preface, Bruni includes a discussiorthe timbre of the viola
advising the player not to use open strings toeroftecause of their nasal sound.

Bruni considered the viola an instrument equivalenmportance to the violin and the
cello, capable of playing solos at a time when ngostposers were composing secondary parts
for the instrument. This attitude may be seen étdchnical challenges presented by2he
Studieghat far exceed those found in the chamber, otcieand even solo literature of the
time. As Louise Rood states, “Bruni, then, appdyesteemed it necessary for the violist to have
a technique equivalent to that of the violini&t.”

The25 Studiedave a similar level of technical demand as theddatudes. The range
of the etudes extends through seventh positiooadth there is no exercise or etude on shifting.
Bruni assumes the student is an advanced violwtistlearned shiftings on the violin. A wide
variety of bow techniques such @détaché staccato, slurred staccato, slurred bowings sénmp

crossings are utilized. Study No.1 works on arpeggind string crossing a#gtachéstroke.

* Antonio-Bartolomeo BruniTwenty-five Studies for Viglad. Walter Schulz (New York: International Music
Company, [1955]).
® Ibid.
® Louise Rood, “The viola as Solo Instrument” (MPhesis, Smith College, 1942), 44.
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Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 6.1. Bruni, 25 Studiesfor Viola, No. 1, mm. 1-2.

Left-hand technique is also emphasized by the rahffge etudes going up to the seventh
position, trills, three and four-note chords, angeggios, as well as double stopping. Study No.
4 is entirely dedicated to double stops with a fexee and four-note chords happening at the

main cadences. The following example is from theosd phrase of the etude.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 6.2. Bruni, 25 Studiesfor Viola, No. 4, mm. 6-8.

Turns and a variety of bow strokes, including séa@cand slurred up-bow staccato is
emphasized in Study No. 9. The turns are to besplayite fast so as not to disturb the internal

pulse of the piece.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 6.3. Bruni, 25 Studies for Viola, No. 9, mm. 11-14.
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The key signatures range from four flats to trele@rps. The last etudes are conceived

more as concert pieces. They are longer in lengtimaore musically structured, often opening

with a slow introduction.

PS

Analyses
Etude 1 Level 4
Description | F Major. Allegro. Entirely in sixteenth notes. Shduration. First through third positions.
Top note G5. ABA' form.
Technique Détaché Spiccato. String crossing over two strings. Oct&e arpeggios. Three-note
chords.
Etude 2 Level 5
Description | B-flat Major. Adagio sostenuto. Short duration.sEand third positions. Top note G°5.
ABA’ form.
Technique Legato. Cantabile. Double stops: thirds, fourthghs, sevenths, and octaves. Double stg
in two-voice counterpoint. Finger independency.
Etude 3 Level 5
Description | C Minor. Allegretto. Entirely in eighth-note trigke Short duration. First and third
positions. Top note A-flat 5. ABA’ form.
Technique Staccato/Spiccato, Slurred up-bow stacctdaché Variety of bow stroke and bow
pattern. Triadic.
Etude 4 Level 6
Description | F Major. Adagio. Short duration. First through fttupositions. Top Note Gpp to ff
dynamic. ABA’ form.
Technique All double stops: second, thirds, fourths, fifteiths, sevenths, and octaves. Double sto

two-voice counterpoint. Three and four-note chonhagicate rhythm.

pin
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Etude 5 Level 5

Description | E-flat Major. Allegretto. Entirely in sixteenth tes. Medium duration. First and second
positions. Top note F5. ABA’ form.
Technique String crossing over two strings in arpeggio passgsjurs. Bowing variations suggested

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 6.4. Bruni, 25 Studiesfor Viola, No. 5, mm. 1-2.

and

Etude 6 Level 6

Description | G Major. Adagio. Short duration. First, third, fiftand seventh positions. Top note E°6.
ABA’ form.

Technique Legato. Cantabile. Shiftings. Double stops: secptimisis, fourths, fifths, and sixths.
Double stop in two-voice counterpoint. Finger inelegency. Shomd lib. cadenza. Three-
note chords.

Etude 7 Level 5

Description | B-flat Major. Allegro con moto. Medium duration.r&i through third positions. Top note
F5. ABA’ form.

Technique Staccato. Double stops: thirds, fifths, sixths, aedenths. Contrasting dynamics. Three
four-note chords.

Etude 8 Level 4

Description | D Major. Adagio. Short duration. First and thirdsgmns. Top note A°5. ABA’ form.

Technique Legato. Cantabile. Long bow. Bow distribution. Diubtops: thirds, fourths, fifths, and
sixths.

Etude 9 Level 5

Description | D Major. Allegretto. Short duration. First, thiraind fifth positions. Top note B5. ABA’
form.

Technique Slurred up-bow staccato. Ornaments: turns (alsavkres gruppetto). Variety of bow

pattern. Triadic.
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Etude 10 Level 6

Description

A Major. Adagio. Short duration. First through thipositions. Top note G5. ABA' form.

Technique

Slurred up-bow staccato. Turns and third fingdistrThree and four-note chords. Portato|.

Permission to reproduce the musical example wakeddry the publisher, International Music

Ex. 6.5. Bruni, 25 Studiesfor Viola, No. 10, mm. 9-10.

Etude 11 Level 5
Description | D Major. Allegro scherzando. Short duration. Fitsird, and fifth positions. Top note A5.
ABA’ form.
Technique Entirely in double stops: sixth-seventh-sixth paitend a few thirds. Staccato eighth note
followed by two eighth notes slurred. Three-noterds.
Etude 12 Level 6
Description | G Major. Adagio. Short duration. First, secondrd¢hand fifth positions. Top note G5. ABA
form.
Technique A section: Legato. A few double stops: third, ands A few slurred up-bow staccato.
B section: Entirely in double stops: unison, sesptitirds, fourths, sixths, sevenths, and
octaves, slurred and in two-voice counterpointllSiriNatural harmonics. Finger
independency.
Etude 13 Level 5
Description | G minor. Allegro vivace. Short duration. First ah@td positions. Top note G5. ABA’ form.
Technique Staccato vadétachénotes. Double stops: thirds, fourths, sixths, actdves. Accents.

Appoggiaturas. Slurred up-bow staccato on doulolgsstthirds. Dynamic contrast.
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Etude 14 Level 5

Description

E-flat Major. Adagio. Medium duration. First, thjrdnd sixth positions. Top note C6. ABA’
form.

Technique

Legato. Bow distribution. Shiftings from first thitd positions. Variety of bow pattern. A
few double stops: thirds, fourths, fifths, and ks<tA few ornaments, trills and
appoggiaturas.

Etude 15 Level 5

Description

E-flat Major. Allegro. Long duration. First, thirdnd fifth positions. Top note B-flat 5.
Sonata form.

Technique

String crossing over two strings. Spiccato vs.reldinotes. Variety of bow pattern.
Bariolage Double stops: emphasis on thirds, but also feudhd sixths. Turns and trills.
Sul ponticello

Etude 16 Level 6

Description

C Major. Adagio con espressione. Long duratiorstrind third positions. Top note G5.
ABA'’ form. Intricate rhythm.

Technique

Legato. Cantabile. Slurred up-bow staccato. Sinegsing over two, three, and four
strings. Three and four-note chords. Double ste@sond, third, fourth, sixth, and seventh
chordal and in two-voice counterpoint.

Etude 17 Level 6

Description

C Major. Tempo di menuetto: con Variazoni, Vivakeng duration. First and third
positions. Top note G5. Theme and variation form.

Technique

Theme: Slurred up-bow staccato on dotted rhythme&imote chords. Double stops: main
thirds.

y

Variation |: Long bows on running sixteenth-not8&ing crossing over two strings on
different bow patterns.

Variation Il: Double stops in two-voice counterpisixth-seventh-octave-seventh-sixth
pattern; thirds, and fourths. Three and four-ndierds.

Variation 1ll: Détaché Double stops: thirds, fourths, sixths, severding, octaves. Three-
note chords. A few appoggiaturas.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 6.6. Bruni, 25 Studiesfor Viola, No. 17, variation 2, mm. 1-3.

Etude 18 Level 6

Description

F Major. Andante grazioso. Short duration. Firetad, and third positions. Top note F5.
ABA'BA’ form.

Technique

Entirely in double stops: mainly thirds, but aleezends, fourths, fifths, sixths, and
sevenths, on slurred adétachéstroke. Three and four-note chord.

Etude 19 Level 6

Description

D Major, D Minor. Allegretto grazioso. Long duratioFirst through third positions. Top
note A°5. Theme and variation form. Variation omarikey.

Technique

—

Slurred up-bow staccato. Double stops: all intexvelhordal and in two-voice counterpoin
Spiccato. Trills. String crossing over two strinBariolage Triadic. Variety of bow strokes
and bow patterns.

Etude 20 Level 6

Description

B-flat Major. Adagio cantabile, Andante, Allegroaktia sostenuto, Allegro. Long
duration. First through third positions. Top note. Gheme and variation form.

Technique

Theme: Legato. Embellishments: appoggiatura, &md,trill.
Variation I: Slurred vs. staccato. A few doublepstosixths.

Variation Il: Spiccato. Slurred up-bow staccatoga®.Détaché Appoggiatura. Triadic.
Variety of bow pattern.

Variation 1ll: Double stops: All intervals, mainthirds, chordal and in two-voice
counterpoint. Dotted rhythm.

Variation 1V: Slurred vs. spiccato. Running thiggeond notes. Variety of bow patterns. A
few double stops
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Etude 21 Level 6

Description | E-flat Major. Andante con variazoni. Long duratiéiirst through third positions. Top note
F5. Theme and variation form.

Technique Theme: Slurred vs. staccato dotted rhythm. Three-cloords. Ornaments: turns,
appoggiaturas, trill. A few double stops: fourtimsl @ixths.

Variation I: Double stops on slurred vs. staccatttedl rhythm: seconds, thirds, fourths, and
sixths. Three-note chords. Slurred up-bow staccato.

5%
o

Variation Il: Slurred up-bow staccato. Double stapgds, fourths, and sixths. Long slurrs
bows. String crossing over two strings on longsiBariolage A few three-note chords.

Variation lll: Slurred down-bow staccato. TrillstaBcato. A few three-note chords. A few
double stops.

Variation 1V: All intervals double stops chordaldaim two-voice counterpoint. A few trills)
A few three-note chords.

Etude 22 Level 6

Description | D Major. Andante sostenuto, Sostenuto. Long dumatrst through third positions. Top
note A°5. ABCDCE (five parts) form.

Technique A: Slow introduction on double stops: all interyadsnphasis on thirds, chordal and in two
voice counterpoint. A few three-note chords.

B: Slurred sixteenth-notes triplets followed byredd triplets on up-bow staccato. Spiccato
String crossing

C: Slurred arpeggiated passage over three strimgsvariety of bow patterns.
D: String crossing on spiccato. Slurred up-bow csm

E: Slow section all in double stops: all intervalsprdal and in two-voice counterpoint.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 6.7. Bruni, 25 Studies for Viola, No. 22, mm. 17-18.
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Etude 23 Level 5

Description | B-flat Major, G Minor. Tempo di menuetto, Minoreohg duration. First, third, and fifth
positions. Top note C6. ABA form. B section in mikey.
Technique A: Spiccato. Slurred vs. stacca@taché A few three-note chords. A few double stops:
fourths and sixths.
B: SpiccatoDétache Slurred bowsBariolage Variety of bow strokes and patterns.
Etude 24 Level 6
Description | D Major. Andante sostenuto. Medium duration. Fittsitd, fifth, and seventh positions. Tq
note DG6.
Technique Legato. Slurred bows. Trills. Shifting in arpegg@ssage. Double stops: all intervals,
chordal and in two-voice counterpoint. Natural hanms. A few grace notes.
Etude 25 Level 6
Description | F Minor. Allegro. Short duration. First throughrthipositions. Top note A-flat 5. ABA’
form.
Technique Spiccato. Slurred vs. spiccato. Slurred up-bowcsticDétaché Variety of bow strokes

and patterns.
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Chapter 7

Jacques-Féréol Mazas

Biography

French violinist and composer Mazas was born irauavFrance, in 1782 and died in
Bordeaux in 1849. He entered the Paris Consereitoit802 as a pupil of Pierre Baillot, French
violinist and composer. After he played a concéstdsiovanni Battista Viotti in 1804, he won
the first violin prize at the Conservatoire in 186t attracted attention when he gave the first of
several performances of Daniel Auber’'s new conaertt807, also at the Conservatoire. The
Décade philosophiquerote, “His supple and agile fingers safely codeifee most capricious
shifts and hardly seemed to alight on the stringblow, instead of remaining near the bridge, as
is done to obtain a strong, bright tone, almosegiwcame down on the finger-board and
rendered the instrument soft, mellow and velvéty.”

From 1811 to 1829, Mazas made several triumphanterbtours to Spain, England,
Low Countries, Italy, Germany, and Russia. He tedicated himself to teaching, first at
Orleans (in north-central France) after 1831, duathtat Cambrai (in northern France) between
1837 and 1841. As a composer, Mazas wrote two sparfew string quartets and string trios, a
violin concerto, multiple violin duos, and concelrtgorks for viola and orchestra. He is best
known for his methods for violin and viola, incladithe75 Melodic and Progressive Studies for
the Violin Op. 36, still used today by many violin and viplayers. Mazas’ music is fashionable

in style and was quite popular.

! David Charlton, “Mazas, Jacques-Féréol, Tire New Grove Dictionary of Music and Musicia?§ ed.,
edited by Stanley Sadie (London: Macmillan, 200%),186.
% lbid.
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Etudes Speciales, Op. 36
Overall Level 6

The thirty etudes from book | are part of a coll@ttof seventy-five etudes entitl&®
Melodic and Progressive Studies for the Viplop 36. The Op. 36 etudes were published in
circa 1843 in three book80 Etudes Special¢Book I, Nos. 1-30)27 Etudes BrillantegBook
I, Nos. 31-57§, and18 Etudes d'artisteBook I, Nos. 58-75¥. Like the Dont etudes, the
Mazas Opus 36 serve as a preparatory volume fattiiges of Kreutzer, although some of the
etudes from Book Il and Il are technically hartlesn the early Kreutzer etudes. The viola
transcription of Book Il includes all the etudesegt for the last one No. 57. Book | is the book
most used as preparation to Kreutzer, while Boalafl be studied in conjunction with the
Kreutzer etudes. Since their first publication, pnanpplementary editorial markings have been
added to them, but not regarding bowings and fingsr

The Mazas etudes are very musical and more melsdi@un the Wohlfahrt or Kayser
etude< All of them include descriptive titles. The titleften refer to the technique addressed by
the etude. Some of the titles only give you an iofethe style or character of the etude such as
“Melody,” “Grazioso,” and “Romance.” The technigabblem imposed by the etude is easily
identified by its title and by the additional ingttions given at the beginning of the etude.

Dynamic contrast is emphasized in the first etudenfBook I. “Hairpins,” i.e., pairs of

crescendos and decrescendos, are placed on whekthmughout the entire etude, as well as

3 Jacques- Féréol Mazastudes Speciales for Viola Sppus 36[book 1], transcribed by Louis Pagels
(New York: International Music Company, [1950]).
* The edition being used for this study containy dweenty-six etudes.
> Not available in viola transcription.
® Steven Lewis Kruse, “The Viola School of TechnigBudes and Methods Written Between 1780 and
1860" (D.A. diss., Ball State University, 1985),913
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subitodynamics. Etude No. 1 is in slow tempo. Its caieadnd legato characteristic makes it a

great study for slow shifts and tone control.

Permission to reproduce the musical example waddry the publisher, International Music

Ex. 7.1. MazasEtudes Speciales, Op. 36, No. 1, mm. 1-6.

Legato (Book I Nos. 13, 19, 20, 27, and Book Il N8k, 32, 40, 54) is often combined
with some other left-hand and right-hand technigiiesie control and cantabile are addressed in
Etudes Nos. 7, 8, 18, and 27 from Book I, and 126535, and 40 from Book Il. Some etudes
include passages entirely on one string, usuadiyidiver ones (Book | No. 7, Book Il Nos. 31,
35, 37, 38). Etude No. 35, from Book Il, is devoedirely to one-string playing. It includes
ornaments to embellish the melody, such as gratsnrns, and trills. Etude No. 35 is also a

study on large shifts.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 7.2. MazasEtudes Brillantes, Op. 36, No. 35, mm. 1-6.

Etude No. 7 (Book 1) is in slow tempo and includegeral ornaments such as turns and
appoggiaturas. The title of the etude, “Cantabi#efs the mood of the piece. Legato bowing and
passages to be played on the same string makéutdhe & great study to develop tone control

and large shifts.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 7.3. MazasEtudes Speciales, Op. 36, No. 7, mm. 1-4.

Shifts between first, third, and fifth positiongaddressed in Etude No. 20 from Book I;
however, very few etudes work in the second, fquatid half positions. Etude No. 20 is very
similar in approach to Kreutzer Etude No. 11. Betildes are studies on shifts and finger

replacements.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 7.4. MazasEtudes Speciales, Op. 36, No. 20, mm. 1-4.

A short cadenza is included in Etude No. 40. Theefocuses on legato bowing and
embellishments. The etude includes several diffetgrihms combined in a variety of bow

patterns.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 7.5. MazasEtudes Brillantes, Op. 36, No. 40, mm. 19-20.

String crossing across two, three, and four stringgg arm motion and angle as well as

wrist, is emphasized in several etudes including.N@, 11, and 12 from Book | and Nos. 42
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and 49 from Book Il. Etude No. 11 emphasizes stenogsing across three and four string.

Martelé stroke is combined with broken tenths anléft hand.

Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 7.6. MazasEtudes Speciales, Op. 36, No. 11, mm. 1-3.

Double stops, martelédétache slurred up-bow staccato on sixteenth notes (bhoNk.
34), arpeggios, broken thirds (Book I, No.6), anokien octaves on slurred sixteenth notes
(Book I, No. 23) are some examples of the techrsqumephasized in the etudes. Etude No. 23 is
a study on bowing stroke variety, such as stactegato, string crossing, and slurred up-bow
staccato. The etude also includes several trills vaalization and slurred broken octaves in

sixteenth notes, similar in approach to Rode Cap¥io. 19.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 7.7. MazasEtudes Speciales, Op. 36, No. 23, mm. 74-77.

Staccato and legato strokes within the same sjpeas in Etude No. 16, Book I. Bow
and right-hand techniques are emphasized in therityapf the etudes; however the Mazas
etudes are the first etudes in progressive ordprawide studies specifically for ornaments such
as mordents, trills (second, third, and fourth éngills), appoggiaturas, embellishments, and
turns — all left-hand techniques. Etude No. 43udek two sections in an unusual order, two fast

sections divided by a slow section. The slow sedsa “musette,” a musical instrument of the
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bagpipe family, and also “a dance-like piece otq@ad character whose style is suggestive of
the sound of the musette or bagpipelfi this type of music, “the bass part generalig h drone
on the tonic and the upper voice or voices comsigtelodies in conjunct motiorf. The slow

section of Etude No. 43 (Book Il) is entirely irethmusette” style. The drone is on the note C,

the lowest note on the viola while the melody mavesnly by step.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 7.8. MazasEtudes Brillantes, Op. 36, No. 43, mm. 68-71.

Etude No. 30 (Book I) includes left-hand pizzicakbe etude also works on string
crossing across two strings combined via#ttiolagewith the G string. If the left-hand pizzicatos
were not written, the etude would be of a low leeehnical difficult. With the addition of the
pizzicatos, the etude demands a high degree ddrfinglependence, as well as left-hand and

right-hand independence.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 7.9. MazasEtudes Speciales, Op. 36, No. 30, mm. 33-35.

A detailed analysis of the etudes contained in Bbodong with some musical

examples, are included in Chapter Nine below.

" Robert A. Green, Anthony C. Baines, and Meredithiffle, “Musette,” inThe New Grove Dictionary of
Music and Musicians?™ ed., edited by Stanley Sadie (London: Macmill0QD), 17:420.
® Ibid.
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Analyses

Etude 1 Level 5

Description | C Major. Largo. Medium duration. First through &ixtositions. Top note C6. Single form,

Technique “Exercise on Crescendo and Diminuendo” [title ¢f #tude]. Legato. Cantabile. A few
double stops. A few jumps across three strings.

Etude 2 Level 5

Description | D Minor. Moderato. Medium duration. First, thirdydafifth positions. Top note B-flat 5.
ABA’CA’D form.

Technique “Development of the Bow.” Use of whole, half, angper part of the bowbétaché
Martelé. Staccato. Dotted rhythm. Bow distributiénfew double stops. Slightly chromati
A few fourth finger extensions. Variety of bow attiations.

Etude 3 Level 5

Description | D Minor. Allegro moderato. Short duration. Firgtird, and fifth positions. Top note B-flat
5. ABA’ form.

Technique “Firmness of the Bow.” Etude on the upper halfted bow.Détaché Martelé. Double
stops. Slurred sixteenth notes.

Etude 4 Level 5

Description | G Major. Allegro moderato. Long duration. Firstabgh fifth positions. Top note C6.
ABA’ form.

Technique “Development of the Bow.Détaché Martelé. Staccato. Slurred bows. Accents and
forzandos. Variety of bow articulations. Four diffat bow variations suggested including
accents within slurred bow, slurred up and down-lstaecato with accents, and staccato
the tip.

Etude 5 Level 5

Description | G Major. Allegro non troppo. Long duration. Firitird, and fifth positions. Top note C6.
ABA’ form.

Technique “Detached Notes.” Staccato/Spiccato. String cr@sanToss two strings.

B section chromatic. Passage on fifth positionrpias. Three bow variations suggested
(Détaché dotted rhythm on up and down slurred staccato dmtted rhythm separated at
the tip).
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Etude 6 Level 5

D

Description | C Major. Allegro non troppo. Short duration. Firtird, and fifth positions. Top note C6.
ABA’ form.

Technique “Detached Notes.Détachéat the tip and at the frog. Broken thirds. ShggnVariety of
bow patterns. Accents.

Etude 7 Level 6

Description | F Major. Andante. Medium duration. First, third défifth positions. Top note B-flat 5.
ABA’ form.

Technique “Cantabile.” Legato. Shiftings on same string ufiftth position. Turns. Appoggiaturas.
Embellishments. A few double strings.

Etude 8 Level 5

Description | A Minor, A Major. Andante espressivo. Short durati&irst and third positions. Top note
A5. ABA form.

Technique “Division of the bow in the Cantilene playing.” Gabile. Bow distribution. Shiftings from
first to third positions. Written turns. Emphasrs lwalf-step.

Etude 9 Level 6

Description | E Minor. Allegro maestoso. Medium duration. Haifst, second, third, and fifth positions
Top note B5. ABA’ form.

Technique “March.” Dotted rhythms separated at the tip andsanred up-bow staccato bow. Doublé
stops: seconds and sevenths. Bow distribution. RBaaytpoggiaturas. A few three-note
chords. Jumps across three and four strings

Etude 10 Level 5

Description | D Minor, D Major. Allegro non troppo. Short duratioFirst, third, fifth, and sixth positions.
Top note C6. ABA’ form.

Technique “Vigorously with the point of the bow.” Staccatothe tip. String crossing over three

strings. Broken octaves.
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Etude 11 Level 6

Description | C Major. Allegro non troppo. Medium duration. Fitstough third positions. Top note G5.
ABA' form.
Technique “Crossing the Strings without lifting the Bow.” 8tg crossing over three and four strings,
Broken tenths. Martelé.
Etude 12 Level 6
Description | G Minor. Allegro moderato. Long duration. Firstcered, third, and fifth positions. Top
note B-flat 4. Single form.
Technique “The first note to be firmly accentuated.” Marteiring crossing across two and three
strings. Slurred up-bow staccato. Bow distribution
Etude 13 Level 5
Description | G Major. Allegro. Long duration. Half, first, thirénd fifth positions. Top note B5. ABA’
form.
Technique “Preparatory exercise for the Trill.” Trill-like etle. Second, third, and fourth finger actio

=)

and velocity Sixteenth notes on slurred bows.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 7.10. MazasEtudes Speciales, Op. 36, No. 13, mm. 1-3.

Etude 14 Level 6
Description | A-flat Major. Allegro moderato. Short duration. §tiand third positions. Top note A-flat 5.
Single form. Chromatic.
Technique “The Trills.” Second, third, and fourth finger ts] with and without realization.

Appoggiaturas. Bow distribution.
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Etude 15 Level 6

Description | F Major. Allegro moderato. Medium duration. Halfdhgh fifth and seventh positions. Tap
note D6. ABA’ form.

Technique “The Mordent.” Written mordent (turn). Bow distrition. Détaché Jumps across three and
four strings. Slurred dotted rhythm.

Etude 16 Level 6

Description | G Major. Allegretto. Long duration. Half, first,itd, and fifth positions. Top note B5.
ABA'’ form. Slightly Chromatic.

Technique “Various Bowings.” Variety of bow articulations apatterns. Bow distribution.
Staccato/Spiccato. Slurred bows. Slurred up-bowecata. String crossingiariolage Mix
of détachéand slurred bow stroke. Appoggiaturas.

Etude 17 Level 6

Description | C Major. Allegretto. Long duration. First and thjpdsitions. Top note A°5. ABA’ form.

Technique “Various Bowings.” Variety of bow strokes and patig Détaché Slurred. Staccato.
Martelé. Bow distribution. Appoggiaturas within sied bows.

Etude 18 Level 7

Description | A Major. Andante grazioso. Long duration. Half thgh third; sixth through eighth; and
eleventh positions. Top note A°6. ABA' form.

Technique “Romance.” Cantabile espressivo. Leg&étaché Trill. Appoggiaturas. Turn. Natural
harmonics. High positions.

Etude 19 Level 6

Description | C Major. Allegro moderato. Long duration. First ghdd positions. Top note G5. ABA’
form.

Technique “Finger-Exercise.” Finger action and veloc{gexterity). Long slurred bows. Entirely in

sixteenth noteBariolage Broken thirds. Scales. Great use of fourth finger

82



Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 7.11. MazasEtudes Speciales, Op. 36, No. 19, mm. 1-3.

—

Etude 20 Level 6

Description | G Major. Andantino. Medium duration. First, thifdth, and sixth positions. Top note C6,
Single form.

Technique “Shifting.” Finger replacement. Shifting on the sasiring. Long slurred bows. Smooth
shiftings. Sustained sound. Great use of fifth gmsi

Etude 21 Level 5

Description | D Major. Allegretto. Short duration. Half throughird positions. Top note A5. Single forn

Technique “Flexibility of the Wrist.” String crossing acro$&o strings. Wrist exercis@&ariolage
Détaché

Etude 22 Level 6

Description | D Major. Long duration. Half through third posit®nTop note A5. Single form.

Technique “The same Study in Triplets.” The same study agtlesious one in triplets starting on an
up bow. Wrist exercise. StaccaRariolage String crossing.

Etude 23 Level 7

Description | A-flat Major. Allegretto quasi andante. Long duoati Half through seventh position. Top
note E-flat 6. ABA’ form. Highly Chromatic.

Technique “Short detached notes and octaves.” Staccato.edlunp-bow staccato. Slurred bows. Bow
distribution. Trills with realization. AppoggiatusaBroken octaves. String crossing across
two and three strings. Jumps across two, threefaundstrings. Double stops. Intonation.

Etude 24 Level 5

Description | D Major, G Major. Allegretto grazioso. Medium duoat. First, third, and fifth positions.
Top note B5. ABA form.

Technique “The Mordent.” Mordent within slurred bows. Slurrbdws. Double appoggiaturas.
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Etude 25 Level 6

Description | D Major, G Major. Allegro moderato. Medium duratidfirst, second, third, and fifth
positions. Top note A5. D Major: ABA(BA)CDC(DC)A fom.
Technique “At the nut.” Double stopsall intervals, at the frog. Spiccato. Naturalrhanics. String

crossingBariolage

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 7.12. MazasEtudes Speciales, Op. 36, No. 25, mm. 1-3.

Etude 26 Level 6
Description | C Major, F Major. Allegro non troppo. Long duratidfirst, second, third, and fifth
positions. Top note C6. ABA’ form.
Technique “Polonaise.” Slow dance character. Staccato. Slungebow staccato. Slurred bows. Bow
distribution. Appoggiaturas. Section B: Double stamostly thirds and sixths.
Etude 27 Level 6
Description | D Minor, B-flat Major. Andante. Long duration. Halrough third and fifth positions. Top
note B-flat 5. ABA’ form.
Technique “Cantabile passages and double stops.” Slurred balls. Appoggiaturas. Double
appoggiaturas. Double stops: mostly thirds.
Etude 28 Level 6
Description | B-flat Major, G Major, E-flat Major. Allegretto. Lreg duration. Half through third and fifth
positions. Top note C6. ABCA' form.
Technique “Ease in bowing.” String crossin&piccato Bow distribution. Slurred vs. spiccato

articulations. Appoggiaturas. Trills. A few doulsi®ps.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 7.13. MazasEtudes Speciales, Op. 36, No. 28, mm. 1-3.

Etude 29 Level 7

Description

D Major, G Major. Introduction-Allegro, Allegro namoppo. Long duration. First, second
third, and fifth positions. Top note B5. Slow indection plus a fast ABA’ form.

Technique

“The Chatterbox.” Introduction: Cantabile. Recitati Several appoggiaturas. Three and
four-note chords.

Allegro non troppo section: Spiccato. Fast triBariolage Double stops: all intervals.

Etude 30 Level 6

Description

G Major, C Major. Allegro non troppo. Short duratidialf, first, and third positions. Top
note G5. ABA form.

Technique

“Pizzicato with the left hand.” Left-hand pizzicaBariolage String crossing across two
strings. All on slurred bow. Bow distribution. Hanishdependency.
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Chapter 8

Johannes Palaschko

20 Studies for Viola Solo, Op. 36
Overall Level 7

Written originally for viola and first published @005, the etudes included in Op. 36
encompass a large number of left and right-hanhigaes, such as spiccato, slurred staccato,
legato, detaché, double stops, ornaments, and) strassing. They are mostly long in length;
however, the collection does include some relagigbbrt pieces. As in Op. 55, they are rich in
dynamic contrasts. Except for Studies Nos. 7nél,X0, they do not go beyond fifth position.
The keys of the etudes extend through four flatktAree sharps. Frequent modulation and
chromaticism are present on most of them, with ggess on chromatic scales occurring in Nos. 4
and 9. Study No. 4 begins with a slow introduciimouble stops in counterpoint. It is followed
by a fast section, including highly chromatic argiegoassages, and chromatic scales on legato

bow, with as many as twenty-four sixteenth notesboev.

Permission to reproduce the musical example waeddry the publisher, International Music

Ex. 8.1. Palaschko20 Studiesfor Viola Solo, Op. 36, No. 4, m. 66.

Chromatic alterations are also included in Study ?ddNo. 9 includes not only chromatic

scales, but also chromatic string crossing andmohtic double-stops passages. A passage in

! Johannes PalaschKkbyenty Studies for Viola Sol@pus 36(New York: International Music Company,
[1947]).
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half-position combined with string crossing andatgbow included in the etude is shown in the

following example:

Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 8.2. Palaschko20 Studiesfor Viola Solo, Op. 36, No. 9, mm. 18-19.

The etudes contain passages including the followdetaché bowing; double, triple, and
guadruple stops; staccato; spiccato; chords; striogsings; ornaments; and slurred staccato.
Studies Nos. 5, 13, and 17 have sections whicloexp@lrpeggios or are entirely devoted to them.
Upwards and downward arpeggios are the emphaSiaigy No.17. The entire etude is devoted
to arpeggios in sixteenth notes. The arpeggiosmategato bowing, with twenty-four notes per
bow. The etude is highly chromatic and modulat&sych group of arpeggios is in a different
key. Dynamic markings make the etude more intargsind difficult to play. Smooth string

crossing is one of the focuses of the etude.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 8.3. Palaschko20 Studiesfor Viola Solo, Op. 36, No. 17, mm. 1-2.

Study No. 14 focuses on spiccato and string crgsstnoss two strings. It is written in
moto perpetudike style. It includes several passages in figeditions, including second
position. The student thus has the opportunity dockvon string crossing in different positions,

which helps to develop a good left-hand shape sitjpos other than the first.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 8.4. Palaschko20 Studiesfor Viola Solo, Op. 36, No. 14, mm. 2-3.

In his viola etudes, Palaschko, although beingpiinist, writes in a very violistic way
Even the difficult passagework is violistic, usiiogs of open strings and not using high positions
as is typical for the violin. Half and second piasis are used in most of the etudes. Most of his

etudes include some degree of chromaticism. A fethhem are highly chromatic.

Analyses

Etude 1 Level 5

Description | D Major. Allegramente. Medium duration. First thgbufifth positions. Top note B5. ABA’
form. Chromatic

Technique Long slurs. Legato bow. String crossing on legatw.lSmooth sound. Right arm angle.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 8.5. Palaschko20 Studiesfor Viola Solo, Op. 36, No. 1, mm. 1-2.

Etude 2 Level 6

Description | G Minor. Allegro con spirito. Long duration. Haffist, second, third, and fifth positions.
Top note C6. ABA’ form.

Technique Spiccato A few first and fourth finger extensions. A feirst and second finger shiftings.
Slightly chromatic alterations. A few appoggiaturdatural harmonics.

2 Mark Pfannschmidt, American violist, “Re: [violRRalaschko.” E-mail to author, February 10, 2010.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 8.6. Palaschko20 Studiesfor Viola Solo, Op. 36, No. 2, mm. 14-15.

()

Etude 3 Level 7
Description | D Minor, D Major. Allegro ma non troppo. Long dumat. Half, first, second, third, and
fifth positions. Top note B5. ABA'B’(in D Major) fom. Highly chromatic.
Technique Cantabile. Legato. Natural harmonics. Bow distiitrut Double stops in two-voice
counterpoint. Three and four-note chords. Arpegdiysaments. Jumps over four strings.
Etude 4 Level 6
Description | B-flat Major. Adagio, Allegro moderato. Long duati First through fifth positions. Top
note C6.
Technique Slow section: Double stops chordal and in two-v@icenterpoint: sixths mainly.
Allegro moderato section: Legato vs. staccato. Lelnged bows. Arpeggiated. Chromati
scale passages. Bow distribution. Highly chromatic.
Etude 5 Level 6
Description | E-flat Major. Largo, Allegro leggiero. Long duratioFirst, second, third, and fifth
positions. Top note C-flat 6. Chromatic.
Technique Slow section: Double stops chordal and in two-vaicenterpoint. Three and four-note
chords. Legato cantabile.
Allegro leggiero section: Slurred arpeggios. Stengssing. Right arm exercise.
Etude 6 Level 6
Description | A-flat Major, C Major. Allegro molto, Pastorale ma@to. Long duration. Half through
fifth positions. Top note B-flat 5. ABA’CA” form.
Technique Staccato/Spiccato. Double appoggiatura. Stringsangsover two strings. Triadic.

Slow section on double stops chordal and in tw@&aiounterpoint: mainly thirds and
sixths.
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Etude 7 Level 6

1)

Description | G Major. Moderato. Long duration. First throughtkipositions. Top note D6. ABA’ form.

Technique Legato. Bow distribution. Long slurred bows. Dousteps in two-voice counterpoint.
Single and double appoggiaturas. Trills. Arpeggios

Etude 8 Level 6

Description | B-flat Major. Andantino quasi moderato. Long duvati Half through third positions. Top
note G5. ABA’ form. Slightly chromatic.

Technique Legato cantabile. Double stops in two-voice coymdart. Three-note chords. Slurred vs.
détachébowings. Bow distribution.

Etude 9 Level 6

Description | F-sharp Minor. Allegro moderato. Long duration. Harough seventh positions. Top not
D6. ABA’ form. Chromatic.

Technique Bow distribution. Slurred chromatic scales. Longrstd bows. Smooth string crossing. A
few double stops in two-voice counterpoint.

Etude 10 Level 7

Description | C Minor. Allegretto. Long duration. First, secoigiyd, fifth, and sixth positions. Top note
C6. ABA’ form.

Technique Slurred up-bow staccato. Mordents. Three and fote-ohords. Double stops: all. Staccato.
Bow distribution. Variety of bow articulations. &wW natural harmonics. Slightly
chromatic.

Etude 11 Level 7

Description | G Minor, G Major. Moderato, tempo di marcia. Medidoration. First, third, and fifth
positions. Top note C6. ABA form.

Technique A: Double stop chordal and in two-voice counterpolrhree-note chords. Dotted rhythms.

Staccato. Pizzicato. Bow distribution.

B: Legato. Cantabile. Slurred long bows. Three fanid-note chords. Spiccato. Uneven
bow distribution. A few natural harmonics. Slightlgromatic.
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Etude 12 Level 5

D

Description | D Minor, D Major. Allegro. Short duration. Half thugh third positions. Top note A°5.
ABA form. Slightly chromatic.
Technique A: Spiccato. Short vs. long slurred bows. Bow dbsttion. Jumps.
B: Cantabile. Legato. A few double stops. A fewethnote chords. A few natural
harmonics.
Etude 13 Level 6
Description | G Major. Allegro giusto e cantabile. Long duratiétalf, first, and third positions. Top not|
A5. ABA'’ form. Chromatic.
Technique String crossing over three and four strings. ArpegigBow distribution. Accents. Artificial
harmonics.
Etude 14 Level 7
Description | B-flat Major. Vivace. Long duration. First througdjfth positions. Top note B-flat 5. ABA’
form. Chromatic.
Technique Spiccato. String crossing across two strings. Atgbassage on second position.
Etude 15 Level 6
Description | G Minor. Adagio doloroso. Medium duration. Firgtcend, third, and fifth positions. Top
note B-flat 5. ABA’ form. Chromatic.
Technique Cantabile. Double stops in two-voice counterpdlititree and four-note chord3ow

distribution. A few turns, appoggiaturas, anddril few natural harmonics.

Permission to reproduce the musical example waeddry the publisher, International Music

Ex. 8.7. Palaschko20 Studiesfor Viola Solo, Op. 36, No. 15, mm. 13-16.
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Etude 16 Level 6

Description | A Major, A Minor. Moderato. Medium duration. Hatirbugh third positions. Top note
A°5. ABA form. Slightly chromatic.
Technique A: Double stops in two-voice counterpoint. Thred &our-note chords. Fourth finger
extension.
B: Legato.Détaché Spiccato. Triadic.
Etude 17 Level 7
Description | F Major. Molto moderato. Medium duration. Firstabgh fifth positions. Top note C6.
ABA'’ form. Chromatic.
Technique Arpeggios. Long slurred bows. Arms angle. Smoatingtcrossing. Dynamics.
Etude 18 Level 6
Description | E Minor, E Major. Allegro moderato. Medium duratidfirst, third, and fifth positions. Toy
note E°6. ABA form. Chromatic.
Technique A: Dotted rhythm on up-bow pattern. Staccato attigheBow distribution. Double stops. A
few three and four-note chords. A few appoggiatarastrill with realization. Chromatic.
B: Legato. Cantabile. Tone production. A few natliamonics. A few double
appoggiaturas.
Etude 19 Level 7
Description | C Major. Vivace e molto leggiero. Long durationtgtithrough fifth positions. Top note B
ABA'’ form. Chromatic.
Technique Sting crossing across two strings on broken sixtbstly. Long slurred bows. Right arm
and wrist exercise. Smooth string crossing. Evesinésound.
Etude 20 Level 7
Description | F Major, F Minor. Allegro e brioso. Long duratidfirst, second, third, and fifth positions,|
Top note B-flat 5. ABA form.
Technique A: SpiccatoDétaché Double stops: all intervals. Three and four-rgterds. Jumps on

double stops.

B: Spiccato. Double appoggiaturas. Accents. Dostaps chordal (almost all intervals) af
in two-voice counterpoint. String crossing on deusiiops A few three and four-note
chords.
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Ex. 8.8. Palaschko20 Studiesfor Viola Solo, Op. 36, No. 20, mm. 95-97.
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Chapter 9

Jacques-Féréol Mazas

Etudes Brillantes, Op. 36"

Overall Level 7

Because th&tudes Brillantesind theEtudes Specialeare part of the same method,

although published in separate books, the explamaind discussion of these etudes is included

in Chapter Six. This present chapter includes artigble containing the analyses of all etudes

along with a few musical examples. More excerpastitating some of the musical and technical

highlights of Book Il are included in Chapter Seven

Analyses
Etude 31 Level 6
Description | F Major. Adagio non troppo. Long duration. Firstird, fourth, and fifth positions. Top no
G5. ABA' form.
Technique “Melody” [title of the etude]. Cantabile. Legatomibellishments. Trills. Appoggiaturas.
Double and triple appoggiaturas. Passages on the sting. Tone production.
Etude 32 Level 6
Description | E-flat Major, C Major. Allegro moderato. Long dumat. First, third, and fifth positions.
Top note C6. ABA’ form.
Technique “The Legato.” Sixteenth notes on slurred bows. teg&tring crossing across all strings.

Triadic. Bow distribution.

! Jacques-Féréol Mazastudes Brillantes for Viola Sol@pus 36, [book 2] transcribed by Louis Pagels
(New York: International Music Company, [1950]).
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Etude 33 Level 6

Description

A Minor. Andante. Short duration. First, third, afifth positions. Top note A4. ABA’ form

Technique

“Bowing-Exercise.” Bow distribution. Slurred bowStaccato. Appoggiaturas. Turns.
Double appoggiaturas. Embellishments. Forzandostesl up-bow staccato. Dotted
rhythms.

Etude 34 Level 6

Description

F Major. Allegro moderato. Short duration. Firgcsnd, third, and fifth positions. Top note
C6. ABA’ form.

Technique

“The Staccato.” Slurred up-bow staccato on longfdow distribution. Three-note
chords. A few trills.

Etude 35 Level 7

Description

A-flat Major. Andante sostenuto. Short durationrsgithird, fourth, fifth, sixth, seventh,
and tenth positions. Top note A-flat 4.

Technique

“Melody on G string” (C string on the viola). Cabtig. Legato. All on the C string.
Shiftings. Trills. Appoggiaturas. Turns. Accentsaliellishments. Left hand ability.

Etude 36 Level 6

Description

E-flat Major. Allegro moderato assai. Medium duwati Half through sixth positions. Top
note C6. ABA’ form.

Technique

“Martelé-bowing.” Martelé at the tip. Appoggiatur&ouble appoggiaturas. Accents.
Slurred up-bow staccato. Eighth-note triplets gldrand staccato on a variety of bow
patterns. A few double stops: thirds.

Etude 37 Level 7

Description

G Major. Allegro moderato. Long duration. Half tbgh fifth positions. Top note G5.
ABA'B’ form.

Technique

“The Arpeggio.” Legato passage. Melody on C striglifting on one string. Double stops:
thirds and sixths mainly. Slurred up-bow stacc&larred arpeggiosString crossing across
four strings.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 9.1. MazasEtudes Brillantes, Op. 36, No. 37, mm. 41-42.

Etude 38 Level 7
Description | E-flat Major. Andante sostenuto. Medium duratiomst:third, and fifth through ninth
positions. Top note B-flat 5. ABA’ form.
Technique “The Portamento.” Cantabile espressivo. Legato.déiglon G string. Portamento. Shifting
on one string. Appoggiaturas. Turns. Jumps on tim&gs
Etude 39 Level 6
Description | C Major. Allegro. Short duration. Half through tthiand fifth positions. Top note G5.
Technique “Bowing-exercise on two strings, for flexibility ¢fie wrist.”Détaché String crossing
across two strings. Right-hand wrist exercise. &tgrof bow patterns including slurred and
detached notes.
Etude 40 Level 7
Description | D Major. Andante cantabile. Long duration. Firg¢end, third, fifth, sixth, and seventh
positions. Top note E-flat® 6.
Technique “Embellishments in Cantabile.” Cantabile. Legatmiellishments. Turns. Appoggiaturas.
Trills. Cadenza-like passage. Slurred up and ddaccato. Bow distribution.
Etude 41 Level 6
Description | D Major. Allegretto, Trio. Long duration. First,itt, and fifth positions. Top note B5.
ABA’ form.
Technique “Use of the Appoggiatura.” Appoggiaturas. Staccapi¢cato and slurred up-bow staccatp

combined on different bow patterns at the tip antth@frog. A few double stops: thirds and
sixths.
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Ex. 9.2. MazasEtudes Brillantes, Op. 36, No. 41, mm. 25-26.

—
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Etude 42 Level 6

Description | B-flat Major. Allegro. Long duration. First, thirdiourth, and fifth positions. Top note B-fla
5. ABA’ form.

Technique “Bowing Exercise, at the point with little bow.” Erely in sixteenth notes doariolage
combined on two slurred and twiétachénotes. Accents.

Etude 43 Level 6

Description | A-flat Major, F Major. Allegro, Andantino musetteong duration. First, third, fourth, and
fifth positions. Top note A-flat 4. ABA’ form.

Technique “Bowing Exercise.” A section: Entirely in sixteentiotes combined in two staccato
separated and two slurred notes at the tip. Daatblgs: thirds, fourths, fifths, and sixths.
Slightly chromatic.

B section: Cantabile. Legato. Slurred double stnpe/o-voice counterpoint (one voice
moves while the other remains). A few single andhbii® appoggiaturas.
Etude 44 Level 7

Description | C Major, A Major. Allegro vivo. Long duration. Firghird, and fifth positions. Top note
C6. ABA’ form.

Technique “Various Bowings.” Variety of bow articulationsyekes, and patterns: legato, staccato,
spiccato. Slurred up-bow staccato. Accents. Apdgaas. Trills. Double stops. Four-not
chords. Bow distribution.

Etude 45 Level 7

Description | A Minor, F Major, A Major. Allegro non troppo. Londuration. First through sixth
positions. Top note D6. ABCA’ form.

Technique “Springing Bow.” Light bow. Crisp articulation. Lagp and spiccato combined in differer

—*

bow patterns. Bow distribution. String crossingossrtwo strings. Broken octaves.
Modulations.
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Etude 46 Level 7

Description | A Major, D Major. Allegro moderato. Long duratidfirst through seventh positions. Top
note E6. ABA'B’ form.
Technique “Lightness.” Light bow. A: Legato. Slurred up-botascato. Embellishments.

B: Sequence of down bowdeté stroke. Slurred up-bow staccato. A few tiete chords.

Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 9.3. MazasEtudes Brillantes, Op. 36, No. 46, mm. 1-2.

Etude 47 Level 7
Description | D Major. Allegro moderato. Long duration. Firstirth fourth, and fifth positions. Top note¢
C-sharp 6. ABA’ form.
Technique “Staccato.” Slurred up-bow staccato. Bow distribati
Etude 48 Level 5
Description | E Minor, E major. Allegretto grazioso quasi andahteng duration. First, second, third,
and fifth positions. Top note B5. ABA form.
Technique “Grazioso.” Legato. Appoggiaturas. Slurred up-baacsato. Variety of bow patterns.
Etude 49 Level 6
Description | A-flat Major. Long duration. Half through fourth dsixth positions. Top note C6. ABA’
form.
Technique “Bowing Exercise.” String crossing cross two stengegato. Entirely in sixteenth-notes

slurred by pairs to the next beBariolage A few double stops in two-voice counterpoint
“Viotti” bowing.
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Etude 50 Level 7

—

Description | A-flat Major. Moderato assai. Long duration. Fitstough fourth positions. Top note A-fla
5. ABA’ form.

Technique “Bowing Exercise.” Shortiétachéat the frog all on double stops. Legato runningspges.
Slurred up and down bow staccato. Passage on dantagato double stops.

Etude 51 Level 5

Description | F Major. Allegro. Long duration. First through folupositions. Top note A5. ABA’ form.

Technique “Lightness of the Bow.” Light bowDétachéat the tip. A few appoggiaturas. A few double
stops: thirds mainly.

Etude 52 Level 6

Description | G Major, E-flat Major, C Major, F-sharp Minor. Atieo non troppo. Long duration. Half
through sixth positions. Top note D6. ABA’ form. @matic.

Technique | “Bow Exercise.” Martelé at the tip combined witliiskd notes. Accentedbtachénotes.
String crossing over two strings. Chromatic passagthe F-sharp Minor section. Jumps
across three and four strings.

Etude 53 Level 7

Description | C Minor, F Minor, C Major. Moderato assai, Allegretolcissimo, Allegro. Long duration,.
Half through fourth positions. Top note A-flat 5SBA’'C form.

Technique “Bowing Exercise.” A: Martelé combined with legaturty-second notes and slurred down
bow staccato. Bow distribution. String crossingoasrtwo and three strings. A few double
stops: thirds and sixths mainly.

B: Détachéand slurred up and down bow staccato on dotteithmhy
C: Legato and staccato sixteenth notes in fastgstniossing across two strings. Wrist
exercise. A few four-note chords.

Etude 54 Level 7

Description | A Major, D Major. Allegro vivace. Medium duratioRirst, and third through seventh
positions. Top note E°6. ABA form.

Technique “Rapidity.” Left hand finger velocity. Fast legasoale runs. Fast shiftings. Staccato and

legato sixteenth notes combined in different bottgpas. Bow distributionBariolage
Accents.
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Etude 55 Level 7

Description

E-flat Major. Allegro moderato. Long duration. Riterough fifth positions. Top note G5.

Technique

“The Trill Exercise.” Trills second and third finger trills, single, doublepst, and within
slurs. Appoggiaturas. A few double stops.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 9.4. MazasEtudes Brillantes, Op. 36, No. 55, mm. 20-22.

te

Etude 56 Level 7
Description | B-flat Minor. D Major, B-flat Major. Long duratiorfFirst through fourth positions. Top ng
A-flat 5. ABCA’ form.
Technique “The Mordent Exercise.” Mordents. Gruppetto (turdg)mps across three and four strings.

Left hand velocity. A few double stops and fourenohords. Slurred up and down bow
staccato on dotted rhythms.

[
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Chapter 10

Rodolphe Kreutzer

Biography

French violinist, pedagogue, and composer, Krewmtzer born in Versailles in 1766 and
died in Geneva in 1831. The son of a German winagieyl Kreutzer was given his first violin
lessons by his father using Leopold Mozart's meti#idhe age of twelve he studied
composition and violin with Anton Stamitz, and iR8D he performed one of his teacher’s violin
concertos at the Paris Concert Spiritu¥ears later he performed one of his own violin
concertos at the same Concert Spirituel and saableshed his reputation as a virtuosic violin
player. Beethoven dedicated his Violin Sonata, 40pKreutze) to him, although Kreutzer
never performed it.

At the end of the century, during a time when Paffered ample professional
opportunities, the French school of violin, heallgKreutzer, Rode, and Baillot, flourished.
Their teaching activities were loosely relatedhe founding of the Paris Conservatdire.
Kreutzer was a member of the violin faculty of thstitut National de Musique since 1793 and
when it became the Paris Conservatoire in 179%eimained on its faculty until retirement in
1826 at the age of sixty. Kreutzer, along with dlieer two violin teachers, Rode and Baillot,
collaborated in formulating the Conservatoire’slivi@ourse, théViéthode de violo1803)>

Among his pupils was his brother, Jean Nicolas Atgreutzer, violinist and composer who

! Theodore BakeBiographical Dictionary of Musiciang™ edition, rev. Nicholas Slonimsky, s.v.
“Kreutzer, Rodolphe.”
2 Walter KolnederThe Amadeus Book of the Violin: Construction, Histand Musicfrans. and ed.
Reinhard G. PaulgPortland, OR: Amadeus Press, 1998), 371.
% Robin StowellThe Early Violin and Viola: A Practical Guid€ambridge: Cambridge University Press,
2001), 22.
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started to learn the violin with Kreutzer at hoager becoming his student at the Conservatoire.
After Kreutzer’s retirement, Jean Kreutzer tookrgeesof his Conservatoire class, although he
had already been a member of the st&ither pupils of Kreutzer include Charles Philippe
Lafont and Lambert Massart. Kreutzer’s performareeer came to an end with a broken arm in
a carriage accident.

In his day, Kreutzer was much acclaimed as a coerpafoperas, ballet, and chamber
music® One of his ballet scoreBaul et Virginie(1806), was a great public success in Paris
holding the stage for fifteen consecutive yearscbi@posed several operas, ballets, nineteen
violin concertos, and string trios and quartets mgnother chamber music works. His early
chamber music and concertos were influenced byniiigc of Stamitz, and the later chamber
music and concertos by the style of Giovanni Battigotti.° Kreutzer is generally considered
the creator of the violin etuddn the pedagogy field, he wrote théx-neuf études ou caprices
pour le violon seu{Nineteen etudes or caprices for violin solo), |fiied in Paris in 181%2and
his most celebrated publication, #2 études ou capricdsriginally 40) for unaccompanied
violin. Kreutzer, along with Baillot and Rode, stisras one of the founders of the French violin

school®

* David Charlton, “Kreutzer,” iThe New Grove Dictionary of Music and Musicia?§ ed., edited by
Stanley Sadie (London: Macmillan, 2001), 13:905-6.

® Kolneder, 359.

® Charlton, "Kreutzer" IThe New Grove Dictionan®04.

" Kolneder, 358.

® Ibid., 451.

° Baker,Biographical Dictionary s.v. “Kreutzer, Rodolphe.”
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42 Studies'®
Overall Level 7

Kreutzer'sStudiedor the violin occupy a unique position in theetdture of violin
studies and are often described as “daily breadifdinists.”* Transcribed for the viola, the
Studiesalso became daily bread for violists. In theséistiKreutzer “met the challenge of the
modern violin by aiming partly at fluency in cortt®mn and extension of the left hant.”
Gerber’'sNeues historisch-biographisches Lexikon der Tortkém@ new historical-
biographical dictionary of Composers) of 1813, gil€96 as the year of publication of ¢
Studies™ In his article inTheNew Grove Charlton states that they were published in 1596
forty-two etudes, but two of the etudes may noabgnentic and were omitted in later editidhs.
According to Charlton, the first extant editiorfigm circa 1807 and contains only forty studies.
The transcribed viola edition used in this editbmmtains forty-two etudes.

Kreutzer had a special talent for isolating sped#ichnical elements, generally stressing
the elements by repetition. There are only a fawdet which combine several elements in the
same etude. Kolneder explains Study No. 17 very, slebwing how Kreutzer avoids excessive
repetition by means of adding some degree of mehaaliiation, modulating, and by adding
double stops at the end of the etude. Kolnedegsthat Kreutzer “knew how to present basic
musical procedures in an effective violinistic [Nstic] way, and how to carry them through an

entire etude without losing momenturii.”

12 Rodolphe KreutzefForty-two Studies for the Vialaranscribed and ed. Walter Blumenau (Chester; N.Y
G. Schirmer, Inc., 1950).

" Semi Yang, “Violin Etudes: A Pedagogical Guide”DA. diss., University of Cincinnati, 2006), 4.

12 Charlton, “Kreutzer,” irfThe New Grove Dictionan®04.

13 Kolneder, 358.

14 Charlton, “Kreutzer,” irfThe New Grove Dictionan®04.

! Kolneder, 359.
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Due to their musical quality, technique developmant approach, successive editors
have brought thd2 Studiesip to date either by adding new fingerings andibgsvor by
composing their own variatiot8 Much has been written about how to study Kreuszetudes,
such as C. Hering's book of 1838pncerning Kreutzer’s Etudes, a Systematic Mamal f
Violin Teacher'” Several books are dedicated entirely to bowingragthmic variations, such
as Alberto Bachmann’s000 coups d’archet....sur la deuxieme et la huitiétade(Paris,
1938)!% based on the second and eighth etudes, KreufagpisMassart's|'Art de travailler
les études de Kreutzexhich explains the “exact manner in which Kreutzanted his etude to
be practiced™ by providing various bowing techniques, and AbMampolsky’sVirtuosic
Variations on Kreutzer's Study Na. @ublished in the September 2004 issu&tw Strad®

Kreutzer etudes are not organized in order ofdiffy, but by technique, with the later
etudes using advanced techniques. Jacques Isiatliealled the first group of etudes the
“foundational section,” which includes Nos. 1 todrd focuses on various bowing technigtfes.
He calls the second group the “trill section,” whiacludes Nos. 15 to 22, as well as No. 40.
“Elaboration” is the third group, including Nos. 8831 dealing with octaves, broken octaves,
tenths, shiftings, and more advanced bowing teclasaf string crossing, slur staccato, and
legato. The last section is called “polyphonic” aahsists of double-stop studies, as found in
Nos. 32 to 42, excluding No. 40. Grouping the esudéo these four sections is useful and will

be observed in the discussion below. Some etudasl| bowing and rhythmic variations

16 Charlton, "Kreutzer" IThe New Grove Dictionan®03.

" Kolneder, 359.

' Ibid., 360.

" Ibid.

®'vang, 4.

2 David Wilson,A Study Guide for Students and Teachéth Kreutzer 42 Studies for Solo Violiad.
Jacques Israelievitch (Toronto: Stringology Mustiadios, 2006), 10.
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suggested by the composer or editor and can besdpplseveral other etudes. Only a few of the
etudes have any dynamic indications, with somenrgaonly an indication in the very first
measure of the etude. Left hand in higher positisqsesented clearly and concisely, putting
emphasis on a particular finger pattern, shiftti@mtion, or extension of the hand. Only Studies
Nos. 6, 12, 21, and 25 go beyond seventh positiba.majority of the etudes stay within the
bounds of the first five positions. The keys of #tiedies extend through five flats and three
sharps, with four sharps being present in a sham$gge in Study No. 22.

From the “foundation studies,” No. 1 is a slow etuldat concentrates on tone production
in long legato bows (two measures per bow), lahgisson one string, and trills. Study No. 2,
the most famous of all Kreutzer etudes, is an etud#tachén sixteenth notes, also designed
to develop finger patterns. Massart’s book presgbfsbowing variations for this etude alone.
The Blumenau edition used for this study suggesty bowing variations, such as martelé,
“Viotti” bowing, spiccato, legato, andétachéat the frog.

Allegro moderato

ottt et er e ettt s
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Ex. 10.1. Kreutzer, 42 Studies, No. 2, mm. 1-32

&y

The bowing variations suggested in Study No. 2lsansed to practice Study No. 3 as
well. Study No. 4 is a study on slurred up-bow stéa. This etude is technically interesting
because almost every bar includes a different battem, thus creating an uneven bow

distribution. The etude can be practiced on slud@dn-bow staccato.

% Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
1950 (Renewed) by G. Schirmer, Inc. (ASCAP). Inidional Copyright Secured. All Rights Reserved.disg
Permission.
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Ex. 10.2. Kreutzer,42 Studies, No. 4, mm. 15-173

The fifth study is entirely in first position andesdétachéowing. It includes twenty-
nine bowing variations. No. 7 emphasizes martetikstat the tip and string crossing across two,
three, and four strings. The string crossing iesalt of broken octaves and tenths, the main point
object of the study. The study also includes arpegdourth finger extensions, abdriolage
across three and four strings.

Moderato

e 1T . .
i T

Ex. 10.3. Kreutzer,42 Studies, No. 7, mm. 41-44%
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No. 8, which also includes bowing variations, stady on arpeggios and string crossing.
Frequent chromatic alterations and the key of Eonrajake it a difficult etude for intonation.
Finger exercise is the focus of No. 9 with legadavbncluding as many as twenty-four notes.

The fourth finger is particularly stressed, as waslisecond and fourth positions.

% Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
1950 (Renewed) by G. Schirmer, Inc. (ASCAP). Ini¢ional Copyright Secured. All Rights Reserved.disg
Permission.

% Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
1950 (Renewed) by G. Schirmer, Inc. (ASCAP). Inidional Copyright Secured. All Rights Reserved.disg
Permission.
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Allegro moderato
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Ex. 10.4. Kreutzer,42 Studies, No. 9, mm. 1-2°
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Shiftings (first and second fingers), finger reglaent, and, consequently, intonation are
the emphasis of Study No. 11. The shiftings aréopmed within big slurs. This study served as

a model for shifting etudes for many composersefrtineteenth and twentieth centuries.
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Ex. 10.5. Kreutzer,42 Studies, No. 11, mm. 1-2°

Arpeggios and broken arpeggios are emphasized $n Nband 13, which also work on
string crossing across two strings. String crossrige main feature of Studies Nos. 7, 13, and
14. The latter (14) is a study on smooth stringsiitg across two strings on legato bow. Smooth

string crossing and shiftings on one string makésniation particularly difficult for the student.

% Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
1950 (Renewed) by G. Schirmer, Inc. (ASCAP). Ini¢ional Copyright Secured. All Rights Reserved. dJisg
Permission. The square above the first note isaxpdl by the author on page 3 as an instructiépubdown the
finger in preparation for a note to come.”
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Moderato (Tranguillo)
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Ex. 10.6. Kreutzer,42 Studies, No. 14, mm. 1-2/

The “trill section” includes etudes on third fingeitls (15 and 18), trills with the fourth
finger (19 and 21), and trills within fast sixtelentote passages (20 and 22). Study No. 18
alternates passages on trills with passages orl@attoke at the frog and slurred sixteenth-
notes passages. One of the trill passages includesble stop opposing the trill not against an
open string on the bottom voice. It makes the maessdittle difficult for intonation.

Moderato
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Ex. 10.7. Kreutzer,42 Studies, No. 18, mm. 31-328

Study No. 16 includes trills with third and foufthgers, and Study No. 17 includes
written trills, such as turns and broken octaveslsTand double stops are the emphasis of Study
No. 40. Unusual fingerings and double-stop fifthekenthe study difficult to master intonation.

The study is devoted entirely to the double stopls atrill in one of the notes. It has only a

" Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
1950 (Renewed) by G. Schirmer, Inc. (ASCAP). Ini¢ional Copyright Secured. All Rights Reserved.disg
Permission.
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couple of measures written in single notes. Thdeetncludes one suggestion on how to realize

the trill.
&r <r 7|
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Ex. 10.8. Kreutzer,42 Studies, No. 40, mm. 81-83°

The next group of etudes, the “elaboration” gratprts with Study No. 23, a study on
cadenza-playing involving arpeggios and long ledpmev. Bow distribution plays a great role in
this etude. Usually, teachers advise their studengsactice Study No. 1 as preparation for No.

23.
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Ex. 10.9. Kreutzer,42 Studies, No. 23, mm. 1-4°

No. 24 is for octaves, played with the first andrtb fingers on two different strings; it
helps to establish the correct left-hand shapedeoh position. No. 25 includes broken octaves in

pair of slurred sixteenth-note bow pattern. Stuay 8D is a study obariolagewith string

% Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
1950 (Renewed) by G. Schirmer, Inc. (ASCAP). Ini¢ional Copyright Secured. All Rights Reserved. dJisg
Permission.
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crossing across two strings and arpeggios acrassstongs, which requires the four fingers to
remain in place. The etude demands great use ghffinger extensions and contractions as
well as some awkward left-hand shapes. Slurreatatacvarious bow patterns, and legato are
emphasized in the remaining etudes of the group.fdlflowing example illustrates two

measures including short arpeggios across fourgstfirom Study No. 30.
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Ex. 10.10. Kreutzer,42 Studies, No. 30, mm. 29-36*

The “polyphonic” or double-stop etudes start with. 82, which is a study in which one
voice is sustained while the other moves. Intomasathe main emphasis of the etude. The
moving voice has always to be in tune with theaunst voice. Sometimes the sustained voice
has to shift to another string to allow for thegzsage to be played. This makes intonation even

more difficult. No. 32, in particular, starts alm@sery bow from a unison going to an octave.

Andante

L j SRR

10
743 | |
'y I | |

b) T :

Ex. 10.11. Kreutzer,42 Studies, No. 32, mm. 1-22

O
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Thirds are emphasized in No. 33, which includeguent fourth-finger extensions to
play major thirds. Study No. 34 works on fingeestth and independence, and double-stop-
bariolage No. 36 is entirely dedicated to the “Viotti” bavg (two staccato notes slurred with
the strong beat on the second note). The artiomlasi complicated through the addition of
double stops. Study No. 41 includes triple stopbdouble trills (double stops with trills on both
notes). No. 35 is a march in double stops, while4bis a Baroque-style fugue in the manner of
Bach’s Solo Violin Sonatas. This etude includesantgnths in first and third positions and,
therefore a greater extension of the left handnEdér says “Kreutzer’s last etude is so different

from the usual ones that one might rather caltéoanposition’.”*
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Ex. 10.12. Kreutzer,42 Studies, No. 42, mm. 1-4*

| 'HI B

In degree of difficulty, the etudes rank slightlitaw the Rode€aprices Musically they
are not as interesting and rewarding asGhpricesof either Rode or Fiorillo, nor the Gavinies
Matinées® However, they are very useful and successful ireldping all of the major facets of

a violist’s technique.

% Kolneder, 437.
3 Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
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Analyses

Etude 1 Level 6
Description | D Minor. Adagio sostenuto. Medium duration. Fitstough sixth positions. Top note B-fla
5.
Technique Cantabile. Legato. Sustained soumdne production. Long slurred boviow distribution.

Adagio sostenuto

Trills. Appoggiaturas. Large shiftingdumps across four strings.
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Ex. 10.13. Kreutzer,42 Studies, No. 1, mm. 76-79°
Etude 2 Level 5
Description | F Major. Allegro moderato. Short duration. Firgtailagh third positions. Top note G5.
Technique Détache Triad arpeggios, broken thirds, and one-octagerading scales. A large number
of bow patterns, articulation, rhythm, and dynawadations suggested.
Etude 3 Level 5
Description | F Major. Allegro moderato. Short duration. Firgtailigh sixth positions. Top note C6.
Technique Détaché Legato. Combination of both strokes on a vargdtigow patterns. Broken thirds
and fourths. Ascending and descending tonal segsean be practiced using the
variations suggested in the previous etude.
Etude 4 Level 6
Description | F Major. Medium duration. First through fifth pasits. Top note G5.
Technique Slurred up-bow staccato. Uneven bow distribution.

% Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
1950 (Renewed) by G. Schirmer, Inc. (ASCAP). Inidional Copyright Secured. All Rights Reserved.disg
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Etude 5 Level 5

Description | A-flat Major. Allegro moderato. Short duration. gtiposition. Top note E-flat 5.
Technique Détache A large number of bow patterns, articulation,thimy, and dynamic variations
suggested.
Etude 6 Level 6
Description | F Major. Moderato. Medium duration. First throudll’ positions. Top note A°6.
Technique Martelé Broken triadsArpeggios. Scales. Fourth-finger extension. §tdrossing across
two and three strings.
Moderato
martelé
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Ex. 10.14. Kreutzer,42 Studies, No. 6, mm. 7-8
Etude 7 Level 6
Description | G Major. Moderato. Medium duration. First througiird positions. Top note G5.
Technique Right-arm exercise. Bow exercise. Martelé. Broketawes and tenthBariolage String
crossing across two, three, and four strings.
Etude 8 Level 6
Description | A Major. Allegro non troppo. Medium duration. Fitsrough seventh positions (except
fifth and sixth). Top note A°6.
Technique Détaché Arpeggios. String crossing across two, three,fandstrings. Set of bow pattern
bow strokes, and rhythm variations suggested. Reuosition practice passages.

3" Forty-Two Studie®y Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
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Etude 9 Level 6

Description | B-flat Major. Allegro moderato. Long duration. Riterough fifth positions. Top note B-fla
5.

Technique Finger exercise (third and fourth fingers). Fingelocity. Dexterity. Legato. Long slurred
bows.

Etude 10 Level 7

Description | C Major. Moderato. Long duration. First throughtlipositions. Top note D6.

Technique Détache Upward and downward arpeggios. Shifts. Remainosition: fourth and fifth
positions. Jumps across three and four stringsgstrossing. Three bow-pattern variations
suggested.

Etude 11 Level 6

Description | A Major. Andante. Medium duration. First througtveeth positions (except fourth and
sixth). Top note A°6.

Technique Shifting study. Smooth shiftings. Shiftings to game note, and shifting on the same stri
Intonation. Legato. Long sustained bows.

Etude 12 Level 7
Description | D Minor. Allegro moderato. Medium duration. Halfdlugh eighth positions. Top note A°6.
Technique Arpeggios(ascending) across three octau@étaché Intonation. Shifts. String crossing.

Allegro moderato 32
1 o
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Ex. 10.15. Kreutzer,42 Studies, No. 12, mm. 3-8

3 Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
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Etude 13 Level 6

Description | D Major. Moderato. Long duration. Half through thpositions. Top note G5. Entirely in
sixteenth-notes.

Technique Wrist exercise. String crossing across two andetistengs. Broken three-note arpeggios.
Finger independency. Bow pattern: same bow patteaughout the entire etude combini
slurred and detached sixteenth notes.

Moderato )
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Ex. 10.16. Kreutzer,42 Studies, No. 13, mm. 19-26°

Etude 14 Level 6

Description | D Major. Moderato. Long duration. First through eeth positions. Top note D6.
Chromatic.

Technique Legato. Smooth string crossing across two striegenness of sound. Intonation.
Contractions and extensions of the left hand. Maiituh passages.

Etude 15 Level 6

Description | E-flat Major. Allegro ma non troppo. Medium duratid=irst through fifth positions. Top
note B-flat 5.

Technique Trill: third finger trills with realization. Someegond and fourth-finger trills as well.
Shiftings by step (mostly). Fourth finger extensibtartelé. Four versions of the trill are
suggested in the variations.

Etude 16 Level 7

Description | G Major. Moderato. Medium duration. First througfithf positions (except fourth). Top
note A°5.

Technique Trill: third and fourth fingers trills. Martelé. Bospeed. Four versions of the trill are

suggested in the variations.
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Etude 17 Level 6

Description | E-flat Major. Moderato. Long duration. First thrdugixth positions (except fifth). Top note
E-flat 6.

Technique Written trills with realization. Staccato. Brokeaotaves and tenths. String crossing across
two and three strings. A few double stops.
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Ex. 10.17. Kreutzer,42 Studies, No. 17, mm. 1-Z°
Etude 18 Level 8

Description | C Major. Moderato. Long duration. First througtitipositions. Top note B-flat 5. Highly
chromatic.

Technique Trill: third and fourth finger trills on legato bamvith and without realization. Trills with
double stops. Arpeggios. Shiftings. Intonationrtdig at the frog.

Etude 19 Level 7

Description | G Major. Moderato. Long duration. First throughHipositions (except fourth). Top note
Ab.

Technique Trill: third and fourth finger trills on downwarcaale, dotted rhythm, and legato bow.
Shifting. Smooth shiftings and string crossing. Twaoiations at the speed of a trill
suggested.

Etude 20 Level 8
Description | D Major. Medium duration. First through sixth pasits. Top note C6. Highly chromatic.
Technique Trill: second and third finger trills on legato bol@ownward scales across all four strings.

Remains in position. Jumps across three and faagst Intonation. Two variations at the
speed of a trill suggested.

O Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
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Etude 21 Level 7

Description | E Minor. Moderato. Short duration. First througgteh positions (except second, sixth, g
seventh). Top note E6. Chromatic.
Technique Trill: fourth finger trills. Shifting (third finger). Intonation. Martelé sk®. Trills on
descending scales. Two versions of the trill aggsated in the variations.
Moderato
&r h 0
» r & U 2 A
e s & L r_ I ]
[ = I i 5 5
I_3_l 3 3 3 . ._7. 3 . . O 3
marcato 3

Ex. 10.18. Kreutzer,42 Studies, No. 21, mm. 1-2!

Etude 22 Level 6
Description | D-flat Major. Moderato. Long duration. Half throu@urth positions. Top note C5.
Technique Trill: secondand third finger trills on the first note of eactogp of sixteenth notes. Legata.
Five versions of the trill are suggested in théatams.
Etude 23 Level 8
Description | E-flat Major. Adagio. Long duration. First throughventh positions. Top note E-flat 6.
Cadenza etude.
Technique Cadenza-like passages. Legato. Long sustained lBowsdistribution. Shifts. Fast runs
legato bow. Smooth shiftings. Scales and brokedglacross all four strings.
Etude 24 Level 6
Description | C Minor. Allegro. Long duration. First through digositions. Top note C6.
Technique Double stops: octaves. Intonation.

*1 Forty-Two Studie®y Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
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Etude 25 Level 6

Description

C Major. Allegro moderato. Long duration. Firstabgh eighth positions. Top note EB6.

Technique

Broken octaves on slurred sixteenth notes (twowayftattern). Shifts. Intonation. String
crossing across two strings.

Allegro moderato
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Ex. 10.19. Kreutzer,42 Studies, No. 25, mm. 1-2?

S

bur

Etude 26 Level 6
Description | A-flat Major. Moderato. Long duration. First thrdugeventh positions. Top note E-flat 6
Technique Détache Broken octaves and tenths. Variety of bow pasteombining detached and legato
notes. Skip shifts. Fourth finger extension. One @vo octave scales.
Etude 27 Level 7
Description | G Minor. Moderato. Long duration. Half through féupositions. Top note B-flat 5.
Chromatic.
Technique Legato bow pattern. Intonation. Range of left-hpatterns. Triadic. Left-hand contractior
and extensions.
Etude 28 Level 8
Description | A Minor. Grave. Long duration. First through sevepbsitions. Top note E6.
Technique Slurred up-bow staccato. Legato passages. Arpedgies shifts across two, three, and fg

strings. Trills with realization. A few double s®m two-voice counterpoint. String
crossing two strings including fourth finger extiems
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Etude 29 Level 7

Description | G Major. Moderato, tranquillo. Long duration. H#ifough fifth positions. Top note C6.
Highly chromatic.
Technique Legato. String crossing across two strings. Smetthg crossing. Shiftings. Intonation.
Arpeggios. Left-hand contractions and extension.
Etude 30 Level 6
Description | E-flat Major. Moderato. Long duration. Half througifth positions. Top note B-flat 5.
Technique Bariolageon arpeggiation with extension on one string.ngtarossing on broken chords
across three and four strings. Arpeggios.
Etude 31 Level 8
Description | F Minor. Allegro. Long duration. Half through sixgositions. Top note C6. Chromatic.
Technique Half-step interval etude. Bow pattern. Fast triflscond and third fingers. Left hand
contractions and extensions.
Etude 32 Level 8
Description | B-flat Major. Andante. Medium duration. First thgiufifth positions. Top note B-flat 5.
Technique Double stops in two-voice counterpoint from unisom@n octave. Left hand shape. Shiftir]
within legato bow. Intonation.
Etude 33 Level 8
Description | B-flat Major. Andante. Medium duration. First thgiufifth positions. Top note F5.
Technique Double stops: thirds mainly. Legato. Shifts on deigtops within slurred bow. Sustained
legato bow. Left-hand contraction and extensiom®riation (perfect and imperfect fifths)
Etude 34 Level 7
Description | G Major. Moderato. Long duration. First throughHipositions. Top note B5.
Technique Double stops: all intervals. Double-stbariolage (sustained pitch on one voice). Keep

finger down. Legato. Intonation. Left-hand contraictand extensions.
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Etude 35 Level 8

Description | A-flat Major. Allegro maestoso. Long duration. Eitisrough fifth positions. Top note B-flat
5.
Technique Double stops: all intervals. Dotted rhythm. A fdwee-note chords. Left-hand extensions.
Free shiftings. Legato and staccato combined ariaty of bowings.
Etude 36 Level 7
Description | A Minor. Allegretto. Long duration. First througtith positions. Top note A5.
Technique Double stops: all intervals. Keep finger down. “iibbowing (two slurred staccato notes
with the beat falling on the second note). Leftchahape. Shift with the fourth finger.
Allegretto 4 )
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Ex. 10.20. Kreutzer,42 Studies, No. 36, mm. 1-23

Etude 37 Level 7
Description | B-flat Minor. Allegro vivace. Long duration. Firgtrough fifth positions. Top note B-flat 5.
Technique Double stops: fifths, sixths, and octaves mainlgel finger down. Bow pattern on legato,
followed bydétache followed by staccato notes, to be played on okt part of the bow
throughout the entire etude. Intonation.
Etude 38 Level 8
Description | G Major. Moderato. Long duration. First through eseth positions (except sixth). Top note
D6.
Technique Double stop in two-voice counterpoint. Baroque-ksitgle. Combination of melodic and

harmonic lines. Intonation. Legato sustained tone.

3 Forty-Two Studiedy Rodolphe Kreutzer. Transcribed and edited byt&¥&8lumenau. Copyright ©
1950 (Renewed) by G. Schirmer, Inc. (ASCAP). Ini¢ional Copyright Secured. All Rights Reserved. disg
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Etude 39 Level 8

Description | D Major. Allegretto. Long duration. Half throughuidh positions. Top note B-flat 5.

Technique Double stops in two-voice counterpoint. Combinatidmnelodic and harmonic lines.
Intonation. Legato. Left-hand contractions and esieEns.

Etude 40 Level 8

Description | E-flat Major. Medium duration. First through founplesitions. Top note F5.

Technique Trills on single and double stops (alternating leswthe top and bottom note of the double

stop). Continuous trill. Intonation.

Etude 41 Level 8

Description | B-flat Major. Adagio. Medium duration. First thraudourth positions. Top note A-flat 5.

Technique Double and triple stops in two and three-voice ¢erpoint. Double trill. Intricate rhythms.
Legato. Sustained sound. Slurred triple stops -lha&ftd contraction and extensions.

Etude 42 Level 8

Description | G Minor. Moderato. Long duration. Half through fifpositions. Top note B-flat 5. Baroque
fugue-like style.

Technique Double stops in two-voice counterpoint. Light seto¢martelé bowing alternated with
détachéstroke. Left-hand extension and contraction. latmm.
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Chapter 11

Franz Anton Hoffmeister

Biography

Hoffmeister was born in Rottenburg am Neckar, Gaynan 1754 and died in Vienna in
1812. Besides being a prolific composer, Hoffmeigtas also an active music publisher. His
companies published, among others, works by Hayizart (several first publications), and
Beethovert.He was a co-founder of tiBureau de Musioyhich later became the C. F. Peters
Publishing Company.

Hoffmeister was a prolific composer of symphoniak#and chamber music. He
produced several solo concertos including two folav the Concerto in D Major and Concerto

in B-flat Major. Among his pedagogical works are 2 Studies for Viola Salo

12 Studies for Viola Solo?
Overall Level 7

According to Riley, the12 Studiesvere probably published around 1800 or earliee Th
edition used for this study is a modern editionlghied by International Music Company and
edited by C. Herrmann. Herrmann’s edition is repleith fingering and slurs, which are omitted

from the C. F. Peters edition, a reprint of thgioal edition.

! Alexander Weinmann, “Hoffmeister, Franz Anton, Tihe New Grove Dictionary of Music and
Musicians 2" ed., edited by Stanley Sadie (London: Macmill&00D), 11:599.

2 Franz Anton HoffmeisteStudies for Viola Sojed. C. Herrmann (New York: International Musicngqmany,
[1946]).

% Maurice W. Riley,The History of the Violavol. 1 (Ann Arbor: Braun-Brumfield, 1980), 183.
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The12 Studiesvere conceived as musical entities and severthlenh are in sonata form,
with a few written as themes and variations ordeyriorms. They sound very Classical in style
and most of the technical challenges found in bigcertos and the concertos of his
contemporaries are employed in &2 StudiesAccording to Riley, the level of technical
difficulty in the 12 Studiess comparable to the eas{@apricesfor violin written by Pierre
Rode? Passages in spiccatmriolage,and double stops are abundant in the studies. The
positions range from half to seventh position,ibunost of the studies, the top position in not
greater than fifth. The keys of the studies exti#mdugh five flats and six sharps.

Study No. 1 works on string crossing aratiolageacross two strings.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 11.1. Hoffmeister,12 Studies for Viola Solo, No. 1, mm. 10-12.

The etude also emphasizes string crossingoanidlageacross two and three strings. These two
techniques are combined with double stops in sliusieteenth notes. The following example is
from a passage in the middle of the piece. Theestgd fingering addresses shifts from first to

second position.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 11.2. Hoffmeister,12 Studiesfor Viola Solo, No. 1, mm. 112-114.

* Ibid.
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Study No. 7 includes a passage in double stopsichna trilled note in the top voice is
sustained for almost four measures while the love&e moves, as seen in Ex. 11.3. This
technique requires a great deal of finger indepeayléo help keep the trill constant while the

other voice moves smoothly.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 11.3. Hoffmeister,12 Studies for Viola Solo, No. 7, mm. 30-33.

Combination of bowing technique with left-hand teicfue in Study No. 7 is shown in
the next example. It includes string crossing ate® strings on legato sixteenth notes and

shifting from first to third position by step.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 11.4. Hoffmeister,12 Studiesfor Viola Solo, No. 7, mm. 117-121.

Study No. 5 is in theme and variation form. Theragbkes below include the theme and
one of the variations. The theme is in chordal d®slops (ex. 11.5) and in two-voice

counterpoint (ex. 11.6).

Permission to reproduce the musical example waddry the publisher, International Music

Ex. 11.5. Hoffmeister,12 Studies for Viola Solo, No. 5, theme, mm. 1-4.
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Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 11.6. Hoffmeister,12 Studies for Viola Solo, No. 5, variation 3, mm. 1-4.

The HoffmeistelStudiesare not technically oriented. The techniques atesolated or

repeated extensively. Rather, they are incorporiateca musical composition with higher

artistic aims.
Analyses
Etude 1 Level 7
Description | C Major. Allegro. Long duration. Half through se#epositions. Top note D6. Sonata

form. Classical style.

A

Technique String crossingBariolage Spiccato. Legato vs. staccato. Slurred up-bawcstto. Double
stops: thirds and sixths mainly. Arpeggios oveeghstrings. A few trills and ornaments.
Etude 2 Level 6
Description | A Major. Menuettino. Short duration. First, thiahd fifth positions. Top note B5. ABA’
form.
Technique Slurred up-bow staccato. Double stops: thirds attismainly. Spiccato. Cantabile. A fe
three-note chords.
Etude 3 Level 6
Description | F Major. Allegretto molto moderato. Short duratiirst through third positions. Top note
G5. ABA’ form. Playful character.
Technique String crossinglLegato vs. staccato. Spiccato. Junfpsew double stops: thirds, fourths,

and sixths. A few three-note chords. Appoggiatughsrred up-bow staccato. Variety of
bow patterns.
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Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 11.7. Hoffmeister,12 Studies for Viola Solo, No. 3, mm. 27-32.

Etude 4 Level 7
Description | D Major. Allegro. Long duration. First, second,rthiand fifth positions. Top note B5.
Sonata form. Classical style.
Technique Double stops: thirds mainly. Three and four-noterds. Legato vs. staccato. Spiccato.
String crossing. Arpeggios over three and foungsiBariolage Slurred up-bow staccato,
Bow distribution. A few trills and appoggiaturas.
Etude 5 Level 6
Description | G Major. Tema con variazioni: Andante; Piu animajaasi allegro moderato; Allegro;
Tempo del tema; Allegro moderato; Allegro. Longation. Half through third positions.
Top note G5. Theme and variation form. Classicdést
Technique Theme: All double stops chordal and in two-voicergerpoint. Melody and
accompaniment. Variation |: Legato cantabile. SiéacA few jumps.
Variation |l: Spiccato. Appoggiaturas. Triadic. & slurred vs. staccato bow patterns.
Variation 1ll: Double stops in two-voice counterpb{one voice remains while the other
moves). Legato.
Variation 1V: String crossing. Arpeggios over thigengs. Legato. Triadic. A few three-
note chords. A few trills and appoggiaturas. A ®urred up-bow staccato.
Variation V: Spiccato. Slurred vs. spiccato. Scaktsng crossing. A few double stops. A
few three-note chords. Slurred up-bow staccato.
Etude 6 Level 6
Description | A Minor. Andante (Lento), Allegro. Medium duratiodalf through sixth positions. Top
note C6. AB form (binary form).
Technique A: Cantabile expressive. Bow distribution. Trillsppoggiaturas. Duple and Triple

appoggiaturas

B: String crossingBariolage Legato vs. spiccato. Variety of bow articulatioAdew
double stops: thirds and sixths. A few three-nbierds.
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Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 11.8. Hoffmeister,12 Studies for Viola Solo, No. 6, mm. 23-25.

Etude 7 Level 8

Description | E-flat Major. Vivace. Long duration. Half througifti positions. Top note B-flat 5. Sonat
form. Classical style.

Technique Spiccato. String crossing. Wrist exerciBariolage Slurred vs. staccato. Double stops:
seconds, thirds, fifths, sixths, and seventhslsTinl two-voice counterpoint (trills only in
one voice). Bow distribution. Variety of bow artiations and patterns. A few three and
four-note chords.

Etude 8 Level 7

Description | B Major. Allegro. Medium duration. Half through tHipositions. Top note G-sharp 5.
Sonata form.

Technique Spiccato String crossing over three strings. Wrist exerc8&lurred vs. staccato. Variety of

bow articulations and patterns. A few trills. Ination.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 11.9. Hoffmeister,12 Studies for Viola Solo, No. 8, mm. 49-52.

Etude 9 Level 6
Description | F Minor. Cantabile. Short duration. Half througlufth positions. Top note A-flat 5. ABA’
form.
Technique Cantabile expressive. Legato. String crossing tdvere strings slurred (arpeggio like).

Double stops chordal and in two-voice counterpdintds and sixths mainly. Turns and
trills. Jumps. Bow distribution. Dynamic contraSturred up-bow staccato, single and
double stops.
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Etude 10 Level 7

Description | B-flat Minor. Allegro. Medium duration. First thrgh fifth positions. Top note B-flat 5.
Sonata form.
Technique Slurred long bows. Slurred vs. staccato (3x1 aridpgattern). Slurred up-bow staccato.
String crossing over two strings. Intonati@ariolage Free shift.
Etude 11 Level 6
Description | F-sharp Major. Allegro moderato. Short durationlfifaough 3 positions. Top note G-
sharp 5. ABA’ form.
Technique Legato. Slurred long bows. String crossing oveeefstrings. Slurred vs. spiccato. Trills. A
few appoggiaturas and appoggiaturas. Bow distobutintonation.
Etude 12 Level 7
Description | E Major. Andante. Medium duration. Half throughdsftions. Top note E5. Theme and
variation form.
Technique Playful. Slurred up-bow staccato. Spiccato. Slusrgdspiccato. Variety of bow

articulations and patterns. Bow distribution. Sdarruns on thirty-second notes. Intonatign.
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Chapter 12

Federigo Fiorillo

Biography

Fiorillo, an Italian violinist, violist, and compes was born in Germany in 1755 and died
in 1823. The son of Ignazio Fiorillo, an Italianmncluctor and opera composer, Federigo devoted
himself more to the mandolin and the viola thath®violin! However, his performance on the
violin took him to places such as St Petersburd (),/Poland (1780-81), Riga (1782-84, as
music director), Paris (1785, Concert Spirituetid &ondon. In 1788 in London, he played the
viola in Salomon’s quartet and in the Haydn coredtiring the latter's first London visitdis
last public appearance was as a soloist in a emhgerto in 1794, but it appears that he
continued to play in chamber musi€iorillo was also a prolific composer. His compiimsis,
which number around two hundred, include orchestoaks for groups of solo instruments,
chamber music and light piano pieces, divertimerdod arrangements of popular songs. He is
well known to violinists for hiS6 CapricesOp. 3, written for the instrument. Although ktthas
been written to indicate that Fiorillo was a teachigese caprices reveal his knowledge of the
intricacies and problems of violin playifig-he quality of the music and the great technical
demands on the player place the collection in tbimsts and violists’ pedagogical repertory

besides those of Kreutzer and Rode.

1 K. Marie Stolba, “A History of the Violin Etude t@bout 1800” (Ph.D. diss., University of lowa, 1965
236.

2 Naxos: The World's Leading Classical Music Label, & ederigo Fiorillo”
http://www.naxos.com/composerinfo/federigo_fiori#@847.htm(accessed February 21, 2010).

% Chappell White, “Fiorillo, Federigo,” ithe New Grove Dictionary of Music aMusicians, 2 ed.,
edited by Stanley Sadie (London: Macmillan, 20@1384.

* Stolba, 236.
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31 Selected Studies’
Overall Level 7
These studies were originally composed for viohd avere assembled into a collection
after Fiorillo’s death, for wich reason late editsocontain varying number of etudes. The edition
used in this study excludes Etudes Nos. 20, 243@5and 33 found in some violin editions.
However, there are viola editions that do inclulliéhe etudes. Fiorillo’s etudes suffered a
decline in popularity in the first half of the twieeth century, being considered somewhat old-
fashioned in styl& But more recently the etudes have regained thgipitance alongside those
of Kreutzer and Rode. Harold Berkley describeshiogllo etudes as follows:
His etudes display a remarkable insight into thgabdities of the violin; most of them
have genuine musical value; they provide far moagennal than Kreutzer for the study of
the upper positions; and, finally, many of them r@adily adaptable to the demands of
modern bowing. In short, they form an indispenséiblebetween the 42 Studies of
Kreutzer and the 24 Caprices of Rdde.
Fiorillo’s etudes cover a wide range of right-hamdl left-hand techniques. Instead of isolating
the techniques, the techniques are combined matkingre difficult to master the etudes. As
Stolba wrote, “These are études for style and esjiwa as well as études for technigtie.”
An interesting feature among the studies is thah edude ends in a key other than the
tonic, leading harmonically into the next etudee Tange of the left-hand positions extends up

to tenth position and usually incorporates shifesager than an octave. Study No.14 is to be

played entirely on the C string, although Jean+dérémbault, in his edition for violin, provides

® Fiorillo, Federigo Thirty-one Selected Studies for Viodal. Joseph Vieland ( New York: International Musi
Company, 1965).
® Steven Lewis Kruse, “The Viola School of Technigi&udes and Methods Written Between
1780 and 1860” (D.A. diss., Ball State Universit985),153.
" Ibid.
® Stolba, 236.
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instructions to transpose the etude by fifths ieotto execute it on all the other strifigghis is
a short etude in a slow tempo. Dynamic markings irathis book, and ornaments, such as trills

and appoggiaturas embellish the phrases.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 12.1. Fiorillo, 31 Selected Studies, No. 14, mm. 1-4.

Some of the etudes (Nos.1, 7, 26, and 30) incluckngabile slow section at the
beginning, and others (Nos. 8, 14, 21, and 28¢atieely devoted to developing tone control
and legato bowing. The slow section of Study Nois3éntirely devoted to double stops in
counterpoint, including all kinds of intervals frasecond to octave. Legato bowing is

emphasized and helps the student to develop tarteoton double stops.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 12.2. Fiorillo, 31 Selected Studies, No. 30, mm. 1-6.

String crossing is emphasized in Studies Nos. Xtéigg, 5 (legato), 9 (spiccato and
combination of bow articulations), 184tachéand combinations of bow articulations), 20
(arpeggios on two slurred notes followed by onadstd note), 23 (broken octaves), 25 and 26
(bariolage),27 (broken thirds and octaves), 30 (arpeggiosbaokien tenths), and 31 (arpeggios

and broken arpeggios). Study No. 1 begins witloe slection marked “Largo.” The focus of

° Ibid., 235.
131



this slow section is on tone production atédachélt is followed by a fast section that
emphasizes string crossing, broken sixths in n@diebke, and broken thirds in detached

sixteenth notes.

Permission to reproduce the musical example waddry the publisher, International Music

Ex. 12.3. Fiorillo, 31 Selected Studies, No. 1, mm. 33-36.

Study No. 23 emphasizes a variety of bowing teamscand bowing patterns. The etude
includes passages in arpeggios, as well as shesaigas of double stops (octaves) and broken
triads. This study also includes passages in wiielhalf-step interval is emphasized and

passages in slurred broken octaves.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 12.4. Fiorillo, 31 Selected Studies, No. 23, mm. 18-20.

String crossing across two strings is the main $agfuStudy No. 25. Another technique
addressed in Study No. 25 are both kintarfiolage® The etude includes passages which

emphasize first finger shifts to a high positiontbe same string.

2 The two kinds obariolageare described in Chapter Two, page 15.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 12.5. Fiorillo, 31 Selected Studies, No. 25, mm. 47-52.

Studies Nos. 2, 4, 17, 18, 26, 28, and 30 are ubldostops (mainly thirds) and include
passages of counterpoint. Study No. 4 is entirelyoted to double stops, mainly thirds. It
includes passages in chordal double stops andgesssécounterpoint. Legatdétache and
staccato are among the techniques found in the el following example is from a passage

in detached double-stopped thirds.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 12.6. Fiorillo, 31 Selected Studies, No. 4, mm. 4-6.

Study No. 2 not only includes double stops, bub atsorporates trills on both notes,
known as double trills, and trilling a sustainedenahile the other voice moves. Both techniques

require a highly degree of finger independence.

Permission to reproduce the musical example waeddry the publisher, International Music

Ex. 12.7. Fiorillo, 31 Selected Studies, No. 2, double trill, mm. 64-67.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 12.8. Fiorillo, 31 Selected Studies, No. 2, mm. 86-89.

Study No. 28 is another etude devoted to doublgsstocounterpoint. Legato bow is
emphasized, and long slurred thirty-second-note awa included. The study also includes
double stops in which the top line is a melodie Jiwhile the bottom line alternates between

eighth notes and rests.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 12.9. Fiorillo, 31 Selected Studies, No. 28, mm. 1-4.

Slurred up-bow staccato is emphasized in more sirsgitings in Studies Nos. 3 and 19.
Study No. 17 is, primarily, a study of double stepth legato bow. However, it includes
passages combining double stops with slurred upgiaecato. The slurred up-bow staccato bow

includes as many as twenty-two notes.

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 12.10. Fiorillo,31 Selected Studies, No. 17, mm. 9-11.

Study No. 13 addresses finger replacement/substitQivhere a finger is replaced by

another finger on the same note), broken octavesshifts, and string crossing across two
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strings. Ornaments such as trills, turns, and agiptgras are incorporated in Studies Nos. 6, 7,

8, 9, 14, and 21. Several etudes combine spictatcato articulation with legato in different

bow patterns. Study No. 31 is a sequence of thoée-chords for which various bowings and

rhythmic variations are given. Some of the variaiincludesautillé, up-bow and down-bow

arpeggiated bowing, and spiccato. The first fiveasuges of the sequence of chords are included

in the following example:

Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 12.11. Fiorillo, 31 Selected Studies, No. 31, mm. 1-5.

D

Analyses
Etude 1 Level 5
Description | F Minor, F Major. Largo, Allegro. Medium duratioRirst through third positions. Top not
G5. AB (slow-fast) form.
Technique | A: Cantabile. Legato. Tone productiddétache
B: StaccatoDétache String crossing across two strings. Triadic. Bgen broken thirds
and scales.
Etude 2 Level 7
Description | E-flat Major, D Minor. Maestoso. Medium duratioritdt Through fifth positions. Top note
Ab.
Technique Trills with realizations and in two-voice countenpi(trills only in one voice). Double trill

with double realization. Double stops: thirds aixths. A few three and four-note chords,
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Etude 3 Level 6

—

Description | F Major. Allegro. Medium duration. First, seconiyd, and fifth positions. Top note B-flat
5. Binary AA'’ form.
Technique Slurred up-bow staccato. A few trills and appoggias. Three bow-articulation variations
suggested.
Etude 4 Level 8
Description | F Major, C Minor. Moderato. Medium duration. Firsecond, third, fifth, and seventh
positions. Top note B-flat 5. AB form.
Technique Double stops: thirds, sixths, octaves, in chordal ia two-voice counterpoint. Bow
distribution.
Etude 5 Level 6
Description | E-flat Major. Allegro. Short duration. First thraughird positions. Top note E-flat 5. Single
form.
Technique Broken octaves. Bow distribution. Legato. Slurredeenth notes combined in a variety o
bow patterns. String crossing across two strings.
Etude 6 Level 7
Description | A-flat Major. Andante sciolto. Medium duration. &ithrough third positions. Top note E
flat 5. Single form. Chromatic.
Technique Trills: second, third, and fourth finger trills. ilfls with and without realization. Odétaché
and legato bow. Bow distribution. Staccato. Chracraterations.
Etude 7 Level 6
Description | E-flat Major, F Major. Poco adagio, Allegretto. Lgpduration. First, third, fifth, and
seventh positions. Top note C6. ABA'C form.
Technique Embellishments. Triple appoggiatur&ruppetto (turns). Staccato. Bow distribution.

Permission to reproduce the musical example waeddry the publisher, International Music

Ex. 12.12. Fiorillo, 31 Selected Studies, No. 7, mm. 1-4.
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Etude 8 Level 5

A%

d

-

P

Description | C Minor. Largo. Medium duration. First through fifpositions. Top note C6.
Technique Cantabile. Legato. Trills. Rhythmic intricacy. Balistribution. Tone control.
Etude 9 Level 6
Description | C Major. Allegro. Medium duration. First, seconliyd, fifth, and sixth positions. Top not¢
D6. Single form. Highly chromatic passage.
Technique Spiccato. Appoggiaturas. Combination of legato @étchébow patterns. Arpeggiated ar
triadic. Jumps across four strings.
Level 7
Etude 10
Description | G Major, D Minor. Allegro. Long duration. Half thugh fifth positions. Top note C6. AB
form. Entirely in eighth-note triplets.
Technique Détaché Staccato. Triadic. String crossing across twings: Jumps across three and fou
strings. Syncopation. Combination of legato déthchénotes in different bow patterns.
Etude 11 Level 7
Description | G Major. Moderato. Long duration. First throughtkipositions. Top note D6. Single form.
Technique Détaché Spiccato. Arpeggiated. Triadic. A few trills.
Etude 12 Level 6
Description | F Major. Moderato. Long duration. First, third, difth positions. Top note C6. Single
form. Slightly chromatic. Entirely in sixteenth est
Technique Staccato. Legato. Combinationa#tachéand legato sixteenth notes on several different
patterns, including syncopation and over the hassA few octaves double stops. Bow
distribution.
Etude 13 Level 7
Description | E-flat Major, F Minor. Andante, Presto. Long duoati First through seventh positions. T¢
note C6. AB (slow-Fast) form. Slightly chromatic.
Technique A: Sliding finger: first, second, and third fingefanger replacement. Shifting.

B: Broken octaves on legato. Fast trills. Stringssing across two strings. Triadic.
Combination of spiccatalétach¢ and legato bow patterns.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 12.13. Fiorillo, 31 Selected Studies, No. 13, mm. 5-81

Etude 14 Level 6
Description | F Minor. Adagio. Short duration. First, third, fiftand seventh positions. Top note F4.
ABA’ form.
Technique All on C string (if transposed by fifths, it can pkyed on all strings). Cantabile. Legato.
Shiftings on one string. Appoggiaturas. Bow disttibn.
Etude 15 Level 6
Description | C Minor. Allegro. Short duration. First throughtfifpositions. Top note A-flat 5. Single
form. Slightly chromatic passage at the end. Elgtireeighth-note triplets.
Technique Spiccato and legato combined bow pattern. Syncapafne different bow variation
suggested.
Etude 16 Level 7
Description | D Minor. Allegro. Short duration. First, secondirdh and fifth positions. Top note E5.
Single form. Modulatory.
Technique Legato. Spiccato. Slurred down-bow staccato. Répetbf bow pattern combining legato
and staccato notes.
Etude 17 Level 8
Description | C Major. Adagio. Medium duration. First, secondthfi and sixth positions. Top note A5.
Single form.
Technique Double stops chordal and in two-voice counterpdhitds and sixths mainly. Legato.

Slurred up-bow staccato on double stops. Bow digiGn.

M The editor explains in the etude No. 8 on pagéh&0*l1.C.I.C.,” found in example 12.13 above, shibbe
understood as” to be played in the second strinigfiest string.”
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Etude 18 Level 8

B

Description | C Major. Allegretto. Short duration. First througitith positions. Top note C6. Single forr
Technique Double stops: thirds and octaves maiflgtaché Legato and staccato notes combined in
different bow patterns. Double stops appoggiaturas.
Etude 19 Level 7
Description | C Minor, D Minor. Allegretto. Medium duration. Ftyghird, fourth, fifth, and sixth
positions. Top note B-flat 5. Highly chromatic.
Technique Spiccato. Legato. Slurred up-bow staccato. Bowiligion. Legato and spiccato combined

into different bow patterns.

Permission to reproduce the musical example wadday the publisher, International Music

Ex. 12.14. Fiorillo, 31 Selected Studies, No. 19, mm. 25-27.

Etude 20 Level 6
Description | D Major, D Minor. Moderato. Medium duration. Fitsrough seventh positions. Top note
E6. Slightly chromatic. Entirely in sixteenth-nates
Technique Legato. Slurred two by two. Broken thirds pass&tgf-step passage. Jumps across two
strings. Remain in position: third and fourth piosis. Five bow articulation variations
suggested, including one on spiccato.
Etude 21 Level 7
Description | D Minor. Adagio. Medium duration. First through kig and tenth positions. Top note G6.
Slightly chromatic.
Technique Cantabile. Legato. Bow distribution. Trills. Remsin position: fourth position. Shiftings.

Jumps across four strings. Work on high positions.
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Etude 22 Level 7

Description | F Major. Allegro. Medium duration. First througtxii positions. Top note F5. Entirely in
eighth-note triplets.

Technique String crossing across two and three strings. iaigbmbination of two slurred notes with
one staccato note bow pattern. First and fourtlefia extension.

Etude 23 Level 7

Description | D Minor. Allegro. Long duration. First through eifjfpositions. Top note E6.

Technique Détache Legato. Staccato. Combination of the three ifed#int rhythms and bow patterns.
Broken octave. Triadic. Arpeggios. String crossaiegoss two strings. Double stops: sixths
and octaves. Shiftings.

Etude 24 Level 7

Description | G Minor, G Major. Allegretto. Long duration. Firstrough seventh positions. Top note D6.

Technique Spiccato and legato combined in a bow pattern,isting of onedétachéand two slurred
notes. Triadic. Broken octaves. String crossin@sstwo strings.

Etude 25 Level 7

Description | G Major. Allegro assai. Long duration. First, thifdurth, fifth, sixth, seventh, and ninth
positions. Top note AG6.

Technique Bariolageon legato sixteenth-notes slurred in pairs. Spaccstring crossing across two
and three strings. A few three-note chords anid tril

Etude 26 Level 8

Description | G Minor, D Minor. Grave (sostenuto), Moderato. Lahgation. First through fifth and
seventh positions. Top note D6. Slightly chromatic.

Technique Slow section: Double stops chordal and in two-vaigenterpoint: all intervals. A few

single and double trills.

Moderato sectiorBariolage String crossing across two strings. Legato aadcsito
combined on different bow patterns.
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Etude 27 Level 6

=

Description | F Major. Moderato. Short. First through third pmsis. Top note A°5. Entire in sixteenth
notes.

Technique Legato (slurred 2 by 2). Slurred up-bow staccatac&toDétache All combined in a
variety of bow patterndgariolage Broken thirds and octaves. String crossing ac2oss
strings.

Etude 28 Level 8

Description | A-flat Major. Adagio espressivo. Long duration.dtithrough fifth positions. Top note F5,
Slightly chromatic.

Technique Cantabile. Legato. Double stops in two-voice coypamt. Bow distribution. A few trills,
appoggiaturas, and embellishments. Intonation

Etude 29 Level 7

Description | F Major. Moderato. Medium duration. First througtventh positions. Top note B@oto
perpetuelike etude.

Technique Détaché Scales and broken thirds. Remains in positiotthsind seventh positions.
Bariolage String crossing across two and three stringsk@&rmctaves. Jumps across fou
strings.

Etude 30 Level 8

Description | F Minor, F Major. Adagio, Moderato assai. Long dima First through seventh positions|
Top note D6. Highly chromatic.

Technique Slow section: Double stops chordal and in two-vaicenterpoint. Cantabile. Legato. Bow
distribution. Intonation.

Moderato sectiorDétaché Arpeggiated. Broken octaves and tenths. Stringsing across
two and three string8ariolage Fourth finger extension.
Etude 31 Level 8

Description | F Major. Set of three-note chords to be arpeggiatethirty different bow and rhythm
variations. Half and first positions. Top note F5.

Technique String crossing over three strings. Wrist and Fgimh exercise. Bow exercideétaché

Legato. Staccato. Spiccato. Slurred up-bow stacSaiatillé.
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Chapter 13

Lillian Fuchs

Biography

The American violist Lillian Fuchs was born in 19@1New York City and died in New
Jersey in 1995. She is considered the “first lddye viola,” and enjoyed a very successful
career as a performer, composer, and teacher tttirgs at Juilliard and the Manhattan School
of Music became the elite players of the violahe United States.

She took up the piano at an early age, and shéemarother Joseph were taught violin
by their father. Later, she studied violin with theted Franz Kneisel (former concertmaster of
the Boston Symphony Orchestra and first violinisthe Kneisel Quartet) at the New York
Institute of Musical Art, now the Juilliard Schoahd graduated with highest honors in 1424.
Fuchs made her New York debut on the violin in 19226 soon shifted her concentration to the
viola? She often collaborated in performance with heth@oJoseph and her other brother
Harry, a cellist. She played in a number of changseups, notably the Perolé String Quartet
and the Musicians Guild, and appeared as a seWdisimajor orchestras, including the New
York Philharmonic and the Casals Festival Orchéstra

Lillian Fuchs taught at the Manhattan School of Mudsom 1962 to 1991, at the Aspen

Music Festival and School from 1964 to 1990, andha@tJuilliard School from 1971 to 1993,

! Boris Schwarz, “Fuchs, Lillian,” ithe New Grove Dictionary of Music and Musicia?¥ ed., edited by
Stanley Sadie (London: Macmillan, 2001), 9:310.

2 .

Ibid.

% The New York Times (USA), article published onQ6tober 1995, by James R. Oestreich available at
http://www.nytimes.com/1995/10/07/obituaries/liliduchs-91-violist-and-teacher-from-family-of-
musicians.html?pagewantedfdccessed February 21, 2010).
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where she was an emeritus member of the faculiyhertdeatt Fuchs was an important
teacher of chamber music performance as well #seofiola. Her first pupil, she said, was “this
boy from the West Coast:” Isaac Stern. She alsghtaBinchas Zukerman and encouraged him
to play viola as well as violinNotable students of hers include Dorothy DelayrthtaKatz,
Geraldine Walther, Lawrence Dutton, and Yizhak Sem

As a composer, Lillian Fuchs won several awardendurer student years, and later
wrote mainly for the viola. Among her compositiaare theSonata Pastoraléor solo viola and
the etude books originally written for viola, thevelve Caprices for ViolaheFifteen
Characteristic Studies for Violand theSixteen Fantasy EtudeEhese etude books today are in
standard use in universities and music schoolsnat®nally and were much appreciated by the
great Scottish violist, William Primro$eSeveral composers dedicated compositions to her,
including Bohuslav Martif. In 1947, Martii composed and dedicated his Dup no. 1 “3
Madrigals,” for violin and viola to her and Josdpichs after hearing them perform the Mozart
Duos at Town Hall in New York City. Other composiis dedicated to her include Matiis
Duo No. 2 for violin and viola (1950) and Sonatavmla and piano (1956), and Quincy
Porter's Duo for viola and harp (1957).

Fuchs was the first violist to perform and recdrd $ix Bach suites written for solo cello.
Her Bach suites recording from the beginning of#BB0s was received with unanimous praise
by her contemporaries. She and her brother madganaling recordings of Mozart’s Sinfonia

concertante and duos for violin and vidldlian Fuchs: First Lady of the Violgs the title of her

* Ibid.

® Ibid.

® Wikipedia: The Free Encyclopedid.illian Fuchs.” http://en.wikipedia.org/wiki/Lilan_Fuchgaccessed
February 21, 2010).

" Schwarz, “Fuchs, Lillian,” imThe New Grove Dictionan®:310.
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biography written by one of her former students AeeWilliams® Fuchs was known for her

warm, beautiful tone, expert musicianship, and e mastery.

15 Characteristic Studies for Viola®
Overall Level 7

TheFifteen Characteristic Studiggok was published in 1965 and is the third of the
three volumes of etudes written originally for &dly Fuchs. These are etudes written in a
contemporary style. Most of them include some degfechromaticism, and a few of them are
highly chromatic, including descending and ascegpdimomatic scales and arpeggios as in
Studies Nos. 2, 4, 5, 9 and 15. Fuchs’ etudes madat use of half, second, and fourth positions,
as well as several passages in treble clef. Almlbsf them are designed in binary form with the
repetition of the first section slightly alteredu@ies Nos. 1 and 5 include passages in fixed
positions. Legato is explored in Study Nos. 3 andtéle Nos. 2 and 8 combine legato with
string crossing. Study No. 12 is a cantabile etuile passages that requires smooth string
crossing. Study No. 14 is written in fugato styad Study No. 15 ism@oto perpetudike etude.

Half position on legato sixteenth notes is addeéssestudy Nos. 9, and No. 11 contains
passages in half position and double stops combbedble (mainly thirds and sixths), triple,
and quadruple stops are included in Studies Na&. &)d 7. Study No. 13 focuses on triple and
guadruple stops followed by string crossing actbese and four strings. The following

examples illustrate both the techniques.

8 Amédée Daryl WilliamsL.illian Fuchs, First Lady of the Viol&_ewiston: E. Mellen Press, 1994).
® Lillian Fuchs,Fifteen Characteristic Studies for Vio{@xford: Oxford University Press, 1965).
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Ex. 1103.1. Fuchs15 Characteristic Studiesfor Viola, No. 13, triple and quadruple stops, mm.
1-4.
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Ex. 13.2. Fuchs]15 Characteristic Studies for Viola, No. 13, string crossing, mm. 51-53.

Study No. 8 emphasizes broken octaveskmrlage,which is also emphasized in
Study Nos. 11 and 13. Etude No. 5 focuses on slupebow staccato with as many as twenty

notes per bow.

Allegro piacevole J= 88
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Ex. 13.3. Fuchs15 Characteristic Studies for Viola, No. 5, mm. 51-532

1% Fifteen Characteristic Studies for Vioksy Lillian Fuchs (1965). Used by permission of Gnf
University Press.
" Fifteen Characteristic Studies for Viokgy Lillian Fuchs (1965). Used by permission of Gnf
University Press.
2 Fifteen Characteristic Studies for Vioksy Lillian Fuchs (1965). Used by permission of Gnf
University Press.
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Study No. 10 emphasizes appoggiaturas. Single &l dotted rhythms are included in

Study No. 6, while the slow sections of Study Nenmphasize double stops with trills on one or

both notes. Broken third passages, half positiarad) and string crossings in second position

are all included among the etudes. The range dethband extends up to seventh position in

key signatures using as much as four sharps aadléts. By having the same musical quality of

the previous book, theifteen Characteristic Studieshould be considered for inclusion on solo

recitals.
Analyses
Etude 1 Level 7
Description | C Major. Moderato. Long duration. First througtitipositions. Top note B-flat 5. ABA’
form. Chromatic.
Technique Détache Accents. String crossing across two strings. Resnia position: third and fourth
position. Jumps across three and four strings.
Etude 2 Level 7
Description | A Minor. Allegretto. Long duration. Half throughitt positions. Top note F5. ABA’ form.
Similar to Kreutzer No. 14. Highly chromatic
Technique Entirely in sixteenth notes on slurred bow. Strengssing across two strings. Arpeggios.
Accents within slurred bow. Chromatic scale passage
Etude 3 Level 6
Description | E Minor. Andante, Piu mosso. Long duration. Hafbtigh third positions. Top note G5.
ABA form. Highly chromatic.
Technique | A: Cantabile. Bow distribution. Accents within lostyurred bows.

B: Double stops: sixths mainly.
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Ex. 13.4. Fuchs15 Characteristic Studiesfor Viola, No. 3, mm. 23-243

Etude 4 Level 7

Description | G Major. Giocoso. Long duration. Half through thpdsitions. Top note A5. ABA’ form.

Technique Double and triple stops. Slurred up-bow staccapaccato. String crossing across two
strings. Full of chromatic alterations.

Etude 5 Level 8

Description | B Minor. Allegro piacevole. Long duration. Half tugh sixth positions. Top note B5.
ABA'’ form. Chromatic.

Technique Slurred up-bow staccato. Staccato. Up and downasrelggios. Long slurred bows.
Accents within slurred bow. Jumps across threefamdstrings. Remains in position:
second and third positions. Shiftings with firstger.

Etude 6 Level 7

Description | D Major. Vivace. Long duration. Half through fougositions. Top note A-flat 5. ABA’
form.

Technique Dotted rhythm on slurred up-bow staccato bowingp@dggiaturas. Trills. Accents.
Spiccato. Highly chromatic.

Etude 7 Level 8

Description | F Minor. Maestoso, Presto. Long duration. Half tigio fourth positions. Top note A5.
ABA form. Highly chromatic.

Technique Double stops: mostly thirds. Single and doublé t#piccato. String crossing across two

strings. Accents.

13 Fifteen Characteristic Studies for Viokgy Lillian Fuchs (1965). Used by permission of Gnf
University Press.
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Etude 8 Level 7

Description | A Major. Allegro. Long duration. Half through fifthositions. Top note B5. ABA’ form.
Highly chromatic.
Technique String crossing across two strings at the frogkBrooctaves. Spiccato. Slurred bows.
Accents within slurred bow. Bow distribution. Inttion.
Etude 9 Level 7
Description | C-sharp Minor. Comodo. Long duration. Half throwgykth positions. Top note C6. ABAB
form.
Technique Sixteenth notes slurred. Broken octaves on slusord Arpeggiated.
Etude 10 Level 7
Description | E Major. Strepitoso. Long duration. First througlventh positions, except sixth. Top note
D-sharp 6. ABA’ form.
Technique Giocoso. Grace not@ppoggiaturas). Staccato. Slurred up-bow staccato
Strepitoso L1 1
3 . . .
IR i 0 12 . N . . ﬁ'k f' . if'
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Ex. 13.5. Fuchs]5 Characteristic Studies for Viola, No. 10, mm. 23-26¢
Etude 11 Level 8
Description | D Minor. Dolendo, Moderato. Long duration. Halfabigh third, fifth, and seventh
positions. Top note G5. ABA form. Highly chromatic.
Technique A: String crossing across two stringgariolageon slurred bows.

B: Double stops: all intervals, mostly thirds amdtss. Accents on down bow. Slurred up
bow staccato.

14 Fifteen Characteristic Studies for Viokgy Lillian Fuchs (1965). Used by permission of Gnf
University Press.
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Etude 12 Level 7

11%

Description | B-flat Major. Amabile. Long duration. First througlkventh positions. Top note C6. ABA
form.
Technique Cantabile. Tone production. Espressivo. Clear gwasegato sound. A few trills.
Etude 13 Level 8
Description | C Minor. Andante sonore. Long duration. First thglaseventh positions. Top note C6.
ABA’ form.
Technique Double (thirds), triple, and quadruple stops. $tgnossing (jump anbariolage) across
two, three, and four strings. Accents.
Etude 14 Level 6
Description | A-flat Major. Fuga Long duration. First through fifth positions. Topte B-flat 5. ABA’
form. Fugue-like melodic construction.
Technique Détaché Accents. Bow pattern. Chromatic alterations.
Etude 15 Level 8
Description | B-flat Minor. Perpetuum Mobile. Vivace assai. Lofgyst through fifth positions. Top not
B-flat 5. ABA’ form. Chromatic.
Technique Moto perpetudike etude Détaché Accents. Highly chromatic.
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Chapter 14

Lillian Fuchs

16 Fantasy Etudes for Viola®
Overall Level 8

Sixteen Fantasy Etudesthe second etude book written by Lillian Futdrsviola, and
was published in 1964 eleven years after tHavelve Caprice$or solo viola. In general, the
etudes sound contemporary, employing a twentietiucg musical style which includes slightly
chromatic and highly chromatic etudes. The etudeseary “violistic” concerning the use of
half, second, and fourth positions. As a violistiian Fuchs understood the idiom of the
instrument. Similar to the modern repertoire fog viola, the etudes are full of passages in
treble clef. These studies are ordered progresgsingheir technical level of difficulty. Specially
designed for the viola, they explore the lower enfthe viola and address a wide range of left
and right-hand techniques such as double stodinghiarpeggios, and all kinds of bowing
techniques.

Etudes Nos. 3, 8, 10, 12, 13, and 16 combine hightgmatic passages with arpeggios,
scales, finger independence, string crossing, @ostolps (thirds), legato, and spiccato passages.
Shifts are addressed in Etudes Nos. 1 (first totfopositions), 11, and 13 (legato and
arpeggios). Several etudes have passages whiclmrenixed positions (Nos. 1, 11, and 12).
Double stops, especially thirds, sixths, and odasee the main feature of Etudes Nos. 2 (legato,

long slurred bows), 7 (trill in one of the two ngXe9, 10, and 15. Triple stops combined with

! Lillian Fuchs,Sixteen Fantasy Etudes for Vidldew York: International Music Company, 1959).
2 Boris Schwarz, “Fuchs, Lillian,” iThe New Grove Dictionary of Music and Musicia?¥ ed., edited by
Stanley Sadie (London: Macmillan, 2001), 9:310.
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double stops appear in Etudes Nos. 4 and 15. Thoteehords followed by double stops in
emphasized in Etude No. 4. The etude is highlyiatac and is an excellent opportunity to

work on intonation and on up-bow chords.

Permission to reproduce the musical example waeddry the publisher, International Music

Ex. 14.1. Fuchs 16 Fantasy Etudesfor Viola, No. 4, mm. 1-3.

On the other hand, Etude No. 15 combines doublergid stops with dotted rhythms.
The etude has a march-like character producedégdtted rhythms. It includes some passages

in double stops and string crossing combined.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 14.2. Fuchs 16 Fantasy Etudesfor Viola, No. 15, mm. 4-6.

Legato bowing is emphasized in a variety of wayif @s many as sixteen notes per
bow, in Etudes Nos. 3 (chromatic string crossimgsg all strings), 8 (accents within slur, string
crossing across two strings), and 13 (arpeggiosshiitings). Etude No. 1 is a study in fast
sixteenth notes and includes passages with greatfithe fourth finger. The etude is highly
chromatic with many jumps across three and foungdras well as passageshariolage The

following example illustrates a chromatic passagé some jumpshariolageand fourth finger.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 14.3. Fuchs 16 Fantasy Etudesfor Viola, No. 1, mm. 7-10.

Cantabile playing with long slurred bows are empteakin the slow section of Etude
No. 5. The slow section is followed by an Allegection insautillé bowing. This fast section is
in sixteenth notes. The composer included the Wsaitandd at the beginning of the section to

indicate the technique employed.

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 14.4. Fuchs 16 Fantasy Etudesfor Viola, No. 5, mm. 14-16.

Spiccato and three note chords in pizzicato arfeded in Etude No. 16, @oto perpetuo
etude. Etude No. 6 starts with a slow section ihiclg a sequence of down-bow three and four-
note chords followed by long slurred up-bow staacBXouble stops combined with slurred up-
bow staccato are emphasized in Etude No. 10. Asmasting feature of the etude is that the
slurred single notes are always down bow, whiledidngble stops and slurred staccato are on up

bows. The etude is in the key of B Major and isag=study for intonation and left-hand shape.

Permission to reproduce the musical example wakeddry the publisher, International Music

Ex. 14.5. Fuchs 16 Fantasy Etudesfor Viola, No. 10, mm. 1-2.
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The Etudes Nos. 9 (three slurred up bow and oreecldett down bow) and 11(two slurred
down bow and one detached up bow) work on bow irestt&tude No. 11 also includes passages
on broken octaves. Etude No. 12 has a singl€fliga while Nos. 2, 4, 8, 9, 10, 11, 12, and 13
are opportunities to work on intonation. The boo#ludes etudes on non-standard keys such as
F-sharp Major (No. 12). The keys of the etudesudelas many as four flats and six sharps, and
the range of the left hand goes up to tenth pasiiith most of the etudes not going beyond
sixth position. On account of their musical qualityey are considered “concert etudes,” worthy
of inclusion on solo recitals. Etude No. 14 is@stantabile etude on legato bowing. The etude
is in the key of G Minor and concludes witlPeardythird. There are two passages that

alternate open strings with natural harmonics.

Permission to reproduce the musical example wakeddry the publisher, International Music

Ex. 14.6. Fuchs 16 Fantasy Etudesfor Viola, No. 14, mm. 73-75.

Analyses

Etude 1 Level 7

Description | A Minor. Preludio (Moderato). Long duration. Fitetough eighth and tenth positions. Tap
note A6. Single form. Highly chromatic.

Technique Détaché Bariolage Accents. Remains in second position.

Etude 2 Level 8

Description | G Major. Venusto (Allegretto). Long duration. Héifrough fourth positions. Top note A5
ABA'’ form. Highly chromatic.

Technique Double stopsthirds mostly. Long slurred bows. Legato. Bowtrilsition.
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Permission to reproduce the musical example wakdday the publisher, International Music

Ex. 14.7. Fuchs 16 Fantasy Etudesfor Viola, No. 2, mm. 24-25.

Etude 3 Level 7
Description | E Minor. Piacevole (Allegro moderato). Long durati&irst through fourth positions. Top
note B-flat 5. ABA’ form. Highly chromatic.
Technique String crossing across four strings. Arpeggios.d-siurred bows. Right-arm exercise.
Etude 4 Level 7
Description | D Major. Risonante (Andante). Long duration. Halfough sixth positions. Top note C6.
ABA’ form.
Technique Double stops: sixths mainly. Triple stops.
Etude 5 Level 7
Description | B Minor. Amorevole (Allegretto), Leggiermente (A¢je). Long duration. First through
fifth positions. Top note B5. ABA’ form. Highly cbmatic.
Technique A: Legato. Cantabile. Tone production.
B: Saltando (saltill€), two notes per bow.
Etude 6 Level 7
Description | A Major, F-sharp Minor. Risentito (Moderato), Anisw(Allegro). Long duration. First
through third and fifth position. Top note A5. ABArm.
Technique A: Three and four-note chordSlurred up-bow staccatm long bows.

B: Spiccato.
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Permission to reproduce the musical example wakddry the publisher, International Music

Ex. 14.8. Fuchs 16 Fantasy Etudesfor Viola, No. 6, mm. 4-7.

A%

Etude 7 Level 8
Description | F-sharp Minor. Posato (Andante). Long duration fidaough fifth positions. Top note B-
flat 5. Single form.
Technique Double stops: in two-voice counterpoint and dottedhm. Trills. Bow distribution.
Etude 8 Level 8
Description | E Major. Agilmente (Allegro assai). Long duratidtalf through fourth positions. Top not¢
A4. Single form.
Technique Legato. Long slurred bows. Accents within slurresvbTriadic. Highly chromatic.
Etude 9 Level 7
Description | C-sharp Minor. Morbidezza (Andante), Vitamente é8ilo). Long duration. First through
sixth positions. Top note A5. ABA form.
Technique A: Legato. Double stops: octaves

B: Fast passage on sixteenth-notes. Three notesdlup-bow vs. one separated down-b
pattern. Bow distribution.

ow

Permission to reproduce the musical example waeddxy the publisher, International Music

Ex. 14.9. Fuchs 16 Fantasy Etudes for Viola, No. 9, mm. 1-4.
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Etude 10 Level 8

Description | B Major. Giochevole (Allegretto). Long durationrsiithrough fifth positions. Top note Gt
sharp 5. Single form. Chromatic.
Technique Double stops: thirds (on Slurred up-bow staccat@)boctaves, and in two-voice
counterpoint.
Etude 11 Level 7
Description | G-sharp minor. Strepitoso (Moderato), Alla Cacéiliggro), Moderato, Allegro agitato.
Long duration. Half through sixth positions. Toge&5. ABA'B’ form. Highly chromatic.
Technique At the frog. Eighth-note triplets on two slurred esie staccato-bow pattern. String cross|ng
across two strings.
Etude 12 Level 7
Description | F-sharp Major. Fugato (Allegro giusto). Long dumatiHalf through sixth positions. Top
note B5. Fugato form. Highly chromatic.
Technique Détache Legato. Two eighth notes slurred vs. two eighites separated bow pattern.
Accents. First finger extension down.
Etude 13 Level 8
Description | F Major. Frescamente (Moderato). Long durationstRiirough sixth positions. Top note D-
flat 6. ABA’ form. Highly chromatic.
Technique Sixteenth notes slurred to the next bit bow pattériadic. String crossing across all strings.
Smooth and fast shifting.
Etude 14 Level 6
Description | G Minor. Aria Parlante (Andante). Long durationtsEithrough sixth positions. Top note
C6.
Technique Cantabile espressivo. Legato. Sliding finger dosetond, third, and fourth fingers. Natural

harmonics.
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Etude 15 Level 8

PS

Description | C Minor. Marziale (Tempo di marcia), Trio (moltagkto). Long duration. First through
third positions. Top note F5. ABACABA (Rondo) form.

Technique Double (all) and triple stops. At the frog. Violesttaracter. String crossing on double sto
across two strings. Slurred up-bow staccato on ldastbps.

Etude 16 Level 7

Description | A-flat Major. Precipitoso (Vivace). Long duratiofirst through sixth and eighth positions.
Top note E-flat 6. ABA’ form. Highly chromatic.

Technique Moto perpetudike etude. Spiccato on two repeated sixteentbsickccents. String

crossing across two strings. Three-note chord&irigato.
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Chapter 15

Bartolomeo Campagnoli

Biography

Italian violinist, conductor, and composer Campdigwas born in Cento, Italy, in 1751,
and died in Neustrelitz, Germany in 1827. He wam#d in the Tartini school of violin and his
main teachers were Paolo Guastarobba and PietdiriNaks a violin player and teacher, he had
a very successful career and was on tour throughonape between the years 1770 and 1788.
His most prestigious position was as concertmastdrconductor of the Gewandhaus Orchestra
in Leipzig from 1797 to 1818. He wrote most of pexlagogical works in Leipzig, including
several etudes for solo and two violins, Mauvelle Méthode€)p. 21, and a collection of etudes
for the viola entitledt1 CapricesOp. 22* for which he is best known today. This work has
remained popular and has been reprinted severastsimce its first publication in Leipzig c.

18052

41 Caprices, Op. 22

Overall Level 8

Campagnoli’s caprices were designed for the mosrazed student. Most of the caprices are
musically rewarding. The ones on double stops amthy of performance as solo concert pieces.

As Edmund van der Straeten states, Campagnoli Imawst been a “virtuoso on the viola, and it

1 Chappel White, “Campagnoli, Bartolomeo,” in ThewiNGrove Dictionary of Music and Musicians, 2nd
ed., edited by Stanley Sadie (London: MacmillarQ1)04:883-4.

2 Maurice W. RileyThe History of the Violavol. 1 (Ann Arbor: Braun-Brumfield, 1980), 182.

3 Bartolomeo Campagnokorty-one Caprices for Solo Vigl®pus 22, edited by Carl Herrmann (London:
Edition Peters, [1960]).
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is clearly shown in hid1 Capriceswvhich are the finest original studies ever writtenthat
instrument, and contain almost everything thaseeatial for the art of bowing as well as for the
left hand. Moreover, they are musically interes@mgl contain a wealth of rhythmical variefy.”

As one can clearly see from a detailed analysiee@taprices, Campagnoli considered
the viola an instrument of high level technical @aifity equal that of the violin. Because of its
musical and technical content, #he Capricesare considered to be the Kreutzer-Fiorillo of the
viola. The caprices are designed as truly musiotties and are very attractive musically and
stylistically. Several of them can be used as cdnmeces, including the theme-and-variations
Caprices Nos. 17, 25, and 35, and the slow-tempoi€&s Nos. 6, 23, 32, and 39.

These caprices address all the basic techniquesdatevelopment of the right and left
hand, covering all major and minor keys and allfgwss from first to seventh position.
Throughout the entire book there are enough passalgere the problems are isolated and
repeated, allowing for the technical developmerthefstudent. However, there is an
overlapping of right and left-hand technical praobse especially in the longer pieces.

Détachébowing appears in Caprice No. 1 in the sixteerttes passage. Caprice No. 4
addresses the slurred up-bow staccato stroke dy-s@cond notes and triple stops.

Andante maestoso
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Ex. 15.1. Campagnoli4l Caprices, Op. 22, No. 4, mm. 4-5.

* Louise Rood, “The viola as Solo Instrument” (MPhesis, Smith College, 1942), 67.
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Caprice No. 7 includes study on double trills.
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Ex. 15.2. Campagnoli4l Caprices, Op. 22, No. 7, mm. 21-24.

String crossing and arpeggios are covered in Cepios. 16, 17, and 37. Caprice No. 3
includes arpeggios armhriolagecombined with string crossing across two, three, faur
string.

Allegro moderato
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Ex. 15.3. Campagnoli4l Caprices, Op. 22, No. 3, mm. 24-25.

Legato bowing is emphasized in Caprices Nos. 12ag8 38. Alternation of legato and
detached bowing combined in various patterns iaddan Caprices Nos. 9, 20, and 27. Martelé
appears on Caprice No. 13 combined with stringsingsacross three and four strings. The
following example is from the beginning of the etud

Allegro martelé
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Ex. 15.4. Campagnoli4l Caprices, Op. 22, No. 13, mm. 1-4.
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Caprice No. 41 emphasizes double stops combinddsiving crossing, as well as three-

note chords, which can also be found in Capriced\o.
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Ex. 15.5. Campagnoli4l Caprices, Op. 22, No. 8, mm. 1-4.

Left-hand techniques, such as shifts (Nos. 11, 2Z&gsages on one string (Nos. 25, 26),
double and triple stops in various combinations\atibus bowings (Nos. 2, 8, 14, 22, 28, 33,
and 41among others), are well emphasized througheuiook. The following example comes

from Caprice No. 11, showing shifts on broken tsiad
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Ex. 15.6. Campagnoli4l Caprices, Op. 22, No. 11, mm. 1-2.

\%

Caprice No. 25, Variation 3 is a study on shiftd &inger replacements. It is an etude very

similar to Kreutzer No.11.
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Ex. 15.7. Campagnoli4l Caprices, Op. 22, No. 25, Variation 3, finger replacementhm. 1-
2.
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Caprice No. 21 emphasizes trills on double stapd,Caprice No. 13 is a journey
through all twenty-four major and minor keys. Caps Nos. 17, 25, and 35 are in theme-and-
variation form. Variation 4 works osautillé bowing on arpeggios across three strings.

Var. 4. 4
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Ex. 15.8. Campagnoli4l Caprices, Op. 22, No. 17, Variation 4, mm. 1-2.
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Several of the caprices, Nos. 1, 2, 24, and 34inbeigh a slow introduction on melodic
material, where legato bow as well as double stapsbe practiced, followed by a more
technical section. The following example is fromp@ee No. 34, a slow introduction on double

stops over two strings.

Andantino
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Ex. 15.9. Campagnoli4l Caprices, Op. 22, No. 34, mm. 1-4.

Analyses
Etude 1 Level 6
Description | C Minor, C Major. Largo, Allegro. Medium duratioHalf through thirgositions. Top note
A-flat 5.

Technique Slow sectionDétaché Legato. Double stop: thirds, fifths, and sixthsll on double stops
in one of the voices.

Fast sectionDétacheé String crossing. scales. Arpeggios.
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Etude 2 Level 6

nd

Description | G Major, C Major, F Major. Andante con moto, PiutmdShort duration. Half through
third positions. Top note A5.

Technique Slow section: Double stops: mainly sixths. Leg&ining crossing across three strings
arpeggiated and slurred.

Fast section: Entirely in eighth--note tripletsicgato. Arpeggios.
Etude 3 Level 7

Description | A Major. Allegro moderato. Medium duration. Halfdlugh sixth positions. Top note E6.
Slightly chromatic.

Technique Legato. Sliding first fingerBariolage String crossing across two, three, and four g$tin
Half-position passages. Shiftings. Variety of baatterns combining slurred and spiccatg
notes.

Etude 4 Level 7

Description | A Minor. Andante maestoso. Short duration. Halbtlgh sixth positions (except fourth ar
fifth). Top note EB.

Technique Double and triple stops. Slurred up-bow staccasgato and staccato combined on
different bow patterndBariolage String crossing across two, three, and four gsii few
four-note chords. Passage on triads, broken traausarpeggios.

Etude 5 Level 8

Description | G Major. Allegro moderato. Medium duration. Halfdabhgh thirdpositions. Top note A5.

Technique Double stops chordal and in two-voice counterpdtngue-like etude. Trills. Arpeggios of
three strings. Triple stops. Three-note chords.

Etude 6 Level 6
Description | G Minor. Adagio. Short duration. First through thpositions. Top note A°5.
Technique Cantabile. Legato. Thirty-second-note runs on slliows. Slurred up bow staccato. Bo

distribution. Embellishments (trills, turns, appaggras). A few double stops. Jumps acr
four strings.

0SS
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Etude 7 Level 8

(D

Description | D Major. Tempo giusto. Medium duration. Half throusgventh positions (except fourth
and sixth). Top note D6.

Technique Slurred up-bow staccato. Trills and double trittgrgls mainly). Double stops chordal,
mostly thirds, and in two-voice counterpoint. Boistdbution. A few three and four-note
chords.

Etude 8 Level 8

Description | D Minor, D major. Largo. Short duration. First thgh third positions. Top note F5.

Technique Double stops chordal and in two-voice counterpalitintervals. Triple stops. Three and
four-note chords.

Etude 9 Level 7

Description | B-flat Major. Allegro. Short duration. First throludifth positions (except fourth). Top not
B-flat 5.

Technique Legato. Spiccato. Variety of bow patterns combirdoth strokes. String crossing across
two and three strings.

Etude 10 Level 7

Description | G Major. Adagio amoroso. Short duration. Half tigbuhird positions. Top note G5.

Technique Cantabile. Legato. Double stops chordal and inwaige counterpoint: mostly thirds and
sixths. Bow distribution. Thirty-second-note rumssurred bows.

Etude 11 Level 7

Description | A Minor. Allegro. Short duration. Half through seuk positions (except second, fourth and
sixth). Top note F6.

Technique Martelé. Broken arpeggios. String crossing.

Etude 12 Level 7

Description | D Major. Allegro assai. Short duration. Half throuiifth positions. Top note E°6. Entirely]
in sixteenth note.

Technique Legato. String crossing across two strings.
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Etude 13 Level 7

v

Description | C Major. Allegro. Medium duration. Half through fidln positions. Top note A5.
Technique Martelé. Broken octaves and tenths. String crosaangss two, three, and four strings.
Triads on two slurred and one separated note béerpalntonation.
Etude 14 Level 7
Description | C Major. Preludium, Adagio. Short duration. Fitstdugh fifth positions (except fourth).
Top note C6.
Technique Double stop: chordal (thirds mainly) and in two-e®icounterpoint. Cantabile. Legato.
Three-note chords. Embellishments.
Etude 15 Level 7
Description | G Major. Allegro moderato. Medium duration. Fifstdugh fifth positions. Top note B5.
Technique Spiccato. Triad and broken triads. Legato. Thiggesxd-note runs. Legato and spiccato
stroke combined in different bow patterns. Stringssing over two, three, and four string
Etude 16 Level 8
Description | E Major. Tempo a piacere. Medium duration. Half &nmdt positions. Top note E5.
Technique String crossing across three and four stridgpeggiated. Left-hand shape. Bow exercise.

Intonation. Left-hand contractions.

Tempo a piacere
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Ex. 15.10. Campagnoli4l Caprices, Op. 22, No. 16, mm. 12-13.

165



Etude 17 Level 8

Description

E Minor, E Major. Andantino, Maggiore cantabile.rigopduration. Half through seventh
positions. Top note B5. Theme and variations. Alliation based on string crossing,
arpeggios, and triads. Wrist and bow exercise.

Technique

Theme: Double stops chordal, mostly thirds, anavimvoice counterpoint. Embellishments
(trills, appoggiaturas, and turns).

Variation |: Spiccato. String crossing across tthoee, and four strings. Entirely in
sixteenth notes.

Variation Il: Spiccato. Legato. Combination of tino strokes into different bow patterns,
String crossing across two, three, and four striBgstion in major key: legato melody on
one string (D, and G).

Variation lll: Détaché Legato. Combination of the two strokes in différbow patterns.
String crossing across two, three, and four strings

Variation IV: Saltillé. Fast slurred up and downabstaccato. Arpeggiated. String crossing
across three and four strings.

Etude 18 Level 8

Description

A Major. Presto. Long duration. Half through fiftlositions. Top note B5. Entirely in
sixteenth notes.

Technique

Détaché Legato. Combination of the two strokes in différbow patterns. String crossing
across two and three stringgariolage Bow distribution. Long slurred bows. A few doubje
stops: mostly thirds. A few three-note chords.

Etude 19 Level 7

Description

C Major, modulatory successively through all 23keyempo a piacere. Long duration.
Half through fifth positions. Top note B5. Modulato

Technique

Scales, arpeggios, and broken triads on all tweniymajor and minor keys. Bow exercise
combiningdétachélegato and spiccato strokes. Intonation.

Etude 20 Level 7

Description

C Major. Tempo a piacere. Short duration. Firsbtigh seventh positions. Top note E6.

Technique

Shifting. Passages going through each position fiteinto seventh position. Upward and
downward arpeggios. Then back through each podition seventh to first position.
Legato. Spiccato. Combination of the two strokegdifferent bow patterndétaché
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Etude 21 Level 8
Description | E-flat Major, E-flat Minor. Alla polacca, Trio. Méam duration. First through third
positions. Top note F5. ABA (Minuet and Trio) form.
Technique A: Double stops: thirds and sixths. Trill on doubteps. Written trill and double trill.

Alla Polacca //’\

B: Highly chromatic. Legato. Chromatic scale passa@®ouble stops: thirds. Slurred up-
bow staccato.

) P 3 S A S P A L — i: - ] i
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Ex. 15.11. Campagnoli4l Caprices, Op. 22, No. 21, mm. 5-6.

Etude 22 Level 8
Description | F Major. Allegro vivace. Medium duration. First dlugh fifth positions. Top note B-flat 5.
Technique Staccato. String crossing across three and fougstrTrills with realization. Double stops;:
thirds and sixths mainlypétaché Bow distribution.
Etude 23 Level 8
Description | F Minor, D-flat Major. Andante sostenuto. Shortation. First through third positions. To|
note G-flat 5.
Technique Double, triple, and quadruple stops in two, theeel four-voice counterpointeft-hand

Andante sostenuto

contractions.
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Ex. 15.12. Campagnoli4l Caprices, Op. 22, No. 23, double and triple stops, mm. 9-14
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Etude 24 Level 7

Description | B-flat Major, G Minor. Adagio grandioso, Allegro,dagio, Allegro. Long duration. Half
through fifth positions (except fourth). Top notelat 5.

Technique Slow section: Double, triple, and quadruple st@ppeggios. String crossing across two,
three, and four strings.
Fast sectionDétaché Legato. Staccato. All strokes combined in diffedgow patterns.
String crossing across two, three, and four strings

Etude 25 Level 7

Description | G Major. Andantino. Medium duration. Half throudfilf positions (except second and
fourth). Top note A5. Theme and variations.

Technique Theme: Triple and quadruple stops. Staccato.

Variation |: Spiccato. String crossing across thaed four strings. Entirely in eighth notes.

Variation |l: Bariolageon single and double stops alternatesfjato.Bariolage All 1sixth-
note variation.

Variation 1ll: Legato. Downward scales. Remain irecstring passages. Entirely in eighth
note triplets.

Variation IV: Bariolage String crossing across two and three stringsategiccents.
Entirely in sixteenth notes.

Var. 2. v >® //‘\\ T m
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Ex. 15.13. Campagnoli4l Caprices, Op. 22, No. 25, Variation 2, mm. 1-2.

Etude 26 Level 6
Description | A Major. Adagio. Short duration. Half through sixibsitions. Top note B4.
Technique Cantabile. Legato. All on G string. Shiftings oreastring.
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Etude 27 Level 8

Description | D Major. Allegro non troppo. Short duration. Haifough sixth positions. Top note A5.
Highly chromatic.

Technique String crossing across two, three, and four striRgssage on broken tentBgtache
Legato. Spiccato. Combination of the three strokEsdifferent bow patterns.

Etude 28 Level 8
Description | F Major. Allegretto. Medium duration. First througiftih positions. Top note C6.
Technique Double (mainly thirds), triple and quadruple stopsill on double stops in one voice.
Etude 29 Level 7

Description | C Major. Allegro assai. Medium duration. Half thghuseventh positions. Top note D6.

Technique Legato. Scales: upward and downward. Double stopsly thirds. Eighth-note triplets or
two legato and one staccato note bow pattern.

Etude 30 Level 8

Description | C Major, F Major. Andante con moto. Medium duratibirst through fourth positions. To
note G5. ABA form.

Technique Double stops chordal and in two-voice counterpalitintervals. Legato. Left hand
contractions and extensions (tenths).

Etude 31 Level 7

Description | F Major. Presto. Medium duration. First througlhfipositions. Top note C6.

Technique Bow exercise. Spiccato. Broken thirds. String dragacross two and three strings.
Bariolage Variety of bow patterns combining spiccato arghte notes. Left-hand
extension.

Etude 32 Level 7

Description | D Major, D Minor. Larghetto, Minore. Short duratidfirst through fifth positions (except
fourth). Top note B5. ABA’ form.

Technique Legato. Double, triple, and quadruple stops. Baostritiution. Thirty-second-note slurred

runs.
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Etude 33 Level 8

Description

D Minor. Allegro. Medium duration. Half through fdh positions. Top note A5. Fugue-
like etude.

Technique

Détaché Spiccato. Double stops chordal, mostly thirds sirths, and in two-voice
counterpoint. Triple stop8ariolage String crossing across two and three stringsed hr
and four-note chords on down bows.

Etude 34 Level 7

Description

G Major. Andantino, Presto, Tempo primo. Short tara First through fifth positions
(except fourth). Top note B5. ABA’B’ form.

Technique

Slow section: Double stops over two strings: thirgsnly.

Fast section: Legato. String crossing across tirgggs.Bariolage Broken octaves.
Arpeggios. Double stops chordal, mostly thirds sixths, and in two-voice counterpoint.

Etude 35 Level 8

Description

D Major, E Minor, D Minor. Allegretto scherzando,jmére. Medium duration. First
through fifth positions. Top note B-flat 5. ABCAdfm.

Technique

Double (thirds mainly) and triple stops chordal amtlvo, and three-voice counterpoint.
Spiccato. Legato. String crossing across two siring

Etude 36 Level 8

Description

A Minor. Moderato assai. Medium duration. Firstoiigh fourth positions. Top note A5.

Technique

Passages going through each position from firiitd position on broken triads and
arpeggios. Legato. Spiccato. Combination of the gtokes in different bow patterns.

Etude 37 Level 8

Description

C Major. Vivace. Medium duration. Half through Ffpositions. Top note B5. Modulatory].

Technique

String crossing across two, three, and four strorgsartelé and arpeggios. Rhythmic
variety. Triadic.
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Etude 38 Level 7

A

=

UJ

Description | F-sharp Minor, A Minor, A Major. Allegro assai. Miedh duration. Half through fifth
positions. Top note B5. Entirely in sixteenth notésromatic.
Technique Legato. Long slurred bows. Passage on chromatiessd@assage on broken thirds. Upw3
and downward shiftings with the first finger.
Etude 39 Level 8
Description | F-sharp Major, F-sharp Minor. Larghetto. Short diora Half through fourth positions. To
note A5. Highly chromatic.
Technique Double stops chordal, mostly thirds, and in twoeeotounterpoint. Left-hand contraction
Intonation.Ad libitumcadenza-like passage.
Etude 40 Level 6
Description | B Major. B Minor. Vivace assai, Minore. Short duoat Half through fifth positions. Top
note C-sharp 6. ABA’ form.
Technique Détache Legato. Variety of bow patterns combining detached legato notes. String
crossing across two strings.
Etude 41 Level 9
Description | C Major. Allegro maestoso. Medium duration. Fitsbugh fifth positions. Top note A5.
Fugue-like etude.
Technique Double (all intervals), triple, and quadruple stopsrdal and in two, three, and four-voicg

counterpoint. String crossing over two, three, it strings Bariolageon single and
double stops, alternated. Arpeggios.
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Chapter 16

Pierre Rode

Biography

French violinist and composer Pierre Rode was boBordeaux in 1774 and died in
Chéteau de Bourbon in 1830. He studied violin atabe of six with André-Joseph Fauvel. At
the age of thirteen he was introduced by Fauv¥ldtti in Paris, and became Viotti’s favorite
student: Rode made his debut in Paris in 1790 playing Véo@oncerto No. 13 at the Théatre
de Monsieur where Viotti was music director. At three, Viotti had stopped performing as a

violinist, giving Rode the first performances o$lsubsequent concertos at the same theatre.

In 1795, the Conservatoire National Supérieur dsiljlue was founded in Paris to
provide free musical tuition, and it became thetreeaf musical instruction in FranéeRode
was appointed violin professor at the newly foun@emservatoire, and in collaboration with
Rodolphe Kreutzer and Pierre Baillot, wrote Méthode de violonThis method was published
in 1803 and used by that institution for approxiehathirty years. The influence of this method
was considerable since most distinguished nindteagitury French violinists worked through
it as pupils’ The method was divided in two parts consistingniyadf basic rules for holding
the instrument and for body positioning, scalesibd® stops and shifting work in the first part,

and the philosophy of expression in the second’petie Méthodewas one of the first to

! Boris Schwarz and Clive Brown, “Rode, Pierre, Tine New Grove Dictionary of Music and Musicians
2" ed., edited by Stanley Sadie (London: Macmill&00D), 21:491.
2 Robin StowellViolin Technique and Performance Practice in théeLBighteenth and early Nineteenth
Centuries(Cambridge: Cambridge University Press, 1985), 3.
® Ibid.
* Ibid
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examine bow management related to the new Touute tesigned by Francgois Xavier Tourte

(1747-1835) between 1785 and 1790.

Soon after he was admitted as a professor to tnséPeatoire, Rode took a leave of
absence and went on a concert tour to several roafaers in the Netherlands, Germany,
London, and Spain (where he met the cellist andpom@r Boccherini). He returned to Paris in
1800. According to Kolneder, a review in thilgemeine musikalische Zeituntade an
interesting comparison between Viotti and Rodenuiiag that Rode “always had complete
control but less inspiration, while the vehemenatt/ioccasionally played wrong notes.
Inspiration will outshine mistakes, but inspiratiemo substitute for the art of avoiding
mistakes.® In 1803, Rode went to St. Petersburg and becadia sioloist to Alexander | for a
salary of 5000 ruble$His fame as a violinist reached as far as Viemfgere Beethoven
composed the Sonata in G Major, Op.96, specifidalyRode with Archduke Rudolph on the
piano. Rode’s playing inspired the young Louis Spulho tried to copy Rode’s style and in his
youth referred to himself as Rode’s “true copyoor health greatly diminished Rode’s later

playing career.

As a composer for the violin, Rode wrote thirte@lim concertos in the style of the
French violin concertd and twelve string quartets he calgatuors brillants as well as other
smaller works. Although his violin concertos weaebus and widely performed at the time,

Rode is nowadays remembered chieflyZdrCaprices en forme d’études dans les 24 tona de |

®> Walter KolnederThe Amadeus Book of the Violin: Construction, Histand Musicfrans. and ed.
Reinhard G. PaulgPortland, OR: Amadeus Press, 1998), 364.
® Max Rostal, preface 84 Capricen in for of Etudes for Viola Alone, ith 24 keys, by Pierre Rode
(Mainz: B. Schott's S6hne, 1974), 5.
" Kolneder, 408.
8 Schwarz and Brown, “Rode, Pierre,”The New Grove Dictionan21:491.
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gamme In Boris Schwarz’s words “His innate gifts asadher are demonstrated in his 24
Caprices, which balance the musical and technieadls of the student and have become an

indispensable part of the violin curriculurh.”

24 Capricen®®
Overall Level 9

Rode’scapriceswere published circa 1815 in Paris and were déslic@ “Prince de
Chimay, a good violinist who employed a small residorchestra’* According to Rostal, they
“will always keep their place along those of KreartZDont, Wieniawski and Paganini, as they
remain essential and of the greatest value fouadeducation on the violin and viol&”

Rode wrote a caprice in each of the twenty-fouramand minor keys. The order of the
caprices is progressive, starting with one in thg & C Major, then A Minor, proceeding
through the sharp keys, then through the flat kagd,ending with a caprice in D MinbtIn the
edition for viola used in this study, the arranganfellows the same pattern, but the keys are
transposed down a fifth, thus starting with the &€ Major and ending with a caprice in G

Minor.

? Ibid.

1% pierre RodeTwenty-four Capricen, in Form of Etudes for Viollre, in all Twenty-four Keygd. Max
Rostal (Mainz: B. Schott's Séhne, 1974).

1 Kolneder, 455.

2 Rostal, 5.

13 K. Marie Stolba, “A History of the Violin Etude tabout 1800” (Ph.D. diss., University of lowa, 1965
245,
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The caprices are designed for advanced studentsaamble considered solo pieces on
account of their high musical quality. They cor@3sg to Kreutzer’s etudes, although they deal
less with basic techniques than the ones by Krelitze

The left-hand positions go up to the eleventh pmsitbut most of them cover only the
first six positions. Two of the caprices are exslaly dedicated to one position (No. 3, second
position, and No. 10, third position), and the setpart of number 9 is entirely in the fourth
position. Caprice No. 3 is entirely in second posithas as many as twenty-four notes per bow,
includes fourth-finger extensions, and the leftdhfinger patterns are varied by means of

chromatic alterations. It emphasizes legato bowaapdggios.

Comodo (J=120)
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Ex. 16.1. Rode24 Capricen, No. 3, mm. 7-8°

The second part of Caprice No. 9, in fourth positis in staccato notes and includes
appoggiaturas, trills, accents, and fourth-fingdersions. Caprice No. 10, in third position, is in
detaché in the upper half of the bow and slurregdsnoombined into different bow patterns. In
his analysis of Caprice No. 10, Kruse states ttia key of F-sharp minor creates somewhat

unusual finger patterns for third positith Fourth-finger extensions are also included in the

1% Kolneder, 455.

15 Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kfainz. The square above note four is describedhéy t
editor on page [9] as a “silent stopping of finger.

18 Steven Lewis Kruse, “The Viola School of Technigiaudes and Methods Written Between 1780 and
1860" (D.A. diss., Ball State University, 1985),016
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caprice. It is particularly interesting that théiseee etudes, Nos. 3, 9, and 10, remain in onél fixe
position, resulting in a great deal of string cnrogsHowever, according to Stowell, Rode gives
preference to shifting on the same string rathan string crossing. Stowell states: “Rode often
played on one and the same string, which compaltedo change positions.”

Seven of the etudes begin with a slow introductiolipwed by a fast section. The slow
sections usually place emphasis on legato, doubjes sembellishments, tone production, and
bow control, while the fast sections address detddiowings, short strokes, staccato, spiccato,
and martelé. Caprice No. 4 is a fine example &f mhixture of tempos, moods, and bow strokes.
The etude begins with a slow introduction in douiteps (thirds and sixths), followed by a fast

section study odétaché string crossing across two strings, &agiolage

Allegro (J =80)
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Ex. 16.2. Rode24 Capricen, No. 4, mm. 24-263

Legato bow is emphasized in the slow caprices (M08, 4, 6, 7,9, 12, 13, 14, 16, 20,
23, and 24), with some caprices including as manpiaty notes per bow. Double stops and
chords appear in Caprices Nos. 15, 16 (trill on ainthe voices), 19, 20 (embellishments), 23
(slurred thirds, and double stolpariolage, and 24 (with chords). Caprice No. 16 contains

stepwise double stops in thirds, which alternatd &nd third fingers with second and fourth, on

7 Stowell, 92.
18 Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.
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legato bows including as many as thirty thirty-setomotes per bow. The caprice also includes

double stop trills and appoggiaturas within slurs.

Andante (,h=104) 4 " ?{7‘
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Ex. 16.3. Rode24 Capricen, No. 16, mm. 67-69?

Bowing study is emphasized throughout the book.téléistroke is addressed in Caprice
No. 1. This etude begins with a slow introductidifferent from the other caprices for
containing no double stops. The fast section ti&is is a study on martelé stroke at the tip,
with trills on the second and eight eighth notethefmeasures. In performance each note of the
measure has to be well marked. The left hand hesntain as relaxed as possible during the

entire fast section.

Moderato (J=ca.92)
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Ex. 16.4. Rode24 Capricen, No. 1, mm. 16-17°

Detaché is included in Nos. 2, 4, 6, 8, and 10]extiaccato, spiccato, asdutillé are

emphasized in Caprices Nos. 9, 15, 17, and 21.i€gaNo. 2 is a sixteenth-note study with

19 Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.
2 Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.
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emphasis odétachéand broken octaves. The etude includes a few gassabariolage
technique. The combination of all technical elermarsted in the etude results in an excellent

study to develop the flexibility of the wrist.

Allegretto (J.=92) 11 1 .
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Ex. 16.5. Rode24 Capricen, No. 2, mm. 1-3*

Nos. 5, 11, and 24 include all the techniquesdisteove and constitute perfect
representation of Rode’s style. Melissa Castled#perts that “Joseph Fuchs expressed his
admiration for the Rode etudes, especially forattention given to bowing study, stating that
‘everything is in there: bow changes, legato, sgticcmartellato, changes from frog to poirft.”

String crossing is emphasized in several etudeseparated or legato bow. These etudes
are Caprices Nos. 2 (broken octaves;jolage, 4 (bariolage), 8 (broken arpeggios), 12 (legato),
15 (across four strings, large shifts), 18 (shgoeggios, broken sixths), 19 (slurred broken
octaves), 21 (broken octaves, tenths, and twelftrg) 22 (broken arpeggios). The main
emphasis of Caprice No. 15 is placed on the oppasiif conjunct sixteenth notes and disjunct
eight notes. The first seven measures of the ehaliede the two motives that are developed in

the entire piece. The etude starts with a sixteanth scale for two measures followed by five

2 Jacques P. Joseph Rode 24 Caprices, edited byrRital, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesitn of European American Music Distributors LIsSG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.

22 Melissa Castledine, “Etudes and Viola PedagogyM[B. thesis, University of Cincinnati, 1998), 44.
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measures of wide leaps across three and four strinige performed at the tip. The two motives

are further developed in a variety of bow stroked bow patterns.
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Ex. 16.6. Rode24 Capricen, No. 15, mm. 3-62

Caprice No. 7 addresses the slurred up-bow and tmmnstaccato. The slurred down-
bow staccato presents a great problem, sinceribie difficult to articulate the stroke than the
up-bow. Ivan Galamian recommends “turning the bowhe wood is toward the bridge,
allowing for playing on the inner portion of thei’®* The etude includes large shifts, as can be
seen in the following example:

Moderato (J = 80)
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Ex. 16.7. Rode24 Capricen, No. 7, mm. 1-2°

Caprice No. 12 works on smooth string crossingsandoth shifting on different legato

eighth-note bow patterns. The key of C-sharp Moreates unusual finger patterns as well as

% Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.

% Kruse, 139.

% Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.
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difficult fourth-finger extensions. Intonation pssa great amount of work in Caprice No. 13 in
C-flat Major, which combines a large number of chatic alterations with accented notes and

ornaments. The fast section of the caprice empbssizing crossing and accents within slurred

bows.
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Ex. 16.8. Rode24 Capricen, No. 13, mm. 29-36°

Trills within slurs are emphasized in Caprice Né. A sequence on legato down-bows at
the frog is included in the slow section at theibeing of the etude. The second part of Caprice
No. 19 emphasizes slurred broken octaves and $lyifssep and by triadic intervals. It is similar
in approach to Mazas’ No. 23, Book I. The caprieets with a slow introduction focused on
double stops and progress to a fast section, engangbroken octaves follows. The etude aims

to develop a good left-hand shape by working octatervals in different positions.
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Ex. 16.9. Rode24 Capricen, No. 19, mm. 46-48’

% Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.
27 Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.
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Caprice No. 20 includes passages in double staphs @ouble-stop drone passage in
which a note is sustained beneath the moving Lioeg slurred bow passages on the lowest
string C, with as many as twenty-four notes slupedbow, are emphasized in two sections of
Caprice No. 20. Two sections devoted to doublesséof ornaments alternate with the thirty-
second-note run sections.
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Ex. 16.10. Rode24 Capricen, No. 20, mm. 36-37°

The caprices by Pierre Rode were designed to devkéartistic and musical
understanding of the advanced student with matevalevenly balances left-hand and right-

hand techniques.

Analyses
Etude 1 Level 8

Description | F Major. Cantabile, Moderato. Long duration. Firsbugh seventh positions. Top note C6.
Highly chromatic.

Technique Cantabile. Legato. Trills. Large shiftings. Extenss. Finger replacement.

Moderato: Martelé at the tip. Trills with and witlitarealization: third finger mainly.

% Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.
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Etude 2 Level 7

Description | D Minor. Allegretto. Long duration. Half throughwenth positions. Top note D6. Entirely,
in sixteenth notes.
Technique String crossing across two strings. Broken octaBasolage Détacheé Legato.
Combination ofdétachéand legato in various bow patterns. Fortepianadyns
Etude 3 Level 8
Description | C Major. Comodo. Long duration. First and seconsitmms. Top note G5. ABA’ form.
Technique Second position. Legato. Long slurred bows. Bowrithistion. String crossing across two
and three strings on legato bow. Wrist exerciseefts and fast trills within slurs.
Etude 4 Level 8
Description | A Minor. Siciliano, Allegro. Long duration. Half tbugh fifth positions. Top note C6.
Technique Siciliano: Double stops in two-voice counterpothirds mainly. Cantabile. Legato.
Staccato.
Allegro: Détaché Bariolage String crossing across two and three stringssi/éiercise.
Trills with realization: third finger trilss. Foudrtfinger extensions.
Etude 5 Level 9
Description | G Major. Moderato. Long duration. Half through dlglpositions. Top note E-flat 6.
Technique Détachéat the frog, middle, and tip. Spiccato. Bow dimition. String crossing across two
three, and four strings. Jumps across two, threkfaur strings. Passage in double stops:
mostly thirds. Legato. Double and triple appoggiasu
Etude 6 Level 9
Description | E Minor. Adagio, Moderato. Long duration. Half thigh eleventh positions (except ninth).
Top note A6. Highly chromatic.
Technique Adagio: Cantabile. Legato. Section almost entiréh@nC string. Shiftings on one string.

Moderato:Détaché Passages wittiétachéand legato combined. Scaldgpeggios.
Remains in position: fifth and seventh positions.
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Moderato (J =138)
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Ex. 16.11. Rode24 Capricen, No. 6, mm. 22-25°

Etude 7 Level 9

Description

D Major. Moderato. Long duration. Half through Ieflg positions. Top note D6.

Technique

Slurred up and down-bow staccato. Large shiftidgsips across four strings. Long slurred

bows. Bow distribution. Arpeggios. Accents withlars.

Etude 8 Level 9

Description

B Minor. Moderato assai. Long duration. Half thrbugxth positions. Top note C-sharp 6.

Technique

String crossing across two stringtaché Triadic. Wrist exercise. Accents.

Moderato assai
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Ex. 16.12. Rode24 Capricen, No. 8, mm. 25-26°

Etude 9 Level 8

Description

A Major. Adagio, Allegretto. Long duration. Halfrtsugh sixth positions. Top note C6.

Technique

Adagio: Cantabile. Legato. Embellishments (trigpaggiaturas, turns). Bow distribution.
Extensions. First-finger shiftings.

Allegretto: fourth position throughouRétaché String crossing across two strings. Triad
A few scales.

2 Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
and Canadian agent for Schott Music GmbH & Co. Kiainz.
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Etude 10 Level 8

Description | F-sharp Minor. Allegretto. Long duration. Third ft@m. Top note A5.
Technique Détache Third position throughout. String crossing acrtves and three string®étaché
and legato combined in different bow patterns. Atee
Etude 11 Level 9
Description | E Major. Allegro brillante. Long duration. Half thugh ninth positions. Top note E6.
Technique Bow exercise. Variety of bow stroke and patterrgdte. Bow distribution. String crossing
across two string®étacheé Slurred spiccato. Broken thirds. A few doublepstahirds.
Scales. Large shiftings.
Etude 12 Level 8
Description | C-sharp Minor. Comodo. Medium duration. Half throbdgurth positions. Top note B5.
Chromatic.
Technique Legato. String crossing on long slurred bows acfogsstrings. Smooth string crossing.
Bow distribution. Fourth finger extension.
Etude 13 Level 9
Description | C-flat Major. Grazioso. Long duration. Half throug@venth positions. Top note D-flat 6.
Highly chromatic.
Technique Legato. Fast and slow trills: third and fourth fmdrills. Bow distribution. Contractions of
the left hand. A few double stops.
Etude 14 Level 9
Description | A-flat Minor. Adagio con espressione, Appassionatmg duration. First through fifth
positions. Top note C-flat 6. Chromatic.
Technique Adagio con espressione: Cantabile. Legato. Passagesequence of down bows at the

frog.

Appassionato: Legato. Bow distribution. Smoothngfrerossing across all strings on long
slurred bows. Trills, third fingertrills, with reéahtion within slurs. Intonation.
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Adagio con espr\ﬁssione (J =63)
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Ex. 16.13. Rode24 Capricen, No. 14, mm. 11-13*
Etude 15 Level 9
Description | G-flat Major. Vivace assai. Medium duration. Fittstough fifth positions. Top note C-flat
6. Highly chromatic.
Technique Détache Staccato at the tip. Martelé. Slurred spiccatmmBination of slurred and detached
notes in different bow patterns. Double stopsdheind sixths. A few three-note chords.
Large shifts. Jumps across four strings. Intonation
Etude 16 Level 9
Description | E-flat Minor, E-flat Major. Andante. Long duratioRirst through sixth positions. Top note
B-flat 5. Modulatory.
Technique Legato. Long runs on legato bow. Bow distributi®rills with and without realization
within slurs (second, third, and fourth fingerspuble stops with trill on one of the notes.
Double stops on long legato bows: thirds mainlyotion.
Etude 17 Level 8
Description | D-flat Major, A Major. Vivacissimo. Medium duratiofrirst through sixth positions. Top
note D-flat 6. Modulatory.
Technique Spiccato. Slurred spiccato. Trills: third fingeti$r Triadic. Sting crossing across two

strings.

31 Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
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Etude 18 Level 9

Description | B-flat minor. Presto. Short duration. First througth positions. Top note B-flat 5.
Chromatic.
Technique Legato.Détacheé Triadic. String crossing across two strings. Brokhirds and sixths. Wrist
exercise. Variety of bow patterns combining legatd detached notes.
Etude 19 Level 9
Description | A-flat Major. Arioso, Allegretto. Long duration. St through eighth positions. Top note E
flat 6.
Technique Arioso: Cantabile. Legato. Double stops in two-eoaounterpoint. Same melody repeated
on double stops. Turns.
Allegretto: Broken octaves, conjunct and triadlared in pair of sixteenth notes. String
crossing across two and three strings. Wrist egerdieft-hand shape
Etude 20 Level 9
Description | F Minor. Grave e sostenuto. Long duration. Halbtlgh sixth positions. Top note C6.
Technique Cantabile. Legato. Double stops chordal and inwaige counterpoint: thirds, sixths, and
tenths mostly. Embellishments. Contractions andresibns of the left hand. Fast legato
runs over one string.
Etude 21 Level 9
Description | E-flat Major. Tempo giusto. Long duration. Firstahgh sixth positions. Top note D6.
Technique String crossing across three and four strings. e atgftings. Broken octaves, tenths, and
twelfths. Big extension of the fourth finger. Tsillsecond and third finger trills. Staccato at
the tip. Slurred staccato. Jumps across threeandsfrings.
Etude 22 Level 8
Description | C Minor, C Major. Presto. Long duration. First tagh sixth positions. Top note C6. ABA|
form. Highly chromatic.
Technique Bow exerciseDétaché Legato. Slurred spiccato. Variety of bow pattezosibining

detached and legato notes. String crossing acnmssttings. Large shiftings on the same
string. First finger shiftings.
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Etude 23 Level 9

Description

B-flat Major. Moderato. Long duration. First thrdufifth positions. Top note F5.

Technique

Moderato (. =100) ‘2‘/—\

Double stops chordal and in two-voice counterpomtegato bowthirds and sixths mainly.

Long slurred bows. Double-stops (thirdsriolage Accents and trills within slurs.
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Ex. 16.14. Rode24 Capricen, No. 23, mm. 15-172

Etude 24 Level 9
Description | G Minor. Introduzione, Agitato con fuoco. Long diioa. Half through eighth positions
(except sixth). Top note G6.
Technique Introduzione: Cantabile. Legato. Double and trgilgps. Slurred staccato. Long slurred

bows.

Agitato con fuocoDétaché Spiccato. Slurred spiccato. Broken triads. Starggsing
across two strings. Trills. Accents on up and dwws.

32 Jacques P. Joseph Rode 24 Caprices, edited byRistal, © 1974 by Schott Music GmbH & Co. KG,
Mainz (ED 6513). All Rights Reserved. Used by pesian of European American Music Distributors LIsG,U.S.
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Chapter 17
Conclusion
In what preceded, the etudes have been reviewdteltgchniques included and the level
of difficulty. It is constructive to separate thehn and viola etude books into two lists

organized chronologically to better understand tloey build upon one another.

Violin Viola

Kreutzer, 1796 Hoffmeister, 1800

Fiorillo, 1800 Bruni, 1805

Rode, 1815 Campagnoli, 1805

Mazas, 1843 Palaschko, Op. 36, 1905
Kayser, 1848 Palaschko, Op. 55. 1912

Dont, 1852 Fuchs, 16 Fantasy Etudes, 1961

Fuchs, 15 Characteristic Studies, 1965

From looking at these etudes organized this wagteervation emerges. In violin etudes
the technical pedagogical aspect are predominatitel etudes written originally for viola, an
instrument which had its instruction developedrighan the violin, the quality of the music is
more important. Until the twentieth century mogiliats started as violinists. Therefore, the two
groups of etude books complement each other, whialiny both are studied by violists.

Both etude books transcribed from the violin armsthoriginally written for viola will be

combined and summarized in chronological order.
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Kreutzer, 1796. It is considered by most as thé&elbviolin etudes. They cover most of
the basic and advanced techniques needed for dagidg It emphasizes the technical
aspect of the learning process, both isolatingrapdating the elements. However, they
are not dry exercises. Kreutzer’s etudes are milysgatisfying.

Hoffmeister, 1800. Hoffmeister'Studiesare designed as real compositions rather than as
technical etudes. They do contain technical elesleat as part of the compositional
material. Written in the Viennese Classical styh@st of the studies are in sonata, theme
and variation, and minuet and trio forms. Thesdisgimake use of the upper register
and assume a high level of technical proficiencyhenpart of the player.

Fiorillo, 1800. They are technically and musicailly a higher level than Kreutzer. They
are technically oriented, isolating the techniqaed repeating it in a more musical
setting than those of Kreutzer. The etudes arenizgd progressively.

Bruni, 1805. The technical requirements of the ptaare very close to Hoffmeister. His
studies are more musically oriented than technidaty are not arranged in order of
difficulty. The purpose of these etudes was to nthkeviolin players familiar with the
viola clef and the instrument, assuming the plagepired the basic techniques from the
violin books.

Campagnoli, 1805. These etudes are musically stoahglso technical. Among the
original viola etude books, this book is the maahahced both musically and technically.
It is also the most advanced of all viola etudeslisd.

Rode, 1815. His caprices are also highly advand&d.Campagnoli, they are very

technically and musically demanding. They are #tgomost balanced of all violin etude
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books. This is the only set of etudes that prog®fsrough keys. Two of them are
outstanding and worthy of performance.

Mazas, 1843. These etudes focus on the technigatiss even in the more musical
designed etudes. They are arranged in a progressiee of difficulty. The etudes in
book | are easier than the ones in book II. Thagearom high intermediate to low
advanced level.

Kayser, 1848. His studies are considerable mofeteal than musical. They isolate the
technical elements and provide a great numberpstiteons. Many of the first studies are
short and have the quality of exercises. The oofldre etudes is progressive in
technique.

Dont, 1852. These etudes are more technically tasically designed. As the title says,
they are studies preparatory to the Kreutzer'segutherefore easier than Kreutzer’s.
They are progressive in order of difficulty, anddog to the intermediate level.
Palaschko, Op. 36, 1904. In his studies music igenmportant than technique. The
order of the studies lacks technical progressivenBsey were written in the musical
style of the late German Romantic. One frequentfeds the repetition of a phrase
varied by chromatic alterations. They are in thghhntermediate level.

Palaschko, Op 55, 1923. These etudes share thedemti@ption as the Op. 36, although
musically and technically easier.

Fuchs, 16 Fantasy Etudes, 1961. These etudes w@@osed in a modern dissonant
style. They are technically hard mainly becaustheftechnical demands of the

compositional style. However, they are idiomatictfee viola.
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» Fuchs, 15 Characteristic Studies, 1965. Theseestgtiare the same characteristics of the

16 Fantasy Etudes, although slightly easier. Antbegviola etude books discussed in

this study, the 15 Characteristic Studies and éhEdntasy Etudes are the only ones to be

progressive.

This brief overview illustrates that the viola etsdare technically dependent on the
violin etudes. They aspire to be compositionaltgrasting rather than strictly technically
oriented etudes. Much has been discussed abouséfieiness, or the contribution these etudes
made and still make to the viola pedagogy, and atheudifferences between the playing of the
two instruments. As already stated, it is beyoraddtope of this study to discuss this matter.
These transcribed etudes, if used properly with fiegerings, bowings and small adjustments,
are important for the development of a good vielzhhique.

Violin studies are generally high and fast, ashiaracteristic of the instrument. Some of
these etudes pose additional stretching problertisetteft hand of an intermediate level viola
student. However, the etudes originally writtenyiola are designed specifically to enhance
viola technique, especially those written star@nghe beginning of the twentieth century. They
deal more with matters of tone production and metadher than virtuosic passages. Arpeggios,
chords, and quick passages are adapted withinogelgplities of the instrument. Techniques that
are known to be “violinistic” are avoided, suchhégh positions, intervals in tenths, and octave
passages in the lower register.

Thanks in part to the violin etudes transcribedfier viola and to the viola etudes written
for the instrument, the twentieth-century violargsahe technical advancement characteristic of

violin playing. A great reliance is still placed tite pedagogical material of violinists. By wisely
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using the material available from the violin adapte the viola, students and teachers can enjoy

musical growth and develop the skills necessaryiferdemanding repertoire of today.
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Appendix A

Concordance Tables

Tables
The tables match the techniques by level, witheghy@ropriate etudes from among the
354 analyzed. The etudes are ranked in the concoedables by level and technique.
1. Level,from4to9
1.1.Level 4 — Low Intermediate
1.2.Level 5 — Intermediate
1.3.Level 6 — High Intermediate
1.4.Level 7 — Low Advanced
1.5.Level 8 — Advanced
1.6.Level 9 — High Advanced
2. Technique
2.1.Bow Technique:
2.1.1. Arpeggio
2.1.2. Bariolage
2.1.3. Bow Distribution
2.1.4. Détaché
2.1.5. Dynamic
2.1.6. Legato
2.1.7. Martelé

2.1.8. Mixed Bowing
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2.1.9. Pizzicato

2.1.10.Portato

2.1.11.Rhythm and Bow Pattern

2.1.12.Sautillé

2.1.13.Spiccato

2.1.14.Staccato

2.1.15.Slurred Staccato

2.1.16.String Crossing
2.2.Left-Hand Technique

2.2.1. Appoggiatura

2.2.2. Broken Intervals

2.2.3. Cadenza

2.2.4. Chord

2.2.5. Double Stop

2.2.6. Extension/Contraction

2.2.7. Finger Independence/Speed

2.2.8. Finger Pattern/Hand Frame

2.2.9. Intonation

2.2.10.Mordent

2.2.11.0rnament

2.2.12.Counterpoint

2.2.13.Shifting

2.2.14.Tone
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2.2.15.Trill
2.2.16.Turn
3. Not all techniques listed above are included fargvevel, as they vary in difficulty.
4. Some specific techniques, such as shifting, sutids/further according to the individual
etudes and includes shifting by step, by scaléhersame string, across string, skip shifting,

and free shifting.

How to Use of the Concordance Tables

The techniques listed in the concordance tableprasented in order of difficulty from
level 4 (low intermediate) to level 9 (high advatceéEtudes are listed according to the primary
and secondary skills found in each etude. More ack@ pieces often utilize several skills, and
while etudes may be listed more than once, it I&ely that they are listed under every possible
heading. For this reason, when using the concosgdtainies, the reader is advised to find the
appropriate level of technique and then look foetude within the level chosen. It is highly
recommended that after finding the etude book amdber, the reader should refer back to the
analysis of the etude in the appropriate chapteaintple: The reader is looking for an etude on
détachdevel 5 (intermediate). She or he will find sevavhich fall into that level and
technique. If she or he chooses Kreutzer Study2\Nfar instance, she or he should refer to the

analysis of the etude in Chapter Ten, Rodolphe tegufor more details.
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