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PEEFAGE

Material relating to the viola, its history, technique,
use as a 30lo and orchestral instrument, and its use in
chamber music, is practically non-existent. Tor this reason,
this document 1s being written in an attempt first, to col-
lect and discuss, for the benefit of the author as well as
for any who might have some interest In the viola, facts
which might eliminate some of the common misunderstandings
about the instrument, and second, to show, through exami-
nation of viola music, the use to which the vigla has been
put in solo, orchestral, and chamber music from the Baroque

pericd to the present.
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CHAPTER I
THE HISTORY OF THE VIOLA

Although the emergence of the viliolin family as a dis-
tinet form is conceaed by most historiens to have taken
place during the latter part of the sixteenth century, 1its
early development is to the present day very obscure, The
general opinion is that the violin form emerged as a conm-
bination of the salient features of a number of different
types of instruments., Francis Galpin says, in speaking of
the wiolin:

It was the happy combination of all the best
points found in the earlier iInstruments we have
already mentioned.d

The instruments referred to were of three distlinelbly
different types:

1. The medieval fiddle {or fiedel)

2., The lyra da braccio

3., The rebec

The "best points" mentloned by Galpin in reference to
the instruments listed above were:

1. The peg-box (similar to that of the violin) was

used on the rebec for two centuries, as contrasted

lopancis Galpin, A Texthook of European Muslcal Instru-
ments, p. 145,




to the flat guitar-like head of the lyra da braccilo.

2, The rounded bridge was used on the fiedel for pre-
dominantly melodlc piaying.

3. "on the 'Fiedel,! corners to the 'boubts'! were much
in evidence, and the gtring holder, formerly at-
tached to the table like that of & guitar, had been
replaced by the tall-pliece since the twelfth century."e

lt. The tuning of the strings in fifths was used on
rebecs and fiddles.

5. The lyra had a shallow body (as contrasted to the
thick ribs of the viols).

6., The back of the "Lira" was molded or arched, neither
flat as on the "Fiedel" and viol, nor round &s on
the "Rebec' and "Geige." [The word "Geige" was
the German for "fiddie"or "fiedel." It was later
applied to the violingj The embodiment of these
two important factors gave Go the violin its bril-
lisney of tone, without the harshnegs of the "Hebec"
or the heaviness of the viol. . . .

Continuing, Galpin asks the question: "Wherein, then,

did the novelby of the violin consiste"l He answers this
‘guestion with a restatement of characteristics five and six

of the sbove list. In other words, ae¢ attrlbutes the devel-

opment of the violin almost entirely to the lyra insofar as

21pid,, pp. 145-146.
31bid., pp. W5-146,
b1bid., p. k6.




the important unigque features of the violin were concerned
in comparison with the other instruments..

Hayes considers only the rebec and lyra as having any
direct bearing upon the development of the violin family.
In speaking of thelr relative influence upon the violin
form, he says:

As between thne lyra and the rebec, the cholice 1s
delicately balanced; both instruments possess strong
negetive factors, yet both supply matter of cleose afl-
finity, the one in form and the other in gpirit. [ﬁh@
"one in form" i1s obviously the lyra. Comparisons between
certain lyras and the violas of Gasparo da Salo show
striking resemblances in outline, However, the most lme-
portant resemblances of the lyra to the fully developed
violin is the shallowhess of the sound-chest and the
flatness of the tablesiz The lyra has a body which
corregponds in fundamentals to that of the vielin and
ig held overarm; the interval ol the fifth is prevalent
between 1ts strings. Against this must be get the num-
ber of gtrings and their arrangement with the presence
of the bourdons; and ocur siight knowledge of the uge
of the lyra postulates a very flat bridge to asgsist the
bowlng of two or more strings at once, with a longz bow
for smooth unaccented playing. 0f the tone-colour we
are at present ignorant. In the rebec there 1s the
Typlcal streipghtlorward tuning in fifths and a sharply
rhythmic use in single airs, exactly of the same musical
atmospnere in which the violin had all its early associ-
ationg. Yet in tone-colour 1t differs widely and the
cause of this 1s in the construction, for the round body
and flat belly cammot be connected by a sound post and
act upon radlcally different principles from those of the
lyra. 8o basic 1ls this structural difference that, des-
pite the early similarity of musical use, one might be
tempbed to dismiss the rebec altogether, were it not
that 1ts name became so entangled with that of the violin.b

Curt Sachs seems to credit the medieval fiedel with a

closer reiationship to the violin than he does the rebec, and

4
)quald Hayes, Musical Instruments and Thelr Musile,




b

he does not mentlon the lyra as having any connection with
the violin. He gives the followlng commuon characteristles
of the fiddle and vielin:
1., Both held on the shoulder and bowed palm dowm-
ward,
2. Rounded soundbeoard, bulging gently toward the
middle, with a depression near the sdge.

Projecting edges of the tables.

Lt
-

g=

Leteral pegs.

. Iour gtrings,.

K52

He gives the tuning of the fiddle asa g g' 4' at e'!', re-
marking, "if the strings were reduced to four, it would be
natural to omit the doubling g! and keep g 4t at ett, that
is, the accordatura of the violin."6

An examination of the foregoing conciusions of three
musicologists in the field of Instrumental history discloses
that the instrument preceding the viclin and most resembling
it Iin outline and shape was the lyra da braccio, and that the
influence of the fiddls on the violin was purely musical
(style of performance ), with the exception of a few minor
details and the tuning. UNow, the eariiest known instruments
of 8 constructlon delfinitely belonging to the modern violin

were not viclins but violas, mostliy those instruments made

by CGasparc da 3alo and Paclo Maggini, Furthermore, the lyra

Ourt Sachs, The History of Musical Instruments, pp. 355-

356.




wag approximately the same size as these early violas and
in many instances of the same contour; its muslcal style
was predominantly chordal and harmonic, the same style
associated with the viola until very recent times. Thus

1t would seem that the viola was the first instrument of the
violin family to emerge from the innumerable sizes, shapes,
and types of the preceding stringed instrﬁments, and that
because of the need of a treble instrument of the vicla
type, the violin was made to fulfill thls need. DBecause of
its treble pltch and small size 1t quite possibly became
gssoclated with the riddle.

Purther procf of the precedence of the viola is had in
the wmatter of termlnology during the sixteeﬁtb, seventeenth,
and eighteenth centuries, .Once the viola and violin form
{hereafter referred to as vielin form) became reasonsbly
stable, the greatest confusion arose in regard to the two
instruments. Spellingé such as Viall, Viel, Violon, Vyoll,
vielle, Vicle, and Viola were used indiscriminately for any
instrument resembling the viol or violin Type. Furthermcre,
the term "violino™ was nearly always coupled with the terms
Hyinle da bracoiom and "viole da gamba," this practice lead-
ing to either one of two theorles:

1. That the term "vielino" was often applied to the

rehec, or




2. That the term "violino" meant the actual treble
violin of today, and that consequently this instru-
nent evolved completely apart from the lyra, the
rebec, or tihe viola da bracclo, thus being itsgelf
the progenitor of the viola and violoncello.

Hayeg rather discounts the latter theory thus:

Wow normal violins of this period exisgt today to
show bhat the instrument was then in use and hence,
after all, 1t, and not the rebec, may be Implied by
chie terms guoted. Butb the separavtion calls for goue
explanation that is by no means obvious. If the treble
violin was evolved or iIntroduced alone, the recognition
of its distinctive character may have called for the
congtruction of other sizes to have a family, after the
custom of the times, corresponding to the himan voicas;
and the later members, being widely separated in time,
and belng more comparable in size throughout to the
viols, recelved an apellation Tor the latter, It must
be remembered tnat we are discussing only rather isola-
ted evidence; the complete absence of any such_distinc-
tlon in Prastorius offers 2 striking contrast,

Turther investigation of the terminclogy of stringed

instruments during the veriod 15?5—1625 leads to most con-
clusive evidence that the violas existed before the violin,
Gelpin states:
lionteverdi, in his score "Orfeo" (160G7), names
"Viclini ordinari da bracclo” and also "Violini piceoll
alla Irancese,” and it has generally been thought that

under the latter title he alludes to the French "Pochetie,"
& 1ittle violin vsed for dance music. But the "Viocline

ordineric” was at that day identical with the vicla or
"Bratsche" and the "Violino piccolo” was the modern
vielin,

THayes, ope. cit., p. 183, SGalpin, op. elt., p. 17,




Sachs gilves 2 simllar instance:

For Instance, Glovarmil Gabriell, who seems to have
been the first composer to prescribe definite insiru-
ments for hls scores, wrltes, in his "Sacrae Symphonie!
(1557) a part for a violino; but having an alto clef
and descending below "g" this is clearly a vicla part.
Correspondingly, Lodonico Zacconi, in his "Prattica 4i
Musica” (first published in 1592), inclu%@s in the term
"violini" both the violin and the viola.'V.

From these references to the vicla in terms of the

fl

"violiino ordinario," the cbvious conclusion is that at the

Time of Gabriell and Zacconl the viola was the more useful

instrument, especially ag the diminutive term, "viollno

1

plccelo,™ was applied to the violin, This lsastter instru-

ment was thought of as a small viela., In fact, most of the
misic ol the period @rece&ing the Barogue period seems to
have been written with an emphasis on the lower pitched
ingtruments. Walbson Forbes sums up the matter thus:

Strangely enough,the vicla and not the violin was
the first of the violin family (violin, viola, and tecello)
to make 1bs appesrance, Both the violin and the viol
femily emerged by process of evolution asbout the begin-
ning of the sixteenth century. They attained their per-
fect form between 1550 and 1%00. Whether both femilies
had & common ancestry is open to gquestion, but there
seems little doubt that the immediate precursor of the
vicia was the lira., . . . It is guite obvious that it
would take only some small alberstions to change the
lira da braccia into a viola.+

Ygachs, op. cit., p. 357.

10Watgon Forbes, "For Vieola Players," The Strad, LV
(March, 1945), 249,




Heferring to the large number of violas made by luthilers
such as da Salo, Maggini, the three Amatis, and others, Forbes
88YS:

This"flying start" was later to prove the downe
fall of the viola, VWhen, early 1in the seventeenth
century, Italian music sought a public platform in the
"feademies of Music," the churches and, more especially,
in the opera houses, the louder volced violin family
ousted the viols. It was the violin itselfl which be-
came the most popular instrument. Musical sctivities
in the ITtallan citles of Venice, Heples, and elsewhere
agsumed incredible proportions, even by our own standards
of today. Iverywhere there was a demand for more and
still more instruments, and, as the strings gradually
became the backbone of the orchestra, the cry for more
and more violins could hardly be met. Thern 1t was that
the famous school of Cremonese violin makers first arose.
They came in answer to a definite call, The early makers,
as we have seen, had been generous in the supply of
violas, so the real need was for violins and 'eellos,
but especially vieclins.id

Thus, at the same time that the vielin was coming into
prominence, the Itslian vocal school was {lourishing. The
colorstura style was predonminant and the violin was the
ideal imitation or approximation of this style, Because of
thig, the classical violin sonata mede its appearance, and
the overwhelming popularity of this style {(viz., a vieolin
melody accompanied by a bass line with the harmony filled
in at sight by the keyboard player) practically obliteratéd
solo music for any of the stringed instruments other than

the violin, Ccncerto solo parts were invariably composed

1l1pia., ». 250.




after thie style of The sonata, with the middle volces prac-
tically non-existent. Consegquently, the appesarance of the
vicla in the music of the period 1550«1750 was solely orches-
tral and then, to quote Forbes, "only as a lowly maid of all
work."12 This lamentable sibtuabion appears even more tragic
whern the fellowing statement is considered:
During this periocd the greatest violin makers of

all time lived and died. . . . They must have found

little encouragement to spend time on making violas.

Dut some of these craftsmen did occasionally make =

viola and thus it was possible for the string gquartet

to eventually come into existence.l3

The tragedy is the fact that, among the hundrsds of
the world!'s priceless violins made during this perlod, there
exists only a mere handful of violas of the game quality.

For this reason, viola players are constantly faced with the
difficulty of obtaining an old instrument of even average
guality.

One othier thecry might partially account for the absence
of worthwhile viola music during the Baroque and Classical
periods. Almost all of The violas existing during these peri-
0d8 were of & very large size (the da Selo viclas all measure
séventeen inches or more in length; the Amati violas measure

from seventeen to seventeen and three-fourths inches), this

size causlng consldersble difficulty of execution. This

21pid., p. 251. P1vid., ». 253.
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clumsiness mist hardly have been bearable for players who
ioved the small, easy-playing violin, especially when the
brilliant coloratura style was so popular. Consequently,
the vicla parts were written as simply as possible, with
little or no snifting, mesking viola playing an sasy Job at
wnich any violinist could recreate himself. By the Tine
gsome of the larger instruments were "cubt down'" and smaller
viclas were being made by Stradivarius, Stalner, Gofriller,
and others, the viola had acquired & style all its oﬁn,

one devoted exclusively to fiiling in the middle part of
the sfring score, In addition, the vieolin, with its soprano
piteh and possibilities of apparently easy brilliancy, ap-
pealed strongly to the prevalent tendency toward viriuosity,
as witness the success ol such composers as Tartini, Corelli,
Vivaldl, and later Paganini,

Apart from the small number of violas made by luthiers
of the Bresclan and Cremonese schools, few really good violas
have been made, Various alttempts at large Instruments have
been made from time bo time {Stradivarius made a tenor twenty
inches in length), but the exceptionally large instruments
have proved too difficult to play for all except players
gifted with large handas. In recent years Lionel Teritls and

Arthur Richardson have Joeintly desizned what may prove to be




1l

a very suitable viola for the average player, beling large

<,

enough to produce a good viola scound, but constructed in
suci a manner as to provide the maximum comfort in playing

for its sirze.




CHAPTER II
TECHNIGQUE: 1650-1900

The Barcqgue Perlod
According teo Willlam Plackton, an Inglish compeser of
the late Baroque period, no sclo pleces for the tenor violin
(the name usually applied to the viola during this period)
were Lo be found in London %irca 1760. He, therefore, pro=-
posed to write three gonatas for the instrument, prefacing
them with the followlng stabement:

'hese Solos for a Tenor Violin are intended to
shew that Ingtrument In a more conspilcuous Hanner,
than has hitherto been accustomed; the part gener-
ally allotted to it being little more than a dull
Riplanc, an Accessory or Auxiliary, to fill up or
compleat the Harmony in Full Pleces of Muslc; though
it must be allowed, that at some particular Times,
1t has been permitted to accompany a Song, and like-
wise to lead in a Fugue; yet even then, it is assisted
by one, or more Instruments in the Unlsons or Octaves,
to prevent, if possible, its beling distinguished from
any other Instrument; or, 1f it happens to be heard
but in so small a sgpace as & Bar cr twe, 'tils qulckly
overpowered agaln with a crowd of Ingbtruments, and
lost in Chorus.

sucn 18 the Present State of this Fine Toned
Instrument, owing in some Measur, to the Want of
solos, and other Pleces of MNusic, properly adapted to
iﬁ‘

The Author takeg this opportunity of acknowledging
his particulsar Obligatlon to Mr. Abel, for inspecting
this Work in Nanuscript before it went to the press;
the Publication of which, 1t is hoped, may be produc-
tive of other Works of this kind from more eble Hands,
and establish a higher Veneration and Taste for this
excellent, tho! too much neglected Instrument.t

willilem Flackton, Sonata in G for Vicla and Plano,

12
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The Sonata in ¢ (being, to the best of the author's
knowledge, the only one in use today) contains technieal
demands of the most elementary nature, there being no ac-
tual necesslty for the use of the third position {or second,
for that matter), except for purely musical reasons, Double-
stopplng is used freguently, but never in a diffiemlt manner,
as compered to the complexities of some of the Bach works
for violin or the Handel violin sonatas. The bewlng consists.
of the three maln styles of the Barogque period, namely, the
legato, the d@taché‘, and the merteld:,

The remalning work of the Baroque period for viola

solo (with orchestra) extant is the 3 Hincr Concerto of

HJandel, Although there has been much dlscussion as %o the
authentlelity of this work, the actual violsa vart will be
considered suthentic, insofar as this paper ls concerned,
untll proef to the confrary ls actually published.

The technical aspects of this concerto are numerous,
especlally In the lizhi of present knowledge of the demands
made upon viola players of the Barogue period. The most
outstanding easpect of the [{irst movement is the number and
type of shifts required, Wot in any music until the Sym=

phonla Concertante of Mozmart are such reguirements to be

found. Wide skips such as those shown in Figure 1 are
representative of technical practices of at least fifty to

one hundred years later than the date of this concerto,




Figure 1
Handel, Concerto, First MHovement,
Meagures L-17 and Yeasure 35

Such alternate gtring crossings as those'in'Figure 2
are perhaps the gecond most imporitant ftechnical considerstion
in this movement, as they pose a decided difficulty in bowimg'

technique; they should be played with a vigorous marteld’

atroke with 2 space between each note., Thig stroké will

greatly simplify the problem of &z silent siring crossing.

q
he ¢ ¢
af I - A
figure 2

fHandel, Concerto, First Hovement, leasures 067-58




the shifts in Figure 3 must certainly have been con-
siderably beyond the ordinary demands for viola players of

Handelts day.

Plgure 3

Hendel, Concerbto, First lovement, Measure 09

.The two fingerings are given to show the poeaibllity of a
slmplifiled method of execution., The lower Pingering allows
the harmonic e Lo be taken only by a shift., This the
sasleost method, technically speaking, but the upper finger-
ing is the smoothest In a muslical sense, asz no smearing of

»

the clear harmonic desired is likely to result,
Thie bowings in the first movement are in the typical
Baroque style, consisting mainly of combinabions of bdroad
detachd’ strokes and slurring. Thevy are as diverse and as
difficult of perfect execution as any bowings found in
musiec for the other stringed instruments during this pericd.
The two instances of staccato bowing found in this nevement,
cne of which is 1llustrated in Figure i, are definitely not

In keeping with the style of the worl and presumably are Iin

the one edition of thls work asz an attempt at variety,
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Figure i

Handel, Concerto, First lovement, Heagure 29

The third movement contains only three passages as-
cending beyond the third position, each of these being in
the [ifth position and reaching the d". The only bowlng
problem of any magnitude is the style of the detached notes.
The practice ol Handel's day was to play most passages such
as the cne in Figure 5 with the merteld' stroke, but, in
view of the tempo marking of this movement (Allegro lolto),
the playing of these notes at the ffog of the bow with a

rather broad staceabto stroke 1ls much more satisfying musi-

caliy.

'igure &

Handel, Comncerto, Ihird Jovement, Measures 1-L
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; The 3lxth Brandenburs Concerto of Bach represents

the limits of viola technigque in the orchestrsa and in cham-
ber music during the Baroque period, One aspect of the
technical considerations of thisz work is the use of the
third position as the Limit of all shifting for the two
viola da braccla parts. From this so consistent limitgm
ticn only one possible conclusion can be drawn, this being
that the upper boubs of most of the violas of the perloed
wepre of too- large a gize to vermit any activity beyond
the edge of the instrument; at least this must have been
the bellel at the time. Bach's violin parts extended at
various bimes to the fifth, sixth, and even seventh posi-
tlons, and no limitation other than that of sige could have
prevented nlm from writing viela narts in the fourih or
fifth positions, especlally in a composition in which prac-
biecally all the important Pagsages are in the two violas da
braccila parts.

An interesting example of the extended use of the vicla
A" gtring is found in the duet for the two violas da braccia
in the second movement of this concerto. Bach evidently hag
no qualms about the so-called "nasal" sound of this string.
The effect produced Yy these insbtruments when played on the
vpper string i1s egually as pleasing, 1 not more so, than

any produced on the corresponding string of the violin,
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The foregolng conslderatlons of the important viola
musle of the Barcgue pericd reveal the following conclusions:
L. The third position was the uvoper limit of left-

hand technique on the viocla.
2. In general, viola left-hand techmique was much
simpler than that of the violin.
3. The bow technigue of the two instruments (violin

and vlola) was much the same, insofar as technical

demands are concerned,

The Clasaical Periocd
Very few advances in viola technique were made dur’ng

the Classlical period. The unigue tone quality of the viola
wag recopgnized by Mozart, who explolted the lower strings in
meny compositions. The viola acquired a standard range {from
¢ to g") in orchestral and chamber rusic end a definilts style,
usually a filling-in one, which plagued the instrument until
the time of Wagner. In much of the music of ths Classical
period, especlally that of Mozart and Beethoven, can be seen
the desire, én tile part of these composers, to use the pos-

sibilities of the viola much more than they were able to do.

Pl

Thue, with a Tew exceptions, it remasined in the state des~

=

crived sarller by Flackton throughout the pericd.

The Simfonle Concertante of Mozart for violin and

vicle nmost certainly held a unique position in the music

of the eighteenth century. It was lozart's final word in
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the string concerto Ileld, and one of his most beautiful
works for orchestra. The vicla vart was wpliten for a
virtuoso player and, considering the usually simple viola
parts of the day, lozart must not have heerd a very satis-
Tactory performance of thls work.

Although extending to any positions beyond the third
only once, the symphony contalns every shifting and bowing
difficulty found in the violin concertos. The viocla is
given equal prominence with the violin in solo passages,
gnd the parts of the two instruments are combinsd not as
2 solo instrument and its accompanist, but as two instru-
ments dounding as one.

The work in its original form involved the wuse of
"scordatura.” lozart's manuscript shows the viola part
written in D major, one-half tone below the key of the vio-
lin part and the key of the orchestra., The generally ac-
cepted explanation of this pecullarity is that Mozart desired
a matehing tone color of the violin and viola; consequently
e wrole the viola part one-hiall tone lower, causing the
violist to tune his Instrument one-half tone higher. This
procedure would naturally produce a somewhat brighter sgsound.
However, an sgually logical explanatlion is that Wozart fore-
gsaw the possibliity of his viollst struggling with shifts’
and finger paitterns in wb major, a none too complimentary

key for the vielin and viola, and simplified matters greably
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by giving him access to harmonics, open strings, and a
much easler left-hand problem.

The high A 's found in many places in this work were
thus lowered o G's, all comfortably located in the third

poaitlion, The opening passage, a vproblem in the key of
T‘1

Iz
<
o'

eceuse of the [ingering produced by the octave and the

notes foilowing 1t, becomes an entirely different matter

in the key of D (Pigure 6).

®
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Figure 6

Mozart, 3infonla Concertante,

Firat Movement, Ieasures [2-77

Slmilarly, the long ascending rassege coneluding the solo
viola pert in the third movement doubtless would present a
much more familiar and comfortable sct of fingerings in the

fourth and fifth positions in the key of D then in the key

of mb , thus:
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Figure 7
Hozart, Sinfonla Concertante,
Third Yovement, leasures L23-1135

From the differences in btechnlcal difficulty arising from
the use of the two keys shown in the preceding examples,
and in numerous other passages in this work, the most logle
cal explanation of Hozart's use of "scordatura® is the Tacth
that the key of D presented fewer problems of execution to
The vielist of Mozart's time than did the key of Eb.
Regardless of technical considerations, viclists are
ever grateful for the ploneering genius of Mozart, who dared
to write a composition which stood alone for one hundroed and
fifty years as an example of the possibilities of the viola

ga a solo instrument.
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In the orchestral and chawmber music of the @lassical
pericd 1s found one important devélopment regarding viola
playing, this being the recognition by composers of the
unigue viola tone guality., ilozart employed two viola parts

in the Symphony Ho. Forty, the Sinfonia Concertante dis-

cussed above, and In five atring quintets. Hach of thege
works ls marked by a richness of tone made possible only
by the extra viola emploved. In the quintets he explolted
the extra instrument at every oppariunity, especialily so
in the G-minor gquintet, in which the firat and even second
viola are glven distinctive sole parts at variocus tinmes.
Beethoven, in his last quartets, wrote Tfor the viola
&8s a definite volce rather than as a mere fill-in part,
The viola part dbecomss a line in itself, a cownterpoint

in many cases, as opposed to the strictly harmonic style

ot
Eiy

t possessed for so long. True, the parts are still con-
fined to the first three positions, but the sound, the dis-
tinctive rescnance of the tone, is [finally used to full
advantage, éven in technieally difficult passages, Thus,
in the GQuartet, Opus 59, Ho. 3, we find the viola stating

the subject of the fugue in its first entrance in the fourth

movenent .




Figure 8

Beethoven, Quartet, Opus 59,

T
Qo i,
Fourth lovement, leasures I-1i

This 1s a very diffieult part, especially so in the absence
of any acoompanying ingtruments, but Beethoven evidently
Telt that e needed the viola and made 1o attempt to dis-
guise yhe part or to write a contersubject to help the viola
player; the part is glariﬁglﬁ exposed and must be played with
the ubtmost preclsion and control.

In ais symphonies, Beethoven was far less inclined to
give the violas an independent volce. When writing a melody

for them, he usually doubled the part with either violinsg op
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tecellos, This practice was due, no doubt, to the oresence
of only one or two good vicla players in the section. This
dearti of competent performers provided 1ittle incentive Tor
exposed "soli" passeges invelving six or eight plavers, re-
gardless of the compeser's Inclinstions. In the second
sectlon of the theme of the third movement of the Ninth
Symphony, Beethoven scored the theme for violas and sscond

violins.,

Aioawe Mosenaro N

RESSIVO
GRESS. .

ﬂ,\on&n_pg'

Beethoven, JHinth symphony, Third Hovement,

deasures 24-10

The viola sound predominates, and the second violins have
nothing else in the movement as important as thisg sectiong

posslbly Beethoven desired the vielas playing Ysoli" but,
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having no sectlon capasble of rendering a decent performance,
bolstered the violas with the second violins.

Thus, by L0625, the viole had grown in stature o a
full-fledged member of the string family, at lesst in re-
spect to tone; it was given parts generally equal in dif-
Ticulty, both in left and right hand, to the violin and
"cello with one exception, this being that these rarts were
st111 bound to the third position and lower; Tfinally, some
good vicla players did exist during the (lassical pericd
{although very lew), as otherwlse the viola, could nct
have galned the very small portion of prominence which it
held, It must be noted that the viola was much more inpor-
tant in chamber music than in the orchestra, due to the Tact
that a cheamber music group required but one or two viollsts,

whereas the orchestra required from six to ten.

The Homentic Period
The one mediwn of Iingtrumental exzression in which the
effaetiﬁe employment of the vicla had been retarded for ae
long--the orchestra--Iinally provided the necessary lmpebtus
for the long needed upward exbension of contpass and = defi-

nite gsystom of fingering and erticulstion. During the

Ui

Romantlic period composers such ag |

Il

erlioz, Brshms, Tachal-
kowsky, Wegner, sand Strauss made inereasing technical demands
upon the viola sectlon of the symphony orchestra, Berlioz

-gavae volce Lo the hitherto unspoken cpinions of many composers,
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Of ail the instruments in the orchestra, the one

whose excellient qualities have been longest misunder-
stood 1s the viola. It iIs no less agile then the violin,
the sound of its low strings is peculiarly telling, its
upper notes are distingulshed by their mournfully pas-
slonate accent, snd its quality of tone altogether,
profoundly melancholy, differs from that of other ine
struments played with the bow. It has, nevertheless,
been long neglected, or put to a use as unimpertant as
ineffectual,-~that of merely doubling the bass part an
octave above. . ., . Iilorecver, it was unfortunately
impossible, at that time [referring to the eighteenth
century /, to write anything for the violas of a promi-
nent charsacter, roquiring even ordinary skill in exe-
cution., Viola-players were always taken from among the
refuse of violinists. When a musiclan found himself
incapable of creditably £illing the place of violinigt,
he took refuge among the violas, Hence it amose that
the vlola performers knew neither how to play the vio-
lin nor the viola. It must even be admitied that, at
the present time, this prejudice against the vioia part
1s not altogether destroyed; and that there are still,
in the best orchestras, many viola-players who are not
more proficient on that instrument than on the violin.
But the mischief resulting from forbearance towards
them is dally becoming more felt; and, little by littlie,
the viola will, like other lnstruments, be confided
only to clever hands. . . .2

In his symphony for viola and orchestra, Harold in italy,

Berlioz wrote the first work of virituoso type since the Sin-

fonia Concertante ol Hozart. This work was not intended as

& conecerto, but as a symphony containing a prominent viols

aolo

pert. However, passages in octaves, broken octaves, and

thirds, brilliant scale work, and difficult bowing passages

mark

ment,

it as a work demanding virtuosic commend of the instru-

1

The Iine resonant tones of the viols are displayed

and Crchestration, p. 25.

CHector Berlioz, A4 Treatise on lodern Instrumentation
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fully in the first, third, and fourth movements. The use
of the "ponticello" arpeggios in the second movement is a
device used for the first time in the history of the viola,
as 1s the use of the A string for sustained melodic passages
in the last movement. This work doubtless gave other .com-
posers the confidence in the instrument that was necessary
Top free, unrestrained usage in the orchestra,

Brahms was particularly fond of the viols and at times
wrote entire movements without the zid of vielins (the first

movement of the German Regulem and the Minuetto of the D

Hajor Zerenade for orchestra). He exploited the viola sound,

particularly the C string, to the fullest extent in his By I
phionies., In fact, his scoring has olften been criticized as
being overly dark and "muddy" because of thié love of the
lower toned stringed instraﬁents. Passages such as ths fole-

lowing (Flgure 10) are typical of many of Brahms'! vicla parts.

Figure 10

Brahms, Symphony No. 1, First Movement,
Heasures [30-113]y

Wagner, in hls tremendous enlargement of the technical

scope of all orchestral instruments, revolutionized the
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conception of orchestral viols playing., His writing de-
mands, for perfect execution, & viole section of virtuoso
players., The outstanding innovation to be found in his
vicia dcoring 1s the unprecedented moblility of the spiccato
and light detachd: pessages; in every Wagnerian viola part
can be found spiccato passages of long duration and sxireme
difficulty., The chromatie passages, whether siurred or de-
teched, sre actually the first demonstrations of the need

of a definite system of flngerings snd finger-action (he-
cause of the large size of the strings and the slow response
of the vicla} for viola players. The use of the half-posi-
tlen is imperative in many cases, especially on the ¢ and ¢
strings. The playing of chromatic scales by means of a come
binztion of slides and separate Pinger. action, so easy on
the viclin,rgives pPoor resulits on the viola, and passages of
prolonged chromatiq scales, such as the excerpt shown in
Filgure 11, must be fingered in such & manner as to glve maxi-

mum flinger percussion,
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ng Dutchman, Overture
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1.

Thus, the uwoper fingering shown ls much preferred Lo the
lower one, as 1t allows for an actual percussion for esach

o

note, instead of The slide for one note and percussion

for ancther which occurs frequently in the lower finger-
ing.

Perhape the mest lmportant innovation made by Wagner
in reaspect o viola technique was the number of Alfficult
Tsoll" passages olten given to the violas; before Wagnerts -
time most passageées resembling solos for the viols seotion
were written as smoothly and with as 1llttle technical action

as posglivle. Nob so Wagner's parts, az witness the followe

ing excerpts from Tannhauser and Tristan und Isolde:

Figure 12

vagner, Tanmbauser, Qverture, Measures 280-207
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Figure 13

Vapgner, Tristen und Isclde, Prelude

from passéges such as the above can be seen the fact that,
regardless of the attitudes of viola plavers toward such
writiﬁg, the time had come when players of that instrument
could no longer be cast-off violin players or senile wing
players, but must master the technical problems of the viola
in thelr entirety in order to become zood orchestral snd
solo players,

Richerd Strauss merely extended the few technical pos-
sibilities left uncovered by Wagner, and created viola parts
(a8 well as paris for every other Iinstrument of the orches-
bra} which still stand in many respects as the zenith of
&1l viola and crchestral technique. The Passage slhiown in
Pigure 1l and others like it call for the near-impossible on

)

the viola:




in leldenleben, Nos. 77-79

Strauss,

Tn & discussion of the above pagsage Forsyth remarks,

T, . . .one would not like bto be asked to name the orchestra

whose violas could play these bars neatly with only a light
tpizzicato! accompaniment. > This statement bears out the

fact that vliola technigue had ascended to undresmed-of
Ylagnsr and Strauss.

¥

helpghts in the hands of masters such as

Strauss employed & solo viola--in the orchestra-~in his

Don Huixobe variaticnsg for tecello and orchestra. The viols

3Cecil Forsyth, Qrchestration, p. 38l.
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C string i1s tuned down to B in one instance in order to

[

ob

o

ain the C major scale startiag on the leading tone in
the lowest reglster of the vicla. This example of "scordas
tura” is used only twice, &nd then rather briefly, in Vari-
atlon III. Strauss evldently understood the imoracticality
of vaing a lower-tuned C string to any great extent as, Iin
addition to the effect produced upon the tone by this tuning,
the violists fingering system would be greatly complicated
by an extensive employment of "scordatura" on one string
0nLy.

A work that must be included in thls paper, because of
1ty werlt as a coucert plece and its position as the sole
composlition of Importance for viola and vianoc of the Roman-

tic period, ls the Herchenbllder, or Scenes Trom Fairviand
) ] 3 5

by Hobert Schumann. It ls written very effectively for the
viola and contains a movement marked "Rasch" (Lively), written
ln triplet sixzteenth notes and extremely difficult of exscue
tlon. This movement must be.practiced very slowly until the
Intonation ig good and the fingers and bow are coordinated
porfectly; otherwise, the passage will not be made to "apoak!
end wlll give only a vague, insecure impression.

The foregoing discussion has sghown that during the
RHomantlic period the viola came inte its own, primarily as

an orchestral instrument. Recause of the demands made on
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orchestral violas players, the number ol zoed players gradu-
ally Increased until there became necessary the production
by composers of many works for the solc repertoire. Thus,

about 1900, the Modern period, which could be termed the

"golden age" of viola playing, began.




CHAPTER III
TECIIAUE: 1900-1949

The lModern Period
In this chapter will be discussed some representabive
works of the various schools of viola music which have come
into exilstence since 1900, and their i1nfluence upon viola
playing In general, The works of Paul Hindemith will be
discussed under a separate heading because of Ttheir im-

nortance to violists, their number, and their musical value.

E

4 4 o

The divisions of the chapter are not meant to show definite

tta

natlonal styles, excent wihen zo designated, bub are made in
order to slmplifly the organization of the material.

The French Scacol.--The vounger composers of fthe French

+

school have led the world in compositions for the less "pop-
ular? solo instruments such as the saxophone, bassoon, oboe,
and viola. They have written great amounts of acceptable
concert music for these instruments, and the viola hag re-
celved no small sharve of this music. The typlecally French
urge for lmmovatlion and exotic effects is very evident in
manj of these viola compositions, which usually include the
uge of the mute, the use of the bow over the fingerboard,

use ol pontlcello, and the greatest possible range and

3h
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variety of dynamics. These varled reguirements make French
viola mugic valuable maberlal for the development of refine-
ment and delicacy of psorformance. Due to the large quantity
of' material and the limited space avallable, only three
representative works will be discussed.

The Sonate pour Plano et Alto of Charles Koechlin,

written in 1923, contains praciically every device known
to modern viola players,., It 1s definitely a virtuoso work,
and demands & player of great abillty and refinement.

The first movement makes use of "scordatura," the come
poser instructing: "Descendre DO & STPY., This tuning lowers
the C string one whole tone, thus creating a problem of trans-
posltion for the viollst, Therefore, the notes written,
ordinarily played in the first or second position, must be

firgered as 10 they were written one whiole tone higher, thus:

o Tees Lewr
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figure 15

Koechlin, Sonata, Pirst Movement, ieasurss 1-0,




36

in other words, the relablonship between each stopved note
and tie open atring varies by one whole tone.
The second movement, a scherzo in polyrhythm, poses

L

two maln problems, one of bowing, tue other of fingering

in several very nigh passages on the A siring. The bowlng
problem is one of arbticulation, arising from the many changes
Trom groups of three spiccato notes to groups of two. These
changes must be played with the utmost precisioﬁ, so as to
convey to the Iistener a clear impression of the difference

between the groups of Three and the rrouns of two,
[ -1 [} 1

o Kesro moLro ANIMATO, & AGITATO

Koeenlin, Sonata, Second lovement, Ileasure L2

in general the doublets should be played slightly more
"marcato" than the triplets. The fingering problem of
passages such as the one shown in Figure 17 is almost ex-

clusively one of intonation.
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& § {duremente) moing i %
Figure 17
Roecalin, Sonabta, Second Lovement, Measures [8-52
As the viollst usually has less mastery of the high nosi-
& 3

tlons than does the violinlst, passares of this sorbt should
be practiced very slowly, so that the nlaver will become
accugbomed to the high positiong, and will also hear the
tonal patterns and inharmonic changes. A possibie fingering
is gilven.

The third, or slow, movement requires great surety of
Intonaevion and lmpeccable control of the bow, as any weakw
nesses in eithoer of these Lwo factors will be very evident
in the long, sustained lines, most of which are played in
the higher positions of all the strings,

The last movement is marked by much unorthodox scale

and arvegpio work, and because of the fluidity of the tonal

patterns, a seb [ingering should be adopbed and gtrictly

adhiered to. In a pagsage such as:




Fizure 10

{oechlin, Sonata, Fourth Movement, Heasures 63-66

M

any mumber of fingerings could be used; consequently the
violist should seek the one most favorsble to his particu-
lar style and physique, and bring it completely within his
control by slow, concentrated practice.

This work, 2s do many of the French compositions, runs
the gamut of technical demands. It 1s an excellent study in
control and musiclanship, many aspects of which must he
ontltted here,

The Appassionabo pour Alto ef FPianeo of Armond Bournonw

ville contains a number of passages meriting discussion.

One such passage 1s that found in the "Andante espressivol
gection, in whilch the composer specifies the use of the
higher positions (IV, V, VI, VIL) of the C, G znd D strings.
Another 1s the rapld scale work and the high melodic secticns

in the first part ol the "Allegro vivo"; finally, the Presto

A AT o B cm o e oo




sectlon concluding the work, an excerpt of wihich is shown

in Figure 1G, 1s of some difficulty because of the sgpeed

and the unusual Tinger patberns,

r N X7 Cae i —
W AT W W N
et

———

L WG N BN A
i s M O O O O 2 M R0 R
| A, ASCTNRON _ i) ——

"

 —

Filgure 19

Bournonville, Appassionato, "Presto," Measures 1-8

Long study is neceagery bto bring about the complete co-
crdination of bow and fingers in a long passage such as
this cne.

The Tamous Conceripliece cof Georges knesco, the dig-

tlnguished violinist and pedagopue, was composed explicitly
to reveal the viocla's powers of expressicn and 1ts possi-
bilities of briliiancy. It is a brilliant, yet musically
satlisfying, work that is an Important addition to the viola
repertoire. It discredits once and for all the belierl thatl
he violae 1s incapable of virtucsic display, with many skilli-

fully written passages desligned to preserve the important
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characteristics of the vicla sound and sfyle in the midst
of considerasble technical display. Passases in chromatics
ascending to the seventh position, passages in double stops,
all written so as to provide maximum sonority, melodic pasg-
sages on all strings, and a brilliant finale ascending in
groups of triplets to the ninth position coupled with a
difficult bowlng vroblem of two slurred notes and one de-
tacied note, make this plece one of the true virtuoso pieces
of the repertoire, The player able to present 1t effectivew
Ly may be sald to nave completely mastered his instrument.
Indeed, the work 1s intended (for purposes of public ner-
formance} only for the virtuoso player,

The French school of writing, largely due te its em-

ployment of chromatics and impressicnistic patterns and

1=

effects, has pregsented a challenge to 21l viola nlavers,

for, to master most of the French music, a violilst must
have complete command of his instrument and at the same
time be an accomplished musician.

A French work in a considersbly more modern vein than

the previously mentioned comvositions is the Sonata for

Viola and Plano of Arthur lonegger. This iz a Fine work
[ »

but of the highest order, technically speaking.

The viola music of Paul Hindemith.--Ags one of the first

musiclans to campalgn actively on behal? of the viola, and
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as a composer of the first rank, Faul Hindemith's position
among viollsts 1ls unigue. IHe has been able to produce,
through hig ability both as vilolist and composer, & number
of works for the vio;a whilch reveal its great powers of
muslcal expression when given music that 1g written in
conslderation of Its peculiarities as & solo instrument.
Hindemith's music shows, primarily, great consideration
for the tonal possibilities of the vicla. Hvery plece 1s

g0 designed in its entirety so as to provide the maximm

e

and most characteristic sonority. Very lew passages requlpe
ing saubiilé bowing are found In his viola music., The stac-
cato passages are usually slow enough to permit the violist

to attack cleanly each note, thereby producing the best

sound, In general, many passages of long, sustained legato

Z style are found, both ideally suited to the gtyle

or detach
of the vicla,

The Konzertmusik is an excellent example of this type

of writing., The style ils very fluld, with many notes and
long phrases that must be made to "Tflow," so that in each
phrase the notes merge into one line. Passages such ag the
following (Figure 20) abound in this work (as they do in
most of Hindemith's music) and gain significance only waen

played in a pure, smooth, legato styie,
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Hindemith, Konzertmusik, Yourth Hovement
3 ] >
[leagtiTes 8l -85

-«

This pasgsage presents a typical Hindemith fingering problem;

the fingering given misht prove a good solution.

Hindemith elways arranges double and triple gtops in

sucthr a manner that, regardless of theinp complexity, they

present a good fundemental position Tor the 1

and.

Filoure 21

dindemith, Konzertmusik,
Fourth Movement, leasures T0-73

by £ V.

CHITT
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In Figure 21, this tralt is shown by the absence of any
simultaneous or successive action of the first or fourih
Fingers tnat might prove a great strain on the hend, Also
evident is the presence of an open string in many of the
chords, in this case the ¢ string. This use of open. strings
in chords is another characteristic of Hindemith!'s writing
The following excerpt (Figure 22) is an excellent example

of this freguently recurring procedure

S M anmss

il

Mpure 22

Hindemith, Konzertmusilk,
First Hovemsnt, Heasures 65-06

The two Sonatas for Viola Solo are marvelously wrought

works, conceived on the same high plane of the sonatas and
Bultes for violin and 'cello solo, respectively, of Rach.
They require the highest development of technique and musi

clanship, and because of these requirements are too seldom

heard in concert, They exploit the tonal gquaiities of the
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viola to the fullest extent and contein, in larger measure,

the Tlowing style and sonorous chords of the Konzertmusik.

They are more complimentary to the viola than posslbly any
other works written for 1t, and should be studied and played
by every serious violist,

Hindemith has written more viola music than eny other
composer. Conseguently, he will long be remembered as one

0]

of the foremost champions of the instrument, who played a
great part in bringing 1t to the position it occuples in
musle today. A 1ist of his works for viola lg as Tollows:

Sonats for Viola Sclo, Op. 11, Ho. 5

Sonabta for Viola Solo, Op. 25, Ho. 1

Sonate in F Major, for Viola and Plsno, Op. 11, Ho. L

Chamber Ifusic NOo. i (Vicla Concersto}, Op. 36, Ho, h

wm

Goncert Music for Sclo Viola and Large Chamber Crcheatrsa,

Op. Lo

Der Schwanendreher, Concerto

Folle Scngg for Vieola and Small Orchestra

funeral Music for Viela and String Urchestra

The Lnglish 3chool.--The Duglish, for nany years, have

been nobed for the number and guality of thelr viola players,
This abundance of good performers has given rise to perhaps

the only actual "achool" of viola playineg and viola migle,
] ]

Largely because of the ploneering of Tionel Tertis, many
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English composers have written numerous works of outstand-
ing merit for the viola, many of which are dedicated to
this master. An evaluation of a few representative works
of the Inglish school will be given.

The Soneta in F by Granville Bantock is a pleasing
work of moderate difficulty. The viola part is well written,
with the problems of size and articulation in mind, Even
the most "unviolistice" wovement of gll, the last one, a
scherzo-type finale in 6-8 time, 1s not out of the realm of
good vicla writing. The spiccato pagsages, of which 1t
mainly consista, are of such a nature (rather neavy and
rhyythmic), that they may be made to sound effectlively on
the € string as well as on the cther strings.

The Bonata for Viela snd Piano by Arncld Rax, dedicated

to Lionel Tertis, and one of the beiter-known English works,

presents more problems than does the Bantoclk work; however,

s

t 18 an extremely well written piece, very sonorous, and
of a very "solld" style, exactly suited to the viola. BRax
nag written most Fast-moving passeges in such a manner that
they meay be played with a debachb bowing or with a staccato
in the lower half of the bow. The oenly passage of nearp-

9

lmpossible execution on a large viols oceurs on page three

s

of the viola part (Flgure 23).




Pigure 23

Bax, Sonata, First Hovement,
Heesures 136-137 and  139-103

This vaseage might not prove overly difficult om s small

or medlum-sized viola, but on = large instrument it prac-
leally necessitates the use of a thumb—posiﬁion. 'The g™
is very high, and the occtaves in measures 1@2—1&3 ars noﬁ
to be recommended as = regular practice. Forsyth states,
"Any good violinigt is much more st his sagse between e
and b than the correspondingly geod Viola-plaver between
a' and errr,nl Meny composers would 8o well to heed this
advice when writing in the extremely high register of the

vicla. The wiola in this reglster can never be weonsidered

ltecil Forsyth, Orchestration, p. 364,
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"ag merely a Vielin tuned a fifth lower."?2

Another Lnglish work for the viola is the Scnata for

Viola and Pilancforte of Arthur Bliss. This sonata, dedi-

cated To Lionel Tertls, was brought te the public for the
first time by this virtuoso, and though extremely difficult,
can be considered playable on a medium=-gsized viola., In
general, 1t 1s well written, but the extremely high passages
in various ploces are questionable viola writing. The first
movement 1s a masterplece of lyric style, the type of music
most complimentary to the viola, The passaze beginning at
Number Seven (Figure 2li) is an excellent example of the
rather broad style of detacht to whlch the viola 1s so much
more suited than to the light, ethereal style often associ-

ated with the viclin.

Bliss, Sonata, irst Movement,
Veasures 59-61

The double~-stops and chords of this movement, although

never of an easy nature, are playable for a violist of above-

7y

“Tbid., p. 38l4.
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average abllity. Theyare calculated to be soncrous, and
no ilmpossible stretching or shifting combinations are re-
guired.

The very high parts of the first movement are usually
written in scale-wise manner, making for essier execution.
In the highest viola positions, lerge intervals require
either long fingers or, in the case of shorter fingers, a
type of shift between intervals taken in the same position,
8 practice to be avolded unless a speclal effect is desgired.
Small intervals and scale-wise writing in the seventh,
elghth, and ninth positions is deslrable, when at all poa-
sible.

The second movement, an "Andante," contalns many pas-
gsages written hipgh on the A string. In some instances,

"ogssia" an octave lower, no doubt for

Bliss suppllies an

the benefit of the player of a large vicla. In the instances

mentioned, the effect produced by the "ossia" is usually no

iess effeatlive than the passage played in its original octave,
The third movement, a "Furliant® in fast 6-16 time (¢R=léo),

is a movement written to prove the virtuosity of any player

of gufliclient fortitude to attempt 2 performance. In ad-

dition to the tempo, which reguires the utmost precigion in

o’

oth Tingering and bowing, the rapid scale passages in thirty-
second notes, and difficult double-stovs, the three and four-

note chords are ample cause for rejection of this wiece for
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conitert use by most all violists, including some virtuoso

players, Chords such as those shown in Pigure 25

Mgure 25

Bliss, Sonata, Thirg liovement,
Measures 230-231,

might possibly, if played roughly enough, be made to give
the ilmpression that threc or four actes are scunding simul-
tansously, The passage containing these chords is mariked
"sen@r@»ff e feroce," and if the violist ig willing to
forego any considerations of tone-quality or refinement,
he might succeed in reproducing the effect called Ffor in
the nusiec,

This somnata, in its entirety, is a work for the very
few virtuosos who posaess a technigue enabling them to take
in stride the numerous pasgsagegol great difficulty, and who

might also use a viola small enough to permit a secure per-
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formance of these ﬁassages. The work would prove very tax-
ing on an instrument the slze of a da Salo,

The crowning achievement of all British composers and,
for that matter, most modern composers of viola music is

the Ceoncerto for Viola and Crchestrs of William Walton.

This work is of a grand scale, full of eloquence and strength
of rhythu; 1t 1s perhaps better suited to the viola than any
otlher modern work, with exception of some of the worlks of
Hindemith, The viola part is strong in character, with
well-marked rhythms and sonorous double~stops, almost en-
tirely sixths,

[he themes of the concerto are sc much in the style
of the vicla that they are as lmportant to this diﬁcussibn
as many technical passages, The first movement hegins in

& beautiful, languld manner, the first theme being stated

by the vicla after a three measure introduction.{Figure 20,

. Au‘r 6Mﬂ|b¢¢“.”i'..' & _
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Welton, Concerto, First Novement, Measures 3-11




The viola introduces
of the placid neature

rhythmic; this theme

(I'lgure 28), a thene
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the second theme (Figure 27}, stilz
of the first, but siightly more

soen leads into the third theme

of virile and clean-cut quality, which,

after being treated sequentially, ends the exposition,

.gé\ e SN | S W _ff'
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Figure 27

Walton, Concerto, First Movement, Meagures 33-37.
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fgure 28

Wialton, Concerto, FMirst iovement, Measures 6017
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A wonderful example of wrlting for the viole 1s found at

Number Seven (Figure 29).

o @ M MARTELLATS N SN

Pigure 29

Walton, Concerto, first lovement, leasures 57-62

This i1s a development of the first theme, snd the solidity
and drive found here are admirsbly fitted te the qualities
of the lower viola strings.

Some four-note chords are found in this movement, but,
in contrast to those of the Bliss sonata, they are in a
slower tempo and can be made to scund in a reasonable man-
ner. The movement ends with a recapitulation of the first

and second themes iIn the dreamy mood of the exposition.
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The second movement, marked "Vivo e molto preciso,"”
is one of great force and drive. The first theme, intro-

duced by the viole, gives an idea of the nature of the

entire movement (Figure 30),

HH

Pigure 30

Walton, Concerto, Second Movement, Messures 2-10

The motive found at Number Twenty-Four (Figure 31) is an
excellent example of the sonority possible on the two lower

strings.

Pigure 31

Walton, Concerto, Second flovement, Measures 91-98

The third movement, written in s quasi-fugal styls,

is of a no less complimentary nature to the viola than are
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the first two movements, It ig, perhaps, the most diffi-
cult movement of all, bul nevertheless iz well written,
with the aspects of viola toﬂé, style, and size always
considered. One of the numerous passares in sixths found

in this work occurs near Number Forty (Figure 32),

1Er

Welten, Gemeerto, Third Movement, Measures L1-43,

Passages such as this yvield = most beautiful tone quality.,
The concerto ends with a resgtatement of the principle thems
of the lirst movement (by the viola) over an orcheatral
ostlnato derlved from the principald theme of the last move-
ment, which gradually sinks into a section of vague; dreamy
double-stops. The last chord contains both ¢ and C#, a
sort of unresolved cadence characterizing, in a more intense
form, the cross relation existing between the ma jor and
minor keys in the principal theme of the first movement.
Lvery measure of this concerto could be presented as
an example of effective writing Ffor the viola. Anyone in=-

terested in playing the viola, or in composing music for it,




should examlne the score closely. Every spiccato nassage
is written so as to sound with sharp clarity, The use of
double-stops 1s always eflfective and never of a taxing
nature Lor the lelft hand, The ccncerto can be played se-
curely on a large vliola, although one passage ascends to
high A. In addition bo the well-planned, considerabe de-
mands made upon the viola player, the music is of the
highest quallity to be found in the modern period.

Other English works for the viola include the Suite

for Vicla and Piano by Ralph Vaughan Willlams, the Concerto

i

n & Hinor by Cecil Forsyth, two sonatasg by Bowen, a Pan-

o+
o

basle by 3. J. Dale, and a Pantasie by Bax.

Ameprlican vlola music.--American composers have notb

been so prolific in writing viola music as have French and
IEnglish compeosers. Hindemlth may be considered an American
composer as can Urnest Bloch, although nelther were born in

amerlica. Bloch has written a Suife for Viola and Piano, to

be discussed labter. Nicolail Berezowsky has written a Duc

for Clarinet and Viola, which is interesting music of

moderate difficulty. GQuinecy Forter has written a Viola
Concerto of considerable difficulty which has received a
few performances,

An effective work for viola and piano is the Solilogquy

and Dance by Roy Harrls., Harris mekes freguent use of open
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strings, this use veing undoubtedly a reflection of his
love of'cpen harmonies; however, it adds no small amount
of volume to nassages in which open strings are used. The
dance 1s a fast, rhythmic one in 6-8 time, with a
rhythmlc base, The middle section is lyric and of a much
smoother nature than the first section. ALl double-stops
are very effectively written, and the high notes are play-
able on any viola.

Thie most outstanding American work (American for purs

poses of classification) 1s the Suite for Viola and Fiano

of IZrnest Bloch., The technical censiderations, as compared
vo most of the works discussed, are few, The main nroblem
1s that of double~-stops, and even these are nokb excegsively
aifficult, Bloch used the higher positions very sparingly
and gives the player numerous rests. Conseqguently, this
worlk 1s an excellent one for the player of a large viola.,
In pgen ral,‘the work 1s not an easy one, bub because of the
abundan®t material in the lower positions and the lack of
tecinlcal passages for purposes of display, it carmot be
clagsifled as one demanding the technique of a virtucsc.

It is written in the rassionate, rhapscdlic style so charac-
Teristic of Bloch's music, and.is an excellent work Lor any
violist, average or virtucso.

Mlscellaneous.--Because of the lack ol any appreciable
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amcunt of vicla muslic untll recent years and, because modern
muglc cannot constitute the entire program of every concert
or recltal, violistas have had %to transeribe much of the
migic written for other instruments.

Two very impertant transcriptions (if they may be so

called) are the Sonatas for (Clsrinet or Vicla, in F Kinor
and Eb Major, by Johammes Brahms. Although Bralmms speci-
fled thalt these sonatas were meant for c¢larinet or viola,
ne lelft no viola parts., Consequently, varlious violists have
made thelr own arrengements, as some of the passages as
written for the ciasrinet are not suited tTo the viola. The
sonatas are not very "violistic" and are much more playable
onn the clarinet. [However, certain passages may be altered
{guch as lowering a paésage an octave) so as to make them
adaptable as viola music., Regardless of opinions as to
their wdrth as viola musilc, the sonatas, because of their
musical value and infrequent performance on either clarineth
or viola, should be included in the viocla repertolre.

The other works of equal importance, as transcripiions,

)

to the Brahms scnatas, are the 3ix Sultes for Violoncello

Selo of Bach, These sultes, transposed an octave higher
for the viola, are nct guite so effective on the viola as
they are on the 'ecello, but are, nevertheless, excellent

concert pileces for the violist. I played on a very large




viola, they produce resultes almost as sonorous as those
produced by & 'cello; also, they are confined usually to
the Tourth or Iifth position on the viocls and thersefore
make excellent material for the large viola. They are of
such a grand musical conception, that no violist should
miss the opportunity of playing them.

Other long transcriptions of value are The Sonata Ffor

Arpegocione of Schubert, the Sonstas for Viola as Gamba of

Bach, the Concerto for Cboe of Ariosti, the Sonatas for

Viola da Gamba of Harcello, and the E Hinor 'Cello Sonata
of Brahms,

dlany transeriptlons of short pleces have been made by
Temous virtucsos such as [lonel Tertis, William Primrose,
Lrmanuel Vardil, Lllton Katims, and others. Pavorites of
all transcribers are the alrs and adagios Trom the orehos-
tral and organ works of Bach; also popular are aumerous
nocturnes and othwer slow pleces of Chopin. Primrose has
made an effective transcription for viola and pisno of the

Twenty-Fourth Caprice of Paganini., Katims has transcribed

the S5ixth Sonata for Vicloncello of Boccherini, 'This is a

very effective plece, These transcriptions are only a small
part of the large number now published.
The viola has bheen given extrsordinary prominence in

modern gtring quartet writing., Composers, seelng the




posslvlillities revealed by numercus virtuosos, have nob

negitated to write viola parts of great difficulty.

Readers are referred bto the scores of gquartets by Hinde-

mith, Prokofleff, Havel, and Bartok for numerocus examples

of these technically advanced viola parts. Bartok, in

prarticular, has written extremely difficult parts for the

viola [as well as for the other instruments of the guartet).
The most comprehensive oprganized accumulation of

studles in leff-hand technique to date ig Modern Vicla

Techinlgue by Rebert Dolejsi. This work includes instruc-
tion for the use of the bow in the Pranco-Belgian manner.
and exhausbtlve exerclses, covering every possible phése of
left-hand manipulation. It also includes a list of impor-
tant studies and concert music, with the names of The pub-

lishers,




CHAPTER IV
CONCLUSIOQNZ

In conelusion it must be said that the information
in the preceding pages 1s by no means complete, Likewise,
the mugle discussed, both original and transcribed, com-
prises only a small part of the very large viola repertoire,
However, all the works discussed are important ones and, in
the limited space allowsed, were analysed for thelr inclusion
of the important lactors in the development of viola teche
nigue.

The discusslon has shown that, of all beehnlcal prob-
lemg concerning the development of viols olaying, the
problem of the left-hand is the greatest. The technique
of the bow has proved no great handicap o development,
being greatiy similar physiologically to that of the vielin,
but thae technlque of the lelt hand has invariably zoverned
the retardation or progression of the use of the viola,

The followlng remarks of Robert Dolejai adequately
degeribe viola playing as governsd by the principles shown
in the foregolng pages:

We can best begin to describe the true art of

viola=-pliaying by emphasizing the fact that it is a
vastly different art from violin-playing. There is -

&0
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a difference in left-hand finger pressure, which must

be more filrm in viola performance, owning to the longer
and thicker strings; passagzes must be played distinetly
and fluently rather than lightly and rapidiy., The
manner of bowing, on which the characterilistic viocla

tone depends, is decidedly individual, both as to

actual pressure and as to the method of righi-hand
manipulation., In general, the bow wmust be drawn nearer
the bridge; the player should seck to sound the depths
of his ingtrument rather than to float cover the surface,
playing quasi~flautato effects, which constantly reflect
the sopranc-like quallty of the violin. This last is
egpecially abjectionable and nct at all in keeping with
the rich, mellow tone thal is ildeally characteristic

of the viola.l

The factor of viola tone is governed fto a very great
extent by the size of the instrument; a large instrument 1s
much.to be preferred to a small one, in respect to tone
guality and volume., The problems of the leflt hand varj in
magnitude directly as the size of the viola. Therefore, 1t
is hoped that, in encouraging a wore widespread use of large
viclas, composers Will conglder the tiring effects of musilc
written Tor such instruments as 1if they were blg violins,
and write accordingly. In this menner, more music revealing
the Inherent tone guality and volume of a large ilnstrument,

and ot the same time providing encugh technical materlial to

©

enliven the music, cen be writiten.

Lnobert Dolejsi, lodern Viola Technigue, p. 1.
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