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PREFACE

By means of this text-book the earnest student, who already has a thorough knowledge of
harmony, may obtain an introduction to the orchestral instruments and their use singly or in combination,
which by study and practise he can develop’ until he has every detail at his finger-ends After the
lesson unfortunately all too often much slips the student’s memory which the teacher believes he has
thoroughly explained, and not the best memory nor the keenest zeal for learning protects the pupil
from this That which is essential in the matter taught is quite differently impressed upon the memory
when definite models are there in black and white before the eye, as in this book

As no stringed, wood, or brass instrument is in tone and character precisely the same from the
lowest to the highest note of its compass, the quality of tone of the various registers of each instrument
and their possibilities are here duly set forth Naturally what pertains chiefly to an exact study is
avoided- this can only be gained from special books; and as words can give but a very limited idea
of the sound of each instrument, the student is earnestly recommended to obtain for himself practical
knowledge In order to accustom the ear to the various registers, it were well to allow them to
be played before him by efficient instrumentalists This is more effectual than much verbal explanation!

For purposes of study, compositions for pianoforte by both past and present composers may
be arranged for instruments, solo or in combination; but this must not be taken to imply that the pupil
may not himself compose for the various groups of instruments In the former case he is more tied
down to reproduce the original melody, harmony and accompaniment than in the latter, where he may
allow himself any liberties Nor should the arranging of the works of others be undervalued It is
certain from experience that such arranging leads to greater familiarity with the instruments In this
way many have learnt to write both effectively and practically for orchestra Perseverance, diligence,
accurate testing and noticing effects assuredly lead to the goal — i e. to the desired ease and
freedom in handling the instruments.

Since information, as precise as possible compatible with limits of space, will be given in the
due course of the book as to the tone-colour of the various instruments alone and in combination, and
explained by means of numerous examples from the scores of the greatest masters from Gluck to the
present time; it is unnecessary {o say more here These examples, however, should be thoroughly
explained during the lesson, both as to the part each instrument plays in the whole scheme and the-
character of its tone

The best opinion of their actual effect can be derived of course from hearing occasional perform-
ances of the examples Differences of opinion which may arise when any of the examples are heard,
are not to be disregarded

Stringed-instrument players do not all possess equally good instruments, and so one will produce
a better tone than the other Still more striking, however, is the difference in the wood and brass
instruments On hearing a flute, oboe, clarinet, bassoon, horn, trumpet, cornet or trombone one cannot
say ‘that is not the right tone-character of the instrument’; but one can note if the tone is hard, raw,
rough, bright, sharp, noble, mild or veiled These irregularities of tone arise usually from faulty
embouchement. As one finds among singers a variety of manners of attacking a tone and of its
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colour, so is it also with wood and brass players Frequently, too, a natural tone-effect is not
produced because of faulty intonation, as in the case of horns and trumpets — which would not
occur so often were players to study their convenience less (See “Horns” pt. IV: Trumpets, pt. VI)

Sometimes a pupil is recommended to arrange again for orchestra the pianoforte transcription
of a piece originally written for the orchestra But the profit to the derived from this proceding,
which really is obvious, is not always recognised

I recommend this study with those given in the book, but in this way. (by which much time
is saved), that the pupil take both score and pianoforte transcription in his hand and compare them.
He will thus learn how an orchestral piece may be transcribed for the pianoforte or vice versa In
addition to studying the analyses and exercises given here, the pianoforte-playing student is recommended
to devote himself to playing from score, for thus a rational study of scores comes of itself

Without a thorough knowledge of the instruments and of their united effects it is impossible
to arrive at any real practical skill in instrumentation To some no double this will seem a circuitous
route; yet with honest diligence much can be achieved thus in a short time. Only by working on a
solid basis can the most earnest endeavours in art reach the goal '

Often sad enough are the attempts of struggling composers, who have not a precise knowledge
of the elementary laws as to the handling and combination of instruments Even more often we meet
with a composer, whose sense of tone is imperfect; this though capable of being trained aright can
hardly by made perfect. Instrumentation must be understood by every musician, especially if a conductor,
in order that he may tide over difficulties in practice The author permits himself to hope that his
book will be useful in giving a bird’s-eye view of instrumentation. May it meet with consideration

and esteem!

R. H.
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PART L

The Violin.
(Italian, Violino, French, Violon).

The violin is one of the most serviceable and grateful of all orchestral instruments in virtue of its tone,
extensive compass, variety of tone-colour, and diverse uses either alone or in ensemble. The four strings,
stretched over the body of the violin, are tuned in fifths, the deepest to the note @, the unext to D, the third to
A and the fourth to E. Thus

4':trin
In order to produce other than the open notes, the fingers of the left hand are used. By pressing firmly
with the fingers the following and many other diatonic and chromatic successions of notes can be played.

4hstring.  8*dstring.  2ndstring. 4% string.

U
123
Finger: 01 2 34 0123 4 0

These five diatonic steps, between which lie the chromatic intervals, are of course not sufficient for the
smooth rendering of all possible passages; and it should be noted that the compass of each string is very exten-

sive. Thus .
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G string.

In order to play these scales on one string the violinist must use the various positions, of which there
are normally seven to each string, though for the highest notes eleven are required. These will be found in the
table below. By moving the first finger a certain distance up or down the string these positions are arrived
at, the position thus being determined by the note pressed down by this finger. The tones in the 9t—11th
positt;ons on the G, D and A4 strings, (marked “more difficult” in the above example) are not especially striking
in effect.

0 otk oot adthe 2 2 S8 g

0 0
1 " Il 1 ol
1 n M 1 \}“%’ $
S LD
T [eproe*
™position0. L. 4 | 2|3 | & | 12|38 |4 |1 [2[3 |4, 1.1.2.].3.
2 position. 1. 2.|. 8 | 4 |2} 2./ 8 |4 |1 [2].3. £11.1.2.13 |4,
3dposition. 1.{.2..3 | 4| 1 [ 2 |3 |4 |1 ]2 ]384 [1]2]3]4.
4hposition. 1. [ 2,08 [ &4 Lt L2 13[4 f1 2|3 ]|4][1 ]2 315
5Mposition. 4. {.2.[.3 | 4 |1 |2 |3 [4 |2 ]38 [ |1 ]2 ]|38]4
6 position. .. 2. ) 3 L4 11 L2 L8 fats 2|34 1 |2]3]|s
Thposition..t. L 2. 1.8 14l L2l s la (1 12 ]34 )1 )23
8thposition. 1. ].2.].3.| 4.
9th position. 1. .2 |.8.| 4.
10t position. 1. [.2.].3.] 4.
Mth position.t.12.13 14,

Thus the compass of the violin extends through three octaves and a sixth, with all chromatic intervals.
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For orchestral purposes the compass should not exceed . Although in many recent com-

positions higher notes are written for the violins, yet these should be used with great caution since their exe-
cution endangers the intonation. Every violinist in a passably good orchestra should be able without very
great difficulty (?) to command the whole of the above compass in any passage he may be called upon to play.
All scales as well as some broken chords of three and even four notes are playable upon the violin, in
major or minor, in many ways and rhythms, either disconnected or bound together. Those pupils who are not
violinists are recommended to read some recognised violin-school. The chromatic scales offer more difficulties
than the diatonic in rapid passages, and are in fact more rarely used, since because of these difficulties their
effect is poor. '
All notes playable upon the violin can be played with every variety of tone from ppp to fff, crescendo
and diminuendo, either while sustained or in course of a brilliant passage. Thus
Playable either legato or staceato, and with every sort of bowing.

©
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The Tone-colour of the' four strings.

Each string of the violin is distinguished by a particular tone-colour. Thus the tones of the G-string,
especially in a forte passage, are powerful and rich; those of the D-string tender and elegiac; of the A-string
sweet, and of the E-string brilliant.

In the second half of the octave above C in alt the tone of the E-string, though rather thinner, still
retains its sharp brilliancy.

But the tone of the G and D strings loses some of its characteristic colour directly the writing exceeds
the octave or ninth, and the performance of wider intervals on these strings, involves, as has been said, some
difficulties. On the A-string it were well never to write above the tenth, but, on the other hand, far higher
notes are easily available. The above-mentioned characteristic tone-colours are, themn, only noticeable in any
appreciable degree when a melody is played upon one and the same string, as a glance at the following
examples will show. When a cantabile passage is intended to be played upon one string, the words 4t 3t
or 2 string, or sul G, D or A, are written, and dots placed over the notes so long as the melody shall be
played upon that one string.

J. Raff. Cavatina, op. 85, No.3
ioli rd . y 0P. 09, . 3.
Beethoven. Violin Concerto, 3" movement. Larghetto quasi Andantino.

SwlGo - s oo -y ALodac - R S P

Violino -:lll 1 [ - -——— v
Solo. X% -":=§}==w‘.-ﬂ==ir Yol Y G it e i = 1T
Y <
r P
M. Bruch. Violin Concerto, op. 26, 224 movement.
Adagic .,
3.Corda- o - - - - - - - - - - e e e e e e e e e e e e e e e e e ;o - 4.Corda- - - —~ - -

Violino
Solo. -
Pespress. = = J,.\_/
L. Spohr. Violin Concerto, No. 7. 224 movement.
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Violino
Solo.

Y P

Allegro molto. !‘ . —~ o~ B e~ # ~
Violi N ¥ £ I i T %‘F l?.f I ]F]'I!? f I .'.'.f T f‘# 1] See also Violin Solo.
Slzl:)m F—— i' i i - — ‘} e . ; : i A  — L ﬁ Part III, Full-score
) P Examples.

In rapid passages, diatonic or chromatic, or in successions of chords where more than one string is called
into play, these characteristics disappear.

D.g F.1



0f Ornaments.

Ornaments of all kinds can be played on any note except, of course, the lowest G E and in the

z
intervals of the octave about C #n altissimo. Shakes, grace notes and mordents even in the octave above

%

G i alt E though executed by many players, are often very difficult, and fact which is the more

noticeable on account of the impure intonation. Therefore it is advisable to omit such ornaments altogether,
more especially if they should be played simultaneously by several instrumentalists.

The following examples are all difficult when directly attacked, yet in mf or ff passages when played by
a mass of instruments their effect may be fairly good since the impure intonation would not be so noticeable,
and if other instruments are playing the same ornaments in a lower octave the effect would be still better.

Of wide Intervals.

Wide leaps from deep to high intervals or the reverse which necessitate the use of extreme positions are
very difficult to play in a very rapid fempo (see examples below), and even in slow fempo only at some loss of

pure intonation.

Allegro. (dificult) Allegro. (difficult) .
o E. . E!‘f‘ _;? Mode'rato. (easier) . b; 35 e, :
I FE —Ef! e 0 ‘ =F 2 = . - T i i
oo a4 Erobp i o
- 1T [ — :'lﬂv/l"{ :ﬁ t e T H 1
e == 5 W e e ST

Diatonic passages and chords offer fewer difficulties in rapid fempo in both the deeper and the higher
positions. Leaps of an octave or more in rapid fempo are easily playable when the notes occur on two adjoining
strings, and especially when the lower note is produced by an open string: thus —
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These example are more difficult thus or reversed.
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Double stopping.
Double notes can be produced from the violin by a player, and are much used in solos and in the
accompaniment of melodic phrases. The following table shows those that are easy and those that are difficult
to play.

, G and D string. D and 4 string. 0 4 and K string.

#
["more difficult |
. __ D and 4 string. mmore difficald 4 and E string. ; 1
GudDsring  iaen Do Asene | AT sleieptefif
] i#j' i = # *b_ : it J - i}_' "t""ﬁ T T T T T l
EEEEEEEEEE I
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) @ and D string.

D and 4 string.

A and E string.

! )

[more difficult |

D and 4 string.
f

PR } 4 Il Il
1 N I 1

G and D string.

string.
1

TR S

—ggﬁqgtjbh#

4 and K string.
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D and A string.
more difficult
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A and E string.
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An orchestral violinist can play any of the above chords in moderate fempo even when they follow
rapidly upon each other; but they can be grouped in so many various ways that it is quite impossible to give
more than a small number of examples here. The following show at a glance the variety of use to which chords

4]

can be put. All are playable either legato or staccato.

And these with the use of £

several strings.

Similar chords can
be played on the D
and 4, a 4 and ¥
strings.
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Though many rapidly following chords are impracticable for any orchestral violinist, yet, when writing
for stringed-orchestra, the composer is not bound so strictly by the necessity of being practical, since each violin-
part is at least doubled. Thus, then, when chords are written, the violinists divide, and the difficulties are over-
come. In such cases the word divist (written shortly div.) should be placed over the passage thus:

aiv.

Though double shakes in thirds and octaves can be played by one violinist, yet these should only be used in solos.

A g'(lly g/ﬁ

When they occur in orchestral music the players divide, as the following %
example shows. #\/ P

Of triple stopping.

A chord of three notes can be played in one stroke and in all degrees of tome. In f or ff passages they
are of particularly good effect. It will be noticed that when a chord of three mnotes is played (in adagio for
instance) two only of the notes can be sustained, since the rounded top of the bridge over which the strings are
stretched prevents the hair of the bow from touching more than two adjoining strings. Thus chords written in this

manner f~—e——>— sound as if written thus: gw:sr—ﬂ—'s The omission of an interval from chords following

vz v
o =
T T
each other rapidly, that is, which are not sustained, is hardly noticeable.

Moderato.
For example: ? . The annexed table shows the easy and difficult three-note chords.
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These three-note chords ¢n arpeggio are playable in various ways, thus:

staccato
3  — e B T
P | s o a | 1T | ™ | P ‘ 1t 1 1
1] H A4 \' 1l | .4 ‘ ﬂ B | D I | . | | 1 —

R A R N S ZAANG B AANC I WA JAC I VA E B

The following successions of broken chords are not only practicable but of good effect, and can be played
with every, variety of bowing.

o~ NS

4 === Py | e B P T e
S T T T e R e T e T e e e ]
R T i R T T e e B sr S S rdﬂ'_'" o fodwo o

FEFITIT T v #3 ¥ ¥ @ 9 F #;9 F peea= === v v v

' ‘ * : : 3 & ? 3 53

L i o A 3.8 S nd A N -

= e e s e i ey
%l;_—']_—dd— HW_"%___' — PIRY —] I— — ]\'_ [— :ﬁ-r - /‘_‘ 7 \Z .Jl

CREENCE--Ht . ¥/ \3 3 33/ \& 3 = 77 N N

K v
T e ﬁ
r () o—! I 14
W hd |
o

3 3 P ﬁ %‘
(‘ é ]I, | M % = Il=r \ 18 | . 1 ITJT T 1 Iél T
8,’ —— e /L‘\i H'yuﬁ = o T e = e s
3/ \33/ \F 7 Chad * Y S A W W L
These triads can be played 2. 3 3. 2
— e~ S SrEEes with a great variety of bo- %r@ T tee T
ANV R S S AT A " p P B A | ino* . ANV - -
T e e =1 eS¢ - wing*). Thus: o e B B A i
SANCE VAT AN ¥ @7 U
legato spicato ¢ spicato
N ——
oo | - | B B e . e . v ] i i
ANI"4 T P . | B ) P T~ A\ oo o o I : o o Il }
¢ = > o 1w v 1* o —e g1 v N e
VANEEANCEVANCD YA A et i VA Y e

Of quadruple stopping.

What has been said of triple stopping applies with equal force to quadruple stopping, and chords of four
notes suffer in a precisely similar manner in that but two of the notes can be sustained.

! |
Thus, g—,: sounds %ﬁ and intervals omitted when these ehords follow each other in rapid succession
< ,
v

*) See p. 11 and 12, D.g F.1
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are not noticed. $ The following table shows the four-note chords which are playable.
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o —7 NB. + These chords are more
o : —l difficult to play.
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All of these chords can be rendered in arpeggio and in broken chords as a glance at the table below
will show. But successions of such chords should be used sparingly in orchestral music, and reserved rather

for a solo.
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The following chords, too, can be played in the same way.
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Of the Tremolo vibrato.

The tremolo vibrato, which is produced by rapid changes of bowing on one or more notes, can be used in
slow, sustained or quick Zempd, and with all shades of tone, the actual notes played being semi-quavers, demi-
semi-quavers or even smaller divisions. But the bowing must be so rapid that only a vibration or a quiver is
heard. The effect of the tremolo is lost if semi-quavers are played in slow Zempo; and so in adagio or andanie
movements demi-semi-quavers or more are written. It is advisable, moreover, to write the word tremolo over the
passage to be played thus.

When a long succession of notes is to be played progressively in rapid tempo, thus

All;gro. o
Allegro. Allegro. ” = == L d
i)
divisi i—

Allegro. J A ' o
%%% — 4 ;tg this notation must not be regarded as indicating a tremolo.
(6= 5 5 o ol Plhap o By the rapid repetition of the notes greater power agd
JY wF % #F VRt |7 fulness is here gained, and the passage itself gains in
?{i‘_%g % - = P “strength, haste and restlessness”.
= S g 23 See Ex. in Score, pt. I, p. 53, pt. IIL, pp. 41, 45,

! ?‘ pt. V, pp. 18, 33, 41

But in slow tempo in music of a more peaceful character

\ Andante sostenuto Andante con moto. the effect of the real tremolo either in
one or more parts is soothing and ele-
: : F vating. '
See Examples in score-pages Pt. I, p. 44, 45, 56, 83. Pt. III, p. 23. Pt. V, p. 52. Pt. VI, p. 73. Pt. VII, p. 9, 13, 82.
The tremolo is sometimes used to give the melody or harmony more fulness. It may occur in octaves
(divisi) and in chords of two, three or four notes, and is easily playable when there are a number of players.
The following example shows the different methods of notation.

Moderato.

1. Andante.
L} :ﬁ## P.F_ 3. Andante. * j
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2. Largo,
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Bet th ts Dl " Here the tremolo is somewhat hidden.
oth evween be parts piay ed dremolo Viol 1. & — A solo part may occur, above, under or
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1st Violins.

9
Of the Tremolo legato.

The tremolo legato or “undulating” tremolo is produced by the legato repetition, rapid as a shake, of a
21, 31, 4™ 5™ or other interval. This is entirely different from the preceding method, and in character is tran-
quillizing, rustling, flowing. It can be used for the violin in either slow or rapid movements in the orchestra,
but a good effect can only be produced by several players, whose number depends upon the notation — if many
notes of a chord are to be played, many players will be required. It should be noted that a composer must only
write such intervals as could be played legato by one player on one string; and that the player should never be
required to call in a second string to his aid, this causing the entire effect to be lost. Nevertheless examples of
it are sufficiently common in the present day.

o | | passablely bad 1
rpassable”f bad } passable bad a,
T~ 7 S 7 7 . "/ | S S O .51 | o A | = 15
N A 7= | 7~ S 7 S . 1.7 B B 1“1 |
[3) 7 j;‘ #jdydjajéjéjéj @ g ~

The following examples show the arrangement of the fremolo legato for small and large numbers of players
and the use of this #remolo with the tremolo vibrato,

1. Andante.
P
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Violino II.

2nd Violins.
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The followmg notation is frequently found, when the real value of the notes is to be accurately given.

A. mf 5. 6 5—57 8. /—\9 ﬁlﬂm

1) Moderato 2a) b) 33),A b) — o - y%’ i
1 DN —~ N AN A Y PN Y 2= " " PP PP 0
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g 3 3 3 BZ =~ B o | | P | e M b 7 e s
J 0 0.0 00 05 G 1G5 W SNG 2T 9.
TR T 3 = — g;gé Kalalgtafalg
~—~—— ) J 2 &

In slow fempo these examples cannot be described as tremolo.
See Ex. in score Pt. I p. 46, 82. Pt. III p. 42. Pt. V p. 49. Pt. VII p. 8.

D.y F.1
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Sul Ponticello,

Sul ponticello is a kind of ¢remolo played close to the bridge. The effect is entirely different from either
of the preceding tremolos, since the character of the tone produced is rustling or whistling. The effect can be
utilized in one or more parts simultaneously like, in fact, the Zremolo vibrato, and when well played by several
players it is very. characteristic. The tones of the G and D strings are best suited to the effect provided they
are not used in too high positions; and the words sul ponticello are written over the passage to be so played.

Pizzicato.

Pixxicato (shortened, pizx.) the antithesis to arco (‘with the bow’), is an effect produced by plucking the
strings with the finger. It can be used in either slow or quick fempé, and in all possible grades of tone; and
the player can pass at once without any rest from arco to pézzicato, and the reverse. It can be played by one
or more instruments in unison or in harmony, for the melody, for decorative purposes, or in accompaniment.

Below are a few examples.

arco

Andantino. . Allegretto . pizz.

Moderato.
4

arco & o
.I-I--.-' oo @ | | @ | @1 7 o ¢ T -ll-------J-." y N 1)1
1§17 ™1 o T 1 g1 T 1T1T ¥ o & | -.'-I {' . by | | ] g/ gl

pize.

Andante or Moderato.

Andante or Moderado. pinz.
3 arco
S ew e
. . . B | AR € ) < 7 & —
. . Viol. Idiv. Viol.IsIL =
Viol. T div. p 4
or e e, e or by Pk |
s 14 = J= =1 pizz.
Violino I & 1. - m ) T P—— ,
s . 1 . i p— @ B -
pinz - Ylollno 1I. Viola. \1\3; .1 = -.]L .u- L v - H‘tj.j.j.‘{. _d.i
. ; - pivz. Ao
pizz.
Moderato. Allegretto . . .
s B ! Fro— e The examples of triple and quadruple stopping given
S 4.4 4 . .
LSS AT ST Iero oo AS TS above can all be played pixzicato, p, mp, f, or ff, and when

properly used are of good effect.

Short appogiatur as %

[
are difficult to play neatly.

For examples see Examples in score, Pt. I p. 47, 56, 59, 95 and pt. III p. 9, 22, 23, 34, 35, 45. Pt. V
p. 10, 30, 32, 34, 35, 38, 39, 45—47, 51. Pt. VII Examples in score.
In solos (or, for example, in De Beriot’s first concerto), péxaicato is played by the left hand also.

Con Sordino. (With the mute.)

The mute (Italian, Sordino), which is placed upon the bridge, weakens the natural tone-colour and produces
a soft, veiled, rather nasal, melancholy or mysterious effect. When a composer requires a player to use the
mute, he must write the words con sordino over the passage, at the close of which the words senxza sordino
must be placed; apd a short rest should always be given to the player before placing the mute in or removing
it from position. The mute can be used in #remolo and pizzicato passages.

See Examples in score. Pt. I p. 44, 47. Pt. IIT p. 42. Pt. V p. 48.

D.s F. 1



Of the bowing of Stringed-instruments,

For the purposes of phrasing, the violinist makes use of various styles of bowing, which should be clearly
defined by a composer that the player fall into no error. Many passages and long sustained notes or chords,
which should be played legato, are very difficult sometimes to render in one bow, but a good player will change
the bowing without in the least disturbing the evenness of the legato. The point and middle of the bow are
better adapted for the performance of either slow or more rapid piano passages than for those marked f or f,
the middle being particularly useful in lively and playful movements, and in #remolo. The lower part_of the
bow near to the nut is employed in pesante, marcato and forte passages. It must be understood, however, that in
exceptional cases these may be reversed.

The down-bow is marked thus ™, and the up-bow thus V over the notes. The following examples
show the various bowings for particular phrasing. When a long bow is required, short strokes should
be placed over the notes. (. . Moderato. Allegretto. Allegro moderato._

v,

R g8 77 1 1
eSS <7+ 11
N1V A

In this way the notes are made more distinct from each other by the change of bowing. In the next example in which a slur

is placed over the strokes.a broad, rather slow staccato is shown, the notes of the successive intervals being not so widely
Andantino.

disconnected. —§ —

o —— e e
Allegro.

Short staccaio notes have a dot above them, thus. m

T 1

Short, firm bowing (marcato) is marked thus > or + over the notes; but when a particularly broad, powerful
tone is required the sign A is placed over the notes, thus:

Marciale. ,
AA AAAA

AN 1
Of the springing bow.

Light, airy passages of short notes are sometimes played with a sprmgmg bow, the notes having a dot
over them and the word spicato or saltato should be written — Thus.

Allegro. Moderato. )
ﬁspic 0! "'.ﬁ' Eﬁa m SR - w— Bplc AT ‘g;J 1"1'1‘ rn.\l 'lé" 17
TPt 11.1 . 1 n\_v Ph e ;j'%;‘d(}}}
0] -— o T

Both methods of bowing can be combined with slurs, and two or more notes played with a springing bow.

Allegro. Moderato. Schubert. C-dur Symphony.
NV TN, n ey e
Thus: g e et z
ANV 1] ] 111 T \Vx ) el 1 & > oo
Y spic. v L spr. spic. (2 2 \_/“' e <+

The difference between spicato and saltato consists chiefly in the fact that the former can only be used
in a rapid tempo since the hair of the bow hardly quits the strings, where as saltato passages are sometimes
found in slower femps.

The staccato.

‘When one or more notes or successions of notes are to be played in one bow this is called sfaccato, and
it can be played in three different ways: 1) with a light short jerk denoted by dots and a slur over the notes:
2) with a firm and more marked jerk, denoted with a pointed dash and a slur over the notes; thus (7.
3) with a heavy, slow stroke, thus ————.

D.x F1
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'Tl.le first gives the impression of lightness, the second is more decided and firmer, and the third more
tranquil in character. Each can be played with an up or a down bow, but staccato with a down bow in rapid
tempo is somewhat difficult and sounds rather heavy and dull. ‘

A Moderato. 2

In f and ff passages only 2, 3 or 4 notes should be repeated, thus: T or
. Moderato ,ﬁ\ _— :

p10gressmg ;-;_.__:_- Tn longer successions of notes the purpose of the staccato?
‘l‘_‘---l---- I -

“hed PY = - “l- LYY Li

I - BT Y Y ki B

L] 1 74 fl'-"ll'-----"( L‘--‘-I.I-—-—
\-\?:-“W MI" Vg g m--—-’

In orchestral works a long staccato passage is rarely found.

Col Legno (with the wood).

To produce this effect the strings are struck by the wooden stick of the bow in the place where the hair
normally plays. It is a short, as it were, brittle sound, and is often used by all the strings together, generally
in accompaniments. Wagner has made use of the effect in “The Meistersingers”.

Of Harmonics and their Notation.

Harmonics or flageolet tones are used both in solos and in orchestral pieces, and are produced by laying
the fingers of the left hand lightly on the strings in certain places properly defined by nature. By means of
harmonics the compass of the violin is considerably increased upwards. The character of their tone is peculiar,
and to a certain extent not unlike that of the flageolet, a small wood-instrument. Harmonics are divided into
two classes — natural and artificial. The first are chiefly used in the orchestra, and are the more easily

produced.
The following table shows the easy natural harmonics, their notation and actual sound.

8 ...................................
#2 #2 #2 ﬁg R : ﬁg o ) 2 ]

, FEeE Pafl e fe fe obf 2o P e o 0.2 a
! 1 77 1 1 1 77 1 Il 1 P 1 1 1 =1 11 o 1 1
Sound. % — 1 e e E— e o ™ o e

YT sti 7 . —
string. + #; 58 fei| 4Astring. 4+ g * | D string. #; G string. +
R Pwe 2131 I 97255 ARG PONC. ] i
Method of writing. { fg&—"1— e ——— g,jc"}?fp iy{jipf{lT

o T n T _&40 < —

NB. Those marked + are rather more difficult.

Artificial harmonics are produced in five ways.
I) When the first finger of the left hand is set down firmly on the string and the fourth (little) finger
*) See Part I ‘

D.y F1
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touches the string lightly a perfect fourth higher, the note produced is two octaves higher than that pressed
down. See examples:

pigBEl g NS B é'ﬁa‘é‘#éiiﬁf‘: =
Sownd. (W S=== T
¢ ; D string. A string. string.
L. OGStrlng 2] i N | i J‘ _ﬁ_#mﬁ bA hA A ﬁQ A #d 4
Method (b e e g g 4o eee! e
f iting. \ I P Y W/ L Lotk 1 — N ——
ob Wiiting ng:l»rh*rﬂrr s T

II) When the little finger touches the string a perfect fifth higher than the note pressed down, the note
produced is an octave higher than that whereon the little finger rests, tbat is, an octave and a fifth above the
note pressed down.

= b hﬁf*ﬁ&*‘ﬁ% PPy YL f?“ﬁﬁ*ﬁﬁ-gﬁfg

o e : Sem——
Sound. S ————
E string.
D string T ydd |2 A dds
Method = ‘%‘{J*il’l%# i N SO SO S S
of ertmg I — +—1 ———"

III) When the little finger touches the string a major third higher than the first finger, the note produced
is two octaves and a major third above the note pressed down.

ze1gt. be i g
pp Bl EHECTE | pietearte te g IBEE L L

A
Sound. )

“ @string. D string. 4 string. E string. |- 4
Method S —— — - i s BRI “'J"ﬁjﬁ T‘ ¥
‘ g '

R

of writing. \tP—

e :

....................... . 8 . ¥ #2-2: 2 f< ] = 'EE
b gin g4 £ s ' gizg #?:: EE EE E EFEE
(EEEEEEEE i epp 2B RERE FE L b
Sound. e — . =
¢ G string. D string. A string. OE’ strm;i'. ) i
o 8 - - - . ..o N KN T A R B hal 3
Method # 2 ‘l -‘ -i _L‘ _[L ][ T 1 T j;&ﬁ s i i S —— —
of writing. — T P
8 g 2 L LT ey T

V) The last way, which is very difficult, is produced by pressing down the first and laying the fourth
finger lightly on the string an octave above. The note produced is then an octave higher than that pressed
down. It is, however, not given to every violinist to stretch the octave, and so this method is rarely used.

afe pis pin 2
A R r#{pff#f##lﬁ gj £ E .:i;::.:
Sound- f } f 1‘ E { % i If { I 1 T M T
G string. D string. A strmj 444 J J_ #d
N - 1 | ¢| gJ J #J J #J -
Method e

of writing. a?#??#?rr#r WI ———F 1

The higher the position the more difficult to produce become the artificial tones 2,8, 4and 5. They are
therefore rarely used in the orchestra.

D.« F1
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In full scores and orchestral parts harmonics are written in the following ways:

G, D, 4, E strings.

]
. 2. @G string. D string.
AOO‘;E 4 gni[ig|.
v

ete.

Harmonics.
- & 2 &g
A= Jp= = o (" o =
1 Viol. Hlbﬁ (&
D)) o )
YOPLE: rv - i (g
P —— g—1r=1 4—1
b1 2 Violin Il?;ﬁ <1 s
> | (ANava =~ A7
idaidia N ¥
o |-
f— | e
8 Violin. %
S

Ex. 1. can give rise to no doubt on the part either of player or conductor as to the mnote, since that
written is the same as that sounded. Ex. 2, shows only the method of production without the actual note
produced: Ex. 3, shows both the method of production and the note produced; Ex. 4 shows the note to be
produced by harmonics. Ex. 2 would only embarrass a conductor who had no experience of violin-playing, while
Ex. 4 is easier for the conductor than for the player, since the method of writing the notes might surprise the

latter if he happened upon it suddenly during performance.

Therefore it is in any case the best when writing

gither natural or artificial harmonics, to use the method as in Ex. 3, since thus both the written note and that

to be produced are seen at a glance.

The following examples show the most profitable manner of writing

harmonies.
_ Unison Chords of 3 mnotes composed Chords of 3 notes composed of
Octave sounds. in 3 octav;s. s of natural harmoniecs. ~ artificial and natural harmonics,
& i ) B Y - S & i | &
é : _; J Asoundsé k £ : soundal % 8J : ﬁf : ﬂi l’; i : J %
dper= = = | p? = & p=- = F ez gz p= & = =
3 [ rF= A —r s e
2 [fo——F——— - e ey e 7
s Y f < e 4 o 1 1 ¥
= é _J_ ° J E seunds - % soundi #.J. ‘!';J 8,'. = _J_ SJ 5 J
glofoie=lole 1By =1= Jpe | = =5 EQy = |z oo |F
—_— I 7 T +~ - 13 y .4 T ot
15 = (e R
"T; sounds P 4’ S l & F
i o P sounds A = z | E* l’£ 4 |
gt g S C EIFE LS s
Chdords of14hnotes composed of artificial
and natural harmonics.
J s S 8 4 4 Successions of harmonies, such as the following, offer no
p = PE z _J_ = = difficulties to the player in slow tempo, though they are not
( 7 ? l',ﬁ z 80 easily rendered quickly.
Fan ) l; 10 ‘P
o oo ' ! Andante. d P JJ J‘OBJ_ |
Vio 51| 3 : £
folino I J 4 (871 = bd | e A J 44 QJ dz2 22 ZZf: ilJ dNJd =
div. A= = - = = = T T 1 T T T T 1
— l# — bo—] e 1 - | I —— T —
i 1 1>y I re T e B )
R e Fz AR e T
U I A T L4 il
Tab i nla] T et
2 RS ‘ g '
- - 43 . .
7 e e g Virtuosi can of course perform much more difficult harmonies,
Visline T o1 IJ s T as may be found in many violin solos.
1olino o . . . .
e ) 4| = z |, J The following 3 and 4 part harmonics are difficult to
. }? —— - perform even slowly and therefore raely occur in orchestral
B = works.
+ I

-

See Score Examples. Part I p. 45, 7.

Part III p. 43.
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The Viola

(German, die Bratsche)

differs from the violin in its larger form, and the deeper pitch of its strings as well as in the character of its
tone. Like the violin, it has four gut strings (the two lower of which are covered by wire) tuned in fifths,
C, G, D and A — a fifth below the violin. Music for the viola is written in the alto clef; and the pitch of the

152‘ string.

four strings is —

y 8*4string
© 4Vstring.

In order to facilitate reading and writing for the viola the higher notes are written in the violin clef,
but there is no definite rule as to when the clef should be changed. It is well to use the violin clef when
many leger lines can be avoided thereby.
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but in quartet and orchestral
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The compass of the viola is from, j&—7—s

e

playing this should not exceed the C in alt.

The viola is held and played almost like the violin, the only difference bheing in the wider intervals
between consecutive notes, because of the greater size of the viola. This fact should be borne in mind when

writing florid passages for- viola.
The following example shows the elementary fingering of the viola.

th q nd ot 1st string.
. ' .
40 string. 3 strlpg. ¢ string. . f##’#_
q%) 1T T 1 F - H{ % % I‘ I H
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5 0123% 012314 012 3 4
123

Finger: 0

The following notes can be produced from the viola
D string

C string G string

.

"" s 1l
1 1 1 S S | I ——— — ]" s — "“
s T + re difficult Imoru ifficult ) Lmore ou

! Immdﬁfﬁcun f more diffic

by means of the various positions. See ‘Violin’, p. 1.

Fach string, too, has its own specific, characteristic tone. That of the 4% (C) string is, £, full, gloomy,
even hard, and p, rather dull: of the 3 (&) the tone is more mellow and even, not unlike that of the alto
voice: of the 2nd (D) much the same, but rather more brilliant; and of the 1%, £, harsh, and p somewhat nasal
though mellow. In the higher positions it is incisive though nasal. The following examples show the use of the

tone of the four string:
Weber. Freischiitz, Romance and Aria: “Einst trinmte meiner sel’gen Base”.
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All that was said concerning the violin (scales, diatonmic and chromatic, broken chords, bowing ete.) is

equally applicable to the vio

C and G strings.

1a.

Double stopping.
A player can perform the following chords without difficulty upon the viola, as upon the violin (q. v.).

G and D strings.

|

D and A4 strings.

- ; !
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C and @ strings. more difficult G and D strmg. ) # #
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C and G string G and D string. Dand A string.
— pjl" 1 #f' z ﬁ# £ NB. The chords marked ’more difficult
i .8 i and ’etc. are only possible with the
i I | — ——— 1l aid of the different position, while the
easy  more difficult easy , more difficult easy | more difficult others offer fewer difficulties in per-
. 1 formance.

The remarks in the chapter on the violin as to rapidly following chords, double shakes in thirds ete. are
equally applicable here, as are those having reference to
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Triple stopping.

The following examples of this can be played easily without the aid of the positions.

+ +
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NB. Those marked + are more difficult.
The following examples of

Quadruple stopping,

can be played by one player in one bow; but the same defect when the chord is sustained is noticed here as
with the violin — that the two lower notes must be quitted by the bow, and therefore the chords

£ o o
I o1
=  ——
1 . |
72 | [ 9 ) ]
Y T

£ Q
sound thus when played in slow fempo. — In chords played rather more rapidly @
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@ Ee following is a table of quadruple stoppmg playable upon the viola in a great variety of ways, as upon
e vio
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All that was said in the chapter on the violin as to tremolo, pixzicato, con sordini etc., can be equally
well applied here. But the two tremolos shown there are rarely used for violas alone since they are not often
divided in the orchestra. They can be used, however, when the violas play in conjunction with the violins.
This remark applies also to the pizzicato.

Harmonics, artificial and natural, can be produced from the viola as from the violin, and though they are
very rarely used in orchestral music, they cannot be ignored here. The following is a table of these as written
and as they sound.

1. Natural harmonies.

8..-........ tevesieas .......,.......3 8 ............................... : y
N I I T T e W) mﬂ:ﬁgf:ﬂ& .Eé‘fﬁ.
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2. Artiﬁcial harmonics. 1
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those under 1 and 2 being the easiest and most effective.

Viola d’Amore,

This instrument, which differs from the viola in being larger, in the tuning, having a larger number
of strings, and in the character of its tone, may now be regarded as obsolete. The reason for mentioning it here
is that Meyerbeer uses it very effectively in Les Huguenots. It has seven strings, the 5%, 6 and 7** of which

are wire-covered, and is tnned thus: g‘;' 3
—1i

In writing for it the alto and violin clefs are used as in the case of the viola. Under the finger-board
and bridge are seven additional steel “sympathetic” strings, made to vibrate by playing upon those above them,
to which they are tuned in unison. The tone is like that of the Viola, but is rather more mysterious, and

spirituelle because of the sympathetic strings.
As the strings are tuned in major and minor thirds as well as fourths, the method of playing this in-

strument differs widely from that of the Violin or Viola, and there are but few persons to be found capable of
playing upon it. Nevertheless Raoul's romance is still occasionally heard with the accompaniment of the Viola

d’amore.

D.s P.1
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The Violoncello

like the violin and viola, has four gut strings, the two lowest of which are wire-covered, which are tuned an
st 1

octave lower than those of the Viola. ‘ As a rule music for the Violoncello is written in the bass

S strin.

clef, but for high notes both the tenor and Violin clefs are used. In the orchestra the Violoncello takes its
place between the double-bass and the Viola, and usually plays the tenor, baritone or bass part. [,E

Its compass extends 3 to 4 octaves from but for orchestral purposes %

should not be exceeded. ) .
The Violoncello is superior to the Violin and Viola as regards tone-power, but it does not equal them in
efficiency, the difference arising not only from its greater size and more difficult manipulation, but also from the

character of its tone. )
By placing the fingers of the left hand (as in the Violin and Viola) upon the four open strings the
following notes can be produced:

o o i o
") I P - I
y T 1
2 I Jl } 1 T P

S

==

These scales, on the four strings, however, are insufficient for either orchestral or solo playing, and in
consequence the player must use the various positions, of which there are seven, with half-positions between them.
In order to play in the higher positions the thumb is called into requisition (which is marked thus in the music
by being), placed sideways upon one or two strings. By these means greater security is obtained and the
remaining four fingers are free to produce other notes.

The characteristic tones of the two deeper strings (C and @) are powerful, pleasant and full, resembling
in some degree those of a bass or baritone voice. Of the two higher strings (D and 4) they are, p, tender and

sympathetic, and £, rather penetrating and noble like those of the tenor voice. From

05

on the 4-string the tone resembles that of the alto voice, but above that it is somewhat nasal, yet full.
Here are some examples of the use of the various tones of the strings:

Rossini. Overture to Tell.

Andante. 4 string. - 4 string.

e i e o0
Pt

T I 1

Violoncello Solo.

Schubert. Symphony in B mi:

4 string. D stri
Mod to. e S string.
oaerato Ve 7 . ‘2 /—\ "\ —
Violoncello Solo. - — ,{I l} =“ ,,'g. #2 — e o %
{ 14 1 . ) I | T | ]
R. Wagifer. Lohengrin, Act IL. Night Scene between Telramund and Ortrud.
Andante moderato.
" O string.
o -4 1 ) - PR S T 8]
Violoncello Solo. bl PR ————+— P~ e |
el .l.#l [#] IN l'xal ‘I-.'—D] —IL l—{ d!’ f - F 'IL l.dl. ‘5\4‘9{ JiLﬂ
P ﬁ?} s 5 #v ,—\#__/ ~ #; # ) . # ~ e

See score examples. Part I p. 48—50, 74, 76, 77, 78. Part III p. 13, 14, 34, 38, 50. Part V p. 13, 22, 24, 34, 38, 40.
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In asking a violoncellist to play scales and chords legato or sfaccafo in great variety, some regard should
be had for the difficulties of his instrument, which are greater physically than those of the violin or viola.
Every note, however, can be played in every shade of tome from ppp to fff, quickly or slowly.

~ Playable legato or staccato and with mixed bowing.

o 1
*): ! IS 3
=z 1 1
=y pp — Nid Py

PP ——ff == oy

What was said in regard to chromatic scales in rapid fempo in the chapter on the Violin, is applicable
here. Such scales are much less clear if played upon the ¢ or g strings, though much depends upon the fempo.

It has been said that occasionally the Violin clef is used in writing for the Violoncello. This occurs in
various ways; thus:

1) Where the Violin clef immediately follows the bass clef and the notes (in the Violin clef) are written
an octave higher than they sound, thus:

iNfta o

¥ # Pﬁﬂéﬂ or where the notes in the Violin clef are written

k ! G as they sound, thus:

higher than they sound, as

or precisely as they sound,

Although experienced violoncellists will recognise at once which system is employed, it is more correct to
write the higher notes in the tenor clef, and to reserve the Violin clef for canmfabile passages or those which
would be difficult to read (because of leger lines) in the tenor clef. The violin clef is rarely used in orchestral
parts; when it occurs, that part is usually solo.

The following example shows the bridge between the various clefs.

written as it sounds.

Moderato. o> 02 4
o0 g0? Puo, o R-R7L -
. -y N A | . 174 1 B/ O T
g 'ﬂllﬂ o = 1 1 | ) !{")l 11 Y I Il 1
L—E—‘J—!'—H—'-ﬁ-"‘—l—;i_——-i—{@ﬁ—-‘—l—":t:

Appogiaturi, mordents and shakes are possible on all notes on the violoncello, and indeed in the higher
positions they are more effective because of purer intonation than on the violin, for the fingers have more space
on the Violoncello to play the half tones in tune On the C and & strings these ornaments are of little effect
in rapid femps.

.Great leaps from one interval to another are in many cases very difficalt, especially in a quick movement,
though they are easy when one or other note is played upon an open string.

1. Moderato 0.0 0.0 2 easy. 3. Allegro Ve &
easy. ' ’_d EEPEVEF g P L, o » VY easy. ‘o 2 ® #& g /o0 O
.‘)'__._J__;_t; T v il . 16} IT il lL y &) + 1 T T
7 i = © |- —— /et oro-ore o0 o0 0
—— il P ] -: Py 1 ] _{ I.'I; 11 i 3 " | IO
s &0 0 * PRu e 0 000000000 4
0o 0 / 0
4. easy. == ﬁt_ﬁrﬁm& = ] 6. difficult. 2+ be a A
T G Py oI 1§ " T |
T n® — O T - 17 _ o i T I i
P e L T = e — bat
00 0000 0 0 T'—J bl:,/\u#v be «J
e

See alse p. 3 (violin). ‘ D.y 1
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Bowing,
The remarks as to Bowing of the Violin are applicable here.

Double stopping.

Orche§tral players are rarely asked to perform double stopping, for it is not easy. It is well to note the
examlfle.s which offer no difficulty to an experienced player. Technically their performance is not so easy as on
the violin or viola, and the number in use is comparatively small. Below will he found a few, none of which
is difficult.
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c 0] ot

5

The above progressions of thirds, fifths and sixths are playable with all chromatic intervals. Major, minor
and diminished sevenths, and octaves are also playable, but they are difficult in the deeper register because of
the wide span. For this reason the above examples are only easy when played upon the D or A string.

Triple stopping.

because the hair can only grip two notes simultaneously. (See Chapter on the Violin).

The following table shows the chords of three notes which are playable
L difficult.
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either in the ordinary way or in arpeggios or broken chords.
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So also are the following harmonious progressions:
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Quadruple Stopping

is also possible upon the violoncello, though the same defects when four notes are intended to be sustained are

> & o

observable as before. Thus %g sounds, 1 though the effect is better when the chords are
> F

to be playefl shorter. Below is a table of chords of four notes playable upon the violoncello, when they are not

to be sustained.
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a very popular decorative material with composers and violoncellists.
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The Tremolo vibrato

is written as for the violin (gq. ».), the violoncellos being divided into 2, 3 or 4 or more parts, or playing in
conjunction with the violins and violas, or violas and violoncellos alone.
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'l‘he‘ Tremolo legato

can only be used effectively when several violoncellos play together or in conjunction with the violins or
violas; and on the C and G strings this tremolo is of less effect than on the D and A strings because of the
slow speaking of the strings and the technical difficulty. As shown under ‘Violin’ this tremolo must be carefully
used as the union of two tones in rapid tempo can only occur on one string, and moreover fourths and fifths
are difficnlt to span in the deeper register of the violoncello. It is as well to avoid successions of fifths, as

passable.  bad. bad. bad.
g

Tremolo legato and vibrato can be combined with good effect, thus:
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In order to give more expression to a note the player, having set his finger upon that note, moves his
hand backwards and forwards with, as it were, a tremulous motion — an action {requently observed with rather

comical effect! This is sometimes marked thus over a part

*) Easy because the lower note is an open string.

| Pizzicato
is effected by plucking the string with the 1¢t or 22 finger and can be used in any number of parts, but seldom
in any other than rather slower fempo than in the case of the violin, because it is more difficult to pluck the
thicker strings. Pizzicato is used in the orchestra for decorative purposes, or for accompaniment, to mark the
bass (generally then with the double-bass), sometimes alone and at others with the Violins and Violas. The open
strings make the best effect.

The Mute (Sordino).

is used upon the violoncello in precisely the same manner as upon the violin (g. ».), though not to the same extent.

Harmonics

too, are produced in the same way as from the violin and are similar in character, but their sound is of course

much deeper. They are either artificial or natural, the latter being the more easily produced and the more

effective (see ‘violin’). Harmonics are rarely used in orchestral music, though a good example occurs in Siegfried

(seeExs. in Score, p. 10). The following is a table of the natural and artificial harmonics which can be produced
from the violoncello. There are more of these which are only possible by means of the thumb positions and a

span of a fifth, which may, however, be passed over here since they are so extremely difficult as only to occur

in the repertoire, as it were, of the virtuoso.
Harmonics are of 2 kinds: 1. Natural, produced by laying the finger lightly on the string. 2. Artificial,
when the thumb or first finger holds down a note and the 3 or 4% lightly touches the string. The former are
the easiest to produce, and the most effective*).

*) See p. 46, No. 11; p. 77.



Natural harmoniecs.

&
<1}

I'le
B3

e

e

#8 ........ # b
Sound. %&&p&%&

=
. v ! .
4 string. S D string. L
’ o & Q: o © 2
o 2 o o o ul & o 0 © @-#2.
e 2B 2 si2E S adeE oo SBSBl oy oREMEE
Method 3 O i W s B 17 =4 of ui_I: —— i — ) p— .g [Fl 'F : Wkﬂ} e F?fi{ F
Ofertmg. i :;5 - I QJI
= -
Sound. = : |
T
G string. B C string.
seef Br0s P
o 0O 0 C O Ogno c. 0 C mn — o 0 o o o o o © o _ 0 _©
Method : ooy ot e e e e 1
of writing. e e i L s e (. e e s i o
=g I 1 T T 60 14 T LVl

N T 1 ) po— 4 :
Sound. . e e e B T T
g - =ssss

A string. D string. L

8 e

o ,3 # "uﬁ"’ o [ , 3 J)D b ’uﬁ"j P "hﬁ" h 5

Method (g tore ey - PR o L B, RO R L i e e
(&) ertlng- T SHal T Cp o T i i
0 [ il Q

’ . . ohete
somi. ([ dpdabre e trr et E
1 L1 ! T 1

SR i v fo e ————
G string. string
3 'ir o
o, 3 P T ﬁ >£2 4“ ; 3 . : t 1i] ! 43"91)
Method Y e S e e e T ‘ A
ofwrltmg zfj;_ﬂd"‘ya“va%p - T e Pt) e T
v ﬁ; T T # éoﬁl JHU T (I T T

NB. The sign ¢ means that the note is pressed down by the thumb, and the 3 that the 3rd finger is laid lightly upon

the string.
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The Double-bass (Contrabass).

This, the largest of the stringed instruments, plays a special part in orchestral music in that it usually
forms the foundation of the harmomy. It is the only member of the family that is a transposing instrument,
music being written for it in the bass clef an octave higher than it will sound.

There exist three kinds of double-basses, which vary in the number of strings, the tuning and compass.

The first has but three strings tuned in fourths, thus: E, or in fifths, thus % The second has four

strings in fourths, thus: % The third, which is rarely found now-a-days, has five strings % a major
third and fourths. © P4

Of these three by far the most useful is the second, with four strings, for not omly are passages more
easily played upon it, ‘but also it has lower notes than that with three strings. The third kind is broader in
the neck and therefore nmot so easily handled. It is occasionally used in German orchestras, and it is a matter
for regret that it is not more generally found. The compass of these instruments is;

The 3-stringed C-B in 4ths  in bHths, The 4-stringed C-B in 4ths, The 5-stringed C-B.
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As we have said, the notes sounded are an octave lower than those written, and all chromatic notes are
playable. A few higher notes can also be played, but they are not to be recommended, for their tone is not
beautiful. The compass of the 4-stringed double-bass is that to which the composer should confine himself.

Every note can be played in all grades of tone from pp to ff % — —] and scales may be

. The tech}lique of .the double-bass is entirely different from (and infinitely more difficult than) that of the
previously mentioned stringed-instruments; yet chromatic and diatonic scales and even chords may be written for

it in a great variety of ways. Rapid runs often offer great difficulties, but are rendered easier when in unison
or played in octaves with the violoncello. They sound then also clearer.

A player uses the four fingers of his left hand to produce other tones than those of the open strings.
The 1%, 2nd, 3rd and 4t fingers are used for the deeper tones, 1, 2, 4 being the signs used; and in the higher
positions the 34 and 4 fingers alone may be used. In order to play the higher tones and difficult passages the
player makeswuse of the seven positions, between which, again, are also seven half-positions. The following are
examples of the use the double-bass may be put to in the orchestra:

Mozart. E flat symphony

Adaglo . -~ ot -~ y
S P 1 1 1 [ P o] ] t,

YR PO N B _Ld 41— B A Y i 7 Y i S — Fe e

by Perte g [ L Ty e SRR

3 = s

— B P LadB
e

S p
1** movement. 2 o - L .~
Ig_l__Fg_'F 3 # T - T -h; - I -“ Pu—— 1 - i P
——%"— L : H1 i s i U B R S B A e o B e S|
i T 1 1 1 -1 — i

D.s F.1



27

IV. movement.

oA 2 PP .~
Allegrs. . . -—l!QFWJ' oo atfeal i L.
Te
>, . ~ - o
. Y. - 2
¢ Hoee] S
1 1L AN .4 | B N 11 i
s Ty -
J
Mozart. C ma symphony.
Satz [I. Andante cantabile. Andante. _
col Viola 824 oFfe ; o . ” be
7 Vadl3 » 7

NB. Such a passage is impossible in one bow f.

Weber. Ouverture , Freischiitz.*
Molto vivace.

Vlol und Viola #27 Ligher. ===

» ﬁ'
> Beethoven. Fidelio.
Piu moto.
" ¥4
Rie B B0 ois _Mie s ie TR0
ap? e e iR Lo e Tl e P

— il ~r—{ i 111 - 5 | :r | - JI -y
-~ Jp fo fr fp fo S So crese. of o f S o

Beethoven. E7 Symphony. (Eroica). o~

Allegro con brio.

See also Beethoven “Symphony C mi, Scherzo”.
*) Play the small notes.

The Bowing

for the double-bass is shown jn a manner similar to that for violin; but not so many notes can be played in one
bow es the manipulation of the bow and the technique of the left hand require greater strength. The springing
bow and light staccato in rapid fempo are very rarely used in the orchestra.

Wide leaps are easily effected when one note of the interval comes from an open string, and the two

strings are adjoining: Thus

| o
p 0 0. _0 - -‘-#‘f _000f00 T To ]
H-E‘H‘ T g1 a1 4 T a1 o 2o 12 g1
| v hd e | il T A . T | B ® H;:H; - I =4 '_ﬁ
= R 500 %&—Lﬁh#%ﬂo 0

o £ 2 & e 2 #F#!
= o :#{'%um:n fae #'}# —
Thp e S et

[
~ ~NT

Still, they are feasible in slow fempo.

D.s W1



25

Figures and passages in rapid ‘empo are hardly audible when played upon the lower strings — thus:

Allegro oder Moderato con moto.

e — ———
B O o e, 7 O
W owg i guy

=

If played staccato they are more distinet than when
played in one bow. When used for particular purposes
such passages are, however, very effective, as the follo-
wing example shows:

o) e 0 e e e S s O e O — — — I — — —
B A € — . o O 0 1 S N T I e
ST I P Al Y Ad ASW SV Pl Ny EyRy-my-

Beethoven. Storm in Pastoral symphony. Storm.

_Allegro. Violino Il fere8r0, 7 g y

Violoncello. Viola. - —
Violoncello. A
Contrabasso. ﬁ?&‘-’ﬂ‘-/';/ /:-: L o 1% T —| Contrabasso. %

\—//
/A

In order to make difficult and rapid progressions clearer the double-bass part is simplified thus:
-
1
Violoncello. *

s

44

Contrabasso.

4. Gade. Overture “Nachklinge
aus Ossian”.

- " Viela.
ViolouceHo. I Violoneello.
Contrabasso. E' Contrabasso.

Violino L. ) f
Violino II. ViolT & II. =r %#
(B eh
2 : ‘i_
Viola. Viol I ! I
Violoncello. ioloncello. ", g
_—
7 r— = '._—'—F“_"‘— " r
Contrabasso. ||/ Contrabasso. ] e ; —ﬁ:r?—_ !
S —————
8. Mozart. Don Giovanni.
& & &
Viol.I5 II. I Viol.1 & 1. - ’]r = i{% et
oge? T e |- by B#j
] Pl Py
Viola. o . - fﬁ_—‘bﬁh&g =
V.Cello. } Viola. - 7 E { Jr[ - — : i
i V. Cell A p i [ ﬁa —
' . Cello. :
C.Basso. 1 C.Basso. =4 #: 1 E—— | w
l y | ——— [ [ 4 [ T

In works of the older masters the violoncello and double-bass parts were frequently written upon one line,
D.x F.1
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and it often happened thus that notes came to be written which lay too low even for the 4-stringed double-bass.
Whether this was done from motives of convenience to the composer or whether he had basses capable of playing
the notes cannot now be decided. Such writing, however, can often lead to curious misrepresentation and effects,

Violoncello & %

. ' s
not designed by the composer! A passage written thus Gontrabaseo.

following six ways when there is a goodly number of basses.

1. passable 2. bad 3. bad 4. bad 5. passable (‘%- good A

| I
F e ﬁ S 3 ﬂ¢l m'w’ ?_a__u

-

This passage would be played thus if no special manner were mentioned.

The following can be played in seven ways by ready players.

V.Cello & #): '
C.Bass.
+F ;l

But the conductor or the principal bass should decide which method is to be used when such a passage,
occurs in an orchestral work.

The deep notes were often written thus % by the older composers as may be seen in the following
examples. The small notes are those played*).

Mozart. Symphony E flat.
movementl. = S =
B SrLaa B

- I e } T Ll AR~ S

Beethoven. Symphony No.3. EP.
Allegro con brig. |

wo LT PP P TIT w oy wrrir PP
eethoven. Symphony in 4. Beethoven. Symphonie Cmi.

IP IV. T~ P N P |

- : : : . ~ .mOV.I. 3m1 — ,
Sili Bidic Rl g i T s ag R

Beethoven. Symphony in 4.

mov. I. Intr. movement 1. ,
1 = B e » * A ~ = ~ ~ ~ ~ \
‘W—M—%—H:PA! Can e 'h,‘/féﬁ‘{-hlijﬁ..h’y‘a}sz‘aJs.; jr’sﬁ"
7T ~ I T 1

Beethoven. Symphony D mi. mov. L
' ]
[

. e T e

Beethoven. Pastoral-Symphony.

— —— — Hoamll —— - —Hrnm
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*) See pag. 27.
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Mendelssobn. Overture “Meeresstille”. Weber. ,,Der FreischiitzCavatine.
2. A\ V.Cello. /;'l’ # #!:F:’_

In Cherubini. “Les deux journées”.
Andante sostenuto. C string.

All these examples can be played as written on the five stringed double-bass.
When writing parts for violoncello and bass upon .one line care must be taken to specify clearly what each

instrument is to play, and to make it difficult for the parts to hecome mixed in performance. See the following
Exumple.

V.Cello.

VCelo. P Tabe ) e ! x ViCello |\ | CBaso. > = .
:..7 - — u\:\ == - —=— A & T — ‘_A—
C. Basso. [ 'I' S C.Basso. V.Cello. r t‘ lr .‘9
Py
V. Cello. ; V.Cello. ~ » io
B ) — G T~ £
".-"‘-g'_
. 0B |
|
CABasso% &
Distinct
notation.

Wagner has written the low £ flat for two basses in Zrdstan, and in the prelude to Das Rheingold the
whole of the basses have to sustain that note. In Brahms's Requiem the low D is found at the end of No. 3.
In such cases the E-string must be tuned down to E flat or D.

A single player can produce but little effect by sustaining such deep notes owing to the comparative
slackness of the string, wherefore the tone is neither very good nor full Played, however, by several players,
vhe effect is good.

When slow or rapid scales are to be played upon the E and 4 strings it is better, in order to induce
clearness and accuracy, to allow the violoncellos to play the same notes an octave higher*). Thus

V.C. Andaute. .
h e |

Allegro.

In the reverse case the deep notes of the C and @ strings of the violoncello sound full and powerful when
assoeiated with those of the D and G strings of the bass. Thus:

*) The lower strings of the double bass do not speak so quickly
a8 the higher.

e L Am—
— >
v C<.no.g >

The Tremolo vibrato.

When sustained for not too long a period nor in too rapid a fempo this effect is possible.
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e g8 111 ] 1l eqt @ & 1 % W /9 § | J W
—— s - CAs Y- w5 €

Tremolcs of long duration require great physical strength, and at best are very tiring. When the ¢remolo
is played by a number of basses it is less difficult and exacting; but still easier is it to allow the violoncellos
to play the actual tremolo and to give the basses a series of notes of rather higher value, thus:

The tremolo iegato is impossible on the double-bass. (See ‘Violin', p. 9.)

Moderato.
Allegro moderato. Allegro moderato. Marcia. Andante.Grave.

V. Cello. |7 — % V. Cello S S
| ix % 2 P
, H RE

o i i .
C. Basso. ¥ e 5900 00| 90009 90000000 0905 5l
ﬁﬂﬁ:—l 0 ot 2 2P i B % ¥ % £ Z 1z
or ¢ s or}r??( C.Bassi. 7 777
%): > 6—F

The Pizzicato

Can be used as upon the violoncello, but as the tone‘ of the higher positions is not very good, it were

better to confine the pizzicato to notes lying between ﬁ"a % The best effect is obtainable from

the open strings; and as it is more difficult to cause the thick strings to vibrate by plucking them than was
the case with the other stringed-instruments, it were better to avoid altogether rapid pizzicato passages for the

basses.

Harmonics.
: .o s 3. 8 . g g & .
Natural harmonics alone are possible upon 1 é R or :é 3 ¢ oro 4. ¢ % o dor, g Jorg ;I'od.#'
the double-bass because of the difficulty of @ strin o ey 19 S
tke technique. The foliowing table shows &= t — @——m — "%:r o
thos? which are pract%cable. The lower har- o |l dor E 8or S ﬁz ﬁ; ﬁif ] 8.. .
monics are written in the bass clef, the ‘ 213 S i W - =,
others in the tenmor and violin clefs. D string. 2= ; R I‘*‘?—{—%J S
Those under No. 1 are the easiest to o i3 4a :5‘ 3: Y . 8.:” o
produce. oj*or2 =T = Z 45 0 -'..m‘é
Those under 2, 3 and 5 can be played A string. P —f=———F> 5 {4y
in two ways; those under 4 in four ways. r Lﬁ:;t:t) .
Verdi uses harmonics for violoncellos and oy e dor ;_ #e he gé 8 _;_ é
basses in the night-scene on the Nile at the B strin : ot T 5y S & ram—
beginning of the 3™ Act of Aida. siring. I — — f— "
rF o

When the student has mastered the compass, tone and technical capacity of these stringed-instruments, he
may proceed to work at the following chorales, arranging them for string-quartet, quintet, sextet or striug-
orchestra. The task has been simplified for him by the examples of the original tune and the arrangements
which will serve for a guide. The order of the strings in a score may be seen by studying the following
examples. :
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Original. <

Violino I

Violino II.

Viola.

Violoneello.

Violino 1.

Violino II.

Viola.

Violoncello.

Violino I.

Violino II.

Viola.

Violoncello &
Contrabasso.

Exercise [
Arrangement of a Chorale for 4, 5 or 6 stringed-instruments,
(which may be regarded as for a small stringed-orchestra).

Choral. ,,Nun danket alle Gott.‘

0 - ' :
' A I T
%Y ] 2 74 [ 7 I T
| L. WA W] “Z, 17 ray 1 1
ANAVA & [ [ [ . zl 4
O] & ]9- X F\-;r j];
|
etc.
*)41 J J A 1 | Jd 4 J- | 4 4
[0 P 7 B PPy =
o1 46 7 =4 7 i 14
179 W] M fd 1 2 [d 1
v =Y 1 | AN !
; = ~ .
*) The small notes are additional parts.
* ! | | | L re
T o5 Il 1 1 1 T
H o 7J [N 7] ) A [~ T =) 1 1 [ 1
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Il Il )i 1 1 ] 1 A ~F 7]
T T T T T
[ o\ [\
T T T T T T I T T n T T 4
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ete
il ! 1 e, | (e}
1 1 1 1 I I | T 1
r() I H R ] ! 1 T Py 5 z> () ‘f i
iV.A Vi z5 (o7 =1 N B ) 7 [#] | 1 o 1 o =8
A A ! 1 1 1 | 1 A
T I 1 —
+ fe} il | [\
z Py 1 ~ ) T I I~ 1 1 -
‘T 48 7 7 7 | =Y = T [ 1 1 | ] i =
T e P e et o 71
T T y I T [7) 1 T - ™
d L | | ]
1 o I T I 1 T
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8): ) o i 0 | 4 1 =Y | | -z
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> 7 1 I/'j T 1
&S [+ 7 | 3 T3S (&2 =
I3 < \:F <
m ! ete.
o+ + | , ~
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| + 1+ LLH+ FT+H
L I ! | °l
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¥y 1 43 = [ B 1~ i T i T=1 | I 1 =
7 Y/ | T 1 = 7 1 1 1 | & Ll 1 =i [o”) T
E 1 ‘! ]l ! !!’ i T T =i ¥ r;ll = T J{l
| wf [’ T [T [\

The arrangements of this Choral
as in a and b requive no intellectnal
effort since they are merely copies
of the original four parts. Neverthe-
less this work is decidedly necessary
for the ultimate development of the
art of orchestration. In a the first
and second violins play the treble
and alto, the viola the tenor, and
the violoncello the bass parts.

Ex. b. In order to increase the
volume of tone of a string quartet,
an additional voice or part is added,
which can move between any two
parts. Of course it must be derived
from the harmony. The student must
not confound this with real five
part-writing. It is merely the ad-
dition of a free part which may come
and go at will according as it is
desired to increase or decrease the
volume of tone, and only if the pro-
gression of the other parts admits it.
By its means double stopping be-
comes necessary on the 27 vyiolin
and viola, but only those chords
should be used which are easily played
by one instrumentalist (see Violin).
Ex. b shows how this is accomplished,
the additional part being marked
with a — over or under the note.
At the added part doubles the bass.

Ex. ¢ shows the same example
for five stringed instruments. The
bass part is now played by both the
violoncello and the double-bass, soun-
ding an octave apart, and besides
this the added part strengthens one
of the middle voices. The doubling
of a part is marked +. The example
could be written more simply by
omitting the added free part and
leaving only the doubled bass.

**) The violoncello and bass parts are written here or one line when both play in unison or the octave.
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N ddddd D 00 Y ~
245425 dd o 1
2 llt Viol. ghli 77 7 77 = T}’ L o — — .
e e e A T = Ex. d shows an arrangement for six
R ~ b4 instruments. The 22 violin, viola and
- " o E— " — ; double-bass parts are as in exs.b and ¢
Violino I Jfa—24% = T I o — F . . e
~F =AE R 25 22 ?‘d Z 27 g 12 but the melody is now given out in
PO + 1t etef| octaves by the 1% violins divisi. The
N T e R | ~ . .
Viol 13— e s e e — ; B — added middle part may be omitted and
fola. I4Hy— ") o ? f{ R the outer parts only doubled in the
x - . .
"'J + +| + + +] +x I j d ~ octave, yet the effect is better if the
| | b H . .
Vidloncello s I&y—m—a AT Faa =T+ o free part is retained.
Contrabasso. =P ——t—+—tE1T—11— — 6+ I
N " | [T &

*) The notes marked + are doubled; those — are free parts.

Exercise b

Before proceeding to the string-orchestra it is advisable to arrange a Choral for three instruments in order
to give those who have not mastered one of the family an opportunity for becoming well acquainted with the
easy double stopping on the violin and viola. :

Choral. Ich weiss, mein Gott,dass all mein Thun.

| .
"'Y]IIO & ,QE
—F (e it ]
Ry
Original. - o o~ bte
) T — 7 Ex. a is arranged for two violins and viola, the
S— o first violin playing the treble, the second the alto and
tenor, and the viola the bass. Of Course all Chorales
2 . [ ~ cannot be arranged thus in their original key, for the
. S i g et B B B S~ By compass of the viola and second violin would be exceeded.
Violino 1. b A } { { z {l F } R
4 ' [ — The Choral in such a case must be transposed.
g -
o
Violino II.  |Hey —€ z = ete
3] 7 |22 - Z 7| %
. j{:fé y () T ! 1 I T =
Viola. a1 o — F— —
1 o)
=) P Il =) + 9
Violino I. e s i e e s Ex. b shows the Choral arranged for two violins
' b and violoncello; it is identical with a except that the
& bass is played by the violoncello instead of by the viola.
Violino II. z ’(} ete
|55 |[T% |27
- o)
=Y = - 4
Violoncello. 2 —p S F—te
T T T T
o
= |
. . Jo |
Violino. = s Ex. e. If the Chorale is played by violins, viola
+ N D x and violoncello it is unnecessary to transpose it since
n lpno lpp |l o * the first-named instruments can take the treble and alto
Viola. 2 = 7 15 *tefl parts, the viola the alto and tenor and the violoncello
~ the bass. An added part is marked with a cross +, and
o' 5 ™  E— — is divided between the violins and viola.
Violoncello. =X fﬁ e ;V = — —F =
T I 1 I

D.s F1



34 .
Exercise I¢

A Choral arranged for full stringed-orchestra.

Choral. Nun danket alle Gof% _ In Ex. a we find the four original
e e s : = parts doubled in octaves, the melody
v 1 . ae
(52— w7 At gttt Ot by the first violins, the alto and the
Orizinal o ~% P i | o Poc| temor by the second violins and
riginat- 3 dnin |% | —d AN - rr\—f ﬁ violas, and the bass by violoncellos
)} e~ — i i e i and double-basses. None of the
- D N double stops is difficult for any
\/l
5 instrument. Since in the better and
" 4 4 ~ :
E‘é é’é e — ég{' a 4 d o o d larger string-orchestras each part is
Violino I. e e e e i B o = played by two players at one desk,
divisi ! ) f [\ . £ divisi
~ = these players will perform dieiss, as
- =i Aa e 51% ﬁ ZL zl ’zj E'Ehﬁl - g shown in the score. This must not
= > — >
Vielino ft R R T e e e 1 be taken to mean that a composer
= P L\ NN o) may write as h(.é plea§es; he shoul.d
Viola = S S S atoete] always bear in mind what is
: 2 I M A R 7  f— T — 14 .
IS L L A R T~ [\u practical.
i i i N The alto part here might be given
Violoncello. o o B e e e e s to the 204 violins in octaves, and
e ' 1 = ~ | the tenor to the violas, also in octa-
= i E—— n 2 s e > s e ves, but the above is the better
Gontrahasso- R e e e e e e S arrangement as the variety of tone
is better mixed.
| RO
e 2d 22414 J 44 09
Violino I P PPt m s mte
divisi \f:'/\ | i 1 j] I Q/
dldd i d STl L d |l J) o 12
Violino II. i i ¥ e s e S e ?,’ z Ex. b also shows the doubling of
> T '[' o \‘,( ' ‘ iy \,I./\ the four parts in octaves but with
, el ot —rgm—tzdo 2 the addition of the free parts, taken
Viola P T T2 1 by violas and violoncellos. In the
Z[Fanse. | = Ny T T — |\ .
& i A 4 e g second strophe the free parts might
;} e i e e = &7 be used to strengthen the bass.
Violoncello. - -} f % = 9 : Ir) = & }r) }
FAFTOA I N A = ~To
= ~ ~
TREC I e —rH et to]
Contrabasso. - r {” %’ = & {r' o e e = i
‘ T T (7] 1=
| ~
d dd 424,40 44 . A
Violino 1. PP e e m s
‘i“‘ Ty \,"J( ' | N I,J ! "] N % In Ex. ¢ the parts are divided
. el 2dto old o ;‘fia g s ;?‘ i as in a, without the free part, but
Violino II. P g Tt here the melody is strengthened by
divy . .
I oAb L N N g\ being played. in the deeper octave
) A s et B i S i -~ siel| by the first violoncellos, a good effect
Viola. shpetmoipe e e “futy ’ ;
I’ ] B B IOV LA I B L ~ 1l when played on the D and G strings,
: = :
& | dd | 4 4D dld Jligl I })ut not so good if played on the
Violoncello. PPttt - lower stringse
HS PP =T
~ o
e e — et e+
Contrabasso. i % i = ? i a{ é oz &=z i
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) rddd 2432 5]
- | J :
p [2 22 22 2] :
ioli  ——— —————— —— 2 - o ;f In Ex d the added part is con-
iolino I. 1248, WS N S W S— i S I = 1 7 ) > 77 G : (.
Sl —— s e e e = fined to one voice and not divided
o oAl PIPNEE as before among them, and the melody
Violino 11 s e ’ji; ;IL_ e is strengthened by the 1%t violon-
L L‘ e — S cellos. The treble is played in three
. J 4] 'g S NI N o octaves by the first violins and violon-
iola el 2 S aies otz 6atgetef cello, the alto and tenor by the
' ‘1 'I e T T IN~"TY 204 violins and violas in octaves; the
a a|éd LJld J gl j added port by the 2" or 3 violas;
Violoncello. = ==t e and the bass by the violoncellos and
IR I R == i\ double-basses.
Contrabaces o ; e ; In the second Strophe the lower
: . CE S ST SR i ! viola part strengthens the bass.
S

For a large string-orchestra this
arrangement would be the most effective, powerful and full of all. Such full instrumentation as that in Ex. a,
b, ¢ is only applicable for songs of thanksgiving or Chorals.

Of the effect of strings in close and extended harmony.

The pupil has already obtained from the foregoing examples a glance at the position and distance
between the various parts. Stringed-instrumental parts should never be very widely separate. Here follow a

few examples which show what is good and bad in effect.

b c e i ‘
) o be o d e f) g b He W I m n
(@] [ ] €« L)
Violino.  [ifes o PE— — S = | - S
[ © © & B
bad. [|— || better good T || good.
Viola. © e e S e
(8 (9] K )
O O
o < < o <
Violoncello. - [® ) [ © ) K ) (@) [ ® ) () [® ] T

The chords @ and b sound thin and empty in this position; ¢ and d are fuller and more compact; ¢, f, g
and % sound full, round and solid; ¢, k, ! and m are bright yet full; n is rather spread out, as it were, by reason

of the doubled upper voice.

Of Unison.

The simultaneous sounding by two or more instruments of whatever character of the same note, is called
unison. But the term is not used in its strictest sense when mentioned in connection with stringed-instruments.
When the same passage is played by several instruments in different octaves, the expression ‘unison’ is used. Thus:

1a fz\ c) d) e) f) g) zﬁ)Maestoso. b) c) d) e)
Pad O Pa | 1 I
Viol.I. Viol.T s I} e e o e e e e e e e
oofo ool o g | #rrey [' o = = = fifig 37
| T Gy
Viola. O - OO OO o !E\}(Jﬁ‘ = ’ﬁ?ﬁi?’iﬁiwl.\’f = =i ** ‘Iﬁ
 10) 4 'VlL‘—[ 1 (] 'l LiL ] 7] 'VJ H’ T
- ra L
oa.
= - oo N (=
Violoncello. = e T e & — — = =V e Y e Padyle- 0TI -
T s —
:. .
s
Contrabasso JI=- o L
L I

\
See Unison part T pp. 48, 52, 53, 55, 57, 58, 59, 65, 70, 73—77, 92. Part ITI pp. 13, 14, 16, 17. Part V pp. 2, 4, 6, 8, 18, 46.
D.s F.1
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}a’ Maestoso
o Ma : . ~ NI AN e Y 0
ioli |7 oo e . : o e — @ ot ; .
VlO]lllOI&'H. | | o0 WA 20 K200 W S e | [l\ " i" — v - b - I'l " ul ! r]ritl-l 1 -~ T i

| 4 \
. o D!
I —& — —G
: ‘|l I [ o r v ek 7 —
e e |
, . . TEEiE = S e =
Viola. EBEJ: —H— H 5 1 —1'71 L-l } 77 'y1 T % r)‘ =m‘)
ee{lo| & Cbasso.
- ‘IQ[ N - - » ® t\_ t - y h A%O J‘) 1 ‘) re) - -
Violoncello. [-.51):} : ﬁ %% » U . IS e v
\ ¥ T =g N T 14 A b’ V {l
d) In 2 oct., the lowest
b) In octaves. ¢) In 2 octaves. being doubled. In3

Violino I & II. ‘%F %% ﬁﬂ 1 ,i I 5
e

i |

Viola. e %@

Iy = = i =
Violoneello. E:'Z’{; - H laﬁﬁ

|‘ ofte,

I a

18): - - .' . HT o] i o

Contrabasso. Ej’ . ) — — H u

The effect of all the stringed instruments in unison is a good one when used in the right place, and it
can be played in every conceivable manner.

Not infrequently lengthy diatonic or chromatic passages and successions of chords are played by several
instruments of somewhat similar character when one lacks the necessary compass; and in order that such passages
may sound as nearly as possible as if played upon one instrument they are divided in such a manner that the
succeeding instrument takes up the passage from the last note played by its predecessor, thus:

ﬁ: —aEPY kAN R~ — ) ]
WPl T P wg T &
. o g
Pianoforte. P L
T [>)
A -]
1 A
s
fhe K 3 ) ]
Violino I. &) = - D Vi - £ =
D) @71 4
f 3 > )
Violino 1. Y = ' %:gs.‘;' =y =
. e —_
P e & *y ‘#
Y
: Perem—? — T — ? i -
Viol
a. of 1 rS 1 ﬁ# TS %
% Y
I
0 3 Ty e e —p——
Violoncello. eyt = ;. % A puaeief 25
Y1 I gwis =
~Zs

g ) . 2 y __P ﬂ ”_\
— | J ! edy ~ 1 1 1 S
EITRPY )7 Judl. i B DS O z F 1 1 S,
kWL~ T [ ] — 1 A W 2z >y S
f !! p— 2. P ot d‘l \\
hd .
T NB. These passages

may be divided be-
tween two instru-
ments as the violon-

b~
e
N (N

1
M
~
LY
Y
¥
T
)
e
)

:F 2 || cello and viola, or
- T s O T = 1 violoncello and violin,
o4 e R 7 L = but the perfo c
. - r - rmance
or Viol. I, i or Viol, I1. : por
5 Pt in more difficult.
e 3y Y 3 ﬁ;*.lt" 3 3 3 N d” WA\ N )
) a8 [ [ 4 [ & [ 4 r 4 [ 4 [ 4 Pa lisias { [ 4
]'/ ‘; A Y S /& % / [ & S r . P#’I.ll VA \K e
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It is much more difficult for the second instrument [
to take up the phrase or passage a note after that last p———
8} ‘} : Ic{

played by the first, thus g

See Examples in score part I p. 60.

Of the use of dissonant passing and changing notes, or crossing of the parts in the
string-quartets of the old and modern masters.

An ornamental part which plays in the same register only the notes of the harmony uttered by the other
instruments, even though it crosses and re-crosses them, is clear and distinct to the ear, as is shown in the

following example.
Haydn. Quartet G-mi, mov. IL

Largo assai.

Mozart. Quartet D-mi, mov.IV.

' o Allegretto,ma non troppo.
I £

Violino 1.

Violino I.

Violino II.

Violino II. ia wami
U .. .
pb B2
Viola, [ftE¥e————=————— Viola.

. £ ]
Violoncello. !' iy Violoncello. HR—
N e

But an ornamental part which thus crosses the harmony diatonically or chromatically in the same register
causes dissonances which are obvious to the eye and sometimes to the ear. Such irregularities are often met
with in quartets and orchestral music, but they should be used with care. In slow movements where an
ornamental part is played not very rapidly, passing dissonances should be avoided as much as possible. The
following examples from the masters show that such things are excellent in effect when the ornamental part is

played rapidly.

Haydn. Quartet G-ma, mov.IL Haydn. Quartet B-ma, movement II

Adagio sostenuto.
Violino 1. Jifm—2r .‘.:u__~__=___ Violino I.
Violino II. Violino II.
Viola. Viola. I
= |
: )= : 1l Fro—o 1 %f — T T Tt 117
Violoncello. 4 X Violoncello. X550 .Jf viﬂr = ! SrLr s
» - N g ~ L e ~ v 7¥
= = —be]
T o1 T T —— L
Violino I. . r=n=i;;la-ﬂ -
NJo:s%7) See also:
Violino TI e Beetheven. Quartet No. 12.
' E-flat, movement II.
Beethoven. Quartet No. 14.
Viola. $ mi, movement I. Adagio.

Violoncello.
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When the ornamental part with its passing notes differs entirely in character and tone from the other
parts, the discord is hardly noticeable in rapid tempo, but in slower time care must be exercised in the writing.

1. Jos. Haydn. Quartet D-flat, movement L 2, Beethoven. Quartet in E-flat No. 12, movement IV.
Allegro P, ) o | Allegro. —
I Y 11 1 | un @
Viol.I. 1 . @b}lé 13‘3133? N 4 ¢ !
- Y seddse|dssses | S
o O
Viol . 11 fifay—+ i 23 ~ —
U RN e " o G B T T T
C 9 S50itd[svives vessss [desee
m T b T —— H:@:
] (T AR} 111 A A N A
Viola. j :m df‘{‘i"l‘f} T
! o~
V. Collo. =L tEmTisieda it e
. I & A =Jl Z p {)q @v e )= u#
The violin clef here sounds 1 octave deeper.
3. Mozart. Quartet G-flat, movement L 4.Schumann. Quartet 4-flat. Op. 41. No. 3.
A ?r Allengo ]vivac;z assali. 8 ﬁu.# ﬁll(iglro molto moderato l
Viol.1. {47, Hﬁ% ; gz
o ] T [
R el BT
\J ?YU.TTD ) T Il T T T
Viol.Il. Tt gjﬁw ! T
ANV x T L)
' [ Y] T N—"
— 4 /—‘\\
Viola. y - e, ﬁ.’ﬂ@
] .
L U L ]
h\:ﬂ U Y kg Y 179 ‘er It
V.Cello. Sy Pl
ol 3 1 1 T 1 T T

See: Mozart.P Quartet B-flat, n{ovement I Quartet A-flat, movementf IIT, Menuetto.
Haydn. Quartet G-sharp minor, Finale. Quartet D-flat, movement L
Beethoven. Quartet No. 14, C-sharp minor. Quartet No.7, No. 10, E-flat, movement I. Quartet No.11,
F-sharp migor, last movement.
Mendelssohn. Quartet Op. 44, No. 3 E-flat, movement 1.
— Quartet Op. 44, No. 1 D-flat, movement IV.
— Quartet Op. 80, F-sharp minor, movement I.

When the ornamental*) part is supported by an instrument in a higher or lower octave the discords are
hardly noticeable when the fempo is tolerably quick, or at least, not too slow, as will be seen from the following

examples.
1, Beethoven, Quartet F-flat. Op.135. 2. Schumann. Quartet. Op. 42, No. 2, movement I.
Vivace. ) " Alle%iro rlno‘lto vivace. ‘>/'\._
Viol. L e e iarriaer] v | [ASpe eeires :
% P L L e vt —s ———
Vil II 3 +—1 S N ) VioL.I £ {Nﬂ e hw——
Y f . ?
" yry rok 'S e |
[ + v - - . > g >Q ‘. .‘ ‘.
| B awn a &t
f fp P [,

N N Y = | o jeels sebrese
V.Cello. [PAB AR Pr T e P V. Cello. [ 22 5 e e e e
I . 11 T 1
K 4 . . T 7

f e

*) or melody. See p. 70, No. 4. Doy F1
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E ##’?#MEE . |

3. Mendelssohn. Quartet E Pma. Op. 44, No. 3, movement IV.

Molto Allegro con fuoco.

Violino I.

Violino II.

paree e
H——P—P

Viola. e ——— i
. e D
Violoncello. o | TH t i ko
ke e
\

See also Mendelssohn, Quartet F-mi, Op. 80, movement II.

Of the doubling of various infervals in orchestral music.

In a chord of the sixth the bass note (the third of the chord) can only be
doubled in unison or in the octave: thus

—

When it is doubled in three octaves, as in the following example, other notes of the *
harmony may also be added. :

ik
There are many instances where the bass (the third) is doubled in the higher J{* ‘6‘ - s
octave, thus i I
E=cE=EcEc8
T [

The last, however, is very rarely met with.

When the diminished triad appears in its original form (leading note in the bass), infinitely more care
must be exercised in doubling the bass than in the preceding cases; and only very rarely should the augmented
fifth (in the augmented triad) be doubled, because of the extreme sharpness of the interval.

The following are instances

The third of the dominant 7 Chord may be freely doubled when the fifth of the
scale (the dominant) is in the bass. Thus:

But in the first inversion of this chord the original third (bass note of the inversion) should not be

D.s+ P 1
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doubled in the upper or middle parts, though it may in unison or in the octave below thus:

When the bass of this inversion
is doubled in three octaves, thus,

other intervals of the harmony may be inserted
between the upper and middle notes, thus

6
¥

In the third inversion of the dominant 7%, the bass note can only be doubled in the lower octave, thus

g but when this is three times doubled, as in the following example, other
2 .
| notes of the harmony may be inserted, thus:
/: 1 |
Su— — -

NS
b/

In the second inversion of the same chord, the bass note ‘ %
also

(the fifth of the harmony) may be doubled in the higher octave,

83 { Ii‘- +
thus: oy == se—ea—sd
- 1 (o 1
" v T v v v

When the chord of the diminished Tt appears in its original form, thus % the bass note, being

the leading note, can only be doubled in unison or in the lower octave;

and when three times doubled, other intervals may be inserted thus: ? i i

SO LW I8 T8 T8 0
S0 A o O IS, « S0 N, O I « F O
I I B

ey

In the first and second inversions

4

25 &2 4
of this chord the doubling of the bass note is used thus 2 also | or

{]

or in this manner:

D.y F.1
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In progressions of chords of the 6t the doubllntr may occur thus:
Doubling of bass. Doubhng of outer voice parts.

12) ~_ alb) pR2%) | _4 A20) |
— — I ete — — peteifa— W oot ' : ete
W g ) ] ; D, J .,,‘5 - ¥
6,6 6 6 | S 6 6 6 | % I . |
=== ﬂ;:r":i_—i—q‘ ¥ e =
% T T jl €10~ — T { ! T €t€ 4 I '| A2 7 T r €te~
- b F [ - ™3 > P # ' e r > r—
Three-fold doubling of the outer parts
Doubling of all voices. 4 . ia
34 | . 30 | | g T+ F £
EREEELEY ==
T D | Tor 1 T
. ! T
Par J .
Il s >

e e

The following eiamples show how progressions of diminished 7*®* may be used with doubled intervals.

Doubling of the outer voices.

With Doubled-bass. Doubling of the outer voices3agl)d one middle voice.

2b) a
a ! a)
a1 p10) R | o bo 4 bot ol g, .{: 3
4 Tt T T —— e
X T+t PR - T —— AL I T
o 91 G4 & -
# ' | { i QQC | | | ejc “ ete, .ete | 1. ‘i- I:
! ‘ . ' ) . ‘ §
Iﬁ; Mgﬂ =~ o) - "#; ‘}}’Fbég i %): - o o 5 ’mh‘ ;’5 : %) -
i pd B - P N Z T— T 71 = - T
% ﬁmi 1
3?"' ” ; #r 3 r#r ! ﬂ' Farie— ‘b‘ﬁ"‘#l i

Doubling of all parts.

ete

Three fold doubling of outer parts;

ete

of all parts.

3

x|
)

Progreséion in octaves and fifths.

When- a melody is played by an instrument whose most effective register lies deep, as the violoncello,

2
a2

thus, and the solo part moves between the bass and the upper part of the accompaniment,

octaves and fifths often occur, which, though they strike the eye, are not unpleasant to the musical ear, as may
be noticed from the annexed examples. In the first and second the octaves are merely the melody doubled.
The descending fifths in 2 are unnoticeable because of the distinctive tone-colour of the violoncello; a remark
which applies with more force to the ascending fifths in 3, because also of the descending bass.

3. Giovanni. Song. ‘Willst du
dein Herz mir schenken’ Bar 6.

2. Mendelssohn. Song 38, ‘Morgengruss
Andan/tef

bars 6—8. Andantino.

1. Mendelssohn. Song 22, ‘Verlust,
bars 30—34. Allegro con | fuoco.

1
-‘-. l-----

Violoncello. 5T ——dT—1=

Piano
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Of the use of stringed-instruments in orchestral music.

The first violin can be used thus in the orchestra:
1) As solo instrument alone or with other violins or instruments.
2) To play the melody.
3) To strengthen the melody (in unison or in the higher octave).
4) To play a subsidiary melody.
5) For decorative purposes.
6) For accompaniment.
7) To render the harmony full.
8) To lead the bass (rare).
9) To accentuate chords sharply.

The second violin, from which so much technical dexterity is not asked, is generally used in the 3, 4, 5,
6, 7, 8 and 9 ways.

The viola can be used in all the nine ways, but those under 4, 5, 6 and 7 are most generally called for.

To the violoncello also the same remark applies, but the 8, 7, 5, 4, 3, 2, 1 and 9 are general in the
order given.

The double-bass is rarely used for any other purpose than to strengthen the bass, though it occasionally
plays the melody.

Of the Grouping of stringed-instruments.

1) The violins may be 1, 2, 3, 4 or more times divided in the orchestra, as also may the violas and
violoncellos.

2) 2 violins and viola.

3) 2 violins and violoncellos.

4) 1 violin, viola and violoncello.

b) viola, violoncello and double-bass.

6) violoncello and double bass.

7) 2 violins, viola and violoncello.

8) 1 violin, 2 violas and violoncello.

9) 2 violins, viola, violoncello and double-bass.

Of the contrast of various stringed-instruments.

Contrast may be produced: 1) By the different tuning of the instruments, as well as by the tone-colour
of the pitch of each several instrument. 2) By the multiplicity of grades of tone which lie between the most
delicate p, and the strongest f. (pp, p, mf, [, cresc., dim. etc.) 3) By the different methods of playing — as
legato, staccato, arco, pizx. ete.). 4) By means of rhythm and accompaniment (in crotchets, quavers, triplets ete.).

See Exs. in Score for such contrasts, parts I, I1II, V, VI, VI

A stndy of the examples in score will show these contrasts ‘far better than they can be explained in words.
The examples, selected from the works of old and new composers, show, too, in how many ways the stringed-
instruments form an independent orchestra. May they and the preceding exercises afford the student a glimpse
of the manner of using, grouping and contrasting the strings, that his subsequent labour be facilitated.

D.s F1
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Examples in score.

The strings alone used orchestrally in 2, 3, 4 and more parts.

1, Jos. Haydn. Symphony in D. (La Chasse) 4 movement. 2. Mozart. Symphony in C.
La Chasse. - R - . Allegro.
Tt%ﬁi ;! "—dﬁF 7‘_"9:&;1 2 - — reY © Ty
Vinlino I. ITT&) A 1724 A wipm AT i m—a : ‘f! A Viol.T ) O —
[0 NR" AN AR~| 14 === Y ¥ omied T j -1 1 1
[ P 4 p
L e et e oyt ot o memime s Sy e f"'ﬁﬂﬂ /=
Viotino L. R T =T oeViolll ot g PR P
) Py P4 AP~ i oAl - - @
- ¥ g - > - ' D8 g

b
Iy
Y

P
See also E ﬁat symph., 4th mov. and the

See also 1st movement. Allegro in Mozart’s Overture to I1 Nozze di Figaro.

3. Beethoven. Symphony in 4, 224 movement.

Anday_t\e.
Violino I. 2 y ¢
[J) P g
Violino II. 71 r!~
T

v ps %

4. Meyerbeer. Overture Dinorah*).
Allegro animato.

Violino I
AN

.. ' + o
Violino Il [y S~ ——
N3 Ao S— 1=-r‘\\~-.

cresc. poco a ‘poco win. |poco a poco

T | e | ofe 3
H ! ; l L | - T T 1 i 1 i 1 I F ”s r &8
Y ﬁd —1 ! = Tt
! )
5. Svendsen. Symphony in D, op. 4, 4'®* movement. ) See also Les Huguenots, Act 1L
A]Iegro asm fuoco. By Permlssion of the publisher E. W. Fritzsch, Leipzig.
> "\ N I
%4 F3 52 24 ¢ Say gy ey gTou )
Violino . 1A W] j ’ . 8 { .l'l/ 1 ‘f}r/ : i/l‘\'l .71/»1 ‘Zl‘ ﬁn — » ;A
bll ﬂdiv — : — — 71 l1 — + €
— | f rp
. < 3‘ —_ | k/\-—\ 1 y
e S S S G~ SUNNRE W JNCR v o SNSRI S
ViolinoII. 7 ! — =4 A:' ‘fggé"; :; 7; i” 2 . L4 ﬁ (o) T L e
Y .ﬁ.dn‘. 4 4 ,V — ff 4 ﬁ/' P“l Rﬁvo\}
——— —
6. Haydn. Symphony in B flat. (Peters’s Edn. 6)
Largo.
A
Violino I.
Violino I
Viola.

*) By permission of the publishers Bote & Bock. D.s F. 1
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1. Wagner. ‘Siegfried’, page 269 of full score.
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14. Weber. ‘Preciosa’, Song No. 6.
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17. Rob. Volkmann. Symphony in B flat, No. 2, 224 movement.
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19. Beethoven. C minor symphony, 224 movement.
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20. Beethoven. 4 major symphony, 2°¢ movement.
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22. C. M. v. Weber. Pianoforte concerto in C, op. 11, 2n¢ movement.
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23. Mendelssohn. St. Paul (No. 4, duet).
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24. Beethoven, ‘Fidelio’, No. 3, Quartet.
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27. Beethoven. ‘Coriolanus’ overture.
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28. Franz Schubert. ‘Rosamunde’ overture.

ﬂ“. [ IAvic
3 i}
e ]
| by ol
L) L)
T7% L) L
e L)
BEL ) BBL) |
[1TT%
N 179 1
11
| |1 g r-v H i
-
YRl 1% i e _
al 119 H il
- LJA. ] Ao
114 |  RNE
i it |
Ly He i 1
i 1L [
L) in & e
o~ T @ M
-n 11 @] TR
I8 ol
1] el TR
] 1] o
D M [ YR! B YER

i
o——1
oW
3
Y 4
r.

b
>
9
b
b
b
b
b
3
b
®
L)
®
L)
®
®
L)
TTTe “- N
PR 3
H | e LS 5y N
ﬁ 7% oh
< @ L
e o]
L1 _”L- o [f 9l
e
| 1] [T7® an A
L1 ..r“v an | I
b il
(YR 108 1] L
il [11% [l
e L) L B BN
[1T¢ A4
11.‘- e al 1
o 15k ) L1
o e i LY
s il
|| e il
L ﬁ-d |1 |
e ol
ERE ) 1L @] ¢
3 TT® ¢! ]
I N BBL ) Q| -
8 [17% [ JuB
g i) &7
i N 4ﬂA-p .vt-p § X,
o hEY S & X
E)
Mo I
M - -
1
{lﬂ \
- = 2 g
g g 3 2 s
= = o ST g
S S = 3 B
> > i S

29. Jos. Haydn. Symphony in D (Peters’s Edn. No.2). 1** movement.
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30. Beethoven. ‘Prometheus’ overture.
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34. Fr. Schubert. Bminor (unfinished) Symphony, 1% movement.
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35. R. Wagner. ‘Tannhéiuser’. Act IL
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36. C, M. v. Weber. ‘Preciosa’ overture.
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37. Rob. Volkmann. Serenade (op. 63) in F, 3 movement.
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38. W. A. Mozart. G minor Symphony 1% movement.
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See also Haydn Symphony in D, No. X, movements II and IV.
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40, Franz Schubert. ‘Rosamunde’ overture.
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56 41. Mendelssohn. ‘St. Paul’ (No. 6).

Allegro (Quasi Recitativo).
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42, Fr.Schubert. C'major symphony, 2°¢ movement.
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44, Beethoven. ‘Leonore IIT overture.
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Allegro molto.

45. Mozart. C major symphony, 4** movement.
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46. Beethoven. Eroica symphony, 4** movement.

Allegro molto.
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47. Mozart. Overture to ‘Il Nozze di Figaro’
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48. Beethoven. Eroica symphony, 4** movement.
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. 50. Franz Liszt. E flat pianoforte concerto, 1 movemen5t.9
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51. R. Yolkmann. D minor symphony, 1%t movement.
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52. Joh. u. Jos. Strauss. ‘Pizzicato-Polka’.
Piu moderato.
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Later in this polka wood and bass instruments are introduced.
53. Delibes. ‘Pizzicato’ from ‘Sylvia’ ballet-suite, No. 3.
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60 54. Beethoven. 4'* Symphony, 2 movement.
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55. Mendelssohn. Scherzo from ‘A Midsummer Night's Dream’.
Allegro vivace.

Fl'dte.‘l.’ —— | gk . 2.
' - g 7 P
Ty #® - —— >y

F o -

Violino L =
V74 Zmﬁtcnm m
p o @
= T .4 -0
Violino II. < — — W oY —% — a
o /J 7 r -
vy
Viola. = ﬁ oo 014-« % b — - - -
D I A
122.
Violoncello N v — — - . l.t\  — " -
o = ronste i O — : S e ==
ontrabasso. Pt - -
AT —~ 7

Progressions divided among several instruments, cf. also Pt. IIT p. 15; violin I and viola, pt. V p. 32.

As in the next exercises only compositions originally written for the pianoforte will be arranged for strings,
the student must take care in chosing such pieces for himself, for all are by no means adaptable to such treat-
ment. To help him in the selection a few pieces are mentioned after each exercise. He need not be prevented
from arranging his own pieces or from composing for stringed orchestra; but it is undeniably better at first to
experiment upon the works of the acknowledged masters since the necessity for remaining true to the original
affords good training. In such work much freedom is allowed in that, generally speaking, more may be added
than omitted**).

The same added part, doubling of the bass, of the soprano in the higher octave, of the other parts (which
does not often occur in the stringed orchestra) as were pointed out in the arrangement of Chorales, may also be
used here.

** 1) In certain cases a piece may be transposed. 2) The melody or bass may be doubled, the former in the higher or
deeper octave, the latter in unison or in the lower octave. 3) Strengthening and even adding to the middle parts. 4) Compulsory
alteration of the form of the melody and accompaniment in order to render it more practical and effective. 5) Interpolation of a
new, (if not always independent part etc.) But great care must be taken that the original is not obscured or misrepresented by
these addition and omissions.

The following pieces should be played from score by the student to give him a clearer insight into score-
reading.

Fuchs, R. 3 Serenades, op. 9, op. 14, op. 21. Gouvy. Swedish Dance from the octet (arranged fororchestra).
Volkmann. 3 Serenades for strings. Schumann, R. ‘Bilder aus Osten’ (arranged for orchestra).
Grimm. Serenade in Canon. Vogt, J. Nachtgesang.

Gade. Noveletten for strings. Dittersdorf. String quartets.

Reinecke. Prelude (to 4': Act) of ‘Manfred’. Haydn. Emm—

Wagner. Opening of the Siegfried Idyll. Mozart.
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Exercise Il.
Small pianoforte pieces arranged for string-orchestra.
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1. Kuhlau. Sonatina, op. 20, 2°¢ movement.
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This piece offers no difficulties in its arrangement for string-quartet, since in its original form it is, as it
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were, orchestral in character. An immoderate use of added parts or notes is inadvisable because of the danger
of destroying the simplicity of the piece; yet certain parts must he strengthened, which in no way injures the
movement as a string-quartet.

It is unnecessary to point out here the added notes since the arrangement can be studied with the
original above it. Note, however, should be taken of the doubling in the octave when the melody begins anew.
Were it given to the violoncellos only it would sound thin and poor by comparison, and therefore the violas are
added in the higher octave. In bars 3 and 4 of the second part notes are added in the middle voice, and in
the following two bars the bass is doubled. Thus the two voices or parts sound fuller.

2. Kuhlau. Sonatine, op. 55, No. 2, 224 movement.
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This cantabile movement, which is its original form is pure and simple pianoforte music, must be arranged
differently from the preceding example since an exact 1eproduction of the pianoforte part for strings would be
very amateurish. Thus the violas take the figure of accompaniment, the 274 violins the added part to make it
full, the violoncellos the bass, and the 1% violins the melody.

In bar 12 the 274 violin strengthens the 1* violin by playing the same part an octave lower, and in bar
15 the chord in the bass is strengthened similarly by the violas. In the penultimate bar it is mot possible to
keep strictly to the text since not only is a progression in fifths difficult for two violins in the higher octave,
but also the effect is not very good. The piece can also be arranged thus, as in a, b or e

) Cantabile. b) less good. c
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The following pieces may also be arranged for string-quartet or quintet (2 violins, viola, 2 violoncellos,
or violoncello and double-bass):

Clementi. Sonata, op. 36, No. 1, 24 movement. Mozart. Sonata K flat (Peters 9) 1% movement ] Minuet

— —  op. 36, No. 4, 2,d | — — Eflat ( ,, 9)2md Tand IL.
Haydn. Sonata in G (Peters11) 1% Beethoven. Op. 33. Bagatelle 1 and 3.

— — im@G(, 11)2d — Op. 49, 1** movement, No. L.

— — imC(, b)3d . —  Op. 49, 1% » No. II.
Mozart. Sonatain G ( ,, 14) 1t ' — " Op. 27, 2nd . No. II.

— - in C( , 2) 2d Schubert. Frz. Op. 94, No. 3 and 6.

—_ — inF( , 11) 2% Cf. also Sonatinas by Kuhlau and J. Schmidt.
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Exercise Ill.
Various arrangements of themes for string trio or quartet.

1. Kuhlau. Sonatina. Op. 55, No.5. 224 movement.

Allegro. >
0 A T S o g : /“\Fﬁ% The various arrangements of a
7 — 1 theme ormovement for string-trio or
: LT e 1 quartet is a study that should by
Piano. e no means be disregardet; and there-
' o —p | ~—9 ~—25 | -~ oo fore the following examples have
D A . Y, wgﬁ’ﬁ!. 7 1 been arranged in this manner.
g e e P F Exs. a and b follow the original
L T tolerably strictly, the 1st Violin
taking the melody, the viola thé
= N » —~. accompanying figure transposed so
- [ @ ®ig®] that the harmony may sound fuller,
Violino. % : ] the alteration of the bass from the
~—F1 % 4th bar relieves the monotony that
e 5 e O 5 et — pore—me= 4 would otherwise accrue. The bass
viola. S e e g ge® g %] o begin thus
L4 @ A & [ 4 2
. e
T | T T T T
V.Cello. o 1o o ¥ g—j——%‘—i——?ﬁ or the 8 bar phrase be arranged
— f ; l thus, the 1st violin still retaining
the melody:
= b~
o Py e
Violino I > j bars 1—3. bar 4. bar 5.
' " wlﬁ == Viola. W"“vv)}** SR CaAP e R
%97 gty P AEr SRR el
ViolinoIl| =¥ i t% oy V-Cello- (et Tl e
> % iljl‘ 3 @ - Ex. b shows the phrase for quartet.
] e e There is nothing to remark here
Viola &4 —o—I# %]ﬁj“__wd—f—iﬁ save that the 2nd violin fills up the
¢ b € v L4 ® ] harmony with double notes on the
- 4 T first and second beats.
V.Cell T 2 — —§ — 3 —" H;—?—HE
= i 1 } Ex. ¢ will be both fuller and
more piquant since the 2nd violin
= — plays a figure rhythmically similar
-—p y to that of the viola, the harmony
ViolinoI. I x B — S—— becoming rounder thereby. The
. violoncello deviates from its previous
4 path only in that from bar 4 it
VlohnoH r -+ T :?ﬂ—_ﬂ!}::%:?ﬁ: Elays the fundamental (fote of the
o Y : armony on the 1st and 2nd beats.
. + - :j‘:j‘ #ji # +* It can, however, be written as be-
AF i FA o i e - —— fore in Exs. a and b. The accom-
o — :'é*i' i ,1 . ! panying figure in quavers can be
= ——o— L iﬁi‘_‘—:# played legato or staccatn, the latter
: X - d rendering it fresher and more lively.
o — 1o —% 1 "f —% il b — .
T ] I I In Exs. d and e the accompani-
ment is entirely different from the
> _ original; and neither should be re-
3 CJ _a— ﬂ?@;[ jected although they are more
Violino I. %‘}tﬁ#ﬁﬁ : T—p—f 1) commonplace, and suggestie of a
D —F— & dance rhythm. In many other
O, " : ways, too, the example may be
Violino I {{fas—#—% Yt TN Y s 4‘ *t q' %} arranged with more freedom, but
o - - s — o9 —— 3 with them we. have at present
. P jj‘ s nothing to do. When a similar
A T 1 pr——— t t Y assage occurs three or four times
Viola. ﬁ“}‘é i i_._ﬁ__i'_'z, rdee T ’j_::‘i;’f S Y ? * ?1 ?n a rondo, care must be taken
* e ’e T ' that the general musical interest is
S — 74 b po——i: r . heightened each time the theme
V.Cello. ey s 19 v o & lggehi & |9 o & | & [ TGy +—%—1 &8 recurs. This in a slight way may
2 f } f : e @ — % ) een by playing the examples in
\ » v this order: a, d, b, e, ¢. The next
= example is taken from a sonata by

T
] DY % ~ quw/-\ Beethoven. The following pieces
Violino I. ﬁpﬁ#ﬁ — S may serve the student for exercise
%! LA —— W.L_I_I—hﬂ_ in scoring.

L)

| | o .2 Cl ti. Scnata, 0p.86. 18t mov. Bars1-8.No.2,
Violino II. Jifa—rx3—% L e 1 e 0 S B’ A S W A B R o o p—— g s " ” " 37.11't noow 18,2
—] .18 , 1-8. '
B SR s R 2% S5 Jddas | 3% BF| wusdinsosdin, iin o [ 1 LS
L " " )y 86.18t ,, l-g. » é
Viola %) G s T B 7 s 7 o v s o 8 et ’: :' ” gg'é:‘; ” "li]_'s' :’ 1'
a. P ’ ’ " [} gy A
i o E— - — - o ' 88.3rd . 18 3.
» Haydn. Sonnta 1nD 8rd mov. (presto) Bars 1-8,
26— T T T e ] i st Rl tivagB s

b 2 U o &g &g Py Py ozart, Sonata in rd mov. (rondo) Bars
V.Cello. J= o1 — T A . e m— Beethoven. Sonana, op. 18. 3rd mov. Bars 1-8,

N ll) 1 1 1 T T
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2. Beethoven. Sonata, op. 49, No. 2, 2nd movement.

?
Tempo di Menuetto.

f ] T oy "
S et e T SR 1w a the 1% violin
. K ) ' ‘ - plays the melody the
Piano. Rar ege o | 2 %ﬁﬁ A AP PP viola the quaver figure,
ey e —“F PR [EE . B . 2 Yo ﬁ: and the violoncello the
Z— A HH CH A e bass.  An alteration is
' made in every second
) crotchet in the accom-
Z e — 1 ~—~__+ - paniment, where. a note
Violino. : ﬁﬁﬂ P gile g el e T Tmgel of the harmony is added
, i ! il P in the viola part, the
. o] - | violoncello playing short
Viola. o L4 @ I € i I crotchets.

v.Cello e M e e T ¢ IR Y
v . -t —— o is arranged for a quartet,
the melody and quaver

figure remain as before,

Violi ol T 11 2 .741 i ] P ’-} A'a 1;.#% ‘IlL:\ but the ]atter 18 'nqw
not e e gy g 8te—— @7 rety taken by the 27 violin.

| A part is added for viola,
1T andthevioloncello,though

Violino I1. |if¢

i A T
S e e e e e e e e g | Dlaying the same notes
‘\‘—y.l I\/r ;\/. :\'/. "I as before, phrases them
Viola. — i__d%——;c =+ =|‘ a% It"LH:Lﬁ{: diﬁerently.
- e E\ . N InEx. e the unaccented
V.Cello. o e o e s e e e . part of the bar in streng-
T f —* —+——" thened by the addition
TP of notes of the harmony
= P ey . 3= #Fh{?l — a liberty we allow
Violino1. £ ﬁﬂf-—r——é}—*]ﬁ_ } L= H LE === ourselves because Beet-
——TT hoven has himself done
BTl the same thing in the
ViolinoTl. _TJ_H‘__}__ ! 1? i —— T —2 d <] minuet (same thema) of
L his septet. In bars 1-—4
_ P——— o — — the bass is strengthened
Viola. i e ét’ 2 f; A by the help of the violon-
- < € o . cello playing in the lower
——1 1 T I - = octhve, and from bars 4-8
vicello e e wte e L Ftetd the 2 violin takes up
: : the melody of the 1%
violin, which now plays
Violino o) Tiigee Torgee—fo— 113 it an octave higher. The
tolino . — T —— ﬁ g te—] Viola plays (bars 4—6)
= Sl ; —_1', | the accompanying figure
Violino II. — —gle i ;,3 o0 itag &y of the 27 violin and the
- * 5 =1 || violoncello still plays the
e 55 5 S —— y—» 1?1 bass in the lower octave.
- - . I The arrangement of d
B ——— Sce— @ ———1 4 is a copy of the first for
V.Cello. P T £ — — T s —¥ — ""}' —te~1 3 instruments with the
’ difference that the 1%t
& o . m violin plays a free or-
Violino I J-2 %.I’é & rd ] 5 j-"l" |") lp e 4 Alr?k namental part.
& g S er ' Oze¥ < In Ex. e the viola
r— —) takes up th
Violino I | o i i - i T te——1T+T& while thlé 9nd 3&0;?210&%1):1’
B B e 2T & [
—_ (V¥ T 4TI T T |99 violoncello play the ac-
. g . o Haho companying figure, the
/8 A . )
i f/T ﬂ £ f\g oo F #fh%. o4 1% violin still playing
Viola. gt 8= {8 the ornamental indepen-
P ;/‘“T- T S S Fam . L dent part.. :
V.Cello. e e e e e e i =12
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A few remarks before beginning the following exercises.

In music of a lighter type the 1%t violin is generally used to play the melody, whose compass should
rarely exceed e, f or ¢ in alt. But it is sometimes used to accompany or for decorative passages when the
melody is played by another instrument or sung by a voice. Double notes are frequently employed, in 3 @tbe
or 8, but when this occurs, two players, as a rule, are intended to play them, and the word divisi should
always be written.

The 27 violin and viola take the accompaniment usually in chords in three and four parts (except in the
idealized dance-forms). In writing such chords care should be taken that they are easily playable (cf. double-
stopping, under ‘Violin’ and ‘Viola’). The compass of the accompanying parts (2°¢ violin and viola) in the next

A " il
exercises lies, with a few exceptions, between M If the chord is of three notes, the 224 violin
D)
33

will usually take the interval that is playable by double-stopping, while the viola plays the single note, thus:

a
2" not so good 2b) petter
" T
gJHiH."\" s e I el S = e e aE e
Al Al b b" 1 —T71T" T 1 A} < € €
25 7| bk | 33| IF| 39| IF EE =
LA KA
ete. |
. I
N N ) bY I | N | ) ). y 11 ) ) )
Yoolloolloatt et o it laaltan 18810, 1o tepiss
AN | 1 1 1 N T el Al > —1 bl 1 1 1
T ™ L T T L [ v T LI T T

effect poor.

In example 1 and 2b as well as in the following arrangements 1—8 it will be noticed that the 224 violin
with rare exceptions) takes the chief intervals of the harmony, while the viola plays the fundamental or fifth.
Example 2a is of bad effect because of the deep position of the notes: 2b is much better.

When chords of four notes fall on the weak beats, they are divided so that each instrument (24 violin

and viola) plays two notes, thus:

3" less good

N ST TS G Y B 3 5 3 3 3 U
1 A —— - 4 ? d T Tt Tt T 1T
Violino II. S _Q\i:q r S & T te jeJre e e tTe 17
-ﬁ— - Y ‘- Ed - S *’i
te te.
! | ] || oete o U — o
) e e . PR S e e v
Viola. gt g &l ot o]
o } o ¢
+ r | R B

Here the 2nd violin is treatet as before, but by using double notes in the viola part the addition of
omitted intervals or doubling of same note in unison or in the upper or lower octave becomes necessary, whereby

the harmony is fuller and richer (see examples).
In practice entire movements are not (as in 1, 2b and 3a) written in three parts or in four, but there

are mixed as:

N N TG TS 0 O IS R S S I D N | [ W T W I SN [ W
Vioiino I e EE e e e e S e e e e e S,
M <
st A G fee | wv oy Sa| S8 SiE
- — N { I kN ste.
AN ). AN
Viola. leai{t st BS==n! - ?ﬁ% e tooln
11 11 | I | 11 11 ~ 11 1
Tt - T T 1 L —r—

Chords of three or four notes for one instrument generally occur in f or ff to accentuate either the strong
or the weak beat. The greatest power is attained by writing these chords practically, so that a player can

play them with perfect ease, thus:

D.¥ F.1



Chords of 4 notes to be used only
where the tempo is not too rapid.

\ pre— ot | 9x44 - 1“_11:-:
Violino II. A e et e aa g g oo
bR
b b el L A
Viola. y A B #ﬁl“—l—g_‘“—F = 4Lﬁ e;: i;

For the manner of using triple stopping for violins and viola, see the following examples on p. 73,
Nr. 7 and 8.

When precisely the same bars are to be repeated the fact is stated by means of this sign, so that trouble
is saved thereby in writing: thus

The Violoncello can be used thus in dance music:
1) To strengthen the bass in unison or the higher octave.
2) For an independent melody or to strengthen the melody in unison or in the lower octave.
3) For purposes of ornamentation (arco or pizz.) or to play a subsidiary melody.
Each of these may be seen in the following examples. Double and triple stopping is here rarely used on
the violoncello.
The Double-bass lends, as it were, support to the harmony and rhythm in dance-music on the strong

beat. Exceptions (especially to the latter) are found at the close of the parts of a dance as well as at the
beginning, thus:

1) At the end of a part

2) At the beginning, where a rest is used

3) When the violoncello and double-bass have the melody and the other instruments play an
accompaniment in the higher octave. (See example on p. 73, Nos. 7 and 8).

Here follow some transcriptions for string-quintet or string-orchestra of dances, marches ete.

D.s F.1



68 Exercise IV.

Dances for string-quintet or string-orchestra.
1. Franz Schubert. Deutsche Tinze,Op.9.N9 19. '

g}g e A = Ao > L A, > LA ;
A 4 0V § A 7 et gttt 1w -
oy % e® EP—p e Here the 1% violin takes
Original.)| S i A ' — the melody as in the ori-

+

Piano.

ginal: the 2% violin and

&

o | o | .

= o i — 1 T Ta T Tzl 1 - H— viola play the accompani-
A A L L ment on the second and

S A . o A e third divisions of the bar,

Violino L. - { et in a higher register than

the original, and with cer-
tain additional notes for
the purpose of fullness.
The higher register is
used for the better effects,
the lowest notes of the

|
o
ey
4

i
i
%ﬁ

AT VAR
q
o
olelll

Violino II.

p.

Basso.
} i
N 1 ) o . .
r" S e e e ST aser = = original being not good on
' ' I I ' K the viola. In the second
v.e

part, bars 1 and 2, the
accompaniment, on the
other hand, is lower than
the original, otherwise the
effect would be thin. The

)
P
BL ) \\
i\
"

i

-J—F-m ‘
TTvee
TIwee

% } Y remaining bars are much
= T Py . . e
o T j P the same as in the original,
‘ ' ' the violoncello and double-
e _ ’ £ bass marking the rhythm
) ¥ -I’ f f ‘{ﬁ‘_’f 1# 'F:‘E P . : & . y
.t?-—n‘:rﬁ"r - — in unison and in octaves.
I L

)
\

When the latter parts are

PR S — e 3 —— A written on one line, double
—— € oF s s = notes (see example) should
e v ¥ ¢ z o e
> be used to facilitate rea-
T AN N y o Py o o ) .
i 7 & 4 4 4 K & 0 ding.
& & H r ﬁ 'y F:F_xs_#_.? rﬁ . g
# % ) ) 1=| ) N lI N N
e e b
T v T . - .
In the 1® violin
uss (pére), Sperl-Polka. parts double - stops
S ... = — occur, to be played
P oss i :?:ﬁ divisi — i. e by two
Sdd g 2 o et o guu®g5g 1 players. The accom-
Original. =d & f ato fl ° T paniment is not like
Piano. ?é& g t # oo that of a quick
i i - — e —— march, and is tole-
|~ - [ == rably true to the
W . 2322 5 = ) original. The violon-
Violino I. > e o shase *’% cello and double-bass
- O e L ~—teoeoe
o ;d eU 3 ato f| = play the fundamental
|8 ,9 > - —— P —1 tone in octaves. The
vy - (7] & = Vi | & L .
Violino II. Jifas—2——1 i s lﬁ%%_ﬁﬂg ’__~ (5 letters a__f mean
Ll bl that the bars so
; =711l v r lettered are to be
Viola. ﬁ% % 999 - 0-9-9-%
— = = repeated — a com-
V.Cello & A—i—ﬁ##—r——ﬁﬁi ! 2 P - mon practice in such
€. Basso. i, S i S s S 7 S B " v ri—-1a works. Numbers are
V T V ==

1 used.
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hiite

3. Johann Strauss (pére), Radetzky-March.
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By introducing the latter on the first and second

Here in the first bar occur double and triple stops.
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beats, an especially strong accent is obtained, and greater fullness.
orchestra the passage could be scored thus:

For string-

Violino I.

In bar 2 the violins and viola play in 8%, as do the violas, violoncellos and basses also (in unison).

In the following bars the melody and accompaniment are treated as before, with the addition, for the
sake of ornament, of the pizzicato quaver figure for violoncellos, whence more interest and life are derived. The
trio of the march begins in unison in three octaves; and the double-stops for the 1% violin, though marked devisi,
can be played by one violinist. The rest is as before.

4. J. Lanner, Op.93. Pesther Walzer.

e e it i o e s i
Violino 1. 1 T nF 18} T T T o P T U 1 T . 7Y Py T
1 ! 1 1 ‘V 1 ! ! | A 1 ! _i el 1
j———— """ | %
Y e s s e e S s S e s o
Violino II. S rS S - - S— — o —
35T S vel v = S
p
Viola. R R SEEEEE e s = e
1 1 1 1 i ~ 1 A)
T 1 t ™7 T T T i v 1 1
T~ P i
£ 8is R|F @£ |8
: 1  — { —r— y S— r 4 —3—
Violoncello. t S 3  — £ e — I « &
o f T
—2 o+ & ¥ — )
Contrabasso. = l1= T S S———— —e = J; ry f & < 1 r3 ry
T 1 T
T~ > T~ /—? —
P Y P [} Y Py o £ Cl P N 2 8
o ﬁ" o 1 | el N e 2 1 J 4 J 4 b vl Y 4 w1
N B 1] 1 i 1 e F | M 1 ry
T T 1 1 I — —WZ
N 1 T N T 1 N 1 i N 1 N 1 1
: 1 H Y & 1 1 r 4 1 ql : 1 } 1 1
13 v | 3 3] = 3
) N N
s e e = e e e .
ry . rN
1 T 1 1 Al T 1
T T I I [ l T T T L
P~ >/—\ ——
ffe £ 12 2 |8
1 1 1V 1 T 1 ) N N N N
1 1 4 T T 1 [ 4 ! 4 & r 4 r 4 >y 4 P
[ ry )l r.y r.N ) o -~ >
1 A 1 Al 1
T 1 t
P Sa— a— 4 P+ ? < ¥ s 7 — =
) el .Y - I r.N & 1 [ r ol [ [ N N A
', Lt : : . =

This arrangement differs from the foregoing in that the violoncello plays a few bars of the melody with

the 1%t violin.

Thus not only is the effect very good, but the melody is more distinct than when played in a

lower octave by the 1% violin (divisi) or by the 2@ violin or viola, because of the different tone colour of the
violoncello. The dissonances between viola and violoncello (bars 2—4 and 9—12) as in the following waltz (bars
11—14) are not irritating in performance.

D.s F.1



-
& xnw 4|x+ A
A il e >\|rlll ™
H- ™Y i mfru M
L) | YRR YRS g
Llﬂ_' Arll 'nHI Lawtel
mllr ™ MG 1L lllﬁ
| 22
N iR [ YRR 15 A1 A
|II.‘ 171 | 1N |1 »
Ildv.\ -~ Lavic! L -+
il T u i
TR M H i Al
e \ ™ 4 ] e
~
%
i N A
M LRI L L LAvid
o ..!.-\ 4w A i ol
)
..m Iuﬂuﬂ_“ T Lxll e d
W. T Jqﬁ ol A
3 (I \rA A hant HTe
hed
w [ =
= -
m b T T ‘ITI il
a0 |1 L] 1
& L/ o Al
[S)
M Fl..f \ A L .!ll el
] e kol
o TTe Al A i Nl
. !
] L] ) N J
= T.T_I L
£ Tetea, | (eHa M
v \v.. It LA .Wﬂy[-? 1 R
=R *
=
-]
=]
o
L)
0

Violino I.

—
—
c
=
=
o
=
Rad
v

Violoneello.

Contrabasso.

g]uﬁ -JHH (RER A
Nn BE T | 1581 Avd
L] et d NG | 1R | 1NN
il [ YRR YHRE Avd
\\ \ s | 1i8 ﬂ: A
ol Eaid A L1 JlL.‘
i ol ol g
ﬂ\ ! i | YA i a A
Semlll N N 2N T
-xl.fi j]r y
™ | |8 4
T NG I mrix T
e il N
n ol y
e 5 { YA “113 4
™ Avd I [ YRS T
M | Ave
FH FM | A€l
m LA I Qi TTe
..DH oLl
R | w6
Axr . H Rl mrsi v
[ YA A 16 ol r{x
1 - b i
1 — b WM Nt
QL ™ 14 Qi | 1REN
0 b an MG
r = uvil Lavd
i el
b A€
Y >\\n|lv v
o Ml
0
M MHHH

2

m BEA ) Ze e
7 1Te ™ v
I ANt H 1I1T
11& e A Ll‘_
T 7T L4 LG
-]
| ¢t A4 & T

Here the violoncello plays the accompanying crotchets pizzicato for the first 8 bars for ornamental purposes,

From bars 17—24 the 1% violin plays chords (div.) and from

while in the next 8 it strengthens the melody.

25—28 the melody in 8.

*) By permission of Aug. Cranz, Hamburg.
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6. Franz Schubert, 0p.33. N%5. Deutsche Tinze. 61
f) 4 —— M—— o s 59: .
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The 1% violin here takes the melody as written, the 224 violin and viola playing the harmony streng-
thened by one or two added notes. In bars 5—8 of the first part the 224 violin abandons its usual custom, by
taking (bars 5—6) the melody in quavers, and in 7—8 by filling in the harmony. As the piece is transcribed
for string-quintet the quavers must be given to the 2 violin; yet they could be played by the 1¢* violin thus:
2. <,

1 in which case the 274 violin would play its usual accompaniment. In order to avoid any-

thing like difficulties for the 1t violin, this arrangement has not been adopted. The same bars may also be ar-
ranged thus for string-orchestra.

{j];ﬂ?- é___ The Violoncello part in the quintet is quite simple (pézzécafo, marking
—— the bass, and ornamental, and in the orchestra pizz. and arco. -
ra——— The upper violoncello part is a free interpolated but mnot quite
e d v
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independent melody. When there are several violoncellos both parts can be played, and the effect will be
not a bad one.

The double-bass is used in the ordinary way.

7. Valse.
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1. To be played by double stopping: and 2. triple stopping.
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The bass (violoncello and double-bass) here gives out the melody (written in unison, but sounding in 8):
the 274 violin and viola play the accompaniment, 1) by doubling the accompanying interval by means of double
stopping; and 2) by triple stopping.

In the latter case the accompaniment is more powerful and fuller than the former.

In a similar manner the following bars of a galop may be played.

8. Galop.
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Violino 1II. %ﬁtﬁﬁ* —ﬁ—‘}——j}’i o0 o —yg:ﬂﬂ:ﬂ—’t—f
Viola,  |{O el tort 7 =
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Vi ey L2 - 4 1 —» I — I T a 1 ]
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VR ! i
In In Ex. 7 and 8 the melody may be strengthened by the viola and violoncello playing in unison.
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Exercise V.
Of various methods of arranging a theme for string-orchestra.

We have already given examples of a variety of ways of arranging pianoforte pieces for 3 and 4 strings.
It is not unprofitable to show the same examples arranged for string-orchestra. It would not be difficult to add
other forms of accompaniment to the themes than those already given; but we hold it for a fundamental principle
to confine ourselves as strictly as possible to the original. Therefore we again make use of the former forms in
the following exercises; but it must not be forgotten that now we are dealing with a string-orchestra, and so
some alterations and additions may be made.

1. Kuhlau. Sonatina, Op.55. No.5, movement IL
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b
Violino 1. @% The arrangement marked a) is
~ worked out in a manner similar to that
in Ex. b) for string-quartet (see p. 64).
Violino II. i e et e e et e e e e e The 1% violins take the melody; the
3 ﬁ j_i h . - 2nd yiolins, violas and double - basses
L | ' the harmony, and the violoncellos the
Viola. e e o B e e e e original quaver figure. Tl}e bass part
——+ o =SS may be written here and in b) and e)
thus:
Violoneello & ag Aaﬂ' ,
Contrabasso. :' .;f' % i . — Y e B e ey
Violino I.
In Ex. b) there are one or two
slight differences from a). Now the
Violino 11 violas play the quaver figure, though
iolino 1. this might be as in Ex. b) of the

quartet arrangement (q. v.). The 2nd
violins and a parts of the violoncellos
and the double-basses play the short
chords to mark the rhythm, and the
remaining half of the violoncellos sup-
port the melody of the 1%t violins in
the lower octave.

Violoncello.

Contrabasso.
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In Ex. e¢) the original quaver figure is strengthened by another in the harmony, given out by the 2 violins,
half the violoncellos playing a new independent melody, and the remaining half playing the fundamental note
with the double-basses.

2l Bk @J =N 2
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Violino . m@%%
s S
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Violino II.
Viola.

Violoncello.

Contrabasso.

In Ex. d) the melody appears in 3 octaves by means of 1% violins déwisé, and violoncellog; the 274 violins
and violas play a short accentuated rhythmic figure in quavers, which differs from the original. The 22¢ half of
the violoncellos takes up the original quaver figure here used as a decoration, and the double-basses emphasize
the rhythm of the 24 violins and violas in leaps of fourths and fifths. In the 3*¢ and 4% bars the quaver
figure in the 274 violoncello part has been slightly altered because of the rather bad effect of the discord between
the first and second violoncello parts.

In Ex. a, b and ¢ this quaver figure can be employed in any oi the following ways in any instrument
according to the taste of the arranger.

legato staccg/o _ pizzicalo

‘! ﬂ‘jjl"l

[}
AR s N © I A5 T A 0 D B : Y . N S . N B | /O NN N A .
Y T el T Rl Ja@ | S N1 S | & |

not very good  better still better

The passing discords in b) and d) are not noticeable in the rapid fempo because of the melody in octaves,
and so may be disregarded.
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2. Beethoven. Sonata, op. 49, No. 2, 24 movement.
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Ex. a) is a copy of the original with, however, not unessential doubled parts. In bars 1—4 the
theme is supported by a portion of the violoncellos in the lower octave; from bars 4—8 the 1% violins divide
and the melody is given out in 3 octaves. The 22¢ violins and violas play the original quaver figure, and a
portion of the violoncellos and the double-basses mark the bass in short crotchets.

In Ex. b) the i®t violin appears in bars 1—4 as an accompanying instrument; bars 4—8 the 1% violins
divide, and the upper portion play the melody in the higher 8%, the lower half playing a free part. From bars
1—4 the 2n violins play the theme; from bars 4—8 they, too, divide, the upper part continuing as before, while
the lower takes up the accompaniment vacated by the 1% violins. The violas in bars 1—4 strengthen the 1%t violin,
but play the figure inverted: the violoncellos enter divided, the upper part playing an ornamental figure from
bars 1—4, and from 4—8 they support the ornamental part given to the lower half of the 1%t violins. The
remaining violoncellos play the bass with the double-basses, the phrasing, however, being different.

In Ex. ¢) the divided 1** violins play the theme in 8¢ while the 22d violins give out an ornamental
melody also in 8. The divided violas play the original accompaniment, and the upper part of the 1%t violins
is supported by the violoncellos in the lower 8", while the 2n@ violoncellos play with the double-basses.

In Ex. d) the 4 upper instruments are again divided. A portion of the 1%t and 2°¢ violins and the violon-
cello play the theme, the last named instrument adding simultaneously thereto an ornamental part. The lower
1 violins utter an independent melody; the lower 2°¢ violins and violas take up the quaver figure of accompani-
ment, which in b) was played by the 1%t violins and violas. The upper violas and lower violoncellos and double-
basses play the former bass part pixvicato, notes being also added thereto.

When in the course of a piece several parts are written on one line (as in the above example) it is
advisable, in order to facilitate reading, to write the divided parts upon two lines when the orchestral parts come
to be written or printed.

This example is rather over-full, as it were, for the different melodies are not distinctive enough, owing
to the comparative lack of variety in the tone-colour of the instruments.
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3. Beethoven. Sonata, op. 18, No. 2, 25 movement.

Largo appassionato.

/M fenuto sempre
) A )| 1 - 1 1 [N N
y 4 t T N J ¥
1 - p= g T & '
Original. ERl: e
Piano. , L , , T
]Lr - - I N -
= &1
i TS
\b‘
Viola I = ;- A
—~ 4 .b X1
Viola IT's TIT. = e v
A o <
i r 4 &G\_,'
Violoncello.
-
23 h i '
Viola 1§11 i e ——
) o
I Yy V1
V 1 % ‘I\ A 1
Violoncello I & II.

N
nd

Violino I II.

5-
QL

o

Viola.

L JRES
Tl
(

Violoncello.

Pl

NE|
knd

B

Violoneello I.

e
~[ft
+

Q.
| -
Ne
i

Y | P

Violoucello IT & III.

Contrabasso.

In the above arrangement several different tone-colours arise from the ‘mixing’ of the strings. Thus:

Ex. a) sounds, p, very gloomy and, as it were, shrouded, because of the tone of the violas and violoncellos
in the deep register.

Ex. b) is somewhat similar, but rather fuller, because of the additicnal violoncello part.

Ex. ¢) is still fuller and more cheerful, because of the presence of the violins.

Ex. d) is rather sharper in colour, because of the violoncellos in the higher register.

If the violins, 1** and 2 violas, violoncellos and double-basses were to play together the tone would be
still fuller than in ¢). ‘The semi-quaver bass figure could also be played pizzicato so for as the second quaver
of the fourth bar.

*) See also p. 49, 50, 51. D.s P4
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Exercise VI.
Transcriptions of songs ete. for voice with string-quintet or orchestra accompaniment.

1. Frz Schubert. Das Wandern. (Miller-Lieder.)

2‘Iiz§ss;g: geschwind. Takt 13 14
’ ) I
;FEFE% . A
! :%::H— Voice. =
. . | v
Orlgmal. p muss einschlechzer Miil-ler sein dem
Piano. ylrarirsrigrargr
'3 3] ' ! . s :
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Viola. 0 % Viola.
Violoneello. 3 — Violoncello.
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Violino 1. - This song offers some difficulties to the transcriber
e EES) for strings by the very simplicity of the accompaniment;
v therefore we give several methods.
Violi 1L t§ . . . .
R 7 Ex. a) shows it transcribed as like as possible to the
¥ original. The violins accompany, but only play the upper
Viola. —— intervals of the chords; the viola plays the semi-quaver
—g % — figure in a slightly different form from the original; the
violoncello can easily give the 8% leaps either péxzicato or
Violoncello. JEA=5 —— arco. Not so the double-bass, however; this instrument,
M therefore, plays the same quaver on the strong beats only,
- - either pézxicato or arco at pleasure.
Contrabasso —ﬁ-—"—jﬁ:
= Ex. b). Is not good because the even flow of the
) _ figure is interrupted by the rest. The 27 violin and viola
————— play an accompaniment and an added part, while the other
Violino 1. & T — —Y i
SR 31— ! instruments play as before.
A ?
Violino 1L 2 o Ex. ¢) is composed of the two previous examples. The
o 3 LS viola gives the semi-quaver figure; the violins accompany,
L4 the 27¢ viola and 1°* violoncello sustain the harmony, while
Viola. % the 2" and the double-bass proceed as before.
P |
Violoncello. [22—7 -:'—‘—.':].: Bars 13 and 14 can be played as shown, the words
=z y g y ‘eol violin I' (signifying ‘with I** violin’) being commonly
p= " . seen in scores. '
Contrabasso. - ” :#j?’:b
7 >
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2 Frz. Schubert. Der Lindenbaum.
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To transcribe the accompaniment to this song for strings is more difficult because it is not easy for the
player to give the triplets perfectly truly and neatly.

In Ex. a), bar I, the 1t viola gives the original triplets; that the 6" may sound clear and distinct the
1#t violin and the 27¢ viola play them in quavers. The triplet figure is very difficult for the viola. In the
following bars the 1%t violin plays the triplets, supported by the 2" violin. In the 3 bar the 1% viola takes
the upper 6% in the lower 8%, while the 279 viola plays an added part; and in the later bars the violas unite
in playing added harmonious parts. The violoncello and double-bass play the original bass in 8ves,

Ex. b and ¢ are simpler, but less to be recommended on account of the alteration in the original figure.

Ex. d) is similar to a) but with the addition of some doubled notes in various parts, and a more practical
arrangement of the triplet figure. The triplets can be played also as in e and f The best arrangement would
perhaps be Ex. a) with the viola as in ¢). The triplets are not easy for the 1% violin, wherefore they may be
written as in the simpler viola version.

Although g) is rather freer, it is easy to play and the best in effect.

In the later bars of this song another form of accompaniment is introduced, as may be seen below.
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The student is recommended to look at the following:
Bluck. Orfeo. Air: ‘Che faro’. Mozart. Don Giovanni, No. 8. Air: ‘Ah! fuggi il traditw’.
Handel. Messiah. No. 2, Larghetto. Mendelssohn. Elijah, No. 18. Arioso.
— — No. 14, Andante. — — No. 26. Air.

The choice of songs, however, is not difficult.
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3. Frz. Schubert. Am Meer.
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The fact that this song already éxists in a number of
transcriptions is no reason why we should not use it again
here. The introduction (as well as its continuation) offers few
difficulties to the arranger of it for string-orchestra, since the
greater part can be transcribed as in the original. One
transcription, in which strings alone are used, is not inad-
missable, though the character of the composition might have
a different effect. When there are sufficient of the deeper
strings the colour would be somewhat gloomy, which is well
suited to the song. In the tremolo the violins might also
share. Bars 12 —14, where the tremolo appears, three diffe-
rent methods are shown: a) is that usually employed: b) and
¢) are the undulating tremolo, which, when well rendered, is
calmer in effect.

In Ex. b) the two kinds are combined, though the undulating tremolo will be the more noticeable.

In Ex. ¢) the two kinds are again combined, but the undulating tremolo is still more dominant.
double-bass a long sustained tremolo is very fatiguing for the player.

effect of the long-held bass note is good.

On the
Therefore it is omitted here, and the
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Exercise VI,
Arrangement of pianoforte pieces for a solo instrument with string accompaniment.
1. Chopin. E flat Nocturne. Op. 9. No. 2.

Andante. /c)'a"__.\
R )
ey e — T Y f
foni o Z ess.dolce — i
Orlglnal. pres 0(; ‘e # Lo 2 T 8
Piano. _ J jﬁ_f;ﬂ“ PA
Ay o o . -
o = i =T
on, * > *
e X ok ;L‘ ‘gv*‘m- o . E In selecting a piece for this purpose, care
e NN

b Y S should be taken to choose one that is practicable
Violino Solo. qui:ﬁ:ﬂ:& and effective when arranged for the solo instru-
espress.dolce r ' ment. The piece may be transposed from its

Vielio 1 original key if the effect is better and the piece
‘ becomes more easily playable. As it would
occupy too much space to go through the whole
Violino II. of the following examples, we have merely in-
dicated in a few bars how the accompaniment

Viola. etc. may be worked in several ways.

The nocturne is arranged for violin solo,
which is easy to play in the original key.

In Ex. a) the quaver figure in the accom-
paniment, played by the violins and viola is,
with the exception of a note or two, true to
original. The double-bass marks the rhythm in
crotchets either arco or pixzicato, and the violon-
cello plays with it either in unison or the 8w,

Violoncello y
Contrabasso.

Violino Solo.

Violino I. but holding the notes, as in the pianoforte, where
‘ it is effected by means of the pedal. The lowest
Violino 1L parts might be written thus:

In Ex. b) more notes of the harmony
T have been added and all the quaver parts move

(ﬁiﬂ%%ﬂ:&ﬁ&:ﬁﬁ” = I
Violino Solo. S 7 In Ex. e¢) the accompanying quavers are

dolce played by the violins and viola with very good
Violino 1. % Y et  effect despite the difference in their mode of
| P e progression. The violoncello and double - bass
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2. J. Field.

Nocturne in F flat."

P
Molto moderato. r o
ﬂ I o° ’\f - _." i F
’i&m-- J(). - E ':'. F- '. o° 1 . y 2 l»ﬂl Y 2 yJ‘ { Y=
S M & o F—+ — T —H— .
Original v 1') con espressione S e - o oo e o B This piece, too, may
: 1 - NG IR RIS )
Piano %0 20 Zo 2o 2 0 o @0 g! oo rorer® . d" its ori-
Noerges o e Po Lesle . EEnEEazE” arranged in its
2 A it PER=—EasR=—mide ‘ , : ginal key for the same
R F 2)53 # @ # Ry % Ureasons as before.
a) N ) Py In Ex. a) the 1% violin
T o . . .
Violino Solo F{%m—:::hﬁ: e e accompaniment 15 pre-
A i m;_o - B — — i cisely asin the original;
QN ESPPESSIONE o qe .
oL m}: : H’” - ~ - the 2 violin and viola
Violino I P @ & g g g gt P Ty H to e e Te e tete] fill upthe harmony,and
S CPC I D oL "% D SRy
|l T3 V| Yse TV T Gy T \\J/ ¥ ¥ | the remaining instru-
e P ments sustain the bass
ST )oY . .
Violino II. I%V o T r j',; = = parts which in the
) o o __* P pianoforte is effected
(¥ b A%F
Viola. OB — = o — by means of the pedal.
| » < " SE The quaver figure
Violoneello. [P XL kgt o a- o in a) does not flow so
2 > < easily as that in ¢) be-
I o N cause of the rest. It is
Coutrabasso. i B G—a > : = O as well, generally speak-
\ P ' ing, in suck passages
) to omit the rests in
m b — slow tempo. In the 15% bar, where the fempo changes,
Violino Solo. |y P F :Ff:F,P—: it would be better to supplant the rest by a note of
'i l D Con espressione ! the harmony.
| | 8.0, L) ERY Y e e B o g
Vioino I S PR g gt e e tF I T Tr e ,
Io—= NCDE [ A e v‘ivg* In Ex. b) and ¢) again notes have been added
4 @ d . .
r L N N to fill in the harmony. The quaver figure might be
Violino 11 given to the 224 violin or viola; but as such figures
o o~ are better played by the 1%t than by the 274 violinists
P played by y )
_ to the former they should be given. It is not pro-
Viola. 8 < fitable to give the figure to the viola for the deeper
v tones of this instrument serve a better purpose in
Violoncello. T¥s — filling in the harmony. The double-bass might play
4 o the fundamental on the 1% and 3% beats pixxicato
Contrabasse. 2 if required. .
) From bar 15 the accompaniment may be played
) in 3 different ways, thus:
g <
Violino Solo. |H{#y™ 1 ;‘:ﬁ;p bar 15. a) b) c)‘
o i I  E——— r | v
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Violoncello. =5 EV‘Jng </ P=0 Field - NOCturneS . (Peters Ed) 1, 5, 9’ 10’ 11’
o ul Q- Schumann, R. Slumber-song. Op. 124. No. 16.
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1. ). Field. Nocturne in B flat.

Exercise VIII.
Arrangement for violoncello solo with string-accompaniment.

Modera’t‘o.//———— ] — .
v o o .4 e
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)’ AR R .o
Violino . |55 I2 i

Violino II.

Viola.

Violonecello

Contrabasso.

Violoneello Solo.

Violino I.

Violino II.

Viola.

Violoncello &

Contrabasso.

Violoncello Solo.

Violino I.

Violino II.

Viola.

Violoneello.

Contrabasso.

\ pizz.od.arco
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Field’s Nocturne can also be ar-
ranged for violoncello solo in the ori-
ginal key, though it might be trans-
posed to 4 or A flat. The effect,
however, of the original is perhaps best.
If the solo part is written in the tenor
clef it is easier to be read by the pro-
fessional but more difficult for the
amateur.

The quaver figure of accompaniment
in a) is given to the 1% violin, the
2rd yiolin and viola sustaining the har-
mony, and the double-bass accentuating
the bass, playing one or two notes
according as it is arco or pixxicato.
The quaver figure here, too, would be
more even if the rest were supplanted
by a note of the harmony, as it may
be in b) and c).

In Ex. b) the figure appears in the
viola part, while the remaining instru-
ments play the full harmony in sustained
notes.

Ex. ¢) is arranged like b), except
that the 1%t violin plays a higher added
melody and the violoncello double-stops.
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2. Mendelssohn. Song without words. No. 19. (Original in A4flat.)
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his example is transposed from Aflat for the sake of greater ease in reading and arrangement.

In Aflat
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it would be more difficult for the violoncello, and less effective; in G it would be easier than in 4 but of less
effect because of the deeper register. It is not so simple a matter to reproduce accurately this pianoforte piece
for a solo instrument with accompaniment. A quaver or semi-quaver figure of accompaniment with a bass part
in slow tempo (as in the Field nocturnes) is both grateful and of good effect. But literally to transcribe the
music for strings as it stands for pianoforte would produce a thin and empty sound, for the notes would not
sound on as on the keyed instrument when the pedal is used. In order, however, to attain a similar effect,
sustained harmonies must be used with the accompanying figure, (cf. preceding exercises) when the emptiness at
once disappears.
In quicker tempo, as in the following Ex.

Allegro. Allegro moderato.
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added notes to fill in the harmony are not required, since here full harmonies occur on the strong and weak
beats of the bar. Exceptions may also occur in slow fempo where sustained harmony is neither desirable
nor fitting.

The accompaniment in Ex. 2a) (quaver figure) is, so far as regard the notes, similar to the original.
Violin 1 and viola divide the figure, and moreover, the violin 1 fills in the harmony on the second and fourth
beats. The 274 viclin plays a harmonious added part and the violoncello a bass like the original. The double-
bass gives strength to the rhythm by the crotchets (arco or pizx.) and, later, by doubled notes.

In Ex. b) the viola alone plays the quaver figure, the violins and violoncello playing the harmonies, the
violoncello 2 and double-bass the bass notes in unison. - The latter instrument could also play as in a).

Ex. ¢) differs somewhat more from the original: the quaver figure, slightly altered, is given to the 1 violin,
and continued by the viola, the former playing an added note when the latter plays the quavers. The 2 violin,
which fills in the harmony with the 1 violoncello, takes up the quaver figure in passing with the viola at the
second bar. The 2 violoncello and double-bass may play here as in a) and b) This and other pieces (see below)
may be arranged in a similar way for viola.

Schubert. ‘Prayer’. : Mendelssohn. Song without words. No. 30.
Schumann. Triumerei. — ” . ” Op. 19. No. 1.

— Abendlied. — ” » ” Op. 19. No. 2.

— Schlummerlied. Op. 142. No. 16. — » " ” Op.38.No.13,20etec.
Beethoven. Bagatellen. Op. 33. No. 1. Chopin. Prelude. Bmi. Op. 28. No. 6.

— Adelaide. Op. 46. Field. Nocturnes. (Peters’s Edn) No. 1, 5, 9, 10, 11.
Gade. Albumblitter. No. 1.
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Exercise IX.
Arrangement . of pianoforte pieces for string-orchestra.
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This Scherzo was composed in E, but is here transposed to D for ease in reading and better effect. Bars

1 and 2 are a replica of the original.

In bar 3, the fifth of the harmony is added (2 violin) so as to complete

the chord of the 6%, and in bars 4 and 7—9 the same instrument is used to strengthen the harmony. Bars
10—15 vary considerably from the original, for a literal transcription would sound thin and colourless — therefore
an added part is given to the 274 violin; the semi-quaver figure in. an altered form to the viola, and the bass

played in 8% by the violoncello and double-bass.

23— 26 are like 10—13 but in another key The final bars call for no remark.
The following pieces may be arranged for string-orchestra.

Bade.

Aquarellen. Op. 19.
Der Kinder Christabend. Op. 36.

Volkmann, Rob. Musik-Bilderbuch. Op. 11. No. 1--5.
No. 2—

‘Promenades d’un solitaire’.
Clementi. Sonata. Op. 36. No. 5. 224 movement.
Kuhlau. Sonatina. Op. 88. Burlesco.

Mozart. Sonata. G. 1° movement. (Peters's14).

F. ( 5)

F. ( 6)

C. ( 8)
Sonata. Op. 2. No 1. 2nd movement.
Op. 2. No. 1. 3

Heller, Stephen.

” ”

” »”

Beethoven.

”

. No. 2.
No. 1.
No. 2.

Beethoven. Sonata.
2nd
2nd
2ud
3rd
1st and 2nd
3rd
31 No. 3. 31
Schumann, R. Kmderscenen—Tlaumerel
Am Camin.
Kind im Einschlummern.

4,

Schubert, Frz.

D.s 1

Bars 16—19 are like 3—6; bars 20—22 like the first, while

3 movement.

”
”
”
»
”
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Moments musicals. Op. 94. No. 1 and 2.
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2. Mozart. Sonata in F, 2" movement. Peters's Edn. No. 1L
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N.B. The 24 Viola could also
play thus in bars 15 — 20:

The first 8 bars here are a copy of the original, with the exception of bars 1, 2, 3 and 8, where the
bass is in 8% and (bar 8) an added part is given to violin 2. In bars 9—16 the 27 violin plays harmonious
added chords rhythmically the same as the melody. The viola reproduces the semi-quaver figure; the violoncello
and double-bass proceed in 8%, as the foundation of the harmony, in the same rhythmic movement, like the violins
in bars 9—16. In bars 15—16 the melody of violin 1 is strengthened by the 8. In bars 13—14 the viola
plays the above-mentioned semi-quaver figure; but at bar 14 the violas divide, and play in 8 until bar 20
where they unite again in the original register. Added notes occur in bars 17—18 on the 2, 3, 5 and 6 quavers.
From here the 1% violin plays the melody to the end of the part. Bars 19—20 the 204 violin plays harmonious
added notes, and thence to bar 24, like the viola, violoncello and double-bass, is like the original. The last
named instruments play the fundamental notes from bars 17—24 as before. In bar 21 the double-bass parts is
interrupted, and the violoncello alone plays the bass, until bar 22 when the former again joins it. In bars 21 —24
are more added parts for viola and violoncello. Thence the arrangement is similar to the original save in bar

28, where there is some doubling, and bar 31, where-the 2 violin has an added part.

This piece can be arranged in a variety of other ways.
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To this transcription much has been added. In bars 1 and 2 already the former differs from the original. The
rhythmic figure /74 is strengthened in the upper and lower octave, power thus aceruing, and through the pizzicato of
the violas and violoncellos more firmness is given to the rhythm. In the bars 3-8 the 1 violins give the melody as well
as an ornamental part; the 22 violins and violas play the accompaniment; the violoncellos play the bars pizzicato
as well as a decorative part, while the double-basses play the bass notes in octaves with the violoncellos. Bars 9 and 10
are like the original, except that in the accompaniment the position of the intervals is differently written, and occasional
doubled notes occur; and the violoncello 1 plays an added independent melody in contrast to the original. In the case
of such added melodies contrast must be aimed at. In bars 17-18 occur an added middle part and the bass is doubled.
From 18 the 1¢t violins play the melody in octaves; from 19 the 2°¢ violin plays the figure /94 alternately with an
added part, while the violas undertake the filling in of the harmony and the accompaniment. The 1* violoncello
(bar 19) introduces a new melody which in bars 25-27 is purely decorative, and the 2" violoncello and a double-bass
give the rhythmic accent in octaves (19-25). In bass 26-28 the 1¢ violin plays the figure & 4 in octaves, and the re-
maining instruments give the full harmony in crotchets. From 28-33 the e played on each half of the bar is heard in 3
octaves and in the bars (28-30) which form a bridge over which the first theme returns again; the 274 violin
plays a melodic rhythmic figure 444 in 6% with the viola.

Bars 34-38 are arranged as 3-8 except that here the 274 violoncello plays the ornamental part and the 1%t
the independent melody referred to above. In bar 39 occurs the strengthening of a chord of the diminished 7t
and its performance pizzicato is excellent in effect. The figure which passes through three octaves in bars 40-41
is given to violins, violas and violoncellos. At the 427d bar the outer parts are strengthened by the octaves and
a passage played by the bass instruments gives life to the bar. The diminuendo in bar 43 etc. causes a nearer
approach to the original and so feu doubled notes occur from that point to the end.
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Allegro molto ¢ con leggierezza. By permission of Fr. Kistner, Leipzig.
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For the sake of easy reference the opening half-bar is reckoned as one bar. In bars 1—3 the first violin
takes the melody; the 2vd the ornate figure and the added part; the violas fill in the harmony; and the bass is
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ﬁ . played by violoncellos and double-basses in the deeper
s —_< octave. Bars 3-5 are true to the original: 5-7 are
7 like 1-3, 7-9, 3-5 except that the violoncello is added.
_ | In 9-16 is a repetition of the first theme, though
_—N e # || now not so strong as before because of the omission of
o F® 1o 1@ several doubled parts. 16-23 of the original are not
— = DNl happy for strings, and a freer arrangement is there-
/ B4 3 fore necessary. The melody of course remains intact.
g0 & 63 # v The semi-quaver figure is given to the violas and
d pﬁ:im:g&' slightly altered, but is nevertheless similar to the
——— ¢ %" v original; the 2nd yiolins play harmonious added parts
£ \‘D vy oizs. || 0d the violoncello. and the double-basses play in
1 A octaves. The broken chord in bar 21 is not very
J"_‘*‘:!ﬁ— = ‘E effective on the violins and therefore a grace-note is
= w |7 added. Bars 23-37 are similar to the original except
;Q Py , pize. || that the bass is doubled in the lower octave. From
F = JIaE sj 37-53 the theme is repeated as before except in
—  * bars 51-53. The use of the letters or figures has
il pizz. | . already been explained. Bars 53-61 are arranged
—_ st t#e like those at the beginning of the piece, and the
oo |¥ % | | concluding bars are almost exactly similar to the
- el original.
= Ij;’ < The piece requires adept played if it is to be

rendered neatly, nimbly and accurately.
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