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INDIVIDUAL BOWED STRING
INSTRUMENTS

VIOLIN
Violino (It.); Violon (FRr.); Violine or Geige (GER.)
L T R S R R

The violin is the soprano instrument of the string section. It is held on the left
shoulder, supported by the left side of the chin, and held from underneath by the
left arm and hand at the instrument’s neck. All techniques and coloristic effects
discussed in Chapter 2 are within the scope of this most versatile instrument.

Zvi ZEITLIN, VIOLIN
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52 THE STUDY OF ORCHESTRATION

Tuning, Range, and Fingering
EXAMPLE 3-1. Tuning
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All music for the violin is written in the treble clef. The roman numerals above
the staff in Example 3-1 give the nomenclature for each string used by string
players. Notice that the uppermost string is I.

EXAMPLE 3-2. Range

all chromatic notes h-d
A =
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The practical orchestral range of the violin (not using harmonics) extends
from G2 to E7, but in solo or chamber music playing, B’ or even higher is possi-
ble. It must be kept in mind that the extremely high range on any string instru-
ment is difficult to control, and only in the past one hundred fifty years has it
been used ext‘ensively. During the Classical period, the limit of the violin range

was A6 (E:) Beyond the seventh position, in which that A is the highest

note, the spaces between the fingers become progressively smaller, making left-
hand control more and more tenuous as the thumb, which acts as a stabilizing
lever on the neck and body of the instrument, loses its hold. The hand must
therefore seek the higher notes without the orientation of the thumb’s position.

cD-ROM Fingering
cD-
FINGERING/ . sy s qr_ s
SHIFTING The fingering for the first five positions on the violin is as follows:
ON THE VIOLIN
FINGERING ON THE VIOLIN* L ELY
AlBlal A
RECEC
FirstFinger__‘,_"___u elsle
First Position ', LK
e
. A First Finger
Second Finger --¢ -~ -&‘va 1---- Second Position
\"
Third Fmger e %r& ----- First Fmger
Third Position
kY : L)
J First Finger
Fourth Finger - -} 24 £5- 50 % .. Fourth Position
B D‘T‘ ---- First Finger
Fifth Position

*Dotted lines on the left of the diagram indicate half positions—that is, alternative finger-
ings used mostly in first position to perform chromatic or whole-tone passages, or those based
on synthetic scales, more easily.
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Notice that from the open G to (¥, and then from B°® up, the pitches are
available on one string only. Starting with D* E each pitch may be played

on more than one string.

ExXAMPLE 3-3. Fingering for First Five Positions

played only on
the E string
all duplicated on atleast  ,—
played only on the G string one other string =
PR 1 =
o {
j% p— i

,f;zpv'ﬁ‘

D, for instance, can be played on the open string or with the fourth finger on
the G string in first position. It can also be performed with the third finger on
the G string in second position, the second finger on the G string in third posi-
tion, or the first finger on the G string in fourth position. It would be futile, then,
to specify where the violinist is to play a particular pitch when it can be dupli-
cated in many places on the instrument. If the composer or orchestrator is very
familiar with the fingering of the instrument, he or she may wish to indicate a
certain fingering in the score and parts to achieve a desired timbre. Except
under special circumstances such as this, the actual fingering is best left to the
| performer.
Let us examine what we mean by timbral considerations. The open strings
_‘ ! have a distinctive sound of their own. They have greater vibrating potential,
' since they are not under the controlling influence provided by the finger, which
presses and oscillates on a string to produce a stopped note with vibrato. In a
fast passage the combination of open and stopped strings may not sound jar-
ring, but in slow, expressive passages, one usually wants all the tones to have
the same timbre, otherwise the notes that are played on the open strings can
stand out peculiarly. But this effect is sometimes exploited, as in the Brahms
: melody in Example 34, in which all notes are played on the G string. Here, lis-
§: ¥ ten to the vibrant sound that the open G string creates.

EXAMPLE 3-4. Brahms, Symphony No. 1, fourth movement, mm. 61-75 l €D-1/TR. 50 J

P Passages Performed Exclusively on a Single String

We will now focus on the particular properties and sound qualities of each of
the violin’s four strings. It is virtually impossible to describe the many shades
of sound that the violin can produce; it is far more effective to illustrate this al-
most unlimited potential throughout the violin’s entire range with numerous
examples from the literature. Suffice to say that if one wishes to have a passage
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performed on one string exclusively, the passage should be marked sul plus the
string name, such as sul E, sul A, sul D, or sul G. (The French, however, prefer to
use roman numerals, as in Example 3-1,) This practice should be followed for
any instrument of the violin family.

The G String

The G string is the thickest and most sonorous of the four violin strings. As
the player moves into higher positions on it, the sound becomes very intense be-
cause the vibrating portion of the string is constantly being shortened.

cD-1/TR. 51 | EXAMPLE 3-8. Tchaikovsky, Symphony No. 5, second movement, mm. 111-119

111 Andante SulG

8 ADDITIONAL PASSAGE FOR STUDY
Mabhler, Symphony No. 3, first movement, mm. 5-8.

The D String

The quality of this string’s sound is probably the least distinctive of the four
strings. Yet it can exude warmth and lyricism, as in the passage shown in
Example 3-6. Its sound mellows even more in its higher positions as its vibrat-
ing length is shortened.

FCD'”TR' 52 | EXAMPLE 3-6. Rimsky-Korsakov, Sheherazade, third movement, mm. 1-8

The A String

The characteristic sound of the A string is most striking in first position; it
loses some of its brilliance and power in the upper positions, which are better
suited to soft, lyrical passages. If brilliance in the upper registers is desired, the
player should be directed to cross to the E string for the rest of the passage.

CO-1/TR. 53 | ExaMPLE 3-7. Puccini, Madama Butterfly, Act1l, at

e
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¥ ADDITIONAL PASSAGE FOR STUDY
Brahms, Symphony No. 3, third movement, mm. 13-24

The E String

This is the most brilliant of the four strings. Notice how luminous it becomes
at the top of its range.

EXAMPLE 3-8. R. Strauss, Don Juan, mm. 9-17

Allegro — e L. Ea
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One can also elicit a quiet, mysterious quality from this string when playing at a
soft dynamic.

EXAMPLE 3-9. Prokofiev, Classical Symphony, second movement, mm. 5-13

TN
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Multiple Stops

The multiple-stop technique has already been discussed in general terms for all
string instruments. Although we focus specifically on double, triple, and
quadruple stopping for the violin, it is important to emphasize that most diffi-
cult double stopping is reserved for solo and possibly chamber music. In orches-
tral writing, only the most easily accessible double stops are usually used,
particularly for secco chordal effects or particularly sonorous passages. Since a
conventional symphony orchestra has at least sixteen first violins and fourteen
second violins, passages that would be quite difficult for one performer are
quite simple when played divisi.

Examples 3-10 through 3-13 give a partial list of the double, triple, and
quadruple stops on the violin. Some of these multiple stops are quite difficuit to
reach with small hands.

LCD-IITR. 54

| cp-1/TR. 55

]

CD-ROM

coD-1

MULTIPLE STOPS
OMN THE VIOLIN




EXAMPLE 3-10. Double Stops
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EXAMPLE 3-12. Triple Stops*

|

*Remember that all string triple and quadruple stops are of necessity arpeggiated.

etc.
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EXAMPLE 3-13. Quadruple Stops

Harmonics

In solo violin and some chamber music, composers have required the violinist

: to produce artificial harmonics in other ways than have been demonstrated in

: Chapter Two (pp. 46-48). But these alternate ways, given as options 2, 3, and 4

1 below, are seldom used in orchestral writing because they produce especially

weak tones and are extremely risky to carry off. Since the first option given
below is easiest to play, it is found most often in orchestral scores.

“Touch 4th” Harmonics

L To review, the most practical way to produce artificial harmonics for orches-
tral writing is the “touch 4th” method, which results in a note two octaves
above the fundamental (the fingered note in Example 3-14).*

*In the examples, 0 under a note designates an open string, and 1 indicates the first (left
index) finger to finger the note.

ol
i
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EXAMPLE 3-14. “Touch 4th” Harmonics

Actual harmonics ‘E . B s e ' 1
e o e P £ £k E , & 2 £ k £
° o ° o o o o o ° ° ° ° ° : :
3I 4 4 4 3 a4 4 4 3 4 ¢ 4 3 4
Fa o <
= — — » }:‘At—r'——‘j.
Lightly touched note % S = f T— r ':ir f :"I — 1, 1 jo ‘; 1 —
Fingered note ] 1
9 r r 1 1 [ 1 ! !
[ 1
“Touch 5th” Harmonics
The “touch 5th” harmonics produce a tone that is one octave and a perfect
5th above the fundamental.
EXAMPLE 3-15. “Touch 5th” Harmonics
e o e 2 £
49 = (|
p’ﬂﬂ
Lightly touched note % - - r  E— |
Fingered note 'r r lrr r r j,. !
11 1
[ 1
“Touch Major 3rd” Harmonics
The “touch major 3rd” harmonics produce a pitch two octaves and a major
3rd above the fundamental.

EXAMPLE 3-16. “Touch Major 3rd” Harmonics

Actual harmonics

ITTTe

0
"2

Lightly touched note
Fingered note

i
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“Touch Minor 3rd” Harmonics

The “touch minor 3rd” harmonics produce a pitch two octaves and a perfect
5th above the fundamental.

EXAMPFPLE 3-17. “Touch Minor 3rd” Harmonics

Actual harmonics
.-

LRRLLS
LLARAZ

Uil
LA

Lightly touched note
Fingered note

Representative Passages from the Literature
Here are some successful orchestral passages using both natural and artifi-

cial harmonics.
EXAMPLE 3-18. Copland, Symphony No. 3, fourth movement, 3-8 mm. after CD-1/TR. 56
INDEX 1 / 0:00
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EXAMPLE 3-19. Webern, Six Pieces for Orchestra, Op. 6, No. 5, mm. 20-26 co- 1R, 56
{strings only) INDEX 2/ 0:17
? 20
Vin.
Solo
Vin. 1
} Via.
Vie. t
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cD-1/TR. 56
INDEX 3/ 0:83
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= NN

Vie.
3 soli

gli altri
Vie.

EXAMPLE 3-20. Stravinsky, Le Sacre du printemps, at (strings only)
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The Solo Violin

The violin has long been a favorite solo instrument of many composers. Almost
every great master of orchestral music since the Baroque period has written vio-
lin concertos showcasing the tremendous range, versatility, and expressive pos-
sibilities of the instrument. Everyone should become acquainted with the
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masterpieces in this genre by such composers as Bach, Mozart, Beethoven,
Mendelssohn, Brahms, Dvoidk, Tchaikovsky, Bruch, Lalo, Schoenberg, Berg,
Stravinsky, Barték, Prokofiev, Penderecki, and Rochberg, to name only a few.

The violin has also been greatly exploited as an occasional solo instrument
within the orchestra. When one solo violin is called for, the concertmaster will
play the part. When two soloists are required, the first stand of the first violins
will be called on. Another arrangement would be for the composer to write one
solo part for the first violin and another for the second violin, in which case the
concertmaster and the principal second violinist will play. Some of the solo
parts in the orchestral literature are quite virtuosic; therefore the principal play-
ers of all sections must be of solo caliber.

Here are two examples of solo violin passages from orchestral works. See

also Example 2-41.
EXAMPLE 3-21. Brahms, Symphony No. 1, second movement, mm. 91-105 CcD-1/TR. 57
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EXAMPLE 3-22. R. Strauss, Don Juan, mm. 73-81
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# ADDITIONAL PASSAGES FOR STUDY

Grofé, Grand Canyon Suite, “On the Trail,” beginning (solo violin cadenza)

Respighi, Feste romane, third movement, 4 mm. after

Rimsky-Korsakov, Sheherazade, first movement, at |C| (cadenza that recurs
throughout the work; two other instances are in first movement, at , and

second movement, beginning)
R. Strauss, Till Eulenspiegel, mm. 205-209

Other Violin Techniques
Skips

Even though the violin is a most versatile and agile instrument, the problem
of fast, wide skips presents real difficulties. They can sound thrilling, especially
if the skips are from the extreme low register to the extreme high register, but
one must realize that a soloist can execute this sudden shift more accurately
than a whole section. The difficulty is that the entire left-hand position has to be
completely altered, and sometimes strings have to be crossed silently yet
smoothly, or a very high note must follow an extremely low one on the same
string. Most skillful players can give a fairly good impression of legato playing
when performing a skip, even when there is a string intervening in the skip, but
simply hitting the correct pitch can be difficult. Some of these difficulties are
demonstrated in the following passages from orchestral violin parts. (Note that
recordings are misleading, for when the section does not clearly articulate the
skip, the passage is retaped until it is perfect.)

1. Wide skips on the same string:

EXAMPLE 3-23. Wagner, Die Meistersinger, Prelude, mun. 33-38

2. Wide skips between extreme ranges:

EXAMPLE 3-24. Barték, Divertimento, first movement, mm. 50-52
Fast
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[ eo-1rr. 60 ]

3. Wide skips played legato:

EXAMPLE 3-25. Berg, Lyric Suite, fourth movement, mm. 10-14

Rather slowly }——-——3\ ﬁ;‘\\
s | . ~ AP L)

}& ADDITIONAL PASSAGES FOR STUDY
Wide Skips on the Same String:
Shostakovich, Symphony No. 5, first movement, mm. 51-62
Wide Skips between Extreme Ranges: '

Copland, Symphony No. 3, fourth movement, mm. 24 after
Prokofiev, Classical Symphony, first movement, second theme

Wide Skips Played Legato:
Stravinsky, Agon, Pas de deux, mm. 411418

Chromatic Passages

Issues surrounding the fingering of chromatic passages should be men-
tioned here. All chromatic notes from the low G on the G string to the highest
register can be produced easily on the violin. Usually, a player fingers a chro-
matic pitch using the same finger that normally plays the nonchromatic equiva-
lent. For instance, in the following example notice that the finger that normally
plays F is also used to play Fi.

EXAMPLE 3-26. Chromatic Scale Fingering

F ) 1 2 2 3 3 4 4 3 3 2 1—1

b od »

Sometimes the performer will choose not to risk the portamento that is in-
evitable if the chromatic scale is performed as in Example 3-26. In these in-
stances the scale will be played in “half position,” in which a different finger is
used for every note.

EXAMPLE 3-27. Chromatic Scale in “Half Position”

same fingering on
all strings

This method is most appropriate in fast passages, for it minimizes the audible
shifting of the same finger.



