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This thesisaims to identify and analyse the technical demands of orchestral
excerpts for cello and how they can be practised by various study methods.
This thesis begins by identifyingthe technical demands set ¥ orchestral
excerpts for celloand orders the excerpts by the technical demand. The second
part of the thesis looks at how traditional study methods can be used to
practise these technical demands. The final part of the thesis assesses how
alternative methods can be used to practise the tboical demands. Through

all the research andanalysis,it is clear that there is no one practie system that
can be used for all the techniques.
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|. INTRODUCTION

1.1 Background

Orchestral excerpts are the focus of practie for anyone preparing for orchestral audition.

It is fundamental for me to study orchestral excerpts in detail to complete my Masters
degree in Symphonic Orchestral performance at the Academy of Music and Drama in
Gothenburg and prepare for professional echestral auditions. Excerpts are used in
orchestral auditions to test musical awareness and the power to convesharacters but
this thesis will concentrate on only the technical demands adrchestral excerpts. Thisis
because | have always struggled mostith the technical demands of playing the cello
rather than musical awareness. | learned piano from a very early age and took tine cello
much later, as a resultmy musical awareness has always been ahead of rtechnical
ability on the cello.

Although there are excerptsthat are commonly selected for audition it is possible for
orchestras to pick unusual excerpd at short notice for the candidates In this instance, it
is more important to be on a generally high level of playing, particularly in technige
rather than well practised in a few select excerptd-urthermore, the number of potential
excerpts for any string instrument is too large to practise all of them between each
audition preparation period. It is possible to receive over twentyexcerpts for one audition
with on average three weeks to prepare. These excerpts are designeddst orchestral
playing which often has avery different technical focusfrom that which is practised in
solo repertoire. The range of techniques and short aount of time to prepare excerpts
mean that it is crucial that thecandidate is already confident inorchestral techniques
before receiving the selectedrchestral excerpts.

1.2 Research Questions

In order to assess thaisefulnessof practising studies fo the preparation of excerpts, this
thesis will aim to answer the following research questions

What are the technical demands of orchestralxerpts for Cello?

How can orchestral excerpts be grouped by technical demands?

How do traditional study methodstackle difficulties set by orchestral excerpts?

What are alternative solutions to using traditioral study methods for the practie of
orchestral excerpts?

1.3 Method and Material

This thesis will aim to research the technical demands of cello orchestrakcerpts and
group them by these demandsl will begin this researchby annotating commonly used
excerpts books ofOrchesterProbespiel Violoncello: excerpts from the Operatic and Concert
Repertoiretand Orchestral Excerpts from the Symphonic Repertoire for cello, volume 1,2

1 Rolf Beker and Rudolf MandalkaDrchesterProbespiel Violoncello: excerpts from the
Operatic and Concert Repertoir@lainz: Schott Music GmbH & Co. KG, 1993).



and 32. Additionally, | will study excerpt booklets |obtained from auditions | have
attended previous to completing this thesis These annotations will facilitate
categorization of exerpts into technical and musical demands.

Once categories are identified, it is imperative for me to investigatée relevanceof some
Studies: High School @ello Playing, Opus 73Feuillardd Baily Excercises for Violoncelfo
and £ A O& @idlin Studies, Opus , 40 variations for Cello arr. Feuilléréor these
techniques.They are the most commonly used technique books for cello in Eurofgcore
comparisons between these traditional study methods and orchestral excerpts will assess
how relevant practice of existing etudesis to preparing for orchestral audition. | have
chosen these patrticular study methods as these are the ones | havedised stil practise
now to develop myown cello technique | will practically try the etudes by playing them

in relation to the excerpts This will determine further the usefulnessof traditional study
methods in preparing for professional orchestral audition.

After the traditional study methods are assessed, focus will shifo literature study in
alternative methods for practising the technical difficulties in orchestral excerptsl have
selected two doctoral essays which are written on the subject gpractising cello
orchestral excerpts The existing doctoral essays focus on the technical execution of the
excerpts and look at detailed analysis to offer solutions to the study of orchestral excerpts.
In this thesis | will focus on the essay by Linda Je&E A U O 30#chestil@&&cdrpts for
Cello: Analysed AT A ' OwhichA Waiks towards the completion of a masters table
analysing the technical difficulties in cello orchestra excerpts and Susan Elizabeth
Moyersd O! A A éuddi of Adlected orchestraexcerpts 1 O AwhicH daréfully
analysescommon excerpts to suggest technical solutionswill then investigate the study
methods of orchestral excerpts for other instuments and discuss how this couldbe
applied for cello. | will conclude the literature study by looking at modern alternative
study systems for cello and assess how useful they are in preparation for the technical
demands of orchestral excerpts.

2 Leonard RoseQrchestral Excerpts from the Symphonic Repertoire for cello, volume 1,2

and 3(New York: International Music Company, 1953).

3 Alfredo Piatti, Twelve Capricci for Violoncello Solo, Op@&unich: G. Henle Verlag,

2003).

4 David Popper 40 Studies: High School of Cello Playing, OpuEN&v York:

International Music Company, 1982).

5 Louis R. FeuillardDaily Excercises for Violoncel[®ainz: Schott Music International

GmbH & Co. KG, 1919).

6 OtakaO £ A\DddirpSfubiies, Opus , 40 variations for Cello arr. Feuillgtaipzig:

Bosworth & C0,1905).

7, ETAA »AAT 3EAU 63A1 AAOGAA |/ OAEAOOOATI %@AAOD
diss., The Ohio State University, 1977).

83 00AT -TUAOOOOAUARZEZABRRAAAOAA T OAEAOOOAI AgA
University of Miami, 2009).



1.4 Terminology

Ricochetis the technique of throwing the bow onto the string in the upper half to create a
big natural bounce. This is controlled to produce quick successive jumping notes.

Spiccatois the technique of bouncing the bow around the balance point to create a light
off the string effect. This is a one note per bow technique. It is created by physical
movements of the right arm of the player.

Up and Down bow Spiccatds the same as spiccato bowing but it has multiple notes per
bow either on an up or down bow. Itis most easy to execute the closer it is to the frog of
the bow.

Sautillé is the technique of bouncing the bow in the middle so itreates a very light
bounce.Sautillé can only be achieved at high temp&autilléis much lighter than Spiccato.
Sautillé bowing uses the natural wood of the bounce rather than requiring individual
controlling movements.

String Crossngs refers to the change in bow acrossdifferent strings. Detached string
crossings refers to this when there is one note per bow. Legato gig crossings means
there is a slur over the string crossing so there is more than one note per bow

Left Hand Dexterityis the ability to have strength and speed in the left hand. It can be the
exact motion of picking up and putting down notes without anyhanges in pitch and the
ability to move in exact rhythm at high speeds.

Left Hand Anticipationis the technique of playing one note whilst anticipating the next.
This can be the preparation of position changes or for the crossing of strings. In the
crossing of strings in a legato lingleft hand anticipationis usedthus although only one
note is heard, the left hand is holding down more than one note.

Left Hand Extensiongs the extension of normal positions. For Example, in first position
on the A gring the first finger Plays B and the fourth finger plays D. However, this can be
extended back s the range becomes B flat to D.

Shifting in and out of neck positionsrefers to the left hand position changes from low
positions to neck positions. Low po#ions being up until fourth position. Neck positions
are those played in the neck of the cello from extended fourth position to seventh position.

High position shifting refers to the left hand position changes above seventh position.
These are all in thumb position therefore they are not numbered.



. ORCHESTRAL EXCERPTS

The first chapter of this thesis aims to assesthe technical demands set by orchestral
excerpts for cello.These selectedexcerpts are taken fromexcerpts booklets | have been
given at previous professional auditions,” AEAO AT A oOrénestedrioliedp@lO
Violoncello: excerpts from the Operatic and Concert Repertdimonard Ros& Orchestral
Excerpts fronthe Symphonic Repertoire for cello, volume 1,2 arah@ from booklets from
mock auditions set byHogskolan for scen och musik vid Goteborgs universitenh the
master of orchestra performance course.

The analysis of theexcerptswill be drawn from varying styles and eras otlassicalmusic

reflecting the breadth of orchestral excerpts commonly set for professional auditions.

Although it is possible for more contemporary repertoire to be chosen, such as symphonic
passages by Alla® AOOAOOOI T 10 3AET AT AAOCE6O 6A0OEI AOOA
the most common excerpts to assess the similarities and differences in technical demand.
Although rarely asked in the same audition for cello, excerpts from both symphonic and

operatic repertoires will be considered.

Technical demands and general difficulties faced in orchestral excerpts will be detailed to
demonstrate their purpose at audition This detailing will be arranged by composer than
their orchestral repertoire which is mostcommonly selected at orchestral audition.

The techniques detailed in the following lists are described in the Terminology section of
the previous Introduction chapter of this thesis.

2.1 Technical Demands of Orchestral Excerpts for Cello

Beethoven

Symphony No. 52nd movement theme and variationgOrchesterProbespiel Violoncello:
excerpts from the Operatic and Concert Repertgr& 7 left hand extensionsleft hand
dexterity, string crossings, anticipation in bow and left hand, stylistiawareness,
intonation, dynamic control.

Symphony No. 53rd movement beginning to bar 18Excerpt from BBC National Orchestra
of Wales excerpt list for cello tutf legato long phrasing, string crossings, dynamic control,
rhythm, intonation, inaudible shifts.

Symphony No. 53rd movement bar 141z 213 Excerpt from the BBC National Orchestra
of Wales excerpt list for cello tuttgspiccato dynamic control articulation, detached
string crossings.



Symphony No. 62" movement cello first desk solo passage Leonard Ro8echestral
Excerpts from the Symphonic Repertoire for cdlook 3p. 7z legato string crossing,left
hand anticipation, dynamic control, left hand extensiongintonation.

Symphony No. 71stmovementVivace dotted sectionLeonard RoseOrchestral Excerpts
from the Symphonic Repertoire for celRook 3p. 9z detachedstring crossings, left hand
strength anddexterity, dynamic control, left hand anticipation.

Symphony No. 834 movement trio OrchesterProbespiel Violoncello: excerpts from the
Operatic and Concert Repertoing9zdetached s$ring crossings, spiccato, passive and
active energy left hand extensionsdynamic control, stylistic awareness.

Coriolan Overture Bar 1027 240 OrchestefrProbespiel Violoncello: excerpts from the
Operatic and Concert Repertoigg 12zspiccato,detachedstring crossings, left hand
extensions, dynamic control.

The Creatures of PrometheudNo.5 bar 33z 72 OrchesterProbespiel Violoncello: excerpts
from the Operatic and Concert Repertoipe44zVibrato variation, up and down bow
spiccato, shifting across full range of the cellpspiccato, changes between solo and tutti
sound,legato string crossings, detached string crossings

Berlioz

Romeo andJuliet, 1st movement beginning to bar 29_eonard RoseOrchestral Excerpts
from the Symphonic Repertoire for celBook 1pp.12-13 z detached gring crossings,
staccato,spiccato,left hand strength dexterity, articulation in the bow.

Symphonie Fantastique2nd movement ending from animato onwardsLeonard Rose

Orchestral Excerpts from the Symphonic Repertoire for c8tmk 3p.12 and Orchestral

Booklet number 5 set by HSM for symphonic mock auditidsow distribution, left hand
dexterity, legatostring crossing shifting, left hand anticipation

Bizet

Carmen Act IFinale from figure 171 to five bars after figure 178rchesterProbespiel
Violoncello: excerpts from the Operatic and Concert Repertpiré4z sautillé, spiccato,
detachedstring crossings, articulation,left hand dexterity, left hand anticipation.

Brahms

Symphony No. 21st movement bars 82z 106 and 3407 371 OrchesterProbespiel
Violoncello: excerpts from the Operatic and Concert RepertpirE5z continuous vibrato,
legato string crossing, anticipation of bowleft hand extensions shifts in and out of neck

positions, dynamic control.

Symphony No.22n movement Adagio non troppo openingdrchesterProbespiel
Violoncello: excerpts from the Operatic and Concert Repieetp.16z bow distribution,



continuous vibrato, dynamic control, shifting in and out of neck positiondegato string
crossing.

Symphony No. 33" movement Poco allegretto openind.eonard RoseOrchestral
Excerpts from the Symphonic Repertoire for cdlook 3p16 7 mezza voce expressive
sound, continuous vibrato, bow distribution, shifting in and out of neck positions, legato

string crossings, anticipation in left and right hand.

Bruckner

SymphonyNo. 7, beginning to bar 230rchesterProbespieNioloncello: excerpts from the
Operatic and Concert Repertoigg 16z Legatostring crossings vibrato, bow distribution,
left hand anticipation.

Debussy

La Mer, from two bars before figure 9 to six bars after figure L eonard RoseOrchestral
Excerptsfrom the Symphonic Repertoire for celBook 2p.22 z bow distribution, dynamic
range, range of expressive sound, rhythm, shifting from low to high positionshifting in

and out of neck positionsjntonation.

Mendelssohn

-EAOOI | AO . E sdieirofdm thelbAginhing the Allegro Vivace section
Leonard RoseOrchestral Excerpts from the Symphonic Repertoire for c8tmk 1pp. 40-
41 7z left hand dexterity, left hand anticipation,left hand extensions shifting in out and
out neckpositions, string crossingssautillé bowing, dynamic control, bow distribution,
switching between pizzicato and arco quickly.

-EAOOI I AO . E Bl bedinnbid)Rerllegro molto sectioheonard Rose
Orchestral Excerpts from the Symphonic Repertoire feHl@Book 1p.41- spiccato bowing,
bow control between slurs and off the string bowing, string crossing, anticipation in the

right hand, left hand anticipation, left hand extensionsshifting in and out of neck
positions.

Mozart

Symphony No. 35in D majpr, K.385, 4th movement bar 88 109 and 1347 181, Excerpt
from BBC National Orchestra of Wales cello tutti auditigrdetachedstring crossings,
dynamic contrast, stylistic awarenessleft hand strength and dexterity, righthand
articulation, left hand extensions, spiccato.

Symphony No. 41first movement from two bars after figure 12 until five bars after

figure 14 Excerpt from BBC National Orchestra of Wales cello tutti auditphleft hand
strength and dexterity, left hand extensions spiccato, detachedstring crossings.

10



SymphonyNo. 41 fourth movement from figure 8 until figure 13 Excerpt from BBC
National Orchestra of Wales cello tutti audition left hand dexterity, stylistic awareness,
shifting in low positions, left hand extensionsdetachedstring crossings, spiccato.

Don Giovanni, KV. 527, Act |, No. 12 Ariaxcerpt from HSMDpera mock excerpt booklet 5
and Orchestra Probespiel p. 4degato phrasing, shiftingJeft hand strength and
dexterity, dynamic control, string crossings|eft hand anticipation.

The Magic Flute, K.620, Overture bars 254, Excerpt from Gothenburg Opera Cello tutti
and Gavle Symphony Orchestra cello tutti auditigrieft hand strength and dexterity,
dynamic control, spiccatq bow distribution.

The Marriage of Figaro, KV. 492, Overture from the beginning to bar 9 and bar 15Bar
164, OrchesterProbespiel Violoncello: excerpts from the Operatic and Concert Repertoire
p.20z dynamic control, left hand strength anddexterity, legatostring crossings.

Sibelius

Symphony No.2, 3rd movement beginning until bar 121Excerpt from the Gavle
Symphony Orchestra cello tutti audition left hand strength and dexterity,sautillé,
dynamic control, detached string crossingdeft hand extensions

Symphony No.3, 1st movement from fifteen bars before figure 14 until nine bars after
figure 1, Excerpt from Norrkdping Symphony Orchestra cello tutti auditigneft hand
strength and dexterity, detached string crossings, shifting in and out of neck positis

Shostakovich

Symphony No. 5, 3rd movement soli passage
Orchestral excerpts set by Oslo Philharmonic Omthe for cello tutti, Leonard Rose Book 2
p. 50 z intonation, continuous vibrato, bow distribution , shifting in and out of neck
position, high position shifting.

Symphony No. 5, 1st movement dotted passage from tempo change crotchet = 138,
Leonard RoseOrchestral Excerpts from the Symphonic Repertoire for c8lmk 2p.497
shifting in and out of neckposition, high position shifting, intonation, bow distribution ,

left hand extensions.

Symphony No. 11, 2nd movement from figure 27 until three bars after figure Ixcerpt
from BBC National Orchestra of Wales cello tutti auditigrieft hand strength and
dexterity, left hand extensions intonation, shifting, dynamic control

Symphony No. 15, 2nd movement from figure 53 to figure 5Qrchestral Excerpt Booklet
number 5 set by HSM for symphonic mock auditppdynamic control, legatostring
crossings continuous vibrato, shifting in and out of neck positionshigh position shifting
such as octaves and sevenths, intonation

11



Smetana

The Bartered Bide Overture from the beginning to bar 2900rchesterProbespiel
Violoncello: excerpts from the Operatic af@bncert Repertoirgpp.20- 22 7 articulation,
dynamic range,sautillé, detachedstring crossings, left hand strength and dexterity, bow
distribution , shifting in and out of neck, dynamic control

Strauss

Don Juan fran the beginning to seven bars after letter @rchesterProbespiel Violoncello:
excerpts from the Operatic and Concert Repertgme 2324 z rhythmic execution,
dynamic control, shifting, intonation,bow distribution, left hand extensions, left hand
dexterity detached string crossings.

Der Rosenkavalier 3rd acbeginning until figure 15 Excerpt from HSMDpera mock
excerpt booklet 1sautillé bowing, left hand strength and dexterity, string crossings,
dynamic control, bow distribution.

Ein Heldenlebenbeginning until 2 bars after figure 2Excerpt from BBC National
Orchestra of Wales cello tutti auditiog shifting in and out of neck position, dynamic
control, legato string crossing, intonation on awkward interval shifting,vibrato
variation, bow distribution.

Till Eulenspiegel from eight bars before figure 31 until 6 bars after figure 3Bxcerpt
from the Gavle Symphony Orchestra cello tutti auditigiheft hand strength and dexterity,
ricochet, detached string crossingdgegato string crossings, dynamic control

Tschaikovsky

Symphony No. 8rd movement beginning to bar 240rchesterProbespiel Violoncello:
excerpts from the Operatic and Concert Repertgr€0z dynamic control, shifting
between low and neck positions, dynamicontrol, up bow spiccato.

Verdi

Requiem, Offertorio beginning to bar 34DrchesterProbespiel Violoncello: excerpts from

the Operatic and Concert Repertoipe 35z shifting across the entire range of the cello,

dynamic control, bow distribution, left hand articulation, vibrato variation, legato string
crossings, left hand anticipation.

Rigoletto Act 1, No. 2 bar 52% 569 OrchesterProbespiel Violoncello: excerpts from the
Operatic and Concert Repertoifg32- incremental dynamic control, intonation, bow
distribution, sotto voce sound,left hand strength and dexterity, legato string crossings,
left hand anticipation.

12



Rigoletto Act 2, N&® bar 114 z 130 OrchesterProbespiel Violoncello: excerpts from the
Operatic and ConcerRepertoireOrchesterProbespiel Violoncello: excerpts from the
Operatic and Concert Repertoig52z left hand strength and dexterity, shifting in low
and fourth positions, detachedstring crossings, spiccato, dynamic controleft hand
extensions, intondion, left hand anticipation.

La Traviata Act 1, No.2 Chorus from beginning to bar XarchesterProbespiel Violoncello:
excerpts from the Operatic and Concert Repertqw@3- legatostring crossings
incremental dynamic control,intonation, shifting, bow articulation.

2.2 Orchestral excerpts grouped by technical demands

The analysis of orchestral excerpts allowsthem to be grouped by theitechnical demands
The grouping of these demands demonstrates any similarities between difficultieghich

could be focussed on in practice away from the excerpts themselves. This would allthe

focus of technical practicefor orchestral excerpts Although it might seem facile to group
excerpts,this will allow for an overview on the excerpts themselves.

This thesis now addresses this grouping by listing first the technical demand and then the
excerpts whichcontain these challenges.

Detached string crossings:

Beethoven Symphony No. 53rd movement bar 141z 213

Beethoven, Symphony No. 71st movement Vivace dotted section

Beethoven Symphony No. 834 movement trio

Beethoven Coriolan Overture Bar 1027 240

Berlioz, Romeo and Julietlst movement beginning to bar 25

Bizet, Carmen, Act Finale from figure 171 to five bars after figure 176

Mendelssohn- EAOOI | AO . E Schetxd leginidgithe iAllegro Vivace section
Mozart, Symphony No. 35 in D major, K.385, 4th movement bar 8809 and 1347 181
Mozart, Symphony No.40 in G minor, K50 1st movement bar 114 134

Mozart, Symphony No.40 in G minor, K.550timovement bar 229z 237

Mozart, The Magic Flute, K.62Qverture bars 2754

Sibelius Symphony No.2, 3rd movement beginning until bar 121

Sibelius, Symphony No.3, 1st movemertiifte en bars before figure 14 until nine bars after
figure 1

Strauss Till Eulenspiegel from eight bars before figure 31 until 6 bars after figure 33
Smetana The Bartered Bride Overture beginning to bar 290

13



Dynamic Control:

Beethoven Symphony No.52nd Movement theme and variations

Beethoven Symphony No. 53rd movement beginning to bar 18

Beethoven Coriolan, Overture Bar 102z 240

Beethoven Symphony No. 834 movement trio

Brahms, Symphony No. 21st movement bars 82z 106 and 340z 371

Bizet, Carmen Act | Finale from figure 171 to five bars after figure 176

Mendelssohn- EAOQOOI | AO . E CE O gbéginirtg Ahé Allego AVizaBesektion
Mendelssohn- EAOOI I AO . ECEOS6O $O0OAAI &ET AT A AACEITE
Mozart, Symphony No. 35n D major, K.385, 4th movement bar 88109 and 134z 181
Mozart, Don Giovanni, KV. 527, Act |, No. 12 Aria

Mozart, The Marriage of Figaro, KV. 492, Overture beginning to bar 9 and bar 1pbar
164

Sibelius Symphony No.2, 3rd movement beginning until bal21

Smetana The Bartered Bride Overture from the beginning to bar 290

Strauss Don Juanbeginning to seven bars after letter G

Strauss Till Eulenspiegel from eight bars before figure 31 until 6 bars after figure 33
Tschaikovsky, Symphony No. 6, 8rmovement beginning to bar 24

Verdi, Requiem, Offertorio beginning to bar 34

Verdi, Rigoletto, Act I, No. 2 bar 52% 569

Extension work:

Beethoven Symphony No.52nd Movement theme and variations

Beethoven Coriolan, Overture Bar 102z 240

Berlioz, Romeo and Julietlst movement beginning to bar 25

Brahms, Symphony No. 21stmovement bars 82z 106 and 340z 371

Mendelssohn- EAOOI | AO . E Schdird kegitiddittie iAllegro Vivace section
Mozart, Symphony No.40 in G minor, K.550 1st movement bar 11434

Mozart, Symphony No.40 in G minor, K.550movement bar 229- 237

Shostakovich Symphony No. 5, 1st movement dotted passage from tempo change
crotchet = 138

Strauss Don Juanbeginning to seen bars after letter G

Verdi, La Traviata Act 1, No.2 Chorus from beginning to bar 14

Verdi, Rigoletto, Act I, No. 2 bar 52% 569

High position shifting:

Debussy La Mer, from two bars before figure 9 to six bars after figure 9

Shostakovich Symphony No. 5, 3rd movement soli passage

Shostakovich Symphony No. 5, 1st movement dotted passage from tempo change
crotchet = 138

Shostakovich Symphony No. 15, 2nd movement from figure 53 to figure 59

Verdi, Requiem, Offertorio beginning to bar 34

14



Intonation:

Beethoven Symphony No.52nd Movement theme and variations

Brahms, Symphony No.22"d movement Adagio non troppo opening

Mozart, Don Giovanni, KV. 527, Act |, No. 12 Aria

Shostakovich Symphony No. 5, 3rd movement soli passage

Shostakovich Symphony No. 5, 1st movement dotted passage from tempo change
crotchet = 138

Shostakovich Symphony No. 15, 2nd movement from figure 53 to figure 59

Strauss Don Juanbeginning to seven bars after letter G

Verdi, Requiem, Offertorio beginning to bar 34

Verdi, Rigoletto, Act | No. 2 bar 52% 569

Left hand Anticipation:

Beethoven Symphony No.52nd Movement theme and variations

Beethoven Symphony No. 62" movement cello first desk solo passage

Berlioz, Symphonie Fantastique2nd movement ending fran animato onwards

Bizet, Carmen Act I, Finale from figure 171 to five bars after figure 176

Brahms, Symphony No,2 1st movement bars 82z 106 and 340z 371

Debussy La Mer, from two bars before figure 9 to six bars after figure 9
Mendelssohn- EAOOI | AO . E Einale beGinnihd) thedAllegro molto section
Mozart, Don Giovanni, KV. 527, Act |, No. 12 Aria

Mozart, The Magic Flute, K.620, Overture bars 254

Shostakovich Symphony No. 5, 1st movement dotted passage from tempo change
crotchet =138

Verdi, Requiem, Offertorio beginning to bar 34

Verdi, Rigoletto, Act INo. 2 bar 5227 569

Verdi, La Traviata, Act 1No.2 Chorus beginning to bar 14

Left hand Strength and D exterity:

Beethoven Symphony No.52nd Movement theme and variations

Beethoven Symphony No. 71st movement Vivace dotted section

Berlioz, Romeo and Julietlst movement beginning to bar 25

Berlioz, Symphonie Fantastique2nd movement ending from animato onwards

Bizet, Carmen, Act Finale from figure 171 to five bars afte figure 176

Mendelssohn- EAOQOIT | AO . E Schdixd Iegirnidgithe iAllegro Vivace section
Mozart, Symphony No. 35 in D major, K.385, 4th movement bar 8809 and 1347 181
Mozart, Symphony No.40 in G minor, K.550 1st movement bar 14134

Mozart, Symphony No.40 in G minor, K.550movement bar 229- 237

Mozart, Don Giovanni, KV. 527, Act |, No. 12 Aria

Mozart, The Marriage of Figaro, KV. 492, Overture from the beginning to bar 9 and bar
157 z bar 164

Mozart, The Magic Flute, K.620, Overture baia7-54

Sibelius Symphony No.2, 3rd movement beginning until bar 121
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Sibelius Symphony No.3, 1st movement from fifteen bars before figure 14 until nine bars
after figure 1

Smetang The Bartered Bride Overture from the beginning to bar 290

Strauss Don Jan, beginning to seven bars after letter G

Tschaikovsky, Symphony No. 6 3rchovement beginning to bar 24

Verdi, Rigoletto, Act | No. 2 bar 522% 569

Verdi, La Traviata, Act 1No.2 Chorus beginning to bar 14

Legato String Crossings:

Beethoven Symphony No. 6 2¢ movement cello first desk solo passage

Beethoven Symphony No. 5 3rd movement beginning to bar 18

Berlioz, Symphonie Fantastigue 2nd movement ending from animato onwards

Bizet, Carmen Act I, Finale from figure 171 to five bars after fige 176

Brahms, Symphony No. 2 ¥ movement bars 82z 106 and 340z 371

Brahms, Symphony No. 3 8 movement Poco allegretto opening

Mozart, Don Giovanni, KV. 527, Act |, No. 12 Aria

Mozart, The Marriage of Figaro, KV. 492, Overture beginning to bar 9 andrlil57 z bar
164

Shostakovich Symphony No. 5, 1st movement dotted passage from tempo change
crotchet = 138

Strauss Till Eulenspiegel from eight bars before figure 31 until 6 bars after figure 33
Verdi, Requiem, Offertorio beginning to bar 34

Verdi, Rigoletto, Act INo. 2 bar 5227 569

Verdi, La Traviata Act 1 No.2 Chorus beginning to bar 14

Ricochet

Strauss Till Eulenspiegel from eight bars before figure 31 until 6 bars after figure 33

Sautillé bowing:

Bizet, Carmen Act IFinale from figure 171 to five bars after figure 176

Mendelssohn- EAOOIT | AO . E Schdixd Iegirnidgithe iAllegro Vivace section
Mendelssohn- EAOQOI | AO . EEiale BeGinniigxide Mliegro molto section
Sibelius Symphony No.2, 3rd movement beginning until bar 121

Smetana The Bartered Bride Overture beginning to bar 290

Shifting in and out of neck positions:

Beethoven Symphony No. 62" movement cello first desk solo passage
Beethoven Symphony No.52nd Movement theme and variations
Brahms, Symphony No. 21stmovement bars 82z 106 and 340z 371
Brahms, Symphony No. 339 movement Poco allegretto opening
Debussy La Mer, from two bars before figure 9 to six bars after figure 9

16



Mendelssohn Midsummer Nightd O  $,8énérdo beginning the Allegro Vivace section
Sibelius Symphony No.3, 1st movement from fifteen bars before figure 14 until nine bars
after figure 1

Shostakovich Symphony No. 5, 3rd movement soli passage

Shostakovich Symphony No. 5, 1st movement dotted passage from tempo change
crotchet = 138

Smetang The Bartered Bride Overture from the beginning to bar 290

Strauss Don Juanfrom the beginning to seven bars after letter G

Tschaikovsky, Symphony No. 6, 3rchovement beginning to bar 24

Verdi Requiem, Offertorig beginning to bar 34

Spiccato Bowing:

Beethoven Coriolan Overture Bar 1027 240

Beethoven Symphony No. 834 movement trio

Berlioz, Romeo and Julietlst movement beginning to bar 25

Mendelssohn- EAOOI | AO . E Schdird kegiiddittie iAllegro Vivace section
Mendelssohn- EAOOI | AO . E Eiae beGinniigihd Allegro molto section
Mozart, Symphony No. 35 in D major, K.385, 4th movement bar 8309 and 134z 181
Mozart, Symphony No.49 in G minor, K.550Lst movement bar114 7 134

Mozart, Symphony No.40 in G minor, K.550movement bar 229- 237

Mozart, The Magic Flute, K.620, Overture bars 254

Smetana The Bartered Bride Overture beginning tobar 290

Up and Down bow spiccato:

Tschaikovsky, Symphony No. 6, 3rchovement beginning to bar 24

Vibrato variation:

Brahms, Symphony, No. 2 Bt movement bars 82z 106 and 340z 371
Brahms, Symphony, No.2 21d movement Adagio non troppo opening
Brahms, Symphony, No. 3 3¢ movement Pocoallegretto opening
Bruckner, Symphony, No. 71st movementbeginning to bar 23

Debussy La Merfrom two bars before figure 9 to six bars after figure 9
Verdi, Requiem, Offertorio beginning to bar 34
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2.3 Summary

Evidently there are many technical problems which a cellist must master in order to
successfully execute orchestral excerpt3hese techniques are however commonly found
in multiple excerpts. Therefore, if the technical demand itself is addressed, the excerpt
becomes markedly easier.Moreover, if the reason why the excerpt is selected is
accurately addressed, the test of technique in orchestral audition is therefore passed.

The demands of orchestral excerpts range fromeemingly the most basic techniques such
as shifting or dynamic control which are commonly set and therefore easy to address to
those which are far more advanced and therefore rarely employed by composers in
orchestral repertoire. This is evident in the Ists of excerpts in thischapter which show
that advanced techniques i.aip and down spiccatg are less numerous than those that
demonstrate dynamic control.

It is therefore clear that there are many technical difficulties set by orchestral excerpts
which must be practised in order to successfully execute them under pressure at
professional orchestral audition. It is inarguable that there are a lot less potential
techniques than possible excerpts. Therefore, a practice of the techniques themselves is
far superior and less time consuming than practising the individual excerpts. This is
particularly relevant when considering auditions which have gjht reading tests where
there are only two minutes to prepare an excerpt which could contain any of the
techniques listed. The questionwhich must now be askedis of, how to practise these
techniques.

18



lll.  TRADITIONAL STUDY METHODS

3.1 Traditional study methods, and how they tackle the difficulties set
by orchestral excerpts

The annotations of orchestral excerpts will now be utilized to assess the relevance of
Traditional Study Methods. This consideration will be centred orFeuillardd Oaily
Excercises for Violoncell®, Piatti® ®welve Capricci for Violoncello Sol®, Popperd @0
Studies: High School of Cello Playidgnd £ A O& (iokn Studies, Opus , 40 variations for
Cello arr. Feuillard12, The focus on these particulastudy methods is due to my pesonal
background being focussed around these four study books. | can thefore most
accurately and honefly assess these methods as thesare the ones | have been brought
up with and still use tofurther develop.

There is no current system for cello based solely on orchestral technigqueeuillardd Daily
Excercises for Violoncellmcus on working in each position to develop the strength of the
left hand however he does not develop this into a level directly relatable tadvanced
orchestral repertoire. Piatti® Twelve Capricci for Violoncello Sotmntrast Feuillard with
technical virtuosity which allow far more advanced, wholly removed fromorchestral
technique. 40 Studies: High School of Cello Playiog Popperpresents amedium, but is
almost exclusively concentratedon left hand strength andgeography of the fingerboard
neglecting the bowing arm. £ A O@ @idfin Studies, Opus , 40 variations for Cello arr.
Feuillard are limited because they wholly concentrate on basic bow technigu&hich is
suited to a more basic level thampreparation for professional orchestral audition. This
section of the thesis will therefore assess how applicabteaditional study methods areto
orchestral playing.

9 Louis R. FeuillardDaily Excercises for Violoncel[®ainz: Schott Music International
GmbH & Co. KG, 1919).

10 Alfredo Piatti, Twelve Capricci for Violoncello Sql@p.25Munich: G. Henle Verlag,
2003).

11 David Popper,40 Studies: High School of Cello Playing, OpuéN&v York:
International Music Company, 1982).

A £ o s X

Bosworth & (,1905).
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3.2 Spiccato

Spiccato-O3 ADPAOAOAA8 )1 DI AUETC 1T &£ Al xAA 0008 ET 00C
bow is allowed to bounce on the str.; prod. by rapid movements with restricted (central)
portion of the bowds

The technique of playing off the string with a bouncing bow iene utilised widely in both
soloist and orchestral musicSpiccato is dictated by the dynamics it is written in and the
character it is being used toexpress.Each style requires a different approach and is
executed through slight variations in the movemenhof the right fingers, hand, wrist and
arm.

4EA OOEIT T &£ "AAOET OAT 80 AECEOE OUI PETTU DPOAO
of playing brushed spiccatoin a quiet dynamic whilst executing clean string crossings.

This excerpt is commonly asked for in professional orchestral auditions due to these

technical demands:

Example 1: Beethoversymphony No.8Third movement bars 45-5314

Beethoven utilises thecelli in Example 1lasanaccompaniment figure for the horns in the
trio of his third movement of the eighth symphony However, this excerpt is commonly
asked for in audition because of the demands on both the left and right hand. In this
passagethe cellist must perform complicated left hand fingering patterns to cover open
strings from sounding whilst jumping across many strings. In @ historically informed
orchestra, it isimperative to use open stringswvhich then demands the cellist to jump fom
the C string to the A string within the first two notes of the excerpt. This is an extremely
difficult feat when trying to play both in time with a good sound. It is possible to practise
this within traditional cello study methods as Popper writes a vey similar passage in the
eleventh study of his forty studies high school for cello playing:

Bo4EA |/ @& OA $EAOEITTAOU 1T &£ - OOEAh 3DPEAAAOIT &
http://lwww.oxfordmusiconline.com/subscriber/article/opr/t237/e9691?qg=spiccato&s
earch=quick&pos=3& _start=1#firsthit.

14 Beker and MandalkaQrchesterProbespiel Violoncello: erepts from the Operatic and

Concert Repertoire9.
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Example 2: Popper0 Studies: High School of Cello Playigjudy 11bars 1-7 15

It is evident to even the untrained eye thaExample 2is directly relatable to the excerpt

AOT T "AAOET OAT 60 ApassEgesshatethe eamd Keysgnatunes©the
same tempo and use jumping across the strings simulating arpeggiétowever,although
0T PPAO6O OOOAU | ECEO OOAEI OEI El AGomOAAET E

monotonously practising the Beethoven excerpt, | do not consider completely relatable.

If auditioning for a larger symphony orchestra with eight to ten cellos in a sectiorit, is
imperative to cover the open strings in the Beethoven excerpt wheredbey are enforced

in the Popper study. This is practically demonstrated in Video 1The video shows how
the example 2 is incredibly similar to example 1. Therefore, a practice of example 2 would
infinitely benefit example 1.1 believe that this study is me of the most directly relatable
from the traditional cello study methods to orchestral cello playing.

01 PPAOS O EECE fubteEréldvant todifie Gevéloprhehtiof ofieH@stralspiccato

technique. This is most evident irhis nineteenth study entitled Gohengrind 3 OOA U6

Allegro.
v

Example 3is OEA 111 U OOOA U0 sEdiési High BdhdAod 6aflo Playing
specifically designedto tackle the difficulties of orchestral playing.This could moreover
be said for all of the Traditional Study methods. Example 3 could therefore be highlighted

as one of the most relatable studies from all of the Traditional Study methods for

15 Popper,40 Studies22.
16 |bid., 40.
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orchestral excerpts. It is written however only for the excerpt from Lohengrinand is not
relatable to any of the other excerpts. The similarities however to the original excerpt
cannot be understated.

ap2?f gl

Example 4: WagnetohengrinAct 3 Scene 3 from ten bars before figure 43 to three bars
after figure 4317

Example4 showsremarkable similarities to Example 3 Both extracts are in the same key,
dynamic and bowing style with extremely similar rises and fall®f pitch within first an d
fourth position. However, one must question the purpose of practising a study for an
excerpt when so incredibly similar ratherthan just the excerpt itself. This could also be
stated in relevance to the practise of example 2 in preparation for example 1.
Furthermore, it would actually bemore time consuming to learnan additional two pages
of study to an already lengthyfour-page excerpt. The onlybenefit must surely be to
distract from the tedium of practising the excerpt itself to learn something only
marginally different.

4EA 3AEAOUI AOIMidsummber. ARG O & TH®A AT EO 11 O OET «
string players. The difficulties faced in this excerpt combine left hand extended positions
and difficult shifting with string crossings andspiccato andsautillé bowing.

cal 2 it 2 :
D of 3&’“—‘; FEplfe £ L irie,Pa, it

- I}
o R TRy PRoPls Prate,
e T e T e e

H ]

(t — FERS. B, e e 1_+, - - S

9 e e e
e _:":-—___—r%.*} s e

Example 5: MendelsohrMidsummer Night Dreanfrom eight bars after N to four bars
before O8

17 Beker and MandalkaQrchesterProbespiel Violoncello: excerpts from the Operatic and

Concert Repertoire38.

18 Felix Mendelssohn! - EAOOI | AO . E CE arl eider@alAndusic, / OAOOOO0OA
Op.61Leipzig: Breitkopf & Hartel, 1880) 7.
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Example 5presents a challenge for any cellist in a professional audition. It is possible to
practise some of the techniques through traditional study methods particularly in
01 PP A O dayht®gFUEYIrGMINis40 Studies: High School of Cello Playing

Exampe 6: Popper40 Studies: High School of Cello Playisg)dy 38bars 41-561°

Example 6practises spiccato and shifting in the neck positions of the cello, similar to the
excerpt from Midsummer. ECE 06 O $ OA &fadple (6tlorshndtAddus on this
challenge and allows a solution of shifting on the downbeats, which is much easier than
the position changes inExample 5 Instead this passage of the study acts as a form of
respite from the major focus of the etude which is octavshifting evident in the last line

of the extract. There are clear limitations therefore in practising Example 6 for the
techniques of Example 5Although Popper writes in the same stylend musical character
asMendelsohn Example 6 does not require challeging left hand position changes at the
same time as uncomfortable string crossings as seen in Example 5.

3.3 Up and Down Bow Spiccato

Up and Down bow spiccatas the technique of having multiple notes in a bow which are
jumped rather than slurred or hooked. It allows the same effect as normal spiccato but
due to the weight distribution of the bow, there are natural dynamic differences. Up bow
spiccato is muchighter and has a natural sense of leading towards the next note whereas
downbow spiccato has a natural diminuendo.

Piatti employed Up and Down Bow Spi@to in many of his aprices. t is quite difficult to
get this technique perfect but it is very impresive when achieved correctly.

19 Popper,40 Studies: High School of Cello Playing, Opus823
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Example 7: Piattd Twelve Capricci for Violoncello Sql€aprice ars 1-8 20

Example 7is aimed at practisingspiccato;however, it is limited in practice for the study
of orchestral excerpts. In this capriceghe cellist is required to execute double stops in the
left hand alternated with upbow spiccato.This is a very soloistic practie and although

impressive in concert,extraneousto orchestral playing.
5 zl!:fl - - - - - _.! K

Example 8: Piattd Qwelve Capricci for Violoncell8olg caprice 10bars 5- 1221 A

Example 8is furthermore not entirely useful when studying orchestral repertoire
techniques. AlthoughExample 8 is writtento focus onspiccatoagain, it is not similar to
Example 5because it alternates slurred bowing with up bow spiccato, similar to his
Example 7 Any study of this caprice would improve left hand strength in thumb position,
but it does not require extensive shifting in and out of neck or the string crossings which
render the Example 5so difficult. Therefore, | consider this caprice to again not be
particularly applicable to orchestral playing. Piatti writes one more caprice for cello based
on spiccato:

20 Pjatti, Twelve Capricci for Violoncello Solo, Op.28,
21 |bid., 26.
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iy ‘ STOg B
Allegretto capr I((‘l(_)SO. - T~

Example 9E O /EO|T [tweltiE cadice Eod 0lo cello and is the last one written for the

study of spiccato. This caprice is incredibly difficult due to the interchanges between

chords and upbow spiccato and requires the performeto play chords within the slurred
spiccatopassages4d EEO AT | T O1T AO OEA EAAA OEAO A OOOAU
relevant to orchestral playing as this is a technique never used in orchestral repertoire

due to the technical difficulty.When Ihave seen performances of this caprice, it has never

been executed usinghe bowing Piatti wrote as it isfar too difficult. Although a traditional

study method,0 E A Oaprie€s @re very soloistic in nature and as @onsequenceare often

set by major sob competitions as compulsory repertoire, such as th&chaikovsky Gold

Medal Avard.

Up and Down bow spiccato is rarely used in orchestral repertoire due to it being very

difficult to play evenly and thus complicated to sound together in a tutti section.

Furthermore, the sections of orchestral repertoire which requires down or up bow

spiccato are spars® OAE AO ET - AEI A06O TET OE OUI PEIT U4
Nicht eilen bis zum SchluS.

e e
8 485

Example 10: MahlerSymphony 9second movementrom 17 bars before the end of the
movement until the end of themovementz3

Example 10requires the tutti cellist to play down bow spiccato. Mahler has utilised this
normally soloistic technique because he wants a natural diminuendo on each dowow.
In Example 10 there arelong pauses between these bows to allow for #hsection to
prepare, and furthermore each bow requires no shifting and & no chords, unlike
Example 8 or 9.

22 |pid., 32.
23 Gustav Mahler Symphony No.9 in D maij cello part,(Vienna: Universal Edition, 1912)
19.
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Example 11: RossinWilliam Tell Overture from one bar before H to eleven bars after ¥

Example 11is arguably the most famous use of down bow speto in the orchestral

repertoiOA  A£OT I 21 OOET vertu®. AlthBugh nBtAranscebédl if is cbmmon

practice to group the semiquavers in this passage and furthermore groups of three

guavers into ane bow respectively. Althoughone might assume thathe study ofExample

7, 8 and 9which use this technique extensively mighiprove good preparation for the

playing of this piece, this is not the case. The grouping btes in example 11is done to

reflect the natural jump of the bav and the use of the right armExample 10 and 11 are

never asked for in a professional audition situation becausk is only used sparingly to

contribute to the musical phrasing rather than as a example of advanced techniqueA

AAT 1 EOCO x1 O A AA OANOEOAA OF AgAAOOA OB Al x
LGRS CLY 1 iaiami) W L'y

Yven y Vo . \L&]S;\

|
—

\ s

Example 12: HaydrCello concerto in D majorcello solo part first movementars 29-3325
This exract is a scan from the practie part of a leading orchestral cellist in Scandinavia
and shows in the second bar of the solo entry the upbow spiccato on the second beat. The
cello concerto by Haydn in D major is always asked for professional audition, due to the
complexity of its executon, particularly for the left hand. When performing orchestral
auditions in Sandinavia, the classical concto rounds are mostly screened.tlis clear
from this part that this particular cellist has decided to doseparate bows in this place
rather than the upbow spiccato tha Haydn originally writes. This is because upbow
spiccato andseparatebowed spiccato should sound identical and therefore an endeavour
to play the original bowing although commendable, is nohecessary

24 Gioacchino RossiniGuillaume Tell(Leipzig, Breitkopf & Hartel, 1933) 3.
25 Joseph HaydnCello Concerto No.2 in D major, Hob.VIIighunich: G. Henle Verlag,
1990) 2.
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Example 13: StraussTill Eulenspiegelfrom two bars before figure 32 to five bars after
figure 3326

Example 13 is gpassage from an orchestral excerpt showing staccato groupings on notes
on a down bow. Although this might appear to be the same technique as Example 9, it is
in fact very different. Example 13 is Ricochatather than Spiccatobowing. Instead of the
bow lightly jumping in Example 9, Examplel3 involves throwing the bow at the string
from a much greater height then controlling that bounce.

Allegro con grazia,
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Example 14: TchaikovskySymphony 6second movementars 1-17 27

26 Richard StraussTill Eulenspegel lustige Streiche, Op.28 cello péunich: Edwin F
Kalmus, 1953) 6.

27 Tschaikovsky,Symphony Number 6 Op.74 cello pdkkeipzig: Breitkopf & Hartel, 1990)
8.
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Example 14 is the only orchestral excerpt | have experienced with any up or down bow
spiccato as can be seen in the tenth, twelfth and fourteenth bar of this excerpt. This is the

same technique as Example B,and 9 written by Piatti also on up bow spiccat. Example

14 uses longer groupings of notes in the up bow spiccato than example 7 or 8 and much
shorter groupings than Example 9.A cellist able to play such a demanding caprice as
Example 9 would view the up bow spiccato of Example 14 as negligiblEhe up bow

spiccato of Example 14 is merely incidental as the excerpt is not set to examine the

bl AUAOOG AAEI EOU O AgAAOOA OEEO OAAET ENOAS
and phrasing. The up bow spiccato of Example 14 is so much simpler tHaxample 9.

AOOOAU 1T & OEA ODE A fubdh@$ Exa&nriplestr BAR& € rteledaAtBoO E A A O
orchestral auditions. Up and Down bow spiccatoare very rarely used in orchestral
repertoire thus rarely tested in professional audition. However, all cellists have to play

OEA EEOOCO 1T OATATO T &£ (AUAT 80 AAT 1T AiITAAOOI
it is not an orchestral technique, itis not really of importance to execute the original up

bow spiccato written. Although up and down bow spiccato is used to show soloistic skills

in caprices, this is very far removed from orchestral technique.

3.4 Sautillé

Sautillé- 0! AT x OO @irafidly irkttie Anlddie of the bow, one bowstroke per note,
so that the bow bounces very slightly off the string of its own accord. It is not indicated in
any consistent manner: sometimes dots are placed above or below the notes, sometimes
arrow-head strokes, and sometimes the stroke is §|mply left to the performer's discretion.

O3PEAAAOI 8 AT A OOAOOCEITi 6 AOA OI i AGEI AO OOAA [
applied to a broader range of ofthe-OOOET C 280001 EAOOG

Sautillé bowing is an advanced technique often requested in professional orchestral
auditions. This technique invokes the natural bounce in the wood of the bow to perform
extreme quick running passages. This is very difficult to execute under pressure as it is
impossible to use the natural bounce of the bow if tension exists in any part of the right
arm. If the performer is able to perform the bowing technique under the pressure of
audition, it means they will play with ease in an orchestral settingSautillé bowing is
unique in string playing technique as the quicker the tempo, the easier it becomes. The

A N s 9~ s oz o=

most commonly set orchestral excerpts to tessautilé AT x ET ¢ AOA 300A0006C
OEA OEEOA ' A0 T &£ 21 OATEAOAI EAOh OEA GBAEAOUI
$OAAT AT A 31 AOATA30 "AOOAOAA " OEAA |/ OAOOOOAS
4EA TPATETC T &£ 300A00080 4EEOA ' AO T &£ 21 O0AIl
excerpts and usesautillé bowing.

4 EA | @& OA $EAOQOETTAOU 1T £ - OOEAh 3AO0O0EIT Ad !
http://www.oxfordmusiconline.com/subscriber/article/grove/music/24643?q=sautille
&search=quick&pos=1& _start=1#firsthit.
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Example 15: Straus®osenkavalieiThird Act from three bars before figure 1 tofigure 2 29

Example 15 hasEA 1T OECET Al O A MO EIA & O thidhnEylaGpizéad]l A o
style bowing directed by active energy in the right hand and arm is impossible. | have seen
the excerpt hand marked at a tempo marking of one bar equals 90 beats per measure. In
order to achieve this the left hand must be completely secure so the bow ioaved to
naturally bounce across the strings throughout the excerpt. Additionally, the changes in
dynamic requires difference lengths of bow which is furthermore difficult to execute.

Feuillard only briefly addressessautillé bowing in his Daily exercisa.

O O O o O O O o ”
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Example 16: Feuillard Daily Excercises for Violoncelstudy 36 bars 1-9 and variation
4230

Example 16 ispart of a tiny final section of only five pages dedicated to bowing techniques
AOT I & A Oaly Bxde©ides for Violoncellaithin this section there are only three
variations on sautillé bowing. Example 16concentrates on the difference ofautillé across
the strings. Tis is useful in practising how the bow responds with tk different thickness

of string but it is not truly useful when preparing to play thesautillé bowing of StrawsO 8 O
Rosenkavalier. Example 6 only changes the note every beas it allows the player to
wholly focus onthe bowing technique. &utillé bowing is different depending on the left
hand position as the length of the string shortens and lengthenso the player must
compensate by the position of the bow in relation to the bridge to create an even sound.
If the player is in a low left haad position it is imperative to playcloser to the fingerboard

so that when in a high left hand position compensation in the bow can be made by moving
closer to the bridge to create a more even sound.

29 Richard StraussPer Rosenkavalier, Op.59 cello paitliami: Edwin F. Kalmus, 1986)
57.
30 Feuillard, Daily Excercises for Violoncell43.
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Example 17: Feuillardd Daily Excercises for Violoncelkiudy 36 bars 1-11 and variation
2531

In example 17the cellist has again repeated notes but this time the string crossings are
much more gradual and the left hand is only in simple first position without extension
therefoOA OAT AAOET ¢ OEEO AQGAOAEOA 110 OOAEOI
&OOOEAOI T OAn A1l 1T &£ &AOGEI 1 AOAGO AghAdaiklOA o
15 are grouped in triple figures. Emphasis on duple groupings means the active energy of
the bow to be always in down bows as shown iexample 16 and 17 However triple figure
grouping mean that the bow alternates between needing active energy on down and up
bows. This is far more complicated to cordinate.
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Example 18: Mendelssohan EAOOI | AO . ESEGhErgnod orfe Oak Hefore N until
four bars before 032

Example 18 is grouped in triple figuressimilar to example 15. This is contrary however
to example 16 and 17 which are solely in duple time figures. Although this may seem
unimportant, it is very crucial to the technical execution as it dictates wheréhe physical

31 Feuillard, Daily Excercises for Violoncelld9. o o o
32 Mendelssohn! - EAOOI 1 AO . ECEOB80O $O0OAAI |/ ORAOOOOA
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energy should be. Practie of example 16 and 17 therefore would not wholly benefit the
preparation of example 15 and 18.

S e
ﬁm!ﬁp’p"

Example 19: Feuillard Daily Excercises for Violonce|lstudy 33bars 1-7 and variation

3133

Example 19is the excerpt from the thirty-third study of Feuillard and we can see how it

is more useful as the left hand pattern is far more complicated than the previously
mentioned exercises insautillé bowing. This is therefore far more relevant when
consideringtheexc® DO AOT 1 31 AOAT A6 O " AOOAOAA " OEAA 1

.

Example 20: Smetan®artered BrideOverture bars 57- 7234

Both Example 19 and 2@re grouped in four and require only very gradual string crossig
change. There couldbe someusefulnessin the practice of example 19in relevance to
example 20. Example 20combines piano dynamic and sautillé bowingthroughout
different left hand positions making it difficult to maintain a quality sound.The changes
of left hand position in example 20 are not addressed at ally example 19. Example 19
only utilises first to fourth position whereas example 20 uses up to seventh position.
Feuillard usesrepetitions in example 19similar to example 17 which although allows
concentration on the bow means it is limited in preparingor example 20.The technical
difficulties of example 20 render it difficult to execute under pressure and as these

33 Feuillard, Daily Excercises for Violoncelld0.
34 Bedrich SmetanaThe Bartered Bride, JB 1:1@0Blew York: Edim F. Kalmus, n.d. 1933
1970), 1.
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difficulties are not wholly addressed by example 19 the praate of which would only be
partially useful.

Piatti does not write for sautillé or straight back and forth spiccato in any of his caprices.

4EEO EO PAOEADPO AAAAOOA O0EAOOESO AAPOEAAO A«
pieces. Sautillé bowing, although very difficult to successfully execute, is not very
impressive to the unknowing audience whereas the techniques Piatti typitly employs in

his caprices withdouble stopped passages and up and down bow spiccaéme much more

Ei POAOOEOA O1 OEA CcAT AOAI AOAEAT AA8 ' OOOAU
usefulwhen trying to develop sautillé bowing for the typically set audition excerpts.

0 I B b Aotudes: High School of Cello Playaugitionally never present a study which

explicitly implies and gates to usesautillé bowing. The closest study tsautillé bowing is
the twenty-seventh study:

Allegro.
NP b

v To be played throughour with uv.ngmg‘;-.

Example 21: Popper0 Studies: High School of Cello Playistudy27 bars 1-535

Inexample2101 DPPAO AAOEOAO Ei x EO EO 001 AA Pl AUA
an Allego tempo marking. Thissuggests apiccato bowing rather thansautillé bowing. It

is possible to use a much quicker speed to play this usingsautillé bowing therefore
changing the tempo marking from Alegro to Presto. Thismakesexample 21much more
usefulfor the study of orchestral exerpts, particularly example 20as it is grouped in fours
and focuses largely on the first to neck positions with occasional accents, gradual
dynamics and string crossings Example 21, if played with sautillé bowing, ismuch more
difficult than the example 20. | consider example 21to be certainly more useful for the
study of sautillé bowing than example 17 or 19 when considering thg@ractice of example
20. However, | do not consider the study entirely useful wherplaying examples 15 and
18. An effort to playing example 21, although commendable would certainly not be
entirely relevant to orchestral playing, particularly as the last lines are so soloistic:

35 Popper,40 Studies: High School of Cello Playing, Opus83
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Example 22: Popper0 Studies: High School of Cello Playistydy 27 bar 53 until the end
36

Sautillé Bowing has been a very big struggle for me to develop in my technique. | believe
this is largely due to the severe lack of practe material available to develop this
technique. | have discovered that a common method of practisirgautillé passages is to
practise marcato bowing until the string crossings, bowings and left hand patterns are
completely secure. Once this level of security is achieved it is then advised to simply play
at a very quick tempo and try to get the bow to boure. This lack of definition is something

| am unwilling to accept. | have been advised by instrumental tutors to learn solo pieces
which include sautillé bowing to play something other than excerpts. This technique is of
course flawed as playing solo pieceas studies is completely unnatural to any musician.
The passages ofsautillé bowing must be however considered in relation to the
development of a study system. Both pieces that have been suggested to me are intended
to be played as solo pieces
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Exanmple 23: TschalkovskyPezzo Capriccios@ello solo partbars 112-116 37

Example 23has been suggested to me on several occasions by different teacterlearn
in order to become more secure irsautillé style bowing. It is a solo piece for cello and
orchestra although it is often played in arrangement for cello and pianoHowever most
of example 23 is in thumb position, something which is not used in any of the
aforementioned sautillé excerptsexamples 15, 18 and 2@s it is very difficult to execute
successfully.Furthermore, the sautillé passage inexample 23is many pageslong and is
not something that can be practised every day to keep a high levelsatutillé bowing.

36 Popper,40 Studies: High School of Cello Playing, Opus83
37 Pyotr Tschaikovsky,Pezo Capriccioso, Op.62 cello pgilew York: International
Music Company, 2016), 1.
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piece Icould concentrate on in orderto become more confident aSautillé bowing
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Example 24: Edward ElgacCello Concert@econd movement cello solo parbars 21- 2438

Example 24is based around groupings of four notes and goes up in scalic aageggio

figures on the cello. The pitch ofhis pieceis mainly in the high register of the cello. | do
not consider it from an analytical view to therefore be beneficial to the study ofsautillé

bowing in orchestral excerpts This is because excerptare mostly in lower positions,

typical to orchestral style writing andin stark contrast to example 24.

| have studied bothexample 23 and 24and yet | still have trouble with this style ofbowing

in the orchestral excerpts. Although | appreciate the advice from my teachers | do not
think it has largely benefitted my orchestralplaying to study these solo works. | have also
practised all the sautillé studies and | still have struggled with tke difficulties in the
orchestral excerpts, which is why they are set. Although Piatti, Feuillard and Popper do
have some exercises fosautillé bowing they are not applicable to the excerpts from
examples 15, 18 and 20

3.5 Shifting Position

ShiftznOOOET ¢ P1 AUET Ch OEA 11 OAI AT O 1T AMO0EA 1 AEO E

Shifting is one of the most basic and fundamental of cello techniques, typically introduced
in the first or second year of playing. Knowledge of geography of the fingerboard and the
ability to shift accurately is always tested in orchestral auditions. The lowest left hand
positions from half to fourth position utilise the same arm angle and approach to playing.
However, through the fifth, sixth and seventh positions the thumb must bdgced in a new
position and the arm angle must be higher. Above seventh position on the cello, thumb
position is used and this requires a completely different approachn thumb position the
weight of the left elbow and forearm must channel through to théand as the thumb is

38 Edward Elgar,Cello Concerto Op.85 Cello solo péipndon: Novello & Co., 2010) p.4
39 The Oxford Companion to Music, shift. Accessed April 20th 2017.
http://www.oxfordmus iconline.com/subscriber/article/opr/t114/e6155?q=shifting+&
search=quick&pos=4& _start=1#firsthit.
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now used as an extra digit to play with. Changes through these great physical differences
are difficult, particularly when exposed or athigh speed.

Additionally, shifting of melodically awkward intervals is often tested in professnal
orchestral auditions. This is because playing a string instrument is incredibly like singing.
Although every string player at conservatoire level has played all the notes on every
possible finger and can play each one sepately with ease, the intervd between the two
notes can present a sudden host of issues. It is easy to shift in regular intervals such as
perfect fourths and fifths, major thirds and sixths and octaves. However, intervals such as
sevenths, ninths, tenths, and augmented intervals aiacredibly difficult to play in tune

as they are to sing. Most string playing is completely controlled by the freedom of the
musical mind; thus the phrase exists: if you can sing it you can play it.

Shifting in and out of neck positions is extremely uncomfortable as thehanging hand
shapes are so differentThis is therefore tested at orchestral auditions. In particular, it is
the large shifts rather than the shifting passages which work by step that are the most
uncomfortable because of the differences in hand and arm angleéOne of the commonly
OANOGAOOAA AGAAODPOO &I AOOGEI C i1 OEEO EO £&EOI
symphony:

Poco Allegretto

mesza voce ——— /‘\
% - % 2
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Example 25: BrahmsSymphony 3hird movement bars 1-3840

Example 25quickly addresses the technique of accurate shifting through the physically
different positions in and out of the neck whilst maintaining a melodic line.

40 Johannes BrahmsSymphony No. 3 in F majdi,eipzig: Breitkopf & Hartel, 1927), 8.
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Feuillard focusses almost wholly on the left hand in hiBaily Excercises for Violonceland
therefore tackles the practice of physically uncomfortable shifts in and out of neck
position.

Example 26: Feuillard Daily Excercises for VioloncelBtudy 9bar 1-1241

Example 26is used to build an extended knowledge of the differences in pogtis which
are usedin Example 25by Brahmsto create the phrasesThere example 26 can be used
to gain greater confidence in executing passages in low and neck positions. This is
relatable to example 25 which only utilizes low and neck positions and is selected for
professional orchestral audition to test the ability to maintain pitch throughout all of
these positions.

Feuillard develops his shifting exercise into higher positions

16
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Example 27: Feuillard Daily Excercises for Violoncellstudy 16bar 1-1642

This study is directly relevant to developing the knowledge of shifting between the lower
and neck positions of the cello. It is perhaps one of the most widely and commonly played
I £ Al 1l &AOE IThiALbhAdBe ith@diseAshifing Great pisical distanceson
the cello. However, it shifts into positions not used by Brahs in example 25

A study ofexample 27would therefore be somewhatbeneficial to mastering the shifts in
example 25 However, the usefulness of this study is not only limited to Brahms

OuUi bEITEAO AOO ) Ai 1T OEAAO Al O AEOAAOI U OAI A

-EAOOI T AO . ECEOBO $OAAI 8

41 Feuillard, Daily Excercises for Violoncell8,
42 Feuillard, Daily Excecises for Violoncellal 9.
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Example 28: Mendelssohn EAOOI | AO . E Schetx&ram 14 Gaksihéfore O to
four bars before 33

Example 28is oneof the most difficult lines from this excerpt as in addition to the bowing
difficulties, demands the cellist to shift extremely quickly in and out neck positions. This
rapid shifting in physically uncomfortable positions is directly tackled by Feuillad in
example 27.

Piatti wrote twelve caprices for the cello whichare designed to demonstrate the virtuosic
nature of the instrument. The sixth caprice shows the entire range of the cello with the
main theme rising and falling in arpeggio like figures.

Y IUDIOUNUTIIY.

. *
Adagio largamente. ).

Example 29: Piattd Qwvelve Capricci for Violoncello Sqloaprice 6bar 1-844

Example 29is to be played at the Adagio marking in a melodic singing style across the

cello. It is a very beautiful caprice and is designed to show the singing nature of the cello.
Example 29 practises shifts at regular intervals across the fingerboard. Practie of
example29x T O1 A°- AEOAAOI U AAT AZEO OEA AGAAODPO A& O
from the Missa da Requiem

43Mendelssohn! - EAOOI I AO . ECEO8O0 $OAAI / OAOOOOA Al
44 Piatti, Twelve Capricci for Violoncello Solo, Op.25,
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Example 30: VerdiRequiem Offertorio bars 1-2945

Example 30EO ET OEA OAi A EAU AO 0 EADdahiEGhE dOE A A
arpeggio figures across the range of the cello in a melodic singing style. A studgxdmple

29 evidently would be beneficial for the study of the excerpt fronexample 30 However

AOGA O1I OEA T AOOOA T £ 0EA%IOEhda thah Arehesfdided AAET
the caorice develops out of the usefulmain theme into a more soloistic passage not

entirely relevant to orchestral playing. From bar 13 of example 30 Verdi employs shifts in

and out of neck position similar to that of eample 25.Example 30 is often selected at

orchestral audition because of the problems in this excerpt of shifting between different

positions. It is evidentthat the opening of example 30 is based on arpeggio figures as

written in example 29, it could be agued that it would be more simple to practise

arpeggios in relevant keys than practising example 29. This can be seen as Piatti develops
example 29 into a much more technicéf demanding caprice.
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Example 31 Piattd Qwvelve Capricci for Violoncello Sqloaprice 6bars 15- 2646

This second theme of the capricérom example 29A AT T T OOOAOAO OEA AAIT I
perform double stops and develops through various keys with complicated left hand
patterns. Indeed example 31is developed much more in Piatf 8 O A A PeReinpld?9. OE A1
Therefore, a practie of the sixth caprice by Piatti would be beneficial for a musician

wishing to practise orchestral technique only for minority of the bars which practises

without double stops.

45 Beker and MandalkaQrchesterProbespiel Violoncello: excerpts from the Operatic and
Concert Repertoire35.
46 Piatti, Twelve Capricci for Violoncello Solo, Op.25,
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Furthermore, | have found from personal experience playing example 30, that it is most
difficult to execute under pressure the passage from bar 16. This is because it is a very
exposed shift from fourth position into neck position and alternates from the bwing
whether it should be executed on and up or down bowit is not practical to have any kind

of noise between the bar line of bar 16 and 17, thus the shift must be practised and
perfected so that the muscle memory is able to execute it under pressurdthout any
audible guide.It could therefore be argued that a pradgte of example 26 would be far
more beneficial to the preparation of example 30 than example 29.

The first movementof 3ET OOAE|I OEAES8 O AZEAOE OUI PEITU DPOA
figure passage for the cello and is therefore set at orchestral auditions to test the ability
to shift at speed with accuracy

before figure 32 until 8 bars after figure 337

761 OAEACOOA %@AAODOOR #Aliiq 3EI-OOAEIOEAEYQ 3
cwOEOODGTTT OAEAOOOAAgyhphanpDrovsikéld-ckeamtl OOAET OEA
Accessed: October 2016.
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Example 32develops from the midand low range of the cello moving in step to a much
higher pitch. Shostakovich marks dots on all of the semiquavers gxample 32which
creates another problem as it means there can be no audible shifting as the shifts must
take place between the slurs to avoid a glissando effect. Therefore, a slurred shifting study
such as that ofexample 26 or 29is not relevant when discussing how to practise the
techniques of example 3as the shifts are not slurred.

However, Popper wites his fifth study in his high school for cello playing as a dotted study
for cello with incremental climbing of pitch.

— . vl »
Example 33 Popper40 Studies: High School of Cello Playistydy 5 bars 56-7048

Although not in the same key and slightly different rhythm to the excerpt fronexample
32, example 33still has many similarities. The only way to playexample 32reliably is to
utilise high positions on the D sting whereby moving upincrementally onto the A string
for the very high notes at the end of the excerpt. This is addressedarample 33 as Popper
dictates the fingerings for nearly every note so the cellist climbs up on the low strings to
anticipate the high noteson the A sting. A mastery of example 33vould therefore ensure

a left hand confident with incremental shifting which would provide a much stronger
basis for learning ofexample 32

However,the shifting of melodically awkward intervals is often also tested at pradssional
audition. The successful execution of this is completely different to melodically regular
shifting. String playing is similar to singing as we both pitch internally in order to achieve
the desired note. | have been advised many times to try anchgithe shifts in my head just
before | play them as the hand therefore knows where to go. A fine example of this is the

A N s 9~ oz oz = z

I PATETC T £ 300A000660 %ET (AT AAT T AAAIT

48 Popper,40 Studies: High School of Cello Playing, Opusl®3
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Example 34: Straus€in Heldenleberars 1-1449

Example 34 is set at orchestral audition to test the ability to shift with confidence in
physically and melodically uncomfortable intervals.Example 34shows how the cellist
must shift with confidence, dynamic and speed. This is evident in bar six of ExateB34
where the cellist must shift from a low position to a high one in the interval of a seventh
in the time of just a semiquaver. Thisequires a great deal of practie to execute reliably.
& A OE 1 D&alyO Exdetrises for Violoncellare moreover appicable to example 34
demonstrated in example 27 which practises physically uncomfortable shifting from low
to neck positions. Therefore proficiency in example 27 would facilitate greater ease in the
change of physical position in example 34-dowever, example 27 still doesnot directly
practise the shifting of melalically uncomfortable intervals demonstrated in example 34.

49 Strauss,Ein Heldenleben Op.40 cello paitiew York: Edwin F. Kalmus: 1956), 1.

41



, Shostaleoyt N

Sy~ 1s
7

Ve.

Ao{agié

52

H

[ons

F

L /2
oy

L
ARSIy

&P

Pos. T

|
T
T
T

15

R 2 e

ot

O
D}

as much as possible on the A string without glissando or audible note preparatisnchas
shifting a major third on the first finger then placing the third finger down.The shits

Example 35is full of melodically awkward shifts. This is a solo and thus must be played
therefore cannotbe preparedlike in example 32 or 33 This is apparentin example 35

Example 35 Shostakovictsymphony Nal5, second movementrom the beginning until

figure 59 50

~

50 Hogskolan for scen och musik vid Goteborgs universitét - 1 A E

8008
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four bars before figure fifty-four as the cellist must shift from an E natural directly into
the next bar onto a B flat. This is a melodically awkward shift and is thefore very difficult

to pitch. It is further troublesome as it is in neck positions and on a dimuendo. This
interval appears again four bars before figure fiftyeight into the next bar again presenting
the same pitching problemsExample 35demands the céist to make many octave shifts
for example in the bar before figure fiftyfour and the bar before figure fifty-eight, these
are not melodically uncomfortable shifts and are therefore easier t@xecute. However,
Shostakovich changes the pattern between #&fifth and sixth bars after figure fifty-five.
Between these bars there is a major seventh interval which is much more difficult to pitch
especially whenonly momentarily before the same pattern is executed with an octave
shift instead.

The shifting ofuncomfortable pitches is tested at orchestral audition becae most cellists

are very under-practised in this. This is due to the lack of any traditionastudy method

directly addressing OEEO8 | | OE| @il Exéekci®as ifol VidbAdklProvide

solutions to many left hand problems thiscannot be saidfor melodically uncomfortable

shifting. Indeed, OEA AEADOAO 1 £ &AOEI T AOA A1 OEOI AA O %«
#Al 11706 111U OOAT OEOEIT &AOT1T 11T xAO whichdEECEAO
course do not have awkward melodic intervals. Additionally, althougRopper is excellent

for practice of incremental shiftingsuch as example 33he does not addressnelodically

awkward shifting in any of his forty studies for High School Cello Playing. The same is

The changes of left hand position is one of the first techniques taught in string playing, yet

it can cause an instnmentalist problems throughout their playing life.Both physically and
melodically uncomfortable shiftsare tested inprofessional orchestral auditions through

many different possibleexcerpts.! 1 OET OCE OEA 1T AOOOA 1T & &AOGEI 1,
can at sometimes be too simplisticfocussing too much on left hand development, |
consider them far more rdevant to orchestral playing; particularly shifting; than The

Popper 40 Studies: High School of Cello Playiagd the Piatti Twelve Capricci for
Violoncello Sola Popper and Piatti write their studies to demonstrate the technical
prowess of the performer and therefore do® O AT T AAT OOAOA 11 OEA
orchestral technique. Therefore, neither Popper nor Piatti write exercises concentrating

on shifting in and out of neck position because although troublesome to execute under
pressure, it is not virtuosic. Moreover, although Popper and Piattbriefly feature shifting

in and out of neckin their studies, such as example 33 or 29neither directly address it.
Furthermore, none of the traditional study methods actually directly practise the shifting

of melodically awkward intervals. There is therefore only limited usefulness in the

practice of traditional study methods when preparing for orchestral excerpts.

3.6 Left hand strength, dexterity and anticipation

Left hand strength and dexterity is something which all string players must consider and
practise throughout their development. The technical term refers to the strength and
flexibility of the individual fingers in the left hand and is crucial for the exegtion of any

advanced level repertoire. Left hand anticipation is the ability of the left hand to precede
the movement of the right hand whereby resulting in a smoother end sound, particularly
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important to legato passages.lt is difficult to allow a relaxed playing style cohesive to
flexible fingers when under the stress of audition.tlis difficult to develop independent
fingers due to two of the fingers being joined by the same tendon. Left hand changes in
and out of extensions are difficult to mange because they require a very different
physical sensationWhen all of these elements of left hand technique combine, they form
the basis of the most commonly requested excerpt. | have been asked this excerpt from

OEA OAATTA 1171 OAI Al é&mphdny at Avirsyiphdhic dudtionB Btz E
done to date.This is because it is one of the most revealingxcerptsaimed at being able
toshowabi AUAOGO 1 AOGAT 1T &£ 1 AEZO0 EAT A OOOAT COEh Al

51

Example 36BeethovenSymphony No.Secand movementbars 1-9, 49- 59, 98-106, 114
123

Example 36is a set of theme and variations in A flat majand is the melodic theme of the
movement Example 36is in an uncomfortable key for cello as it requires many extensions
particularly in neck positions as the cellist cannot make use of the open A or D strings
unless in accidentalslt is very hard to keep a strong sense of key throughoakample 36

51 Beker and MandalkaQrchesterProbespiel Violoncello: excerpts from the Operatic and
Concert Repertoireg.
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The third variation of this excerpt is inarguably the most challenging.It requires
incredibly quick shifting in and out of uncomfortable positions particularly in the third
and fifth bars and in the sixth bar the cellist must shift from a normal position into a bar
on the secondor fourth finger which is very hard to execute.

Feuillard focusses hugely on these issues raised by the Beethoven excerpt in his Daily
Exercises for cello.The second study written by Feuillard in hisDaily Excercises for
Violoncellois particularly applicableto the excerpt from Beethoven in example 36.
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Example 37: Feuillard Daily Excercises for Violoncellstudy 2variations 10-1752

The player must playdetailed patterns in half position and first position to execute the
passage in example 37, which is similar to the left hand techniques utilized in example 36.
In particular, it is evident that the third and fourth part of Example 36is very similar in
technical difficulty to the patterns of Example 37 This intricate left hand patternsare a
constant source of practie for any cellist wishing develop techniqueThe similarities in
between example 37 and example 36 is demonstrated through Video 2. It clearly
demonstrates how left hand dexterity is tacked directly by Feuillard in example 37 which
when mastered would benefit the execution of example 36 greatljt is possible to gain
great benefit from practise of example 37 at all points of development as a cellist.

"AAOET OAT 60 OUI PEI th&lldnGes © QA Ordhbshh cdllidt Tandl are
therefore often requestedat audition as they can be incredibly technically exposinglrhe
Trio from his eighth symphony requires a dexterous left hand and is therefore often asked
at orchestral audition.

52 Feuillard, Daily Excercises for Violoncella,

45



Example 38 BeethoverSymphony No. 8h|rd movement bars 59-7353

Example 38 is an accompanying figure to the horn melody and although seemingly
simplistic, it is very hard to execute at a high level. For symphonic auditions, the cellist
must cover the open strings which means the first two notes in theé= major arpeggio
pattern shown in the third bar of this excerpt must be executé by an extended fourth
position. This is a very large stretch for some cellist, including myself as it is an octave
stretch but the bottom note is one string lower which means the stretch is even bigger
than if it were on the same string such as in the fifth bar of the third part of example 36
between the ninth and tenth notes C and .G-urthermore, inexample 38 the cellist must
constantly switch in and out of simple and extended fourth positions and in and out of
normal fingering and barred fingers. This is evident in the last note of bar seven of
example 3 which must anticipate the consequent note so the cellist must land ondh
note with a barred finger onto the bottom string. This is very difficult to perform and
requires an incredible amount of practi@ to get such an organised left hand.

s A A~ e N

Popper writesaOET ET AO OOOAU O1 OEA AgAAOPO AOI I

40 Studies: High School of Cello Playing

53 Beker and MandalkaQrchesterProbespiel Violoncello: excerpts from the Operatic and
Concert Rpertoire, 9.
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Example 39: Popper0 Studies: High School of Cello Playismdy 11 bars 1-954

It is easy to see the similaritiedbetween example 38and example39. Both pieces are in
the same key and have the same jumps in arpeggio figures that is challenging to execute.
Example 39is actually more challenging to execute thaexample 38particularly if the
cellist performs the study without using open A strings. Howeer, Popper writesexample

39 to be performed with open strings which introduces a new challenge of crossing many
strings in the space of one quaver. This then makes a much easier time tfeg left hand.
Therefore, a practie of example 39would be incredibly useful if utilising open strings in
example 38 However, it is not appropriate to use open strings when applying for a Tutti
job in a symphony orchestra as the section is too big and thus if every cellist was to use
open strings it would sound out of place. Perhapsxample 39would be most beneficial
for a cellist who was applying to a smaller orchestra such as a chamber orchestra which
might aim to employ open strings regularly to play in a more historically informed
fashion.

" A O Odoiteértd for orchestra is very demanding for left hand dexterity and is therefore
set as an orchestral excerpt for symphoniorchestral auditions.

54 Popper,40 Studies: High School of Cello Playing, Opus223
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Example 40: Bartold Concerto for Orchestraello part bars 12914655

Example 40is very demanding on the left hand as although from the second bar until the
penultimate bar it is in fourth position on the A string, it requires a lot of independence in

the left hand. There is a lot of alternation between the third and fourth fingers kich is

OAOU AEEEEAOI O O A otbaby@E&cArcisésGor Gidohdklare veg/ AOET 1 A
applicable to this excerpt because they similarly demand left hand independence of

fingers.

Example40 is similar to example 37 asthe cellist must have stong independent fingers
which remain close to the string at all timedo play at speedExample 37is therefore very
useful in developing the left hand strength required to plagxample 4Q Example 37 could
be further relevant if it was developed out of te low positions into fourth positions
similar to the patterns used by Bartok in exampled0. Feuillard does write a diferent
exercise for cello in the fourth position to develop left hand strength.

9 1/2";!3_!4%\ 10/2‘?\ 117

b M;W'

Example 41: Feuillard Daily Excercises for Violoncelkiudy 14 bars 1-1256

Example 41is the only passage solely dedicatetb developing left hand strength in fourth
posiion ET & A OEallylEAc@disésdor Violoncellbeft handstrength and dexterity in
the fourth position is totally different from that in the low positions asin fourth position
the arm is at a higher height and the thumimust remain rooted to the neck of the cello
instead of opposite the second fingerTherefore in fourth position the thumb cannot
provide support for the left hand in the execution ofintricate patterns of notes. | do not
consider myself to have small hands and yet | am unable to play the stretches written by
Feuillard in example 41 For example, in the second bar Feuillard writes stretch from
third finger on F sharp to fourth finger on G sharp, this is simply something whidrcannot
physically reach as ng hand stretch is not big enough. | cannot reach most of the stretches
between third and fourth finger in example 41and therefore it is not useful for me to
practise this study as | cannot do it for the intended purpose as | have to do constamtro
shifts.

However, Popper writes a very useful study in hig0 Studies: High School of Cello Playing
for developing left hand strengh and dexterity.

55 Bela Bartok,Concerto for OrchestréLondon: Boosey & Hawkes, 1993), 11.
56 Feuillard, Daily Excercises for Violoncellty.
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Allegro.
- - -3 “

Example 42: PoppedO Studies: High School of Cello Playisgudy 27bars 1-757

Example 42begins in a similar wayto example 40as it is chromatically running in fourth
position. Popper develops the beginning oéxample 42through different positions and
strings throughout the whole study. It is very useful to practise chromatic patterns when
developing left hand dexterity and strength as it focusses on changes to and from thir
finger which | find particularly challenging. Ths isdue to the second and thirdfingers
being joined by the same tendon. Therefore, an independence of these fingers from each
other is very hard to achieve. kBhough example 42works a lot on independent fingers it
does not develop strength except in chromt&c scalic patterns whereasexample 40is
challenging in the changing pattern which is not at all scalic in its desigractice for the
technical difficulties of example 40 would ideally develop left hand strength and dexterity
in semitone patternswhich were not simply scalic.

Left hand dexterity and strength in difficult positions is often tested at professional
audition because it is particularly relevant to orchestral playing. If one person in a section
does not have good left hand strength andontrol when playing the difficult orchestral
passages, it produes a confused muddy sound and thereforeompromises the sound of
the overall section. It is a technique that ever cellist must constantly address The
usefulnessl £ & A OEallyiEdc@dds r Violoncellwannot be underestimated when
developing left hand strength. He writes extensively with this specific purposas mind.
However as shown, thereare limitations when considering the direct relevance of the
studies to orchestral cello plging. It can be considered that this is due to the time they
were written. Feuillard died before Bartokwrote his concerto for Orchestra and penaps

if Feuillard had seen the Gncerto for Orchestrg he would have developed his system to
incorporate thedemAT AO T £ OEA 4P &WidsAHigh GdhdDECeId Playoan
provide something for the lack of traditional study method studiedor the development
of left hand technique but again they are limited due to the nature of them. | have seen all
of0 I B b 40 tuddes: High School of Cello Playpegformed as they are innately musical
studies written for that end purpose. They are designed to show the virtuosic nature of
the cello as an instrument but ths is not celebrated in typical orchestral witing for

I AOET 00 OA A O bailfEceriderar Vibloheliah Be too simplistic in nature
but I think this is much better than the over complications presented by Popper and Piatti
who wish to celebrate extended techniques whiclare too solostic. An idealof a study
system concentrating on left hand dexterity and strength in simple and extended

57 Popper,40 Studies: High School of Cello Playi@gpus 73 58.

49



positions designed for orchestral techniquewould therefore be based on the ideas of
Feuillard but extended to fit the needs of modern orchestral plapng.

3.7 Legato String crossings

Legato string crossings refers to the tehnique of moving the elbow in thesmoothest way
possible anticipating the change of string to create a legato join. This is made difficult by
the nature of each string on the cello being so differenthis is due to the difference in the
thickness of the strings and the positioning of thesound post. It is possible to dull down
the difference of the strings with alterations in the setup of the cello but they can never
be eliminated completely. However, when writing for the cello many passages require the
same character throughout crossingall these strings. This ability to cross the strings
without creating an obvious difference in sound quality is tested in many orchestral
excerpts.

One of the most challenging excerpts for cello legato string @sings is the twelfth
number fromthe iOOO AA O DoEGievandiA 006 O
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Example 43: Moza Don GiovanniAct 1 number 12bars 1-1658

Example 43immediately demands for legato strings crossings in a piano dynamic. This is
difficult as the A string is so much bolder than the D string in nature. It is written for cello
continuo and this is a skill often required in playing of Operaand baroque musc and has

a unique set of demands. lexample 430 EA AAT 11T AAAT | b Battiattd

. AOIT E

obel Masetto 8 4EA OA@O 1 AOOAOAO Eix :AOIETA EO AC

her transgressions.Therefore, the cello must playexample 43 in a very calm, flowing
character despite the difficulties caused by the string crossings. The last two semiquavers
of the third bar of example 43must be played in deft hand position of a bar to further
anticipate the following notes to create a smoth crossing and legato sound. It is

58 Wolfgang Amadeus MozartDon Giovanni, K.527 cello paftyew York: Edwin F.
Kalmus, n.d. 193370) 24.
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important in continuo playing to highlight the harmonic progression throughthe moving
line. In example 43 this moving line is in the lower part on the D string so the player must
compensate the smooth legato string crossg further through lightening the right arm
weight on the A string. Although the string crossings renderexample 43 extremely
stressful for the cellist, the resulting character must b@ene of absolute serenityand that
is why it is set in orchestral auditbns.
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Example 44i AOEO OEA Al OO1T i OOOEiI BOAAODERI i AARODAEA
the line written by Mozart in example 43 Example 44 isextremely good practie for a

cellist who wishes to develop areven sound across the strings. The left hand patterns are

not too difficult throughout the whole of the capiice and therefore focus can remain

wholly on the legato string crossings. Howeveexample 44is written to cross a minimum

of three strings in each beat which is not applicable to the idea of keieg extremely small

string crossings from theexample 43 The study ofexample 44is therefore not entirely

usefulto the developmentof cello orchestral technique demonstrated in example 43.

) £ 0 BEweeOEapricci for Violoncello Solaroves too complicated and soloisticfor
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Example 45: Feuillard Baily Excercises for Violoncellstudy 34bars 1-9 and variations
38 and 390

59 Piatti, Twelve Capricci for Violoncello Solo, Op.28,
60 Feuillard, Daily Excercises for Violoncelld].
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Example 45 isan extract from the thirty fourth study of & A O E | DaflydEAcérlses for
Violoncellowritten in a theme and variation style. | consider that the thirty ninth variation

of example 45is most applicable to the study okexample 43as it is extremely similar.
Example 45simplifies the left hand to dlow the player to focus on the string crossing and
it is entirely written for the legato crossing between the A and D string. To execute both
example 45 and example 43he cellist must play on the D string as close as they can to
the A and vice versa sohe physical change of strings is not too great and thus there is no
accent when the low changes string. A practie ofexample 45would prove useful when
considering the string crossings written inexample 43However, Feuillardsimplifies the
left hand so farin example 45that it does not prepare in any other way than string
crossing and does not consider how to hide the shifts that are needed in tagample 43

4EA OEEOA OAOEAOQOEIT ~£O01T1T " AAOQEy®pbny @soOAAT T £
requires incredible bow control through legato string crossings.
I
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Example 46: BeethoverSymphony N.5, second movemenbar 98 - 10661

In addition to the aforementioned dificulties of left hand agility shown in example 36,
example46 also requires smooth string crossings. In the fourth, fifth and penultimate bars
of example 46 the cellist must perform repeated smooth string crossings between the A
and D string in a quiet dynamic. In the seventh bar the cellist must shift onto a bade
second finger to execute string crossings between the D and G string. Therefore, a study
of example 45would againbe useful for the learning of example 46

0 I b b AoGfuddes: High School of Cello Playarg evidently not wholly beneficial for the

practice of legato string crossingssuch as those setin the second movement of
"AAOET OAT 60 EEAOE OUI PEITU ET AgAIiBPIA oo AO
AT T AAT OOAOA 1 IDailpEEei8es frA/iDlankellate @A Sintplistic in naure

in order to really develop enough into a practice for orchestral techniques. He writes well

in his variations for legato string crossings like the Mozart style of writing but he does not

develop the study to any other strings so it is therefore not @istic to simply practise the

AOl OOET ¢ T &£ Oxi OOOET CO xEOEI OOTwele@adrickiO AEAI

61 Beker and MandalkaQrcheser-Probespiel Violoncello: excerpts from the Operatic and
Concert Repertoireg.
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for Violoncello Sol@re good for legato string crossing anthey offer practisetechnique at

a level far more advancedhan that set by orchestral excerpts. However, the caprices
remain written in this solo style which allows for rubato and individual free
interpretation which is simply not the case for orchestral excerpts.

3.8 Detached String crossings

Detached string crossings are also tested regularly in professional auditie8 " AAOET OAT &
Coriolan Overture is specifically requested for this purpose.

o ‘i_\__ A Luawig van peetnoven
Allegro con brio| (.

op. 62

Example 47: BeethoverCoriolanOverture bars 102-11262

Example 47demands the cellist to cross betwee the A andD string with a deteched

bowing style in an accompaniment figure. It ismportant for both the left and right hand

to be organised to mitigate againsO1 x OEOOAT AAAAT 0068 &AOEI T AOA
detached string crossings are also relevant texample 47.
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Example 48: Feuillard Baily Excercises for Violoncellstudy43 bars 1-9 and variations
26-31 63

62 Beker and MandalkaQrchesterProbespiel Violoncello: excerpts from the Operatic and
Concert Repertoire] 2.
63 Feuillard, Daily Excercises for Violoncelld].
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Example 48is from the thirty fourth exercise written by Feuillard and again specifically
challenges the string crossings betweethe A and D string. tonsider example 48useful
for the development of the technique required for theexample 47 It is interesting to
note that Feuillard recognised his own failings in addressing bowing technique in his
Daily Exercisesas he adapted the A O ¢éidtirfexercises for cello to advance bowing
styles.
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AT D1 A 1Violip SEdle®arrpReuillard for cellgariation 27 bars 1-1464

Example 49is similar to the example 48but has a more complicated left hand pattern.
Example 49is much more applicable to the demands set in orchestral excerpssich as
example 47as each excerpt has multiple difficulties. The bowing is never the only
technique to masterin a single excerpt. Ahough the left hand changes make it a more
interesting study to learn it is still not entirely relevant to the string crossings of
example 47asexample 49is written for the crossing between the D and G string as
opposed the to A and D string and the left hand patterof example 49is still not on a par
with that of example 47.

"AAOET OAT 60 OOET &Oii OEA AECEOE OUIiIi PETTU AI

Example 50: BeethoverBymphonyNo.8, third movement bars 4558 65

64 £ A O,&ipliE Studies, Opus , 40 variations for Cello arr. Feuillata.
65 Beker and MandalkaQrchesterProbespiel Violoncello: excerpts from the Operatic and
Concert Repertoire9.
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Beethoven demands the cellist to cross many strings at once in the space of just a quaver
throughout example 5Q It is a very difficult bowing pattern to use and as already stated

in example 38there are two different patterns of bowing depending on the stie of
interpretation. If the player wants to do a historically informed interpretation of example

50 the cross in the first two notes of this excerpt is between the C and the A string, if they
want to do a more modern approach the cross is from the C tbd D string. Although the
latter approach is slightly easier for the string crossing both have a danger of catching the
strings in-betweenthe intended ones whereby creatingextra noise in the performance of
this excerpt.

Piatti only writes one caprice delicated to detached string crossings.
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Example 51: Piattd Qwelve Capricci for Violoncello Sgloaprice bars 1-1166

Example 51is dedicated the string crossings from the G to D string. The melody is in the
lower line and it requires an ncredibly close string crossing. However, example 5% far
more applicable to solo playing and reminiscent of the Bach solo suites than cello
orchestral parts as it has a drone of the other stringddditionally, the marking for
example5E O 0001 bO1 GdhardibedetyAided in ordBdstPabplaying as it is
too messy for a whole section to play crossings at the tip.
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Example 52: Poppezlo Studies: High School of CeIIo Playistudy lbars 7-15 67

66 Piatti, Twelve Capricci for Violoncello Solo, Op.25,
67 Popper,40 StudiesHigh School of Cello Playing, Opus 23
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Example 52is particularly applicable to the Example 50as in the second bar of the third
line the cellist must cross between the C and A string rapidly in the same tripleg@ires
that Beethoven writes.

The Traditional Study Methods evidently address the problems of detached string
crossings far better than they address legato string crossings. Video 1 demonstrates how
relevant example 52 is to example 50 regarding the technique of detached string
crossings. 0 | B b A® $tldies: High School of Cello Playiage particularly good at
addressing detached string crossings as it is a style he rdgtly writes in. Furthermore,

£ A O eviitels well for orchestral technique in his Violin Studies arr. Feuillardfor cello
OET x1T ET AQGAIPI A 1tws (1 DA ExoerciSds ifoE Vidlotcell®T & A (
£ A O todbasic in his approach when considering the advanced style of string crossing
in example 47. Piattiagain is not relevant for orchestral techniquen his Twelve Capricci
for Violoncello Solshown in example 511 consider that traditional study methods meet
the needs of the orchestral cellist developing string crossings far more than perhaps other
orchestral techniques. There is still much room fodevelopment and improvement in a
study that would aim to address the demands set by orchestral excerpts regarding string
crossings

3.9 Harmonics

Harmonics-O0! TU 11 OA POT A8 AU Al ET 0008 EO AAAT I PAI
fixed intervals above it. These are heard as the constituents of the single note, but can be

prod. separately. On str. instrs. this is done by touching the string lightly at vaus points

j OTT AAOGGQ OI OPI EOOEI ¢ Ob OEA OEAOAOEITO AT A BC
&08 EAOITTEAO AOA &1 AAAA AAIT 1T AA £ AcAi 1 AdQoe

Harmonics are often used in etudes as a demonstration of virtuoso technique. However,
the extent to which they are used in orchestral repertoire is to be assessed. Popper wrote
his 40 Studies: High School of Cello Playitog the application of highly advanced cello
technique. This is evident in his fortieth study based around knowledge of the harmonics
on the fingerboard:

86 4EA | @& OA $EAOEITAOU T &£ - OOEAh (AOITTEAOG
http://www.oxfordmusiconline.com/subscriber/article/opr/t237/e4712?g=harmonics
&search=quick&pos=3& _start=1#firsthit.
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No. 40

(Study in Harmonics)

Scherzando.

-y

o . .U .o .o
Example 53: Popper0 Studies: High School of Cello Playigjudy 40bars 1-12 69

_

The execution ofexample 53is undoubtedly impressive, however it is not related to
harmonics in orchestral repertoire. Popper did not writeexample 53focussing on the
demands of orchestral repertoire and allows a cellist to demonstrate technical prowess
in a virtuoso soloist fashion. The most complicated harmonic pattern | have encountered
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Example 54: StravinskyFirebird Suite first movemert bars 1470

Stravinsky writes an arpeggio figure for the tutti cello on the D string with a series of
harmonics which would seem to relate directly toexample 53 Stravinsky however is
aware of the treachery related to tutti celli playing complicated patterns in harmonics and
marks the passagef example 54 inglissando. Although Stravinsky employs harmonics
he did not dothis to play a melodic passage, it is arrchestral sound effect of glissando
on harmonics on the D string of the cello. The successful execution etample 54
therefore requires the tutti celli to begin on the correct harmonic and glissando until the
top harmonic with the rising and falling of pich exacted as a group.

Therefore, it is evident that Harmonics although used in orchestral repertoire, are never
used in orchestral excerpts. This is because complicated patterns of harmonics on the
cello are very virtuosic and therefore not possible t@xecute in unison as part of a section
in orchestra and when they are used in orchestral parts it is in a much more simplistic
manner. Therefore, the exercises set by Poppén example 53are purely for soloistic
virtuosic playing and therefore are totally alien to orchestral playing. This is clear

69 Popper,40 StudiesHigh School of Cello Playing, Opus 88.
70 [gor Stravinsky, The Firebird Suit§Moscow: P.Jurgenson, 1912).
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be contradictory to development in orchestral playing.

3.10 Double Stops

Double Stops- 04 A0iI OOAA ltoAndi€a® G®ppirk lapa@ny on 2 str.
OEIi O OAT AT 66i U OI DOl AGAA A ¢zZzPpAOO AEAEAAO8 110
AOA O DAl 6638

It is widely acknowledged that the development of every cellist requires daily study of

double stops. Themost basic form being scalic passages in double stops as set by the

thirtieth study of Feuillard in his Daily Excercises for Violoncello
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Example 55: Feuillard Daily Excercises for Violoncellstudy 30bars 1-2672

It is imperative for the development of every cellist to practise double stops as prescribed
by Feuillard in example 55.This importance is based on demands set by the most

Z z A o~

n1o4EAR | o2& OA S$EAOETTAOU T &£ - OOEAh $1 OA1 A 30Ii
http://lwww.oxfordmusiconline.com/subscriber/article/opr/t237/e3129  ?g=double+st
ops&search=quick&pos=2& start=1#firsthit

72 Feuillard, Daily Excercises for Violoncelld8.
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Example 56: DvorakCello concertpcello solo partfrom 13 bars after figure 15 until the
end of the first movement3

The usefulnesstherefore of the practice ofexample 55is evident inexample 56 Although,
example 56is commonly used a test piece formghestral auditions, again it requires the
cellist to demonstrate technical demands which are not applicable in an orcheat
excerpt setting. The solo work set in orchestral auditions is more to demonstrate musical
personality in the auditionee, whereas e excerpts test the orchestral proficiency of the
individual auditioning.

'l OET OCE &AOQOEI T AOAG O OA AN &dmpld BAe AdfuablyGs E 1
handing strengthening exercises in addition to the solo repertoire required in
professional audtions, Piatti writes extensively in double stops which are in a much more
complicated pattern. This is evident in his third caprice:
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Example 57: Piattd Qwelve Capricci for Violoncello Sqloaprice 3bars 111- 13974

Piatti writes in a very advanced way for the cello irexample 57 demandinghe cellist to
switch between double stops of octaves and thirds in quick succession. This is extremely
difficult to execute to a high standard and | consider that this technical mastergpart

73 Antonin Dvorak, Cello Concerto in B minor, Op.104 Cello s(Berlin: N.Simrock,
1896), 7.
74 Piatti, Twelve Capricci for Violoncello Solo, Op.25,
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from developing left hand strength, is not relevant to orchestral repertoire. If double stops

occur in an orchestral piece, theyare most commonly separated by divisi which means

that the cello section splits the double stop so that each person pkgne or two notes out

of a chord, to ensure that the section will play completely in tune. This is something | have
experienced in professional orchestral sections to guarantee the highest possible
standard of performance. Miny composers realized this ananarked the orchestral parts

as divisi when there are double stops. This is evident in the opening 6fAEAEET OOE UG
second movement of his fifth symphony:
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Example 58: TschaikovskySymphonyNo.5, second movemenbars 1-1175
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In example 58 the celli play a chorale like figure which is marked in double stops.
However, it is widely acknowledged that to play these double stops effectively achieving
OEA O!'T AAT OA AAT OAAET A ATl AI AOT A 1 EAAT UAo®
into two parts, where each desk of the cello section divide the part into upper and lower

lines so that both notes are sounded. Double stops are often avoided in orchestral playing

to ensure good section intonation which is extremely difficult when playing partularly

soft and sustained passages.

| have personally spent a lot of time practising Double Stogdike in example 55 It is of
course prudent for any string player to focus on double stops as they improve general
intonation. The studies set by Feuillardand Piatti in double stops are completely
unrelated to orchestral playing. Both Feuillard and Piatti wrde their exercisesin
examples 55 and 57o develop solo cello playing rather tharorchestral playing. ®meone
wishing to develop as an orchestral cellist musevidently pick and choose from these
booksin order to not get stuck on advanced impossibilities of virtuosic solo technique.

3. 11 Summary

Traditional study methods evidently provide some soluibns for the development of
techniques set in the common excerpts requested at professional audition for cello.
Popper completed his40 Studies: High School of Cello Playingl901, Piatti his Twelve
Capricci for Violoncello Solin 1865 and Feuillard completed his Daily Excercises for
Violoncelloin 1919. All of these study methods were written at a time when it was possible
to become a superstar soloist without any compromise-dowever, this is no longer the
case as any soloist must undertake multipldifferent strands of professional life. It is no
longer possible to simply win a competition and launch a solo career from thik.was a
time when personal interpretation and artistic expression was peamount to everything
else;the artist first and composer second. This is simply not the case in the twenty first

75 Peter llyich Tschaikovsky Symphony No.5 in E minor, Op.64, Célleipzig: Breitkopf &
Hartel, 1930), 6.
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century, now is a time of informed playing with the utmost importance given to the
markings on the page and this could not be more true than for orchestral excerpts. It is
often said that one mussimply play what is on the page of an orchestral excerpt however,
this is evidently not easy. The traditional study methods, that the cello playing of today is
still so rooted in, aspires to the greatness of solo playing such as that of Pablo Casalgslan
Starker and Mstislav Rostropovichnot to thetutti orchestral player.

Of all the traditional study methods perhaps the most challenging technically but the least

challenge of string crossings but not so in the case e&utillé, spiccato and left hand
AAGOAOEOU OEAO EO OANOEOAA O1 OOAMARN@&LO! 1 U A
High School of Cello Playinig more useful as it does not employ &hniques that are so
demonstrably soloistic. Howeverit is incredibly left hand orientated and mostly written

to be performed in thumb positions but it cannot be undestated how much regular

practicA T £ OEA &£ OOU OOOAEAO Al EI bOT OA Al ETA
LeonardRose taught a regime of Popper to develapconstant high levelof technical skill.

Leonard Rose was a very famous cellist and teacher who died in 1984. He was an
orchestral cellist first becoming the principal of the New York Philharmonic aged only
twenty-six then a world class chamber and solo musician.AT T AOA 21 OA6 O | AOE]
playing and teaching still permeates across the cello world today. His pupils are

successful and range fronplayers in the leading orchestras across the world including

the New Yak Philharmonic and Mats Lidstrom who has led many cello sections across

Europe. Rosealso taught many of the current soloists including Y&¥o Ma and Lynn

Harrell. Rosebelieved that regular practie T £ OAT 1T £ 01 PPAOGO OOOAE
cellist to retain ahigh level of technical skill These studies were the fourth, ninth, telfth,

thirteenth, seventeenth, eighteenth, twentyfirst, twenty-ninth, thirty -third and thirty

eighth from the High School of Cello Playing. These studies are the most advanced of the

book and cover a range of techniques such as thirds, sixths, octaves axtended thumb

position. | have personally tried to learn these ten studies to gain a level of technique that

would enable me to become technically more advanced. However, | do not have the luxury

of time that was available in the days when Leonard Roseas teaching. Now | must
concertrate on becoming an orchestraimusician which is not something | will achieve

through practising endless hours of thirdsFrom my point of view in order to become a
professional musician, | need to be successful at orchestexcerpts.This is not presented

in the ten studies that Leonard Rose outlined athe most important to cover in daily

practice.

& A O E 1 Daly@Xcéraises for Violoncellre perhaps the most accessible and applicable
to the study of Orchestral Excerfs. They are often short, concise and have patterns that
can be easily learnt. It is possible to simply dip in and out of these exercises as opposed to
the lengthy caprices and studies set by Piatti and Popper respectively. Feuillard divides
his Daily Excecises for Violoncelldnto five distinct sections. These sections entitled,;
Exercises in the neck positions, Exercises in the whole compass of the cello, Exercises in
the thumb positions, Doubé stopping and Bowing Exercises are focussing on addressing
the main areas of ello technique. Feuillard only dedicated the final section of five pages
to developing bowing in hisDaily Excercises for Violoncellé-euillard can be used to
develop the left hand strength well andti also enhanceshe development of lef hand
dexterity, agility and extensions that are tested in kichestral auditions. Feuillardhowever
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recognised his own failure to address bowing styles and thus arranged tie A O GiddirE

exercises for the cello. | do not consider thia final solution for the practice of different

bowing techniques on the cello. Violin and Cello technique are vastly differergasily
APDBDAOAT O OEOI OCE OEA AOAOOEA AEAEAAOAT AA EIT
exercises are furthermore not developed enough to ne¢ the demands of orchestral

technique, perhaps because they were completed long before some of the current

orchestral repertoire in the common excerpts were written.

There are evident limitations therefore in the traditional study methods for cello when
considering the development of cello orchestral technique. This chapter focussed on the
different techniques set by the excerpts and how the traditional study methods can
provide some solution for them. The failures of the study methods to address orcheatr
techniques therefore present a problem for a cellist wishing talevelop on an orchestral
pathway. The development of a study system for cello based on orchestral excerpts would
aim to cover all the techniques of orchestral playing. The simplistic natute £ & AOEI | AOZ
Daily Excercises for Violoncelloould prove beneficial for the development of a study
system designedor orchestral technique as it allows the musician to access each element
easily. The practie of such a system therefore would enable ek player to remain
advanced in each of the orchestral techniques rather than the solo techniques which the
traditional study methods seemsolely to address.
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3.12 Organisation

Although the successes and faires of the traditional practice system are now clear, |
think it would be beneficial to organise the thoughts of thischapter into the table below.
The table does not recognise which are the most applicable etudes but lists them in no
particular order. The table doesnot list particular bars regarding excerpts, but it is
possible togain this information from previous chapters Only etudes without extended
periods of soloistic techniques such as double stops are considered for the table.

LH/RH

Technical Demand

Excerpt

Study

LH

Anticipation of
Left hand

Beethoven Symph 5, 2d mvt
Beethoven Symph 6, 2d mvt
Berlioz Symphonie Fantastique, &
mvt

Bizet Carmen Act | Finale
Brahms Symph 2, 3 mvt
Mendelssohn - EAOOI | AO
Dream Finale

Mozart Don Giovanni Act No.12
Shostakovich Symph 5, ¥ mvt
Sibelius Symph 2, 3rd mvt
Strauss Till EulenspiegelVerdi La
Traviata Act I, No 2

Verdi requiem, Offertorio

Verdi Rigoletto Act I, No2

Feuillard 29

Piatti 6,8

Popper 5,11,15,18,
25,27,30,32,33,35

LH

Extension Work

Beethoven Symph 5 2d mvt
Beethoven Coriolan Overture
Berlioz Romeo and Juliet ¥ mvt
Brahms Symph 2, ¥ mvt
Mozart Symph 40, tand 4h mvt
Mendelssohn Midsummer Night
Dream, Scherzo

Shostakovich Symph 5, B mvt
Sibelius Symph 2, 3rd mvt
Strauss Don Juan

Verdi La Traviata Actl

Verdi Rigoletto Act 1

Feuillard 1, 2, 3, 6,
8,9

Piatti 7

Popper 16,30

LH

High Position
Shifting

Debussy La Mer
Shostakovich Symph 5, ¥ mvt and
3rd mvt.

Shostakovich Symph 15, 2d mvt solo

Verdi Requiem, Offertorio

Feuillard 16,21, 22
Piatti 3,6,8
Popper 21,28,38
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LH

Intonation
accuracy

Beethoven Symph 5, 2d mvt.
Brahms Symph 2, 2d mvt.

Mozart Don Giovanni Act I, N0.12
Shostakovich Symph 5, 1st and 8
mvt.

Shostakovich Symph 15, 2d mvt
Strauss Don Juan

Verdi Requiem,Offertorio

Verdi Rigoletto Act |, No.2

Piatti 6, 9, 10
Popper
3,4,21,28,30,33,35
£AOen®

LH

Left hand strength
and dexterity

Berlioz Romeo and Juliet & mvt
Berlioz Symphonie Fantastique 2
mwt.

Bizet Carmen Act | Finale
Mendelssohn Midsummer NighO 8 O
Dream Scherzo

Mozart Symphony No.35 # mvt
Mozart Symph 40 Ftand 4h mvt.
Mozart The Marriage of Figaro
Overture

Sibelius Symph 2, 3rd mvt
Sibelius Symph 3, 1st mvt
Smetana The Bartered Bride
Overture

Strauss Don Juan

Strauss Till Eulenspiegel
Tschaikovsky Symph 6, 2d mvt.
Verdi La Traviata Act | No.2

Verdi Rigoletto Act |, No.2

Feuillard
1,2,3,4,5,8,9,15
Piatti 6, 9, 10
Popper 5,6,21,
25,27,30,33,37
£AOEDE

LH

Shifting in and out
of neck

Beethoven Symph 6, 2d mvt
Beethoven Symph 5, 2d mvt
Brahms Symph 2, 3 mvt
Brahms Symph No.3 3 mvt
Debussy La Mer

Mendelssohn Midsummer Night
Dream

Shostakovich Symph 5, ¥mvt and
3rd mvt.

Sibelius Symph 3, 1st mvt
Smetana The Bartered Bride
Strauss Don Juan

Strauss Till Eulenspiegel
Tschaikovsky symph 6, 2d mvt.
Verdi Requiem, Offertorio

Feuillard 5,6,7,9,16
Piatti 3, 6, 10
Popper 2,19,21,25,
26,30,35
£AOen3xk

LH

Vibrato variation

Brahms Symph 2 Btand 20d mvt.
Brahms Symph 3, 3 mvt
Bruckner Symph 7 Btmvt
Debussy La Mer

Verdi Requiem,Offertorio

64




RH

Detached String
Crossings

Beethoven Symph 5, 3 mvt
Beethoven Symph 7, 2 mvt
Beethoven Symph 8, 3 mvt
Beethoven Coriolan Overture
Berlioz Romeo and Juliet & mvt
Mendelssohn - EAOOI | AO
Dream Scherzo

Mozart Symphony No.35 & mvt
Mozart Symph 40 Ftand 4h mvt.
Sibelius Symph 2, 3rd mvt
Sibelius Symph 3, 1st mvt
Strauss Till Eulenspiegel
Smetana The Bartered Bride
Overture

Feuillard 34,35,36
Piatti 1

Popper
6,11,18,19,25,27
£EAOEpPE po

RH

Dynamic Control

Beethoven Symph 5 2d and 39 mvt.
Beethoven Symph 8 34 mvt
Beethoven Coriolan Overture
Brahms Symph 2 Ft mvt

Bizet Carmen Act | Finale
Mendelssohn - EAOOI | AO
Dream Scherzo and Finale
Mozart Symph 35 4" mvt

Mozart Don Giovanni Act | No.12
Mozart The Marriage of Figao
Overture

Sibelius Symph 2, 3rd mvt
Smetana The Bartered Bride
Strauss Don Juan

Strauss Till Eulenspiegel
Tschaikovsky Symph 6, 2d mvt
Verdi Requiem, Offertorio

Verdi Rigoletto Act | No.2

Piatti 8,9,10
Popper 19,25, 27,30
£AO8pH

RH

Legato String
Crossings

Beethoven Symph. 6 2d mvt
Beethoven Symph, 5 3 mvt
Berlioz Symphonie Fantastique ™
mvt

Bizet Carmen Act | finale

Brahms Symph 2 Btmvt.

Brahms Symph 3, 3 mvt

Mozart Don Giovanni Act | No.12
Mozart Marriage of Figaro Overture
Shostakovich Symph 5, ¥ mvt
Strauss Till Eulenspiegel

Verdi La Traviata Act | No.2

Verdi Requiem, Offertorio

Feuillard 34,35,36
Piatti 2,6,7
Popper 2,3,4,7,21,
26,28 ,33,35

£ A O8p4h
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Verdi Rigoletto Act I, No.2

RH Sautillé Bizet Carmen Act | Finale Feuillard 33,36
Mendelssohn - EAOOI | AO .| £ AOd4d§ik,24,27
Dream, Scherzo and Finale
Sibelius Symph 2, 3rd mvt
Smetana The Bartered Bride
Overture

RH Spiccato Beethoven Coriolon Overture, Feuillard
symph.8 34 mvt 32,33,34,35,36
Berlioz Romeo and Juliet ¥ mvt Piatti 9, 10
Mendelssohn Midsummer NE C E O § Popper 1, 16, 18,
Dream Scherzo 19,27,38
Mozart Symph. 35 4 mvt. £EAOEDPE
Mozart Symph. 40 ®tand 4h mvt. 2,10,13,15,34,38
Smetana Bartered Bride Overture

RH Up and Down Bow/| Strauss Till Eulenspiegel Feuillard 33,35,36

Spiccato

Tschaikovsky Symph 6, 2d mvt

Piatti 5, 12
Popper 14,32
£ A O&43B,3176

76 LH refers to left hand technique
RH refers to right hand technique
Symph refers to symphony.

The Popper etudes are frond0 Studies: High Schoof Cello Playing, Opus 73
The Piatti etudes are fromTwelve Capricci for Violoncello Solo
The Feuillard etudes are fromDaily Excercises for Violoncello

The£ A O étymés are fromViolin Studies, Opus , 40 variations for Cello arr. Feuillard.
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V. ALTERNATIVE SOLUTIONS TO USING TRADITIONAL STUDIES
FOR THE PRACTICE OF ORCHESTRAL EXCERPTS

The following chapter of this thesis aims toanalyse alterndive suggestions for the
practice ofcello orchestral excerpts. Thdocus will be on articles, other theses and boak
for the suggestions of practie methods. The traditional study methods areclearly
somewhat limited in their relevancefor practising cello orchestral excerpts and therefore
this chapter will look for solutions for this. From my personal experience, | have had many
problems trying to tackle each orchestral excerpt even though | feel blie been diligent
in the practice of traditional study methods. | have notpreviously considered looking at
theses or books designed for other instruments for different methods of studying these
excerpts. When previously preparing orchestral excerpts for performance, | have
laboriously worked thr ough them individually checking each detail and trying to find new
solutions for each excerpt. |1 do not find this approach satisfactory when preparing for
numerous orchestral auditions as the excerpts lists are often very long, sometimes over
twenty excerpts for each audition, and they can be very different.

4.1Possible solutions for the study of cello excerpts other than
traditional study methods

The first part of this chapter will study solutions to the practie of cello orchestral

excerpts given bytwo theses. In partcular | will focus on the thes®O O! $AOAEI AA 3
3AT AAGAA | OAEAOOOAT by %@ KladbérOMoyei, O A4 AD3 AI6AAOA
| OAEAOOOAT %@AAODPOO A&l Oy lbirdd Jeaph Shay. Edctuduthok AT A
approaches the ballenges faced by orchestral excerpts in a different way. Moyer uses

detailed analyses of each extpt to guide practice methods andShay ranks a large

number of excerpts based on technical difficulty. This part of the thesis will discuss the
usefulnessof the solutions given by each author in the study of orchestral excerpts.

The large proportion of this thesisEO CE OAT O - Teldvitesfdd fiftter bf D OA A (
the most common excerpts. All of the excerpts discussed are included in this thesis ie th
previous chapters.

7 Moyer, A Detailed Study of Selecerchestral Excerpts for Cello.
78 Shay,Selected Orchestral Excerpfisr Cello: Analyzed and Graded.
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Example 6. Ludwig van Beethoven, Symphony No. 5 in C minor, Op. 67,
mvt. 2, mm. 48-58 MM. ' =76
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Primary Challenge: Lyrical playing

List of other aspects:

. Intonation

. Consistent bow speed

. Smooth string crossing
. Dolce tone color

. Dynamic contrast

6. Rhythm

Example 59: MoyerA Detailed Study of Selected Orchestral Excefpts

R N T

Moyer employs a very systematic approach to the study of orchestral excerpts. Her work

is incredibly logical andmethodical; for each exampld EOOET ¢ 1T 1T A OCadET AOU
thenO, EOO | /£ 180 H & éasyAoubdArdtabdand organised in a readéiiendly

fashion. In this passage Moyer analyses the difficulties faced by the first variation of the

theme from the second movement oBeethdD AT 8 O AE AOE OUdulbikthd U8 )
difficulties Moyer lists of playing this excerpt. However, she addresses more generalised

terms of Intonation without specifically saying the cause of the intonation problem, which

| consider to be left land extension work in fourth position.

Moyer utilises the list she creates for the excerpn example 59and then discusses how

to solve each difficulty inthe practidd &l O OEEO 1T OAEAOOOAI AGAAODPO
excerpt is incredibly detailed dscussing the difficulties and how to solve them, in the case

on intonation from the example 59she states:

Intonation: There are many of the same issues in this excerpt as in the first, mainly in the

perfect fourths, the jump of a fifth from GF in fourth position, major thirds and shifts of a

ri-O1T T A8 4EA ZEOOO AEAI T AT CA ET OEEO AgAAODPO EO
minimize the shift to G. Every player has his preference for the cleanest shifts between half

or whole steps; my recommendégon is to shift down and back up on different intervals.

Whether the player chooses a4, 42-2, or 421-1 shift for the beginning of that measure,

the decision should be based on the planned shift at the end of the measure back up to fourth

position8!

This approach to the practce of this excerptis to list possible fingerings for individual

shifts and the rationale behind the decisions.However, - T UAOS6 O ADPDOIT AAE
individually analyse each difficulty shedescribes then her solution An informed dedsion

for a particular shift in a particular bar of one excerpis not relevant to the practie of any

other excerpt.

Moyer,0! $AOAEI AA 300AU 1T £ 3A1 A2BOAA |/ OAEAOOOAI
80 |bid. 28.
81 |bid. ,28-29.
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Moyer continues her detailed analyss of the difficulties of the excerpts and her solutions
to the technical problems in the third melodt variation of the second movement of
"AAOET OAT1 60 #£ZEAOE OUI PETTUS

Excerpt Three

Example 7. Ludwig van Beethoven, Symphony No. 5 in C minor, Op. 67,
mvt. 2, mm. 98-106, M.M. )= 76

Primary Challenge: Lyrical Playing

List of other aspects:

. Intonation

. Smooth string crossing
. Consistent bow speed
. Dolce tone color

. Dynamic contrast

. Rhythm

Example 60: MoyerA Detailed Study of Selected Orchestral Excefts

[ P

Interestingly, Moyer lists the exact same technical difficulties foexample 60as for the
example 59.1 have never been given each variation aan individual excerpt It can be
considered that she separated the theme anelach variationbecause of the vast scale of
detail with which she writes about each part of the excerpt. Again, the ubf the analyss
on the practice of this excerpt is solutions for problems of intonation.

Consistent intonation throughout the excerpt is crucial; especially in the change from
mainly stepwise notes to the intervallic motion in m. 101. Notes are often repeated within
one measure so a consistent finger angle to the string is recommended regardless of
position. Practice all melodic intervals as double stops. | do 33 not recommend an all D
string fingering with thumb as the clumsiness of that fingering is often more prdiematic
then achieving ap dolce sound on the A string83

It is indisputable that remaining firmly within a strong sense of key is incredibly
important in this excerpt, but the same can be said for every tonal piece of music. Moyer
OEi PI1 U OOCAGAD OROAAEGRAALIT OA GOIA brder td oivehtieOAT A
problem of intonation. | however do not find this a conclusive solution to the problem of
intonation. The difficulty of intonation in this passage is due to the hand positions that the
cellist must employ and the changes between them. I find it helpful to practise in double
stops but by no means does this ensure the passage to be perfectlyune. Moyer goes to
great lengthsto detail each double stop that the cellist should practise in ordeo prepare
these few bars accurately. tonsider again that this practie although incredibly detailed,
inapplicable to any other orchestral excerpt. Intonation is never a problem in itself and
double stops are rarely the complete solution. | believe that technical difficulty cannot
OEI D1 U AA 1 AA Aouit Aust moredved $tdte/th@ Fethhical difficulty which
causes the consequence of bad intonation. In the example of the second movement from

82 |bid. 32.

83 |bid. 32-33.
84 |bid. p.33.
85 |bid. p.32.
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"AAOET OAT 60 £EAOE OUI and $trengdth an®relidbilit & gxEidddO1 OU E
low positions and the ability to change between them which often causes bad intonation.

It is further interesting to note that although Moyer separates the theme and variations
AOT T " AAOET OAT 8 O i Afthisyimphbry,Ghel lidtd e ekadE same
technical difficulties for all three. This is interesting when she herself states that in
reference to the second listed exarpt which she calls Examplé that:

Rhythm in this excerpt is not an issue other than keeping the steadiness of the constant
sixteenth notes throughout all the difficult string crossings and shifts. The grace note in m.
55 should not disrupt the rhythm of the sixteenths and should be placeak late as possible.
Practice with the metronome is reommended to ensure steadines§®

Furthermore, in the case of Excerptthreewhie - T UAO 1 AAAI O O%@AIl bl A

Rhythm: Again the rhythm does not change throughout the excerpt; practice with a
metronome to ensure the complete steadiness of the thiregecond notes and guard against
any rushing mid-measure. The steadiness of the rhythm easily combines with the consistent
bow speed aspec#’

It might seem obvious to askvhy Moyer lists rhythm as a diffculty of the examplesvhen

OEA CiTAOG 11T O OAU OEA OEUOEI BGOhekhsivéisAl EO
self-evident: because she listed it as a plausible difficulty in the theme of this excerpt.

the issues that cause bad performances of these two excerpts. Instead she looks to give a
teacher style recommended practie of each excerpt; particularly concentrating on
Intonation.

-TUAOBO O1 1 OOET 1 6t simply eAdiwihAne first Oréel ek €&ptssiie gdes

on to repeatedly recommend them wherever possible as the only solution for intonation

DOT Al Al Os8 )yl OAEAOAT AA OF OEA 3AEAOUT &£OI
AEAOAOAOG OI O5 OEpeacti¢eEhd A TEIOE, A flaD] GE @t &D, &6

flat, FD,F# A O Al OAT A OO1 PO | %@AIihidis @awerg dificiitA OEAT
double stopped passage to practise and can only be at a minute fraction of actual tempo:

Example 18. Recommended practice for ten measures before Letter O,
Mendelssohn, Scherzo from 4 Midsummer s Night Dream.

b ? be
E  ——— h.{' £ - h = 3 ":H
r 1 | 1 1l | 1 1 | 1
| — 1 1T

1
J I h I ’ 1 |

Example 61: MogrO! $AOGAEI AA 300AU 1 & 3A1I AAOAA / OAEA«

| do not considerexample 61entirely beneficial when practising this passage as | actually
AT1860 OOEI EOA OEA OEOI A 11 OEA & AOO EIT OOAAA

86 |bid. 31.
87 |bid. ,35.
88 |bid. ,35.
89 |bid. A44.
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is not capable of stretching some of the double stops Moyer lists. Mayalso lists double

stop practicA & O | Ol OEPI A T OEAO AGAAODPOO EIT Al OAET ¢
OUi PETTU AT A 300A00080 s$i1 =~ OATl S8

Moyer acknowledges her concentration on Intonatia when she writes in her conclusion

OEAO O)1 01T AOGEIT EO OEA 1100 1T AOGETI 6O AOPAAO
Al A% Bowever despite her writing intonation solutions, | do not consid® - 1T UAO OO
method a good practie to maintain high levelplaying of these excerpts. However, |

AAl EAOA OEAO -1 UAOGO I AOHe dtyfeAcduld praRl® eoimd AE Al
benefit and new ideas to thosewishing to develop their practice of one of the fifteen

excerpts that she chose to write about. Ovedalh ) AT 110 Ai 1 OEAAO -1U
way of developing technique in order to meet the requirements of the orchestral excermpat

She approaches it far more frm the final performance aspect and how to achieve

finishing touches rather than the develpment of the techniques needed in order to
successful execute each individual excerpt.

, ETAA *AAT 3EAU xOEOAO EAO OEAOEO O3A1I AAGAA
' OA A A Ahé subjdct ofgrading the technical difficulties of excerptscompared with

0 I B b Aostudies: High School of Cello Playifgis thesis is a feat of organisation and

analysis as Shay orders excerpts from eight different Orchestral Excerpts books in their
OAAET EAAT AEAZEAOI OU8 3 EAU ediEééding niaeim® OEAO
AT A A0 A OA £A @AdkndbWedgBlh e Idch of maadid) at tacklesello

orchestral excerptpractitAR 8 3 EAUB8 O x1 OE EO ET AOAAEAI U OOAE
cello excerpts by their difficulty. The result fOEA OEAOEO EO A O AOOA
ABAAOPOO ET OEA ARKREEAEABOAGBRDAAT PRAS6 ET O O
AT TOAT O T &# AAAE AT T B AU bPOT AT Al AT A COAAA®G

21l. Beethoven Symphony #3, Op. S5 E-M D, APW B IL p. 9
STAC

22. Beethoven Symphony #4, Op. &0 : E D, MPW RIp.B
STAC

23. Beethoven Symphony #5 Op. &7 E=M APW,®DL, R I PP.l0-11
STAC, UKD

24. Beethoven Symphony #6 Op. 6B M=-H APW,8C, R ITI pp.6-8B
FM,; UK, D

Example 62: ShaySelected Orchestral Excerpts for Cello: Analyzed and Grded

Example 62is a section of the table which Shay writes to order all the cello excerpts by
technical difficulty. Shay uses abbreviations for convenience in the table. The second
column of example 62refers to difficulty of the excerpt from E for easy to Mdr medium
and H for hard. The third columnof example 62refers to the technical difficulty faced in
the excerpt APW for awkward passage work, STAC for staccato, PM for perpetual motion,
SC for string crossing, UK for uncommon key and D for dynamics. Tloarth column of
example 62refers to the bodk from which the excerpt is taken.In this case all four

% |bid. ,70-71.
1ShayO3 A1l AAOAA |/ OAEAOCOOAT %w@AAORDOO A O #Al111 4
92 |bid. 2.

% |bid. 2.

% |bid. 17.
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Beethoven excerpts are quotes from Leonard Rose Orchestra Excerpts books from the
symphonicrepertoire I, Il and Ill. Shay develops this table to order eh excerpt by book
for the third part of her thesis.

Table 3 ; Roses Orchestnal Excenpds, vel, ITI.

Easy Easy=— Medium Medium=-  Hard
Mediom Hard
Rwkward 45 103 150 =24 25 34| 3L s 5 |
Passage nsa 1490 121 127 147
work 14 59 148 184 194 | 214 169
(rpw 222 234 228
220 234 185
Perpetual 24 1B8
Motion 12 228 214
(BM]
String ‘
Crossings| 18 149 229 152 5 24
fLETe) I I S R
Staccato |18 46 72 45 162 184 | 25 30 35
{5TAC) 84 110 130085 262 263 | 121 147 148
171 226 229 159 214 224
E34d

Example 63: ShaySeIeFe_d orchestral Excerpts for Cello: Analyzed and Gréded

Example 63l OCAT EOAO OEA OEEOA ATTE &OI T ,ATTAOA 2
the symphonic repeatoire into technical demandranked in their difficultly through five

levels. The numbers dnote the page of each excerpt ithe book.l would suggest thatthis

table is a great resource to anyone who is interested in the technical difficulties of
orchestral excerpts £i O AAlT 118 3EAU80 xOEOET C AiTAlI OAA

Principles):

3ET ¢ OEA 11 0AO AU 1 AOCOAO TAI A TO OI1 ACCET xEC
3)Mime the left hand gestures involved as the pitches are sung in rhythm. 4) Add the
appropriate bow gestures in mime 5) Take up thenistrument and play the passage?

Shay goes further to continue her own personal methods of learning orchestral excerpts
by suggesting to

Draw the fingerboard to scale of a long sheet of paper. Mark the chromatic intervals to scale
for about two and a half octaves or through the problemiange of a particular passage.
Memorize the passage. Set the diagram directly in front of you and visualize the spatial
OAl AGET 1 OEEDPO -0 AAAE 11 OAd6 bP8aoy

| find the suggestions from Shay for practising of the orchestral techniques to be quite
disjpintAA  £0T I OEA OAOO 1T &£ EAO x1 Offgéading andi1 T OE A /
organising the excerpts to be most useful to advanced students and young professionals

who are keen to develop their techniqueand become moreconfident in the execution of

the excepts most commonly asked at audition. Furthermore, her suggestions of studies

to learn in order to address these techniques are advanced and enable a cellist who is

quick at learning notes to refer to various orchestral techniques in the traditional study

i AOET A G8vritiBgE dnUbictice methods for the orchestral techniques however do

not seem to appeal to the advanced learner that the rest of her work does. | for example

% |bid. 31.
% |bid. ,38.
9 1bid. 74-76.

72



do not have a problem of memorising music or learning notes, but | do have prohis in

maintaining high levels of advanced technique which allows me to execute various
AdARODPOO AO A EECE 1 AOGAI 8 ) Ai1 OEAAO OEAO 3E
advanced than normal but theyseem mostly common sense practemethods.

For bowing problems: 1) practice a string crossings on the open strings. (Examples of this
can be found in Zimmerman, A Contemporary concept of Bowing Technique.) 2) Work out
the circular directions of the bow for awkward string crossings®8

| think that although these methods are far more practical an@ OAAEOET T Al  OEAT
practice techniques for the left hand, they are again very basic. | think there are far more
developed bowing techniques than the ones Shay describes but her table of organised
excerpts for cello is by far the most advanced one of its kind. | am thoroughly impressed

AU 3EAUBO x1 OE ET EAO OEAOEO AT A ) AT 1 OEAAO
of a cello study system for orchestral excerpt techniques. | also think it is gaularly

useful as Shay uses a different set of studies to the ones | have used in the previous chapter

I OCATEOAA O OEA OAAET EAAl AEALAZEAOI OEAO8 4E|
being strongly in America and therefore she utilises Americateaching methods whereas

mine is in Europe and thus | have used mostly European study systems. | think Shay
highlights the lack of literature and study methods for cello on the subject of practising
orchestral excerpt cello technique. This is particularlyrelevant to my thesis as | have

found the same problem of lack of relevant repertoire.

4.2 Sudy systems on orchestral excerpts designed for other
instruments

The following section ofthis chapter will focus onstudiesthat have been written for other
instruments on orchestral excerpts. | believe that through the research of what solutions
there are for other instruments, it will provide a valuable insight into the necessity of
creating sud a study system for the celloFurthermore, it will highlight why there is a
lack of existing material for cello on this subject.

Tim Oltwrote 00 OADAOAOT OU 3 OOAE A O%feEth®©tubh &3A BO OAT %
to the study of orchestral excerpts In this book Oltdisplays a common excerpt for the

tuba at the top of the page and then writes about the difficulties it presents for the

individual to execute.Olt then creates an exercise based on the difficultied the excerpt

that can be practised on a daily basis ¢wf context.

98 |bid. ,39.
99 Tim Olt, Preparatory Studies for Orchestral Excerpts, Vol.1: for T{8annecticut:
Cimarron Music Press, 2014).
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‘When approaching the Introduction to Act 11l of Wagner's Lofengrin, there are two major aspects that the
player must address: range and rhythm. Above is the standard excerpt in the original form. At the end of the
following exercises you will find a "plus” version of the excerpt with the four measures that are omitted in the
tuba pant replaced. As many modern plavers can easily handle the tessitura of the omitted part, it is not
uncommaon for a conductor to ask the player to perform the part. Thus. the following siudies also take the
performer to that extent of the range.

The first exercise is designed to help prepare for the range and intervals needed. Be willing to start slowly,
making sure 10 hear each pitch before playing. It is also advisable to sing through the exercise w strengthen
the overall oral skills involved. If vou have a muner that will play a standing pitch, work through the exercises
with the tuner placed on each pitch of the extended arpeggio of the excerpt (D-F#-A-C-E-G in the onginal key
of the excerpt, but use the first measure for each exercise to determine). Compare all the pitches of the
exercise o the standing pitch you have selected. As you get more confident and comfortable with the pitches,
speed up. The eventual goal is half at 84, but go bevond that for added ease in the excerpt.

Exercise 1.1

e

Example 64: Tim OltPreparatory studies for Orchestral Excerpts, V3P4

| think the layout of example 64is perfect for anyone who wanted to take the technical
difficulties from an individual orchestral excerpt and turn them into a study to practise
instead of repeating the excerpt itself. The benefits dhe practice of example 64 are
numerous as they minimise all the other difficulties such as musical interpretation or
dynamics to just focus on technique. However, it is only reallgossible for this kind of
practice on a limited number of excerpts, which is very beneficial to a tuba player rather
than a celist. This is because the tuba playkessactual notes than the cellan symphonic
OADPAOOT E OAt hadvd ds mich fefertdire to play inithus there are far fewer
possible excerpts. Ahough | think example 64is an excellent book for the tuba and is
clear and easy to understand) AT 1T 80 OEET E Oymappled i ti@icdlo. A A
Practice techniques for the cello would be aimed at covering numerous excerpts in one
study rather than the in depth studyof example 64.

| believe that a study book likeexample 64which prepares the player for the final study
of excerpts before audition exists for the tuba player as it is primarilyan orchestral
instrument. However, the solo cello is such a popular instrum@t for composers and
audiences alike that the focus of each A 1 1dev@ldp@ént is primarily to fill this unlike

in example 64

100 Olt, Preparatory Studies for Orchestral Excerpts, Vol.1: for Tybd,
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There are many books written on the subject of the development of double bass
technique, far more than the cello. This is batise the double basshas far less
performance repertoire and thus the focus of any development is based around technique.
There are infinitely more excerpts books and studies written on this subject for the double
10lfocus on the basics of technique that are required in orchestral playing without listing
each individual excerpt as Olt did for the tuba.

| think the separation of orchestral and soloistic technique is valuable ireasoning behind

a daily study system for cello. This can be seen clearly with a group of technique books

written by the famous bass player and teacher Franz Simandl. In hN&ethod for the Double

Basg92 there are two parts; the first Initiation in Orchestral-Playing1%3and the second

Initiation in Solo-Playing.104The first part has five chapters of studies for orchestral

bl AUET ¢d O4EA 071 OEOCEI T Oh -ETTO OAAI AO AT A )
%l AAT 1 EOEI AT 00 AT A . 1 OAOEI 1W5Thdse dke attd@lidmbrital O 1 £
techniques which must be addressed in detail for the orchestral musiciaHowever, in the

second part of this set of studies Simandl has far more advanced soloistic sections of

0)1 001 AGAOGET 1 AT A OOA 1T £ @iesh withO Pifnbfdrte- AT A C
Accompaniment, Nine long studies with PianofortéAccompaniment, Studies of scales and

arpeggios and Harmonics, Arpeggios, Double stopping and 2 Solo studies with Piano forte
Accompaniment 106t is interesting to note these titles as tiey can be easily applied to

cello technique. It is similarly rare for a double bass or cello to perform double stops in

orchestral playing. Furthermore, the advanced techniques that Simandl reserves for the

Solo playing part of his method is featured in ta most common study book for cello in the

Popper40 Studies: High School of Cello Playing

| believe there is much to learn from the double bass division of technique into strict solo

and orchestral categories. This is something completely lacking in any cello study method.

Existing cello study material suggests that the cellist must execute cpficated advanced

soloistic techniques to prepare for orchestral playing. However, many of the cello excerpts

AOA OAEAT mEOI I -TUAOO AT A "AAOET OAT 60 1 OAEAC
as in this music, the cello and bass play from the sameapt with although some divisi

differences the vast majority of the passages are unison for both cello and ba$sould

be presumed that the divisi passages would provide the orchestral excerpts but this is not

the case such as in the final movementof MIbDAOOS O 3 UI PET T U . T 8tm xEI
as orchestral excerpt:

101 Franco Petracchi, Simplified Higher Technique, foreword by Wolfgang Sawallisch,
introduction by Rodney Slatford (London: Yorke Edition, 1982).

102 Franz SimandlKontrabassSchule Method for the Double Ba&sermany: C. F. Schmidt
Heilbronn aN. CEFES edan, 1855).

103 Franz SimandlKontrabassSchule Method for the Double Bdsstation in Soloz
playing (Germany: C. F. Schmidt Heilbronn aN. CEFES edition, 1855).

104 Franz Simandl,KontrabassSchule Method for the Double Balsstation in Orchestrat
playing (Germany: C. F. Schmidt Heilbronn aN. CEFES edition, 1855).

105 Simandl,KontrabassSchule Method for the Double Bdsstation in Orchestral playing
(Germany: C. F. Schmidt Heilboronn aN. CEFES edition, 1855), 1.

106 Simand|,KontrabassSchule Method for th®ouble Basénitation in Soloz playing
(Germany: C. F. Schmidt Heiloronn aN. CEFES edition, 1855), 1.
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Example 65: MozartSymphony No.40fourth movement107

Example 65 presents difficulties for both the left hand and bow and these are both

therefore applicable to the cello and bass which is whgxample 65 is anorchestral

excerpt/El O Al OE ET 0O0OOOI AT 608 4EA OAIT A AAT AA T1T
OWET (ARiARBarhple34AT A " AAOET OAT 6 B exmbpE®E OUI DEI T C

The differences in approach to the development of technique are obvious and numerous,
the excerptsfor cello and double bassan be identical and therefore present identical
technical difficulties. The only reasoning to the incredible differences in study material
available is due tothe difference in nature of the instument, again the double bass is
mainly an orchestral instrument whereas the cello is both solo and orchestral in nature.
This is not relevant when considering the study of orchestral excerpts.

4.3 Modern study systems_and their use in preparation for cello
orche stral playing

There are manydifferent books on the subject of stringorchestral excerpts which have
1T 0 OAAI EOAA | OAE OOAAAOO8 '1 AgAiIiPIA 1T &£ OOA
* OEAA O1 OE®sIn /thid & AOO@A Brévn writes studies on different
orchestral repertoire. However,she does not recognis a difference between instruments
and uses thesame repertoire andexercisesfor all instruments. Although | have never seen

"AAOEIT BtsympldnyAEa cello excerpt, Browiists it as the first study in her book

Allegro con brio 4 = 104
Excerpt |

Example 66: Susan Browistring Players Guide to the Orchest#é?

107 Mozart, Symphony No. 40 in G minor, K.5@@ipzig: C.F. Peters, 1920), 7.
108 Sysan C Brown3 OOET C 01 AUAOGO O aUBSAAIféd Misto,2d08)/ OAE A OC
109Brown,3 OOET ¢ 01 AUAOGO ' OBAA O1T OEA |/ OAEAOOOA
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| do not consider example 6@ difficult excerpt and it is confusing to consider why Brown

would think it necessary to practise Furthermore, | cannot undestand why Brown would

OOA EAAT OEAAT AgGAAODPOO AAOI 6O Ail OOOET C ET (
instruments in orchestral auditions. Perhaps Brown has taken the similarities in

repertoire highlighted through examples 34, 36 and 65 too faOverall | cannd consider

OEEO A OOAEOI AITE ET OEA AAOGAITPIATO T &£ A A
audition.

Mats Lidstromd ('he Essential WarrUp Routine for Celliststi%is a new daily exercise
programme for the cello. In this book Lidstrom provides an alternative to thecommon

AAT AT AAA OEAT &AOEI T AOA8O AO EO ga Otk OOOAE
L EAOOOEI 80 AiTE EO Oleteftiélgentihely BrixénGoE thesckllg AT x E T
rather than £ A Océ ® E&ekef@i€ewhich were then converted by Feuillard for the Cello.

Although Lidstrom is an orchestral cellisthimself, IAT T 80 AT 1T OEAAO EEO A
relevant for maintaining the orchestral techniques. | think some of theexercisesare

incredibly useful such as those orsautillé which is a technique not properly tackled by

other traditional study methods. In his warm-up book Lidstrém slowly builds through the

steps of achievingsautillé bowing

.'TIIUE.I 12 {détaché) aim.
e L P CELr Lo Lir

; Dal § ad.lib
(B J=144 (détaché)

2. m“&uﬁTMiwuﬁTmﬂ

Example 67: Mats LidstromThe Essential WarrUp Routine for Cellists!!

Example 67shows a simple yet developing pattern which when practised develop into

sautille. The practce of example 67 every day would inarguably benefit a cellist in
maintaining a high level of orchestral cello technique in preparation for the study of
orchestral excerpts at professional level.

, EAOOOEI lmpCroutmeAl@ himed at all cellists thus he develops through some
techniques whichard 8 O OAl1 AOAT &6 O1 OEA AgGgAAOOEIT 1T A& 1
playing in general.This can be seen in Isi routine of double stop practie:

110 Mats Lidstrom, The Essential WarrUp Routine for Cellist@nited Kingdom: Spartan
Press, 2011).
111 1bid. ,34.
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Example 68: Mats LidstromThe Essential WarrUp Routine for Cellistd2

Example 68one of the shorter double stop warm up routines that Lidstrom writes but it
is incredibly advanced andequire a great deal of practie to initially learn. This is part of
afourteen stage process which is to be at least partially covered on a daily bagsenable
OUT 00 OAAET EANUOAOTIAE | OAIThéleCspdn many hours of my life
practising octaves on the cello under instruction for my teachers like this book suggests
However, there is not a single passage in orchestral repertoire which wad require a
cellist to play a passage in octaves.

At the end of the first chapter of this thesis it was evident ther are ro etudes for cello to

P z A X

practise vibrato. However,ET - AOO , EAOOOE | 6-Gp Réuiink for@dlBl,1 OE Al
he dedicates a wble chapter to the practice of ibrato.

112 1pid. ,43.
113 |pid. ,3.
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Example 69: Mats LidstromThe Essential WarrUp Routine for Cellistgibrato exercise A
bars 1-16114

In Example 69the player alternates betweerfull pressure to play a normal sounding note
and harmonic pressurewhich is much lighter. The idea of this is to develop left hand
balance and strength which in turn would devebdp vibrato. Any exercise in vibrato is
useful when considering the practie@ of orchestral excerpts as it was clear fronthe
previous chapters thatmany of the excerpts are set to examine vibrato. In every audition

114 |pid. ,10.
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