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ABSTRACT 

 

 

 

This treatise presents selected viola works by Alfred Uhl (1909-1992).  Three chamber 

works that feature the viola are discussed.  Trio für Violine, Viola, and Gitarre, Kleine Konzert 

für Viola, Klarinette & Klavier,  Vier Lieder aus der Heiteren Kantate “Wer Einsam ist, der hat 

es gut” für Sopran, Viola, & Klavier are examined in terms of their history, general form, and 

salient stylistic elements.  Dreiβig Etüden and Zwanzig Etüden für Viola are approached from a 

pedagogical viewpoint.  Each etude is analyzed for musical and technical challenges that a viola 

student may experience while preparing it.   Musical elements, like tempo, character, and 

rhythm, are explored.  Technical elements, like intonation and bow control, are discussed.  

Quantification and analysis of musical data provide an alternate pedagogical view of the etudes.  

The purpose of the treatise is to inspire others to perform and record the viola works of Alfred 

Uhl, and to use the etudes in teaching studios. 
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CHAPTER 1 

INTRODUCTION 
 

 

 

Alfred Uhl (1909-1992) was born in Vienna, Austria on June 5, 1909.  He was born into a 

musical family, and played cello in the family string quartet.1  At 13 years old, he began studying 

composition with Max Kuhn, and piano with Richard Stohr.  He presented his first composition 

recital at 16.2  He went on to study composition under Franz Schmidt at the Vienna Music 

Academy and received his degree in composition in 1932.3  At the same time, the world was 

experiencing an economic depression.  As a result of this, Uhl began looking for employment 

outside of Vienna, and was awarded a position as Kapellmeister of the Swiss Festpielmusik.  In 

addition to his duties as Kapellmeister, he composed music scores for seventeen documentaries 

for the Swiss government.  Eventually, Uhl left Switzerland and returned to Austria.  During his 

mandatory military service in 1940-1942, he was a church organist for French soldiers being 

held as prisoners.  He lost a portion of his left foot after stepping on a hidden land-mine.4  In 

1945, he became Professor of Composition at Vienna Music Academy, a position he would 

retain until 1987.   

Alfred Uhl has a compositional output that includes twelve orchestral pieces, two operas, 

a ballet, several works with chorus and orchestra, numerous chamber and vocal pieces, and 

                                                      
1 James Hinson, “A Stylistic Analysis of Three selected Trios for Clarinet, Viola, and Piano: Fairy Tales by Robert 
Schumann, Eight Pieces by Max Bruch, and Kleine Konzert by Alfred Uhl” (DM Treatise, Florida State University, 
1995), pg. 75. 

2
 James Hinson, "Uhl, Alfred," in Grove Music Online. Oxford Music Online, 

http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/28717 (accessed December 11, 
2010). 

3
 James Hinson, "Uhl, Alfred” (accessed December 11, 2010). 

4 Daniel Laubacher, "Portfolio of Compositions and The Music of Viennese Composer Alfred Uhl” (DM diss., 
University of California,1990),  pg. 2. 

. 
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twenty-three scores for film.  His pedagogical works include two volumes of etudes for clarinet, 

a volume of etudes for bassoon, and two volumes of etudes for viola.  In 1928, he composed Trio 

für Violine, Viola, and Gitarre, which Uhl considered to be a work that did not reflect his mature 

compositional style.  In 1935, he was awarded a Gold Medal at Biennial, in Venice, for the 

music for the Swiss film, Symphonie des Wassers.
5
 He continued to take commissions for 

commercials and movies, but he became more cautious about it because he wanted to focus on 

more serious compositions.  He briefly returned to Switzerland, where he composed Austrian 

Suite for Orchestra.  The work was not well received by critics, but did mark the beginning of 

his transition in compositional style.6  It wasn‟t until the debut, in 1937, of Kleine Konzert für 

Viola, Klarinette & Klavier that his mature compositional style was fully realized.  The work 

was debuted by Gustav Gruber, Leopold Wlach, and Magda Rusy.7  He was awarded the 

Schubert Prize in 1943 for Wiener Walzer für Orchestra.  His first string quartet premiered in 

1945 by the Steinbauer Quartet.8  Two large scale works featuring choir with orchestra, an 

oratorio, Gilgamesh (1950), and a comic cantata, Wer einsam ist, der hat es gut (1961), are some 

of his most famous works.9  Wer einsam ist, der hat es gut, a work in twenty-four movements, 

features Baritone, Tenor, and Soprano solos. The work has been recorded under the Capriccio 

recording label.  The cantata‟s premier was so successful that it gave Uhl the nickname 

“Spatentwickling” or “Late-Bloomer.”10   His second string quartet premiered in 1962 by the 

Musikverein Quartet.11  Some of his later works include Concerto a ballo for orchestra (1967), 

Zwei Stucke für Orchestra (1978), Kleine Suite für Viola (1978), and Commedia Musicale for 

Two Pianos (1982).  His compositional style was also influenced by his home country and he 

was successful there in winning the Vienna Schubert Prize, Austrian State Prize, Vienna Music 

                                                      
5 Daniel Laubacher, “Portfolio,” pg. 2. 
 
6 James Hinson, “A Stylistic Analysis,” pg. 27. 
 
7 Daniel Laubacher, "Portfolio,” pg. 2. 

8 Daniel Laubacher, “Portfolio,” pg. 3. 

9 Daniel Laubacher, “Portfolio,” pg. 3. 

10 James Hinson, “A Stylistic Analysis,” pg. 81. 

11 Daniel Laubacher, “Portfolio,” pg. 4. 
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Prize, and Viennese Gold Medal of Honor.12  Uhl said about Austria, “I have a very strong inner 

relationship to Viennese tradition and was able to spend a very nice childhood.  I hardly felt a 

thing during World War I.”13   

Uhl‟s compositional style is tonal, melodic and characterized by rhythmic intensity and 

harmonic diversity.  Though he did experiment with twelve tone rows, he was not a serialist 

composer.  In his comic opera Wer Eisen ist, der hat es gut, he employs a twelve tone row in a 

solo voice melody, as a joke, to accompany the playful text.  The works discussed in this treatise 

have their foundation in the Classical period, using formal sections, highlighting tonal areas that 

are based on melodic presentation and development.14  Uhl was not interested in long analysis of 

his works, and stayed away from musical classifications such as “modernism”, asserting that it 

“means the same has already passed”.15  Another feature of his compositional style was his 

ability to rearrange existing works for other instrumentations.  For instance, Kleine Konzert has 

arrangements for two instrumentations, one for violin, clarinet and piano and another for 

saxophone, clarinet and piano.  In Uhl‟s composition teaching studio, he encouraged his students 

to find their own compositional voice and work towards refining it.16  Alfred Uhl‟s music is 

accessible to the audience, and presents Twentieth-Century Viennese style in a straightforward 

way that is enjoyable to prepare as a musician, and to hear from the concert stage. 

 

                                                      
12 Daniel Laubacher, “Portfolio,” pg. 4. 

13 Daniel Laubacher, “Portfolio,” pg. 5. 
 
14 Daniel Laubacher, “Portfolio,” pg. 5. 
 
15 Daniel Laubacher, “Portfolio,” pg. 6. 
 
16 Daniel Laubacher, “Portfolio,” pg. 7.  
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CHAPTER 2 

SELECTED CHAMBER WORKS FEATURING VIOLA 
 

 

 

Alfred Uhl wrote chamber works where viola has a prominent role, such as Kleine 

Konzert für Viola, Klarinette & Klavier, Septet for three Violins, two Violas, Cello and Clarinet, 

Vier Tanzstücke for String Quartet, Clarinet, Bassoon, and Horn.17  The selected chamber works 

that will be discussed are Trio für Violine, Viola, and Gitarre, Kleine Konzert für Viola, 

Klarinette & Klavier,  Vier Lieder aus der Heiteren Kantate “Wer Einsam ist, der hat es gut”  

für Sopran, Viola, & Klavier.  They will be discussed in terms of historical information pertinent 

to publication, overall form, and other salient stylistic elements, including textures and/or 

dynamic and tempo contrasts. 

 

 

2.1 Trio für Violine, Viola, and Gitarre 

 

  Trio für Violine, Viola, and Gitarre is a four-movement work originally composed in 

1929, and later revised and published by Ludwig Doblinger in 1983.  Uhl revised the work for 

the “Guitar Chamber Music” series edited by Karl Scheit, who is a guitarist known as the 

“Segovia of Austria.”18  The main revision was a replacement of the fourth movement, to mirror 

the style of the other three movements.19  Despite many requests for the original fourth 

movement, Uhl refused to reprint the original.  Overall, the violin and viola perform the majority 

of the work‟s thematic material, while the guitar provides the harmonic structure.  The overall 

form and other stylistic elements of Trio will be presented.   

                                                      
17 James Hinson, “A Stylistic Analysis,” pg. 98. 

18 Alfred Uhl, “Trio für Violine, Viola and Gitarre,” herausgegben von Karl Scheit, GKM Nr.64, München, Austria, 
Doblinger, 1983.  

19 Alfred Uhl, “Trio für Violine, Viola and Gitarre.” 
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The first movement of Trio is a motive driven work that conveys Uhl‟s early 

compositional style.  The motivic development is equally shared by violin and viola, and is 

accompanied by the guitar.  Angular loud melodies, like that of the principal theme are 

juxtaposed with soft lyrical melodies, like that of the second theme.  These themes are slightly 

developed in the movement‟s middle section, where the violin and viola equally share motivic 

development.  The first two themes return in the short recap, and the movement ends with a thin 

texture that fades away, as the violin echoes the principal theme.  

The first movement is Allegro deciso, quarter-note equals 152, and has three large tonal 

areas, characterized by changing tempos and expression markings, that help the performer 

interpret the music.  The first section is from measures 1-68, the second is from measures 69-129 

and the third section is from measures 130 to the end.  The movement begins in A minor, the 

second section is in E major, and the third section returns to A minor.  Each section‟s textures 

and musical elements will be discussed.  

 The first section, marked quarter-note equals 152, is characterized by tempo markings 

and quick dynamic changes.  There are several tempo markings that tell the performer how to 

bring out the melodic line‟s nuances.  The first theme is marked poi a poi accelerando at 

measure 17 and a pesante at measure 24.  Tempo primo, quarter-note equals 152, returns at 

measure 24.  The first section has three additional tempo markings; firstly, a poco meno leggiero 

quarter-note equals 104, secondly, tranquillo quarter-note equals 96, and thirdly, a sostenuto 

quarter-note equals 80.  With each tempo diminution there is a rallentando, and two ritard 

markings, helping to transition to the new tempo.  The dynamic structure contains loud and soft 

volumes.  Theme 1 is presented in the violin first and is fortissimo; the theme is declamatory and 

broad.  The second theme, presented by the viola at measure 24, is piano, and accompanied by 

violin tremolo. The second theme is propelled by rhythmic motion, with the presence of a dotted 

eighth then sixteenth-note figure that appears several times in the movement.  This figure is 

marked staccato and gives the soft motive intensity.  The third theme is slightly slower, and is 

marked meno mosso, quarter-note equals 112, dolce, espressivo.  It is presented in the violin, 

with the viola providing a legato counter-melody.  The texture becomes thicker at measure 54, 

when the guitar plays in duple and the viola plays in triple.  The dynamic change, at measure 56, 

begins pianissimo and ends forte at measure 59. 
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The second section is a quasi-development of themes 1 and 2 from the first section.  The 

texture of the section begins thin and progressively becomes thicker.  It begins with the violin 

presenting theme 1 alone, then, theme 2 is presented in the viola, with the violin accompanying 

on a single-note tremolo.  This is reversed at measure 80, when the violin presents theme 2 and 

the viola accompanies in tremolo.  This thin texture contrasts from the end of section 1, which is 

thick and rich with rhythmic diversity.  The texture builds at measure 85, when all three 

instruments present theme 2 in a canon.  The intensity builds at measure 97, with large chordal 

guitar accompaniment, while the violin and viola alternate playing a ff eighth-note, then dotted 

quarter-note rhythmic figure.  At measure 102, the violin and viola share equal importance as 

they present theme 1 in a canon, while the guitar is silent.  The development concludes with a 

large crescendo, where the violin and viola alternate playing theme 1, which is accompanied by a 

staccato triplet figure, beginning p and ending ff.  The staccato triplet accompaniment contrasts 

theme 1, which is legato, creating a playful development section.  The section concludes ff molto 

pesante in all voices, which heightens the section‟s drama. 

The third section returns to the original tempo, and has a slight tempo change at measure 

130, to quarter-note equals 152.  Theme 1 and theme 2 are presented at measure 102, starting 

with the viola, and then answered by the violin.  The tempo structure of the third section follows 

the exposition‟s tempo changes, and the movement ends at the original tempo.  The texture 

softens at measure 178, when the viola tremolos sul ponticello, or “bow over the bridge”, and the 

violin plays con sordino, or “with the mute”.   

 Movement 2, Thema mit Variationen, has several common elements between the theme 

and its variations.  The theme and first four variations are each fourteen measures in length, 

while the fifth variation is twenty-two measures.  The phrase lengths of the theme and four 

Musical Example 2.1.1: Trio Movement 1, Measures 54-59 
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variations are one four measure phrase, then a six measure phrase, and finally a four measure 

phrase, or 4 + 6 + 4.  The fifth variation‟s phrase length is 4 + 4 + 4 + 4 + 4.   

The theme is Largo, in B minor, quarter-note equals 44, and has several tempo contrasts 

that give it character.  First, the violin has the melody, and the countermelody is in the viola, 

while the guitar plays chords.  Uhl provides specific tempo direction in the theme with a poco 

più mosso, quarter-note equals 52 at measure 7, a pesante at measure 9, a Tempo Primo at 

measure 11, a ritardando at measure 13 and a molto tranquillo at measure 14.  The subtle 

contrasts in tempo give the theme character, which is languid and like a folk-song.  The texture is 

rich and lush as the violin and viola mostly play in the same register.    

 Variation 1, in B minor, is a triplet presentation of the theme. It is marked Moderato 

quarter-note equals 80 and is in the 4/4 time-signature.  The violin and viola play the triplet 

rhythm, and the guitar accompanies.  The dynamic contrasts occur quickly.  Seven of the 

measures are piano, six measures are mezzo forte, and one measure is forte. The dynamics occur 

in the order of three measures of piano, a measure of mezzo forte, then two measures of piano, 

then two measures of mezzo forte, then a measure of forte, then a measure of piano, then three 

measures of mezzo forte, and finally a measure of piano.  The violin and viola present a hushed 

theme in triplet form.  The soft principal melody is in the viola part, while the violin plays a 

countermelody.  The viola starts with two legato triplets, and the violin answers with two legato 

triplets.  This dialogue between violin and viola continues in every measure of the variation, as 

the guitar accompanies.  As the intensity in dynamics occurs at measure 8 the viola and violin 

ascend to a higher register, adding excitement to the musical line.  The variation returns to p and 

the principal triplet melody is repeated by the viola. 

Variation 2 is Risoluto, quarter-note equals 100, and the tonality shifts to G minor.  The 

variation is accented forte, and the melody is initially presented in the violin, and is accompanied 

by the viola and guitar.  The melody presented in the violin is accented, and has a strong 

character, which is accompanied by eighth-notes in the guitar and viola.  An accented eighth-

note on beat 4 occurs on the first two measures, which drives the melodic line to beat 4.  This is 

repeated in measures 6, 11 and 12.  Overall the variation is f, but a sudden interjection of p at 

measure 7 and a two measure crescendo give the melodic line a varied dynamic texture. 

Variation 3, in E minor, is Molto tenuto, quarter-note equals 44.  The melody is presented 

in the violin, accompanied by a countermelody in the viola, and chordal accompaniment in the 



 8 

guitar.  The melody is languid, and ascends chromatically at measure 7.  This variation begins 

with soft, legato eighth-notes in the violin and viola, with chordal accompaniment in the guitar.  

The violin and viola are in the same register, giving the melody a lush and velvety sound.  The 

viola and violin have a dialogue which uses similar rhythmic figures.  In measure 2, the violin 

presents eighth-note, then two sixteenth-notes on beat 1, while the viola plays eighth-notes.  The 

viola answers this with the same rhythmic figure, presented on beat 2, while the violin plays 

eighth-notes.  This also occurs at measures 6 and 12.  The variation begins soft and the melodic 

tension builds as the dynamic ascends from pp to ff, giving the variation drama.   

  Variation 4, Allegro Scherzando, quarter-note equals 132, is in D major.  The violin 

presents the staccato triplet melody, while the viola and guitar accompany.  In measures 7-8, the 

viola is playing staccato triplets, while the guitar is playing duple eighth-notes.  The violin 

presents the principal melody whose contour quickly ascends and descends, giving it a playful 

and virtuosic quality.  The playful character is also brought out by an fz, on beat 2 in measures 3 

and 13, which peer out of the texture.   

Variation 5 concludes the variation set, and brings back the original Thema at its end.  It 

is Lento, quarter-note equals 50, and begins in A minor.  At the beginning, the violin and viola 

play the slow melody at the octave, and then the viola takes over the melody at measures 7-10.  

The violin takes over the melody at measure 11, while the viola accompanies with marcato 

triplet eighth-notes.  This theme is f, broad and musically intense.  The melodic line gets louder 

and accented, then the texture shifts with a ritard and descresendo, transitioning the line back to 

the original Thema.  This variation ends softly in piano and fades away when all voices 

descrescendo on the last pitch.   There are several tempo changes as well; at measure 11 there is 

a poco più mosso, quarter-note equals 63, at measure 15 there is a pesante, quarter-note equals 

58, and at measure 19 a Largo, quarter-note equals 44.   

 Movement 3, in E minor, is Vivo, dotted half-note equals 69, and is in the 3/4 time-

signature.  The overall form followed by stylistic elements will be presented. There are three 

sections to the movement; section 1 is from measures 1-72, section 2 is from measures 73-106, 

and the final section begins at measures 107 to the end.  The first and third sections are in E 

minor, and the middle section is in A major.  Section 1 has two main thematic ideas.  The violin 

presents theme 1, which begins with a dotted eighth, sixteenth, then eighth-note rhythm that is 

answered with triplet eighth-notes at measure 3.  Juxtaposing the duple and triple give it a 
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playful character.  The texture is thin with the violin presenting the melody and the viola 

accompanying in pizzicato with interjections in arco.  The guitar provides harmonic stability 

with chords, giving the theme depth.   

 

 

 

 

 

 

 

 

 

In measure 16, theme 1 is varied slightly, and is accompanied by tremolo in the viola part.  At 

measure 33, theme 2 presents a violin legato melody which flows like a dance.  The legato 

melody sharply differs from the viola accompaniment, which is a more rigid staccato dotted 

eighth, then sixteenth-note rhythm.  Theme 1, presented an octave higher and ff, returns in the 

violin at measure 65.  The second section, Con moto, quarter-note equals 108, is marked 

espressivo and is in the 4/4 time-signature.  The viola interjects three triplet eighth-notes then a 

half-note trill four times in the section, giving it a playful texture.  The guitar accompanies the 

main melody with triplet eighth-notes that highlight several keys including F-sharp major, G 

minor, and G-sharp diminished.  The last section is a return to thematic material from section 1, 

and ends quietly, with a texture diminution. The guitar performs the last note alone. 

 Movement 4 has several expressive indications that aid in interpretation.  It is 

scherzando, quarter-note equals 100, and is 79 measures in length.  The movement will be 

discussed in terms of the themes presented.  The first theme is a descending sixteenth-note 

passage in the violin and viola, and is accompanied by eighth-notes in the guitar.  The theme is 

quick moving and has a virtuosic character for the violin and viola.  Theme 2, at measure 10, is 

capriccioso, quarter-note equals 108, and is characterized by chromatic ascending staccato 

eighth-notes.  The violin and viola alternate between playing melodic and accompanimental 

parts.  The texture is light and in piano with interjections in mezzo forte.  Theme 3, at measure 

28, is sostenuto, quarter-note equals 100, and espressivo and legato, which contrasts the crisp 

Musical Example 2.1.2: Trio, Movement 3, Measures 1-8 



 10 

haunting feel of theme 2.  Theme 4, at measure 37, is marked lamentos and has a morose and 

dark texture.  Transition material, at measure 49, in violin and viola unison, creates an interesting 

combined timbre.  Theme 1, presented at measure 57, is rhythmically varied from a sixteenth-

note figure, to a dotted sixteenth-note, then a thirty second-note figure at the same pitch level.  

The viola has a solo passage at measure 62, which is followed by a tempo slow down.  Theme 2 

is rhythmically developed from eighth-notes to triplet eighth-notes.  This thickens the texture, 

allowing the violin and viola to join in thematic development.  The movement concludes with a 

short recap of theme 1, and ends with a forte A-minor seventh chord. 

 Trio displays the viola‟s ability to compete in sound and virtuosic material with the 

violin, because it shares in presenting the thematic material.  Furthermore, Uhl equally uses both 

instruments to accompany thematic material.  The guitar provides the harmonic structure which 

allows the violin and viola to exchange melodic content, clearly and easily.  Uhl‟s treatment of 

violin and viola can be compared to Wolfgang Amadeus Mozart‟s (1756-1791) Violin Duos 

K.423 & 424, where each instrument is provided with equal melodic and accompanimental 

material and displays virtuosic ability for both instruments.       

 

 

 2.2 Kleine Konzert für Viola, Klarinette & Klavier 

 
 Kleine Konzert für Viola, Klarinette & Klavier was published by Ludwig Doblinger in 

1937, and is dedicated to Leopold Wlach and Gustav Gruber, who premiered the work that same 

year.  The work is presented in three movements, written in no sharps or flats.  The work 

displays Uhl‟s mature compositional style, and places the viola in a chamber ensemble with 

clarinet and piano.  Other composers wrote chamber works for this instrument combination 

including Robert Schumann (1810-1856), who wrote Märchenerzählungen, four pieces for clarinet, 

viola and pianoforte, Opus 132, and Wolfgang Amadeus Mozart (1756-1791), who wrote Trio for 

Clarinet, Viola, and Piano in E-flat major, “Kegelstatt”, K.498.  Potentially, these works could 

have been written for cello or violin, however the timbre of viola and clarinet is a smooth sound 

that has enough volume for a performance venue.  The tone of the viola provides colors that no 

other instrument can replicate.  Each movement will be discussed in terms of its overall form and 

stylistic elements.   
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 The first movement, whose form is ABA, is in the 4/4 time-signature and is Allegro con 

brio, quarter-note equals 152.  The tonality is based around D minor and highlights A major as 

well.  There are three large sections, with a clarinet and viola cadenza within the movement.  It 

opens with a section that presents four main musical ideas, then an inner section that develops 

ideas from the first section, then the first theme reappears, which is interrupted by a cadenza, and 

then themes from section 1 are restated.     

The first large section goes through measure 89 where four main melodic ideas are 

alternated and shared between all three instruments.  There are several stylistic elements such as 

expression and articulation markings that will be discussed.  The first theme is based around 

short accented eighth-notes whose articulation is short, with sudden fz accents that cut through 

the piano dynamic. Theme 2 incorporates legato and staccato in the melody and accompaniment, 

giving it a bouncy playful character.   
 

 

 

 

 

 

  

At measure 41, all instruments play unison, transitioning the musical line to the third 

thematic section.  Then, theme 3, in espressivo and legato, is presented in the viola and 

accompanied by the clarinet.  Long phrase-markings and swells in the dynamic provide a 

mysterious texture in this section.  Next, the clarinet repeats the third melody, and the viola 

accompanies.  The viola is in the middle register and the clarinet is in the lower register 

providing unique timbre colors.  The fourth theme, at measure 58, is piano staccato and is 

presented in all parts. Then, the texture thins, when the piano plays a staccato eighth-note figure 

alone that is echoed quietly by the clarinet and viola.  Theme 3 is repeated and alternates 

between the viola and clarinet, which ends the section in piano, with ritard.      

Musical Example 2.2.1: Kleine Konzert, Movement 1, Measures 25-32 
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The movement continues with the second large section, which develops themes from 

section 1.  It has several stylistic elements, including varied articulations, and long legato lines in 

the clarinet part.  It opens with a canon of the first section‟s theme 2.  The clarinet begins the 

canon, then the viola enters at measure 90; the piano accompanies with staccato eighth-notes.  

Here, we see equal melodic material given to both the viola and clarinet.  At measure 102, theme 

4 is presented in the clarinet, as the viola and piano accompany, with short eighth-notes.  The 

clarinet sustains whole-notes and half-notes, in espressivo and vibrato, giving the theme a 

mysterious feel.  At measure 118, più vivo develops theme 2 in B minor.  The theme is 

developed in the viola first, and the tempo change heightens the energy.  The clarinet presents 

the theme next, while the viola accompanies.  At measure 136, theme 4 is developed.  The 

texture thins to crisp eighth-notes, and the dynamic is piano, with interjections of legato mezzo 

forte eighth-notes, which peer out of the soft texture.   

The third large section opens with theme 2 in viola and clarinet in unison.  The piano 

joins the unison at measure 155 and the addition of staccato accents on all notes provides an 

angular texture.  The piano abruptly changes mood, with a shift to piano, while the other 

instruments rest.  The next section is a double cadenza for viola and clarinet which is propelled 

by legato melodic content and virtuosic passage work.  The cadenza explores and elaborates 

theme 3, and opens with the viola and clarinet playing unison sixteenth-notes in accelerando.  

Tempo markings are provided in the cadenza.  Uhl incorporates a poco ritard at measure 176, 

and other markings present are animato, calando, rubato, and pesante requiring strict 

performance interpretation.  The third large section continues at measure 200, with the piano 

presenting theme 2, which is repeated in the clarinet at measure 208.  The intensity increases in 

the codetta at measures 216-220, where all instruments play loud unison eighth-notes that are 

staccato and accented.  To conclude the movement, loud and soft dynamics alternate creating 

more musical intensity, until the clarinet and viola crescendo to a D-minor chord.  Then, the last 

note, a unison D, is performed by all instruments. 

 Movement 2, in the 3/4 time-signature, is marked Grave, quarter-note equals 56.  It has 

many stylistic elements like an ostinato, tempo and texture changes.  It is comprised of four main 

sections with three melodic lines.  The first section, in ABA form, begins with an ostinato in the 

piano part, under sustained notes in the right-hand of the piano.  The rhythm of the ostinato is 

quarter-note, then four staccato eighth-notes, and is repeated at the same pitch level, until 
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measure 8, where the pitch levels are varied.  The mood is haunting and mysterious with no 

audible melody. 
 

 

 

 

 

The viola and clarinet sustain long syncopated soft tones with the piano, until measure 9, where 

the tempo increases to quarter-note equals 50, and the viola takes the espressivo melody.  The 

theme is simple, like a folk-song, and ascends and descends in step-wise motion.  The clarinet 

takes the melody at measure 13 until the original syncopated long tones end the section.   The 

second section is from measures 29-52 and is marked Andante con moto, quarter-note equals 88.  

The viola begins the section with the molto espressivo melody, which begins in piano and has a 

crescendo to mezzo forte and another crescendo to forte. 

 

 

 

 

 

 

The theme is taken over by the clarinet at measure 37.  It is accompanied by triplet 

eighth-note arpeggios in the piano, which are to be performed with the pedal.  Then, a 

countermelody in the viola thickens the texture.  There is an increase in tempo at measure 40 to 

quarter-note equals 96.  At measure 45, the tempo increases to quarter-note equals 100.  The 

increase in tempo creates turbulence in the musical line.  Here, the clarinet and piano begin by 

playing triplet eighth-notes while the viola plays duple eighth-notes, thickening the texture.  The 

viola and clarinet join in playing triplet eighth-notes and a marked stringendo, at measure 49, 

propels the music to the next section.  The third section, from measures 53-76, retracts the tempo 

to quarter-note equals 76, and is marked tenuto. The viola is marked espressivo and the clarinet 

Musical Example 2.2.3: Kleine Konzert, Movement 2, Measures 29-36 

Musical Example 2.2.2: Kleine Konzert, Movement 2, Measures 1-4 
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is espressivo vibrato, and both play homorhythmically, while the piano accompanies.  This 

creates a diverse combination of tone colors from all instruments.  At measure 69, the viola plays 

ponticello, as the rhythm thins out to primarily half-notes in the clarinet and piano to the end of 

section.  The fourth section is from measures 77-87 and is marked Lento, quarter-note equals 58.  

This section borrows thematic material from section 2, and the melody and accompaniment 

alternate between the viola and clarinet: one instrument plays the melody, while the other plays a 

triplet accompaniment, then they alternate.  The movement ends with triplets in the piano in 

accelerando then abruptly in calando, or that slow down.  The final sigh of rhythm gives the end 

of the movement a surprise.  

 The third movement of Kleine Konzert begins in the 3/4 time-signature, and is marked 

Vivo.  The movement will be divided into three sections, and is discussed in terms of main 

themes and their stylistic elements.  The first section, from measures 1-134, has three main 

thematic ideas, with a return to the original theme at measure 114.  The first thematic idea is 

presented by the clarinet, and is answered by a quarter-note tied to an eighth-note, then an 

eighth-note.  The theme is playful and waltz-like and is answered with an fz in the piano, creating 

excitement. 

 

 

 

 

 

Theme 1 is repeated at measure 35.  At measure 50, theme 2, which ascends in step-wise 

motion, is presented in pp and leggiero in the piano part.  The clarinet presents theme 2, which is 

accompanied by eighth-notes in the piano and viola.  Theme 3 is presented in the piano at 

measure 83, and is marked giocoso, or jokingly.  Theme 3 comprises of a half-note, then three 

triplet eighth-notes, then half-note, then seven quarter-notes, which move chromatically within a 

minor third interval.  In the vivo tempo, the melody is coquettish and amusing.  The piano plays 

Musical Example 2.2.4: Kleine Konzert, Movement 3, Measures 1-8 
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theme 3 alone, then it is echoed by the viola and clarinet.  This interchange is repeated three 

times, allowing all instruments to share melodic content.  Theme 1 is directly repeated at 

measure 114, transitioning to another character presented in the next section. 

 The second section has three main thematic ideas and includes a meter and tempo change 

as well as several expression markings.  Theme 4 begins in the clarinet at measure 134, marked 

ironico and is accompanied by the viola.  It is answered by an eighth-note figure that is leggiero 

and bouncy.   
 

 

 

 

 

 

Theme 4 is repeated at measure 166.  At measure 182, there is a meter and tempo change, to 

half-note equals 96, and is marked Agitato.  The meter shifts from the 3/4 time-signature to cut-

time.  The character changes from a light-hearted dance to declamatory and serious.  The melody 

begins in the viola first, and then the clarinet and viola play it unison at measure 190.  Theme 5, 

at measure 198, is marked Deciso, implying a strict, serious interpretation.  This theme is 

answered by a more lyrical melody at measure 206, which is marked Appassionato.  The 

Appassionato theme begins with homorhythmic movement in all voices, and is lush and legato.  

Then, the clarinet takes the legato melody, while the viola and piano play a staccato 

accompaniment.  The Agitato melody, from measure 108, returns in the piano part, but this time 

the melody is soft.  This transitions the melodic line back to Tempo Primo, and the dance-like 

Theme 2, from measure 50, is repeated.  Theme 1 is exactly repeated at measure 266.  A short 

codetta, driving the movement to its conclusion, begins at measure 296.  The clarinet and viola 

play staccato eighth-notes, which heightens the rhythmic intensity of the movement. 

Kleine Konzert places the viola in an important position in chamber music.  It takes the 

viola away from simply accompanying a melody, to having a large amount of melodic content.  

Musical Example 2.2.5: Kleine Konzert, Movement 3, Measures 134-141 
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The viola no longer has to listen while others play the melody, it can share in the melodic 

contents presentation and development.  Uhl‟s usage of clarinet, a middle-ranged instrument, 

compliments the tone and timbre of the viola.  When the two instruments‟ timbres combine, it 

creates a complex sound that has been explored in this work. 

 

 

2.3 Vier Lieder Aus Der Heiteren Kantate “Wer Einsam ist, der hat es gut.” 

für Sopran, Viola, & Klavier 

 
Vier Lieder Aus Der Heiteren Kantate “Wer Einsam ist, Der hat es Gut” is a four 

movement work for soprano, viola and piano and is dedicated to Donna and David Dalton.  

Donna Dalton provided the English interpretation of the German text.  Each movement has text, 

which is written by three satirist authors: Joachim Ringelnatz, Christian Morgenstern and 

Wilhelm Busch.  The four movements are arrangements from Uhl‟s comic cantata Wer Einsam 

ist, Der hat es Gut.  

 The first movement, Die Schnupftabaksdose or The Snuffbox, will be discussed in terms 

of the musical elements that complement Joachim Ringelnatz‟s text.  The movement‟s form is 

ABA and the Soprano part contains the majority of melodic content.  The piano introduction is 

an ascending half-step figure that is playful and introduces the text. 

Table 2.3.1: Movement 1, Measures 1-14 

German text English interpretation of German text 

Es war eine Schnupftabaksdose, There once was a snuff box of sorrowful fate, 

die hatte Friedrich der Groβe whose owner we‟re told was Frederick the Great. 

sich selbst geschnitzeit aus Nuβbaum 
holz. 

The king had carved it from wood so fine. 

und darauf war sie natürlich stolz. and therefore the box was particularly proud of her 
line. 

 

The principal theme is chromatic with a G-natural, A-flat, G-natural, F-sharp, G-natural 

progression.  At measures 5-6, and at measures 35-36, the viola and soprano play the melody in 
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unison. This section has several tempo changes; the initial tempo is Largo, quarter-note equals 

63, then a poco animato, quarter-note equals 80, at measure 7, and comodo, quarter-note equals 

69, at measure 11, which is marked dolce in the soprano part and espressivo in the viola.  The 

slight tempo changes and chromatic melody create a light-hearted texture for the text‟s first 

stanza.  At measures 9-11, the soprano melody ascends in each measure by half-step to a G-

natural, the highest note of the phrase, as the viola accompanies with a espressivo 

countermelody.  At measure 13, there is an emphasis on the text “natürlich stolz” with accents on 

each note, then the piano transitions to the next section, where a misterioso melody, under a con 

sordino viola trill, is presented. 

 

 

 

 

 

 

 

Table 2.3.2: Movement 1, Measures 18-30 

German text English interpretation of German text 

Da kam ein Holzwurm gekrochen. A hungry worm crept along toward the wood 

Der hatte Nuβbaum gerochen. Whose lovely perfume made the worm feel so good. 

Die Dose erzählte ihm lang The Snuffbox grew anxious and tried  

und breit von Friedrich dem Groβen to explain „bout Frederick the Great 

und seiner Zeit. and his glorious reign. 

Sie nannte den Alten Fritz generös. The box vowed Old Fritz showed great generosity. 

Da aber wurde der Holzwurm nervös and yet the worm was not softened by her plea. 

 

Musical Example 2.3.1: Vier Lieder, Movement 1, Measures 18-22 
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The tempo at measure 18 is quarter-note equals 72, then it ratchets up to quarter-note equals 80 

at measure 23, when the soprano sings, “Die Dose erzählte ihm lang und briet”.  The principal 

theme is repeated in the soprano part, but is varied on the text, “von Friedrich dem Groβen und 

seiner Zeit” and stays in the voice‟s middle register.  The flowing legato soprano part contrasts 

with the piano accompaniment, which is short and pointed.  At measures 29-30, the text “Da aber 

wurde der Holzwurm nervös” is emphasized by a poco a poco ritenuto and accents on melodic 

notes.  The viola‟s role in this section is accompanimental. 

 

Table 2.3.3: Movement 1, Measures 33-40 

German text English interpretation of German text 

und sagte, indem er zu bohren begann: He shrugged as he measured the size of his feast: 

“Was geht mich Friedrich der Groβe an!” “Old Fritz and all his glories touch me not in the  
least!” 

“Was geht mich Friedrich der Groβe an!” “Old Fritz and all his glories touch me not in the  
least!” 

 

The third section opens, at measure 31, with the introduction from the beginning of the 

movement.  In this presentation of the introductory theme, the viola joins the accompaniment.  

At measures 34-36, the first theme is repeated in the soprano and viola at the octave.  The 

movement ends the same way it began, with the piano playing a half-step ascending quarter-note 

to an eighth. 
 

 

 

 

 

 

 

 

 
Musical Example 2.3.2: Vier Lieder, Movement 2, Measures 41-44 
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The second movement is titled Die Zirbelkiefer, or The Stone Pine.  The text was written 

by Christian Morgenstern, and explains the nature of the human soul.   

 

Table 2.3.4: Movement 2, Measures 8-41 

German text English interpretation of German text 

Die Zirbelkiefer seht sich an The little pine tree had a goal: 

auf ihre Zirbeldrüse hin; to know the lodging of her Soul. 

sie las in einem Buche jüngst, One book she read had made it plain: 

die Seele säβe dort darin the Soul is hidden in the brain. 

Sie säβe dort wie ein Insekt The soul resides in its cac(c)oon 

voll wundersamer Lieblichkeit of wonderous worth and loveliness 

von Gottes Allmacht aus geheckt und 
 

By God‟s great power planned and hewn,  
 

ausserordentlich gescheit with such exceptional finesse 

Die Zirbelkiefer sieht sich an The little pine tree had a goal: 

Auf ihre Zirbel drüse hin; to know the lodging of her Soul. 

Sie weiβ nicht, wo sie sitzen tut, She knows not where her Soul may be, 

Allein ihr wird ganz fromm zu Sinn, and yet her quest reveals at best her piety! 

 

The movement consists of one thematic idea that is presented once and varied twice.  The viola 

takes a more prominent role in this movement, with the presence of four viola melodies, which 

are accompanied by the piano.  The viola opens with an introductory theme, under undulating 

triplets in the piano.  The melody is legato and espressivo and sings in the viola‟s middle 

register.  To accommodate the balance, the piano is lightly orchestrated, with only a single voice 

accompaniment, until measures 6 and 7, which contain soft half-note chords finishing the phrase.  

The melody‟s rhythm contain three eighth-notes, followed by a quarter, quarter, dotted quarter, 

then an eighth-note.  This rhythm is quoted at different pitch levels in each section. The texture is 

hushed and calm, with a simple soprano melody and pp triplets in the piano.   
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The soprano part returns at measure 21, and there is a dramatic slowing in tempo, on a sustained 

A-major seventh chord, at measure 28 on the text, “ausserordentlich gescheit”.   The last section 

starts piano then moves to mezzo forte and reaches the movement‟s highest note, an A-flat, at 

measure 38.  The viola ends the movement with the first melody that is varied.  It is espressivo, 

in the movement‟s last two measures, giving the movement a delicate ending.  

 The third movement, Im Park or In the Park, is Moderato con delicatezza and has a text 

written by Joachim Ringelnatz.  

 

Table 2.3.5: Movement 3, Measures 3-30 

German text English interpretation of German text 

Ein ganz kleines Reh stand am I once saw a deer by a  

ganz kleinen Baum, tree in the park, 

still und verklärt wie im Traum. Staring transfixed in the dark 

Das war des Nachts elf Uhr zwei. It was about midnight then 

Und dann kam ich un vier  in the morning I came 

morgens weider vorbei, Very early again 

und da träumte noch immer das Tier And I found him dreaming the same. 

Nun schlich ich mich leise, I crept up behind him, 

ich atmete kaum, gegen den Wind (my breath I held tight) into the breeze 

an den Baum, Out of sight, 

und gab dem Reh einen ganz kleinen Stips. And gave that deer the most gentle of pokes. 

Und da wares aus Gips. He was plaster! A HOAX! 

 

Musical Example 2.3.3: Vier Lieder, Movement 2, Measures 8-13 
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The movement is quiet and delicate, and stays in piano.  It is thirty measures in length.  The 

movement‟s length allows for little melodic development, and has the character of a song a 

mother might sing to an infant.  The piano opens with staccato eighth-notes that complement the 

light-hearted text.  The soprano enters with the principal melody, which changes time-signatures 

from 5/4, to 3/2, then to 4/4.  The principal melody is sweet and has little embellishment.  The 

texture becomes quiet at measures 8 and 9, where the piano sustains long tones, while the 

soprano sings “Das war des Nachts elf Uhr zwei”.  It is performed with the viola at the octave.  

Then the principal melody, which is altered at the phrase ending, returns at measure 14.  A poco 

animato, at measure 22, is pianissimo, and is accompanied by a chromatic descending passage in 

the soprano and viola part, C-sharp, then C-natural, then B-natural, and then A-sharp.  The 

movement ends with the soprano indicated to “tonlos geflüstert” or a toneless whisper, on the 

text “aus Gips.”  

 Movement four‟s, Hund und Katze or Dog and Cat, text was written by Wilhelm Busch 

and will be discussed in terms of form and selected musical elements.  The text has a dark 

character, yet displays life lessons that are easily accessible to the audience.  The life lessons are 

that life has a hierarchy, life comes to an end, and people have compassion.  The movement, 

marked Con Anime, has four thematic sections.  It opens with staccato sixteenth-notes in the 

viola and staccato notes in the piano that are hurried and quick moving.  The first section‟s 

theme goes through measure 20.  

 

Table 2.3.6: Movement 4, Measures 5-20 

German text English interpretation of German text 

Miezel, eine schlaue Katze, Tabby was a clever kitty, 

Molly, ein begabter Hund, Molly was a dog of pride. 

wohnhaft an demselben Platze, Each by nature know no pity 

haβten sich aus Herzensgrund. for the other‟s weaker side. 

Schon der Ausdruck ihrer Mienen, And their hatred showed quite clearly: 

bei gesträubter Haarfrisur, they would fight at any cost. 

zeigt es deutlich: zwischen ihnen So it must be said sincerely: 

ist von Liebe keine Spur. „Tween the two was no love lost!  



 22 

 

Theme 1, presented in the soprano part, is comprised primarily of eighth-notes, and is 

accompanied by sixteenth-notes that alternate between viola and piano.  The movement‟s fast 

tempo gives the eighth-note melody a light-hearted playful texture.  The soprano melody 

highlights the key of C major and is comprised of four bar phrases.  A shift in tonality occurs at 

measures 11-12 to F minor, then to G major at measures 13-14, then back to C major to finish 

the phrase.  The changes in tonality reflect the changes in the text, which reflects the tension 

between the two animals.  The second section‟s soprano melody, beginning at measure 23, 

darkens the texture and is comprised of quarter-notes and eighth-notes.  In this section, the cat is 

shot and killed by a hunter on an accented staccato B-natural, on the text “bumm!”.  The viola 

and piano move, in Agitato, to the next section, which further unfolds the story.   

 

Table 2.3.7 Movement 4, Measures 23-30 

 

Table 2.3.6: Movement 4, Measures 5-20, continued 

German text English interpretation of German text 

Doch wenn Miezel in dem Baume Often Tabby sprang so freely 

Wo sie meistens hin entwich, to the treetop in retreat, 

friedlich dasitzt wie in Traume, safely watching far from Molly, 

dann ist Molly ausser sich. Then the dog felt her defeat! 

Beide lebten in der Scheune, In the hayloft they were neighbors 

die gefüllt mit frischem Heu. where the hay was fresh and sweet. 

Alle beide hatten Kleine, Each of them had hungry youngsters: 

Molly zwei und Miezel drei. Molly two and Tabby three 

German text English interpretation of German text 

Einst zur Jagdging One day Tabby 

Miezel wieder auf das Feld. Went a hunting in the fields. 

Da geht es bumm! There came a BANG! 

Der Herr Förster schoβ sie nieder. Seems the Warden shot poor tabby. 

Ihre Lebenszeit ist um. Took her life without a pang. 



 23 

The third section, from measures 35-45, is quasi-recitative with very light accompaniment in the 

piano and viola.  The thin texture reflects the delicate nature of the text, which explains how the 

dog came to aid the cat‟s offspring.  The tempo retracts several times throughout the section, 

reflecting the dog‟s compassion and allows the soprano part to emote this.   

 

Table 2.3.8 Movement 4, Measures 35-44 

German text English interpretation of German text 

Oh, wie jämmerlich miauen Oh, with sorrowful meowing 

Die drei Kinderchen daheim. Tabby‟s babies did implore. 

Molly eilt, sie zu beschauen, Molly quickly came to soothe them, 

Und ihr Herz geht aus dem Leim. And her heart was softened more. 

Und sie trägt sie kurz entschlossen So she gently took the orphans  

zuder eig‟nen Lagerstatt, to her litter in the straw, 

Wo sie nunmehr fünf Genossen making five who feast together 

An der Brust zu Gaste Hat. At her bosom paw to paw. 

 

The fourth section, from measures 46 to the end, brings back theme 1 from section 1.  The text 

ends on a positive tone.  It explains there is mercy for everyone.  The playful melodic texture of 

theme 1 returns with the soprano part‟s eighth-note note melody.  The viola and piano conclude 

the work with a three measure stretto, where the viola plays fast moving sixteenth notes to the 

final note, C-natural.  

 

Table 2.3.9 Movement 4, Measures 46-51 

German text English interpretation of German text 

Mensch mit traurigem Gesichte, Human nature‟s woeful glories 

Sprich nicht nur von Lied und Streit Fill one‟s heart with deep despair 

Selbst in Brehms Naturgeschichte  Yet in Brehm‟s fine Nature Stories 

Findet sich One can find 

Barmherzigkeit! Great mercy there! 
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Vier Lieder shows the viola‟s ability to easily transition between accompaniment and 

melodic content, as well as providing interesting tonal colors.  In the third movement, the viola 

primarily accompanies, as displayed by shimmering pp tremolo that supports the soprano‟s vocal 

melody.  In the second movement, the viola and soprano alternate with melodic content.  The 

viola does not accompany, nor does it play the same melody as the soprano.  It performs its own 

melody, giving it a more prominent role.  The first and fourth movement, Uhl uses the soprano 

and viola at unison or the octave to provide a diverse timbre.  
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CHAPTER 3 

VIOLA ETUDES: A CHRONOLOGICAL DISCUSSION 
 

 

 

To begin our study on Alfred Uhl‟s viola etudes we must define what an etude is and 

determine some etudes that were exclusively composed for viola.  The etude, or French for 

“study”, is a composition intended to improve the physical dexterity of an instrumental player by 

isolating technical elements and drilling them in varied combinations such as tonal, rhythmic or 

lyrical variation.  The etude can focus on different elements, such as a tricky fingering or bow 

technique, and drill them in every key or every rhythmic combination.  Etudes are an essential 

part of a string player‟s technical development.  The technical elements presented in etudes can 

help the violist more accurately perform solo, chamber and orchestral works.   

 Violists have utilized the violin etudes of Pierre Rode (1774-1830), Rudolphe Kreutzer 

(1766-1831), Franz Wohlfarht (1833-1884) as well as other violin study books.  There are etude 

books written exclusively for viola.  For instance, Michel Corrette (1709-1795) wrote Methode 

d’Alto, which includes a Sonata in D major for 2 Violas, and Sonata in B-flat Major for viola 

and basso continuo.  François Cupis (1739-1809) wrote Methode d’Alto which includes fourteen 

short pieces for two violas, a discussion on how to properly hold the viola and bow, and includes 

a four page caprice.  Michel Woldemar (1750-1816) wrote Methode d’Alto which includes 

scales, bowing technique, various ornaments, and bariolage and ends with a theme and eight 

variations for viola.  Franz Anton Hoffmeister (1754-1812) and Alessandro Rolla (1757-1841), 

also wrote etudes and caprices exclusively for viola.  Bartolomeo Campagnoli (1751-1827) 

wrote 41 Caprices for Viola which is standard in many student violists‟ repertoire.  Lillian Fuchs 

(1901-1995) wrote Twelve Caprices for Viola, Fifteen Characteristic Studies for Viola, and 

Sixteen Fantasy Etudes for Viola, which are characterized by their exemplary technical and 

musical merits.     

 Alfred Uhl composed several pedagogical works in the form of solo instrument etude 

compositions.  Of the most popular etude books are the forty-eight etudes for clarinet, written in 

1938, which are in the standard repertoire of collegiate and professional clarinetists.  Though Uhl 
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was not a clarinetist, he composed several works for his clarinetist friend, Vienna Philharmonic 

Orchestra‟s Leopold Wlach (1902-1956).20  The clarinet etudes were written shortly after Uhl‟s 

famous Kleine Konzert für Viola, Klarinette & Piano; Etude 38 of the clarinet etudes also 

appears in the third movement of Kleine Konzert.
21 There is also one volume of bassoon etudes 

that capture Alfred Uhl‟s compositional style.  In 1971 and 1972, he also composed two volumes 

of etudes for viola.  The fifty viola etudes are lyrical, rhythmic, and have technical and musical 

elements that challenge the student violist.  This discussion hopes to spotlight the etudes‟ 

pedagogical merits, and expose them to music teachers.  The Treatise author‟s goal is to elevate 

the work‟s popularity in teaching studios, and encourage the inclusion of them into the standard 

repertoire for viola students.   

 

 

3.1 Volume I 

 
Alfred Uhl wrote two etude books for viola.  The first etude book was published in 1973 

and is comprised of thirty etudes; the second etude book was published in 1975, and is made up 

of twenty etudes. The first book of thirty etudes is moderately difficult, and the second etude 

book is more advanced in technical difficulty.  There are several commonalities between the 

etudes.  For instance, the major form of each etude is ABA.   Forty-nine of the fifty etudes are 

written with no sharps or flats in the key-signature, this is not to imply that all are written in C 

major. The individual etudes address certain issues in viola technique.  The majority of the 

etudes are one page in length. Most have a Tempo marking with a metronome marking. Three of 

them are marked Tempo ad libitum.  Uhl typically composes the etudes in eight-bar phrases 

including a weaker cadence after four measures and a stronger cadence at the end.  There are 

differences between the etudes as well.  Each has its own character and mood.  A wide range of 

time-signatures are presented including 7/8, 5/8, 3/8, and 6/4.  They should be practiced 

sequentially, as each new etude is harder than the one preceding it.  Given the etudes changing 

tonalities and their advanced sense of character, these etudes are best suited for advanced high 

school or collegiate violists. These etudes could be recommended to a violinist who intends to 
                                                      
20 Daniel Laubacher, “Alfred Uhl‟s Early Clarinet Period” The Clarinet, May/June (1990): pg. 22. 
 
21 Daniel Laubacher, “Alfred Uhl‟s Early Clarinet” pg. 24. 
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learn viola. The strange tonalities will be a challenge for note reading, and there is enough 

character in the etudes to demand a brilliant tone. 

Defining the musical and technical elements, and pedagogical approaches to Uhl‟s viola 

etudes, will expose viola teachers to this student repertoire.  The discussion of Alfred Uhl‟s viola 

etudes will occur in chronological order and be centered on the following aspects of each etude: 

1) Musical elements including tempo, dynamic, and articulation markings, etc; 2) Technical 

elements including issues concerning the performance of the violist‟s right and left-hand or 

combinations of both; 3) Expressive elements including issues concerning style, tone and 

phrasing. The etude‟s musical elements will be quantified.  For instance, all of the tempo 

markings and key/time-signatures have been noted, along with articulation and dynamic 

markings in order to assess needs of the player's bow stroke.  The etude's pitch range, double-

stops and ornamentation markings have been isolated, in order to assess the player's left-hand 

requirements.  Other miscellaneous markings, like clef changes, up and down bow notation 

markings, and other markings specific to an etude, have been noted. The discussion will focus on 

the pedagogical uses and technical elements.  The technical elements will be discussed in terms 

of issues concerning the player's left-hand, right-hand/arm and/or combinations of both. 

Alfred Uhl's Dreiβig Etuden für Viola consists of thirty etudes and requires medium 

technical ability.  These etudes should be assigned to an advanced high school or undergraduate 

freshman or sophomore, because they rarely leave the viola fingerboard‟s first, second, or third 

position and they have a straightforward compositional style.  The first etude book is dedicated 

to Karl Stierhof.  Uhl comments at the beginning of the etude book, "I wish to thank Professor 

Karl Stierhof, professor for viola at the Vienna Academy of Music and member of the Vienna 

Philharmonic Orchestra, for adding the fingering to my studies and for the critical revision. 

Alfred Uhl"22  The etudes of the first volume will be chronologically discussed, in terms of their 

musical and technical elements, in order to anticipate potential student issues.   

The first etude is a warm-up etude, comprised mostly of half-notes in the 4/2 time-

signature, and is marked Tenuto.  All pitches are to be played forte, with no accent, requiring a 

steady bow stroke.  The etude moves from half, first, second and third positions and is designed 

to get the violist ready to play more difficult works.  There is opportunity to perform perfect 

intonation with a full forte sound. 

                                                      
22 Alfred Uhl, Dreiβig Etüden für Viola, Edition Schott VAB 44, Mainz. B. Shott‟s Söhne, 1975. 
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 Etude 2, marked Andante con moto and molto espressivo, has several tempo and dynamic 

shifts throughout the etude that challenge the violist‟s left and right-hand.  There are eight 

closely related tempo changes included: seven are tempo changes with specific metronome 

markings, and one is a poco rallentando.  The tempo starts at quarter-note equals 112, and is 

slightly increased to quarter-note equals 126 at measure 9.  Then, the tempo retracts to quarter-

note equals 104 at measure 13.  The tempo indication changes four more times and there is one 

poco rallentando or, slightly slowed down.  This etude challenges the performer‟s ability to shift 

tempos efficiently and clearly; the performer will need to make a noticeable difference between 

the similar tempos.  There are several dynamic changes; eight piano, five forte, four mezzo forte 

and one fortissimo markings are present.  Two crescendo markings and one decrescendo are 

given by the composer.  The constant changes in dynamics and tempo provide an unsteady 

rhythmic feel that has an expressive melodic contour. 

Etude 3 addresses changes of pulse between the 6/4 time-signature and 3/2 time-

signature.  In the 6/4 time-signature, Uhl brackets three quarter-notes together implying that the 

pulse should be felt on every third quarter-note.  When the time-signature changes to 3/2, the 

quarter-notes are bracketed by 2, implying the emphasis should be placed on every two quarter-

notes.  It is marked Tempo ad libitum.  The technical elements throughout the etude require the 

performer to shift from half and first position, and changes in tonality require strong intonation 

training.   

Etude 4 has varied lyrical styles.  It is marked Andante semplice, and is in the time-

signature of 4/4.  It is written with one flat in the key-signature.  The etude has two stylistic 

sections: the first being a legato theme, which is simple and sweet, and the second thematic 

section sounds like a bugle call.  The first section begins in the viola‟s lower register and the 

principal theme is stated twice.  The melodic line builds as the dynamic increases to forte, 

bringing the section to a climactic conclusion.  The second section is spiccato, piano, and 

characterized by sixteenth and eighth-notes that are bouncy.  These different characters give the 

etude a diverse texture that challenges musical interpretation.  Then, a short recap of the 

principal theme is presented and a poco animato propels the line to the etude‟s end.  Melodic 

content from this etude was used, by Uhl, in the Swiss documentary, Seldwyla, named after a 

small town in northern Switzerland.  Uhl described the work in the film: “For the beginning and 
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the end of the film I wrote a simple melody reminiscent of a folk-song, with clouds passing on a 

beautiful evening. An(d) then a trumpet solo.  I wanted something sweet and simple.”23   

Etude 5 challenges the player with musical elements like syncopations, and unanticipated 

accents as well as technical elements, including fast moving double-stops played spiccato under 

a brisk tempo.  There are three major sections in the etude: ABA where the A section is crisp and 

syncopated and B is primarily legato. The etude has a dance-like character with varied textures; 

the first section is short and bouncy, then the middle section is legato and lyrical.  The A section 

has short syncopated notes.  The etude‟s principal theme is a syncopated melody that is varied 

six times throughout the etude.  The principal theme has a dance-like character that is 

challenging to perform at the fast tempo. 

 

 

 

 

 

 

There are accents that change the rhythmic emphasis.  The predominant placement of the accents 

is on beat 1, with fifteen occurrences.  However, there are five accents on beat 2, and nine 

accents that occur on beat 3, all in the 3/4 time-signature.  The player will need to pay particular 

attention not to accent beat 1, and bring out accents on beats 2 and 3.  The technical element in 

the violist‟s left-hand is the ability to play quick-moving double-stops.  Often double-stops occur 

with open string double-stops followed by two non-open string double-stop notes.  The etude has 

one hundred and five staccato markings, which is challenging for the violist‟s right-hand under 

the fast tempo.   

Etude 6 addresses the 5/8 time-signature and other musical elements.  The tempo is 

marked Animato, quarter-note equals 152, amabile, or to be played lovingly.  There is a con 

sordino marking, or playing with a mute.  This is a good etude because the violist is asked to 

play muted. String players are often asked to play con sordino, but tone experimentation while 

muted may go overlooked during the violist‟s etude study.   

 

                                                      
23 Daniel Laubacher, “Portfolio,” pg. 86. 

Musical Example 3.1.1: Volume 1, Etude 5, Measures 1-16 
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The time-signature of 5/8 can also be a challenge for the player.  Uhl said about the tendency of 

playing in the 5/8 time-signature, “It is often the case when the fifth eighth-note is played too 

0etude, with a poco più mosso, eighth-note equals 176, section.  There is a return to the original 

tempo at the etude‟s end with a short return of the original melody.  There is an expressive 

quality to it as well with the legato melodic lines and dynamic contrasts displayed by sixteen 

changes in dynamics including five pianos, four mezzo fortes, one forte, one subito piano, three 

crescendi, and one rallentando.  The principal melody returns at the end in p and ends on 

harmonic notes, giving the end a hushed and soft texture. 

 Etude 7 has musical, technical, and stylistic elements that will be discussed.  The etude is 

written in the time-signature of 6/4, where the emphasized beat vacillates.  For instance, in the 

beginning of the etude, the emphasized beats are beats 1 and 4.  Then at measure 21, there is a 

tempo change to quarter-note equals 176, where the emphasized beats move from beats 1 and 4, 

to a more syncopated pulse where every two quarter-notes are emphasized. The technical 

elements in the etude include accented articulations, requiring a marked bow stroke, and varied 

dynamics, requiring bow control.  Another bow consideration is pesante marcato section at 

measure 33, which is marked fortissimo and has several accented half-notes.  There are seven 

tempo changes in the etude.  The composer has marked the piece molto espressivo, which 

implies a certain stylistic character.  The composer says “(The etude) should be played very 

melodically."24 

 Etude 8 has quick shifting dynamic contrasts, double-stops and slur combinations that 

require technical proficiency.   The 9/8 time-signature helps the playful principal theme flow and 

sing through the middle register of the viola.  The player is asked to play loudly; then, without 

                                                      
24 Daniel Laubacher, “Portfolio,” pg. 86. 

Musical Example 3.1.2: Volume 1, Etude 6. Measures 1-12 
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notice asked to play softly.  For instance, the first dynamic marking is forte, and at measure 5 the 

player is asked to play piano. The etude goes from loud to soft, without decrescendo, three times.  

At measure 12, the dynamic is marked forte, and there is a crescendo marked under the entire 

measure.  At measure 13, the player must resolve the crescendo to a piano. The technical 

elements that will need to be addressed by the performer are the forty-six quick moving double-

stops.  The majority of the double-stopped notes are comprised of forty-two one-stopped note 

and an open string (non-stopped note) and four two-stopped notes.  There are also several slur 

combinations alternating between the 9/8 and 12/8 time-signatures.  The seven slur combinations 

are below with the amount of occurrences in the etude. 

 
Table 3.1.1: Slur combinations 

        

26 times  14 times  10 times  10 times  2 times  2 times 

 

5 times 

 

Etude 9, which is marked Allegro con spirito, quarter-note equals 140, has issues 

concerning the bow.  Con spirito implies an energetic interpretation of the tempo, giving the 

melody excitement.  The etude is comprised mainly of quarter-notes that rest on the beat. 

However, the principal melody plays with syncopation.  The quarter-notes resting on the beat 

have different slur combinations, requiring bow control.  For instance, there are fourteen 

occurrences of slurred notes on quarter-notes on beats 1 and 2, there are five occurrences of 

slurred notes on quarter-notes on beats 2 and 3 and twenty-three occurrences of slurred notes on 

the quarter-notes of beats 3 and 4.  There is an occurrence where beats 2, 3, and 4 quarter-notes 

are slurred.   
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The etude is marked sempre marcato, indicating that all notes should be played with a marked 

bow stroke. 

Etude 10 is marked scherzando or jokingly.25  The etude primarily improves the left-

hand.  The violist‟s left-hand challenges are the use of various scales ascending and descending 

in thirds, an extended forth finger, and left-hand pizzicato.  The violist performs fast moving 

scales in thirds in C major, C minor, A minor, and E major.  The character of the movement is 

playful and is waltz-like with emphasis on beat 1. 

 

 

 

 

 

 

 

 

 

In measure 1, Uhl emphasizes beat 1 with short eighth-notes followed by slurred eighth-notes on 

beats 2 and 3.  This rhythmic figure occurs eleven times.  At the end of the etude, the left-hand 

pizzicato gives it a playful ending.    

Etude 11 has musical elements like meter changes and slight tempo changes, left-hand 

issues, including fingering suggestions in half, first, second, third and fourth positions, right-

                                                      
25 "scherzando." in The Oxford Companion to Music, edited by Alison Latham. Oxford Music Online, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/opr/t114/e5948 (accessed September 1, 
2010). 

Musical Examples 3.1.3: Volume 1, Etude 9, Measures 1-10 

Musical Example 3.1.4: Volume 1, Etude 10, Measures 1-10 
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hand issue, including tremolo, and stylistic elements, such as expressive playing.  The etude is 

marked Andante, quarter-note equals 92, and molto espressivo.  This etude should be played with 

“much expression” and the principal theme‟s range extends from the viola‟s lowest note to an A5 

in diminuendo.
26

  The theme‟s flowing legato line gives it a warm and rich quality.  The etude 

has thirteen dynamic changes, and three tempo changes, from quarter-note equals 92 to quarter-

note equals 100, then back to quarter-note equals 92, causing turbulence in the melodic line.  

There are twenty-five meter changes shifting from 3/4, 4/4, and 5/4.  The left-hand issues include 

the closeness of the intervals.  There are seventeen occurrences of half-step movement, which 

can be hard to tune.  The player can perform this with either the same finger, or two different 

fingers.  Another left-hand issue is the eighty-nine fingering suggestions, which is a high amount 

of fingering suggestions when compared to Uhl‟s other viola etudes.  The violist‟s right-hand 

issues include the three tremolo notes and varied articulation markings.  Relaxing the right-hand 

during the tremolo is imperative in order to avoid potential injury.  There are five tenuto, four 

accent and two staccato markings, requiring different bow strokes.   

Etude 12 combines stylistic and technical elements including left-hand issues like double-

stops, and right-hand issues like expression and dynamic markings.  The tempo is marked 

Allegretto giocoso, half-note equals 126, which is moderately fast and characterized as being 

“jocular, or a game.”27  The principal melody, comprising of eighth-notes alternating with 

quarter-notes, is playful, under the fast tempo.  The etude‟s left-hand issues are displayed by fifty 

occurrences of double-stopped notes.  There are varied intervallic double-stopped notes such as 

perfect fifths, perfect fourths, major and minor thirds, major and minor sixths, and major and 

minor seconds, all occurring above or below an open string.  This requires clarity in intonation 

from the left-hand, and a curved finger, which will prevent the student from unintentionally 

stopping the open string.  There are fifty-six fingering suggestions in the etude.  The composer 

indicates “untere Hälfte / lower half”, or to play in the lower half of the bow.  The varied 

occurrences of expression markings require different bow strokes.  There are one hundred thirty-

eight expression markings, the majority are staccato markings with ninety-eight occurrences, 

twenty-six accented staccato markings, eight accent and six tenuto markings.  These expression 
                                                      
26 Daniel Laubacher, “Portfolio,” pg. 87. 
 
27 "Giocoso." In Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/11169 (accessed September 1, 
2010). 



 34 

markings require the player to play on or off-the-string with accents.  Terraced dynamics are 

present requiring varied bow weights.  The dynamic markings require the player to quickly 

switch from playing with little bow weight, to heavy bow weight. 
 

 

 

 

 

 

Etude 13 is marked Animato, quarter-note equals 152, and amoroso is indicated.  

Amoroso is Italian for loving and/or affectionate.28  Uhl said that the purpose of the etude is to 

place the eighth-note triplet figure on different beats within the 3/4 time-signature; further 

inspection reveals other stylistic and technical issues for the violist.29  The intended style, 

amoroso, is not used as an expression marking in either of Uhl‟s clarinet or bassoon etude books.  

The principal melody is a sweet melody in quarter-notes, with triplet eighth-note interjections, 

propelling the rhythm forward.  There are challenges for the violist‟s left-hand.  Stierhof suggests 

seventy-two fingerings, which reside in first, second or third position.  Stierhof indicates that the 

viola performer will use the fourth finger in different ways.  On two occasions, the performer is 

asked to use an extended fourth finger, or reaching fourth finger above first position, as in 

measures 17 and 67.  In measure 33, the performer plays a triplet eighth-note figure with a fourth 

finger F-sharp, then the open C-string, and then G-natural with the fourth finger.  In first 

position, the player will retract the fourth finger back to reach the F-sharp, then quickly move the 

fourth finger a half-step higher to G-natural. 

Etude 14, Allegro capriccioso, quarter-note equals 144, is latent with expression 

markings and rhythmic trickery that convey the etude‟s character.  The term capriccioso implies 

a playful and whimsical character, displayed by ninety-six articulation markings and twenty 

                                                      

28 David Fallows, "Amoroso." in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/00815 (accessed November 16, 
2010). 

29 Daniel Laubacher, “Portfolio,” pg. 88.   

Musical Example 3.1.5: Volume 1, Etude 12, Measures 57-66 
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dynamic markings.  There are sixty-four staccato markings, implying a shorter, off-the-string, 

bow stroke, and twenty-four tenuto markings, implying a longer bow stroke.  The ben tenuto e 

marcato section fuses the two latter bow strokes, and provides contrast between sections.  The 

dynamic markings range from pianissimo to fortissimo, though the majority of the etude is in 

forte, with short interjections in piano.  The character is best described in the composer‟s own 

words, “there are various rhythmic „dirty tricks‟ used in this etude.  In other words, there is no 

regular inner rhythm but a constantly changing one.  The “capriccioso” character, as indicated, is 

typical here”.30 The principal melody displays the “rhythmic trickery”, which is syncopated and 

accented on the last eighth-note of measures 3 and 8. 

 

 

 

 

 

 

 

 

 

Etude 15 is marked Ritmo di ballo, or as Uhl describes, as a “dance rhythm”, which is 

apparent in the principal theme.31  The principal theme is a bouncy motive in the 6/8 time-

signature and playfully uses sixteenth-notes to move the dance feel.  The etude also has 

expressive qualities that challenge the violist‟s left and right-hand.  Amabile, or “charming and 

gracious”, and espressivo markings require a gentle stylistic interpretation.32  The etude is in the 

6/8 time-signature; the amabile section is syncopated and is in piano and mezzo forte.  The 

syncopated amabile section contrasts the principal melody, which has little syncopation.   

 

                                                      
30 Daniel Laubacher, “Portfolio,” pg. 87. 
  
31 Daniel Laubacher, “Portfolio,” pg. 88. 

32 David Fallows. "Amabile." In Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/00720 (accessed November 17, 
2010). 

Musical Example 3.1.6: Volume 1, Etude 14, Measures 1-8 
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The technical issues exist in both the violist‟s left and right-hand.  There are fifteen double-stops 

requiring pristine intonation.  The double-stopped notes occur with one stopped note and an open 

string played simultaneously and double-stopped notes that involve two stopped notes.  The 

range of the etude extends to A5, which is the etude‟s highest note.  The etude has a variety of 

articulation markings, requiring varied bow strokes.  The staccato tenuto marking occurs sixty-

two times, requiring a short marked bow stroke.  There are seventeen tenuto markings, requiring 

a broader stroke. 

 Etude 16 is printed on two pages and is composed primarily of sixteenth-notes in forte.  It 

has technical issues involving the left and right-hand.  Stierhof offers two hundred and two 

fingering suggestions; the etude explores finger patterns in half, first and second positions.  The 

overall pitch pattern ascends and descends in stepwise motion, much like a scale.  There are 

several bowing patterns that challenge the violist.  There are bowing patterns that slur groups of 

sixteenth-notes, specify a certain bow stroke, require the etude to be played in a certain part of 

the bow, or combinations of the three.  There are slur combinations where all sixteenth-notes are 

grouped by 2 or 4, or slurring two sixteenth-notes, then separating two.  The performer is 

required to play the slur combinations at the tip or the frog of the bow.  One bowing suggestion 

requires a staccato bow stroke in the upper half.  Another bowing suggestion requires saltato or 

sautillé, which is an off-the-string bow technique, requiring the bow to come off-the-string 

naturally and effortlessly.33 

 Etude 17 has stylistic markings, requiring interpretation, and left and right-hand technical 

challenges.  The etude is Comodo, or comfortable, half-note equals 84.  Interestingly, the etude is 

also marked alla burla and Uhl elaborates: “do you know the “Burleske” for piano and orchestra 

                                                      
33 David D. Boyden and Peter Walls, "Sautillé," in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/24643 (accessed November 17, 
2010). 

Musical Example 3.1.7: Volume 1, Etude 15, Measures 13-22 
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by Richard Strauss? It‟s particularly witty.  This etude should not be played comically in the 

clown-like way but with a twisted character.”34  A burlesque is an amusing piece that is filled 

with exaggeration.35  This is displayed by quick changes between pizzicato and arco textures.  

There are five arco sections interspersed between six pizzicato sections.  The dynamic contrasts 

are often exaggerated; as in measure 25, which quickly shifts from piano to forte. 

 

 

 

 

 

 

The left-hand technical issues include the appearance of the fifty-three double-stops and twenty-

seven fingering suggestions.  The right-hand issues include quick changes between pizzicato and 

arco. 

 

 Etude 18 combines right bow arm motion with chordal progressions.  It is comprised of 

triplet eighth-notes followed by duple eighth-notes.  Uhl notes a tendency to perform the duple 

eighth-notes more elongated, and not in tempo.36  The etude is divided into three sections.  In the 

first section, the triplet eighth-notes ascend, the second section the triplet eighth-notes descend, 

and the third section is a short recap of the first section.  There are right-hand and left-hand 

technical issues that the performer will address.  The bow arm moves in different directions, 

when the eighth-notes ascend or descend in pitch.  When the triplet eighth-notes ascend in pitch, 

the violist plays on three strings and the bow arm makes a convex arc in the air, whereas when 

the triplet eighth-notes descend the bow arm makes a concave motion. 

 

 

                                                      
34 Daniel Laubacher, “Portfolio,” pg. 88. 

35
 Erich Schwandt, et al, "Burlesque," in Grove Music Online. Oxford Music Online, 

http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/04381 (accessed November 17, 
2010). 

36 Daniel Laubacher, “Portfolio,” pg. 88 

Musical Example: 3.1.8: Volume 1, Etude 17, Measures 25-28  
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The chordal nature of the etude requires the performer to simultaneously move the left-hand 

fingers. 

 Etude 19 addresses grace-note placement before or on the steady pulse.  A description 

and hypothetical scenario will be presented.  The etude is marked Deciso, dotted half-note equals 

69, and is in the 3/4 time-signature.  The pulse is felt in 1, giving the etude a mysterious dance-

like character that is rhythmically complex, with the addition of grace-notes.  It is composed of 

accented tenuto quarter-notes that periodically have grace-notes that fall on beats 1, 2 or 3 in the 

measure.  The grace note resolves up or down to the quarter-note.  Placement of the grace-note is 

either before the beat, or on the beat, requiring different interpretations.  For instance, if the 

grace-note is performed before the beat, the quarter-note after the grace-note will follow the 

pulse.  If the grace-note is performed on the beat, the quarter-note after the grace-note may sound 

Convex Right Arm Motion  Concave Right Arm Motion  

Table 3.1.2: Right Arm Motion 

Musical Example 3.1.9: Volume 1, Etude 19, Measures 1-4 

Musical Example 3.1.10: Volume 1, Etude 19, Measures 20-23 
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syncopated.  The performer will set the structure for the grace-note placement either before, or 

on the quarter-note. 

Etude 20 has musical and stylistic elements, like expression and articulation markings, 

that challenge the violist‟s right arm/hand.  The etude is marked Allegretto capriccioso, alluding 

to the etude‟s character.  The principal melody‟s pulse shifts from on the beat, to syncopated, 

giving it a playful quality.  There are other musical elements present, including rhythmic 

accuracy and tempo changes.  For instance, the etude‟s pick-up measure is marked pesante over 

a dotted eighth-note C-natural, followed by two thirty second-notes.  Uhl‟s intent with this 

marking is to have the performer sustain the C-natural in order for the thirty second-notes to be 

rhythmically accurate.37  This figure, dotted eighth followed by two thirty second-notes, occurs 

four times in the etude.  A similar rhythmic figure, two thirty second-notes followed by a dotted 

eighth-note, occurs eight times. 

 

 

 

 

 

 

 

Other musical elements present are the tempo changes and bow stroke indicators.   The etude‟s 

tempi are divided into three sections, beginning with quarter-note equals 116.  Then a più mosso, 

quarter-notes equals 144, is present at measure 17, then the original tempo returns at measure 33.  

There are several expression and articulation markings requiring direct interpretation from the 

violist‟s right arm/hand, including sempre marcato, requiring a marked bow stroke, and leggiero, 

requiring a light bow stroke.  There are eighty-one staccato markings, requiring short bow 

strokes.  Twelve of the staccato markings are under a slur, eight are down bow and four are up 

bow.  There are also twenty-six accented notes and six accented tenuto notes. 

Etude 21 addresses different combinations of rhythmic figures.38  The principal melody, 

in G major, ascends and descends in stepwise motion.  The rhythmic changes are the etude‟s 

                                                      
37 Daniel Laubacher, “Portfolio,” pg. 89. 
 
38 Daniel Laubacher, “Portfolio,” pg. 89. 

Musical Example 3.1.11: Volume 1, Etude 20, Measures 1-8 
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pedagogical challenge.  There are several rhythmic figures employed including eighth-note, 

followed by two sixteenth-notes, or two sixteenth-notes, followed by an eighth-note.   The latter 

two combinations occur alternately or consecutively, and are performed with separate bow 

strokes.  There are sixty-two occurrences where an eighth is followed by two sixteenth-notes and 

there are thirty-four occurrences where two sixteenths are followed by an eighth-note.     

Etude 22 has “unpredictable changes in the direction (up or down) of the bowings.”39  

The etude is Allegro, quarter-note equals 152, and consists entirely of eighth-notes.  It is marked 

molto legato, or very long, implying the performer will bow with a sustained sound, with no 

audible indication between up and down bow.  Uhl suggests: “The player should bow lightly 

without applying too much pressure but at the same time forte. If the bowing is not even the 

tendency is to make the down bow too heavy.  Everything should be played with the same 

pressure applied by the bow onto the string”.40  The eighth-notes have different slur 

combinations making the intended direction of the bow unclear.  The etude begins with the six 

eighth-notes, slurred by two, in each measure.  The slur combination changes, at measure 9, to 

two beats of eighth-notes that are slurred and one beat not slurred.  The combination changes 

again, at measure 10, when beats 1 and 3 have slurred eighth-notes and beat 2 has two separate 

eighth-notes.  Measure 11 has beat 1 with separate eighth notes and beats 2 and 3 that are slurred.  

In each measure the eighth-notes that are slurred or separated changes, making a pattern hard to 

establish.     

 Etude 22 „a‟ requires tempo accuracy with the presence of a sixteenth-note followed by a 

dotted eighth-note figure and a dotted eighth-note followed by a sixteenth-note rhythmic figure.  

It has the same pitch structure as etude 22; however, the tempo and the rhythmic figures 

employed are different.  The tempo is slower than Etude 22 and is marked Allegro, quarter-note 

equals 138.  It uses two rhythmic figures in different combinations.  The rhythmic figures 

employed are a sixteenth-note followed by a dotted eighth-note or a dotted eighth-note followed 

by a sixteenth-note.  There are thirty-one occurrences where three sixteenth-notes followed by a 

dotted eighth-note are in the measure and twenty-three occurrences where three dotted eighth-

                                                                                                                                                                           
 
39 Daniel Laubacher, “Portfolio,” pg. 90. 
 
40 Daniel Laubacher, “Portfolio,” pg. 90. 
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notes followed by a sixteenth are in the measure.  Each of these measures occurs alternately and 

consecutively throughout the etude. 

 

 

 

 

 

 

 

The sixteenth-note‟s rhythmic duration must be accurate.  For instance, one should not play the 

sixteenth-note too fast, making it sound like a grace note, or too slow, making it sound like a 

triplet. 

 Etude 23 is Moderato, dotted quarter-note equals 92, and is composed entirely of forte 

triplet eighth-notes.  The etude‟s pitch range explores half, first, second and third positions.  

There are nine bowing considerations.  The first consideration is where each triplet uses a 

separate bow.  The other eight bowing indications involve either a varied slur combination, bow 

stroke, or combination of the two, and are marked at the bottom of the etude. 

 

 

 

 

 

 

For instance, the first four bowing suggestions slur different beats, or groupings of three eighth- 

notes.  Suggestion „a‟  

slurs the triplet eighth-notes by three, while suggestion „b‟ slurs the triplet eighth-note by six.  

Suggestion „c‟ indicates three triplet eighth-notes slurred, followed by three separately bowed 

triplet eighth-notes. Suggestion „d‟ separates three triplet eighth-notes and slurs the following 

three triplet eighth-notes.  Two of the bowing suggestions indicate different triplet eighth-note 

bow strokes.  Suggestion „e‟ uses separate bows that are detache and suggestion „f‟ uses separate 

bows that are spiccato.  The last two bowing suggestions vary the rhythm, bow stroke and slur 

Musical Example 3.1.12: Volume 1, Etude 22 a, Measures 49-56 

Musical Example 3.1.13: Volume 1, Etude 23, Bowing Suggestions 
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combination.  Suggestion „g‟ alters the three triplet eighth-notes to two dotted eighth, then 

sixteenth, then eighth-note in each measure.  The first two notes of the grouping are slurred and 

are to be played staccato.  Suggestion „h‟ has the same rhythm as suggestion „g‟ but all separate 

bows, and is indicated that the performer should play in the middle of the bow.  These bowing 

suggestions allow the violist to explore different ways to utilize the bow on the same pitches.  In 

addition, the student may perform the bowing suggestions in different parts of the bow.  For 

instance, suggestion „a‟ can be played solely in the lower half of the bow, which will feel a 

certain way to the student.  If it is performed all at the tip of the bow, a different feeling may 

ensue.  Another challenge may be presented by reversing the bow.  For instance, if suggestion 

„d‟ is started on an up bow rather than a down bow, then the feeling of three slurred eighth-notes 

on a down bow (instead of an up bow) may feel different to the student.   

 Etude 24 has stylistic elements, varied bow strokes, and fast moving double-stops that 

challenge the violist‟s left and right-hand.  The stylistic elements are divided into two different 

sections, section 1 from measures 1-24, section 2 from measures 25-40, and a recap of thematic 

material from measures 41 to the end.  The etude is marked Allegro risoluto, quarter-note equals 

144.  The character of the first section is declamatory and dark.  The principal melody comprises 

of quarter-notes and eighth-notes that are marcato and fortissimo.  The first section‟s marcato 

contrasts the second section, which is marked leggiero, lo stesso tempo, or light at the same 

tempo, and is subito piano.  The character of the second section is displayed by the dynamic 

shifts and the lightness of the eighth-notes, which is the sole rhythmic value employed.  The 

recap section is similar to the first section, with slight variation in harmony.  Three parenthetical 

statements of the second theme appear in the middle of the recap.   

 

 

 

 

 

 

 

The left-hand of the violist has many challenges, including double-stops.  There are one hundred 

and twenty double-stops in the etude.  The double-stops occur on quarter-notes and eighth-notes, 

Musical Example 3.1.14: Volume 1, Etude 24, Measures 41-52 
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requiring quick accurate fingerings from the violist.  The double-stop combinations include 

octaves, perfect fifths, perfect fourths, major and minor thirds, and major seconds.  There are two 

consecutive perfect fifth double-stops that ascend by half-step or whole-step.  The violist can 

approach this in two ways: using two separate fingerings or using the same fingering to attempt 

the double-stops.  For instance in measure 22, the perfect fifth double-stop occurs twice at the 

major second interval.  Given the intervallic distance of the major second, it is best to play this 

with different fingers.  However in measure 42, when two consecutive perfect fifth intervals 

ascend by half-step, using the same finger for both is advised as the intervallic space is closer.  

Steirhof indicates this and provides sixty-one other fingering suggestions.  The bowing is also 

mapped out explicitly.  There are sixty-nine bowing suggestions: thirty-four down bows and 

thirty-five up bows.  The bow strokes employed are basically divided by section.  The first 

section is marcato, requiring a marked bow stroke.  There are eighteen tenuto markings that 

appear in the first and recap sections.  There are one hundred and sixty-two staccato markings, 

requiring a shorter bow stroke.  The staccato markings appear in the middle section and the two 

parenthetical sections in the recap.   

 Etude 25 has musical challenges, including differentiation of the sixteenth-note from the 

triplet eighth-note rhythm.  It is marked Allegro con fuoco, quarter-note equals 132, and the 

etude‟s last phrase has an increase in tempo.  The con fuoco implies a rhythmic intensity to the 

character.  The four major rhythmic figures employed are fifty-three duple eighth-notes, twenty-

four triplet eighth-notes, thirty dotted eighth-notes followed by a sixteenth-note, and forty one 

triplet quarter-notes followed by an eighth-note.  The rhythm alternates in each four bar phrase 

and in each measure.  The most difficult combination is when the triplet quarter-note followed by 

an eighth-note, and the dotted eighth-note followed by a sixteenth-note, occur in the same 

measure. 

 

 

 

 

 
Musical Example 3.1.15: Volume 1, Etude 25, Measures 9-16 
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Uhl indicates that rhythmic accuracy is required for these rhythms because the “Player[s] tend to 

play the latter (dotted eighth, then a sixteenth) as a quasi triplet.”41  
 Etude 26 challenges the violist‟s left-hand with fast moving slurred sixteenth-notes and 

multiple trill markings, and the right-hand with varied articulations, requiring different bow 

strokes.  The etude is marked Vivace, quarter-note equals 184, scherzando.  There are twenty 

occurrences of four consecutive slurred sixteenth-notes in one beat, and nine occurrences of five 

consecutive slurred sixteenth-notes in one beat; in the fast tempo, it is difficult to make a 

rhythmic distinction between them.  There are twenty-two trill markings with one occurrence 

where a trill appears alone in a measure.  There are several times when there are two consecutive 

trills within a measure, and twice when six consecutive trills occur within four measures.  This 

requires fast moving fingers that are relaxed and controlled.  If the left-hand tenses, fatigue can 

ensue.  There are also different articulation markings, requiring different bow strokes.  For 

instance, the most prevalent articulation is tenuto staccato, implying a medium length bow 

stroke.  There are several accented notes, requiring a stronger bow articulation.  

 Etude 27 has musical elements pertaining to tempo accuracy, and left-hand issues, like 

double-stops.  There are several musical elements, requiring special attention.  The etude is 

marked Maestoso, quarter-note equals 96, with four tempo changes that fluctuate the tempo.  The 

etude begins at quarter-note equals 96, then ratchets up to quarter-note equals 100 in measure 8.  

Then in measure 13 the tempo moves to quarter-note equals 120, then at measure 17 moves to 

quarter-note equals 108, and then returns to quarter-note equals 120 at measure 25.  The slight 

variations in tempo require the violist to carefully practice with a metronome, in order to make 

the tempo fluctuations obvious in performance.   

 
Table 3.1.3: Tempo Structure of Etude 27 

Measures 1-7 Measures 8-12 Measures 13-16 Measures 17-24 Measures 25-end 
Quarter-note = 
96 

Quarter-note = 
100 

Quarter-note = 
120 

Quarter-note = 
108 

Quarter-note = 
120 

 

The violist‟s left-hand is challenged with forty-nine double-stops, three triple-stops, and four 

quadruple-stops.  There are several intervals employed in each double-stop, including major and 

minor thirds, major and minor seconds, major and minor sixths and octaves. There are two 
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occurrences of a tritone interval, which is a double-stop that has not yet been used in Uhl‟s viola 

etudes.   

 Etude 28 has contrasting characters due to the tempo indicator.  The etude is in the 12/8 

time-signature and is marked Tempo ad libitum, implying a free interpretation of the tempo.  At a 

fast tempo, the character is impressionistic with the fast moving eighth-notes that give it an 

undulating blurry feel.  At a slower tempo, the character changes to a more somber one.   It is 

indicated “im langsamen Tempo: halbtaktige Bindung” or “slowly: half bar slurs.” Stierhof 

offers one hundred and forty-two fingering suggestions, which provide the chromatic passages 

with challenging left-hand finger combinations. 

 

 

 

 

  

Etude 29 addresses right-hand spiccato, or a bouncing off-the-string bow stroke.  The etude is in 

cut time, marked Allegro, half-note equals 92 and is comprised solely of spiccato eighth-notes.  

The etude‟s range from C3 to A5 and quick moving notes present challenging finger patterns to 

learn.  Etude 30 deals with “rhythmic problems associated with 7/8 meter.”42  The etude is 

marked Vivo, dotted quarter-note equals 120, and there is a vertical dotted line after the third 

eighth-note, implying that the rhythmic feel should be 3 + 4. 

 

 

3.2 Volume II 

 
Zwanzig Etüden für Viola, the second volume of Alfred Uhl‟s viola etudes, was published 

in 1973, and is dedicated to violinists Charmian Gadd and Richard Goldner (1908-1991).  

Goldner was Romanian born, but was educated in Vienna, and is most noted for creating the 
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Musical Example 3.1.16: Volume 1, Etude 28, Measures 15-20 
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Musica Viva Australia chamber music festival in Sydney, Australia.43  Gadd was Goldner‟s 

second wife and former pupil.  The volume has twenty etudes and is more difficult than the first 

volume in terms of musical expression and technical merit.  Therefore, they are best suited for an 

undergraduate viola student who is comfortable using the bow to play lyrical phrases, and who 

can play modern tonality with ease.  The etudes will be discussed in terms of any musical or 

stylistic elements, and elements designed to work on the violist‟s left, right arm/hand, or 

combinations of both.  

 The first etude has expressive elements like dynamic changes and left-hand issues with 

shifting tonality and double-stops.  The etude is Andante, quarter-note equals 88, and is marked 

dolce e molto espressivo, or sweet with much expression.  There are several elements that make 

the etude expressive.  For instance, there are dynamic changes including eight piano, six mezzo 

forte, four forte markings, ten crescendi and four decrescendi.  The etude‟s principal theme, 

melodic and haunting, is transposed and varied several times.  For instance, the first time the 

principal theme is transposed is at measure 9 and the second time is at measure 13.  

 

 

 

 

 

 
 

 

 

 

 

 

                                                      
43

 Roger Covell. "Musica Viva Australia." In Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/19432 (accessed December 5, 
2010). 

Musical Example 3.2.1: Volume 2, Etude 1, Measures 1-4 

Musical Example 3.2.2: Volume 2, Etude 1, Measures 9-12 
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There are issues with the left-hand with forty-eight double-stops, mostly in the piano dynamic.  

There more untraditional double-stopped notes like a tritone B-natural under an F-natural in 

measure 25, and a minor seventh interval E-natural under a D-natural in measure 31.  There are 

four other tritone double-stopped intervals in the etude.  The dissonant intervals are a challenge 

to perform with correct intonation and will demand careful practice. 

 Etude 2 challenges both the violist‟s left and right-hand.  The etude, Allegretto, quarter-

note equals 104, is composed in the 3/4 time-signature and is entirely made up of sixteenth-

notes.  The violist‟s left-hand has fast moving sixteenth-notes that move chromatically and 

diatonically in first, second and third positions.  The harmonic movement ascends and descends 

in an untraditional manner, creating challenging passage work for the student.  The right-hand 

issues include alternate bowing suggestions.  The staccato markings imply an off-the-string bow 

stroke.  The first bowing suggestion is marked non spiccato, or not an off-the-string bow stroke.  

There are five other bowing suggestions.  The second suggestion is four sixteenth-notes slurred 

under one bow stroke.  The third suggestion is the first two sixteenth-notes in each group of four 

are slurred together; the fourth suggestion is the last two sixteenth-notes in each group of four 

slurred together.  The fifth suggestion leaves the first sixteenth-note on a separate bow, the 

remaining sixteenth-notes slurred by two.  The final bowing suggestions slur all sixteenth-notes 

under one measure or twelve sixteenth-notes under one bow stroke.  The combination of tricky 

untraditional harmonic movement with varied bowing suggestions will be a challenge in 

coordinating the left and right-hand.  The two hands must move together to ensure all of the 

notes are heard clearly.  The student may practice slowly at first, and once comfort and ease is 

established in both hands, one can increase the tempo. 

 

 

 

 

 Musical Example 3.2.4: Volume 2, Etude 2, Alternate Bowing Suggestions 

Musical Example 3.2.3: Volume 2, Etude 1, Measures 13-17 
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Etude 3 requires rhythmic accuracy of fast moving sixteenth-notes, quick shifting 

between positions in the violist‟s left-hand, and varied bow strokes in the right-hand.  The etude, 

Giusto, quarter-note equals 108, is deciso, implying the tempo should be strictly interpreted.  

There are two categories of rhythms that will require careful practice with a metronome.  The 

first category is fast moving thirty second-notes, and the second is slower moving sixteenth-

notes; both categories are slurred under one bow, and occur during one beat in a measure. In the 

first category, there are three types of thirty second-notes, one being five thirty second-notes 

under a slur, another being nine thirty second-notes under a slur, and the final one is eight thirty 

second-note under a slur.  The second rhythmic category uses sixteenth-notes and has two types, 

one being five sixteenth-notes under a slur, the other being seven sixteenth-notes under one slur.  

Both rhythmic categories should be practiced independently from the rest of the music. The 

rhythmic differences of each should be obvious to the listener.  Both categories of rhythmic 

figures propel the rhythm forward creating excitement in the musical line.  There are several left-

hand issues the viola student will contend with, including quick shifts to different fingerboard 

positions and non-traditional scales.  Seven times the player is asked to shift fingerboard 

positions during a fast section.  This should be practiced slowly at first, developing ease and 

relaxation during the shift.  Non-traditional scales that ascend or descend may have altered 

pitches, requiring unconventional left-hand motion.  For instance in measure 18, an E-flat minor 

scale with a raised dominant scale degree, or B-natural, occurs.  Unconventional scales require 

slow practice and repeated drilling to achieve comfort.  There are several varied bow strokes that 

are displayed by articulation markings.  There are fifty-nine accented staccato markings, 

requiring a short marked bow stroke, and nineteen accent markings, requiring a heavier stroke.  

There are twenty-three staccato markings, which are to be played short and on the string.  

 Etude 4, marked Allegro capriccioso, quarter-note equals 160, challenges the violist‟s 

left-hand with the presence of trills.  Capriccioso indicates a playful and whimsical character.  A 

quantification of trills and their types will be presented.  There are thirty-five trill markings.  

There are twenty-one tr, four tr b, three tr #, and a tr natural markings.  The first tr b is a C-

natural trilling to a D-flat, the second and third tr b to a D-flat trilling to an E-flat, and the fourth 

tr b is to an A-natural trilling to a B-flat.  The first and third tr # are a B-natural trilling to C-

sharp, the second tr # is an F-sharp trilling to a G-sharp.  The one tr natural is a B-flat trilling to 
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a C-natural.  With the presence of no key-signature, attention to trill notation is important, 

because many keys are explored. 

 Etude 5 presents the violist with issues in the left and right arm/hand.  The etude, marked 

Con Grandezza, quarter-note equals 138, is sempre marcato e ben tenuto, or with grandeur, 

always marked and well sustained.  It is primarily in the forte dynamic with only six measures of 

piano and six measures of mezzo forte. The principal melody ascends from the lowest to the 

highest string and complements the chromatic double-stopped notes.  Sempre marcato e ben 

tenuto implies a bow stroke that is quick moving and is focused to achieve clear tone. 

   

 

 

 

 

 

 

There are ninety-three double-stops of different varieties: minor seconds, major and minor thirds, 

perfect fourths, perfect fifths, major and minor sixths, minor sevenths, octaves, minor ninths, and 

minor tenths.  The tempo is brisk and requires dexterity and left-hand control. 

 
 

 

There are forty double-stopped notes where one note is an open string and the other is a stopped 

note, and fifty-three where both notes are stopped.   

 Rhythmic pulse will be addressed in Etude 6.  The etude, Allegro moderato, half-note 

tied to an eighth-note equals 76, is in the 5/8 time-signature.  The pulse is to be felt as one strong 

beat per measure which is established in the principal melody.   The legato melodic line gives the 

etude a flowing quality that is slightly interrupted by seven staccato markings.    
 

 

Musical Example 3.2.5: Volume 2, Etude 5, Measures 1-8 

Musical Example 3.2.6: Volume 2, Etude 5, Measure 33-40 



 50 

 

 

At measure 25, there is a shift in pulse from one pulse per measure to a syncopated pulse 

comprised of a dotted quarter-note then two tied quarter-notes, three eighth-notes, then a dotted 

quarter-note, then dotted quarter-note, and then quarter-note tied to a half-note.  This syncopated 

melody is echoed in measures 54 and 59.  The syncopated melody peers out of the flowing 

eighth-note texture, providing an amusing feel.   

 
 

  

 

 

Etude 7, Lento, half-note equals 72, is composed primarily in double-stopped notes.  The 

movements of the double-stopped intervals reach to a high position on the viola fingerboard.  

The principal melody‟s double-stop intervals move by whole step and half step.   

 

 

 

 

 

 

Sixth position is explored at measures 19-20 when double-stopped chords, starting on G-natural 

and ending on B-flat, are performed on the C-string.  
 

 

 

 

Musical Example 3.2.7: Volume 2, Etude 6, Measures 1-8 

Musical Example 3.2.9: Volume 2, Etude 9, Measures 1-10 

Musical Example 3.2.8: Volume 2, Etude 6, Measures 25-28 

Musical Example 3.2.10: Volume 2, Etude 7, Measures 19-20 
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This is the highest position on the viola fingerboard that has been asked for in Uhl‟s two viola 

etude volumes.    

 Etude 8 is homorhythmic and harmonically spins a rhythmic figure requiring quick shifts 

in the left-hand.  The etude, Allegretto, quarter-note equals 120, scherzando, is primarily in 

mezzo forte and forte with six measures in piano.  There are forty-eight eighth-note followed by 

three triplet sixteenth-note rhythms and twenty-two three triplet sixteenth-notes followed by 

eighth-note rhythms.  The violist has to shift viola fingerboard positions quickly.  For instance, 

the principal melody starts in first, then moves to half, then in second, then back to half, then 

third position. 

 

 

 

 

 

 

 

 

The etude aids a violist in learning Bela Bartòk‟s Concerto for Viola and Orchestra because the 

same rhythmic figure is employed in two sections of the first movement. 

 Etude 9, Maestoso marcato, espressivo, tenuto, is comprised of chords and leggiero 

sextuplet sixteenth-note arpeggios, requiring left-hand fingers to move at the same time.   There 

are two main rhythmic textures; the first being chords, comprising of triple and quadruple-

stopped notes, the second is a sextuplet arpeggio that is slurred by three, and usually played on 

three different strings.  In the etude, there are three chordal sections and two sextuplet sixteenth-

note sections.  The chordal and sextuplet sections require contrasting things from the violist‟s 

left-hand.  For instance, for the chordal sections the fingers of the violist will have to move 

together.  The principal melody has chord changes, requiring the fingers to release the chord 

together from the fingerboard, and return to the fingerboard together to perform the next chord.  

This differs from the sextuplet sixteenth-note section, where each finger moves independently 

off of the fingerboard.  The marcato, espressivo, tenuto markings, at the beginning, implies a full 

Musical Example 3.2.11: Volume 2, Etude 8, Measures 1-8 
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bow with sustained notes that are marked.  Uhl creates a texture that is majestic and balanced 

with levels of piano leggiero to counterbalance the forte marcato. 

 Etude 10 is lyrical and melodious.  It is composed with rhythmic variation.  The etude is 

marked Tranquillo, dotted quarter-note equals 80, amabile, or “quiet and charming” implying 

character interpretation.  The principal melody lilts in the 12/8 time-signature and expresses a 

rich, smooth sound that ascends to a good timbre on the D-string.  Another hint towards the 

character is an espressivo, appearing at measure 9.  The principal melody is in piano and presents 

the primary rhythmic pattern. 

 

 

 

 

 

 

The primary rhythm is a dotted eighth-note, then sixteenth-note, then eighth-note and is repeated 

sixty-four times; the secondary rhythm, which is a variation of the primary rhythm, is an eighth-

note, dotted eighth-note, sixteenth-note figure that is repeated twenty-two times.  The primary 

and secondary rhythms appear together in one measure three times in the etude.  The principal 

melody is chromatic and ascends to the fifth position on the viola fingerboard.  Uhl employs sul 

D, indicating to play on the D-string, in measures 2 and 3.  He also uses a sul G at measure 11, 

indicating to play on the G-string.  Playing in these higher positions on the G and D string 

provides a rich tonal timbre to the etude.     

 Etude 11 is an etude almost entirely in pizzicato, or plucked.  The etude‟s quick shifts 

from pizzicato and arco, are one of the hardest preparation elements.  The arco interjections give 

the phrase a serious sound, which counterbalances the playful pizzicato sections.  It is marked 

Vivo, dotted half-note equals 80, and there are fourteen measures that are in arco, and forty 

measures of pizzicato.  The student will have to alter the right-hand bow grip and move the hand 

to place the bow on the string quickly.  Slow practice and minimizing the right arm/hand 

movement will help with ease.  During the etude‟s preparation, note the pizzicato finger tension 

level.  A relaxed pizzicato finger will alleviate fatigue and possible injury.  There are several 

issues with the left-hand.  For instance, the chords at measures 22-24 have an E-diminished 

Musical Example 3.2.12: Volume 2, Etude 10, Measures 1-6 
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seventh chord, then a G-sharp-minor chord, then a F-major chord, then a D-major seventh chord, 

then B-major chord, and an A-natural, D-natural, and E-natural chord.   

 

 

 

 

 

 

 

The D-major seventh and B-major chord requires the player to use the same left-hand finger on 

two separate notes of the chord.  For instance, in the D-major seventh chord the fingers are in 

first position, third finger for the C-natural, second finger for the F-sharp, and again, third finger 

for the D-natural.  

 Etude 12 challenges the violist‟s left-hand with finger pattern passage work and right 

arm/hand with five alternative bowing suggestions.  The two page etude, marked Moderato, 

quarter-note equals 92, is composed entirely of sixteenth-notes, whose overall melodic texture 

ascends like a scale to an arrival pitch, then descends like a scale to an arrival pitch, then repeats 

the process.  It is primarily performed forte, with five measures in piano, six measures in mezzo 

forte and two crescendi from mezzo forte to forte.  The primary key-signature is G minor, though 

the harmonic structure includes A-flat major, D minor, C-sharp/D-flat minor, and A minor.  

There are challenges to the right arm, with the addition of five bowing suggestions.  The first is 

all sixteenth-notes separate and spiccato; the second is all separate and non spiccato. The third 

slurs four sixteenth-notes by bar.  The fourth slurs the first two sixteenth-notes, then separates 

two sixteenth-notes, then the next four sixteenth-notes are slurred.  The fifth separates the first 

two sixteenth-notes, slurs the next two sixteenth-notes, then slurs the next four sixteenth-notes.  

The bowing suggestions teach the student bow control, by varying the stroke, and direction, 

while using the same pitches.  

 Etude 13 explores viola harmonics, and is captivating and gentle.  The principal melody, 

performed with harmonics, is simple, quiet, and presented in several keys.  This texture is 

balanced with non-harmonic note interjections that rest in the viola‟s lower register.  It is the 

second time that Tempo ad libitum is used in Alfred Uhl‟s etudes volumes.  There are several 

Musical Example 3.2.13: Volume 2, Etude 11, Measures 23-27 



 54 

types of harmonics given, challenging the left-hand.  The first viola harmonic can be achieved by 

lightly placing the left-hand finger over an open string in exactly the middle or quarter of the 

string.   The resulting pitch is one octave above the open string and is called a “flageolet note”, 

or natural harmonic, which is notated at the etude‟s beginning.44  The other two ways to achieve 

a harmonic, or called false harmonics, is to place one finger firmly on the fingerboard, or the 

fundamental note, and lightly finger a perfect fourth above the note you are firmly holding down; 

this produces a note two octaves above the fundamental.  If one places a finger on a fundamental 

and lightly finger a perfect fifth above the fundamental, then this yields a pitch two octaves and a 

fifth above the fundamental.  There are sixty flageolet harmonic notes in the etude, there are 

sixty-three harmonics that are played by lightly fingering a perfect fourth above the fundamental, 

and there are five harmonics that are achieved by lightly fingering a perfect fifth above the 

fundamental.  The left-hand will need to be exactly spaced from the distance between the 

fundamental note and the lightly played note or the harmonic note will not sound. 

 Etude 14 has challenging musical elements like duple and triple rhythmic values 

presented in quasi theme and variation form.  The etude is marked Grave, quarter-note equals 84, 

patetico, marcato and is composed in the 3/4 time-signature.  There are five rhythmic variations 

presented in eight bar phrases at the same pitch levels.  There are six different dynamic 

indications in each eight bar phrase; the first is f, the second is p, the third is mf, the fourth is p 

and f, the fifth has no dynamic marking, and last is ff.  The rhythm of the theme is three sets of 

three triplet eighth-notes within the measure. 

 

 

 

 
 

 

                                                      

44
 Guy Oldham, et al, "Harmonics." in Grove Music Online. Oxford Music Online, 

http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/50023 (accessed December 8, 
2010). 

 

Musical Example 3.2.14: Volume 2, Etude 14, Measures 1-2 
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The first rhythmic variation presents eighth, then two sixteenths.   

 

 

 

The second employed is three sets of two sixteenths then an eighth. 

 

 

The third variation uses eighth-note, then two sixteenth, then two sixteenth and an eighth, then 

three triplet eighth-notes.   

 

 

 

The fourth is triplet dotted eighth, then sixteenth, then eighth-note, then three triplet eighth-notes, 

then duple eighth and two sixteenth-notes.   

 

 

 

The final is four sixteenth-notes, then sixteenth-note, eighth-note, sixteenth-note, then three 

triplet eighth-notes.  

 

Musical Example 3.2.15: Volume 2, Etude 14, Measures 9-10 

Musical Example 3.2.17: Volume 2, Etude 14, Measures 25-26 

Musical Example 3.2.16: Volume 2, Etude 14, Measures 17-18 

Musical Example 3.2.18: Volume 2, Etude 14, Measures 33-34 
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The transitioning from triplet to duple within each measure requires precision and clarity. 

 Etude 15 presents technical elements like a rhythmic figure, requiring precision, and 

double-stops to challenge the violist‟s left-hand. It is marked Con anima, quarter-note equals 96, 

and is comprised entirely of a dotted sixteenth-note, then thirty second-note rhythm.  This 

rhythmic figure requires careful attention, so that the thirty second-note retains it rhythmic 

integrity.  The tendency to elongate the thirty second-note, making it sound like a triplet, should 

be prevented.  There are one hundred and one double-stopped notes including octaves, perfect 

fifths and fourths, major and minor thirds, major and minor sixths, major and minor seconds, and 

major ninths.  They occur in first position.  The tempo is brisk and the player will need to 

accurately change double-stopped notes in the duration of a sixteenth-note. 

 Etude 16 has expressive qualities and varying bow speeds and pressure that challenge the 

violist‟s technical merits.  The etude is marked Con affetto, dotted quarter-note equals 58, 

doloroso and there are shifts in dynamics with crescendi and decrescendi.  Con affetto, or 

“affectionate, loving” has a tempo designation between Adagio and Andante.45  This is somewhat 

at odds with Uhl‟s stylistic designation doloroso or “sorrowful, painful.”46  However in this 

context, it may be played slowly and mournfully but in a strict time.  The 6/8 time-signature 

allows the legato melody to explore a rich tone in the viola‟s middle register. The slowing down 

of tempo, with two ritard sections and a pesante section, further denote a languid mood.  The 

principal melody stays in the viola‟s middle register, adding to the character.  The dynamic 

changes require a smooth, controlled bow.  There are twenty-six dynamic markings: five piano, 

                                                      

45
 David Fallows, "Affettuoso." In Grove Music Online. Oxford Music Online, 

http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/grove/music/00258 (accessed December 9, 
2010). 

46
 "doloroso." In The Oxford Companion to Music, edited by Alison Latham. Oxford Music Online, 

http://www.oxfordmusiconline.com.proxy.lib.fsu.edu/subscriber/article/opr/t114/e2015 (accessed December 9, 
2010). 

Musical Example 3.2.19: Volume 2, Etude 14, Measures 41-42 
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five mezzo forte and six forte.  The dynamic and color changes require clear tone that come from 

the right amount of arm weight and bow speed.                

 Etude 17 is an etude composed entirely of bowed and fingered tremolando.  It is marked 

Andante misterioso, quarter-note equals 88, con sordino, implying an ethereal hushed mood.  

There are two forms of tremolo employed.  The first form of tremolando is done with the 

violist‟s left-hand, and is achieved by quickly moving two fingers under one bow.  In this etude, 

the left-hand fingered tremolos are done on two stopped notes.  When implementing this with the 

student, the teacher should look for tension in the left-hand thumb or the left-hand fingers over 

slapping on the finger board; it can be a sign of hand tension.  The other kind tremolo is done 

with the bow, and involves different aspects of the right arm and hand.  The right-hand tremolo 

is achieved with a fast unmetered bow stroke on one or multiple notes.  The stroke can be 

powered by the right arm, but will have to be met with complete right-hand relaxation for a 

successful bow stroke.  The student should be careful not to elevate the right shoulder blade 

during this stroke, which must be relaxed and natural. 

 Etude 18 is a left-hand etude, whose fast melody challenges the player‟s knowledge of 

finger patterns, and helps establish new bowing patterns with additional bowing suggestions.  It 

is marked Allegro brillante, quarter-note equals 132, and is composed in triplet eighth-notes.  

The brillante marking implies a virtuosic character.  The melody ascends and descends in a 

scale-like pattern and several keys are highlighted. 

 Etude 19 is an Animato etude whose varied bow strokes and grace note work challenge 

the violist‟s left and right-hand.  There are twenty-four grace notes occurring on the eighth-note 

rhythm.  The grace note occurs independently in the measure; also two grace notes occur in one 

measure.   

 

 

 

 

 

There are several bow suggestions that may be challenging for the violist.  For instance, there are 

one hundred and twenty staccato markings, implying a short bow stroke, and twenty-seven 

accented staccato markings, implying a short and marked bow stroke, and sixteen tenuto 

Musical Example 3.2.20: Volume 2, Etude 19, Measures 16-23 
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markings implying a sustained bow stroke.  The characteristics of quality in these three bow 

strokes should be obvious to the listener.   

 Etude 20 is marked Agitato, eighth-note equals 200, and is in the 3/8 time-signature.  The 

challenge is reading the different rhythms in the given time-signature. The main melody will be 

presented in the original presentation and written in the 3/4 time-signature to show another way 

to read it.  Thinking of the etude in the 3/4 time-signature instead of the 3/8 time-signature will 

help the student. 

 

 

 

 

 

 

 

 

Musical Example 3.2.21: Volume 2, Etude 20, Measures 1-11 

Musical Example 3.2.22: Volume 2, Etude 20, Measures 1-11 
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CHAPTER 4 

QUANTIFICATION AND ANALYSIS  

OF MUSICAL ELEMENTS IN THE VIOLA ETUDES 
 

 

 

 A quantification of musical elements will lead to inferences on the etude‟s pedagogical 

intent.  Such elements discussed will be tempo and time-signatures, issues concerning 

articulation and dynamic markings, fingering suggestions or double-stops, clef and tempo 

changes and alternate bowing combinations.  Quantifying and analyzing these elements will help 

a teacher assign an etude based on a specific technical deficiency.  It will give the teacher quick 

access to the musical and technical elements of two volumes of etudes, and how to implement 

them in the private studio.   

 

 

4.1 Tempo, Time/Metronome Indicators, Expressive Indicators 

 
The beginnings of each of Alfred Uhl‟s etudes have different time-signatures, tempo and 

expressive indicators requiring an exact interpretation.  Each etude has a metronome marking or 

is marked Tempo ad libitum.  Expressive indicators like Amabile, Capriccioso and Amoroso 

imply a specific character or mood.  Quantification and then an analysis of these elements will be 

presented in order to pair etudes with potential performance problems.     
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Table 4.1.1: Volume 1, Tempo Indicators and Time-signatures 
Dreiβig Etüden für Viola 

 

Etude Tempo indication Metronome 
indication 

Expressive 
Indication 

Time-signatures 

1 Tenuto Half-note = 84  4/2 
2 Andante con 

moto 
Quarter-note = 112 Molto 

espressivo 
4/4 

3 Tempo ad libitum   6/4 
4 Andante  Quarter-note = 96 Semplice 4/4 
5 Vivo Half-note = 104  3/4  
6 Andante Eighth-note = 152 Amabile 5/8 
7 Allegro Moderato Quarter-note = 120 Molto 

espressivo 
6/4 

8 Con Animo Dotted quarter = 104  9/8, 12/8 

9 Allegro  Quarter-note = 144 Con spirito 4/4 

10 Mosso Quarter-note = 184 Scherzando 3/4  

11 Andante Quarter-note = 92 Molto 
espressivo 

4/4, 3/4, 5/4 

12 Allegretto  Half-note = 126 Giocoso Cut time 
13 Animato Quarter-note = 152 Amoroso 3/4  

14 Allegro Quarter-note = 144 Capriccioso 4/4 

15 Ritmo di ballo Dotted quarter = 76  6/8 

16 Tempo moderato Quarter-note = 88  4/4 
17 Comodo Half-note = 84 Alla burla Cut time 
18 Andante Quarter-note = 112  4/4 

19 Deciso Dotted half-notes = 
69 

 3/4  

20 Allegretto Quarter-note = 116 Capriccioso 4/4 

21 Vivo Quarter-note = 92  4/4 
22 Allegro Quarter-note = 152 Molto 

legato 
3/4  

22a  Allegro Quarter-note = 138  3/4  

23 Moderato Dotted quarter = 92  12/8 

24 Allegro  Quarter-note = 144 Risoluto 3/4, 4/4 

25 Allegro Quarter-note = 132 Con fuoco 4/4 
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Table 4.1.1: Volume 1, Tempo Indicators and Time-signatures 
Dreiβig Etüden für Viola, continued 
Etude Tempo indication Metronome 

indication 
Expressive 
Indication 

Time-signatures 

26 Vivace Quarter-note = 184 Scherzando 3/4  

27 Maestoso  Quarter-note = 96  4/4 
28 Tempo ad libitum   12/8 
29 Allegro Half-note = 92  Cut time 
30 Vivo Dotted quarter = 120  7/8 

 
 

 
 
 
Table 4.1.2: Volume 2, Tempo Indicators and Time-signatures 
Zwanzig Etüden 

 

Etude Tempo 
Indication 

Metronome 
Indication 

Expressive 
indication 

Time-signatures 

1 Andante Quarter-note = 
88 

Dolce e molto 
espressivo 

5/4, 4/4, 3/4   

2 Allegretto Quarter-note = 
104 

 3/4  

3 Giusto Quarter-note = 
108 

Deciso 4/4 

4 Allegro Quarter-note = 
160 

Capriccioso 3/4  

5 Con Grandezza Half-note = 138 Sempre marcato e 
ben tenuto 

Cut time 

6 Allegro 
moderato 

Half-note eighth 
= 76 

 5/8 

7 Lento Half-note = 72  3/2 
8 Allegretto Quarter-note = 

120 
Scherzando 4/4 

9 Maestoso Quarter-note = 
76 

Marcato,espressivo, 
tenuto 

4/4 

10 Tranquillo Dotted quarter-
note = 80 

Amabile 12/8 

11 Vivo Dotted half = 80  6/4 
12 Moderato Quarter-note = 

92 
 4/4 

13 Tempo ad 
libitum 

  4/2 

14 Grave Quarter-note = 
84 

Patetico, marcato 3/4  
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Table 4.1.2: Volume 2, Tempo Indicators and Time-signatures 
Zwanzig Etüden, continued 
Etude Tempo 

Indication 
Metronome 
Indication 

Expressive 
indication 

Time-signatures 

15 Con anima Quarter-note = 
96 

 4/4 

16 Con affetto Dotted quarter = 
58 

Doloroso 6/8 

17 Andante Quarter-note = 
88 

Misterioso 3/4  

18 Allegro Quarter-note = 
132 

Brillante 4/4 

19 Animato Half-note = 96  Cut time 
20 Agitato Eighth-note = 

200 
 3/8 

 

 First, a quantification of time-signatures and an analysis will be presented.  The most 

common time signature employed is the 4/4 time-signature, occurring sixteen times.  There are 

twelve 3/4 time-signatures.  There are none in the 2/4 time-signature.  There are five cut time-

signatures.  There are three 6/4 and two 5/4 time-signatures.  There are two 4/2 time-signatures 

and a 3/2 time-signature.  There are two 6/4, a 9/8, and three 12/8 time-signatures.  There are two 

5/8, one 7/8, and one 3/8 time-signature.  There are three that change meters throughout the 

etude. 

 Analysis of time-signatures provides the viola teacher a means to assign students a 

particular etude based on technical needs.  For instance, if the teacher does not want to focus on 

time-signature changes or complex meter, then they may use an etude in 4/4 or 3/4.  If the 

student struggles with complex or irregular time-signatures, perhaps a 5/8 or 7/8 are best.  If the 

student struggles with time-signature changes, perhaps the first volume Etude 11 would be best 

because it shifts from 4/4, 3/4, and 5/4 throughout the etude.    

 The tempo indicators will be quantified first, and then compared to the corresponding 

metronome markings, in order to group etudes for teacher utilization.  All but three etudes have 

tempo indications.  Three are Tempo ad libitum, implying that the tempo is left up to the 

discretion of the performer.  The most prevalent tempo indicator is Allegro occurring nine times, 

followed secondly by six Andante indicators.  There are four Allegretto and Vivo and two Allegro 

moderato, Con anime, Animato, Moderato, and Maestoso.  The remaining tempo indicators 
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occur once, they include Lento, Grave, Tenuto, Agitato, Tranquillo, Comodo, Giusto, Deciso, 

Ritmo di ballo, Con Grandezza, Con affetto.   

 The metronome indicators will be used to group the etudes into four categories: slow, 

moderately slow, moderately fast, and fast.  The “slow” category includes the etudes where the 

tempo feels generally pulled back.  The “somewhat slow” category includes those where the 

tempo is that of a walking pace. The “somewhat fast” category includes those where the tempo is 

brisk but relaxed.  The “fast” category includes those where the tempo moves quickly.  The table 

below allows the teacher to choose an etude based on tempo.  

 
Table 4.1.3: Etudes with Corresponding Tempo Indicator  

 
 Etude 1  

I (volume 1). II (volume 2) 

Corresponding tempo 

indicator 

Slow I. 1. II. 7, 14 Tenuto, Lento, Grave 

Moderately 

Slow 

I. 2, 4, 6, 11, 16, 18. II. 1, 

9, 10, 12, 17 

Andante con moto, 

Andante, Maestoso, 

Tempo moderato, 

Tranquillo  

Moderately 

Fast 

I. 7, 12, 15, 19, 20, 23, 27. 

II. 2, 3, 6, 8, 16 

Allegretto,  Allegro 

moderato, Deciso, Ritmo 

di ballo, Giusto, Con 

affetto 

Fast I. 5, 8, 9, 10, 13, 14, 21, 22, 

22a, 24, 25, 26, 29, 30. II. 

4, 5, 11, 15, 18, 19 

Vivo, Con Animo, Allegro, 

Mosso, Animato, Con 

Grandezza 
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The tempo and metronome indications are pedagogically important because the composer‟s 

intent is clearly defined.  Instead of writing solely a tempo indicator, which the student may 

interpret vaguely, an implicit metronome marking is provided, and is helpful because it sets a 

final tempo goal to achieve while practicing.  The tempo and metronome indicators not only 

describe an ideal tempo, but also the etude‟s rhythmic texture and character. 

 At each etude‟s beginning, there is an expressive indicator, which alludes to the etudes 

style or persona.  The expressive indicators that imply a more stylistic interpretation include 

Molto espressivo, Semplice, Dolce e molto espressivo, Sempre marcato e ben tenuto, Marcato, 

espressivo, tenuto.  The stylistic approach implies a certain style of bow stroke or tempo 

fluctuation, but inherently does not imply a particular persona.  For instance, Semplice implies a 

steady tempo with little fluctuation, and Marcato directly relates to the bow stroke required.  

Whereas expressive indicators like Capriccioso, Amoroso, Alla burla, Amabile, Misterioso, 

Patetico, Doloroso imply a persona, or a human-like character, and don‟t imply a particular bow 

stroke or tempo, like those indicators that imply a stylistic interpretation. 

 

 

4.2 Articulation Indicators 

 
Each etude has different articulation indicators.  The articulation indicators discussed 

include tenuto, staccato, staccato/tenuto, accent, staccato/accent, and spiccato.  Articulation 

markings imply a bow stroke.  There are etudes where several bow strokes are used in one etude, 

and other times when only two bow strokes appear.  There are eleven etudes that have no 

articulation indicators.   A teacher can use these diagrams to see what etudes use what bow 

strokes.  It will allow the teacher quick access to key strokes employed.  

 

Table 4.2.1: Volume 1, Articulation Indicators 
Dreiβig Etüden für Viola 

 

Etude Tenuto Staccato Staccato/Tenuto Accent Staccato/ 
Accent 

Spiccato 

1       
2 2   11   
3       
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Table 4.2.1: Volume 1, Articulation Indicators 
Dreiβig Etüden für Viola, continued 
Etude Tenuto Staccato Staccato/Tenuto Accent Staccato/ 

Accent 
Spiccato 

4 4 59    1 
5  105  32  1 
6 1 4  4   
7 7 2  14   
8 13      
9       
10  20     
11 5 2  4   
12 6 98  8 26  
13 5   6   
14 24 64  2 3  
15 17 4 62  4  
16      1 
17 2 60     
18       
19   All notes    
20 6 81  20 6  
21 6   1   
22 12   1   
22a 2   4   
23      1 
24 18 162     
25 6 39  21   
26  19 46 24 1  
27 38 49     
28 4  3    
29  All notes 1  5 1 
30  5     
 

Table 4.2.2: Volume 2, Articulation Indicators 
Zwanzig Etüden 

 

Etude Tenuto Staccato Staccato/Tenuto Accent Staccato/ 
Accent 

Spiccato 

1 6   4   
2  All notes   59 1 
3       
4    27 2  
5 17   1   
6  17  4 1  
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Table 4.2.2: Volume 2, Articulation Indicators 
Zwanzig Etüden, continued 
Etude Tenuto Staccato Staccato/Tenuto Accent Staccato/ 

Accent 
Spiccato 

7       
8  80  11   
9       
10    2   
11 35   7 16  
12      1 
13       
14       
15    1   
16    24   
17    90   
18  25  14 12  
19 16 120   27  
20       
 
 
Table 4.2.3: List of Articulation Markings 
Dreiβig Etüden für Viola and Zwanzig Etüden 

 
 Dreiβig Etüden für Viola Zwanzig Etüden 

Tenuto 2, 4, 6, 7, 8, 11, 12, 13, 14, 15, 17, 20, 

21, 22, 22a, 24, 25, 27, 28 

1, 5, 6, 11, 19 

Staccato 4, 5, 6, 7, 10, 11, 12, 14, 15, 17, 20, 24, 

25, 26, 27, 29, 30 

2, 8, 18, 19 

Staccato/Tenuto 15, 19, 26, 28, 29  

Accent 2, 5, 6, 7, 11, 12, 13, 14, 20, 21, 22, 22a, 

25, 26 

1, 4, 5, 6, 8, 10, 11, 15, 16, 

17, 18 

Staccato/Accent 12, 14, 15, 20, 29 2, 4, 6, 11, 18, 19 

Spiccato 4, 5, 16 , 23, 29 2, 12 
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 There are etudes that exclusively use one articulation indicator.  Etude 16 and 29, in 

Dreiβig, and Etude 12, in Zwanzig, indicate that the violist should use a single bow stroke 

throughout the etude.  On the other hand, if the student struggles with using different bow strokes 

within one phrase, then an etude that employs several articulation indicators should be the 

student‟s assignment.  For instance, Etude 24, in Dreiβig, alternates staccato and tenuto 

markings within the phrase, requiring quick changes in bow strokes.  

 

 

4.3 Dynamic Indicators 

 
Learning dynamic control is an important part of a violist‟s foundational technique.    

Whether learning how to sustain dynamics, or quickly contrast them, it is important to learn to 

manipulate the bow arm/hand to achieve the intended dynamic.  For instance, there are twelve 

etudes that are entirely composed in the forte or mezzo forte dynamic, while only one written 

entirely in piano.  Creating dynamic contrast on the viola can be achieved in several ways, 

including, gradually increasing/decreasing the arm weight, bow speed, or moving the bow‟s 

contact point with the string to a higher or lower position.  First, a quantitative view of dynamic 

indicators is presented, and then an analysis of data will follow. 
 

Table 4.3.1: Volume 1, Dynamic Indicators 
Dreiβig Etüden für Viola 

 
Etude Fortissimo Forte Fz Mezzo-

Forte 
Mezzo-
Piano 

Piano Subito 
piano 

Pianissimo Cresc Decresc 

1  1         
2 1 5  4  8   1 1 
3  1         
4  4  3  2  1   
5 1 2  1        
6  1  4  5  1  3 1 
7 1 2  2  3     
8  5  3  3  1    
9 2 1  1       
10  5  1  5     
11  3  4  3     
12  6  2  8   3  
13 2 3  3  5   2 2 
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Table 4.3.1: Volume 1, Dynamic Indicators 
Dreiβig Etüden für Viola, continued 
Etude Fortissimo Forte Fz Mezzo-

Forte 
Mezzo-
Piano 

Piano Subito 
piano 

Pianissimo Cresc Decresc 

14 1 7  5  7   2 1 
15  3  3  3 1    
16  1         
17 2 10  4  2  1 1 1 
18  1  1     1  
19  1         
20 1 4    4     
21  4  3  4     
22  1         
22a  1         
23  1         
24 1 4  2  3 2    
25  3  1  2   2  
26  6 1 4  4     
27 1 5  3  1 2    
28  1         
29  1    1     
30  2    2   1 2 
 
 
 
Table 4.3.2: Volume 2, Dynamic Indicators 
Zwanzig Etüden 

 
Etude Fortissimo Forte Fz Mezzo-

Forte 
Mezzo-
Piano 

Piano Subito 
piano 

Pianissimo Cresc Decresc 

1  4  6  8   10 4 
2 1 1  1  4   3  
3  3 1   3     
4 1 5  5  5   5  
5  2 2   2   1  
6  2    1    2  
7  2  2       
8  3  2  5      
9  3    2   1 2 
10  2  3  7     
11 4 5  3  3   6 2 
12 1 4  4  3   1  
13           
14 1 9  1  9     
15  4  5  4   4 1 
16  6  5  5   6 3 
17      1     
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Table 4.3.2: Volume 1, Dynamic Indicators 
Zwanzig Etüden für Viola, continued 
Etude Fortissimo Forte Fz Mezzo-

Forte 
Mezzo-
Piano 

Piano Subito 
piano 

Pianissimo Cresc Decresc 

           
18 1 5  3  2     
19 1 6  4  4   2  
20  6  1  2   3  
 The analysis begins with dynamic indicators that are static; then, non-static dynamics are 

discussed; finally, dynamics that increase or decrease in volume are presented.  Cumulatively 

there are four hundred and forty-seven static dynamic indicators.  Grouping those into dynamics 

that are generally loud or soft, there are two hundred and ninety-three that are loud, and one 

hundred and fifty-four that are soft.  The most used static dynamic indicator is forte with one 

hundred and sixty-seven occurrences.  The second most is piano with one hundred and forty-five 

occurrences.  There are ninety-eight mezzo forte indicators and twenty-three fortissimo 

indicators, seven subito piano and two pianissimo indicators.  The majority of etudes include 

dynamics that are loud and soft, others are written entirely in a single dynamic.  For instance, 

Etude 17, in Zwanzig, is written in piano while Etudes 1, 3, 16, 19, 22, 22 „a‟, 23, 28 and 29, in 

Dreiβig, are written in forte.  If a student has trouble with dynamics changes, the etude with the 

most non-static dynamic indicators is Etude 20 in Zwanzig.  Between both volumes of etudes, 

there are twelve etudes that have a range of twenty to thirteen dynamic indicators, eighteen that 

have thirteen to seven indicators, twenty that have seven to one indicators, and one that has none.  

 Dynamic indicators that increase or decrease in volume are employed.  Cumulatively, 

there are eighty non static dynamic indicators; sixty crescendi and twenty decrescendi.  The 

etude that has the most is Etude 1 in Zwanzig with ten crescendi and four decrescendi.  There are 

twice as many non static dynamic indicators in Zwanzig than in Dreiβig; there are fifty-six in 

Zwanzig and twenty-four in Dreiβig.  There are twenty-nine etudes that have no crescendo or 

decrescendo.  

 

 

4.4 Left-Hand Considerations 

 
A quantification of fingering suggestions and multiple notes performed simultaneously is 

presented and a short analysis will proceed.  The diagram‟s intent is to access issues that may 
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occur in the viola student‟s left-hand.  Some of the technical issues in the left-hand include 

intonation and shifting between lower to higher registers on the viola fingerboard.  Each etude‟s 

range has been included. 

 

Table 4.4.1: Volume 1, Left-hand considerations 
Dreiβig Etüden für Viola 

 
Etude Fingering 

suggestions 
Multiple notes 
simultaneously 
performed  

Range  

1 53  E3 – F5 
2 61  G3 – D5 
3 71  D3 – D5 
4 63 1 D3 – F5 
5 60 41 C3 – E5 
6 71  D3 – G6 
7 87  C3 – F5 
8 53 46 E3 – E5 
9 72  C3 – E5 
10 88  C3 – F5 
11 89 3 C3 – A6 
12 56 50 C3 – D5 
13 72  C3 – F5 
14 62 2 C3 – E5 
15 74 15 D3 – A6 
16 202  C3 – F5 
17 27 57 C3 – D5 
18 102 3 C3 – D5 
19 96  D3 – D5 
20 74  C3 – E5 
21 90  C#3-E5 
22 91  C3 – F5 
22a 83  C3 – F5 
23 132  D3 – F5 
24 61 120 C3 – F#5 
25 91  C3 – E5 
26 91 1 C3 – Eb5 
27 58 56 C3 – D5 
28 162  D3 – D3 
29 93  C3 – A6 
30 66 2 C3 – Eb5 
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Table 4.4.2: Volume 2, Left-hand Considerations 
Zwanzig Etüden 

 
Etude Fingering 

suggestions 
Multiple notes 
simultaneously 
performed  

Range  

1 83 48 D3 – G5 
2 34 1 C3 – G5 
3 28 1 C3 – G5 
4 33  D3 – F5 
5 3 93 C3 – G5 
6 21 7 D3 – A6 
7 71 65 C3 – G5 
8 62  C#3 – A6 
9 85 67 C3 – D5 
10 37  C#3 – F5 
11 13 35 C3 – Gb5 
12   C3 – G5 
13 60  C3 – A7 
14 29  E3 – E5 
15 16 101 E3 – E5 
16 22 87 D3 – F5 
17  29 D3 – F5 
18 12 38 C#3-F#5 
19 2  E3 – A6 
20 18  Gb3 – D5 
 

 Analysis of the amounts of fingering suggestions and double-stopped notes will clarify 

what the violist‟s left-hand is intended to do.  Cumulatively there are three thousand and eighty 

fingering suggestions; two thousand five hundred and fifty-one in Dreiβig and six hundred and 

twenty-nine in Zwanzig.  The disparity between fingering suggestions may be for several 

reasons, including Dreiβig has ten more etudes than Zwanzig, but also it may be because Dreiβig 

is intended for an intermediate viola player, therefore requiring more fingering suggestions and 

student direction.  There are two etudes that have no fingering suggestions.  The most fingering 

suggestions are in Etude 16 in Dreiβig with two hundred and two suggestions.   

 There are nine hundred and sixty-nine occurrences where multiple notes are to be played 

simultaneously; three hundred and ninety-seven in Dreiβig and five hundred and seventy-two in 

Zwanzig.  There are double, triple and quadruple stops in this list.  The majority of these are 
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double-stopped notes.  There are more double-stops in Zwanzig than Dreiβig.  This may allude to 

the advanced difficulty of Zwanzig.  

 

 

4.5 Miscellaneous Indicators 
 

A quantification of selected musical elements is below.  Included are clef changes, down 

and up bow markings, occurrences when the tempo slows or speeds up, and etudes that include 

different bowing combinations.  Clef changes are important to violists because they occur often 

in other musical genres including solo, chamber, and orchestral music.  Often the violist will be 

asked to shift clefs quickly, and precise music reading is essential to a successful performance.  

Clef changes are included in order to display to the teacher which etudes has them, and how 

many are in each etude.  Up and down bow markings are imperative to string playing because 

they can aid in tone production and bow control.  Tempo changes have been included in order to 

display their occurrences.  Bowing variations are also provided, and can be given to a student 

who needs to practice different bow stroke or slur combinations.  A short analysis will proceed. 

 
 
Table 4.5.1: Volume 1, Miscellaneous Musical Elements 
Dreiβig Etüden für Viola 

Etude Clef changes Down/Up 

Bow 

Tempo slows 

down (ritard, 

rall.) 

Tempo speeds 

up 

Bowing 

variation 

1      
2  1/1 2   
3  0/1    
4 2   1  
5 2     
6 1   1  
7 2 3/2 1 5  
8  2/0 1   
9      
10 2 9/9    
11 3 5/3 1   
12  10/12 1   
13 4 2/2 2   



 73 

Table 4.5.1: Volume 1, Miscellaneous Musical Elements 
Dreiβig Etüden für Viola, continued 
Etude Clef changes Down/Up 

Bow 
Tempo slows 
down (ritard, 
rall.) 

Tempo speeds 
up 

Bowing 
variation 

14  11/15 1 1  
15 3 1/2    
16 4    13 
17  8/13    
18  3/4 2   
19      
20 2 22/20  1  
21  1/8 1   
22 2 2/0    
22a 2     
23   1  8 
24 2 34/35    
25  2/2  1  
26  30/25    
27  18/16 1 4  
28  3/5    
29 4     
30  9/13    
 
 
Table 4.5.2: Volume 2, Miscellaneous Musical Elements 
Zwanzig Etüden 

 
Etude Clef changes Down/Up 

Bow 
Tempo slows 
down 
(ritard,rall.) 

Tempo speeds 
up 

Bowing 
variation 

1 4 6/1    
2 2    6 
3  3    
4      
5 2     
6 4     
7  2/1 1   
8 2 7/5    
9  4/0    
10  3/4     
11      
12     4 
13 14 1/2     
14   1   
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Table 4.5.2: Volume 2, Miscellaneous Musical Elements 
Zwanzig Etüden, continued 
Etude Clef changes Down/Up 

Bow 
Tempo slows 
down 
(ritard,rall.) 

Tempo speeds 
up 

Bowing 
variation 

15  4/5    
16  2/1 1   
17    1  
18      
19 2 2/19    
20  4/2    
 

 Cumulatively, in the two volumes, there are sixty-five clef changes; thirty-five in Dreiβig 

and thirty in Zwanzig.  In Dreiβig there are three hundred and sixty-four bowing suggestions: one 

hundred and seventy-six are down bow and one hundred and eighty-eight are up bow 

suggestions.  This is considerably more than the bowing suggestions in Zwanzig, where there are 

only seventy eight bowing suggestions: thirty-eight down bow and forty up bow suggestions.  

The disparities of bowing suggestions between volumes indicate the technical level required.  

The student will be less technically proficient while working on the Dreiβig, therefore requiring 

more bow guidance, whereas the student working on Zwanzig is more advanced and will be 

better able to assign their own bowings to the etudes.  Cumulatively there are seventeen 

occurrences where the tempo slows down and sixteen where the tempo speeds up.  There are also 

twenty alternate bowing suggestions provided. 
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CONCLUSION 
 
 

 
 Repertoire featuring the viola is contemporary, exciting and constantly growing.  Alfred 

Uhl places the viola prominently in his repertoire and displays the viola as a solo instrument with 

demands and sensitivities that are different from any other instrument.  Kleine Konzert displays 

the viola as a melodic force in chamber music with themes that extend the viola‟s color and tone.  

Trio displays the viola‟s ability to shift from accompaniment to melody quickly and effortlessly 

and Vier Lieder displays mood and character shifts.  Instead of hiding the viola in a texture of 

chord tones, Alfred Uhl appoints it to a visible position as displayed by these chamber works.  

Uhl‟s pedagogical works for viola address specific technical demands.  The viola etudes have 

character and display the viola‟s ability to shift textures quickly and effectively.  They address 

technical issues including tremolo, pizzicato, shifting tonalities, and varied bow strokes. 

 The purpose of this treatise is to bring exposure to the viola works of Alfred Uhl.  By 

providing a brief history of Uhl‟s life, a stylistic view of three viola chamber works, and a 

quantitative analysis of the viola etudes; the hope is that other musicians will perform and record 

more of these works.  In addition, the hope of the author is that the viola will continue to push 

forward from a passive role to a more prominent place in the orchestral, chamber and solo music 

of modern composers, and thereby gain greater prestige in the music world. 
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