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                                                       ABSTRACT 
 
  
 The concerto for solo violin and orchestra is one of the most popular genres  

for violinists in the twentieth century violin repertoire.  Originating in the Baroque period, 

the concerto developed in form, harmony, style and technique through the Classical and 

Romantic periods.  The most well-known violin concerti written in the twentieth century 

are composed by Prokofiev, Shostakovich, Bartók, Stravinsky, Khachaturian and Berg.   

In addition to these famous works, there are lesser-known twentieth-century 

concerti for solo violin and orchestra by Darius Milhaud, Hans Werner Henze and Arthur 

Bliss, among others.  Milhaud and Henze, both prolific composers overall, each 

composed three violin concerti.  Bliss wrote only one.  Among their works, Milhaud’s 

Second Violin Concerto, Henze’s First Violin Concerto and Bliss’s Violin Concerto 

present formidable technical challenges to the violinist and are compared in this treatise 

in terms of the respective challenges each work presents.  

This treatise covers the composers’ biographies, overviews of their violin concerti, 

and practice guides with technical suggestions and exercises intended to help the violin 

student execute each concerto.  The main part of each chapter is the practice guide which 

addresses the main technical issues in each concerto.  Recommendations are presented 

for various targeted practice materials, such as études, scales and pedagogical books by 

Auer, Galamian, Flesch, Courvoisier, Šev�ík, Dont, Fiorillo, Fischer, Kreutzer and Rode.   

The treatise also compares some issues in the violin concerti by Saint-Saëns and 

Wieniawski, two examples from the standard violin repertoire with the techniques 

required in the three concerti discussed in this paper.  
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                                                 INTRODUCTION 
 
 

The concerto for solo violin and orchestra was one of the most popular genres for 

violinists in the twentieth century.  Since its inception in Baroque era, the concerto’s 

formal structure, harmony, overall style and required techniques have changed 

dramatically.  In the early twentieth century, composers such as Edward Elgar and Jean 

Sibelius wrote violin concerti that expressed romantic ideals.  However, other twentieth-

century composers, such as Sergei Prokofiev, Dmitri Shostakovich, Béla Bartók, Alban 

Berg and Arnold Schoenberg, wrote violin concerti using dissonance, chromaticism, 

atonality and twelve-tone techniques.  All of the aforementioned concerti reflect the 

diversity of music in the twentieth century and are performed and recorded frequently. 

 In addition to these famous works, there are less popular twentieth-century 

concerti for solo violin and orchestra by renowned composers. Darius Milhaud (1892-

1974), a member of the famous group of French composers known as Les Six, composed 

three violin concerti.  Of those three, his Second Violin Concerto which was written in 

1946 is most popular.  This concerto is a dramatic, lyrical, passionate and virtuosic piece.  

It has three movements that last twenty-five minutes.  It does contain many difficult 

techniques such as playing in the high register on the G and E strings, chords, up-bow 

staccato, and rhythmic passages, and mixed bowings.  

 Milhaud’s contemporary, Hans Werner Henze, born in 1926 in Westphalia, also 

wrote three violin concerti.  Henze’s music is influenced by serialism, atonality, twelve-

tone techniques, neo-classicism and jazz.  Among his violin concerti, his First Violin 

Concerto has less-expanded techniques than other concerti.  Completed in 1948, — only 

two years after Milhaud’s second — it is based on twelve-tone techniques. Though it is 

different from Milhaud’s concerto in overall style, Henze’s concerto is similar in length.  

Its four movements take twenty-five minutes to perform.  It also presents the performer 

with a variety of technical challenges such as chromatic passages, octaves, large leaps, 

tempo changes and string crossings. 

 Arthur Bliss (1891-1975), a British composer, wrote his Violin Concerto in 1955.  

This concerto is longer than those of Milhaud or Henze. It is in three movements that last 

forty-five minutes.  It is dedicated to Alfredo Campoli (1906-1991), a virtuoso Italian 
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violinist.  This concerto, which has a brilliant cadenza, is broad, lyrical, dramatic and rich.  

It includes difficult techniques such as fast sixteenth-notes, diverse rhythms, various slurs 

and chords, and complicated spiccato and staccato passages.  This concerto is one of the 

works in which Bliss expressed romantic ideals.  

These three concerti by Milhaud, Henze and Bliss are significant pieces for 

performers to add to their contemporary repertoire.  They all contain challenging 

technical issues such as high registers, large leaps, diverse rhythms and chromatic 

passages.  Although they have important violin techniques, they do not have extended 

techniques used in other twentieth-century works, such as col legno, pizzicato harmonics 

or harmonic glissandi.  For this reason, these three concerti offer opportunities for 

performers to connect the standard techniques of earlier eras to twentieth-century 

developments before studying more difficult contemporary pieces.   

This treatise provides background information on the composers and an overview 

of the concerti. In addition, a practice guide is presented, using a variety of études, scales 

and pedagogical books by noted performers and theorists Leopold Auer, Ivan Galamian, 

Carl Flesch, Karl Courvoisier, Otakar Šev�ík, Jakob Dont, Federigo Fiorillo, Simon 

Fischer, Rodolphe Kreutzer and Pierre Rode.   

For students who are not familiar with contemporary music, this study also 

compares the techniques with the violin concerti by Saint-Saëns and Wieniawski, two 

examples of standard violin repertoire which have similar techniques with the concerti by 

Milhaud, Henze and Bliss.  Comparing with famous violin concerti, students can easily 

understand the works by the three composers discussed in this paper.     
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                                                   CHAPTER ONE 

                               

1.1 A Biography of Darius Milhaud 

 

Born on September 4, 1892, in Aix-en-Provence, Darius Milhaud is one of the 

most famous French composers of the twentieth century.  Being sensitive to sounds at an 

early age, he studied the violin from age seven, entering the Paris Conservatory in 1909.  

During this time, his piano, composition, harmony and counterpoint studies were with 

Xavier Leroux, Vincent d’Indy, Paul Dukas, André Gedalge and Charles Marie Widor.  

During the summer of 1911 he “composed a Sonata for violin and piano, my first work 

worthy of being preserved.”1  Realizing that his real interest lay in composing, Milhaud 

“found the study of the violin increasingly tedious; it was as if I was being robbed of time 

that otherwise I could have devoted to composition.”2   

 During World War I, Milhaud served as a secretary for Paul Claudel, a minister of 

the French delegation in Brazil.  His experiences in Brazil influenced his compositional 

style and his interest in folk music is apparent in his first two ballets.  After returning to 

Paris in 1918, Milhaud joined his colleagues, Georges Auric, Louis Durey, Arthur 

Honegger, Francis Poulenc and Germaine Tailleferre, in forming Les Six in 1923, 

reacting against the music by Wagner, Debussy and Ravel.  Breaking away from the 

complex music of their contemporaries, they composed with more straight forwardness, 

using simpler rhythms and shorter durations.  Sharing musical ideas through regular 

meetings, they were close to each other.  Although Durey left the group by the following 

year, he kept their friendships by associating and showing up at concerts.   

 Milhaud traveled widely his whole life, a fact that greatly influenced his 

compositional style.  Besides Brazil, he visited the United States, Austria, Poland, 

Holland and Italy, among others.  During his trip to the United States in 1922, he was 

impressed by the Jazz he heard, which he wrote was “absolutely different from anything I 

had ever heard before and was a revelation to me.  Against the beat of the drums the 

melodic lines crisscrossed in a breathless pattern of broken and twisted rhythms…Its 

                                                 
1 Darius Milhaud, Notes Without Music (New York: Da Capo Press, 1970), 30. 
2 Ibid., 33. 
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effect on me was so overwhelming that I could not tear myself away.”3  This impression 

affected much of his subsequent music, such as the works for ballet and chamber 

ensemble.  In 1925, Milhaud married his cousin Madeleine, and soon after they had a son 

named Daniel.  

 Milhaud was celebrated during his lifetime as a teacher and composer.  As war 

was dominating Europe and Asia in 1939, Milhaud emigrated with his family to America, 

which began his long and fruitful teaching career.  He started to teach at Mills College in 

Oakland, California.  In addition, he began travelling to teach at the Paris Conservatory in 

1947.  From 1951, he also taught at the Aspen Music School and Festival in Colorado 

during summers, spending his time alternately in France and the United States until his 

retirement in 1971.  As a great teacher, Milhaud had many students, including William 

Bolcom, Dave Brubeck, Philip Glass and Steve Reich.        

 Meanwhile, Milhaud’s compositional career was prominent.  Jane Galante, 

translator of the book Darius Milhaud by Paul Collaer, described Milhaud’s many honors 

as a great composer: 

The National Institute of Arts and Letters elected him an Honorary Associate; he 
was made a Fellow of the American Academy of Arts and Sciences and was 
named to the Advisory Committee on Music of the National Arts Foundation of 
New York. Brandeis University, the University of California at Berkeley, and 
Mills College bestowed honorary degrees on him.4  

After 1971, he continued to compose and lived in poor health until his death on June 22, 

1974 in Genova at the age of eighty-one. 

Milhaud, one of the most productive composers in the twentieth century, wrote 

over four hundred works.  He composed numerous stage works such as operas, ballets, 

film and radio scores, and incidental music.  He also wrote chamber works for various 

combinations of instruments from sonatas to septets.  He composed music for keyboard, 

orchestra, chorus and solo voice, as well.  The texture of his music is melodic, dramatic, 

polytonal, folk-like, ethnic, emotional and contrapuntal.  Paul Collaer, author of Darius 

Milhaud, described him as “a lyric poet whose language is music. He is one of those 

                                                 
3 Ibid., 136-7. 
4 Paul Collaer, “Translator’s Note,” in Darius Milhaud, tran. and ed. Jane Hohfeld Galante (San Francisco: 
San Francisco Press, Inc., 1988),  11-12. 
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creative geniuses from whom men learn about the depths of their own souls and the 

common depth of the human soul.”5 

                      

                 1.2 Overview of the Second Violin Concerto by Milhaud 

 

Of his three concerti, Milhaud’s Second Violin Concerto was the most successful. 

It was written in 1946 in the United States after the end of the Second World War.  He 

also wrote other works such as the Third Symphony, the Third Piano Concerto and the 

Thirteenth String Quartet in the same year.   

The Second Violin Concerto was dedicated to Arthur Le Blanc, a Canadian 

violinist.  He premiered it with André Cluytens conducting the Paris Conservatory 

Concert Society Orchestra in 1948.  As of 2011, there are recordings by violinists 

Arabella Steinbacher, André Gertler, Dene Olding and Louis Kaufman.  

This concerto contains drama, passion and virtuosity in its three movements: 

Dramatique: Recitatif-Animé, Lent et sombre, and Emporté.  The first movement begins 

with a full, rich forte with magnificent brass sections.  Milhaud creates a dark atmosphere 

that recurs throughout the entire work with Sul G for the solo violin at the first section, 

Dramatique.  The next section, Animé, which has march-like orchestral sonorities, is very 

rhythmic and articulated.  Unlike the previous section, the solo violin breaks away from 

heavy and thick textures.  With triplets, chords and passages in high registers, the solo 

violin plays lightheartedly, lively and gently.  In the Cadenza, Milhaud calls for virtuosic 

techniques from the violinist, including up-bow staccato passages, string crossings and a 

series of four-note chords.  After the Cadenza, Milhaud returns to the beginning themes 

again to finish this movement.  The second movement, Lent et sombre, which means 

slow and somber, has many meter changes and chromaticism.  The slow tempo and high 

register on the E string create gorgeous elegiac sonorities.  The last movement is highly 

articulated, exciting and rhythmic, and begins with a theme of short bow strokes in the 

solo violin part.  The entire movement demands string crossings between the G and E 

strings and chords such as thirds, octaves and tenths in a fast tempo.  

                                                 
5 Ibid., 24. 
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Reflecting the atmosphere of World War II, Milhaud presented a dark and serious 

mood in this concerto.  It is often expressed in the solo violin part by playing on the G 

string with full dynamics.  Also, his concerto includes advanced techniques for the solo 

violin, which his background as a violinist must have helped him to understand and 

distinguish.      

 

                                                    1.3 Practice Guide 

 

Milhaud’s Second Violin Concerto has important techniques for violinists.  These 

techniques can be divided into three categories: intonation, rhythm and bow strokes.  For 

the intonation required in this concerto, violinists need to prepare for high registers on the 

G and E strings, chromatic scales, and chords such as thirds, sixths, octaves and tenths.  

This concerto also requires practice with varied rhythms such as dotted notes, triplets, 

and mixed patterns with eighth-, sixteenth- and thirty-second notes.  As a virtuosic piece, 

this concerto has difficult bow techniques, such as string crossings, as well as arpeggios, 

up-bow staccato and a variety of slurred bowings.  Among these techniques, this guide 

treats four main techniques: passages in high registers, string crossings, mixed rhythms 

and chords.  

 

I. High registers 

 

1. G string 

  

Milhaud used strong and thick tones on the G string in the first and last 

movements, which create dark, serious effects in this concerto.  As main melodies, those 

are played at full dynamic levels (Example 1.1).  The sounds on the G string in the Animé 

section are more rhythmic with a faster tempo (Example 1.2). 
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Example 1.1 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 1, 

mm. 7-17 

 

 

Example 1.2 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 1, 

mm. 18-26 

 

  

A similar style can also be found in the Concerto No. 3 for Violin and Orchestra 

in B minor, Op. 61, by Camille Saint-Saëns (Example 1.3) and in the Concerto for Violin 

and Orchestra No. 2 in D minor, Op. 22, by Henri Wieniawski (Example 1.4). 

 

Example 1.3 Saint-Saëns, Concerto No. 3 for Violin and Orchestra in B Minor, Op. 61, 

movement 1, mm. 1-13 6 

 

 

 

                                                 
6 Paris: Editions Durand, 1990; 3 � concerto pour Violin et Orchestre Op. 61 by Saint-Saëns is published by 
Editions Durand.  The musical example is used with kind permission of Editions Durand / Universal Music 
Publishing Classical. 
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Example 1.4 Wieniawski, Concerto for Violin and Orchestra No. 22 in D Minor, Op. 22, 

movement 1, mm. 188-190 

 

 

The use of high passages on the G string, which was shared by Milhaud, Saint-

Saëns and Wieniawski, are played with accents and powerful dynamics.  In Milhaud’s 

concerto, this technique is used more frequently and the melodic ranges are wider than in 

the others. 

In Milhaud’s examples, violinists need to leap from the low to high position on 

the G string.  When it happens, the hand and wrist need to make a curve quickly to get to 

the high position.  Also, the thumb needs to move more under the neck for supporting the 

other fingers.  Karl Courvoisier, who is the author of The Technique of Violin Playing: 

The Joachim Method, describes the thumb position in the high position as follows:  

In the first three positions the location of the thumb is governed by that of the 
forefinger, and is, consequently, variable.  As a rule, its best position is somewhat 
forward of the base of the forefinger, and in any case, a little in front of the tip…. 
After the fourth position is reached, the thumb can not remain longer directly 
opposite the middle finger, since already in the third position it has touched the 
point where the neck thickens in anticipation of the block.  Beginning with the 
fourth position then, the thumb remains behind, its lower joint resting against the 
thick position of the neck, thence, in obedience to the demands of comfort as the 
hand shifts to higher positions, it is gradually withdrawn toward the right until the 
tip alone remains in contact with the neck.7  

Fingerings are an important consideration. Avoiding the fourth finger on a high leap will 

help for expressing strong dynamics because usually that finger is shorter and weaker 

than the others and most violinists find it difficult to vibrate with the fourth finger in the 

high positions.  For effective practice, repeating the distance from a low note to a high 

note helps to obtain the correct distance between notes.  It needs to be slow and repeated 

many times.   

                                                 
7 Karl Courvoisier, The Technique of Violin Playing: The Joachim Method (Mineola, New York: Dover 
Publications, Inc., 2006), 14-15. 
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For this technique, method books by Flesch, Šev�ík, Fiorillo and Rode are helpful.  

In Carl Flesch’s Scale System, which is one of the most popular scale books for violinists, 

all major and minor scales are included.  The first exercise in each key is a scale on the G 

string only.  Through this practice, one can work to perfect the distances and intonation in 

high positions on the G string.   

Among the various method books by Otakar Šev�ík, his School of Violin Technics 

Op. 1 Part III and Exercises for the Change of the Positions and Preparatory Scale-

Studies Op. 8 are designed for changing positions.  Both books include scales played on 

one string. 

For applying rhythms, the études from Thirty-six Studies or Caprices for the 

Violin by Fiorillo and 24 Caprices by Rode are helpful.  Fiorillo étude No. 14 (Example 

1.5) and Rode étude No. 6 (Example 1.6) are played on one string.   

 

Example 1.5 Fiorillo, Thirty-six Studies or Caprices for the Violin, No. 14, mm. 1-11 

 

 

Example 1.6 Rode, 24 Caprices, No. 6, mm. 1-12 
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The G string is the furthest string from the fingers on the left hand for violinists.  

Therefore, it is difficult to play with appropriate angles of the hand and arm on the G 

string.  In Milhaud’s concerto, this technique is often called for at a full dynamic level, 

with accents and a fast tempo.  It needs to be played near the bridge with more bow 

weight, but without harsh sounds.  The exercises mentioned above will be invaluable for 

preparing the left and right hands to play the G string passages in Milhaud’s concerto.    

 

2. E string 

 

Contemporary composers have used larger intervals for string instruments than 

earlier eras.  They are used in various ways, such as chromatic scales, large leaps and 

high registers.  Of course, Milhaud used these techniques, as well.  Like the technique for 

the G string, he also wrote in the high register on the E string in this concerto (Example 

1.7). 

 

Example 1.7 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 1, 

mm. 80-87 

 

 

 

There are also large leaps on the E string in this piece (Example 1.8). 
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Example 1.8 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 2, 

mm. 1-21 

 

 

Large leaps and passages in the high register on the E string are very difficult for 

violinists because the violin has no frets, like those found on a guitar.  Therefore, 

violinists need to achieve the exact distance between each position.  Also, violinists must 

use more strength in the very high position because the strings are farther away from the 

fingerboard than in lower positions.  Therefore, the left hand requires focus on fine-

tuning and the distances.  Consistent practice is mandatory because it takes time to 

achieve such precise intonation. A tuner can be a great help while practicing these issues. 

  The Scale System by Carl Flesch is recommended as a good warm-up book for 

facility in the high register.  Although there are no exercises for leaps in this book, it is 

helpful for connecting positions through shifting.  The fourth exercise in each key utilizes 

only the E string and is especially effective for this issue.  Also, the fifth exercise is good 

for obtaining ease in all positions.  

 Like the Scale System, Šev�ík’s School of Violin Technics Op. 1 Part II and the 

previously-mentioned Op. 1 Part III and Op. 8 have practical exercises.  In Op. 8, many 

exercises target the E string with varied rhythms.  Op. 1 Part II also has exercises in the 

second to seventh positions.  Finger positions can be reinforced through this book.  

Techniques such as arpeggios, chromatic scales and shifting can be found in Šev�ík’s 

book Op. 1 Part III, as well.  These three books by Šev�ík are essential for practicing 

large shifts and high registers.  
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 The étude No. 6 by Rode, which was mentioned for the G string issue above, is 

also good for high register practice on the E string.  It has accidentals in the Moderato 

section (Example 1.9).   

 

Example 1.9 Rode, 24 Caprices, No. 6, mm. 22-28 

 

 

The studies for this technique by Fiorillo are more advanced than others such as 

Šev�ík’s or Rode’s books.  For example, the étude No. 22 is particularly appropriate for 

high leaps (Example 1.10).  

 

Example 1.10 Fiorillo, Thirty-six Studies or Caprices for the Violin, No. 22, mm. 11-25 

 

 

The studies No. 25 (Example 1.11) and No. 33 (Example 1.12) also focus on the 

E string.  

 

Example 1.11 Fiorillo, Thirty-six Studies or Caprices for the Violin, No. 25, mm. 35-44 
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Example 1.12 Fiorillo, Thirty-six Studies or Caprices for the Violin, No. 33, mm. 40-56 

 

 

 

Milhaud’s passages require violinists to achieve precise distances between low 

and high positions.  To get the right intonation it is helpful to practice very slowly most 

of the time for listening and focusing on intonation. The exercises by Flesch, Šev�ík, 

Rode and Fiorillo offer violinists plenty of material to practice large shifts and playing in 

the high register on the E string.   

 

II. String Crossings 

 

 String crossings are another main technical challenge in this concerto.  They 

occur with separate or slurred bowings with varied rhythms and tempi in this piece 

(Example 1.13 and 1.14).  

 

Example 1.13 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 1, 

cadenza 
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Example 1.14 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 3, 

mm. 29-34 

 

 

For this technique, the movement of the right arm is important.  Violinists need to 

focus on achieving a right angle with their elbow, wrist and hand when they attempt 

string crossings.  In Simon Fischer’s book Basics, which includes three hundred exercises 

and practice routines for the violin, the author states about string crossings, “The right 

arm does not have to move all in one piece when crossing from one string level to 

another.  The hand leads when crossing from a lower string to a higher string, and the 

elbow follows.  The elbow leads when crossing from a higher string to a lower string, and 

the hand follows.” 8 He suggests practicing with quarter rests for preparing the hand and 

elbow positions in his example (Example 1.15).  

 

Example 1.15 Fischer, Basics, p. 18 

  

   

Besides Basics, there are many other exercises for string crossings.  Šev�ík’s 

books such as School of Violin Technics Op. 1 Part I, II and School of Technic for Violin 

                                                 
8 Simon Fischer, Basics (London: Peters Edition Limited, 1997), 18. 
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Op. 1 Part IV have exercises for good preparation.  In the book Op. 1 Part I, the author 

introduces legato string crossings in the first position (Example 1.16).   

 

Example 1.16 Šev�ík, School of Violin Technics Op. 1 Part I, No. 11, mm. 1-8 

 

 

 

He suggests sixty-four ways to practice this technique with various slurs. His Op. 

1, Part II has string crossings in other positions, and Op. 1, Part IV has arpeggiated 

chords.  They are good exercises for working on string crossings.  

 There are more advanced étude books by Kreutzer, Fiorillo, Rode and Dont for 

this technique.  In the 42 Studies by Kreutzer, study No. 10 offers valuable practice for 

crossing between the G and E strings (Example 1.17).  

 

Example 1.17 Kreutzer, 42 Studies for Violin, No. 10, mm. 1-6 

 

As in Kreutzer’s study, Rode used the same technique in his 24 Caprices 

(Example 1.18). 
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Example 1.18 Rode, 24 Caprices, No. 21, mm. 45-62 

 

 

  

Milhaud used this technique in the third movement of his Second Violin Concerto 

with a forte dynamic marking.  These études by Kreutzer and Rode will be helpful 

preparation for playing string crossings with a full sound between the G and E strings.  

Dont also used string crossings in his book Twenty-four Études and Caprices.  Études No. 

5 and No. 19 offer separate bowings and chord arpeggios.   

Another étude book for this technique is Fiorillo’s Thirty-six Studies or Caprices.  

He used this technique in many studies in his book.  Among them, No. 20 is a good 

example for slurred string crossings (Example 1.19).  

 

Example 1.19 Fiorillo, Thirty-six Studies or Caprices for the Violin, No. 20, mm. 13-18 
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 The most important thing for string crossings is the adjustment of the right arm.  

The most effective practice method is to play with a mirror for finding the arm level.  

Also, practicing with slow and long bows is essential.  The various exercises mentioned 

above, such as separate and slurred bowings and chord arpeggios for string crossings, are 

important for playing Milhaud’s concerto.  By practicing these exercises, violinists can 

achieve precise string crossings.  

 

III. Rhythm 

 

 Darius Milhaud used various rhythm patterns such as sixteenth- and thirty-second 

notes, dotted notes and triplets in his Second Violin Concerto.  They are usually played 

with fast tempo and string crossings.  Violinists should work to control string crossings 

by using a small amount of bow for Milhaud’s rhythms.  A mix of dotted eighth-notes 

and sixteenth-notes forms one of the most common rhythmic patterns of this concerto 

(Example 1.20).  

  

Example 1.20 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 1, 

mm. 48-68 

 

 

For perfecting the exact rhythms, separate bowings should be practiced first 

before other slurred bowings.  The metronome needs to be used for subdividing and 

maintaining a slow tempo.  

Šev�ík’s Op. 1 Part I and Op. 2 Part I have dotted-note exercises.  They can be 

played with various bowings (Example 1.21).  
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Example 1.21 Šev�ík, School of Bowing Technic Op. 2 Part I, No. 5, Var. 118-127 

 

 

Kreutzer’s book, 42 Studies, also has dotted-note variations in Study No. 2 

(Example 1.22). 

 

Example 1.22 Kreutzer, 42 Studies for Violin, No. 2, Var. 59-62 

 

 

 Dotted notes occur frequently in Wieniawski’s Second Violin Concerto as well.  

This pattern creates some very rhythmic passages in the last movement, although its use 

is more frequent in Milhaud’s concerto (Example 1.23).  

 

Example 1.23 Wieniawski, Concerto for Violin and Orchestra No. 2 in D Minor, Op. 22, 

movement 3, mm. 197-210 
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Triplets are also very frequently encountered throughout Milhaud’s Violin 

Concerto.  Most of them are articulated with two notes slurred and one note separate, 

with a strong dynamics in this concerto.  Such figures need to be played with a small 

amount of bow in the lower half. Violinists must avoid uneven subdivision of the triplets 

because it is common for the first two notes to be compressed by the slur (Example 1.24).     

 

Example 1.24 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 1, 

mm. 69-74 

 

 

Triplets are one of the main rhythmic patterns in Saint-Saëns’ Concerto, as well.  

They occur more frequently than in Milhaud’s concerto with varied slurs and dynamic 

levels (Example 1.25).    

 

Example 1.25 Saint-Saëns, Concerto No. 3 for Violin and Orchestra in B Minor, Op. 61, 

movement 3, mm. 222-229 9 

 

 

                                                 
9 Paris: Editions Durand, 1990; 3 � concerto pour Violin et Orchestre Op. 61 by Saint-Saëns is published by 
Editions Durand.  The musical example is used with kind permission of Editions Durand / Universal Music 
Publishing Classical. 
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Triplet passages are quite common in the violin repertoire.  Therefore, most 

method books referred to in this treatise contain exercises for playing triplets. Šev�ík’s 

Op. 1, 2 and 3 all include triplet studies in the first position with varied bowings.  In 

Kreutzer’s book, the études Nos. 5, 6, 11 and 21 have this technique in various positions.  

The études Nos. 1 and 5 by Rode and étude No. 12 by Dont also contain triplets, as well. 

 One of the main method books for triplets is Thirty-six Studies or Caprices by 

Fiorillo.  He wrote many triplet exercises in this book.  Among them, étude No. 23 is 

useful for focusing on triplets with string crossings (Example 1.26).  

 

Example 1.26 Fiorillo, Thirty-six Studies or Caprices for the Violin, No. 23, mm. 1-10 

 

 

 

For expressing the very rhythmic passages of Mihaud’s Second Violin Concerto, 

violinists should focus on the exercises mentioned above for dotted notes and triplets, 

which are necessary for accurate rhythm in this piece.   

 

IV. Chords 

 

 The last main technique of Milhaud’s Second Violin Concerto is playing chords.  

He wrote many double-stops such as thirds, sixths, octaves and tenths, and also used 

three- or four-note chords with separate bows.  Not surprisingly, these chords occur most 

frequently in the virtuosic cadenza.  Among them, thirds and sixths are often used with 

accidentals in Milhaud’s concerto.  In addition to the cadenza, he used them often in the 

first and second movements (Example 1.27 and 1.28).   
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Example 1.27 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 2, 

mm. 87-89  

 

 

Example 1.28 Milhaud, Concerto for Violin and Orchestra No. 2, Op. 263, movement 1, 

mm. 88-90 

     

 

For help with left-hand chord practice, Simon Fischer explains that the player 

should, “feel the hand balanced slightly more on the upper finger than on the lower finger, 

and reach back with the lower finger. Do not base the hand on the lower finger, since 

then you have to stretch the upper finger forward.”10   

 Šev�ík’s Preparatory Exercises in Double-Stopping Op. 9 is suggested for 

preparation of double-stops.  It contains many broken chord exercises.  For working on 

intonation, the chords are arpeggiated by sounding a single note first, then by playing two 

notes together.  This book also introduces chord practice in various positions (Example 

1.29). 

  

Example 1.29 Šev�ík, Preparatory Exercises in Double-Stopping Op. 9, No. 5, mm. 1-10 

 

                                                 
10 Ibid., 179. 
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Šev�ík Op. 1 Part IV has scales of chords in each key.  This is similar to exercises 

found in the Scale System by Flesch.  The exercises Nos. 6 and 7 in the Scale System 

contain scales in thirds and sixths.   

For more advanced exercises on this technique, the latter part of Kreutzer’s 42 

Studies contains études using mixed chords.  Similarly, Fiorillo’s book contains études 

for mixed chords with varied rhythm and tempi (Example 1.30 and 1.31). 

 

Example 1.30 Kreutzer, 42 Studies for Violin, No. 33, mm. 1-13 

   

   

Example 1.31 Fiorillo, Thirty-six Studies or Caprices for the Violin, No. 17, mm. 14-30 

 

 

 

Playing chords is difficult for violinists because of the coordination required 

between the left and right hands.   If the chords call for changing positions, attention 

should be paid to the left hand to ensure proper intonation.  For obtaining precise 

intonation, all method books suggest first practicing exercises at a very slow tempo.  The 

broken chord practice should be helpful with separate bows first, only later adding slurs.   
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                                              1.4 Conclusion  

 

The techniques called for in Milhaud’s piece – playing in the high registers on the 

G and E strings, string crossings, varied rhythms and chords – require much practice. 

This practice is ultimately worth the effort, however, because these skills can be 

transferred to many other pieces.  Through the exercises mentioned above, violinists can 

solve the main technical issues in Milhaud’s concerto.  
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                                     CHAPTER TWO 

                               

                            2.1 A Biography of Hans Werner Henze 

 

Currently living in Italy, Hans Werner Henze has written works in numerous 

genres: operas, ballets, choral and vocal works, symphonies, chamber works and music 

for solo instruments.  He was born in 1926 at Gütersloh in Westphalia as the first of six 

children.  In 1930, his family moved to Bielefeld because his father began teaching at a 

primary school.  Henze attended primary and grammar schools in that area from 1931 to 

1942.  Under the influence of his father, who played the viola in the Bielefeld Chamber 

Orchestra, the young Henze became interested in music as a young boy.  He began to 

compose in 1938 at the age of twelve.  In 1942, deciding that music was his passion, he 

quit grammar school and studied piano, percussion and theory at the Brunswick State 

School of Music.   

Living through World War II during the regime of the Nazis, he “was aware that I 

was deprived of the things that mattered most to me, in human and musical terms.  And 

this was on grounds that were, to my mind, just as threadbare and idiotic as the regime as 

a whole was dark and philistine, evil and dangerous, petty-bourgeois and lethal.”11  Such 

a challenging environment as this formed Henze’s political disposition at a young age.   

Military service interrupted Henze’s formal training in 1944.  The following year, 

after coming back from the war, he became a répétiteur, which is a coach for singers, 

during rehearsals in the Bielefeld City Theatre.  In 1946, he studied with Wolfgang 

Fortner at the Institute for Church Music in Heidelberg.  Here he composed his first 

major works, among them the Chamber Concerto for Solo Piano, Flute, and Strings, and 

the Sonata for Violin and Piano.  During the summer, Henze attended Darmstadt’s New 

Music Summer School where he was offered a publishing contract with Schott of Mainz 

on the recommendation of his teacher, Fortner.  The following summer at Darmstadt, he 

studied twelve-tone technique with René Leibowitz, whom he later recalled as a 

                                                 
11 Hans Werner Henze, Music and Politics (London: Faber and Faber, 1982), 28. 
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“delightful man”12 and a “marvelous teacher.”13  Henze’s early efforts at dodecaphony 

are expressed in the First Violin Concerto and in the Chamber Sonata for Violin, Cello 

and Piano, both of which were completed in 1948. 

From 1948 to 1950, Henze worked as a musical advisor at the Constance 

Deutsches Theater where he composed his first opera, The Miracle Theater.  He was 

appointed the Artistic Director and Conductor of the ballet at the Hessian State Theatre in 

Wiesbaden in 1950.  In 1951 he also was awarded the Robert Schumann Prize of the City 

of Düsseldorf. 

He later wrote about those post-war years in Germany:  

I travelled ceaselessly up and down Germany, without managing to find a capital 
city… There was no communication; people remained silent or talked past one 
another.  All one heard was the murmur, even the tumult, of innumerable 
monologues…I had a rough time.  I was subjected to reproaches, admonitions by 
the police, shown my place; trees, they insisted, were not to grow towards the sky.  
This was an industrious country, where the diligent, forgetful of the past, were 
already striving for the reintroduction of military service and general rearmament.  
What did they want? Where was it all supposed to lead? Which way should one 
turn?14   

In 1953, in response to the post-war German political environment, Henze moved to 

Forio d’Ischia, a province of Naples, in Italy.  He met William Walton, a fellow 

composer with whom Henze shared many musical ideas.  In 1955, he moved to the 

mainland in Naples.  After spending a few years in Naples, Henze felt stifled again: “I 

had already had enough of Naples and wanted to get away from the place… I had to find 

a modern musical city as soon as possible and remain there until Elegie für junge 

Liebende - as it was not to be called – was finished.”15  Meanwhile, he was awarded the 

Major Music Prize of North Rhine-Westphalia.  After moving to Castelgandolfo near 

Rome in 1957, he was awarded the Arts Prize of the City of Hanover.  Henze taught 

composition masterclasses at the Salzburg Mozarteum from 1962 to 1966.  Shortly after 

moving to Marino near Rome in 1966, he traveled to be Visiting Professor at Dartmouth 

College in New Hampshire in the United States.  From 1960 to 1968, he was a member 

of the West Berlin Academy of the Arts. 

                                                 
12 Ibid., 38. 
13 Ibid. 
14 Ibid., 42. 
15 Hans Werner Henze, Bohemian Fifths (London: Faber and Faber, 1998), 165. 
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 After moving to Italy, Henze focused more on vocal music that was lyrical, rich, 

polytonal and dramatic, including his operas König Hirsch (The Stag King) and Elegy for 

Young Lovers.  Starting in the late 1960s, however, his music increasingly expressed his 

political interests, “I had sung of heroic struggles for freedom, and had composed songs 

about those deprived of their legal and natural rights, songs from prisons and ghettos, 

dives and camps.”16 His political senses are shown in the oratorio The Raft of the Medusa, 

written for Che Guevara, the Argentine revolutionary, in 1967 and the 1975 opera We 

come to river, which has a story about a revolution. 

 After finishing his oratorio for Che Guevara, he lived in Cuba and taught 

composition there from 1969 to 1970.  After returning to Europe, he spent his time 

conducting, travelling and writing.  He visited Italy, the United States, France and 

England at this time.  The early 1970s brought Henze more honors – he received an 

Honorary Doctorate of Music at the University of Edinburgh and he became an Honorary 

Member of the Royal Academy of Music in London.  He also received the Spohr Prize of 

the City of Brunswick in 1976.   

 In the 1970s and 1980s, Henze supported his contemporaries by founding the 

International Arts Workshop in Montepulciano in 1976, the Mürztal Workshops in 1981, 

the Deutschlandsberg Youth Music Festival in 1984, and the Munich Biennale in 1988.  

He was awarded the Westphalian Music Prize in 1995 and an Honorary Doctorate for 

Musicology from the University for Music and Performing Arts in Munich in 2004.  

Though he still lives and composes in Italy, he continues to travel all over the world. 

 

                     2.2 Overview of the First Violin Concerto by Henze 

 

 Henze completed his First Violin Concerto in 1948.  The concerto has become a 

major work of dodecaphony along with his other works such as the Chamber Sonata for 

Violin, Cello and Piano, and the choral work Chor gefangener Trojer.  As one of his 

early works, it naturally reflects the twelve-tone technique he studied with Leibowitz.  In 

it, Henze used the twelve-note row: C-sharp, D, E, F, F-sharp, B, A, B-flat, C, G, G-sharp 

and D-sharp.  Violinist Heinz Stanske premiered the First Concerto with Ernest Bour 

                                                 
16 Hans Werner Henze, Music and Politics (London: Faber and Faber, 1982), 231 
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leading the Berlin Radio Symphony Orchestra in Baden-Baden on December 12, 1948.  

There are currently three commercially-available recordings featuring violinists Torsten 

Janicke, Peter Sheppard Skærved and Wolfgang Schneiderhan.  The concerto takes about 

twenty-five minutes to play and has four movements: Largamente-Allegro molto, 

Vivacissimo, Andante con moto and Allegro molto vivace. There are many cadenza-like 

sections throughout. 

 The first movement starts with a brief cadenza-like introduction, Largamente, 

rubato, which introduces an energetic solo violin passage.  The following section, 

Allegro molto, creates a mysterious and warm atmosphere with soft syncopations in the 

orchestral part.  The rest of the movement alternates between fast moving, forte sections 

and slow sections, producing a dramatic contrast.  The following movement, Vivacissimo, 

also has two main alternating parts: Tempo I and Tempo II.  In the Tempo I section, the 

solo violin plays chromatic sixteenth-notes at a forte dynamic level and a fast tempo. A 

sudden change yields a milder section in a march style in Tempo II.  In the slow third 

movement, Andante con moto, the solo violin has beautifully espressivo melodies, but 

also has characteristic rhythmic interest in the sixteenth- and thirty-second notes, triplets 

and sextuplets.  His espressivo atmosphere disappears with ppp at the end.  The last 

movement, Allegro molto vivace, is also a very rhythmic movement including dotted 

notes, triplets, quintuplets and septuplets. Henze synthesized all of the characters from 

the other movements in the last.  It has varied rhythms, soft dolce sections, subito tempo 

changes, and dramatic dynamic changes. 

                                              

                                           2.3 Practice Guide 

 

Henze’s First Violin Concerto is similar in length to Milhaud’s Second Violin 

Concerto and contains many technical issues for violinists: changes of dynamic, meter, 

and tempo; chords with sixths and octaves; chromatic passages; large leaps; passages in 

high registers; mixed rhythms with triplets, quintuplets, sextuplets or septuplets; 

glissandi; string crossings; and alternations between arco and pizzicato.  Amid these 

challenges, this practice guide focuses on four main techniques: chromatic sixteenth-

notes, mixed rhythms, octaves and glissandi.  
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I. Chromatic sixteenth-notes 

 

Based on twelve-tone technique, this concerto has many chromatic passages in 

sixteenth-notes.  Violinists should be ready for them because the chromatic passages are 

unpredictable.  Most of the chromatic passages are played with separate bows and strong 

dynamics (Example 2.1).   

 

Example 2.1 Henze, Concerto for Violin and Orchestra No. 1, movement 1, mm. 44-5217 

 

 

  

The violin concerti by Saint-Saëns and Wieniawski, which have difficulties that 

are similar to Henze’s concerto, also have fast sixteenth-note passages.  They are played 

with more varied bowings, but they are less chromatic than Henze’s concerto (Example 

2.2 and 2.3).   

 

Example 2.2 Saint-Saëns, Concerto No. 3 for Violin and Orchestra in B Minor, Op. 61, 

movement 1, mm. 45-4818 

 

 
                                                 
17 HENZE KONZERT: Used with kind permission of European American Music Distributors LLC, sole 
U.S. and Canadian agent for Schott Music GmbH & Co. KG 
18 Paris: Editions Durand, 1990; 3 � concerto pour Violin et Orchestre Op. 61 by Saint-Saëns is published by 
Editions Durand.  The musical example is used with kind permission of Editions Durand / Universal Music 
Publishing Classical. 
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Example 2.3 Wieniawski, Concerto for Violin and Orchestra No. 2 in D Minor, Op. 22, 

movement 1, mm. 113-119 

 

 

Leopold Auer states about chromatic scales: 

The basis of the chromatic scales is the half-tone movement which, whether the 
progression be upward or downward, should be carried out rapidly – not rapidly 
in the musical sense of the word, as a tempo, but rapidly in the sense of physical 
motion.  This quickness of physical movement on the part of the fingers should be 
developed without reference to the musical tempi, which may be taken as slowly 
as desired.19   

As a primer for mastering this technique, one should practice smaller passages of less 

chromatic sixteenth-notes first.  Šev�ík’s School of Violin Technics Op. 1 Part I, for 

example, has sixteenth-note exercises in the first position (Example 2.4).   

 

Example 2.4 Šev�ík, School of Violin Technics Op. 1 Part I, No. 8, mm. 1-5 

 

 

Kreutzer also composed études that focus on fast sixteenth-notes in his book.  For 

example, study No. 12 is played with string crossings.  It is good for getting sixteenth-

notes first without sharps or flats.  The fingers can be adjusted in different positions with 

a fast tempo (Example 2.5).  

 

                                                 
19 Leopold Auer, Violin Playing as I Teach It (New York: Dover Publications, Inc., 1980), 39-40. 
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Example 2.5 Kreutzer, 42 Studies for Violin, No. 12, mm. 1-6 

 

   

 

After practicing études for smaller chromatic passages, more advanced exercises 

are necessary. For example, the Scale System by Carl Flesch used chromatic scales in 

exercises number one to five in each key.  This practice is helpful for getting half steps.  

Šev�ík’s other books, such as School of Violin Technics Op. 1, Parts II and III; 

and School of Bowing Technic for the Violin Op. 2, Part II also have chromatic exercises 

with various bowings and positions in different directions (Example 2.6).  

 

Example 2.6 Šev�ík, School of Violin Technics Op. 1 Part II, No. 32, mm. 1-6 

 

 

 

In addition to Flesch and Šev�ík, there are many more chromatic études written 

by Rode, Dont and Fiorillo.  The following examples from each book have unpredictable 

finger patterns in small ranges and rapid changes of direction in melody which is good 

preparation for Henze’s chromatic passages (Example 2.7, 2.8 and 2.9): 
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Example 2.7 Fiorillo, Thirty-Six Studies or Caprices for the Violin, No. 19, mm. 1-7 

 

      

 

Example 2.8 Dont, Twenty-Four Études and Caprices Op. 35, No. 20, mm. 1-5 

 

 

 

Example 2.9 Rode, 24 Caprices, No. 6, mm. 29-35 

 

 

 

In Henze’s violin concerto, chromaticism plays a very important role because it is 

necessary to use his twelve-tone compositional technique.  Therefore, accurate and clean 

intonation is required here.  Violinists should practice intonation, especially half-steps, 

carefully and sensitively. Chromatic passages can also be practiced with dotted notes or 

various slurs for fast separated sixteenth-notes.  The above-mentioned method books are 

good preparatory tools for facilitating precise chromatic passages.   
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II. Mixed Rhythms 

 

 Another one of the main technical issues in this concerto is varied rhythm.  Like 

Milhaud, Henze has a very developed rhythmic sense, using diverse rhythms such as 

triplets, quintuplets, sextuplets and septuplets.  This feature produces articulated, 

energetic, and rhythmical passages throughout the entire concerto.  In addition to the 

material for triplets presented in the previous chapter on page eighteen, this chapter treats 

quintuplets, sextuplets and septuplets, such as those in the following examples (Example 

2.10 and 2.11): 

  

Example 2.10 Henze, Concerto for Violin and Orchestra No. 1, movement 1, mm. 57-

6320 

           

 

Example 2.11 Henze, Concerto for Violin and Orchestra No. 1, movement 4, mm. 179-

18421 

 

 
                                                 
20 HENZE KONZERT: Used with kind permission of European American Music Distributors LLC, sole 
U.S. and Canadian agent for Schott Music GmbH & Co. KG 
21 HENZE KONZERT: Used with kind permission of European American Music Distributors LLC, sole 
U.S. and Canadian agent for Schott Music GmbH & Co. KG 
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There are more exercises for sextuplets than quintuplets and septuplets, which are 

tricky for musicians because they cannot be divided evenly.  Contemporary Violin 

Technique by Ivan Galamian, a legendary violin teacher, introduces advanced techniques 

such as whole-tone scales, double harmonics, chromatic scales, various rhythms and 

bowing patterns, and chords including fourths and sevenths, along with more basic 

techniques.  For quintuplets and septuplets, he suggests simple exercises with scales for 

groups of five or seven notes, as in the following examples from Volume 1 of his 

Contemporary Violin Technique (Example 2.12 and 2.13).   

 

Example 2.12 Galamian, Contemporary Violin Technique Vol. 1, Part I, No. 4, mm. 1-10  

       

Example 2.13 Galamian, Contemporary Violin Technique Vol. 1, Part I, No. 4, mm. 21-

27 
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Fiorillo also wrote an étude for quintuplets using arpeggios in his Thirty-Six 

Studies or Caprices (Example 2.14): 

 

Example 2.14 Fiorillo, Thirty-Six Studies or Caprices for the Violin, No. 36, mm. 1-8 and 

Var.  8 

 

        

Unlike exercises for quintuplets and septuplets, exercises for sextuplets are 

plentiful in the literature because one can also use exercises for duplets or triplets to 

practice sextuplets.  Exercises written in compound meters, such as 6/8 or 12/8 are 

helpful for this rhythm.  Šev�ík’s book Op. 2, Part II has various bowing suggestions for 

groups of six notes.   

Kreutzer and Dont also composed advanced études for sextuplets.  Études No. 20 

by Dont, which was mentioned in Chapter 1, and No. 8 by Kreutzer are useful for 

practicing sextuplets (Example 2.15).  

 

Example 2.15 Kreutzer, 42 Studies for Violin, No. 8, mm. 1-6 
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As well as other method books, 24 Caprices for Violin by Rode has many études 

for groups of six notes. This book, more than any other in this treatise, has advanced 

études with various keys and complex rhythms and bowings. No. 7, below, is just one 

example (Example 2.16): 

 

Example 2.16 Rode, 24 Caprices for Violin, No. 7, mm. 1-11 

 

 

Violinists need to be careful when they practice rhythms in groups of five, six or 

seven notes because it is easy to play unevenly.  The metronome is a good device to help 

the student maintain a steady tempo.  Utilizing the exercises mentioned above to build a 

strong foundation, it is possible to play Henze’s violin concerto with very precise rhythm.   

 

III. Octaves 

 

 Henze wrote chords such as thirds, sixths and octaves in all of the movements 

except the slow movement.  Among them, he used octaves frequently.  There are several 

passages of octaves in the first and last movements, where they are played with forte 

dynamics (Example 2.17 and 2.18).   
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Example 2.17 Henze, Concerto for Violin and Orchestra No. 1, movement 1, mm. 19-

3022 

 

 

Example 2.18 Henze, Concerto for Violin and Orchestra No. 1, movement 4, mm. 183-

18723   

 

 

Octaves are difficult for violinists to play because they are typically played with 

the first and fourth fingers, and the physical distance between fingers changes slightly 

from position to position.  In playing octaves, Leopold Auer recommends, “that the 

student concentrate his attention exclusively upon the first finger, and give himself no 

special concern about the fourth.  As a rule he tends to take exactly the opposite course, 

and in consequence the intonation is always dubious.”24 Additionally, regarding finger 

movements while playing octaves, “the movement of the two fingers should be carried 

out rapidly (even in a slow tempo), in order to avoid the horrible caterwaul of the 

glissando from one note to the other.”25  

 Another violinist and pedagogue, Simon Fischer, suggests arpeggiated practice 

for octaves.  It is designated on G string but it can be practiced by octaves playing two 
                                                 
22 HENZE KONZERT: Used with kind permission of European American Music Distributors LLC, sole 
U.S. and Canadian agent for Schott Music GmbH & Co. KG 
23 HENZE KONZERT: Used with kind permission of European American Music Distributors LLC, sole 
U.S. and Canadian agent for Schott Music GmbH & Co. KG 
24 Ibid., 48-49. 
25 Ibid., 49. 
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strings.  He recommends playing slowly with slurs first then separate bows (Example 

2.19).  

Example 2.19 Fischer, Basics, p. 173 

 

 

 

Before attempting advanced studies, the student should master scale exercises for 

octaves.  Exercise No. 8 in each key from Flesch’s Scale System and Galamian’s Part III 

(‘Octaves’) from Contemporary Violin Technique Vol. 2 are good examples for scale 

practice in octaves.  In Galamian’s book there are exercises for diatonic consecutive 

octaves, chromatic octaves and whole tone scales.  Šev�ík also wrote exercises for 

octaves in Op. 1, Parts I, II and IV, as well as in Op. 9.   

 Kreutzer composed studies for this technique in his etudes No. 7, 24a, 24b and 25.  

Etude No. 7 should be played with separate bows, and etude No. 25 should be played 

with slurred arpeggios.  Etudes No. 24a and 24b are similar but have different fingerings. 

No. 24a has for the first and fourth fingers (Example 2.20) and No. 24b has for the first 

and third, and second and fourth fingers for octaves (Example 2.21).  

 

Example 2.20 Kreutzer, 42 Studies for Violin, No. 24a, mm. 1-5 
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Example 2.21 Kreutzer, 42 Studies for Violin, No. 24b, mm. 1-5 

 

     

 

Fiorillo’s book also has études for this technique.  He used octaves often in the 

middle sections of his studies.  One good example of this is his study No. 13, which is 

combined with separate sixteenth-notes and octaves (Example 2.22).  Violinists should be 

ready to use both techniques.   

 

Example 2.22 Fiorillo, Thirty-Six Studies or Caprices for the Violin, No. 13, mm. 18-32 

 

         

 

Caprices for octaves by Rode are more advanced than those in Kreutzer’s or 

Fiorillo’s book.  For example, Caprice No. 19 contains more chromatic octaves with 

varied dynamics (Example 2.23).  
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Example 2.23 Rode, 24 Caprices, No. 19, mm. 41-54 

 

 

 

It is not surprising that many composers wrote exercises for proper octave-playing 

technique, since violinists need to ensure accurate distances between fingers regardless of 

the register. Auer’s suggestion is to concentrate on the first finger more than the fourth to 

achieve precise intonation.  Also, as many composers suggest, arpeggiated exercises are 

useful for this technique to check intonation first.  With these methods, violinists can use 

the examples discussed in this chapter to prepare for Henze’s concerto. 

 

IV. Glissandi 

 

  The final featured technique in Henze’s First Violin Concerto is glissando.   

Glissando is a technique that creates a sound effect by sliding fingers rapidly on the 

strings.  Auer defines this technique as “the connecting of two tones distant one from the 

other, whether produced on the same or on different strings.”26  He also opines that 

glissando is, “when used in moderation and with good taste, one of the great violin 

effects, which lends animation and expression to singing phrases.”27  

Henze used this technique in the first, second and last movements (Example 2.24). 

Single-note glissandi connect gaps between low and high registers.  Most single-note 

glissandi, which connect small intervals, are played on one string.  In Henze’s concerto, 

violinists need to use different strings because he uses glissandi frequently over large 
                                                 
26 Ibid., 24. 
27 Ibid. 
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intervals.  Although it is necessary to change strings, the sound should be smooth.  For 

that reason, coordination between the left and right hands is important across the strings 

from the beginning to the end of the glissandi in this concerto. 

 

Example 2.24 Henze, Concerto for Violin and Orchestra No. 1, movement 2, mm. 23-

2628 

       

 

High register practice on one string is helpful for glissandi.  Before playing 

glissandi, practicing slow shifting between notes can effectively lead to clean intonation.  

After this has been mastered, the player can add glissandi slowly.  The sound should be 

smooth without accents on the semitones.   

Simon Fischer suggests the metronome exercise for glissandi (Example 2.25), 

“Do not just slide the fingers in these exercises – shift the whole hand from one position 

to another.  Release the fingers during the shifts, relaxing the thumb, wrist, upper arm and 

neck.”29   

 

Example 2.25 Fisher, Basics, p. 156 

 

 

   

                                                 
28 HENZE KONZERT: Used with kind permission of European American Music Distributors LLC, sole 
U.S. and Canadian agent for Schott Music GmbH & Co. KG 
29 Simon Fischer, Basics (London: Peters Edition Limited, 1997), 156. 
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Šev�ík’s Exercises for the Change of the Positions and Preparatory Scale-Studies 

Op. 8, which was mentioned as an exercise for playing in the high register on the G string 

in Milhaud’s concerto, can also be used for practicing glissandi between large leaps.   

Also, Šev�ík’s Op. 3 has exercises for glissandi (Example 2.26).   

 

Example 2.26 Šev�ík, Forty Variations Op. 3, Var. 31, mm. 1-7 

 

 

 

 

Henze also used chordal glissandi in his concerto.  It is played in thirds with slurs, 

as in the following example (Example 2.27): 

 

Example 2.27 Henze, Concerto for Violin and Orchestra No. 1, movement 1, mm. 91-

9230 

         

 

For this technique, exercise No. 6 in Carl Flesch’s Scale System and Dont’s étude 

No. 8, both of which were recommended for Milhaud’s concerto, can also be used for 

practicing thirds.  Violinists need to practice the thirds slowly with separate bows first.  It 

should be played with the same fingering to keep the sense of a glissando.  Slurs can be 

added after achieving a precise intonation.  The important thing to remember while 

practicing this technique is that the tempo of the section in which it appears in the 

concerto is fast.  One effective way to work on the skill is to focus on groups of notes 

rather than single notes. 

                                                 
30 HENZE KONZERT: Used with kind permission of European American Music Distributors LLC, sole 
U.S. and Canadian agent for Schott Music GmbH & Co. KG 
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                                                      2.4 Conclusion  

 

In his concerto, Henze wrote significant technical challenges such as playing 

chromatic sixteenth-notes, mixed rhythms, octaves, and glissandi for violinists.  These 

passages provide a good indication of the level of technical difficulty of this concerto.  

These skills require consistent practice which will be beneficial because they appear often 

in concerti by other composers.  The exercises and études discussed here will assist the 

player in achieving technical accuracy in Henze’s concerto as well as in many others. 
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                                   CHAPTER THREE 

                                    

                               3.1 A Biography of Sir Arthur Bliss 

 

British composer Arthur Edward Drummond Bliss was born on August 2, 1891 in 

London to an American father and English mother.  Bliss’s first musical experiences 

probably came from his mother, who was an amateur pianist. Unfortunately, she died 

when he was only four years old.  After her death, he moved to Holland Park, Bayswater 

where he lived with his father and brothers for the next twenty-seven years.31  

As a young man at the preparatory school, Bilton Grange, Bliss gave concerts and 

wanted to become a famous pianist.  He later recalled that he would “always be grateful 

to the self-effacing and dedicated music master there who introduced me to the 

Beethoven Sonatas, and who on my leaving presented me with the piano works of 

Schubert.”32  Bliss’s composition career also began while he was still in school, as 

evidenced by his Quartet for Piano, Clarinet, Cello and Timpani, which was completed 

in 1904.  He entered Pembroke College, Cambridge where he developed his musical 

ability by studying fugue and counterpoint with Charles Wood from 1910 to 1913.  After 

his Cambridge years, he entered the Royal College of Music where he studied 

composition and theory with Charles Stanford.  

 In 1914, after his first school term at the Royal College of Music, he left to serve 

as a Grenadier Guard in World War I.  The war years were painful for Bliss; he was not 

only wounded but also lost his brother.  After the war, he resigned his commission from 

the Army in 1920.  In the same year, he began conducting for the Portsmouth 

Philharmonic Society.  In his autobiography, Bliss reminisced: “The Society had a large 

and excellent chorus and an orchestra of local professionals and amateurs reinforced by 

members of the resident military band.  I greatly enjoyed our weekly rehearsals and they 

kindly endured my youthful inexperience.”33 

                                                 
31 Arthur Bliss, As I Remember (London: Faber and Faber, 1970), 16. 
32 Ibid., 18. 
33 Ibid., 63. 
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Bliss made the transition from student to teacher in 1921, teaching a score reading 

class at the Royal College of Music.  In the same year he composed some of his first 

major works: A Colour Symphony, Madam Noy for soprano and chamber ensemble, and 

Rout for soprano and orchestra.  In 1923, Bliss’s family left England and settled in Santa 

Barbara, California because his American father “suddenly felt the urge to return to his 

own country.”34  Bliss composed, conducted and lectured in the United States for two 

years.  In 1925 he married Trudy Hoffman, and in the same year they returned to London, 

where they had two daughters, Barbara and Karen.   

 After returning to England, Bliss continued to compose.  Re-igniting his 

memories about World War I, he composed a choral symphony, Morning Heroes, as a 

tribute to his brother and other comrades in 1930.  It is regarded as one of his major 

works.  He also completed the film music Things to Come in 1935.  Bliss was in the 

United States with his family attending the New York World Fair in 1939 when he was 

offered a teaching position at the University of California, Berkeley.  Europe was gearing 

up for World War II, so he decided to keep his family in the U.S.  In 1941, he moved 

back to London because he was appointed Assistant Director of Music, and then Director 

of Music of the British Broadcasting Corporation.  He was knighted at Buckingham 

Palace in 1950 and appointed Master of the Queen’s Musick in 1953.   

Bliss conducted, played, and participated in conferences and festivals in numerous 

countries: Austria, Hungary, Turkey, Norway, Russia, Germany, France, Portugal, Japan, 

Czech Republic, Canada and the United States.  Along with the Portsmouth Philharmonic 

Society, he conducted the Vienna Philharmonic Orchestra and the Bournemouth 

Symphony Orchestra.  He was also awarded honorary doctoral degrees for music from 

the University of Bristol, the University of Cambridge, the University of London and the 

University of Edinburgh; for law from the University of Glasgow; for fine arts from the 

Westminster Choir College; and for letters from the University of Lancaster.  

  Bliss died on March 27, 1975 at age eighty-three in London.  After his death, The 

Performing Right Society Bliss Memorial Scholarship was launched for supporting 

young musicians in England.  The Bliss Trust was formed in 1986 to promote the 

appreciation of Bliss’s music and the education of young composers.   

                                                 
34 Ibid., 76. 
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    A prolific composer, Bliss wrote pieces in many musical genres such as operas, 

ballets, orchestral music, concerti, chamber works from duos to quintets, vocal and choral 

music, film and television scores, and solo instrumental works.  The texture of his music 

is innovative, dramatic and romantic.  In his autobiography, As I Remember, Bliss 

discussed his compositional style: “I have always found it easier to write ‘dramatic’ 

music than ‘pure’ music.  I like the stimulus of words, or a theatrical setting, a colorful 

occasion or the collaboration of a great player.”35  He also had “often been told that I am 

a ‘romantic’ composer as though that carried in these days some deprecatory significance.  

I have not the remotest idea of what is implied by that definition, since the very wish to 

create is a romantic urge, and music the romantic art par excellence.”36  With its 

Romantic, dramatic, lyric, rich textures and virtuoso passages, the Violin Concerto is a 

good representation of Bliss’s compositional style. 

 

                              3.2 Overview of the Violin Concerto by Bliss 

 

 Bliss completed his Violin Concerto in 1955.  He had received “an invitation from 

the BBC to write a violin concerto for Alfredo Campoli, and finally a commission from 

the Feeney Trust to compose a major work for the City of Birmingham Symphony 

Orchestra.”37 He described working with Campoli as “a most rewarding experience.  His 

talents are manifold…I learnt a lot about violin technique from him.  As each section of 

the concerto was sketched I would take it to his house, and we would play it through 

together.”38   

Campoli premiered the Violin Concerto with Malcolm Sargent conducting the 

BBC Symphony Orchestra in May 1955.  Later that same year Campoli played with Bliss 

leading the London Philharmonic Orchestra and made the first recording of the work.  

Unlike Milhaud’s and Henze’s concerti, which are similar to each other in length, Bliss’s 

Violin Concerto takes about forty-five minutes to perform.  It consists of three 

movements: Allegro ma non troppo, Vivo and Introduzione-Andante sostenuto.   

                                                 
35 Ibid., 71. 
36 Ibid., 108. 
37 Ibid., 193. 
38 Ibid., 193-194. 
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Beginning with a rich espressivo sonority in the string instruments, the first 

movement, which has highly rhythmic and energetic sections, uses contrasting themes to 

great effect.  After the first main theme which is a lyrical the solo violin performs 

technically challenging and highly articulated passages.  Then, another lyric passage 

appears before a brilliant short cadenza.  This contrasting character produces some 

exciting, dramatic moments.  The next movement, Vivo, also plays with contrasting 

themes.  This movement contains particularly challenging passages for the solo violin.  It 

demands difficult bow techniques such as ricochet, spiccato, and up-bow staccato in a 

quick tempo.  After such a brilliant point, the last movement, which is the longest 

movement in this concerto, begins with a slow introduction.  Then the tempo is fast with 

a gypsy-like character.  This movement has many technical challenges, such as three- or 

four-note chords, tremolos, fast thirty-second notes and high tessitura.  The final cadenza, 

which is accompanied by the orchestra, is particularly expressive.  

The textures of Bliss’s concerto are romantic, dramatic, lyric and rich.  He created 

exciting moments with fast technical passages, and also expressed romantic sonorities 

with tranquillo or espressivo sections.  He used many advanced techniques such as up-

bow staccato, ricochet, chords and high registers in his concerto as well.  His techniques 

are more varied and challenging than in the previously-discussed concerti by Milhaud or 

Henze.   

  

                                       3.3 Practice Guide 

 

  In Bliss’s Violin Concerto, he synthesized many difficult techniques, such as high 

registers on the G and E strings; mixed rhythms including triplets, quintuplets or 

sextuplets; chords including thirds, sixths or octaves; glissandi; string crossings; fast 

sixteenth-notes; and various bow strokes such as spiccato, staccato, legato, marcato or 

ricochet.  Besides these techniques, he also used both bowed tremolos and fingered 

tremolandos; mixed passages of tremolo and pizzicato; sul ponticello and continuous 

trills.  Among these techniques, this practice guide focuses on two main techniques: bow 

strokes such as spiccato, ricochet and up-bow staccato; and chords.  
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I. Bow Strokes 

 
1. Spiccato 
 
  Among the varied bow strokes Bliss used in this concerto, spiccato is the most 

prevalent, appearing in all movements.  Spiccato is a technique played off the string by 

bouncing the bow lightly.  Below is an example for this technique from the second 

movement (Example 3.1). 

 

Example 3.1 Bliss, Concerto for Violin and Orchestra, movement 2. mm. 222-232 

 

 

Spiccato also appears in Wienawski’s Second Violin Concerto (Example 3.2) and 

Saint-Saëns’s Third Violin Concerto (Example 3.3), which contain many similar 

techniques.  Both composers used spiccato, especially in the fast movements.  Two 

examples from these concerti are given here: 

. 

  Example 3.2 Wieniawski, Concerto for Violin and Orchestra No. 2 in D Minor, Op. 22, 

movement 3, mm. 16-32 
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Example 3.3 Saint-Saëns, Concerto for Violin and Orchestra No. 3 in B Minor, Op. 61, 

movement 3, mm. 77-8339

 

 

Spiccato is the bow stroke usually used when there are very short notes in a fast 

tempo.  In Basics, Simon Fischer suggests the steps for practicing bow-bounce: 

Moving the arm as if playing short up- and down-bows, play continuous bounced 
strokes on one string.  Hold the bow with the thumb and second finger only. Do 
not try to make the bow bounce – let it bounce by itself.  Put the third and fourth 
fingers on the bow, without the natural bounce of the bow diminishing.  Finally, 
add the first finger.  Feel how the pad of the first finger, on the side of the bow, 
helps keep the bow straight, while the part of the first finger on top of the bow 
does not prevent the bow from bouncing freely and naturally.40 
 
He also recommends first tapping the bow on the string without sounding 

then adding lengths gradually (Example 3.4).   

 

Example 3.4 Fischer, Basics, p. 70 

 

          

                                                 
39 Paris: Editions Durand, 1990; 3 � concerto pour Violin et Orchestre Op. 61 by Saint-Saëns is published by 
Editions Durand.  The musical example is used with kind permission of Editions Durand / Universal Music 
Publishing Classical. 
40 Fischer, 70. 
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Violinists should find which portion of the bow is appropriate for any given 

spiccato passage.  The part just above the middle of the bow produces a lighter and softer 

sound.  When a heavier tone is called for, the lower part of the bow is more suitable.   

Leopold Auer also described how to prepare spiccato in his book, Violin Playing 

As I Teach It: 

I have always taught the spiccato with bouncing, springing bow by means of a 
very slight détaché in the middle of the bow, played as short as possible, without 
any effort and making use of the wrist only; and above all, playing at a moderate 
tempo.  In practicing this bowing, the speed at which it is played may be 
gradually increased, the bow staying well on the string…. In order to secure the 
spiccato, all that is necessary is to relax the pressure of the fingers on the bow, 
while going on with the same movement of the wrist used for the short detached 
stroke already mentioned.  The bow will bound of its own accord if violent 
movements of the hand are avoided.41 

 
As a core violin technique, there are many exercises for spiccato.  For example, Šev�ik 

wrote spiccato exercises in eighth-notes in his School of Bowing Technic for the Violin 

Op.2, Part. I (Example 3.5). 

 

Example 3.5 Šev�ik, School of Bowing Technic for the Violin Op. 2, Part I, No. 6, Var. 

161-169 

 

 

His School of Bowing Technic for the Violin Op. 2, Part. II and Forty Variations 

Op. 3 also have exercises for this technique.  They are played in the first position in 

eighth- or sixteenth-notes (Example 3.6).   

 

 

 

 

                                                 
41 Auer, 28-29. 
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Example 3.6 Šev�ik, School of Bowing Technic for the Violin Op. 2, Part II, No. 16, Var.  

41-45 

   

Fiorillo also wrote spiccato passages in his étude No. 28.  It is played on one 

string (Example 3.7).  

 

Example 3.7 Fiorillo, Thirty-Six Studies or Caprices for the Violin, No. 28, mm. 35-51 

      

 

  

For more advanced practice, étude No. 20 in Dont’s Twenty-Four Études or 

Caprices for the Violin has spiccato passages played in various positions with string 

crossings in a soft dynamic.  This exercise is helpful for focusing on accurate intonation 

while playing spiccato in a high position, something Bliss’s concerto calls for often 

(Example 3.8). 
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Example 3.8 Dont, Twenty-Four Études or Caprices for the Violin Op. 35, No. 20, mm. 

1-5 

      

 

Spiccato passages create articulated and rhythmic moments in Bliss’s concerto.  

For achieving precise spiccato, violinists need to relax their fingers, hands and wrists 

while playing.  Focusing on the balance point facilitates the most natural bounce without 

any effort.  With the help of the suggestions and exercises mentioned above, violinists 

can play accurate spiccato passages in Bliss’s concerto.   

  

2. Ricochet 

 
 Besides spiccato, Bliss used another main bow-stroke, ricochet, in his concerto.     

Ricochet is the technique of dropping or throwing the bow to play a series of notes in one 

bow.  The bows rebound naturally.  Auer described this bow pattern in his book: 

For this bowing the bow should be held as lightly as possible, the fingers hardly 
touching the stick.  The bow should be raised a quarter of an inch or more above 
the strings (depending on the weight and the elasticity of the stick as much as on 
the skill with which the movement is executed).  Let it fall with an elastic 
movement of the wrist, and you will find that it will rebound as far as you freely 
allow it to.42 

 

Ricochet needs to be played at an appropriate height and speed of bounce, and by putting 

some weight on the index finger.   

 Simon Fischer suggests exercises for different portions of the bow, upper and 

lower, to find the part that produces the most pure tone.  Also, he adds notes gradually, as 

shown below (Example 3.9): 

 

                                                 
42 Ibid., 29. 
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Example 3.9 Fischer, Basics, p. 75 

            

 

In the Bliss concerto, ricochet appears in the second movement in triplets 

(Example 3.10): 

 
Example 3.10 Bliss, Concerto for Violin and Orchestra, movement 2, mm. 376-384 
 

 

 

  

For this bow stroke, Šev�ik’s books have several helpful exercises.  His Op. 2 

Part. I has good warm-up exercises.  They are groups of only two notes (Example 3.11).  
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Example 3.11 Šev�ik, School of Bowing Technic for the Violin Op. 2, Part I, No. 5, Var. 

235-242 

 

 

Also, the very last exercise of Op. 1 Part. I by Šev�ik has ricochet passages with 

groups of two, three or four notes.   This is also very helpful for practicing the triplet 

ricochet in Bliss’s concerto.  Šev�ik’s Op. 3 No. 32 has a four-note ricochet exercise as 

well (Example 3.12). 

 
Example 3.12 Šev�ik, School of Violin Technics Op. 1 Part I, No. 29, Var. 162-170 
 
 

 

 

There is a more advanced ricochet section, however, in Dont’s étude No. 4.  

Unlike the exercises played with repeated notes by Šev�ik, it is in triplets of different 

notes, with string crossings (Example 3.13).  
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Example 3.13 Dont, Twenty-Four Études or Caprices for the Violin Op. 35, No. 4, mm. 

26-32 

 

 

Given that both spiccato and ricochet are produced by bouncing the bow, these 

two techniques demand correct bow control.  To achieve this control the violinist must 

focus on the precise height, pressure, length and position of the bow. Slow, controlled 

accurate détaché on one string is recommended first without bouncing.  The above 

exercises by Fischer, Šev�ik or Dont will prepare the student to be successful in the 

execution of these difficult techniques.     

  
 

3. Up-bow staccato 
 

Up-bow staccato is one of the most prominent bow strokes in Bliss’s concerto.  It 

is usually indicated with slurs over articulated notes and in chords or single notes, as 

below (Example 3.14 and 3.15):  

 

Example 3.14 Bliss, Concerto for Violin and Orchestra, movement 1, mm. 308-310 
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Example 3.15 Bliss, Concerto for Violin and Orchestra, movement 3. mm. 204-208 

 

 

 

Wieniawski also used up-bow staccato passages in his violin concerto, and they 

appear with more notes than in Bliss’s concerto (Example 3.16). 

 

Example 3.16 Wieniawski, Concerto for Violin and Orchestra No. 2 in D Minor, Op. 22, 

movement 1, mm. 215-220 

 

 

 

 

This technique can be played in different ways.  In his book, Auer cited various 

examples of up-bow staccato played by famous violinists:  

The masters of the past century, Kreutzer, Rode, Spohr and others, taught that the 
staccato stroke should be produced with the aid of the wrist…. Joachim produced 
his staccato only from the wrist, and it was just rapid enough for the demands of 
the classical repertory…. He [Vieuxtemps] produced his staccati in a mixed 
manner, from the wrist and from the forearm…. He [Wieniawski] used the upper 
arm only, stiffening the wrist to a point of actual inflexibility…. This method of 
production I myself have discovered to be the most efficacious. I use it.43 
 
Simon Fischer introduces effective ways for practicing this technique in Basics.  

He describes how to play up-bow staccato: “The impulse comes from the forearm, with a 

                                                 
43 Ibid., 27. 



 56 

relaxed upper arm, and you let the fingers (and hand) move…The fingers curve and 

supinate, at the same time, to play the notes; then straighten and pronate to prepare for the 

next note.”44  He also states, “Another approach is to keep the fingers solid on the bow 

and make each note with the forearm or whole arm.  Either way the arm can be loose or 

stiff.  However, although solid finger, stiff-arm staccatos can be very fast and brilliant, 

they may sound too pressed and harsh.”45  Fischer recommends four steps to achieving a 

good up-bow staccato: (1) Play on the outer edge of the hair; (2) higher elbow; (3) angle 

the point of the bow slightly towards the fingerboard; (4) lean the hand slightly towards 

the fourth finger.46  He also suggests an exercise of holding the bow by the first and third 

fingers, and thumb only.    

  For this technique, Kreutzer’s book is a good place to start.  The étude No. 4 is 

appropriate for up-bow staccato.  It is played with sixteenth- notes and accented half-

notes (Example 3.17).  Violinists can practice this technique for bow division and string 

crossing in this étude.    

 

Example 3.17 Kreutzer, 42 Studies for Violin, No. 4, mm. 1-10 

 

 

 

Besides Kreutzer’s 42 Studies, Fiorillo used this technique in his book.  The étude 

No. 3 uses scales with up-bow staccato (Example 3.18).    

 

 

 

 

                                                 
44 Fischer, 65. 
45 Ibid. 
46 Ibid.  
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Example 3.18 Fiorillo, Thirty-Six Studies or Caprices for the Violin, No. 3, mm. 1-8 

 

 

 

For advanced exercises, Rode’s 24 Caprices is helpful.  The étude No. 7 contains 

this technique more frequently and with many more notes than in the books by Kreutzer 

and Fiorillo (Example 3.19).   

 

Example 3.19 Rode, 24 Caprices, No. 7, mm. 24-30 

 

 

 

Bliss used this technique in chords in the first movement of his concerto, as in 

Example 63.  For this staccato, students must practice separate bows for chords first.  

After achieving precise intonation, adding a slur is required.  More pressure is needed for 

playing on two strings than single notes for up-bow staccato.   

 For this technique, Fiorillo’s étude No. 17 has chords that require an up-bow 

staccato.  Since the tempo of this étude is Adagio, it is appropriate for practice of slow 

up-bow staccato with chords (Example 3.20). 
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Example 3.20 Fiorillo, Thirty-Six Studies or Caprices for the Violin, No. 17, mm. 38-51 

 

 

 

Up-bow staccato is one of the most difficult techniques for violinists because it is 

difficult to play all notes evenly in a fast tempo.  Above all, the student should focus on 

controlling the hand, wrist and arm all at once.  In order to prepare the next notes, one 

should also avoid the frog by saving the bow.  This requires slow practice as well.  The 

above-mentioned exercises are helpful for preparing the up-bow staccato technique in 

Bliss’s concerto.   

 

II. Chords 

 

Bliss used many double-stops such as thirds, fifths, sixths and octaves, in this 

concerto.  In addition to double-stops, in both the first and third movements he also used 

three-note chords with accents, as in these examples (Example 3.21 and 3.22): 

 

Example 3.21 Bliss, Concerto for Violin and Orchestra, movement 1, mm. 203-210 

 

 



 59 

Example 3.22 Bliss, Concerto for Violin and Orchestra, movement 3, mm. 303-312 

 

Auer described this technique in his book: 

In playing chords the attack is the danger-point…. The bow hairs, as a 
consequence of this pressure, suffocate and kill the vibration, and instead of a 
tone strong but pure, a species of scraping tone is given out, which, though greater 
in volume, is identical in quality with that produced when one attacks with a 
down-bow and unexpectedly makes the stroke with the entire breadth of the bow-
hairs instead of only three-quarters of the bow-hair surface. 47 
 

To avoid this scraping sound, Auer suggested three steps for playing chords: (1) 

attack the chords from the wrist, using no more than three-quarters of the bow-

hair surface; (2) press down lightly and try to keep the bow midway between 

bridge and fingerboard; (3) always attack two notes at a time, as follows 

(Example 3.23):48 

 

Example 3.23 Auer, Violin Playing as I Teach It, p. 53 

 

 

                                                 
47 Auer, 53. 
48 Ibid. 
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Simon Fischer emphasizes the importance of the left hand in this technique, “One 

of the single most important parts of successful chord playing is to place the fingers on 

the string quickly enough, in time before the bow moves.  In any rapid series of chords, 

the key to correct timing is to place the next chord as the final action of playing the 

previous chord.”49  He suggests, “Throughout, play as close to the bridge as possible…. 

To begin each chord, place the bow on the middle string of the chord.  Press the middle 

string down until the bow hair catches the outer strings of the chord.”50  He also 

recommends practicing sixteenth-note chords with ties for controlling the bow (Example 

3.24).  

 

Example 3.24 Fischer, Basics, p. 86 

 

  

Keeping in mind the suggestions of Auer and Fischer, the violinist can begin with 

practicing some of Dont’s Twenty-Four Études and Caprices.  Étude No. 1 uses only 

three- or four-note chords with down bows (Example 3.25).   

 

Example 3.25 Dont, Twenty-Four Études and Caprices for the Violin Op. 35, No. 1, 

mm.1-14 

 

                                                 
49 Fischer, 86. 
50 Ibid.  
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The last étude in Dont’s book proves a more advanced exercise.  Combining with 

single notes, the chords are given in varied rhythms in six flats at a forte dynamic level 

(Example 3.26).   

 

Example 3.26 Dont, Twenty-Four Études and Caprices for the Violin Op. 35, No. 24, mm. 

1-8 

 

 

In Bliss’s concerto, the three-note chords produce a dynamic effect.  Passages of 

consistent chords in three or four notes appear in many composers’ works, so it is an 

important issue for violinists to master.  Playing three strings at the same time should be 

with a clean sound.  Therefore, controlling the bow is a prerequisite.  The player should 

prepare his or her left-hand fingers in the correct position ahead of time and avoid a 

heavy attack on each chord.  These exercises by Auer, Fischer and Dont should help the 

violinist give the proper effect to the chords in Bliss’s concerto.  

 

                                     3.4 Conclusion  

 

Arthur Bliss’s Violin Concerto contains many technical challenges for violinists. 

Not only the use of high registers and chords for the left hand but also advanced 

articulations such as marcato, spiccato, staccato and ricochet, appear in this challenging 

work, creating marvelously rich textures.  The suggestions and exercises treated in this 

chapter will provide ample practice for the techniques required in Bliss’s concerto. 
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                                                    CONCLUSION 

 

 The concerto for solo violin and orchestra is one of the most popular genres in the 

twentieth-century violin repertoire.  There are many famous works by Prokofiev, 

Shostakovich and Berg, alongside other lesser-known pieces, such as Milhaud’s Second 

Violin Concerto, Henze’s First Violin Concerto and Bliss’s Violin Concerto.  Although 

the latter are less popular, they contain many technical issues of importance to violinists.  

 This treatise provides a brief biography for each composer, overviews of their 

concerti, and a practice guide for each work.  The technical issues presented in Milhaud’s 

concerto include high registers on G and E strings, string crossings, mixed rhythms and 

chords.  In Henze’s concerto, the techniques discussed are chromatic sixteenth-notes, 

mixed rhythms, octaves and glissandi; and Bliss’s concerto includes spiccato, ricochet, 

up-bow staccato and chords.   

 The technical issues of these three pieces appear often in other violin concerti 

such as Saint-Saëns’s Third Violin Concerto and Wieniawski’s Second Violin Concerto.  

Because of the commonalities among multiple violin concerti not only in the twentieth 

century, this treatise compares these techniques and provides targeted practice materials 

including études, scales and pedagogical books by Auer, Galamian, Flesch, Courvoisier, 

Šev�ík, Dont, Fiorillo, Fischer, Kreutzer and Rode.  The exercises and études presented 

here are intended to help violinists achieve technical consistency and precision in the 

concerti discussed in this treatise.   
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                                                  APPENDIX A  

      Summary of technical issues and support materials 

 

1. Concerto for Solo Violin and Orchestra No. 2, Op. 263 by Darius Milhaud 

 

G String 

Second Violin Concerto: movement 1, mm. 7-17 Mihaud 

                                         movement 1, mm. 18-26 

Saint-Saëns Third Violin Concerto: movement 1, mm. 1-13 

Wieniawski Second Violin Concerto: movement 1, mm. 188-190 

Šev�ik Exercises for the Change of the Positions and Preparatory Scale 

Studies for Violin Op. 8, No. 53, mm. 1-4 

Fiorillo Thirty-Six Studies or Caprices for the Violin, No. 14, mm. 1-11  

Rode 24 Caprices, No. 6, mm. 1-12 

 

E String 

Second Violin Concerto: movement 1, mm. 80-87 Milhaud 

                                         movement 2, mm. 1-21 

Rode 24 Caprices, No. 1, mm. 22-28 

Thirty-Six Studies or Caprices for the Violin, No. 22, mm. 11-25 

                                                                         No. 25, mm. 35-44 

Fiorillo 

                                                                         No. 33, mm. 40-56 

 

String Crossing 

Second Violin Concerto: movement 1, Cadenza Milhaud 

                                         movement 3, mm. 29-34 

Fischer Basics, p. 18 
 

Šev�ik School of Violin Technics Op. 1 Part I, No. 11, mm. 1-8 

Kreutzer 42 Studies for Violin, No. 10, mm. 1-6 
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Rode 24 Caprices, No. 21, mm. 45-62 

Fiorillo Thirty-Six Studies or Caprices for the Violin, No. 20, mm. 13-18 

 

Rhythm 

Second Violin Concerto: movement 1, mm. 48-68 Milhaud 

                                         movement 1, mm. 69-74 

Šev�ik School of Bowing Technic Op. 2 Part I, No. 5, Var. 118-127 

Kreutzer 42 Studies for Violin, No. 2, Var. 59-62 

Wieniawski Second Violin Concerto: movement 3, mm. 203-210 

Saint-Saëns Third Violin Concerto: movement 3, mm. 222-229 

Fiorillo Thirty-Six Studies or Caprices for the Violin, No. 23, mm. 1-10 

 

Chord 

Second Violin Concerto: movement 2, mm. 87-89 Milhaud 

                                         Movement 1, mm. 88-90 

Šev�ik Preparatory Exercises in Double-Stopping Op. 9, No. 5, mm. 1-10 

Flesch Scale System, No. 6 in C Major, mm. 1-6 

Kreutzer 42 Studies for Violin, No. 33, mm. 1-13 

Fiorillo Thirty-Six Studies or Caprices for the Violin, No. 17, mm. 14-30 

 

 

2. Concerto for Violin and Orchestra No. 1 by Hans Werner Henze 

 

Chromatic sixteenth-notes 

Henze First Violin Concerto: movement 1, mm. 44-52 

Saint-Saëns Third Violin Concerto: movement 1, mm. 45-48 

Wieniawski Second Violin Concerto: movement 1, mm. 113-119 

Šev�ik School of Violin Technics Op.1 Part I, No. 8, mm. 1-5 

Kreutzer 42 Studies for Violin, No. 12, mm. 1-6 

Flesch Scale System, No.5 in G Minor, mm. 20-26 
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Šev�ik School of Violin Technics Op.1 Part II, No. 32, mm. 1-6 

Fiorillo Thirty-Six Studies or Caprices for the Violin, No. 19, mm. 1-7 

Dont Twenty-Four Études and Caprices Op. 35, No. 20, mm. 1-5 

Rode 24 Caprices, No. 6, mm. 29-35 

 

Mixed Rhythm 

First Violin Concerto: movement 1, mm. 57-63 Henze 

                                    movement 4, mm. 179-184 

Contemporary Violin Technique Vol. 1, Part I, No. 4, mm. 1-10 Galamian 

                                                                                       mm. 21-27 

Fiorillo Thirty-Six Studies or Caprices for the Violin, No. 36, mm. 1-8 and 

Var. 8 

Kreutzer 42 Studies for Violin, No. 8, mm. 1-6 

Rode 24 Caprices, No. 7, mm. 1-11 

 

Octave 

First Violin Concerto: movement 1, mm. 19-30 Henze 

                                    movement 4, mm. 183-187 

Fischer Basics, p. 173 

42 Studies for Violin, No. 24a, mm. 1-5 Kreutzer 

                                   No. 24b, mm. 1-5 

Fiorillo Thirty-Six Studies or Caprices for the Violin, No. 13, mm. 18-32 

Rode 24 Caprices, No. 19, mm. 41-50 

 

Glissando 

First Violin Concerto: movement 2, mm. 23-26 Henze 

                                     movement 1, mm. 92 

Fischer Basics, p. 156 

Šev�ik Exercises for the Change of the Positions and Preparatory Scale 

Studies for Violin Op. 8, No. 17, mm. 6-15 
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Šev�ik Forty Variations Op. 3, No. 31, mm. 1-7 

 

 

3. Concerto for Violin and Orchestra by Arthur Bliss 

 

Bow Stroke 

Bliss Violin Concerto: movement 2, mm. 218-231 

Wieniawski Second Violin Concerto: movement 3, mm. 16-32 

Saint-Saëns Third Violin Concerto: movement 3, mm. 77-83 

Fischer Basics, p. 70 

School of Bowing Technic for the Violin Op. 2, Part I, Var. 

161-169 

Šev�ik 

School of Bowing Technic for the Violin Op. 2, Part II, Var. 

41-45 

Fiorillo Thirty-Six Studies or Caprices for the Violin, No. 28, mm. 35-

51 

Spiccato 

Dont Twenty-Four Études and Caprices Op. 35, No. 20, mm. 1-5 

Fischer Basics, p. 75 

Bliss Violin Concerto: movement 2, mm. 370-389 

School of Bowing Technic Op.2 Part I, No. 5, Var. 235-242 Šev�ik 

School of Violin Technics Op. 1 Part I, No. 29, Var. 162-170 

Ricochet 

Dont Twenty-Four Études and Caprices Op. 35, No. 4, mm. 25-31 

Violin Concerto: movement 1, mm. 288-292 Bliss 

                            Movement 3, mm. 201-212 

Wieniawski Second Violin Concerto: movement 1, mm. 215-220 

Kreutzer 42 Studies for Violin, No. 4, mm. 1-10 

Thirty-Six Studies or Caprices for the Violin, No. 3, mm. 1-8 Fiorillo 

                                                                        No. 17, mm. 38-

51 

Up-bow 

Staccato 

Rode 24 Caprices, No. 7, mm. 28-30 
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Chord 

Violin Concerto: movement 1, mm. 206-209 Bliss 

                            movement 3, mm. 297-314 

Auer Violin Playing as I Teach It, p. 53 

Fischer Basics, p. 86 

Twenty-Four Études and Caprices Op. 35, No. 1, mm. 1-14 Dont 

                                                                    No. 24, mm. 1-8 
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                                         APPENDIX B 

                Selected less familiar twentieth-century violin concerti 

 

It is a list by composer who wrote at least one violin concerti in the twentieth-century.  

 

-A- 

Adams, John  

Aho, Kalevi 

Alwyn, William 

Antheil, George 

 

-B- 

Balada, Leonardo 

Blacher, Boris 

Blake, David 

Blake, Howard 

Bliss, Arthur 

Bloch, Ernst 

Bortkiewicz, Sergei 

 

-C- 

Carter, Elliott 

Chin, Unsuk 

Constantinescu, Paul 

 

-D- 

Davies, Peter Maxwell 

Denisov, Edison 

Devreese, Frederic 

Dutilleux, Henri 
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-E- 

Eckhardt-Gramatté, Sophie Carmen 

Englund, Einar 

Erb, Donald 

Eshpai, Andrei 

 

-F- 

Finzi, Gerald 

Fricker, Peter Racine 

Frankel, Benjamin 

 

-G- 

Garayev, Gara 

Ginastra, Alberto 

Glass, Philip 

Goehr, Alexander 

Goldschmidt, Berthold 

Greenberg, Jay 

Gubaidulina, Sofia 

 

-H- 

Hamilton, Iain 

Harbison, John 

Henze, Hans Werner 

Hoddinott, Alun 

Holloway, Robin 

Hubeau, Jean 

Husa, Karel 

 

-I- 

Imbrie, Andrew 
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Ivanovs, Janis 

 

-J- 

Jolivet, Andre 

Jones, Daniel 

Joubert, John 

 

-K- 

Kaipainen, Jouni 

Kelemen, Milko 

Klami, Uuno 

Knussen, Oliver 

Krenek, Ernst 

Kulenty, Hanna 

Kvandal, Johan 

 

-L- 

Lees, Benjamin 

Leyendecker, Ulrich 

Liebermann, Rolf 

Ligeti, Gyorgy 

Lindberg, Magnus 

 

-M- 

Marco, Tomas 

Mathias, William 

Maw, Nicholas 

Meyer, Krzysztof 

Milhaud, Darius 

Moyzes, Alexander 

 



 71 

-N- 

Nordgren, Pehr Henrik 

Nyman, Michael 

 

-P- 

Panufnik, Andrzej 

Pettersson, Allan 

Piston, Walter 

 

-R- 

Rautavaara, Einojuhani 

Rawsthorne, Alan 

Reger, Max 

Rochberg, George 

Rodrigo, Joaquin 

Rorem, Ned 

Rouse, Christopher 

Rozsa, Miklos 

Rubbra, Edmund 

 

-S- 

Sallinen, Aulis 

Saygun, Ahmed Adnan 

Schaeffer, Boguslaw 

Schuman, William 

Schwertsik, Kurt 

Segerstam, Leif 

Skalkottas, Nikolaos 

Shchedrin, Rodion 

Simpson, Robert 

Svoboda, Tomas 
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-T- 

Tishchenko, Boris 

Tsontakis, George 

Tubin, Eduard 

Tuur, Erkki-Sven 

 

-W- 

Weill, Kurt 

Weinberg, Mieczyslaw 

Williams, John 

 

-Y- 

Yun, Isang 

 

-Z- 

Zimmermann, Bernard Alois 

Zwilich, Ellen Taaffe 
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APPENDIX C 

Reprint Authorization Letters 

 

 

Dear Minyoung Cho,   
Dover Publications, Inc., hereby grants you permission to reproduce the following material for use 

in your Florida State University doctoral treatise: 
-One musical example from "Violin Playing as I Teach it" by Leopold Auer, ISBN-13: 978-0-486-

23917-0, Feb. 1980 (originally published in 1920 so therefore it is in the public domain and you 

may do with it as you wish)   

Please credit the Dover edition in any standard form. 
Sincerely,  

Joann Schwendemann  

Rights Dept.   
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Dear Cho Minyoung, 

We are pleased to grant you permission but you should indicate under each quote our copyright : 

'with kind permission of Editions Durand / Universal Music Publishing Classical'. 

Best wishes,  

Patricia 

 
 
 

 

1. Title of my treatie 

-A PRACTICE GUIDE TO VIOLIN CONCERTI BY DARIUS MILHAUD, HANS WERNER HENZE 
AND ARTHUR BLISS 

2. The name of University for my treatise: The Florida State University  

3. Number of copies: 4 hard copies  

4. The treatise will be placed in Florida State’s ETD Digital Library. Also, it will be submitted to 
University Microfilms Inc. Dissertation Publishing/ProQuest Information and Learning (UMI/PQIL) for 
open access publishing. 

 5. The title of the work from which I want to use musical examples 

-3e Concerto pour Violon Op. 61 by C. Saint-Saens (Violin part only) 
 
6. Measures I used in the concerto 

 

 <Movement 1> 

- mm. 1-13 

- mm. 45-48 

 
<Movement 3> 

- mm. 77-83 

- mm. 222-229 
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RE: Kreutzer: 42 STUDIES for Violin Solo [IMC#2073] 

Rode: 24 CAPRICES for Violin Solo [IMC#2066] 

Wieniawski: CONCERTO No. 2 in D minor, Op. 22 for Violin and Piano 

[IMC#1425] 

 

Dear Minyoung Cho: 

 

Thank you for your e-mail of today regarding the above referenced IMC 

Editions. 

 

With regard to your request for permission to reprint twenty (20) 

excerpts of the above referenced IMC Editions (8 from IMC#2073, 7 from 

IMC#2066, and 5 from IMC#1425) in your treatise titled "A Practice 

Guide To Violin Concerti By Darius Milhaud, Hans Werner Henze and 

Arthur Bliss", and to host this material for viewing on a password-

protected website operated by Proquest, we ask that you please be 

advised that we would consider issuing a license for a fee of US$150.00 

(payable by a check drawn an a U.S. bank) for the reprinting of twenty 

(20) excerpts, total, of these editions, only, in a maximum of four (4) 

printed copies of the treatise and for hosting of the above material on 

said website, for a term beginning July 11, 2011 and terminating July 

11, 2012, with the understanding that permission would be limited to no 

more than four (4) printed copies and to the hosting the material on 

said website during the term above, only, and would not include 

any other media or use (such as but not limited to mechanical, 

microfiche, or multimedia sources, etc.). Permission and the fee for 

any subsequent re-print or other uses would have to be renegotiated 

prior to same. 
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