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ABSTRACT 
 
 

 This treatise demonstrates how teachers can use five pieces of violin repertoire from the 

cinema as pedagogical tools to introduce or enhance a student’s understanding, appreciation, and 

technical facility of the following four genres of violin repertoire: character pieces, gypsy music, 

Jewish music, and Russian music.  For each genre, I compare the film work(s) with a piece in the 

classical violin repertoire that is similar in terms of pedagogical application and stylistic 

characteristics.  The film works and classical pieces discussed are the character pieces of 

“Theme” from Ladies in Lavender by Nigel Hess and “Meditation” from Thaïs by Jules 

Massenet; the gypsy music of “Tango (Por Una Cabeza)” by Carlos Gardel (arr. John Williams) 

from Scent of a Woman and Allegro maestoso from Concerto No. 9 in A minor, Op. 104 by 

Charles-Auguste de Bériot; the Jewish music of “Three Pieces” from Schindler’s List by John 

Williams, Fiddler on the Roof by John Williams, and “Nigun” from Baal Shem by Ernest Bloch; 

and the Russian music of “Devil’s Dance” from The Witches of Eastwick by John Williams and 

Suite Italienne by Igor Stravinsky.   

 My treatise fuses together aspects of violin and cinema into a new branch of scholarship 

that provides teachers with wider options in their pedagogical approaches.  In the appendices, I 

have included lists of selected repertoire in the discussed styles as a resource for teachers and 

students.  I also compiled a discography of film soundtracks that feature the violin as a solo 

instrument along with a bibliography of violin repertoire from the cinema currently published for 

concert use.  This treatise and its accompanying appendices show how violin music from film is 

gradually earning a place in the concert repertoire and holds a real place in violin pedagogy.  
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INTRODUCTION 
 
 In January of 2011, The Strad began a series called “Teacher Talk: Your String Teacher 

Queries Answered by the Experts.”1  One of the questions that came up in this series was “How 

do you determine what repertoire is best for a student?”  Many teachers shared various insights 

including the quality of repertoire chosen, effect on a student’s musical and technical growth, 

and appropriateness for the student’s level.  Though these answers were helpful and insightful, 

University of North Texas double bass professor Jeff Bradetich gave a slightly different, but 

intriguing answer.  He said,  

When the student reaches a particular level, give them three choices to listen to. 
The one that most excites them is the right choice. The truth of the matter is that 
the student will learn most thoroughly and quickly when they are most engaged, 
despite our best efforts to teach them ‘what they need to know’.  It is not healthy 
always to dictate what the student should work on. It is more important to develop 
their ability to think for themselves and to explore what the world has to offer.2     
 

 The world of violin repertoire is vast and continually growing.  As violin students 

progress, they discover multiple musical styles spanning hundreds of years of music 

composition.  Therefore, violin teachers have the wonderful opportunity and responsibility to 

introduce these musical styles in a way that excites students and motivates their musical 

progress.  Since every violin student has a unique palette of musical interests, violin teachers 

must develop an ever-increasing knowledge of genres and the repertoire associated with them.  

In doing so, they are more capable of choosing music that not only sparks a student’s interest, 

but furthers the student’s ability to master his or her technical, musical, and stylistic demands of 

their instrument.   

                                                
 1 October 30, 2013, http://www.thestrad.com (accessed January 27, 2016). 
 2 Ibid. 



2 
 

 One musical genre that embraces many styles in the violin repertoire is film music.  

Throughout the twentieth and twenty-first centuries, composers such as John Corigliano, Nigel 

Hess, and John Williams have featured the violin as a solo instrument in multiple films.  Some of 

them have even had violin solos from film scores published as concert works.  For example, John 

Corigliano spun his Chaconne,3 Caprices,4 and Concerto5 as three concert works from his 

soundtrack to The Red Violin.6  In addition, Faber Music published Nigel Hess’s Main Theme7 

and Fantasy8 from the film, Ladies in Lavender.9 Moreover, Hal Leonard published John 

Williams’s “Three Pieces” from Schindler’s List,10 Fiddler on the Roof for violin and piano,11 his 

arrangement of Carlos Gardel’s “Tango (Por Una Cabeza)”12 featured in Scent of a Woman,13 

and a violin solo version of “Devil’s Dance” from The Witches of Eastwick.14  In these and many 

other film works, composers have drawn on many of the styles found in the classical violin 

repertoire.  Due to this connection between film and classical music along with the continuous 

popularity of film throughout the world, twentieth century composers such as Erich Korngold, 

Bernard Herrmann, and John Williams have argued that film music helps “keep classical music 

alive.” 15   

                                                
 3 Chaconne for Violin and Piano. (New York: G. Schirmer, 1997). 
 4 The Red Violin Caprices. (New York: G. Schirmer, 1997). 
 5 Concerto for Violin and Orchestra (“The Red Violin”). (New York: G. Schirmer, 2007). 
 6 The Red Violin: Original Motion Picture Soundtrack, Joshua Bell/Philharmonia Orchestra, Sony Classical 
SK 63010, CD, 1999. 
 7 Theme from Ladies in Lavender. (London: Faber Music, 2009). 
 8 Fantasy from Ladies in Lavender. (London: Faber Music, 2004). 
 9 Ladies in Lavender, Directed by Charles Dance, UK Film Council, 2004, DVD, Sony Pictures  
Home Entertainment, 2005. 
 10 Three Pieces from Schindler’s List. (Milwaukee, WI: Hal Leonard, 1994). 
 11 Fiddler on the Roof. (Milwaukee, WI: Hal Leonard, 2001). 
 12 Tango (Por Una Cabeza). (Milwaukee, WI: Hal Leonard, 2008). 
 13 A Scent of a Woman, Directed by Martin Brest, City Light Films, 1992, DVD, Universal Studios Home 
Entertainment, 1998. 
 14 Devil’s Dance. (Milwaukee, WI: Hal Leonard, 2000). 
 15 Jack Sullivan, “Conversations with John Williams”, The Chronicle of Higher Education 53, no.  
19 (Jan. 2007), http://www.jstor.org (accessed Oct. 19, 2012). 

http://www.jstor.org/
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 In November 2015 and February 2016, I presented five of the above-mentioned solo film 

works for violin and piano in two lecture recitals16 and explored their place in the following four 

genres of violin repertoire: character pieces, gypsy music, Jewish music, and Russian music.  For 

each genre, I compared the film work(s) with a piece in the classical violin repertoire that is 

similar in terms of pedagogical application and stylistic characteristics.  The film works and 

classical pieces discussed were the character pieces of “Theme” from Ladies in Lavender by 

Nigel Hess and “Meditation” from Thaïs by Jules Massenet;17 the gypsy music of “Tango (Por 

Una Cabeza)” by Carlos Gardel (arr. John Williams) from Scent of a Woman and Allegro 

maestoso from Concerto No. 9 in A minor, Op. 104 by Charles-Auguste de Bériot;18 the Jewish 

music of “Three Pieces” from Schindler’s List by John Williams, Fiddler on the Roof by John 

Williams, and “Nigun” from Baal Shem by Ernest Bloch;19 and the Russian music of “Devil’s 

Dance” from The Witches of Eastwick by John Williams and Suite Italienne by Igor Stravinsky.20   

 This treatise demonstrates how teachers can use the above five pieces of violin repertoire 

from the cinema as pedagogical tools to introduce or enhance a student’s understanding, 

appreciation, and technical facility of the four styles of violin repertoire stated previously.  I will 

compare these pieces with the four examples of pieces in the classical repertoire mentioned 

above.  My treatise will fuse together aspects of violin and cinema into a new branch of 

scholarship that will provide teachers with wider options in their pedagogical approaches.  In the 

appendices, I have included lists of selected repertoire in the discussed styles as a resource for 

teachers and students.  I also compiled a discography of film soundtracks that feature the violin 

as a solo instrument along with a bibliography of violin repertoire from the cinema currently 
                                                
 16 See Appendix H for Lecture Recital Programs 
 17 Arranged for Violin and Piano by Martin Pierre (Marsick. St. Petersburg: J.H. Zimmermann, 1905). 
 18 Arranged for Violin and Piano, edited by Adolf Pollitzer (Mainz: B. Shott’s Söhne, 1893). 
 19 New York: Carl Fischer, 1924. 
 20 London: Boosey & Hawkes, 1934. 
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published for concert use.  This treatise and its accompanying appendices will show how violin 

music from film is gradually earning a place in the concert repertoire and holds a real place in 

violin pedagogy.  
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CHAPTER 1 
 

THE ORIGINS OF VIOLIN REPERTOIRE FROM THE CINEMA 
 

 Violin repertoire from the cinema draws on multiple musical styles to create an 

atmosphere that best serves the narrative of the film.  Before film came into existence, nineteenth 

century composers were writing instrumental music with narrative or descriptive qualities.  The 

final decades of the eighteenth century into the early nineteenth century saw the evolution of 

instrumental music as having the capability to evoke specific emotional responses from its 

listeners.  In 1808, Ludwig van Beethoven composed Symphony No. 6, Op. 68 that painted 

features of the Austrian countryside.  In 1830, Hector Berlioz’s graphic narration of Symphonie 

Fantastique, a fantasy based off his life, acted as a further prelude to program music, “music of a 

narrative or descriptive kind.”21  In the mid-nineteenth century, Franz Liszt utilized this concept 

in his single movement symphonic poems based off of heroic figures such as Hamlet, Mazeppa, 

Orpheus, Tasso, and Prometheus.  Other composers such as Smetana, Dvořák, Tchaikovsky, 

Sibelius, Rimsky-Korsakov and Richard Strauss also wrote symphonic poems that continued into 

the early twentieth century.  Symphonic poems allowed composers to develop a sophisticated 

genre of instrumental music that captured the array of emotions found in a narrative without the 

need for text.     

 Another nineteenth century genre that served as an antecedent to film music was 

incidental music.  According to the Oxford Dictionary of Music, incidental music is instrumental 

music “written for atmospheric effect or to accompany the action in a play.”22  In the seventeenth 

century Henry Purcell wrote it for plays such as Theodosius and Virtuous Wife that led to semi-

                                                
 21 Roger Scruton, "Programme music," Grove Music Online, http://oxfordmusiconline.com (accessed 
January 27th, 2017).  
 22 "Incidental Music," The Oxford Dictionary of Music, 2nd ed. Rev., Grove Music Online, 
http://oxfordmusiconline.com (accessed April 10, 2017). 
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operas like Dido and Aeneas.  In the nineteenth and twentieth centuries, many composers wrote 

incidental music for plays including Beethoven for Collin’s Coriolan (1807) and Goethe’s 

Egmont (1810); Felix Mendelssohn for Shakespeare’s A Midsummer Night’s Dream (1842); 

Georges Bizet for Daudet’s L'Arlésienne (1872); Edvard Grieg for Ibsen’s Peer Gynt (1875); and 

Gabriel Fauré (1898), Arnold Schoenberg (1905), and Jean Sibelius (1905) for Pelléas et 

Mélisande.  Furthermore, ballet became a “classical” art form in the nineteenth and twentieth 

centuries that in many cases communicated a narrative through dance and instrumental music.23  

Examples of ballets that exhibit these characteristics include Adolphe Adam’s Giselle (1841); 

Léo Delibes’s Coppélia (1870); Pyotr Tchaikovsky’s Swan Lake (1876), Sleeping Beauty (1889), 

and The Nutcracker (1892); Igor Stravinsky’s Firebird (1910), Petrouchka (1911), Rite of Spring 

(1913) and Pulcinella (1920); and Sergei Prokofiev’s Romeo and Juliet (1938) and Cinderella 

(1945). 

 As symphonic poems, incidental music, and ballets were being developed, Richard 

Wagner worked to heighten the artistic possibilities for opera.  In his 1849 essay, Das Kunstwerk 

der Zukunft,24 Wagner discussed the idea of opera being a Gesamtkunstwerk, “a total work of 

art,” where different mediums of art are combined together into one masterful dramatic work.25  

As part of this development, Wagner expanded the role of the opera orchestra with the utilization 

of the leitmotif, a term coined in 1865 by music historian, A.W. Ambros.26  While many scholars 

have provided a definition for leitmotif, the British musicologist and writer, Arnold Whittall, 

defines it clearly as “a theme, or other coherent musical idea, clearly defined so as to retain its 

                                                
 23 Rebecca Harris-Warrick, et al, "Ballet," Grove Music Online, http://oxfordmusiconline.com (accessed 
April 10, 2017). 

24 Richard Wagner, Das Kunstwerk der Zukunft, Leipzig: O. Wigand, 1850. 
 25 Barry Millington, "Gesamtkunstwerk," The New Grove Dictionary of Opera, Grove Music Online.  
http://oxfordmusiconline.com (accessed January 27th, 2017). 
 26 Culturhistorische Bilder aus dem Musikleben der Gegenwart (Leipzig, 1865).  
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identity if modified on subsequent appearances, whose purpose is to represent or symbolize a 

person, object, place, idea, state of mind, supernatural force or any other ingredient in a dramatic 

work.”27  Wagner’s use of the leitmotif gave the orchestra a significant narrative quality that 

added a new thread of meaning and emotion to his operas. 

 In the first half of the twentieth century, opera started to splinter into multiple directions 

of naturalism, symbolism, and expressionism. Ballet also experienced revolutionary reforms and 

symphonic poems declined in popularity.  However, in 1916, American composer Victor Herbert 

furthered the idea of incidental music with his composition of one of the first entirely original 

scores for a silent film, The Fall of a Nation.  This inspired many composers to explore the idea 

of film scoring.  In 1934, a talented Austrian composer of many concert works and operas named 

Erich Korngold moved to Hollywood to work with director Max Reinhardt on his film, A 

Midsummer’s Night’s Dream.  Over the next few years, Korngold established the new art form 

of the symphonic film score in classic films such as Anthony Adverse, The Adventures of Robin 

Hood, The Sea Hawk, and Kings Row.  According to Brendan G. Carroll, the President of the 

International Korngold Society, Korngold treated each film as an “opera without singing” with 

“intensely romantic, richly melodic and contrapuntally intricate scores. . .where each character 

has his or her own leitmotif . . . [within] a cinematic paradigm for the tone poems of Richard 

Strauss and Franz Liszt.  He intended that, when divorced from the moving image, these scores 

could stand alone in the concert hall.”28  At the conclusion of World War II, Korngold left the 

Hollywood scene and returned to solely writing concert music including his concertos for violin 

and cello.   

                                                
 27 "Leitmotif," Grove Music Online, http://oxfordmusiconline.com (accessed January 27th, 2017).  
 28 “Erich Korngold,” Grove Music Online, http://oxfordmusiconline.com (accessed January 27th, 2017). 
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 Like Korngold, many of his contemporaries wrote original scores for the screen while 

composing works for the concert hall.  Prominent among these composers were Aaron Copland, 

Sergei Prokofiev, Dmitri Shostakovich, William Walton, Leonard Bernstein, Bernard Herrmann, 

Nino Rota, Miklós Rózsa, Alex North, Franz Waxman and Jerome Moross.  Korngold and these 

composers established a standard for film scoring that continued throughout the twentieth 

century.  From 1977 to 1983, John Williams furthered this standard in his symphonic film score 

for the Star Wars trilogy created by George Lucas.  In an interview with the Boston Globe, 

Lucas called Star Wars his “space opera.”29  John Williams supported Lucas’s operatic vision in 

an interview published in Film Score Monthly.  He said, 

The music for the film is very non-futuristic... It was not the music that might 
describe terra incognita, but the opposite of that, music that would put us in touch 
with very familiar and remembered emotions, which for me as a musician 
translated into the use of a 19th century operatic idiom, if you like, Wagner and 
this sort of thing.30 

 
In Williams’s score for Star Wars, he incorporates the concept of the leitmotif through musical 

themes for important characters such as Princess Leia and Darth Vader and for important 

elements such as the “force.”  Williams’s methods further Korngold’s idea of film scores being 

an “opera without singing” and hold strong roots in the traditions of classical music.31   

 John Williams and other composers such as Philip Glass, John Corigliano, Ennio 

Morricone, and Howard Shore have also continued work in the film and concert hall mediums.  

Along with Star Wars, Williams has scored over 100 films including Jaws (1975), the Superman 

movies (1978-1987), the Indiana Jones movies (1981-2008), E.T. (1982), Schindler’s List 

(1993), and the first three Harry Potter movies (2001-2004).  He has also composed a variety of 

                                                
 29 Irena Paulus, “Williams vs. Wagner, or an Attempt at Linking Musical Epics,” International Review of 
the Aesthetics and Sociology of Music 31, no. 2 (Dec. 2000), http://www.jstor.org (accessed Oct. 17, 2012), p. 154 
 30 Craig L. Byrd, “Interview with John Williams,” Film Score Monthly 2, no. 1 (1997). 
 31 "Leitmotif," Grove Music Online, http://oxfordmusiconline.com (accessed January 27th, 2017).  
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concert works including concertos for multiple instruments like his two violin concertos, 

commissions for special events such as his Olympic Fanfare and Theme, and chamber works 

such as his Air and Simple Gifts played by Itzhak Perlman and Yo Yo Ma at the presidential 

inauguration of Barack Obama.  Minimalist composer Philip Glass has written several concert 

works such as his short pieces premiered by the Philip Glass Ensemble and dramatic works like 

Einstein on the Beach.  He has also written a number of film scores including his award-winning 

scores for The Hours (2002) and The Truman Show (1998).  Italian composer, Ennio Morricone, 

known for his award-winning scores for the films The Mission (1986), Legend of 1900 (2000), 

and The Hateful Eight (2015), has also composed many concert works including his Second 

Concerto for Flute, Cello, and Orchestra and his three chamber pieces for cello.  American 

composer John Corigliano, known for a variety of concert works including his Pulitzer Prize-

winning Symphony No. 2, also has received wide acclaim for his film score for The Red Violin 

(1999).  Furthermore, Howard Shore is known principally for his score for The Lord of the Rings 

trilogy and has compiled a Lord of the Rings symphony that has been widely performed around 

the world. 

 In addition to composers, renowned classical violinists have also embraced the genre of 

film music.  Celebrated violinist Joshua Bell collaborated with composers John Corigliano, 

James Horner, Hans Zimmer, Nigel Hess and James Newton Howard on their scores for The Red 

Violin (1999), Iris (2001), Angels and Demons (2009), Ladies in Lavender (2004), and Defiance 

(2008).  Acclaimed violinist Hilary Hahn also worked with composer James Newton Howard on 

his film score for The Village (2004). Furthermore, renowned soloist Jack Liebeck, collaborated 

with composer Dario Marianelli on his film score for Jane Eyre (2011).  Violinist Nicola 

Benedetti also released her album The Silver Violin (2012), which highlights the film works of 
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Erich Korngold, Dmitri Shostakovich, Howard Shore, John Williams, Dario Marianelli, and 

Nigel Hess.   

 Violin virtuoso Itzhak Perlman has also worked with John Williams on his scores for 

Schindler’s List (1993) and Memoirs of a Geisha (2005) along with recording solos for Tan 

Dun’s film score, Hero (2004).  Furthermore, he collaborated with Williams and 

composer/arranger Angela Morley to record albums Cinema Serenade (1997) and Cinema 

Serenade, Vol. 2: The Golden Age (1999) with the Pittsburgh Symphony Orchestra and Boston 

Pops Orchestra.  In 2000 and 2001, American violinist Gil Shaham also collaborated with John 

Williams to record “Three Pieces” from Schindler’s List, “Devil’s Dance” from The Witches of 

Eastwick, and his two violin concertos.  In addition, renowned fiddler Mark O’Connor was the 

violin soloist for Williams’s score, The Patriot (2000).  Last of all, in Williams’s film score 

adaptation for Fiddler on the Roof (1971), acclaimed violinist Isaac Stern played the additional 

solos composed by Williams.   

 In 1997, Joshua Bell premiered John Corigliano’s Chaconne from The Red Violin with 

the San Francisco Symphony Orchestra and in 2003, he premiered Concerto for Violin and 

Orchestra (The Red Violin) with the Baltimore Symphony Orchestra. These works along with 

Corigliano’s The Red Violin Caprices were published by G. Schirmer.  In 2004, Bell’s 

collaboration with Nigel Hess on the film Ladies in Lavender led to the publication of the 

“Theme” and “Fantasy” by Faber Music, works frequently also performed by violinist Nicola 

Benedetti.  John Williams’s collaborations with Itzhak Perlman, Isaac Stern, and Gil Shaham has 

also led to six pieces being published by Hal Leonard, and represents the largest collection of 

violin film music published from a single composer.32   

                                                
32 See Appendix F for a list of these pieces. 
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 In an interview with John Williams, the musicologist and literary scholar Jack Sullivan 

addressed the idea of the connection between film music and classical music.  He said, “When 

Williams talks about the future of classical and film music, his gentle voice takes on a sudden 

urgency. His predecessors Erich Korngold and Bernard Herrmann argued that film music helped 

keep classical alive, and he is convinced this phenomenon is now truer than ever.”33  Musicians 

often refer to classical music as music rooted in the western art tradition, which in many cases is 

performed on the concert stage.  As previously stated, multiple classical composers have written 

film music that is rooted in this tradition.  Acclaimed classical violinists have even premiered 

their film works on the concert stage alongside classical works.  With this clear connection 

between classical and film music, Erich Korngold’s desire for film scores to “stand alone in the 

concert hall” has become a reality in the modern age and violin repertoire from the cinema has 

become a valid genre that violinists use in their concert programs.34 

 

 

  

 

 

 

 

 
 
 
 

                                                
 33 “Conversations with John Williams”, The Chronicle of Higher Education 53, no. 19 (Jan. 2007), 
http://www.jstor.org (accessed Oct. 19, 2012). 
 34 “Erich Korngold,” Grove Music Online, http://oxfordmusiconline.com (accessed January 27th, 2017). 

http://www.jstor.org/
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CHAPTER 2 
 

THE PEDAGOGICAL STUDY OF VIOLIN REPERTOIRE FROM THE 
CINEMA: A FOREWORD 

 
 As stated previously, violin repertoire from the cinema embraces multiple styles that are 

part of the classical repertoire. In the remaining chapters, I will explore how the selected pieces 

for violin and piano embrace the four styles of character pieces, gypsy music, Jewish music, and 

Russian music in the classical repertoire. 

 In each remaining chapter, I shall discuss the historical context and characteristics that 

define each style and provide background on the film work of that style.  As part of my research 

process, I compiled lists of selected violin repertoire in each style and chose from each list the 

piece that was closest to the film work of that style in terms of pedagogical application and 

stylistic characteristics.  Therefore, along with background on the film work of each style, I will 

also include background on the classical work to which it is most similar.  Thereafter, I plan to 

analyze the stylistic and technical similarities between each set of pieces.  As a practical tool for 

string teachers, I have included a passage in each chapter describing the pedagogical applications 

of each film work with discussion on teaching specific musical and technical components.  In my 

discourse, I refer to Basics by Simon Fischer35 and Principles of Violin Playing & Teaching by 

Ivan Galamian36 for further study.  Additionally, I provide references to further technical 

exercises and études by other violin pedagogues.    

 I selected the film works of this treatise based on their pedagogical merit and similarities 

to styles in the standard violin repertoire.  Due to the recent publication of music for this genre, 

the availability of sheet music is still rather small.  In Appendix F, I have listed fourteen works 

                                                
 35 London: Peters Edition, 1997. 
 36 New Jersey:Prentice-Hall, 1985. 
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available for purchase or rental.  John Williams arranged or composed seven of these works, 

which partly influenced his large presence in this treatise.  John Corigliano contributed three 

works, but their level of difficulty falls outside the pedagogical utility of this treatise.  

Nevertheless, I recommend Corigliano’s works as fine choices of repertoire for the professional-

level violinist.   

    As also stated in the introduction, I have compiled four lists of selected repertoire that 

illustrate characteristics of the styles examined in the remainder of the treatise.37  In creating 

these repertoire lists, I consulted the Royal Conservatory’s Violin Syllabus,38 the American 

String Teacher’s Association Certificate Advancement Program,39 the Sequence of Violin 

Repertoire by Mimi Zweig,40 Dorothy DeLay’s Concerto Sequence,41 and Eric Wen’s 

compilation of Hebrew Melodies for Violin and Piano.42  For pedagogical purposes, I have listed 

the pieces according to their appropriate grade level on the Royal Conservatory’s Violin 

Syllabus.  As I discuss the styles and their associated film works, I will establish how the film 

works match up with these four styles in the classical violin repertoire. 

 

 

 

 

 

                                                
 37 Please refer to Appendix A for Character Pieces for Violin and Piano, Appendix B for Gypsy Music for 
Violin and Piano, Appendix C for Jewish Music for Violin and Piano, and Appendix D for Russian Music for Violin 
and Piano 
 38 Accessed October 6, 2016 
https://examinations.rcmusic.ca/sites/default/files/files/S36_Violin%20Syl_2013_RCM_ONLINE_SECURED.pdf 
 39 ASTACAP, www.astaweb.com (accessed October 6, 2016). 
 40 http://www.stringacademyofwisconsin.org (accessed October 6, 2016). 
 41 http://www.stringacademyofwisconsin.org (accessed October 6, 2016). 
 42 New York: Carl Fischer, 2001. 

https://examinations.rcmusic.ca/sites/default/files/files/S36_Violin%20Syl_2013_RCM_ONLINE_SECURED.pdf
http://www.astaweb.com/
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CHAPTER 3 
 

CHARACTER PIECES FOR VIOLIN AND PIANO 
 

 In the violin repertoire, violinists encounter short lyrical pieces of a sentimental nature 

that could be played in a variety of settings such as outdoor weddings, evening gatherings and as 

encores at recitals and concert performances.  These pieces emerge from the nineteenth and 

twentieth century style known as the character piece, which was “designed to convey a specific 

allusion, atmosphere, mood, or scene, such as pastoral serenity, agitation, or rustic ceremony, 

without the benefit of text, programme, or stage action.”43   Many character pieces fit in the 

tradition of salon music, which is “music composed specifically for performance in a domestic 

context rather than a concert hall, church, or theatre.” 44  

  In Appendix A of this treatise, I listed twenty-one character pieces for violin and piano 

that composers and violinists have composed or arranged throughout the nineteenth and 

twentieth centuries.45  Each piece contains a title such as mélodie, intermezzo, meditation, 

berceuse, chanson, sicilienne, nocturne, cavatina, adoration, reverie, or romance. These titles 

capture relatable emotions and associations such as song, poetry, relaxation, a dreamy nature, 

pastoral scenes, and melancholy. 

 As specified above, character pieces usually do not have “text, programme, or stage 

action” associated with them.  However, some of the character pieces on this list are adapted 

from operas and film scores, which automatically associate them with a story.  Nevertheless, 

                                                
 43 Nicholas Temperley, "Character Piece," Grove Music Online, http://oxfordmusiconline.com (accessed 
February 17, 2017). 
 44 Jane Bellingham, “Salon Music,” Grove Music Online, http://oxfordmusiconline.com (accessed February 
15,2017). 
 45 See Appendix A  
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they still “convey a specific allusion, atmosphere, mood, or scene” that elicit the emotions and 

associations common in character pieces.46   

 Due to the topic of this treatise, the two pieces on this list adapted from film scores are of 

particular interest.  In 1955, Dmitri Shostakovich scored the music for The Gadfly, which Soviet 

composer, Levon Atovmian, arranged into a suite for orchestra that featured a Romance for 

violin and orchestra.  Nicola Benedetti played this Romance on her album The Silver Violin in 

2012.47  In 2000, Sikorski Music Publishers published an arrangement of this work for violin and 

piano by Konstantin Fortunatov48 that the Royal Conservatory included in their Violin Syllabus.49  

The second film work, Nigel Hess’s “Theme” from Ladies in Lavender for violin and piano, also 

fits comfortably into the genre of character pieces.  In the following sections, I shall provide 

background on this piece and the comparable work, Massenet’s “Meditation” from Thaïs for 

violin and piano.  I plan to compare the stylistic and technical similarities between the pieces and 

address the pedagogical applications of “Theme” from Ladies in Lavender. 

 “Theme” from Ladies in Lavender by Nigel Hess 

 Nigel Hess was born in Somerset, England in 1953.  He studied music at Cambridge 

University and has since worked widely as a composer and conductor in television, theatre, film, 

and the concert stage.  His soundtrack for the feature film Ladies in Lavender features violinist 

Joshua Bell with the Royal Philharmonic Orchestra and he received a Classical Brits Nomination 

for Best Soundtrack Composer.  Faber Music published Hess’s adaptation of “Theme” from 

                                                
 46 Nicholas Temperley, "Character Piece," Grove Music Online, http://oxfordmusiconline.com (accessed 
February 17, 2017). 
 47 Dmitri Shostakovich, Romance from “The Gadfly,” in The Silver Violin, NicolaBenedetti/Bournemouth 
Symphony Orchestra, Decca Music Group Limited 478 3529, CD, 2012. 
 48 Dmitri Shostakovich, Romance Op. 97a, No.8 for Violin and Piano, (Hamburg: Sikorski, 2000). 
 49 Accessed October 6, 2016 
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Ladies in Lavender for violin and piano in 2009.50  In addition, violinist Nicola Benedetti 

featured “Theme” from Ladies in Lavender on her 2012 album The Silver Violin.51   

 Ladies in Lavender takes place in pre-war England on the shore of Cornwall, a 

peninsula bordered by the Celtic Sea and English Channel.  Two aging sisters, Ursula and 

Janet, played by Maggie Smith and Judi Dench, live peacefully in their cottage on the shore.  

On a morning following a violent storm, the sisters see from their garden a nearly drowned 

man lying on the beach.  They immediately take him in and nurse him back to health, learning 

that he is a Polish man named Andrea, who had been sailing to America to look for a better 

life.  They also discover that he is a fine violinist, a key point to the inspiration for the music 

of the film.  The two elderly women develop an attachment to him, and eventually, Ursula 

finds herself falling in love with him, knowing that Andrea could never reciprocate these 

feelings. Eventually she comes to the realization that she and her sister Janet must let him go 

so that he can move forward with his life and promising musical career.  In the program notes 

from Nigel Hess’s official web site, he states that the music for Ladies in Lavender “sweetly 

underpins the longing in Ursula’s heart and the mourning of the youth she has lost to time.”52 

“Meditation” from Thaïs by Jules Massenet 

 Jules Massenet was born in 1842 in Montaud, St. Etienne, France.  According to Grove 

Music Online, he was “the most prolific and successful composer of opera in France at the end 

of the 19th century and into the beginning of the 20th.”53  His three act opera, Thaïs, centers on 

                                                
 50 Theme from Ladies in Lavender. (London: Faber Music, 2009). 
 51 Nigel Hess, Theme from Ladies in Lavender, NicolaBenedetti/Bournemouth Symphony Orchestra, 
Decca Music Group Limited 478 3529, CD, 2012. 
 52 “Myra Music,” The Official Website of Composer Nigel Hess, accessed November 6, 2015, 
http://www.myramusic.co.uk/. 
 53 Hugh MacDonald, et al, “Jules Massenet,” Grove Music Online, http://oxfordmusiconline.com (accessed 
November 9th, 2015). 
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the main protagonist, Thaïs, a woman who has lived a sinful life as a prostitute.  A monk 

named Athanaël finds her actions appalling and wishes to save her soul for God.  In the second 

act, he visits her home, curses her sins and offers her the purity of eternal life.  As she cowers 

in fear, Athanaël promises to wait on her doorstep for her repentance following which she 

collapses in hysteria.  As the scene concludes, a solo violin accompanied by harp and 

orchestra plays an Intermezzo named “Meditation” that paints the conversion Thaïs 

experiences while unconscious.  Although Massenet originally composed the piece for violin 

and orchestra, violinists have widely played “Meditation” with piano accompaniment.54   

Stylistic and Technical Similarities between “Theme” from Ladies in Lavender and 
“Meditation” from Thaïs 

 

 “Theme” from Ladies in Lavender and “Meditation” from Thaïs capture emotions of 

individual characters, a romantic part of character pieces.  “Theme” from Ladies in Lavender 

evokes the longing of an elderly woman for her youth long past, and “Meditation” paints the 

emotions of a sinful woman’s dramatic conversion. Even though both pieces come from stories 

of personal human struggle, they both start in a serene, peaceful setting.  As seen in Examples 1 

and 2 below, both composers start with a simple flowing eighth note line in D major, creating an 

atmosphere of peaceful serenity.  Then, the violin emerges on an F-sharp that transforms into a 

long expressive melody that continues over a moving eighth note line. In both pieces, the 

violinist returns to the F-sharp multiple times as if they wish to never leave its stable serenity. 

 

                                                
 54 Arranged for Violin and Piano by Martin Pierre, (St. Petersburg: J.H. Zimmermann, 1905). 
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Example 1: “Theme” from Ladies in Lavender, mm. 2-3 

 
 

 

 

 

 

 

Example 2: “Meditation” from Thaïs, mm. 1-3 
 

 Regardless of their similar setting, the melodies in both pieces develop quite differently.  

In Example 3, “Theme” from Ladies in Lavender is simpler rhythmically with small metric 

variations of 3/2 intermixed with 4/4 and the occasional incorporation of quarter note triplets. 

 

      
Example 3: “Theme” from Ladies in Lavender, mm. 4-5 and 18 

 

Instead of metric variations, Massenet varies the rhythm of “Mediation” from Thaïs through 

rhythmic nuances (See Example 4). 

 
Example 4: “Meditation” from Thaïs, mm. 5-6 
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Hess’s melody explores the range of the violin, but wanders around it less fluidly than 

“Meditation.”  Harmonically, the violinist remains for most of “Theme” from Ladies in Lavender 

in D major, except for a brief detour to B-flat major that builds to a climactic restatement of the 

main theme (See Example 5).   

       
Example 5: “Theme” from Ladies in Lavender, mm. 24 and 34-35 

 
 

The opening melody of Massenet’s “Meditation” evolves with more complexity as it wanders 

around the range of the violin with little rhythmic nuances to enhance its musical language (See 

Example 6).   

 

 
Example 6: “Meditation” from Thaïs, mm. 15-18 

 

Furthermore, Massenet heightens the drama of the music with a variety of dynamic, rhythmic 

and harmonic changes that can be sudden and sublime (See Example 7).  

 

 
Example 7: “Meditation” from Thaïs, mm. 26-28 

 
 

 Technically, both pieces require certain freedom in a violin student’s technique that 

allows them to capture all of the nuances of a romantic melody.  Aspects of technique that enable 
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one to portray these nuances include mastering control over contrasting timbres in a wide 

dynamic range, fluency and accuracy up to seventh position, rhythmic variety within a melodic 

line, and a mature singing tone with an expressive and varied vibrato.55  If students explore 

further character pieces, they also should gain comfort with expressive double stops.56  In my 

selected list of character pieces in the Appendix A, I have rated “Meditation” higher in difficulty 

than “Theme” from Ladies in Lavender due to the greater rhythmic and melodic complexity in 

Massenet’s writing, as discussed above.  Nevertheless, “Theme” from Ladies in Lavender 

introduces many aspects of the character piece and can prepare students for pieces like 

“Meditation.”  

Pedagogical Applications for “Theme” from Ladies in Lavender 

 As teachers incorporate “Theme” from Ladies in Lavender into students’ lessons, they 

can use the setting and story of Ladies in Lavender to introduce the genre of character pieces 

and discuss classical pieces associated with it.  They can help students visualize the serenity of 

a beach on the coast of Cornwall, England, where two elderly ladies long for youth long past.  

Then, they can work with students on the technical elements needed to achieve that vision.  

These elements start with the student developing a mature singing tone.  At this level, a 

student should have a foundation in using the bow.  However, even a more advanced student 

can take this opportunity to go back to the basics and perfect his or her bow technique to 

acquire the tone needed for this piece.  

 

 

                                                
 55 I consulted the Royal Conservatory’s Violin Syllabus and ASTA’s Certificate Advancement Program for 
these technical ideas. 
 56 Pieces in Appendix A that feature expressive double stops are Jochim Raff’s Cavatina, Dmitri 
Shostakovich’s “Romance” from The Gadfly, Angela Morley’s Reverie, and Henri Wieniawski’s Romance. 
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Tone Production  

  The foundation of a mature singing tone starts with a balanced bow hold supported by 

the height and natural weight of the arm with the parallel placement of the bow at a chosen 

sounding point between the bridge and fingerboard.  As students draw a straight bow across 

the string, they can familiarize themselves with Ivan Galamian’s “three stages of the stroke: 

triangle, square, and point” meaning the angle of the arm at the frog, middle, and tip.57  As 

they do so, students can develop a deeper awareness of how their arm, hand, and fingers need 

to function at each part of the bow to strive for a focused sound that travels seamlessly from 

frog to tip.  They can further this understanding by exploring the use of their fingers when 

changing bow directions.58   

 As soon as students have developed a mature sound, they can discover the range of 

dynamics their bow offers.  Their choice of sounding point between the bridge and 

fingerboard, their bow distribution, the angle of their bow hair, and their use of bow speed and 

pressure will facilitate this discovery.59  They can practice different dynamic on open strings 

with a variety of legato strokes at different rhythms.  As students thoroughly explores these 

basics, they will be on their way to developing a more mature sound and gaining bow control 

that can heighten their possibilities in dynamics.  

The Left Hand 

 With confidence in sound and bow technique, students can solidify their left hand’s 

connection to the bow through exercises from Otakar Ševčík’s School of Bowing Technique, 

                                                
 57 Ivan Galamian, Principles of Violin Playing & Teaching, (New Jersey:Prentice-Hall, 1985), 51. 
 58 Refer to Basics by Simon Fischer, pp. 6-11 for more details on the use of fingers in changing bow 
directions. 
 59 Refer to Basics by Simon Fischer, pp. 35-57 and Ivan Galamian’s Principles of Violin Playing & 
Teaching p. 55-64 for more details on tone production. 

https://en.wikipedia.org/wiki/Otakar_%C5%A0ev%C4%8D%C3%ADk
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Op. 2.60  Then, they can reinforce the dexterity and intonation of the left hand through 

exercises from Ševčík’s School of Violin Technique, Op. 161 or Henry Schradiek’s School of 

Violin Technics.62  In all of these left hand exercises, students should find a left hand position 

that allows them to most comfortably and efficiently lift and drop their fingers in a secure 

hand frame.63  Due to the need for fluency and accuracy within a seamless melodic line in 

“Theme” from Ladies in Lavender, teachers can also take the opportunity to help students 

further solidify their technique in shifting.  They can start with exercises from Ševčík’s 

Changes of Position and Preparatory Scale Studies, Op.8 64  or Gaylord Yost’s Exercises for 

Changes of Position65 and then apply the concepts to their three-octave scales.66  Thereafter, 

they can start practicing the individual shifts in the piece itself.  Through the solidification of 

the left hand, students should constantly be aware of intonation.  This derives from multiple 

factors including their mind and fingers clearly understanding the position they are in, the 

notes they are playing, and the intervallic relationships between the notes and their 

relationships to their open strings.   

Vibrato  

 With a foundation in right and left hand basics, students should then further their 

development of vibrato.  All character pieces such as “Theme” from Ladies in Lavender 

require a warm vibrato to achieve the colorful and sentimental emotions portrayed in the 

                                                
 60 Otakar Ševčík, School of Bowing Technique, Op. 2, (London: Bosworth & Co., 1901). 
 61 Otakar Ševčík, School of Violin Technique, Op. 1, (New York: G. Schirmer, 1905). 
 62 Henry Schradiek, School of Violin Technics, (New York: G. Schirmer, 1899). 
 63 Refer to Basics, p. 89-144 and Principles of Violin Playing & Teaching pp. 12-18 for more details on the 
left hand. 
 64 Otakar Sevick: Changes of Position and Preparatory Scale Studies, Op. 8, (London: Bosworth & Co., 
1905). 
 65 Gaylord Yost, Exercises for Change of Position, (Pittsburgh: Volkwein Bros., 1928). 
 66 Refer to Basics, pp. 145-179 and Principles of Violin Playing & Teaching pp. 23-27 for more details on 
shifting. 

https://en.wikipedia.org/wiki/Otakar_%C5%A0ev%C4%8D%C3%ADk
https://en.wikipedia.org/wiki/Otakar_%C5%A0ev%C4%8D%C3%ADk
http://imslp.org/wiki/Changes_of_Position_and_Preparatory_Scale_Studies,_Op.8_(%C5%A0ev%C4%8D%C3%ADk,_Otakar)
https://en.wikipedia.org/wiki/Otakar_%C5%A0ev%C4%8D%C3%ADk
https://en.wikipedia.org/wiki/Otakar_%C5%A0ev%C4%8D%C3%ADk
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music.  At this point in a student’s progression, he or she should understand how to instigate 

the motion of vibrato.67  However, the next step is for the student to achieve a variety in speed 

in width in his or her vibrato that matches the tone needed to captures the vision of Ladies in 

Lavender. 

Dynamics and Colors 

 Due to the simplicity of “Theme” from Ladies in Lavender, the student can focus on 

each statement of the melody with a different dynamic and color.  For example, the beginning 

is labeled as sempre legato (always smooth) at a mezzo piano dynamic in the style of cantabile 

molto (much singing).  From measures 3-16, there is no variation in dynamic, meaning the 

student can master a tone with a vibrato that sings in a quiet, smooth, and peaceful manner 

while exploring ways to shape the contour of the melodic line.  Then, from measures 17-19 he 

or she can heighten their tone and vibrato to a mezzo forte that evokes longing and then 

dissipates down to a piano dynamic in measure 23.   

 In the second half of the piece, the student can increase the intensity and speed of their 

vibrato to a higher level of singing and yearning as the piece escalates to a forte dynamic in 

measure 35.  Then, in measure 41, they can return to the mezzo forte dynamic foreshadowed in 

the beginning that climbs back to forte in measure 51.  In the coda of the piece, the music 

embraces a more tender tone that slowly diminishes to mezzo piano, piano, and eventually 

pianissimo on a high D in seventh or eighth position depending on the choice of fingering. 

 

 

 

                                                
 67 Refer to Basics, pp. 213-226 and Principles of Violin Playing & Teaching pp. 38-43 for more details on 
vibrato. 
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Conclusion 

 As described above, “Theme” from Ladies in Lavender is a good introduction to a piece 

from the cinema that embodies the elements of a character piece.  It also allows students to 

solidify the basics of their technique as they prepare to tackle the more advanced repertoire 

including advanced character pieces like “Meditation” from Thaïs, other pieces listed in this 

treatise, and many more.  As they study “Theme” from Ladies in Lavender, they will not only 

develop appreciation for violin repertoire from the cinema, but also for a style common in the 

classical violin repertoire. 
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CHAPTER 4 

GYPSY MUSIC FOR VIOLIN AND PIANO 

 In the nineteenth century, nationalism led composers around the world to incorporate 

local folk music of ethnic groups into their compositions.  Consequently, many composers 

incorporated the style of gypsy music into the violin repertoire throughout the nineteenth and 

twentieth centuries.  Gypsy music refers to “the music of itinerant groups” predominantly found 

in Europe, but also in other parts of the world such as the Middle East, Asia, and Latin 

America.68  According to Grove Music Online, gypsies consist of many different groups, but can 

be classified into two categories: “the Indian-originated Roma and the indigenous peripatetic 

Traveller groups of particular countries and areas.”69  The name Roma was implemented by the 

Romani people to avoid the name “gypsy,” which was often construed as a derogatory term.  

However, the people of these ethnic groups called themselves gypsies according to their native 

language. 

 Along with its nationalistic appeal, gypsy music also evoked a level of fiery virtuosity 

that was also becoming more commonplace in the violin repertoire of the nineteenth century.  

The rise of virtuosity was influenced by many factors.  In the concluding years of the eighteenth 

century, the expansion of the music publishing industry prompted the publishing of a number of 

pedagogical materials for the violin.  Eventually, national styles of teaching fused together to 

form a more “international” approach.70  Furthermore, in 1795, a Conservatoire was organized in 

Paris to provide musical instruction in France.  Due to its quality of violin instruction, most 

                                                
 68 Irén Kertész Wilkinson, "Gypsy Music." Grove Music Online, http://oxfordmusiconline.com (accessed 
February 28, 2017). 
 69 Ibid. 

70 Robin Stowell, Violin Technique and Performance Practice in the Late Eighteenth and Early Nineteenth 
Centuries. (Cambridge: Cambridge University Press, 1990), 2-3 
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acclaimed French violinists of the nineteenth century studied there.  As the Paris Conservatoire 

grew, the encouragement of standard violin methods grew with the establishment of the 

conservatory’s publishing firm, Le magasin de Musique á l’usage des fêtes nationales.   With a 

publishing firm so accessible, violin faculty members Pierre Rode (1774-1830), Pierre Baillot 

(1771-1842), and Rudolph Kreutzer (1766-1831) published their Méthode de violon in 1803 

followed by their publishing of individual étude books that are still standard in the modern violin 

education.  With these books, violin students had access to pedagogical methods designed to 

expand the general level of virtuosity. 

 While the Paris Conservatoire heightened possibilities in string education, Italian violinist 

Nicolò Paganini (1782-1840) singlehandedly redefined the idea of virtuosity on the violin, 

playing the violin at such a virtuosic level that people questioned whether he was in league with 

the devil.  Through his performances and compositions, Paganini introduced revolutionary violin 

techniques.  His twenty-four Caprices for solo violin explored these techniques, including left 

hand pizzicato, double stop harmonics, different forms of ricochet, and virtuosic uses of double 

stops.  These techniques also became the driving force in his violin concertos, demonstrating the 

idea of virtuosity being an element of art.  This concept proved revolutionary for the 

development of violin repertoire including the possibilities for gypsy music. 

 In Appendix B of this treatise, I listed nineteen pieces of gypsy music for violin and piano 

that composers and violinists have composed or arranged throughout the nineteenth and 

twentieth centuries.71  The majority of these pieces contain titles like playera, csárdás, mazurka, 

rigaudon, Slavonic dance, tango, Viennese dance, Hungarian dance, or malagueña, which refer 

to folk dances from Spain, Hungary, Poland, Germany, Slovania, France, and Latin America.  

                                                
 71 See Appendix B. 



27 
 

Other pieces on the list are associated with more standard western musical terminology such as 

symphonie espagnole, praeludium, allegro, or concerto, but still exhibit the virtuosic and rustic 

fire of gypsy music.  Last of all, a few of the pieces have names that evoke the atmosphere of 

character pieces such as Liebesfreud (love’s song), Schön Rosmarin (fair rosemary), Scene de 

Ballet (scene at the ballet), or Hejre Kati (hey, Kathy).  However, they also exude the virtuosic 

and rustic fire of gypsy music.  Each piece on this list will enhances technical and stylistic 

preparation for most virtuosic examples of gypsy music, which I included in a separate list in 

Appendix B. 

 I also included John Williams’s arrangement for violin and piano of “Tango (Por Una 

Cabeza)” by Carlos Gardel from Scent of a Woman, also in Appendix B.  This piece has not been 

included on graded repertoire lists, but fits comfortably in the style of gypsy music.  The 

following sections will provide background on this piece along with background on the first 

movement of Charles de Bériot’s Concerto No. 9 in A minor for violin and piano, a standard 

piece of repertoire on the list. I will compare the stylistic and technical similarities between the 

pieces and explore the pedagogical applications of “Tango (Por Una Cabeza).” 

“Tango (Por Una Cabeza)” by Carlos Gardel (arr. John Williams) from Scent of a Woman 
 
 In 1997, Izthak Perlman released the album Cinema Serenade, and included 

Williams’s arrangement of “Tango (Por Una Cabeza)” for violin and orchestra.72  In 2008, Hal 

Leonard published the Tango for violin and piano. 73  On the album, it states that the Tango 

comes from the 1992 film, Scent of a Woman,74 but, the Tango’s history goes farther back than 

that.  In 1935, Argentine composer and tango singer Carlos Gardel collaborated with Alfredo 

                                                
 72 Carlos Gardel and John Williams, Scent of a Woman: Tango. In Cinema Serenade. Itzhak 
Perlman/Pittsburgh Symphony Orchestra. Sony Classical SK 63005. CD. 1997. 
 73 Tango (Por Una Cabeza). (Milwaukee, WI: Hal Leonard, 2008). 
 74 Directed by Martin Brest, City Light Films, 1992, DVD, Universal Studios Home Entertainment, 1998. 
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La Pera to write this tango.  Known to appear in many films, Gardel sang the tango twice in 

the 1935 Portuguese movie Tango Bar.  Since then, it has since appeared in many modern 

films such as Schindler’s List, True Lies, All the King’s Men, Easy Virtue, Planet 51 and Scent 

of a Woman.  “Por Una Cabeza,” translated as “by only a head,” refers in the first verse of the 

tango to the head of a horse in a race on which a man is betting.75  He sings for the rest of the 

tango about how, by only his own head, he was struck by the love of his life and should give 

up gambling for her. 

 Williams’s arrangement of “Tango (Por Una Cabeza)” enlarges the intimate experience 

of a tango into a dramatic symphonic experience.  However, he designates on Perlman’s 

Cinema Serenade album that the piece comes from a scene in Scent of a Woman that captures 

a sweet intimate experience.  In this scene, a blind retired Army Ranger Lieutenant Colonel 

named Frank Slade and a young man from a New England Prep School named Charlie Simms 

eat at a fancy restaurant.  They notice a young woman named Donna sitting alone at a table 

waiting for her date.   Slade invites her to dance with him and as they move to the dance floor, 

the restaurant’s musical group hits the first notes of Gardel’s “Tango (Por Una Cabeza).”  

Regardless of his blindness, Slade leads Donna through the tango fluidly, demonstrating a 

kindness not yet demonstrated by him in the movie. 

Concerto No. 9 in A minor: Allegro Maestoso by Charles-Auguste de Bériot 
 

 Violinist and composer Charles-Auguste de Bériot was born in Leuven, Belgium in 1802.  

As he approached his early twenties, he traveled to Paris where he studied for a few months at 

the Paris Conservatoire with Pierre Baillot.  De Bériot disliked the student life of the Paris 

Conservatoire and spent only a few months there.  Furthermore, Baillot discouraged the technical 

                                                
 75 Simon Collier, The Life, Music & Times of Carlos Gardel, Pittsburgh: University of Pittsburgh Press, 
1986. 
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“eccentricities” found in De Bériot’s compositional style.76  However, de Bériot made a name for 

himself in Paris and his compositions hold an important place in the violin repertoire.  

 Violinist and musicologist Boris Schwartz described de Bériot’s music as an adaptation 

of “the technical brilliance of Paganini to the elegance and piquancy of the Parisian style.” 

Schwartz also points out that “as a composer, de Bériot aimed at effect rather than depth; his 

melodies are sweet and sentimental, his technical display is ingenious and sparkling though 

basically less difficult than that of Paganini.”77  His concertos and shorter pieces were very 

popular in his time and radiate the fiery virtuosity of gypsy music.  He wrote his ninth violin 

concerto in 1858 as a dedication to Princess Tatyana Yusupov in gratitude for her invitation to 

spend several months in St. Petersburg.  Though de Bériot wrote the piece originally for violin 

and orchestra, violin students commonly perform adaptations for violin and piano.78 

Stylistic and Technical Similarities between “Tango (Por Una Cabeza)” from Scent of a 

Woman and Concerto No. 9 in A minor: Allegro maestoso 
 

 “Tango (Por Una Cabeza)” from Scent of a Woman and the first movement of Concerto 

No. 9 in A minor hold similar characteristics common in gypsy music.  First of all, they both rely 

on virtuosic embellishments to enhance the drama of simple melodic content.  For example, in 

John Williams’s arrangement of “Tango (Por Una Cabeza),” each time he presents melodic 

content, he embellishes it slightly differently (See Example 8).  

 

                                                
 76 “Charles-Auguste de Bériot,” Grove Music Online, http://oxfordmusiconline.com (accessed November 
10, 2015). 
 77 “Charles-Auguste de Bériot,” Grove Music Online, http://oxfordmusiconline.com (accessed November 
10, 2015). 
 78 Charles de Beriot, Concerto No. 9 in A Minor for Violin and Orchestra, Arranged for Violin and Piano, 
edited by Adolf Pollitzer, (Mainz: B. Schott’s Söhne, 1893). 
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Example 8: “Tango (Por Una Cabeza)” from Scent of a Woman, mm. 13-14 and mm. 53-54 
 

In other moments like in Example 9, he gives the melodic content to the piano part, while the 

violinist answers with a virtuosic embellishment.   

 

 
Example 9: “Tango (Por Una Cabeza)” from Scent of a Woman, mm. 30-31 

 
 

In the first movement of de Bériot’s ninth violin concerto, he constantly embellishes the melodic 

material (See Example 10).   

 
Example 10: Opening melody from Concerto No. 9 in A minor: Allegro maestoso, mm.  

31-34 without and with embellishments   
 

These embellishments along with the embellishments in “Tango (Por Una Cabeza)” embrace the 

following technical elements crucial to the development of a violin student:  
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Intonation and Dexterity in Chromatic/Rhythmic Embellishments and Ornamental Runs 

 

   
Example 11: “Tango (Por Una Cabeza)” from Scent of a Woman, mm. 105-106 

 
 

 
Example 12: Concerto No. 9 in A minor: Allegro maestoso, m. 38 

 
 
Spiccato 

 
Example 13: “Tango (Por Una Cabeza)” from Scent of a Woman, m. 31 

 
 

 
Example 14: Concerto No. 9 in A minor: Allegro maestoso, m. 57 

 

Shifting: Octave Leaps and Expressive Slides (more applicable in “Tango (Por Una Cabeza)”) 

 

 
Example 15: “Tango (Por Una Cabeza)” from Scent of a Woman, m. 3 
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Example 16: Concerto No. 9 in A minor: Allegro maestoso, m. 122 

 
 

Double Stops: Thirds, Sixths, and Octaves  

 

      
Example 17: “Tango (Por Una Cabeza)” from Scent of a Woman, mm. 21 and 77 

 
 

       
Example 18: Concerto No. 9 in A minor: Allegro maestoso, mm. 53-54 and 70 

 
 

Arco and Pizzicato Chords  

 

      
Example 19: “Tango (Por Una Cabeza)” from Scent of a Woman, mm. 69 and 76 

 
 

 
Example 20: Concerto No. 9 in A minor: Allegro maestoso, mm. 137-138 (there are no 

examples of pizzicato chords) 
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Grace Note Ornamentations 

 

 
Example 21: “Tango (Por Una Cabeza)” from Scent of a Woman, mm. 38-39 

 
 

 
Example 22: Concerto No. 9 in A minor: Allegro maestoso, mm. 31-32 

 
 

Harmonics 

 

 
Example 23: “Tango (Por Una Cabeza)” from Scent of a Woman, m. 102 

 
 

 
Example 24: Concerto No. 9 in A minor: Allegro maestoso, m. 34 

 
 

 Another characteristic prominent in both pieces is the dance setting in which they are 

placed.  In gypsy music, dance music exudes a sense of identity for the culture from which it 

originates.  Gardel’s tango comes from the flamenco tradition in southern Spain, and 
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according to Grove Music Online, Spanish gypsies played a crucial part in its development.79  

As seen in Example 25, Williams’s arrangement transports the listener to the atmosphere of 

the dance floor through a variety of light and heavy ornamented dance rhythms in the violin 

and piano parts. 

 

       
Example 25: “Tango (Por Una Cabeza)” from Scent of a Woman, piano part mm. 45-46, 

violin part m. 62 
  

 In Example 26, de Bériot’s first movement of his concerto takes the elegance of Parisian style 

into the setting of a dramatic dance that has a light piano accompaniment with little thematic 

material.  Its prime purpose is to lay a rhythmic framework for the dramatic violin part.   

 

 
Example 26: Concerto No. 9 in A minor: Allegro maestoso, mm. 32-33 

 

 

 

                                                
 79 Israel J. Katz, "Flamenco," Grove Music Online, http://oxfordmusiconline.com (accessed March 1, 
2017). 
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Pedagogical Applications for “Tango (Por Una Cabeza)” from Scent of a Woman 

 When teachers utilize “Tango (Por Una Cabeza)” in lessons with their students, they can 

show the scene from Scent of a Woman that features this Tango, following which they can 

introduce gypsy music and its dance qualities.  Once students develop an understanding of gypsy 

music, they can prepare for the virtuosic embellishments listed previously.  At this point in a 

student’s progression, he or she should have a solid foundation in the basics listed on pages 21-

23, because these virtuosic embellishments expand upon those basics. 

Intonation and Dexterity in Chromatic/Rhythmic Embellishments and Ornamental Runs 

 One of the challenges of John Williams’s arrangement of “Tango (Por Una Cabeza)” lies 

in his integration of chromatic/rhythmic embellishments and ornamental runs to enhance the 

texture and harmonic language of the piece.  As students prepare for these embellishments, they 

should perfect their intonation in their three octave major and minor scales, arpeggios, and 

chromatic scales in their chosen scale system.80 This process can begin by setting the metronome 

at quarter note equals 50-60 BPM and playing slow half note detaché bow strokes so that 

students can conceive in their mind and in their fingers the intervallic relationships between each 

pair of notes.81  As students execute this, they can also listen to the intervallic relationships 

between the notes and the adjacent open strings.82   

 When students can play their three octave scales perfectly in tune at a slow tempo, they 

can gradually increase the speed through slurred rhythmic patterns of two notes per bow all the 

                                                
 80 I recommend Carl Flesch’s Scale System with ideas from the Galaxy edition of Ivan Galamian and 
Frederick Neumann’s Contemporary Violin Technique Book 1. 
 81 For details on detaché, see Basics by Carl Fischer pp. 59-61 and  Principles of Violin Playing & 
Teaching by Ivan Galamian pp. 67-68. 
 82 For more ideas on solidifying intonation, see Basics pp. 185-210 and Principles of Violin Playing & 
Teaching pp. 19-22. 
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way up to twenty-four notes per bow.83  In their arpeggios and chromatic scales they can also 

experiment with different slurred patterns while gradually increasing the speed of the 

metronome.  They can also take a break from slurred patterns and practice different rhythmic 

patterns with detaché at multiple speeds.  As students practice these patterns, they should remain 

aware of their intonation and not move forward from a pattern until they are confident it is in 

tune.  For another perspective, they can record themselves and analyze their intonation.  

Mastering intonation in their scales and arpeggios will provide them with the necessary 

foundation for virtuosic passages such as the embellishments of this Tango.  They can approach 

each embellishment like they did their scales and arpeggios by starting slowly and gradually 

building up to full tempo. 

Spiccato 

 Williams composes a few passages that feature the spiccato bow stroke.  Therefore, 

students should feel comfortable executing this bow stroke when it occurs.  According to Simon 

Fischer, all spiccato bow strokes are accomplished by “using different proportions of the vertical 

and the horizontal movements of the bow.”  Fischer further suggests that as students initially 

approach the stroke, they discover the natural bounce of the bow by starting above the string and 

making semi-circles with the bow catching the string at the bottom of each curve.84  As students 

discover the natural bounce of the bow, they can learn to control it through their arm, wrist, and 

their fingers.  As the spiccato stroke increases in speed until it becomes a sautillé motion, they 

will need to develop flexibility between their fingers and thumb that allows them to control the 

                                                
 83 This idea is prevalent in Contemporary Violin Technique Book 1 where Galamian and Neumann use a 
turn at the beginning of the scale.  For example, in a G Major Scale, they start with GBAGABC…. and continue up 
the scale.   
 84 Basics, (London: Peters Edition, 1997), 70 
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motion.85  Once they can do the bow stroke on all four open strings at different tempos, they can 

apply it to their three octave scales.  In passages of “Tango (Por Una Cabeza),” if students 

struggle to coordinate the stroke with the notes, they can practice the passage first with the 

detaché stroke.  Then, they can start with fourth spiccato strokes per note, followed by three, two 

and then the expected one per note. 

Shifting: Octave Leaps and Expressive Slides 

 At the beginning of “Tango (Por Una Cabeza),” the pianist plays a loud B major chord 

followed by an octave leap in the violin, exaggerated by a descending chromatic passage.  

Williams employs octave leaps on one string along with expressive slides throughout the 

arrangement to provide the passionate, yet sentimental flair that this tango offers.  As students 

approach octave leaps, they should mentally and physically know the position, note, and finger 

they are going to along with utilizing the left arm to move the left hand quickly.86  For expressive 

slides, students should start the sliding motion of the shift slowly from the first note and 

accelerate it slightly later than normal.87   

Double Stops: Thirds, Sixths and Octaves 

 Throughout “Tango (Por Una Cabeza),” Williams enhances the melody and rhythmic 

embellishments with double stops such as thirds, sixths, and octaves.  The foundation of double 

stops starts with students placing the fingers of their left hand on the string accurately and 

quickly enough before the bow moves with the weight of the right arm and hand connecting the 

                                                
 85 For more information on how to approach this stroke and develop this finger motion refer to Basics pp. 
70-74 and Principles of Violin Playing & Teaching pp. 75-78 
 86 As stated in chapter 4, if students needs more practice/direction in shifting they can refer to Ševčík’s 
Changes of Position and Preparatory Scale Studies, Op.8; and Gaylord Yost’s Exercises for Changes of Position; 
Basics p. 145-179.   Also, for different kinds of shifts they can refer to Principles of Violin Playing & Teaching pp. 
23-27. 
 87 Students can practice this motion on the individual exercises in Gaylord Yost’s Exercises for Changes of 
Position.   

https://en.wikipedia.org/wiki/Otakar_%C5%A0ev%C4%8D%C3%ADk
http://imslp.org/wiki/Changes_of_Position_and_Preparatory_Scale_Studies,_Op.8_(%C5%A0ev%C4%8D%C3%ADk,_Otakar)
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bow hair equally with both strings.  They can develop this accuracy by mentally and physically 

perceiving the position, fingering, and individual notes they are playing, the intervallic 

relationships between the notes, and their relationship to their four open strings and key 

signature.  Technique books such as Josephine Trott’s Melodious Double Stops Books 1 and 2,88 

Harvey Whistler’s Developing Double Stops,89 and Otakar Ševčík’s Preparatory Exercises in 

Double-Stopping90 can assist students in accomplishing the challenge of double stops.  In 

addition, students can slowly work through the thirds, sixths, and octaves in each key found in 

Carl Flesch’s Scale System,91 adding in rhythmic variations of slurred, detaché, and spiccato bow 

patterns.  Throughout their entire double stop practicing, students should strive for consistent and 

accurate intonation.  Once they establish a foundation in double stops, they apply their learning 

to passages in “Tango (Por Una Cabeza)” through slow practice that gradually builds up to 

performance tempo. 

Arco and Pizzicato Chords 

 Along with double stops, “Tango (Por Una Cabeza)” also features arco and pizzicato 

chords.  As students approach arco chords, they will discover the challenge of quickly and 

accurately placing as many as four fingers of their left hand while executing the motion of the 

bow.  Students can prepare for this challenge by breaking the chord into three double stops 

starting from the bottom and then practice playing them together.  As they approach the motion 

of the bow, they should lead the sound with their forearm, while the elbow evenly and smoothly 

guides the string crossing in an arc motion.  They should strive to save the majority of the bow’s 

length for the last double stop portion of the chord.  Then, they can practice lifting and placing 

                                                
 88 New York: G. Schirmer, 2007. 
 89 Chicago: Rubank, 1989. 
 90 New York: G. Schirmer, 1905. 
 91 New York: Carl Fischer, 1987. 

https://en.wikipedia.org/wiki/Otakar_%C5%A0ev%C4%8D%C3%ADk
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the fingers in their accurate position for each double stop and eventually the entire chord.92  As 

students execute pizzicato chords, they should use their index finger to strum the chord at a slight 

angle starting lower on the G string and moving higher towards the E string to achieve the 

clearest sound.   

Grace Note Ornamentations 

 In “Tango (Por Una Cabeza),” Williams includes many grace note ornamentations that 

add a charming element to the piece.  Due to the quick and light nature of grace notes, many of 

these ornamentations combine the technical aspects of chromatic embellishments and double 

stops into a faster time frame.  As students practice these ornamentations, they can practice 

playing the ornamentation slowly without the note with which it is connecting so that they can 

focus on intonation.  Next, they can play the ornamentation at performance tempo and practice 

linking it with its connecting note.  As they practice this technique, they should place more 

emphasis on the principal note and not the grace note so that they avoid disturbing the melodic 

line.  In addition, they can use a metronome to ensure timely arrivals after the grace note. 

Harmonics 

 Williams uses one short passage of harmonics in “Tango (Por Una Cabeza).”  However, 

students should familiarize themselves with the technique, so that this moment proves effective.  

According to Ivan Galamian, “harmonics are as much a bowing problem as a left hand 

problem.”93  Furthermore, “they speak and sound best when played with a fairly heavy stroke of 

sufficient length and a sounding point near the bridge.”94  There are two kinds of harmonics: 

natural and artificial.  According to composer and orchestrator Samuel Adler natural harmonics 

                                                
 92 For more information on practicing chords refer to Basics pp. 86-88 and Principles of Violin Teaching & 
Playing pp. 88-92. 
 93 Principles of Violin Playing & Teaching, (New Jersey: Prentice-Hall, 1985), 30. 
 94 Ibid, 88. 
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are “pitches produced by touching a string lightly at various points called nodes along the 

string.”95 Adler further explains that the open string is called the fundamental, first harmonic, or 

first partial, and the harmonics above it are overtones (second partial and higher).  Students can 

find additional partials by mentally dividing the string according to the number of the partial.  If 

they play the second partial, they divide the string in two and lightly touch the string halfway 

between the nut and bridge to produce a pitch one octave higher than the fundamental.96  

Artificial harmonics can be produced by placing the first finger firmly on the fundamental note 

and lightly placing a flattened fourth finger at a designated interval above it.97  In a video of 

Itzhak Perlman playing “Tango (Por Una Cabeza),”98 he plays both natural and artificial 

harmonics. 

Conclusion 

 As students piece together the above techniques into the context of this piece, they should 

emphasize the drama of the piece with a mature singing tone and vibrato that embrace the 

dynamics, tempo changes, and musical markings that Williams writes, such as appassionato, 

cantabile, a piacere, boldly, and forcefully.  When students gain comfort in all of the musical and 

technical aspects of “Tango (Por Una Cabeza)” from Scent of a Woman, they will be well on 

their way to understanding important elements of gypsy music.  Furthermore, they will prepare 

themselves for the challenges of other gypsy music repertoire such as de Bériot’s ninth concerto 

or more advanced repertoire like Edouard Lalo’s Symphonie Espagnole or Pablo de Sarasate’s 

                                                
 95The Study of Orchestration (New York: W.W. Norton & Company, 2002) 42.  
 96 For more details on finding natural harmonics, refer to Samuel Adler’s The Study of Orchestration pp. 
42-43. 
 97 For more details on executing harmonics, refer to Principles of Violin Playing & Teaching, pp. 30-31 and 
87-88. 
 98 “Itzhak Perlman & John Williams – Por Una Cabeza, Carlos Gardel,” YouTube video, 3:55, Posted 
September 2009, https://www.youtube.com/watch?v=JAKjXHctkGw. 
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Zigeunerweisen.  They will also develop appreciation for violin repertoire from the cinema and 

its ability to encompass this beloved style of classical violin repertoire.   
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CHAPTER 5 

JEWISH MUSIC FOR VIOLIN AND PIANO 

 While gypsy music permeated the classical violin repertoire in the mid-nineteenth 

century, the more specific nationalist style of Jewish music also appeared amongst Jewish 

scholars and musicians.  According to Israeli musicologist Edwin Seroussi, since its inception 

the concept of Jewish music has become hard to define and “is a figure of speech widely 

employed today, being used in many different contexts of musical activity.”  However, he 

suggests the following definition: “the traditional music of all Jewish communities, past and 

present, and to new contemporary music created by Jews with ethnic or national agendas.”99   

 Within the culture of Jewish music, the violin is commonly associated with a specific 

style of music called Klezmer music.  The Yiddish term Klezmer, derived from the Hebrew term 

for ‘musical instruments,’ referred to a professional musician in seventeenth century Eastern 

European Jewish culture.100  Over the next few centuries, the term Klezmer developed into a 

genre of music played by instrumental ensembles for weddings and other occasions.  These 

instrumental ensembles often featured a solo violin, which Itzhak Perlman, the Israeli-born 

violinist, championed in multiple Klezmer albums including Perlman plays Klezmer, released in 

2008.101   

 In Appendix C, I compiled a list of twenty-seven pieces that I term as Jewish music for 

violin and piano.  These pieces capture many elements of Jewish music and more specifically, 

Klezmer music including the use of melodies and dances found in the Jewish culture.  However, 

                                                
 99 Edwin Seroussi, et al, "Jewish music," Grove Music Online, http://oxfordmusiconline.com 
(accessed March 3, 2017). 
 100 Henry Sapoznik . "Klezmer." Grove Music Online, http://oxfordmusiconline.com (accessed January 27, 
2016). 
 101 Itzhak Perlman, Perlman Plays Klezmer, Warner Classics, CD, 2008. 
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the composers and arrangers of these pieces intended them for the context of classical or film 

repertoire.  Many of them, such as Joseph Achron, Ernest Bloch, George Perlman, and Mischa 

Elman come from Jewish heritage and utilize the Jewish culture to produce appealing music that 

can be internationally enjoyed by violinists and general audiences.  

 On my list in Appendix C, only four pieces of Jewish violin music appear on standard 

repertoire lists.102  These pieces include “Nigun” from Baal Shem by Ernest Bloch; Kol Nidrei by 

Max Bruch; Hebrew Melody, Op. 33 by Joseph Achron; and Israeli Concertino by George 

Perlman.  Twenty of the pieces, including Nigun and Hebrew Melody, appear in the 2001 

compilation Hebrew Melodies for Violin and Piano by Eric Wen, a fantastic source for violin 

students and teachers interested in exploring this genre.103  Two of the pieces come from John 

Williams’s film scores for Schindler’s List and Fiddler on the Roof.  The following sections will 

provide background on “Three Pieces” from Schindler’s List for violin and piano and Williams’s 

adaptation of the “Main Title” sequence from Fiddler on the Roof, which he titled Fiddler on the 

Roof for violin and piano.  I will also provide the background on a comparable piece, “Nigun” 

from Baal Shem by Ernest Bloch, a famous piece in the classical violin repertoire. Then, I will 

compare the stylistic and technical similarities among the pieces and the pedagogical 

applications of “Three Pieces” from Schindler’s List and Williams’s adaptation of Fiddler on the 

Roof. 

“Three Pieces” from Schindler’s List by John Williams 

 One day in the year 1980, the Australian writer Thomas Keneally visited a leather goods 

store in Beverly Hills, California.  There, he met the store owner, Leopold Pfefferberg, a Czech 

                                                
 102 As stated in Chapter 3, I researched the following repertoire lists: the Royal Conservatory’s Violin 
Syllabus, the American String Teacher’s Association Certificate Advancement Program, the Sequence of Violin 
Repertoire by Mimi Zweig, and Dorothy DeLay’s Concerto Sequence. 
 103 New York: Car Fischer, 2001. 
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Jew who survived the Holocaust.  When Leopold found out that Keneally was a writer, he told 

Keneally that he had a story for him.  It was here that Keneally was introduced to the story of 

Oskar Schindler.  

 Oskar Schindler was a wealthy German businessman who became a part of the Nazi party 

in World War II.  In 1939, Schindler obtained an enamelware factory in Krakow, Poland where 

he employed over a thousand Jews.  Through his connections with German military intelligence, 

he protected his Jewish workers from being sent to concentration camps.  Though his initial 

motives for opening the factory were for monetary gain, he eventually became truly invested in 

saving his workers as shown by his willingness to bribe Nazi officials multiple times.  In July of 

1944, Germany started to lose the war and thus started to evacuate concentration camps.  Many 

of the people in these camps were taken to the bigger camps like Auschwitz and murdered.  To 

ensure that this would not happen to his workers, Schindler relocated his factory to Brünlitz in 

Czechoslovakia, and made a list of 1,200 workers that would be safely relocated there.  This list 

would become known as “Schindler’s List.”  After the workers were safely relocated, Schindler 

continued to bribe the Nazis until the end of the war to ensure their safety.   

 Thomas Keneally, the writer who originally learned about Oskar Schindler, was able to 

gather the information for this true story from many sources including fifty Schindler survivors.  

His book Schindler’s List was published in 1982,104 after which the film director Steven 

Spielberg took on the task of creating a movie based on this amazing story.105  When Spielberg 

showed the film project of Schindler’s List to John Williams, Williams was so moved that he 

could barely speak.  Williams said, “Steven, you need a better composer than I am to do this 

                                                
 104 Thomas Keneally, Schindler’s List, (London: Hodder & Stoughton, 1982). 
 105 Schindler’s List. Directed by Stephen Spielberg. Amblin Entertainment, 1993. DVD. Universal Studios 
Home Entertainment, 2013. 
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film.”  Spielberg replied, “I know, but they’re all dead.”106  Later, Spielberg would confess that 

upon hearing Williams play the music for him, he found himself “hanging over his piano 

weeping.”107  In talking about his experience writing the music for Schindler’s List, Williams 

said that “the film offered an opportunity to create not only dramatic music, but also themes that 

reflected the more tender and nostalgic aspects of Jewish life during those turbulent years.”108  In 

the score, Williams showcased the violin playing of Izthak Perlman, who said in a recent 

interview that wherever he goes in the world, audiences almost always ask him to play the theme 

from Schindler’s List.109   

Fiddler on the Roof for Violin and Piano by Jerry Bock, 
Adaptation, Arrangement, and Violin Cadenzas by John Williams 

 In the early 1960s, American playwright Joseph Stein adapted the folk tales of Yiddish 

writer Sholem Aleichem to a musical stage production.  He collaborated with Jerry Bock, who 

composed the musical score, and Sheldon Harnick, who wrote the lyrics.  In 1964, their musical 

Fiddler on the Roof premiered and eventually held the longest-standing record as the most 

successful musical on Broadway.  Due to its immediate success, the musical was made into an 

American film in 1971.  John Williams adapted and expanded Jerry Bock’s music for the film, 

adding a three and a half minute “Main Title” for violin and orchestra to the end of the opening 

“Prologue” and “Tradition” sequence.  The esteemed violinist Isaac Stern and the London 

                                                
 106 American Film Institute, “John Williams Accepts the 44th AFI Life Achievement Award,” Filmed June 
9, 2016, YouTube Video, 5:39, Posted August 2016, http://www.youtube.com/watch/v=JTmcmxl2OpQ. 
 107 Jack Sullivan, “Conversations with John Williams,” The Chronicle of Higher Education 53, No.  
19 (Jan. 2007), http://www.jstor.org (accessed Oct. 19, 2012). 
 108 Liner notes for John Williams: Treesong; Violin Concerto; 3 Pieces from Schindler’s List, by John 
Williams, Deutsche Grammophon LC 0173, 2001, CD, 10-11. 
 109 C Major Entertainment, “A John Williams Celebration: Interview with Itzhak Perlman,” Filmed April 
30, 2015,  YouTube video, 3:43, Posted April 2015, https://www.youtube.com/watch?v=BGIvOn2HQdI. 
 

http://www.jstor.org/
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Festival Orchestra recorded the “Main Title” for the soundtrack.110  In 2009, Williams adapted 

and renamed the “Main Title” as Fiddler on the Roof for violin and piano.111 

 The story of Fiddler on the Roof takes place in 1905 Czarist Russia.  Poor Jewish 

milkman Tevye, a man rooted in Jewish traditions, dreams of fame and fortune along with fine 

marriages for his five daughters.  However, throughout the musical, he watches the tradition of 

his fatherly right to choose husbands for his daughters crumble.  Furthermore, by the end of the 

musical, he and his family are forced to emigrate to America.  In the liner notes for the 30th 

Anniversary Edition of the movie soundtrack, Grammy-Award producer Didier C. Deutsch said, 

“Fiddler on the Roof might not always rate as a top choice among big screen musicals.  Yet in 

the final analysis, one has to agree with critic Rex Reed, who described [this] wonderful 

adaptation as a ‘tapestry of beauty and excitement,’ and with critic, Pauline Kael, who hailed it 

as ‘the most powerful movie musical ever made.’”112   

“Nigun” from Baal Shem by Ernest Bloch 

 Ernest Bloch was born in Geneva, Switzerland, in 1880 to Jewish parents.  In his younger 

years, he studied violin and composition with multiple teachers, including the acclaimed violinist 

Eugène Ysaÿe.  In 1916, he moved to the United States where he eventually served as the 

founding director of the Cleveland Institute of Music from 1920 to 1925.  Before his move to the 

United States, Bloch searched for his musical identity as a composer.  From 1912 to 1916, he 

drew on his Jewish heritage and composed multiple works with Jewish themes that became 

                                                
 110 John Williams, Prologue/Tradition/Main Title, In Fiddler on the Roof: Original Motion Picture 
Soundtrack, Isaac Stern, EMI 72435-35266-2-7, CD, 2001. 
 111 John Williams, Fiddler on the Roof, (Milwaukee, WI: Hal Leonard, 2001). 
 112 Deutsch, Dider C. Liner notes for Fiddler on the Roof: Original Motion Picture Soundtrack, by Jerry 
Bock, Sheldon Harnick and John Williams. Hollywood, CA: EMI. 2001. CD., pp. 12-13. 
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known as his “Jewish cycle”.113  Despite his Jewish heritage, Bloch did not consider himself 

predominantly Jewish, but rather embraced multiple religions.114  However, in 1923, during his 

years at the Cleveland Institute of Music, he continued his fascination with Judaism and 

composed the three movement work Baal Shem (Three Pictures of Chassidic Life) for violin and 

piano.  

 Bloch based Baal Shem on the essence of Chassidic Judaism and named it after the 

founder of Chassidism, Rabbi Yisroel ben Eliezer, also known as the “Baal Shem Tov.”115  

Chassidism was a Judaic movement that emphasized “finding Godliness in every aspect of one’s 

existence.”116  It encouraged its followers to have a personal, ecstatic relationship with God 

partly through intense meditation and prayer.  In each movement of Ernest Bloch’s Baal Shem, 

Bloch articulates a different aspect of this personal relationship.  The second movement, 

“Nigun,” acts as a musical improvisation to bring one closer to God and therefore encapsulates 

the intensely powerful and heartfelt emotions of personal worship. 

Stylistic and Technical Similarities between “Three Pieces” from Schindler’s List, Fiddler 

on the Roof, and “Nigun” from Baal Shem   

 

 “Three Pieces” from Schindler’s List, Fiddler on the Roof and “Nigun” from Baal Shem 

share multiple stylistic and technical similarities found in Jewish music for violin and piano.  

First of all, each work draws on aspects of Jewish history and culture.  Schindler’s List embraces 

the deep anguish of the Holocaust in World War II, Fiddler on the Roof draws on the cultural 

                                                
 113 David Z. Kushner, "Bloch, Ernest," Grove Music Online, http://oxfordmusiconline.com 
(accessed January 13, 2016).  His “Jewish cycle” included settings of Biblical Psalms cxxxvii and cxiv for soprano 
and orchestra, Psalm xxii for baritone and orchestra, the symphony Israel with five solo voices, and Schelomo for 
cello and orchestra. 
 114 Paul Michael Bagley, “Mysticism in 20th and 21st Century Violin Music,” PhD diss., University of 
Maryland, 2014, http://proquest.com (accessed January 13, 2016), 4-5. 
 115 Ibid., 5. 
 116 “Chassidism,” Accessed October 6, 2016 
http://www.chabad.org/search/keyword_cdo/kid/2534/jewish/Browse-by-Subject.htm. 
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traditions of a family in a Jewish community, and “Nigun” from Baal Shem captures the intimate 

devotion of Chassidic Jews to their God. 

 In addition to their historical and cultural context, all three pieces contain many elements 

common in Klezmer music.  These elements include the use of the interval of an augmented 

second, improvisation, melismatic moments, and aspects of Jewish dance.  Williams and Bloch 

utilize the augmented second, derived from a variant of the harmonic minor scale called the 

Ahavah Rabbdah Scale (Example 27),117 at multiple points in all three pieces (See Examples 28-

30).  

 

 
Example 27: Ahavah Rabbdah Scale 

 
 

 
Example 28: “Jewish Town” from “Three Pieces” from Schindler’s List, m. 32118 

 
 

 
Example 29: Fiddler on the Roof, m. 12-13119 

 
 

                                                
 117 Rice, Timothy, James Porter, and Chris Goertzen, eds. "[A]." Garland Encyclopedia of World Music 
Volume 8 - Europe. Routledge, 2000. 1064-065. Accessed January 27, 2016. 
 118 Music by John Williams. Copyright © 1993 U.P.G. MUSIC PUBLISHING.  All Rights Controlled and 
Administered by SONGS OF UNIVERSAL, INC.  All Rights Reserved.  Used by Permission.  This copyright 
information applies to all excerpts from “Three Pieces” from Schindler’s List in this treatise. 
 119 From the Musical Fiddler on the Roof. Words by Sheldon Harnick. Music by Jerry Bock. Copyright © 
1964 Bock IP LLC and Mayerling Productions, Ltd. Copyright Renewed 1992.  All Rights for Mayerling 
Productions, Ltd. Administered by R&H Music, a Division of Rodgers & Hammerstein: an Imagem Company. 
International Copyright Secured. All Rights Reserved.  This copyright information applies to all excerpts from 
Fiddler on the Roof in this treatise. 
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Example 30: “Nigun” from Baal Shem, m. 36-37 

 
Furthermore, each piece features allusions to improvisation.  In Klezmer music, the musicians 

often base their performances on extended improvisations.  Bloch labeled the “Nigun” from Baal 

Shem as an improvisation in the title even though the entire piece is through-composed with 

multiple fermatas, accelerandos, allargandos, tempo and dynamic changes (See Example 31).  

He even includes musical terms like ad lib. and cadenza.   

 

 
Example 31: “Nigun” from Baal Shem, Title and mm. 9-10 

 
 

In Fiddler on the Roof, the violinist plays a written-out cadenza that is also improvisatory in 

nature with fermatas, accelerandos, rallentandos, and tenuto markings.  

 

 
Example 32: Beginning of cadenza in Fiddler on the Roof, m. 13 

 
 

 In “Three Pieces” from Schindler’s List, Williams starts the second movement, “Jewish Town” 

with an unaccompanied violin solo that exhibits the flair of a cadenza (See Example 33).  
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Example 33: “Jewish Town” from “Three Pieces” from Schindler’s List, mm. 1-3 

 
 Additionally, in “Remembrances,” he composes a passage labeled as a “Quasi cadenza” (See 

Example 34). 

 

 
Example 34: Beginning of cadenza in “Remembrances” from “Three Pieces” from 

Schindler’s List, m. 77 
 
 

 As part of the improvisatory nature of the music, Williams and Bloch incorporate 

multiple moments that echo the melisma120 found in Jewish synagogue chant.121  For example, in 

“Nigun” from Baal Shem, the violinist repeats thematic material multiple times until it continues 

to a new idea.122  Williams echoes this idea quite directly at the beginning of the opening 

cadenza in “Fiddler on the Roof” while emphasizing the augmented second of the Ahavah 

Rabbdah scale.123  In measure 31 of “Jewish Town” from Schindler’s List, the violinist also 

plays a small melismatic figure.  Additionally, Williams integrates grace note ornamentations 

through this passage in “Jewish Town” that heighten the implications of improvisation (See 

Example 35).     

 

                                                
 120 According to New Grove, the melisma is “a group of notes sung to one syllable of the text.” 
 121 Baruch Joseph Cohon, “The Structure of the Synagogue Prayer-Chant,”  Journal of the American 
Musicological Society 3, no. 1, 17 (Spring 1950), http://www.jstor.org (accessed March 14, 2017). 
 122 See Example 31 
 123 See Example 32 

http://www.jstor.org/
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Example 35: “Jewish Town” from “Three Pieces” from Schindler’s List, m. 31 

 
 

These kinds of grace notes also appear in multiple other spots in “Three Pieces” from Schindler’s 

List, Fiddler on the Roof, and “Nigun” from Baal Shem (See Examples 36-38).    

 

 
Example 36: “Remembrances” from “Three Pieces” from Schindler’s List, mm. 66-67 

 
 

 
Example 37: Fiddler on the Roof, m. 20 

 
 

 
Example 38: “Nigun” from Baal Shem, mm. 44-45 

 
 

Bloch and Williams take these grace note ornamentations a step further with virtuosic 

ornamental runs that enhance the character of the musical lines.  The resulting effect carries the 

listener away to the expressive improvisatory sounds of a Jewish synagogue or to the excitement 

of Jewish celebrations (See Examples 39-41). 

 

 
Example 39: “Theme” from Schindler’s List, m. 33 
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Example 40: Fiddler on the Roof, mm. 17-18 

 
 

 
Example 41: “Nigun” from Baal Shem, m. 22 

 
 

 At Jewish celebrations such as weddings, dancing is a traditional element, which 

Williams and Bloch integrate into their three pieces.  In Example 42 of “Jewish Town”, Williams 

composes deep plodding rhythms in the piano that set a scene for a moderate Jewish dance.  

Above the plodding rhythms, the violinist plays a slow rhythmic melody enhanced by light 

articulations, ornamentations, chromaticism with augmented seconds, and large leaps in the 

melody.  

 

 
Example 42: “Jewish Town” from “Three Pieces” from Schindler’s List, mm. 19-20 
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 In Example 43 of “Nigun” from Baal Shem, Bloch incorporates the same technique of plodding 

rhythms enhancing the violin part with chords and augmented seconds.  Among the three pieces, 

Fiddler on the Roof contains the most elements of Jewish dance due to the presence of a Jewish 

wedding celebration in the film.  

 

 
Example 43: “Nigun” from Baal Shem, mm. 49-52 

 
 
In Example 44 of Fiddler on the Roof, the pianist plays deep plodding rhythms while the 

violinist plays a slow dance tune enhanced by ornamental runs and chords. 

 

 
Example 44: Fiddler on the Roof, m. 22 
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In Example 45, this plodding dance eventually accelerates into a faster dance based on a simple, 

upbeat rhythm that underscores a variation of the dance tune, “Hava Nagila.”124  

 

 
Example 45: Fiddler on the Roof, mm. 50-53 

 

 The dance tune escalates as the violinist accelerates into a fast eighth note passage that comes to 

a brief halt with a cadenza in measure 101 (See Example 46).   

 

 
Example 46: Fiddler on the Roof, m. 101 

 

However, the violinist continues onward to a triumphant and virtuosic finale, which echoes the 

excitement and chaos of many Jewish celebrations. 

Pedagogical Applications for “Three Pieces” from Schindler’s List and Fiddler on the Roof 

 
 When violin teachers assign “Three Pieces” from Schindler’s List and Fiddler on the 

Roof to students, they can draw on the stories of these works to introduce stylistic elements of 

Jewish music.  As students embark on studying these works, they will encounter many technical 

                                                
 124 According to the Israel Forever Foundation, “Hava Nagila” is a Jewish traditional folk song in Hebrew 
that is commonly heard at Jewish weddings and Bar/Bat Mitzvahs.  For more information see: 
http://israelforever.org/interact/multimedia/hava_nagila/.  
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challenges also found in gypsy music, including multiple virtuosic embellishments played above 

dance rhythms.125  However, Jewish music contains deeper musical challenges such as portraying 

profound religious devotion in an improvisatory manner.  For students to achieve such 

musicality, they must develop a high level of control and flexibility in their technique. 

Tone Production in Jewish Music 

 As mentioned in Chapter 3, character pieces require freedom in violinists’ technique that 

allows them to capture all of the nuances of a romantic melody.  For them to achieve this, they 

should solidify their basics in tone, range of dynamics, left hand dexterity and intonation, 

shifting, and vibrato.126  This attention to basics also holds true in Jewish music.  For students to 

achieve the control necessary for the nuances of Jewish music, they need to first establish depth 

and intensity to their tone.  According to Ivan Galamian, there are various styles of tone 

production.  He focuses on two types in his Principles of Violin Playing and Teaching with the 

first type “relying mainly on speed to bring out the dynamic differences required in the music”  

and the second type relying “mainly on pressure, which will be used in combinations with a 

rather slow speed in the bow and a resulting tendency for the sounding point to hover in the 

neighborhood of the bridge.”127  “Three Pieces” from Schindler’s List and Fiddler on the Roof 

often require the second type of tone enhanced by variations of a wider, continuous vibrato.  

Violin students can practice this type of tone slowly on whole or half notes on their three octave 

scales and arpeggios.128  Then they can speed it up to quarter notes, eighth notes, and triplets 

maintaining a consistency in their tone and vibrato.  

                                                
 125 See Chapter 4 for more information on approaching virtuosic embellishments. 
 126 See Chapter 3 for more specific information on solidifying these basics. 
 127 Principles of Violin Playing & Teaching, (New Jersey: Prentice-Hall, 1985, 62).  For additional 
information on tone production refer to Basics, pp.35-57. 
 128 I recommend Carl Flesch’s Scale System with ideas from the Galaxy edition of Ivan Galamian and 
Frederick Neumann’s Contemporary Violin Technique Book 1. 
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Virtuosic Embellishments also found in Gypsy Music 

 As students develops a greater depth in their tone, they can further their development in 

the technical challenges found in the virtuosic embellishments of Jewish music.  These include 

intonation and dexterity in chromatic/rhythmic embellishments and ornamental runs, spiccato, 

leaping shifts, expressive slides, double stops of multiple kinds, chords, grace note 

ornamentations, and ricochet.  Most of these techniques are addressed in Chapter 4 about gypsy 

music,129  except for the following section on ricochet. 

Ricochet 

 For students to execute a ricochet bow stroke, they need to learn how to instigate the 

rebound from the surface of the string created by the elasticity of the bow.  The rebound can be 

instigated by dropping or throwing the bow a few inches above the string and letting it bounce.130  

As students practices a ricochet passage with the left hand, they can first practice it in a slurred 

legato manner.  Then, using the connected approach with the left hand, they can drop the 

ricochet stroke in time with the left hand.  In cases of string crossings, Simon Fischer suggests in 

Basics to “move the elbow very smoothly and evenly across the different string levels.”131 

Interpretation of Jewish Music 

 Due to the expressive and improvisatory nature of Jewish music, students should also 

take time to decide how they would like to interpret the music.  According to Galamian,  

taking time to decide how to shape a musical phrase, a section, or a whole piece will bring the 

piece together into a “convincing unit.” 132  As students interpret “Three Pieces” from Schindler’s 

List and Fiddler on the Roof they should become familiar with the story and historical and 
                                                
 129 See Chapter 4 for information on these embellishments. 
 130 For more specific steps in executing the ricochet stroke, refer to Basics pp. 74-77 and Principles of 
Violin Playing & Teaching pp. 81-84 
 131 New York: Carl Fischer, 2001, 77.   
 132 Ibid. 
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cultural context of the pieces.  Doing so will increase the level of interpretation that they need to 

accomplish a convincing performance. 

Conclusion 

 When student study and perform “Three Pieces” from Schindler’s List and Fiddler on the 

Roof, they will develop a deeper understanding of Jewish music for violin and piano and standard 

repertoire such as “Nigun” from Baal Shem.  Furthermore, they will take their musicality and 

technical prowess to a new level preparing them further for the artistry needed in the most 

advanced violin repertoire.  For example, they can transfer aspects of the passionate devotion 

portrayed in Jewish music to romantic works like Jean Sibelius’s Violin Concerto, César 

Franck’s Violin Sonata in A major, Samuel Barber’s Violin Concerto, Erich Korngold’s Violin 

Concerto and Pyotr Tchaikovsky’s Violin Concerto.  Jewish music such as Williams’s works 

previously discussed can assist students in achieving the balance needed in interpretation and 

technique, so that they can become more accomplished musicians. 
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CHAPTER 6 

RUSSIAN MUSIC FOR VIOLIN AND PIANO 

 In the nineteenth century, many Russian composers strove to establish a nationalistic 

identity for their music that set them apart from the mainstream.  Mikhail Glinka’s nineteenth 

century operas A Life for the Tsar and Ruslan and Lyudmila, became known as “Russian 

classics” due to Glinka’s reliance on Russian themes and tunes.133  Inspired by Glinka’s 

nationalist approach the five composers Mily Balakirev, Alexander Borodin, César Cui, Modest 

Mussorgsky and Nikolai Rimsky-Korsakov, known as “the Five” or “the Mighty Handful,” 

aimed to create a distinctly Russian school of music.134  Some of their most notable works, 

including the operas Boris Gudonov, Khovanshchina, Prince Igor, Sadko, and the symphonic 

suite Scheherazade, were based on Russian history, folk tales and literature.  

  In 1862, Anton Rubinstein founded the Saint Petersburg Conservatory of Music, an 

endeavor that “the Five” initially opposed.  However, with Rimsky-Korsakov’s appointment to 

the faculty in 1871, they changed their minds and supported the conservatory.  Nikolai 

Rubinstein and Prince Nikolai Troubetzkoy furthered Russian music education through the 

formation of the Moscow Conservatory in 1866, where Pyotr Tchaikovsky was hired to teach 

theory and harmony.  Many notable twentieth century Russian composers received musical 

training at these conservatories, including Sergei Prokofiev, Dmitri Shostakovich, Dmitri 

Kabalevsky, and Aram Khachaturian.  At the turn of the twentieth century, Igor Stravinsky also 

studied privately outside of the St. Petersburg Conservatory with Rimsky-Korsakov before 

Rimsky-Korsakov’s death in 1908.   

                                                
 133 Stuart Campbell,"Glinka, Mikhail Ivanovich," Grove Music Online, http://oxfordmusiconline.com 
(accessed March 5, 2017).  
 134 Edward Garden, "Five, The." Grove Music Online, http://oxfordmusiconline.com (accessed March 5, 
2017). 



59 
 

 The music written for violin by Stravinsky, Prokofiev, Shostakovich, Kabalevsky, and 

Khachaturian exhibits many characteristics of what I have broadly termed as Russian music, 

referring to music by composers that reflects the intention to sound “Russian.”  In many cases, 

the music from the above composers contains what I term as a “rustic” style, which captures a 

variety of features taken from regional folk song, folk dance, and other nationalistic sources.  

However, due to many of these composers’ struggle with the Soviet regime, their intention to 

sound “Russian” identified in many cases more with the culture of the Russian people and not 

the political climate. 

 In Appendix D, I have included eighteen pieces for violin and piano labeled as Russian 

music for violin and piano.135  All of these works, except for one, appear on standard repertoire 

lists136 and are composed by Stravinsky, Prokofiev, Shostakovich, Kabalevsky and Khachaturian.  

One of the pieces, “Devil’s Dance,” was adapted by John Williams for violin and piano from his 

film score, The Witches of Eastwick.  Like all the other pieces on the list, “Devil’s Dance” 

exhibits the “rustic” elements of Russian music for violin and piano described above.  The 

following sections will provide background on this piece along with background on Stravinsky’s 

Suite Italienne for violin and piano, another piece on the list with similar characteristics. Then, I 

will compare the stylistic and technical similarities between the pieces and the pedagogical 

applications of “Devil’s Dance” from The Witches of Eastwick. 

 

 

 
                                                
 135 See Appendix D. 
 136 As stated in Chapter 3, I researched the following repertoire lists: the Royal Conservatory’s Violin 
Syllabus, the American String Teacher’s Association Certificate Advancement Program, the Sequence of Violin 
Repertoire by Mimi Zweig, and Dorothy DeLay’s Concerto Sequence. 
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“Devil’s Dance” from The Witches of Eastwick by John Williams 

 John Williams wrote his arrangement of “Devil’s Dance” from The Witches Eastwick for 

the 2000 album Devil’s Dance, by the renowned violinist Gil Shaham.137  Following the release 

of the album, the sheet music was published through the Hal Leonard Corporation.138  The 1987 

film, The Witches of Eastwick139 focuses on three women – Alexandra, Jane, and Sukie – played 

by Cher, Susan Sarandon, and Michelle Pfeiffer respectively.  These women meet up with a rich 

man named Daryl Van Horne played by Jack Nicholson.  They are at first taken in by his suave 

nature, but discover that he is in fact the devil trying to ensnare them.  Throughout the movie, 

they discover that they have powers of witchcraft that they use to fight Van Horne.  The “Devil’s 

Dance,” played in the final credits, evokes the mischievous schemes the devil uses to ensnare the 

witches. 

Suite Italienne by Igor Stravinsky 

 Igor Stravinsky, born in 1882, is well-known for his ballets performed by the French 

ballet company Ballets Russes.  He collaborated with the manager of the Ballet Russes, Serge 

Diaghilev, on his first three ballets – Firebird (1910), Petrouchka (1911), and Rite of Spring 

(1913).  In 1920, Diaghilev produced two successful ballets with scores arranged from works of 

Rossini and Scarlatti.  Following his success, he again collaborated with Stravinsky, this time 

using the music of the eighteenth century Italian composer Giovanni Battista Pergolesi as 

inspiration.  As a result, in that same year the Ballets Russes premiered Stravinsky’s fourth 

ballet, Pulcinella, for chamber orchestra and vocal soloists in Paris. From 1932 to 1936, 

                                                
 137 John Williams, Devil’s Dance from “The Witches of Eastwick,” In Devil’s Dance, Gil  Shaham/Jonathan 
Feldman, Deutsche Grammophon 463 483-2, CD, 2000. 
 138 Devil’s Dance. (Milwaukee, WI: Hal Leonard, 2000). 
 139 The Witches of Eastwick, Directed by George Miller, Guber-Peters Company and Kennedy Miller, 1987, 
DVD, Warner Home Video, 2006. 
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Stravinsky toured as a pianist with American violinist Samuel Dushkin, where they collaborated 

to produce a six movement arrangement of the music from Pulcinella called Suite Italienne for 

violin and piano.140   

 The story of Pulcinella finds its origins in the Italian theatre of the seventeenth century.  

The protagonist of the story, Pulcinella, struggles with love.  It seems that all women are 

attracted to his charm, which does not make their husbands and Pulcinella’s girlfriend very 

happy.  Hence, the lovers of his female admirers try to kill him and when it seems they have 

succeeded, a magician appears and brings Pulcinella’s corpse back to life.  However, it turns out 

that the corpse wasn’t actually Pulcinella, but his friend Fourbo who pretended to be him and 

faked his death.  The magician claims he is Pulcinella and then attempts to fix the marriages of 

the women that were enamored with him and marries his girlfriend.  His friend Fourbo then 

decides to assume Pulcinella’s guise as a magician and the story ends. 

Stylistic and Technical Similarities between “Devil’s Dance” from The Witches of Eastwick 
and Suite Italienne  

 

 “Devil’s Dance” from The Witches of Eastwick and Suite Italienne both create an 

atmosphere influenced by the rustic characteristics of folk music.  However, due to the difference 

in subject material, the composers utilize these characteristics quite differently.  Williams creates 

a dark and mischievous atmosphere while Stravinsky paints something more playful and 

comedic.  Nevertheless, the pieces share multiple folk characteristics found in Russian music for 

violin and piano.   

 In both pieces, the composers utilize the perpetual motion of triplets in a compound 

meter.  In measures 84-94 of “Devil’s Dance,” Williams uses this technique to create a frantic 

urgency that escalates the excitement of the piece (See Example 46). 

                                                
 140 New York: Carl Fischer, 1924. 
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Example 47: “Devil’s Dance” from The Witches of Eastwick, m. 88 

 
 

Stravinsky composes an entire movement demonstrating the same technique that instead creates 

a light pastoral dance with playful outbursts (See Example 48). 

 

 
Example 48: “Tarantella” from Suite Italienne, mm. 4-5 and 42-43 

 
 

As seen above, in both pieces Williams and Stravinsky suggest the incorporation of the normal 

spiccato stroke intermixed with slurs and up bow staccato strokes. 

 Throughout “Devil’s Dance” and Suite Italienne, Williams and Stravinsky generate 

simple and appealing melodies.  Williams’s melodies are mischievous (See Example 49) and 

Stravinsky’s melodies are more playful and pastoral (See Example 50).    

  

 
Example 49: “Devil’s Dance” from The Witches of Eastwick, mm. 8-10 

 
  

 
Example 50: “Introduzione” from Suite Italienne, mm. 1-2 
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Furthermore, they both embellish and accentuate their melodies with virtuosic effects that 

include: 

Chromatic Ornamentations and Runs 

 

 
Example 51: “Devil’s Dance” from The Witches of Eastwick, m. 28 

 
 

 
Example 52: “Gavotta con due Variazioni: Variazione 2” from Suite Italienne, mm. 9-10 

 
 

Grace Note Ornamentations 

 

  
Example 53: “Devil’s Dance” from The Witches of Eastwick, m. 60 

 
 

 
Example 54: “Tarantella” from Suite Italienne, mm. 6-7 
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Consonant and Perfect Double Stops: Thirds, Fourths, Fifths, Sixths, and Octaves 

 

            
Example 55: “Devil’s Dance” from The Witches of Eastwick, mm. 90, 43, and 132 

 
 

            
Example 56: “Tarantella,” mm. 38 and 42 and “Minuetto e Finale,” mm. 48-49 from Suite 

Italienne  
 
 

Dissonant Double Stops and Drones 

  

 
Example 57: “Devil’s Dance” from The Witches of Eastwick, m. 46 

 
  

 
Example 58: “Tarantella” from Suite Italienne, mm. 33 and 40 
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Chords 

  

        
Example 59: “Devil’s Dance” from The Witches of Eastwick, m. 50 

 
  

 
Example 60: “Finale” from Suite Italienne, mm. 41-43 

 

Pizzicato, Pizzicato Chords and Left Hand Pizzicato 

 

           
Example 61: “Devil’s Dance” from The Witches of Eastwick, mm. 1, 31, and 128 

 
 

       
Example 62: “Serenata,” m. 17 and “Tarantella,” m. 58 from Suite Italienne  
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Accents 

 

 
Example 63: “Devil’s Dance” from The Witches of Eastwick, m. 114 

 
 

 
Example 64: “Introduzione” from Suite Italienne, m. 28 

 
 

Trills 

 

 
Example 65: “Devil’s Dance” from The Witches of Eastwick, m. 48 

 
 

 
Example 66: “Tarantella” from Suite Italienne, mm. 51-52 

 
 

Williams also incorporates creepier effects such as expressive slides and sul ponticello to 

enhance the devilish atmosphere of his piece (See Examples 67 and 68). 

 

  
Example 67: “Devil’s Dance” from The Witches of Eastwick, m. 67 
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Example 68: “Devil’s Dance” from The Witches of Eastwick, m. 127 

 
 

Even though students will encounter many of the effects described above in other styles, the 

approach that Williams, Stravinsky, and Stravinsky’s Russian contemporaries requires a grittier, 

less sentimental approach with more endurance of mind and body. 

Pedagogical Applications for “Devil’s Dance” from The Witches of Eastwick 

 When teachers incorporate “Devil’s Dance” from The Witches of Eastwick in lessons 

with their students, they can use Jack Nicholson’s devilish character to help the student visualize 

the dark and mischievous style of this piece.  They can also encourage students to listen to Gil 

Shaham’s recording and to other violin pieces by Prokofiev, Shostakovich, Kabalevsky, 

Stravinsky, and Khachaturian.141  By doing so, they will explore the style of Russian music for 

violin and start to understand the stylistic similarities between Russian pieces and “Devil’s 

Dance.”  Subsequently, students can address the technical challenges that will help them achieve 

elements of this style. 

Bow Strokes in “Devil’s Dance”  

 Williams composes “Devil’s Dance” in the compound meter of 12/8 and employs many 

combinations of rhythms within each beat.  As a student starts this piece, they should discover 

the lower half of the bow that can support the variety of articulations written.  For the 

convenience of the student, I have included in Appendix E an “Open String Étude” for “Devil’s 

Dance” from The Witches of Eastwick that explores the basic bow strokes needed to successfully 

                                                
 141 See Appendix D 
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perform the piece.142  As students master this étude, they should strive to play everything in the 

lower half of the bow.  Therefore, when they start practicing “Devil’s Dance,” they will maintain 

control over the variety of bow strokes mixed together.  In the following musical examples, I will 

highlight how this étude prepares students for these specific strokes. 

Detaché  

 

       
Example 69: “Open String Étude,” m. 3 and “Devil’s Dance” from The Witches of 

Eastwick, m. 12 
 
 

Slurred Detaché String Crossings 

 

       
Example 70: “Open String Étude,” m. 10 and “Devil’s Dance” from The Witches of 

Eastwick, m. 17 
 
 

Detaché Double Stops Slurred to a Single Note 

 

        
Example 71: “Open String Étude,” m. 11 and “Devil’s Dance” from The Witches of 

Eastwick, m. 43 
 
 

 
 
 
 

                                                
 142 See Appendix E. 
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Detaché Chords 
 
 

        
Example 72: “Open String Étude,” m. 20 and “Devil’s Dance” from The Witches of 

Eastwick, m. 50 
 
 

Hooked Bows 
 
 

        
Example 73: “Open String Étude,” m. 24 and “Devil’s Dance” from The Witches of 

Eastwick, m. 22 
 
 

Hooked Double Stops with Single Notes 
 
 

         
Example 74: “Open String Étude,” m. 26 and “Devil’s Dance” from The Witches of 

Eastwick, m. 27 
 
 

Spiccato 
 

       
Example 75: “Open String Étude,” m. 38 and “Devil’s Dance” from The Witches of 

Eastwick, m. 27 
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Spiccato with Hooked Up Bows 
 
 

         
Example 76: “Open String Étude,” m. 42 and “Devil’s Dance” from The Witches of 

Eastwick, m. 32 
 
 

Combining Single Spiccato Notes and Double Stops 
 
 

         
Example 77: “Open String Étude,” m. 61 and “Devil’s Dance” from The Witches of 

Eastwick, m. 93 
 
 

Detaché Sixteenth Notes 
 
 

        
Example 78: “Open String Étude,” m. 90 and “Devil’s Dance” from The Witches of 

Eastwick, m. 103 
 

Virtuosic Effects in Russian music  

 Once students has developed control over the bow strokes in “Devil’s Dance,” they can 

further their development in the technical challenges found in the virtuosic effects often found in 

Russian music for violin and piano.  These include chromatic ornamentations and runs, grace 

note ornamentations, consonant and clashing double stops of multiple kinds including the use of 

open string drones, chords, pizzicato of single notes and chords, left hand pizzicato, trills, 

expressive slides, ricochet, and sul ponticello.  Chapter 4 on gypsy music covers many of these 
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techniques.  However, the following sections will address techniques that need to be explained or 

expanded.   

Consonant vs. Dissonant Double Stops and Drones 

 In “Devil’s Dance,” Williams composes double stops with a variety of intervals.  Some of 

these double stops include more common consonant intervals such as thirds, fourths, fifths, 

sixths, and octaves.143  In addition, Williams uses a considerate number of fifths.  For students to 

effectively achieve an accurate fifth, they should rotate their hand in the direction of the bridge 

so that the flesh of the finger can efficiently cover both strings exactly one fifth apart.  They can 

then practice a three-octave major or minor scale in perfect fifths to perfect this technique. 

 Along with consonant intervals, Williams also composes many dissonant intervals such 

as major and minor seconds and sevenths.  Many of these intervals emerge in passages where a 

lower note acts as a drone to the above melodic line.  To prepare these passages, the student can 

practice on one string major, minor, and chromatic scales with the drone of one of the strings 

next to them.  For example, a student could practice a D Major scale shifting up the string while 

playing a G string drone underneath.  This will introduce them to some of the dissonant intervals 

created by a drone. 

Pizzicato and Left Hand Pizzicato 

 In “Devil’s Dance,” Williams includes many situations where the violinist plucks part of 

the melodic line as a percussive effect.  For the most brilliant sound, the violinist should pluck in 

a slightly slanted direction towards them with the index finger of the right hand.  In measure 128 

                                                
 143 Please refer to Josephine Trott’s Melodious Double Stops Books 1 and 2, Harvey Whistler’s Developing 
Double Stops, Otakar Ševčík’s Preparatory Exercises in Double-Stopping, and Carl Flesch’s Scale System for more 
practice in double stops. 

https://en.wikipedia.org/wiki/Otakar_%C5%A0ev%C4%8D%C3%ADk
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of the piece, Williams also includes one instance of left hand pizzicato.  This motion involves the 

fleshy tip of the fourth finger (the pinky) curling around the A string and plucking it.144  

Trills 

 Even though there are few instances of trills in “Devil’s Dance,” the technique is very 

common in violin repertoire.145  The violin student forms a trill through a finger continuously 

lifting and dropping above an open string or already placed finger.  According to Ivan Galamian, 

“the lifting of the finger in [a] trill is as important as the dropping of it.”  For a student to 

comfortably execute a trill, “the fingers should not be lifted high and should not strike hard.”146  

Unless otherwise indicated, the student should play trills as dictated in the key signature.  For 

further exercise on trills, students can practice études from Rudolphe Kreutzer’s 42 Studies for 

Violin,147 Jacques Féréol Mazas’s Seventy-Five Melodious and Progressive Studies,148 and Jacob 

Dont’s 24 Études and Caprices.149 

Sul Ponticello 

 In measures 127, Williams includes one chilling moment of sul ponticello.  Sul ponticello 

literally means “on the bridge.”150  Therefore, students should place their bow as close to the 

bridge as possible while playing the printed notes to produce a metallic and mysterious sound 

effect.     

 

                                                
 144 For more information on left hand pizzicato, refer to Ivan Galamian Principles of Violin Playing and 
Teaching, p. 30. 
 145 For more information on executing trills, refer to Basics by Carl Fischer, pp. 134-138. 
 146 Principles of Violin Playing & Teaching, (New Jersey: Prentice-Hall), 30. 
 147 Rudolphe Kreutzer, 42 Studies, (New York: International Music Company, 1963), Études 15-22. 
 148 Jacques Féréol Mazas, Seventy-Fives Melodious and Progressive Studies, (New York: G. Schirmer, 
1898),  Étude 14. 
 149 Jacob Dont, 24 Etudes and Caprices, Opus 35, (New York: International Music Company, 1968), 
Études 6, 9, 15, and 22. 
 150 "Sul ponticello." Grove Music Online, http://oxfordmusiconline.com (accessed  March 7, 2017). 
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Conclusion 

 When students study and perform “Devil’s Dance” from The Witches of Eastwick, they 

will develop a deeper understanding of the above rustic elements found in Russian music for 

violin and piano by twentieth century composers such as Stravinsky, Prokofiev, Shostakovich, 

Kabalevsky, and Khachaturian.  Additionally, they will expand their stylistic and technical 

endurance for the larger sonata and concerto repertoire by Prokofiev, Shostakovich, and others.  

Last of all, they will expand their knowledge of the violin repertoire available from the cinema 

and find further connections between it and the standard violin repertoire.   
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CONCLUSION 

 In this treatise, I addressed multiple examples of violin repertoire from the cinema and its 

applications in violin pedagogy.  In Chapter 1, I discussed the origins of the narrative and 

descriptive qualities of modern film music in the program music, incidental music, ballets, and 

operas of classical composers such as Beethoven, Berlioz, Liszt, Tchaikovsky and Wagner.  In 

addition, I demonstrated how film composers such as Erich Korngold and John Williams 

embrace these elements to create symphonic film scores.  Furthermore, I explored multiple 

accounts of composers such as Erich Korngold, Dmitri Shostakovich, Philip Glass, and John 

Corigliano embracing both classical and film music.  Moreover, I examined numerous 

collaborations between contemporary violinists and film composers, highlighting violinists 

Joshua Bell, Hilary Hahn, Itzhak Perlman, Gil Shaham, and Isaac Stern. Overall, Chapter 1 

established how music from cinema, because it draws so strongly on elements of the classical 

tradition, has itself started to become part of the classical tradition. 

 In the remaining chapters, I examined specific violin repertoire from the cinema; Nigel 

Hess’s “Theme” from Ladies in Lavender and John Williams’s compositions/arrangements of 

“Tango (Por Una Cabeza)” from Scent of a Woman, “Theme” from Schindler’s List, Fiddler on 

the Roof, and “Devil’s Dance” from The Witches of Eastwick.  I addressed commonalities 

between these film works and the styles of character pieces, gypsy music, Jewish music, and 

Russian music.  Furthermore, I explored in detail the musical and technical applications of these 

film works in violin pedagogy.  Overall, these chapters manifested the precise ways in which 

violin teachers can utilize specific violin repertoire from the cinema to introduce and enhance a 

student’s understanding of the classical repertoire.    
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 Film music’s connection with a story makes it easily accessible to violin students.  Like 

Jeff Bradetich said in The Strad’s magazine column “Teacher Talk: Your String Teacher Queries 

Answered by the Experts,” “the student will learn most thoroughly and quickly when they are 

most engaged.”151  Violin repertoire from the cinema provides the opportunity to introduce 

important styles in the classical violin repertoire in an engaging manner to which students can 

relate emotionally and musically.  As teachers incorporate this music into lessons with their 

students, they will broaden their options in repertoire choices and further their opportunities to 

spark a student’s interest.  By doing so, they will demonstrate the merger of film music into the 

classical tradition and its unique place in violin pedagogy. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                
 151 October 30, 2013, http://www.thestrad.com (accessed January 27, 2016). 
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APPENDIX A 
 

SELECTED CHARACTER PIECES FOR VIOLIN AND PIANO 

Listed according to grade levels on the Royal Conservatory’s Violin Syllabus 

GRADE 6 

Borowski, Felix    Adoration  

Bride, Frank     Cradle Song  

Massenet, Jules     “Invocation (Mélodie)” from Les Errinnyes 

GRADE 7 

Elgar, Edward     Chanson du matin 

Elgar, Edward     Chanson de nuit 

Gluck, Christoph (arr. Kreisler)   “Mélodie” from Orfeo ed Euridice 

Hess, Nigel     “Theme” from Ladies in Lavender  

Järnefelt, Armas    Berceuse  

Mascagni, Pietro    “Intermezzo sinfonico” from Cavalleria rusticana  

Paradis, Maria Theresia von   Sicilienne 

Raff, Joachim     Cavatina from Six Morceaux, Op. 85 

Vaughan Williams, Ralph (arr. Mullinar) Fantasia on Greensleeves  

GRADE 8 

Boulanger, Lili    “Nocturne” from Deux Morceaux 

Elgar, Edward      Salut D’Amour 

Korngold, Erich     “Garden Scene” from Much Ado About Nothing 

Massenet, Jules    “Meditation” from Thaïs 

Morley, Angela    Reverie 

Shostakovich, Dmitri (arr. Fortunatov) “Romance” from The Gadfly 

GRADE 9 

Svendsen, Johan    Romance, Op. 26 

Tchaikovsky, Pyotr    Mélodie 
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ARCT IN VIOLIN PERFORMANCE 

Wieniawski, Henri    Romance from Concerto No. 2, Op. 22  
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APPENDIX B 
 

SELECTED GYPSY MUSIC FOR VIOLIN AND PIANO 
 

Listed according to grade levels on the Royal Conservatory’s Violin Syllabus 

GRADE 8 

de Falla, Manuel   Suite Populaire Espagnole 

Kreisler, Fritz    La Gitana  

Kreisler, Fritz    “Libesfreud” from Three Viennese Dances 

Kreisler, Fritz    “Schön Rosmarin” from Three Viennese Dances 

Kreisler, Fritz    Sicilienne and Rigaudon 

Monti, Vittorio   Csárdás  

Sarasate, Pablo de    Playera (Spanish Dance, Op. 23, No. 5) 

Wieniawski, Henryk   Two Mazurkas, Op. 19 

GRADE 9 

Albeniz, Isaac (arr. Kreisler)  Malagueña  

Albeniz, Isaac (arr. Kreisler)  Tango in D Major, Op. 165, No. 2 

Brahms, Johannes (arr. Joachim) Hungarian Dance No. 5  

de Beriot, Charles   Concerto No. 9 in A Minor: Allegro maestoso 

Dvorak, Antonin (arr. Kreisler) Slavonic Dance No. 1 in G Minor  

Gardel, Carlos (arr. Williams) “Tango (Por Una Cabeza)” from Scent of a Woman 

Hubay, Jenö     Hejre Kati  

Sarasate, Pablo de   “Malagueña” from Danse espagnole, Op. 21, No. 1 

GRADE 10 

Brahms, Johannes (arr. Joachim) Hungarian Dances Nos. 1, 2, and 3 

de Beriot, Charles   Scene de Ballet 

Dvorak, Antonin (arr. Kreisler) Slavonic Dance No. 2 in E Minor, Op. 46, No. 2 

Kreisler, Fritz     Praeludium and Allegro 

Lalo, Edouard    2nd and 3rd movements from Symphonie Espagnole,  
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ARCT IN VIOLIN PERFORMANCE 

Lalo, Edouard     1st, 4th, and 5th movements from Symphonie Espagnole 

Ravel, Maurice   Tzigane 

Saint-Saëns, Camille    Havanaise 

Saint-Saëns, Camille    Introduction and Rondo Capriccioso 

Sarasate, Pablo de   “Habañera” from Danse espagnole, Op. 21, No. 2 

Sarasate, Pablo de    Introduction and Tarantella 

Sarasate, Pablo de    “Zapateado” from Danse espagnole, Op. 23, No. 2 

Sarasate, Pablo de   Zigeunerweisen 

Wieniawski, Henryk    Polonaise brilliante in A Major 

Wieniawski, Henryk    Polonaise in D Major 

Wieniawski, Henryk    Scherzo tarantella in G Major 
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APPENDIX C 
 

SELECTED JEWISH MUSIC FOR VIOLIN AND PIANO 
 

Listed according to grade levels on the Royal Conservatory’s Violin Syllabus 

GRADE 6 

Perlman, George    “A Birdling Sings” from Ghetto Sketches, No. 2 

Perlman, George   “Nocturne” from Israeli Concertino 

GRADE 7 

Perlman, George    “Chassidisch” from Suite Hebraïque, No. 3 

Perlman, George   “Fantasie-Recitative” from Israeli Concertino 

Perlman, George    “Hebrew Chant and Dance” from Ghetto Sketches, No. 3 

Perlman, George   “Hora Hativka” from Israeli Concertino 

GRADE 8 

Bloch, Ernest     “Vidui” from Baal Shem 

Perlman, George    “Dance of the Rebbitzen” from Suite Hebraïque, No. 2 

Perlman, George    “Yisker” from Suite Hebraïque, No. 1 

GRADE 9 

Achron, Joseph    Hebrew Melody, Op. 33 

Bloch, Ernest    Abodah (God’s Worship) 

Brown, Eddy     Hebrew Folk Song and Dance 

Bruch, Max    Kol Nidrei  

Goldfaden, Abraham (arr.Collins)  Rozhinkes mit Mandlesn (Raisins and Almonds) 

Perlman, George    “Hebraïsch” from Ghetto Sketches, No. 1 

Pilzer, Maximilian    Kol Nidre  

GRADE 10 

Achron, Joseph    Hebrew Dance, Op. 35 No. 1 

Achron, Joseph    Hebrew Lullaby, Op. 35 No. 2 

Bloch, Ernest     “Nigun” from Baal Shem 

Bloch, Ernest     “Simchas Torch” from Baal Shem 
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Bonime, Josef `   Danse Hebraïque 

Sandler, Jacob Koppel (arr. Elman) Eili, Eili 

Saminsky, Lazare   Hebrew Rhapsody, Op. 3, No. 2 

Warshawsky, Mark (arr. Belov)  Oyfn Pripetshik (At the Fireplace) 

Williams, John   Fiddler on the Roof 

Williams, John    “Three Pieces” from Schindler’s List 

Zeitlin, Leo (arr. Achron)   Eli Zion (God of Zion)  
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APPENDIX D 
 

SELECTED RUSSIAN MUSIC FOR VIOLIN AND PIANO 
 

Listed according to grade levels on the Royal Conservatory’s Violin Syllabus 

GRADE 9 

Shostakovich, Dmitri   Nine Preludes, Op. 34 

Stravinsky, Igor    “Ballad” from The Fairy’s Kiss 

Stravinsky, Igor (arr. Dushkin)  Chanson Russe  

GRADE 10 

Kabalevsky, Dmitri   Concerto in C Major, Op. 48 

Khachaturian, Aram   Concerto in D Minor 

Prokofiev, Sergei   Five Melodies, Op. 35 

Prokofiev, Sergei (arr. Heifetz) “March” from Love for Three Oranges  

Prokofiev, Sergei (arr. Heifetz)  “Masks” from Romeo & Juliette  

Stravinsky, Igor   “Danse Russe” from Petrouchka 

Williams, John    “Devil’s Dance” from The Witches of Eastwick 

ARCT IN VIOLIN PERFORMANCE 

Kabalevsky, Dmitri   Rondo, Op. 69 

Prokofiev, Sergei    Concerto No. 1 in D Major, Op. 19  

Prokofiev, Sergei    Concerto No. 2 in G Minor, Op. 63 

Prokofiev, Sergei   Sonata in D Major, Op. 94a 

Shostakovich, Dmitri   Violin Concerto No. 1 in A Minor, Op. 99 

Shostakovich, Dmitri   Violin Concerto No. 2 in C-sharp Minor, Op. 129 

Stravinsky, Igor   Duo Concertante 

Stravinsky, Igor   Suite Italienne  
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APPENDIX E 
 

OPEN STRING ÉTUDE FOR “DEVIL’S DANCE” FROM THE WITCHES 

OF EASTWICK 
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APPENDIX F 
 

SELECTED VIOLIN REPERTOIRE FROM THE CINEMA CURRENTLY 
AVAILABLE FOR PURCHASE OR RENTAL 

 
FABER MUSIC – www.fabermusicstore.com  

Hess, Nigel. Fantasy from “Ladies in Lavender.” London: Faber Music, 2004. 

Hess, Nigel. Theme from “Ladies in Lavender.” London: Faber Music, 2009. 

HAL LEONARD – www.halleonard.com  

Corigliano, John. Chaconne for Violin and Piano. New York: G. Schirmer, 1997. 

Corigliano, John. Concerto for Violin and Orchestra (“The Red Violin”). New York: G. 
Schirmer, 2007. 

 
Corigliano, John. The Red Violin Caprices. New York: G. Schirmer, 1997. 

Shostakovich, Dmitri. Five Pieces for Two Violins and Piano: Prelude from “The Gadfly.” 
Hamburg: Sikorski, 2000. 

 
Shostakovich, Dmitri. Romance Op. 97a, No.8 for Violin and Piano from “The Gadfly.” 

Hamburg: Sikorski, 2000. 
 
William, John. The Chairman’s Waltz from “Memoirs of a Geisha”. Milwaukee, WI: Hal 

Leonard, 2005. 
 
Williams, John. Devil’s Dance from “The Witches of Eastwick”. Milwaukee, WI: Hal Leonard, 
 2000. 
 
Williams, John. Fiddler on the Roof. Milwaukee, WI: Hal Leonard, 2001. 

Williams, John. Tango (Por Una Cabeza). Milwaukee, WI: Hal Leonard, 2008. 

Williams, John. Theme from “Sabrina.” Milwaukee, WI: Hal Leonard, 1995. 

Williams, John. Three Pieces from “Schindler’s List”. Milwaukee, WI: Hal Leonard, 1994. 

JOANN KANE MUSIC SERVICE FILM MUSIC RENTALS – joannkanemusic.com 
 
Howard, James Newton Howard. Nothing is Impossible from “Defiance” for Violin and 

Orchestra. 
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APPENDIX G 
 

SELECTED SOUNDTRACKS FEATURING VIOLIN AS A SOLO 
INSTRUMENT 

 
Categorized by Composer or Arranger 

 
RICHARD RODNEY BENNETT 
 
Walton, William and R.R. Bennett. Henry V: Touch Her Soft Lips and Part. In Cinema 

Serenade, Vol. 2: The Golden Age. Itzhak Perlman/Boston Pops Orchestra. Sony 
Classical SK 60773. 

 
ELMER BERNSTEIN 
 
Bernstein, Elmer. The Age of Innocence: Theme. In Cinema Serenade. Itzhak Perlman/Pittsburgh 

Symphony Orchestra. Sony Classical SK 63005. CD. 1997. 
 
JOHN CORIGLIANO 
 
Corigliano, John. The Red Violin Caprices. In Corigliano: The Red Caprices; Thomson: Three 

Portraits; Five Ladies; Eight Portraits. Philippe Quint/William Wolfram. CD. 2008. 
 
Corigliano, John. The Red Violin: Concerto. Joshua Bell/Baltimore Symphony Orchestra. Sony 

Classical 88060. CD. 2007. 
 
Corigliano, John. The Red Violin: Original Motion Picture Soundtrack. Joshua 

Bell/Philharmonia Orchestra. Sony Classical SK 63010. CD. 1999. 
 
TAN DUN 
 
Dun, Tan. Yearning for the Peace. In Hero: Original Motion Picture Soundtrack. Itzhak 

Perlman. Sony Classical 87726. CD. 2004. 
 
NIGEL HESS 
 
Hess, Nigel. Fantasy for Violin and Orchestra. In Ladies Lavender: Original Motion Picture 

Soundtrack. Joshua Bell/Royal Philharmonic Orchestra. Sony Classical SK 92689. CD. 
2004. 

 
Hess, Nigel. Ladies in Lavender. In Ladies Lavender: Original Motion Picture Soundtrack. 

Joshua Bell/Royal Philharmonic Orchestra. Sony Classical SK 92689. CD. 2004. 
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Hess, Nigel. Ladies in Lavender – Main Theme. In The Silver Violin. Nicola 
Benedetti/Bournemouth Symphony Orchestra. Decca Music Group Limited 478 3529. 
CD. 2012. 

 
JAMES HORNER 
 
Horner, James. Iris: Original Motion Picture Soundtrack. Joshua Bell. Sony Classical SK 89806. 

CD. 2001. 
 
JAMES NEWTON HOWARD 
 
Howard, James Newton. The Village: Original Motion Picture Soundtrack. Hilary Hahn. 

Hollywood Records 2061-62464-2. CD. 2004. 
 
Howard, James Newton. Nothing is Impossible. In Defiance: Original Motion Picture 

Soundtrack. Joshua Bell. Sony 738523. CD. 2008. 
 
Howard, James Newton. The Wedding. In Defiance: Original Motion Picture Soundtrack. Joshua 

Bell. Sony 738523. CD. 2008. 
 
DARIO MARIANELLI 
 
Marianelli, Dario. Jane Eyre: Original Motion Picture Soundtrack. Jack Liebeck. Sony Music 

86978-52582. CD. 2011. 
 
ANGELA MORLEY 
 
Barry, John and Angela Morley. Out of Africa: Main Title. In Cinema Serenade. Itzhak 

Perlman/Pittsburgh Symphony Orchestra. Sony Classical SK 63005. CD. 1997. 
 
Legrand, Michael and Angela Morley. The Umbrellas of Cherbourg: I Will Wait for You. In 

Cinema Serenade. Itzhak Perlman/Pittsburgh Symphony Orchestra. Sony Classical SK 
63005. CD. 1997. 

 
Morricone, Andrea and Angela Morley. Cinema Paradiso: Love Theme. In Cinema Serenade. 
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