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ABSTRACT

The result of an artistic partnership between thenmoser and its dedicatee Yuri
Bashmet, Alfred Schnittke’sViola Concerto is one of the most representative
contemporary viola concertos exemplifying the daparfrom conventional tonality and
the development of a compositional language whidipacts viola technique. The
purpose of this study is to identify the signifitanle of Schnittke’sviola Concertoin
the development of the twentieth century viola @t as well as to enable the
performer to better execute and interpret the work.

The discussion in this document is dividea ifttur main chapters, consisting of an
historical overview of the viola concerto before ttwentieth century, an overview of
Schnittke’s life and concerto composition, an exation of hisViola Concertoin
context of previous twentieth century concertosl artechnical analysis of the concerto.
The comparison of Schnittke’¥iola Concerto with the *“significant three” viola
concertos — William Walton'&/iola Concerte Paul Hindemith’sDer Schwanendreher
and Béla Bartok’sConcerto for Viola and Orchestra focuses on technical demands of

the viola and orchestration.
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INTRODUCTION

While the solo-instrumental concerto as a gelates back to the second half of the
seventeenth century, the viola has rarely beesdl@einstrument of choice for most
composers. “Of all the instruments in the orclaestis the viola whose excellent
qualities have been unappreciated for the longestt: As most composers did not
understand the viola’s potential, the paucity @laiconcertos is particularly obvious
during the Romantic period, an epoch when virtumsacertos flourished as the favorite
vehicle for the exhibition of an instrument’s utrhoapabilities and the dazzling
technique of the player. Not until the twentieémtury did composers start to recognize
the potential of the viola due to the promotiorite viola by violists Lionel Tertis (1876-
1975), Paul Hindemith (1895-1963), William Primrd4604-1982) and Yuri Bashmet
(b. 1953), four of the most influential performersthe instrument in the twentieth
century.

It is impossible to deny the fact that thelaidoes not engender the same
recognition and respect as a solo instrument dkalwiolin and cello. Most people’s
knowledge of repertoire for the viola as solo iastent is limited to the three major viola
concertos by William Walton (1902-1983), Béla B&r{®@881-1945) and Paul Hindemith
(1895-1963). It is rather regrettable to acknogkethis preconception of the public,
especially for violists whose concerto repertoiic bt blossom until the twentieth

century. Therefore, it becomes important and rezggdor violists to discover and

! Hector Berlioz and Richard Strau3seatise on Instrumentatiotrans. Theodore Front (New York:
Dover Publications, Inc., 1948), 60.
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promote contemporary viola concertos in order gvent potential new masterpieces
from languishing in obscurity. We have to rementhat even the most famous and
performed works nowadays were once contemporarymesic unknown to the public.

Composed in 1985, théola Concertoby Alfred Schnittke (1934-1998) received
its premiere by its dedicatee the Russian Violigti'Bashmet, in the Concertgebouw in
Amsterdam in 1986. The work is a product of aelasd productive relationship
between the composer Schnittke and the performeBat. Although the work has
since been firmly established in the viola concegfmertoire in viola circles, it still lacks
recognition by the general public.

| first came across this piece through themamendation of my advisor Prof.
Hongmei Xiao. | was immediately attracted to theque musical language that Alfred
Schnittke employs in theéiola Concertaafter | listened to the sound recording made by
Yuri Bashmet. My curiosity about the work andrissical language ultimately
stimulated me to learn it. My interest enormowstpanced after studying the score and
practicing the concerto. | was further motivateghtirsue more in-depth research of the
piece from the standpoint of a composer as weallhasistrumentalist.

With the guidance of my advisors, | have deditb focus on the technical aspects
of the solo viola part and the orchestration ofwloek in my dissertation. The document
is divided three sections: a historical overvievilef viola concerto, an overview of
Alfred Schnittke’sViola Concertg and lastly, a technical analysis. Alfred Schxeits
remarkable writing for solo viola proves this wadkbe a worthy addition to the viola

concerto repertoire. It is important to analyze tichniques therein because the piece
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was written for “one of the world best living muisias,” the violist Yuri Bashmet.
Only by understanding the remarkable demands opl#yer will the viola begin to
receive recognition as a solo instrument that ighvariting for.

Schnittke’s superb orchestration and instruatesn by Schnittke skillfully avoid
the pitfalls of writing for solo viola and large samble, allowing the soloist to stand out
and compete with the orchestra. The goal of ttisarch project is to promote this
concerto as an important addition to the viola eottcrepertoire and to encourage every
violist to include this composition in their repare. It is my hope that through this
research, one can begin to appreciate Schnifiela Concertcand understands its

significance in the development of the twentiethtaey viola concerto.

2 |nstrumental Soloist Biography from Goldberg Thal-Music Portal, [article on-line]; available fro
http://www.goldbergweb.com/en/interpreters/instrataés/7990.phplinternet; accessed March 12, 2006.




17

CHAPTER |

HISTORICAL OVERVIEW OF THE VIOLA CONCERTOS

The instrumental concerto came into beindghenlast two decades of the seventeenth
century. “All the main types of concerto were madted by Antonio Vivaldi (1678-
1741). The most common type, totally dominantraf#&L0, was the concerto for one
solo instrument and string orchestra, or ‘solo’a@nto. Originally, the principal part
was entrusted only to a violin - and the violin eened by far the most popular choice -
but in the three decades followihgstro armonicamost other instruments acquired a

repertory of solo concertod.”

Difficulties in Writing Concertos for Viola Beforéhe Twentieth Century

Although the solo instrumental concerto gainegbdpularity in the first half of the
eighteenth century, the viola has infrequently biensolo instrument of choice for most
composers. The reasons for this lack of repertieeraried, but mostly stem from the
perception of the viola merely as a supportingruraent. Some of this is due to its
acoustical design and construction.

In order for a viola to perform optimally, tlength of the viola should be several

inches longer than it is humanly possible to pléyievheld under the chin. Although

3 Arthur Hutchings/R, Michael Talbot, Cliff Eisenebn Botstein and Paul Griffiths, “Concerto, The
New Grove Dictionary of Music and Musiciar®?ed. (London: Macmillan Publishers Limited, 2001),
6:243.
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some larger size violas have fewer problems ofttus, many tenor size violas are too
large to play comfortably. Therefore, “the violashalways suffered as a solo instrument
by comparison with the greater brilliance of thelwi and the expressiveness and depth
of the cello.* The acoustical drawbacks inherent in the viot@sstruction present
difficulties in writing concertos for the instrumten The deficiencies in resonance and
lack of projection result in the viola being easlyamped by the sound of the orchestra.
“Both violin and cello can compete more succesgfwith the symphony orchestra, and
this explains why, over the years, composers haiteew innumerable violin concertos, a
fair number for cello and until recently comparatjvfew for viola.”

Because of the viola’s acoustical shortcomays its tessitura, the viola
traditionally has been given the part of fillingthee harmony. The normal function of
the viola in the chamber or orchestra setting isip&o provide middle voices of the
harmony. Rarely was the viola given any significaelodies. Besides, violas in the
seventeenth and eighteenth century were eithasitptm be played comfortably or too
small to produce resonance. Most violas only pssesita muffled sound, which was not
particularly desirable. The problem of projectioade it very difficult for composers to
score for the viola and consequently discouragedaposers to further exploit its
potential and capabilities. J. J. Quantz, in teatiseOn Playing the Fluté1752)

presents a typical attitude toward the viola attinie: “The Viola is commonly regarded

* Keith A. Larsen, “Viola” inThe New Grove Dictionary of Music and Musicia®$ ed. (London:
Macmillan Publishers Limited, 2001), 26:691.
5 .

Ibid.
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as of little importance in the musical establishirién Before the Romantic Period, most
of the composers did not understand its aptitudecansequently seldom gave the
instrument any meaningful roles in their music.

To make matters worse, many violists in ortlasswvere usually incompetent
violinists who were demoted from the violin sectitinus giving the viola an infamous
reputation. The renowned British violist Williamifarose summarized a typical
attitude toward the viola: “...he who is too beasttythe violin, throw him a viola.”

Even worse, other viola players were amateur vigtknor wind players who happened to
obtain a viola at one point in their lives. Unsiusmgly, few professional violists took
pride in playing at their best or were enthusiaagbiout their instruments. Richard
Wagner once made these acerbic comments aboutplalers:
The viola is commonly (with rare exceptions indegldyed by infirm violinists,
or by decrepit players of wind instruments... at lz'esbmpetent viola player
occupied a first desk... in a large orchestra whmfit@ined eight violas, there
was only one player who could deal with the rath#frcult passages in one of
my later score§.
“It is obviously a case of a vicious circle. Comspos wrote poor music for the viola
because the instrument was not well played, awastnot well played because

composers wrote such poor music for'it. Therefore, the viola faced the dead end fate

as a second-class instrument for the incompetent.

® Johann Joachim Quantn Playing the Flutgtrans. Edward R. Reilly (New York: Schirmer Bsp
1996), 237.

" Yehudi Menuhin and William Primros¥jolin and Viola (New York: Schirmer Books, 1976), 54.

8 Richard WagnerQn Conductingtrans. Edward Dannreuther (London: William Ree&897), 4.

® Adam CarseThe Orchestra in the Nineteenth CenturfCambridge: W. Heffner and Sons Ltd., 1940),
143.
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Despite this traditional prejudice, in thelgaighteenth century the situation began
to change gradually. Composers such as Wolfgangd&us Mozart (1756-1791) and
Ludwig von Beethoven (1770-1827) began to writeenmowusic for the instrument. The
viola was given more melodic lines or occasionalldimgs of the melody in their
chamber works. In the nineteenth century, comgosech as Johannes Brahms (1833-
1897), Hector Berlioz (1803-1869), Richard Wagrié¥1(3-1883) and Richard Strauss
(1864-1949) started to explore the possibilitiethefinstrument. The viola began to
receive more significant works by the Romantic coegrs. Brahms transcribed his two
Sonatas for Clarinet and Pian@p. 120, No. 1 in F Major & No. 2 in Eb Major fdra
viola and he also wrote twdeder for Mezzo Soprano, Viola and Piano, Op. Robert
Schumann (1810-1856) wrote thkarchenbilder fur Klavier und Viola, Op. 113851).

In the chamber and orchestral setting, viola bégamerge from the background as
harmonic filler to the foreground playing solo gaand countermelodies. Wagner used
solo viola in his operaristan and IsoldeBerlioz, who was primarily a symphonic
composer, wrotélarold in Italy,a symphony with viola obbligato, and Strauss fesatur
the viola as a solo instrument representing theaci@rSancho Panzan his tone poem
“Don Quixote”. This new exploration of the instrant’s capabilities fostered a higher
standard of viola playing and elevated the stat@swola as a viable instrument.

The nineteenth century repertoire for violagemted new acoustical demands on the
instrument as well as on the technical facilityled player. During this era, many curious
violists and luthiers conducted experiments in twesion. Many prototypes of

improved violas were constructed, such as J. Bllaume’s “Contralto” and Hermann
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Ritter's “Viola Alta.” Although these violas evardlly proved to be too large to
facilitate technical demands as well as uncomfdetabplay, they were used in
performances, and these instrument strongly affeitte viola’s development which

slowly changed the general public’s attitude.

The Development of the Viola Concerto in The TwethtiCentury

“Before 1740 the viola was seldom treated sslaist in any context, generally
being banished to the descent obscurity of therapediment, realizing the harmony of
the middle part... Virtuoso music composed before0l&dsts for twentieth century
concert viola players mostly in the form of arramgats or transcriptions — transposed
down from the violin or up from the cello or tranbed from the viol, viola d’amore or
other instrument® As most composers did not understand the vialptgude, there
are very few concertos for viola written before twentieth century. The paucity of
viola concertos is particularly obvious during tRemantic period, an epoch when
virtuoso concertos flourished as the favorite viehior the exhibition of an instrument’s
utmost capability and the dazzling technique ofglager.

As most composers did not understand the 'siplatential, there are very few
concertos for viola written before the twentietimtcey that have become part of the
recognized repertoire in comparison with the vialimd cello, with a few notable

exceptions: Georg Philipp Telemann’s (1681-1Aéit)a Concertan G major (c.1716-

19" Adam CarseThe Orchestra in the Nineteenth CenturfCambridge: W. Heffner and Sons Ltd.,
1940), 143.
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21), Carl Stamitz’'s (1745-180¥)jola Concertan D major, Op. 1 (1774), W. A.
Mozart’s (1756-1791%infonia Concertantél779-80), and Hector Berlioz’s (1803-1869)
Harold in Italy (1834), which is not strictly a viola concerto, leatures the instrument
in a solo capacity. Berlioz was one of the few Raiit composers who noticed the
aptitude of the viola and wrote music for its coloBerlioz expressing his opinion about
the viola stated:
It [the viola] is as agile as the violin, the sowfdts lower strings has a particular
pungency, its high notes have an especially saghassionate character, and its
profoundly melancholy tone makes its general charayiite distinct from that of
other stringed instrument?

The twentieth century was pivotal time in adlistory. Continued experiments on
the viola’s acoustical design and the emergensewéral outstanding soloists propelled
its status to new heights. The elevation of penforce standards on the viola led to the
rise of public recognition of the instrument andisequently stirred up interest in
composing for the viola.

It is largely due to the efforts of the Bitigiolist Lionel Tertis (1876-1975) that the
viola came to be regarded as a worthy solo instmimé ertis was one of the first viola
players to achieve international fame and was pgrent of the viola as a solo
instrument. Tertis entered the Royal Academy osidin London in 1896. He played

on a large viola to achieve his desire of a ricth @sonant tone on the C-string without

the nasal quality. He collaborated with the Eryglisaker Arthur Richardson to design a

' Hugh MacdonaldBerlioz's Orchestration Treatise: A Translation aBdmmentary. (Cambridge:
Cambridge University Press, 2002), 35.
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large viola with his desired depth of tone. Hepasthed many composers with his
beautiful and powerful tone, and his intensity &tlas his musicality. Paul Copper,
one of Tertis’ students, wrote about him as a perév in theEnglish Branch of Viola
Research Society Newsletter

He produced a wonderful sound, impeccable intonaaad played with great

conviction... Tertis was, in my opinion, the most successfyrafecting his

splendid tone above the whole orchestra. Thisneagust in the loud passages,
for he also produced the most wonderful pianisgntaging, which again stood
out from the orchestral accompanimént.
Tertis also made numerous transcriptions, manyrochfilled gaps in the scanty viola
repertoire. The most famous of all are his trapsions of Mozart’sClarinet Concerto
and Elgar'sCello Concerto Although they engendered much criticism, these
transcriptions are valuable to students.

One of Tertis’ most valuable contributions to thela was the new works written
for him by his compatriots, who paid tribute to b¢the musician and his instrument with
a variety of additions to the repertoire. Ralpluflaan Williams dedicated hidos
Campi for Solo Viola, Chamber Choir, and Chambecl@&stra(1925) and th&uite for
Viola and Orchestrg1934) to Tertis, who gave these two works thest performances.
English composers such as Arnold Bax (1883-1958)Faank Bridge (1979-1941) wrote
especially for him. York Bowen, Benjamin Dale, @& Holst and T. F. Dunhill also

contributed viola concertos for him. In 1928, tomductor Sir Thomas Beecham

suggested that English composer William Waltonenaitviola concerto for Tertis.

12 paul Copper, “Two Views of Lionel TertisZnglish Branch of Viola Research Society Newslgliter
1 (Dec., 1976), 8.
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Although Tertis ultimately rejected the concertdiieh was later premiered by Paul
Hindemith (1895-1963) in Oct 29, 1929 at a Henryo@/®romenade Concert at the
Queens’ Hall, it opened up a new era for the vimlacerto. Walton’s concerto
eventually became firmly established in the via@pertoire. After listening to the
performance of the concerto given by Hindemith tiseecalled the circumstances
surrounding his refusal of the first performance:
One work of which I did not give the first perfornee was Walton’s masterly
concerto. With shame and contrition | admit thaew the composer offered me
the first performance | declined it. | was unvadlthe time; but what is also true
is that | had not learnt to appreciate Walton’sestyThe innovations in his
musical language, which now seem so logical andutpin the mainstream of
music, then struck me as farfetched. It took mmeetio realize what a tower of
strength in the literature of the viola is this certo, and how deep the gratitude
that composer — the gratitude, too, to Beecharhdwing suggested to Walton the
composition of a viola concerto for me.

Paul Hindemith (1895-1963) was also a compaserductor, theorist and
pedagogue. He began his performing career as toraster of the Frankfurt Orchestra
(1916-23), after which he joined the Amar Quartetaviolist and toured with the quartet
extensively throughout Europe. He was recommema@érform Walton’s viola
concerto after Tertis turned down the premiere.1929, he premiered both Walton’s
Concerto for Viola and Orchestra a Promenade Concert in London and Darius
Milhaud’s Viola Concerto Op. 108, with the Concertgebouw Orchestra in Asnoistm,
which was conducted by Pierre Monteux. The lattenposition was dedicated to

Hindemith, who returned the compliment and dedat&isKonzertmusik for Viola and

Large Orchestrgd1930) to Darius and Madeleine Milhaud.

13 Lionel Tertis,My Viola and I. (London: Elek Books Limited, 1974), 36.
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One of Hindemith’s most significant contrilarts was his effort to enrich the viola
repertoire. He wrote four viola concertéammermusik No. tor Viola and Large
Chamber Orchestr&l927),Konzertmusik for Viola and Large Orchestfp. 48(1930),
Der Schwanendrehdd 935, r. 1936) andirauermusik for Viola Sol{1936); four sonatas
for viola solo:Sonata for Solo VioleOp. 11, No. 5 (1919%o0lo Viola SonataDp. 25,

No. 1 (1921)Solo Viola SonataDp. 31, No. 4 (1923) and Solo Viola Sonata (193id) a
three sonatas for viola with pian®onata for Viola and Pian®p. 11, No. 4 (1919),
Sonata for Viola and Pian®@p. 25, No. 4 (1922) aronata in C for Viola and Piano
(1939). He often played his own compositions whemave recitals, which promoted
the viola as a solo instrument as well as his owrksa:

Lionel Tertis and William Primrose were peraltyand directly responsible for
most of the concertos written from 1929 to 1955heil importance in the emergence of
the viola as a solo instrument cannot be overstessNilliam Primrose (1904-1982)
was recognized throughout the world as one of tbstmutstanding and influential
violist of the twentieth century. He was born itaggow and was first a violin prodigy,
studying violin at the Guildhall School of Musiclimndon. In 1923, he gave a debut
concert at Queen’s hall, performing Lal@gmphonie Espagfiotnd Elgar’sviolin
Concerto. “Sensing the need for study with an artist of in&tional reputation, he
enrolled for private study with Eugene Ysaye in@92 While at Ysaye’s home, he
[Primrose] frequently played the viola in stringagiets and ensembles. Recognizing

Primrose’s unique aptitude for the instrument, ¥sagicouraged him to pursue a career
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as a violist.* In 1930, Primrose was selected to fill the vayaof violist in the
London String Quartet and he toured with the qudorethe next five years. The group
dissolved in 1935 and Primrose began playing ilf\B€ Symphony Orchestra under
conductor Arturo Toscanini. Determined to purswasmeer as a concert violist,
Primrose resigned from the orchestra in 1941 amegbthe very popular American tenor
Richard Crooks on a tour of over forty concertstimiPose’s career as a soloist started to
take off and he emerged as the world’s foremosawotuoso. “By the conclusion of
World War II, the name Primrose had become a haldetord in music circles. Just
as the names Kreisler and Heifetz had become symous with the word/iolin.”*°
Because of Primrose’s promotion of the vitha, potential of the instrument began
to be appreciated and it began to receive greategnition as a solo instrument. “In
addition to the wealth of music Primrose added#owiola literature through his
arrangements, transcriptions, and editions, hareg@and commissioned original
composition by leading contemporary composéts.Benjamin Britten (1913-1976),
Darius Milhaud (1892-1974), George Rochberg (b.)JOE8mund Rubbra (1901-1986)
and P. R. Fricker (1920-1990) all wrote musicHon. The most important
composition ever written for him is probably tGencerto for Viola and Orchesti@ 945)

by Béla Bartok, a work that Primrose commissiondgartok wrote thé/iola Concerto

while he was in the terminal stages of leukemiadlg he left the concerto incomplete

14 Maurice W. RileyThe History of the Violavol. 1. (Ann Arbor, Michigan, U.S.A.: Maurice W.
Riley, 1980), 281.

5 Maurice W. RileyThe History of the Violavol. 1. (Ann Arbor, Michigan, U.S.A.: Maurice W.
Riley, 1980), .283.

'® |bid. 284.
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at his death. Tibor Serly used the sketches ofdimeerto that Bartok left behind and
completed the work. The world premiere of Tiborlge version of the Bartokiola
Concertowas given by Primrose on December 2, 1949 withMimneapolis Symphony,
conducted by Antal Dorati. The performance wasa&esss and it suddenly became one
of the most significant and popular concertos lier instrument.

In the third quarter of the twentieth centuynew champion of the viola emerged.
The Russian violist Yuri Bashmet (b. 1953) has bezthe most formidable exponent of
the viola today. The Times claims that he is ‘withdoubt, one of the world’s greatest
living musicians’. His marvelous technique, thelevspectrum of color that he has at
his disposal, and his charisma overcome the geperabnception of the viola’s
unworthiness as a solo instrument for which toewcibncertos. Born in 1953 in Rostov-
on-Don in Russia, Yuri Bashmet spent his childhwoldvov in Ukraine. At age
eighteen, he studied with Vadim Borisovsky, viob§the Beethoven Quartet, and later
with Feodor Druzhinin. Like Alfred Schnittke, heasrappointed to a professorship at
the Moscow Conservatory and subsequently becamgotiregest person there ever to
receive that honor. In 1976, he won the firstgaz the International Viola Competition
in Munich, which launched his international career.

Bashmet has inspired many composers to wiitgigrfor him. John Taverner (b.
1944) wroteThe Myrrh BearerMark-Anthony Turnage (b. 1960) wro@n Opened
Groundand Poul Ruder (b. 1949) contributed a viola cdice In addition to these
works, Soviet composers such as Sofiya Gubayd(#ind931) and Giya Kancheli (b.

1935) have also written concertos for Bashmet.
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“Bashmet has been at the forefront of viokyjplg for almost a quarter of a century,
an involvement reflected in the number of concemos to mention chamber works, that
have been written for hin-* In total, more than fifty works for viola and biestra have
been written for Bashmet. Among all of these, Bashsingled out Alfred Schnittke’s
Viola Concertaas one of the best works ever written for himjregy‘Of course, the
Schnittke Concerto had earlier revolutionized thsgibilities of the instrument — in
much the same way that, a decade earlier, Shostik®Eonata had done in the
chamber spheré® The concerto quickly became established as éismmt work in
the viola repertoire soon after its premiere atGoacertgebouw in Amsterdam in 1986.

Because of both its tessitura and its acaaissitortcomings, the viola’s solo
concerto repertoire remains far smaller than th#teviolin and cello. Thus, the
twentieth century has proven to be a treasure ti@mvéhe instrument due to the efforts
and inspiration provided by the aforementioneduasi: Tertis, Hindemith, Primrose and
Bashmet. Fueled by this new repertoire, a whole generation of viola soloists has
emerged, including Kim Kashkashian, Tabea Zimmermeruko Imai, Isabelle van

Keulen and Thompson Marcus, all of whom have resmittie Schnittke.

" Richard Whitehouse, “Powerful Voice for an Undétalnstrument, Gramophone June 2002, Vol.
80, 11.
18 Richard Whitehouse, “Powerful Voice for an Undétalnstrument, Gramophone June 2002, Vol.
80, 11.
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CHAPTER Il

AN OVERVIEW OF ALFRED SCHNITTKE'’S LIFE AND CONCERTO
COMPOSITIONS

“In a society where art really mattered, whiefead even been known to amount to
a matter of life and death, Schnittke’s music wesrhusic that mattered most to
Russians of the post-Stalin, post-Shostakovichgd¢ioa. His was the name that always
floated off the tongue first in anyone’s list oetmost significant contemporary Soviet
composers*® Schnittke merged as one of the leading compaséhe late twentieth
century and became perhaps the most represenfaisgan composers in the generation
after Shostakovich. He was hardly known in the WWiesil the 1970’s, but rapidly
gained recognition after the collapse of the USSR3I91. As one of the most prolific
composers in the twentieth century who wrote mursi@rious genres, Schnittke’s works
are considered as established parts of the stamddrdmental repertoire for orchestra,
chamber groups and soloists. He composed eighlsynies, six concerto grossi, four
string quartets, more than ten concertos and areth@gorks for solo instruments, many
cadenzas for solo instrument and a great numbararhber music, vocal and choral
works.

“In Schnittke’s music we find a mixture of cthd new styles, of modern, post-
modern, classical and baroque ideas. It reflegEracomplex, peculiar and fragile

mentality of the late twentieth century. Like Stad®vich or Mahler, Schnittke presents

% News from G.  Schirmer, Inc. and Associated Miiblishers, Inc., September 1998 Schirmer News
[article on-line]; available frorhttp://www.schirmer.com/news/sep98/schnittke.htimiernet; accessed
Feb 1, 2006.
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more than just musical ideas: there is always soimgisymbolic in his musical language,
which leads us to the genetic well of a memoryasitmenerations® Most of his

works are characterized by Polystylism — a use ufipie styles or traditions of music.
Schnittke’s music is extremely sentimental and ttausNot only does his music show
his profound compositional techniques and creawibut also his deep-felt thoughts and

emotions.

A Biographical Overview

Alfred Schnittke was born on November 24, 188Engels, on the Volga River, in
the Soviet Union. His father was born in Franktora Jewish family of Russian origin
who had moved to the USSR in 1926, and his motlasrawolga-German born in
Russia. Schnittke began his musical training ienvie (1946-8) where his father
worked as a journalist and a translator. “It wa¥ienna that he [Schnittke] first
encountered real music, and it was there thatlhmflove with that kind of music which
is part of life, part of history and culture, paftthe past which is still alive’* It was
like a different world to him in comparison to Efg#hat consisted of mostly grey,
gloomy fences and sheds. Vienna was a city withusishing cultural life and rich
history even after the war. Schnittke’s two yaar¥ienna led him to decide to become

a composer. “This decisive exposure to the Austeoatan cultural tradition

2 Alexander IvashkinSeeking the Soul: The Music of Alfred Schnittkéompiled by George Odam.
(London: The Guildhall School of Music & Drama, Z)05.
2 Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 32.
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fundamentally influenced his future tastes and aggn to form and vocabulary
throughout his careef?

In 1948, Schnittke’s family moved back to Moscowend Schnittke studied in
the Choirmaster’'s Department at the October Remoillusic College in Moscow
(1949-53). Because Schnittke had so little pertorce and musical training when he
enrolled in the school, he could not compete witfeostudents whose training was far
more thorough. Schnittke felt that he did not hastequate knowledge of harmony,
theory and analysis, so he decided to study thewgtely with losif Ryzhkin, a well-
known theorist who published many books and taagtite Moscow Conservatory.
This intensive and innovative study shaped Schaitiko a capable and skilful composer.
“In the late 1940s and early 50s Schnittke was grgwowards maturity but was still a
young man. He had as yet made none of the systeamat carefully graduated studies
that are normally part of a musician’s childhooHis youth had been full of surprises
and unexpected leaps, such as the moves from Egéienna and then to Moscow’”
He always felt the lack of proper knowledge of sleal music in his childhood. “His
later music is full of fresh, childlike, joyful Céaical allusions, quotations, idioms -
probably because he did not get enough of thissiearly years.” All the events of

his life somehow directly or indirectly impactedn@dtke, and are evident in his music.

22 Jvan Moody and Alexander Ivashkin, “Alfred Schkét” in The New Grove Dictionary of Music and
Musicians 2" ed. (London: Macmillan Publishers Limited, 200868.
% Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 52.
24 i
Ibid.
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“Schnittke later observed that his ‘polystylism'utd be traced to the filling of gaps in
his musical knowledge during these yedfs.”

From 1953 to 1958 he enrolled at the Moscow Cordery, where he studied
under Evgeny Golubev who was a pupil of Nikolay Bk@vky. “He [Golubev]
successfully persuaded Schnittke to avoid squgnemetrical structures, and to make all
his compositions seamless, without any obvioussttiams and divisions® Due to the
liberal attitude of the Khrushchev era (1958-19&bhnittke began to analyze music in
great detail by Stravinsky, Schoenberg, Weberng B&tockhausen, Nono and Ligeti. It
was only after the death of Stalin that one colhim formally sanctioned scores by
these composers in the USSR as well as westernasargp Schnittke was seeking and
evaluating the true potential of a strict technitjke Serialism, a type of technique that
he employed in 1960’s. Then, “he came to reahiz¢ $erialism (or any other strict
technique) is, in its way, an attempt to formalize processes of real life - to put them,
as it were, into a universal formula. He dislikkdt kind of procedure, being convinced
that all life processes are dynamic and unpredietamnd irreducible to any kind of
‘pattern.”’ These analyses consequently led to his abanddrofigre use of serial
techniques as a compositional technique.

After completing his postgraduate studies in 1&&hnittke was appointed
instructor of instrumentation, composition, polypk@nd harmony at the Moscow

Conservatory, where he taught for a decade. Duhagtime, Schnittke also worked as

% Jvan Moody and Alexander Ivashkin, “Alfred Schkét” in The New Grove Dictionary of Music and
Musicians 2" ed. (London: Macmillan Publishers Limited, 200868.
% Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 58-60.
27 H
Ibid. 85.
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a composer, writing for the theater and for filngsaagell as concert works as many
Russian composers such as Sergei Prokofief (1893)¥hd Dimitri Shostakovich
(1906-1975) had done. “Musically he found a reallyv, open-minded world where he
could be completely free in his ideas, a world @ilinteresting and independent people.
Although quite shy in everyday life, Alfred feltmpletely relaxed in this new
environment. He was free to do whatever he wangetl people responded to him
openly, and with full understanding and respectlm Eirectors were the first people to
recognize the true value of Alfred’s individual genhand he has been described as the
best film composer since Prokofiev and ShostakotighIn the mid 1960's, Schnittke’s
music was already well known in Russia. Many @utding soloists and chamber
groups, such as the Borodin String Quartet who casioned and performed his First
String Quartet in Leningrad, were performing hiskeo

“Between 1962 and 1984 he wrote a total of sixtyfitm scores for Mosfilm
and other Soviet film companies: this aspect ofifesvas to have an important technical
influence upon his career as a concert compd@&efThe situation in the Russian film
industry was very different from that in the Weshere soundtracks supported the
entertainment value of films. Soviet composerewsj greater freedom to exercise
their creativity because music censorship was siatréct for films as it was for the

music evaluated by the Composer’s Union, which tbedcommunist party line.

% Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 104-106.
2 lvan Moody and Alexander Ivashkin, “Alfred Schkét” in The New Grove Dictionary of Music and
Musicians 2" ed. (London: Macmillan Publishers Limited, 200848.
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Although Schnittke’s reputation permitted memmerous trips abroad from the
1980s onwards, for years there were many obstpode®nting direct communication
with the West, and his trips outside the Sovietddniere restricted intermittently. “His
inevitably complicated relationship with the Souviegime began with the condemnation
of his oratorioNagasakiby the Union of Composers in 1958.” After he was accused
of formalism and expressionism in this oratoriohi§ittke gradually felt more and more
restraint in composing under supervision. He tledtrthat he no longer enjoyed official
approval of his music when he was asked to conforbe less experimental and to
compose under the guidelines set by the Union of@@sers. “He was constantly
attacked in official publications such &evetskaya muzikaAfter its premiere in Gorky
in 1974, higFirst Symphonyvas for all intents and purposes banned from padace in
the wake of Khrennikov’s blanket condemnation of ithis situation changed only when
Gorbachyov came to power in 1985.”

After the culture thaw, Schnittke was finadlyle to travel to attend performances of
his works outside the Soviet Union. However, Stthaibegan to be plagued by health
problems. In June 1985, he had a serious strokiehvieft him in a coma. Although
declared clinically dead, he recovered and contrtaecompose. From that point on,
Schnittke’s music became more and more austere@rzerned with mortality. In 1990,

Schnittke left Russia and settled in Hamburg. Aryadter that, he suffered a second

% Jvan Moody and Alexander Ivashkin, “Alfred Schkét” in The New Grove Dictionary of Music and
Musicians 2" ed. (London: Macmillan Publishers Limited, 200848.
31 H
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stroke. Despite his physical frailty, Schnittkéfeted no loss of creativity and
productivity. He died after suffering yet anotis&noke on August 3, 1998 in Hamburg.
Schnittke was a prolific composer who hastemitin a wide range of genres and
styles. From the 1980s, Schnittke’s music gaimedeiasing exposure and international
acclaim. He was the recipient of numerous awandsh@nors, including the Krupskaya
Prize in 1986, the Austrian State Prize in 199pad& Imperial Prize in 1992, and the
Slava-Gloria-Prize in Moscow in 1998. He was hewloas a member of the Academies
of Arts of Munich, Stockholm, Hamburg, Berlin andridon, and was given honorary
membership in several others. During the coursgcbhittke’s life, he also wrote a large
number of articles concerning various issues irteroporary music, and lectured

extensively in Russia and Germany.

Alfred Schnittke’s Compositional Charateristics

“Although | don’t have any Russian blood, | #ed to Russia, having spent all my
life here. On the other hand, much of what I'vétten is somehow related to German
music and to the logic which comes out of beingn@er, although | did not specially
want this... Like my German forefathers, I live ind2ia, | can speak and write Russian
far better than German. But | am not Russian... Blyish half gives me no peace: |
know none of the three Jewish languages — butk liée a typical Jew* Mirroring

Schnittke’s self-description of 1987, his musicrglsahe same kind of complexity as his

32 Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 9.
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ethnicity. Alexander Ivashkin, Schnittke’s biognap once said that it is especially
difficult to write about Schnittke because he hasler remained the same: even after
knowing him for a long time, one might never bedbtely sure of his intentions and
plans.

The music composed during the brief and spatdareign of the Soviet Union was
especially vulnerable to the political influenc@ll composers somehow reflect their
times and the result becomes apparent in theiranubi order to fully understand
Schnittke’s music, it is necessary and importantrtderstand his philosophy of
composing and how it was impacted by the evenlssolife. Schnittke was a shy but
passionate person. He took life seriously, and ewent worked like a seed that
germinated and bloomed in his music. When he dinsbuntered and fell in love with
music in Vienna, he wrote: “| felt every momentréngo be a link of the historical chain:
all was multidimensional; the past represented ddaaf ever-present ghosts, and | was
not a barbarian without any connections, but thescimus bearer of my task in lifé®”
The time in Vienna gave Schnittke a certain spatiaspiration and discipline which led
to his future professional activities.

“In the 1950s the most important influencecomposers was probably that of
Shostakovich’s music, and it would be no exaggenatih assert that all Soviet composers
of different generations were under the ‘umbredfaShostakovich’s music for at least
two decades, from the 1950s to the late 197DsSchnittke was no exception.

However, Schnittke did not become a mere imitat@rmwstakovich. He tried to

3 Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 32.
% Ibid., 60.
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understand the foundations of Shostakovich’s sty musical language. “For many
years Schnittke was intrigued by what he calleddiigamic profile of Shostakovich’s
musical form’ — all his long developments, hisésthed’ and extended climaxes...
Schnittke always had the feeling that his genematias able to maintain contact with the
past, largely thanks to Shostakovich; his music avkmd of spiritual vehicle that gave
them a chance to establish connections with pasptewere already dead but who were
still alive in his music. Similar spiritual experices have taken place at the first
performances of some of Schnittke’s works from k9@0wards.*

Shostakovich’¥iolin Concertg No.1exercised a great impact on Schnittke’s
concerto writing for violin and viola concertos. h& concerto embodies a sense of drama,
sharp contrasts between the movements, and freaddrepace for the cadenza and
resulting monologue of the soloist ‘hero’. “Formyayears the concerto concept,
inherited from Shostakovich, was most importaramnittke’s music. His numerous
concertos and concerti grossi represent symbalittadl typical Schnittkean idea of
conflict between the individual (the soloist) ahé tollective (the orchestra), a conflict
which very often ends in disaster, with the dedttihe hero (as in Schnittke’s Viola
Concerto of 1985.f°

Schnittke’s most pronounced compositional mégpiee is Polystylism. Polystylism
is the use of multiple styles or techniques of muand is characteristic of
postmodernism. This term is often used to des@itienittke’s dark-toned works,

characterized by abrupt juxtaposition of radicdilyerent and contrary styles.

% Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 60-61.
% Ibid. 61.
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Schnittke’s use of Polystylism evolved and devetbatter he turned away from
Serialism when he showed a greater sense of opetmed styles and sound-phenomena;
his use of Polystylism began to show greater ctarsty in his music by the early 1970s.
Schattenklanger Shadow-sounds is one of numerous words Schiimilented to
describe his stylistic approach of Polystylism. offald Weitzman considers Shadow-
sounds an important symbol, and certainly lesseadihg than the term ‘polystylism’,
which easily becomes a meaningless label-or jastsggnation used when referring to
Schnittke’s encyclopedic absorption of a multitwdenusical styles-but which, as
distinct from the composer’s actual quoting frorhestsources. Alexander lvashkin
more correctly describes this as a ‘genetic’ vidunemories.?’

Paradox is one of the prominent charactessticSchnittke’s music. His use of
Polystylism served as a profound tool for carrying the sense of paradox, irony and
sarcasm in his music. It seems that each styl@eatchique represents a certain event
and projects certain emotion. It is like a musmalage that tells a story of the present
as well as the past. "Nearly all of the major veoske built around a moment where
scraps of historical material are put under presgrom the present® One can find
paradoxically opposed elements, such as Classical tnusic, twentieth century atonal,
polytonal and serial music, jazz-like or waltz-likisic in his compositions from the

1960’s through the 1980s. “These elements neverdd part of any structure or system,

37 Ronald WeitzmarSeeking the Soul: The music of Alfred Schnittkampiled George Odam.
(London: The Guildhall School of Music & Drama, Z)09.

% Alex Ross, “The Connoisseur of Choas — Who IsedlfSchnittke and Why Is His Music So Popular?”
The New Republic September 28, 1992, Vol. 207, Issue 14, 32.
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"9 «As a devotee of

but merely reflected the contrasting moments ofyalay life.
Gustav Mabhler, for example, Schnittke has not sotgteplicate that composer’s
luxurious immolation of Romanticism, but ratheretgand upon his last minute
discovery (realized fully in the incomplete Sympidto. 10) that the conflict of
dissonance and consonance is the forge of theimtesse expressiort”

“Schnittke believes that any attempt to explde in a ‘crystalline’ way is not
adequate, as the rhythms of nature are irregu&uw.in the early 1960’s he began to use
broken rhythms and random sequences of soutidaA/riting music for film provided
the opportunity for him to further explore the rtwyt, abrupt shift or juxtaposition of
various musical styles. It demanded that he fthésnner rhythm as well as
characteristics of the music according to the ckarj the screen. “Film music also
required a different concept of time generallhat to consist of short, contrasting
pieces rather than continuous, broad phrasing.s [Edi him to the creation of a new type
of musical language based on contrasting juxtajposit a ‘montage’ of different musical
styles.*?

In the late twentieth century Schnittke’s Ro{lism became much more developed
and refined. In 1971, Schnittke wrote his famoagy, ‘Polystylistic Tendencies in

Modern Music’, which he read at an Internationaldi¢duCongress in Moscow.

Schnittke argued that polystylistic elements hadter throughout the history of music,

39 Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 66.
0" Alex Ross, “The Connoisseur of Choas — Who IsedlfSchnittke and Why Is His Music So Popular?”
The New Republic September 28, 1992, Vol. 207, Issue 14, 32.
;‘; Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 92.
Ibid., 109.
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but ‘subconsciously’, in variations or parodies wehborrowed material was clearly
recognizable. These elements were equally to lnedfin the theater, in opera and in
symphonic music through their dramatic contrastheir less obvious stylistic hints and
allusions. They are also detectable in the cadeozastrumental concertos, especially
those composed in the nineteenth century whengpeach to musical text was

typically individualistic. He maintained that thelystylistic approach became more and
more important in the twentieth century becausthetendency to broaden musical and
stylistic space, creating a broader view embraalhgenturies.

Schnittke always had a love for reading. e library mostly contained books
on art, philosophy, history and alchemy. But hisagest interest was always in different
philosophical systems. Thomas Manbsktor Faustusattracted Schnittke’s attention
to the Faustian theme as a concept for mankinchewaage in which one must live in a
world of contradictions, doubts, self-analysis, peation, repentance and the conflict
between good and evil. “This concept is very obgion Schnittke’s music of the late
1970's and 80’s. A struggle between polaritiesrr@gular pulse, a Faustian
multiplicity of meaning: that is the quintessenéénigd music in this period. A troubled
yet precise sensation of the duality of the woudsrthrough the whole of his world. As
soon as one form appears, even the simplestaitaace absorbed into the complex
context of surrounding events or clashes with iisasite. There are clear examples of

this in the Fourth Violin Concerto, the Viola Corntceand the Concerto Grosso No.*3.”

43 Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 154-55.
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1985 marked a climactic year in Schnittkefa.li His compositions from that year
are without a doubt his greatest masterpiecesSthisg Trig theConcerto for Mixed
Chorus theConcerto Grosso No., 8K)ein SommernachtstraymRitual, Greeting Rondo
and finally one of Schnittke’s most important wolks Viola Concerto. It was also the
year of the first performance of his balketchest the prestigious Boloshoi Theatre in
Moscow. Schnittke finished his orchestra piRaial as well and started hizello
Concerto No. 1but was unable to complete it. On July 21, 18 nittke suffered a
serious stroke and he was pronounced clinicallg deasome time before he was
resuscitated.

“Schnittke’s idea of producing music coincidegirely with Gustav Mahler’s
conviction: ‘One does not compose, one is composawte Mahler in a letter.
Schnittke once told Alexnader Ivashkin: ‘I am jtigsing what | hear... It is not me who
writes my music, | am just a tool, a bear&t.”After the stroke, Schnittke’s music
changed. This traumatic life and death experieooepelled him to rethink many things
in life. He gradually grew more and more concerw&ti mortality, which reflected his
approach to time and space in compositions. S&leniince expressed his attitude
toward time: “...l have the growing feeling that teme time can vary in length... At
the moment every one of my days is a long peridihaé that contains a great deal ...
Every second | experience not as a brief instanaba definite period of time ... In

particular, | have to feel that, for different pé®pnd even for one person at different

4 Alexander IvashkinSeeking the Soul: The Music of Alfred Schnittkéompiled by George Odam.
(London: The Guildhall School of Music & Drama, Z)05.
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time of life, time is quite different in length asgeed ... The seconds tick by in the same
way, but the way they are spaced is different ffieent people...*®
Schnittke’s works gained increasing numbgresformances in the mid 1980s.

He became one of the most well known contemporamyposers in the West. All major
festivals of modern music included his works initlpeograms and his music began to be
heard in the major concert halls in Europe. Justthe quote that Schnittke often took
from Thomas Mann’s novdlhe Holy Sinnesaid a lot about the nature of his talent: “he
drew much more from his weakness than others frain strength, because at that very
moment he was able to summon up all his strenglht@fight not only with all his
strength but with something else as wéfl.”Although he was plagued by illness, his
strength overcame the obstacles and his indivigalitistry and productivity triumphed.
Many remarkable works were composed between 198®iardeath in 1998 including
two cello concertos, th®tring Quartet No. 4dthe ballefPeer Gyntthree operas, three
symphonies an@oncerto for Three

The complex aesthetic of Schnittke’s music israxted to various traditions and
experiences. From film writing he developed thesgseof inner rhythm and abrupt shift
between various styles. From Shostakovich he hlivated the symbolic expression
which reflects the relationship between art andréadity of the Soviet composer’s life

under the harsh political pressure of the Sovigime. From Mabhler he derived the

4> Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 171.
4 Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 190.
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deeply felt expression of struggle and agony. wds Alfred Schnittke who filled the

gap in Russian music left by Shostakovich’s deathd75.*’

An Overview of Alfred Schnittke’s Instrumental Camntos

“One of the great advantages of being a coempoghe Soviet Union — and there
were many disadvantages - was that as long asg@gdmething serious to say with
your art, instead of being isolated as so many @edrtists are, you were part of what
Russians call the ‘intellighentsia,” the commurfyfriends and kindred spirits who were
as interested in your work as you were in theifs. There is a special bond that closely
linked Soviet composers and some of the finesopedrs of their time. Their
collaboration strongly impacted the developmerthefsolo concerto. Their mutual
admiration expressed through music resulted in nrarngdible works. Prokovief and
Shostakovich worked with Sviatoslav Richter, Da@idtrakh and Mstislav Rostropovich.
The composers in the post-Shostakovich generatintirzied this tradition. Schnittke
worked with brilliant younger players such as \n@ts Gidon Kremer and Oleg Kagan,

the violist Yuri Bashmet and the cellist Natalyat@an.

47 qhi

Ibid., 169.
8 Gerard McBurney, “Alfred Schnittke: Viola Conceftdmerican Symphony Orchestra website, March
14, 2003 (Musical Autobiography) [article on-lin@lailable from
http://americansymphony.org/dialogues_extensioi?203season/index.cfrinternet; accessed February
6, 2006.
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“The concerto is Schnittke’s favorite typecoimposition not only because he had
been constantly asked to write concertos for emdts, famous Russian soloists but
because the musical language of all his concestoglissolubly connected with the
personalized and profoundly individual statementhefsoloist, who stand in opposition
to a featureless and satanic social situatfdn.Composers search for a voice to express
their thoughts and feelings, and their music isrth@ice. “This undoubtedly reflects the
highly paradoxical role of personality and its ceations with the social situation in the
era of the Communist dictatorship. It is no setirat it was the personal, the individual,
the unique, which formed the core of the extrenmgignsive development of Russian
culture under the oppression of Communist ideolddy.The genre of the concerto
indeed provided the freedom for Schnittke to shasirdividuality and allowed him to
break out of the artistic confinement of Commuudistatorship. “He [Schnittke]
represents not only a moment in the history in Rursdut also a moment in the history
of music.®*

Schnittke’s output in the genre of the coreras significant. He composed four
violin concertos, one viola concerto, two cello certos, three piano concertos, one
concerto for oboe, harp and strings, six concamssj and a triple concerto for violin,
viola and cello. Many concertos were written focommissioned by Russian soloists.

Violin Concerto No. andNo. 2are dedicated to Mark Lubotskyiolin Concerto No. 4

is to Gidon KremerCello Concerto No. is to Natalia GutmarCello Concerto No. &

9" Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited,1996), 168.

0 Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited,1996), 168.

L Alex Ross, “The Connoisseur of Choas — Who IsedlfSchnittke and Why Is His Music So Popular?”
The New Republic September 28, 1992, Vol. 207, Issue 14, 32.
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to Mstislav Rostropovich?iano Concertas to Vladimir Krainev;Concerto Grosso No.
2 is to Oleg Kagan and Natalia Gutm&uncerto Grosso No. 8 to Oleh Krysa and
Tatyana GridenkoConcerto for Oboe, Harp and Orchesisato Heinz Holliger and
Ursula Holliger and/iola Concertas to Yuri Bashmet.

Schnittke often worked closely with the saigiduring the composition process.
Violinist Mark Lubotsky was Schnittke’s great friémvho made several suggestions for
Schnittke’sViolin Concerto No. lnd premiered the concerto in 1963. Due to thatgr
success of this work, Lubotsky was asked by thecthr of the Jyvaskyla festival in
Finland, Seppo Nummi, to commission a second viodincerto from Schnittke.
Schnittke’sConcerto Grosso No. Was one of the first works to launch his name to
prominence. “The whole composition grows from Bagoque idea of a Bach-like
concerto grosso. Schnittke somehow balances oedipe between Baroque culture and
modern subculture without letting either of thenmileate.®® The work was premiered
by Tatyana Gridenko and Gidon Kremer, a tirelesppnent of Schnittke’s music. It
was on this occasion in 1997 that Kremer arrangduhi8ke’s first trip to the West.

Any life or death incident usually provokerseaonsideration of one’s values and
attitude toward everything, including music. Sdtka began sketching his first Cello
Concerto before his first stroke in 1985. Scheitttsumed work on the piece after he
was brought back from the hospital. However, threception changed because he had
completely forgotten everything and had to stdrboaér again. “The profile of his

‘new’ music appears to be more expressionistidyouit any lyrical rests at all. He uses

2 Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 138.
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more dissonances, apparently feeling quite conftertim this disturbing, nervous and
restless world of ‘disharmony®® He changed his original idea@prestofinale and
replaced it with a slow finale. “The music of thast movement has the quality of a
prayer, becoming more and more ecstatic and powesftards the end and the cello solo
requires amplification® The premiere was a success and the critics ravedt ‘a

great new addition to the cello repertoire’.

Although Rostropovich is one of the most autsling cellists to emerge from
Russia, he had not met Schnittke while living thewfter listening to thé&/iola
Concertoperformed by its dedicatee, Yuri Bashmet, in 1983stropovich was so
impressed with Schnittke’s musical genius that hetevSchnittke immediately to ask if
he would compose a cello concerto for him whilgRestropovich] was still in good
enough shape to play the cello. Schnittke sucakgédlfilled this request in 1990, and
Rostropovich was the first to play t@ello Concerto No.2 The resulting close
friendship also led to the completion®©éllo Sonata No. andRostropovich continues

to play and conduct Schnittke’s works.

The Viola Concerto

Some of the most rewarding and celebrated compasiin music history are the
result of a close collaboration between composdrmanformer. One of the most

famous examples is Johannes Brahms’ collaboratitimwolinist Joseph Joachim and

%% |bid., 191-192.
> Alexander IvashkinAlfred Schnittke (London: Phaidon Press Limited, 1996), 192.
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clarinetist Richard Muhlfeld. With the former thesult was a monumentélolin
Concertq Fratelein KlarinetteRichard Muhlfeld)was the catalyst for thErio, Op.

114, theQuintetOp. 115 and the two Op. 120 sonata3ne of the most memorable
examples in the twentieth century is the collaborabetween composer Alfred
Schnittke and the violist Yuri Bashmet who has tiyezlevated the viola’s stature for the
last thirty years.

Schnittke met Yuri Bashmet in 1977 when thadisi was recording Schnittke’s
Piano Quintetwith Gidon Kremer. Bashmet asked Schnittke tdenai viola concerto
for him.  While Schnittke agreed without any hesia, little did they know that the
work would not take shape nine years later. Sttenwas very fond of Yuri Bashmet's
exemplary musicianship, composing for him in additio theViola Concerto other
works includingMonologue for Viola and Orchest{d989),Concerto for Three for
Violin, Viola, Cello and Orchestrél994)and a small unaccompanied work entitfext
the Ninetieth Birthday of Alfred Schi€E991).

TheViola Concerto dedicated to Bashmet, is a highly complex andesgive
composition. Itis in an arch form, organized itlicee movements with the second
movement leading directly into the third withoutpa. While th&/iola Concertas not
as programmatic as Berlioz4arold in Italie, Schnittke has left some insights into the
meaning of the concerto:

In a certain respect the piece has the character tdmporary - farewell; then
days after finishing work on it a heart attack pldene in a situation from which
there was hardly any way out. | could only sloehter a second phase of life - a

phase through which | am still passing. Like anpwaition of what was to come,
the music took on the character of a restless dhasegh life (in the second
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movement) and that of a slow and sad overviewf@fdn the threshold of death

(in the third movementy
Schnittke described the first movement of the cdon¢a short.argo, as a prelude to life.
The soloist is cast as a lost soul looking for-s&istence and the meaning of that
existence in life. “As a tonality, théiola Concertas an arch form bending back to
where it began, in darkness and sadness. Inr8terfovement, the solo enters like a
lost soul, with a theme that spells out, in Germatation, the dedicatee’s last name
(“Bashmet”, the German spelling, see below), exidgdhe “m” of which there is no

equivalent.

Bashmet notation: Bb— A —-—Eb - C —-Bnatural - E natural

Anagram: B A Es C H (M) E (T)

Here, the solo if literally that, alone - a veryh8ittkesque metaphor - seeking a footing,
which he finds, precariously, in a thematic scitzgt sounds like something Mahler

might have invented, which is superseded bgraatzreligious chorale. Whereupon -
and is the kind of programmatic fancifulness Sdkaitnvites - the orchestra screams out
with a crashing chord (again made up of Bashmetse) that sweeps away any

suggestions of peace or fulfillment”

%5 «“Alfred Schnittke: Viola Concerto.Performing Arts32:11, November 1998 [article on-line]; available
from http://www.lib.ndsu.nodak.edu/grhc/outreach/frieisdbnittke2.htmlInternet; accessed February 5,
2006.

*® Ibid.
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Of the second moveme®tjegro Moltg Schnittke writes: “[It] depicts a frenetic
chase through life with moments of sweet innocéiteThe lost soul from the first
movement is transformed into a heroic figure whiaggiles against life’s turbulent events
with tremendous determination and bravery. Intgiof victorious triumph and
nostalgic remembrances of the past are interspénsedghout the movement. The
sweet flashbacks in the hero’s tumultuous lifeléethe mirage in the desert, which
gives the hero the hope to go on. However, happyniscences and the false sense of
hopefulness violently evaporate, thrusting the hoerck to a frenzied pursuit of reality.
“After a series of small cadenzas, intended aswstb from the hero, an extended
cadenza intensifies the hero’s cries of defian@ée resolution of the cadenza is
triumphant for the hero®®

The finale Largo- is for the most part slow and introverted. laisorrowful
review of one’s life at the threshold of death watiguished Mahlerian outbursts amidst
fragmented reflection of precious life events. eire hero persistently attempts to
avert his tragic fate, however, cruel destiny tiggtips him and the doom of death is
seemingly inescapable. “Although agony and hefpless permeates the air and erodes
the hero’s soul, Schnittke allows the ending teefad/iay with the solo viola alternating
between the pitches C-natural and C-sharp, whiali Bashmet describes as ‘the hero’s

refusal to accept defeat while the clenches oftdesw tighter and tighter®

" Jurgen KochelAlfred Schnittke Zum 60. Geburtstag: Eine Fesifetm, (Hamburg: Sikorski, 1995) 96.
8 Michael Lawrence Hall, “The Alfred Schnittke’s Va[Concerto: A Heroic Concerto: Alfred Schnittke’s
Legacy to the Viola,Journal of the American Viola Society1999, Vol. 15, Issue 2, 17.
%9 Michael Lawrence Hall, “The Alfred Schnittke’s \lioConcerto: A Heroic Concerto: Alfred Schnittke’s
Legacy to the Viola,Journal of the American Viola Society1999, Vol. 15, Issue 2, 19.
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Although this was Schnittke’s first viola c@mto, he felt few restrictions when
writing the solo part. He only asked Bashmet itaie things were possible on the viola
and responded very flexibly to his suggestions hn@tke wrote:

Apart from the range | did not have any technigalthtions on the solo part to
consider, for Yuri Bashmet can play anything. Btleng seemed possible. |
dedicated the piece to him and rejoice at its ometil life, also in the hands of
other artists.

Writing for a soloist possessing a formidable techihcommand and exemplary
musicianship, Schnittke had complete freedom tavdteep felt and expressive emotions
from his compositional palette. On working withh8ittke and his music, Bashmet said:

Now I've come to understand why his [Schnittke’d]sit is real, living music.
The ideas are so strong and the emotions so dessrall technical
considerations are simply not that important. Bedther hand, it is music in
which every note counts. So we worked a kind ofjgmmise - between the
Ideas and the instrumental demands. Schnittkeeapeew dimensions and
possibilities for the viola. His music is of vitaistorical importance if only for
that fact alone. Also | would say that he showastrang personal interest in my
own musical personality. | once spoke with Rostkoegh about this and he too
felt a very strong bond with Schnittke. People wleyed his music therefore
got a lot not only from the score but also from ti&n himself, enabling them to
grow artistically®®

Bashmet described Schnittke as a composeredily understood the viola. “Of
course, the Schnittkéiola concertohad revolutionized the possibilities of the ingtent
- in music the same way that, a decade earlierst8kovich’'sSonatahad done in the

chamber spheré® Bashmet praised the Schnitimla Concertoas one of the greatest

concertos every written for him. “It is very vigsic and very difficult and yet not

€0 Julian Haylock, “Just BeginningStrad July 1999, Vol. 110, Issue 1311, 694.
®1 Richard Whitehouse, “Powerful Voice for an Undegtalnstrument,'GramophoneJune 2002, Vol.
80, 11.
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difficult at all because the noteeemso much. When music is logical and when it tells
of important human issues of life and death, thmngnly have to lose one note and the
whole construction will collapse. It is like thaith Schnittke.®?

Not only is Schnittke’¥iola Concertatechnically demanding but also emotionally
challenging. Bashmet once said: “When | play Sitkeis Viola Concerto| am like a
dramatic actor from a Shakespearean tragedy. faranly a musician because his
music tells us about basic human categories, lik@hd death, good and bad. And for
once the viola is a her8* The viola’s potential and color had never beepi@ed as
extensively as it was by Schnittke. The concers wsomposed with deep emotion and
expression. Every phrase, every note, every ladpegaery chord resonates with human
being’s innermost feelings. The concerto is méavoke these hidden depths of
withdrawal, melancholy, sadness and warmth fronpgréormer and the audience, while
at the same time presenting technical difficulf@sthe soloist to master. The soloist is

also given the task of bringing out the expressiod meaning of the concerto as well.

62 Edward Seckerson, “Playing with the Mystic Violistd Conductor Yuri Bashmet Talks to Edward
Seckerson,GramophongJune 1991, Vol. 69, 27.
% K. Robert Schwarz, “The Accidental Violistyew York TimgsNovember 17, 1996, H31.
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CHAPTER Il

ALFRED SCHNITTKE'SVIOLA CONCERTON CONCEXT OF
PREVIOUS TWENTIETH CENTURY VIOLA CONCERTOS

The musical world in the twentieth century damultuous events which made a
profound impact. The extreme chromaticism thaeappin the music of late Romantic
composers such as Wagner and Strauss gradually &dead end for composers at the
beginning of the century. Composers started tachear ways out of the dilemma. A
new style, atonality, then emerged.

In the early 1920s, the twelve-tone techniqueaterialized under the leadership of
the pioneer of the Second Viennese School, Arnoltb8nberg (1874-1951). Later, it
became evident that this technique offered muclempassibilities in compositional
procedure. Composers started to experiment withlgechnique using parameters such
as timbre, intensity, rhythmic values and duratiofihe practice of Serialism or Total-
Serialism breaks free from the confinement of maldiaditions and allows new sounds
to emerge. Various styles of music were cultivateder this twentieth century climate
of exploration, such as electronic musigysique concretaninimalistic music,
microtonal music, aleatoric music and neoclassraaic.

With the explosion of possibilities offered twe myriad styles of music throughout
the twentieth century, a new order pervades, inmpgthe melodic, rhythmic, harmonic,
textural and formal design of music. These newdsan composition revolutionized

the course of music making and impacted the comecepertoire for the viola as well.
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The “significant three” viola concertos by Wam Walton, Paul Hindemith and
Béla Bartok remain the most known and often-playecks among all those written for
the instrument. Because of the elevation of performance standardshee promotion of
the instrument in aolo capacity, writing concertos for outstandingyels became a
notable trend. There was an impressive boom iwitila concerto repertoire from the
beginning of the twentieth century, with the compos of many remarkable concertos
making the twentieth century the most phenomeraairethe viola history.

In order to fully understand the developmédrthe genre in the twentieth century,
detailed examination of certain viola concertosasessary. The following discussion
will focus on the “significant three” concertos adhnittke’sViola Concertothe
concertos which were dedicated or written for e fmost remarkable violists of the
twentieth century. Each of these works is histdlycsignificant in viola history and
each of them plays an important role in the develept of the twentieth century viola
concerto.

The Chapter will be divided into two partsn Rart I, the author will discuss the
writing for the solo viola and its techniques, wattiocus on the comparison of the four
selected viola concertos. Part Il will focus on ig®ue of orchestration of a viola
concerto and each composers’ solutiori3ue to the scope of this chapter and diversity
of the topics, the contents of this chapter aramimed according to the following
categories:

-1 Range

| — 2 Double/Triple/Quadruple Stops
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| -3 Virtuosic Passages
I —4 Unconventional Techniques/Special Efect

| -5 Expressions and Colors

Part | - Writing for the Viola Solo and Viola Teadhnoes

Perhaps the most striking phenomenon in twéntentury viola history is the rapid
growth of the viola concerto repertoire. Yuri Bas#t alone has had an incredible fifty-
one concertos written especially for him. Alsaigiing and exciting is the expansion
of viola techniques which has encouraged compdeeaxgplore and push performers to
the limit. Never until the twentieth century haa@many technical demands and
challenges been presented to the viola playercommparison to the “significant three”
viola concertos by Walton, Barték and Hindemithh&ittke’s Viola Concertohas greatly
expanded the technical demands placed upon mod#ists,  The author will attempt
to substantiate this observation by identifyingtih@re challenging techniques and by
comparing technical demands of the Schnittkéa Concertowith those of the viola

concertos by Walton, Barték and Hindemith.

| - 5 Range

Due to the acoustical design and construaifdhe viola, one can clearly see the

development of the solo viola writing through thxp@nsion of its written range. In the
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Classical period, writing generally lies within trenge from c-a2. Composers favored
the lower register of the viola and its music wasstly written for the first through the
third positions, with some exceptions occurringigigicadenzas, when fifth and the
seventh positions were employed. In the Romamiod, composers began to use more
of the viola’s range. Although still inclined to use the middle to lowegisters of the
viola, they began to employ more and more of theeupange. It became more frequent
to see music written in treble clef, rather tham @lto, as well as the use of the fifth
position. The expansion of the upper registehefitiola gave composers extended
range to exercise their creativity. The brightaity of the high register on the A string
was further explored by Romantic composers, althdhgy rarely wrote beyond d3.
Viola concertos in the twentiettentury show a considerable leap in the expanditimeo
upper written range. The register between c3 tis &8avily employed and utilized by
modern composers. Violists are expected to uskiqus higher than the ninth position,
which was a rare occurrence in the previous centutiaving half of the music written in
the treble clef became usual in the viola concesfdke twentieth century.

In Walton’sViola Concertg the range encompasses c to a3, but most of tee fisu
written between ¢ and e3. The highest note a3 sgounm. 129 and mm. 279 in the
third movement (See Example 1). Although a3 atsmucs in the second movement, it is

executed as the artificial harmonic in the firssition.
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Example 1. Walton'¥iola Concerto movement Ill, mm. 129~133.
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In Bartok’sViola Concertg a3 appears several times throughout the pievegver, it is
conventionally executed with harmonics as well. ndémith’sDer Schwanendreher
focuses on the tonal possibilities of the violaj &designed in its entirety to showcase
to maximize the characteristics of the viola. Hfiere,Der Schwanendrehesits in the
viola’s most resonant range. Although the higines¢ of the concerto is d#3, the
writing for the high range generally stays below cBindemith fully exploited the C
string’s power and brought out the rich tonal poifisies of the viola’s two lowest strings
— C and G. In Schnittke'¢iola Concerto Schnittke uses the range between c and c#4,
which significantly broadened the range of the sadda previously employed by
composers. Longer passages above c3 are profusidgdithroughout the concerto (See
Example 2 & 3), which significantly impact the wgiof the viola concerto. The
brilliance on the high register of the viola givesusual flare to the viola sound.
However, this new innovation created new physiaal #&chnical challenges that violists
seldom encountered before. A more detailed disouss these challenges will be

included in the Chapter IV.
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Example 2. Schnittke'¥iola Concerto movement I, mm. 37~ 43.
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Example 3. Schnittke'¥iola Concertgo movement Il, mm. 239~246.
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| - 2 Double/Triple/Quadruple Stops

Although string players usually use one fingkthe left hand to play one note at a
time, multiple fingers are used when executing d®ftitiple/quadruple stops. The three
most common intervals for double stops are thsddhs and octaves. These three types

of double stops are used commonly in Waltdrigla Concertg especially sixths (See
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Example 4). Although there are no double stopctawes, there are broken octave
passages, which require the hand to execute tlsagas an octave double stop fashion

(See Example 5).

Example 4. Walton'¥iola Concertomovement |, mm. 29~31.
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Other than the three conventional double stibygse is also théouble stop in the
interval of afifth. In order to obtain accurate intonation béffifths, one needs to flatten
the fingertip and place the finger evenly on twingis. In Example 6, the open strings
C and A are used along with the fifth played witstffinger on the D and G string to
form a chord. A small adjustment of the fingeripos is necessary in order to execute
the chord with good intonation. The chord in mr.afso requires an awkward finger

position to execute the chord. The Ab on the @g@and Bb on the A string require the
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first and second finger to be positioned in the nearof a fifth for the chord (See

Example 6).

Example 6. Walton'¥iola Concertomovement |, mm. 71~72.

Double stops in various intervals are usecdhbatly in Bartok’svViola Concerto.
Intervals such as thirds, fourths, fifths, sixtinsl @ctaves can all be found. Although
these intervals do not always appear as doubls stiop rapid interval changes
necessitate the need for double stop playing. xamiple 7, the passage requires playing
sixths and fifths in fifth position. The tensiohtbe higher position and the thickness of
the C and G strings makes the execution of theldaibp difficult. Although
conventionally the fifth is often played with thanse finger across two strings,

alternative fingering such as 1 and 2 can be usetthé fifth as well.

Example 7. Bartok'¥iola Concerto movement I, mm. 102~108.
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Octave double stops are also used by Bartok iedheerto. Utilizing the open string G
and sustained octaves, the sonority of variousvate such as tenths, ninths, sevenths

can be carried out easily (See Example 8).

Example 8. Bartok'¥iola Concerto movement I, mm. 102~108
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Bartok also further extended the use of midtgiops in chordal passages. In
Example 9, the triple stop with an open stringallet for in this chordal passage. The
left hand is required to execute fourths, whichrasetypical intervals for double stops.
Three fingers of the left hand must stretch ovesdlstrings, posing additional challenges

for the violist (See Example 9).

Example 9. Bartok’¥iola Concerto movement I, mm. 70~78.
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Chordal writing was explored extensively bydgmith in his viola concertber
Schwanendreher As a viola player himself, Hindemith was aldestfectively write
double stops and triple stops for the solo violatervals such as thirds, fourths, fifths,
sixths, sevenths and octaves can all be foul@emSchwanendreheand are more easily

executed than those in Walton and Bartdk’s con¢®ge Example 10).
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Example 10. Hindemith’Ber Schwanendrehemovement I, mm. 1~18.
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Hindemith arranged double and triple stops in suaanner that, regardless of their
complexity, they present a good fundamental positio the left hand. The constant
change of chords and fast paced chordal writingasel® fine finger coordination (See
Example 11). Since Hindemith used double stopsi@plé stops extensively
throughout the concerto, the pursuit of finger deky and excellence of chord playing

become extremely crucial to performing the piece.
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Example 11. Hindemith’'®er Schwanendrehemovement I, mm. 87~94.
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Although Schnittke did not write a chordal ga&ge in hid/iola Concertao the
extent that Hindemith did iDer Schwanendrehghis exploitation of double stops is
different from that oHindemith. Schnittke used double stops freely witlisual mixed
intervals. He was very fond of sevenths, minothsrand all the augmented and
diminished intervals, which he employed considerabtheViola Concerto These
intervals are uncommon for the left hand. Excelistonation and finger flexibility is
needed in order to execute double-stop passage&xample 12, one has to go from the
sonority of major seconds to perfect fourths, augpee fourths/diminished fifths, perfect
fifths, minor sevenths, major sevenths and theaugmented eighths/minor ninths.
Intervals such as augmented fourths/diminisheddiéire often used in a conventional
fashion in Schnittke’s concerto. These unconveatiolouble stops further push viola

technique to the limit, posing even great challenge
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Example 12. Schnittke¢iola Concerto movement Il, mm. 147~162.
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The writing of broken chords at the tempoAdiegro moltoalso necessitates execution in
the manner of multiple stops. Because of the uwational intervals, fingers are
required to stretch in awkward positions and chaag®rdingly in a fast pace, which

makes the execution of the passage very probleif&die Example 13).
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Example 13. Schnittke¢iola Concerto movement Il, mm. 5~12.
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In Example 14, the wide melodic leaps in the sitieenote figure require the left hand to

leap as well. The constant shifting considerabtyeases the difficulty of the double

stops.
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Example 14. Schnittke¢iola Concertg movement Il, mm. 21~25.
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These challenges abound throughout Schnittdesia Concertg and compels the player

to further push their technical limits.

I- 3 Virtuosic Passages

Virtuosic passages often offer the opportunitytfer soloist to show off his or her
maximum potential on the instrument. Most of tingetthe opportunity appears in the
cadenza or cadenza-like passages, which allowssatoplay with flair. The following
cadenza-like passage offers the soloist the freddampress artistry (See Example 15).

The passage consists of double stops of varioasvaids and chordal playing.
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Example 15. Barték'¥iola Concerto movement |, mm. 127~143.
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The fast run at the end of the first movement aféers the soloist the opportunity for

technical display as well.
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Example 16. Bartok'¥iola Concerto movement I, mm. 240~243.

Although there is no written cadenza in Hindemitb&r Schwanendrehgethe concerto
opens with the viola alone and allows the solaigake the center stage with the main

theme right away (See Example 17).
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Example 17. Hindemith’'Ber Schwanendrehemovement I, mm. 1~18.
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In Schnittke’s/iola Concertg not only does the written cadenza offer the solibie
opportunity to show off his or her technique, bisbademands a great range of
expression from the player. The cadenza represadtintensifies the hero’s final cries
of defiance after an exhausting chase through liféne unconventional technique of left
hand pizzicato is called for to create the secadevbelow the melodic line. Never
before had any composer written a cadenza with soadtion and expression in mind.
The soloist is given the significant task of traersting the technical demands and

transforming into the character of the hero togebput the expressive content.
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Example 18. Schnittke¢iola Concertg movement Il, mm. 273~292.
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The virtuosic passage in the second movemees ghe soloist a chance to play
with flair. The passage extends over the ranga fy& to bb3. The arpeggiated
figuration requires considerable finger dexterityhe wide leaps that climb from the low

to high register demonstrate the soloist’s facgityl brings out the tonal brilliance of the



viola (See Example 19).

Schnittke successfullgitslimany facets of the viola,
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including the dazzling, glorious, nostalgic andtseantal sides of the instrument.

Example 19. Schnittke¢iola Concertgo movement Il, mm. 26~50.
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| - 4 Unconventional Techniques/Special Effects

Unconventional techniques are often demana@dmtemporary music in order to
create specific effects or expressive nuances.ifiddt or natural harmonics are used in

Walton’sViola Concertao create a particular color.

Example 20. Walton'¥iola Concertgo movement I, mm. 230~31.
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The use of harmonics can also be found in Bartdloda Concerto The editor of Tibor
Serly Version of the Barté€oncerto for Viola and OrchestraVilliam Primrose, utilizes
the harmonics to facilitate the execution of theesdSee Example 21). This harmonic
is also employed in the cadenza at the end ofitsteniovement to facilitate the runs.
The open harmonic “A” can be used without any fmaeually being placed on the
string (See Example 22). In Example 23, harmoaresalso utilized to avoid the huge

leaps, which expedite the execution of the sixteewte run.
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Example 21. Bartok'¥iola Concertg movement I, mm. 240~241.
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Several unconventional techniques are us&timittke’sViola Concerto Most
noticeable is the use of quarter-tone writing. Tharter-tone passage creates an eerie
feeling, heightens the tension and intensifiesettyession, which explicitly portrays the

intensity that the music demands (See Example 24).
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Example 24. Schnittkegiola Concerto movement Ill, mm. 113~119.
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The other unconventional technique extensivelyzat in the concerto is the glissando,
which creates a special effect in the music (Sesipte 25). In the second movement
where the solo viola's waltz rhythm abruptly intgts the Rite of the Springéffect in

the orchestra, a double stop glissando is calledMoich intensifies the contrast between
dreamy waltz rhythm and the short eight notes. Jllssando accentuates the polarity of
the two articulations and styles, which also seagan example of Schnittke’s
polystylism. (More detailed discussion on Schtskutilization of various types of
glissando will be included in Chapter IV). Thetleadnd pizzicato mentioned in the
previous section also is one of several effectsSlcanittke employed in the concerto

(See Example 18).
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Example 25. Schnittke’¢iola Concertgo movement Ill, mm. 143~145.

Viola Concerto
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| - 5 Expressions and Colors

“Of all the instruments in the orchestra iths viola whose excellent qualities have
been unappreciated for the longest time... It hag lmen neglected - or used,
senselessly and ineffectuall§*” Violist Yuri Bashmet once said in a discussiothwi
Edward Seckerson: “ Viola is special, unique amsinigg instruments, not some bland
middle-range transient but an instrument of wideginag color and expression...The
viola has a face, this is the mystic of the famally,instrument of so many moods...the
only string instrument that isn’t always instarmygognizable® The twentieth century
was the most violent in human history. Althougteathe two World Wars, a time when

the economy entered a boom period, industry bemyargand and technology progressed

% Hector Berlioz and Richard StrauSseatise on Instrumentatiotrans. Theodore Front (New York:
Dover Publications, Inc., 1948), 60.
% Edward Seckerson, “Playing with the MystiGtamophone. June 1991, Vol. 69, 26.
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at an unprecedented rate, feelings of unsettlecarebsstability still inhabited society.
Moving into the twenty-first century, some feelttltf@e viola’s placid side and unruffled
personality seem to be more of an accurate or geuteeyor of the mood of the time
than that of the violin or cello. “When composerste for the viola they dig really deep
- one has the impression of the artist baring hiseo soul.?® This is especially evident
in Schnittke’sViola Concerto No viola concerto written before embodies sueidyv
expression, which portrays a human’s innermostrsentality. The mystical and
mysterious personalities of the viola allow Sclikatto indulge fully his poignant
imagination and artistry. He was one of the fi@mnposers to entrust the viola with
such versatility of emotions and feelings. Celtaio other concertos approach the
extent of difficulty or length found in the SchikitViola Concerto

The opening of Schnittketéola Concertammediately sets up the desolate and
somber atmosphere with the minor ninth motive (Se&mple 26). Poco vibratois

indicated in the opening motive to enhance tharfgslof emptiness and loneliness.

8 Julian Haylock, “Just BeginningStrad  July 1999, Vol. 110, Issue 1311, 696.
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Example 26. Schnittke¢iola Concerto movement I, mm. 1~4.

poco vibrato
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As the motive develops further and further, themsity builds up progressively until the
awakening when everything crashes down and stdpgse motive rises higher and higher
in register each time and then everything rumbtegrdand collapses at the end of the
section. The special rhythmic notation explicglyrtrays the motion (See Example 27).
The perpetual motion sections in the second movesetup the frenzy of the

continuous chase through life (See Example 28).
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Example 27. Schnittke’giola Concerto movement I, mm. 9~13.
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Example 28. Schnittke¢iola Concertg movement Il, mm. 1~8.
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The ceaseless chase is represented by teersilktnote figure played across all four
strings. This repeated motivic figure accuratelygcts the endless and exhausting
effort of the hero. The moments of sweet innocemtech interrupt the furor are
clearly depicted when the continuous sixteenth veasections are abruptly interrupted
by sections of contrasting styles. Schnittke'sypiylistic technique serves as the perfect
tool to create the ironic and sarcastic illusionihefse sweet memories. The

juxtaposition of various styles simulates a sublmieage. The clash of styles and
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harmonies create a feeling of hallucination andyrthat is embedded throughout the
movement.

Many reminiscences of melodies and motiveshftioe first movement appear in the
third movement. Schnittke utilized the fragmemtatiechnique to turn these motives
into flashbacks of sweet memory. The subtle tiansation of these motives and
melodies is as if the listener is looking at a fieaniobject through a prism. While
everything seems so familiar, a new conceptionrngiing. The juxtaposition of both
consonant and dissonant tonalities brings out th&t mehement expression in
Schnittke’s music. With the skewed melody, rhytana harmony of the theme,
Schnittke is able to produce the intense ironicgattar that empowers his music (See

Example 29).
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Example 29. Schnittke’¢iola Concertg movement Illl, mm. 139~154.
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Part Il - Orchestration

According to thédarvard Dictionary of Musicorchestration is the study and
practice of adapting music for an orchestra or galgnsemble. An effective
orchestration is a crucial factor in the success cdmposition. It is especially
important in the concerto genre because the sataist compete against the entire
orchestra. This is particularly difficult in thessaof the viola, because of the register of
the instrument. Composers need to use cautiousdaration when composing music,
which permits the soft-spoken viola to ring out oadull orchestra. The projection and
aptitude of the instrument become vital factoranc&the viola’s playing range falls in
the middle part of the harmony, many composerse@ax the violin sections in their
viola concertos in order to avoid the solo violangeoverpowered by instruments that
have a similar timbre and greater penetrating soumte following chart shows the
instrumentation of the four selected viola concgend information regarding these

concertos.
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Title Composer Date Dedicatee Instrumentation
(1929) 3 FI, 3 0Ob, 3 Cl,
3 Fag, 4 Hr, 3 Trp, 3 Trbn,
Tuba, Timp, 8Vnl, 6 Vn I,
Viola Concerto William Walton 1929, Lionel Tertis |4 Va, 4 Vc, 2Cb
rev. 1961
(1961) 2 FI, 2 Ob, 2 CI,
2 Fag, 4 Hr, 2 Trp, 3 Trbn,
Timp, Harp, 8 Vn 1,6 Vn I,
6 Va, 4 Vc, 4 Ch
2 Fl,10b, 2Cl, 2Fag,
Der Schwanendreher| Paul Hindemith 1935, Paul Hindemith |3 Hr, 1 Trp, 1 Trbn, Arpa,
rev. 1936 Timp, 4 Vc, 3Cb
1945 3 Fl, 2 0b, 2 Cl, 2 Fag,
Concerto for Viola (Tibor Serly) 3 Hr, 3Trp, 2 Trbn, Tuba,
and Orchestra Béla Bartok 1995 William Primrose | Timp, 2 Perc

(Peter Barték)

Viola Concerto

Alfred Schnittke

1985

Yuri Bashmet

3 Fl, 30b, 3Cl, 3Fag,

4 Hr, 4 Trp, 4 Trbn, Tuba,
Timp, 6 Perc, Cel, Arpa,
Cemb, Pf, 8 Va, 8 Vc, 8 Cb

Schnittke’s viola concerto demonstrates hagtsmanship as an orchestrator. He

did not shy away from a large orchestra and didcoatpromise the richness of his

orchestral writing so the solo viola can be heakie employed aelatively large

orchestra with 1 piccolo, 2 flutes, 2 oboes, 1 Eighorn, 1 Eb clarinet, 2 Bb clarinets, 2

bassoons, 1 contra bassoon, 4 horns, 4 trumpetanbones, 1 tuba, timpani, 6

percussionists (2 suspended cymbals, flexatonegiram, 2 bass drums, 2 tam-tams,

xylophone, vibraphone and chimes) celesta, hambe#, piano, 8 violas, 8 cellos and 8

double basses. The fact that he successfullgesilsuch a large ensemble demonstrates
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his ingenuity and creativity as a composer. Tlsewlsion of his orchestration can be
organized into the following categories:
-1 Texture
1-1 Full Orchestra
1-2 Partial Use of Orchestra

Il —2 Timber

I =3 Colorful Use of Instruments

The objective of this analysis is to discover hbe orchestra is employed as a
supporting medium to presenting musical thoughtstarexamine its relationship with
the solo instrument. The success of projectingtie viola part is closely related to the
effectiveness of the orchestration writing. Sdikeis Viola Concertas an excellent
example of this. Because of Schnittke’s exceptitalant, the solo viola is able to break
free from its unfortunate fate as an instrumerthenmiddle, and becomes as a deserving
solo instrument that possesses the capabilityitshMoreover, Schnittke’s writing
also eliminated the usual separation between tloeiisstrument and the orchestra. In
Schnittke’s hands, the solo viola sometimes disiistges itself as the dominant voice
over the orchestra, and at other times it is alesbnfto the orchestral texture, creating a
seamless unity. The richness and variety of otcllesolors in Schnittke’'¥iola
Concertocan be largely attributed to the ingenious arrarage of texture, timbre and his

colorful use of instruments.
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1. Texture

Texture can be thought of as the way in wimclividual voices interact within a
musical composition. The texture of a piece cadibigled into two main ideas:
harmonic texture and orchestral texture. Harmtexture has to do with harmonic
resonance and how the chords are laid out wherehsgiral texture is defined by the

density of the orchestral writing.

1-1 Full Orchestra

Concerned about the level of amplitude thatviola can achieve, Walton only
utilized the full orchestra at musical climaxeshe orchestratutti. In this regard, the
sections utilizing full orchestra function very niulgke a ritornello section of the
Classical concerto Clear division between solo passages and orchésttiglis apparent.
The solo passages often intersect with orchetsittal forming thetutti — solo — tutti —
solopattern in texture. A similar situation can alsofbund in Barték’'s/iola Concerto
but in a more relaxed fashion. The division of tihehestratutti and solo section and
the alternation between the two becomes less prosall

Schnittke’sviola Concertgpresents greater smoothness in transition. Héogsp
the full orchestra with peculiar attention in ordeicreate a seamless composition. The
full orchestra is often employed at culminating neons. Schnittke’s writing for the
solo viola is different from that of the other comsprs. While most composers try to

avoid the solo viola being overpowered by the ostifaeby creating a clear distinction in
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texture between solo passages and full orchesissgges, Schnittke embraced the
timbre of the solo viola as one of the voices @&f tihchestra. Therefore, the role of the
solo viola varies under Schnittke’s disposal. dntain places in the concerto, the solo
viola serves as a supporting accompaniment tortteestra. Although the solo viola
plays the accompanying role, it can still be hededrly and its importance cannot be
overlooked. It is because of the creative wrifioigthe solo viola, Schnittke was able to
vary the role of the solo viola in creating a sessalcomposition without rigid division in
tutti andsolosections. In Example 30, although the full orcreeptays af, Schnittke
allows the solo viola to float an octave higherabthe orchestra so its distinctive high-
pitched sound blends into the orchestra and yelshagb as a voice emerging from the

orchestra (See Example 30).
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Example 30. Schnittke¢iola Concertomovement I, mm. 38~46.
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Unlike most previous composers, Schnittke did redttthe solo viola as a separate entity
from the orchestra. Sometimes he allowed thewola to surge up to the surface and
stand up as a solo voice while the other timeshthé solo viola line blend into the
orchestratutti.

Schnittke also showed his masterful writinglifierent approaches within the full
orchestral sections. In Example 31, although tiieofchestra is playin§ the chase
figure of the sixteenths in the solo viola cleatifferentiates itself from the sustained
writing in the woodwinds and trills in the string3V/ithout compromising the richness of

the orchestra, the solo viola can still be heaedrty (See Example 31).



Example 31. Schnittke¢iola Concertomovement I, mm. 91~95.
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1-2 Partial Use of the Orchestra (Chamber Ensémble

Partial use of the orchestra is a common tigcienused in concerto writing. In
order for the soloist to project over the orchesrthinner texture in the orchestra is
necessary. This practice is especially commonalaconcertos. In the second
movement of Walton'¥iola Concertopartial use of the orchestra allows the solo viola,
which is in its lower — middle register, to projester the orchestra consisting mainly of

the strings, clarinet and bassoons (See Example 32)
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Example 32. Walton'¥iola Concertomovement Il, mm. 1~17.
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The orchestra was used in the manner of alobaeansemble in Bartok'¢iola
Concerto(See Example 33). Instruments with similar timhaes often grouped
together in a chamber ensemble instead of usinfutherchestra when accompanying
the solo viola. It permits the solo viola to bafteclearly, relieving the soloist of full
time competition with the orchestra. The employhwrchamber ensembles was also

used by Schnittke in higiola Concerto.

Example 33. Barték'¥iola Concertomovement I, mm. 95~101.
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The influence of Mahler can be felt in Schnittkeissic, not only in the same irony and
sarcasm, but also in compositional techniques. |&ftahuse of chamber ensemble in his
symphonies is echoed in Schnittk¥'®la Concerto. Schnittke often utilizes the groups
in choirs of brass, strings or winds. He contrésésfull orchestra sonority with the
thinner texture of the chamber ensemble settirgdate variety in the texture of the
concerto. In Example 34, the string chamber engeislused to create the effect of
clash between its primitiveThe Rite of Spririgeight-note figure and the waltz rhythm in
the solo viola and cembalo. Seven bars |3tee, Rite of Sprinfjgure switches to winds

and continues the clash.
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Example 34. Schnittke¢iola Concerto movement Il, mm. 132~138.
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Schnittke also often uses chamber ensemblesctuampany the solo viola.

example 35, when the solo viola in its low to ma&ldégister, a chamber ensemble

In
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consisting of bass clarinet, bassoon and contrsooasis utilized as accompaniment.

In Example 36, a trombone duet accompanies thevsol®. The contrasting timbre

between the trombones and the viola permits thesola to easily flow on top of the

accompaniment.

Example 35. Schnittkegiola Concertomovement Ill, mm. 66~74.
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Example 36. Schnittkegiola Concertomovement Il, mm. 19~32.

19 2]
= = = b =
L § e ] . :
rp ————— | P —
Trbn.
4 = ] 2 ¢ === .
B ¥ Z
53 —_— p ——
] 5 3 r = e e E
Via s. : = ik —r =3 _:j ,; F5 T i —g e — :
e 14 — e r r 4 f
mp
¢
h:é ] - *! ‘! LI=’ ¥ ',é - 5 I b, =
= | i S ¢ — .
Trbn. _
=3 ez w3 5 o 1s 5 W @ 7 ._
mp I E———— e ———— s o
i3 Y . & s ~
Vla s. = ! It = = 7 f eS|

#

Viola Concerto

By Alfred Schnittke

Copyright © 1985 by MUSIKVERLAG HANS SIKORSKI Gmb# Co. KG, Hamburg,
for the entire world except CIS

International Copyright Secured. All Rights Resetv

Used by Permission.

[1 -2 Timbre

For Schnittke, each instrument represents a diffdaad of personality. Each
distinctive timbre formulates a certain color, whiogether comprises the rich palette
that provides a vast spectrum of tonal shadesdbnike. In the beginning of the first
movement, Schnittke portrays dark and desolate sgtherye with harmonics in the cello
and double bass, aisdl tastofor the viola (See Example 37). The hollow anaftfai
guality of the strings conveys the emptiness péyfeSchnittke’s sensitivity and

ingenuity in his use of color can be seen through@Viola Concerto.
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Example 37. Schnittke¢iola Concertomovement I, mm. 1~8.
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2-1 Combinations of Instruments

Schnittke was skillful in creating a wide sfpem of colors. His profound
knowledge of each instrument’s timbre and strengtlasved him to employ instruments
proficiently to demonstrate his artistry. His baldd daring utilization of the cembalo

and brass creates a vivid and theatrical contfastlor (See Example 38).
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Example 38. Schnittkegiola Concertomovement Il, mm. 72~75.
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Thestaccatotimbre of the harpsichord and sustained timbriheftrombone easily create
a divergence of timbre which deepens the polaritysarcasm felt in the music. In the
second movement where the remembrances of a swieetenccur, Schnittke paints a
magical quality and dream-like atmosphere withgta@o which plays an arpeggiated
figure in triplets. In contrast to the soothingigeaceful melody played by the piano,
the chromatic melody in the first four viola padglayed with tremolo with glissandi
creating an eerie and illusory sound (See Exam®le 3 he harmonics played by the
strings and the piccolo’s chirping figure act aalitg lurching behind a surreal disguise.
As reality starts to slip in, the use of tremoldhwglissandi in the viola added to various

instruments, which intensifies the clash and cledet! of the section.



Example 39. Schnittke¢iola Concertg movement Il, mm. 220~230.
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In order to accentuate the waltz rhythm amdahirky nature of the solo viola’s
glissando, Schnittke uses an unusual combinatitigtdight the passage. He pairs the
solo viola with cembalo whose sound possessescagsve yet cultured and
sophisticated quality. The spiky timbre of the baho accentuates the dance rhythm

and supports the solo viola in bringing out thplét pattern (See Example 40).

Example 40. Schnittke¢iola Concertomovement Il, mm. 143~146.
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2-2 Doubling

When presenting sections of polystylistic writigghnittke often prefers the sound
quality of instruments with similar timbre over tigeenerated by instruments with
contrasting timbres. This choice is befitting ia bise of Polystylism. In order to
prevent total chaos in the juxtaposition of mukifdyers of styles and music, giving the
same melody to instruments that share a similalityuecomes appropriate. In

Example 41, many motives are derived from the pievisection. By giving the same
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motive to instruments within the same sections]itener is able to identify the various

layers of music and the use of Polystylism (Seenipta 41).



Example 41. Schnittkegiola Concertomovement Il, mm. 293~297.
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In the opening of the first movement of Wiela Concerto Schnittke employs the
doubling technique in a different way. Insteadiofibling the solo viola in exact

rhythm, Schnittke simply inserts instruments atrib&e changes of the solo viola part to
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supplement the melody (See Example 42). Althobghis not a direct doubling, the

reinforcement of the solo viola line can be hearsilg.

Example 42. Schnittkegiola Concertomovement I, mm. 1~8.
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The use oKlangfarbenmelodiés also present in Schnittke’s writing. This niy
due to the influence of Schoenberg’s compositiof®ne clusters a minor second apart
are first played by the horns/oboes followed byeflhorns. Then the sequence is
played by bassoons/horns followed by oboes/hors.the music intensifies, more and
more instruments join in the doubling. The douplibegins with a flute/oboe/clarinet

combination, then horns, trumpets and stringsijoiater on.
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Example 43. Schnittke’giola Concertomovement Il, mm. 102~113.
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[l — 3 Colorful Use of Instruments

No other viola concerto displays as much imafjve instrumental color as does the
SchnittkeViola Concerto. The expression and narration which play an excegtirole,
are illustrated by Schnittke’s masterful use ofrelmstrument’s unique color. The
concerto calls for piccolo, flute, oboe, EnglishindEb clarinet, Bb clarinet, bassoon,

contra bassoon, horn, trumpet, trombone, tubaaya®llo, double bass, celesta, harp,
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piano, 7 percussionists playing timpani, 2 suspdmgenbals, flexton, snare drum, 2 bass
drums, 2 tam-tams, xylophone, vibraphone and winiche as well as some
unconventional instruments such as cembalo. Athe$e instruments are utilized to

depict various temperaments in the concerto.

3-1 Use of Unconventional Instrument

The use of instruments such as cembalo, egleatp and piano in one composition
probably is the most exceptional (See Example 4Bhe sound mass in the third
movement of th&/iola Concertas the product of the employment of massive
instruments. The combinations of instruments erdéterent timbres in the sound mass.
The piccolo, English horn, clarinets, contra bass@ohorns, tam-tam and harp provide a
sustained pedal tone, while 2 flutes, 2 oboes s&dmans, 2 horns, vibraphone, wind
chimes change the chord quality in each measure.to@of that, the brass section
provides theRite of the Sprindgigure with the help of timpani, celesta, cembathal piano.

The strings then continuously burnish the soundsmath glissandi.
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Example 44. Schnittkegiola Concertomovement Ill, mm. 121~138.
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3-2 Special Effects

Many special effects are presented in Scleigiiola Concerto The most
common effect is the use of the glissando, play#dnly by the solo viola, but also by

the orchestra (See Example 44). “The glissandoésof the most idiosyncratic sounds
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that stringed instruments can produ@e.™There is occasional confusion between a
glissando and a portamento. Glissando is acaddyniledined as ‘execution of rapid
scales by a sliding movement,” while portamenta ispecial manner of singing in which
the voice glides gradually from one note to thetlesough all of the intermediate
pitches.®®

Much contemporary music requires that theiigdjanotion of the glissando begin
with the initial pitch (written pitch) and the gdiando should last the entire duration of the
written note. Three types of glissandi are emplayethe concerto. One is the upward
glissando, which is a continuous slide from oneeriotanother. The second type of the

glissando is the directional glissando, for whipkgfic directions are given by the

A

composer to indicate the specific type of glissant.

The third type of glissando is the free glissandayhich players are asked to improvise
vibr. ¢ gliss molta
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Sound mass is also used in Schnittkéda Concerto. This is a type of
compositional technique that minimizes the impareaaf individual notes in preference
to the texture of the overall mass of the soundmbFe, dynamics and texture are the

primary elements in shaping sound mass compositiértended techniques that are

7 Patricia Strange and Allen Strandée Contemporary Violin: Extended Performance Téaphes
gLos Angeles, California: University of CalifornRress, 2001), 79.

8 patricia Strange and Allen Stranddée Contemporary Violin: Extended Performance Taphes
(Los Angeles, California: University of CalifornRress, 2001), 79.
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used in sound mass composition include flutter siamgy glissando, wide vibrato and also
use of extreme ranges, all of which are preseSthmittke’sViola Concerto. Tone

clusters are often demanded in the piano and flestagpart to supplement the orchestra.

.
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In Example 45, the sound mass is written out asttiduted between the orchestra and
the solo viola. The passage is written over figlawves in range. Eleven out of the
twelve notes of the chromatic scale are presetiteérdownbeat of mm. 243. Tone
clusters are used in the celesta and piano; glissae played by the strings and flexton;
flutter tonguing is demanded in the flute, and demiange of vibrato and glissandi also

appear in the solo viola part.
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Example 45. Schnittke’giola Concertomovement Il, mm. 243~246.
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Techniques such &l ponticelloare also employed in the concerto. It gives a
thrilling and penetrating tone to the texture, whoontrasts with the solo viola timbre.
Stopped horn effects, pizzicati, natural and a&itfiharmonics are also used in the
concerto. The muted brassfioreates a special dejected sound, which is epntirel
different from the conventional use of the mutell oAthese techniques are fused and
combined in Schnittke'¥iola Concertg which demonstrates his mastery as an

extraordinary modern composer.



115

CHAPTER IV

TECHNICAL ANALYSIS OF ALFRED SCHNITTKE’S
VIOLA CONCERTO

“The twentieth-century composer in search for nesdaaic and harmonic solution often
resorted to other scale systems than the well-knoajor and minor modes of the
diatonic scale® The tonality which serves as one of the strongst's in the
Classical-Romantic eras no longer functions theesamy in the contemporary music.
The melodies of the twentieth century music oftensist of large leaps or favor very
narrow internals. Instead of thirds, sixths anthees, major and minor seconds,
augmented and diminished intervals are used extgsresulting in forms of irregular
chromaticism. Major and minor sevenths and ninfipgear with great frequency as well,
which further obscure the tonal center of the music

“From the viewpoint of the string-player, sealdwentieth century trends prove
disturbing. The exploration of new key-systems @redabandonment of key altogether
have made the bowed strings, with their naturahltegstems reinforced by harmonics
and left-hand positions spanning an octave, seetly paitdated, and the exploration of
new sounds, electronics, machines, and computgrarasf music makes string sound
sometimes appear staunchly traditional if not ditwdd fashioned.” All of these
changes in writing present greater challengesetitbla technique. Since the majority

of the instrument’s etudes and technical exerasedased on the diatonic principle and

% Otto Deri,Exploring Twentieth-Century Music(U.S.A.: Holt, Rinehart and Winston, Inc., 1968, 2
0 Sheila M. NelsonThe Violin and Viola: History, Structure, Technigu@New York: W.W. Norton &
Company Inc. 1972), 184.
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the tertian harmony, tackling the contemporaryavimbncertos may seem overwhelming.
Violists nowadays are discovering the need to gaie new trends of writing and are
preparing themselves for the challenges of newnieahdemands. Thus, finer dexterity
of the left hand and improved bow arm capabilityngl with greater understanding of the
new musical language became essential and necéssaiylists when performing the
contemporary concerto repertoire.

In comparison to the standard concertos bytaaBartok and Hindemith, Alfred
Schnittke’sViola Concertoappears to have greatly expanded the technicahiiésn
placed upon modern violists, opening new dimensans possibilities for the instrument.
While employing conventional techniques, includmaymal bow strokes, arpeggiated
figures, pizzicati, double stops, multiple stopd élashy runs, Schnittke also used
unconventional techniques. Left hand pizzicatgnotiones, double stop glissandi, free
glissandi and improvisatory rhythm are all the riewls which Schnittke utilized to
create certain effects in the concerto.

Following is a chart of the detailed techhmaalysis of Schnittke’¥iola Concerto

The analysis will be divided into three categoasshown below:
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1. Challenges for the Left Hand

Melodic Leaps

Chromatic Alternations

Double /Multiple Stops

Virtuosic Passages

Unconventional Techniques/Special Effects
2. Challenges for the Right Hand

Sound Production
String Crossing
Articulation
Dynamics
3. Visual, Aural and Physical Challenges
Meter Changes/Unconventional Rhythm
Interpretation
Endurance

1. Challenges for the Left Hand

Accuracy of note execution, smooth shifting @uarrity of intonation are objectives
of left hand technique. The usage of unconventiscaes, ambiguous tonality,
uncommon intervals, complex chords and extensieenfifigh register which permeate
the modern concertos, escalate the problems diideftl technique, creating obstacles in
obtaining the objectives of the left hand techniqukhe fingerings included in the
discussion are determined by the author’s choiEegerings can be varied according to

an individual player’s preference.



118

Melodic Leaps

The left hand technique is mainly based endiatonic principle with underlying
tertian harmony. Tonality highly defines the fotioa of the finger pattern. The tonal
and linear melodic tendency of Classical and Romantisic shapes the finger patterns
to which most violists are accustomed. The lirigayer pattern of scale-like passages
and arpeggiated patterns of thirds, sixths, anavestare more familiar to violists. As
music gradually moved away from the more tonal Raimaeriod and into the twentieth
and the twenty-first century, one sees an increaee interest in tonal ambiguity and
chromatic leaps. Intervals such as the tritonegrsth, ninth and all the augmented and
diminished intervals become popular choices fot@mporary composers. The interest
in writing disjunct melodies increased in popubaritith contemporary composers,
consequently posing great obstacles for stringunstntalists whose instruments are
position oriented. This challenge is especialigent in Alfred Schnittke’d/iola
Concerto

Schnittke’sViola Concertaakes technical challenges to new heights in the
development of the twentieth century viola concer®chnittke described the first
movement of hi&/iola Concertoas “a prelude to life’s turbulent unfurling*” The
movement portrays the turbulent origin of a hetibésand his struggle for self-definition.

It is apparent that the sonority of minor ninthsl amajor sevenths and the sonority of

L Alfred Schnittke Alfred Schnittke Zum 60 Geburtstag: eine Festsghri{fHamburg: H. Sikorski,1995),
96.
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these intervals saturate the melodic makeup dfitstemovement of the concerto. In
additional to these two intervals, diminished ing#s and intervals larger than an octave
are foreign to the fingers as well. Since the fa@ation of the fingering patterns for
violists is based on a diatonic and tertian harmuasis, huge melodic leaps can be
challenging for the left hand. It can generateaumifiarity in finger combinations,
shifting and position changes.

The “Struggle” motive (See Example 46) opdmesfirst movement of theiola
Concertowith a slow reach for the minor ninth followed hy @cho of the motive using
the interval of a major seventh. The “Struggletive of minor ninth and major seventh

both have the same pitch class set [0, 1].

Example 46. Schnittk&iola Concerto movement |, mm. 1-4.

Struggle Motive
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Its transformation, a “Sigh” motive, in the formtbie minor second, permeates the first

movement as extensively as does the “Struggle”vadbee Example 47). The constant
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appearance of the “Struggle”, a minor ninth andamsgventh, is a stretch for violists
with smaller hands.

Example 47. Schnittk&iola Concerto movement |, mm. 1~11.
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The huge leaps that make up most of the melodi#sei first movement of Schnittke’s
Viola Concertdorm disjunct melodic lines. These leaps challethgeshifting facility
as well as the accuracy of the intonation. AltHotlge consecutive minor ninths and
major sevenths in the opening of the first moventantbe executed with a stretch in the
left hand if the interval is across two conjuncirgjs, the real challenge occurs when
intervals are to be played on the same string.

In Example 48, the melody is built over thoe¢aves in the duration of five beats.

Smooth shifting and accuracy of the melodic leapscalled for in the execution of the

crescendo fronff to fff with accents on the notes. The shift from D gtgd to A string
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g# 2 and to a3 is particularly difficult becauseeiuires a shifting from®iposition to &
position then to 12 position without a stop.  The difficulty is immenbecause the
shifting from g#2 to a3 must be done in the timarspf an eighth note. The bridge

notes that lead up to the top note are a seribagd melodic leaps.

Example 48. Schnittkéiola Concerto movement I, mm. 36~38.
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In Example 49, Schnittke requires extensivéisp across different strings as well
as shifting on the same string. In measure 1@0sliifting occurs from G string to A
string, and from half position td"§osition. It is followed by the leap of a perfétton
the same string and then by a series of melodpslea D string and A string.  All these
large leaps on the same string as well as acréfesatlit strings can be problematic for

obtaining good intonation.
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Example 49. Schnittk&iola Concerto movement lll, mm. 99~103.
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Sometimes finger-extension is called for idesrto facilitate shifting, especially in
passages where successive shifting is inevitaBlighough this helps left hand to shift, it
can cause unfamiliarity with the physical memoryr@ positions, and the successive
finger-extension shifting can create strain inlthed as well. Muscular flexibility and
strength are needed to execute passages whicldénitie challenges that are mentioned
above. Example 50 is a good example of fingerfesitan shifting. The linear

movement expedites the inevitable shifting in thesage.



123

Example 50. Schnittkéiola Concertg movement Il, mm. 259~262.

@
2 3

LIS
A

3

259~
e == ,
& e a2 S TS

[ finger extension shifting

JINRR:

n-
il
iﬁlz
3

L)
-
- g
[ VI [
[T
e —
BEEL )

Viola Concerto

By Alfred Schnittke

Copyright © 1985 by MUSIKVERLAG HANS SIKORSKI Gmb# Co. KG, Hamburg,
for the entire world except CIS

International Copyright Secured. All Rights Resetv

Used by Permission.

Melodic leaps sometimes can be achievedrgefiextension in order to avoid
shifting. In Example 51, the leap of the perfeitt fiom e2 to b2 is played with 1-4
finger extension to eliminate shifting up againdsefshifting down to the"3position.
This technigue becomes handy when playing conteanponusic because of the

preponderance of disjunct melodic lines.

Example 51. Schnittkéiola Concertg movement I, mm. 24~26.
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A melodic leap that occurs without any notssding up to it can be extremely
difficult in terms of pitch accuracy. String plagesometimes tap on the string in order
to test the pitch. However, physical memory of pbsitions becomes crucial in

obtaining an accurate pitch when there is not endinge to test the note.

Example 52. Schnittk&iola Concerto movement Ill, mm. 75~77.
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Melodic leaps that are larger than a fifth pase obstacles in executing the notes.
As the distance of the melodic leap increasegdbmes problematic to obtain good
intonation. The accuracy of pitches is the so®istimary task. Another factor that
increases the difficulty of executing melodic legpsuccessive shifting. Successive
shifting means the left hand has no time to oritsetf to a new position before must
move to another position. Frequent shifting thenehecessitates exceptional

familiarity with the fingerboard and an excelleetse of intonation (See Example 53).
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Example 53. Schnittkéiola Concertg movement I, mm. 15~26.
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The combination of abundant finger extensishgting with huge melodic leaps

and consecutive shifting are often present togethine player needs to release the

tension in the hand after executing the finger msittn and anticipate the leaps before the

shifting. Better preparation in the left hand aeldxed muscular movement will help
with the execution of the melodic leaps. Needtessay excellent agility in shifting,
flexibility in finger extension and great assurané¢he positions are vital to the success

of the execution of Schnittke\¢éiola Concerto(See Example 54).
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Example 54. Schnittk&iola Concerto movement Il, mm. 26~50.
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Chromatic Alternations

The constant shifting of the tonal center fadoby most modern composers

contributes to the ambiguity of the harmony in eomporary music. In some of these
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contemporary works, the tonality is so obscure ithaver settles in to a given key.
Many contemporary composers compose with intemafeer than relying on a certain
keys or tonal centers. Therefore, frequent chramaditernation becomes unavoidable.
Discarding the key signature leads to more accaletiban in tonal music. Not only is
the chromatic alternation confusing for the eye,ddsio repeated accidentals can cause

strain in the left hand due to the constant slgfiaee Example 55).

Example 55. Schnittk&iola Concerto movement Il, mm. 147~148.
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Double Stops/Multiple Stops

A skillful string player can intricately imi@eave several independent voice lines
on the instrument. A double stop is produced wthereft hand fingers stop two strings
for a simultaneous attack. When a multiple stogaited for, three or four strings are
required to be stopped by the left hand simultaslgyou The three most common

combinations of double stops are thirds, sixthsa@stdves. String players are usually
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familiar with these three intervals from composiBaonritten before the twentieth century.
As the composers in the Romantic period gradudlindoned tertian harmony and
ventured into realm of intervals such as tritorsesenths, ninths, elevenths, and all the
augmented and diminished intervals, double stogiptelstop writing for the strings
presented a new hurdle for the string player.

A double stop of an interval of a fifth is bedcally tricky in terms of securing the
intonation. Because of the shape of the fingeaig has to position the finger in a way
that the weight is distributed evenly onto tworgjs at the same time in order to obtain
perfect intonation of the fifth. In Example 56,edo the fast tempo of the movement,

the sixteenth-note figure needs to be played almasimultiple stop fashion.

Example 56. Schnittk&iola Concerto movement Il, mm. 1.
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The fifth on the C and G string along with the efl @2 on the D and A string can create
strain in the hand. Therefore, knowing when andtvit relax and how to release the

tension in the hand are important. The conseculiudle stops of the fifth make it even
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harder to obtain good intonation (See Example 5@ne has to adjust the left hand

position slightly in order to keep the fingertiwéd on two strings.

Example 57. Schnittk&iola Concerto movement Il, mm. 153.
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In order to push two strings evenly down to th@érboard, the muscular strength in the
fingers becomes crucial. In Example 58, the fifth and g#) needs to be played with
the first finger along with the open D string. 38 immediately followed by a melodic
leap of a diminished 1for the chord to sound together. The chord capléged in the
7™ position with first finger playing the fifth on &d G string along with an immediate
shift to reach for the c3 on the A string. Mixederval chords pose a greater challenge
for the left hand. Playing in a higher positionkes it even more difficult because it
demands greater muscular strength of the hanceasision of the strings increase

proportionally in the higher registers.



130

Example 58. Schnittk&iola Concerto movement Il, mm. 153.
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The interval of a fourth is also less familiarthe left hand than the basic three
intervals (thirds, sixths and octaves). The abuahdae of the fourth in Schnittketgola
Concertoshown in Example 59 can be tricky. Intonation ante execution become

troublesome.

Example 59. Schnittk&iola Concerto movement Il, mm. 78~79.
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As in many contemporary compositions, a suttstnumber of tritones can also be
found in Schnittke’d/iola Concerto. The tritone passage in Example 60 mandates a
continual change of positions. Along with the pessgive melodic leaps of the tritones,

it puts the soloist’s technique to a test (See Eptar@l).

Example 60. Schnittk&iola Concerto movement Il, mm. 189~192.
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Example 61. Schnittk&iola Concerto movement Il, mm. 94~95.
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Passages with the interval of the minor naiigmented octave can cause difficulty
for the left hand. As string players normally rigedraining in octaves, performing and
acquiring good intonation on the minor ninth/augtedroctave is challenging. The
wide range of various double stops used in Scheigikiola Concertas a further

contribution to the expanding limits of viola tediue (See Example 62).

Example 62. Schnittk&iola Concerto movement Il, mm. 158~162.
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Virtuosic Passages

A cadenza is a portion of a movement of a edndn which the orchestra stops
playing, leaving the soloist to play alone to digphis dazzling technique and artistry in
a free tempo. The cadenza usually is the mosbedsdand technically demanding part
the solo instrument plays in the piece, especialigomantic solo concertos. At the end
of the cadenza, the orchestra re-enters and ggniméhes the movement. Although

the cadenza in Schnittke¥dola Concertodoes not offer the culmination of technical
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display that is found in most of the Romantic smacertos, it is still technically and
musically challenging. The wide melodic leaps, ldewstops, left hand pizzicati and
sixteen-note runs still give the soloist an oppaitiuto show off artistry and technique
(See Example 63). The cadenza in Schnittk@a Concertoserves as a monologue
for the hero. It symbolizes the hero’s cries @uinordination and his confrontation with
the cruelty of life. The emotional climax occunstihe three chords marké&if at the

end of the cadenza. These three chords, eactiesittata, eventually lead to the
resolution, signifying the hero’s victory over timsubordination to the cruelty of life.
Fine bow control and a mastery of sound produciiith slow bow speed are crucial in

sustaining the chords ffff.

Example 63. Schnittk&iola Concerto movement Il, mm. 273~292.
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Several virtuoso passages in Schnittkéda Concertoalso give the violist the
opportunity to shine with a soloistic flair. In &xple 64, the sixteenth-note arpeggiated
run surges to the high register of the viola, hrnggut the excitement of the climax.

The wide melodic leaps take the melody up to alv8gester which few composers have
explored, and which successfully demonstratesdbpalulity of the viola and its rarely
seen brilliance. To make this passage a dazztingsase, the performer should play
with both arms and wrists relaxed yet active asgpoasive to the movement, utilizing
the weight of the bow and bow arm instead of squeethe sound by over-pressing the
bow with the forefinger of the right hand. FinglExterity, agility in shifting, security in
various positions, and active vibrato are the nfiaitors in a successful execution of the

passage (See Example 64).
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Example 64. Schnittk&iola Concerto movement Il, mm. 26~50.
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Unconventional Techniques/Special Effects

As twentieth century composers continued tbearch for new melodic and
harmonic solutions, many resolved to re-think theventional techniques of
composition. Some began to experiment with theuarparameters of music with the

hope of creating new sounds. They consequentlyexha revolution in stringed
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instrument technique. As composers began to explew possibilities in sound
production, many unconventional techniques wereld@ed. Schnittke'Viola
Concertois no exception.

New techniques such as various types ofajiidisare present in Schnittké/sola
Concerto Double stop glissandi were used in the conGae(Example 65). The slide
created by the double stop of a minor seventh lartdsvdry and cynical feel to the
music. Another type of glissando that was usdtiénconcerto i¥ibrato e glissn
which the player adds vibrato to the slide (Seenipla 66). Unconventional techniques

such as left hand pizzicato and quarter-tone tegclemwvas utilized in the cadenza as well

(See Example 18 and Example 24).

Example 65. Schnittk&iola Concerto movement Il, mm. 135~136.
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Example 66. Schnittkéiola Concerto movement Il, mm. 246.
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1. Challenges for the Right Hand

Although the bow was not considered as importah@snstrument itself, it was
continuously redesigned by luthiers to keep abméhtthe music that was played at the
time and to accommodate new development in cortgiruof the instrument. As music
became more and more technical, bows had to beoiradrto meet new demands. The
modern viola bow was perfected by Francois Xaviaurfe (1750-1835) who was largely
responsible for determining the length and shaghebow in its present form, including
the stick curved toward the hair. Besides thetionoof the bow arm as the avenue for
lyricism and expression, it is responsible for piheduction of tone, color, articulation
and dynamics. The disjunct lines with huge leapsupt changes in dynamics and
articulation, and exploration of the high registéthe viola, which permeate
contemporary viola concertos, pose a greater cigdléor the violist's bow arm

technique.
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Sound Production

The quality of sound on the viola is mostlyide@l by the bow arm movement. The
weight of the arm, pressure, the amount of bow irséd and bow speed directly impact
sound production. As contemporary composers btgarplore the possibilities and
potential of the viola, different challenges in sdyproduction were posed.

As the writing above ¢3 becomes a usual phenam for the modern viola concerto,
sound production becomes crucial. Because madbkeahusic written for viola before
the twentieth century did not offer violists thepoptunity to accustom themselves to the
high register seen in the contemporary viola cansenot only is playing in this range
unfamiliar, but a different physical adjustmentaguired to execute such passages.

Since Schnittke wrote th&ola Concertdfor violist Yuri Bashmet, whom Schnittke
claimed could play anything, he had no reservatabut utilizing the upper register and
he fully explored the viola’s potential. The rargfe¢he concerto is from c-c#4.

Schnittke often scored the solo viola above c3¢ctviirought out the unconventional
brilliance of the viola.

In Example 67, the passage presents the h@dsof the viola. The use of the
high register above c3 results in an unusual inteasd flair, which is rarely found in
viola music. In order to spotlight the heroic dlaghy nature of the passage with the
required tone, placing the bow closer to the bridgequired. When playing close to
the bridge, a certain amount of pressure is denthtalproduce a rich tone. The
pressure should not simply mean the vertical pressieated by pressing the bow down.

This would only crush the string and stop it froilrating. The right kind of pressure
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should come from the weight of the bow arm, whelransferred through the knuckles
of the fingers all the way to the bow. By using theight of the arm instead of vertical
pressure allows the player to feel the pulling (ddww) and pushing (up bow)
movement in the hand. This permits the hand toentla& necessary adjustments in

achieving the desired tone quality.

Example 67. Schnittkéiola Concerto movement Il, mm. 35~42.
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“The viola has a face, this is the mystictad tamily, an instrument of so many

2 One of

moods... the only string instrument that isn’t alwaystantly recognizable’
the challenges that Schnittke presents inioéa Concertas the requirement for diverse
expression. He composes a myriad of moods rarfigingthe profound to the insane

for the solo viola to explore. Production of a l&al sound with the bow is no longer

2 Edward Seckerson, “Playing with the MystiGtamophone. June 1991, Vol. 69, 26.
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sufficient to achieve the diversity of expressibattmodern composers desire. Varied
tone colors are called for in contemporary violacartos.

In Example 68, the solo viola is set up agatims outburst of thautti in the
orchestra. The solo viola needs to project a stdfiover the orchestra at the beginning,
which is gradually absorbed into the orchestra teefioresurfaces again. A primitive
and almost insane tone needs to be generateden tordepict the madness and fury of
the passage. Strong and well-controlled bow si@ke required in order to allow the

solo viola to project and penetrate through thendauass created by the orchestra.
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Example 68. Schnittk&iola Concerto movement Il, mm. 38~46.
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In Example 69, the solo viola flows atop tmehestra in this dreamy passage. A
mythical illusion is created by the harmonics ptapg the strings in the orchestra with
an odd sonority provided by the piano and celesdasurreal atmosphere permeates the
entire passage. The soloist must have excellentalmf the bow in order to elicit the

expression of an illusion or mirage (See Example 69



Example 69. Schnittkéiola Concertg movement Il, mm. 239~242.
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String Crossing

Skillful control of the movement of the bow arm nmoy from one string to another
is required to obtain an uninterrupted and smauihsition when crossing from one
string to another. It is very important to master two different rotational directions of
string crossing. The down-bow string crossing nexgua counter clockwise rotation
while the up-bow calls for a clockwise rotation.o dbtain flexibility and smoothness in
string crossing, the coordination and balance betviee arm and wrist/finger movement
becomes crucial. To develop flexibility in thehltdhand, a sensitive bow hold is
important. The bow hold can never be so tight itherteates tension in the hand, and yet
it can never be so loose that the right hand losagol of the string crossing motion.

Possessing good string crossing techniquigakin playing Schnittke’8/iola
Concerto. The struggle and sigh motives that saturate tisedind third movement
require extremely smooth string crossing in orddrsring out the expression. Both
counter clockwise and clockwise string crossingiaoms are used extensively in the

concerto.

Example 70. Schnittkéiola Concerto movement I, mm. 1~4.
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The other important factor in obtaining sustelsstring crossing technique is
minimizing the angles between strings to avoid atcat crossings. Preparation for the
string crossing movement is then crucial. The tpwsiof the bow arm needs to vary
according to the direction of the string crossinghese factors are evident in the success
of the execution of the second movement of the@edac The frenzied sixteenth-note
motive demands extreme flexibility in the hand. tNboly is the figure moving across
four strings, but also a quick flip from the A sgiback to the C string is also required.

It necessitates the preparation of the bow armeaswlift shift of the weight in the hand.
The consistent motion and hasty pace make the #geaf the string crossing even

more difficult.

Example 71. Schnittk&iola Concerto movement Il, mm. 1.
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The passage in Example 72 poses an even greatlengfga As the tension heightens in
the music, the difficulty of the string crossingseinsifies as well. The consecutive
string crossings which move between two neighbosiniggs and then between two

strings with one in between, requires excellentibed and resilience of the bow arm.

Example 72. Schnittkéiola Concerto movement Il, mm. 90~95.
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Articulation

Although Schnittke’¥iola Concertas not exactly programmatic, it was written
with certain imagery associated with each movemene solo viola portrays a hero in
search of the meaning of existence in life. Tredifgs of struggle, agony, nostalgia,
triumph and defeat are all portrayed by the sobdaviand therefore, all articulations in
the music should be observed with acute attenti@fthough the articulations used in
the concerto are mostly conventional, includingeats and tenuto markings, the writing
sometimes makes the execution of the articulatifficalt. Accurate execution of the
articulation is crucial to bring to life charactits of certain passage. For example, the
various types of string crossing and quick tempthefmusic make it difficult to bring
out the accent on each beat. A prompt and snappystroke is mandatory in order to
bring out the accents. A firm and yet flexible bbald is required for the execution of

the bow stroke.

Example 73. Schnittk&iola Concerto movement Il, mm. 84~86.

T
Y
\ *I.
j
|
E -
1. X%
YV
a -
. X%
Y
%‘rﬂlv
T
A
a1y
V/elel
d
d ﬂ
9
VE ﬂ
H V

Viola Concerto

By Alfred Schnittke

Copyright © 1985 by MUSIKVERLAG HANS SIKORSKI Gmb# Co. KG, Hamburg,
for the entire world except CIS

International Copyright Secured. All Rights Resetv

Used by Permission.



148

The articulation in Example 74 is not uncorh@mal. However, the displacement
of the accent in the triplet can be confusing. tA# accents occur on the down-bow.
The duple feeling created by the bow stroke plagsrest the notated triple feeling,

which creates an effective hemiola effect.

Example 74. Schnittk&iola Concerto movement Il, mm. 147~148.
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Generally it is easier to obtain accents ittown-bow stroke. However, many
up-bow accents also appear in Schnittkéda Concerto. In the cadenza, some accents
are required to be played at the tip or upper dfaiie bow. To perform such

articulation in the lighter part of the bow demagdsater strength of the bow arm.
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Example 75. Schnittk&iola Concerto movement Il, mm. 283~284.
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In Example 76, although there is no specificalation indicated in the music, in
order for the pizzicato to be heard, a strong andkgattack is called for in order for the

solo viola to penetrate through the orchestra.
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Example 76. Schnittk&iola Concerto movement Il, mm. 308~31.
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Dynamics

Schnittke applied a wide spectrum of dynartoctheViola Concertoranging from
ppto ffff. Schnittke was very specific; detailed and ctidaramics are indicated in the
solo viola part, and it is essential for the sdltasobserve them all and execute them
sensitively. The wide spectrum of dynamics demayndat flexibility of bow stroke

from the soloist, requiring not only strength blstoadelicate sensitivity of bow control.
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In Example 77, in order to bring out the striyfeeling of the struggle motive, a

swell of the minor ninth mandates a smooth mantmraof the bow speed and weight.

Exmaple 77. Schnittkéiola Concerto movement I, mm. 1-2.
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In Example 78, in order to achieve the rapid credoan the span of two beats, precision

in the control of bow speed and weight becomes wepprtant.

Example 78. Schnittk&iola Concerto movement Il, mm. 26~29.
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Thesub. mpn the music calls for a sudden drop in dynami&pecial attention is
needed in order to create the effect. A split sdanf silence is necessary which
Schnittke intended. Both mental and physical piapen of the bow arm are required to

execute the sudden change in dynamics requiredssages such as Example 79 and 80.

Example 79. Schnittk&iola Concerto movement Il, mm. 160~161.
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Example 80. Schnittk&iola Concerto movement Il, mm. 229~232.
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It is important for violists to develop stren@nd sensitivity in the bow arm in order
to obtain a rich and ample sound in every parheftiow, enabling the solo viola to
project over an orchestra. A sustained and powene is required to perform a
passage such as Example 81. In order to brinthetitf in the cadenza, playing close
to the bridge with a firm bow grip and slow bow sg@en both down-bows and up-bows
are the objectives. A strong vibrato is also ndedehelp with the tone ififf. Itis
dangerous to press the bow too hard, which prevkatstring from vibrating. A precise

gauge of the weight is needed and flexibility af girokes is extremely crucial.

Example 81. Schnittk&iola Concerto movement Il, mm. 289~292.
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Visual, Aural and Physical Challenges

Since many contemporary composers abandortidrzal tonality and consequently

discard the key signature, accidentals are usgdlicate the specific pitch they have in
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mind. The Schnittk&iola Concertas no exception. The ambiguity of the tonality
results in frequent shifts in the tonal center,alihtonsequently necessitates the abundant
use of accidentals. Not only can this be a huiati¢he soloist physically, it can also be

a challenge visually. Furthermore, with the hugggpk and extended use of the high
register, frequent clef changes become necesshrghwan be distracting for the violist

as well.

In addition to the visual challenges thatrasult of the unconventional tonality and
harmony of the Schnittkéiola Concertgit also poses a new aural problem. The
complexity of various intervals and constant changfesonority further challenge the
soloist’s ability. The trend in harmonic writing modern viola concertos demands a
keenly developed sense of intonation and sensitiwia new harmonic language
different from that of the concertos written beftite twentieth century. Climaxes are
no longer created by harmonic progression; inskeachonic tension and release are
produced by various juxtapositions of intervalsiollts nowadays are required to
possess greater understanding of modern harmargodae in order to perform the

newer repertoire successfully.

Meter Changes/Unconventional Rhythm

Although Schnittke did not use meter changebé same extent as some other
twentieth century composers such as Igor Stravi(s882-1971), Oliver Messiaen

(1908-1992) or Elliot Carter (b.1908), he doesthsetechnique to blur the division of
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the bar line and the expectation of the down bdatExample 83, the obscurity of the
down beat of each phrase gives the opening ofdheesto an undefined feeling of life
unfolding. The time between each phrase seemapseindefinitely, depicting the

uncertainty for the hero (See Example 82).

Example 82. Schnittk&iola Concerto movement I, mm. 1~12.
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Viola Concerto

By Alfred Schnittke

Copyright © 1985 by MUSIKVERLAG HANS SIKORSKI Gmb# Co. KG, Hamburg,
for the entire world except CIS

International Copyright Secured. All Rights Resetv

Used by Permission.

There are several passages in the solo veotalpat are written in an improvisatory
fashion (See Example 83). In Example 84, the sblweds to start the run in a slower
tempo and then accelerate quickly to the end the ibeginning notes are written with
longer note values than the later ones. This loot@fives the soloist freedom to

interpret the rhythm.
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Example 83. Schnittk&iola Concerto movement I, mm. 15.
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Viola Concerto

By Alfred Schnittke

Copyright © 1985 by MUSIKVERLAG HANS SIKORSKI Gmb# Co. KG, Hamburg,
for the entire world except CIS

International Copyright Secured. All Rights Resetv

Used by Permission.

In Example 84, because Schnittke deliberatbgcures the downbeat with complex
rhythm and the repetition of a minor second motavehaotic sound mass is created in

the orchestra with the improvisatory solo violeaelitoating on top.
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Example 84. Schnittkéiola Concerto movement Il, mm. 120~131.

Viola Concerto

By Alfred Schnittke

Copyright © 1985 by MUSIKVERLAG HANS SIKORSKI GmbBl Co. KG, Hamburg,
for the entire world except CIS

International Copyright Secured. All Rights Resetv

Used by Permission.
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Interpretation

In music composed at the end of the twentetitury and beginning of the twenty-
first centuries, one can find that conventionabtieéical analysis of music is no longer
sufficient to analyze contemporary compositionslradlitionally, the theory of music
implies various fields of knowledge concerning casifonal techniques, including
harmony, polyphony, musical form, and instrumentati However, for many modern
musical compositions these techniques are not éntaugive us the insight we need...
To complement this technical theory of music, wedh® turn to a theory of musical
content. Such a theory could be seen to consitireé integral parts: 1. The portrayal
of emotions through music; 2. Musical description;painting’; 3. Musical
symbolism.” The expression of extreme emotions, musical g&#mm and the use of
musical symbolism can be found in Schnittkéisla Concerto.

Since general aesthetic theory proves inadequat@ whalyzing contemporary
music, it is necessary for performers to go beyoaditional boundaries to understand
the depth of the music. Merely attaining the paréxecution of Schnittke’giola
Concertois no longer satisfactory. Besides overcoming thiertmal difficulties of the
piece, one has to assimilate the expressive cootéhé concerto and project its musical
symbolism through careful interpretation to fullyrig the concerto to life.

Schnittke’sViola Cancerto is very descriptive. Even though it doessdepict

specific scenes or images, it tells a story abtvuggle, search, triumph and

3 valentina KholopovaSeeking the Soul: The Music of Alfred Schnittkéomplied by George Odam.
(London: The Guildhall School of music & Drama, 20038.
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reminiscences of a hero’s life. Every segmenhefdoncerto contributes a certain
meaning to the entirety of the concerto. It is imaot for the soloist to be able to bring
out the different characteristics of each sectbut,at the same time sustain the flow of

the music.

Endurance

From a technical point of view, Schnittk&®la Concertas one of the most
challenging in the repertoire. The soloist is theath large interval finger extensions,
extreme register leaps and string crossings, daibfes with various intervals and
strenuous perpetual motion sections. In additothé technical demands, physical
endurance is also an issue in performing SchngtKesla Concertcsince the solo part
contains few moments of rest during roughly thfrye minutes of music. Never has
any viola concerto posed such extents of difficalty challenges. As the violist
William Primrose once remarked, “The viola is ditflt enough without having to
indulge in a wrestling match with it.” Howeverplists nowadays have to be fairly
athletic to handle the shortcomings of the instnuihie projection and articulation as well

as the difficulties which contemporary viola cortosrpose (See Example 85).
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Example 85. Schnittkéiola Concerto movement Il, mm. 1~132.
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CONCLUSION

After the Romantic period, which was dominabgdolo concertos for violin and
piano; the twentieth century concerto marked areexdlinary page in viola history.

The underrated “instrument in the middle” underneettemendous transformation and
emerged as a capable soloist that astonished bothasers and the general public.
This emergence of the viola as a solo instrumeistlagely due to the efforts of the four
most important violists of the early twentieth aegt— Lionel Tertis, Paul Hindemith,
William Primrose and Yuri Bashmet.

As atireless promoter of the viola, Tertgnglicantly elevated the standard of
playing, overcoming much public prejudice. Paubd&mith greatly enriched the viola
repertoire by composing four viola concertos, feomatas for solo viola and three
sonatas for viola and piano. The renowned Engiislst William Primrose continued
Tertis’ mission to promote the viola. Most of tiela concertos written between 1929
and 1955 were dedicated to one of the other okthes men. Primrose’s standing as
soloist and artist inspired composers such Benjd@niten and George Rochberg to
write for him.

In the third quarter of the twentieth centuhe Russian violist Yuri Bashmet
emerged as the most formidable proponent of thia.viddis phenomenal playing and
inspirational musicianship resulted in more tharesgy viola concertos, including works

by Sofia Gubaidulina, John Tavener and Giya Kanchslonetheless Bashmet
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considered Schnittke'¢iola Concertato be one of the best concertos ever written for
him.

Schnittke expanded the dimensions and posbifor the viola, being tailored for
the exceptional Bashmet, and explores both viaartieue and the versatile color of the
instrument. The technical considerations are iatigg, requiring a great leap in left
hand technique. The ambiguity of tonality andtsigf of the tonal center strongly
challenge the technical convention based on diatoraictice. Ultilization of various
uncommon intervals and the resulting disjunct mieloéurther complicate pitch
execution and accuracy. Left hand technique sadimger extension and substitution;
the finger extension shifting known as “crawlinggnstant position changes and huge
leaps are all required in order to perform Schaigkiola Concertoas well as innovative
extensions of technique to execute multiple stoykfast runs. Multiple stops built on
various intervals demand further manipulation &f fland, and the flashy runs that cover
the entire register of the instrument necessitateendous finger flexibility and
coordination with the bow arm. Unconventional t@gies such as left hand pizzicato
and glissandi add to the difficulties of left haedhnique. Never before had any
composer combined all these techniques in one cangeobing to the limits the
abilities of the player.

The other extraordinary aspect of Schnittkétda Concertdies in its depth of
emotion and expression. It is not difficult toabser that his music reveals his lack of
roots, his struggle for survival, his nostalgicdorg for beauty and happiness. Although

a very strong pulse of quiescent energy and extpgaasimism can be felt in thgola
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Concertq Schnittke never showed any sign of losing hop&s.| have no sense of the
fatal inevitability of evil, even in the most teéske situation. There is no such a thing,
because in a human being there is always manifiesssence that is good and that never
changes.”

Schnittke was a shy but sincere person whio ézerything to heart. All his life
events impacted his thoughts and feelings, whiehreftected in his compositions. His
Viola Concertas no exception; it deals with real life emotiarsd conflicts such as
struggle, agony, reminiscence and nostalgia, warehpresent at the core of human
existence. The concerto exploits the philosoplrsad of the viola allowing it to be the
voice of the hero. It speaks of longings, anguismembrance and aspiration. The
acute emotions in the concerto make it not onlriexally demanding but also emotional
challenging.

Bashmet talked to Julian Haylock about theas®omodern appeal and relevance to

contemporary life and times. *“...as we draw towdt#send of the century, the
somewhere hysterical excitability and changeabidftthe violin no longer seems such an
accurate or acute purveyor of the mood of the tinitas surely no coincidence that
suddenly there are great players and composerpa&@ting in producing music of
searing intensity for the viola at this particuiane in history.”> No one has been able
to define the sound of the viola. The viola’s paaity remains mystical. The veiled

temperament of the viola presents endless posibifor both composers and players to

explore.

" Alexander Ivashkin. Alfred Schnittke. (Londorhd®don Press Lmited, 1996), 151.
> Julian Haylock, “Just BeginningStrad. July 1999, Vol. 110, Issue 1311, 695.
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The twenty first century is a very excitingné to be a violist. There is an
unprecedented ongoing boom in new works for thieunsent. The emergence of a new
generation of internationally acclaimed violists lsggnificantly impacted the
development of the viola concerto. Kim Kashkashiabuko Imai, Paul Neubauer,
Gérard Caussé and Tabea Zimmerman are among thedeausaders for the instrument.
Not only are they redefining the instrument, theg @eating new paths for the
instrument as well. Their collaboration with canfgorary composers and their
promotion of new works is reshaping the climatéhef twentieth first century concerto
for the viola. Their continuing quest to elevdte status of the viola with outstanding
performances that highlight the extraordinary cdfes of the instrument has
successfully expanded audience interest. As mudarere players continue this line of

work, for the violist, this is just the beginning.
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