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ABSTRACT 

 

The purpose of this project is to bring to light three concert works by Theodor Albin 

Findeisen (1881-1936), namely Nixenreigen, Elegie, and Romantische Suite, and prepare 

them for use by modern double bassists. Save for Findeisen’s compositions, which are 

largely out of print and unknown, the Late Romantic Austro-German school of 

composition is not represented in the double bass concert repertory. 

To establish the historical significance of Findeisen’s concert works for double bass, 

this document includes background information on the composer and his work. This 

research culminates in the creation of newly arranged, transposed, transcribed, and edited 

performance editions that are informed by Findeisen’s methodology and by modern 

performance techniques. This document addresses editorial decisions in creating these 

new editions. 
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CHAPTER 1 – INTRODUCTION 

 

Findeisen’s Training 

Theodor Albin Findeisen studied with J. Oswald Schwabe (1846-1909) from 1904 to 

1906 at the Konigliches Konservatorium der Musik in Leipzig (today called the 

Hochscule für Musik und Theater Felix Mendelssohn-Bartholdy). Upon graduating, 

Professor Schwabe wrote the following on Findeisen’s diploma: 

"Herr F. participated in my teaching on a regular basis, is very talented and was 

my most hard-working student. His technique on the double bass is excellent, and 

to his clean intonation he adds a beautiful, full tone. He played solo pieces twice 

at the institute soirees with great success."1 

Considering he only studied with professor Schwabe for two years, it is likely that 

Findeisen received formal instruction on the double bass and was an accomplished 

musician before attending the conservatory. In his double bass “family tree,” Greg 

Sarchet outlines the pedagogical lineage of many Prague School bassists including 

Findeisen. Sarchet suggests that Findeisen studied with Franz Simandl in Vienna before 

he studied with professor Schwabe, citing Miloslav Gajdos’ Slovnik Kontrabasistu as his 

source.2 

 

 

                                                
1 Ture Damhus and Preben Fahnøe, “Theodor Albin Findeisen (1881-1936),” Bass World: The Magazine of 
the International Society of Bassists 29, no. 1 (Winter 2005): 18. 
2 Greg Sarchet, “Bass Family Tree: The Prague School,” Bass Club Chicago. 
http://hometown.aol.com/scrtchbox/Basstree.html (accessed August 30, 2008). 



 14 

 

Findeisen’s performance career 

Shortly after completing his studies at the Konigliches Konservatorium, Findeisen 

auditioned with the Gewandhaus Orchestra for the “second position as principal double 

bassist” in1906, along with A. Starke and Max Schulz (who became Findeisen’s 

successor at the conservatory after his death). Starke won the position, but shortly 

thereafter left the orchestra and Findeisen was appointed without another audition.3 

Findeisen performed with the Gewandhaus Orchestra from 1907 until his death in 1936. 

During his tenure he was promoted to principal bassist, and remained in the position for 

more than twenty-five years.4 

 

Findeisen’s pedagogical career 

Theodor Albin Findeisen is best known today among double bassists as a pedagogue. 

In 1922 he was appointed professor of double bass at his alma mater, the Konigliches 

Konservatorium der Musik, where he continued to teach until his death in 1936. 

Theodor Albin Findeisen contributed a large body of pedagogical works, much of 

which continues to be a valued contribution to double bass pedagogy. Early in his career, 

Findeisen composed 25 Grosse technische Studien für Kontrabaß durch alle Tonarten 

zur Einführung in die moderne Rhythmik, Harmonik und Vortragsweise (25 Large 

Technical Studies for Double Bass Through All Keys: An Introduction to Modern 

                                                
3 Damhus and Fahnøe, “Theodor Albin Findeisen (1881-1936),” 19. 
4 Theodor Albin Findeisen and Lunsford M. Corzine, Findeisen Complete Method for String Bass: The 
Modern Scientific Method for Rapid, Advanced Position, Bow and Finger Technique (New York, NY: M. 
Baron, 1947), 1:2. 
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Rhythms, Harmonies and Performance Style). This work is a collection of etudes for the 

double bass that are widely available today as 25 Technical Studies published by 

International Music5. Toward the end of his career, Findeisen wrote a five-volume double 

bass method entitled, Der Lehrer des Kontrabaß-Spieles (The Double Bass Tutor) that 

Hofmeister Musikverlag continues to publish. In addition, he wrote four articles on 

double bass technique and pedagogy, which were published in the short-lived newsletter, 

Der Kontrabass. Five issues of Der Kontrabass were published in all between March 

1929 and February 1931. 

Findeisen’s four articles from Der Kontrabass provide a view into his philosophy of 

double bass playing and pedagogy. The articles are entitled: “Das Vibrato,” “Ein Reform 

der Pädagogik des Kontrabaß-Spiels,” “Deutsche oder französische Bogenführung?,” and 

“Mein Werk ‘Der Lehrer des Kontrabaß-Spieles’.” Each focuses on either a specific 

element of double bass performance, or his then recently published method. With the 

help of a German translator, I have translated these four articles and they appear in 

appendices A through D. 

In “Das Vibrato” (The Vibrato), which appeared in the first issue of Der Kontrabasse, 

Findeisen describes his method for applying vibrato to the double bass both in orchestral 

and solo performance. In orchestral performance, Findeisen advocates abstaining from 

vibrato altogether unless it is a solo passage, especially when playing in the lower 

register.6 In solo playing, however, he states that the sound should, “breathe, live, and 

                                                
5 International Music Company, “FINDEISEN, Theodor Albin,” 
http://www.internationalmusicco.com/imc/search.php (accessed January 2, 2012). 
6 Theodor Albin Findeisen, “Das Vibrato,” Der Kontrabasse 1 (March 1929): 3. [Quotes in English 
translated by Eva-Franzisca Camps and Robert Matheson] 



 16 

bloom. The tone is on its own and it should warm the heart and be alive. It should express 

all the emotions of the musician and his own internal fire.”7 Technically, he recommends 

using a rhythmic vibrato that varies in amplitude. The amplitude follows the musical 

phrasing. “If you want to create a musical phrase, play it so that the peak amplitude of the 

vibration is at the climax of the phrase, then diminish from there by lessening the vibrato. 

Let the vibrato follow the crescendo and decrescendo of the line.”8 Musical example 1.1 

is the excerpt that Findeisen uses in his article. He delineates the phrasirung (phrasing) 

with a combined crescendo and decrescendo marking, the rhythmus (rhythm) of the 

vibrato is shown with sixteenth-notes, and the amplitude of the vibrato is represented by 

the vibrationslinie (line of vibrations), a crescendo and decrescendo marking combined 

with a sawtooth wave. 

 
Musical Example 1.1. Sarabande with Findeisen’s vibrato markings9 

 

 

 

In November 1929, the third issue of Der Kontrabasse was published and contained 

two articles written by Findeisen. They are entitled, “Ein Reform der Pädagogik des 

                                                
7 Ibid. 
8 Ibid., 4. 
9 Findeisen, “Das Vibrato,” 4. 
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Kontrabaß-Spiels” (A Pedagogical Reform of Double Bass Playing), and  “Deutsche oder 

französische Bogenführung?” (German or French Bowing?). In his article, “Ein Reform 

der Pädagogik des Kontrabaß-Spiels,” Findeisen expressed his displeasure that double 

bass technique had not developed to the same level of sophistication that other 

instruments had achieved by the end of the nineteenth century. He specifically laments 

that the state of double bass playing had not achieved the same level as that of the violin 

and cello. “There is a new generation of double bassists who have gained the basic 

knowledge and are willing to work to get to the next level. You find this already in the 

violin and cello.” Believing that most method books that were currently available spent 

too much time with idle work, Findeisen commented, “Most written methods address 

bow studies at the end of the book. String changes, leaps, and shifting are missing as well 

because many teachers feel their students’ motivation is not strong enough.” He cites 

uneducated teachers as one reason for the lack of a worthwhile method. “Many teachers 

don’t know how to teach [advanced playing techniques] themselves. This does the 

student a disservice.” Another reason Findeisen cites for the lack of a worthwhile method 

is the demands of publishing companies. “Most of the time publishers ask for a method 

book simply so that they will have a method for your instrument that is written by a well-

known teacher or player. They then set conditions that the book can only be 45 pages, in 

a small/standard format, and that it needs to be ready in 14 days. I could list lots of 

methods that are like this but they should not be taken seriously because the author’s 

hands are tied by the demands of their publisher. I have in the past been asked to put into 

a few pages what would take many pages to explain.” In this same article, Findeisen 
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makes the rally cry to all bassists and promotes his method, “Now it is time to improve 

our pedagogy. For years I have been thinking about this situation and, based on my 25 

years of teaching, I finally created a method which fills this huge gap: ‘Der Lehrmeister 

Des Kontrabasses.’” Admittedly, Findeisen was advertizing his new double bass method, 

but he was also placing a high level of expectation on double bassists as concert 

performers. His works encouraged bassists to progress beyond the standard level of 

playing of the time. 

Findeisen’s article “Deutsche oder französische Bogenführung?” (German or French 

Bowing?) also appears in this third issue of Der Kontrabass. As one might expect, 

Findeisen encourages bassists to play with the German bow. He goes so far as to imply 

that it is the duty of all Germans to play with the German bow and says that, “In Russia, 

America, Hungary, and in the Balkans more than half of the bassists are playing the 

German way and those who play the French way would prefer the German way if they 

knew it.” He also states that the German bow hold is, “the natural way of using the ulna 

and radius, the way I teach it.” Findeisen states that the way he teaches it, the German 

way is natural to the forearm. It is worthy of mention that Findeisen’s German bow hold 

is quite different from the common American way of playing with the German bow. 

Figure 1.1 shows Findeisen’s German bow hold as well as those of Ludwig Manoly and 

Gary Karr. Manoly was a contemporary of Findeisen’s who also studied with Franz 

Simandl. Manoly was also the first professor of double bass at the National Conservatory 

in New York (later to become the Julliard School). His bow hold has influenced 

generations of bassists in the United States including Hermann Reinshagen, Frederick 
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Zimmermann, and Gary Karr. Notice the difference in where the bow rests between the 

thumb and first finger, as well as the angle of the arm and wrist. 
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Findeisen’s German bow hold.10 

 

 

Manoly’s German bow hold11

 

 

Gary Karr’s German bow hold12 

 

Figure 1.1. Examples of German bow holds 
                                                
10 Theodor Albin Findeisen, Der Lehrer des Kontrabaß-Spieles: Eine Grundschule für die höhere Lagen-, 
Bogen- und Fingertechnik (Leipzig: F. Hofmeister, 1938), 1:11. 
11 Bill Bentgen. “Ludwig Manoly.” Hall of Fame, http://www.billbentgen.com/bass/players/manoly.htm 
(accessed April 8, 2012). 
12 Photo courtesy of Lisa Brown. 
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In the first volume of his method, Findeisen illustrates both the German and French bow 

holds. In his text he also acknowledges a third, Italian, way of holding the bow in an 

overhand fashion.13 The Italian method is similar to what is today considered the French 

hold, with the thumb on the underside of the stick rather than on the ferrule as shown in 

figure 1.2. 

 

   

Figure 1.2. Findeisen’s French bow hold14 

 

The fourth issue of Der Kontrabass was published in March of 1930 and it contained 

Findeisen’s article, “Mein Werk ‘Der Lehrer des Kontrabaß-Spieles’” (My Work “The 

Double Bass Tutor”). This article serves to further introduce the double bass community 

to Findeisen’s new method. Of his method, Findeisen remarked, “This book is for 

bassists who are miserable at drawing the bow and placing the fingers (which is 95% of 

bassists!); this work is for you.” He also takes the opportunity to reprimand other bass 

                                                
13 Findeisen, Der Lehrer des Kontrabaß-Spieles: Eine Grundschule für die höhere Lagen-, Bogen- und 
Fingertechnik, 1:9. 
14 Ibid., 12. 
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teachers for filling their students’ time with endless exercises that focus on one aspect of 

bass playing at a time, “If you combine the exercises you will get more done with your 

time and you will not get bored. In the modern way you must engage your mind while 

practicing.”15 Findeisen’s 25 Technical Studies are an example of this teaching 

philosophy as they address many skills at once while exercising the player’s 

concentration in following the constant modulations present in his writing. 

When Findeisen wrote these four articles for Der Kontrabass, his method was in its 

first year of publication. As mentioned before, his method consists of five volumes that 

range from beginning to advanced techniques. Hofmeister Musikverlag first published 

Findeisen’s method between 1930 and 1938. Max Schulz, Findeisen’s successor at the 

Konigliches Konservatorium der Musik, oversaw publication of volumes 4 and 5 after 

Findeisen’s death in 1936. 

In his method, Findeisen is specific about how the bass should be set up and 

approached. He addresses everything he felt bassists needed to know about bow and 

instrument construction and setup, tone production, and systematic fingering and 

positioning. He even specifies his preferred string thicknesses, including thicknesses for 

both wound (umsponnen) and bare gut (Darm) A strings (see figure 1.3). 

 

 

Figure 1.3. Findeisen’s preferred string thicknesses 

                                                
15 Theodor Albin Findeisen, “Mein Werk ‘Der Lehrer des Kontrabaßspiels’,” Der Kontrabass 4 (March 
1930): 3. [Quotes in English translated by Eva-Franzisca Camps and Robert Matheson] 
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He also recommends an even string height of 12mm off the end of the fingerboard for all 

four strings. Findeisen recommends a bow with 58-60 centimeters of hair and that weighs 

between 125-135 grams. He also recommends the use of what has come to be known as 

the Findeisen bow, a bow with a German style frog that is shaped to fit in the palm of the 

hand (see figure 1.4). 

 

 

Figure 1.4. The Findeisen bow 

 

While some of these notions will remain solely an interesting part of double bass 

history, familiarity with Findeisen’s pedagogical writings gives bassists a better 

understanding of how to approach his compositions. These writings are largely unknown 

to English speaking double bassists, as they were written in German and have not been 

translated and published in English. Appendices A through D of this document contain 

my translations of the four articles discussed here. When editing Nixenreigen, Elegie, and 

Romantische Suite, I found having access to Findeisen’s pedagogy translated into English 

an important tool, as other bassists may find when they consider his pedagogy as they 

approach his concert works, and perhaps as they approach other works in the repertoire. 
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Findeisen’s compositions 

Findeisen wrote seven published concert works that feature the double bass. These 

works include two concertos; Nixenreigen, Karnevalsscene, and Elegie for double bass 

and piano; Romantische Suite for violin and double bass; and Quartettsuite für 4 Celli 

oder Kontrabasse. C.F. Schmidt of Heilbronn, Germany published all of his 

compositions. The first concerto, Karnevalsscene, Romantische Suite, and Quartettsuite 

have all recently been published by Andreas Wiebecke-Gottstein of PRObass 

Musikverlag. The C.F. Schmidt edition of Elegie was recently made available in the 

International Music Score Library Project.16 

 

 

 

 

 

 

 

 

 

 

 

                                                
16 Theodor Albin Findeisen. “Elegie.” International Music Score Library Project, 
http://petrucci.mus.auth.gr/imglnks/usimg/7/70/IMSLP99119-PMLP203668-Findeisen_Elegie.pdf 
(accessed April 9, 2012). 
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CHAPTER 2 – METHODOLOGY AND JUSTIFICATION FOR CREATING NEW 

PERFORMANCE EDITIONS 

 

Whether it is in his etudes or concert works, Findeisen regularly follows a similar 

pattern of building tension through nonfunctional dissonance. Often he begins a work in a 

diatonic key, gradually adding chromatic pitches to an otherwise functional harmonic 

progression until the tonal center is nearly lost. He then resolves to a standard key (as in 

Elegie m. 28 where the music resolves to the mediant). It was to this style of composition 

that Schoenberg directed his comment on the “tonal crisis” of the early 1900s, “The 

overwhelming multitude of dissonances cannot be counterbalanced any longer by 

occasional returns to such tonic triads as represent a key.”17 Although Schoenberg and his 

students were abandoning tonality altogether, many composers, including Findeisen, 

continued to write in a more dissonant style that maintained tonal hierarchy. Nixenreigen, 

Elegie, and Romantische Suite exhibit this compositional style of the Late Romantic 

Austro-German school. 

Nixenreigen, and Elegie both remain out of print. PRObass Musikverlag has recently 

republished Romantische Suite in its original instrumentation in solo tuning. I acquired 

copies of Nixenreigen, Elegie, and Romantische Suite from the Jay Grauer Collection of 

Music for String Bass in the Performing Arts Special Collections library at the University 

of California Los Angeles. I have edited and created new performance editions of these 

three pieces. 

                                                
17 Jim Samson, "Romanticism," Grove Music Online, Oxford Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/23751 (accessed February 13, 2012). 



 26 

Double bass repertoire consists of music from the Classical, Romantic, and 

Contemporary periods. The Classical period of the late eighteenth and early nineteenth 

centuries is often referred to as the golden age of the double bass due to a burgeoning 

interest in the Viennese double bass as a solo instrument.18 Notable compositions include 

concertos by Johann Baptist Vanhal (1739-1813), Johannes Matthias Sperger (1750-

1812), Franz Joseph Keyper (ca.1756-1815), Carl Ditters von Dittersdorf (1739-1799), 

Per Questa Bella Mano by Mozart (1756-1791), a concerto by Haydn (1732-1809) which 

is now lost but named in his catalog of compositions, and numerous solo works by 

Domenico Dragonetti (1763-1846). 

The Romantic repertoire of the mid-nineteenth century consists entirely of music by 

virtuoso double bassists composing for their own recitals, most notably Giovanni 

Bottesini (1821-1889) and Luigi Negri (1837-1891). The Late Romantic repertoire 

includes five works by Serge Koussevitzky (1874-1951), four pieces by Reinhold Gliere 

(1875-1956), and works by Pedro Valls (1869-1935). Although these composers were 

contemporaries of Findeisen, they are not in the Austro-German style. Both Gliere and 

Koussevitzky were rooted in the Russian Romantic tradition. The Spanish bassist Pedro 

Valls’ compositions are modeled after the Italian Romantic style of Giovanni Bottesini.19 

In the latter half of the twentieth century, the Contemporary period, more celebrated 

composers began writing solo music for the double bass than ever before.20 There is a 

stylistic gap between the Romantic and Contemporary periods during which solo double 
                                                
18 Paul Ramsier, “Bridging the Gap,” Double Bassist 6 (Spring 1998): 64-65. 
19 George Amorim, “The Influence Of Giovanni Bottesini (1821-1889) on Pedro Valls (1869-1935): An 
Analysis of Homenaje à Bottesini (1906) by Pedro Valls” (DMA dissertation, University of North Texas, 
2009). 
20 Corrado Canonici, “Mind the Gap,” Double Bassist 6 (Summer 1998): 64-65. 
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bass works in the Austro-German Late Romantic style are nonexistent save for Theodor 

Albin Findeisen’s concert works. Although double bassists were being challenged by the 

symphonic writings of other Late Romantic Austro-German composers, Findeisen’s 

compositions are all that remain of double bass concert repertoire from this time and 

place, and even these have fallen out of print. These virtuosic concert works will be a 

welcome addition to the double bass recital repertoire. 

If not for the political turmoil of World War II following Findeisen’s death, his 

compositions would likely have become standard literature for double bassists.21 By 

reintroducing these three important works to the repertoire, double bassists will have the 

opportunity to practice and perform these virtuosic works from early twentieth-century 

Germany. 

In my editing process, I have addressed and remedied limitations of past editions. 

Using primary sources, namely the out-of-print C.F. Schmidt editions and handwritten 

copies of all three works, I notated and edited Nixenreigen, Elegie, and Romantische 

Suite making them more readable for modern bassists. Notation practices for the upper 

register of the double bass have changed significantly in the last forty years. It used to be 

standard notational practice for music written in the second octave of the bass to be 

written at sounding pitch and marked 8va, telling the bassist to transpose the written line 

one octave higher than the usual 8vb transposition (as in musical example 2.1, mm. 131-

134 of Nixenreigen), or to remain in the standard transposition and use many ledger lines 

above the staff (as in musical example 2.2, mm. 98-105 from Nixenreigen). In 

                                                
21 Ture Damhus and Preben Fahnøe, “Theodor Albin Findeisen (1881-1936),” Bass World: The Magazine 
of the International Society of Bassists 29, no. 1 (Winter 2005): 19. 
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Nixenreigen, the treble clef is reserved for the highest register of the bass when Findeisen 

intends for the bassist to play the notes as natural harmonics. Publishers such as Liben 

Music, Yorke Editions, ISG Publications, and others, have standardized the double bass 

notational practice of utilizing bass and treble clef with three ledger lines above and two 

ledger lines below the staff. I have followed this notational practice throughout my 

process to make these pieces more readable for modern bassists. One example of a 

passage where notating in treble clef makes the part more readable is in Nixenreigen, 

measures 98 through 105 as shown in musical example 2.2. 

 

Musical Example 2.1. Nixenreigen, mm. 131-134 

Passage reproduced from original part 

 

 

 

 

 

 

 

 

 



 29 

Musical Example 2.2. Nixenreigen, mm. 98-105. 

Passage reproduced from original part 

 

 

Passage rewritten in treble clef 

 

 

For Elegie, and Nixenreigen Fantasie, I transposed the piano score down one whole 

step allowing the bassist to perform in the standard orchestral tuning of E1-A1-D2-G2 as 

opposed to the original solo tuning of F#1-B1-E2-A2. The practice of solo tuning is a 

timbral issue rather than an issue of pitch.22 Solo tuning became standard when basses 

were strung with gut and silk strings. The purpose of solo tuning was to produce a “more 

forthcoming and less tiring sound for the ear than the original [orchestra] tuning.”23 Solo 

tuning was necessary prior to the advent of steel strings to achieve quicker response, and 

to emphasize the higher partials of the vibrating string, thus allowing it to be heard more 

clearly in a solo setting. Many contemporary string manufacturers produce string sets that 

                                                
22 Frank Proto, “Tunings, Timbre, and Talking Bass,” Bass World: The Magazine of the International 
Society of Bassists 32, no. 1 (Summer 2005): 19. 
23 Findeisen, Theodor Albin. 25 Grosse technische Studien für Kontrabaß durch alle Tonearten zur 
Einführung in die moderne Rhythmik, Harmonik, und Vortragsweise, op. 14. Leipzig: C.F. Schmidt, n.d. 
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have these characteristics while remaining in orchestra tuning. This is a practical solution 

for double bassists who use the same instrument in a variety of performing situations. 

There are two ways to transpose a work to orchestra tuning. One is to transpose the 

double bass part up a major second. The problem with this method, however, is that most 

solo double bass music (especially music written by bassists) is idiomatic, often 

incorporating open strings and natural harmonics. If the double bass part is transposed, 

these idiosyncrasies of the instrument are lost. The other option is to transpose the piano 

score down a major second. This is the method most often used by contemporary editors, 

and the one that I have chosen to follow. This allows the soloist to perform the work with 

the notes in the same tessitura intended by the composer. This becomes particularly 

important during some passages containing natural harmonics that lie beyond the end of 

the fingerboard. To transpose these notes up by a whole step would put them out of reach 

for the soloist.  I have performed the transposed versions of both Nixenreigen Fantasie, 

and Elegie. The new keys of G major and D major, respectively, do not pose any 

additional challenges to the pianist. 

One limitation of the original double bass parts is that they include few performance 

markings. I have added performance markings such as fingerings, bowings, and slurs to 

the double bass part. I have written fingerings as numbers above the note with a roman 

numeral below as a string designation. The G string is represented by roman numeral I, 

the D string by roman numeral II, and so on. To differentiate between Findeisen’s 

fingerings and my own, I have enclosed his original markings within brackets as in 

musical example 2.3. 
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Musical Example 2.3. Nixenreigen, mm. 221-222 

  

 

Any bow markings that are from the original published editions are marked similarly, see 

musical example 2.4. 

 

Musical Example 2.4. Elegie, mm. 114-115 

 

 

Slurs that I have added through the editing process are differentiated from original 

markings by the use of dashed slurs as in musical example 2.5. 

 

Musical Example 2.5. Elegie, mm. 5-7. 

 

 

By studying Findeisen’s five-volume method, Der Lehrer des Kontrabaß-Spieles: 

Eine Grundschule für die höhere Lagen-, Bogen- und Fingertechnik, I have gained an 
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understanding of his methodology and have considered it when editing his works. 

Hermann Reinshagen’s handwritten editions of Elegie and Nixenreigen Fantasie contain 

fingering and bowing markings and I have considered them as well during the editing 

process. Like Findeisen, Reinshagen’s technique was derived from the František Simandl 

branch of the Prague school of double bass. It is plausible that his approach to these 

pieces would be similar to Findeisen’s. 

During the editing process, I have also considered contemporary double bass 

performance techniques. The construction and set-up of the double bass has changed 

dramatically since Findeisen’s death in 1936. With the development of steel strings and 

subsequent changes in instrument design and set-up (e.g. higher string tension, higher 

fingerboard overstand, lower string action, etc.), double bassists have modified their 

technique to match the capabilities of the instrument. Some examples of contemporary 

techniques that are a direct result of these changes are the use of the left hand thumb 

(thumb position) in the lower pitched half of the fingerboard, and the use of fingerings 

that lie across the fingerboard. When making editorial decisions, I have considered the 

methods of late twentieth-century pedagogues such as Frederick Zimmermann, François 

Rabbath, David Walter, and the double bassists with whom I have had the opportunity to 

study, including Barry Green, David Young, and Patrick Neher. One alternative fingering 

method that I have utilized is François Rabbath’s “crab technique.”24 This technique 

allows some passages to be performed with a minimal number of shifts as in musical 

example 2.6, a brisk passage from movement II, measures 10-12 of Findeisen’s 

                                                
24 François Rabbath, Nouvelle Technique de la Contrabasse, vol. 3 (Paris: A. Leduc, 1984), 91. 
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Romantische Suite. The “crab technique” is especially useful in this passage as it allows 

the bassist to play most of the sixteenth-note run without shifting, thus allowing for more 

accurate intonation and making each note equally articulate in the left hand. With 

traditional fingerings, this would be an extremely awkward passage, but with the “crab 

technique” it becomes straightforward. 

 

Musical Example 2.6. Romantische Suite, “Nächtlicher Marsch der Gnomen,” mm. 10-12 
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CHAPTER 3 – NIXENREIGEN 

 

Background 

Nixenreigen (Nymph’s Round Dance) is a single movement, programmatic fantasy 

for double bass and piano. No publication date or copyright notice is printed on the 

original C.F. Schmidt edition. The earliest work of Findeisen’s that includes a publication 

date is his first concerto, opus 15, published in 1920. Although this does not greatly 

narrow down the possible dates for Nixenreigen, it can be deduced that it was published 

before his appointment as double bass professor at the Leipzig conservatory in 1922. 

The cover page includes an illustration and poem that reflect the programmatic nature 

of the composition (see Appendices E and F). The anonymous cover illustration depicts a 

group of nymphs dancing in a circle, surrounding a musician playing the double bass. 

The bassist in the image appears to look coyly out of the illustration at the viewer. The 

accompanying poem by Ludwig Ankenbrand tells the story of a double bassist returning 

home from a performance where he played music to accompany social dancing. Though 

he played joyful music for others, he was lonely, having lost the love of his life years 

before. As a fog moves in to the forest, nymphs and elves begin to dance around him as 

he accompanies their dancing. As the morning arrives, the elves and nymphs vanish and 

the fog dissipates. He wonders if it was all a dream; then he hears the sound of the 

laughing nymphs one last time, reassuring him that the experience was real. Although 

Findeisen does not make direct reference to the text in the score, I have found passages in 

Nixenreigen that likely have a correlation to passages in Ankenbrand’s poem. Throughout 
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the following analysis I reference the poem, highlighting the parallels that I have 

interpreted between the two works. See Appendix G for the complete score. 

 

Analysis 

After an eight-measure introduction, the A section (measures 8-48) of Nixenreigen is 

slow, somber, and hymn-like. The tempo is marked Andante: eighth-note=120 with a 

character marking included, “langsam schreitend und ernst” (slowly and seriously). This 

section likely depicts the double bassist on his way home from his performance, with the 

piano accompaniment plodding along in a G major diatonic progression. Although the 

music is in a major key, it is anything but happy or joyful. The melody is written in the 

middle tessitura of the instrument within a narrow range. It is primarily diatonic for the 

first 48 measures with the exception of one A# in measure 32 that acts as a chromatic 

passing tone to the third of the tonic triad in measure 33. The dynamic level of the 

introduction rises and falls with the phrases between p and mf. 

Measure 49 begins a transition that builds tension through Findeisen’s use of 

chromaticism and widely fluctuating dynamics ranging from pp to ff. This transition 

represents the second stanza of the poem in which the fog enters and the nymphs begin to 

appear. The memory of his lost love “blurs as it floats away into the landscape” in 

measures 79 through 81 in an ascending D major arpeggio that begins f and diminuendos 

to the final high D. 

Measure 82 marks the abrupt beginning of the Rondo section. It is a lively dance in 

compound duple meter with a tempo marking of Allegro con Brio. Findeisen provides 
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little preparation for the shift in dynamic level, tempo, and meter. This movement is a 

rondo with the A section appearing in varied form in measures 90, 124, and 180. Because 

of the brisk tempo, dance-like meter, and rondo form, this section likely depicts the 

nymphs and elves dancing in the woods while the bassist accompanies.  

After a piano interlude in measures 205-208, the music again shifts to a fast duple 

meter. This section is marked “sehr schneller und lustig” (very fast and merry). The 

nymphs and elves continue to dance around the bassist, “They tease him / Flitting, flitting 

around his coat,” with the music of the bass sounding sometimes “like silver bells” and 

sometimes “like a storm.” As this section progresses, the “sounds become louder” as the 

bass plays ascending dominant A7 arpeggios in measures 250-253, culminating in three 

fffs chords representing the striking of the bell, “As a shattered bell struck / Shrill it 

sounds, striking through the air.” 

This is followed by a piano interlude that brings the music back to material similar to 

the opening section and follows the storyline back to its beginning with the bassist alone 

in the forest. The last eight measures decrescendo from p to ppp as “The sun rises, the 

morning dew glistens, / The last star fades!” 

 

Editing Process 

 In the C.F. Schmidt edition of Nixenreigen, Findeisen only provides string or 

fingering indications for three short passages. These indications are in measures mm. 

147-148, mm. 221-222, and mm. 245-247. Although there are many passages that can be 

played equally well with more than one possible fingering, in my opinion there are some 
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passages where one fingering suits the music particularly well. My new edition 

establishes fingerings for these particular passages; the following demonstrates their 

advantages. Please refer to the complete score, located in Appendix G. 

 The opening, andante section of the piece is very lyrical and hymn-like. It is best 

played with a singing tone and, for the most part, on one string in order to maintain a 

consistent timbre throughout. As Findeisen says in Das Vibrato, “The tone should 

breathe, live, and bloom.” Musical example 3.1 shows the opening phrase of 

Nixenreigen. I have used notation similar to Findeisen’s to show the varying amplitude of 

the vibrato: 

 
Musical Example 3.1. Nixenreigen, mm. 9-16 

 

 

I recommend starting on the D string for a darker, more somber tone. Playing this 

passage on the D string also makes the second sub-phrase in measures 5 through 8 

cleanly playable with all stopped notes, including the G on the last eighth-note of 

measure 3. The string crossing at the beginning of the second sub-phrase (measure 5), 

allows the tone to become brighter with the rising line. 
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Within measure 17 we find a perfect application of a technique that Findeisen calls 

“schlag”25 or left hand attack. Without a well-articulated fingering, the sixteenth-note 

triplet embellishment can easily sound mumbled. Although not unique to Findeisen’s 

methodology, he refers to the “schlag” technique in his article, “Ein Reform der 

Pädagogik des Kontrabaß-Spiels” (The pedagogical reform of double bass playing) as 

well as in book three of his method. In Luncford Corzine’s English translation of 

Findeisen’s method, he writes, “Eliminate open strings in playing and gradually learn to 

do without them. The fingers of the left hand are held as high as possible and strike the 

strings with their tips, solid, simultaneous, and rhythmic.”26 Throughout his method 

books, Findeisen presents exercises that are intended to develop a strong left hand attack. 

Another technique that helps the bassist maintain clarity in this figure is using the left 

hand thumb in a lower position whereas it is traditionally anchored behind the neck. In 

the third volume of his Nouvelle Technique de la Contrebasse, noted pedagogue François 

Rabbath encourages bassists to use their left hand thumb in lower positions, “You must 

not hesitate to use the thumb on top of the neck; this gives access to more notes than with 

the thumb behind the neck.”27 Combining Findeisen’s “schlag” technique with the use of 

the left hand thumb on the eighth-note D makes this embellishment more articulate and 

clear requiring no shift or pivot within the slur. The subsequent quarter-notes can be 

played with the first finger after the embellishment is executed, however, to allow them 

to be played as expressively as possible. In measure 19, the second G is best played by 

                                                
25 Findeisen, Der Lehrer des Kontrabaß-Spieles: Eine Grundschule für die höhere Lagen-, Bogen- und 
Fingertechnik (Leipzig: F. Hofmeister, 1938), 3:3. 
26 Findeisen and Corzine, Findeisen Complete Method for String Bass, 2. 
27 François Rabbath, Nouvelle Technique de la Contrabasse, vol. 3 (Paris: A. Leduc, 1984), IX. 
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the first finger and stopped (not as a harmonic) to allow for a full, singing vibrato. The 

second beat of measure 23 is best played with the first, second, and third fingers, 

preparing the left arm and hand for the shift up to the A in measure 24. Although bassists 

usually want to shift before the sixteenth-note in a passage like this, this fingering allows 

all three notes in the slur to be clear and places the shift on the downbeat, so that it does 

not create any unintended syncopation.  

Measures 25 through 32 are a repetition of measures 17 through 24 and can be played 

with the same fingering. Even though the dynamic markings are the same, I recommend 

playing this passage with the final A# chromatic passing tone in mind which accentuates 

the return to G major. The following sixteen measures are a double repetition of the first 

eight measures, transposed one octave higher, creating a parallel interrupted period. This 

passage is best approached with the same attention to lyrical playing as the opening 

material, played entirely on the G string with the first iteration ending in a half cadence, 

and the second resolving in a perfect authentic cadence. 

The ascending line in measures 68 through 71 likely represents the rising fog in the 

second stanza of the poem. This passage is best played with stopped notes for evenness of 

tone throughout the crescendo and to add intensity through vibrato as the notes step 

chromatically up to the high A. The sixteenth-note passage can be played with one up-

bow. This allows the following eight-notes B-flat and C to be played with separate bows 

instead of separately accented slurred notes. The following passage can then be played 

closer to the frog without excessive bow motion early in the crescendo. The Andante 

section concludes with octave D leaps which are played on open strings and harmonics to 
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emphasize the static nature of this passage in contrast to the intense phrase that preceded 

it. For the same reason, the rest of the section can be played with natural harmonics on 

the D and G strings, the one exception being the F# in measure 79, which cannot be 

played as a natural harmonic in this register. This F# is best played with a light bow, 

placed a little closer to the fingerboard than usual for this register to make it sound like a 

harmonic. The second half of the arpeggio in measures 80 and 81 should be played with 

natural harmonics on the D string. This rising line expresses the scene of the bassist’s lost 

love as her figure “blurs as it floats away into the landscape.” 

The serenity of this scene is interrupted by an eight-measure piano interlude that 

begins the Rondo section. This second section represents the elves and nymphs as they 

“continue to dance / They cheer, they dance, they jump.” The compound duple meter and 

faster tempo of this section represent the festivities of the scene. The double bass enters 

in measure 90 after the eight-measure interlude. It is best to start this passage with a 

down-bow as this sets the bow to play the dynamic markings of the phrase and adds an 

accent to the downbeats, emphasizing the dance like nature of the music. After the fourth 

measure, a slight retake of the bow is necessary to put the bow in optimum position to 

play the antecedent phrase. This phrase begins with an up-bow, which returns on the 

second beat to the same dotted quarter bowing as in the first phrase. 

Measures 102 through 105 of the following phrase poses some technical challenges 

for both the left and right hands. The challenge for the left hand is to accommodate the 

tonal shift from C major to C-flat major. This modulation is smoothly accomplished by 

utilizing a thumb extension on the sixteenth-note G-flat in measure 102. The hand is then 
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in position to utilize Francois Rabbath’s “crab technique” to reach the D-flat at the end of 

the phrase as shown in musical example 3.2. Measures 101 through 105 pose bow 

distribution challenges for the right hand. In the first book of Findeisen’s method, he 

discusses bow distribution and emphasizes that notes of equal rhythmic and dynamic 

value must be played with the same amount of bow motion.28 Frederick Zimmermann 

also emphasizes Bow distribution in his book, A Contemporary Concept of Bowing 

Technique. Played “as it comes,” this passage places the bow closer to the tip at the end 

of the phrase than at the beginning. This is because the down-bow plays a quarter-note’s 

worth of time longer than the up-bow. Ideally, the bow should end in the same position as 

it began. To accomplish this, the dotted eighth-note followed by a sixteenth-note figure is 

best played with a portato bowing. This places the bow at the same position at the 

beginning of measure 105 as it was at the beginning of the phrase. Musical example 3.2 

shows the passage with fingerings and bowings added. This passage appears again in 

measures 106 through 109 transposed up a major third to E-flat major and can be played 

with a similar fingering and bowing. 

 

Musical Example 3.2. Nixenreigen, mm. 101-105 with fingering and bowing suggestions 

 

 

                                                
28 Findeisen, Der Lehrer des Kontrabaß-Spieles: Eine Grundschule für die höhere Lagen-, Bogen- und 
Fingertechnik, 1:22. 
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Measures 131 through 135 pose challenges for the right hand. After the repetition of 

the eight-bar theme in measures 124 through the downbeat of 131, the bass plays a quick 

sixteenth-note scale up to D5 in measure 132. This scale is smoothly played utilizing 

Rabbath’s “crab technique,” allowing the entire minor seventh run to be played across the 

G and D strings without shifting. It also places the left hand in position to play through 

the sixteenth-note C# in measure 133. The left hand then shifts to play the D5 with the 

thumb. This shift is placed here so as to emphasize the dominant to tonic relationship 

between the D and G, and rhythmically divide the dotted quarter-note into sixteenth-note 

triplets. Another reason for this fingering is that it makes the following shift back to the 

B3 in measure 134 more comfortable because the hand is returning to the same position it 

was in just moments before. With the first finger placed on the B, the hand is in position 

to begin the lamento buffo passage, starting on the sixteenth-note pickup to measure 140. 

The lamento buffo passage in measures 140 through 155 consists of two eight-

measure phrases, each consisting of seven repetitions of the rhythm: , and 

concluding with the rhythm: . I have chosen fingerings for this passage that allow 

the bassist to play as many of these gestures as possible without shifting. I have also 

linked many of the gestures together in such a way as to limit shifts between gestures. 

There is an apparent misprint in the bass part in measure 142 that I have corrected. 

Nearly all of the gestures in the lamento buffo section resolve to the tonic of the 

accompanying triad. In measure 142, although the piano is playing an F# minor triad (G# 
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minor in the original tuning), the double bass “resolves” to an F natural in the original 

part and score. I have changed this pitch to an F# to match the accompanying harmony. 

There is also a misprint in measure 155 of the piano part. The left hand of the piano 

part changes to treble clef in measure 154, then returns to bass clef in the next measure. 

This return to bass clef causes the left hand to make an abrupt leap followed by both 

hands playing parallel sixths. If left in treble clef, this line is an octave doubling of the 

right hand and resolves on a first inversion D major triad. It is likely that the publisher 

accidentally printed this system with a bass clef out of habit because it is the first system 

of a new page. I have kept the left hand in treble clef through measure 155, changing to 

bass clef in measure 156 as in musical example 3.3. 
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Musical Example 3.3. Nixenreigen, mm. 154-156 

Original score 

 

Corrected score in orchestra tuning 

 

 

Measures 180 through 204 are the final repetition of the A section of this rondo. After 

the first eight measures, which remain the same in each repetition, this is the most lyrical 

variation of A. I have included fingerings that require the bassist to play almost 

exclusively on the G string, emphasizing the singing style of this passage. 
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The next section is marked “Sehr Schneller und Lustig” (Very Fast and Humorous) 

and likely represents the scene from the poem where the elves and nymphs, “tease him / 

Flitting, flitting around his coat. / Cheering and dancing and singing.” Most of these 

passages are very scalar and playable at the fast tempo that Findeisen dictates. There are 

two passages where finger substitutions make for smoother slurs, as in measures 213 

through 214, and measures 238 through 239 (see musical example 3.4). 

 

Musical Example 3.4. Nixenreigen, mm. 213-214 and 238-239 

 

 

 

In this passage there is one apparent misprint in measure 231 of the piano part. In the 

original score, the piano plays a B major triad (with a D#) while the double bass plays an 

ascending B minor scale (see musical example 3.5). Considering the augmented unison 

this D# creates and that the preceding harmonies contain the pitch D natural, this is likely 

an oversight of the publisher. In my transposed edition I have changed this chord to an A 

minor triad. 

 



 46 

Musical Example 3.5. Nixenreigen, mm. 229-231 

Original score 

 

Corrected score in orchestra tuning 

 

 

After the grand pause, the piano plays a fully diminished seventh chord in measures 

258 and 259. The B on the downbeat of measure 259, however, is missing the accidental 

that is present in the surrounding chords (see musical example 3.6). Although this is 

directly after a bar line, it is unlikely Findeisen intended harmonic motion at this 

relatively stagnant moment of the piece. In addition, common notation practice is to 
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include a courtesy accidental if he did intend a B natural. With these points in mind, I 

have added the accidental to the downbeat of measure 259. 

 

Musical Example 3.6. Nixenreigen, mm. 253-260 

Passage reproduced from original score 

 

Corrected score in orchestra tuning 
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One challenge in editing this piece from the C.F. Schmidt and Reinshagen editions 

relates to an accidental that occurs in the final A section. Although the harmony and 

melody are the same as the first A section, in measure 286 there is a D# written at the end 

of a triplet in beat two that is written as a D-natural in measures 17 and 25 (see musical 

example 3.7). 

 

Musical Example 3.7. Comparison of measures 17 and 286 in Nixenreigen 

Measures 17-18 

 

Measures 286-287 

 

 

This D# chromatic neighbor tone is out of place within this otherwise diatonic passage. 

Since this is otherwise an exact repetition of the introduction, and one accidental hardly 

constitutes a variation, one of these notes is most likely a misprint. In Reinshagen’s 

edition, he chose to alter the opening statement, changing the D-natural in measure 

seventeen to a D#. This is a very reasonable choice, especially considering the chromatic 

nature of Findeisen’s works. But when one considers that in the opening section the first 

printed chromatic note is an A# passing tone in measure 32 that is accompanied by a 
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dominant to tonic resolution and an increase of dynamic level, this is a much more fitting 

context for the first chromatic embellishment of the piece. Of the three times in the piece 

that this gesture appears, only once in measure 286 does it appear as a D#. With these 

issues taken into consideration, I have notated this D# as a D-natural as in measures 17 

and 25. 

With special attention given to remedying the limitations of the previous publication 

of Nixenreigen, my edition with all of its editorial markings is performance ready. As a 

programmatic concert work for double bass, Nixenreigen presents an interesting option 

for bassists searching for new recital material. Whether presented from the stage or 

printed in the program, the poem and illustration that accompany the work add interest to 

an already dynamic concert work. 
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CHAPTER 4 – ELEGIE 

 

Background 

Elegie is Theodor Albin Findeisen’s nineteenth opus. Although there is no date given 

for this work, it falls between his two concertos, opp. 15 and 25, dated 1920 and 1926 

respectively. It can be deduced that Elegie was written between these years. It is also one 

of Findeisen’s last concert works before he dedicated himself to pedagogical writing from 

1929 until his death in 1936. The dedication for Elegie reads: “Seinem Freunde Robert 

Schäfer in Chemnitz gewidmet” (Dedicated to His Friend Robert Schäfer in Chemnitz). 

The work is subtitled, “Am Grabe des Freundes” (at the grave of a friend). 

 

Analysis 

The following brief analysis of the form of Elegie serves to demonstrate Findeisen’s 

compositional craft. Please refer to the complete score, located in Appendix H. Elegie is a 

single movement piece in ternary form. It begins with a four-measure introduction 

establishing the key of B minor. The theme is introduced in measure 4 starting on the 

dominant scale degree of F# and concludes on the same pitch in measure 11. Measures 12 

through 27 function as a highly chromatic transition to the minor dominant key of F#. 

The original theme is restated in measure 28, now beginning on C#. The resolution of this 

iteration is interrupted, however, on beat three of measure 33 by a cadenza that serves as 

a transition to the relative major. This modulation marks the beginning of the B section, 

beginning in measure 45. The B section becomes more and more dissonant until it 
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reaches a climax both dynamically and harmonically in measure 65. Marked fff in the 

double bass part and ff in the accompaniment, this is the loudest and most harmonically 

dissonant section in Elegie. The B section returns to the key of D Major with a clear V7 – 

I resolution in measures 89-90 that is reiterated in measures 92-93. The brief serenity of 

this resolution is interrupted, however, in measure 95 by an incomplete fully diminished 

leading-tone chord that resolves to the original key of B minor. A cadenza in measures 

97-107 serves as a retransition to the A’ section. In measures 105-107, the double bass 

stalls on the pivot pitch of F# and the composer presents one last glimpse of the relative 

major before returning to B minor in measure 108. The theme is presented in slightly 

varied form through measure 114 where, beginning on a dominant pedal in the 

accompaniment, it resolves to the tonic of B minor through a prolonged resolution in 

measures 131 through the end of the piece. Through the use of dissonant color tones, 

common tones between keys, and extensive chromaticism within transitional sections, 

Findeisen is able to create the sense of tonal ambiguity that is representative of the 

Austro-German Late Romantic style. 

 

Editing Process 

There are only four performance markings in the original C.F. Schmidt edition of 

Elegie. They are two down-bow markings in measures 12 and 114, a fingering and string 

designation in measure 131, and a harmonic marking over the high D in measure 132. 

The most significant editorial decisions I have made in Elegie have to do with bow 

direction and distribution. In the first measure, I have chosen to change some of the slurs 
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to make it more consistent with the restatement of A in measure 108, to create more 

symmetric phrasing. Bassists often modify slurs and ties to suit their own bowing style, 

and I believe these original slurs are an artifact of beginning the piece down-bow. If 

begun down-bow and played with symmetric phrasing, the ascending sixteenth-note line 

in measure eight begins on a down-bow. This ascending passage is best played up-bow to 

follow the rising dynamic level into the antecedent phrase. Starting the piece up-bow, in 

the upper half of the hair resolves this issue with bowing and phrasing. It is also 

consistent with the quiet dynamic level of the passage. I have combined elements of both 

measures into a homogenous slur that begins on the second note of the measure and 

continues through the first beat of the following measure. With this change, the two sigh-

like figures in measures 5 and 6 result in the same bow direction in measure eight as in 

the original. The repetition of the A section in measure 108 is written similarly and is also 

begun up-bow if the preceding passage is played as printed. 

In measure 12, I have chosen to change Findeisen’s down-bow marking to begin the 

transition section with an up-bow. There are three reasons for this change. First, after the 

decrescendo in measure 11, the bow is already in position for a pp up-bow. Second, 

reversing the bow direction works well with the crescendo and decrescendo markings in 

measures 12 and 13. Third, this change allows the descending triplet passage in measure 

14 to be played in one bow, without unnecessarily interrupting the descent with a bow 

change until the fz E in measure 15. 

In measure 20 I have added a slur from the last beat to the half-note in the following 

measure. I believe this missing slur was a misprint for two reasons. First, this same 
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rhythm is repeated four times in a row in measures 16 through 20 and this is the only time 

it is printed differently. Second, even with Findeisen’s original down-bow marking in 

measure 12, leaving out this slur results in an awkward up-bow on the ff downbeat in 

measure 22. In Reinshagen’s edition, he resolved this issue by removing another slur 

between measures 19 and 20. This change also results in the desired down-bow in 

measure 22, but I feel that it is best to keep the slur consistent with the previous 

measures. 

A new statement of the theme, now in the dominant key, begins in measure 28. I have 

changed the slurs in the first three measures as I did in the first statement in measures 5 

through 7. As in measures 5 and 28, this passage should begin with an up-bow. I have 

also adjusted the slurs in measure 32 and 33 to match the first statement in measures 9 

and 10. I believe Findeisen’s slurs in this measure are again artifacts of beginning the 

phrase down-bow and playing the thirty-second notes in measure 33 up-bow, resulting in 

a down-bow on the triple forte B in measure 34. However, these thirty-second notes are 

marked ritardando, are accented, and quickly crescendo to a triple forte note that is 

marked rabbia (ferocious). With these elements in mind, playing these four notes with 

separate bows adds to the drama of the moment. This also prepares the strong down-bow 

in measure 34 that begins the short cadenza in measures 35 through 44. 

The B section begins in measure 45 and should be played as lyrical as possible. The 

sixteenth-note runs in measures 57 and 59, although divided in two bows in the original 

bass part, are both written under one slur in the full score. I have chosen to use the slur 

marked in the score. It is similar to the rising sixteenth-notes found in measures 8 and 31, 
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all single gestures that lead to the downbeat of the following measure. These notes easily 

fit within one bow stroke, these slurs do not change the resulting bow direction, and they 

work well with the dynamic markings. As Findeisen teaches in the first volume of Der 

Lehrer des Kontrabaß-Spieles, “The pressure on the bow (the swelling) is on the outer 

sides of the arch.”29 Musical example 4.1 is a comparison of measure 57 and Findeisen’s 

diagram of the dynamic tendencies of the bow.30 

 

Musical Example 4.1. Elegie, measure 57 and Findeisen’s bow diagram 

 

 

 

As they are printed, both the C.F. Schmidt and Reinshagen editions of the bass part 

are one measure shorter than the piano score. This is because they are missing a measure 

preceding the final A section, beginning in measure 108. I have corrected this misprint by 

adding this additional measure at it appears in the piano score, see musical example 4.2. 

 

 
                                                
29 Findeisen, Der Lehrer des Kontrabaß-Spieles: Eine Grundschule für die höhere Lagen-, Bogen- und 
Fingertechnik, 1:10. 
30 Ibid. 
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Musical Example 4.2. Elegie, mm. 104-108 

Original bass part 

 

Corrected measures 

 

 

The following A section begins just as it did in measure 5 and should be played with 

an even lower dynamic level, as is indicated by the pp marking in the part. Starting with a 

very low dynamic level allows for the dramatic crescendo in measures 113 through 115. 

This molto crescendo can be accomplished by incrementally increasing bow speed, even 

if it means breaking the long slurs. Arriving in measure 115, each of these notes marked 

fff should be played with a full bow, emphasizing the accent and tenuto markings. 

The pianissimo dynamic marking and the repetitive arpeggiations in the 

accompaniment in measure 124 set a serene mood. The bass part should, therefore, be 

played as smooth and clean as possible without glissandos or accents, and with a modest 

vibrato. The fingerings in these measures place every note of each slur within one 

position with the exception of the D octave leap in measure 132. The “D Saite” (D string) 

designation, harmonic markings, and fingerings in measure 131 are Findeisen’s own. 
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They show that he intended this closing passage to be played with a darker timbre, 

reflecting the elegiac nature of the piece. To continue this somber tone through the end of 

the piece, I have chosen a fingering that allows the bassist to play this passage across the 

strings in Findeisen’s 3.5, 4, and 5 positions. 

With the transposing and editorial markings complete, Findeisen’s Elegie is ready for 

performance. This piece adds breadth to the double bass literature, representing the Late 

Romantic Austro-German School of composition. Double bassists who add Elegie to 

their repertoire can be confident that my editorial markings are the result of thoughtful 

consideration of Findeisen’s method and modern performance techniques. 
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CHAPTER 5 – ROMANTISCHE SUITE 

 

Background 

Romantische Suite is a four-movement work that Findeisen composed early in his 

career. It is labeled opus 10, which places it directly after Nixenreigen in his list of 

compositions. Findeisen dedicated this work to Karl Witter, a contemporary who was 

professor of double bass at the Bavarian State Conservatory of Music in Würzburg, 

Germany.31 This is the only composition of Findeisen’s that has been released on 

commercially available recordings.  

 

Arrangement for two double basses 

Romantische Suite was originally composed for violin and double bass in solo tuning. 

The main challenge of transposing Romantische Suite to orchestra tuning involves the 

tuning of the violin. Findeisen makes extensive use of the violin’s lowest register in 

movement two of the suite where he repeatedly utilizes the low G#. Since this is one half 

step above the lowest possible pitch on the violin, it is impossible to transpose the violin 

part down a major second. This led me to consider other possibilities that would allow the 

piece to be performed in orchestra tuning. One possibility would be to transpose the bass 

part up one whole step. This is not a viable option considering Findeisen utilizes many 

harmonics in the double bass part, without which this piece would be extremely 

                                                
31 Janosch Korrell (interviewer), “Memories of a Student After the War: Walter Lessing Talks to Janosch 
Korrell,” Hoschule für Musik Würzburg, http://www.hfm-wuerzburg.de/hochschule/wissenschaft-
forschung/forschungsprojekte/bayer-staatskonservatorium-der-musik-1930-1950/interview-w-lessing.html 
(accessed April 7, 2011). 
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impractical to play, if not impossible. Another consideration is to reassign the violin part 

to viola or cello. Neither of these possibilities would keep the same character of the 

original score. After considering all of the abovementioned options, I tried playing the 

violin part on the double bass, transposed down a major second. Although challenging, 

the violin part lies well on the double bass and is similar in style to Findeisen’s writing in 

his 25 Technical Studies. The part lies so well on the bass that one can imagine Findeisen 

writing the violin part with bass in hand. 

With some rearrangement of the parts, I found that Romantische Suite works very 

well as a double bass duet. There is a history of double bass ensemble music including 

Bottesini’s Passione Amorosa and Gran Duo Concertante (later arranged by the 

composer for double bass and violin), and Findeisen’s own Quartettsuite für 4 Celli oder 

Kontrabässe (Quartet Suite for 4 Cellos or Double Basses). Influenced by this history and 

the possibility of an edition of Romantische Suite that could be performed in orchestra 

tuning, I commenced arranging the piece. 

I refer to the parts in my arrangement as double bass one (DB1) and double bass two 

(DB2). My arrangement process takes into consideration the playability of the resulting 

DB1 part (originally the violin part) and the voice spacing between DB1 and DB2. One 

element to consider when transcribing pieces for the double bass that were originally 

written for higher pitched instruments, such as the violin, is how the pitches will sound in 

a lower octave. In an interview with the Curtis School’s Laura C. Kelly, Edgar Meyer 

relates two challenges when transcribing works for the double bass, “In a nutshell, the 

bass has a very hard time with rapid arpeggiation,” he said. “Ironically, the bass can 
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move very fast. It really can play just as quickly as the violin, on a purely scalar passage 

or a linear passage. But the notes will be less clear. ... If it’s fast the notes themselves 

actually have to be simpler in some way. ... Because of the less clear sound, if the 

information is too complex, it will not quite work as well on bass, even if you execute it 

perfectly.”32 There are instances in my arrangement where I have simplified rapid 

arpeggiations in the violin part for the sake of clarity. 

Another element of the arranging process to consider is the sounding pitch of the 

double bass. The double bass is a transposing instrument, sounding one octave below 

written pitch, there are occasional part collisions and inverted counterpoint that occur 

when the violin part is transposed down one octave that I have resolved through 

transposition. In my arrangement I have attempted to maintain the original harmony of 

the piece, including harmonic inversion where notes have been removed or reassigned. I 

have included tables outlining all of the changes made to each of the movements of 

Romantische Suite. These are labeled tables one through four. See Appendix I for the 

complete arranged score. 

Movement one, “Am Birkenwald” (At the Birch Forest) required little arrangement of 

the parts. Measures 13 through 20 are written in close spacing and the octave 

transposition of DB1 causes the two parts to be in the same register, regularly crossing 

paths. This not only causes many part collisions, but also inverts larger dissonant 

intervals like the minor seventh on the second beat of measure 13, creating a major 

                                                
32 Laura C. Kelley (interviewer), “Meet the Faculty: The Natural, Friendly Bass Player,” Overtones (Spring 
2007), http://www.curtis.edu/resources/uploads/embeds/file/Faculty/Meyer,%20Edgar.pdf (accessed 
December, 2012). 
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second. Some double stops that were originally written in the violin part become more 

playable by DB2 when transposed down an octave. One example of this is in measure 83 

where I have assigned the half-note F to DB2. What would have been a challenging shift 

into a minor third double stop for DB1 becomes a major third played by DB2 that stays in 

position, requiring no left-hand shift. 

 

Table 5.1. Changes made to Romantische Suite: I. “Am Birkenwald” 

Measure 
Number 

Change Made Reason for Change 

13-20 Transposed DB2 
down one octave 

Maintains the original spacing through a 
very dissonant passage. DB2 returns to 
original octave in measure 22. 

82-85 Removed double 
stops in DB1 

Allows the line to be as lyrical as possible 
while maintaining the low dynamic level 
Findeisen dictates 

83 and 85 Reassigned F and 
A from DB1 to DB2 

Creates very playable double-stops in DB2 
that fit in well with the accompaniment line 

 

Movement two, “Nächtlicher Marsch der Gnomen” (Nocturnal March of the 

Gnomes) required more arrangement of the score than any of the other movements. One 

reason for this is that it is twice as long as the other movements. The main recurring 

reason for arrangement, however, is because the two parts are written close together. The 

violin part has a very wide range and is often in the lowest register of the instrument. 

These lowest passages often cause collisions with DB2, especially when the violin part, 

which becomes DB1, includes a wide double or triple stop below the melodic line. 
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Arrangement for this movement begins in the first measure where the violin and 

double bass parts form a D major triad. The violin part includes a minor sixth double 

stop, which in this register requires a large shift to play with the surrounding sixteenth-

notes. By reassigning the notes of the triad and keeping them in their original written 

register, both bassists are able to play this passage without shifting. Measure 4 contains 

an issue that arises often in this piece. Due to the narrowed spacing between the two 

parts, a note that was originally doubled at the octave (A2 in this case) is now unison. I 

have chosen to address this issue throughout the movement by removing one of the 

unison notes.  

There is one apparent misprint in the original score, occurring in measures 17 through 

18. The pitch C# occurs twice in this passage when it likely was intended to be a C 

natural. This is because the passage is in the key of G major. Every other time the pitch C 

occurs between measures 15 and 18, it is written as a C natural, leading to an authentic 

cadence on the last beat of measure 18 (see musical example 5.1). 
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Musical Example 5.1. Romantische Suite, “Nächtlicher Marsch der Gnomen,” mm. 15-18 

Reproduced and transposed from original score 

 

Corrected score 
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In measure 31, I have chosen to remove the lower G octave because this unprepared, 

double-stopped octave is unidiomatic of the double bass when played at this tempo and is 

rarely played in tune. I kept the higher note because it is the resolution of the ascending 

arpeggio in the previous measure. 

In measures 43 and 44, I have removed the double stops on the third and fourth beats 

because this gesture is not idiomatic of the double bass in this register. It is intended to 

sound similar to measure 51 in DB2 with the slur played across the strings. This 

maintains the original character of the passage while making it playable on the double 

bass. 

Measures 50 through 53 (see musical example 5.2) pose a unique issue. Many of the 

double and quadruple stops in this passage are unidiomatic of the double bass and some 

lie well beyond the range of the typical double bass. Looking at the original violin part, 

the sixteenth-note run at the end of measure 50 clearly should resolve to a B4. This 

resolution is displaced by an octave, however, on the downbeat of measure 51 with a B3 

and B5 as the outer voices of the chord. In addition, the lower melodic line continues as if 

the sixteenth-note passage had resolved on the expected B4. For this reason, the lower 

pitches are the melodic line harmonized by the upper voice. In the arrangement, I chose 

to resolve the sixteenth-note passage on the expected B4 (now written A4 in the 

transposed arrangement) and follow the resulting melodic line. The sixteenth-notes in 

beat two of measure 53 are transposed down one octave to include them in the resulting 

melodic line. 
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Musical Example 5.2. Romantische Suite, “Nächtlicher Marsch der Gnomen,” mm. 50-53 

 
Reproduced and transposed from original score

 
 
Arranged Score
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The wide double-stopped leaps on beats one and three of measures 55 and 56 would 

require such a large left-hand shift that rhythm and intonation are likely to suffer. I 

removed the lower note of the first double stop because the melodic line in the previous 

measure (ending on G#) is intended to resolve to A. The second eight note double stop is 

reduced to the C# because the chordal third of this A major, dominant triad would 

otherwise be missing. 

 

Table 5.2. Changes made to Romantische Suite: II. “Nächtlicher Marsch der Gnomen” 

Measure 
Number 

Change Made Reason for Change 

1-2 Reassigned 
double-stopped 
notes 

Makes both parts playable without 
shifting into and out of double-stops to 
improve intonation 

4 Removed lower 
note of double 
stop on downbeat 
in DB1 

Pitch is doubled in DB2 

 Exchanged inner 
voices 

Makes DB1 more playable without 
changing the relationship between the 
outer voices 

5-6 Same treatment as 
beginning 

 

14 Removed F# from 
DB2 

F# is doubled in the same octave in DB1 

17-18 Changed C# to C 
in DB2 

Misprint in original score 

30 Removed triple 
stop in DB1 on 
downbeat 

Closer spacing causes parts to collide and 
double pitches 

31 Removed G 
octaves in DB1 

This double-stop is unidiomatic of the 
double bass. When unprepared, as in this 
passage, it is rarely played in tune. 

32 Removed G 
octaves on 
downbeat 

Pitches are doubled in DB2. 

34 Removed triple 
stops in DB1 

"A" is in DB2. Narrow spacing causes the 
parts to collide. 
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43-44 Removed double 
stops in third and 
fourth beats 

Unidiomatic double stops. Arrangement 
best maintains the character of the 
passage. 

45 Removed double 
stops in ascending 
chromatic line 

The narrowed range makes this passage 
especially dense when played by two 
basses. I thinned out DB1 to add clarity.  

 Removed double 
stops in beat three 

Same reason as measures 43-44 

47 Removed octave 
on last eighth-note 

Unprepared octave as in measure 31 

48-49 Removed leaps on 
the second eighth-
note of each beat 

Most of these leaps cannot be played in 
one position, requiring large shifts to 
accomplish them, resulting in intonation 
issues at this tempo. 

48-49 
(cont.) 

Removed lower 
note of double 
stops and 
transposed upper 
line down one 
octave through 
downbeat of 
measure 50 

Upper line is the main melodic line and 
extends well beyond the end of the 
fingerboard. When transposed down an 
octave, the double stops become muddy 
and overpower the melody in DB2 

51-53 Removed double 
and quadruple 
stops 

Upper octave lies well beyond the range 
of the double bass. 

55-56 Reduced double 
stops to inner 
melodic line.  

Intonation and rhythm issues arise with 
these wide double stopped leaps. Inner 
voices maintain the dominant harmony. 

57 Eliminated inner 
voice and 
transposed lower 
note up one octave 
to original 
sounding pitch 

These wide triple stops do not lie in one 
position on the bass and would require an 
arpeggiation to execute, thus harming 
the rhythm. Eliminated the F# because 
DB2 is playing the same pitch. 

58-59 Eliminated lower 
voices 

Similar to measure 57. 

68-71 Eliminated lower 
voices in double 
and triple stops 

These widely voiced block chords cannot 
be played without arpeggiation requiring 
shifts. This single melodic line sounds 
much cleaner on the bass. 

71-72 Reassigned double 
stops 

Similar to measure 1 
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73 Reassigned notes Original notation results in a muddy close 
position triad in a low register. This 
arrangement puts the chord in open 
position. 

 

The third movement of Romantische Suite, “Unterm Haselbusch” (Under the Hazel 

Bushes) required much less arrangement than did the previous movement. The octave 

transposition of an already low violin part caused many collisions between DB1 and DB2 

in measures 15 through 18. Because this passage was written in the lower register of the 

violin, I was able to transpose the DB1 part back up to original sounding pitch. Measures 

19 through 24 had a similar issue, but the violin part was written too high to play at the 

original pitch on the double bass. I chose to resolve this voice spacing issue by 

transposing DB1 down one additional octave to place it below DB2. This transposition 

also allows DB2 to come through as the main melodic line of this passage, as is 

distinguished in Findeisen’s dynamic markings of forte in the violin part and fortissimo 

in the double bass part. In measures 35 and 36 of the third movement (see musical 

example 5.3), the original violin part contains two wide leaps that for a bassist, at the 

prescribed tempo, result in intonation problems and undesired glissandi. I have changed 

these two notes to passing tones that retain the original harmony and contrapuntal 

integrity of the line, but make it much more playable for the bassist. 
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Musical Example 5.3. Romantische Suite, “Unterm Haselbusch,” mm. 35-36 

Reproduced and transposed from original score 

 

Arranged score 

 

 

Measures 60 through 64, an already dissonant passage, became even more dissonant 

with the narrowed spacing between DB1 and DB2. Intervals that were originally sevenths 

and ninths became much more dissonant seconds. Transposing DB2 down one octave 

was not an option, as this would cause the harmony to become exceptionally muddy in 

this lower register. DB1 could not be transposed up to original sounding pitch because 

this would put some notes beyond the advanced practical range of the double bass. To 

address this issue, I removed the lower pitches in DB1. Although this transposition 

lessens the chromaticism, it maintains the character of this passage. 
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Table 5.3. Changes made to Romantische Suite: III. “Unterm Haselbusch” 

Measure 
Number 

Change Made Reason for Change 

15-‐18	   Transposed 
DB1 up to 
original 
sounding pitch 

Closer spacing in lower octave caused 
many part collisions in these chords. The 
transposed part preserves the original 
texture. 

19 (last 
eighth-note)-
24 (third 
eighth-note) 

Transposed 
DB1 down one 
octave 

Transposed line avoids part collisions 
between voices, allows DB1 to emerge 
with the melodic line, and keeps the part 
within the playable range of the double 
bass. 

39 (second 
sixteenth-
note)-40 (first 
four 
sixteenth-
notes) 

Transposed 
DB1 down one 
octave 

Transposed DB1 into a range that makes 
it cleanly playable. 

60-64 Removed 
octave 
doublings and 
double stops 

The closer spacing causes these 
intervals to be even more dissonant than 
in the original. 

 

Arranging the fourth and final movement, “Erlauscht” (Overheard) posed issues that 

were primarily associated with voice spacing. The first three changes are all octave 

transpositions of either DB1 or DB2 that maintain clarity between the two voices. In 

measures 23 through 28 and 77 through 81, I transposed DB1 up to the original violin 

sounding pitch to maintain the original spacing between the two voices. In measures 57 

through 60, I chose to transpose DB1 down one octave to place the two parts in distinct 

ranges, as they are in the original. At this point, the violin ascends to a higher register, 

allowing the double bass to take over the melodic line established by the violin in 

measures 37 through 51. Playing this high violin part at pitch is not an option on the 

double bass, so I have transposed it down an additional octave to make room for DB2 in 

the upper register. Although this transposition results in inverted counterpoint, it 
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maintains the tranquil nature of the passage and allows DB2 to remain the focal point of 

the passage. 

The three final changes made to the fourth movement are also associated with voice 

spacing issues that arise after the violin part is transposed down one octave. In measure 

84, I have removed the B from the first eighth-note of beat two in the double bass part 

and replaced it with the D that was originally in the violin part. I made these adjustments 

because both voices are playing unison B3, causing an undesirable change of texture. 

 

Table 5.4. Changes made to Romantische Suite: IV. “Erlauscht” 

Measure 
Number 

Change Made Reason for Change 

23-28 Raised DB1 to 
original 
sounding pitch 

The closer spacing resulted in inverted 
counterpoint. This transposition 
maintains the original passage. 

57-60 DB1 transposed 
down one 
octave 

The original line (with the resulting 
octave transposition) puts the two parts 
in the same register, lessening the 
clarity between the two voices. This 
transposition allows the two parts to be 
heard as separate and distinct lines. 

77-81  Transposed 
DB2 one octave 
down 

Similar to mm.57-60, only this time I 
have transposed DB2 down to maintain 
clarity between the two lines. 

84 Removed B 
from DB2 and 
assigned D 
from violin part 
to DB2 

The B originally in DB2 is doubled in 
DB1. This note is an essential part of the 
DB1 melodic line. I have chosen to 
separate the double stop from the violin 
part and assign the lower note to DB2. 

85 Assigned F 
from violin part 
to DB2 

This note results from the D that was 
assigned to DB2 in measure 84. This F is 
more idiomatic as a double stop in the 
context of DB2 than it is in DB1. 

87 (third 
eighth-note) 

Assigned G to 
DB2 

The leap and resulting shift in DB1 from 
B to E is challenging enough without a 
major sixth double stop. This G, 
however, creates a very playable tritone 
in DB2. 
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After transposing and arranging Romantische Suite, I added performance markings 

that reflect my study of Findeisen’s method and modern double bass pedagogy. What 

follows is a description of my editing process. 

 

Editing Process 

In this section, I focus primarily on my fingering and bowing choices for DB1. 

Findeisen provided many more finger and bow markings in this piece than in Nixenreigen 

or Elegie. I have included Findeisen’s editorial markings for DB2 using the same method 

described in Chapter 2. 

The first movement of Romantische Suite, entitled “Am Birkenwald” (At the Birch 

Forest) begins with a four-measure phrase played by DB2 that begins with an ascending 

fourth from G to C. These four measures are then repeated in DB1. Although the G is an 

open string, I recommend starting the piece with the first finger on the D string. This 

allows the performer to shape this quarter-note with vibrato. In Corzine’s translation of 

Findeisen’s method, he states that the bassist should, “Eliminate open strings in playing 

and gradually learn to do entirely without them.”34 For this same reason, I recommend 

playing the A and G in Findeisen’s VII position, with the third finger on the A and the 

first finger on the G to allow the bassist total control over each note. 

The ascending passage in measures 29 through 30 can be played with rhythmic 

fingering leading up to the high C# in measure 31. Rhythmic fingering is a concept 

                                                
34 Theodor Albin Findeisen and Lunsford M. Corzine, Findeisen Complete Method for String Bass: The 
Modern Scientific Method for Rapid, Advanced Position, Bow and Finger Technique (New York, NY: M. 
Baron, 1947), 1:2. 
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developed by David Walter where shifts are placed on a pulse or accent rather than 

within subdivisions. Measures 32 through 33 are best played with a fingering that places 

shifts during bow changes as in musical example 5.4. The last eighth-note of measure 31 

departs from rhythmic fingering to prepare the sixteenth-note figure on the downbeat of 

measure 32. Notice the use of Rabbath’s “crab technique” in measure 33 between the A, 

played by the thumb on the G string, and the G played with the third finger on the D 

string. 

 

Musical Example 5.4. Romantische Suite, “Am Birkenwald,” mm. 29-33 

 

 

Measures 39 through 41 are similar to the opening phrase. I recommend fingering this 

passage similarly with the exception of the D in measure 41. This note can now be played 
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with the fourth finger in preparation for the following C and the chromatic ascent back to 

D. 

Measures 54 through 57 consist of homophonic double stops in both parts, which lead 

to an imperfect authentic cadence in measure 57. These double stops required no 

arrangement from the original score and lie very well on the double bass. Musical 

example 5.5 contains my suggested fingering for this passage. 

 

Musical Example 5.5. Romantische Suite, “Am Birkenwald,” mm. 54-57 

 

 

In measure 75 of the first movement of Romantische Suite, I have applied Findeisen’s 

thumb extension fingering. In volume four of Der Lehrer des Kontrabaß-Spieles, 

Findeisen introduces the use of thumb extension fingerings in the form of an exercise and 

an etude to help the bassist develop this skill. Findeisen uses the  symbol to designate 

when to utilize the thumb. Excerpts from the exercise and etude are labeled musical 

examples 5.6 and 5.7 respectively. 
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Musical Example 5.6. Thumb position exercise from Der Lehrer des Kontrabaß-Spieles, 

m. 1.35 The symbol  denotes the use of the thumb. 

 

 

Musical Example 5.7. Thumb position etude from Der Lehrer des Kontrabaß-Spieles, 

mm. 13-14.36 The symbol  denotes the use of the thumb. 

 

 

With this fingering system, every note from the F in measure 74 through the first four 

sixteenth-notes of measure 76 can be played in the same position, as demonstrated in 

musical example 5.8. By playing the G# stopped and the A as a natural harmonic, the 

bassist can mask the undesirable glissando between the two notes. 

 

 

 

 

 

                                                
35 Findeisen, Der Lehrer des Kontrabaß-Spieles: Eine Grundschule für die höhere Lagen-, Bogen- und 
Fingertechnik, 4:10. 
36 Ibid. 
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Musical Example 5.8. Romantische Suite, “Am Birkenwald,” mm. 74-76 

 

 

The descending sequence of sixteenth-notes in measures 76 through 77 requires a 

fingering that places shifts during bow changes, with the quarter-note pulse of the 

passage. Playing this passage with a sequential fingering helps to emphasize the 

sequential pattern of the passage, as shown in musical example 5.9. 

 

Musical Example 5.9. Romantische Suite, “Am Birkenwald,” mm. 76-77 

 

 

Notice that the last iteration of the sixteenth-note pattern starts with the second finger on 

the A. This prepares the left hand to play the B-flat in measure 79 with the third finger. 
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The final eighth-notes of this phrase are played on the D-string to prepare for the double 

stopped G and E in measure 81. 

As mentioned before, “Nächtlicher Marsch der Gnomen” (Nocturnal March of the 

Gnomes) required the most arrangement of all of the movements. It is also the most 

challenging movement to perform due to its fast tempo and wide range. The first measure 

of the arranged score is most economically played using a four finger technique with the 

first finger on the C# as shown in musical example 5.10. Some issues arise in both the 

original and arranged DB2 part in the first measure as the slurred sixteenth-notes are in 

the second octave of the bass and can easily become unclear if played in lower positions. 

I suggest using a fingering that utilizes the thumb in Rabbath’s third position with the 

thumb playing the A on the D string and the first finger playing the F# on the A string as 

in musical example 5.10. This places the hand in a position where all of the notes of the 

gesture can be played without shifting. 

 

Musical Example 5.10. Romantische Suite, “Nächtlicher Marsch der Gnomen,” mm. 1-2 
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In measures 9 and 12, Findeisen wrote large octave leaps in the violin part that, 

considering the high range of the measures, could be a challenge for bassists. I have 

suggested a fingering that places the shifts on these octave leaps, playing the second pitch 

of each leap with the thumb. This leap is similar to those exercised in Patrick Neher’s 

Thumbonics etude as shown in musical example 5.12. This is a study that helps the 

bassist to become more comfortable with large leaps such as those found in measures 9 

and 12.37 

 

Musical Example 5.11. Romantische Suite, “Nächtlicher Marsch der Gnomen,” m. 9 

 

 

Musical Example 5.12. “Thumbonics” etude, m. 35-36 

 

 

                                                
37 Patrick Neher, Etudes for Double Bass (Tucson: ISG, 1999), 8-9. 
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In measures 10 and 11, I suggest using a fingering that is similar to Rabbath’s “crab 

technique” to facilitate this fast sixteenth-note scalar passage. Using this fingering 

technique, much of this passage can be played without shifting by changing the left hand 

placement between open and closed positions while still maintaining constant contact 

with the fingerboard. The “crab technique” is especially useful in this passage as it allows 

the bassist to play most of the sixteenth-note run without shifting, thus allowing for more 

accurate intonation and making each note equally articulate in the left hand. With 

traditional fingerings, this would be an extremely awkward passage, but with the “crab 

technique” it becomes quite straightforward (see musical example 5.13). The final G and 

A of the sequence can be played with the third finger while the thumb remains on D. This 

eliminates the need to shift and leaves the thumb in position to play the following A on 

the second string. 

 

Musical Example 5.13. Romantische Suite, “Nächtlicher Marsch der Gnomen,” mm. 10-

12 
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Measures 19 through 28 consist primarily of four-note gestures that alternate between 

DB1 and DB2. My fingering suggestions for these measures place each gesture within 

one position so that they can be played in one smooth motion. I have provided a fingering 

for the series of two-note slurs in measures 23 and 26 that allows each slur to be played in 

one position with shifts occurring during the bow changes (see musical example 5.14). 
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Musical Example 5.14. Romantische Suite, “Nächtlicher Marsch der Gnomen,” mm. 19-

29 

 



 81 

 

 

The last three eighth-notes of measure 28 contain an octave leap that is best played as 

a harmonic on the D string. This limits the shifting required to play this octave leap, a 

welcome relief at this brisk tempo. This fingering also puts the hand in position to play 

the double stopped F# and D in the following measure. 
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In measures 32 and 33, I break with rhythmic fingering to play the ascending 

arpeggio gesture in one smooth rolling motion from G3 to the double stopped C# and A 

in measure 33. This allows the hand to cover half of the length of the fingerboard in an 

economical motion (see musical example 5.15). 

 

Musical Example 5.15. Romantische Suite, “Nächtlicher Marsch der Gnomen,” mm. 32-

33 

 

 

In measures 41 and 42, Findeisen sequences an ascending sixteenth-note arpeggio. I 

have suggested a fingering that allows the hand to move as a single unit as the sequence 

rises by one half step with each repetition. It is helpful to recognize that the first three 

arpeggios are diminished triads, while the fourth and final iteration is a minor triad. With 

this in mind, the bassist does not have to think of each sixteenth-note as an individual 

note, but all three as a single gesture with the final one slightly varied by raising the fifth 

(played by the second finger) up one half step (see musical example 5.16). 

 



 83 

Musical Example 5.16. Romantische Suite, “Nächtlicher Marsch der Gnomen,” mm. 41-

42 

 

 

The opening motive returns in measure 55, but this time with an alteration that 

deserves mention. The slur over the first and third beats is now written over the first three 

sixteenth-notes. The fourth note is marked staccato with a change of bow direction (see 

musical example 5.17). The likely reason for this alteration is that the dynamic level is 

now fortissimo, as opposed to pianissimo in the first measure. This bowing allows the 

duo to play with more bow, in a much more aggressive style in measure 55 than at the 

beginning. 

 

Musical Example 5.17. Romantische Suite, “Nächtlicher Marsch der Gnomen,” m. 55 
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In measure 65, I suggest a fingering that combines Findeisen’s thumb extension and 

Rabbath’s “crab technique” (see musical example 5.18). The second, third, and fourth 

iterations of this sequence can all be played with the same fingering on the D string 

without the fingers losing contact with the fingerboard. Each time the thumb is placed, it 

reaches back to the first note of the next gesture. Beginning with the first finger on the C# 

in the first beat, the thumb is placed a minor third behind the first finger to play the A# in 

the second beat. The thumb then reaches back a whole step to G# in the third beat, 

followed by a minor third to E# in beat four. 

 

Musical Example 5.18. Romantische Suite, “Nächtlicher Marsch der Gnomen,” m. 65-66 

 

 

“Unterm Haselbusch” (Under the Hazel Bushes) is the third movement of 

Romantische Suite. It is a lyrical movement marked moderato risentito with a twelve 

measure agitato section in measures 34 through 45. 

In measure 6, DB1 can be played clearly with a fingering that requires the bassist to 

extend the left hand beyond the common reach of the third finger. The leap from E to D 

can be played with the first and third fingers if the left hand can comfortably reach (see 
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musical example 5.19). In his 25 Grosse technische Studien für Kontrabaß, Findeisen 

recommends that extension fingerings should only be used by, “advanced players with 

big hands.” The strength required to play with metal strings in orchestra tuning, on a bass 

with a modern setup is not as taxing as it was in Findeisen’s day, but it is still good 

advice to only use extension fingerings if they can be comfortably played in tune. With 

the first finger remaining on the E, the third finger can comfortably reach the D by 

pivoting the hand toward it. This type of pivot is another example of Rabbath’s “crab 

technique” because one finger remains on the fingerboard at all times. In example 5.18, I 

have utilized Rabbath’s notational method of circling the fingering where the pivot 

occurs. 

 

Musical Example 5.19. Romantische Suite, “Unterm Haselbusch,” m. 6 

 

 

Measures 16 through 18 contain a series of double stops in DB1 that warrant attention 

(see musical example 5.20). Beginning with the second finger on the D at the end of 

measure 15 places the left hand in position to execute the following double stops. From 
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there, the pitches on the downbeat of measure 16 are readily accessible with the first and 

third fingers. From here the index finger remains on the D flat while the thumb stops the 

G. Then the thumb stays where it is while the third finger stops the E flat on beat two of 

measure 17. For the following dyad, the entire hand shifts down one half step on beat 

three. 

 

Musical Example 5.20. Romantische Suite, “Unterm Haselbusch,” mm. 15-18 

 

 

Measures 34 through 39 (see musical example 5.21) is very similar to Findeisen’s 

first etude from his 25 Technical Studies (see musical example 5.22). Both of these 

examples are long phrases that consist of a long note that is tied to a strong beat, followed 

by a succession of short notes. This rhythm makes the pulse ambiguous. To solidify the 

meter in this passage, Findeisen wrote for DB2 to play with accents on the strong beats. It 

is important for DB2 to make the pulse obvious throughout this passage. The main 

challenge for DB1 in this passage it to maintain a consistent bow speed while maintaining 

the sixteenth-note runs in the left hand so that the tone remains consistent and controlled. 
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Musical Example 5.21. Romantische Suite, “Unterm Haselbusch,” mm. 34-39 
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Musical Example 5.22. 25 Technical Studies, study #1, mm. 5-11 

 

 

Measure 46 marks a change of character from the agitated state of the previous 

section (see musical example 5.23). To emphasize the character change, I recommend 

changing timbre by playing this passage with natural harmonics, with the exception of the 

B on beat three of measure 48 which the bassist should match to the timbre of the 

passage. It is possible to play this B on the E string as a natural harmonic, but it is best to 

play it stopped on the D string to prepare for the double stopped notes in measures 50-52. 
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Musical Example 5.23. Romantische Suite, “Unterm Haselbusch,” mm. 46-52 

 

 

This figure appears again in measures 57-58 (see musical example 5.24) and should be 

played with matching timbre. This can be accomplished by playing the D on the D string 

as a harmonic, and the following stopped pitches sul tasto with a light bow stroke. 

Playing this passage on the D string places the left hand in an ideal position to play the 

following double stopped crescendo in measure 59 on the G and D strings. 
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Musical Example 5.24. Romantische Suite, “Unterm Haselbusch,” mm. 57-59 

 

 

The fourth and final movement of Romantische Suite is entitled “Erlauscht” 

(Overheard). It is a movement in ternary form with the opening A section beginning on 

measure 3 after a two measure introductory G major triad. The B section begins in 

measure 37 and contrasts the A section in texture and tempo. The final A section begins 

in measure 70 and ends with two measures marked presto that resolve in a perfect 

authentic cadence. 

This movement opens with a passage that requires Findeisen’s “schlag” technique to 

make it as clear and articulate as possible by clearly articulating each note with the left 

hand. It is also useful to play many of the gestures in this passage with a slight “pull-off” 

with the left hand. Both of these techniques are similar to the “hammer-on” and “pull-

off” technique used by guitarists. On a bowed instrument, they allow the performer to 

clearly articulate the pitches within a slur, as in the first period of the movement in 

measures 3 through 10 and subsequent reiterations (see musical example 5.25). 
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Musical Example 5.25. Romantische Suite, “Erlauscht,” mm. 3-10 

 

 

Measures 29 through 36 contain the third iteration of the opening period. Each 

repetition is varied slightly in the last two measures, always ending on an authentic 

cadence. This variation ends with eight large leaps, alternating in direction, that pose a 

challenge for the bassist. I have chosen a fingering that limits the left hand shifts required 

to play this passage to three (see musical example 5.26). Each slurred leap can be 

fingered as a double stop to create the smoothest possible string crossings. After the leap 

to G in measure 34, the hand is in position to play the D with the thumb, followed by the 

B and G played with the first and third fingers on the A and G strings respectively. For 

the second slur, the bassist leaves the first finger in position while crossing to the G string 

to play the E. The thumb extends back to play the G#, creating a major third reach 

between the thumb and first finger. The following beat is played in Findeisen’s seventh 

position (Rabbath’s fourth position) with the second finger on F# and the third finger 



 92 

extended to the D. Similar to the previous beat, the second finger crosses to the G string 

to play a major sixth above the D played by the thumb. The final shift is on the downbeat 

of measure 36 where the left hand plays the third and root of the perfect authentic 

cadence that finalizes the first A section. 

 

Musical Example 5.26. Romantische Suite, “Erlauscht,” mm. 34-36 

 

 

The B section begins with an anacrusis to measure 37 and creates an immediate 

change of texture and tempo. The melody in DB1 is marked espressivo, and consists of 

long lyrical phrases. The accompaniment in DB2 changes to pizzicato arpeggios that 

continue through measure 51. The accompaniment should be played with a legato, harp-

like pizzicato that allows the pitches to sustain through each measure. This is executed by 

pulling the strings horizontally across the fingerboard. In measure 53, the duet partners 

change roles as DB2 plays a variation of the B section tune, now a fourth higher. DB1 

changes to a brisk sixteenth-note accompaniment that requires the bassist to be especially 

sensitive to the balance between the two parts so as not to overpower DB2. 
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In measures 65 through 68 the bassist playing DB1 can execute the passage clearly by 

playing the E at the end of measure 66 with the thumb and the subsequent pitches in 

thumb position as shown in musical example 5.27. This allows all of the notes in the 

range of the perfect fourth between E3 and A3 to be played without pivoting or shifting, 

eliminating glissandos and potential intonation issues. 

 

Musical Example 5.27. Romantische Suite, “Erlauscht,” mm. 65-68 

 

 

The B section ends in a half cadence in measure 69 and returns to A material in 

measure 70. From measure 70 to the end of the piece, the music is a varied repetition of 

measures 3 through 22. The last statement of the theme in measures 82 through 89 is 

varied greatly from the previous statements with the main motive now played by DB2 

(see musical example 5.28). The final two measures hurry to the cadence. These 

measures should be played as playfully as possible leading to the final two-octave 

resolution on G. The fingering I have provided for the penultimate measure is intended to 

make both voices of DB1 as articulate as possible in the second beat. By using a 
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nonstandard hand position, stopping the sixteenth-note B with the third finger directly 

across from the F#, the two voices are independent of one another. 

 

Musical Example 5.28. Romantische Suite, “Erlauscht,” mm. 82-89 
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CONCLUSION 

 

This project culminates in the creation of newly arranged, transposed, transcribed, 

and edited performance editions of Theodor Albin Findeisen’s Elegie, Nixenreigen, and 

Romantische Suite that are informed by Findeisen’s methodology and by modern 

performance techniques. These editions are performance ready and represent the Late 

Romantic Austro-German school of composition. 

I plan to introduce these new editions to the double bass community through 

publication and by presenting them at conferences. In June 2011, I presented my editions 

in a lecture recital at the International Society of Bassists convention and the positive 

response from the double bass community has helped me begin to evaluate the efficacy of 

my work. A number of professional and amateur bassists have shown interest in my 

editions and asked to be notified when they are available. If the pieces are published, 

performed by other double bassists, and accepted into the standard repertoire, I will 

consider my work on these editions a success. 
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APPENDIX A – DAS VIBRATO 

By Theodor Albin Findeisen 

Translated by Eva-Franzisca Camps and Robert Matheson 

 

Vibrato is not often used on the double bass. In fact, when playing with an orchestra, 

except in solo passages, one shouldn’t use it at all. Vibrato is only possible if you keep 

your fingers relaxed, but then clarity of tone is in danger. Bassists should not vibrate at all 

when playing in an orchestra section, where it is difficult for the bassists to monitor their 

tone. 

When a conductor nevertheless demands vibrato under the above-mentioned 

circumstances, then there are false assumptions at work and the conductor is not aware 

that vibrato will have the opposite tonal effect than what he is hoping for. This is 

especially true on the lower strings where, albeit in small amounts, the string comes loose 

from the fingerboard. The low strings of the bass require the full physical force of the 

player. Only if the sound can be controlled by the ear and is very loud or pianissimo on 

the lowest notes (as in the beginning of Schubert’s Bb minor symphony), is the vibrato 

appropriate from a musical standpoint. 

It is different in solo playing. Here the tone should breathe, live, and bloom. The tone 

is on its own and it should penetrate the heart and be alive; it should express all the 

emotions of the musician and his own internal fire to the listener, bringing together the 

terrestrial and the mystical, their souls combining. 
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The vibrato is difficult to teach. It is a very individual artistic expression. For solo 

playing it is worthwhile to study vibrato on your own and model your style after notable 

concert artists. 

The use of a wild tremor, as we hear from some violinists and many other so-called 

artists, is nonsense. This doesn’t work for the bass. You can know the true musician by 

his vibrato. The vibrato should be from the bottom of your heart and used as a tool to 

achieve your desired musical goal. The vibrato is a spiritual and sophisticated process to 

bring the musical phrase close to the listener, to breathe life into the climax of the phrase 

and intensify emotions. It should talk on its own. 

I want to focus on the technical side of the vibrato, even though it is a very emotional, 

individualistic thing. There are ways to manipulate the playing of vibrato. How to vibrate 

is always based on the context of the piece. It is a technique that must be studied. 

Even if a student is very talented, he should learn how to use vibrato. Some bassists 

imagine that shaking the hand with the fingers in the sky like an epileptic is correct. 

In comparing the bass to the violin, realize that there is more physical power needed 

to play the bass than the violin. There is nothing in common between the two 

instruments. 

It takes a lot of strength to press down the strings and make them vibrate. You need 

lots of patience and love for the instrument to study it because there are lots of difficulties 

involved in playing it. Talented students can orient themselves instinctively. It is best to 
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start with easy exercises on the E and G strings with the second finger. 

 

Rhythm of the vibrato 

Then play the same motion with sixteenths: 

 

Pay attention to how the stopped finger is moving up and down on the fingerboard. 

Keep the fingers in their usual position while vibrating. The bow should be relaxed 

playing a slow quarter-note tempo. Play normally and don’t let the rhythm of the vibrato 

enter into the bow. Make sure to vibrate with the rhythm of the heart. 

The other fingers are not as good for vibrato. The middle is good because it is in the 

centerline of the arm and hand. Vibrato is more difficult with the other fingers. Practice 

the same exercises as before with the fourth finger, than the first, and then use them all 

together later. Practice vibrating with each finger individually. Fingers should be 

perpendicular to the strings, stopping the strings with the fingertips. I want to add that 

even harmonics are nicer with vibrato. 

If you want to create a musical phrase, play it so that the peak amplitude of the 

vibration is at the climax of the phrase, then go down from there by lessening the vibrato. 

Let the vibrato follow the crescendo and decrescendo of the line. 
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If you practice this method you will perform music with a greater quality of 

expression. 
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APPENDIX B – THE PEDAGOGICAL REFORM OF DOUBLE BASS PLAYING 

By Theodor Albin Findeisen 

Translated by Eva-Franzisca Camps and Robert Matheson 

 

The pedagogy of playing the double bass is not as young as was assumed at the 

beginning of the century. Researchers have found that in the 18th century there were 

schools of double bass playing in Germany that were, when you look at them by today’s 

standards, very simple in their teaching. However, that was the beginning of our teaching 

methods. If you research this period you will open an interesting chapter in the history of 

double bass playing. It is a very important step to connect the older methods of bass 

pedagogy to the modern schools. From the beginnings to the modern schools of Hause, 

Tetz-Sturm, Marangoni, Bottesini, Rossi, Conti, Gouffé, Laska, Simandl, Warnecke, 

Černy, Hegener, Nanni, Slavinsky etc., one should appreciate the early teachers for their 

first steps in teaching the double bass. If you could take all of these teaching materials 

and players’ experience and put them together in one place, that would be best. The 

saying that many cooks ruin a meal could be an argument against this, but you must 

consider that the method with all the best cooks would be the best method. 

The most important elements of having a successful method book are: timing (it must 

be published at the right time when people are ready for it), profitability of the book for 

the publisher, how popular it will be, how well written it is, how readable it is, and 

several other variables. Experience has taught us that the methods that sell the most give 

the student very basic training without building a strong foundation. These have the 
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lowest expectation of the students, and do not require hard work or persistence. One 

unique example of a good method book is the piano method of the pianist Gustav Damm. 

In the double bass literature we do not have an exemplary method book, but there is a 

large amount of mediocre methods. Most of the time publishers ask for a method book 

simply so that they will have a method for your instrument that is written by a well-

known teacher. They then set conditions that the book can only be 45 pages, in a small 

format, and that it needs to be ready in 14 days. I could list lots of methods that are like 

this but they should not be taken seriously because the author’s hands are tied by the 

demands of their publisher. I have in the past been asked to put into a few pages what 

would take many pages to explain. 

Let us look first at the newer schools, to see that they have many similarities. I don’t 

want to say that they plagiarized, but you do not have many options when writing a 

method in such a small format. This is the old fashioned format that is repeated again and 

again. There is a new generation of double bassists who have gained the basic knowledge 

and are willing to work to get to the next level. You find this already in the violin and 

cello. 

In the best-known schools one notices that there is a lot of idle practice, with a 

student working on only one element of playing at a time when he could be working on 5 

or 6 elements of playing at one time. Scale studies, bowing, string changing, and shifting 

can all be practiced at once. Also large leaps and left hand attack, trills with their many 

variations, bow divisions, and so on. Most written methods address bow studies at the 

end of the book. String changes, leaps, and shifting are missing as well because many 
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teachers feel their students’ motivation is not strong enough. Also, many teachers don’t 

know how to teach it themselves. This does the student a disservice. 

Which school is teaching bowing technique from the first day on? Which school 

teaches the hand positions with fingerings and shifting from the beginning on? Which 

school teaches the different bow strokes and phrasing? Which schools emphasize the 

development of beautiful tone from the beginning, even if it is within simple exercises? 

These are the things that must be asked for nowadays. 

It is sad to say that even above average double bass players, after working through 

most methods, have practically no idea of how to play the bass. Most know nothing about 

what positions they are playing in, even when they are done with instruction. Many 

bassists can attest to this experience. 

How can a student learn the positions when in the other schools they never had the 

opportunity to get to know them? There are etudes and many very good pedagogical 

works that will help a bassist learn these concepts, but no method book teaches the 

positions from the beginning on. Now it is time to improve our pedagogy. For years I 

have been thinking about this situation and, based on my 25 years of teaching, I finally 

created a method which fills this huge gap: “Der Lehrmeister Des Kontrabasses.” 

I researched all of the methods of other instruments, especially the bow technique of 

Steinhausen’s Die Physiologie der Bogenfuhrung, Saß’s Das Tongenheinmis des Geigers 

(1907), Karl Stoeving’s Die Kunst der Bogenfuhrung and especially Sevcik’s 4000 

Bogenstriche anregande Lehrbucher (which I recommend to all students of bowed 

instruments). Even though these methods are written for violinists, I adapted information 
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for double bassists so that new bassists have a chance at efficient development and to 

keep them at the highest performance level. 
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APPENDIX C – GERMAN OR FRENCH BOWING? 

By Theodor Albin Findeisen 

Translated by Eva-Franzisca Camps and Robert Matheson 

 

In the second issue of our newspaper Mr. Hermann wrote his biography entitled, “My 

life as a Double Bassist.” Most importantly, he writes about bowing. He played French 

bow. After reading what he said about German bowing you would think he was from the 

18th century, but he studied the double bass at the Leipzig Conservatory at the end of the 

19th century. Father Schwabe (a wonderful man and teacher) was his teacher and until 

1906 was the principal bassist in the Gewandhaus Orchestra. At the end of his article, you 

learn that Professor Hermann (now over 60 years old) is sorry for looking at the double 

bass so critically, sorrowful that he never loved the bass. 

Now it is too late. As a good German, he shouldn’t have even considered the French 

bow. He has certainly given foreign double bassists a positive view of German double 

bass technique. Our newspaper is also abroad! 

Did Professor Hermann ever look at the modern German bow with 60cm of hair 

(90mm wide) and weighing no more than 125g?  Maybe Professor Hermann should 

compare it to a French bow, if he still has one, and notice that the German bow is longer, 

lighter, and more agile. With the German bow he can even play with the French hold, if 

he wants. 

The French bow that Hermann remembers must have been 1.5 Zoll round and shod 

with iron on the tip and end. 
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Professor Hermann says that with German bowing you cannot play pianissimo. This 

should have been printed in a children’s newspaper, not in a paper for German double 

bassists who play with the German bow. Why do all the other nations believe that the 

only “correct” way of bowing is the French way? If you would teach children to walk on 

their hands they would always walk that way. So it is with bassists who play with the 

French hold because their teachers told them it was more elegant. Even if it really was 

more elegant, that is no reason to use it when it doesn’t sound good. In the romantic 

countries the double bass developed out of the gamba family and not long ago there were 

still violone players teaching the double bass. For more information see Warnecke’s “Ad 

Infinitum.” Professor Hermann doesn’t know that people in France and everywhere else 

have switched over to the German bow. Hermann thinks the German hold isn’t natural. 

At the time, when he studied with Schwabe and even when I arrived to study with him, 

none of the older players had developed bow control. Even today there are no studies for 

bow control. 

In 1907, when I succeeded Professor Schwabe, I already knew about the state of 

bowing here. I was searching for a way to correct the situation and I went to a well-

known cello teacher in Leipzig. I studied bowing technique for a year hoping to apply 

this knowledge to the double bass. But I was not satisfied with what I had learned. I 

befriended the young violist and bowing specialist Wiemann, who unfortunately died 

young. With him I studied Ševčík’s “4,000 bowings” which were at that time recently 

published. For three years, I studied these etudes on the double bass as well as all of the 

violin bowing studies of Steinhausen, Stoeving, and Saß and everything became clear. 
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Now, 20 years later, I have taught many students my own bowing techniques, and to 

my knowledge all, except for a few, are still using the German bowing technique. I 

myself, also always go back to the German way of playing. Even if I have periods where 

I use the French hold, like in smaller ensembles and operas. In concerts or as a soloist I 

only use the German hold. With the German hold I can play the entire dynamic range of 

the bass from the top to the bottom. I have difficulty achieving the fullest tone with the 

French hold. With the German hold I can play both loud and quiet. With the French hold, 

the top end of the dynamic spectrum is missing. The last 10cm of the bow is unusable. 

The only way to explain this is that the French way is an unnatural way to draw the 

bow. It is against the physiology of the hand and the elbow. Here the drawing of the bow 

forces the wrist joint to move in an unnatural way. It is violent and unnatural for the ulna 

and the radius. The German way is the natural way of using the ulna and radius, the way I 

teach it. With the French bowing it is unnatural because you have a 45-degree rotation of 

the arm to even place the bow on the strings. The French hold puts strain on the elbow 

and you have to use pressure to play, which makes you weak while playing. Worst of all 

you over rotate the arm to play (pronation). It puts your wrist joint in a horizontal 

position and you can only reach a low level of amplitude (see Steinhausen’s Die 

Physiologie Der Bogenführung). 

With German bowing it is the opposite, with the wrist sitting vertically. The energy of 

the bow comes from the very strong muscle system of the shoulders, the upper arm, wrist, 

ulna, and radius. They are all used and are all relaxed while playing and react to all of the 

fine movements of the bow. Every movement has a purpose. You don’t get tired playing 
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German bow. Everything stays in the natural, relaxed position, even if you are giving 

more power to the bow. 

And then as a practical experiment I did the following: I tried giving a German bow 

to a “pure fool” with no sleeves covering his wrist so I could watch as this person played 

a nice tremolo right away in all the dynamic range. If you would show him the French 

bow he would need months or years to be able to play it and it would be a lot of work to 

teach it to him. To this day I am still not able to play everything with the French bow and 

this is why I still play the German way. 

Another example: A group of double bassists is playing fast changes between 

pizzicato and arco and the French bow players have their bows struggling in the air. This 

sure looks better than the German way. With the German bow I play pizzicato with a free 

wrist and I am able to play in rhythm. With the French bow the wrist is fixed in one 

position and it makes it difficult to change between arco and pizzicato in rhythm because 

you have to hold the bow tighter with the hand. The hand is handicapped with the French 

bow while playing pizzicato and you cannot play as well. With the German way it is 

hanging by the pinkie and the other fingers are free to use and are not impaired. 

It is not true as professor Hermann said that almost every nation prefers the French 

hold. In Russia, America, Hungary, and in the Balkans more than half of the bassists are 

playing the German way and those who play the French way would prefer the German 

way if they knew it. 

Professor Hermann does not see that since the time when he was playing the double 

bass, bow pedagogy and double bass technique have been perfected. If he would have 
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gone to Berlin and seen Furtwangler or Bruno Walter he would have had the proof that 

these amazing conductors and the bassists in their orchestras are able to play the elegant 

pianissimo parts all with the German bow, especially the bassists in the Berlin 

Philharmonic Orchestra who just recently found great appreciation from audiences in 

Paris. German double bassists can and should be proud of our own way of bowing. 
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APPENDIX D – MY WORK “THE DOUBLE BASS TUTOR” 

By Theodor Albin Findeisen 

Translated by Eva-Franzisca Camps and Robert Matheson 

 

My method is not a standard tutor for the double bass. Its focus is to shed new light 

on the instrument. It is a result of 25 years of being a critical teacher. The double bassist 

should approach this method as a lifelong tutor. Do not read it as a book from beginning 

to end, but find something new every time you use it. It will get you to a higher level of 

artistry. It is not only for beginning musicians, but also for advanced bassists to learn the 

modern way of playing. I first developed my method as an introduction in brochure form 

but realized that it needed to be in a larger format to express my views. I chose this 

format to make it more useful and applicable for the student. It is useful for the student to 

have a regular, focused practice routine. No one before has focused on teaching such 

exact technique for the left hand and tone production with the bow. My intent is to break 

with the old school of teaching and playing the double bass. 

 [In my method] the usual way of using the fingers is replaced by a positioning 

system that makes playing the bass easier for the musician. A player needs to use the 

correct positions, fingerings, bowing, etc. to play well. He also needs to know the 

mechanics of the instrument to bring it all together. 

 In the beginning, the student should be able to see the reason why these exercises 

specifically focus on certain techniques, and then later the techniques will be practiced 

simultaneously. Finger exercises should be combined later with bowing studies. Bowing 
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exercises combined with intonation exercises and position exercises. If you combine the 

exercises you will get more done with your time and you will not get bored. In the 

modern way you must engage your mind while practicing. 

 With the double bass, students have an especially difficult time in the beginning – 

mainly with stopping the strings with the fingers. The fingers should energetically strike 

the strings from the beginning of a bassists study. Finger placement with a strong left 

hand attack are fundamental to playing the bass. There is a modern way of teaching bow 

technique that has been completely missing from bass pedagogy. The beginning student 

must realize that bow technique must remain a focus throughout their training. 

 I would recommend this method for beginning bassists, who have no musical 

education. They can start playing exercises out of this book before they even start 

working with a teacher in lessons. This book is for bassists who are miserable at drawing 

the bow and placing the fingers (which is 95% of bassists!), this work is for you. 
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APPENDIX E – NIXENREIGEN COVER PAGE 
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APPENDIX F – NIXENREIGEN POEM 

by Ludwig Ankenbrand 

Translated by Robert Matheson 

 

A man who plays the onerous double bass 

Returns home from a performance. 

Ever cheerful was the round dance he played, 

But joyless was his hermitage. 

Once upon a maiden he loved, sunny and lovely, 

She should have been his! - 

Envy would not be his destiny - 

He still stands alone upon the earth. 

The others dance as he plays alone, 

Having surpassed him in fortune; 

The sunshine of his youth is distant 

And his hope has long since been buried. - - 
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In the dark woods he moves to the ground, 

The moon stands overhead; 

Weary among the grass and colorful flowers, 

And the fog of the forest. 

Glistening pearls of dew, the fog rises, 

Silvery and shimmering birches, 

And nymphs and elves dance lightly: 

I behold them through the haze. - - 

 

He gives in to their request 

He plays the jubilant strings, 

And her veiled naked figure 

Blurs as it floats away into the landscape. 

And they continue to dance 

They cheer, they dance, they jump. 
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O blessed is he who can hear the beautiful sound 

Of the silvery elves singing. 

Which sets the spine and feet trembling  

The shimmering locks flutter 

The old man continues to play. They tease him 

Flitting, flitting around his coat. 

Cheering and dancing and singing; 

Like it has never been otherwise, so today the old man plays. 

Sometimes it sounds like silver bells  

Sometimes like a storm. 

 

Then the naked bodies glide 

Shrouded in fragrant mists 

And the sounds became louder - - 

But suddenly everything vanishes. 

As a shattered bell struck 

Shrill it sounds, striking through the air; 

In the distance shines the dawning day, 

The perfumed mist ascends! 
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His arm falls heavily. Was it just a dream? 

Thoughtfully, he moves on.... 

Every trace of elves and nymphs vanished! 

His dreams of youth so cheerful 

Again he hears the sound of a laugh -  

Like silver bells - in the distance. . - - 

The sun rises, the morning dew glistens, 

The last star fades! - 
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APPENDIX G – NIXENREIGEN SCORE 
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APPENDIX H – ELEGIE SCORE
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APPENDIX I – ROMANTISCHE SUITE SCORE
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