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The importance 
of Bowing Style 
in the Orchestra 

-- -- 

7 Bowing styles and bowing strategies are keys to a musical and stylistic performance. Atistic 
"...the period and style of the music inpuence performance of orchestral music in all styiis6c periods depends extensively on the use of the 

(Kent Kennan. Donald Grantham, The I performance. 

the interpretation of bowing marks. For 
example, dub over the notes in a passage by 
Haydn might call for one type of bowing, 

the same indication in a contempo- 

i'echnque of Orchestration, 4th ed., Producing this consibtency in artistic and musical results presents many challenges. First, , 
@ 1990' by pemksion Rentice- scores often do not include appropriate bowing3 and articulations. Many editions, Hull, Inc., Englavood Cliffs, NJ.) especially school editions, require bowing modifications for improved musical results. 

bow for phrasing, articulations, and dynamics. The qomprehension and communication of 
these factors is the responsibility of the conductor. 

Different bowing styles can produce a variety of tonal effects and articulations. Conse- 1 
quently, the uniformity of bow directions, bow artiiculations on- and off-string, duration of 

~ 

~ Second, the terminology and notational symbols for bowing styles are confusing and lim- 
ited. The same symbol may have multiple musical meanings, and a single musical effect 
may be represented by entirely different symbols. 

rary score might suggest another type." I notes, dynamics, rate of bow speed, and bow distribution are all involved in any effective 

Third, there are essent~al differences b ~ w e e n  solo or chamber music bowing styles and or- / 
chestral bowing styles. Orchestral bowings require a more articulated or marked style than 

~. ' 'does solo or chamber performance, largely because of the r~umber of players in the orchestra 
e string section. The combirlation of strings with woodwind, brass, and percussicm sections 

often necessitates a different bowing style in certain passages. 

The performance of some bowing styles requires technical skills above the Ievcl of some in- 
experienced players and the development of these skills constitutes a long-range challenge 
for the serious orchestra director. 1n many instances a satisfactory substitution may be 
worked out by a creative conductor. 

And finally, it is importarlt to realize that "no string player can obtain effects with equal ef- 
fectiveness in any one part of the bow. Some of the effects will req~ire the heel of the bow, 
the middle, and still others the tip."* This means that the conductor who is ultimately 
responsible for marking and editing the score must know fioroughly which parts of the 
bow will produce the desired effects. 

Orchestral bowing decisions thus are based on many considerations. Players and conductors 
may differ from one another on bowing choices, but ~ ~ m a t e l y  consistency must be 
achieved. Common sense decisions based on the ability of the players, the size and balance 
of the string section, and the musical judgments of the conductor will decide specific 
bowing choices. 

The unique feature of this presentation-Guide to Orchestral Bowings Through Musical Styles- 
is that used together the Manual and the videotape provide the visual and aural dimensions 
necessary for a comprehensive understanding of the conductor's task. In Parts 11 and 111 the 
Manual describes the spatial, tonal and rhythmic components of bowing, presents prin- 
ciples of bow usage and editing of scores, and introduces terminologies and definitions. 
Parts IV and V combine with the video for an applied study of various bowing styles and for 
illustrations and explanations of on- and off-string bowings, dynamics, articulations, phras- 
ings, tone colors, and strategies. 

*Gigante, Manual of Orchestml Bowings, p. ix. 
1 



The exposition of Beethoven's Symphony No. I was selected for this presentation because it 
illustrates many of the bowing devices necessary for stylistic performance of compositions 
from the Baroque to the Contemporary era. Other musical examples are taken from litera- 
ture often performed by high school, youth, and community orchestras. The string en- 
semble on the video is comprised of university students. 

Two additional sources are suggested by the authors of this publication: Orchestral Bowings, 
by Elizabeth A. H. Green (American String Teachers Association Publication, 17th printing, 
1990) and Manual of Orchestral Bowing, by Charles Gigante (American String Teachers Asso- 
ciation Publication, 1986). 

Repeated study of this Manual and the accompanying videotape can result in a heightened 
perception of the role proper string bowings play in an effective orchestral performance. 
One of its parallel residues is an increased awareness by students of bowing techniques and 
their importance in a successful musical interpretation, a sensitivity that can become a part 
of their individual playing, whether solo or orchestral. 



Part I /  
Principles of Bow Usage 
and Their Application 
to the Written Score 

As the accompanying illustrations show, bows used in the family of orchestral string instru- 
ments are basically similar, and the terminology for the parts of the bow is the same: Whole 
Bow (WB), Upper Half (UH), Lower Half (LH), Middle (M), Tip and Heel (or Frog). 

Yand position for the French-style bass bow. The bow in the illustration below is characteristic of the violin, viola, cello, and French-style 
bass bow. However, there are differences in size and weight. 

1 T iP 

and position for the German-style bow (below). The German-style bass bow is slightly different in its structure and is held with a different 
hand position from that used with the other bows. 

As the bow is moved across the strings in playing, directions are identified as a down-bow ( n  ) 
moving toward the tip of the bow, and up-bow ( v )  when the bow moves toward the heel. 
Another way of stating this is to regard a down-bow ( n ) as one moving to the player's right 
and an up-bow ( v ) moving to the left. Either n or  V can originate in any part of the bow. 

The strongest accented articulations are easiest to play with a down-bow (R),  starting near 
the heel of the bow. Legato piano passages are best started with an up-bow ( v ) near the tip, 
and an anacrusis (up-beat) phrase or note is generally played with an Y. 



Editing of the players' parts is a primary responsibility of the conductor. Since bowing is 
a critical factor in phrasing and style, bow markings should be clearly indicated on the score 
of each of the individual parts of the string section. General principles for accomplishing 
this are detailed below. The conductor's scores in this Manual will usually show important 
markings that should appear in the players' parts. 

When editing parts, insert only those bow indications that are absolutely necessary to 
establish the sequence of the patterns. Bowings that follow a normal sequence f? V on 
consecutive notes are not marked for each note. Occasionally, editing may need to start 
from a specific point and then work in a backward direction in order to achieve the desired 
bowing for a given note or phrase. 

With rare exceptions, bowing direction and style within sections should be uniform but 
may vary between sections of the orchestra strings. When "staggered bowings are desired 
for musical reasons, inside and outside stand players alternate bow directions at different 
times to maintain a continuous sound. 

When marking parts, a pencil with dark, soft lead should always be used because erasures 
are commonly needed. Markings should not deface the page. The following points are 
standard editing prayices: 

1. Articulation marks such as accents and dots should be placed closest to the note heads. 

2. Essential fingerings are placed above the notes. 

3. The markings mentioned above would be enclcsed by any necessaly slurs. When pos- 
sible, the curved line is drawn from the center of one note-head to the center of the 
final note-head within the slur. If necessary, the line may be drawn from and to the 
end of the stem of the note. Slurs should not touch the note-head or the stem, and the 
curve of the line should be more horizontal than vertical in the drawing. 

4. The symbols for bow directions are always placed above the staff except in staggered 
bowing. Bow markings are given only when needed for guidance and change. 

5. It is vely important that the slur markings be consistent with bow direction markings. 
Figure (a) is correctly marked; (b) is incorrectly marked because the two inner slur lines 
should be indicated. 

Fig. (a)  Fig. (b) 

It is crucial to consider the composer's intent with respect to a phrase or a nuance and 
to accommodate bow markings accordingly. 

6. "Staggered" bowing is used when a single note or a phrase must be sustained longer 
than is possible in a single bow. Within the section, the players' bow changes will 
overlap. As noted in (c) and (d), the outside players in the section would follow direc- 
tions shown above the notes, the inside players would follow those markings below the 
notes. 



7. There are a number of ways that articulation or separation of notes can be indicated. 
Each of the examples below would be played similarly so that the hooked bowing (sec 
definition) gives the effect of an articulated change of bow direction. 

The omission of the slur in (e) is, in the authors' opinion, the clearest indication for 
this musical effect. The markings in (f) and (g) are often used to indicate the same style, 
including dots over the notes and the use of the slur to imply a continuing bow direc- 
tion. However, this may result in confusion because with the presence of the slur it 
often becomes a pattern to separate the notes even though this may not have been the 
composer's intent (e.g., Beethoven, Symphony No. 1, Mvt. 1, mm. 77-87, violin and 
viola parts). Benjamin Britten uses the model (h) with the bracket to indicate the 
performance as shown in (e). 

8. There are instances in which the marking of the part of the bow to be used (UH, M, LH) 
can be beneficial for indicating the placement of the bow on the string. This reference 
is helpful as a reminder for younger and less-experienced players. 

9. When a specific bow direction and placement are absolutely necessary for a given note 
or phrase point, it is recommended that the bowing be determined in reverse from that 
place in order to determine the correct bowing for the entire phrase. 

10. In divisi playing of parts and in staggered bowing the terms outride and inside refer to 
the customary seating of two players to a stand. The outride players are those closest to 
the audience. A more precise way of denoting these positions is to consider, on the 
conductor's left side, the player on the right of each stand as the outside player; on the 
conductor's right side, the player on the left side of each stand is the outride player. 
Divisi chord assignments can be indicated as shown: 

To the lefl of conductor To the right of conductor 

outside outside 

inside [ player player [I] inside 

player player 



Bowing Terminologies 
and Definitions 

A. ON-STRING BOWINGS 1. Bariolage-Frequent crossing of two or more strings usually alternating stopped notes 
with open strings. 

These bowings may vary from one note per 
bow direction to groups of two or more notes 2.  Detache-Alternating bow direction with a smooth, connected stroke and evenness of 
per bow direction and may range from legato tone. Detache can also be smoothly accentuated or played as rapid dktache in a series 
to non-legato playing and from short to long of short notes. The character remains singing and cantabile. What may be considered a 
bow strokes. grande detache bowing in solo and chamber music is often played as a broad martelk in 

orchestral style (e.g. Schubert, Symphony No. 8, Mvt. 2). 

3. Detach6 Porte-Emphasis of a note within a detach6 passage for an expressive purpose, 
utilizing bow speed and length. It can be enhanced with vibrato. sometimes it is 
identified as an agogic stress or quantitative accent. 

4. Dbtachh tanc6-A gentle stroke with a slight slowing at the end of the stroke giving 
the illusion of space. This style appears most often in continuo parts of baroque music. 
Usually no marking is shown on the score, although some scores will be indicated with 
both dash and dot over the note ( '- ). Larici is a French word meaning hurled or flung. i 

5. Accented D6tachC-Alternating bow direction, connected stroke, with an emphasis at 
the beginning of each note, generally accomplished through increased bow speed. 

6. Group Staccato-A series of two or more stopped bow strokes in a single bow direction 
with resultant space between the notes. It is used with patterns of even or uneven note 
values often giving the torial effect of separate articulated bow strokes. The style can 
range from a smooth beginning and ending to an emphatic articulated separation. 
Hooked and linked bowings are included in the family of group st~lccato. This bowing is 
frequently referred to as slurred stuccato. 

"Perhaps no aspect of orchesfration o f m  
more chance for controversy than does the 
labeling of various types of bowing. There is 
disagreement on this subject not only among 
the authors of orchestration books but 
among players themselves. In the first place, 
the terminology involves a hodgepodge of 
languages, and there are sometimes two or 
three different names in each language for a 
particular t p e  of bowing. To complicate 
matters still further, descriptions of certain 
bowings differ from book to book and from 
player to player." 

(Kent Kennan, Donald Grantham, The 
Technique of Orchestration, 4th ed., 
O 1990. Reprinted by permission of Prentice- 
Hall, Inc., Englwood Clip, NJ.) 

7. Hooked-Patterns of two uneven note values in a single bow direction that may be 
either a stopped or portato bow style. 

8. Linked-Patterns of two or more even note values in a single bow direction that may be 
either a stopped or portato bowing style. 

9. Lour6-See Portato. 

10. Marcato-See Martelk. This term is also used as an off-string bowing. See Marcato (Off- 
String Bowing). 

11. Martele-A bowing technique indicating a definite articulation that can vary from 
light to heavy. Bow pressure is applied before moving the bow, resulting in space 
between each note. Varying degrees of initial pressure, length of bow, and duration of 
note are determined by dynamics and style. It is often identified with a release of 
pressure at the moment of movement, and the speed of the bow may be moderate to 
very fast. 

12. Portato or Lour6-.4 series of notes performed in a single bow direction pulsating within 
continuous tonal duration. The dynamic is usually piano, close to or over the fingerboard, 
necessitating a faster bow. It is generally J but may be indicated with dots or dashes 

. ( .-. - ). The portato style may be used with either hooked or linked bowing. 



Slurred Staccato-See Group Staccato. 

B. OFF-STRING BOWINGS 17. 

Bow strokes with a vertical dimension or 18. 
bounce. 

Slur-A series of legato notes of different pitches performed with a continuous bow 
movement and indicated by a curved line. 

Staccato-A generic term indicating space between notes. It should be qualified as to 
the type of bowing to be used (martele, spiccato, group staccato, etc.) and must be de- 
termined by the articulation needed for the appropriate musical style. It is often identi- 
fied as an on-string, stopped, short stroke or a series of martele strokes in one direction. 
Late 19th century scores demonstrate the varied interpretations and markings of the 
term staccato. The term is derived from the Italian word staccare, meaning to detach or 
separate. 

Tremolo-A series of short separate bows played between the middle and the tip of 
the bow depending on the dynamic level required. Tremolos may be measured 

in a very slow tempo) or unmeasured ( I Or d ). In the latter the bow 

changes are played as rapidly as possible with no measured rhythmic patterning. 
[Another variety of tremolo known as fingered tremolo involves different pitches and 
has no relation to bowing styles.] 

Battuta-A vertically applied percussion stroke that has no horizontal component. 

Colle or Pique-The bow is placed on the string and preceding the moment of release 
the string is lfghtly but sharply pinched. An V is most frequently employed and the 
bow is lifted off the string. The bow is then replaced at the point of initial contact for 
succeeding collC strokes. There is no specific marking. Pique is derived from the French 
word pig&-to prick or pierce, while colle' is defined as glued or soldered. Both terms 
have relevance to the tonal characteristics of the bowing style. 

Flying Spiccato--See Group Spiccato. 

Group Spiccato (Flying Spiccato)-A series of spiccato notes in a single bow direction. 
The bow is dropped on the string with a horizontal motion, rebounds, and drops again, 
continuing its direction. It is generally V and performed from the middle to the lower 
part of the bow. Tempo is always a consideration. A common reason for this usage is to 
sustain a bowing pattern. 

Marcato or Heavy Spiccato-A hammered stroke at the heel (near the frog) for heavily 
accented spiccato notes. 

Pique-See Colle. 

Ricochet (Jete or Saltando)-The bow is dropped in a n direction in the upper part of 
the bow for a series of two or more notes and is allowed to bounce the requisite num- 
ber of times. The initial impetus and elasticity of the bow creates the successive 
bounces. The notes within the ricochet bowing are of equal value, light in texture, and 
fast in tempo with an v rebound on the final note. Ricochet is the French term for the 
sport of skimming a thin stone on the water. 

Sautille (Sa1tato)-Played as short rapid detach6 strokes in the middle of the bow. The 
bow will leave the string slightly through its own elasticity and momentum resulting in 
a rapid spiccato. Saultk is the related French word meaning leaped, jumped or skipped 
over. 

Spiccato-A bouncing stroke that may range from slow to moderately fast, from light 
pianissimo to heavy fortissimo. It is used as alternating and V with successive notes 
or in groups with the same bow direction. The bow stroke has horizontal and vertical 
components. Spiccato is Italian meaning distinct or clear. 

Staccato Volante-More a solo than an orchestral bowing, this style involves a rapidly 
thrown down-bow stroke with two or more notes in the same direction. 



C .  SPECIAL EFFECTS 27. Col Legno (avec le bois; mit MOW--The wootl of the bow rather Lhan the hair con- 
tacts the string. Often the stick is dropped to the string for a semi-percussive effect 

When special effects are to be used in the (battuta), but it may also be used for long strokes or slurred groups of notes. it is of'len 
music, the term will always be stated in the used with ricochet bowing. 
music with the exception of sul tasto or con 
sordino. 28. Mute (con sordino, avec le sourdine, mit D&npfer)-The mute is the familiar clamp 

placed over the bridge. Its effect is to muffle the higher overtones of the strings result- 
ing in the characteristic veiled quality. Many types of mutes used today are attached to 
the strings on the tailpiece side and can be quickly rolled against the bridge or pushed 
back as indicated by the instructions con sordino ("with mute") and senzu sordino ("with- 
out mute"). A reasonable time period is generally needed to use or disengage the mute. 

29. Ponticello or Sul Ponticello @&s du chevalet or am steg)-The point of contact of 
the bow hair is as close to the bridge as possible, producing a special "eerie" color effect 
that gives emphasis to the upper partials (harmonics). It is generally played tremolo but 
may be a sustained or percussive stroke. 

30. Sul Tasto (sur la touche, sulla tastiera or flautando)-A light, fast, airy bow stroke 
played smoothly with the sound point over the fingerboard. Since the higher overtones 
are submerged, the resulting sound is flute-like and can be used either as an accompani- 
ment figure or as a melodic line. 



Descriptions and Examples 

'arts N and V of the Manual are designed to 
)e used with the video. The video gives 
ittention to the differences between the 
~iolin/viola (instruments held horizontally) 
ind the cello/bass (held in a vertical position). 
Ihe scores for the music examples appear on 
he right side of the page, the explanations on 
he left. Although the camera focuses on an 
ndividual or a section, the entire string 
~rchestra is always heard. The numbers 
ollowing each example refers to the time in 
.he video. 

3N-STRING BOWING- 
3NE NOTE PER BOW DIRECTION 

Example 1 A-C, 00:lO) 

1 bowing that has a single note per bow 
lirection in a smooth, connected stroke with 
in evenness of tone. Specific symbolic desig- 
lation may or may not be indicated (e.g., 
(5 ). Bowings which follow a fl V sequence 
I 
2n consecutive notes are generally not 
marked over every note. However, in this 
Manual more markings are shown for clarity. 

4. Violins. In this application of dkuchk the 
movement of the bow is generally distributed 
between the middle and the upper par&. 

B. Cellos. In the baroque performance style of 
continuo purls, the distribution should be in 
the middle of the bow. Characteristic of 
baroque music is a continuous bass accompa- 
niment with a d6tachC bowing us played by 
cellos and/or basses. 

C. Basses. Bow placement should be near the 
middle. The bassist on the right plays with a 
German-style (Butler) bow with hand position 
placed at the end of the frog. m e  bassist on 
the left plays with a French-style bow. The 
hand position on the bow is similar to that of 
the cello. 

of Basic Bowing Styles 

Music Examples on Video 
Ex'unple 1 A Corelli, Concerto tirosso, Op. 6 ,  No. 5, Mvt. 1, mm. 16-22 

n 
Vla.  

vo. 
Cb. 

Viol. 
rli rip,1/ 11 

Example 1 B and C Corelii, Concerto Grosso, Op. 6 ,  No. 5, Mvt. 2, mm. 97--113 

Viol. 
d i  r ip 

vc . 
Cb. 



Example 2,02:32) 

apid detach6 strokes are played in the 
~iddle  or slightly above the middle of the 
ow when used for a series of repeated short 
otes. When a precise number of strokes per 
eat are indicated, the patterns are termed 
measured tremolo." The bow may bounce 
hrough its own elasticity and momentum 
nd the stroke is effective over a wide range of 
ynamics. Rapid detach6 and sautille bowings 
re related in practice. For a full sound and 
rticulation it is advisable to use the flat hair 
f the bow. 

)CtachC LancC 

Example 3 A-B, 0254) 

, gentle bow stroke which effects a slight 
pace between each note as the bow changes 
irection. Usually no marking is shown in the 
core, although some scores will indicate a 
!ne and dot (e.g., ) over or under the note i 
lead. This style is used most often in con- 
inuo parts of baroque music. 

L. Cellos/Basses. Played slightly below the 
middle of the bow. 

I. Cellos/Basses. Combines pizzicato and arco 
for the purpose of emphasizing the articula- 
tion, consistent with the traditional use of the 
harpsichord in this period. The same tech- 
nique can also be applied to the bass passages 
of other periods in order to produce a more 
effective articulation. Observe the position of 
the French bass bow while playing pizzicato. . 

Example 2 Beethoven, Symphony No. I ,  Mvt. 1, mm. 92-100 

Allegro con Brio 

V1. 

Ve. 
e B. 

Example 3 A and B J.S. Bach, Orchestral Suite No. 3, Mvt. 2, mrn. 1-6 

n 
F- - - i \ I , v  Viola i 7 - - + -- 

I 

v c  . 
Cb. 

Viol :I 
vc. 

Cb. 



Staccato Style--Martele Bowing 

(Example 5 A-C, 06:43) 

Staccato is used in this Manual as a gerieric 
term indicating simply space between notes. 
Martel6 often loosely defined as a "broad 
staccato" is a bowing stroke using the staccato 
concept. It can vary in degrees of articulation 
but is generally identified with initial weight 
followed by release with bow movement. 
The fact that bow pressure is applied before 
moving the bow results in space between each 
note. The speed of the bow may be moderate 
to very fast. Varying degrees of initial pres- 
sure, length of bow, duration, and space 
between notes are determined by dynamics 
and style. What is often described as grande 
detach6 in solo/ensemble performance is 
actually broad martel6 in orchestral perform- 
ance. The term marcato, when appearing in a 
score, refers to a marked articulation, but the 
term is sometimes applied to a short bowing 
style with the sound stopped by bow weight 
on the string. However, in this Manual 
rnarcato is referred to as an off-string "ham- 
mered stroke." Synlbols for the various 
staccato styles are inconsistent and often 
vague but may include dots, wedges ( * ), 

), or various combinations. r 
If m. 173, second beat, starts up-bow, then 
mm. 185-186 would be bowed P l  V Pl V 

Example 5 A-C Schubert, Symphony No. 8, Mvt. 2, mm. 173-186 

A~idan te  con rnoto 

to facilitate the subito piano with an up-bow. 

A. Violas. 

C .  Violin. 



Staccato Style--Martele Bowing Example 5 A-C Schubert, Symphony No. 8, Mvt. 2, mm. 173-186 

(Example 5 A-C, 06:43) 

Staccato is used in this Manual as a generic 
term indicating simply space between notes. 
Martel6 often loosely defined as a "broad 
staccato" is a bowing stroke using the staccato 
concept. It can vary in degrees of articulation 
but is generally identified with initial weight 
followed by release with bow movement. 
The fact that bow pressure is applied before 
moving the bow results in space between each 
note. The speed of the bow may be moderate 
to very fast. Varying degrees of initial pres- 
sure, length of bow, duration, and space 
between notes are determined by dynamics 
and style. What is often described as grande 
detache in solo/ensemble performance is 
actually broad martele in orchestral perform- 
ance. The term marcato, when appearing in a 
score, refers to a marked articulation, but the 
term is sometimes applied to a short bowing 
style with the sound stopped by bow weight 
on the string. However, in this Manual 
marcato is referred to as an off-string "ham- 
mered stroke." Synlbols for the various 
staccato styles are inconsistent and often 
vague but may include dots, wedges ( A ), 
accents ( > ), or various combinations. r r 
If m. 173, second beat, starts up-bow, then 
mm. 185-186 would be bowed n v n v 

LLrl P 
fl P 

to facilitate the subito piano with an up-bow. 

Anclantc con moto  

V l l l  I 

bit1 I1  

Vlt, 

vc. 

( : I )  

A. Violas. 

B. Cellos/Basses. 

C. Violin. 



Combination of Martelk 
and Accented Detache 

(L~ample 6 A-B, 08: 1 7) 

The presence of accent marks in this example 
suggests a martele bowing. However, depend- 
ing on one's interpretation the style could 
vary from a heavy martel6 to an accented 
detach6 Examples 6 A and B demonstrate a 
martel6 style of bowing moving to an ac- 
cented detach6 during the ritard. The final 
chord is played with "staggered" PI V bowing 
in order to sustain a fortissimo dynamic level. 
Staggered bowing implies random bow 
direction change within a section and is 
usually marked R ii above the note being 
sustained. 

Example 6 A and B Grieg, Ffolberg Suire, l'relude, mm. 68.72 



Chords Example 7 A-F Beethoven, Symphony No. 1, Mvt. 1 ,  mm. 271-276 

(Example 7 A-F, 09:03) 

In three-note chords, the middle string should 
be pressed firmly so the three strings will 
sound simultaneously, as opposed to an 
angular motion which results in an arpeg- 
giated sound. The lower third of the bow is the 
strongest part. It permits greater utilization of 
the weight from the am-hand combination 
and is more effective for rhythmic articulation 
and chords. 

Double-stops can be played in all styles of 
bowings and dynamics and in any part of the 
bow. It is generally recommended that chords 
be played divisi for intonation reasons. (See 
Part I1 for clarification of divisi with outside 
and inside players.) When chords are played 
divisi, they may be distributed in several 
different ways depending on the left hand 
diificulties and balance of the chord. Octaves, 
perfect and diminished fifths are difficult to 
play in tune except with an open string. The 
same principle applies to divisi playing of four- 
note chords. (Refer to Gigante, pp. 73-75.) 

Allegro con brio 

vc .  
e B. 

Possibilities for divisi playing of the first four 
chords in Example 7: 

1st Chord 4th Chord 

1. Upper two notes are played divisi by 1. The double stop is played by all using 
violin I; violin I1 plays the lower note. open E string. 

2. The outside violin plays the upper two 2. The basic principles will apply in deter- 
notes; the inside violin plays the bwer mination of divisi of parts for viola and 
note. cello. 

3. Three-way divisi within each section. 

2nd Chord Exarn~le 7 A-F demonstrates three-note chords 

1. Because the top two notes are perfect playe> correctly and incorreclly. 7'he first example 
starts with ,I motion above the stn'ng, while me fifths, the outside violin plays the upper 

note only. second version starts with the bow on the strings. 
It is important to note that orchestral qrecision is 

2. Inside violin plays two lower notes enhanced by the second approach. 
A 

(minor 6th). A. Violins I. Corect. Starts of-string. 
3. Three-way divisi within each section. B. Correct. Startr on-string. 

3rd Chord C .  Incorrect. 
1. Because of the diminished 5th in the D. Violin. Correct. Starts off-string. 

upper two notes, the upper note (F 
natural) is played by the outside violin. E. Correct. Starts on-string. 

2. Because of the presence of the open F. Incorrect. 
string, the inside violin will play the 
lower two notes (B and D). 



ON-STRING BOWING- 
TWO OR MORE NOTES 
PER BOW DIRECTION 

The terms group staccato, linkc~~i staccato, and 
slurred staccato are often used interchangeably 
to identify separated and successive V or Pl 

bow patterns comprising two or more fiotes. 
The tonal impression may be the same as 
separate bow directions. The initiation and 
release of notes can include the total range of 
styles from legato to sharply accented strokes 
and the entire range of dynamics. Hooked 
and linked bowings are included in this 
family of group staccatos. In a legato separa- 
tion of notes of unequal value, hooked 
bowing is frequently used to avoid an unde- 
sirable accent on the shorter note. In slow 
tempi (e.g., J ) or J J ) where the use of 

hooked bowing is not absolutely necessary, 
separate bows call be used, but one must be 
cautioned against an undesirable accent on 
the shorter note. (See Example 1 B, mm. 101- 
104.) By playing the longer note with the bow 
closer to the bridge and a slower bow speed 
followed by a faster bow further from the 
bridge, one can avoid the undesirable accent 
on the shorter note. 

Group Staccato (Linked) 

(Example 8, 1028) 

Linked bowings are patterns of two or more 
even note values in a single bow direction that 
may be played as either group staccato or 
portato bowing. 

The designation Spiccato in this example has 
no reference to a spiccato bowing style but is 
Italian for "clear" or "distinct." It is used here 
to indicate the mood and character of the 
solo line; espressivo would be a musical defini- 
tion of its appearance in this example. 

Violas. The style of these bowing patterns can 
range from a very smooth, undulating style to a 
distinctly articulated style. The pqfonnance in 
t"lis particular example involves a legato separa- 
tion followed by portato bowing in Example 9. 
The accompanying figure should be related to the 
phrasing of the melodic line. This will necessitate 
some variation in the amount of separation. 

Example 8 Vivaldi, Concerto Grosso, Op. 3, No. 11, mm. 115-121 

Violino 
principale 

I Viole 



Depending on the period and edition, any 
group staccato, linked staccato, or portato Example 9 Vivaldi, Concerto Grosso, Op. 3, No. 11, mm. 115-121 
bowing may be indicated in any of the fol- 
lowing ways with a variable number of notes 
in a single bow direction: 

7 --- 

r r r r r  i i i  

Portato or Low6 

(Example 9, 11:25) 

This bowing encompasses a series of notes in 
a single bow direction, pulsating within a 
continuous tonal duration. The dynamic level 
is generally piano, played close to or over the 
fingerboard, necessitating a faster bow. It is 
expressive as an accompaniment figure in 
cantabile passages. 

Violas. 

Group Staccato (Hooked) 

(Example 10 A-D, 1226) Example 10 A and B Vivaldi, Concerto Grosso, Op. 3, NO. 11, mm. 105-107 

Hooked bowings are patterns of two uneven 
note values in a single bow direction that may Violino 
be a stopped or portato bowing depending on princlpale 

the style and the degree of articulation 
needed for a give2 acoustical presence. I. 

I I 

~ o ~ t h e ~ a f t a n ( J i ) ) i n t h e ~ n ~ ~ r t . h  Viofi.1 
this pattern of two uneven note values in a single 11 

bow difecfion, either a stopped or portato W i n g  
is used in the middle part of the bow. In slow 
tempi, ac in Example 10 A and B, separate bows V ~ o l e  

may be used instead of hooked bowing, (eg., n V ). 
v n v  
n  vn P r' VioIonceti, 

t. r f 
The rhythmic pattern ( p) noted in this example Con'rabbass 
is characteristic of the siciliano and pastoral 
motif that often appears in slow movementr of 
baroque music. This rhythmic pattern should be 
bowed separately instead of hooked, thus avoiding 
unmusical rhythmic and phrasing accents. In 
actuality, it is an intermpted single bow diredion. 

L a r g o  e spiccuto 



In fast tempi, as in Example 10  C and D, the use 
of hooked bowing is common practice, and 
separation between the long and short note needs 
to be clearly indicated. The hooked bowing should 
be edited in the pan3 as composers and publishers 
did not specify this bowing style. 

Also in these examples (10 C-D) note the absence 
of the slur marking in the hooked note patterns as 
recommended in Part II, p. 6, #7. However, 
Britten's practice of using a bracket in place of the 
slur marking may be used as an alternative. 

v n v  n 

The bowing r ' P r '  1 is used successfilly 
at the tip of the bow in fast tempi. (See Gigante, 
p. 69, ex. 144 and p. 8.) 

C .  Violins I. 

Example 10 C and D Schubert, Symphony No. 9 (7), Mvt. 1, mm. 569-583 

Pit1 rnoto 



Slurs 

(Example 11 A-B, 1411) 

Slurs are two or more different pitches in a 
single bow d i d o n  that are connected in a 
legato style and are indicated by a c u ~ ~ e d  line. 
Characteristically, legato playing is identified 
with singing tone, broad phrase lines, subtlety 
in shadings, and nuances with crescendi and 
decrescendi. Some basic considerations in 
achieving a legato style are: (1) distribution of 
the bow, (2) variable bow speed, (3) string 
crossings, (4) smooth bow changes, and 
(5) avoiding the tendency to crescendo during 

V or decmcendo on R unless needed in the 
musical context. 

Conductors and string players should be 
aware that what often appears to be a bowing 
slur is in actuality a phrase indication, charac- 
teristic of many late Romantic compositions. 

A. Violins II. 

Slurred Accents 

Example 11 A and B Beethoven, Symphony No. I ,  Mvt. 1, mm. 4-8 

Adagio molto 

I 

Violino 

n 
Viola 

Violoncello 
Contrabasso 

I 

Violino 

n 
Viola 

Violoncello 
Gontrabasea 

( W p l e  12 A and B, 1518) 

A slurred accent is accomplished by a sudden 
inaease of bow speed and weight. The inten- 
sity of the accents will vary according t~ the Example 12 A and B Britten, Simple Symphony, Mvt. 4 (Frolicsome Finale), mm. 1-8 
style and the dynamic lwel. 

In rnm. 3 and 7 the anamis (upbeat) 
quarter-note starts V in the upper part of 
bow on the string, then lifts off the string and V'OL'N I 

moves toward the heel for the V as dernon- 
strated in 12 A. This procedure is recom- VIOLIN I I  
mended because of the tmurto indication for 

d- thvr omitting space between d yet still VIOLA 
effecting the ten& and stuccuiv n~te'~uality. 

An alternative is to retake the bow imrnedi- 
ately following the n and play V near the VIOLONCELLO 

frog as demonstrated by the cello in 12 B. 
However, in performance all sections should 
have a uniform stylistic approach. ~ L E  BASS 

(d iibihm) 
A. Violins W i o l a s .  

B. Cellos~asses.  Used by permissior~ of Oxford Uniuersity Press. 



OFF-STRING BOWING- 
ONE NOTE PER 
BOW DIRECTION 

Off-string bowing is a bow stroke utilizing 
both horizontal and vertical components. 
Staccato is a generic term referring to space 
between notes, which includes all off-string 
bowings. These may range from a light, 
pianissimo spiccato to a heavy, fortissimo 
marcato. The lower part of the bow is used for 
marcato and the balance point to the middle 
for lighter effects. Sometimes compromises 
must be made if a light spiccato off-string 
bowing is not possible in a string section. If 
the problem passage is played on the string 
slightly above the middle with very little bow 
being used, the ensemble effect will generally 
be satisfactory. (For a detailed explanation 
refer to Gigante, pp. 92-116.) 

Spiccato (crisp) 

(Example 13 A-D, 1550) 

In these examples, a crisp stroke is achieved by a 
controlled dropping and rebounding of the bow. 
Bowing style used by cellos and basses is also 
employed by the other strings. NOTE: Because of 
the 1986 Mozart edition published by Biirenreiter, 
changes in bowing may be recommended in view 
of a different interpretation. The eighth-note 
upbeat to the four-note pattern in the first violins 
in 13 A has no dot and consequently might 
be played with a down-bow. However, common 
interpretation generally starts the phrase with a 
spiccato up-bow. 

B. Cellos. 

C. Busses. Note the minimal vertical motion 
used due to the thickness of bass strings. 

Example 13 A Mozart, Eine Kleine ~Vucktmusik, Mvt. 1, mm. 60-70 

Example 13 B and C Beethoven, Syrnphony No. 1, Mvt. 1, mm. 35-48 

Allccro con brio 



Violas/Violins. The bow starts on-string for Example 13 D Mozart, Symphonic Concertantc, Mvt. 1, mm. 285-292 
the first note of  each grouping and then lifts 
of(spiccato) for succeeding notes and is ' Allegro rnaestoo 
played in the lower third of the bow. The 

Sol,, 
player should replace the bow on the stn'ng v,,,  
during the rest and repeat the process. The 
solo viola part was notated by Mozart in U 
major, but the instrument was tuned a semi- 
tone higher to create the E-flat tonality. 
Passage work was therefore easier because of 
the D major fingeringpatterns and the 
increased string tension added brilliance. 



Spiccato (Brush) 

(Example 14 A-B, 17:23) 

Example 14 A and B Johann Strauss, Jr., Emperor Waltz, mm. 17-32 

Tempo di Valse 

Compared to the crisp spiccato, the brush 
stroke has a longer horizontal contact on the 
string. It is generally played in the area of the 
balance point of the bow. There are no 
specific symbols to indicate this stroke. The 
use and extent of this bowing style should be 
determined by the conductor. 

This example illustrates a waltz style with the 
second violins and violas playing the accompany- 
ing rhythm. These notes are played as brush 
strokes with the second quarter note value slightly 
stronger than the third pulse; therefore, the second 
quarter note value starts (n). 

A. Violins 11. 

Violas. 



Collk or Pique 

(Example 15 A-B, 18:06) 

In colle bowing, the bow is placed on the 
string, and at the moment of contact the 
string is lightly but sharply pinched or 
"picked" off the string. An V is employed 
which immediately lifts off the string. The 
bow is then replaced at the point of initial 
contact for succeeding coll6 strokes. This 
bowing, as a single stroke, is particularly 
applicable to after-beats. It may also be used 
as a n V as demonstrated in 15 B. For a 

Example 15 A Johann Strauss, Jr., Overture to Die Fledermaus 

V V  n v v  

, A- 

heavier effect each note would be played n . 
marking is given. This bowing is Example 15 B Johann Strauss, Jr., Overture to Die Fledermaus 

also referred to as vW'. In translation the 
French term colle &ans "glued." (For exten- 
sive coverage regarding this bowing principle , 
refer to Gigante, pp. 84-91.) 

A. Violas. Repeated up-bows V V V . \ ' I I I  1 1  

B. Violins 11. Alternating bow direction fl V l l  V.  \'I:,. 

A frequent use of coll6 bowing occurs when a 
short note is followed by a longer note, I'C. 

. - 

Marcato or Heavy Spiccato Example 16 A-E Beethoven, Symphony No. 5, Mvt. 1, mm. 1-5 

(Example 16 A-E, 1854) 
.\\lvgrn eou trrio. d= ro*. These examples illustrate the marcato style of 

off-string bowing and is essentially a "ham- 
mered" stroke at the frog. Marcato and Heavy vio1illo 1, i Spiccato are terms used interchangeably. To 
obtain precision, the initial note following a 
rest will start with the bow on the string but 
continue in an off-string style. Using the flat Violin0 11. 
hair of the bow enhances the desired sound. 

I 
Note in the incorrect demonstrations @arnples 
16 B and E] the undesirable "whip" at the end of 
the sustained note in the effort to return to the Viola. 
heel of the bow for the next note. This is a 
common fault. The acceptable pmformances in 16 
A, C and D demonstrate the desirable technique 
of releasing the sound before the bow retake. Violonrthllo. 

A. Violas. Correct. Starts on-string. 

B. Violas. Incorrect. 
I\ii%so. 

C. Violin. Correct. Starts off-string. 

D. Violin. Correct. Starb on-string. 

E. Violin. Incorrect. 



Marcato-Repeated Down-Bows Example 17  A and B Borodin, Symphony No. 2, Mvt. 1, rnm. 254-277 

(Example 17 A-B, 20:Ol) Allegro (Tempo I )  

The use of repeated down-bows in marcato Vln .  I 
style is an effective device in orchestral 
bowing for articulated rhythmic patterns at a 
fortissimo level. These are played with the arm Vli , ,  II 
moving in a circular motion with a return to 
the heel of the bow. The arm moves quickly 
and lightly, and the natural weight of the arm V1a- 

should prevail in order to prevent a crushed 
sound. This bowing also may be used to 

Vc. 
facilitate a necessary bow direction change. 

A. All  strings. 
(:I). 

B. Violin. 



OFF-STIUNG BOWING-- 
TWO OR MORE NOTES 
PER BOW DIRECTION 

Example 1.8 A Menclelssohn, Fingcil's Cave, mm. 227-222 

Alleq1.o rnoderato aninlato 

Group Spiccato (Flying Spiccato) 

(Example 18 A-D, 2057) 
""' i 
L.111. 1 1  

Group spiccato is a series of spiccato notes in 
one bow direction usually V and played at 

i 
any appropriate tempo. The bow is limited to 

v , c , ,  

an area from the middle to the lower third. 
From slow to moderate tempi the performer 
can play the series of lifted up-bows in the 
same spot of the bow or by moving from one 
placement to another. In rapid tempi the 
former is more difficult and may necessitate 

' I c  / 
(:I> 1 

the use of the latter. The following illustration 
can be an awkward bowing both rhythmically 
and in bow placement. However, it can be 

for forte and marcatO passages- Example 18 B and C Beethoven, Symphony No. 1, Mvt. 1 ,  mm. 81-88 

Allegro 

n  v n v n  Allegro con brio 

A musical and technical approach as shown 
below is to play this figure in the lower part 
of the bow. 

Allegro 

v v n v  n v v n v  

In Example 18 A-D the style suggests that of 
slurred couplets while the rhythmic impulse is 
maintained by a slight stress on the first of the 
slurred notes and a lightening and shortening of 
the second. Avoid the tendency to accent the 
second slurred note as this disrupts the rhythmic 
pulse and melodic pow. 

A. Violas. 

B. Cellos. 

C .  Basses. 

Vc. 
e 8. 

$5 

Vla 

vc. 
e 0 .  
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SPECIAL TONE COLORS Example 20 A Chabrier, EspaAa 

Allegro con fuoco 
When special effects are to be employed in a 
musical passage, they will generally be identi- 
fied in the score. A possible exception is sul 
tasto ("above the fingerboard"). 

Col Legno 

(Example 20 A-B, 22:46) 

Col legno is a bowing that has the wood of 
the bow rather than the hair in contact with 
the string. The wood of the bow is turned 
toward the player. Often the bow is dropped 
vertically to the string for a semi-percussive 
effect (battuta), but it may also be used as 
long strokes or slurred groups of notes 
(drawn). In any legato-like passage or for a 
sustained pitch, it is best played with a slight 
amount of the hair of the bow employed 
along with the wood. Col legno is frequently 
used as a ricochet bowing. Col legno is the 
Italian term; in French it is avec le bois, as in 
this score. The term Marcato in this example 
describes the character of the music not the 
bowing style. 

A. Violins/Cellos. Col legno used with ricochet 
and battuta bowing (percussive). 

B.  Violas. Col legno, drawn. Slightly more of the 
hair is used in the srroke so pitches will be 
sustained and audible. 

Vans. 

Alt. 

Ve. 

Alt. 

vc. 

B. 

Example 20 B Prokofiev, Peter and the Wolf 

Sostenuto. J = 100 



Sul Ponticello Exampie 2 1 A Proltofiev, PCI~JI -  c l ~ ~ r i  L ~ I , :  M,':~ir 

(Example 21 A-B, 23:29) 

The "glassy" and "eerie" sound effect of 
ponticello bowing is created by the promi- 
nence of the upper partials, emphasized by 
bowing close to the bridge. This bowing style 
is usually found in tremolo passages and only 
occasionally in legato areas. Piano tremolo 
passages are executed near the tip of the bow ,,la. 
in ponticello style and forte passages more 
toward the middle or lower middle. 

A. Cellos. Drawn. Observe the short notes of  the VC. 

opening and the linked bowing in rnrn. 5-8. 

Vla. 

vc. 

'b. \b==i!:=&-k -- .- -- -_==I&*, I 
ms I ' f m ~  - 

Vla. 

vc. 

Cb. 

Example 21 B Prokofiev, Peter and the Wolf; mrn. 35-36 
B. Cellos. Rapid ditclchC. Note the "bristle" of 

the rapid ditachi sul ponticello bowing 
throughout the strings as well as in the cellos. 

vc. 

Poco meno mosso J = 138 

I 
div. - 

rord. . 
s f  

?/ 



Sul Tasto (Sur la Touche, 
Sulla Tastiera, or Flautando) Example 22 A Debussy, Prelude to The Afternoon of a Faun, min. 11-14 

(Example 22 A-C, 24%) 

Sui tasto is a light, fast, airy bow stroke played ~ 1 1 1 . 1 1  

smoothly with the sound point over the 
fingerboard. The effect is a delicate and veiled 
quality that may be played drawn or played 
tremolo. When sotto voce (under the voice) is 

I,lt,, 

indicated in the score, a sul tasto bowing style 
is recommended. The term sul tasto will not 
always be indicated in the score. The conduc- 
tor should be aware of the tonal quality vc. 

desired and identify its use for a given pas- 
sage. 

(:I). 

Example A ahonstrates bowed -10 sul tasto. 
Example B is leflhand fingered tremolo (legato) 
sul tasto. Example C demonstrates the cornpara- Example 22 B Debussy, Prelude to The Aflemoon of a Faun, rnm. 94-95 

tiw iimbres and strategies used @ "normal" 
dona1 c h a r m  and sul tasto playing of a 
passage. 

A. Violas/Cellos. Tremolo. 

B. Violins. Legato sbvke with fingered tremolo. 

- . - . - - - . - . - . . - - -. - 
Bass . - - - -. . -- - - - - 



C. Violin. Contrusts "normal" tonal characteris- 
tics with the sul tasto style. As the sound 
point is moved away from thc fingerboard 
and toward the bridge, the dynamics are 
intensified. 

PIZZICATO 

Pizzicato is produced by plucking the string(s) 
and may be performed with or without the 
bow in hand, depending on the musical 
setting. Pizzicato effects range from the very 
subtle to the percussive fortissimo and may 
include multiple strings. The pizzicato should 
have a secure left-hand stopping of the string, 
with or without vibrato, as desired. 

In fast passages two fingers may be used 
alternately. When a quick change from arc0 
to pizzicato is necessary, under normal 
circumstances it is best to have the last arc0 
note V for the positioning of the hand near 
the heel in order to play the pizzicato. When 
pizzicato is quickly followed by arco, the note 
should be played n for the same reason 
unless left-hand pizzicato is used. Left-hand 
pizzicato is indicated by a plus sign (+) above 
the note as in Example 24 A, m. 80. 

The duration of a pizzicato note can be 
extended somewhat by the use of vibrato. 
Special effects can be produced by the use of a 
"snap" (Bartok) pizzicato or the strumming of 
three or four strings in both directions. To 
achieve a pianissimo pizzicato, a right-hand 
finger can press the string at the sound point 
between bridge and fingerboard and release 
the string for the sound. 

Pizzicato Without Bows 

(Example 23 A-C, 25:39) 

A. Violins 11. 

B. Cellos. 

C.  Basses. 

Example 22 C Crialg, Hulberg Suite, Mvt.4, mm. 40 .%:I 

Andante rrliglc-rso 

Example 23 A-C Britten, Simple Symphony, Mvt. 2, Playful Pizzicato, mm. 35-44 

Vln.  I 

Vln 11 

Vla 

U.vc,rl h!q pcnniv.~ion of Oxford Li'niccr~ity Press 



Pizzicato to Arco 

(Example 24 A-D, 26:31) 

A. Violins. Hold the bow while the thumb is 
anchored near the end of the fingerboard for 
the index finger to play pizzicato. The hand 
then shifts to a hold of the bow for arco. The 
left-hand pizzicato is indicated by (+) over the 
note. The pitch is sounded generally with the 
second or third finger of the left-hand. Most 
left-hand pizzicatos involve only open strings. 

B. Cellos. The bow is held in the hand and the 
thumb may be anchored on the side of the 
fingerboard. Pizzicato is played with the first 
or second finger. 

C .  Bass. The German bow is suspended with the 
tip pointed in a downward direction. Pizzi- 
cato is played with the first or second finger. 

D. Bass. The French bow is held with the tip 
pointed in an upward direction. Pizzicato is 
played with the first or second finger. 

Example 24 A-fr Mritten, Simple Sympl~nny, Mvt. i, Ro~sierous BoureC, mtn. 69-83 

Allegro ritrniro 

vc 

Ch. 

Vln .  I 1  

DD 1 "' 
Vla. 

I 
V". 

V , p i i r .  

Vln.  1 

\!In. 11 

Vla. 



Pizzicato Chords 

(Example 25 A-B, 28:17) 

If an arpeggiated pizzicato is to be musically 
acceptable, the lower notes must be antici- 
pated so the highest note is played on the 
beat. 

Three- and four-string arpeggiated chords on 
the violin and viola are played with the index 
finger. On the cello they are generally stroked 
with the thumb in a diagonal movement 
across the fingerboard, starting on the lower 
string. With the presence of double-stops (two 
notes played simultaneously), the thumb and 
index finger are often used together for both 
cello and bass; the same technique may be 
used on violin and viola. As the strumming 
moves more perpendicular to the strings, the 
sound will become increasingly percussive. 
Occasional strumming of three- or four-note 
pizzicato chords in both directions is indi- 
cated. Colohl examples of this device are 
used extensively in Rimsky-Korsakoff's 
Scheherazade and Capriccio Espagnol. 

A. Violas, with and without bows. 

B. Cellos, with and without bavs. 

Example 25 A and B Britten, Simple Symphor~y, Mvt. 2, Playful Pizzicato 

CODA 

V l n  I 

V 

V l n .  I 

Vln .  I1 

Vla. 

vc. 

U r r d  b!) p c r ~ ~ l i r s i o ~ l  of  O x f o r d  ~ ' n i o c r s i t ~ l  IJrt,.r.r 






