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ABSTRACT

This thesis comprises a study of ccllo performance practices throughout the
nineteenth century and into the early decades of the twentieth. It is organised in terms of the
increasing complexity of the concepts which it examines, as they are to be found in printed
and manuscript music, instrumental methods and larger treatises, early recordings, concert
reviews and pictures. Basic posture is considered along with different ways of holding the
bow. The development of the tail-pin shows that even when it was widely used, the older
posture was still referred to as a model. Some implications for tone quality and tonal
projection are considered in the light of the shape of the arms. Some connections between
the cellist’s posture and that recommended by etiquette books are explored. The
functionality of the left hand and arm, and the development of modern scale fingerings,
show that therc was a considerable period of overlap between newer and older practices,
with modern scale fingerings cvolving over a long period of time. Similarly, views on the
function of the right wrist in bowing are shown to change gradually, moving towards a
more acltive upper arm movement with less extreme flexibility of the wrist. Two central
cxpressive techniques cspecially associated with string playing arc considered in the
context of the cello, namely vibrato and portamento. Thesc topics are examined in the light
of writlen indications in music, recommendations in cello trecatises, and the practices
evidenced 1n carly recordings. The sources for this study can be brought into an overall
framcwork of a constant dialogue between ‘thcory’, as expressed in verbal instructions to
the learner, or general a priori reflections about the cello, and ‘practice’, manifested in
performing editions and early recordings, or in individual acts of reception. A wide
divergence 15 noted, both between theory and practice in general, and in terms of different
styles of playing observable at any one time. It is suggested that tensions between practice
and critical disapproval can be resolved in terms of Lacanian discourse. Several test cases
are used 1n order to compare several different recordings of the same works. The question
of the musical character of the cello is discussed in terms of widespread assumptions about
its gendered identity. A wide range of sources suggest that this moved from a
straightforwardly ‘masculine’ identity expressed through a controlling, elevated eloquence
to a less clearly defined one, incorporating the ‘feminine’, with a greater stress on
uninhibitcd emotional cxpression. Some performance implications for this change of view
arc pursued with respect to specific repertoires. Broad conclusions stress the importance of
the diversity of performance practices as opposed to unifying gencralisations.
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NOTES

Illustrations within the text are numbered in the format [chapter number}/{figure number],
so that chapter 3, figure 6 appears as Figure 3/6. This system is also used in the index of

1llustrations.

Unless otherwise stated, all translations are the writer’s, with the original given In a
footnote. When quoting from a text originally published in a multilingual edition, only the
English version 1s given unless there are significant differences.

Quotations retain original spelling and punctuation. Unless otherwise stated, italicisation or
othcr cmphases are as in the original. In particular, cllipses not within brackets are as m the
original tcxt; this especially concerns French texts quoted in chapter 7.

Typeset music cxamples use modern clefs. Music examples forming part of verbal
quotations are not scparatcly captioned. Markings in square brackets in music examples arc
cditorial additions, for clanfication or the correction of misprints (in which casc the original

1s also given).

The most frequently used Italian terms such as arco, pizzicato, staccato, vibrato and
portamento are not italicised.

For concision, the {ingers of cach hand are referred to in the text throughout as LH1, RH4,
ctc. (left hand index finger, right hand little finger). Within the text, the thumb remains “the
thumb’. Fingering in typeset music cxamples uses the standard modern symbol for the left

thumb.

Note-names arc in Helmholtz notation, octaves beginning on C:

¢ c' cll cﬂi cl"l

However, ccllo string names are standardised as C, G, D, A.
Dates concerning Russian-born musicians are given in New Style where appropnate.

Dates of publication within square brackets are hypothetical, in that they are not supported
within the text. However, a date verified from Hofmeister Monatsbericht is given thus:
[HM(ycar)]."! All such dates can be confirmed from Hofmeister XIX,
<http://www.hofmeister.rhul.ac.uk>.

' Musikalisch-literarischer Monatsbericht: iiber neue Musikalien, musikalische Schriften und
Abbildungen (Leipzig: F. Hofineister, 1829-1907).
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ABBREVIATIONS
Periodicals;
AMZ Allgemeine musikalische Zeitung

AMZmbR Allgemeine musikalische Zeitung mit besonderer Riicksicht auf den
osterreichischen Kaiserstaat
AWMZ Allgemeine wiener Musik-Zeitung

BAMZ Berliner allgemeine musikalische Zeitung
MT Musical Times

MW Musical World

NZM Neue Zeitschrift fiir Musik

RGM Revue et gazette musicale

Other abbreviations:

The Recorded Cello
The Recorded Cello — The History of the Cello on Record, 6 discs (Pecarl Gemm CDS 9981 -

86, 1992)

Brown, CRPP
Clive Brown, Classical and Romantic Performing Practice 1750-1900 (Oxford: Oxford

University Press, 1999)

Grove Music Online
The New Grove Dictionary of Music and Musicians, ¢d. Laura Macy,
URL: <http://0-www.oxfordmusiconlinc.com>

cond conductor
movt. movement
pf. pi1ano

pt. part

VC. ccllo

V. violin



14

INTRODUCTION

The existing historical literature focussed specifically on the cello is patchy, and often
draws heavily on carlicr sources. The work of Wasiclewski and Edmund van der
Stracten, from the later nincteenth/early twenticth centuries, is still used as a source for
much biographical detail.” Their work still underpins much in the current cdition of Grove,
especially concerning minor figures, or currently under-rescarched major ﬁgufes.3 At the
time of writing, for example, there exists no detailed study in English of either Adrien
Scrvais or Fricdrich Griitzmacher. Servais is therefore still cr;oncously supposcd by many
to have adopted the tail-pin because he was overweight. His compositions have not been
studied at all by scholars, and the only significant biographical work on him is in Flemish.*
There has been no modern rescarch on Alfredo Piatti, apart from Barzano and Bellisario’s
overvicw of biographical material. This contains much refcrence material, such as a
cataloguc of his compositions, and sclections from his correspondence, along with
anccdotal matcrial, but is inconsistently refcrenced, and confusingly structured around a
biography followed by ‘Notes for an investigation’.” Griitzmacher is still chiefly identified
with his notorious edition of Boccherini’s B flat major ‘concerto’, leading to a lack of

intercst in his performing editions in gencral. ®

* Wilh. Jos. D. Wasielewski, trans. Isobella S. E. Stigand, The Violoncello and its History (London:
Novcllo, Ewer & Co., 1894; 1st. pub. 1888); Edmund van de Stracten, A History of the Violoncello,
the Viol da Gamba, their Precursors and Collateral Instruments (London: William Reeves, 1914).
* See, for example, Lynda MacGregor, ‘Alfredo Piatti’, ‘Friedrich Griitzmacher’, ‘Picrre
Chevillard’, Grove Music Online. Oxford Music Online [last accessed 16 March 2009).

* Peter Frangois, ‘Ah! Le metier de donneur de concerts! Adrien Frangois Servais (1807-1866) als
rondreizend cellovirtuos (Halle, Belgium: vzw Servais, 2007), and exhibition catalogue for
Zuidwestbrabants Muscum, Adrien Frangois Servais 1807-2007 Halse cellist met wereldfaam
(Halle, Belgium: vzw Servais, 2007).

* Annalisa Lodctti Barzand and Christian Bellisario, trans. Clarice Zdanski, Signor Piatti - Cellist,
Komponist Avanigardist (Kronberg : Kronberg Academy Verlag, 2001).

® Luigi Boccherini, arr. Friedrich Griitzmacher, Konzert in B (Leipzig: Breitkopf & Hirtel,

(/1M 18951,
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Existing studies of individual cellists are uneven. An extremely experimental
approach is adopted in Elizabeth le Guin’s study of Boccherini.” She attempts to
incorporate the physicality of performance (and of composition-as-performance) into the
musical meaning of the work itsclf, showing how physical tension and harmonic or melodic
tension can combime or be at odds. This highly idiosyncratic work has yet to be fully
assessed with regard to other repertoires, and although it is open to a charge of excessive
subjectivity — as a cellist herself, her own perceptions of the physicality of performance
may bc quite diffcrent from another player’s — it suggests stimulating future lincs of
rescarch.” The only biography of David Popper, written by one of his last pupils, is an
invaluable source of matenal from Hungarian journals in particular, and contains many
revealing personal anccdotes. De’ak’s citations are, however, often inadequate.” The
litcrature on Casals, though extensive, gencrally examines his later tcaching and politics
rather than his playing, and adds little to the earlier work by Littlchales or Corredor.'® The
most recent such study, Anita Mercier’s monograph on Suggia, 1s almost entirely
biographical in orientation, with much information about concert programmecs and
repertoire, but with very little broader historical context (especially conceming her critical
reception), and no detailed cxamination of her relatively small rccorded output.'' More

rccent broadly-based historics of the cello, intended for a non-specialist readership, recycle

" Elisabeth Le Guin, Boccherini's Body: An Essay in Carnal Musicology (Berkeley: University of
California Press, 2006).

® Le Guin is well aware of this, as she showed in discussion with the writer at the 2007 International
Musicological Society Conference (Zurich).

> Steven De’ak, David Popper (Neptune City, NJ: Paganiniana Publications, 1980).

"9 Lillian Littlchales, Pablo Casals (London: J. M. Dent & Sons, 1929); J. Ma. Corredor, trans.
André Mangeot, Conversations with Casals (London: Hutchinson, 1956). Sce, for example, David
Blum, Casals and the Art of Interpretation (London: Heinemann Educational, 1977); Robert
Baldock, Pablo Casals (London: Gollancz, 1992).

"' Anita Mercier, Guilherminia Suggia (Aldershot: Ashgate, 2008).
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much older work or contribute peripheral anecdotal material, often interesting in itself.
The position with regard to larger-scale studies of the cello and cellists is broadly

similar. Lev Ginsburg’s substantial research dealing with ninete;enﬂ)-cenmry Russian

ccllists has ncver been translated into English, with the result that no comprehensive study

of the work of Carl DavidofT as a ccllist, lct alonc as a composcr, has appcarcd outside

Russia.* In modem times, only two substantial treatments of the cello have appeared — the
Cambridge Companion to the Cello and Valcric Walden’s monograph concerning the
period 1740-1840." The former covers a very wide arca with variable depth and detail.
Some chapters, cspecially those on the leading players in the classical, romantic and
twenticth-century periods, are particularly poorly referenced (with much use of van der

Stracten and Wasiclewski), while others simply attempt too much in the limited space

available.” Walden deals with the period between Corrette and Romberg and is largely
concerned with material drawn from the more prominent cello methods of the period by

well-known players, and using very few other primary sources, especially the smaller,
cheaper cello tutors published anonymously. She tends to presupposc the validity of the
concept of ‘schools’ of playing, and also uses sources from much later than her defined
period in order to give additional importance to topics which are of marginal significance.

However, her material on ‘good style’, though inconclusive and unfocussed, constitutcs an

'> Elizabeth Cowling, The Cello (London: Batsford, 1975); Margaret Campbell, The Great Cellists
(London: Gollancz, 1988).

** Lev Ginsburg, Istoriya violonchel 'novo: iskusstva russkaya klassicheskaya violonchel 'naya
shkola (1860-1917) [History of the art of the violoncello, Russian classical violoncello school]
(Moscow: Musiyka, 1965). A large collection of autograph MSS of DavidofI’s compositions is held
at the St. Petersburg Conservatoire library; as well as cello pieces, he composed a large number of

songs and attempted an opera (Mazeppa) which he did not complete.
** Robin Stowell (¢d.), The Cambridge Companion io the Cello (Cambridge: Cambridge University

Prcss, 1999); Valcric Walden, One Hundred Years of Violoncello: A History of Technique and
Performance Practice, 1740-1840 (Cambridge: Cambridge University Press, 1998).

" See, for cxample, Margarct Campbell, “Masters of the Baroque and Classical Eras’, “Nincteenth-
Century Virtuosi’, ‘Masters of the Twentieth Century’, in Stowell, ibid., pp. 52-91, or Peter Allsop,
‘Ensemble Music: in the Chamber and the Orchestra’, ibid., pp. 160-177.
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admirable attempt to broaden the traditional parameters of the discourse of historical
performance practice.'® Wiesenfeldt’s recent treatment of the German nineteenth-century
cello sonata contains virtually no material on performance, focussing instead on formal
analysis."” The same is true, though 1o a lesser degree, of Sylvette Maillot’s examination of
cello music in eighteenth-century France.'®

Traditional studies have generally adopted an evolutionary model — cellists are
normally asscssed in terms of their contribution to the ‘development’ of technique, and the
ovcrall cmphasis 1s on the leading virtuosi or on the most influcntial teachers. This has led
some ccllo treatises to be down-valued, and to a privileging of technical innovation. This
cvolutionary view can be found, unsurprisingly, in the work of Wasiclewski, but a concept
of history as progress is considerably older. There is clearly a change in many aspects of
ccllo performance practices during this period — or, rather, cellists play diffcrently at
different times and places. However, a Darwinist view of an instrument’s historical
development can both distort and obscure matters which can be focussed differcntly. It 1s

admittedly hard to avoid a devclopmental view of a topic presented, in its different

manifestations, chronologically.

At the turn of the last century, there were two distinctive views about the
‘devclopment’ of the cello, both of which have problems. Wasiclewski asscrted that 1n the
nineteenth century the cello set aside inappropriate violinistic mannerisms and gradually
assumed its ‘true’ character.”” The twentieth-century literature for the cello would certainly

not rcinforce this essentialist view, not least because the very concept of an inhcrent

' Walden, ‘Elements of acsthetics and style’, One Hundred Years of Violoncello, pp. 270-300.

'7 Christianc Wicsenfcldt, Zwischen Beethoven Und Brahms: Die Violoncello-Sonate im 19.
Jahrhundert. Kieler Schriften zur Musikwissenschaft, band 51 (Kasscl: Birenreiter, 2000).

'* Sylvette Maillot, Le violoncelle en France au XVIlliéme siécle (Paris: Champion, 1985).

'* Jos. D. Wasielewski, trans. 1. S. E. Stigand, The Violoncello and its History (London: Novello,

Ewer & Co., 1894), pp. 212-213.
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‘character’ becomes increasingly unsustainable.
Another, more stimulating, view, expressed by Krall and at even greater length by
Alexanian, but also implicit in almost every pedagogical work on the ccllo, was that its

pcdagogical history was that of a scarch for fundamental principles.?® Krall describes ‘the
continual endeavour of players to find and establish laws’.?' Casals’s preface to Alexanian
describes the Traité as ‘a well elaborated plan for the analysis of the theory of violoncello
playing [...] a scrious effort towards the casting off of the shackles of supcrannuated
prejudices’.”? Here, “progress’ is from the straightforward pragmatism of much nincteenth-
century ccllo teaching (where one is basically taught what one will need in order to play
ccllo picces) to a more thoroughly scientific approach bascd on systematic thinking and a
knowledge of anatomy, which brings with it the pursuit of technical development for its
own sake, far becyond the requirements of the most difficult music wntten for the
instrument.” Yet even this apparent transformation is not straightforwardly linear. The late-
cighteenth-century scale fingerings of John Gunn mark a decisive shift towards more
crgonomic fingerings which are independent of apparent musical structures, based on
principles which can be applied to any scale. The very short, repetitive, left hand exercises
of Bidcau (1802) anticipate the standard work of this kind by Feuillard.** Gunn, and to a
degree Bideau, arc being analytic, and this over a century before the much more obviously,

and explicitly, scientific approaches taken by Alexanian or Becker.

“* Emil Krall, The Art of Tone-Production on the Violoncello (London: The Strad Office, John Leng
& Co., 1913); Dinan Alcxanian, Traité théorique el pratique du violoncelle (Paris: A. Z. Mathot,
1922),

2l Krall, ibid., unpaginated preface.

*2 Alexanian, ibid., p. 4.

* Sce, for cxample,, the transcendental studics of Bazelaire, based on much earlier studies by
Kummer. Paul Bazclaire, 10 Etudes transcendantes d’aprés des études mélodiques de F. A.

Kummer (Paris: Alphonsc Leduc, 1936).
“ Dominique Bidcaw, Grand nouvelle méthode raisonée (Paris: Naderman, [1802]); Louis R.

Feuillard, Tagliche Ubungen Exercices journaliers Daily Exercises (Mainz: B. Schott’s S8hne,
1919).
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Therefore, while a diachronic study of the evidence predisposes towards a
developmental narrative model, this study will frequently stress the synchronic diversity of
practices, with the intention of discouraging over-simplified generic approaches to
historically inforr;led performance. This diversity will also be examined 1n the light of the
frequent apparcnt contradiction between ‘theory’ (verbal instructions of whatever form,
such as pedagogical material or concert reviews) and ‘practice’ (performing editions, the
cvidence of carly recordings, or particular individual reception of a performance). Concert
reviews can partake of both, 1n that the critic may cxpress a gencral stylistic preference as
well as record what actually took place. The theories and practices recorded here are
presented with a view 1o retaining their varicty, rather than sceking an over-arching
normalising narrative. This 1s because such narratives, whether couched in evolutionary

terms, or in terms of ‘schools’, are hard to justify empirically and tend to pre-dctermine

routes of inquiry.

The source materials used here arc mostly conventional, and relate directly to
matters of musical performance. There arc other matcnals which are less frequently
encountered in studies of this type, in particular as they concern ideas of the character of
the cello and 1ts gendcered identity. This cntails the use of sources familiar to rescarchers in
other ficlds, including litcrary represcntations of the cello in novels, poetry, drama and
miscellaneous newspaper and journal articles, mostly written by non-expert musicians or
non-musicians. Wider theories of gender as performance are avoided in favour of a close
attention to the source materials. Some implications of this research for performers and
listeners are explored, with the overall intention of offering a different perspective on
performance research. Differing perceptions of the inherent character of the cello can, 1t is

argued, influence both performance styles and audience reception.



20

rmm = =

CHAPTER 1;
BASIC POSTURE AND BOw HOLD
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Figure 1/1: Frontispiece illustration, Broderip and Wilkinson’s Complete Treatise for the Violoncello.'

roderip and Wilkinson’s Complete Treatise 1s an anonymous work costing three

shillings, quite modest in its scope, typical of scveral others from the 1790s
onwards. This illustration shows a man, perhaps the intended reader, or the sort of
person the reader aspired to be, playing the cello in a small music room. Another
instrument, possibly a bass viol, lics neglected in the shadows, while a chamber organ
dominates the opposite wall. Elaborate wall hangings and side panels hung with musical
instruments frame the player like a proscenium arch — the cellist 1s playing to an unseen

audience, the reader. His melody is ‘unheard’, not only in a Keatsian sense, but because

' Anon., Broderip and Wilkinson s Complete Treatise for the Violoncello (London: the Editors,
c.1800).
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of his gencral posture. He holds the bow a considerable distance from the heel, almost at
the balance point, and it is at least three inches from the bridge. His left hand looks like
a violinist’s, and his left elbow sags bchind the instrument. The cello itsclf may be
resting on the ground or held precariously between the legs (the artist’s perspective
drawing is poor). Although it scems to rest against his left leg rather than be held by it,
the text makes it clear that it is indeed held between the legs. He turns his head sharply
to his right to rcad the music, which would otherwise obscure him from the rcader. In
fact, almost every aspect of his general deportment minimises the amount of sound he
can produce.

This chapter considers the most basic topics in cello playing: posture and bow
hold. They arc often 1gnored 1n studics of historical performance practices. Nonctheless,
without a clcar undcrstanding of this groundwork there is no foundation for studying

many other aspects of performance. Table 1 lists the cello methods which are referred to

in the course of this discussion.



Table 1: summary list of cello methods referred to here, in chronological order

DATE AUTHOR

1741

c.1765
c.1775

1785
1787
1797
1800
1802
1804
1805
1805
1806
1806
1810
1819
1825
1826
1827
1835
1839
1840

1851-5

1864
1873
1877
1878
1878
1879
1882
1882
1882
1884
1888
1888
1893
1895
1898
1899

1900-3

1902
1907
1909
1909
1910
1913
1919
1920

Corrette

Crome

Azais

Anon., pub. Preston and Son
Anon., pub. Goulding

Raoul

Anon., pub. Broderip and Wilkinson

Bideau
Bréval
Baillot ef al.
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Anon., pub. Clementi, Banger, ef al.

Gunn

Duport

Bréval, trans. Pcile
Pecile

Dotzauer

Crouch

Elcy

Kastner

Kummer

Romberg

Lindley

Duport, ed. Lindner
Dotzaucr, ¢d. Braga
Kummecr, ¢d. Piatti
Junod

Rabaud

Howell

Schulz

de Swert

Werner

Vaslin

Davidoff

Romberg, ed. Swert and Griinfeld

Schroeder

Weber
Van der Straeten

Broadley

Lee, ed. Becker

Dressel

Fuchs

Langey

Kummer, ed. Becker

Piatti, cd. Whitchousc and Tabb
Krall

Eamshaw

Vadding and Mecerscburger

SHORT TITLE
Méthode théorique

Compleat Tutor
M¢éthode

New Instructions

New and Complete Instructions
Méthode

Complete Treatise

Grand nouvelle méthode

Traité

Méthode
New and Complete Instructions

Theory and Practice
Essai

Bréval'’s New Instructions
New and Complete Tutor
Meéthode

Compleat Treatise
Improved Method
Méthode elementaire
Violoncelloschule
Violoncellschule
Lindley's Handbook

Essai

Metodo
Violoncello School

New and Concise Method
Méthode compléte

Edward Howells First Book
Elementar-Violoncelloschule

The Violoncello
Praktische Violoncell-Schule

L’art du violoncelle
Violoncell-Schule
Violoncelloschule
Catechism of Cello Playing

Premier Method
History of the Violoncello

Chats to Cello Students
Violoncello Technics
Moderne Violoncell Schule
Violoncello-Schule

Practical Tutor
Violoncelloschule

Violoncello Method

Art of Tone-Production
Elements of ‘Cello Technique
Das Violoncello
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1922 Alexanian Traité
1082 Bunting Essay on the Craft of 'Cello Playing
BASIC POSTURE

Throughout the nineteenth century, cellists sat in fundamentally the same way,
with the left foot slightly forward of the right, the back cdge of the cello against the left

calf, and the front edge against the right. This simple formula occurs in virtually every

ccllo tutor, but with variations, additions and shifts of cmphasis.

Robert Crome gives a brief but interesting recommendation:

...the lower part is to rest on the Calves of the Leggs supported with
the Knees, but for the greater case of a Learner we wou’d advisc him
to have an hole made 1n the Tail-pin and a Wooden Peg to screw into it
to rest on the Floor which may be taken out as he pleases.’

This is one of very few references to a tail-pin before the later nineteenth century.

Before Crome, only Corrette mentions it once, bricfly and disapprovingly:

...note that the instrument does not touch the ground at all, since that
makes it muted: sometimes one puts a stick at the end to support the

cello, when one plays standing up: not only is this posturc not the
most attractive, but it is moreover the most contrary for difficult

passages [...T
Some tutors, such as Bréval’s, rely entirely on illustration to convey correct posture:

Looking attentively, one learns the manner of holding the instrument
more easily than from a written description.*

His depiction (figurc 2) has some curious features.” The player’s heels are off the

ground, and he 1s leaning markedly to his left. His left calf is against the lower ribs of

* Robert Crome, The Compleat Tutor for the Violoncello (London: C. & S. Thompson [17657]),
p. 1. Throughout, I will use the term “tail-pin’ to denote the spike which supports the instrument,
and ‘button’ to denote the small round wooden knob around which the tailpiece gut 1s wound
and through which the tail-pin is mounted. Some writers, such as Crome, use diflerent
conventions, but this is clarified by context.

}¢..observer que I’ Instrument ne touche point a terre, attendu que cela le rend sourd: quelque
fois on met un béton au bout pour soutenir la basse, quand on joue debout: non seulement cette
posturc n’cst pas la plus belle, mais elle ¢st cncore 1a plus contraire aux passages difficiles...’
Michel Corrette, Mérhode théorique et pratique (Paris: Mlle. Castagnery, 1741), p. 7.

* “En obscrvant avce attention, on apprendra plus aisément que par une démonstration écrite, la
maniere de tenir I’Instrument.’ J. B. Bréval, Traité du violoncelle, op. 42 (Paris: Imbault,

[1804D), p. 5.
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the cello rather than the back edge. This posture would quickly create considerable
tension and affect tone quality. The illustration (and Romberg’s drawing, figure 3
below) shows the feet turned out, contradicting the Paris Conservatoire cello method (It

is necessary to avoid turning out the feet’).°

Peile’s 1810 (extremely free) translation of Bréval is a little more detailed:

The holding the Instrument is particularly to be observed and the following
directions will serve to give a proper idea of it. The learner being scated as
forward as convenient on a Chair or Stool rather low, is to extend his legs
with the feet turned outwards, and receive the Instrument between so that
the upper edge of the Violoncello may press against the Calf of the right
leg, and the opposite lower edge against the Calf of the left leg together
with the lower part of the left thigh, this 7position inclining the fingerboard
inwards which must always be observed.

Figure 1/2: Bréval, Méthode, posture illustration.

The advice to use a low stool also occurs in Gunn and Romberg. John Gunn offers

similar advice in the sccond, considerably revised, edition of his cello method:

J. B. Breval, trans. J. Peile, Bréval’s New Instructions for the Violoncello (London: C.
Wheatstone & Co., [1810]), p. 6.

"Baillot, P., J. H. Levasseur, C.-S. Catel and C.- N. Baudiot, trans. A. Merrick, Method for the
Violoncello (London: Cocks & Co. | 1830]), p. 14. 1st ed., Baillot ef al., Méthode de Violoncelle

(Paris: Janet et Cotelle, 1805).
"J. B. Bréval, trans. J. Pcile, New Instructions. p. 6.
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The mode of holding the instrument is far from being indifferent, and
we sce several ways adopted, which are cxceptionable, from the
obstructions they oppose to good tone and a facility of expression. The
position which in these respects possesses the greatest advantages, is
the following. The player sitting as forward as he can on a chair or
stool, rather low, is to extend his left leg nearly as far as he can, so as
not to rest solely on the heel, but with the foot flat on the ground; this
1s donc in order to depress the Ieft knee, which would otherwise
opposc the proper action of thc bow. The right knce must be extended
a hittle outwards, so as exactly to receive the Violoncello between both
legs, the toes of the right foot being tumed quite outwards, so that the
Calf of that leg which will be perpendicular to the ground, may be
pressed against the upper rim or cdge of the instrument, while the
opposite lower edge is pressed against the lower part of the left thigh a
very little above the knee, the upper rim will thus project beyond the
knce, and the bridge will be on a linc with the right knce, as it
nccessary the bow should pass on the fourth string in the direction of
the bow, a___b at fig: 11 of the annexed plate, about three inches
above the brnidge: for it the instrument be held lower, the bow must be
drawn on that string in the dircction of the dotted line d...b. The finger
board sshould incline to the body and towards the left shoulder, as at
fig: 17.

Even the comprehensive Duport deals with the subject in fewer words:

The hold of the ccllo between the legs varies a lot, according to
people’s different habits and sizes. One can very well play, holding the
instrument a little higher or lower. This is the manner most used,

which must be the best. One must first sit towards the front of the
chair, bringing the left foot well forward, and the right closer: then

place the instrument between the legs, so that the lower left hand
corner bout 1s by the left knee joint, so that the weight of the
instrument 1s borne by the left calf: and above the left foot. If the knee
1s opposite this bout it will prevent the bow passing easily, when one
wishes to usc the A string. The right lcg is placed against the curve
below the instrument, to hold it securely.

® John Gunn, The Theory and Practice of Fingering the Violoncello (London: the Author, 2nd
edn. [1806]), p. 5-6. This passage does not appear in the first edition.

? ‘La tenue du violoncelle entre les jambes varie beaucoup, suivant les habitudes et la différente
taille des personnes. On peut trés-bien jouer en tenant son Instrument, un peu plus haut ou un
pcu plus bas. Voigi la maniére 1a plus usitée ct qui doit étre la meilleure. 11 faut premi¢rement
s"asseoir sur le devant de sa chaise, porter ensuite le pied gauche loin de soi en avant, et
rapprocher le droit: alors placer I’ Instrument entre Ics jambes, de fagon que le coin de
I’échancrure inférieure d’en bas a gauche, se trouve dans la jointure du genou gauche, afin que
le poids d¢ I’Instrument, soit porté sur le mollet de la jambe gauches: et le pied gauche en
dehors. Si le genou se trouvoit au contraire dans cette échancrure, il empecheroit I’archet de
passcr aisément, lorsqu’on voudoit se servir dc la Chanterelle ou premicre Corde. La jambe
droite se pose contre I’éclisse d’en bas de I’Instrument, pour le maintenir en siireté.” Jean Louis
Duport, Lssai sur le doigté du violoncelle (Paris; Imbault, [1806)), p S.
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Bidcau also stresses that the weight of the ccllo rests mainly on the left leg:

Lmo. To sit on the edge of the chair, 2do. To place it between the legs,
30., to put both feet forward, to advance the left foot especially, so that
all the weight of the instrument can rest on the calf of the left leg, and
by this means can hold it with confidence, 40. to bring the right foot
closer, so that the bout is found at the left knee joint. "

Eley, like several others, suggests that the height of the seat relates to the player’s
height.!! Lindley, a former pupil of Duport, is more concisc than his tcacher and
emphasises the readjustment of posture according the string in use:

The Instrument should be supported by the calf of the left leg, whilst
the night leg affords the pressure requisite to keep it in its place. The
Instrument must be under the control of the right leg, so that it may be

made to slant one way or the other, as the first and second, or third and
fourth strings may be most required. '

Romberg places his feet differently (figure 3):

The heels may be six inches apart, and one foot not more advanced
than the other. "

% “1mo. De s’asscoir sur lc bord de Ia chaise, 2do. De le placer entre ses jambes, 30. de mettre
les deux pieds en dehors, d’avancer surtout le pied gauche, afin que tout le poid de I’instrument
puisse poser sur le mollet de la jambe gauche, et par ce moyen le tienne avec assurance, 40. de
rapprocher de soi le pied droit, et de faire en sorte que 1'éclisse se trouve entre la jointure du
genou gauche,” Dominique Bideau, Grande nouvelle méthode raisonnée pour le violoncelle
(Paris: Naderman, [1802)). p. 3.

" Charles F. Eley, Improved Method of Instruction for the Violoncello (London: Clementi &
Co., [1827M]), p. 2.

** Robert Lindley, Hand-book for the Violoncello (London: Musical Bouquet Office, [1851-
1855)), p. §.

* Bernhard Romberg, trans. anon., A Complete Theoretical and Practical School for the
Violoncello (London: T. Boosey & Co., [1840]), p. 7. Orig., Violoncellschule (Berlin: Trautwein,
[1840]), p. 6. Ilustration, ibid., unpaginated, p. 6 verso.
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Figure 1/3: Romberg, Violoncellschule, posture illustration

In this, Georg Kastner agrees (the feet must be ‘sur une méme ligne’ [on the same linc)),
but it remains a minority view.© Note that Romberg’s right leg does not just press
against the front cdge of the cello, but almost envelopes it. In this illustration Romberg
1s leaning slightly to his left, but his shoulders appear to be more or less level. The net
cttect 1s to distribute the weight of the cello more symmetrically than Duport, Bideau or
Lindley suggest, and experiment shows that this posture places the instrument more
vertically than the conventional posture.

The question as to whether the calves held the cello by the ribs, or by the edges,
1s important, as the former could dampen the resonance of the instrument. Kummer was
among the first to acknowledge this problem, stressing holding the cello by the edges:

The Violoncello should be held between the legs, so that the lower

part of the front edge of the Instrument comes exactly on the right
calf, and the back cdge exactly on the left calf of the player. But 1t

"' Georges Kastner, Méthode Elémentaire pour le Violoncelle (Paris: E. Froupenas & Cie.,
1835), p. 2.
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must be especially remembered that the sides of the edges be not too

much covered by the calf of the leg; as thus the vibration of the

[nstrument will be impeded."”

Concern for tone quality, rather than the comfort of the player, was to lead
cventually to the general use of a tail-pin, but it is clear that, throughout the first half of
the nineteenth century, if used at all, it was rare. Adrien-Francois Servais (1807-1866)

appears to be the first cellist to have used it regularly. Although it scems he taught all his

students to play in this way, it would be another half-century before it became virtually

16

universal (figure 4).

Figure 1/4: Photograph of Servais c. 1862.

There 1s no mention of a tail-pin in, for instance, Junod’s 1878 method, which simply

gives the standard warning that ‘| The player] must avoid covering the sides (or ribs) of

" F. A. Kummer, trans. anon.. Violoncello School, op. 60 (London: Ewer and Co. | 1850]), p. 4.
Ornig, Violoncelloschule op.60 (Leipzig: Peters, 1839).
' Photograph, Zuidwestbrabants Museum, Belgium.
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the instrument so as not to check the vibration of the sound’.!’ The same is true of
Edward Howells’s much-simplified version of Romberg’s tutor.'® August Schultz’s cello
mcthod (c. 1882) has a very clear illustration of the instrument with no mention of a
tail-pin, and he stresses the importance of holding the cello by the edges so as not to
dampen the vibration.'? Olive Vaslin makes a similar point:

The pressure necessary to retain the instrument can be exerted without
an audible altcration of the vibration, for the simple reason that in this
posturc the legs only reach the parts [of the cello] already essential to
the solidity of the framework.*

Morcover, when 1t docs begin to appear in the pedagogical literature (Servais himself
left no cello method or course of instruction), it is still very much in the context of the
more traditional posture. Both Henri Rabaud (1878) and Jules de Swert (1882) advocate
the tail-pin, but the basic posture is not very different. In fact, Rabaud explicitly advises
the student to master the ‘classical’ posture first:

Scveral artists make use of a spike, rod or extension to hold up the
cello, which fits the button: I advisc pupils not to use it before being
well familiarised with the classical posture.*’

Dc¢ Swert recommends using a tail-pin on tonal grounds, and thus answers Kummer’s

reservations:

Nearly all the modern players use a stem made of wood or metal
(wood is preferable) about seven or eight inches long, which is fixed

' Laurent Junod, trans. F. Clayton, New and Concise Method for the Violoncello (London:

Lafleur, 1878), p. 3.

'® Edward Howell, Edward Howell’s First Book for the Violoncello adapted from Romberg &

School (London: Boosey & Co., [1879]), p. 1.

*” ‘Die Waden diirfen dabei niemals die Flichen der Zargen ganz deden, um nicht die Vibration

der Tone zu hemmen.” August Schulz, Elementar-Violoncelloschule (Hanover: Louis Oertel,
1882]), p. 3.

L’ ‘La pression nécessaire au maintien de I’instrument peut s’opérer sans alteration sensible des

vibrations, par la raison toute simple que dans cette attitude les jambes n’atteignent que des

parties déja maintenues par la charpente indispensable a la solidité.” Olive Vashin, L art du

violoncelle (Paris: Richault, 1884), pp. 2-3.

*! ‘Plusieur [sic] artistes se servent pour soutenir le Violoncelle d’une pique, fige ou rallonge qui

s’adapte au bouton de I'instrument: j’cngage les éléves a ne pas en faire usage avant d’étre bien

familiarisés avec la tenue classique.’ Henri Rabaud, Méthode Compléte de Violoncelle, op. 12

(Panis: Alphonse Leduc [1878]), p. 1.



30

to the lower part of the Violoncello, and on which the instrument rests.

In my opinion this is perfectly right, because, by this system, not only

i1s the position of the body freer, but also the tone is favourably

influenced by the instrument resting on this stem instead of being held

by the pressure of the lcgs, the latter plan necessarily interfering with

the development of the tone.*
His accompanying illustration shows that the ncar-vertical ccllo and the placing of the
feet are still virtually as they would be without a tail-pin. The near-vertical upper right
arm, dropped left elbow and pronated right wrist, would be familiar to a cellist from the
beginning of the nineteenth century as well. However, this illustration is, in its own way,

as mislecading as Bréval’s, with its rather glum ccllist Ieaning perceptibly to his right

(away from the instrument), which would be difficult to sustain for any length of time

(figure 5).%

ij Jules de Swert, The Violoncello (London and New York: Novello, Ewer and Co. [1882]), p. 4.
Ibid., p. 4.
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Figure 1/5: Swert, The Violoncello, posture illustration.

Even in 1909, Otto Langey describes posture in terms familiar from a century
carlier, and simply adds the tail-pin:

The performer should sit well forward on his seat, with the left foot in
advance of the right, the feet turned outwards. The instrument should
be placed between the legs with the lower edge of the back on the calf
of the left leg and the edge of the belly on the calf of the right leg. |...]
The 1instrument must rest entirely in this position without the
assistance of the left hand, and high enough, so as to prevent the bow
touching the knees. An End-pin should be used for this purpose.”’

The upright posture recommended by Rabaud, illustrated by de Swert, and particularly
characteristic of Piatti (who did not usc a tail-pin), is also described by Carl Davidoft:
The player sits forward on the seat, grasps the cello with the left

hand on the neck, and secures it with the spike, so that it stands
perpendicular to the feet. .. ”

“ Otto Langey, Practical Tutor for the Violoncello. New Edition, Revised & Enlarged (London:
Hawkes & Son, 1909), p. 7.

* ‘Der Spicler setzt sich vorn auf den Stuhl, faBt das Violoncell mit der linken Hand am Halse
und fixiert es mit dem Stachel, sodaB3 es vertikal den FiiBen steht...” Carl Yu. Davidoff,
Violoncell-Schule (Leipzig: C. F. Peters, | HM1888]. p. 2.
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Werner (1883) gives the standard advice about the length of the tail-pin relative
to the player, while implying that 1t is optional:

When using a peg at the bottom of the instrument, 1t 1s necessary to
have it so long, that the lowest screw [C string peg] reaches the left
car at about two or three inches distance, so as not to run the risk of
knocking the Ieft knee with the bow in striking the A string.*°

The advice that the C peg should be opposite the ear was still being repeated thirty years
later by Emil Krall.*’ Swert’s illustration shows roughly this length of tail-pin, seven or
eight inches, similar to that used by Servais. Some modem players (not necessarily
thosc of short staturc) still usc this length, even though the trend throughout the

twentieth century (especially the second half) has been towards longer tail-pins (figure

6).28

Edmund van der Stracten (1898) reccommendecd the tail-pin cven more firmly:

The use of the peg is now generally adopted, and offers the double
advantage of steadying the instrument and strengthening its tone by an
additional amount of resonance, resulting from the communication
cstablished by it between the body of the violonccello and the floor. If
the peg be of steel, as is now generally the case, 1t will prove even a
stronger medium than a peg made of wood... [Playing without a tail-
pin} which 1s still practised in isolated cascs, has the disadvantage of
giving the instrument a rather upright position, rendering it somewhat
stiff, and necessitating the covering, by the legs, of a greater part of
the nibs, which prevents the free emission of sound.”

% Josef Werner, trans. anon., Praktische Violoncell-Schule, op. 12 (Kéln: P. J. Tonger,

glﬁ/[ 1882)), p. 3.
" Emil Krall, The Art of Tone-Production on the Violoncello (London: The Strad Office, John

Leng & Co., 1913), p. 38.

** Photograph supplicd by Adrian Shepherd.
* Edmund van der Straeten, History of the Violoncello, the Viol da Gamba, Their Precursors

and Collateral Instruments (London: William Receves, 1898), pp. 17-18.
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Figure 1/6: Adrian Shepherd (former principal cello, Scottish National Orchestra), using a
characteristically short tail-pin.

Figure 1/7: Van der Straeten, Technics, posture illustration.

Note that van der Stracten (figure 7)" is shown with his feet opposite each other,
following Romberg — though Romberg also taught the particularly upright posture

which van der Stracten so disliked, and which was recommended by Rabaud, de Swert

and Davidoff.

*Ibid., p. 30. The drawing is a portrait, copied from a photograph of van der Straeten.
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Carl Schrocder makes it clcar that a wooden tail-pin was screwed into the
button, whereas a metal one could slide inside the instrument when not in use.’
Although metal supplanted wood, the latter was still being described in 1920:

The spike, whose use has now become general, which has made the
holding of the cello easicr, will, if made of wood, be about 15 mm

thick...*

Van der Straeten was not alone in his confident assertion of the ubiquity of the
tail-pin. The revised versions of Dotzauer’s, Romberg’s and Kummer’s cello methods,
by Gactano Braga (1873), Jules de Swert (1888) and Hugo Becker (1909) respectively,

rctain their oniginal texts but add clearly defined editonal comment, initialled and

marked by a different typeface, to bring them up to date half a century later.”’ Braga

expands Dotzaucr’s illustrations considerably but makes no mention of a tail-pin.**

However, dc Swert comments on Romberg’s description of posturc without a tail-pin:

This stance has almost completely disappeared. The majority of
modern cello virtuost use a spike 7-8 inches long attached below the

instrument. The earlicr stance is in my opinion uncomfortablc and
ungraccful; besides it is clear to all, that through the pressure of the
leg and the contact with the clothing that the tone must suffer

considerably.”

* Carl Schrocder, trans. J. Matthews, Catechism of Cello Playing (London: Augener & Co.,
1893), p. 11. Ist. ed. Hamburg, 1889.

* ‘Der Stachel, dessen Verwendung jetzt allgemein geworden ist, da er dic Haltung des Cellos
schr erlcichtert, soll, wenn aus Holz bestchend, ctwa 15 mm durchmesser haben...” M. Vadding
and Max Merscburger, Das Violoncello und seine Literatur (Leipzig: Carl Merscburger, 1920),

. 30.
b This contrasts with the approach taken by August Lindncr in his trilingual edition of Duport’s
Essai, who claims to retains elements which are no longer current, leaving it to the teacher to
explain them, but who also makes several silent alterations. Duport, Jean Louis, trans. August
Lindner, Anleitung zum Fingersatz auf dem Violoncell und zur Bogenfilhrung. Instruction on the
fingering and bowing of the violoncello. Essai sur le doigté de violoncelle et sur la conduite de
l'archet (Offenbach: Jean André, Philadelphia: G. André & Co., Frankfurt: G A. André, London:

Augener & Co., [HM1864)), p.1.
* Gaetano Braga. Metodo per Violoncello di J. J. F. Dotzauer (Milan: Regio Stabilimento

Ricordi, 1873).

> ‘Diese Haltung ist fast ganz abgekommen. Die Mehrzahl der modernen Violoncello-Virtuosen
gebrauchen einen Stachel van 7-8 Zoll lang der unten im Instrument cingeschraubt wird. Dic
fruehere Haltung ist meiner Ansicht nach unbequem und ungrazlés; ausserdem wird es jedem
klar scin, dass durch das Druccken der Beine und den Contact des Beinklcider der Ton
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Similarly, to Kummer’s description of posture (quoted above), Becker adds this

comment:

In more recent times a spike is generally uscd. This innovation brings
many advantages: greater stability and better resonance of the

instrument, by being less tiring to the player.*
In Becker’s edition of Sebastian Lee’s method he mentioned another benefit, but made
it clear that the basic posturc was unchanged:

Latterly, the use of the tail-pin has been pretty generally adopted, as it
permits of greater freedom in the handling of the instrument. The
above mentioned fundamental principles on position, however, are
thereby not altered in their salient features.?’

Carl Schrocder also describes the older posture as out of date:

In former times the violoncello was held in such wise as to grip it
between the calves of the legs, whereby the position was rather
upright, and the cntire manner of holding somewhat stiff. Now a peg
1 used, secured underneath through the button (tail-pin). The holding
1s by this means rendered more free and comfortable, and the free
cmission of the tone is no longer hindered by the pressure of the legs
against the sides. When a peg is uscd, the instrument is so placed
between the legs as to give it a slanting direction.*®

Nonctheless, the illustration shows a disposition of the feet and an adjustment of the
height of the night leg which would have been easily recognised by any of his

predecessors (figure 8).%

bedeutend leiden muss.” Bernhard Romberg, ed. and rev. Jules de Swert and Heinrich Griinfeld,
Violoncelloschule (Berlin: E. Bote & G Bock [1888]), p. 4.

* ‘In neuerer Zeit bedient man sich allgemein des Stachels (Stiitze). Diese Neuerung brachte
manche Voricile: groBerer Stabilitit und bessere Resonanz des Instrumentes, bei geringerer
Ermiidung des spielers.’ F. A. Kummer, rev. Hugo Becker, Violoncelloschule op. 60 (Leipzig: C.
F. Peters, 1909), p. viii.

*’ Sebastian Lee, rev. Hugo Becker, Violoncello Tecnics op. 30 (Mainz: B Schott's S6hne [1900-
1903]), p. 2. (English and French). 1" ed., Scbastian Lec, Méthode pratique pour le Violoncelle
(Praktische Violoncell-Schule) op. 30 (Mainz: B. Schott’s Séhne, [HM1845]). Becker’s later
criticisms of the usc of the tail-pin are given below,

** Carl Schroeder, Catechism, pp. 19-20.

» Ibid.
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Figure 1/8: Schroeder, Catechism, posture illustration

Although the recommended length of tail-pin appears to have been 7-8 inches
(both in words and illustrations), a somewhat longer onc 1s shown in Thomas Eakins's
1896 portrait of the cellist Rudolph Hennig (1845-1904), although this may be a matter

of remaining in proportion with the length of the player’s leg (figure 9).%

 Thomas Eakins, The Cello Player (1896), 163 cms x 122 cms.. formerly Joseph E. Temple
Fund, Pennsylvania Academy of Fine Arts (sold privately 2007, current whercabouts unknown).
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Figure 1/9: Thomas Eakins (1844-1916), The Cello Player, 1896.

An American composite cello method from 1895 shows a diagram of the instrument

including a tail-pin without any comment.™

Howecver, in spite of this apparent late nincteenth-century consensus, i1t was
clearly optional for some time after. The revised edition of Piatti’s cello method by

Piatti’s pupil Willilam Whitchouse gives both stances:

There are two ways of holding the cello — without the peg (Piatt1’s
method), and with the peg, the latter being that generally adopted at

the present time. "

‘Piatti’s method’ is implicitly confirmed by Piatti’s own revision of Kummer's cello

method, which includes Kummer’s illustration of the cello without a tail-pin.*

Whitchouse’s description of posture is essentially the same with or without the tail-pin,

rather like Langey’s quoted above. Even in 1919 this approach was still recommended

by Alfred Earnshaw:

" Carl Weber (ed.), The Premier Method for Violoncello from the works of [ ...] Dotzauer, Bach,
Laurent, Romberg [ ... and others (Philadelphia, PA: J. W Pepper, 1895), p. /.

" Alfredo Piatti, rev. W. E. Whitehouse and R. V. Tabb, Violoncello Method, 3 vols. (London:
Augener, 1910), vol. 1, p. [ii].

" F. A. Kummer, rev. A Piatti. Violoncello School for Preliminary Instruction (Leipzig:
Friedrich Hofmeister, 1877), unpaginated plate.

LEEDS UNIVERSITY LIBRARY
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[t 1s probably only in comparatively recent times that ladies have
taken up the cello, and the fact that few, if any, “cellos were fitted with
the sliding peg by which the ‘cello could be held up, proves that it was
considered only possible for a man to play it. Therefore, the best way
to find the correct position in which to hold the instrument 1s to revert
to the old method and hold the “cello by the knees and calves, when
the correct adjustment 1s assured, then we can use the peg, which to
my mind, is certainly casier and more comfortable.™

1. 1 : . " & ¥ L 2 § - K 2 * " .
0o shows the Yuthor holding the 1nstrumen) {pencral

Figure 1/10: Earnshaw, Elements, posture illustration

Earmnshaw’s photograph (figure 10) shows clearly that his posture 1s ‘the old method" -

note particularly the turn of the instrument so that the front right edge of the cello rests

" Alfred H. Earnshaw, The Elements of 'Cello Technique (London: Joseph Williams Limited,
1919), p. 1.
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against the player’s right leg, and the relatively low position, with the C string peg just

clearing the player’s shoulder.*

The tail-pin was sometimes thought to bring problems of its own. The

Yorkshireman Arthur Broadley thought it actually encouraged self-indulgent playing:

Piatti, who does not usc a “cello peg, holds his instrument in a correct
manner, not shuffling about or varying his position. Now 1f the reader
ever has a chance of hearing Van Biene, let him observe the manner 1n
which that artist holds his cello. We have here the two extremes; as
Piatt1 1s of the strictly correct order, Van Biene 1s of the exaggerated
artistic order, all the time he is playing constantly striking some fresh
attitude. If Van Biene had again to take to concert work, I have no
doubt that hc would calm down a little in this respect... his
cxaggerated style while being every effective on the stage, would not

be tolerated on the concert platform.*

In spite of his reservations, Broadley's own illustration (figure 11 — lhike van der

Stracten, a drawing basced on a photograph of the author) shows him using a tail-pin.*’

Figure 1/11: Broadley, Chats, posture illustration

A little later, Hugo Becker sounded another warning note:

45 ¢ s
~lbid., p. 3.
" Arthur Broadley, Chats to Cello Students (London: ‘The Strad’ Office, E. Donajowski and D.

R. Duncan, 1899), p. 7. Concerning Auguste van Biene, probably the most widely heard cellist
in Britain at the turn of the century, see the author’s ‘The Phenomenon of the Cellist Auguste
van Biene: from the Charing Cross Road to Brighton via Broadway’, in M. Hewitt and R.
Cowgill (eds.), Victorian Soundscapes, Leeds Working Papers in Victorian Studies 9 (Leeds:
LCVS and LUCEM, 2007), pp. 67-82.

" Ibid., p. 8. Broadley uses a similar photographic illustration in his Adjusting and Repairing
Violins, Cellos, &c. (London: L. Upcott Gill, 1908).
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Unfortunatcly, simultancously with the usc of the spikc a negligent,
unattractive posturc has crept in, which is detrimental to the handling
of the instrument.*®

The cxtent of differing vicws on this topic is shown by two sources published
within five years of each other. In 1902, Hans Dressel, a pupil of Griitzmacher and

Ernest dc Munck (himself a Scrvais pupil), could describe the cellist’s posturc without

any reference to a tail-pin at all:

The student should sit crectly on the chair, placing the right foot
firmly down, and stretching out the left. The ‘Cello should be placed

in a slanting position, and tilted slightly to the right, leaning on the
middle of the player’s chest, and held by the legs.?

On the other hand, Carl Fuchs was criticised for showing posture illustrations that had
omitted the tail-pin in the first edition of his cello method, something that he defended

in the sccond edition (1907):

Fault has been found with pictures 3 & 4, because the player uses no
end-pin. Although it is not advisable to allow beginners to play
without a spike, I think it very uscful to practisc without. The body
must then of necessity be kept still, and anyone who has fallen 1nto the
habit of holding the legs in an ugly position, can remedy this evil by
practising without a tail-pin. Often too a player not accustomed to
playing without a spikc might be debarred from playing altogether by
finding only a "ccllo without an cnd-pin or with too short a onc.”

Fuchs's description of how to hold the cello without a tail-pin corresponds closely to

Romberg:

.. the front rim on the right side of the ‘cello should be embedded 1n
the ni %ht calf and the back rim on the lcft side cqually firmly in the left

calf’

*® “Leider schlich sich aber mit dem Gebrauch des Stachels gleichzeitig eine nichlissige,
unschéne Haltung cin, dic nachtcilig auf dic Behandlung des Intruments einwirt.” Kummer cd.
Becker, Fioloncellschule, 1bid.

¥ Hans Dressel, Moderne Violoncell Schule Modern Violoncello School, 2 vols. (Leipzig,

London, Paris and Vienna: Bosworth & Co. 1902), vol. 1 p. 2.
*% Carl Fuchs, Fioloncello-Schule Violoncello Method vol. 1 (London: Schott & Co. Ltd.,

2/1907) unpaginated preface.
' Tbid., pp. 1-2. He adds that “ladics always usc a spike’.
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The majority of cellists, certainly at the professional end of the spectrum, appcear
not have used a tail-pin until around the last quarter of the nineteenth century.’® The
principal factor in the incrcascd usc of the tail-pin was not, as onc might presuppose,
increased physical comfort, but improved tone quality. In fact, if followed correctly, the
traditional advice to hold the cello at its cdges minimiscs this problem, but the natural
tendency to apply pressure to the ribs of the instrument rather than the edges may well
have created the perceived disadvantage. For all the care which carlicr cellists like Gunn
or Duport took to describe this method of holding the cello, there were many who, like
Peile, over-simplified to the almost certain detriment of the instrument’s resonance:

The Learner should be seated forward in a chair or stool and the
Violonccello held betwecen the two calves of the legs and inclined to the
right in order to have a better command of the first String — the Thumb
15 then to be placed without pressure on the back of the neck of the
Violoncello {...77°

Not only was the tail-pin used, then, for a more resonant if not indeed louder sound, but

metal was eventually preferred over wood for the same reason.

HOLDING AND PLACING THE BOW
During the nincteenth century, there is rather less obvious agreement on how to
hold the bow and how to explain this to the student. There are two topics to consider:

the distance between bow and bridge, and how to hold the bow (including the shape of

the right arm).

*2 Tilden Russell has argued that there was a widespread use of some sort of support for the
cello amongst amateurs from long before the nineteenth century, and that method books rigidly
codificd what had been more flexible in the eightcenth. His iconographical evidence is
Inconsistent, however, depicting scenes from a very wide range of social situations and
historical periods. If anything, he overstatcs the prevalence of the tail-pin by the end of the
nineteenth century by not considering enough early twentieth-century evidence, and does not
sufficiently stress the retention of the older posture when using a tail-pin. Tilden A. Russell,
"The Development of the Cello End-Pin’, Imago Musicae 4 (1987), pp. 335-356.

> John Peile, A New and Complete Tutor Sfor the Violoncello (London: Goulding, D’ Almaine,
Potter and Co. [1819?]), p. 11. This is a quite separate work from his ‘translation’ of Bréval

quoted above.
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a) distance from bridge (point of contact)

The most widespread view throughout the nineteenth century is that the bow should be
approximately two inches from the bridge, with some variation for dynamic cffect or
different tone colours. The overall range is from a minimum of 1” to a maximum of 3”.

The suggested minimum distances from the bridge vary thus:

Less than 2” from bridge:

Crome (1765), Raoul (1797), Thompson (1800), Bréval/Peile (1810), Lindley (1851-

535), de Swert (1882), Alexanian (1922).
These recommend 1427, except De Swert (1) and Alexanian (3 ¢ms./1.27).

2” from bridge:

Azais (1775), Anon. (1785), Anon. (1795), Bréval (1804), Elcy (1827), Schrocder
(1889), Langey (1909).

More than 2” from bridge:
Corrette (1740), Anon (1787), Hardy (1800), Anon (1805), Gunn (2/1815).

Unspecified:

Baillot et al. only say the point of contact should be adjusted for volume; Bréval’s
illustration looks as if the bow is 2-3” from the bridge; Crouch says that it should be

‘ratsl}er ncarcr the bridge than the fingerboard’; Romberg’s illustration suggests roughly
27,

The position of the point of contact between bow and string 1s cxtremcly
important with regard to tone quality and tonal projection. This is recognised by some,
but not all, writcrs, and they are mainly concerned with the loss of quality further away

from the bridge. Corrette finds ‘sons sourds et faux’; Lindley is less critical, noting that

onc inch from the bridge produces a metallic or reedy’ sound, becoming ‘soft and fluty’

** The French pouce was slightly longer than the English inch. Corrette specifics 34 ‘doigts”
from the bridge ; i.e. either finger-widths (= 2-3") or Y-inches (= 1.5-2”). Raoul uses the ligne, a
twelfth of a French pouce. He recommends cighteen lignes {rom the bridge, but says that since
others prefer twenty-four, one can compromise at twenty to twenty-one, moving closer to the
fingerboard for nuances.
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three inches away.” The difference between these figurcs and modern practice can be
shown in Christopher Bunting’s specific insistence that the point of contact should
divide the vibrating length of the string in the proportion of 1:13, which mcans that as
the notes are played in higher positions the bow moves closer to the bridge (and vice
versa), irrespective of dynamic.56 The concept of the ‘sounding point’ — the point of
contact which produces the most resonance and projection — is almost entirely absent
from nincteenth-century ccllo methods, with the interesting exception of Raoul. If the

bow 1s correctly placed, then

The vibration of the string is then accompanicd by a certain ‘biting”

which adds to the beauty of the performance. Moreover, because this

‘biting’ 1s most difficult to acquire, and that only when one is the

master of tone quality, onc can bring the bow ncarer to the bridge to

soften or modecrate the voice of the instrument.”’

Playing three inches from the bridge on gut strings produces a soft-grained,
unprojected sound, only suitable for small-scale domestic music-making, and this is
heightened in higher positions (even fourth). Lindley may have described this as ‘fluty’,
apparently non-pejoratively, but this is exceptional. The figures above suggest a slight
trend through the ninctcenth century towards a point of contact closer to the bridge.
However, with the striking exception of Gunn, the methods that recommend placing the
bow 2.5” from the bridge are generally intended for amateurs — published anonymously,

covering a smaller range of topics, offcring the pupil a range of simple tunes to play in

easier keys and limited tessitura. Apart from these, 2” is almost standard — Swert is

cxceptional in recommending 17, All agree that the bow should run parallel to the

> Corrette, Méthode, p.9, Lindley, Handbook, p. 5.

" Christopher Bunting, Essay on the Craft of “Cello Playing, 2 vols. (Cambndge: Cambridge
University Press, 1982), vol. 1, pp. 23-24.

>’ ‘La vibration de la corde est alors accompagnée d’un certain mordant qui ajoute & la beauté de
Pexécution. D’ailleurs comme le mordant est ce qu’il y a de plus difficile & acquérir et que
quand on ¢st maitre de la qualité de son, on peut rapprocher 1’archet de la touche pour adoucir
ou pour nuancer la voix de I'instrument.’ Jean Marie Raoul, Méthode de violoncelle op. 4

(Pans: Pleyel, [c. 1797)), p. 6.
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bridge and at right angles to the string, with the single exception of Alexanian who is

precise to an unhelpful degree about the geometry (given that the strings are not quite

parallel to begin with).”® The revicwer of Dotzaucr’s method is almost cqually over-

exact when he reproves Dotzauer for, ironically, lack of clarity:

In the fourth section, the conduct of the bow 1s discusscd; page 6, at the
top, declares: “the hair crosses the strings as much as possible at right
angles — one of the secrets of the production of good tone.” The author
could have been able to cxplain {this] more clearly. At best thus: the

dircction of the bow must be horizontal to the string, so that where the bow
rests on the string the two make four right angles. As for sharing the

secrets of producing a good tone (and there are several), in the words of
the author, if a single one (sccret) were simple to elucidate, he would have

had to frecly share them all.*

b) holding the bow, the shape of the arm

There is rather less agrcement on the holding of the bow and the gencral

disposttion of the right arm, than on the point of contact discussed above. Nonctheless,

most cellists recommended these points:

Most movement comes from R forearm
String crossing donc mainly with the wrist (this will be discussed further

in chapter 2)

R fingers spread naturally, and curved

o Stick inclined towards the fingerboard (except when on the C string)
e Wrist curved outwards on upper strings, Icss so on lower

e RHI used to increase pressure for more sound

¢ RH2 touches the hair

o Uppcr arm barcly used

¢

®

Some of thesc points coincide with an almost natural physical tendency, such as the

different relation of bow to string on the C and A strings, with the stick leaning more

> Diran Alexanian, Traité théoretique el pratique du violoncelle (Paris: A. Z. Mathot, 1922), p.
18.

* *Im vierten Abschnitte wird von der Fithrung des Bogens gesprochen; pag. 6, oben, heisst es:
,«ic Haare bestreichen dic Saiten moglichst rechtwinklich — eines der Geheimnisse, einen guten
ton hervorzubringen.* Der Verfasster hitte sich hier deutlicher erkldren kénnen. Allenfalls so:
dic Richtung des Bogens muss gegen dic der Saiten, horizontal scin, so dass da, wo der Bogen
die Saiten beriihrt, von beiden vier rechte Scheitelwinkel gebildet werden. Lassen die
Geheimnisse, cinen guten Ton hervorzubringen, sich mittheilen, und giebt ¢s deren mehre, wic
aus den Worten des Verfassers, (eines von den Geheimnissen) leicht zu folgemn ist, so hitte er
billig alle angcben sollen.” BAMZ, 4<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>