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ABSTRACT 
 

This document investigates the stylistic elements and alternative performance 

approaches to Frantisek Hertl’s Concerto for Double Bass (1957). Traditional methods of 

double bass technique are compared with more contemporary methods. A historical 

investigation identifies and clarifies traditional fingering and positioning approaches. 

Special attention is given to those systems that utilize the double bass’ harmonic nodes as 

general reference points. Revealing how the application of these systems affects the 

phrasing and lyricism of Hertl’s Concerto for Double Bass gives insight into approaches 

that serve more for stylistic expression than for ease of playing. Furthermore, it will be 

shown how the application of alternative fingering and positioning will affect bow usage. 

The application of bowings that are alternatives to those that appear in the published 

edition are also discussed. These alternative bowings are meant to compliment the 

romantically flavored phrase structure. Included in the Appendix is an edited version of 

the concerto that incorporates the philosophies discussed.  
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1. INTRODUCTION 
 
 This document will demonstrate that the innate lyricism and neo-romantic 

elements of Frantisek Hertl’s Concerto for Double Bass can be most effectively conveyed 

in performance through the application of alternative techniques of left-hand fingering, 

positioning systems and bowings that are occasionally counter-intuitive. Through my 

studies of Hertl’s concerto it has become obvious the need for a fully edited interpretation 

of the piece. In addition, by applying specific techniques such as harmonic and non-

harmonic positioning, stopped-positioning, “crab technique” pivots, rhythmic fingering, 

low register thumb agility and elongated bowings for musical interpretation, it will be 

revealed how this approach affects the application of the aforementioned techniques. A 

short history about approaches that have been presented, a short biography of Hertl and a 

discussion of the neo-romantic elements will give bassists deeper insight, providing a 

valuable tool for presenting and interpreting the Concerto for Double Bass by Frantisek 

Hertl.  
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2. HISTORY AND TRADITIONAL PERFORMANCE APPROACH 

Hertl’s Concerto for Double Bass was first performed by Frantisek Posta in 1958. 

According to Miloslav Jelinek, chairman of the Czech Society of Double Bassists, this 

performance took place in Prague with the Radio Symphony Orchestra.1 The American 

premiere was delivered by Bruce Bransby, Professor of Double Bass at Indiana 

University.2 Although there have been recital and professional orchestral performances of 

Hertl’s Concerto for Double Bass, there are no published recordings or performance 

guides. Because the piece presents numerous challenges of both manual dexterity and 

musical interpretation, this guide will be useful for any double bassist studying the piece 

for performance. The musical challenges presented by the composition are often a direct 

result of the neo-romantic elements presented in Hertl’s compositional language. For 

example, in all three movements of the concerto, Hertl composes long emotive melodies 

spanning a wide range of � hrygian�  on the bass. Traditionally, bassists use the 

harmonic series to guide fingering and positioning choices. In Hertl’s Concerto for 

Double Bass however, avoiding the traditional use of harmonic fingering can produce a 

more musical result that does not disrupt the continuity of the romantically flavored 

phrase structure. From this viewpoint, Hertl challenges the perceived limits of even the 

advanced bassist because traditionally, bassists are accustomed to solo pieces that take 

                                                
1Miloslav Jelinek, personal communication to the author February 21 2004 

(email). 
2Bruce Bransby, 

<http://.aspenmusicfestival.com/index.cfm?method=c.bio&bioID=291&swf_plugin=1,0,
0>. 27 December 2006. 
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advantage of fingerings that are oriented toward the instrument’s harmonic series.3  The 

utilization of harmonic nodes as a positioning reference can be seen in almost all major 

double bass concerti, whether composed by Dittersdorf  (1739 – 1799),4 Dragonetti 

(1763-1846),5 Bottesini (1821-1889)6 or Koussevitzky (1874-1951).7 These pieces are 

musically conventional in their use of harmonics and the positioning systems they 

suggest, but Hertl’s Concerto for Double Bass must be approached differently. Reliance 

on the natural harmonic series as a guide through the upper register of the instrument 

leaves a bassist prone to inconsistencies of tone color, breaking the congruity of the 

musical line.8 For this concerto, one must be able to utilize positioning and fingering 

systems that do not use harmonics as support.  

Hertl challenges not only the supposed limits of double bass technique, but also 

uses a musical language in the Concerto for Double Bass that challenges both the soloist 

and accompanist with its dense harmonies, rich modulation plan, and contrapuntal 

interactivity between the musicians. The closely spaced harmonies in the piano reduction 

edition can easily stifle the sound of the bassist, especially when in the lower registers, 
                                                

3The advantages of using harmonics are twofold. For one, they allow for easier 
accuracy of intonation as the player does not press the string firmly against the 
fingerboard but only lightly touches the corresponding node. Second, they group 
fingering patterns into sequences that require less shifting.  

4Karl Ditters Von Dittersdorf, Concerto No. 1 for Double Bass and Orchestra, 
edited by Rodney Slatford (London: Yorke Edition, 1978), 1. 

5Dragonetti Domineco. Concerto for String Bass and Piano. Revized by Edourd 
Nanny, edited by Stuart Sanky. New York: International Music Company, 1963.  

6Giovanni Bottesini, Complete Bottesini, editedby Rodney Slatford (London: 
Yorke Edition, 1978), 2. 

7Koussevitzky, Serge. Concerto for String Bass (New York: International Music 
Company, 1948), 5. 

8This statement is explained further, with regard to tone color, using musical 
Examples 4 and 5 on pages 25 and 26. 
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and require the performers to have an acute awareness of balance between the 

accompanying and solo parts. The key structure and modulations put the solo line where 

no harmonics can be used, and at times (when performed with piano), the interactivity 

between the soloist and accompanist becomes more like a duo-sonata rather than a 

concerto. This requires the bassist to share artistic control and presents the pianist with 

more than a purely accompanying role. Identifying and presenting the various ways of 

overcoming these musical and interpretive challenges of the concerto will provide 

valuable information for any double bassist wanting to perform the piece. Furthermore, 

my discussion will include a brief biography that makes note of Hertl’s other pieces for 

double bass, method books and etudes, which are little known within the double bass 

community. My study thus will shed new light on the musical and pedagogical value of 

Hertl’s works for double bass, and will further illuminate his role as a prominent 

pedagogue, performer, and composer of music for the instrument.   

 
 

 

 

 

 

 

 



 13 

3. A SHORT BIOGRAPHY 

Born April 18, 1906 in a village named Zubuch, near the city of Pilzen in Czech 

Republik, Hertl was the oldest of 5 siblings. He received his first musical lessons from 

his father who was the village bandmaster. As a young boy he played the violin and also 

explored several other instruments. 

In 1920, he passed the entry exams to the Prague Conservatory by performing on 

the violin. Soon after, the bass professor at the Conservatory, Frantisek Cerny convinced 

Hertl to enter his double bass classes. In 1926, he graduated from the Prague 

Conservatory, having studied bass with Cerny for six years. This same year he was 

appointed principal bass of the Czech National Theatre, and bass professor at the music 

school in Ljubljana. Following a brief stint in the military, Hertl won the position of 

principal bass of the Czech Philharmonic Orchestra where he stayed for seven years 

(1929-1936). Being as dedicated to his professional career as he was to his thirst for 

knowledge, Hertl studied conducting at the Prague Conservatory during this time. Here is 

a quote from Jindrich Schumann, Czech scholar of double bass: 

It‘s said that when the young bass player Frantisek Hertl 
played in the Czech Philharmonic, he used to have the 
score for the entire piece on the lectern, instead of only the 
contra bass part. He would not settle for mastering just one 
line of the orchestral mesh, but longed to know and 
thoroughly understand the entire measure of the 
composition.9  

 

                                                
9Schumman, Jindrich. Personal correspondence, Dec. 19 2004; Prague Czech 

Republic. 
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In 1936, at the age of 30, Hertl left the Czech Philharmonic to join the 

Czechoslovak Radio Broadcast Orchestra. He was principal bass there for fifteen years. 

Also in the year 1936, he accepted the position of bassist and artistic director of the 

Czech Nonet (1936-1951). During this period, he also studied composition with Jaroslav 

Ridky10  at the Prague Conservatory. It was at this time that Hertl began to consider 

chamber music as the ideal means for musical communication and was a permanent guest 

with many of the finest quartets in Prague.  

In 1951, Hertl left his positions at the Radio Orchestra and Czech Nonet, to work 

as Chief Conductor of the Brno Radio Orchestra, broadcasting and recording a large 

amount of chamber, orchestral and commercial repertoire. In the same year, Hertl was 

appointed professor at the Prague Conservatory in the fields of double bass performance 

(where he continued in the teaching methodology of Frantisek Cerny), chamber music, 

and eventually, conducting. Also during this period, he founded the conductor-less Czech 

Chamber Orchestra working for the ensemble as its artistic director until 1955. 

  In 1969, Hertl became professor of bass and chamber music at the Academy of 

Musical Arts in Prague. He remained there until his death on February 23rd 1973.  

 Hertl started to emerge as a composer after he had already become a renowned 

performing artist. Aside from producing many orchestral and chamber pieces, he also 

wrote a good number of solo pieces for many different instruments (with both piano and 

orchestral accompaniment). But more importantly, Hertl enriched the not so plentiful 

bass literature with a number of very valuable pieces that express his vast knowledge of 

                                                
10 Ridky’s composition school is said to be in the style of romantic composer Dvorak.  
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the instrument. His Sonata for Double Bass and Piano (1946) is fairly popular, with 

many contemporary recordings available for purchase. Two years after the Sonata, Hertl 

wrote his Concert Polka for Bass and Orchestra, and in 1957 the Concerto for Double 

Bass. Here is a quote from the introductory notes that accompany the score:  

The solo part is very difficult, presupposing as it does an 
artist efficient both in technique and in cantilena. Even 
though the center of gravity of the composition lies in the 
solo part, the orchestral score is as well richly endowed. Its 
role is not limited to an accompaniment of the solo 
contrabass but forms with it a symphonic unity. The work 
was introduced for the first time by Fr. Posta at a concert at 
the Artists’ Hall in Prague on April 25, 1958 with Alois 
Klima conducting the Symphonic Orchestra of the 
Czechoslovak Broadcast.11 

   
The Concerto with piano accompaniment was first performed in Brno by Jiri Borticek.12  

Other pieces that Hertl wrote for solo bass include: Vier Stucke (four short 

movements titled Preludium, Burleska, Nokturno, and Tarentella), Thirty Miniatures for 

bass and piano, and Concertino for bass and string instruments. Also worth mentioning is 

Hertl’s 20 Etudes for Contrabass and his method book School of Contrabass Play, which 

remains the basis for the Czech school of bass playing.  

In 1966 Frantisek Hertl was given the honorable title ‘Zaslouzily umelec’ 

[Merited Artist] by the Czechoslovak Socialist Republic on March 1, 1966, for his 

outstanding work in performing, conducting, composing and pedagogical activity. 

                                                
11 Frantisek Hertl, Concerto Per Contrabass ed Orchestra, with a preface by 

Miloslav Nedbal and translated by J.A. Hanc, (Praha, Panton), 1961, 8 
 12Schumman, Jindrich. Personal correspondence, Dec. 19 2004; Prague, Czech 
Republic.  
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Having discussed aspects of Hertl’s professional career, specific stylistic elements 

of the Concerto for Double Bass need be considered as this is of relevance when 

discussing interpretation of the work. 
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4. STYLISTIC ASPECTS OF HERTL’S CONCERTO FOR DOUBLE BASS 

 Frantisek Hertl’s music for solo double bass has been described as being 

everything from “impressionistic”13 to “modern” 14 and “contemporary”15. The Concerto 

for Double Bass, written in 1957, shows characteristics that also lean toward a style that 

invokes romanticism rather than only these twentieth-century related idioms. In this light, we 

can view Hertl’s work as a concerto containing neo-romantic components when compared 

to other works written by noted romantic and neo-romantic composers, such as Dvorak, 

Wagner, Ridky and Penderecki.                                                                           

 Neo-romanticism is a compositional style that is recognized by a “harken[ing] back 

to the common-practice style in general and the nineteenth century in particular: tertian 

harmonies, Wagnerian triadic progressions, Brucknerian creatio ex nihilio, traditional 

orchestration and instrumental doubling, continual developing variation and protracted but 

not completely unfamiliar formal designs. ” 16 Also evident are aspects of “whole sale 

recovery of the triad in combination with a newly released expressivity.”17 Neo-romantic 

music also has long emotive melodies, extended phrase structure, restless modulations, 

rhythmic hemiolas and programmatic titles; as seen in the music of romantic composers. 

With that as our understanding of the term, we can see neo-romantic qualities in Hertl’s 

Concerto for Double Bass, as these characteristics are all evident. Also, like neo-

romanticism, Hertl’s piece is not just simple imitation of an earlier style, but it is 

                                                
13 Heinz Hermann. ISB Magazine #4 1972, 35 
14 Bertram Turetsky. Music Reviews: Solo and Ensemble Music for Strings: by 

Rudolf Jettel, Frantisek Hertl, Fritz Leitermeyer, Donald Martino, Walter Hekster, 
Quarterly Journal of the Music Library Association 29:3, March 1973; 554  

15 Cenek Gardavsky. Contemporary Czechoslavak Composers Panton, Prague; 
155. 

16 Scott Murphy, A Model of Melodic Expectation for Some Neo-Romantic Music 
of Penderecki, Perspectives of New Music Vl. 1, # 1 (winter 2007) 184-185. 

17 Glenn Watkins, Soundings Music in the Twentieth Century Schirmer, United 
States; 654. 
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romanticism filtered and processed through the important musical trends of the 20th century. 

For instance, there is a strong sense of tonality and lyricism in this music, but its treatment 

of triadic harmony is often extended and within these triadic harmonies there is clear 

emphasis of tri-tone relationships. We can hear exotic scale patterns, punctuated rhythm 

schemes, impressionistic melodies as well as other devices that clearly label it “modern” 

yet the concerto’s comparatively pure form and tunefulness are strikingly different from 

those of the typically asymmetrical and dissonant works of the twentieth century. Although 

most composers in the middle and latter part of the twentieth century made extensive use of 

nonstandard forms, harmonies and instrumental techniques (such as in Henze’s Concerto 

for Double Bass (1966) and Jacob Druckman’s Valentine (1969) for solo double bass), 

Hertl’s Concerto for Double Bass (1957) sounds largely, but not entirely, nineteenth-

century in origin. This is especially evident when compared with music associated with the 

twentieth century as well as romantic and neo-romantic music, as will be seen in the 

following chapter. The stylistic aspects of Hertl’s Concerto for Double Bass are important 

as they impact a bassist’s interpretation, which in turn affects the application of technique. 
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Neo-Romantic Elements in the First Movement                                                                 

 An analysis of the overall structure and form of the first movement will show that, 

despite the modern features, the work exhibits many romantic traits. For example, like 

many pieces written in the twentieth century, the introduction is very limited in its use of 

harmony. Propelled by a punctuated and syncopated main rhythmic figure in the 

accompanying piano, the harmonic construction of the first four measures tonicizes the 

note E (see Example 4-1).18                                                                                                         

Example 4-1 Frantisek Hertl, Concerto for Double Bass, 1st Movement (mm.1-4) 

 
                                                

18 Although the majority of this analysis will refer to the piano reduction, it will 
occasionally be necessary to refer to the orchestral score. For example, the figure shown 
in Example 4-1 is scored for timpani, thereby accentuating the importance of rhythm 
even further. The piano reduction even makes note of this by showing the abbreviation 
Timp. at the beginning.  
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“One of the many features distinguishing the music of the twentieth century from that of 

the tonal era is its preoccupation with rhythm…in many twentieth century compositions 

the focus is on rhythm at least as much as on the pitch.”19                                          

 Hertl’s minimal harmonic treatment in the introduction is “Bartokian” with its 

relationship to the tri-tone. For example, after tonicizing E in the opening four bars, there 

is a short exploration of harmonies in E flat minor. In measure 12 there is a modulation to 

A-sharp half diminished, which establishes a tri-tone relationship to the original key of E 

(see Example 4-2).                                                                                                     

Example 4-2 (mm. 11-12) 

 

Tri-tone relationships within harmonic treatment are also characteristic of neo-romantic 

composer Bela Bartok: 

 
 
 
 
 
 

                                                
19 Steven Kostka, Materials and Techniques of Twentieth-Century Music 2nd Ed. 

Prentice Hall; Upper Saddle River, New Jersey, 113. 
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…the harmonic procedures in Bartok’s Music for String 
Instruments are no more than external observations; they 
tell nothing about the thought process underlying Bartok’s 
view of  tonality and tonal functions. It is worthy of 
attention, however, that the relationship of the note E-flat to 
A, which is used as a sort of tonic, is that of a tritone, an 
interval which plays an important role, both melodically 
and harmonically in Bartok’s music. This very interval of 
the tritone represents of course the most distant relationship 
possible between two notes or two keys. By analogy one 
might say that Bartok’s preference for the tritone is 
symptomatic of his entire approach to tonality…20        

 
The dissonant character of this tri-tone modulation is accentuated by the insistent 

restating of the A-sharp half diminished in measures 12 through 14, which in itself is a 

twentieth century technique known as “percussive use of harmony”.21 Finally, in 

measures 14 and 15 the A-sharp half diminished sonority resolves chromatically in the 

outer voices to A minor, linking the chords very closely together (see Example 4-3). 

Example 4-3 (mm. 14-15) 

 

                                                
20 Everett Helm, European Music in the Twentieth Century; The Music of Bela 

Bartok Edited by Howard Hartog. Routledge & Kegan Paul; London, 38-39. 
21 Vincent Persichetti, Twentieth-Century Harmony. W.W. Norton & Company, 

New York. 1961, 220. 



 22 

This chromatic approach to a cadence was often seen in late romantic composers.22 The 

same treatment of voice leading and chord structure was used by Wagner in 

Gotterdammerung (see Example 4-4).23                                                                      

Example 4-4 Gotterdammerung piano score (mm. 706-708)  

 

                        

                        

Although, in Hertl’s case, a normal V-I relationship occurs from the opening E to the 

resolution in A minor, A minor can also be heard as a tri-tone relationship to the play on 

E-flat minor that occurred earlier in measures 6 through 11. Thus far, in the short 

introduction of Hertl’s Concerto for Double Bass, one can see 20th century techniques of 

rhythmic and harmonic treatment coupled with a late romantic treatment of voice leading 

(see Example 4-5).  

                                                
22 Carl Dahlhaus. “Harmony,” in The New Grove Dictionary of Music and 

Musicians, Second Edition. Vol. 10, ed. Stanley Sadie (London: Macmillan Press, 2001), 
865.  

23 Richard Wagner, “Gotterdammerung” Kalmus, New York: 19--, 123. 
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Example 4-5. Stylistic Organization of Introduction 
   Stylistic          Key 
   Material                   Area(s)      
Introduction  
1-5                   Percussive                                  E 
6-11  Bridge       E flat minor 
12-14  Percussive/      A sharp half diminished (tri-tone from E) 
                        Bartokian  
15                    Wagnerian/      A minor (tri-tone from E flat minor 
                        Bartokian 
 

Within the first theme of the exposition, the double bass explores episodes and variations 

of the main rhythmic motive in a long rhapsodic melody. The opening eight bar statement 

is mostly romantic in character with its lengthy and emotive theme (see Example 4-6).  
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Example 4-6 (mm.15-22) 

 

 

 

However, the last three bars of the phrase pull the listener into the twentieth century with 

the tri-tone relationships, extended tertian harmonies and concluding rare and exotic scale 

structure (see Example 4-7).  
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Example 4-7 (mm 20-22) 

 

 

 

 

In this case, the ascending scale in measure 21 is made of two modes, with B locrian 

connecting to G-sharp phrygian (with a raised fifth), which ends on the supertonic. When 

unaltered, as the C version is, the “locrian (infrequently used) is unmistakable because of 

its diminished tonic triad.”24 In other words, a tri-tone is produced between the first and 

fifth scale degree. In this case B to F. Also, notice the cadential chords are the same as in 

Examples 4-3 and 4-4, except for the fact that the A-sharp is missing. So, instead of A-

sharp half diminished 9 in the penultimate chord, we get C-sharp minor. However, there 

is still a chromatic resolution in the outer (and inner) voices, when looking at the double 

bass part and left hand of the piano accompaniment. As in many movements in sonata 

form, the exposition gives way to romantic-flavored music, as rhetorical conflict occurs 

between punctuated and lyrical ideas. The harmony in this section is also romantic in 

style by its use of functional triads: seven and nine chords in the key of A minor (ms. 22 

– 40). Interestingly though, the music interjects jazz-like qualities. For example, in 

                                                
24 Vincent Persichetti, Twentieth-Century Harmony. W.W. Norton & Company, 

New York. 1961, 32. 
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measure 33 the right hand of the accompaniment has a descending walking bass line in 

octaves. Also, the use of harmony assumes a jazz-like character with “the ‘piling up’ of 

3rds above the tonic to make a 7th, 9th, 11th… one of the most important characteristics of 

jazz harmony” (see Example 4-8).25                                                                                                                           

Example 4-8 mm. 33-34 

 

Above this play on twentieth century jazz idioms, the solo double bass line continues the 

melodious and expressive complexion of a romantic concerto, with the melody begging 

to be projected efficiently and musically. Following a brief interlude, the secondary 

theme and variation exploit this lyrical nature of the solo line. An analysis of how this 

affects phrasing and the result that has upon fingering, positioning and bowing is 

discussed in Chapter 5.                                                                                                      

 The development, recapitulation and coda of the first movement all contain the 

stylistic elements aforementioned. Also, the relationship in length and material of these 

sections show Dvorak-like characteristics (see Example 4-9). 

                                                
25 Julian Rushton. “Ninth chord,” in The New Grove Dictionary of Music and 

Musicians, Second Edition. Vol. 17, ed. Stanley Sadie (London: Macmillan Press, 2001), 
928.  
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Example 4-9 Thematic Organization of First Movement 
   Thematic   
   Material                Length       
Introduction and Exposition  
1-101               Main Theme                   101 ms. 
   Secondary Theme 
 
Development 
102-133           Main Rythmic Figure     31 ms.  
   (from Ex. 5-1, mm. 1) 
   Punctuated Character 
   (briefly seen in odd  
                        scale structure from  
                        Ex. 5-7, mm 21) 
     
Recapitulation 
134-161            Main Theme Omitted      27 ms. 
    Secondary Theme In Full 
 
Coda and Codetta 
162-185             Punctuated Character      23 ms  
                          From Development 
 

Dvorak is known to treat the recapitulation in this manner in several of his pieces. It is 

stated in the prologue of the critically edited Cello Concerto in A Major that “…in the 

recapitulation, the composer then omits – as with several other of his later movements in 

this form – the return of the main theme.”26 Also in Dvorak’s Cello Concerto (and here in 

Hertl’s concerto) a “relatively short development” occurs.27                                             

Neo-Romantic Elements in the Second Movement                                                   

 Stylistically, the second movement contains more traditionally romantic traits 

than one finds in the first movement. It is composed in a traditional ABA form, typical of 

                                                
26 Otakar Sourek, Frantisek Bartos. Prologe: Anton Dvorak Cello Concert A major. 
 Supraphon: 1975, XI. 
27 Ibid. 
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a slow movement in a romantic concerto. Functional triadic sonorities in A major and a 

minor occur. Metric hemiola in the solo line and vertical hemiola found in the 

accompaniment create lush textures that push and pull the listener’s attention back and 

forth from the soloist to accompanist, which is characteristic of the romantic style. There 

is, however, an unusually lengthy phrase structure in the initial A section (see Example 4-

10).                                                                                                                               

Example 4-10 2nd Movement (mm. 1-38) 
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Notice that after the opening 8 bar phrase in the solo line the melody then continues with 

a 28 bar phrase; this is rather long even by romantic standards.  

It has been stated that the accompanying part of the concerto is sometimes 

elevated beyond the traditional role of accompaniment. “Its orchestral (or accompanying) 

component is suitably arranged not only as [an] accompanying element but together with 

the solo instrument, forms a symphonic unit.”28 In this light, the orchestral score in 

particular offers insight for the sensitive piano accompanist. For example, look at the 

orchestral score of section B (see Example 4-11). 

Example 4-11 (mm. 43-57) 

 

                                                
28 Jan Balcar, “Frantisek Hertl, Pedagogue,Composer and Conductor,” Bass World 1 
(1975): 100-101  
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Example 4-11 (continued) 

 

Hertl CONCERTO 
© 1957 by Schott Music Panton GmbH, Mainz-Germany 
© Renewed 
All Rights Reserved 
Used by permission of European American Music Distributors LLC, sole U.S. and 
Canadian agent for Schott Music Panton 
 

The orchestration here demands attention from the listener as it juxtaposes strings and 

winds in four and a half bar phrases, creating a noticeable change in tone and color. The 

piano rendition makes very little use of this play of color. However, an informed 

accompanist may choose to vary the character between these sections by damping the 

piano in the wind sections and playing very staccato in the sections that are plucked 

strings. Also within this section there is an acute distinction of material between the 

soloist and accompanist with the former being more busy and engaged than the latter, 

truly separating the identity of the two texturally, yet still forming one cohesive unit. 
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Although this busy section in the solo line is intentionally juxtaposed against the 

accompaniment, consideration on the bassists’ behalf should be made not to allow the 

music to become agitated. This is discussed more thoroughly in chapter 5. 

The melody in the concluding A section is much like its predecessor. The 

accompaniment however, is completely re-orchestrated and is even more rich and lush 

than in the measures previous (see Example 4-12).  

Example 4-12 (mm. 90-92) 

 

It should be of note that the following four bars are paired with a counter melody in flute 

1 of the full score. The piano reduction simply omits this beautiful counter melody. A 

sensitive accompanist should be aware of this and perhaps choose to bring the counter 

melody out in the following manner (see Example 4-13). 
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Example 4-13 (mm. 94-98) 

 

 

After exploring various key areas using the melodic motive seen in the opening of the 

movement (and in Example 4-12), the concluding A section ends with a short epilogue 

that makes use of extended triadic chords and the sudden absence of counterpoint that 

creates an impressionistic texture (see Example 4-14). 
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Example 4-14 (mm. 122-132) 

 

The analysis above shows that the harmony hovers around A Major, often alternating 

between A Major and other extended tertian harmonies. Also, we never hear the exact 

chord twice. The extended harmonies (or color chords) are fully spelled and create 

density and dissonances that break up the monotony of A Major. The eleventh chord 

above in measure 125 is progressive in its use as it creates two very dissonant intervals, 

G-F and D-C#. As pointed out by twentieth century theorist and composer Vincent 

Persichetti, composers (particularly those of the twentieth century) would omit some 

tones of an eleventh chord in order to free up the harmonic movement: 
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If some members of the eleventh and thirteenth chords are 
omitted it is possible to attain a certain freedom of 
harmonic movement. Eleventh and thirteenth chords 
usually contain two sharp dissonant intervals. Omitting one 
of the tones that forms a sharp dissonant interval lessens the 
dissonant content and makes relatively supple harmonic 
movement possible.29 

 
Also, if you refer back to Example 4-14, one can see that Hertl does not use any 

dominant of leading tone relationships to A Major, resulting in non-functional harmony.        

All these factors create a lot of color in the accompaniment while the solo line is very still 

and tranquil, qualities often heard in the impressionistic music of Ravel.  

Example 4-15 Orchestration, Phrasing and Harmonic Organization of 2nd Movement 
     
   Phrasing                Orchestration      Harmony    
A  
1-43                 8 Bars, 28 Bars               Metric and Vertical      Functional Harmonies  
                                           Hemiolas        In A Maj. and A Min.  
 
B 
44-89               4 Bar Phrases      Strings vs. Winds         Functional Harmonies       
                      In Accompaniment       In E Min. 
 
A 
90-121            Extensions and                 Re-orchestrated            Exploration of Harmonies 
            Alterations of                    Very Thick 
             Original 8 Bars        
 
A-Codetta 
122-132  Still and Tranquil        Impressionistic            Non-functional 
                           
 
As seen in the diagram above, this movement is very evenly balanced in its structural 

form, harkening back even further than the romantic era to perhaps the classical forms of 

                                                
29 Vincent Persichetti, Twentieth-Century Harmony. W.W. Norton & Company, 

New York. 1961, 83. 



 35 

the eighteenth century, as the two outer sections are of the exact same length (43 bars). 

However, the exaggerated phrase structure in the opening and the progressive use of 

harmony and texture in the conclusion are a result of the filtration of twentieth century 

styles that the piece often conjures.  

Neo-Romantic Elements in the Third Movement 

 The third movement, titled Rondo, incorporates many traditional practices seen in 

the classical and romantic rondo. However, within these conventions there is an infusion 

of modern artistry. These components will be explored in sections and the sub-sections 

thereof.  

Although rondo forms were not un-common in the twentieth century, they were 

more commonly used in the last movement of eighteenth and nineteenth century 

compositions, especially solo concerti. When they are used in the twentieth century they 

often stray from the melodic, structural and tonal organizations most commonly used in 

tonal music.30  This is certainly true for the third movement of Hertl’s Concerto for 

Double Bass. 

 The opening A section contains three sub-sections: a, a1 and a2. Sub-sections a1 

a2 transform thematically into longer and more embellished statements of the original a 

sub-section, which is shown below (see Example 4-16). 

 

 

 
                                                
30 Steven Kostka, Materials and Techniques of Twentieth-Century Music 2nd Ed. Prentice 
Hall; Upper Saddle River, New Jersey, 143. 
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Example 4-16 3rd Movement (mm 1-11) 

 

The following a1 sub-section is twice as long, being 22 measures. Following a1 is a2, 

which is even further developed. In itself, this sort of thematic transformation is standard 

for a rondo of any period. However, what is progressive is the unifying melodic element 

that occurs within each transformation (or development). That unifying melodic element 

is the distant tonal relationship of a tri-tone (see Example 4-17). 

Example 4-17 (mm. 6-9, sub-section a)        

 

(mm. 31-33, sub-section a1) 

 

(mm. 60-62, sub-section a2) 
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The harmonic material leading into the following B section is worthy of attention 

as it sets the listener up to expect a typical V-I cadence. Instead, however, Hertl chooses a 

more distant relationship (see Example 4-18).  

Example 4-18 (mm. 71-75) 

 

The restating of D flat dominant seven builds tension through the passage and searches 

for resolution. When it finally does resolve, a mediant relationship is established (if D flat 

is enharmonically thought of as C sharp). The use of mediant relationships (or third 

relationships) between cadential chords was common in the Romantic era as it 

established a more distant relationship that the expected V-I yet contained a common 

tone between the two chords, which in this case is C sharp. 

 In several ways Hertl strays from the common organization used in the rondo 

form. This is done both structurally and tonally. Structurally, the movement follows an 

over all ABACBA form. Some music theorists describe this pattern as an “other part 

form”.31 But, since the title of the movement is Rondo we can only assume that Hertl has 

                                                
 31 Steven Kostka, Materials and Techniques of Twentieth-Century Music 2nd Ed. 
Prentice Hall; Upper Saddle River, New Jersey, 144. 
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chosen to progressively elaborate on the traditional rondo form. Tonally, all of the A 

sections are not in the tonic key.32 More striking is the tonal relationship between the 

second refrain of the A section and the following C section (see Example 4-19). 

Example 4-19 Form and Key Organization of 3rd Movement 
     
Form      Key            
A  
a                           C sharp Minor  
a1     
a2     A Minor 
transition 
 
B     
b1                        A Major 
re-transition 
     
A 
a                           C sharp Minor 
a3    
re-transition 
 
C                             
c                           G Major 
re-transition 
 
B 
b2                         D Major 
b2 
re-transition 
A                           
a2                         A Minor 
re-transition 
a                           A Major 
 
Coda 
 

                                                
 32 The A sections alternate from C sharp minor to A minor and conclude on A 
major, an additional appearance of third a relationship. 
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Example 4-19 above shows that the key relationship between the second A section (C 

sharp Minor) and following C section (G Major) is that of a tri-tone apart. This is an un-

conventional key relationship and is similar to the second movement of Hindemith’s 

String Quartet No. 3 (in this piece the two B-sections of a five part rondo are in the keys 

of E flat and A, a tri-tone apart).33  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
                                                
 33 Steven Kostka, Materials and Techniques of Twentieth-Century Music 2nd Ed. 
Prentice Hall; Upper Saddle River, New Jersey, 144. 
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5. INTERPRETIVE ANALYSIS 

Movement One 

Fingering Analysis 

 The following discussion presents short examples that incorporate fingering and 

bowing philosophies, as affected by the stylistic aspects of the piece. The solo part is 

included in the Appendix, completely interpreted according to the techniques and 

principles presented here.    

At first glance the opening solo bass part appears to be perfectly suitable for the 

use of open strings, harmonics, and “harmonic positioning” (see Example 5-1). 

Example 5-1 Hertl, Concerto for Double Bass, 1st Movement (mm. 15-22). 

 

Harmonic positioning can be described as the traditional positioning method that utilizes 

the harmonic nodes as a general left-hand positioning reference. Used especially often is 

the 2nd partial, or half-string harmonic, giving an octave above the open string. These 

traditional, harmonic-oriented positioning systems are good tools to initially guide a 

bassist through the extreme physical register of the instrument, but if over-used these 

processes can become more of a “crutch” than a tool of musical expression. 

Upon closer examination one can see that by avoiding these “crutches” of open 

strings and harmonics, the bassist can produce a clearer, warmer, and more evenly 
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sustained tone that contributes greatly to expressing the musical depth of the long, 

romantically flavored phrase structure found in Hertl’s Concerto for Double Bass. For 

example, by observing the opening statement one can see that using the  “most 

commonly accepted method . . . the Simandl system,”34 this short passage would simply 

be played using open strings and half position35 (see Example 5-2). 

 Example 5-2. (mm. 15-16). 

 
Although the use of open strings and half positioning is a simple and safe approach to the 

figure, debate exits upon playing stopped notes as opposed to open string notes. One 

obvious advantage of playing stopped notes is the ability to use vibrato. But also, 

stopping the first three notes (or any notes for that matter) produces a warmer and more 

even tone color “where the contrast of colour [sic] between open and stopped strings 

would be to [sic] disparate.”36  

 

 

                                                
34Bertram Turetsky. “Some Problems in Teaching Double Bass” Music Educators 

Journal Vol. 47 (1960): 105-106. 
 35Franz Simandl, New Method for String Bass. International Music Company, 
New York, New York. 1968, 6-8. In Example 1, the top numbers 1- 4 represent left hand 
fingering, 0 means open; the bottom roman numerals I – IV represent the open strings G-
D-A-E, respectively; and brackets indicate passages that are to be played in one position. 

36David Boyden, The History of Violin Playing From its Origins to 1761. Oxford 
University Press:1990, 252.                                                      
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A more musically and stylistically conscious approach would entail the following 

position and fingering and incorporates pivots (represented here as plus and minus signs, 

see Example 5-3).37 

 Example 5-3 (mm.15-16) 

 
Therefore, the statement and general rule of “avoid open strings”38 will be applicable 

throughout this guide. 

 The next situation occurs in measures 16 and 17. It involves harmonics instead of 

open strings. Applying the Rabbath positioning system, a “method that emphasizes 

across-the-fingerboard motion,”39 the passage may easily be played all in one position 

(see Example 5-4).40 

Example 5-4. (mm. 16-17) 

 

                                                
37An important feature of the methods pioneered by bassist and pedagogue 

Francois Rabbath, pivots are an up (towards bridge) or down (towards nut) motion of the 
left hand with the thumb anchored behind the fingerboard, and allow for wider range 
access without shifting. Up pivots are represented as a plus sign and down pivots are 
represented as minus.  

38David Boyden, The History of Violin Playing From its Origins to 1761. Oxford 
University Press:1990, 252. 

39Richard Johnston, “Francois Rabbath: Acoustics Rapturous Radical,” Bass 
Player 8.1 (1997): 34  

40The mark “T” represents use of the thumb in left hand. The “0” marking above a 
fingering designates harmonic.  
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However, with regard to tone production, the same is true for harmonics as was 

previously mentioned about open strings. To avoid inconsistencies of tone color the 

following positioning and fingering is suggested (see Example 5-5).41 

Example 5-5 (mm. 16-17) 

 
It should be mentioned here that in the first three bars of the double bass entrance Hertl 

establishes a commonly used composing element of double bass writing. That is, the 

horizontal line is based largely on the interval of the fourth. As the instrument is tuned in 

fourths, this allows for more idiomatic playability or positioning. This is not uncommon 

in works for the double bass. Many composers have utilized this technique including 

Dragonetti (1763-1846),42 Hindemith (1895-1963)43 Persichetti (1915 - 1987),44 and 

Schuller (1925).45 However, in Hertl’s Concerto for Double Bass the most idiomatic 

fingering and positioning does not always produce the most musical result, as was seen in 

Examples 5-2 through 5-5. Although the composition is based on the interval of a fourth, 

bassists need to take a less idiomatic approach to interpreting the music even when it may 

seem to call for more traditional, across-the-string positioning practices. Again, though 

                                                
41 Observe there is no harmonic designation for the note g, even though it occurs 

on the second partial harmonic.  
42Domenico Dragonetti, Concerto No. 3 for Contrabass and Orchestra, edited by 

Rudolf Malaric (Munich: Verlag Doblinger, 1979), 2. 
43Hindemith, Sonata for Double Bass and Piano (London: Schott, 1950), 1.  
44Vincent Persichetti, Parable for Solo Double Bass (Bryn Mawr, Pennsylvania: 

Elkan-Vogel, Inc, 1975), 1.  
45Gunther Schuller, Concerto for Double Bass and Orchestra (New York and 

London: Associated Music Publishers, 1978), 4.  
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the solo bass part may appear to be perfectly suitable for the use of open strings, 

harmonics and across-the-string positioning, one can see that the avoidance of these 

“crutches” produces a more consistent tone quality throughout the range of the 

instrument. This could be more work for the bassist since it requires more shifting, but it 

eliminates interruptions of tone color that ultimately disrupt linearity within the phrase. 

The following example strongly suggests the use of open strings and harmonics (see 

Example 5-6).  

Example 5-6 (mm. 22-26) 

 

However, keeping with what was already presented, a more focused and beautiful tone is 

achieved when one avoids using the harmonics and open strings. Because harmonics 

resonate even after the bow and left hand have left the string, a bleeding of sound into the 

next pitch can create a cloudy and unfocused tone. Simply avoiding harmonics focuses 

the tone and allows the phrase to project, and allows the bassist to vibrato as well (see 

Example 5-7). 
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Example 5-7 (mm. 22-26) 

 

Bowing       

With regard to bow usage, Example 5-7 above requires special attention to bow 

placement. The stopped pitches produce a shorter length of string vibration. This directly 

affects the bow-placement as the shorter the length of a vibrating string the closer the 

bow must be toward the bridge, especially in this case where the dynamic marking is 

forte. In order to achieve this, the bow must excite the string much closer to the bridge 

than when using open strings. Coupled with a decrease in bow speed, this will produce a 

clear projecting tone that respects the marked dynamic level. The reason for this is that 

playing closer to the bridge allows for more tones of the overtone series to be heard. An 

excellent explanation of this interaction of bow placement (or sounding point), is put 

forth by Ivan Galamian in his book Principals of Violin Playing and Teaching: 
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A tone produced with much bow and little pressure has a 
light, loose character; one produced with much pressure 
and little speed has a quality of denseness and 
concentration. In addition, the accompanying change in the 
position of the sounding point in itself brings about a 
change in color: the nearer the bridge, the brighter the 
color, the more incisive the timbre; in the neighborhood of 
the fingerboard, the color is paler, more delicate and pastel-
like.46 

 
Melody and Interpretation 

 
The opening rhythmic component is used throughout the piece (see Example 5-8).  

 Example 5-8 (mm. 15)  
 
 
 

In the first movement, the rhythmic motive shown in Example 5-8 appears many times 

both in its original form and in its condensed form. Interestingly, during the section 

marked espressivo the motive suddenly appears in three different forms (see Example 5-

9). 

Example 5-9 (mm. 34-39)  

                                                
46Ivan Galamian,  Principals of Violin Playing and Teaching. Prentice-Hall, Inc.: 

1985, 62. Galamians use of the term pressure is better thought of as the term weight as 
applied arm weight is more effective than applied muscle pressure. 
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It appears once without the sixteenth note rest, then with a slur, then the third time in its 

original form. In its original form (see Example 5-8) the figure makes sense to be 

pesante, separated and march-like. The whole first section leading to the espressivo 

section is marked pesante, making the separation of bow stroke is appropriate. But in the 

section marked espressivo a more lyrical and connected bowing is more pertinent. 

Therefore, in the espressivo sections, I would suggest avoiding the original march-like 

separation and use the second alteration that occurs (see Example 8-10).  

Example 5-10 ( mm. 34-39) 

 

Movement Two 

Positioning and Bowing  

The second movement is titled Notturno or Nocturno meaning “night scene” 

which is often expressed as pensive and lyrical. This is important to keep in mind when   

one encounters to the middle section of the movement (see Example 5-11). 
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Example 5-11 Hertl, Concerto for Double Bass, 2nd Movement mm. (44-76) 

 

  
Hertl CONCERTO 
© 1957 by Schott Music Panton GmbH, Mainz-Germany 
© Renewed 
All Rights Reserved 
Used by permission of European American Music Distributors LLC, sole U.S. and 
Canadian agent for Schott Music Panton 
 

This section (Example 5-11 above) is marked leggiero meaning light and delicate. But 

one might notice that this section is very “busy” with articulated sixteenth notes. It is also 

marked Poco piu mosso making it a rather active episode for a movement titled Notturno. 
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Hertl may have wanted a juxtaposition of melancholy and panic. But being marked 

mostly piano and leggiero it’s important to keep the music from sounding anxious. By 

lengthening the stroke of each sixteenth note (so it doesn’t sound agitated) and by 

avoiding shifting as much as possible (so it doesn’t sound unsettled), one can reduce the 

sense of agitation. Furthermore, notice what Hertl writes in measures 59 and 60; he slurs 

the sixteenths. This effectively creates a much more pensive and melancholy mood (and 

the piano continues with this idea alone; see Example 5-12).  

Example 5-12 (mm. 59-63) 
 

 
 
Hertl CONCERTO 
© 1957 by Schott Music Panton GmbH, Mainz-Germany 
© Renewed 
All Rights Reserved 
Used by permission of European American Music Distributors LLC, sole U.S. and 
Canadian agent for Schott Music Panton  
 

Applying slurred bowing to the sixteenths helps calm the motion in the right-hand, and 

fewer shifts of the left hand result in less frantic feel and sound. One great way to reduce 

shifting in this passage is to apply the advanced Rabbath technique of using thumb 

position in the lower register of the bass. A great exercise and further explanation of the 
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advantages to this approach can be found on page 42 of Rabbath’s 3rd volume of Le 

Nouvelle Technique (see Example 5-13).47 Observe that in measure 8 the thumb becomes 

active where first finger would normally be in third position.  

Example 5-13, Rabbath, Le Nouvelle Technique 3rd vl. (pg. 42) 
 

 

Francois Rabbath, Nouvelle Technique de La Contrebasse  vl. 3. 
© 1977 by Alphonse Leduc, Paris-France 
Used by permission of Alphonse Leduc 
  

                                                
47Francois Rabbath, Nouvelle Technique de La Contrebasse  vl. 3. Alphonse 

Leduc, Paris, France. 1977, 42. 

Thumb replaces 1st finger 
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By applying both the right and left hand techniques previously mentioned, to measures 44 

- 76, the passage becomes more true to the mood and character of the movement (see 

Example 5-14).  

Example 5-14 (mm. 44-76) 

 
In addition, by applying the bowings shown above in Example 5-14, there is still a slight  
 
juxtaposition of character between the slurred and tenuto sections. This expresses the  
 
change of musical character while staying within the mood of a romantic “night song”.    

 
Movement Three 

 
Fingering analysis 

 
The following passage is from the third movement. It contains numerous  
 

alternating thirds and is in the upper register of the bass (see Example 5-15). 
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Example 5-15 Hertl, Concerto for Double Bass 3rd movement (mm. 53-58) 

 
 
By using the Rabbath positioning system, it becomes quite comfortable in the fifth 

position, but necessitates numerous string crossings. Rapid string crossings or excessive 

shifting can cause a muddy or sloppy sound. A clearer, more marcato stroke is achieved 

by playing the whole passage on the G- string. To effectively play this passage on the top 

string another Rabbath technique can be used; the “crab technique”. The “crab technique” 

is explained on page 79 of Rabbath’s Le Nouvelle Technique de La Contrebasse vl. 3:  

This technique permits very great security in the succession 
of notes, and perfect joins with the bow. It’s important 
never to lift one finger off the string without making sure of 
the following finger. In rising passages, the finger of the 
high note must draw the hand towards the bridge in order to 
close it up until the positioning of the next finger. In 
descending passages, the finger of the high note must push 
the hand towards the neck so as to make the hand open up 
until the positioning of the next finger.48 

 
The example below shows a “crab technique” exercise from page 80 Rabbath’s book (see  
 
Example 5-16).49 
 
 
 
 
 
 
 
                                                

48Francois Rabbath, Nouvelle Technique de La Contrebasse vl. 3. Alphonse 
Leduc, Paris, France. 1977, 80 

49A circle around a finger means that the finger should not move before the next 
finger has been placed.  
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Example 5-16 Rabbath Le Nouvelle Technique 3rd vl. (pg. 80) 

 
 
Francois Rabbath, Nouvelle Technique de La Contrebasse  vl. 3. 
© 1977 by Alphonse Leduc, Paris-France 
Used by permission of Alphonse Leduc 

Notice the alternating thirds in Example 5-16. This technique works particularly well 

with alternating thirds because the largest interval covered is a major 3rd, allowing the 

hand to open to a relatively natural shape. In Example 5-17 below the “crab technique” is 

applied to the passage previously mentioned in Example 5-15 (see Example 5-17). 

Example 5-17 (mm. 53-58) 

 
This fingering is more consistent in articulation because it eliminates string crossings and 

it is more even in tone color. 

Rhythmic Fingering 
 
 Fingering groups also affect phrase structure in a rhythmical manner, especially in 

brisk scale-like excerpts. In such passages, bassists should be aware of how fingering 

groups shape the rhythmical structure (see Example 5-18). 

Example 5-18 mm 139-143 
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Notice that in the second half of measure 139 the fingering groups are in sets of two as 

two notes occur within each position bracket (there are also no string crossings within 

these sets). Rhythmically, this creates a duple feel in the line. However, in measure 141 

the rhythmical phrasing changes as it is extended to groups of three, then a group of four 

in 142 (with the pick-up), and finally a group of five leading into measure 143.50 

Bowing and Phrasing 

 An example of how bowings impact the phrase structure is presented in the 

following two examples. Measures 74-115 are written as follows (see Example 5-19). 

Example 5-19 (ms. 74 -115) 

 
 

                                                
 50 For more information on the study and application of rhythmic fingering refer 
to the book Scale Studies for Rhythmic Fingering: (After Exercises Developed by David 
Walter) by Patrick Neher, which is listed under References.   
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With the written bowings, a break in the potentially long phrase structure can occur. This 

is a result of the abrupt disconnection of the slur in measures 74, 78, 79, 82-84, 86-90, 93, 

97, 101-106, 108, 109 and 113. This disconnection inevitably requires the bow to move 

quickly along the string in order to be in place for the continuation of the phrase. A way 

to remedy this, while still using the printed bowing, is to lighten-up on the bow weight 

during the separation. If done effectively, this will eliminate unwanted “swooshes” of 

sound and the bow will still end up in the desired part of the bow. However, this causes 

holes in the phrase to occur because the tone color is suddenly much more thin on the 

separated notes. Therefore, instead of the printed bowings shown in Example 5-19, the 

bowings shown in Example 5-20 are suggested.51  

Example 5-20 (ms. 74-115) 

 
                                                
51The dotted slurs indicate those that are not in the published edition, but are suggested by 
the author. 
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Example 5-20 allows for cohesive phrases and eliminates the unwanted or 

uncharacteristic swooshes and hiccups of sound that the original bowing produces. Also, 

this bowing creates two very long phrases instead of being broken up into a bunch of 

smaller statements. One can only speculate why the separations in Example 5-19 occur, 

but it should be noted that Hertl returns to this same phrase structure at measure 171 in 

the last movement. It is here that the composer does connect the line (see Example 5-21). 

Example 5-21 (ms. 171 – 177) 
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6. CONCLUSION 
 
 Hertl’s music is relatively unknown among most musicians. It is the intent of this 

document to illuminate the stylistic aspects and unique challenges presented in Hertl’s 

Concerto for Double Bass. These insights address fingerings, positions and bowings that 

serve more the musicality of the piece, rather than ease of performance. Adding a new 

dimension to the methods of harmonic and non-harmonic positioning, stopped 

positioning, pivots, rhythmic fingering, crab technique, low register thumb agility and 

elongated bowings will arm the performer with more tools with which to apply their own 

interpretation. The recommendations in this study will allow for a musical interpretation 

that is more likely to be true to the composer’s intentions and welcoming to the audience. 

The concluding APPENDIX C contains the author’s personal edition of Hertl’s Concerto 

for Double Bass. 
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APPENDIX A 
 

PERMISSION BY SCHOTT PUBLISHING 
 
Dear Mr. Roederer,������ This email will serve to grant you 

permission to use Frantisek Hertl's��� "Concerto for 
Double Bass" in its entirety, including hand-engraved��� 
excerpts, as listed in your email request of May 3, 

2009, in your graduate ���document entitled, "A 
Performer's Guide to Frantisek Hertl's Concerto for 

Double Bass". ������Kind Regards,���������___Jessica Rauch���Schott Music 
/ European American Music Distributors LLC���T 

212.461.6956; F 212.810.4567 ���jessica.rauch@eamdllc.com
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APPENDIX B 
 
Forward And Key To The CONCERTO FOR DOUBLE BASS BY FRANTISEK HERTL, 

EDITED BY JASON ROEDERER 
 

 The editor’s markings address methods that are primarily intended to serve the 
musicality of the piece. Of these methods, bassists should be particularly aware of the use 
of rhythmic fingering and how it may affect phrasing. A pedagogical staple of the bassist 
and pedagogue David Walter, rhythmic fingering can be described as how fingering 
groups affect rhythmical phrasing, primarily in scalar passages (mm. 166-168, movement 
one). The application of rhythmic fingering is visually represented only by careful 
examination of the fingering and bracket markings.  
 
 Furthermore, a word should be said about applied pivots and crab technique; both 
pioneered by bassist and pedagogue François Rabbath. Technically, a pivot is not a shift 
because the thumb remains in place. It is an alternating of the weight of the hand on 
either side of the thumb, generally without stretching open the fingers beyond the width 
of the palm. Stretching the fingers during a pivot may cause unwanted tension. When 
implementing the crab technique, be aware that the circled finger acts as the anchor and 
should remain placed until the following finger is down. The anchored (or circled) finger 
functions as a pivot finger.                 

The letter T above a note head means play that note with the thumb………….....ex.    
 

A bracket designates where no shift occurs................……………………..ex.   
 
 
A plus or minus sign before a fingering indicates either a pivot up (plus), or a pivot down 

(minus)………………………………………………………………..……...ex.  
 
 
A circle around a fingering means that finger remains placed until the next finger is 

anchored (crab technique)………………………………………………..ex.   
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APPENDIX C 
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