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Appendix B Violinists of the nineteenth century andtheir
contributions.

The accompanying table (Appendix E) lists in chilog&al order the composers,
violinists, and developments in both the violin &hd bow, and violin techniques that
were important in the Romantic period. It alsoslisome of the repertoire of composers
— especially their key works (a more detailedisgiven in Appendix C), and places all
of these in context by listing other historical etg including events in art and
architecture. The table has been split into decad&alf-decades for easier referencing.

The table necessarily must start its timeline befive start of the Romantic period
because many of the people and events that shhpguetiod occurred before it began.
Hence the decade of 1740 was chosen as a stading gs this was also the decade

when some of the techniques which were develop#akifRomantic period were born.

One shortcoming of this type of table is that itvesy difficult to show relationships
between people, places, and events and how they onayay not, have inter-reacted
with each other. Hence a more detailed discussian order to explore some of these
relationships. In this discussion, the lives, &tere, works, and other contributions of
some of the violinists and writers of the periodl Wwe examined. There were, of course,
too many violinists and writers in this period tsaliss them all. Hence, only those that
are considered to be more important will be disedss

Figure 1 (Appendix A), adapted from Milsom’s (20@8,15) book, shows graphically
the pedagogical (educational) relationships thasted between some of the key
violinistic figures of the nineteenth century. Timdlowing discussion follows the five
groups that were Viotti's students, through time.

As one can see from figure 1 (Appendix A), GiovaBattista
Viotti (1755-1824) is recognized as “the link coaotieg the
modern school of violin-playing with the schoolstbé past”
(Ferris, 1881, p. 36). The “modern school” hereeferring to
the nineteenth century. Viotti was acknowledged ths

leading violinist of his time. His influence on Vilo music, as

well as music in general, was of a very substamtider. He
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embodied the accomplishments of the great virtuasowell as the gifts of the

composer.

Viotti was born in a little Piedmontese village ledl Fontaneto in 1755. His childhood
life is unclear, with any accounts too fragmentarye trustworthy. However, it is well
known that he studied under Pugnani (who becanfe-ohg friend) at Turin, and was
made first violin at the Chapel Royal there whemfas twenty. He held the position for
three years before launching his solo career. He avauccess both in Berlin and
Vienna. He then moved to Paris, where he madedbsitdat the “Concerts Spirituels.”
(Ferris, 1881, p. 39).

“The arrival of Viotti in Paris produced a sensatidifficult to describe” was the
comment made by M. Fétis (Ferris, 1881, p. 40).gdes on to say that no performer
had ever attained such a high degree of perfecion that Viotti possessed a
magnificently fine tone, a sustained elegancesea éind such a varied style. The music
he composed for the violin was as superior to wliagrs had done as his execution was
to that of all his predecessors and contemporaViedti’'s style was characterized by a
remarkable beauty, breadth, and dignity (Ferri§1)8His presence was much sought

after in both artistic and aristocratic circles gwvenere in Paris.

In 1790 he left Paris rather suddenly. The reasamhis departure is unknown.
However, he became an artistic celebrity in Lonflamseveral years. He also led the
music of the King's Theatre for two years. He wasidenly asked by the British
government to leave England, but when in 1801 was revoked, he returned there

with commercial aspirations and entered into theewirade. His music was laid aside.

After the failing of his wine business he wantedgo back to his old legitimate

profession. With the help of some powerful friemadaris, he was appointed director
of the Grand Opera. However, he became discontevitbdhe position and retired. He

returned to London and spent his remaining dayethatil his death in 1824. (Ferris,
1881, pp. 53-54)

Although Viotti only performed in public for a lit under ten years, the qualities were
such that they dominated an entire generationadinists. While in London, one critic
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wrote, “ It is impossible to speak of [Viotti's] dermance in common terms, and
therefore we may be pardoned to Rhapsody. His ére@cis not more astonishing by
its difficulty, than it is delightful by its passio He not only strikes the senses with
wonder, but he touches the heart with emotion.” ity Chronicle, 15 February 1793,
in Stowell, 1992, p. 60). His technical brilliandae breadth, beauty and power of his
tone and the overall expressive characteristicshief performances captured the
imagination of his listeners. (Stowell, 1992, p-63)

Viotti was the last great representative of claggatian violin playing. However, his
influence on French violinists was immense. (Fad@0, p. 151). His pupils included
Paul Alday, Cartier, Duranowski, Vacher, Labarrioln, Robberechts, F. W. Pixis and
Rode, with both Kreutzer and Baillot being regar@sddisciples. Viotti's principles of
performing style were embodied in both tlethode de violi{1803) by Baillot, Rode
and Kreutzer, and Baillot's more detailetArt du violin (1835). These two treatises
were the two major French ones of the early 19ttitogy, and were both adopted by the
Paris Conservatoire. (Stowell, 1992, pp. 61-62)

As a composer, Viotti was held in high esteem.sltnot known where he studied
harmony and composition, however the techniqueni®muets, trios, quartets, and his
work for piano and orchestral accompaniment is erstHis preference was writing
for the violin, with his chamber music consistingostly of violin solos with an
accompaniment by other instruments. He also contbbgenty-nine violin concertos,
eighteen violin sonatas, and fifty violin duetsafga, 1940, p. 152). He did not write
any theatrical works despite his involvement with bpera. Some of his arias that were
used in the operas of other composers were arramgsnirom his concertos. His
original arias, both simple and unpublished, wergten for his friends. All of his piano
concertos are arranged from violin concertos, ang geven of nearly 30 piano sonatas
are not demonstrably arrangements. (Miller, 2001,26 p. 768).

However, his 29 violin concertos remain his mogpamant works both historically and
musically. It is in these works that Viott's muaicimagination, his power as a
performer and his development as a composer dyerédlected. The last ten, written in
London, are products of his full maturity. (Mille&2001, vol. 26 p. 768).
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Viotti was the person who established and settieatvVer the fundamental principles of
violin playing and was one of the first to use freurte bow. One cannot estimate too
highly the value that this advantage gave him duermpredecessors. While he did not
attain the marvelous skill of technique, the vasebtile and dazzling effects, which his
successor, Paganini, was to amaze the world wathlidh as mentioned earlier, have an
ability unknown before this time. (Ferris, 188154)

“Paganini's virtuosic achievements represent thensiti of technical artistry in violin

playing in the early 19th-century”. (Stowell, 1998, 66). Other violinists made
technical discoveries before him. However, Paganidiscoveries impacted on the
musical world so that it would be forever changéte simply takes credit for

developing violin technique as we know it today, g@at was his impact. (Gold,
1982"). There is much myth and legend attached to thisarkable man that it is
something of a surprise to many to discover thatlidenot, in fact, invent any new
technigue. What Paganini did was to improve what Hael learned from his
predecessors and add his own variants, combinidgharghtening the effect with a
kind of playing which, until then, was unknown ftachnical perfection. (Clarkson,
1968, vol. 79 p.141).

Niccolo Paganirfiwas born at Genoa, Italy, in 1782 to parel
of humbly prosperous circumstances. His father waghip
broker and kept a small shop near the port. Higreawas that
of a hard and brutal man, however he was a pagsidoxer
of music and amateur of some skill. He gave Niccdis

youngest son, elementary violin lessons. (van desegen,

1968, vol. i p.342). The father recognized his yourm'’s
talent and made him study hard so that by the &g&xde was a tolerable player and
had composed his first piece, a Sonata now lo$brédhe age of nine. He made his
first appearance in public in 1793 at Genoa angegldhe popular variations on the air
“La Carmagnole” with immense effect. (Ferris, 188196)

! In the Foreword of his translation of Guhr's b@829).
2 Photo from Farga, F. (194Bjiccolo PaganiniPlate CII.
% The is an unabridged edition, first published #33.
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The Paganini family moved to Parma in about 179%hab Niccolo could continue his
studies. The young player was beginning to seanthmew effects on the violin, and to
create for himself characteristics of tone andtineat, which up until this time, were
unknown to players. He composed his first “Etuda#er his return to Genoa. These
were of such difficulty that he sometimes needegbrctice a single passage for ten
hours running. At the age of 14, Paganini was aldwo travel alone to an engagement
in Lucca. He was received with so much enthusidsah he determined not to return
home, and set off to fulfil engagements in Pisa aiher towns. (Ferris, 1881, pp. 97-8).
He continued to move from one place to anothefpp@ing and composing, and it was
not until he was 44 years old that he finally lefly to make himself better known in
foreign countries. His first concert in Germany mauoh unparalleled sensatioihid, p.
108). His visits to the various cities of Europathwthe exception of Palermo, Naples
and Prague, continued to be successtbid( p. 110). Following is an extract of a
programme for Paganini’'s grand concert at the Kanibeatre, London (figure B-2), and

figure B-1 shows illustrations of him performing.

(@) (b)

Figure B - 1 Paganini in concert in 1831 (a) in don, (b) at the London Opera House
(Farga, 1940, Plate CV and CVI.)
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Figure B - 2 Programme for Paganini’'s grand cond&381
(Day, 2002, p. 47).

Paganini “is generally considered to be the greatesinist of all time” (Gold, 198%).
While his violinistic and musical backgrounds wolldve been deeply rooted in the
Italian classicism of Viotti and his predecessdms,was to become one of the most
significant figures in the history of virtuosityS{owell, 1992, p. 65). He was the first to
develop the full resources of the violin as a swotrument. (Ferris, 1881, p. 128).
“Everyone who listens to his magic for the firsiné is astonished, delighted, and
thrilled by so much that is new and unexpectedpite of his overwhelming technique,
he lets his flights of fantasy give the instrum#m divine touch of the human voice.”
(Guhr, 1829, p. 1).

Paganini departed entirely from the traditions ofim playing as practiced by earlier
masters and paved his own way. He believed thait gmene could never be acquired in
pursuing their methods. Locatelli (1693-1764), wias a great master of technique and
one of the cleverest pupils of Corelli (1653-171B%t seems, with one of his works, to
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have inspired Paganini with a conception of theerwilliant possibilities of the violin.
Fetis (in Ferris, 1881) says “The diversity of sdsythe different methods of tuning his
instrument, the frequent employment of harmonicgyle and double, the simultaneous
pizzicato and bow passages, the various stacc&otgfthe use of double and even
triple notes, a prodigious facility in executingdei intervals and unerring precision,
together with an extraordinary knowledge of alllesyof bowing — such were the
principal features of Paganini's talent, renderédtree more perfect by his great
execution, exquisitely nervous sensibility, anddegp musical feeling.” (pp. 128-129).
Paganini possessed, in a word, the most remarlabbtive power in the technical
treatment of an instrument ever given to a playeerris, 1881, p. 129). Guhr, who
heard Paganini play many times, said of PagariHg]‘can move the deepest senses of
the spirit and perform unprecedented feats witlzlitag perfection. The effect is almost
indescribable.” (Guhr, 1829, p. 1).

As can be seen from figure 1 (Appendix A), Pagasiands alone in the genealogical
relationships of violin pedagogy in the 19th-cegtude did not belong to any school,
and he stood too far above the technical standardin playing of his time to become
the founder of a school. (van der Straeten, 1968,ivp. 341). As mentioned earlier,
Paganini severed all traditions and as Ferris (L&&ltes, “his peculiar method of
treating the violin has never been regarded adeassdool for any other violinists to
follow.” (p. 130). His or her technique would seemry exaggerated and fraudulent
“without Paganini's genius to give it vitalityibid, p. 130). Indeed, some French
players, upon whom Paganini had had a very strafigence, have failed to satisfy
serious musical taste from this cause. The inflaen€ Paganini on the German
violinists was less because of “the powerful exaargdl Spohr and the musical spirit of

the great composersibd, p. 131).

During his life, Paganini only allowed the publicat of five opus numbers. These were
all, including the 24 Caprices op. 1, intended foivate performance. Paganini had
presumed that his others works for violin and ostt@e such as the concertos and

variations, could be played only by himself, andstbhey remained in manuscript until

* In the Foreword of his translation of Guhr’s ba829).
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1851. Therefore the conductor was left to rely ba first violin part, on which he
marked the solo and tutti passages. (Neill, 200L,19 p. 893).

Some of Paganini’'s foremost compositions have goegtnality and beauty and may
be said to be violin classics. But his greatness m& so much as a composer, but as a
virtuoso. Ferris (1881) makes the comment that ais Wgenerally agreed to place
[Paganini] on the highest pedestal which has yehleached in the executive art of the
violin” (p. 131).

At the end of the 18century, the current schools in Germany begarettire, but new
centres formed to carry on both their traditiond #rose of Viotti. Louis Spohr was the
dominating figure in the violinistic world of Germm at the beginning of the 19
century. The Cassel school began with his arrherd. (van der Straeten, 1968, p. 195).

Louis Spohtf was born in 1784 in Brunswick, Germany.

family settled in Seesen in 1786. His father washgsician,
and both parents were musical. (van der Strae@68,1vol. ii
p. 197). His father was an excellent flutist, whilss mother
was both a talented pianist and singer. It was fdraily
concerts, writes Ferris (1881), that contributedcimuo the

rapid development of the young boy's talent. Hespssed 7
very sensitive ear and a fine clear voice and byatle of five he was éihging duets with
his mother at the evening gatherings. At the age»ofhis father presented him with a
violin. It was always close by, and he continuallgndered around the house trying to
play his favourite melodies. (Ferris, 1881, p. 58he Reverend Riemenschneider
taught him the elements of violin playing, and sdenwas playing in a trio for piano,
flute and violin by Kalkbrenner with his parentgaii der Straeten, 1968, p. 197).

Around 1791, the young Spohr was put into the adr®ufour, a French language
teacher who was also a good violinist. Dufour rexoed the boy’s talent, as he had
already, without instruction, made several attengttsomposition, and persuaded his
father to allow the young boy to follow his ambitianto a musical careerib{d, p.

® Photo from Farga, F. (1940) Plate CXIV
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197). At about the age of 12 he was sent to Brusis¥ar systematic tuition. There he
studied violin under Kunisch, an excellent viokwather, and harmony and counterpoint
under Hartung. (Ferris, 1881, pp. 60-61). Hartumg&thods did not stimulate Spohr’s
thirst for knowledge, and it was not long before tbld man’s health failed, and
instruction stopped. Spohr never had any otheotess these subjects, and his studies
in theory from then on were self-taught throughditgent study of the great masters.

Spohr progressed well under Kunisch, and at thenbawy of 1799 played a concerto of
his own with much success. Kunisch recommendedhdahould receive tuition from
the concertmeister Maucourt. After a year’s tuitigith that master, he went on tour,
unfortunately unsuccessfully. On his return to Bmitk, he wrote a petition to the
Duke, who was an amateur violinist. After hearimg play, the Duke appointed him as
violinist in the Court orchestra and promised ty f@r tuition from one of the great

masters of the time. Unfortunately, Viotti was albeal in his wine business, so
Ferdinand Eck, considered to be the best after tiviatas approached, who
recommended his brother Franz. Franz was aboub to dRussia, so Spohr went with
him. While there, he practiced much and composedngnother things his Violin

Concerto, Op. 1, which was quite in the style oti&oThrough Eck the principles of
the Mannheim school had been absorbed and ampbfyeithe intuition of his genius.

Spohr felt that some of his skills were still laayj especially his bowing skills. He
studied with Rode when he returned to Brunswickl, succeeded in copying his model

very closely until he developed a style of his own.

In the following years, Spohr toured to places sashParis, Leipzig, Dresden, Berlin,
Prague, Munich, and Stuttgart. In 1809 he and lifis tsured North Germany, and he
conducted the first musical festival in Germanyti@nkenhausen in Thuringia. In 1812
he went to Vienna, where he met Beethoven. He tbtheough South Germany,
Switzerland, and Italy between 1815-17. On the veaitaly, he composed his eighth
concerto, the famous “Scena cantante.” He visiteddon for the first time in 1820 and
was met with an enthusiastic reception (van dexes¢n, 1968, pp. 199-200).

Spohr settled in Dresden in 1821. There he met Wabhkeber had been offered the
position of Court-kapellmeister at Cassel but rec@mded Spohr instead. Spohr was
offered the position and accepted, beginning higedun 1822. He remained there,
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except for a few visits to England and various Garrtowns, to the end of his life. For
the rest he devoted himself, apart from his ordirdarties, chiefly to composing and
teaching. (van der Straeten, 1968, p. 201). Evethose occasions after 1822 when he
did travel abroad, it was not primarily as a vi@tn but rather as a conductor of his
major works. His reputation as one of Germany’slileg composers was confirmed by
the triumphant production dessondan 1823. The foundation of Spohr’s reputation in
England as one of the greatest composers of thavagelaid when his oratoriDie
letzten Dingewas performed a¥he Last Judgemeiat the Norwich Festival of 1830.
Political disturbances in that year stemmed histore flow and he busied himself with
writing his Violin Schule (Brown, 2001, vol. 24 p. 200). In 1831 he finidhe This
was chiefly a preparatory work that dealt with marfythe individual traits of violin
technique that appear in his concertos and otledin\éompositions. (van der Straeten,
1968, p. 201). It was, however, to become one efrtiost respected and widely used
violin methods of the century. (Brown, 2001, val. [2 200).

Spohr was decorated by most of the ruling monagsit princess of his time. His
compositions were the expression of a noble, lofigd throughout. They were not
without originality, but did lack strength and \itg. Schumann put it this way: “Spohr
is a mollusc, but a noble one.” (van der Straete968, p. 203). He inclined to
mannerism, the use of the chromatic element beimegexample. This combined with
an excessive use of harmonic complications tendadootony. He did, on the other
hand, raise the violin concerto to a much higheelldecause it was able to take on
broader and more important forms. The cantabileneté is predominant. The passage
work is very original and is always subservienthe expression of the poetical idea. It
never falls away to the conventional or mere vistudisplay. His later violin duets are
also works of lasting merit, even though they makasiderable demands on the
technical skills of the player. (van der StraetE968, p. 203).

Spohr’s reputation as a violin virtuoso, writesrit®e(1881), has been overshadowed to
a large extent by his fame as a composer. Thervgtitges, “...the most capable musical
critics unite in the opinion that that rare qualityhich we denominate genius, was
principally shown in his wonderful power as a playand his works written for the
violin.” (Ferris, 1881. p. 85).



Page - 284 -

Spohr believed in the greatness of his own mugjealus as a composer in the higher
domain of his art. His bountiful production, ovesnge forty years, of symphony,
oratorio, opera, and the more elaborate forms afnifer music proves how deep his
conviction was of his own powers. The musical idead freshness of melody, for the
most part, of Spohr were singularly meager. F€i@81) writes that there is more vigor
and originality in just one of the greater symplesnof Schubert than in all the many
works of the same class that Spohr wrote. Howdwenvas a profound master of the
orchestra. Spohr stands unrivalled in his compuwssti for the violin as a solo
instrument, for it is here that his trgenreas a man of creative genius stamps itself
unmistakably.

Violin music had, before Spohr, been illustratedabguccession of both French and
Italian virtuosos. They planned in their works amaecution to exhibit the effect and
graces of the players themselves rather than gteument. This tendency was carried
to the extreme by Paganini. However, Spohr fouraleéw style of violin playing, and
his creative force as a violinist and writer foe thiolin established the grandest school
for this instrument. (Ferris, 1881, pp. 87-88). slimew school of violin playing in
Germany adhered to his principle of using long basrever possible. This cultivated
a powerful and clear tone. The spiccato and ligkieds of bowing were mostly not
used, while the spring bow and those which belorggsgntially to the virtuoso style
were excluded altogether. Spohr’'s pupils came fedinover Europe and some even
from America. Among the foremost were Ferdinand iDawWassermann, Ries, St.
Lubin, Pott, Hartmann, Bargheer (van der Straet®&88, vol. ii p. 204) and Molique
(Milsom, 2004, p. 15).

Wilhelm Bernhard Molique was born in Nuremberg 802. He was taught initially by
his father, who was a town musician at Nurembeig became the pupil of Spohr at the
age of 13. Spohr makes the comment that Moliquesadlr played remarkably well for
this age. Later, Spohr comments, “Molique has bassiduous in the study of my
works, more and more perfecting himself in my styfeplaying.” (van der Straeten,
1968, vol. ii p. 217).

Molique went to Munich, where he studied for twaasge under P. Rovelli. He then
became violinist at the theater on the Wien in Yi®nHe returned to Munich in 1817
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and when Rovelli returned to Italy in 1820 he sedszl him as concertmeister in the
Royal Chapel. He became first violinist and directd music at Stuttgart in 1826,
making yearly extended tours through various coesmtrMolique was held in high
esteem throughout Europe as a virtuoso, as we#l asrious-minded composer. His
compositions followed in the footsteps of the alessand he produced symphonies,
overtures, as well as chamber music, concertoss@amatas. His work possesses distinct
merit, but lacks the divine spark of genius. He haahy pupils; the most notable was
Tiplady Carrodus. (van der Straeten, 1968, vaipii217-218).

Ferdinand Davilwas born in Hamburg in 1810. He start:

playing the violin at an early age and appearegdublic for
the first time at the age of 10, with great succkkssreceived
lessons from Spohr in Cassel between 1823 and 18285
went on tour in 1825 and made his debut at the Gehaus
at Leipzig. He was a member of the Konigstadt #res
orchestra in Berlin in 1827 and 1828. It was hdrat lhe/
became acquainted with Mendelssohn. Between 18891885 he was leader of the
string quartet of von Liphard, a Livonian noblemé&le. also toured Russia and appeared
with great success in St. Petersburg, Moscow, Rigd, other cities. In 1836, David
settled in Leipzig. A few months later Mendelssobhacame conductor of the
Gewandhaus Concerts, and recommended that DaappigEnted as concertmeister in
the Gewandhaus and Theatre orchestra. On Marclavig Decame the successor of H.
A. Mattéi, a position he held until he died. Heoalsecame professor of violin at the
Leipzig Conservatorium, founded by Mendelssohn843lL It became a centre for the
study of violin playing because of David’'s fame as artist and a teacher. (van der
Straeten, 1968, vol. ii p. 225).

Some considerable time after composing his eardfiviConcerto in D minor (1822),
Mendelssohn wrote to David, ‘| would like to compas violin concerto for you next
winter. One in E minor is forming in my mind, artd opening bars give me no rest.’
(Stowell, 2001, p. 152 While work began on the concerto in 1839, itstfiraft was

® Photo from Roth, H. (199&iolin Virtuosos.p6
" The letter dated 30 July 1838 was cited in Ge@gwre. ‘Mendelssohn’s Violin Concertdjusical
Times 471906), p611.
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not completed until September 1844. Mendelssohnamasrly accomplished violinist,
however sought advice from David on matters of nege and practicability.llfid.,
152). David thus had a considerable share in thengirof Mendelssohn’s immortal E
minor violin concerto op. 64, which, on 13arch 1845, he had the distinction to
perform for the first time in public. (van der S#tan, 1968, vol. ii p. 225). This
concerto was subsequently dedicated to him. Theesscof the work is partly due to
David’s invaluable advice and suggestions durirgy gkriod of its composition (Mell,
2001, vol. 7 p. 49).

David created a style of his own because, althoghwas a pupil of Spohr, he
considered it better to absorb whatever appearddntobest in other eminent players.
The result was a style that many of his contempesatisliked. Otto Jahn wrote in 1855
that “unfortunately he developed an ever-increasioged mannerism, which is
opposed to the self-effacement which is indispelesibquartet-playing. Moreover, he
introduced all sorts of cheap minauderies to giwegigncy to the works of Haydn and
Mozart.” (in van der Straeten, 1968, vol. ii p. 22Bven in his editions of the classics,
David's mannerisms found expression in the overddnoinfingerings, bowing, and

expression marks. (van der Straeten, 1968. vpl.226).

David was by no means a genius. He had an overgeattitude which put him off-side
with many orchestra conductors. He edited manyefaid violin compositions, but his
often arbitrary adaptation of the piano accompaninteas drawn criticism. (Farga,
1940, pp. 181-182).

Despite his shortcomings David was a great teadrehestral leader and editor. He
possessed many of the attributes of the ideal feautduding an energetic attack, full
tone and solid technique, together with responsibifuickness of perception and
musical intelligence. These qualities also made damexcellent conductor. (Mell, 2001
vol. 7 p. 49). As a teacher he took an active @gein all of his pupils. They could learn
a great deal from him if they did not imitate hismmerisms. His best pupils included
Wasielewski, Hegar, and Wilhelmj. He composed nuwmemworks including five violin
concertos, variations, rondos, caprices, solo piecéh pianoforte, concert pieces for
various instruments, several symphonies, an oersextet and several quartets for
strings, and songs. Though musically effective, padular in their time, they lacked
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the qualities that would make them of permanentezaHowever, his “Violinschule”,
published in 1863, is an excellent work of its kitidcontains many valuable and well
graduated exercises and études and is more sygteimat works written previously.
Another work of permanent practical value is “Higthool of Violin Playing”. This is a
collection of violin sonatas and solos by mastershe 17" and 18 centuries. The
pieces have been arranged most effectively, altmoagpin, David has taken great
liberties with the original versions (van der Stese 1968, vol. ii p. 226).

Joseph Wilhelm von Wasielewski had parents who weth musically gifted. He was
born in Grossleesen, near Danzig in 1822 and shamedarly talent for music. He
entered the Leipzig conservatoire when it was fogéned in 1843 and studied the
violin under Ferdinand David. His musical theorydacomposition teachers were
Mendelssohn and Hauptmann. He left the consereaioil845, but continued to study
under David for several years. He toured the Balt@mvinces and was appointed as a
first violinist in the Leipzig “Gewandhaus” and #tee orchestras. In 1850 he went to
Dusseldorf as concertmeister and soloist, and &2 Ment to Bonn as conductor of the
newly founded choral society. He commenced hisdlite career in Dresden in 1855,
and played in public as a soloist only rarely. Hedpiced a number of important works
of musical biography in history. These include Wshumann biography and the
“History of the Violin.” In 1869 he became musicdirector of the Bonn town
orchestra, but retired in 1884 to continue higditg activity.

Wasielewski produced several valuable works inclgdihis “History of the

Violoncello.” His compositions for violin are fewvan der Straeten, 1968, vol. ii p.
234). He composed some partsongs and a nocturneidbn and piano, but his
eminence both as a performing musician and wrgethe chief testimony to his
extraordinary gifts. (Grove, 2001 vol. 27 p. 110).

August Emil Daniel Friedrich Victor Wilhelfijwas born on}
September 21, 1845 in Usingen, Nassau. His mothée,

Charlotte Petry, was a pupil of Chopin and a veopdy
pianist. She was also an excellent singer, a miflordongni |

8 Photo from Farga, 1940, p. 192.
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at the Paris Conservatoire. His mother nurturedetimy signs of talent in her son. In

1849 Wilhelmj began to study the violin under theu@ concertmeister, Conrad

Fischer. In 1853 he took part for the first timeaiguartet by Haydn, and played his part
like an experienced musician. He made his firstip@ppearance at a charity concert in
January 1854 and created quite a sensation. (vaBtdeeten, 1968, vol. ii p. 261). His

father, a public prosecutor, was very much agdmstson entering such an unstable
profession. Arrangements were made for the boyldg t Liszt, and when the great

man was so enthusiastic, his father changed hid.nfifarga, 1940, p. 182). Liszt took
the young Wilhelmj to Leipzig and introduced himRerdinand David. He studied at

the Leipzig Conservatoire from 1861 to 1864, stagycounterpoint and composition

with M. Hauptmann and E. Richter. David's work wasrely to guide Wilhelmj on

classical lines because the technical ability efghpil surpassed the master.

Wilhelmj played his first solo at a Gewandhaus @&whdn 1862 with Joachim’s
Hungarian concerto. He was attacked by a sevenessl soon after leaving the
conservatoire in 1864. He was unable to pursusthisies for a time, but as soon as his
recovery would permit, he took them up with rededbénergy. In late 1865 he started
on his first tour in Switzerland. He then touredllaiod and England, and was in Paris
in 1867. On January 20 he played at one of Pasdslamoncerts, and the press hailed
him as “the new Paganini’. He continued to touroadr Europe. lliness befell him in
1877, but in 1878 he embarked on a world tour. @@nStraeten, 1968, vol ii p. 262).
In 1882, he founded a training school for violisigt Biebrich on the Rhine. However,
it was a failure. Wilhelmj moved to Dresden andafip to London, where he was at
once offered a chair at the famous Guildhall schivaas here that he published in ten

parts his excellent manu#,Modern Violin-School(Farga, 1940, p. 182).

As a violin player, Wilhelmj's qualities may be summated in the force of his
personality, the great certainty of his techniduis, rich tone, cultivated interpretation
and splendid poise. His outlook was one of digaitg breadth, and he always strode
for an exact balance of intellect and imaginatimanveying a suggestion of reserve
force that was essentially majestic”. (Heron-Allend MacGregor, 2001, vol. 27 p.
386). van der Straeten heard Wilhelmj play at teelit of his fame and wrote the

° Photo on the next page is from Roth, 1997, pt $hdws Wilhelmj as described by van der Straeten.
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following: “He stood on the platform like a Greetatsite
come to life again. Tall, broad-shouldered, witmassive
forehead, surrounded by a mass of long wavy hae,
picture of dignified repose, and as he looked, splayed.

Whether he played a simple air or a Paganini coocéis
quiet pose remained the same. His notes issued s
violin like clarion notes, scintillating, with exordinary
brilliance, always beautiful, never forced, and ehar
equalled in purity of intonation.” (van der Stragted968, |
vol. ii p. 264).

Wilhelmj’'s own compositions, a concerto, solo pgca =

cantata and songs are not importaittid(, p. 264) but he has written some excellent
transcriptions for violin from Wagner themes, agaments of Schubert songs for
violin, arrangements of old masterpieces, cadef@athe Beethoven violin concerto,
and, of course, that most useful tutor as menti@tede. (Farga, 1940, p. 182).

Friedrich Hegar was another pupil of David. He wasn in 1841 in Basle and took his
violin instruction at the Leipzig Conservatoire Wween 1857 and 1861. He was
concertmeister in Bilse’s orchestra in Berlin fosheort time after completing his studies
before he went to Paris via Baden-Baden. From BB8-was concertmeister at Zurich,
then conductor of the subscription concerts, tHahe Tonhallen orchestra in 1868. He
was director of the newly founded Conservatoird876. He also conducted the Male
Choir from 1875 to 1877 and 1886 to 1887. His ielin choral societies and singing
in schools took much of his time. He was presentéd the honorary degree of Dr.
Phil. in 1889 from the University of Zirich in regraition of his contribution to musical
life in Switzerland. He composed a violin concantd major, a violoncello concerto,
and a string quartet. Other works included an oi@tand very effective songs for male
chorus. (van der Straeten, 1968, vol. ii p. 425)

*

The majority of advancement in technique in theeteaenth century is traditionally
linked to the centres of Brussels and Paris. (Mils@003, p. 23). For several decades,
Rodolphe Kreutzer, Pierre Rode, and Pierre Bablmtught France the leadership in
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violin art, and their influence is still noticeabldowever, without the preparatory work
of Viotti, this level could not have been achiev@idarga, 1940, p. 153). Viotti taught
Rode, and thus had an effect upon Kreutzer andoBaihey all had a considerable
influence in setting up Paris as a centre of vigllaying in the early 19 century.
(Milsom, 2003, p. 23).

Rodolphe Kreutzef, born 1766 in Versailles, was the son
a French Army musician. At an early age, Rodolghaned
such an interest in the violin that his father re¢a teach
him. His learning continued with Anton Stamitz. (&,
1940, p. 154). When he was 13 he played a conoértos
own composition at the Concert Spirituel. He sudeeehis

father in the Royal chapel in 1782. He soon began | :
compose operas that were performed first at Véesdiefore the Court, and later at the
Theatre Italienne. (van der Straeten, 1968, vpl.273). Viotti became his teacher and
formed such a high opinion of him, that he madeukzer a soloist in his “Theatre
Italien” in 1790.

The Paris Conservatoire appointed Kreutzer Violiof€ssor after Viotti left. He then

toured Italy and other countries giving concertd a@as in Vienna in 1798. In 1801 he
became solo violin at the Grand Opera, and comsaster in 1817. On one occasion he
was required to conduct, and did it with such &pilhat Napoleon made him assistant

to Habeneck, the first opera conductor.

Kreutzer played an important part in Paris’ musidalfrom that time on. He was most
versatile and gifted as a composer, writing aboutyfoperas. These were all produced
and were successful. He also composed a greatofleddlamber music and nineteen
violin concertos. His ‘Forty-two Etudes’ are stikcognised as his most important
contribution to violin music. The concert tours tthee did from time to time were
successful, and he was also a brilliant teacherof@m of his concert tours, while in

Vienna, he met and made friends with BeethoventH®®en must have been impressed

9 Photo from Farga, 1940, Plate C.
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with his playing because he dedicated his songpa,4@, to him. This sonata became

known as the Kreutzer Sonata.

Kreutzer, as a violinist, was described by his eongoraries as an artist who mixed
warmth of feeling and liveliness with happy harmoHkle almost equalled Viotti with
the sweetness of his cantilena and the broadtdné of his allegro. It was his bowing
that let him down, as it was a little monotonousiM/he was less elegant in style than
Rode, he obeyed instinct only and this gave higsopmances great spontaneity and
fervour. (Farga, 1940, pp. 154-155).

It was in 1810 that an unfortunate accident occliened he broke his left arm. He had
to give up playing as a soloist, and his activitaese confined to teaching, conducting,
and composing. He retired in 1826, and offeredldss opera to the directorate of the
opera. It was rejected, and this left Kreutzer deat@d, making his enfeebled health
even worse. He went to Switzerland to recover,ded there in 1831.(van der Straeten,
1968, vol. i p.273).

Farga (1940) writes that Kreutzer's operas are wowpletely forgotten, while his
violin concertos are used mainly as teaching nafetihough are almost forgotten.
However, it is in his ‘Forty-two Etudes’ that hisme will live on. “No violinist can
afford to omit learning this magnificent work, féreutzer’'s exercises are not only
indispensable to the acquisition of a solid techejgthey combine ingenious utility
with musical ability that makes each of them a @&rimasterpiece.” (Farga, 1940, p.
156). It may be said that Rode’s Twenty-four Cagsiare more imaginative and have
more originality in their themes, but they are omlywelcome supplement to the
Kreutzer exercises. The Forty-two Etudes have nsici possibilities that are
inexhaustible; for even the accomplished artistytban set new tasks. (Farga, 1940, p.
156). Because of the fundamental musicality andcgmgh, the 42 Etudes have been
brought up to date by successive editors. They Hawe this by adding new fingerings
and bowing or by composing their own variants. Th@m is made in Eisenberg’s
(1920) edition, that Kreutzer anticipated this updpand did teach more advanced
versions of his caprices than those which he pladis (Simmons, 2001, vol. 13 p.
904).
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Kreutzer also had an input into the designing ef Tlourte bow, when Tourte asked
famous violinists such as himself and Viotti foeithopinion. This resulted in the length
of the violin bow being fixed at between 29.1 to2®ches (Farga, 1940, p. 91-92).

Lambert Josoph Massart was born in 1811 in Liegs. flkst violin teacher was an
amateur, a Mr. Delaven. However, Mr. Delaven was &b secure him a scholarship
from King William | of the Netherlands and this@lled him to study as a private pupil
of R. Kreutzer in Paris, as the Conservatoire wawd accept foreigners. (van der
Straeten, 1968, vol. ii pp. 135-136). However, iB29 he was admitted as a
composition student where he studied theory witll. Zimmermann and counterpoint
and fugue with Fétis. In the 1830’s he achievedgadion as an outstanding violinist
after early successes in tbencerts spirituelst the Opéra. He played in concerts with
Liszt, Thalberg and Labarre, as well as at the €wmagoire in 1837. (Mell, 2001, vol.
15 p. 88).

Massart became an eminent virtuoso and appearechsvith great success. However,
he was prevented from following the career of aoisblby a certain degree of
nervousness. Hence, he devoted himself to teachiagbecame such a great teacher
that in 1843 he was appointed as teacher at the @anservatoire. (van der Straeten,
1968, vol. ii p. 136). After this appointment, lestricted his playing to chamber music.
He, with his wife, who was an excellent pianisteithpupils and relatives, and
distinguished artists performed often at music&iéss held at their home. It was rare,
though, to see Massart perform in public after 18%®wever, he did continue to teach
until his retirement in 1890. (Mell, 2001, vol. p5 88). His prominent pupils include
Lotto, Wieniawsky, Sarasate, Teresina Tua, Margso a pupil of Loenard), and Fritz
Kreisler. (van der Straeten, 1968, vol. ii p. 136).

Whilst shy and modest, Massart had the equipmentdt the temperament, of a violin
virtuoso. He preferred playing chamber music owdo performance. He did not write
any original educational works and had very littieerest in composition. However, he
did compose some solo pieces for the violin. He waasntelligent man, with great
command and knowledge of the violin. This, alonghwihe high standards of
performance he set, led to his great successeshdr. (Mell, 2001, vol. 15 p. 88).
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Henry Wieniawsky' was recognized as having talent a
young age and when he was 6 received his firsbfssfrom
Mr. Paris, the foremost teacher at Lublin, the @ladere he
was born in 1835. When he was 8 years old his madthek
him to Massart in Paris. Massart was so astoniahéds talent
that he secured his entry into the Conservatoiré843. He & |
won the first prize in 1846. He continued to stuohtil 1848 F=== i \x

when he made his debut in St. Petersburg with insenesuccess. He returned to the

Paris Conservatoire in 1849, where he entered ‘€alédss for composition. He won
the first prize in 1850. (van der Straeten, 1968, i pp. 382-3). He returned to St.
Petersburg and from 1851-3 gave many concerts ik younger brother
accompanying on piano. He was also busy composingglthis time and by 1853 had
composed and published 14 opus numbers, inclutied’blonaise no. 1, tf&ouvenir

de Moscowp. 6, several mazurkdsgcole modernend the Violin Concerto no. 1 in F

¢ minor. With this last work, a tour de force ofllmince and Romantic dash, he

achieved his first great success in Germany in 1888 fame grew rapidly and in the
following years he toured triumphantly in Belgiufrance, Austria, Holland and
Germany. In the autumn of 1858 he travelled todgritand gave concerts in London
and several other cities. He appeared in LondothatBeethoven Quartet Society
concerts in 1859 with Piatti, Joachim, and Ernee (Bgure B - 3). He married Isabella
Hampton, the niece of George Osborne, in 1860 aditdted his famoulségendeop.
17 to her. (Schwarz and Chechlinska, 2001, vop.2369).

He was solo violinist to the Tsar of Russia betwd&&60 and 1872. He toured in
America from 1872-4, when in the latter year heehnesd a request to returned to
Brussels to take over the duties at the Consereatmm Vieuxtemps who had fallen
ill. While there he trained many excellent puph#e returned to Russia in 1877, once
Vieuxtemps had recovered. (van der Straeten, 288ii pp. 382-383). He travelled to
London for concerts in February and June of 18i8,Berlin in November. Despite his
failing health, and in financial need, he contintegitour to Russia. During a concert in
Moscow in December he had to interrupt his perforeeaof the ‘Kreutzer’ Sonata after

the first movement. However, once he felt well, pigying was still magnificent. He

1 Photo from Roth, 1997, p. 5.
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began a Russian tour with the singer Desirée Ant@arly 1879, but was hospitalized
in February. He recovered sufficiently well to gigefarewell concert in Odessa in
April. He returned to Moscow in November and dibdre in 1880 from heart disease.
(Schwarz and Chechlinska, 2001, vol. 27 p. 370).

Figure B - 3 Beethoven Quartet Society, London918fom left to right) Alfredo Piatti, Henry
Wieniawsky, Joseph Joachim and (seated) HeinriobtEr

Wieniawsky must be ranked very near the top amadolinists of the generation after
Paganini. A combination of French schooling andv&féc temperament shaped his
playing. He could “toss off technical fireworks”utbalso bring tears to his listeners’
eyes. The emotional quality of his tone was heigédle by an intensified vibrato.
(Schwarz and Chechlinska, 2001, vol. 27 p. 370.tekchnique was infallible, although
he had to struggle constantly with some stiffnasshis right arm. His style was
passionate and his tone was charming and animétedever, his passion always
remained within aesthetic limits. As a composerwas highly valued, an appreciation
which remained long after his death. (Farga, 1$4@,97). He combined the technical
advances of Paganini with Romantic imagination &tfelonic colouring. His Polish
nationalism is evident in his polonaises and maasirkSchwarz and Chechlinska, 2001,
vol. 27 p. 370). He stands far above the majorftywiduoso composers of his time.

Some passages of his works are brilliant, gracafld original and show poetical
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inspiration. He reveals himself as a musician digher order, especially in the form
and orchestral treatment of his concertos. Theseedl as many of his solo pieces, are
of lasting value. (van der Straeten, 1968, volp.ii384). Because of its wonderful
freshness and perfect structure, his second CanderD minor is one of the most
beautiful works of violin music, and tHeussian Carnivals said to be the test piece of
a really great violinist. Wieniawsky wrote seveedching works which have put him in
the ranks of the best violin pedagogues of his tifRarga, 1940, pp. 197-198).

Fritz Kreisler was born in Vienna i

1875 and was the son of a musig
doctor. He was privileged to hear god
chamber music from a young age a
began to study the violin when he wz:
just four years old. He was taught
the Concertmeister Jacques Auber fr
the Ring Theatre. At the age of 7
went to the Conservatoire and was
pupil of Hellmesberger. After gaining the firstzeiin 1885 he left the Conservatoire to
continue his studies with Massart at the Paris @wasgoire. He also won the first prize
there. After studying with Massart for two years, Waient on tour in America with the

pianist Moritz Rosenthal. Upon returning to Vienha,completed his general education
before serving his one year in the army.

Kreisler made his home in Berlin, but continueddor both Europe and America with
ever-increasing success. During the Great War heeden the Austrian army and was
wounded. However, his hands and arms escaped ,iigadysoon after the war, once he
had recovered, he began touring again. It seensddhik technique was even greater
than before, and his understanding of the workghefgreat masters had matured and
increased. It may be said that he occupied theepllaat was once filled by Joachim.
(van der Straeten, 1968, vol. ii pp.127-128). Hitlex® in America in late 1914, but
unfortunately, anti-German sentiment was high aedwhthdrew from the public
platform until 1919 when he reappeared in New Y&t&.lived in Berlin from 1924 to

12 Schwarz and Chechlinska, 2001, vol. 27 p. 369
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1934 and when Austria was annexed by the Nazis d® affered citizenship by the
French Government. He returned permanently to Asaen 1939, where he became a
citizen in 1943. (Schwarz, 2001, vol. 13 p. 89@)lldwing (figure B - 4) is a recital
program from around 1936. (Roth, 1997, p. 44).

Kreisler's tone was full and round and of exquigjiglity. Though not very large, it
had unequalled carrying power because just enovggsmre was applied by the bow
not to suppress the natural vibrations of the g&imThe matchless colour was achieved
by vibrato in the style of Wieniawski. Kreisler digg vibrato, however, not only on
sustained notes but also in faster passages whaiader his magical touch, lost all
dryness. Equally personal were his methods of bgwimd fingering. (Schwarz, 2001,
vol. 13 p. 890). His technique of both the bow #mel left hand place him in the front

rank of virtuosi. ( van der Straeten, 1968, vr'
FRITZ KREISLER, Violinist

CARL LAMSON, Accompanist
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Figure B - 5 Examples of Kreisler’s slides and posichanges.

Kreisler was also a gifted composer and wrote asidenable number of solo pieces,
some of which became very popular. He also madmgements of and edited a large
number of mostly 18 century compositions, many of which had becometequi
unknown. (van der Straeten, 1968, vol. ii pp. 128)1 His cadenza for the Brahms
concerto is superior to Joachim’s. (Roth, 199740Q).

Pierre Rod® was born in Bordeaux in 1774. His teacher a
boy was Professor Faufel, with whom he studied! inatiwvas
14 years old. After playing in a concert of PurmoPiaris, he ¢
was introduced to Viotti. Viotti became his teachand

instructed him for 2 years with great devotion.aie sixteen,
Rode played Viotti's Concerto No. 13. It so impexbs/iotti

that he put Rode into the orchestra of the Théa&wdeau.

Rode was not content to stay in one place and wantéravel. He went to Holland in
1794, then to Germany, where he was particularbcessful in Berlin. He was not
received so well in London and so returned to Pdiie conservatoire had just been
founded there and Rode was appointed as professathé violin. He played with
renewed success at the theatre Feydeau concemsdé¢v Straeten, 1968, vol. i p. 282).

He did not stay there long before he set off agairMadrid, and then a second tour to

13 Photo from Farga, 1940, Plate Cl.
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Berlin in the company of Boieldieu. This tour prdvi® be even more successful than
the first. “He was put on the same plane as Viattg it was said that he played with
even more feeling and tenderness than the Italasten Spohr, too, saw in Rode the
personification of the ideal violinist.” (Farga,4® p. 156).

Rode returned to Paris in 1800 and was appointedappleon as ®isolo violin of his
private music. He then accepted an offer from thessin Court where the Tsar
Alexander made him his™lviolin with the sole obligation to play at the Gband the
Imperial theatre. He stayed for five years, meetwith ever-increasing success and
popularity. Unfortunately, the constant excitementthe life at Court placed much
pressure on his nervous system — which adversédgtall his technique. (van der
Straeten, 1968, vol. i p. 282). Upon his returnRaris in 1808, the public was
disappointed and he was not met with the same siatdm that greeted him in former
years. They found the pieces he had composed isi&osediocre, and his playing had
become unsteady.

“It is highly probable,” writes Farga (1940), “thRode had grown careless in Russia,
where he had had no serious rival. He seems toreglected his daily exercises...” (p.
157). He thus withdrew from the public platform aredired to the South of France
where he practised daily.

He began to tour Europe again in 1811. Howeversiigesses were not what they had
been. Spohr heard him again in Vienna in 1813 aitddfsappointed. He wrote in his
autobiography that Rode had simplified the compdidapassages, however, he still
appeared timid and unsure. (Farga, 1940, p. 15&8¢tHdven invited him to play his
Sonata in G major, op. 96 for the first time. Heswary dissatisfied. (van der Straeten,
1968, vol. i p. 282). He settled in Berlin in 18d4ere he married a young ltalian girl.
He stayed there several years before returningatss.Pin 1828 he was persuaded to
play in public. It was a complete failure. This emved him so much that his health
began to deteriorate. He retired to his ChateauliBsuwhere he died in 1830, a bitter
and disappointed man. (Farga, 1940, p. 158). Bechasvas constantly on the move,
he did not complete the training of any particyapil, although several benefited from
his teaching. The most noted was Joseph Bohm inndieRode’s compositions stand
on a higher level than those of most of his contaues. The concertos testify to
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nobility of thought, although they show no truepimation. (van der Straeten, 1968, vol.
i p. 283). The Seventh, in A minor, and the ElelaeintD minor have become popular.
His 24 caprices are a great achievement and amdasth works and indispensable for
all students of the violin. Rode’s many variatidages are also very attractive. (Farga,
1940, p. 158).

Joseph Bohm made a name for himself as a quaagtiplHe was among Vienna'’s best
violin teachers. He did not, in spite of his mageht and well-known technical
perfection, play often as a soloist, such was tages fright. (Farga, 1940, p. 185).
Bohm was born in 1795 in Pesth and was first tatigintviolin by his father. He later
became the pupil of Rode. In 1815, he played beatvibe acts at the Burg theatre in
Vienna, which evoked great enthusiasm. After tayitaly with the pianist, P. Pixis, he
returned to Vienna in 1819 and appeared frequastisoloist. He also instituted regular
quartet soirées. In that year the Vienna Conseireatippointed him violin professor.
He became a member of the Imperial Chapel in 188 .toured as a virtuoso in
Germany and France during 1823 to 1825. From 18&23ehnformed less and less on the
concert platform and chose to devote his time alransrely to teaching.

Bohm resigned from his position at the Conservatmrl848, but continued to hold his
position at the Imperial Chapel until 1868. He maany pupils, his best-known being
Joachim, Ernst, Singer, Hellmesberger, L. Strand,Ja Dont. He published only a few
compositions which are of no account. (van deredéra 1968, vol. ii p323-4).

Heinrich Wilhelm Ernst* was the son of a tailor and showed

remarkable talent for music from an earlier agernBm
Briinn, Moravia in 1814 he entered the Vienna Cosadeire
at age nine. There he studied violin under Bohm
Mayseder, and Seyfried was his composition teadhdren
he was 15 he played in front of Paganini, who tolsh he FS=
would have a great career. He developed an ambtbo
surpass Paganini, but really only aimed at emudatis amazing stunts. The following
year he went on tour, as a fully fledged virtuoperforming at Munich, Stuttgart,

4 Photo from van der Straeten, 1968, vol. ii p. 368.
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Frankfort, and other centres. He found himself ari? where he renewed the studies

under de Beroit, and hence remained there for s@aues.

In 1832 Paganini came to Paris to perform and Ei
never missed an opportunity to hear him and toyst
his style. Ernst secretly rented a room next daor

Paganini. While Paganini was practicing, Ernsehstd :
and with his excellent memory he succeeded'
studying several of Paganini's unpublished wor
These included the variations &el cor piu non mi

sentq and theCarnival in Venice At Ernst’s next public performance he played ¢hes

items, which of course, made Paganini extremelyoged. His variations on the
“Carneval de Venice” was to become one of the nhodlitant firework pieces for the
violin. Ernst’s style of composition and its exaoatapproached so very near Paganini
(as can be seen in the above photogripHe possessed higher artistic qualities, which
show themselves both in his compositions and initteresting and important novel
technical features of his performances. He neveweler, succeeded in achieving
Paganini's noble and wonderfully passionate tone.

He began again, in 1834, to tour all through Eurame visited London for the first time
in 1843. A liking manifested itself and he visitde city many times until 1858, while
in between he continued his triumphal tours of perdHe became sick in 1859 with a
spinal complaint, which culminated in paralysiearly 1862. Ernst’s amiable character
and his admirable personal qualities had made hanyniriends over the years, and

they supported him until the end.

The compositions that Ernst wrote show a deepetiqgabdeeling than those of his
contemporary virtuoso composers, but most of thkawsthe wear of time. His many
fantasies and nocturnes, as well as his chambercnmasnpositions, have all but
disappeared. His technically difficult F sharp mir@oncerto is a genuinely inspired
work, although it was constructed for the purposésbowing off’. This, and other

works like “Othello Fantasia” contain so many featiof technical violinistic interest

15 Photo from Roth, 1997, p. 4.
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that to the few who can effectively master theior@mous difficulties, they will always
provide opportunity for the display of the highgstuosity. (Farga, 1940, pp. 202-203
and van der Straeten, 1968, vol. ii pp. 113-115psEhad true Romantic élan as a
composer and this is exemplified in Risncerto pathétiquep. 23 or the famouslégie
op. 10. Even in his most virtuoso pieces he maiethigood taste, for example thgs
hongrois variésop. 22. HisCarnaval de Venisep. 18 is not so much an imitation of
Paganini as a clever set of original variationseddagn the same tune. (Massin, 2001,
vol. 8 p. 306).

Jacob Dorlf was born in Vienna in 1815. His father was
violoncellist. He was a pupil of Bohm and Hellmeg# at the
Vienna Conservatoire. He joined the Burg-theatra aplinist

in 1831. He became a teacher at the Conservatoit834 as

well as a member of the Imperial Chapel. He wasbkmown &
soloist as well as a chamber music player and eza¢an der # /
Straeten, 1968, vol. ii p. 115). Unfortunately, mits his |
command of the instrument, he was excessively ahg, withdrew from the concert
platform early in his career, devoting himself éa¢hing and composing. (MacDonald
and Locke, 2001, vol. 7 p. 500). His best-known ipuwas L. von Auer. (van der
Straeten, 1968, vol. ii p. 115). While teachinghet Conservatoire he wrote a manual,
Gradus ad Parnassunfrarga (1940) writes that it is equal in valughe FrenclEtudes
and has become an indispensable adjunct for tlehitepof modern violin playing (p.
186). He wrote violin concertos, solos, studies] gnartets and earned the praise of
Spohr as a composer. His studies possess musloel aad are standard works for the
study of the violin, especially in its advancedgss (van der Straeten, 1968, vol. ii p.
115).

Leopold von Auer received his first violin instricot from R. Kohne at the

Conservatoire at Pesth. He was born in Veszpréngéahy, in 1845. He continued his
studies at the Vienna Conservatoire under J. Doii8b67-8, before going to Hanover
and receiving instruction from J. Joachim. In 1888 became concertmeister at
Dusseldorf, then Hamburg in 1866. At the end of8LBé went to St. Petersburg as solo

16 Photo from van der Straeten, 1968,vol. i p. 112.
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violinist of the Imperial Chapel and professorla Conservatoire. During 1887-92 he
was conductor of the Imperial Music Society. It wasre that he founded the St.
Petersburg quartet - one of the most perfect enesnolb its time. He went to New York
in 1918 where he founded an academy for violin iply(van der Straeten, 1968, vol. ii
p. 330). Auer, at the age of 82, succeeded Fles¢heaCurtis Institute of Music in
Philadelphia. Both men were on good terms with eattler, as the following letter,
dated 22 January 1928, shows.

Translation:Your decision to discontinue your successful warRhiladelphia will no
doubt be greatly regretted by musicians and musiers alike, but especially by myself
[...]. I shall be happy to follow your kind suggestiof attending a lesson in your class
[...]. (Flesch, 1990, p. 319)

Auer was in St Petersburg for fifty years and tbuserted a decisive influence on the
Russian violin school. One of his duties as coiotinist was to play the solos at the
Imperial Ballet. It was traditionally a famous viost who played these, which

stimulated Tchaikovsky and other composers to watgactive solos for them.

(Schwarz, 2001, vol. 2 p. 166).

Auer lacked a certain virtuoso flair in his techreq possibly because the physical
structure of his hand was poor, but he more thanpemsated for this with his noble
and fine-grained interpretations of the great coose (Schwarz, 2001, vol. 2 p. 166).
He “combined all qualities of a virtuoso of thesfirank with those of a thoughtful and
soulful artist.” (van der Straeten, 1968, Vii, B803. He was a great teacher with an
excellent method (Farga, 1940, p. 207), althoughirfiuence as a teacher did grow
slowly. Most of the students that came to learnmfrieim were already accomplished
technicians. Auer developed their taste and ingti@ powers. He geared his approach
to the temperament of each student. One may spleak Auer style more than of a
school: virtuosity controlled by fine taste, clasdipurity without dryness, and intensity
without sentimentality. (Schwarz, 2001, vol. 2 6L Many prominent virtuosos may
be counted as his students. These included Elmampafist, Parlow, Harrison, and
Menuhin. He also published three books, the bestvknbeingViolin Playing As |
Teach 1t(1921). (van der Straeten, 1968, vol. ii p. 331).
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Joseph Joachithinfluenced the Berlin school of violin-playindi
for several decades. (Farga, 1940, p. 242). Bori881 in
Kittsee, near Pressburg, he was the greatest nedgte violin of

his time. It was at the age of five that he begaplay the violin.
He showed such talent, that his parents placed tnnder
Serwaczynski, who was the leader at the Pesth Opleralayed
a duet with his master when he was seven. He we¥itenna in
1839 where he studied under Hauser and Hellmeshekgeund 1840 he became the
private student of B6hm, and there made such qaqodress that his master declared, in
1843, that his violinist training was complete. r{(\éer Straeten, 1968, vol. ii p. 241).
However, he went to the Leipzig Conservatoire aedan studies with David and
Mendelssohn, who had such a decisive influenceirortimat his life may be understood
in terms of a mission to promote Mendelssohn’s wdtrkvas Mendelssohn who also
arranged composition tuition from Hauptmann as el good general education for
Joachim. The impact of Mendelssohn’s death in 184¥ a deep impact on him, and
despite being deputy leader of the Gewandhaus &urehand a teacher at the Leipzig
Conservatory, he decided to undertake further sttty Liszt. (Borchard, 2001, vol. 13
p. 126). He showed such great talent that Lisztedvhim to Weimar as leader of the
orchestra, a position he held until 1866. In thedry he was appointed director of the
Berlin Music Academy. Hence, for almost 40 yeawswas the decisive influence on
the musical life of the Prussian, and later Gernwapital. (Farga, 1940, p. 206). In
1869 he founded a permanent string quartet in Besfith E. Schiever, H. de Ahna, and
Wm. Muller as violoncellist. It saw a successionneédmbers and figure B - 6 shows
some of them. The Joachim quartet was unequalledeirrendering of the classics as
well as the classic-romanticists, and their visitxe always received with enthusiasm

over the whole of Europe. (van der Straeten, 1968, p. 243).

" Photo from van der Straeten, 1968, vol. ii p. 224.
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Figure B - 6 The London Joachim Quartet.

Joachim taught for nearly 50 years and as sucle thier many students who can claim
to have studied under him. However, it would notduste correct to speak of his
success is a teacher, as he restricted his adwitguadance to advanced students. None
of his pupils ever became really world-famous. ¢gar1940, p. 206). He also was
conductor at many important music festivals. A®mjgoser he was strongly influenced
by Schumann and Brahms, but if he lacked origipaditlofty nobility of thought gave
his work the mark of distinction. He wrote many gusitions, but only a small number
of these have been published. These included aratreg works for violin, 3 violin
Concertos, of which his very complicatétlungarian-style Concertdvas proved of
lasting value. He wrote a tutor, in his latter yean conjunction with Moser in which
he laid down the principles of his art. (van dela8ten, 1968, vol. ii pp. 244-245). As a
player, Joachim exhibited a subtle command of ajbking-arched phrasing and a
sparing use of vibrato. This is evidenced fromfeéhe extant recordings of his playing
from 1903. (Borchard, 2001, vol. 13 p. 126).
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Joachim’s “faultless technique only served him asa@ to a perfect rendering of the
works of the great masters whose mode of thinkim) faeling he strove to penetrate,
sinking his own individuality in theirs as far agsgible, with a result that his rendering,
especially of the works of Beethoven and Bach, afi as of all the other masters,
served as a model for all who heard him.” (van$teaeten, 1968, vol. ii pp. 244-245).

Jend Hubay (Eugen Hubétwas born in Budapest in 185
and studied the violin under his father Karl forefiyears at the

National Conservatoire at Budapest. When he wagelgears
old he played a Viotti Concerto in public. He wémthe Berlin
High School for Music between 1871-5 with Joachisnhas
teacher. He had a successful tour of Germany i6.187 the
invitation of Vieuxtemps he went to Algiers in 188there he
arranged the orchestral scores for Concertos Mod67. He was appointed professor of
violin at the Brussels Conservatoire in 1882, atdr| in 1886, succeeded his father as

first professor of violin at the National AcadentyBaidapest.

Hubay continued giving occasional concert toursl &8 when he retired more and
more from the virtuoso career and devoted his timéeaching, composing and the
activities of his quartet. Hubay had a highly depeld technique, a beautiful tone and
fine artistic feeling. (van der Straeten, 1968, vigh. 332). He was an efficient violinist
and played in perfect style the concertos of daédBénd Vieuxtemps. He was also a
successful teacher and his pupils included F. vecs®y, S. Geier, J. Szigeti, and
Eldering. (Farga, 1940, p. 205). He composed faaimvconcertos and a large number
of violin pieces, many of which are still great davites, as well as seven operas, a

symphony and songs. (van der Straeten, 1968,iI3B2).

Bram Eldering was born in Groningen in 1865 ancere his first instruction from
Mr. Poortman. He studied under J. Hubay from 188P& went to Budapest in 1886
with Hubay as part of his quartet and also as &gaghthe violin. He returned to study

18 van der Straeten, 1968, vol. ii p. 225. From agraving after the painting by Bruck-Lajos.
9 Photo from Farga, 1940, Plate CXXVI
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in 1888 at the Berlin High School of Music, where took instruction from Joachim.

When he left in 1891, he took the post as concestarein the Philharmonic Orchestra,
Berlin. From 1894-9 he was the concertmeister @ Neiningen Court Chapel. From

1899-1903 he was first professor at the Amsterdams€rvatoire. He was professor at
the Cologne Conservatoire from 1903. (van der 8mael 968 vol. ii p. 374).

Joseph Szigetl began to study the violin at the age of s

after being born in Budapest in 1892. He went te
Royal Academy there, and he studied under Hubay.
was only 13 when he made his first public appeaa
Later he performed in Berlin and Dresden, and if71¢
made his London debut, which was such a succetfi¢h
remained in London for nearly seven years. He bec
professor at the Geneva Conservatoire in 1917 sdiqo he held until 1924. He played
in all principal towns of Europe, including Scaraia and England, during those
years. He visited America in 1925. He arranged mber of pieces for violin and
pianoforte (van der Straeten, 1968, vol. ii p. 33&)ote articles, and published works
on the violin and its repertory.

As a young musician, Szigeti was a child prodiggweéver, his talent required time to
mature and his career didn’t flourish until he virasis 30’s. He gradually discarded all
the trappings of the virtuoso repertory and madéuesity seem easy by avoiding
showmanship. His unaccompanied Bach playing wampbegy and he fully conveyed
the impassioned grandeur of Beethoven and Brahltmmugh his playing of Mozart

lacked a little in charm. He also played contemporausic with great conviction, and
many composers dedicated works to him. (Schwai@] 2@l. 24 pp. 885-886).

Szigeti had a perfect command over all the intieaof modern violin technique, and
as well he possessed all the qualities which ensisuberformance. (van der Straeten,
1968, vol. ii p. 338). He held the bow in an oldtimned way, with the elbow close to
the body, and produced great emphatic power. Mimservations, such as some
extraneous sounds, were swept aside, however,ebfpthe of his musical personality.

20 photo from Sadie, 2001, vol. 24 p. 885.
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(Schwarz, 2001, vol. 24 p. 886). He was famousnaacaomplished violinist animated
by deep feeling. (Farga, 1940, p. 205).

Willy Hess received his first violin lessons frons lather at an early age after being
born in Mannheim in 1859. He toured for severalryees soloist before studying with
Joachim from 1875 to 1878. He was only nineteennwie became concertmeister at
Frankfurt and held a similar position at Rotterdaetween 1886-8. He then went to
England as leader in the Hallé orchestra. He retuio Germany in 1895 and held
various positions. He received the title of Royald3ian professor in May, 1900. He
held positions as professor in London and in Betie was distinguished as both a
soloist and a chamber-music player. (van der &Imadi968, vol. ii pp.276-277).

Adolf Busch was the son of a violin maker. Bornl®91 in Westphalia, he was first

taught by his father before entering the Colognes@ovatoire in 1902. He studied first
under Hess, then under Eldering, while Steinbacle g@ecial attention to his musical
education. After completing his violin study at t@enservatoire in 1908, he went to
Bonn and studied compositions under Hugo Griten er Straeten, 1968, vol. ii p.

292). It was not long before he was recognizedresad the best violinists in Germany
(Farga, 1940, p. 209). He became good friends M#k Reger in 1907 and together
they played his chamber music. He became concestieneit the Vienna Konzertverein

in 1912, and toured in Holland, Sweden, Switzerldfigland and Russia. He became
professor at the Berlin High School of Music in 89fvan der Straeten, 1968, vol. ii p.
292).

Busch obtained the highest technical qualities andanimated, fascinating style.
(Farga, 1940, p. 209). He commanded a superb wmohnialthough he disliked

showmanship and superficial charm and concentrateshowing the true qualities of

the music with honesty, clarity and intensity. Hesgessed a careful control of vibrato,
a sparing use of portamento, and subtle variatioishades of staccato and legato.
(Philip, 2001, vol. 4 p. 652).
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Figure B - 7 Busch Quartet: (from left to right) diiBusch, Gésta Andreasson, Hermann
Busch and Karl Doktdt

He moved to Basle in 1926, and gained great fam@&numerous tours, not only as a
soloist, but also as the first violinist of theirgly quartet which he founded (see figure B
- 7). As a composer, he gave particular attentmrihe somewhat neglected violin
sonata with piano accompaniment, and specializethamber music. (Farga, 1940, p.
209). He produced many compositions, initially watleaning to the style of Reger, but
gradually developed his own individuality. His comsgions for violin consist of,

among others, a solo piece with orchestra, a sdoatgianoforte, and a sonata for

violin solo. (van der Straeten, 1968, vol. ii p229

Pierre Marie Francois Baillot de Sdéwas born in Passy, Pari
in 1771 (Farga, 1940, p. 158) into a non-musicailia His

father worked in several occupations including aseschant, a
government functionary, and a teacher of law. Hidyemusical
education is unclear and not well documented, atjhchis first ;
violin teachers were Polidori (an Italian) and $&iMarie (a
Frenchman). Apparently Polidori was not a greatqoerer, but " ' §§,

he instilled in Baillot great enthusiasm, while i8atMarie’s wise severity instilled the
precision and cleanness into his playing. (Goldpb&891, Ed’s Intro. in Baillot (1835)

p. xiii). Baillot's godfather took him on tours thwugh southern France, lItaly, and

2 Philip, 2001, vol. 4 p. 652
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Corsica at the age of ten. (Farga, 1940, p. 158}k Paris in 1782, he was privileged
to hear Viotti perform, which left a very deep imapsion, for he always retained an

enormous respect for Viotti.

In 1773, Baillot’'s family moved to Corsica, wheres Hather died only a month
thereafter. This left the family in financial trdebThe young Pierre was taken in by his
father’s colleague Claude de Boucheporn to be damth his own son. He would not
see his family again for seven years, as they mbvaed to France. Apart from lessons
he took in Rome from Pollani, a pupil of Nardini7gR-93), little is known about his
violin training during that time. It has been reded, though, that Pollani strongly
impressed upon him to use more bow and play mosadly. (Goldberg, 1991 Ed’s
Intro. in Baillot (1835) p. xiii)

In 1791, at the age of nineteen Baillot returne@#ois, where he set out to support his
family. Viotti offered him a position in the violisection of the orchestra of the Theatre
Feydeau, which Viotti had founded. Baillot was séatext to Pierre Rode and the two
developed a close professional and friendly retestiip. He resigned five months later
because the salary was not enough to supportri$/faand obtained a government job

in the Ministry of Finance. He was then drafteaitite army.

Upon returning to Paris in May 1795, he returnediite Ministry of Finance, and
renewed contacts with musical friends. He madestndi impression in Paris music
circles when at a private concert he performedtVso€oncerto No. 14. His reputation
increased even further when he performed, includome of his own concerti, at other
concerts. In December 1795 he was appointed pafedsviolin at the newly formed
Conservatoire de Musique, a position he held fotyfeeven years until his death in
1842.

Baillot’s reputation grew quickly, both as a viaéihand pedagogue and as a performer
and consummate musician. It was he, Rode, and ¥¥ewtho were given the task, in
1801, of setting down the principles of violin ingttion at the conservatoire. Their
treatise was entitled ‘Method de violin’. Baillotrete the prose, while Rode and

%2 Photo from Farga, 1940, Plate XCVIIL.
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Kreutzer composed the etudes. Baillot did write ntydour etudes which were
important in their own right, although they remainenpublished until after his death.
They were, however, never as popular as Rode’skaadtzer’s. Baillot, some thirty
years later, wrote an expanded method entitled L@\ violin” in which he set forth
his philosophy of teaching and his dual emphasidath the technical and the artistic
side of violin playing and music making. (Goldbei®91 Ed’s Intro. in Baillot (1835)

p. Xiv).

Baillot became a renowned soloist, performing canmairs both in France and abroad.
After successful tours of the provinces in 180334 4805, he left for a three-year tour
of Russia in August 1805. On his way there, heeltad via Vienna where he met
Haydn and Beethoven. Upon returning to France,dmtirued to give concerts there,
and then in Belgium and Holland. He also touredl&mg) in 1815-6.

Baillot was schooled in the Classical tradition. pteformed his own works, of course,
but also performed the works of Viotti, Rode, ReHtzer, and others. He was one of
the first violinists to perform other composers’ nkpo those both older and
contemporary. Thus he was one of the first viotims$erpreters. This interest in
performing these other works led directly to onetltd most important bases of his
treatise “L’Art du violin”: that a violinist mustender the music in the style its
composer would have used. For a violinist to ds, thll musical styles must be studied.
(Goldberg, 1991 Ed’s Intro. in Baillot (1835) p.)xv

Baillot was widely known for his technique, stylnd musicianship, as well as his
wonderful ability to move audiences. Praise for lIB&s playing came from
everywhere. Spohr, who was visiting Paris in 18#@rd Baillot’s playing, and praised
him, although he was not used to his style of bgwPaganini, in 1831, was at one of
Baillot's concerts, and is reported to have goneoufo the stage, with everyone’s
applause, and shaken Baillot’s hand. (Goldberg1128's Intro. in Baillot (1835) p.

XVii).
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Francois Antoine Habenetkwas the son of a musician fror

Mannheim, who was the pupil of Stamitz and Fraizéancois
was born in Mezieres in 1781, his father was it fieacher. Hisi
father had enlisted in a French military band arab wosted to%@,zfgii
Mezieres and later to Brest. While in Brest, Framcstudied
without assistance, and by 1798-9 he had composekh :
concertos and three operas. Farga (1940) writes fba‘was |
another non-Belgian who belongs to the Belgian sth@p. 194). Frangois went- to the
Paris Conservatoire when he was twenty and studieér Baillot. He gained the’'1
violin prize there in 1804 and became assistamhtya (van der Straeten, 1968, vol. i p.
289).

Habeneck showed remarkable talent for conductinghat school concerts of the
Conservatoire. He joined the Grand Opera and ir8 18icceeded Kreutzer as solo
Violinist. He was conductor at the opera betwee2l1&8nd 1824. However, he acquired
his greatest fame from a new concert society thed formed at the Conservatoire in
1826, of which he became director. His ability veash that he was able to bring the
orchestra to a high standard of perfection. He msisumental in cultivating the music
of the classical masters, and he introduced theksvaf Beethoven to the Paris
audiences. At first they declared them to be bababut the persistence of Habeneck
in the face of this opposition eventually paid wfien he won the audiences over. (van
der Straeten, 1968, vol. i p. 289). According targaa(1940), he conducted the
symphonies of Beethoven more magnificently tharoaryelse in Europe at that time.
(p. 194). He generally conducted with a bow andnfra first violin part. Wagner
admired his efficiency and the command he had bigeforces. (MacDonald, 2001, vol.
10 p. 635).

In 1827 he succeeded Kreutzer as kapellmeistdreoGrand Opera — a position he held
until 1846. He also becamé' ¥iolinist in the Royal chapel in 1830 (van dera®ten,
1968, vol. i p. 289).

% Photo from van der Straeten, 1968, vol. i p. 191.
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Habeneck’s influence and standing in Paris mudiéalwas unrivalled, particularly
during the last 20 or so years of his life. Fron@88o 1816 and from 1825 to 1848 he
taught violin at the Conservatoire, and M&thode théorique et pratique de violin
appeared in about 1835 (MacDonald, 2001, vol. 163%). He was a man of rugged
strength and firmness of character. He had a getémbhnique although his playing
lacked warmth. However, he was a popular violiaistl an excellent teacher and both
his friends and pupils admired him. His most fampupils were Alard and Léonard,
Others include Cuvillon, Deldevez, Maurin, and Peutor the violin he composed two
concertos, duets, caprices, variations and solcepigvhich are of little value. (van der
Straeten, 1968, vol. i p. 289)

Delphin Jean Alardf was born in Bayonne in 1815 and studifs

the violin from childhood. He appeared publiclytia¢ age of 10}
with success. He enrolled in the Paris Consenainill827, and _
studied musical theory under Fétis. He also took paF. A. -
Habeneck’s class, but only as a listener. He wonynmizes at L
the Conservatoire and remained a member of theecbsociety
even after he left. (van der Straeten, 1968, vql. 180-181) He

made his debut as a soloist in 1831 with the Séaiéts Concerts du Conservatoire.

Paganini, who was in the audience, praised himhi®mperformance and subsequently
dedicated his 6 sonatas op. 2 to Alard. He soorarhecknown as an excellent
performer. (Schwarz, 2001, vol. 1 p. 276). He wgsointed solo violinist in the Royal
Band of Louis Philippe in 1840, then took over a®fgssor of violin at the
Conservatoire from Balillot, a position he held fra843 to 1875. Alard was appointed

1% solo violinist of the Imperial Chapel in 1858.

Retirement into private life came in 1875 and Alavds succeeded by Maurin at the
Conservatoire. As a violin player, Alard had nolyaa brilliant technique, but also great
purity of intonation, beauty of tone, and musicatelligence. He wrote many
compositions, all of which are practically forgotteHe did write an excellent tutor,

Ecole du violin,in 1844 which was used in all European counthéswas an excellent

4 Photo from van der Straeten, 1968, vol. i p. 191.
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teacher, with his best known pupils being SaragateGarcin. (van der Straeten, 1968,
vol. ii pp. 180-181)

Pablo Martin Meliton SarasateY Navascues, or simply™™

Pablo Sarasate, received his first violin lessdrthe age of
5, from his father, an Artillery bandmaster. He vibmsn in
Pampelona, Spain, in 1844 and after studying wabriguez
in Madrid, performed at the Court when he was aollly
There he was presented by Queen Isabella withadigari
violin. He went to Paris in 1856 and studied at ,' . Y :
Conservatoire under Alard until 1859. After comimigtthesé"studies he egan to tour
in Spain, then Italy and Austria. He also went teri@any where he teamed up with
Max Bruch, a pianist at the beginning of his careed they toured together all over
Germany with immense success. He went to EnglartB&1 without much success,
however his fame continued to grow on the Continklettoured with O. Goldschmidt,
P. Lucca, O. Neitzel, and B. Marx. (van der Stragl®68, vol. ii pp. 419-420). Many
other famous composers were attracted to Sarasdtélexicated their works to him.
These included Bruch, Saint-Saéns, Joachim and iaviski. All these works were
incorporated into his repertory and were playedesbly. Although his style differed
radically from that of Joachim, who was Germanyiglisputed master violinist, he
achieved great success in German-speaking countvsist Sarasate had an
inclination toward virtuoso work, he also enjoyddying in string quartets, particularly
those of Brahms. (Schwarz and Stowell, 2001, \@Ip2281).

Sarasate had an extremely refined technigue watlessay, the best bowing technique
since Paganini and a magnificently trained rightchaHis tone was as sweet as any of
his contemporaries, and was brilliantly clear ewvethe highest positions. His style was
very pure, although he often puzzled his audiermesis facial expression which
remained completely unmoved despite the passiofiisée of his playing. His
compositions are mostly first-class, elegant, arfdllibly effective, from his concert
music to his numerous fantasies and paraphrasesetodies from operas, to bravura
pieces, which although originally written for the&mpo, he arranged brilliantly for the

% Photo from Farga, 1940, Plate CXXI.
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violin. (Farga, 1940, pp. 198-199). The best kn@ammng his 54 opus numbers is the
Zigeunerweisewp. 20. (Schwarz and Stowell, 2001, vol. 22 p.)282

Sarasate received many high orders of knighthoonh frarious European sovereigns,
and was an honorary professor of the Madrid Comageine. However, he did not give

much time to teaching. (van der Straeten, 1968,ivol 421).

Hubert Léonartf was born near Liége in 1819. He was to
one of Habeneck’s most important pupils and wasily-f
fledged, brilliant virtuoso after only four year study. (Farga,
1940, p. 194). Léonard began his study of the wialhen he
was nine years old. His teacher then was Rouma2(Z8) a 4
violinist at Liege. In 1836, when he was 16, heesed the §

Conservatoire in Paris after finding a patron ia thife of a
rich merchant at Brussels. It was here that henéghfrom Habeneck. Also af this time
he became a violinist at the Théatre des Variétgwr, he went to the Opéra Comique
and then to the Grand Opera. He left the Consereaito 1839, but stayed in Paris until
1844 when he went on a concert tour to Liege anplzige His variations on a theme by
Haydn were much applauded and his perfect technsyrapathetic tone and elegant
phrasing and brilliant staccato were greatly addiirk was while Léonard was in

Leipzig that Mendelssohn imparted some good adweidem about composition.

Léonard subsequently visited Bonn, Dresden andrBén 1847 he visited Sweden and
Hamburg, and Vienna in 1848. He succeeded de Basgbrofessor of violin at the

Brussels Conservatoire in 1852. After marrying annent singer, Antonia Sitcher de
Mendi, in 1851, he gave concerts together withihd?aris the following winter. Later

they toured France, Holland, Denmark, Sweden, Ngrawad Russia with unabated
success. lll health befell Léonard in 1866 and ét@ed from the Conservatoire. He
settled in Paris the following year where he oamaslly still taught and played in

concerts. The list of his compositions is a venyglmne, but most lack any spark, or
gualities of greatness. (van der Straeten, 1968jivup. 137-138). He was well known

for his handbookThe Violinist's Physical Trainingand hisEtudes classiquesvhich

% photo from Farga, 1940, Plate CXV.
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served their purpose perfectly. He was also welbvkm for his editing of the
compositions of the old Italian masters. (Farga4019p. 194). He followed more
seriously the lines of the Franco-Belgian schoahtthe majority of others. He also
supported ardently the important modern composads veorked hard to introduce
Brahms, César Franck and others in Paris. (vasttaeten, 1968, vol. ii p. 138).

As a virtuoso, Léonard lacked Vieuxtemps’' tempenamand Sivori's bravura
technique. His intonation and singing tone werespihby his critics and pupils, and his
classical and noble style made him an ideal chanrhesic player. He was one of the
first to play the chamber music of Brahms in Pafi& educational works reveal the
intellectual and musical gifts that made him a ssstul teacher. (Mell, 2001, vol. 14 p.
559). He was a very good teacher and his teachetgod was proved by the pupils that
he taught - among them Besekirski, Dangremont, é&art Thompson and most notably
Marsick, who needed no more than three year’sitrigito achieve complete mastery of
his instrument (Farga, 1940, p. 194).

Martin Pierre Joseph Marsick was born in JupilleamLiége, in 1848. He began to
learn music from his father when he was seven yelaksThe following year he was

sent to the Liege Conservatoire where he won ttst firize at the age of 10. He
commenced his study of the violin under Desiré Hygband was awarded the large
gold medal, a rare distinction, in 1864. He studiedhe Brussels Conservatoire under
Léonard between 1865 and 1867, and was a pupilasihtt at the Paris Conservatoire
during 1868-9. After receiving a scholarship frome Belgian government, he studied
under Joachim at the Berlin High School in 1870 48d1. He made his debut in 1873
at the Concerts Populaires in Paris with the fowtimcerto by Vieuxtemps. The

composer, who was in the audience, complimentedhiigimly on his performance.

Marsick toured in most European countries with geeecess and established his fame
as one of the foremost virtuosos. He became pmfes$ a violin at the Paris
Conservatoire in 1892. He composed 3 violin comseand a number of effective solo
pieces. (van der Straeten, 1968, vol. ii p. 1435 playing was praised for its large
sound and simple bow technigue and he was especmdil known for his
interpretations of both Vieuxtemps and Wieniawg¢Biaggiani, 2001, vol. 15 p. 901).
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He was a very good teacher, and his pupils inclu@iegch, Thibaud, Enescu and
Hubay. (Farga, 1940, p. 194).

Carl Flesch” was born in 1873 in the small Hungarian toy
of Moson. (Farga, 1940, p. 195). He began his stfdye
violin at the age of six and entered the Viennageovatoire
in 1886 where he became the pupil of J. Griin. Het wethe &
Paris Conservatoire and studied under Sauzay if,18%d |
shortly thereafter under Marsick. He gained thst forize in £

1894 and began touring the following year. His tepan as SSiEs

an eminent virtuoso and a great artist was estaaisn Berlin when he gave three
concerts there in 1896. He then became teachemefviolin at the Bucharest
Conservatoire. He toured again successfully urgilbecame the successor of Bram

Eldering at the Amsterdam Conservatoire in

1903. He gave five recitals in Berlin in 190
which illustrated the evolution of violin
literature from Corelli to Reger. (van de
Straeten, 1968, vol. ii p. 335). The conce
programme for the fourth in the series
shown in figure B - 8. This awakened a wic
interest in violinistic circles. A letter from
Joachim, written in 1907, gives evidence
Flesch’'s popularity (see figure B - 9
(Flesch, 1990, p. 162). He left Amsterdam
1908 and settled in Berlin, doing mar
concert tours. He toured England in 1911-]
giving a series of very successful orchest
concerts, and visited America for the fir:
time in 1914.

IV. ABEND

Dienstag, den 21. November 1905

Abends %1/, Ubr

Von Vieuxtemps bis auf unsere Ieit
<

PROGRAMM
1. Suite, op. 43 . . . . . . . > . H. Vieuxtemps
Preludio — Minuetto — Aria — Gavotte )

2. a) Berceuse, op. 16 . . . . . . G. Fauré
b) Canzonetta aus op. 53 . . . .
¢) Havanaise, op. 83

3. Variationen . . . . . . . . . 1. Joachim
(geb. 1831)
4. a) Lied des Gefangenen . . . } Max Bruch
b) Lied und Tanz aus op. 79 . .J @13
c) Cavatine aus op. 25 . . . . . Cosar Cui
(geb. 1835)
d) Mazurek, op. 49 . . . . . . Anton Dvorak
(1841—1904)
5. Phantasie dber Motive aus Gounod’s
POt : o 5 5 52 ¥ 5 3 & H. Wieniawsky
(1835—1880)

Wihrend der Vortriige bleiben die Saalthtiren geschlossen.

Figure B - 8 CericProgramme

2" Photo from Flesch, C.F., 1990, p. 255. It wastakel 930.
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: Joseph Joachim to Carl Flesch:
ﬂ%{u{ St W%/ ‘Dear Mr Flesch,
. 2 I was particularly sorry to be
’% W it unable to accept your kind

fpw Ww%ﬂ'\ invitation. Due to a cold I was
W = forced to avoid concert halls,

7/”/_” M//%”ﬁ and so I could not listen to your
ﬂ?x7/f Pt et s performance of the Beethoven
Concerto, which many friends

\ﬁ. /%‘ LW% tell me was very successful.

Mawny thanks for your kindness

. in having thought of me; I hope I
shall soon be compensated for my
loss yesterday.

Yours sincerely,
Joseph Joachim’.
The letter may not be in joa-
chim’s handwriting, although
the signature is certainly his.

Figure B - 9 Letter to Flesch.

Flesch became involved in the Berlin High Schoelrwsic by giving special courses
for violin playing in 1921-2 and again in 1928 omd& He received the government
title of Professor in 1921. From 1924 he was thacjpal of the violin classes of the
Curtis Institute, Philadelphia, and since that toineded his activities between America
and Europe. Flesch was a virtuoso of the highederorHe used almost unlimited
technical resources in the service of the highgsals of true art. (van der Straeten,
1968, vol. ii p. 335). Farga (1940) also agrees$ hieawas a violinist of great technical
skill, but adds that his performance was often tbtm be too cold and artificial. His
teaching style was very similar to that of the Wiese, Jacob Dont. (Farga, 1940, p.
195). His European students include Willem de Bées, Wolfsthal, and Anna Moodie.
In 1911, he published a book of studies, and “Tht ok Violin Playing” volume 1
(1924) and volume 2 (1930). He also arranged aitdced long list of pieces by older
masters, and Paganini’'s 24 caprices, Dont's studgewell as concertos by Beethoven,
Mendelssohn, Brahms, and Paganini. Mozart’s vistinatas were also edited with the
help of A. Schnabel. (van der Straeten, 1968,ivpl.336).



Page - 318 -

In 1933, Flesch and Thibaud together with Enesctopeed the Vivaldi Concerto for
Three Violins in memory of their teacher, Martin fdak. Figure B - 10 is a
photograph of the performers rehearsing for theedn

3

Figure B - 10 Enescu, Thibaud and Flesch rehear§tigsch, 1990, p. 231).

Jacques Thibaud was a born violinist with a fingtinct for
the ‘round’ tone which was particularly effectiva ihis
sustained notes. Born in Bordeaux in 1880, he wghlyh
esteemed for this quality at an early age bothumpe and
overseas. (Farga, 1940, p. 195). He initially reegilessons
from his father and appeared in public at the ah8 @t
Bordeaux. At 13, his talent took him to Paris whére

attended the Paris Conservatoire and became a giulgiarsick. At the completion of
his studies in 1896, he became a member of then@elorchestra, and soon rose to the
position of solo violinist. He appeared in this pios in some 54 concerts in the winter

of 1898-9 and thus established the basis of histatipn. (Cobbett and Goodwin, 2001,

vol. 25 p. 389). He made his debut American tout903-4, with his opening concert

recital in Carnegie Hall on November 20. (Roth, 2.98p. 51-52). The programme is

shown on figure B - 11. He then toured extensiwelffurope and America and ranked
as one of the foremost violinists of his time. Thias due to his perfect technique as
well as his great power of poetical expressionn (er Straeten, 1968, vol. ii p. 193).
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Sonata — Franck

Prelude & Fugue from the G-minor Solo
Sonata — Bach

Piano Solo: Polonaise in E Major — Liszt
(a) Rondo Capriccioso — Saint Saéns
(b) Serenité — Vieuxtemps

(c) Scherzando — Marsick

(d) Melodrame — Guiraud

(e) Polonaise (no number given) —
Wieniawski

N =

Hw

(Reserved seats were 75 cents to $2.00)

Figure B - 11 Thibaud’s opening American tour cahpeogramme.
(Roth, 1997, p. 52).

An unfortunate incident during the First World Wett Thibaud with a wounded right

arm. He was forced to take a few years’ rest andapt the movement of the right arm
to this physical handicap, which he did succeedboing after sustained effort. When he
did reappear at a concert he was applauded evelerldban before. Thibaud was an
introspective, genteel artist who went about hisitess without noisy publicity. (Farga,
1940, p. 195).

Carl Flesch included Thibaud with Kreisler, EImamd Heifetz as players who were
great at the age of 12, though he felt that Thibaad a lesser spirit than Kreisler. He
thought that “at age 22, Thibaud was the youngmdinist of great stature... his tone

fascinated audiences with its uniquely sweet add&ese colour, literally unheard of at
that time.” (Roth, 1997, p. 52). He possessedwersilpurity of tone and there was an
exquisite polish to his technique. This combinedhwan instinctive warmth of

expression produced performances that were refiadn@r than robust. He excelled in
works from the French Romantic School and of MazHeg never retired, giving his

final concert in Biarritz just ten days before heddin an air crash on his way to a
concert tour of East Asia. (Cobbett and Goodwir)122%ol. 25 p. 389).

Georg Enescd was born in 1882 in Liveni, Rumania. He studied tholin at the
Vienna Conservatoire from 1887-93 with Bachrich &iellmesberger as his teachers.

% Malcolm, 2001, vol. 8 p. 200.
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In 1894 he continued his studies at the Paris Geatsre

under Marsick with Massenet and Fauré as his coitiqpos
teachers. It was his compositions, in 1897, that brought
him to prominence with the composition of violinnstas,
a string quintet and a “Poeme Roumain” for orcleedtte
composed his first orchestral suite in 1903 and fing
symphony in 1906, after which he toured in Europeas
soloist. He founded a prize for Rumanian composgedf12, with the most important
being himself. (van der Straeten, 1968, vol. ii 324). He graduated from the
Conservatoire in 1899 and began to live a dividézl Where he was based in both
France and Romania. His energies were divided letwemposition and performance,
with Paris the main base for his activities as @invist. From there he toured several
European countries prior to World War |, and alemducted the Berlin Symphony
Orchestra and the Concertgebouw in the Netherlamd®9©12. Summer months were

usually devoted to composition in the Romanian tyside.

The published output of Enesco extends to only B@saumbers, though several of
these are very large scale works. Apart from a lmasger as a performer, Enesco was
an obsessive perfectionist, with many of his ptigids works repeatedly redrafted
before their first performances, and then revisedesal times thereafter. (Malcolm,
2001, vol. 8 p. 200).

The last pupil of Viotti to be discussed in thispler will be Andre Robberechts. It was
also at the beginning of the1@entury in Belgium that he began the rise in ingaze
of this country as a centre of violin playing exeete. (Milsom, 2003, p. 23).

Robberechts was born in Brussels, Belgium, in 1&8F commenced his study of the
violin there under the excellent teacher van danikn. At the beginning of 1814 he
entered the Paris conservatoire. Early the follgwyear the Allied armies entered and
the conservatoire was closed. He took private les§@m Baillot, afterwards returning

to Brussels. Viotti was on a visit to that town ddbberechts played for him. He was
so pleased with the young violinist's playing tHa¢ accepted him as a pupil
Robberechts studied under him for several yearsaaqdired that perfect technique and
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sound musicianship which distinguished his playang allowed him to become one of

the best teachers of his time.

While Robberechts’ “numerous compositions for thain are of no particular value”
(van der Straeten, 1968, vol. ii p. 132), he wastdacher of Charles de Bériot (1802-
1870) who was considered the ‘Father of the Belgiahool and who “exerted a
considerable influence upon the French school'nh @er Straeten, 1968, vol. ii p. 134).

Charles August De Bérittwas born of an old Belgian nobl
family in Louvain in 1802. He showed an early tal&ar music
and was attracted by the methods adopted in teadhianch
and literature of Jacotot. Jacotot’s aim was to entdie pupil
independent from the teacher by constant suggestiod by g
implanting self-control raise him to self-reliandéroughout his §
life, these were de Bériot’s guiding principles.

Around 1821 he went to the Paris Conservatoirestindied under Baillot. However, he
was frightened that Baillot’'s influence would destithe individuality of his style and
so he left after only a few months there. Laterst&lied under Robberechts for some
time. He had great success when he toured Englatheén he returned to Brussels,
King William nominated him as chamber virtuoso, @sifon he held until 1830. He
then toured Germany, Italy, France and England1842, he succeeded Baillot as
professor at the Paris Conservatoire, but decio¢dkie the position of first professor of
violin at the Brussels Conservatoire in 1843. Unifoately, he developed nerve trouble
and had to resign from this position in 1852. Monisfortune struck into 1858 when he
became blind and was also paralyzed in his left &mile he could no longer perform,
he devoted himself to composition, producing in lad@dration with others a
considerable number of violin pieces of variousdkinin these pieces can be seen his
inventive genius in the great variety of his passagrk, which was most effectively
written for the violin and hence very grateful five player, apart from its pedagogic

value.

% Photo from Farga 1940, Plate CXVII
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De Bériot is recognized as the father of the Belgiahool but also had considerable
influence upon the French school. He did not represny one particular school, but
synthesized the achievements of all, carrying &sailts still further along modern lines.
(van der Straeten, 1968, vol. ii pp. 133-135). Haped the technical brilliance of
Paganini to the elegance and piquancy of the Raristyle, thus modernizing the
classical French school. Because he was not adtsa®le of that school, Bériot was
able to develop a new, essentially Romantic, agproly breaking the stranglehold of

tradition. This new approach became known as thadé-Belgian School.

Much of Bériot's technique, for example his harnushileft-hand pizzicato, ricochet,
even scordatura, was influenced by Paganini, adeaved in Bériot’s Second Violin
Concerto (first played in 1835). His characteristigle of sweetness and elegance, on
the other hand, was already formed in the 1820sydée met Paganini, as one can see
in his earlyAirs variésand the First Violin Concerto. Bériot’s successsvismased not
just on technical brilliance, however; he also plwith a melting warmth. (Schwarz,
2001, vol. 3 p. 359) His tone was one of great heamd sweetness, though not
powerful, while his technique both of the left haswd the bow had few rivals. His
playing was distinguished by grace and elegancéd \ait faultless intonation. As
mentioned earlier, his compositional output wasagreand included 10 violin
Concertos, many solos, six books of studies, 4% dhudliants for pianoforte and violin,
and a tutor in three parts. (van der Straeten, 1968 ii pp. 133-135). He aimed at
effect rather than depth, with sweet and sentinhentdodies and a technical display
that is ingenious and sparkling though less diffitian that of Paganini. The elegance
and elfin grace of Bériot helped to initiate a na@pproach to the violin. Reflections of
his style can be found in Mendelssohn’s Violin Gema. (Schwarz, 2001, vol. 3 p.
359).

Henri Vieuxtempd® was one of de Bériot’s pupils who we
destined to surpass his teacher. While de Bérigt meaknown
as the father of the Belgian school, Vieuxtemps basome
almost a symbol for Belgian music, not only as tbatintry's

finest virtuoso, but also as its greatest composegiolin music.

30 Photo from Farga 1940, Plate CXIII
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(Farga, 1940, p. 189). He was born in Verviers 820 and was the son of a retired
soldier who had taken up instrument making. Atdage of 2 he spent hours in scraping
on a toy fiddle, and by the age of 4%z could readimiHe took lessons from a violinist

named Lecloux, and at age six he played RodB'sdficerto and variations by Fontaine
with orchestra in a public concert. This was vargcgssful. In 1827 he went on a tour
through Belgium and Holland in the company of taghér and his master. While at

Brussels he met de Bériot, who was so impressddhistplaying that he taught him for

free for some time, and introduced him to the warkghe great masters of the violin.

He went to Paris in 1828 with de Bériot and playedoncerts of his master.

Vieuxtemps set out, in 1833, on his first, verycassful, concert tour, where he visited
the principal German towns. He went to Vienna aodlied composition under Simon
Sechter, and later met with Molique at Stuttgatipwvas to have some influence on his
style and technique. He wrote his first compos#ion1835, and played them on a tour
of Holland in 1836. Afterwards he had them publéhe Vienna. In the following
years, he continued to compose and toured suck&€ Russia, Germany, Brussels,
Paris, Holland, Vienna, Poland, America, and Turkegn der Straeten, 1968, vol. ii
pp. 139-140). It was in London that he first heBedyanini. This was a revelation. From
that day forward Paganini was his model, both @®lamist and as a composer. In Paris
he made friends with Chopin, Liszt, and Berlioz tatter becoming one of his most

ardent admirers.

Vieuxtemps was first professor of violin at the 8sals Conservatoire in 1871, and
trained many pupils. He was prevented from playigga stroke, which paralyzed his
left side in 1873, and although he slowly recovetesl career as a virtuoso was ended.
It was by his compositions that he became a suscésdaganini, in the sense that he
worked out his innovations without increasing th#iallties to a point where they
became impossibilities. His seven concertos hawerbe an integral part of modern
violin performance. Vieuxtemps wrote many other cgrh pieces, each of them a
perfect example of its kind. Among them are sixamh études which condense his
creative faculties in a brilliant focus, and widmain valuable pieces of violin music.
(Farga, 1940, pp. 191-192).



Page - 324 -

The praise that many of the serious critics gawdi@oixtemps as a composer may seem
a little exaggerated, but one must understandthencontext of its time. He was filling
a void when, in 1840, he wrote his First Conceftioe concertos of Spohr were never
popular in France and were fading, while those @fi@® were only intended as elegant
entertainment. Paganini’'s concertos put too muasston virtuosity and the repertory
of Viotti, Rode and Kreutzer was too classical. 0iemps rejuvenated the concept of
the grand French violin concerto. He did this byigmng the solo part and setting it in
a full, modern symphonic framework. In his own wegway he fused the technical
elements of Bériot and Paganini and an originalinigtic vocabulary was created that
remained valid for the entire nineteenth centuBgh{varz, 2001, vol. 26 p. 599).

Eugéne Ysaye was born in Liége in 1858 an

received his first violin lessons from his fath
when he was five. Later he took lessons frg
Massart at the Liege Conservatoire. He t
studied with Wieniawsky in 1873, and aftg
being heard by Vieuxtemps in 1876 w3
granted, with his help, a subsidy from t
government for a further three years’ study. Dutingt time he received many private
lessons from Vieuxtemps. (van der Straeten, 19@8, v p. 144). Ysaye made
remarkable progress in the stimulating atmosphéferench culture. He was offered,
and accepted, a leadership role in the Bilse otchas Berlin. However his Belgian
temperament and French training provoked consiteeaiiicism. Nonetheless, his rise
to frame was not slowed by his inability to undanst German thought and feelings,
and his orchestral appointment brought him manydppities to appear as a soloist as

well as experiences as a conductor.

He was appointed professor of violin at the Brus€&dnservatoire in 1886, but toured
England in 1889 with great success. He continugduo Europe as a virtuoso and first
went to America in 1894. A recital programme hasrbesproduced in figure B - 12.

His exceptional technique and the insight intorthesic he interpreted were recognized
in all countries except Germany - but even thergvag eventually acknowledged as an

31 Photo from van der Straeten 1933, 137.
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artist with strikingly original ideas. Many in Geam academia were offended by his
interpretation of Beethoven, yet musical historg bance proved that many of his ideas,
indeed his general outlook, prepared the way focmaf the development that was seen

in the earlier decades of the"2€entury.

ﬁrﬁgmm Prageam Cantinued
s
L Concerto in D minor No. 2 op 22
Suite in D minor for Violin and Piano H. Wieniawski
Geminiani (1680-1762) 1 Allegro moderato
1 Grave-Largo Allegro giusto i Romance Andante non troppo
1l Sarabande Lento el WL Allegro moderato
0l  Poco vivace . R Eamne eaye.
MM Eugene Ysaye and Beryl Rubinstein e 4.
1 * : . Piano soli
2 A Reflets dans l'eau Debussy
: B Polonaise in A flat Chopin
Sonate Op 47 in A major for Violin and Piano e ¢ Mr. Beryl Rubinstein
(Kreutzer Sonate) Sy G 5
Van Beethoven st s i y 1
1 Adagio Sostenuto Presto A Reve d'enfant E. Ysaye
H Andante con variazioni B Waltz in E minor Chopin-Ysaye
: C Havanaise Saint-Saens
L e bresto D Polonaise Vieuxtemps
M M Eugene Ysaye and Beryl Rubinstein Mr. Eugene Ysaye
GHICKERING PIANG USED CHICKERING PIANO USED

Figure B - 12 A recital programme of Ysaye’'s (yaaknown).
(Roth, 1997, p.30)

Compared with the average virtuoso of his day, ¥sh§id an extensive and well-
balanced repertoire. He was highly esteemed, edpean Brussels and Paris, and
enjoyed the confidence of many leading composetieoflay. In later years, he devoted
more of his time to conducting and teaching. In8L8& became an American citizen
and accepted the conductorship of the Cincinnatiestra. (Farga, 1940, pp. 193-194).
With failing health, he returned to Belgium in 1922

Three generations of violinists were influencedYsaye’s playing. The older styles of
Auer, Joachim, Sarasate and Wieniawski were Idfinoefor a style that combined
rigorous technique and forceful sound with creatieedom on the part of the
interpreter. For the younger players he was an plapf absolute devotion to his art,
while the virtuosos of his own generation were aisveompared to him. At the turn of
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the twentieth century, he was regarded as suprem@ga violinists. (Stockhem, 2001,
vol. 27 p. 681).

Ysaye combined a rich powerful tone with a maruedlatechnique. His masterly
handling of his bow served as a model for all youiodinists. He overcame the greatest
difficulties with the ease that marks the perfectueso, and all was combined with an
immense individuality and true artistic feeling. Heought out many works by his
contemporary composers (van der Straeten, 1968iiyl146). His Six Sonatas op. 27
for violin solo and solo cello sonata (op. 28) bé&ecinating witness to Ysaye’s art.
These were written after his return from America inutheir harmonic originality and
virtuosity, it can be seen that he was composing fosterity and the younger
generation of violinists (Stockhem, 2001, vol. 2681).

Louis Persingef was the first American-bor

teacher to garner international renown thro
his leading pupils, Menuhin and Ricci. Born
Rochester, lllinois in 1887, he was taken
Leipzig at the age of 12. There he studied at
Royal Conservatory and graduated wi _
honours at age 16. He then studied for severakyieaBrussels with Ysaye, and spent
these summers being coached by Thibaud. It wastithis that indelibly stamped
Persinger as an exponent of the Belgian and Freobbols. He made his American
debut in 1912 and became concertmaster of the @anrtisco Symphony 1915. He was
director of the chamber music society of San Fsaacifrom 1916 to 1928 and began
private teaching. After the success of Menuhinsitger was appointed to the Juilliard
faculty in 1930, and remained there as violin Pedag and chamber music coach,
until his death.

As a teacher, Persinger emphasized the musicad@ntial elements in performance.
He had a rare gift of inspiring students, and cddde a wonderful, liberating influence
upon tense, inhibited students. He encouragedighhlity in his pupils, and hence
there is no palpable Persinger stamp in their perdoce. (Roth, 1997, pp. 254-255).

32 photo from Roth 1997, 255.
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However, Menuhin once wrote that he did perhapsertizain anyone else to establish a
genuine American school of violin playing. His pispgncluded, among others, Isaac
Stern, Ruggiero Ricci, Guila Bustabo and Camillxk8i (Schwarz, 2001, vol. 19 p.
462). As a performer he ranked amongst the bestigareconcertmaster-level
violinists of his era. (Roth, 1997, p. 255).

The above discussion gives a brief overview ofgbeple who helped to shape the violin
music of the later part of the nineteenth and eawlgntieth centuries. Unfortunately,
space is limited and it is not possible to lookalitthe personalities in detail. More
detailed information can be found from the soutistésd in the bibliography.

However beautiful the music of Corelli and Tart{h692-1770) may have been, it was
orthodox, speaking an idiom strictly bounded bytitse and surroundings. Viotti, a
world-famed virtuoso from boyhood on, was also fhedi composer of progressive
tendencies. He plunged himself into the excitingsicwi life of the new-born classic
era. Whereas his predecessors had written violosswith the thin accompaniment of a
string quartet, or only a second violin and bassitVemployed the full equipment of
the Haydn orchestra. However, although an outstgndioneer of the ‘modern’ violin
concerto, his best compositions fade before theemmwetic achievements of his
successors — a somewhat unfair comparison to niNdweertheless, at least one of his
many concerti, No. 22 in A minor, is still heardaoncert halls. The most celebrated
representative of the virtuosi species was NiccBlganini. HisCaprices are an
indispensable means to the otherwise baffling teehrdemands of the great late
Romantic concerti, such as those of Brahms, Tchalyy Elgar, and Sibelius. Even
Joseph Joachim, the grandest of late Romanticnvddlying figures, was impressed by
the solid value of some of Paganini’s innovatiodewever, he realized that one need
not become Paganini-mad to extract lasting befrefih a serious study of difficulties
such as double-harmonics, swift passage in terthsg staccati, and left-hand

pizzicati.



