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Left to Right : fortepianos by Streicher (1814), Walter & Sohn (1805) and Walter (1792)
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David Breitman is equally at home with the fortepiano and the modern piano, and enjoys
both solo and ensemble playing.  His collaboration with baritone Sanford Sylvan spanned
more than thirty years, with several hundred recitals and four CD’s, ranging from Schubert’s
Die schöne Müllerin, to the premiere recording of The Glass Hammer, a major song cycle
by the Cuban-American composer Jorge Martin. He has recorded the Mozart piano-violin
sonatas on historical instruments with Jean-François Rivest for Analekta, and, in a
collaboration of a different sort, he is one of seven fortepianists on the 10-CD recording of
the complete Beethoven piano sonata cycle on CLAVES.  Along with this collection of the
violin sonatas with Elizabeth Wallfisch he has also recorded Beethoven’s cello sonatas with
Jaap ter Linden.

David is the director of the Historical Performance Program at Oberlin Conservatory where
he teaches fortepiano and clavichord as well as courses in performance practice, and is
currently working on a book titled “Time-Travel for Pianists: How Today’s Players Can Learn
from Yesterday’s Instruments.”
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Renowned not only as a prominent interpreter of 17th, 18th and 19th century violin music,
 is also a Concertmaster and Music Director. Elizabeth Wallfisch has

been a Guest Director/Leader on the violin with many of the world’s orchestras, both
‘modern’ and ‘period instrument’, for example: Tafelmusik Canada, the Stuttgart Chamber
Orchestra, the Orchestra of the Age of Enlightenment, Philharmonia Baroque – Berkeley,
Vancouver and Melbourne Symphony orchestras, and the Carmel Bach Festival orchestra.

Her impressive, and extensive discography offers a window onto her expansive
musical world from the Early to Late Baroque Italian, French German, Bohemian and
English violinist-composers such as Cima, Marini, Uccellini, Vivaldi, Corelli, Bach, Biber,
Schmelzer, Walther, Leclair, Francoeur, Purcell, Playford, and the Classical and early
Romantic composers from Mozart, Thomas Linley the Younger, James Shaw, James
Brooks, to Kreutzer, Rode, Spohr, Viotti and Schubert.

In 2007, and 2013 Elizabeth had the great privilege to be Music Director of
National Music Camp Australia, under the Australian Youth Orchestra Umbrella.

Elizabeth is Artistic Director of , a unique international
period-instrument orchestra in which highly talented younger players, either still studying
or on the threshold of their careers, play alongside Elizabeth and her 'seasoned'
colleagues-all players at the very top of the profession.

by birth, granddaughter of conductor Albert Coates, Elizabeth
Wallfisch came to London from Melbourne to study and has made this great city her home
for the last 40 years. She is married to cellist Raphael Wallfisch, mother of Benjamin
Wallfisch, Simon Wallfisch, and Joanna Wallfisch – all outstanding musicians in their own
right.
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CD1
Sonata No.1 in D, Op.12 No.1

1  Allegro con brio  8:42
2  Tema con variazioni (Andante con moto)  6:47
3  Rondo (Allegro)  4:59

 Sonata No.2 in A, Op.12 No.2
4  Allegro vivace  6:34
5  Andante più tosto allegretto  4:36
6  Allegro piacevole  5:28

 Sonata No.3 in E flat, Op.12 No.3
7  Allegro con spirito  9:14
8  Adagio con molt'espressione  6:18
9  Rondo (Allegro molto)  4:53

 CD2
 Sonata No.4 in A minor, Op.23
1  Presto  7:39
2  Andante scherzoso, più allegretto  7:50
3  Allegro molto  5:32

 Sonata No.5 in F, Op.24 "Spring"
4  Allegro  10:31
5  Adagio molto espressivo  5:32
6  Scherzo (Allegro molto)  1:25
7  Rondo (Allegro ma non troppo)  7:37
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the gestation of forward-looking works such as the Second Symphony and the ‘Moonlight’
sonata, but also the onset of Beethoven’s deafness and the writing of his almost suicidal
‘Heiligenstadt Testament’. In a letter to Wegeler, written only a few months later, in November
1801, he made the famous declaration: ‘I will seize Fate by the throat – it will certainly not
crush me completely.’ This grim determination seems to be reflected in the outer movements
of the A minor sonata, although its Andante Scherzoso più Allegretto, which combines the
functions of slow movement and scherzo, provides a striking and effective contrast. The
mood of the F major sonata is entirely different; its fresh melodic qualities had earned it the
soubriquet ‘Spring Sonata’ [Frühlings Sonate] by the middle years of the nineteenth century.
Nowadays, the first movement is almost universally played much more lyrically than Czerny’s
and Moscheles’s metronome marks suggest, conjuring up the mood of a soporific summer’s
day rather than the sprightly joys of Spring! As Beethoven had already done in some of his
piano sonatas, he here adopts a four movement plan with a short and witty scherzo
separating the meditative Adagio molto espressivo from the Finale.

The two sonatas were originally intended to form a single opus and were
published together by Mollo in 1801 as op. 23, but since the engravers had produced the
violin part of the A minor sonata in portrait format and the F major sonata in landscape
format, it was impossible to bind the two together, so in 1802 Mollo reissued the sonatas
with separate opus numbers. Shortly before this reissue, they were reviewed (as op. 23) in
the Leipzig Allgemeine musikalische Zeitung (iv(1802), 569), where they gained an
enthusiastic reception. The reviewer, who was evidently an admirer of the composer’s work,
considered them to be ‘among the best things Beethoven has written, that is to really say
among the best of anything that has been written at the present time.’ He also commented
that they were ‘by far not so difficult to perform, especially the first, as many of Beethoven’s
earlier works, and thus can be recommended to a wide public.’ But he warned that ‘they
must only be performed with character and precision, not run through in a careless manner.’

  MA Cantab., MA, DPhil Oxon
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Kreutzer suggest, nevertheless, that he may have been schooled in the French master’s style
of violin playing. A few years later, Schuppanzigh’s Viennese contemporary, Franz Clement,
for whom Beethoven was to write his Violin Concerto, was criticised for not ‘moving with the
times’ and adopting the style of the Viotti School, but no such complaint seems ever to have
been made against Schuppanzigh.

Unlike many sonatas for piano and violin at that time, Beethoven’s Violin Sonatas
op. 12, in common with those of only a few of his contemporaries, follow Mozart’s later
violin sonatas in treating the violin not as an accompanying instrument but as an equal
partner with the piano. Melodies and accompaniment passages alternate between the two
instruments or, as at the beginning of op. 12 no. 1, after a unison call to attention, the two
instruments engage in contrapuntal dialogue. In typical Beethovenian fashion, each of the
three sonatas has its own powerfully distinct personality, calling for strongly characterised
performance in which contrasts and changes of mood play a major role. The first movements
are, by turn, brilliant, playful, and urgent; the slow movements are strikingly contrasted: a
graceful set of variations, a wistful, but scherzo-like Andante più tosto allegretto, and an
expansive and deeply felt Adagio; while the finales, in their own manner, bring each of the
sonatas to an exhilarating conclusion. Although they speak very directly to a modern
audience, they may not have seemed so approachable to many contemporaries. A reviewer
in Allgemeine musikalische Zeitung in 1799 described them as ‘sonatas overloaded with
peculiar difficulties’ and complained that they were so full of ‘a search for unusual
modulations, a hatred of common connections, a heaping of difficulty upon difficulty, so that
one loses all patience and pleasure in them.’ (i(1799), 570f) Numerous reprints and new
editions during the decades immediately following their initial publication, however, testify to
their wide circulation.

A period of just two years separates the Violin Sonatas op. 23 and op. 24 from op. 12, but
those were highly productive years. As Beethoven wrote to his friend Franz Wegeler in June
1801: ‘I live entirely in my music; and hardly have I completed one composition than I have
already begun another. At my present rate, I often produce three or four works at a time.’
They were also decisive years in the composer’s development. It was a time that saw not only
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Elizabeth Wallfisch plays a violin by Ekkard Seidl (1997)
copy of Guarnerius del Gésu, and a bow by James Dodd from the 1780’s.

David Breitman plays three instruments over the series :
Sonatas Op.12, Op.23 & Op.24

5 octave fortepiano, copy of Anton Walter (1792) by Paul McNulty
Sonatas Op.30 & Op.47

5-1/2 octave fortepiano, copy of Anton Walter & Sohn (1805) by Paul McNulty
Sonata Op.96

6 octave fortepiano, copy of Streicher (1814) by Derek Adlam

We are grateful to Maggie Cole, Trevor Pinnock and Melvyn Tan
for the use of these instruments.

Fortepiano technicians Simon Neal and Edmund Pickering

Photographs of Elizabeth Wallfisch and David Breitman by
Benjamin Ealovega © 2014

Recorded 9-14 January 2012 by Nimbus Records
in the Concert Hall of the Nimbus Foundation at Wyastone Leys, Monmouth, UK

c & © 2014 Wyastone Estate Ltd
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Performing and recording the complete set of Beethoven’s sonatas for fortepiano and violin
had been a dream of ours for years.  They constitute a cornerstone of the repertoire, and we
knew—from our years of experience with earlier music and our study of the historical
sources—that historical instruments, and the historical playing techniques that go with them,
would shed new light on these masterpieces.  Performances of these pieces on historical
instruments are rare.  There are serious obstacles to performing them in concert: you need
top-notch fortepianos, and an intimate but vibrant chamber-music performance space.  And
the pieces, difficult in any case, are even more so on period instruments; modern instruments
are far more forgiving. (As a colleague once remarked to me: “the best thing about the
fortepiano is that you can hear everything… and the worst thing about the fortepiano is that
you can hear everything…”)

The ten sonatas form a wonderful group.  The first three, published in 1798 as op.
12, are brilliant examples of Beethoven’s first maturity.  The next six show the full range of
the composer’s middle period, from the dramatic world of the Fifth Symphony (C minor
sonata and the Kreutzer), to the sunny, humorous one of the Pastoral (Spring sonata, A major
op. 30 no. 1).  And the last one, op. 96, is a first-rate example of Beethoven’s late style, with
its concentrated expression and original forms—not as radical as the late quartets, but filled
with the same radiance.

They also track the evolution of the piano during Beethoven’s lifetime.  Opus 12
perfectly suits the light brilliance of the late-eighteenth century Viennese piano—Mozart’s
instrument.  In the subsequent pieces, one senses Beethoven pushing its limits, at the same
time as builders such as Walter and Streicher were expanding the compass and dynamic
range of their instruments.  Nine years separate op. 96 from its immediate predecessor, the
Kreutzer; their sound-worlds are equally distant.  Beethoven requires the extended treble
range available at that time; his textures also seem to reflect the bigger instrument’s
increased resonance, and to require a different handling of the damper-raising mechanism
(now operated by a pedal, like a modern piano, instead of with a knee lever).

We decided to use three different pianos for these recordings; you can see photos
and descriptions of them elsewhere in this booklet.  Each of them has a distinct personality,
but all three share certain important differences when compared with the modern piano. First
of all: they are speaking instruments, by which I mean that they “pronounce” the music very
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By the time Beethoven completed his op. 12 Sonatas for Piano and Violin in 1798, he had
been living in Vienna for five years, during which time he had taken lessons in composition
with Haydn, in counterpoint with Albrechtsberger, and in dramatic composition with Salieri
(to whom he dedicated these sonatas). His first eleven opus numbers, composed between
1794 and 1798, comprised four piano trios, five string trios, a string quintet, two sonatas
for piano and cello, seven piano sonatas and a sonata for piano duet. The piano sonatas
represented his own performing repertoire, and together with his extraordinary powers of
improvisation, they had helped to establish his position as one of Vienna’s leading piano
virtuosos; the sonatas with violin in which his keyboard skills could be equally well displayed,
gave him the opportunity to appear in private and public performances together with an
admired violinist. In fact, it seems probable that the composition of the Violin Sonatas op.
12, if not directly initiated by, may well have been influenced by the playing of the great
French violinist Rudolf Kreutzer, a pupil of Anton Stamitz and a disciple of Viotti, who came
to Vienna in the entourage of the new French ambassador, Bernadotte, in February 1798.
Indeed it is not impossible that the sketches from 1797 that eventually became the op. 12
sonatas may have begun as ideas for piano sonatas and only crystallised as violin sonatas
during the course of 1798 after Beethoven got to know Kreutzer and heard him play. It is
clear that Beethoven admired Kreutzer’s playing, as the dedication of his virtuoso Violin
Sonata op. 47 eight years later testifies. Kreutzer’s style of performance reflected the styles
both of the Mannheim School and of Viotti in its emphasis on broad and varied bowing, a
powerful tone, and a singing style of delivery, as well as the sparing use of vibrato and the
employment of expressive portamento. He will certainly have used the modern style of Tourte
bow, developed in Paris during the previous decade. Although there is no evidence that
Beethoven and Kreutzer ever performed together, it seems highly likely that they became
personally acquainted. At a concert on March 29 1798 Beethoven performed a ‘Sonata mit
Begleitung’ (sonata with accompaniment), according to a notice preserved in the Vienna
Gesellschaft der Musikfreunde. The notice does not, however, mention Kreutzer, and since
the 22 year old Ignaz Schuppanzigh is listed as taking part in the same concert, it seems likely
that it was he who played with Beethoven on that occasion. Contemporary references to
Schuppanzigh’s playing and the fact that he publicly performed works by Viotti, Rode and
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important sets of metronome marks for these sonatas stem from his closest circle. The first
set, which align closely with Beethoven’s own metronome marks, was provided by his pupil
Carl Czerny, perhaps in conjunction with Ignaz Schuppanzigh, and appeared in the
Haslinger edition of Beethoven’s works that was initiated in 1828 (a few of these marks were
later modified slightly in re-issues). Around 1840 Ignaz Moscheles, who had been closely
associated with Beethoven in Vienna between 1808 and the early 1820s supplied
metronome marks that align closely with those in the Haslinger edition, although often
slightly faster. Czerny provided another set in 1846 in part 4 of his Vollständige theoretisch-
praktische Pianoforte-Schule op. 500, frequently giving somewhat slower marks for the fast
movements, which perhaps reflected mid nineteenth-century changes of attitude. But in his
final set of markings, for a Simrock edition in the 1850s, he tended towards the earlier, faster
markings. Even Czerny’s somewhat slower tempos, however, are in most cases significantly
faster than those that are generally taken today. Some movements have been more affected
in this respect than others. The first movements of op. 24 and op. 96 in particular are now
usually taken very much slower than Czerny’s and Moscheles’s Beethovenian tempos, and
some of the slow movements, too, such as the Adagio of op. 30 no. 2, or the andantes of
op. 12 no. 2 and op. 23, are often played much more slowly than these early metronome
marks suggest. (For a list of nineteenth-century metronome marks for Beethoven’s Violin
Sonatas, see www.chase.leeds.ac.uk)

One of the major distinctions between performances of these sonatas on modern
instruments and those of Beethoven’s time is the balance between the violin and the piano.
Whereas Kreutzer’s, Schuppanzigh’s or Rode’s sound would have been scarcely less powerful
than that of a modern violinist, the piano of the late 1790s and early 1800s, though
penetrating in tone, was much quieter and less dense in tone than a modern concert grand.
On the fortepiano of Beethoven’s time the player could uninhibitedly explore all the
sonorities of the instrument without any danger of overwhelming the violinist, whereas on the
modern instrument the pianist must exercise considerable restraint in forte passages.
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clearly, giving each note a very distinct beginning and ending. The modern piano, by
contrast, is more of a singing instrument, and can sustain each tone for much longer than
the older instruments.  Another difference: the modern piano features a relatively uniform
tone-colour across its entire range, while the fortepianos offer distinctly different registers—a
clear but punchy bass, a rather reedy middle section, and a thin, silvery sound on top.
Nineteenth-century piano builders may have seen this as a weakness to be overcome, but
Beethoven embraced the variety, exploring the different qualities his material can have
depending on the register.  He may do this for comic effect—as with the little two-note motive
that opens the second sonata—or with devastating seriousness, as in the last movement of
the C minor sonata, where the threatening growl that appears in the bass at the opening of
the movement takes over the entire keyboard in the terrifying ending.

Working on the pieces together has been revelatory.  We have learned from our
instruments (a wide variety of fortepianos, both antiques and copies, and an assortment of
violins and bows), from each other (lots of talk, experimentation, and consultation of
historical sources), and from each other’s instruments. Beethoven called them “Sonatas for
Piano with Violin,” not, as they can seem in a conventional violin recital, violin solos with
piano accompaniment.  Paradoxically, the much larger sound of the modern piano tends to
recede behind the violin, while the smaller but brighter sound of the fortepiano encourages
a more equal partnership.  The violin—especially when vibrato is used sparingly—can easily
weave in and out of the texture, shifting quickly between a soloistic and accompanimental
role.  Playing this music has been a thrill for us—we hope it brings joy to you too.
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The ten sonatas for piano with violin accompaniment by Beethoven -as the six solo works of
Bach - form a ‘rite of passage’ for every violinist in the world. We learn the opus 12 sonatas
when very young, then the op 24, ‘Spring’ sonata a little later. Perhaps neglect some of the
others, and, in our youthful ‘maturity’, approach with awe and reverence, the ‘Kreutzer’, op
47, the op 30 no 2 in C minor, and later still, op 96. This at least was my own history of
study, and discovery before I was the great age of 18.

Many years of playing have changed my perceptions and understandings of
these works radically since then. As David has written, performing and recording these
sonatas is a continuing journey of discovery. They grow more and more wonderful with each
performance - it is a kind of miracle.

Learning about the violins and bows, as with the historical pianos, of the period
is a revelation even though, in essence, violins were then already structurally very close to
the violins of today, indeed much closer than were the pianos of the late 18th century to the

‘massive’ pianos of nowadays. The instruments of the period do inform our playing, and it
is fun to hope that Beethoven might even have recognized them.

Bows generally without ferule (the band of silver to keep the larger hanks of hair
evenly spread at the frog) with less hair than we are used to today, were used. The ‘hammer
head’ - ‘Tourte model’- was, by the 1780’s, in wide usage across Europe, giving strength
and agility to the point of the bow, and scope for long and expressive bow strokes, and
strong attack at the frog. However, our contemporary use of this type of bow differs
remarkably from the late 18th and early 19th century mores.

The iconography of the period is revealing, none more so than the pictures in the
‘Violin School’ of Spohr. The prints show a low right elbow, the fingers on the bow close
together, the hand pronated, wrist thus higher, with the stick resting above the second joint
of the first finger, rather than below. The use of chin rests or shoulder rests on the violin were
rare, though certainly used by some.

And thus we come to the choice of bowings, fingerings for the violinist, and the
use of vibrato. There is a happily a wealth of contemporary historical sources - treatises, and
books of etudes/studies/caprices - for us violinists to explore. For instance, the Études of
Rodolphe Kreutzer, Caprices of Pierre Rode, the Violin Schools of Louis Spohr, Pierre Baillot,
Ferdinand David and others, teach us all the technical arts necessary to accomplish the

NI 6245 13

of Beethoven’s pupil Carl Czerny), and the acoustic recordings of Joseph Joachim (born
1831), for instance, as well as those of the most conservative younger players, can give us
revealing insights into the sound world and musical aesthetics of Mendelssohn, Schumann,
and Brahms. They may, indeed, preserve relics of earlier performance styles (for instance in
their use of pronounced agogic accentuation). As we go further back to the eras of Schubert,
Beethoven, Mozart, and Haydn, however, the picture becomes progressively hazier, and the
imagination must play an ever increasing role.

Both for pianists and violinists, Beethoven’s lifetime was a period of significant
change. The first decade of the nineteenth century already saw major developments in the
construction and capabilities of pianos, with respect both to power and range, and this was
accompanied by a shift towards a more legato manner of piano playing, of which Beethoven
himself was a leading advocate. The violin itself changed little, but it was a period of
transition in the construction of bows; the Tourte model bows from Paris, which were
generally somewhat longer and more powerful, were being rapidly adopted, especially by
leading concert violinists, all over Europe, although many amateur and some professional
players continued to use older models until well into the century. Early nineteenth-century
journals also make reference to different schools of violin playing, such as the Old Italian,
the New Italian, the Mannheim School, or, with increasing frequency, the variously named
Viotti, French, or Paris School, which seems to have provided the technical and stylistic
inspiration for a growing number of performers, and by Beethoven’s middle years was the
acknowledged model for aspiring violinists. The leading characteristics of the Viotti School
are extensively described in contemporary writing and expounded in detail in major treatises,
from the Paris Conservatoire Méthode (1803) by Rode, Kreutzer and Baillot to Spohr’s
Violinschule (1833) and Baillot’s more forward looking L’art du violon (1835). This musical
landscape was, of course, complex and we cannot know clearly where Beethoven stood in
relation to the changes that were going on around him, although it is evident that he took a
lively interest in the leading performers of his day and was sensitive to their practices.

Among the factors that Beethoven regarded as most important for every piece of
music was the correct tempo. He seized upon Maelzel’s metronome as a means of specifying
it more clearly, and retrospectively supplied metronome marks for his existing symphonies
and quartets in 1817. He never provided metronome marks for his violin sonatas, but several
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eliminated, while the growing preference for a violin tone coloured by continuous vibrato
soon destroyed the role of vibrato as an expressive ornament, sparingly used on individual
notes.

The advocates of change paid little heed to assertions by older musicians that their
performing practices preserved a genuine tradition; they turned a blind eye to the abundant
evidence that earlier nineteenth-century performers, including the composers themselves,
had regarded such practices as essential aspects of what the pianist Hummel and the violinist
Spohr had described in their influential treatises (1828 and 1833) as ‘beautiful performance’
(schöner Vortrag). Both these leading composers and performers, who had been directly
associated with Beethoven, insisted that this ability to read between the lines of the score was
what distinguished a fine musician from an ordinary one, who was merely faithful to the notes
on the page. For the most part twentieth-century recording artists wished to distance
themselves from what had come to be seen as corrupt and self-indulgent habits, which they
considered unsuited to the ‘modern’ age. Pianists started to play chords together and, in
general, all musicians increasingly tended to reproduce the score much more literally. At the
same time, violinists adopted a new range of bowstrokes and articulation for classical
compositions, as well as ‘cleaner’ fingerings, that produced quite different effects from those
that nineteenth-century composers would have expected; the consequences of this can easily
be seen by comparing mid to late twentieth-century bowed and fingered editions of
Beethoven’s violin sonatas with earlier ones.

It takes a bold leap of imagination to enter into the unfamiliar spirit and the
technical milieu of historical performing practices, yet that is precisely what many performers
on period instruments aspire to do; they desire to understand what the composer’s notation
was expected to convey to executants, and thus get closer to the music as its composers
conceived it. But they face many challenges, for it is asking much of performers to adopt
modes of expression that are often alien to contemporary concepts of musicality in classical
performance, and which threaten to take many listeners outside their comfort zones. Yet
there can be no doubt that our present modes of musical communication are not universal
and unchanging. Early recordings give us tantalising glimpses of performing styles formed
before the middle of the nineteenth century, which were very different from our own. The
piano rolls of Carl Reinecke (born 1824) and Theodor Leschetitzky (born 1829 and a pupil
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expressive devices in the music: portamenti (carrying the voice - shifting) inventive and
excitable bowings for passage work, where and how to use vibrato, where in the bow to play
for greatest strength, or agility and affect, how to ornament, and a plethora of other
fascinating detail.

Most fortunately we have available to us the early 19th century published
editions by Ferdinand David of these very Sonatas. David is explicit in his instructions,
revealing a taste, decorum, a style of playing that is lyrical, dramatic, full of portamenti, and
long slow bows.

We can easily look at the ‘urtext’ editions of today and see the equally spaced
and sparsely articulated text (maddeningly often with editorial fingerings) and believe this is
Beethoven’s intention for us as interpreters. In this, dare I say it, we are far off the mark! A
musician of the time of Beethoven knew in his/her bones the codes of conduct, decorum,
of every rhetorical and expressive moment in the music. Style, in a word. They lived it. It is
much harder for us now at this distance in time and styles.

We have loved reading Carl Czerny who has given us a passionate description
of each and every movement. Johannes Brahms wrote about Czerny to Clara Schumann in
a letter of March 1878: "In fact I think that people today ought to have more respect for this
excellent man”.

We can still hear, on recordings of the early 20th century, expressive shifts, and
slides, light articulated bow strokes at the point, intensity of contact with the string with the
bows – intimate colours in the tone, timing, articulation, legato, what we think as old-
fashioned lyricism. Perhaps these very expressive, often fragile, strong, dramatic, touching
interpretations were not so very different from the time of Beethoven...

One marked difference however is the universal use since the early 20th century
of a continuous vibrato, and in particular in the last 50 years or so, an enormous increase
in the number of bow changes through legato passages, in the search for greater volume
and projection. This is not to say that vibrato was eschewed completely, but that its use in
the 18th and 19th centuries was, as with all embellishment, a device to enhance the tone,
and expression on certain notes, or series of notes to increase the passion – be it tenderness,
or sadness, sweetness, whatever – in conjunction with an increase of tone, or swell in the
bow.



10                 NI 6245

The choice of strings is critical. I am using gut strings, open and of a high tension,
with a silver-wound G string. These strings influence profoundly the way one uses the bow
to produce the sound. The adoption universally since World War two of metal strings
changed the voice of the violin radically. The finest modern strings respond with an
immediacy and volume unimaginable to the users of open gut strings, and they can ‘take’
any amount of pressure and strength in the violinist. We cannot underestimate the impact
this has had on our bowing techniques in modern times.

Finally, to take this step to make a recording of these most recorded of works is
daunting. In spite of what may appear to be a very academic approach, David and I, as all
musicians, are driven by passion and love, and for us this information is exciting and
stimulating, the bottom line being that ones musical instincts are to some degree informed.

I am using a bow by James Dodd from the 1780’s, and a violin by Ekkard Seidl,
made in 1997, a copy Guarnerius del Gésu.

Beethoven’s ten violin sonatas have occupied a central place in the violinist’s repertoire for
more than two hundred years. Their early popularity was demonstrated by the number of
new editions of individual sonatas that were issued by British, French and German
publishers within the decades immediately following their composition. In the second half
of the nineteenth century, their iconic status as favourite works for amateur and professional
performance, as well as for teaching, is demonstrated by the extraordinary number of
editions containing editorial fingering, bowing and other performance instructions by well
known musicians of the period. Among the earliest of these annotated editions is the

‘Kreutzer’ Sonata (op. 47) edited by Beethoven’s pupil Cipriani Potter (circa 1860) in which
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the piano part is supplied with additional arpeggio markings (notably in the opening bars).
The first collected edition of all ten sonatas with performance instructions in the violin part
was made by Ferdinand David, a pupil of Louis Spohr, close friend of Mendelssohn,
Konzertmeister of the Leipzig Gewandhaus Orchestra, and perhaps the most influential
German violin teacher of the mid nineteenth century; this was issued by Peters in 1868, and
by the early years of the twentieth century at least ten more annotated complete editions had
been published. One of these was edited by the Viennese violinist Jacob Dont, whose father,
the cellist Valentin Dont often performed with Beethoven; another was edited by Joseph
Joachim, a pupil of Joseph Boehm, who had led early performances of Beethoven’s late
quartets under the composer’s direction. A couple of editions were edited jointly by a violinist
and pianist: Friedrich Hermann (a pupil of David) made one with the pianist Carl Reinecke,
and Edmund Singer, another Boehm pupil from the same generation as Joachim, made an
edition with Wilhelm Speidel. The Singer / Speidel edition is notable for the statement on the
title page that it was ‘revised and precisely marked, particularly for use in music
conservatoires’, and it specified not only fingering and bow direction, but also bow division,
different kinds of articulation, and even unusual portamento effects in places where the
fingering alone might not have indicated it. Such editions undoubtedly reveal much about
mid nineteenth-century performing practice, many features of which still reflected those of
Beethoven’s own lifetime.

During the first half of the twentieth century a revolution both in violin and piano
playing occurred. Traditions that had been handed down throughout the nineteenth century
were swept away on the wave of Modernism. To many artists of the generation coming to
maturity at the beginning of the twentieth century the practices of the nineteenth century were
suspect simply because they were associated with a past from which they wanted to distance
themselves. During the course of the twentieth century musicians came increasingly to believe
that going beyond what was explicitly conveyed by the notation was an offense against the
composer’s intentions, and the spread of recording made performers increasingly aware of
the discrepancy between what was written in the score and what was actually played.
Rhythmic freedom, and practices such as piano arpeggiation and dislocation of the hands,
or violin portamento (a leading characteristic of the Viotti School), which had been integral
to expressive musical performance throughout the nineteenth century, were gradually
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