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ABSTRACT

This DMA documentpresentsennew études baseh the 42 Eides by Rodolphe
KreutzerKr e ut mdes d@resextirheusefulto violin teachers globallyas evilencedoy the
fact that they have been used in many parts of the world since Krérgzeomposed them in
1796. Some modern violinists anddagogues, such as Ivan Galamian and Max Rostal, have
modified them for their own teaching purposes. In the same marrereéxpanddand
modified tenof the 42Ftudes to enhance their pedagogical valaEcomplished thiby
increasing the number aé¢hnical problems addressed in eéitlide This approach was taken
as it iseasier to learn new aspects of technique through a piece that is already familiar to the
player.This document demonstratie pgactical applications of thegtudes in teachingy

linking them to specific examples from the violin repertoire.
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INTRODUCTION

Technique booksancontributeto the development of goadusicianship and artistry.
Violinistswho lack a solid and efficient technique will be hindered by many obstacles when
attempting to progress to more difficult reperto@me of themostfundamental violin technique
booksisRad ol phe Kr eut z &iolig,svhich iclufles a \hlaable dolection of
technical works$asedn the dassical violin tradition. | have compiled in thiscumenta
complementary editionftenét udes based on Rodol phe Kreutzer 6
complementary études bridge the gaghmtechnical proficiency needed to learn more difficul
repertoire like the Paganinia@ricesmusicof extreme difficulty requiring@manticera
virtuosity for prger execution. This document also provides detailed guidelines to effective
applcation ofeachéude in standard violin repertoire. The criteria for selecting the études and
technical aspects covered in this document were based on personal experidiazzkguaiind.

The body of tis document is divided to two mainparts. The first consists of the
definitions and historical background of the études. It includes biographical information about
Rodolple Kreutzer and the historical context within which the collection was written. The
second part explores thenétudesl composed a s e d o n Khtudes andheir 6 s 4 2
applicability to the violin repertoire. Th@ocument includes an Appendix aetbnd withall ten

of thecomplementargtudesby MarcosSant os based Ewdes.Kr eut zer ds 42



1. ETUDES AND RODOLPHE KREUTZER

A. Etudes

The wordétudei s t he Fr enc h eligignifiesa kherhpieceaded ist udy . 0
to develop and explorgpecifictechnical aspects of an instrumefhbe term was also used by
20" century composers to indicate the exploration of specific aspects of a comp&itve.
Music Onlinedefinesétudea sAnii i nst rumental piece, usually of
explot and perfect a chosen facet of performing technique, but the better for having some
musicall'interest. o

Hi storically, the "centuryndedo®d ausHoet compbsition witlya t h e
specific pedagogical purpose. Even though many compositions and instrumental treatises
throughout history had didactic intent, they were not desigrétetesSome examples include:
Di r ulltTeadsdvano(1593 |, L dMelatreesiafl673 , C o uLphet deitonchesle
Clavecin(1719 , C. P . \EersuchBlzedie\wabreArt dasClavierzuspielen(1753and
1762 D u Sanatepeecersbaladivisi in studii e divertimenti(1737 , J . SClavilBa c h 6 s
Ubung(1731 41), and many others.

The 18 century produced some of the most important instrumental treatises: Johann
Joachim Quantz wrote his treati®a Playing the Flutén 1752, and C. P. E. Bach wrdissay

on the True Art oPlaying Keyboard Instrumentis 2 parts, publishedh 1753and 1762

A Et ud eGr¢ve Musi¢ QOnbne.
Howard Ferguson and Ke Grave Music@nlineHami | t on, ASt L

2



Bot h L e op oHsshy di the Rundangestal Principles of Violin Playang Giuseppe
T ar t Treatisédas Ornaments Musicwere published in 1756.

TheIndustrial Revolutior{ca.1760 was a changing point in society due to the growth of
the capitalist economy. As a result, more people were able to afford and consume music. Playing
a musical instrument became morgplar during this time, and tltemandor teachers and
pedagogic material increasédRodolpheKreutzer,PierreRode, JacobDont, andNiccolod
Paganini composed and published some of the most famous études and caprices in violin
literature during this time period.

B. Etudes, Exercises, an€Caprices

Etudes can bsuldivided irto threecategoriesexercise, étude, and concéude
(caprice).The exercise is an excenpith aspecific technical challenge slpurposeés to improve
aparticularaspect of techniquét has no need to be musically relevant and its lengthasage
from oneto several measure®takarSevcik,HenryShradieckGaylordYost, andCarlFlesch
are some pedagogues known for their violin exercises.

Etudesend to bdongerandmaintainmore balance between the technical and musical
aspectof the compositionhowever, technique remaitise focusCarl Flesch and Ivan
Galamianhave written booken violin playing that includétudes as examples of technical

exercisesF | e sThéAtof Violin Playinga n d G a | Paimiples mfdvmlin Playing and

K. Marie Stol ba, AfTeachingiNohe EXieolciimeBt 0d &89 .
4 Don Michael Randel, edThe New Harvard Dictionary of Mus{€ambridge, MA: Harvard
University Press, 1986), 249.
® Carl Flesch;The Art of Violin PlayindNew York: Carl Fisher, Inc., 2000), 3.
3



Teaching As opposed tohe exercisewhich focugson a single techniquéhe étude cafocus
on multipletechnical aspects in the same compositietndes were in greatemand in the 19
century:
Studiesfor many other instruments have been written since the
beginning of the 19th century. By far the greater number are more
concerned with technical problems than with musical values, as can
be seen from the collection®rf violin by Fiorillo, Rodolphe

Kreutzer, Rode, Baillot and Bériot, and for cello by Dotzauer and
Grutzmachef

The concert étude, aaprice,uses a very different approach than the exercise and étude.
The capricefeatures virtuosity and is intended to be performed on stage. It was also used
historically as an encore to a solo concerto.
€ P a g an24 nCagricesop.1 (published 11820 for solo
violinébesi detwdesunmathed wilhaace, they
had sufficient musical interest to stimulate the piano transcriptions
of Liszt and Schumann € ,Jand the theme of one, no.24 in A minor,
is so concisely striking that it has inspired sets of variations from
Brahms (op.35),Rachmaninoff (for piano and orchesti®34),
Lut osgawsKki ( 1847, Boriso Blacper a(foro s ,
orchestral94) and %ot her s é
C. Rodolphe Kreutzerd 42 Etudes
Rodolphe Kreutzer (1766831) was a French violin virtuoso, composer, and conductor.
In TheCambridge Companion to the Violi&towell asserts that Kreutzer was one of the major

French pedagogues of the™@ntury? He is also famouforhavingone of Beet hovenod

importantviolin and piangieces theKreutzerSonata op. 47, dedicated to him.

*Ferguson and HGroue MusioOnline.i St udy, 0

" Ibid.

8 Robin Stowell, ed.The Cambridge Companion to the Viol®ambridge: The Cambridge
University Press, 1992), 62.



Kreutzercofoundedt he Par i s Co neoarseofstudywithh velmistsand o | 1 n
pedagogues Pierre Rode and Pierre Balogéutzer études were published ca9@.Y The
original title is40 Etudes o Caprices Pour le Violon. There is a debategarding the number of
études included in thirst publication Benjamin CutterAmerican born composer and violinist,
claims that nos. 18nd24 were added by a FreneHitor? Since their publication at trendof
the B"cent ur vy, KEtudesihave becodnse andngportant part of violin technical
literature and are taught by violin teachers around the wéisenberg defines the £udes as:
éthe most fertile soidquefttheyatehe gr owt h o
the epibme ofthe contributions of the great masters of ¢lassical
erato the art of violi#playing; and for nearly one hundred years they
have maintained a position of unquestioned-garenence in the
literature of the instrument.
Kreutzer combined in equal proportion thedagogicabenefits of arétudewith the
musical satisfaction of a compositidtiis é&udesfulfilled the technical demasaf the classical
music eraThese demands were increaseddiyantic composers and thsiccessors/iolin
techniquecontinued itsevot i on during Kreutzerods | ifeti me,
of these new developmentglowever,it is known that heaughtmore advanced versions of his
études to his students.
One of the most importaaspects oKreutzed 42 éudesis the role of the bow in the
classical era. Francois Toerfl7471835) wasa French bow maker whfinalizedthe designof

the violin bowwe usetoday. According to Stowell, Tomivas t he AStradi vari of

€ hepossessed not gnihe ingenuity to bring the bow to perfection
but also the skill to make bows of unsurpassed quality, which are still

°Semi Yang, AViolin Etudes: A Pedagogical Gui o
2006), 7.
10 bid.
11 Rodolphe KreutzefThe Art and Science of Violin Playingg. Harold Eisenber@New York:
Robert Teller Sons & Dorner, 1920), 4.
5



sought after by players and emulated by makers. Although it cannot
be shown he wented any of the features of the modern bow, he was
the first to employ them all effectively.

Tourter edef i ned t he tisamdeqguppedthe froghcarved foom @sny,
with the si¥iicheg dand tklee phdeverHe dba perfectedrhie incurvech

shape of the stick to produce aeal balance and weight, usingrpambuco woodExamplel

showsthree bowdrom differenttime periods:

Ex. 1, Marcos Santos, lllustration of Three Types of Bow

' i’;”:—;m-mg‘#w ¢
~— :

(A) modernbow with pernambucastick and ebony screadjusting frog; (B) transitionddow
with Ohatchetd heaaddjawmgslt iOmgpemdo g yvolrtyal isam eav.
fluted snakeweiond bforw gwi tiht adlcilainp ¢. 1700.

12 Stowell, Cambridge Companior26.
13 |pid.



2. ETUDESEXPLORATION AND VIOLIN EXCERPTS

Kr e u tcallectiod sf42 é&udeswasarrangedaccording taspecific technical aspects
rather tharary progressivaifficulty. Etudes 1 to 14 present a variety of bow strokedeftd
handcoordination workEtudesl5 to 22providetrill exercises Etude23 emphasizebow
control. Etudes24, 25 and 26 expie octaves, broken octaves, and terfttades27 to 31
strengthermore complex string crossings, bow distribution, shifting, and articulation. Finally,
Etudes32to 42presendouble stops im variety of settings

| have selecte&tudes2, 3, 5, 6, 7, 8, 9, 10, 11, and tt2serve agoundatiors for ten
new étudesThe original études will be described in their original technical infémnew
étudesfocus on technical aspegisesent irthe transition from the classical to the romantic era
which were unexploreih the original 4ZEtudes Etudes 2 and Sexplore double stop thirds in
perpetual motionEtude3 presents double stop thirds and fourtBide6 strengthens the
ricochetstroke Etude7 emphasize®armonics Etude8 focuses orspiccatoand thericochet
stroke. Etudes 9 and 11 exploréeft handpizzicato Etude10 presentshordsandEtudel2

strengthenslouble stoarpeggics.



Etude no. 2 shown in example 2s one of the moswell-knownexcerptsof violin étude

literature.

Ex. 2,Rodolphe Kreutzer, 42 Etudes, no. 2, ma@ 1

Allegro moderato.

- ANS & B
L )

| A
N R D B O G
- ™ . - - -

Thedétachés one of the main strokes tlsudehelps improve. Galamiastates
A separate bow is taken for each note and the stroke is smooth and
even throughout with no variation of pressure. There is no break
between the notes, and each bow stroke has, therefore, to be
continued until the next takeser!*

Along with the originalétude, Kreutzer published a setwElve variants which featurdifferent

bow strokes and slute reinforceproper bow control and distributioRollowing 3 variations on

example 3.

Ex. 3, Rodolphe Kreutzer, 42 Etudes, 2, variations B

14 van GalamianPrinciples of Violin Playing and Teaching, Third editi@nglewood, NJ:
Prentice Hd| Inc., 1982), 1513, Kindle.



My versionof K r e u t original Biisleno. 2emphasizethe shape of the left handghen

playingdoublestopthirdsand sixthswithin a perpetually moving melod{See example 4)

Ex.4,Mar cos Sant os, Koomplementary BEdgionh@. 2, fnnld e s :

n 2
0141 43

4
[y,

This étudeis designedo help students transitianto a more complex and virtuios

repertoirelt is intended to be practiced slowlyith a focusonimproving intonationand

redudng effort in the left hand. Once the intonation work is perfected, the student should work
onredudng the left hand motion between each double stop as much as possible. For an even
more advanced exercise, slurs can be added to each grouping of fgit ei@eenth notes.

The student can also employ different articulations as they advance in this etude; for example,
same directiostaccatoor truelegata This technique is applicable to"@entury literature such
as S a rCarmentFanfaisie de Coa and Paganini Violin Concerto Op. 6 No.ské

example 5 and):



Ex. 5,Pablo de Sarasat€armen Fantaisie de Concernvt. 3, mm. 107122

2..3“ Lo
-] _..,...t
-] :
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mm-107

no. 1, op. 6,

Violin Concerto in D Major,

Ex. 6, Niccolo Paganini

—
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Etude no. 3combines a certain amount of complexityboth hads. (See example 7)

Ex. 7, Rodolphe Kreutzer, 42 Etudes, no. 3, mi8. 1

Allegro moderato.

Theright handfocuses on manatg the bow while thdeft-handpractices maintaining proper
hand shape and remaining relaxed betwaeng crossings. The slurred sixteentites make
distributing the bow properly more challenging. Another difficulty is that this etude is structured
intervallically around fourthd.found myself struggling to play passages with fourth double
stopsin Ysayed Sonatano . 3 i Blaslhélped reeéalize | lacled practicematerial
emphasizindgourthsin this specific way.

My complementaryersion ofEtudeno. 3 focugson theleft hand aming of fourths

with the intent ofdeveloping anaturaltechnique (See example 8)

11



Ex.8Mar cos Santos, Kreutzeros 42 £t-@9des: Compl €

WL

This étude should be practiced slowiile relaxing the left hand and creating muscle memory
of the fourth double stops. Galamisays the student must be cautioned nevexvés pressn
double stops if he is to avoid stiffness and cramping of the ¥tand.

Once the lefthand work ismasteredslurs carbe added every 3 notes to practice
transitionng smoothlybetweerthe double stops in fourth3 his alsoprepaesstudents tdearn

more complex literaturesuch as Ysge SonatagSee examples 9 and 10)

15 bid., 683.
12



Ex. 9, Eugene Ysaye, 6 Sonatas for Solo Vialip . 2 7Ballads. ,

it

u L} &

M
T |- =
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Etude no. 5is a simple exercis@layableby intermediate studentaith no needo shift

positions.(See exemple 11)

Ex. 11,Rodolphe Kreutzer, 42 Etudes, no. 5, maill

Alleg{o moderato. mili ¥
~- >>>>>>>> sl
dnliintrnnto ZZopress

m pffer

s o2
0 =SS s
EEEE e T

It can be played in the second, third, fourth, or fifth positions and is in the keywhieh requires

L

s

a very specific hand frame. The techniques emphasized in this étude require relaxation and proper

postue for optimal results.

Kreutzer wrote a set ahirteenvariants along with the original étud&ee example 12)

Ex. 12, Rodolphe Kreutzer, 42 Etudes, no. 5, variatieh3 1

.
LT T T PPy
e LI TP T P

|

e 1 . .
o X LT T P g I T T FPa P
.-"------===-=‘ Vg N Ll 1

R

I

T 1T TPt =
—a—t ey =]
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Theseprovidealternativearticulationsand slursvhich can be paired with different parts of the
bow to produceseverakechnical exerciseslsing the lower half helps develop thgiccatq the
middle with slurs reinforces tHegatq andtheupper halfexercisestaccatoor legata

| have harmonizeche étuden thirds topracticesmall shifts from first to secorehd

second to third positiongSee example 13)

E x . 13, Marcos Santos, Kreutzerds 92 £tudes:
3 33
1
1 3
| 1
3
|
! 2 —_— 3 3 3 3 3 3 3 3
_p—rlji ||q'r'"'-1| 3 I J.-‘—-Em

This harmonizatiomlso createthe semblancef polyphonythat is often present in violin solo
repertoire.

Students who asteralternaing double stops and single notes will excel when learning
new repertoire. To enhance the effectiveness of the étude, a recommended final step is to
practice legato technique Blurring each group of triplets. Explel4 is an excerpt from
Tchai kovskyods Vi ou.l;spedicaltlycaesectioo where thirds3agedto m
enhance the musical anatihmical aspects of the passalijeewise in example 1R aganini,

Violin Concerto no. 1 op. 25, mvt. 3

15



Ex. 14, Peter Tchaikovsky, Violin Concerto in D Majop, 85,mm. 161164

Ex. 15,Niccolo Paganini, Violin Concerto in D Major, no. 1, op. 6, ndvinm. 94127

16



