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This article discusses illusions of ‘three hands’ in the circle of Joachim and the Mendelssohns,
arguing that manifestations of ‘three hands’ at play created an aesthetic both in dialogue with
the Golden Age of Virtuosity, and going beyond it. Though techniques alluding to three hands
or multiple performing bodies diminished sharply in popularity after 1830–50, violin and piano
music from the later nineteenth and twentieth centuries remained highly virtuosic and often
‘unplayable’ in other ways. The difference between before and after the half-century mark is that
later examples tended not to celebrate so overtly such special effects, because doing so would revive
the no-longer-tenable principle of ‘virtuosity as a reward in itself’. Rather, double-stop harmonics,
left-hand pizzicato, three-hand techniques and their related sleights of hand were largely escorted
off the stage into a pedagogical realm. As this article shows, Joachim helped to exorcise the spectre of
Paganini, and to sweep effectively out the door the residual confetti of the Golden Age of
Virtuosity. Following in the footsteps of Mendelssohn, Joachim did so with Clara Schumann,
viewing himself, Clara Schumann (and, we might add, Brahms) as a cohort of artists seeking to
reverse the tawdry display of virtuosity. It was precisely Joachim’s acute historicist perception,
solidified during the 1850s, that allowed his musical aesthetics to turn so sharply from his open-
ness to, tolerance and acceptance of dazzling violinistic tricks in the 1840s, to their absolute rejec-
tion in his later career.

I heard Paganini. … [W]hat a staccato! No other violinist can play polished notes
more quickly or clearly than he can staccato! Harmonic double stops (violinists can-
not grasp how he brings them out), also entire passages in harmonics; variations in
which one note is always played with the bow while the others are pizzicato, and
everything with the greatest velocity. Then he plays variations without accompani-
ment, in which he himself accompanies, so that one believes he is hearing a violin
and a guitar at the same time.1

Thanks to the reviewers for their helpful suggestions during the peer review process.
1 ‘Erinnerungen an Paganini’: ‘Ich hörte Paganini.… [W]elch’ ein Staccato! Ein anderer

Violinspieler kann nicht schneller und nicht deutlicher geschliffene Noten spielen, als er die
Staccato! Flageolett-Doppelgriffe (was die Violinspieler nicht begreifen können, wie er sie
herausbringt), auch ganze Passagen in Flageolett: Variationen, in denen immer eine Note
mit dem Bogen und die andere pizzicato gespielt wird, und dies alles mit der größten
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With this report Herr Jacques Rosenhain, identified in the Signale für die musikali-
sche Welt as a ‘famous pianist and composer’ from Baden-Baden, described some
of the most impressive virtuosic inventions of the nineteenth century. For instance,
Paganini created illusions of more than one person playing – here, in the critic’s
imagination, a violinist and a guitarist. Had the critic perused the score, he
would have seen that even the notation hadmore than one line of music, ostensibly
requiring multiple hands to execute and suggesting a degree of complexity that
arguably bordered on the miraculous, even if credible from the technical stand-
point. In addition to the melody, which already required two hands (one stopping
the notes and one drawing the bow) a second line was to be played pizzicato, thus
creating the effect of three hands at work. Similarly, in the so-called three-hand
technique in piano music, the expansion of registers and strategically placed
melodic lines in the middle of the texture suggested that three instead of two
hands were at work.

Paganini’s Legacy

Techniques such as these were audience favourites during the Golden Age of
Virtuosity, which, according to Hanslick, climaxed in the 1830s and ended
around 1848.2 In the wake of Paganini Joseph Joachim grew up during this
age, when the expansion of violin technique imitated innovations in other
parts of society with a ‘craze for the unusual’. As has recently been discussed,3

Joachim’s repertoire of the 1840s favoured types of pieces after Paganini such
as airs variés, caprices, operatic fantasies and other dazzling bonbons incorporat-
ing technical tours de force such as up- and down-bow staccato, flying staccato,
chromatic octaves, glissandi, single- and double harmonics, and pizzicato
acrobatics, among others. Judging from the repertory the greatest European
violin virtuosos of the 1840s produced – musicians such as Niccolò Paganini
(1782–1840), Ole Bull (1810–1880), Heinrich Wilhelm Ernst (1812–1865),
Prosper Sainton (1813–1890), Camillo Sivori (1815–1894), Henri Vieuxtemps
(1820–1881), Apollinaire de Kontski (1824–1879), Henryk Wieniawski
(1835–1880) and Joseph Joachim (1831–1907) – Paganini’s virtuosic legacy was
still alive and relevant in the 1840s.

By this time the demanding prestidigitations of the 24 Caprices had generated
quite an interest in Virtuosentum. Thus, in an article titled ‘Great Technicians and
their Tricks’, Arthur Elson wrote in 1912: ‘Fifty years ago the proverb might
have run, “Be a virtuoso and you will be happy”; one might even have claimed
that virtuosity was its own reward. But now one may advise the student not to

Schnelligkeit. Dann spielte er Variationen ohne Begleitung, in denen er sich selbst begleitete,
so das man glaubte, eine Violine und eine Guitarre zugleich zu hören’. Signale für die musi-
kalische Welt 51 (1893): 897–9.

2 Hanslick characterized the time from 1830 to 1845 as ‘Virtuosentum’, the age of virtu-
osity; Geschichte des Concertwesens in Wien, 2 vols. (Vienna: W. Braumüller, 1869; repr.,
Hildesheim: Georg Olms, 1979): vol. 1: 12. See also Carl Dahlhaus, Nineteenth-Century
Music (Berkeley: University of California Press, 1989): 111.

3 Katharina Uhde, ‘Reconsidering the Young Composer-Performer Joseph Joachim,
1841–53’, in The Creative Worlds of Joseph Joachim, ed. Valerie Woodring Goertzen and
Robert Whitehouse Eshbach (Woodbridge: The Boydell Press, 2021): 221–41.
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indulge in too many tricks.’4 Indeed, as the nineteenth century reached its mid-
point, the ‘growing authority of the “work” concept’ gained considerable signifi-
cance, and concepts of virtuosity, as well as related practices such as
improvisation, fell out of favour. Performative techniques that registered as
being technical, mechanical, or simply unusual began attracting harsh criticism
as serving mere means without ends,5 while the pursuit of higher ‘art’ true to
Austro-German canonic traditions (Werktreue) – a pursuit represented above all
by Joachim and Clara Schumann – attracted more and more followers.6 During
the 1840s, however, virtuosity was still considered its own reward.

One particularly alluring Paganinian technique, left-hand pizzicato, kept puz-
zling listeners. Left-hand pizzicato serves the purpose of producing a pizzicato
sound with the left instead of the right hand, as in normal pizzicato, in order to
retain the bow for its standard function.7 After Paganini, who had standardized
left-hand pizzicato, the technique started appearing in many violin treatises, and
even some orchestral ones as well, ranging from Baillot (1834) to de Bériot
(1858), and from Berlioz (1844) to the Dresden Franz Schubert (1865), in addition
to many encyclopedia entries.

According to some sources, the use of standard pizzicato goes back to
Monteverdi’s Il combattimento de Tancredi e Clorinda (1624). The first to mention left-
hand pizzicato, typically notated with a + sign, was John Playford, who noted its
use ‘mainly for convenience in situations where a right-hand pizzicato would be
a very difficult maneuver’.8 Not until the 1840s, though, did left-hand pizzicato
begin to broaden its impact on the violin repertory. Berlioz claimed in his Grand
traité d’instrumentation et d’orchestration modernes (1844) that pizzicato technique
was still not completely developed, and its execution often flawed:

In the future one will know, beyond doubt, how to achieve still much more original
and attractive effects with the pizzicato than is presently the case. Violinists accus-
tomed to regarding the pizzicato as not at all an essential component of the art of vio-
lin playing have still so far made no studies of it. At the most they assiduously
practice the pizzicato with the thumb and forefinger, which means they can produce
neither passages nor arpeggios faster than semiquavers in a very moderate tempo in
4/4 time’.9

4 Arthur Elson, ‘Great Technicians and Their Tricks’, The Etude 30 (1912): 777–8.
5 The KentishMercuryNo. 1143 (1 February 1851): 3, exclaimed about Ernst: the ‘true art-

ist’ only uses his skills ‘to shew his wonderful mastery over the fingerboard of his instru-
ment, or as a means to an end’, never as a mere means.

6 For an in-depth discussion on Robert Schumann’s virtuosity concepts and on Clara
Schumann’s role in shaping the musical canon past 1850, see Alexander Stefaniak’s two
monographs, Becoming Clara Schumann: Performance Strategies and Aesthetics in the Culture
of the Musical Canon (Bloomington: Indiana University Press, 2021) and Schumann’s
Virtuosity: Criticism, Composition, and Performance in Nineteenth-Century Germany
(Bloomington: Indiana University Press, 2016).

7 In standard pizzicato, the right hand shifts to a different bow grip so that the right
thumb or index finger can pluck the strings of the violin, resulting in a momentary interrup-
tion of the bowing.

8 Patricia Strange and Allen Strange, The Contemporary Violin: Extended Performance
Techniques (Lanham: Scarecrow Press, 2001): 67.

9 ‘On obtiendra plus tard, sans doute, du pizzicato des effects bien plus originaux et
plus piquants qu’on ne fait aujourd’hui. Les violonistes ne considérant pas le pizzicato
comme une partie intégrante de l’art du Violon l’ont à peine étudié. Ils ne se sont encore à
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By specifying the thumb and index finger, Berlioz criticized the limitations of tra-
ditional pizzicato and implied that left-hand pizzicato could remedy the limita-
tions in tempo and fluency of right-hand pizzicato.

We can distinguish two subtypes of the left-hand pizzicato. First, the pizzicato
occurs simultaneously with bowed notes; second, pizzicato and bowed notes alter-
nate very rapidly. The former was particularly compelling in its power to invoke
multiple musicians. The latter subtype, on the other hand, was sometimes called
‘pizzi-arco’, and characterized as mere ‘Spielerei’ (‘gimmickry’).10 Thus, a review
of the Polish virtuoso Apollinaire de Kontski noted his ability to simulate ‘several
Kontskis’: ‘While namely the right hand lets the bowgallivant around the strings in
the most difficult types of strokes, he adds yet another, complete pizzicato part for
long, extended passages, and it occasionally sounds as if several Kontskis are play-
ing’.11 This special effect also intrigued another reviewer, who wrote for the Neue
Zeitschrift für Musik: ‘Often the result is a simultaneous sounding of both named
types [arco and pizz.], so that the effect is roughly like that of a violin playing
with an accompanying keyboard instrument’.12 The left-hand pizzicato technique
even prompted the sanguine prediction that it would ‘doubtless become, in the
course of time, familiar to every violinist, and then [would] be available in compo-
sitions at large’.13

Before considering how the young Joachim applied the device, we might briefly
discuss two examples from Paganini and perhaps his most fervent emulator,
Heinrich Wilhelm Ernst. Hailed as ‘Paganini’s greatest successor’, Ernst had
mounted a determined clandestine surveillance of the Italian maestro while he
was on tour, in a bid to discover his secret fingerings. Ernst uncovered some of
them, and also two of Paganini’s most radical virtuosic inventions: double-stop
harmonics and left-hand pizzicato. When, in 1864, Ernst published Six
Polyphonic Studies, composed several years earlier and dedicated to six violin vir-
tuosi – Laub, Sainton, Joachim, Vieuxtemps, Hellmesberger and Bazzini – he
made sure to include an example of left-hand pizzicato. In the sixth study, a series
of variations on The Last Rose of Summer, the fourth employs the device as a bass
line notated separately beneath the standard line (Ex. 1). The pizzicato appears pre-
dominately on open strings, except for the third bar, where the first finger plucks
the pitches E and E-flat, while the second finger stops the bowed note, G.

The techniquewas not new. Paganini had posed a greater challenge (Ex. 2) with
the pizzicato that requires the second and third fingers to pluck pitches on the G
and D-strings, far more demanding to execute than on the higher strings.

cette heure appliqués a pincer qu’avec le ponce et l’index, d’où il résulte qu’ils ne peuvent
faire ni traits ni arpèges plus rapide que les doubles croches d’une mesure à quatre temps,
dans un movement très modéré’. Hector Berlioz, Grand Traité d’Instrumentation et
d’Orchestration modernes (Paris: Schoneberger, 1844): 31.

10 Eduard Bernsdorf, Neues Universal Lexikon der Tonkunst, vol. 3 (Offenbach: Johann
André, 1861): 199.

11 ‘Während nämlich die rechte Hand den Bogen in den schwierigsten Stricharten auf
den Saiten herumarbeiten lässt, kneipt er [ … ] auch noch eine vollständige
Pizzikato-Partie dazu durch ganze lange Passagen hin, und so klingt es zuweilen, als
wenn mehrere Kontski’s spielten’. Allgemeine musikalische Zeitung 50 (1848): cols. 519–520.

12 ‘[V]ielmehr ist es ein gleichzeitiges Ertönen der genannten beiden Weisen [arco and
pizz], so daß die Wirkung ohngefähr dem Spiele einer Violine mit begleitendem
Tasteninstrument gleichkommt’. Neue Zeitschrift für Musik (henceforth NZfM) 29 (1848): 59.

13 Dwight’s Journal of Music, A Paper of Art and Literature 10 (1856): 97.
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Howdo these two examples comparewith Joachim’s applications of the device?
As Katharina Uhde has discussed,14 he used left-hand pizzicato in some cadenzas
he wrote for Beethoven’s Violin Concerto, the work he performed to great acclaim
on his London debut at the Philharmonic under Mendelssohn in 1844. Like Ernst
and Paganini, Joachim took advantage of a passage in G major to accommodate
most of the pizzicati on open strings. Ex. 3 offers an excerpt from a recently redis-
covered Beethoven cadenza by Joachim, titled and dated ‘Dublin am 25. Mai
[1852]’ and centred on G major.15 Here Joachim assigned pizzicati as a bass line
to accompany the secondary theme of the first movement of Beethoven’s Op. 61,
presented in double stops.

Uhde describes another, earlier, Beethoven cadenza, notated in 1844 as an
album leaf for Walter Macfarren (Ex. 4).16 There, Joachim had continued the

Ex. 1. Heinrich Wilhelm Ernst, Six Polyphonic Studies, No. 6, Var. 4 (end)

Ex. 2. Niccolò Paganini, Introduction et Variations sur le Thème ‘Nel cor più non mi
sento’.

14 Uhde, ‘An Unknown Beethoven Cadenza by Joseph Joachim: “Dublin 1852”’, The
Musical Quarterly 103 (2020): 406, 413.

15 Uhde, ‘An Unknown Beethoven Cadenza’, 406, 413.
16 Walter Macfarren, Memories: An Autobiography (London: Walter Scott, 1905): 37–8.
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pizzicato line even longer while preserving the marking ‘con delicatezza’, the
ascending and descending thirds (bars 1, 3, 5), and mixed double-stops arpeggios
(bars 2 and 4). The earlier draft included an unexpected turn as well to the minor
(bar 6), which initiates a modulation to A flat minor (bar 8), a key not at all used in
Beethoven’s first movement.

Both cadenzas necessarily called for left-hand pizzicato, although the pizzicato
appears on open strings rather than fingered notes. The bass line cannot be ren-
dered with the traditional right-hand pizzicato, which in Joachim’s time carried
no connotations of trickery or charlatanry for its effect. In short, these two cadenzas
reveal a connection to virtuosity of the 1830s and 40s, and rub against the classical
veneer of Joachim’s carte de visite concerto. Thus, the left-hand pizzicato as an out-
wardly dazzling technique accords with Joachim’s virtuoso compositions from the
1840s.

One feature that promotes the illusion of multiple executors in Paganini’s and
Ernst’s examples is their notation. Because the violinist’smusic expands to two sys-
tems rather than one, it no longer visually registers as intended for a single melodic
instrument but rather begins to resemble the appearance of an ensemble piece for

Ex. 3. Joseph Joachim, Cadenza to Beethoven’s Violin Concerto Op. 61, First
Movement (‘Dublin, am 25. Mai [1852]’)

Ex. 4. Joachim, Cadenza Fragment (1844) for the FirstMovement of Beethoven’s Violin
Concerto, Op. 61, Albumblatt for Walter Macfarren. From Uhde, ‘An Unknown
Beethoven Cadenza’
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two melody instruments, or even of keyboard music. To be sure, left-hand pizzi-
cato was not linked explicitly to its celebrated pianistic counterpart, the so-called
three-hand technique. Still, both contrivances clearly followed the same goal: to
combine a fascination for ‘virtuosity … [as] its own reward’ with an expansion
of technique. The result was a technique with a nod to extra- or paranormal appa-
ritions or appearances popular at that time, pushing virtuosity to a new frontier
where the real and magical overlapped. Practitioners of these techniques, includ-
ing Apollinaire de Kontski (violin) and Sigismond Thalberg (piano), were often
mentioned in the same sentence, as in the Russian Oulibicheff’s polarizing mono-
graph Beethoven, ses critiques et ses glossateurs, which Joachim read in 1857, just
months before writing his ‘Absagebrief’ and decisively breaking with the
Weimar Kapellmeister, Franz Liszt17:

An analogous difference can be perceived in instrumental music, which divides
into two genres, the symphonic and concertant. But these genres are not incom-
patible, just because they have nothing in common. After having heard a
Beethoven symphony, one could listen with pleasure and completely clear con-
science to the tremolo of Bériot, the cascade and pizzi-arco of Kontsky, the airs
variés of Servais, the fantasies of Thalberg and even the original compositions of
Franz Liszt’.18

Virtuosos Thalberg and Kontski are here set against the more serious musician-
composer Beethoven.When Joachim read this passage, he reacted this way in a let-
ter to his (still) beloved Gisela von Arnim:

I’ve read Oulibicheff’s book on Beethoven. It contains several useful, pointed attacks
against Beethoven’s false imitators and arrogant interpreters who ascribe their own
vanity to the sacred life of the sublime man – but of Beethoven’s greatness, of the
glowing godliness that streams throughout all the torments of the proud, secluded
penitent, and that makes of him one of the most touching of martyrs whom
Providence has sent for the edification of the human race, of all of this the Russian
has no idea.19

17 Johannes Joachim and Andreas Moser, eds, Briefe von und an Joseph Joachim, 3 vols
(Berlin: Bard, 1911), vol. 1: 441, letter from Joachim to Liszt, 27 August 1857.

18 ‘Une différence analogue se retrouve dans lamusique instrumentale qui se divise aussi
en deux genres, le symphonique et le concertant. Or, ces genres n’ont rien d’incompatible,
par la raison justement qu’ils n’ont rien de commun. Après avoir entendu une symphonie
de Beethoven, on peut écouter avec plaisir et en toute sureté de conscience, le tremolo de
Bériot, la cascade et le pizzi-arco de Kontsky, les airs variés de Servais, les fantaisies de
Thalberg et même les compositions originales de Franz Liszt’; Alexandre Oulibicheff,
Beethoven, ses critiques et ses glossateurs (Leipzig: F. A. Brockhaus, 1857): 26.

19 ‘Das Buch über Beethoven von Oulibicheff habe ich gelesen. Es enthält manchen
brauchbaren scharfen Ausfall gegen die falschen Nachahmer Beethoven’s und gegen die
arroganten Ausleger, die ihre eigene Eitelkeit dem heiligen Leben des erhabenen
Menschen unterlegen – aber von der Größe Beethoven’s, von der glühenden
Gottergebenheit, die durch alle Qualen des stolzen, vereinsamten Büßers durchleuchtet,
und die aus ihm einen der rührendsten Märtyrer macht, die [sic] die Vorsehung zur
Läuterung des Menschengeschlechts gesandt hat, davon hat der Russe keine Idee’.
Joachim andMoser, eds, Briefe, 1: 419, Joachim to Gisela von Arnim (Hanover, the beginning
of March 1857).
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In this private book review for Gisela von Arnim, Joachim, already far removed
from his earlier virtuosic flirtations and adventures, solemnly accepts Beethoven
as the true one, and identifies a path forward for his own career. At the same
time musicians such as Thalberg and Kontski, whom the Neue Zeitschrift für
Musik in 1848 was still proclaiming to be great artists and not mere virtuosos,20

were clearly grouped with their own kind in Oulibicheff’s tome, including
Servais and Liszt.21 For Joachim, to remain even remotely associatedwith Liszt car-
ried too great a risk of being allied with the wrong camp.

As a virtuoso Joachim was not alone in first embracing virtuosity, including its
more ostentatious effects, only then to redefine his relationship to the phenome-
non, so that it became a means to an end, not the end in itself. In this regard, his
approach to his instrument was not unlike that of several members of his circle
to the piano, including, as we shall now see, Mendelssohn, Fanny Hensel, and
the Schumanns.

Pianistic Three-hand Illusions: Mendelssohn, Thalberg, and Liszt

On March 17, 1840, an elegantly attired figure, ‘lithe and slender as a tom-cat’,
glided onto the stage of the Leipzig Gewandhaus, and took his place at a piano
beneath the Wahlspruch emblazoned overhead Res severa verum gaudium (‘True
joy is a serious matter’), a timeless adage borrowed from Seneca the Younger.
‘There’s a novel apparition, the virtuoso of the nineteenth century’, a member of
the audience, Felix Mendelssohn Bartholdy, commented to his companion, the
composer Ferdinand Hiller,22 as they prepared to experience Franz Liszt’s mes-
merizing rendition of Schubert’s Erlkönig. Hiller reported that half the audience
stood on their chairs so as to have unobstructed views of the keyboard acrobatics.
But despite Liszt’s much vaunted, recent triumphs in Vienna and Prague,
Leipzigers chose not to succumb that evening to what Heinrich Heine in 1844
would fully recognize as Lisztomanie, the irrational hysteria that spread like a con-
tagion with every new escapade of the celebrity. Though Liszt was widely
regarded as primus inter pares of the peripatetic piano virtuosi then plying their
wares across Europe, Leipzigers were not at all amused when his concert manager
hyperinflated the usual ticket prices. Nor were all convinced when Liszt chose to
perform his own keyboard transcription of the last three movements of

20 In the case of Kontski theNZfM cautioned that hewould have to scale down the effects
in order to receive the ‘Palmenzweig’ in the Geschichte des Violinspiels. NZfM 29 (1848): 59.

21 NZfM 29 (1848): 59. ‘Should not Herr von Kontski, having succeeded in establishing
and firming up his fame, do us the service of setting to the side the sheer pursuit of technical
tasks, to be used much more only as a means to a higher purpose? The masterpieces of the
German school, Beethoven’s violin works,Mendelssohn’s and Spohr’s, etc. areworthy tasks.
If he succeeds critics will award him laurels and list his name among the best in the history of
violin playing’ (Sollte nicht Hr. v. Kontski, denn erst dahin gelangt, seinen Ruf zu festigen
und zu begründen, wohltun, das bloße Verfolgen technischer Aufgaben nicht sowohl bei
Seite legen, als vielmehr nur als Mittel zu höheren Zwecken zu benutzen? Die
Meisterwerke der deutschen Schule, die Violinwerke Beethoven’s, Mendelssohn’s und
Spohr’s etc. sind seiner würdige Aufgaben. Die Kritik wird ihm beim Gelingen den
Palmenzweig reichen, und seinen Namen in der Geschichte des Violinspiels den Besten
anreihen).

22 Ferdinand Hiller, Mendelssohn: Letters and Recollections, trans. M. E. von Glehn
(New York: Vienna House, 1972): 165.
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Beethoven’s Pastoral Symphony, as if to insist that the modern piano could ade-
quately replicate all manner of orchestral colours – perhaps the heterophonic
effects in Beethoven’s scherzo, the gathering storm mimetically recreated in the
penultimate movement, and the blurry bitonal drones in the finale – before an
audience accustomed to enjoying instead Mendelssohn’s readings of the genuine
article with the Gewandhaus Orchestra.23

What he regarded as a ‘novel apparition’, the cultish emergence of the virtuoso,
precipitated a debate that one way or another would directly affect the careers of
many nineteenth-century composers and performers, including Mendelssohn,
Joachim, and members of their circle. For Liszt, whose artistry depended heavily
on improvisation, and whose compositions of the early 1840s depended heavily
as well on the arts of transcription and arranging, virtuosity was a ‘necessary ele-
ment ofmusic’,24 promoted by the accelerating technological evolution of themod-
ern piano. On the other hand, for Mendelssohn, whose conservative training in
Berlin under C. F. Zelter, a former student of C. F. C. Fasch, was grounded upon
traditional ideas of inventing and developing themes, virtuosity played at best a
supporting role; it might offer a means to an end, but should never unduly chal-
lenge the compositional end itself. Mendelssohn would likely have agreed with
Heinrich Heine, who decried the annual descent of virtuosi upon Parisian musical
culture, like a plague of grasshoppers,25 consuming everything in their path with
gaudy antics, but not producingmuch in theway of durable, self-sufficient musical
ideas.

To be sure, Mendelssohn was fully aware of the magnitude of Liszt’s pianistic
dexterity, but, as Mendelssohn explained at some length to another virtuoso,
Ignaz Moscheles, Liszt’s music was still wanting in genuinely original thematic
ideas:

He has given me a very great joy through his truly masterly playing and the inner
musical essence that runs through him even to his very fingertips; his velocity and
agility, but above everything else his sight reading, memory, and total immersion
in music are totally unique in their way, and I have never seen them surpassed. If
one ignores the new French superficiality, he is a good, genuinely artistic lad that
one must like even if not totally agreeing with him. What he lacks, it seems to me,
is just and solely a proper talent for composition, and properly original musical
ideas; the things that he played for me seem too lacking, even from the point of

23 Thus, in the Preface to his edition of the Beethoven transcriptions published by
Breitkopf & Härtel in 1865, Liszt declared: ‘But the advances the piano has gained of late,
in both the technique of performance and in mechanical improvement, make it possible to
produce more and better arrangements than ever before. As a result of the vast development
of its harmonic power, the piano is trying more and more to take possession of all orchestral
compositions. Within the compass of its seven octaves it is capable, with but a few excep-
tions, of reproducing all the features, all the combinations, and the configurations of the
deepest musical creations’. Franz Liszt, Beethoven Symphonies Nos. 6–9 Transcribed for Solo
Piano, ed. Alan Walker (Mineola: Dover Publications, 2001): xi. Concerning Liszt’s 1840
visit to Leipzig, see Wm. A. Little, ‘Liszt and Mendelssohn’, in Mendelssohn Studies,
ed. R. Larry Todd (Cambridge: Cambridge University Press, 1992): 106–25.

24 Franz Liszt, ‘Clara Schumann’ (1855), in Gesammelte Schriften von Franz Liszt, ed. Lina
Ramann (Leipzig: Breitkopf & Härtel, 1882; rep. Hildesheim: Georg Olms Verlag, 1978), vol.
4: 192.

25 Heinrich Heine, letter of 20 March 1843, in Lutetia: Berichte über Politik, Kunst und
Volksleben (Berlin: Berliner Ausgabe, 2014): 166.
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view he himself adopts, and which for me in and of itself is not the proper one. And
so, I believe I can explain how it is that in many places … a man like Thalberg will
please people more; he is so perfect and complete; he plays pieces that only he
can, and well. Liszt, though, is in his entire deportment so wild, so ill considered,
so unorderly as only a genius can be but then even a genius should have above all
individual, original thoughts, which I miss in him.26

Now, admittedly, Mendelssohn did not live long enough to observe Liszt’s
remarkable transformation into a ‘serious’ composer after his move to Weimar
in 1848, the year of revolutionary fever that would shake European life to its
core. By and large, what Mendelssohn actually knew of Liszt’s music was mostly
transcriptions and arrangements, including the rendition of Berlioz’s Symphonie
fantastique that so impressed Robert Schumann;27 two dozen or so pianistic trans-
lations of Schubert Lieder; and the fantasy-like reminiscences of Bellini’s I Puritani
and Donizetti’s Lucia di Lammermoor. One original work of 1834 that Mendelssohn
did encounter, theHarmonies poétiques et religieuses, did not earn his approval, as he
shared in 1835 with his elder sister, Fanny Hensel: ‘Admittedly it is unpleasant
what you write about Liszt’s Harmonies; I became acquainted with it already in
Düsseldorf, and set it aside with indifference, since it seemed to me so silly. But
if the stuff makes a stir, or finds acceptance, that’s really dreadful’.28

Mendelssohn could not have imagined that at age thirty-five, Liszt would turn
his back on the fabledGlanzzeit of his glittery piano career, in order to reinvent him-
self as a composer intent upon producing in short order an innovative – and orig-
inal – series of modern works. They would include the programmatic symphonic
poems inspired in part by the Kapellmeister’s activities at the Weimar Court

26 ‘Er hat mir durch sein wirklich meisterhaftes Spiel, und durch das innerliche musika-
lische Wesen, das ihm bis in die Fingerspitzen läuft, eine sehr große Freude gemacht; seine
Schnelligkeit und Gelenkigkeit, vor allen Dingen aber sein von BlattSpielen, sein
Gedächtniß, und die gänzliche Durchdringung von Musik, sind ganz einzig in ihrer Art,
und ich habe sie niemals übertroffen gesehen. Dabei ist er, wenn man über die neu
französische Oberfläche hinwegkommt, ein guter, ächt künstlerischer Kerl, den man lieb
haben muß, selbst wo man nicht mit ihm übereinstimmt. Was ihm fehlt, scheint mir einzig
und allein das rechte Compositionstalent, rechte eigne musikalische Gedanken zu sein; die
Sachen, die er mir vorgespielt hat, scheinen mir gar zu mangelhaft, selbst von dem
Standpunkte aus, den er selbst dazu einnimmt, und der mir an und für sich schon nicht
der rechte scheint. Und daher glaube ich mirs zu erklären, daß an vielen Orten (. . .) ein
Mann wie Thalberg den Leuten mehr gefallen wird; der ist in seiner Art so vollkommen
und abgeschlossen, spielt die Stücke, die er einmal kann, und damit gut; Liszt aber ist in
seiner ganzen Leistung so wild, so wenig überlegt, und so unordentlich wie ein Genie nur
sein kann – aber eben dazu gehören für mich vor allen Dingen die eignen, musikalischen
Gedanken, die ich bei ihm vermisse’. Letter of 21 March 1840 from Mendelssohn to Ignaz
Moscheles, in Felix Mendelssohn Bartholdy, Sämtliche Briefe, ed. Ingrid Jach and Lucian
Schiwietz, vol. 7 (Kassel: Bärenreiter, 2013): 195.

27 For Schumann’s review see the NZfM 3 (1835), passim; see also Leon Plantinga,
Schumann as Critic (New Haven: Yale University Press, 1967): 235–46.

28 ‘Freilich ist es unerfreulicher, wasDu von Lißts harmonies schreibst; ich hatte das Ding
schon in Düsseldorf kennen gelernt, und gleichgültig bei Seite gelegt, weil mirs sehr dumm
vorkam, aber wenn das Zeug Aufsehn macht, oder gar Anklang findet, ist es freilich
verdrießlich’. Letter of 13 August 1835 from Mendelssohn to his sister Fanny Hensel, in
Sämtliche Briefe, ed. Lucian Schiwietz and Sebastian Schmideler (Kassel: Bärenreiter, 2011):
vol. 4: 288.
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Theatre;29 the through-composed Piano Sonata of 1853, with its flexible exploration
of multiple form; and the Faust Symphony (1854, revised 1857), with its radical
opening that suspended triadic tonality in favour of acerbic clusters of augmented
triads traversing the total chromatic. As for the Harmonies poétiques et religieuses,
which Liszt would revise and republish in the similarly titled collection of piano
pieces in 1853, Mendelssohn probably viewed the first version as something like
a written-out improvisation or, perhaps, a rough draft of a composition, as sug-
gested by its nebulous, paradoxical marking of senza tempo, its frequent recourse
to formulaic recitatives, and its persistent prolongations of cliché-ridden
diminished-seventh sonorities.

In his time, Mendelssohn was received as one of the most renowned virtuosi,
first, perhaps, by virtue of his extraordinary ex tempore powers. He was fully capa-
ble of generating a quodlibet in which he fantasized in turn on different, preselected
themes before combining them simultaneously in a culminating tour de force;30 and
in 1844, at a rehearsal of Beethoven’s Fourth Piano Concerto, he improvised at the
Philharmonic in London three different cadenzas for the first movement, only to
reject them all in favour of a fourth spontaneously conceived during the perfor-
mance itself.31 To be sure, Mendelssohn was not celebrated for extending or revo-
lutionizing keyboard technique, as were Chopin and Liszt. Rather, by and large
Mendelssohn’s virtuosity recalled the effervescent pianism of Carl Maria von
Weber and limpid elegance of Johann Nepomuk Hummel, the former protégé of
Mozart and one of Liszt’s predecessors in Weimar.

Quite in contrast, other pianists who unabashedly extolled the new virtuosity
did not always fare as well in the press. Here, for example, is one scathing verdict
about the deleterious effects of virtuosity, offered by an anonymous critic who
lamented from London in The Musical World on 6 February 1858:

What is called, by general consent, throughout Europe the “virtuoso” – in plain lan-
guage, the thoroughly skilled performer on any instrument – has done incalculable
injury tomusic. The “virtuoso” has either trafficked impudently with theworks of the
great masters, or concocted music (so called) for himself – by either process coaxing
or flattering his own idiosyncratic mechanism, as if the gift of execution were any-
thing else but a means to an end. Through such influence music has been neglected
in favour of what can scarcely be called the semblance of music; and if therewere not
some healthy antagonistic influence, art might come to a stand-still. It would be a
lamentable catastrophe were music to become the exclusive property of a tribe of
quasi acrobats. Yet to such a point alone can “tend” the present rage for “virtuosity”.
One Liszt is amusing enough; and one Rubinstein may be tolerated; but a swarm of
Liszts and Rubinsteins, mushroom and full grown, is no more to be desired than a
renewal of the plague of locusts.… Let there be “virtuosity” if you please; but let
there also be music. “Virtuosity” is not essentially musical; for the most part, indeed,
it leans exactly in the opposite direction, and can scarcely lay claim to a higher place
than is accorded to mere arts of agility.32

29 See in particular Joanne Cormac, Liszt and the Symphonic Poem (Cambridge: Cambridge
University Press, 2017): 32–68.

30 See R. Larry Todd, Mendelssohn: A Life in Music (New York: Oxford University Press,
2003): 282, 439.

31 W. S. Rockstro, Mendelssohn (New York: Scribner and Welford, 1884): 96–7.
32 The Musical World, 6 (1858): 88, col. 2.
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Now in view of Mendelssohn’s relatively restrained approach to virtuosity, it may
come as a surprise that occasionally he did indulge in fashionable technical effects,
as if to acknowledge to some degree the altered landscape of contemporary piano
music. Mendelssohn took a particular interest in a musical trompe-l’oeil effect,
known as the three-hand technique, that gained currency during the 1830s, first
in the music of Sigismond Thalberg, and then was imitated by Liszt and scores
of other virtuosi, including Mendelssohn and members of his circle. In brief, the
technique involved positioning a theme in the middle register of the piano and
supporting it with a bass line below and florid figurations above, thereby creating
the illusion that three hands were generating the swirling sonorities of the music.
To accomplish this deception, the middle-register theme was often assigned to the
right and left thumbs, leaving the otherfingers free to dispatch their ancillary tasks.

Scholars have debated the origins of this special effect, with some crediting
Thalberg for its introduction in his operatic fantasies, and others suggesting that
he transferred to the piano techniques already exploited by the English harpist
Parrish-Alvars.33 Mendelssohn was acquainted with Parrish-Alvars, who concert-
ized in Leipzig in 1842, and while there performed the harp part to Mendelssohn’s
music to Sophocles’ Antigone.34 Nevertheless, Mendelssohn likely first encoun-
tered the device in the music of Thalberg, whom he had met in Vienna as early
as 1830.35 By 1835, Mendelssohn was associating Thalberg’s modish music with
the ‘modern and brilliant’,36 though by 1837, he did not hesitate to express clear
misgivings to his close friend and, as it happened, Thalberg’s former teacher,
Ignaz Moscheles: ‘Thalberg’s things frankly displease me as compositions, and
the nice pianistic effects contained therein seem to me to offer nothing at all of
use – no soul resides behind them. I can no more play something of this music
than I could decide to play a note of Kalkbrenner’s.’37

Be that as it may, by the time Mendelssohn penned these reservations, he him-
self had already explored the device in an Etude in B flat minor, finished on 9 June
1836, but ultimately left until 1868 for posthumous publication as Op. 104b
No. 1. Here the theme appears in the middle register, with rapid arpeggiations
ascending and descending above, and a simple bass line doubled in octaves
below (Ex. 5).

Mendelssohn enhanced the clarity of the texture by assigning different rhythmic
strata to the three parts – thus, the arpeggiations course freely in rapid sextuplets,
the melody sings generally at a crotchet pace, and the bass line progresses at amea-
sured pace of two quavers per bar, punctuated by rests, to allow the melody to

33 See E. Douglas Bomberger, ‘The Thalberg Effect: Playing the Violin on the Piano’, The
Musical Quarterly 75 (1991): 198–208; and Isabelle Bélance-Zank, ‘”The Three-Hand” Texture:
Origins and Use’, Journal of the American Liszt-Society 38 (1995): 99–121.

34 See Mendelssohn’s letter to Ferdinand David of 12 March 1842, in Sämtliche Briefe, ed.
Susanna Tomkovic ́ et al. (Kassel: Bärenreiter, 2013), vol. 8: 355.

35 Letter from Mendelssohn to Fanny Hensel of 19 August 1830, in Sämtliche Briefe, ed.
Anja Morgenstern and Uta Wald (Cassel: Bärenreiter Verlag, 2009), vol. 2: 67.

36 Letter of 5 October 1835 to H. W. Verkenius, in Sämtliche Briefe, ed. Lucian Schiwietz
and Sebastian Schmideler (Kassel: Bärenreiter Verlag, 2011), vol. 4: 315.

37 ‘Thalbergs Sachen als Compositionen misfallen mir geradezu, und die guten
Claviereffecte, die darin sind, scheinen mir zu gar nichts zu nützen, es steckt keine Seele
dahinter, ich kann ebensowenig etwas von dieser Musik spielen, wie ich mich je zu einer
Kalkbrennerschen Note habe entschließen können’. Letter of 6 April 1837, in Sämtliche
Briefe, ed. Uta Wald (Kassel: Bärenreiter Verlag, 2012), vol. 5: 238–9.
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project all the more clearly. Most likely this etude originated as part of a plan, envi-
sioned between January 1835 and October 1836, to compose a set of six etudes and
fugues for piano, which evolved instead into the Six Preludes and Fugues, Op. 35,
released in 1837 by Breitkopf & Härtel.38 Mendelssohn’s original conception
would have combined technical studies reflecting contemporary trends in piano
music with contrapuntal studies realized in the most august genre of the fugue,
in effect juxtaposing the new with the old. Especially intriguing about the Etude
in B flat minor is that its sole surviving autograph in the Berlin Mendelssohn

Ex. 5. Mendelssohn, Etude in B flat minor, Op. 104b No. 1

38 On the history of Op. 35, see R. Larry Todd, ‘“Me voilà perruqué”: Mendelssohn’s Six
Preludes and Fugues Op. 35 Reconsidered’, in Mendelssohn Studies, ed. R. Larry Todd
(Cambridge: Cambridge University Press, 1992): 162–99.
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Nachlass39 directly precedes the beginning of a fugue in B flat minor (MWVU 118),
‘obviously conceived, in terms of its contents’, with the etude.40 Though he neither
completed the fugue nor incorporated Op. 104b No. 1 into Op. 35, he did compose
a Thalbergian etude in E minor, likely also from June 1836, that he ultimately
renamed as a Prelude and harnessed to an older fugue from 1827; he then pressed
these paired pieces into service as the Prelude and Fugue in E minor, Op. 35 No. 1
(exs. 6a and 6b).

For the Prelude he adapted the three-hand illusion slightly so that the arpeggia-
tions rose from below and swept across the theme, seamlessly woven as an inner
voice into the folds of the demisemiquavers.

While the Prelude (olim Etude) offers another application of the three-hand tech-
nique, the fugue, constructed on a chromatic subject later subjected tomirror inver-
sion before yielding to a freely composed chorale in the major mode, reflects
Mendelssohn’s deep study of the music of J. S. Bach. The fugal subject exposes
Mendelssohn’s most dissonant vein, with two prominent interlocked tritones,
anticipating similar uses of the interval in three other fugal subjects (the organ
Fugue in G major, Op. 37 No. 2, Organ Sonata in A major, Op. 65 No. 3, and
Overture to Elijah, Op. 70). In the E-minor Fugue the unfolding tritones highlight
a disjunct, compound melodic line that implies multiple voices, from which we
may extract a descending tetrachordal line (E–D#–D–C–B; Ex. 6c), which, as it
turns out, is also embedded into the bass line of the E-minor Prelude in its

Ex. 6a. Mendelssohn, Prelude in E minor, Op. 35 No. 1

39 Berlin, Staatsbibliothek, Mendelssohn Nachlass, vol. 20: 69–70.
40 RalfWehner, FelixMendelssohn Bartholdy: Thematisch-systematiches Verzeichnis der musi-

kalischen Werke (MWV) (Wiesbaden: Breitkopf & Härtel, 2009): 331.
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completely chromatic form (E–D#–D–C#–C–B), just one example of how
Mendelssohn related the prelude to its paired fugue.41

Put another way, Mendelssohn did not allow the rushing eddies of arpeggia-
tions to displace the compositional integrity of the prelude; rather, he engineered
the three-hand device to promote connections between the prelude and
fugue. For example, the basic rising arpeggiation (E–G–B–E), anticipates the rising
entries of the fugal subject from the bass to soprano registers (E–B–E–B). And on a
larger scale, the arpeggiation determines too the basic tonal plan of the fugue (see
Ex. 7), which begins in E minor, then modulates to the mediant G major and dom-
inant B minor, where Mendelssohn introduces mirror inversion, before finally
returning to the tonic minor, and brightening to E major with the introduction
of the chorale.

In the case of Op. 35 No. 1, Mendelssohn’s priority was to relate the prelude and
fugue, so that ideas sketched, as it were, in the prelude were realized with full con-
trapuntal rigor in the fugue, in a way recalling J. S. Bach’s approach in many of the
preludes and fugues of theWell-Tempered Clavier. Mendelssohn’s next employment
of the three-hand technique, unfurled in the first movement of the Piano Concerto
No. 2 in D minor, Op. 40, allowed virtuoso display a freer rein. Premiered at the
Birmingham Musical Festival of 1837, the concerto straightaway establishes the
dominance of the piano, when, just a few bars into the first movement, it interrupts
the opening orchestral tuttiwith a series of brief cadenza-like moments. The soloist
interjects several comments before the orchestra reasserts its traditional authority
and resumes the tutti while the piano rests. Mendelssohn’s opening affords a con-
venient comparison to Liszt’s Piano Concerto No. 1 in E flat major (1849). Here the
initial, terse orchestral tutti, built upon nothing more than a scrap of a descending

Ex. 6b. Mendelssohn, Fugue in E minor, Op. 35 No. 1

Ex. 6c. Tetrachordal Motive in Fugal Subject of Op. 35 No. 1

41 See Todd, ‘“Me voilà perruqué”’, 191–2.

107Beyond Virtuosity

https://doi.org/10.1017/S1479409824000211 Published online by Cambridge University Press

https://doi.org/10.1017/S1479409824000211


chromatic scale, is summarily challenged by the piano, which erupts in a dramatic
octave passage. In contrast to Mendelssohn’s opening, in which the piano first
enters in a reflective mode, Liszt’s opening unlocks the full force of the piano as
a virtuosic agent, subsequently given full expression in a series of brilliant caden-
zas derived from the quintessential chromaticmotive.What is more, the piano con-
tinues to hold centre stage, and indeed seems to drive the narrative arc of the
concerto forward, as if the orchestra has conceded much of its agency to that
‘novel apparition’, the ‘virtuoso of the nineteenth century’.

If Mendelssohn preserved a certain balance in Op. 40 between the soloist and
the orchestra, Liszt decidedly tilted the balance toward the soloist, perhaps in a
bid to ‘[arouse] terror and amazement’, as Clara Schumann confided to her
diary.42 Nevertheless, Mendelssohn was not completely immune to the allure of
virtuoso accoutrements. And so, for the second theme of his first movement,
after presenting it in a simple, unadorned guise by the piano, he chose to repeat
it in a florid version outfitted with what Ignaz Moscheles described as one of his
friend’s ‘favorite arpeggio passages, through which the melody seems to push its
way’ (Ex. 8).43

This version of the three-hand technique, with the arpeggiations situated above
the melody, is similar to Mendelssohn’s first experiment with the practice in the
Etude in B flat (cf. Ex. 5). At the time, his preferred instrument was a French
Erard grand, an instrument that featured a middle register capable of sustaining
well a cantabile melody, perhaps one factor in the composer’s decision to explore
effects à la Thalberg in the later 1830s.44

Mendelssohn’s final applications of the device occurred in two works from the
summer of 1841, the Variations sérieuses, Op. 54, and the Prelude in E minor, paired
with an earlier fugue from 1827 and released in the Album Notre Temps as the
Prelude and Fugue in E minor (MWV U157).45 In the case of the Prelude, he
began with an unharmonized intimation of the theme by itself, and then intro-
duced a decorative triplet pattern before combining the two and adding a discrete
bass line to generate the three parts (Ex. 9). The Variations sérieuses present a more

Ex. 7. Mendelssohn, Fugue in E minor, Op. 35 No. 1, Structural Plan

42 Quoted in Berthold Litzmann, Clara Schumann: An Artist’s Life, Based onMaterial Found
in Diaries and Letters, trans. Grace E. Hadow (London: Macmillan, 1913), vol. 1: 149.

43 Felix Moscheles, Letters of Felix Mendelssohn to Ignaz and Charlotte Moscheles (Boston:
Ticknor and Co., 1888): 168.

44 See Robert C. Parkins, ‘Mendelssohn and the Erard Piano’, The Piano Quarterly 32
(1984): 53–8.

45 Not included in the discussion here is the continuity draft for the abandoned Piano
Concerto in E minor (MWV O13, 1842–1844). In the closing section of the first movement
Mendelssohn planned a three-hand passage similar to that of the Prelude Op. 35
No. 1. See R. Larry Todd, ‘An Unfinished Piano Concerto by Mendelssohn’, in R. Larry
Todd, Mendelssohn Essays (New York: Routledge, 2008): 295.
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complex application of virtuosity within a composition that Mendelssohn himself
deliberately described as ‘serious’. Aswe know, he composed the variations for the
Album-Beethoven published by Mechetti in Vienna in 1841 to raise funds to defray
the costs of the Beethoven statue in Bonn.46 Ten pianists, including Mendelssohn,
were enlisted to contribute ‘morceaux brillants’ – essentially an invitation from
Mechetti to showcase the fashionable virtuosity of the time. But by designating
his offering as ‘serious’, Mendelssohn was in effect distinguishing himself from
the other virtuosi represented in the volume: Liszt, Chopin, Czerny, Theodor
Döhler, Adolf Henselt, Kalkbrenner, Moscheles, Wilhelm Taubert, and Thalberg.
Ironically, not every offering of these musicians celebrated Mechetti’s marketing
of ‘morceaux brillants’. Thus, Liszt contributed his transcription of the Funeral
March from Beethoven’s Eroica Symphony, while Chopin produced his hauntingly
subdued, stand-alone Prelude in C sharp minor. But perhaps most anomalous of
all was Thalberg’s creation, a (Mendelssohnian) Romance sans paroles in G minor,
Op. 41 No. 1, totally devoid of that virtuoso’s trademark virtuoso effects.
Perhaps then all the more surprising that Mendelssohn’s seventeen serious varia-
tions accommodated two that specifically revisited the three-hand technique, per-
haps impelling Louis Spohr, who heard Mendelssohn perform them in 1846, to
write that ‘he played a fearsomely difficult and highly idiosyncratic composition
of his own, “seventeen serious variations”, with monstrous bravura.’47

Ex. 8. Mendelssohn, Piano Concerto No. 2 in Dminor, Op. 40, FirstMovement, Second
Theme

46 See further Christa Jost, ‘In Mutual Reflection: Historical, Biographical, and Structural
Aspects of Mendelssohn’s Variations sérieuses, in Todd, Mendelssohn Studies, 36–63.

47 Louis Spohr, Selbstbiographie (Kassel: Wigand, 1861), vol. 2: 306–7, as trans. in Jost, ‘In
Mutual Reflection’, 40.
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Ex. 9. Mendelssohn, Prelude in E minor, MWV U157

Ex. 10. Mendelssohn, Variations sérieuses, Op. 54
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The two variations in question are the twelfth and thirteenth, positioned
roughly three-fourths of the way into the composition. In No. 12, Mendelssohn
actually insinuates elements of the three-hand technique into a boisterous martel-
lato passage of rapidly repeated chords split between the two hands (Ex. 10). In
each bar, the theme is lodged in themiddle of the texture, thus introducing the illu-
sion of three hands generating the sonorities accumulating above and below. Then,
in No. 13, Thalberg’s device emerges more clearly as the theme, still in the middle
register, is accompanied by nimble demisemiquaver staccati above and a simple
bass line below (Ex. 11). Admittedly, the appearances of these virtuoso devices
are measured and fleeting, a momentary concession that does not detract from
Mendelssohn’s overall purpose, to write ‘serious’ variations worthy of their
Beethovenian precedents.48 In the end, Mendelssohn remained wary of and con-
flicted about the new virtuosity, which he never used just in order to compete,
for example, with ‘“the greatest of musical jugglers”, as the poet Lenau called
Liszt’.49

Thalbergian Wizardries in the Hands of Fanny Hensel

In the case of Fanny Hensel, we encounter another pianist/composer who was
conflicted about the spectre of virtuosity, and yet, like her brother, also occasion-
ally experimented with Thalbergian effects. But unlikeMendelssohn, who enjoyed
a celebrity status as ‘the second Mozart’, Hensel’s musical space was largely
restricted to the fortnightly concerts she presented at the stately family residence
on the Leipzigerstrasse in Berlin. There, on 11 February 1844, Joachim attended
the premiere of A Midsummer Night’s Dream and found himself among the
crème de la crème of Berlin’s society, socializing not only with Fanny Hensel but
with Franz Liszt, whom he was encountering for the first time.50 While the social

Ex. 11. Mendelssohn, Variations sérieuses, Op. 54

48 Conceivably, by designating Op. 54 as Variations sérieuses, Mendelssohn was alluding
to Beethoven’s Serioso Quartet, though not, of course, to the unexpected and deflating con-
clusion of the finale in F major. See further, R. Larry Todd, ‘Piano Music Reformed: The
Case of Felix Mendelssohn Bartholdy’, in Nineteenth-Century Piano Music, ed. R. Larry
Todd (New York: Routledge, 1990): 204–7.

49 Litzmann, Clara Schumann, vol. 1: 152.
50 Fanny’s Sunday musicale of 11 February 1844 must have been a particularly spectac-

ular matinee, given that in attendance were ‘Henrik Steffens, Friedrich von Raumer, the art-
istsWach and Tieck, a princess fromDessau, Princess Radzivill with her families, the English
ambassador Count Westmoreland [sic], two of Bettina’s [von Arnim] daughters, a daughter
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mores of the time permitted Clara Schumann, from amiddle-class family, to be ele-
vated as Kammervirtuosin to the Austrian emperor, Hensel, a member of the
Prussian upper class by virtue of the Mendelssohns’ banking fortune, appeared
in public as a pianist only on three occasions, all charity events, when shewas usu-
ally announced in the press as the sister of her brother, ostensibly to guard her pri-
vacy. Nevertheless, shewas a virtuoso of formidable gifts, and likely one of the first
pianists to study Beethoven’s Hammerklavier Sonata;51 her concerts, by invitation
only, regularly attracted upwards of one hundred guests from the upper strata of
Berlin society and the foremost ranks of celebrities in the arts – including Liszt, the
young Joachim, the Schumanns, and, of course, her internationally acclaimed
brother.

As early as 1823 Hensel was composing technically challenging piano etudes à
la Kalkbrenner teeming with octave passages, one of the trademarks of the French
musician whom Heine would notoriously lampoon variously as an ossified
mummy or a bonbon fallen in the mud.52 But by 1837, at the height of the virtuoso
wars, Hensel was losing confidence in her own abilities at the keyboard, as she con-
fided to Karl Klingemann: ‘my playing seems to me quite antiquated after hearing
those modern wizards and acrobats, and I shrink back more and more into my
nothingness’.53 When Mendelssohn learned of these self-deprecating sentiments,
he pushed back in a letter to the siblings’ mother, Lea Mendelssohn-Bartholdy:
‘I feel rather provoked that Fanny should say the new pianoforte school outgrows
her. This is far from being the case; she could cut down all these petty fellows with
ease. They can execute a few variations and tours de force cleverly enough, but all
this facility and coquetting with facility no longer succeeds in dazzling even the
public.’54

In 1836 Hensel may have begun simulating Thalberg’s contrivances. A letter to
her brother alludes to a Thalberg-inspired piano piece in C minor,55 though unfor-
tunately no such work survives. But by 1839, she was reassessing Thalberg as
‘honey cookedwith sugar and a little drop of rum’;56 nonetheless, even this saccha-
rine critique did not dissuade her from applying the three-hand device in her piano
music. She found two occasions to do so in arguably her most ambitious compo-
sition, Das Jahr, a musical calendar of the twelve months with postlude composed
in 1841 as a Christmas gift for her husband, the painter Wilhelm Hensel, and then
revised and recopied onto specially made music paper of various hues. To this

of Prince Karl of Prussia with her governess, Schönlein, … [and] Joseph Joachim, who was
then still a boy, and, accompanied by FelixMendelssohn, performed very brilliant variations
by David’. In the middle of this performance, Franz Liszt entered, as Fanny’s neighbour,
Fanny Lewald (1811–1889) recalled in her memoirs. Fanny Lewald, Meine Lebensgeschichte,
3 vols (Berlin: Otto Janke, 1862): vol. 3: 197–8, translated by Robert Eshbach, ‘Berliner
Geselligkeit’, Joseph Joachim: Biography and Research, https://josephjoachim.com/2013/07/
08/berliner-geselligkeit/#_edn5.

51 R. Larry Todd, Fanny Hensel: The Other Mendelssohn (New York: Oxford University
Press, 2010): 88–9.

52 See further, Todd, FannyHensel, 74. Heine, Lutetia, letter of 26March 1843, 169 and 170.
53 Hensel to Karl Klingemann, 3 April 1837, in Sebastian Hensel, The Mendelssohn Family

(1729–1847), trans. Carl Klingemann (London, 1882; repr. New York: Haskell House, 1969),
vol. 2: 32.

54 Letter of 13 July 1837, in Hensel, The Mendelssohn Family, vol. 2: 32.
55 Fanny Hensel to Mendelssohn, 16 November 1836, in Marcia Citron, ed., The Letters of

Fanny Hensel to Felix Mendelssohn (Stuyvesant: Pendragon, 1987): 217.
56 Hensel to Mendelssohn, 6 January 1839, in Citron, Letters of Fanny Hensel, 267.
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Reinschrift she added epigrams drawn from Uhland, Goethe, Schiller, Eichendorff
and Tieck, while Wilhelm contributed vignettes for the twelve months, painted in
the blankmarginal spaces created by indenting the top two staves at the beginning
of each piece.57 For instance, Juni and September (subtitled Serenade and Am Flusse,
to which we return shortly), inspired fromWilhelm scenes showing respectively a
woman on a balcony being serenaded by a man playing a lute below (perhaps
Fanny and Wilhelm, during their Italian sojourn of 1839–1840), and a barefooted
woman reposing languorously by a brook (perhaps Fanny or her sister,
Rebecka). The two epigrams are taken from the Walpurgisnacht scene in
Goethe’s Faust, Part 1, in which Faust and Mephistopheles ascend the Brocken to
attend the witches’ madcap saturnalia (lines 3883–4, ‘Hör ich Rauschen, hör ich
Lieder/ Hör ich holde Liebesklage?’), and from the same poet’s ode An den
Mond (‘Fliesse, fliesse, lieber Fluß/ Nimmer werd ich froh’).

Just how significant Das Jahrwas for Fanny Hensel’s evolution as a composer is
evident in the layout of this fair copy, which she had bound in an album prefaced
by a formal, engraved title page that announced the pieces asZwölf Charakterstücke,
as if she imagined publishing the work.58 In addition, she had the poetic epigrams
engraved and interleaved on pages between the movements. The result was a sub-
stantial, programmatic keyboard cycle, one hour or so in duration, with multiple
layers of poetic, visual, and musical meaning. Unifying the work musically was
the placement of three chorales for Easter (March, ‘Christ ist erstanden’),
Christmas (December, ‘Vom Himmel hoch’), and the Nachspiel (‘Das alte Jahr ver-
gangen ist’), and a clear tonal plan to facilitate the sequence of the individualmove-
ments.59 Of particular interest to us here, though, is that for the first version of the
cycle Fanny incorporated the three-hand device into two movements – June and
September – before recasting June so as to moderate its virtuoso displays.60

In the first version of June, after a brief Largo introduction the Andante estab-
lishes a simple pattern of broken quaver chords that effectively bring to life the
still image of the lute in the vignette. Next, Hensel’s theme emerges in an inner
voice, fitted judiciously between the accompanying chords, before spilling over
into the soprano register (Ex. 12). In the final section of the movement, this intima-
tion of a third hand yields to a fully virtuosic unleashing of the techniquewith nim-
ble arpeggiated semiquaver triplets (Ex. 13), unmistakably reorienting the music
toward Thalberg’s wizardry. A short coda reinstates the quaver chords, returning
us to the opening and bringing us full circle as the music dies away.

As if sensing that this unexpected, energetic release of virtuosity was incongru-
ent with the intimate mood of her husband’s vignette, Hensel completely recreated
the movement for the fair copy, preserving only the key (D minor) and time signa-
ture (6/8). Like the first version of Juni, the second alludes to the genre of the

57 For a full facsimile of the second autograph (Berlin, Staatsbibliothek,
Mendelssohn-Archiv Ms. 155) see Fanny Hensel, Das Jahr, zwölf Charakterstücke (1841) für
das Fortepiano, illustrierte Reinschrift mit Zeichnungen von Wilhelm Hensel, ed. Beatrix
Borchard (Kassel: Furore, 2000). For identifications of the epigrams, see Marian Wilson
Kimber, ‘Fanny Hensel’s Seasons of Life: Poetic Epigrams, Vignettes and Meaning in Das
Jahr’, Journal of Musicological Research 27 (2008): 359–95.

58 The composer never saw Das Jahr through the press, though, as we shall see, in 1846
she did release one of the months, September, as an untitled Lied, Op. 2 No. 2.

59 See R. Larry Todd, ‘Issues of Stylistic Identity in Fanny Hensel’s Das Jahr (1841)’, in
Todd, Mendelssohn Essays, 249–60.

60 Berlin, Staatsbibliothek, Mendelssohn-Archiv Ms. 47.
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barcarolle, with its lilting, dactylic and trochaic rhythms. Once again, themelody is
introduced in themiddle register (Ex. 14) – to suggest themale voice of the serenad-
ing figure – before it moves into the soprano. But the material of the accompanying
third part remains tempered throughout the piece – rocking quaver chords replace
the technicallymuchmore challenging triplets of the first version. In short, the allu-
sion to the three-hand technique in Example 13 is used to promote musically the
visual imagery of the vignette, not to indulge in virtuosity for its own sake.
Much the same effect obtains in September (Ex. 15), where the decorative

Ex. 12. Hensel, Das Jahr, Juni (First Version)

Ex. 13. Hensel, Das Jahr, Juni (First Version)
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arpeggiations above the middle-register theme become murmuring triplets
blurred by liberal pedal markings, a fluid musical counterpart for Goethe’s stream
of life illustrated in Wilhelm Hensel’s vignette, and thus related again to the pro-
grammatic meaning. Nevertheless, the placement of the theme between the triplets

Ex. 14. Hensel, Das Jahr, Juni (Second Version)

Ex. 15. Hensel, Das Jahr, September

115Beyond Virtuosity

https://doi.org/10.1017/S1479409824000211 Published online by Cambridge University Press

https://doi.org/10.1017/S1479409824000211


above and the bass line below still betrays the origins of the texture in the illusion of
three hands. Notably, in 1846, the penultimate year of her life, Hensel extracted
September from Das Jahr and published it as the second of her Vier Lieder für das
Pianoforte, Op. 2, though without its title, epigram, or vignette, effectively trans-
forming a programmatic Charakterstück into an ‘absolute’ Lied ohne Worte.

Muted Three-hand Allusions and the Schumanns

A third member of Joachim’s circle was Robert Schumann – first in Leipzig, then in
Düsseldorf, where he collaborated with Brahms and Albert Dietrich to create for
the young violinist the cipher-encrusted FAE Sonata.61 Unlike Hensel in the first
version of Juni and Mendelssohn in his Prelude, Op. 104b No. 1, Robert
Schumann tended not to apply the three-hand technique in ostentatious ways,
though surely not for a lack of interest in virtuosity – at the time, his larger
piano works were considered at best difficult and challenging, both to perform
technically and to interpret aesthetically. But Robert Schumann did record his reac-
tions to the device in his music criticism, which found a ready outlet in the Leipzig
journal he established in 1834, the Neue Zeitschrift für Musik. There, in several
reviews, he lamented what he viewed as the crass commercialism of the virtuosi,
and then focused in particular on the two he viewed as the best of breed,
Thalberg and Liszt. Concerning the former, we read, for instance: ‘He wants to
please the crowd with his glittering performances; the composition itself is a sec-
ondary concern. If in all this there were not a spark of something nobler here
and there, and were there not, in individual passages, signs of a more industrious
working-out, his compositions would simply have to be counted among the thou-
sands of pieces of virtuoso hackwork that appear year in and year out, only to be
forgotten immediately’.62 With respect to three-hand gimmickry, Robert
Schumann used the occasion of reviewing Thalberg’sDouze Etudes, Op. 26, several
of which employ the device, to comment: ‘Many of our young fantasia and etude
composers have become infatuated with a texture, commonly used earlier, that has
now reappeared in conjunction with the rich new effects of the modern piano. One
just gives a passably broad melody to some voice and surrounds it with all sorts of
arpeggios and artful figurations in the same harmony. This is perfectly all right, if it
is done interestingly and with originality; but one really ought to be able to come
up with something else, too’.63

In short, Robert Schumann was concerned that the device had become a default
mechanism for the display of sheer virtuosity. Experiencing Thalberg’s meretri-
cious conceits was more about marvelling at how two hands alone could seem-
ingly produce a fully-fledged piano duet à 4 than admiring in a composition
musical ideas of durable substance.64 And so, when Robert Schumann chose to
deploy the device in his Symphonic Etudes, Op. 13, published in 1837, he confined

61 See further Katharina Uhde and R. Larry Todd, ‘Joachim and Musical Solitude, or the
Beginnings of the Ciphers F-A-E and Gis-e-la’, in Nineteenth-Century Programme Music:
Creation, Negotiations, Reception, ed. Jonathan Kregor (Turnhout: Brepols, 2018), 25–38.

62 NZfM 15 (1841), 126, as trans. in Plantinga, Schumann as Critic, 211.
63 NZfM 7 (1837), 47, as trans. in Plantinga, Schumann as Critic, 213.
64 Thus, for instance JosephMainzer: ‘Anyonewho is sitting where he can see Thalberg’s

fingers cannot help but be astonished; those who are not so lucky must believe that they are
listening to a performance of an ordinary four-hand composition. Thalberg has contributed
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it to just one etude, the third (Ex. 16), so that for its siblings hewas able ‘to come up
with something else, too’. In other works, the references to three hands tend to be
more muted, though no less effective. The Romanze, Op. 28 No. 2 (1839), for
instance, presents the performer with a lyrical melody doubled in thirds by the
thumbs, with lapping, susurrant arpeggiations above and below (Ex. 17); here,
the thickness of the texture led him to notate the opening bars on three staves, a
visual cue, as it were, for the reference. In other works, Robert Schumann experi-
mented with a modification of the texture, in which the melody is either reinstated
in the soprano voice, from where it spins out arpeggiations descending to the bass
line, as in the fourth of the Gesänge der Frühe, Op. 133 (Ex. 18, 1853),65 or in which
the lower lying arpeggiations seem to throw off a sketch-like sopranomelody, as in

Ex. 16. Robert Schumann, Symphonic Etudes, Op. 13

Ex. 17. Robert Schumann, Romanze, Op. 28 No. 2

immeasurably to the advancement of technique, but he has done nothing for art’. NZfM 6
(1837), 185, trans. in Plantinga, Schumann as Critic, 214.

65 Fanny Hensel applied this variant as well; see, for example, Op. 2 No. 4 (1846).
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the first of the Drei Phantasiestücke, Op. 111 (Ex. 19, 1851). Finally, a special case
obtains at the opening of the Konzertstück in G major, Op. 92 (Ex. 20, 1849). As
the piano executes a series of pianissimo arpeggiations, the clarinet introduces the
theme in crotchets in the middle register, engulfed by demisemiquavers above
and below. The clarinet in effect substitutes for the pianist’s “third hand”, yielding
yet another variant of the device that contrasts timbres of two different
instruments.

One other member of Joachim’s circle, Clara Schumann, was an acclaimed vir-
tuosowho found a special context in which to explore an enriched, three-hand tex-
ture – the fourth, or midpoint, of the Variations on a Theme by Robert Schumann,
Op. 20, composed in 1853, just months before her husband’s suicide attempt in
February 1854. As is well known, the theme for this work, a wistful melody that
wavers between F-sharp minor and A major, was drawn from his Bunte Blätter,
Op. 99 (1850). At the beginning of the composition, the theme appears in the
soprano, as if representing Clara Schumann’s voice. But in the fourth variation
(Ex. 21), it moves an octave lower, accompanied by rapidly rising triplets above
(and eventually below). The symbolism seems clear enough: now Robert sings
his plaintive melody, while Clara embellishes it with her added virtuoso lines.
The gendered roles of the tenor and soprano ranges come to full fruition in the

Ex. 18. Robert Schumann, Gesänge der Frühe, Op. 133 No. 4

Ex. 19. Robert Schumann, Phantasiestücke, Op. 111 No. 1
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Ex. 20. Robert Schumann, Konzertstück, Op. 92

Ex. 21. Clara Schumann, Variations on a Theme by Robert Schumann, Op. 20
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ultimate variation, inwhich Clara Schumann reassigns hismelody to herself, while
Robert Schumann intones an idea from her youthfulRomance variée (1833), the very
theme he had treated to variations in the Impromptus on a Romance of Clara Wieck,
Op. 5 (1833).

Performing Bodies, Technical Bodies, and the Edge of Instrumental Resistance

Though techniques alluding to three hands or multiple performing bodies dimin-
ished sharply in popularity after the mid-nineteenth century, violin and piano
music from the later nineteenth and twentieth centuries remained highly virtuosic
and often ‘unplayable’ in other ways. The difference between before and after the
half-centurymark is that later examples tended not to celebrate so overtly such spe-
cial effects, because doing so would revive the no longer tenable principle of ‘vir-
tuosity as a reward in itself’. Rather, three-hand techniques and their related
sleights of hand were largely escorted off the stage and into the practice room,
where they still retain pedagogical value to this day.66

This journey through selected violin- and piano repertoire composed in the cir-
cle of Joachim and theMendelssohn and featuring sonic illusions tomultiple hands
or bodies invites one concluding reflection, namely, on the function of, and ‘distri-
bution of labour’ between, the hands or bodies. All examples manifested the allu-
sion via notation or ‘as text’, but also ‘as sound’. The reason why so many
composers of virtuoso music made use of multiple-hands allusions – and there
are surely manymore than discussed here – is because the device allowed compos-
ers, performers, and audiences to expand their views on what the ‘performing
body’ is capable of. As Paul Craenen suggests, instrumental virtuosity always
involves a physical effort and a sound result. In the discussed multiple-hands allu-
sions, the space between physical ‘effort’ and ‘sound result’ is maximized, so to
speak. The performing body adjusts itself in such a way to create the illusion of
more than two hands working while the sound result responds to this effort by
delivering a delineated additional voice. Indeed, the examples above are relatively
balanced regarding the manifestation of that voice both on the level of
‘music-as-text’ and on that of ‘music-as-sound’. While the examples do not cross
the line of what Craenen calls ‘instrumental resistance’ – given that all passages
are definitely playable for any professional willing to practice – they do expand
the performer’s and listener’s imagination by creating the illusion of an additional
hand that can accommodate an additional voice.67 The composers discussed here
wrote their music for their own instruments and could ‘call to mind’ experiences of
that instrument while composing, which those unfamiliar with the instrument

66 Thanks to the reviewers for pointing out that occasionally Joachim performed a
Paganini Caprice after the mid-1800s; but as studies on Joachim’s core repertoire show
(above all Borchard, Stimme und Geige: Amalie und Joseph Joachim (Vienna: Böhlau, 2005)),
Joachim’s programming intentions from the 1860s onward strongly favoured the
Austro-German eighteenth- and nineteenth-century canon.

67 Paul Craenen, Composing under the Skin: The Music-making Body at the Composer’s Desk
(Leuven: Leuven University Press, 2014): 111, ‘In the development of musical playing tech-
niques, the interaction between human intentionality and instrumental resistance can be con-
sidered as a game in which musical energy is conducted along the places or trajectories
(which can also be understood literally as positions on the instrument or an
instrument-oriented movement) where the relationship between effort and sound result is
most advantageous to the music-making body’.
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would not be able to access.68 The question is whether the examples alluded to ‘a
technical body’ via instructions in the score, that is, a second body in addition to
the ‘performing body’. A technical body is present when the score that serves as
‘notation of the musical idea’ evinces signs of an instruction manual so that one
body performs the technical aspects while the other ‘performing body’ performs
the music.

In several examples of multiple-hands illusions there were playing instructions
needed to perform the music adequately, from the + signs in the violin part that
appeared in addition to pizzicato to designate the use of the left hand (versus the
right, which a violinist would use if the + sign was absent), to the instructions of
pedalling and legato in several of the piano examples. These pedalling instructions
(when to depress and when to lift the pedal) and legato instructions are often
needed to articulate clearly that additional voice, such as when the third voice is
a middle voice. (In earlier music, such as by Felix Mendelssohn, pedal markings
are more the exception than the rule.) Perhaps one could say that there is an allu-
sion to a ‘technical body’ emerging from the instructions of the score, but not
enough to intervene with the nineteenth-century idea of the omnipotent virtuoso
performer whose ‘manual dexterity… sensuality of the sound, and… personality
in the “touch” all melt into the lyrical, metaphorical imagery with which the
virtuoso musical performance was acclaimed or lambasted by early nineteenth-
century journalists’.69

The illusion of an additional hand connects, as we have seen, with the trope of
the supernatural or some kind of ‘impossibility’.70 Indeed, the performer’s ‘truly
miraculous… hands’ are what many audience members found most mesmerizing
when listening to Franz Liszt.71

The reaction that some of the composers themselves developed against this and
other types of explicit virtuosic feats – such as Joachim and Clara Schumann – is
understandable when we consider that playing a passage with multiple-hands
allusions almost forced the performer to limit their attention to the ‘literalness of
the notation’, which could mean taking away space for realizing expressive poten-
tial. Indeed, just doing what the literal notation demands in the discussed exam-
ples – playing the printed notes, the dynamics, the tempo instructions – required
in the case of the piano examples almost a sense of splitting up the brain into
three parts, one per voice to execute, whereby the two thumbs as well as the
hands would have to cross into the other hand’s domain, which for the performer
presents a unique mental demand.

Above all, the composers investigated here all operated under a shared cultural
knowledge of materiality regarding the instruments for which theywrote. As most
middle-class households had a piano, and because audiences’ musical tastes and
preferences were overall more homogenous than they are today – for example,
most people would know that a piano is played with two hands and that a
piano score contains an upper line for the right hand and a lower line for the left

68 Craenen, Composing under the Skin, 114.
69 Craenen, Composing under the Skin, 124–5.
70 Craenen, Composing under the Skin, 124: ‘[V]irtuosity [ … ] means the possibility to

bypass some kind of impossibility. In the empirical world, in manual inventions, relation-
ships, communication, or anywhere that a body is present as a subject, virtuosity is the capac-
ity to go beyond reality, to cheat triviality’.

71 Craenen, 125, quotes Dieter Hildebrandt, Pianoforte: Dezegetocht van een muziekinstru-
ment (Amsterdam: Contact, 1991): 164–5.
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hand – the allusions to multiple hands would have been recognizable to both con-
noisseurs and amateurs. This ‘shared cultural knowledge of musical instrumental-
ity’ provides an important foundation for these composers’ explorations of
multiple-hands effects.72

Joseph Joachim the performing violinist is not typically discussed within the
context of the physical or embodied. While inside his own mind he was surely
aware of his ‘performing body’; and while in his teaching of young violinists at
theHochschule hewas likely cognizant of his and their instructing or ‘technical bod-
ies’, as a public performer he maintained an illusion of the body having overall lit-
tle to do with performing, as Leistra-Jones has shown73 – hence his ability to
convey an ‘electrifying sense of merging with the composer’ via ‘slippages’, be it
Tartini, Mozart, Viotti, Beethoven, or Brahms, as Tekla Babyak argues in her article
in this themed issue. And yet, because Joachim viewed himself and Clara
Schumann (and, we might add, Brahms) as a cohort of artists seeking to reverse
the tawdry display of virtuosity, it may be argued that one of his goals was to
help exorcise the spectre of Paganini. Following in the footsteps of Mendelssohn,
Joachim did so in the company and full collaboration of Clara Schumann.

It was precisely Joachim’s acute historicist perception, solidified during the
1850s, that allowed his musical aesthetics to turn so sharply from his openness
to, tolerance and acceptance of dazzling violinistic tricks in the 1840s, to their rejec-
tion in his later career. What appeared to the outside world as a sudden, inexplica-
ble attack on Franz Liszt via the ‘Absagebrief’was therefore more than that: it was
an Absage to the Virtuosentum of the violin and piano world, including
Paganinimania and Lisztomania.

72 Craenen, Composing under the Skin: The Music-making Body at the Composer’s Desk, 128.
73 Karen Leistra-Jones, ‘Staging Authenticity: Joachim, Brahms, and the Politics of

Werktreue Performance’, Journal of the American Musicological Society 66/2 (2013): 397–436.
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