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ABSTRACT 

 

The topic of the present artistic research ‘Variations on a Rococo theme, Op. 
33, Pyotr Tchaikovsky and Karl Friedrich Wilhelm Fitzenhagen – a creative 
collaboration’ – might be viewed as superfluous by music historians who believe 
that everything is already known about the Variations’ history. However, in many 
‘mainstream’ scientific publications, Fitzenhagen is accused of arbitrarily reshaping 
the sequence of the Variations and therefore altering the tonal structure of the work.   

Indeed, we should keep in mind that nearly all contemporary research 
publications are based on a relatively limited amount of mid-20th-century Soviet 
sources. It is necessary every so often to reassess ‘certainties’ and to decipher the 
facts by proposing another look for the sake of grasping the truth of the matter.   
Therefore, the time has come to shed new light on previous methods of analysis, 
reconsider current views, revise the existing musicological works and musical texts, 
and revisit the period when Tchaikovsky’s Rococo Variations were composed, 
performed and published.   

It is important today to emphasise the positive side of this particular  
composer-performer collaboration. Fitzenhagen’s name is inextricably linked to 
Tchaikovsky’s Variations specifically because this work was initially dedicated to 
the cellist. Moreover, Tchaikovsky was on friendly terms with Fitzenhagen, and on 
several occasions asked him to proofread and if necessary adapt cellistically a 
number of his compositions.  

The conceptual clarification of historical, textological and editorial evidence 
supported here by a number of documents, such as the manuscripts of the Variations’ 
Piano-cello  score, the Violoncello-Solo part (both are the initial eight-variations 
version), first editions, the full text of Fitzenhagen’s letters to Tchaikovsky and 
photographs that are, for the most part, new to English readers.  

This thesis also comprises selections of texts from Russian and European  
Methods on performance practice that were readily available in Russia throughout 
the mid-19th century and into the beginning of the 20th century – the time of the 
Variations’ creation and first publications. More specifically, treatises by authors 
such as Charles de Bériot, Karl Davydov were actually in Tchaikovsky’s personal 
library. 
 





| 31 

 
PREFACE 
 

Pyotr Ilyich Tchaikovsky’s Variations on a Rococo theme, Op. 33, were 
dedicated to the cellist Karl Friedrich Wilhelm Fitzenhagen, who premiered this 
masterpiece in Moscow in 1877. Fitzenhagen’s role in the compositional process has 
frequently been discussed by musicologists and performance practice specialists. In 
this thesis, we aim to re-assess Fitzenhagen’s involvement with the Variations with 
regard to ‘Texttreue’ – in other words, the performer’s fidelity to the text of a work 
– and re-evaluate Fitzenhagen’s own arrangement of the Variations with regard to 
the most recent musicological publications. In the field of today’s performance 
practice, our task is to shine a much-needed light on Fitzenhagen’s contribution to 
the Variations’ editorial and publishing processes as well as reinstate his positive 
influence on the Russian school of violoncello playing. 

 
In the first part of the thesis, the chronological history of the editorial and 

critical correspondence in the history of the Variations will be treated in detail. The 
two distinct versions of the Variations, which co-exist already in the original 
manuscripts, are of central significance to the subject matter. The conceptual 
clarification of historical, textological and editorial evidence includes several 
documents such as excerpts from the manuscript of the Variations’ Violoncello-Solo 
part (the initial eight-variations version), first editions, photographs, and 
Fitzenhagen’s letters that are presented here for the first time for the English reader. 
The confusion around the name of Fitzenhagen’s editor – Luckhardt in Berlin vs 
Leuckart in Leipzig – has been reviewed and clarified conclusively for the first time.  

 
Since nearly all contemporary publications on the Rococo Variations are 

based on mid-20th-century Soviet sources, our duty is to examine previous methods 
of analysis, review the existing musicological works, the musical texts and to revisit 
the period when Tchaikovsky’s Variations were composed, performed and 
published. It is important to note the positive side of the composer-performer 
collaboration between Tchaikovsky and Fitzenhagen; the composer was on 
professional as well as friendly terms with the cellist, and on many occasions asked 
him to proofread and edit a number of his compositions for the cello. 
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We propose to take a closer look at the Variations in the context of their period 
and style, and investigate Fitzenhagen’s artistic lineage through the Dresden cellist 
Friedrich Wilhelm Ludwig Grützmacher. We can see similarities in their approach 
of musical text treatment, as Grützmacher and Fitzenhagen give performance 
indications that are still relevant today.  

 
In Part II we compare Karl Davydov’s pedagogical method – presented here 

through the writings of his student Vasily Hutor – with Fitzenhagen’s teaching style 
as observed in his manuscripts, editions and teaching syllabus.  Interestingly, both 
methods have the same Germanic roots. However, the development of the Russian 
School would not have been possible without a number of foreign contributors, 
musicians who lived, stayed for a long period of time or travelled extensively in 
Russia. We refer to string players such as Charles de Bériot, Bernhard Cossmann, 
Karl Friedrich Wilhelm Fitzenhagen, Bernhard Romberg, Adrien Francois Servais, 
Carl Schuberth, and Louis Spohr, not to mention their numerous wind virtuosi 
colleagues. 

 
Finally, we would like to highlight our own perspective as performers in the 

recording with Claire Chevallier (Passacaille Label №1047) in which we focus on 
all the performance details that are suggested by Tchaikovsky and Fitzenhagen in 
the Variations’ manuscripts. In this thesis, we have assigned the letters ‘A’ to the set 
of eight variations by Tchaikovsky and ‘B’ to the version amended by Fitzenhagen 
that consists of seven variations. In addition to the commercially issued CD 
mentioned above, a separate recording of the two versions is presented on CD as a 
supplement to the thesis. The ‘B’ version on this CD was done on the editing table 
by combining materials from the ‘A’ version following Fitzenhagen’s instructions 
that we find in both the orchestral and the fortepiano-violoncello scores (see Chart 
I, Appendix I).  

 
It is essential to note that the Variations were first composed for violoncello 

and fortepiano. Therefore, the usual term ‘piano reduction’ (Klavierauszug in 
German) does not strictly correspond to the original French indication ‘pour 
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violoncelle et piano’ (for violoncello and piano) that we find on the title page of the 
first edition.2 

 To our knowledge this recording is the only CD publication available till now 
on period instruments and in keeping with this original first instrumentation. The 
instruments used for the recording are as follows:  

a violoncello by Leopold Widhalm (Nurnberg, mid-18th century). The cello 
was stringed with two open gut strings A and D, and overwound gut for the two 
lower strings G and C; 

a fortepiano by Jakob Becker (Saint Petersburg, 1875).3 
 

The intricate editorial and publishing history of the Variations will be 
explained here with the help of tables and charts.  

 

 

As mentioned earlier, the development of the Russian School would not have 
been possible without a number of foreign contributors, musicians who lived, stayed 
for a long period of time or travelled extensively in Russia. We refer to string players 
such as Charles de Bériot, Bernhard Cossmann, Karl Friedrich Wilhelm 
Fitzenhagen, Bernhard Romberg, Adrien Francois Servais, Carl Schuberth, and 
Louis Spohr, not to mention their numerous wind virtuosi colleagues. 
 

 

                                                 
2 Note that instead of the terms ‘piano reduction or arrangement’ (Klavierauszug in German) we 
here use more precise definitions such as ‘fortepiano-violoncello score,’ ‘Piano-cello score,’   
‘violoncello-solo part,’ as well as indications such as ‘Piano’ and ‘Violoncelle-Solo,’ the latter are 
present on the title pages of the manuscript Fund 88 № 97 a and b (for further explanation see the 
chapter ‘Conclusion’ ). 
3 For an exhaustive list of available recordings see: http://en.tchaikovsky-
research.net/pages/Variations_on_a_Rococo_Theme:_Recordings 

http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme:_Recordings
http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme:_Recordings




| 35 

 

Biography of Karl Friedrich Wilhelm Fitzenhagen (1848 - 1890)  
(revised and extended version) 
 
 
 

Fitzenhagen is such an artist, with the acquisition of whom we can only 
congratulate the Conservatory, especially if we recall that generally there are not 

too many cellists, particularly good ones, in the world.  

Herman Laroche4 

 

Karl Friedrich Wilhelm Fitzenhagen (1848 - 1890) was a prominent German 
violoncello player whose name is associated with one of the most celebrated pieces 
of the violoncello repertoire: Tchaikovsky’s Variations on a Rococo theme, Op. 33. 
He is known both as the dedicatee and first performer of this virtuosic work. 
Fitzenhagen was one of the founders of the Russian violoncello school in Moscow 
together with Karl Davydov in Saint Petersburg. He was engaged by the Imperial 
Russian Musical Society (IRMS) as a soloist, chamber music player and professor 
at the Moscow Conservatory (1870 - 1890). He was also known as a composer, 
music director and editor.5 

Karl Friedrich Wilhelm Fitzenhagen was born in Seesen am Harz6, near 
Braunschweig, on 15 September 1848, into the family of the town’s music director. 
From a very early age he learned to play several orchestral instruments including 
woodwind, and on occasion joined his father’s orchestral performances, filling a 
vacancy where it arose. As a child he acquired musical skills which would serve him 
well in later life. Fitzenhagen received his first regular cello lessons from the ducal 

                                                 
4 The ‘Modern Chronicle № 4,’ 1871; Herman Laroche (1845 - 1904), Russian music and literary 
critic, teacher, and longstanding friend of Tchaikovsky; read further: http://en.tchaikovsky-
research.net/pages/Herman_Laroche. 
5 Note that further in this thesis the Imperial Russian Musical Society is abbreviated as ‘IRMS’; 
Fitzenhagen was a music director of the Moscow Musical Circle from February 1885. 
6 Seesen is a town and municipality in the district of Goslar, in Lower Saxony, Germany, 
Fitzenhagen’s birthplace. 
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chamber musician Plock, in Brunswick, where he also made progress in both piano 
and violin.7 

He was 14 years of age when his studies of the violoncello started in earnest. 
In October 1862 he became August Theodore Müller’s pupil. Three years later, 
Fitzenhagen played a solo concert at the Théâtre Royal for the Duke of Brunswick. 
This debut was so pleasing to the Duke that, in order to advance young Fitzenhagen 
in his artistic career, he released him entirely from military service. 

Aristocratic patrons soon supplied him with the means of pursuing his cello 
studies under Friedrich Grützmacher8 in Dresden, starting in May 1867. A year later, 
in spite of his youth, he was made a member of the Saxon Hofkapelle (the Court 
Chapel). From that time he frequently appeared as a soloist. He took part in the 
Leipzig general musical gathering in 1869 and in the Beethoven Festival in 1870. 

That year Fitzenhagen received two attractive offers simultaneously: the first 
one came from Franz Liszt who invited him to become an orchestral soloist at the 
Grand Ducal Chapel in Weimar. The second was from N. Rubinstein, the director of 
the Moscow Imperial Conservatory, to replace Bernhard Cossmann, the eminent 
cello virtuoso and professor, to teach violoncello classes and participate actively in   
the musical and cultural scene in Moscow (see Figure 1). It is important to mention 
that the latter position would help Fitzenhagen avoid being drafted into the Franco-
Prussian War. Thus, Fitzenhagen enthusiastically accepted Rubinstein’s invitation. 
He was twenty-two years old when he moved to Moscow with his newly wedded 
wife Louise Fitzenhagen (née Büttner).9 

Fitzenhagen’s professional debut took place on 6 November 1870, in a 
Symphonic Assembly of the Moscow branch of the IRMS. He played Grützmacher’s 
                                                 
7 The chamber musician Plock was mentioned by von Wasielewski (1894), p. 133, then by van der 
Straeten (1915; reprint 2008) p. 451, later we find him in Ginsburg, ‘The Violoncello art history,’ 
p. 278; see also the Bibliography and Reference section. 
8 Grützmacher, Friedrich Wilhelm Ludwig (1832 - 1903). German cellist and composer. In 1860, 
Rietz brought Grützmacher to the Dresden Hofkapelle. In 1864 he replaced Kummer as solo cellist. 
Later he was appointed as Kammervirtuos to the King of Saxony. He remained at Dresden for over 
40 years, making frequent tours through Europe and Russia as a soloist and chamber music player, 
and becoming an esteemed and influential teacher. Alexanian, Becker, Fitzenhagen, Gérardy and 
Hegar were among his most notable pupils. In the most recent and complete work on Grützmacher, 
Kate Bennett Wadsworth wrote: ‘The broad outlines of Grützmacher's career also place him at the 
heart of a 19th-century German musical tradition, referred to at the time as ‘classical,’ that included 
the musical circles of Mendelssohn, Schumann, and Brahms; see also: MacGregor, Grützmacher. 
9 Franco-German War, also called Franco-Prussian War, (July 19, 1870 - May 10, 1871), war in 
which a coalition of German states led by Prussia defeated France. 
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Concerto (in G minor) and the Sarabande and Gavottes from one of Bach’s suites 
for violoncello solo, probably № 6 in D major (see Figure 2 below). Later on he 
performed – as a soloist of the IRMS’ assemblies – concertos by Rubinstein (both 
Anton and Nikolay), Servais, Molique, Raff, Lindner, Eckert and Vieuxtemps, as 
well as his own compositions (see Figure 14). Alongside his own works he also 
performed pieces by K. Davydov, A. Rubinstein, P. Tchaikovsky, G.F. Handel, P. 
Locatelli, W.A. Mozart, F. Schubert, R. Schumann, D. Popper, F.X. Neruda and 
others.  
  He was one of the German teachers who played a significant role in 
specialised music education in Russia. Together with his Russian, Italian and Czech 
colleagues, they ensured that the two conservatories, in Moscow and Saint 
Petersburg, achieved world fame. Fitzenhagen gave his heart and soul to his newly 
adopted country where he lived and worked over a 20-year period. It is well known 
that he refused numerous teaching invitations purely because he did not want to leave 
Russia. His colleagues and students Russianised his name, turning it into Vasily 
Fyodorovich.10 He did not publish a violoncello Method but his nine years program 
together with his compositions for studying the violoncello confirm the strength of 
his pedagogical system.11 

As first cellist of the IRMS Orchestra, chamber musician, music director, 
composer and professor at the Moscow Conservatory, Fitzenhagen enjoyed a high 
status in the Moscow music scene. He devoted himself to the Conservatory and 
actively participated in the development of local musical life. During this time the 
technical skills of his graduates improved enormously. Fitzenhagen encouraged his 
students to garner experience on stage and often invited them to participate in the 
IRMS chamber music concerts. The names of Fitzenhagen’s most famous students 
such as Anatoly Brandukov, Ivan Saradzhev, Pyotr Danilchenko and Joseph 
Adamowski are also worth mentioning in this context. 

Wilhelm Fitzenhagen can be counted among Tchaikovsky’s close friends. As 
an outstanding interpreter, Fitzenhagen inspired the composer to write his first 
original work for cello: Variations on a Rococo theme. The work, created in 
December 1876 - January 1877, was dedicated to Wilhelm Fitzenhagen who was 

                                                 
10 See, for instance, ‘Report of the Moscow Branch, 1883 - 1884,’ p. 74. 
11 See Appendix III b.: Nine-year program of violoncello classes at the Moscow Imperial 
conservatory; Lomtev (1998), pp. 189-190. 
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actually its first editor and performer. The premiere of the orchestral version took 
place on 18 November 1877 in Moscow under the baton of N. Rubinstein.  

Combining pedagogic activity with performance practice, Fitzenhagen 
frequently participated in solo, chamber and symphonic concerts, and regularly 
toured in Russia and abroad. Davydov treated Fitzenhagen with great respect and on 
several occasions invited him to play in Saint Petersburg. The first performance took 
place in N. Rubinstein’s concert in 1873, in which – besides his own works – he 
performed compositions by Servais and Popper. In a concert review we read: 

 
The name of this virtuoso is quite known in Saint Petersburg’s musical 
spheres. The only thing lacking was to hear him play in public and we 
must confess that Fitzenhagen justified the reputation that he has in 
Moscow. His playing is very solid, the tone is beautiful and the technique 
is very satisfactory. In addition, Mr. Fitzenhagen is an excellent musician, 
whose musical phrasing is performed with great taste.12 

 
Fitzenhagen played in trio with pianists such as Anton and Nikolay 

Rubinstein, Sergei Taneyev, Vasily Safonov, violinists Ferdinand Laub, Jan (Ivan) 
Hřímalý, Adolph Brodsky, and in duo with N. Rubinstein, Paul (Pavel) Pabst and 
Safonov. He performed Beethoven’s Triple Concerto, Op. 56 with N. Rubinstein 
and Hřímalý in 1878, and the Moscow premiere of Brahms’ Double Concerto, Op. 
102 with Hřímalý in 1888. One of the Moscow reviewers informs us that ‘an 
interesting canon from a Bach sonata, transcribed by Fitzenhagen for the violin and 
the violoncello with contrabass accompaniment’ was performed as an encore.13  
While playing abroad he contributed to the popularisation of Russian music, 
especially works by Tchaikovsky – who was one of his favourite composers – at a 
time when the composer was not very well known. In 1872 a correspondent of the 
‘Musical Leaflet’ reported:  
 

In Cassel, in one matinée of the Allgemeine deutscher Musikverein 
festivities, cellist Fitzenhagen (the Moscow Conservatory professor) 
dared to play an Adagio from a string quartet of our talented composer 

                                                 
12 ‘Musical Leaflet’ № 22, p. 349. 
13 ‘Moscow register № 316,’ p. 278.  
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Tchaikovsky, that was transcribed for the cello with fortepiano 
accompaniment and, of course he made an impression on the assembled 
small but musical audience. It is gratifying to hear that the Germans finally 
enjoy Russian music by a good composer. They still do not know our 
composers and do not have the slightest confidence in them.14  
(see Figures 3 and 4) 

 
Tchaikovsky highly appreciated Fitzenhagen’s talent, his musical and 

instrumental skills, especially his warm and full violoncello tone, strong virtuosic 
technique and the subtle excellence of his phrasing. In a concert review for the 
Moscow newspaper Russian register № 59, published on 18 March 1873, 
Tchaikovsky wrote: 

 
This artist has irrefutable merits: his playing is carefully thought through 
and enhanced by his proficient and strong technique. Furthermore, in his 
own compositions Mr. Fitzenhagen shows himself to be a fine musician, 
brought up on the classic masterpieces of the German musical school. 
 
Mr. Fitzenhagen’s new work, his Concert fantastique, testifies to the great 
strides made by this virtuoso in the field of composition. Its melodic ideas, 
its form, and also its marvellous instrumentation are all such that this 
Concert fantastique deserves to be mentioned with great praise. What I 
like especially is that Mr. Fitzenhagen is evidently trying to get away from 
the generally accepted, routine forms that are normally used in 
compositions of this kind. The combination of cello and harp in the central 
episode of this concerto struck me as particularly felicitous, and likewise 
the merging of the two main themes in the Finale, which allowed the 
author to demonstrate his considerable skill in counterpoint.15 

                                                 
14 Kassel, a town in Hesse, Germany, spelled Cassel until 1928; see: ‘Musical Leaflet’ № 1, p. 10 
and ‘Neue Zeitschrift für Musik,’ Band 68, Januar bis December (sic), 1872. 
15 Cello Concerto № 2 in A minor, Op. 4 (Fantastique) dedicated to K. Davydov and Ballade, Op. 
10, a concert piece dedicated to N. Rubinstein (see Appendix I: Fitzenhagen’s personal list of his 
own compositions); Tchaikovsky’s concert review is translated by Luis Sundkvist.  
(http://en.tchaikovsky-research.net/pages/The_Second_Week_of_the_Concert_Season)  

http://en.tchaikovsky-research.net/pages/The_Second_Week_of_the_Concert_Season
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In the Russian register № 13, published on 16 January 1874, Tchaikovsky 
wrote: 

 
Mr. Fitzenhagen, who appeared in a two-fold role at this concert, as both 
composer and performer, achieved great success. Mr. Fitzenhagen’s 
Ballade testifies to the great progress he has made as a composer since he 
played us his first violoncello Concerto some three years ago – a work that 
was formally very awkward and also poor in content. In his Ballade there 
are many highly interesting details and beautiful melodic ideas, of which 
I particularly liked the energetic and passionate theme of the Allegro, 
which is then elaborated on with great care by the author. Mr. Fitzenhagen 
thoroughly overcame the technical difficulties of his own work and played 
with such verve and enthusiasm that he was rewarded with unanimous 
applause at the end.16  

 
In the Russian register № 271, published on 17 December 1874, and later, № 

252 published on 23 November 1875, we find other  reviews by Tchaikovsky on 
Fitzenhagen’s performances: 

 
Mr. Fitzenhagen’s playing was distinguished by such intelligence, 
understanding, talent, feeling, and at the same time such magnificent 
technique.17  
 
The soloist that evening was Mr. Fitzenhagen, who gave a very successful 
performance of Raff’s Concerto. I am very glad that our public is 
beginning to appreciate this wonderful virtuoso as he so rightly deserves. 
Mr. Fitzenhagen’s technique is tremendous, he has a mellow, soft sound 
and a fine sense of measure in his phrasing—what more could one ask of 
a virtuoso? As for the actual work he performed, like all of Raff’s 
compositions it is intelligent and elegant, it shows an impeccable facture 
and is noble and beautiful from beginning to end. True, the themes are not 
particularly original, but in view of the shortage of works specifically for 

                                                 
16 Idem; (http://en.tchaikovsky-research.net/pages/Articles); Tchaikovsky, Musical feuilletons and 
notes,’ p. 167. 
17 Idem; p. 234. 

http://en.tchaikovsky-research.net/pages/Articles
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the cello this is not a flaw which we need lament too much. The fact alone 
that it gives the soloist a chance to unfold and exhibit the many-sided 
qualities of his virtuosity is in itself a sufficient recommendation for the 
work. The orchestration has been done very thoroughly and delicately, so 
that the solo instrument is not drowned out anywhere.18  

Together with other conservatory and Music Society colleagues Fitzenhagen 
performed at the premières of all three of Tchaikovsky’s string quartets and of the 
Piano Trio, Op. 50. The cellist made transcriptions for violoncello and fortepiano of 
several of Tchaikovsky’s pieces: Nocturne № 4, Op. 19 , Song without words № 3 
from Souvenir de Hapsal, Op. 2, Andante cantabile from the first Quartet, Op. 11, 
Barcarole № 6 from The Seasons, Op. 37.19 

In a review after Fitzenhagen’s performance of the 1st Violoncello Concerto 
by A. Rubinstein with the IRMS orchestra under the baton of N. Rubinstein we find 
the following text: 

Fitzenhagen’s technique leaves nothing to be desired; all kinds of 
difficulties that we find in Rubinstein’s Concerto, especially in the last 
(third) movement, the artist managed with real skill. Mr. Fitzenhagen’s 
performance, full of charm and gentleness, is the accomplishment of a 
complete and large virtuoso; conscientiousness, with which he balances 
such ungrateful and difficult passages as those in the third part of the 
concert of A. Rubinstein, is decisively worthy of astonishment. 

 
In a daily newspaper, the Moscow register № 272 of 1888, we read that: 
 

Fitzenhagen, a famous professor of the Moscow Conservatory, became 
music director of the Moscow Musical Circle in 1885. Thanks to his name, 
deep knowledge and understanding of music, his experience, taste, 
fostered in the style of strict classicism, and, most importantly, thanks to 

                                                 
18 Idem; p. 303; Raff, (Joseph) Joachim, Violoncello Concerto № 1 in D major, Op. 193 (1874); 
see also  in the Supplement below Fitzenhagen’s letter to Tchaikovsky dated June 13, 1879, Seesen 
am Harz. 
19 Tchaikovsky’s Nocturne in Fitzenhagen’s transcription is an obligatory piece for cellists – 
participants of the Tchaikovsky International Competition, Moscow, Russia. 
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his love for work, he managed to create a well sounding amateur orchestra. 
Thanks to Fitzenhagen, many of the leading performers visited orchestral 
assemblies and introduced subtleties of their phrasing and interpretation.  
 

It is also worth mentioning that Fitzenhagen was made a Third Degree 
Chevalier of the Order of Saint Stanislaus.20 It is well known that after several years 
of working in Russia the most common award that was granted to foreign musicians 
was degree II or III of the Order of Saint Stanislaus. Reception of this honour was a 
prestigious event particularly for persons who kept their foreign citizenship.21  

Fitzenhagen’s work includes over 60 compositions and arrangements, 
including four cello concertos, two string quartets and a quartet for four cellos, suites 
for cello and orchestra, vocal compositions, chamber music, exercises and 
pedagogical pieces that are of value even today. Fitzenhagen regularly participated 
in Moscow’s Lutheran church concerts and also wrote pieces for these occasions.  

Fitzenhagen’s Fourth Concerto (published in 1889 and dedicated to Robert 
Hausmann) was reviewed positively by Bruno Weigl, who appreciated the effective 
presentation of the violoncello and colourful instrumentation. Nikolay Kashkin 
wrote positively about Fitzenhagen’s Suite, Op. 62 for cello and orchestra that was 
performed by Fitzenhagen in 1888.22 

It is noteworthy to mention Fitzenhagen’s  virtuoso Dämon-Fantasy, Op. 34 
based on themes from A. Rubinstein’s opera Der Dämon as well as a Collection of 
arrangements (Pièces célèbres), Op. 65 for cello and fortepiano.23 This collection 
comprises transcriptions of compositions by J.S. Bach, Lotti, R. Schumann, G. Bizet, 
A. Simon, P. Tchaikovsky, M. Erdmannsdörfer, H. Wieniawski, H. Vieuxtemps, A. 
Arensky, A. Durand, and was very popular amongst Russian amateur musicians.  

 
 
 
 
 

                                                 
20 ‘Report of the Moscow Branch, 1883 - 1884,’ pp. 69-70. 
21 Lomtev, ‘German Musicians in Russia,’ p. 77. 
22 Fitzenhagen, Wilhelm, Suite for violoncello, Op. 62 (Introduction et Gavotte, Elégie, Sérénade 
et Scène d’Amour), Berlin, Fr. Luckhardt, February 1889.  
23 Op. 34 was published in 1883 by Bartholf Senff in Leipzig and in 1897 by Vasily Bessel in 
Moscow and Saint Petersburg; Op. 65 was published in 1889 by Jurgenson in Moscow. 
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Fitzenhagen’s obituary states that:  
 

he was praised for his exceptional musicality. Not everyone knows that 
the Moscow composers – including such a prominent master as 
Tchaikovsky – did not publish their scores without Fitzenhagen’s advice. 
They strongly believed in his musical sensitivity, therefore a number of 
their compositions were altered and rewritten according to his advice. He 
was always genuinely happy about the success of his comrades, without 
any jealousy or malevolence.24 

 
Karl Friedrich Wilhelm Fitzenhagen died at the age of 42 on 2 February25 

1890 in Moscow. He was buried at the Vvedenskoye cemetery, a burial ground for 
the Catholic and Protestant communities of the city, principally ethnic Germans, and 
thus it was also called the German Cemetery. Today, to our regret, his tomb remains 
unidentified. He left behind his wife and four children: three daughters who stayed 
in Russia and a son who emigrated to the west with his family in the early 1920s.26 

 
 
 
 

 

 
 

 

                                                 
24 Fitzenhagen’s Obituary, periodical ‘Bayan,’ Russia, 1890, № 2. 
25 14 February  [O.S.]. 
26 See additional information about Fitzenhagen’s children in the Supplement below, footnotes of 
Fitzenhagen’s letter to Tchaikovsky of 29 April 1879, Moscow. 
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Photo 1 
Karl Friedrich Wilhelm Fitzenhagen (c. 1871) 

Eichenwald, Alexander photograph Moscow 
The Russian State Archive of Literature and Arts, Moscow 

 
 
 



| 45 

 
 

 
 

Figure 1 
Fitzenhagen’s Military Passport 1868 

Herzoglich Braunschweigisches Infanterie-Regiment Nr. 92 
Online collection of the RNMM: (http://89.175.96.254:5556/) 

 

 

http://89.175.96.254:5556/
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Figure 2 

Fitzenhagen’s first performance in Moscow 
Report of the Moscow Branch (IRMS) 

years 1870 - 1871 
Programmes of musical assemblies 
The Second Symphonic Assembly 
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Example 1 
Fitzenhagen’s cadenza for the Eckert Violoncello Concerto, Op. 26 

RNMM 
Fund № 280-116-1-2 
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Figure 3 
‘Musical Leaflet’ № 1, Saint Petersburg, 1872, p. 10. 

[‘Музыкальный листок’ № 1, Санкт-Петербург, 1872]  
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Figure 4 
Neue Zeitschrift für Musik, Band 68, Januar bis December (sic) 1872, p. 244. 
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Part I 

 

The Rococo Variations within its historic context 

 

Introduction 

 

The topic of the present artistic research ‘Variations on a Rococo theme, Op. 
33, Pyotr Tchaikovsky and Karl Friedrich Wilhelm Fitzenhagen – a creative 
collaboration’ – might be viewed as superfluous by music historians who believe 
that everything is already known about the Variations’ history. However, in many 
‘mainstream’ scientific publications Fitzenhagen is accused of arbitrarily reshaping 
the sequence of the Variations and therefore altering the tonal structure of the work. 
Our goal here is to give a more objective alternative view, supported by a limited 
number of musicologists but rejected by some (possibly sensation-driven) 
opponents. We should keep in mind that nearly all contemporary research 
publications are based on mid-20th century Soviet sources.  

 
It is necessary every so often to reassess ‘certainties’ and to decipher the facts,  

for the sake of grasping the truth of the matter.  Therefore, the time has come to shed 
new light on previous methods of analysis, reconsider current views, revise the 
existing musicological works and musical texts, and to revisit the period when 
Tchaikovsky’s Rococo Variations were composed, performed and published.  Our 
research is based on rigorous analysis of the primary source materials, both musical 
and written texts, as opposed to mere speculation. Our goal is to introduce as much 
information on the matter as possible without imposing our own arbitrary 
conclusions. Since artistic research in music is still so vast in scope, we propose here 
to consider the creational process as a cooperation between the composer and 
performer. In providing information relevant to the context of its creation, we are 
inviting the reader to reassess their opinions through the findings of our research. 
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It is important today to emphasise the positive side of this composer-
performer collaboration. Fitzenhagen’s name is linked inextricably to Tchaikovsky’s 
Variations specifically because this work was initially dedicated to the cellist. 
Moreover, Tchaikovsky was on friendly terms with Fitzenhagen, and on several 
occasions asked him to proofread and if necessary adapt cellistically a number of his 
compositions.  

The conceptual clarification of historical, textological and editorial evidence 
supported here by a number of documents, such as the manuscripts of the Variations’ 
Piano-cello score, the Violoncello-Solo part (both are the initial eight-variations 
version), first editions, the full text of Fitzenhagen’s letters to Tchaikovsky and 
photographs that are, for the most part, new to English readers.  

This thesis also comprises selected excerpts on musical eloquence that we find 
in printed European performance practice materials available in Russia throughout 
the mid-19th century and into the beginning of the 20th century, the time of the 
Variations’ creation and first publications. Quotations from letters are presented here 
in a more complete version rather than cherry-picked, as was the case with some 
Soviet musicologists. 

Negative statements about Fitzenhagen’s association with the Variations by 
those 20th-century authors (see also Table 1 below) are in conflict with a number of 
primary sources and other documents that we examine in this thesis. In this way, 
relying upon musical textology, methodically narrowing down the factual historical 
context, we can undertake a more realistic approach to the problem of the 
Tchaikovsky-Fitzenhagen collaboration. The facts are gathered from the following 
sources: manuscripts, handwritten original copies of the violoncello and fortepiano 
parts, the first cello and piano version published by Pyotr Jurgenson, letters of 
Tchaikovsky, Jurgenson and others, contemporary publications, and images together 
with materials extracted from instrumental method books describing techniques of 
playing and style of playing as practiced in the leading European musical centres.  
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Kubatsky, V.  
(1891 - 1970)  

Student of Brandukov, A.  

Yampolsky, I.  
(1905 - 1976) 

Student of Yampolsky, A.  

Stogorsky, A.  
(1910 - 1987)  

Student of Yampolsky, M.  

Dobrokhotov, B.  
(1907 - 1987) 

Student of Yampolsky, M.  

 1945 – article with music examples27   

22 February 1950 – presentation at the 
Gnessin Institute, mentioned by Stogorsky28   

   

  1954 – preface based on Kubatsky’s 
presentation (1950)29  

 

   1955 – review of Stogorsky’s editorial 
work30  

1956 – Tchaikovsky, P., Complete Collected 
Works, Kubatsky’s prefaces to works for 
violoncello: Vols. 30 Б and 55 Б31 

 1956 – ‘Letters to the Editor: More about 
Variations on a Rococo theme’32 

 

                                                 
27 Yampolsky, ‘Unpublished manuscripts,’ pp. 32 - 44. 
28 Tchaikovsky, ‘Variations on a Rococo theme,’ Stogorsky (as editor), p. 3. 
29 Idem. 
30 Dobrokhotov, ‘Notographic remarks,’ pp. 148-149. 
31 Tchaikovsky, ‘Complete Collected Works,’ Kubatsky (as editor). 
32 Stogorsky, ‘Letter to the Editor,’ pp. 151-154. 
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  1959 – About the Academic edition of 
Tchaikovsky works33 

 

  1973 – prefaces to ‘Authorized piano 
reduction’ and ‘Composer’s version’ 
Orchestral Score34 

 

  1983 – article ‘Variations on a Rococo 
theme, the fate of the timeless masterpiece’35  

 

 1985 – article without music examples36                               

 

 
Table 1 

Four key 20th-century sources of negative critique on Fitzenhagen’s contribution37 
  

Tchaikovsky’s Variations on a Rococo theme, Op. 33 
for the Violoncello-Solo with accompaniment of orchestra or piano 

Articles, presentations, prefaces

                                                 
33 Idem., ‘About Academic edition,’ pp. 100-103. 
34 Tchaikovsky, ‘Variations,’ Stogorsky, p. 3. 
35 Stogorsky, ‘Letter to the Publisher,’ p. 16  
36 Yampolsky, ‘Selected research and articles,’ pp. 110-118. 
37 Note that most of the 20th-century research is based on these sources. 



| 55 

 

The first performance of the Variations in the orchestral version took place on 
18 November38 1877 in Moscow under the baton of Nikolay Rubinstein.39 ‘Today is 
a Symphonic Assembly and most importantly, Fitzenhagen is playing your 
Variations on a Rococo theme,’ – wrote Nadezhda von Meck to Tchaikovsky.40 Two 
years later, during a Festival in Wiesbaden, Fitzenhagen gave the first performance 
of the Variations outside of Russia. In July 1879, Tchaikovsky described this event 
in a letter to von Meck: 

 
These days I have received letters from abroad with some very pleasant 
news about my compositions. Von Bülow played my Concerto during a 
Festival in Wiesbaden and in London. Fitzenhagen had great success with 
my Variations during the Wiesbaden Festival.41  

 
Fitzenhagen entered music history mostly as the first publishing supervisor, 

editor and performer of the Variations. It is noteworthy that the cellist preferred to 
publicise Tchaikovsky’s works instead of his own compositions.42 His positive 
contribution has often been questioned by a number of authors including Viktor 
Kubatsky, Israel Yampolsky, Alexander Stogorsky, Boris Dobrokhotov, David 
Brown and Thomas Kohlhase.   

 

 

                                                 
38 On 30 November in the Julian calendar that was in use in Russia until 14 February 1918; further 
in this thesis the Julian calendar dates are indicated as ‘Old Style’ [O.S.]; see: 
http://en.tchaikovsky-research.net/pages/Project:Old_Style_and_New_Style_Dates 
39 hereafter referred to as N. Rubinstein. 
40 Fralovskaya, Nadezhda Filaretovna (1831–1894), known after her marriage as von Meck. She 
was Tchaikovsky’s greatest benefactress and best friend; see: ‘Tchaikovsky – von Meck: 
Correspondence,’ Vol. I, p. 96. 
41 8 June 1879, see: ‘Neue Zeitschrift für Musik,’ p. 244; see Supplement: Figure 9; ‘Tchaikovsky 
– von Meck: Correspondence,’ Vol. III, p. 155. 
42 Fitzenhagen’s personal list of compositions comprises 64 opuses and 40 transcriptions; see 
Appendix I; Bibliography and References: List of Fitzenhagen’s compositions. 
 

http://en.tchaikovsky-research.net/pages/Project:Old_Style_and_New_Style_Dates
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1. Fitzenhagen’s opponents 

 

From the first published edition to the present day, Fitzenhagen’s version of 
the Variations has continuously been performed by cellists.43  However, a number 
of musicians view Fitzenhagen’s edition as a misrepresentation of the composer’s 
‘initial’ intention. This notion is maintained by a ‘secondary’ source: a story told by 
Anatoly Brandukov44 to his student Viktor Kubatsky45 that appears to portray the 
composer’s ‘over-emotional’ reaction to Fitzenhagen’s editorial involvement:  

During one of my visits to Pyotr Ilyich, I found him in a terribly irritated 
state. He had the look of a sick person. To my question ‘what is going on 
with you?’ – Pyotr Ilyich pointing his hand at the desk had pronounced, 
‘Fitzenpupen (Fitzenhagen) was here, look what he has done with my 
composition, he altered everything.’ To my questioning, what he is going 
to do with the piece, Pyotr Ilyich answered: ‘To hell with it, let it be as it 
is!’. That evening I went home from Pyotr Ilyich with the manuscript of 
the ‘Variations on a Rococo theme’ that I accepted from him as a gift.46 

                                                 
43 We propose to assign the letters ‘A’ to the set of eight-variations version and ‘B’ to the version 
amended by Fitzenhagen that consists of seven variations. 
44 Anatoly Brandukov [Брандуков, А. А.] (1859 - 1930). Russian and Soviet cellist and composer, 
Tchaikovsky’s close friend. Studied at the Moscow Conservatory in the cello class of Wilhelm 
Fitzenhagen, and in Tchaikovsky’s harmony and instrumentation classes, graduating in 1877.  
45 Viktor Kubatsky [Кубацкий В. Л.] (1891 - 1970). Soviet cellist and pedagogue. He graduated 
in 1914 from the Moscow Philharmonic Society Music and Drama College (Prof. A. Brandukov’s 
class). Orchestra Soloist at the Bolshoi Theatre, founding member of the Stradivarius string 
quartet. He edited volumes 30 Б и 55 Б (works for the violoncello) in the Tchaikovsky Complete 
Collected Works publication (1956).  
46 This apocryphal story is quoted in a number of sources such as Yampolsky, ‘Unpublished 
manuscript,’ p. 33, and ‘Selected research and articles,’ p. 111; Dombayev, ‘Creative work,’ p. 
472; Brown, ‘Tchaikovsky: A Biographical study,’ p. 122, and ‘Tchaikovsky: The Man,’ p. 128; 
Stogorsky, ‘Letter to the Publisher,’ p. 16; ‘The Tchaikovsky Handbook,’ p. 203; Vaidman, 
‘Tchaikovsky’s working archive,’ p. 20; note that some authors repeated Brandukov’s story and, 
additionally, ridiculed Fitzenhagen’s name, as if from Brandukov’s words, by calling him 
‘Fitzenpupen.’ For the ‘ Fitzenpupen’ version, see: Yampolsky, idem; Dombayev, idem; Vaidman, 
idem; note that in Brown’s interpretation of the story Fitzenhagen was mentioned surprisingly as 
‘that idiot,’ see: Brown, idem. These disparaging remarks continue to be used by authors who base 
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Some of the authors that discuss the topic of the Variations’ publication 

simply repeat the aforementioned story, the credibility of which, however, is 
questionable since it is based on hearsay. The authors of the most recent reference 
publications on Tchaikovsky ascribe Brandukov’s visit to the year 1889, presumably 
calculated in connection with the editorial preparation of the Variations’ orchestral 
score.47 A number of authors refer to Dombayev’s publication whereas the year of 
Brandukov’s visit is in fact not indicated.48 It is curious, but possible, considering 
Tchaikovsky’s occasional absent-mindedness, that he would only then have noticed 
and thus reacted so strongly to Fitzenhagen’s ‘drastic reordering’ or ‘drastic 
modification’ of the Variations.49 Note, that details of the whereabouts of the 
original piano and cello part from 1876 to the year 1889 are not known.  

We were not able to trace any mention of a date of Brandukov’s visit in the 
19th century writings or in printed sources related to our research. We must clarify, 
though, that on 25 November50 1889, Brandukov performed Tchaikovsky’s Pezzo 
Capriccioso, Op. 62.51 His recollections of the visit appeared for the first time in 
print in 1945 in Yampolsky’s article (see Appendix I, Table 1). In our opinion, this 
source cannot serve as a basis for evaluation of Fitzenhagen’s contribution. It is not 
without interest to mention that we have not managed to find any proof that 
Brandukov ever performed the Variations. The only contemporary printed source 

                                                 
their research on writings of the aforementioned music historians; for the ‘Fitzenhagen’ version of 
the story see: 
http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme; note that footnote 10 
is incorrect (reference 09.03.2019), read instead: Dombayev, p. 472; a gift corresponds to the 
score: Fund 88 № 342; (the italics are ours). 
47 ‘The Tchaikovsky Handbook,’ p. 203; Tchaikovsky, ‘Variations (Brown-Wallfisch-York,) p. V; 
Tchaikovsky, ‘Variations, (Kohlhase),’ p. V; Tschaikowsky, ‘Variations, Kohlhase,’ p. 2; see also: 
http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme; 
note that in ‘The Tchaikovsky Handbook,’ on p. X – Abbreviations, and p. 203, there are 
discrepancies between two of Tchaikovsky’s works compendiums published in the year 1958. For 
instance, the undated visit was mentioned in Dombayev, ‘Creative work,’ p. 472, and not in the 
‘MNC’, viz. ‘Tchaikovsky’s Musical Heritage, from the history of his works.’  
48 Dombayev, ‘Creative work,’ p. 472. 
49 Tchaikovsky, ‘Variations (Brown-Wallfisch-York,) p. V; see also:  
http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme  
50 7 December [O.S.]. 
51 The first performance in Moscow. 
 

http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme
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http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme
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that associates Brandukov with this work is Yulian Poplavsky’s reminiscences.52 In 
October 1893, not long before Tchaikovsky’s death, Brandukov and Poplavsky were 
visiting the composer at his home in Klin.53 Poplavsky wrote: 
 

At dinner, Pyotr Ilyich was telling us about his last Symphony. We, 
noticing him in exceptionally good spirits, had started our usual plea – to 
compose a cello concerto. ‘Why don’t you play my Variations?’ – was one 
and the same answer. I pitched into an old song about the inconvenience 
of some of the variations for the cello and that there is too little singing at 
all. ‘Cannot play and badgering’ – was Pyotr Ilyich’s joke.54 
 

Here is another document, a letter from Jurgenson to Tchaikovsky dated 3 
February55 1878. This particular letter has been repeatedly brought up by 
musicologists:  

 
Loathsome Fitzenhagen!56 He is most insistent on making changes to your 
cello piece, and he says that you have given him full authority to do so. 
Heavens! Tchaikovsky ‘revu et corrigé par Fitzenhagen!!’ 
[‘Противный Фитценхаген! Он непременно желает твою 
виолонч[ельную] пьесу переделать, обвиолончелить и говорит, что 
ты ему дал полную мочь. Господи! Чайк[овский] revu et corrigé par 
Fitzenhagen!!’]57 

                                                 
52 Poplavsky, Yulian (1871 - 1958) studied the cello at the Moscow Conservatory with Fitzenhagen 
and Alfred von Glenn (graduated in 1894). After 1917 lived in France; ‘Tchaikovsky's last days 
at Klin,’ first publication as an article in the ‘Artist’ magazine, Moscow, October 1894.  
53 Today, Tchaikovsky’s Memorial House-Museum in Klin, Russia. 
54 In connection with requests for composition of a cello concerto, it is interesting to read 
Fitzenhagen’s letter to Tchaikovsky (see Appendix II, Fitzenhagen’s letter to Tchaikovsky from 
Seesen am Harz, 13 June 1879); Dombayev, p. 472; Poplavsky, ‘Tchaikovsky’s Last Day at Klin,’ 
p. 380. 
55 15 February [O.S.]; Tchaikovsky – Jurgenson, Vol. I (2011), p. 45. 
56 In Brown’s preface, the Russian word ‘противный’ translated as ‘wretched,’ see (Brown-
Wallfisch-York), p. V; note that the word ‘противный’ can be interpreted differently, as 
‘contradicting, disagree(able), resisting, opposite’, see: 
https://en.oxforddictionaries.com/definition/headwind;  
http://sbiblio.com/biblio/dict.aspx; See also Appendix II, Nabokov’s text example. 
57 In Brown’s preface, the Russian word ‘противный’ translated as ‘wretched,’ see (Brown-
Wallfisch-York), p. V; note that the word ‘противный’ can be interpreted differently, as 
 

https://en.oxforddictionaries.com/definition/headwind
http://sbiblio.com/biblio/dict.aspx
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It is important to note that there are four existing contemporary manuscripts: 
the very primary source, that is Tchaikovsky’s piano and cello part; the full 
orchestral score; the clean copies of the Piano part;58 and the Violoncelle-Solo59 part 
in two separate volumes. The latter manuscripts were very probably written out by 
Fitzenhagen (see Appendix I, Table 3).60 On the one hand, the composer’s 
preliminary drafts and sketches of the Variations are not extant. On the other hand, 
we could consider the first of the four manuscripts as a rough copy. Today, the 
aforementioned manuscripts are kept at the Russian National Museum of Music in 
Moscow.61 

The clean, ready-to-be engraved handwritten copy of the Piano part together 
with the Violoncelle-Solo part are very valuable performance practice documents. 
Their musical structure corresponds entirely to the manuscripts of the full orchestral 
score in which we find the handwriting of both Tchaikovsky and Fitzenhagen.62 The 
cello and piano parts consist of eight variations. Here we find ‘all sorts of indications 
and instructions of particular [i.e. to the violoncello and music performance in 
general] features’63. These are violoncello fingerings, slurs, bowings, dynamic and 
agogic accents that correspond to ‘a refined style of musical expression’. For 
simplicity, we shall denote the eight-variations version as ‘A’.64 
                                                 
‘contradicting, disagree(able), resisting, opposite’, see: 
https://en.oxforddictionaries.com/definition/headwind;  
http://sbiblio.com/biblio/dict.aspx; see also Appendix II, Nabokov’s text example; 
‘The Tchaikovsky Handbook,’p. 203; ‘Variations,’ Kohlhase (2007), p. IV, and  Kohlhase (2010), 
p. 2; http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme; we will return to 
this publisher-editor problem later in the thesis. 
58 Note that we use the same indication as on the title page Fund 88 № 97a (see Appendix I) 
59 Idem. 
60 Handwritings of the ‘Piano’ and the ‘Violoncelle-Solo’ parts will be analysed in our future 
publications; see also Appendix II, Handwriting comparison. 
61 The foundation date of the Russian National Museum of Music (formerly the Glinka Central 
State Museum of Musical Culture is 11 March 1912 [O.S.]. On that day, the Museum named after 
Nikolay Rubinstein, who was an eminent musician and one of the founders of the Moscow 
Conservatory, opened its doors next to the Conservatory library.   
(see http://glinka.museum/en/ ) 
62 Note that in the full orchestral score the Сello-Solo line was started by Tchaikovsky (he had 
written down the Thema and the first 5 measures of Variation I) and then continued to the end by 
Fitzenhagen; see https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-
rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom. 
63 ‘Tchaikovsky’s correspondence with  Jurgenson,’ V. II, p. 85 (see the source and translation in 
the References section); the italics are ours. 
64 Spohr, ‘Violinschule [c. 1832 - 1833],’ p. 195; Spohr, ‘Grand Violin School (c. 1833),’ p. 179. 
 

https://en.oxforddictionaries.com/definition/headwind
http://sbiblio.com/biblio/dict.aspx
http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme
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In the handwritten Piano-violoncello score and Violoncelle-Solo part 
Fitzenhagen made pencilled annotations that indicate some cuts and a rearrangement 
of the specific variations into the new seven-variations sequence. This version was 
published for the first time in November 1878 in Moscow by Jurgenson (Appendix 
I: Table 2). Fitzenhagen’s seven-variations version we denote as ‘B’.  

 
Note that the two versions (‘A’ and ‘B’) are simultaneously present in both 

handwritten Piano and Violoncelle-Solo parts, as well as in the manuscript of the full 
orchestral score by way of the written-out in ink version ‘A’ and the pencilled-in 
version ‘B’. In fact, we can logically presume that, for publishing, Jurgenson had a 
choice between the two versions of the Variations.  

Structurally, Fitzenhagen moved the recitative episode  together with the most 
developed Cadenza ‘a piacere’, which can be perceived as the ‘final’ one, to the end 
of the Variations. In this way, he linked them with another cadential episode at the 
end of Variation VI (Variation V in the ‘B’ version).65 The final Variation VII in the 
‘B’ version consists of 32 measures – comprising the actual ‘Coda’ of Variation VIII 
(version ‘A’) – to which the cellist added 44 measures from the Variation IV. (see 
Appendix, Chart 1) 

 
If we compare the total amount of measures in both versions:  
 

version ‘A’ comprises 428 measures (counting the anacrusis to the whole 
composition) and excluding the ‘Cadenza a piacere’ identical to both 
versions;   
version ‘B’ comprises 391 measures.  

 
From the chart (see Appendix I, Chart 1) we see that Fitzenhagen’s version 

‘B’ omits only 37 measures in all (the 2 final measures in Variation IV and the first 
35 measures in Variation VIII that is actually the whole Variation VIII if we consider 
that the Coda starts on the 36th measure).   

Here it is appropriate to note that the 35 measures of Variation VIII (scale 
passages that sound nearly identical to the Variation II) were omitted by 

                                                 
65 It is interesting to note that Fitzenhagen’s Concerto № 2 in A minor, Op. 4 (Fantastique)  begins 
with a Cadenza. Accordingly, we can see that the practice of featuring a Cadenza at the beginning 
of a piece was familiar to him. 
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Fitzenhagen, presumably, because of redundancy and a lack of bravura at the very 
end of the Variations’ cycle (see Examples 2 and 3).  

It is important to mention that in all probability the Cadenza was composed 
with Fitzenhagen’s help.  

 
In our opinion the general character of version ‘A’ rather reflects 

Tchaikovsky’s unrestrained flight of imagination, possibly less conventional in 
terms of formal structure, as opposed to  Fitzenhagen’s ‘academic’ sense of form 
and meticulous attention to detail. An interesting tongue-in-cheek observation in a 
letter from Mussorgsky to Rimsky-Korsakov comes to mind: 

 

A German, when thinking, starts by analysing, and then proceeds to 
demonstrate. Our Russian brother begins by demonstrating, and afterwards 
may amuse himself with analysing.66  

 
 
 

 
 

Example 2 
Variation II, version ‘A’ 

Violoncello-Solo part 
RNMM, Fund 88 № 97b 

 
 

                                                 
66 Mussorgsky to Rimsky – Korsakov, Shilovo, 15 August 1868 [O.S.]; see: Mussorgsky, Orlova 
– Pekelis (1971) p. 107; Calvocoressi (1956), p. 104. 
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Example 3 
Variation VIII, version ‘A’ 

Violoncello-Solo part 
Idem. 
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2. History of the first publication 

 

Fitzenhagen participated directly in the Variations’ publication process during 
the years 1877 - 1878. The cellist convinced Tchaikovsky that, if published abroad, 
his instrumental compositions were likely to benefit from better distribution. 
Following Fitzenhagen’s advice, the composer agreed on the publication of the 
Variations on a Rococo theme, Op. 33 and the Valse-Scherzo, Op. 34 with a 
publisher in Germany, in our opinion most likely with Friedrich Luckhardt in 
Berlin.67 The choice of Luckhardt’s publishing house can be explained by 
Fitzenhagen’s personal contact with the latter.68 
 It is curious to see that another, similar sounding name of a German publisher, 
viz. the name of Franz Ernst Christophe Leuckart in Leipzig, was mentioned in 
musicological sources.69 It seems that Tchaikovsky himself had started the confusion 
about the name: in his letters, as well as in all musicological and biographical works 
about the composer, we find different varieties of the German publisher’s name such 
as Leukhardt, Lukhardt, Leuckardt70, Leückardt71. For instance, in a monograph by 
Ronald John Wiley, Tchaikovsky, the name of the publisher in question appears 
                                                 
67 The Valse-Scherzo in C major, Op. 34 (version for violin and piano); note that ‘The whereabouts 
of Tchaikovsky’s full orchestral score and piano arrangement manuscripts are unknown. A 
manuscript copy of the full orchestral score possibly written out by Iosif Kotek, and with tempo, 
dynamic and expressive markings added by Tchaikovsky, was sold at auction in Marburg, 
Germany, in 1979, and is now in a private collection. If Kotek had been solely responsible for the 
orchestration, then it follows that the full score of Tchaikovsky’s manuscript may never have 
existed’; see: http://en.tchaikovsky-research.net/pages/Valse-Scherzo,_Op._34#cite_note-note11-
11. It is important to note that Friedrich Luckhardt’s Edition House has never been mentioned in 
the current musicological works in connection with Tchaikovsky’s Variations on a Rococo theme, 
Op. 33 and Valse-Scherzo, Op. 34. 
68 A number of Fitzenhagen’s opuses were published by Luckhardt in Cassel and in Berlin, see: 
Musikalisch-literarischer Monatsbericht, Verlag von Friedrich Hofmeister, Leipzig, 1876; 
http://www.hofmeister.rhul.ac.uk; Appendix II, Facsimile of Fitzenhagen’s compositions 
manuscript. 
69 For instance, see: http://en.tchaikovsky-research.net/pages/Variations_on_a_Rococo_Theme; 
Yampolsky (1945; 1985); Kubatsky (1956), Prefaces; Raaben (1958), p. 56; Thematic and 
Bibliographical Catalogue of Tchaikovsky’s Works (2006), p. 422; Tumanina (1962), p. 443, etc. 
70 Tchaikovsky – Jurgenson, Vol. I (2011), pp. 38, 45, 48. 
71 Tchaikovsky – von Meck, Vol. II (2010), pp. 138, 434. 
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simultaneously as Leuckhardt, Leuckardt and Leuckart72. Tchaikovsky himself 
possibly did not know precisely with whom Fitzenhagen had been dealing: either it 
was Leuckart from Leipzig or Fitzenhagen’s Luckhardt from Berlin. 

Note that the Hofmeister Monatsberichte for the year 1876 mentions 
Tchaikovsky’s early fortepiano opuses published by Leuckart in Leipzig.73 It is 
appropriate here to take note of the following lines from Franz Liszt’s letter, 15 
November 1876 to Constantin Sander, music publisher in Leipzig, the grandson and 
successor of F.E.C. Leuckart publishing house:  
 

Very honoured Sir, 
Best thanks for kindly sending me the ‘collected writings of Hector 
Berlioz’ and some novelties of your firm. The compositions of 
Tschaikowsky (sic) interest me. A few of my pupils here play his Concerto 
and several of his pieces really capitally. I have also recommended Riedel 
to include Tschaikowsky’s Symphony in the programme of the next 
Tonkünstler-Versammlung.74 
 

In March 1878 Tchaikovsky wrote to von Meck:  
 

Do you know that all my fortepiano works are published in counterfeit in 
Leipzig, that all my romances are also translated and published in 
Germany and moreover in an excellent way.75 
 

Tchaikovsky probably knew Leuckart’s name by that time. However, it looks 
as if he had heard about Fitzenhagen’s Luckhardt only ‘by hearsay’. On 14 
February761878 Tchaikovsky contacted Fitzenhagen with the help of Constantin 
(Karl) Albrecht77 who for reasons of clarity translated Tchaikovsky’s letter to 
Fitzenhagen into German: 
 

                                                 
72 Wiley, R. J., Tchaikovsky (2009), pp. 97, 183, 539. 
73 Musikalisch-literarischer Monatsbericht, Verlag von Friedrich Hofmeister, Leipzig 
(http://www.hofmeister.rhul.ac.uk), September 1876, p. 218; January 1877, p.10; November 
1877, p. 326. 
74 Letters of Franz Liszt, Vol. II (1894), p. 305. 
75 Tchaikovsky – von Meck, Vol. II (2010), p. 131. 
76 26 February [O.S.] 
77 http://en.tchaikovsky-research.net/pages/Karl_Albrecht. 
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Dear Friend!  
 
You were so kind that you undertook to arrange with Luckhardt 
(Люкгардт) the printing of my violoncello piece and valse for the violin.78 
At the same time, you told me that these pieces by being printed abroad 
would be better marketed rather than if I gave them to Jurgenson. I gave 
way then to your arguments and asked you to send my pieces to Mr. 
Luckhardt, from whom I did not even hope to receive an honorarium if 
only the pieces were printed soon and well. After a period of time, you 
told me that Mr. Luckhardt not only takes my pieces but also offers me 
300 marks of honorarium. Since then a year has passed.79 
 

Earlier, in January 1878, Iosif Kotek who at that time lived in Berlin, paid a 
visit to Mr. Luckhardt at the request of Tchaikovsky. Two months later, on 24 
March80 1878 Tchaikovsky wrote to von Meck about this visit: 

 
It happened that my manuscript is resting peacefully on Leückardt’s (sic) 
shelf,81 – answering Kotek’s question, ‘When will these pieces be 
published?’ – Leückardt said, ‘Do not know, someday!’82 

The publisher’s attitude deeply offended Tchaikovsky; as a result, he refused 
to publish his works with the German. Tchaikovsky wrote with some irritation to 
Jurgenson:  

Take the trouble to say to Fitzenhagen, that I want his sausage maker83 to 
immediately return my manuscripts. In no way do I want him to publish 
them under any conditions, even for hundred thousand rubles.84 

As aforementioned, in November 1878 in Moscow, after some twists and 
turns, Jurgenson finally published the so-called ‘piano reduction’ of the Variations.85 
                                                 
78 Opuses 33 and 34 (see above); note that in this letter the German publisher’s name is written in 
Russian, for the first time, in its closest phonetic equivalent for ‘Luckhardt’. 
79 Find the letter, which is translated and published online (with discrepancies) here: 
http://en.tchaikovsky-research.net/pages/Letter_760 (reference11.03.2019) 
80 5 April [O.S.] 
81 Note, that we find here another confusing example of Tchaikovsky’s spellings. 
82 Tchaikovsky – von Meck, Vol. II, 2010, p. 138. 
83 ‘Leukhardt either Luckhardt or something?’ was Tchaikovsky’s remark (the italics are ours). 
84 Tchaikovsky – Jurgenson, Vol. I (2011), p. 37 - 38. 
85 Jurgenson’s plates № 3331, ‘Pour Violoncelle et Piano’ score and ‘Violoncello principale’ part 
(Note the way of naming these particular parts as they appear on Jurgenson’s printed title pages 
 

http://en.tchaikovsky-research.net/pages/Letter_760
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Fitzenhagen’s pencilled and inked remarks that indicate his version ‘B’ were 
implemented in the first edition of the violoncello and fortepiano parts. Among 
them: reprises of the first and second sentences of the Theme as well as the changes 
mentioned above (see Appendix I, Chart 1).86 Moreover, in the first edition we can 
find a number of misprints such as omission of dynamic, articulation, bowing and 
tempo marks (for instance at the beginning of Variation II the sign ‘Tempo della 
Thema’ is absent in the Piano-cello score).87 It is most likely that on 10 December88 
1878 Tchaikovsky wrote to Jurgenson precisely about these ‘editorial’ misprints:  

I got the scores and I am awfully pleased89… It is remarkable, that I have 
not found misprints either in the Concerto and Romances, or in the 
Children’s Album, – but in the composition dedicated to M. Guillaume90 
who actually corrected it himself, – I have found! Hooray! We won over 
the Germans! … But, seriously, these are wonderful editions!91 

Jurgenson’s printing plates № 3331 (Piano-cello score and Violoncelle-Solo 
part) were continually used in many subsequent Russian re-editions, for that reason 
the above-mentioned misprints were not corrected (see Appendix I: Table 3 and 
Appendix III). 

In conclusion to these outlined facts, we should underline that with the 
composer’s consent, Fitzenhagen took part in the initial process of the Variations’ 
creation. In this context, it is important to point out one of Fitzenhagen’s letters to 
Tchaikovsky.92 The cellist had just returned home after the final concert at 
Wiesbaden where he performed Tchaikovsky’s Rococo Variations with the Festival 
orchestra during the final concert of the Wiesbaden’s festival. On 13 June 1879, from 
Seesen am Harz, Fitzenhagen wrote: 
                                                 
from the years 1889 - 1891 together with indications such as ‘Partition d’orchestre’ and ‘Parties 
d’orchestre’); the Variations’ publication date is indicated in Jurgenson’s letter to Tchaikovsky, 
see: Tchaikovsky – Jurgenson, Vol. I (2011), p. 70. 
86 Version ‘B’ that was pencilled in the ‘Piano’ and ‘Violoncelle-Solo’ parts, Fund 88 № 97 a and 
b. 
87 The first edition copies of the ‘Piano’ and ‘Violoncelle-Solo’ parts are kept at the Tchaikovsky’s 
Memorial House-Museum in Klin, Russia, library № 538.   
88 22 December [O.S.] 
89 Underlined by Tchaikovsky. 
90 Wilhelm (fr. Guillaume) Fitzenhagen. 
91  Note that the last sentence is often omitted in most Soviet-era publications. Tchaikovsky – 
Jurgenson, Vol. I (2011), p. 80;  Raaben (1958), p. 58; see also:  
http://en.tchaikovsky-research.net/pages/Letter_1014 
92 The letter № 580 is kept at the Tchaikovsky’s Memorial House-Museum in Klin, Russia.  
 

http://en.tchaikovsky-research.net/pages/Letter_1014
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My dear friend,  
You must soon compose a cello concerto for me! I will again stand by 
your side with advice and help and would be very happy if you would 
satisfy my wish at last.93 

In all the handwritten documents related to the composition, we find 
Fitzenhagen’s remarks, corrections and inserted written out musical texts. 
Fitzenhagen prepared two fully edited arrangements of the Variations: version ‘A’ 
(Tchaikovsky-Fitzenhagen’s initial eight variations set) and version ‘B’ 
(Fitzenhagen’s personal arrangement).94 The ‘A’ version was available in three clean 
master manuscripts, but Jurgenson, disregarding his own ‘complaints’, nevertheless 
published the ‘B’ version.95  

Later, in the 20th century there was an ‘archaeological excavation’ of sorts into 
Tchaikovsky-Fitzenhagen’s working manuscript of the Piano-cello score; a 
defragmentation of the physical text materials96 by Kubatsky, who also involved 
forensic expert A. Purtov from the Ministry of Internal Affairs Research Institute of 
Criminology. Their work consisted of erasing the latter layers of the musical text 
and ungluing Fitzenhagen’s manuscript paper inserts (glued over the primary text).97 

Although there was no real necessity for Kubatsky’s painstaking editorial 
work, it has been a valuable asset rather from a textological point of view.98 

                                                 
93 Translated by Charles Zebley. 
94 Seven-variations version. 
95 Fund 88 №№ 96, 97 a and b; note that during Tchaikovsky’s life the Variations were published 
and quite obviously performed in Fitzenhagen’s ‘B’ version. However, it is very probable that in 
Moscow Fitzenhagen premiered the eight-variations version ‘A’. Note that the handwritten 
orchestral parts are lost or still not discovered. 
96 Fund 88 № 342. 
97 See: https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-
variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom-2017-08-17 
98 Tchaikovsky, Complete Collected Works, Volume 30 Б and 55 Б, Works for violoncello with 
orchestra, edited by Kubatsky (1956);  
see also: 
https://toz.su/newspaper/arkhiv/2002_08_07_ne_evgeniy_onegin_no_vse_zhe_chaykovskiy/; 
http://vikent.ru/enc/933/. 
 

https://toz.su/newspaper/arkhiv/2002_08_07_ne_evgeniy_onegin_no_vse_zhe_chaykovskiy/
http://vikent.ru/enc/933/
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Paradoxically Kubatsky’s Piano-cello score restoration highlights the musical text 
development as well as the creative cooperation between composer and performer.99 
 

3. The Variations in the context of their title, style and genre  
 

3.1 The Rococo style  

 

Considering performance practice matters, we should look at the Variations 
in the context of their title.100 Therefore, it is interesting to take note of Raaben’s 
remark that the title of Tchaikovsky’s composition is actually ‘Variations on a 
Rococo theme’ and not ‘Variations in the Rococo style’.101 Lev Ginsburg stipulates 
that the Rococo style was not typically associated with Russian culture.102 However, 
in contradiction with his statement, it is useful to clarify here that the architectural 
and decorative Rococo style was popular in Russia as well as in Europe at that time. 
The Brockhaus and Efron dictionary tells us: 

The Rococo style originated in France during the regency period (1715-
23), reached full development under Louis XV and spread to other 
European countries where it dominated until the 1780’s. The style was the 
continuation, or rather a modification of the Baroque style. Rococo 
architecture avoids strong symmetry. Regardless of its architectural 
irrationalities, the Rococo style left many monuments such as the Palace 
of Versailles in France, Zwinger in Dresden, Germany, the Winter Palace 

                                                 
99  It is interesting to mention here that ‘the cellist Boris Dobrokhotov recounted that Kubatsky, the 
first performer of the sonata [by Shostakovich], after receiving the manuscript from Shostakovich, 
introduced considerable changes into the cello part, including octave passages. Not everything 
went smoothly at the first rehearsals with the composer, and the cello part was further edited 
(evidently some of Kubatsky’s suggestions were eliminated)’, see Wilson, E., Shostakovich (2006), 
p. 121. 
100 The title of the four existing manuscripts is written in French; note that in Poznansky-
Langston’s The Tchaikovsky Handbook (2002), p. 202, the title in French ‘Variations sur un thème 
rococo pour le violoncelle avec accompagnement d’orchestre ou de Piano par P. Tchaikovsky Op. 
33’ is absent. 
101 Raaben (1958), p. 50 (footnote). 
102 Ginsburg, ‘The Violoncello art history,’ p. 572. 
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in Saint Petersburg together with many other Rococo buildings by the 
talented Count Rastrelli in Russia.103 

 

Once Tchaikovsky wrote, ‘The more one  knows about Mozart the more one 
loves him! The ideal of an artist and a human!’ It is obvious that Mozart, whom 
Tchaikovsky greatly admired, and whose creative aura played an inspirational role 
in art, influenced Tchaikovsky’s choice of this particular genre.104 

As written so perceptively by Thomas Kohlhase:  

‘No other music has touched Tchaikovsky so deeply as the music of Mozart. 
Mozart's Don Giovanni, that he had heard for the first time at the age of seventeen, 
stayed with him until the end of his life as the opera of all operas, he translated the 
libretto of Figaro into his mother tongue. In his reviews he has repeatedly turned to 
Mozart's works, he has edited, orchestrated, directed and propagated compositions 
of his idol. He was the proud owner of the Mozart-Gesamtausgabe105 published by 
Breitkopf & Härtel in 1877, which had been given to him by his publisher,106 he 
studied and annotated the Mozart Biography by Otto Jahn and desired to translate 
into Russian ‘Nouvelle biographie de Mozart’ written in Moscow in 1843 by 
Alexandr Ulybyshev. In 1888 he visited Mozart’s room at  the villa ‘Bertramka’ in 
Prague, where Mozart in 1787 had completed ‘Don Giovanni.’ He wrote some 
compositions in the spirit and time of Mozart when he composed his penultimate 
opera and its pastoral episode, "as if I lived in the eighteenth century, and there is 
nothing besides Mozart but above all: his ideal of beauty, his aesthetic of musical 
Beauty stands completely under the star of the adored Mozart.’107 

 

Here is what Raaben wrote about Tchaikovsky and variations as a genre:

                                                 
103 Brockhaus and Efron Encyclopaedic Dictionary (1899).  
104 Tchaikovsky’s notes in the margins of Otto Jahn’s book: ‘W.A. Mozart,’ see Ainbinder, 
‘Tchaikovsky’s personal library,’ p. 355; see also: Suite No. 4  in G major, Op. 61, 
named Mozartiana [Моцартиана]; Theme with Variations in A minor (c. 1863-64); Piano Trio in 
A minor, Op. 50 . 
105 Complete edition. 
106 Pyotr Jurgenson. 
107 Kohlhase, ‘Dokumente zu Čajkovskijs Mozart-Rezeption.‘ 
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It is quite natural that the composer [Tchaikovsky] turned to the variations 
genre, because this genre was one of the most prevalent in instrumental 
music at the end of 18th century and up until the mid-19th century. Even 
though its popularity decreased, the genre was still much in vogue in 
instrumental music.108  

 
3.2 Variation form 
 

The form analysis of the Variation on a Rococo theme is a complex issue. We 
propose to look at several 20th-century theoretical and instrumental practice sources 
about Tchaikovsky’s variations. 

In the chapter ‘The Emergence of the Free Technique’ Robert U. Nelson 
specifies that generally ‘the true free variation form dates from about 1875’ and that 
‘at this time variations began to be written in which the free treatment, instead of 
being incidental, was preponderant.’ Among the earliest of these pieces were also 
Tchaikovsky’s Rococo Variations (1878) together with the variation movements in 
his Piano Trio, Op. 50 (1882)109 and Third Suite for Orchestra, Op. 55 (1884). 
However, the influence of the character variation is naturally visible: the variations 
are separated by distinct cadences and the beginning parts of each cycle retain the 
structural plan of the theme.110 (See Chart below) 

In 1965 Ginsburg wrote that the peculiarity of the Rococo Variations’ form is 
the orchestral refrain or ‘ritornello’, a device that was used in variations already at 
the beginning of the 19th century.111 Each variation can be regarded as a complete 
miniature. At the same time, however, the unity of all musical episodes and the 
wholeness of the entire cycle are fully sustained by the above-mentioned orchestral 
refrain. The third and the fourth variations are written in free variation style 
(Fitzenhagen’s version ‘B’). Note that the orchestral refrain remains within the 
motivic structure but toward the end of the piece the refrain becomes altered. 

                                                 
108 Raaben (1958), p. 47. 
109 Istomin-Chevallier-Reimann Tchaikovsky CD, Passacaille Records № 1047.  
110 Nelson, ‘The Technique of Variation,’ p. 112. 
111 Ginsburg, ‘The Violoncello art history,’ p. 572. 
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Subsequently, Ginsburg referred to the comments of the influential Soviet 
music critic Boris Asafiev112, who in 1922 praised Tchaikovsky’s Variations as ‘one 
of the composer’s most outstanding, brightest and complete works.’113  

We find that it is both enlightening and important to note that these two 
aforementioned well-established writers on music refer to Fitzenhagen’s seven- 
variations editorial version. Their statements about the Variations’ completeness are 
in conflict with a number of Fitzenhagen’s critics; Yampolsky cites only a small 
selected part of Glebov’s ‘analytical thoughts’ omitting the definition of the 
Variations’ completeness. Raaben remarks that the Variations belong to the so-
called type of ‘symphonic’ variations in which the ‘variationness’ principle serves 
the goal of internal, senseful and creative development of the theme.114 

Yury Tiulin in his structural analysis115 gives the schemes of both versions, 
‘A’ and ‘B’. He points out that the theme is written in classic binary form but he 
omits to specify that the musical sections, otherwise known as musical periods, are 
repeated in the ‘B’ version (16 + 16  =  32 measures) lending some ambiguity to the 
analysis. Tiulin defines Variations I, II and VI (version ‘A’)116 as strict; Variations  
III, IV, V, VII and VIII – composed in free variation style. The specific characteristic 
of the cycle is its continuous development; all variations are linked to each other by 
orchestral and instrumental refrains.  

In his textbook ‘Musical Form’ Igor Sposobin stipulates that the type of strict 
or ornamental variations fully materialised at the end of the 18th century. The most 
important distinguishing feature of the theme structure in variation form is its length; 
for instance, it could have a theme in simple binary form, or a short theme that can 

                                                 
112 Russian musicologist and composer (1884 - 1949), [Борис Владимирович Асафьев], also 
known by his pen name Igor Glebov [Игорь Глебов]. 
113 Asafiev, ‘Tchaikovsky’s instrumental creations,’ p. 63; Asafiev,  ‘On Tchaikovsky’s music,’ p. 
284; Ginsburg, ‘The Violoncello art history,’ p. 573.   
114 Yampolsky, ‘Unpublished manuscripts,’ p. 34; ‘Selected research,’ p. 110; Raaben, 
‘Tchaikovsky’s works,’ p. 47; Raaben very probably refers to Asafiev’s ‘symphonism,’ as a creative 
comprehension and expression of the world of feelings and ideas in the continuity of the musical 
current, and its vital tension. Note, that the idea of ‘symphonism’ as a reflection of reality, within 
a dialectical method of philosophical argument, was introduced and developed by Asafiev in 
Soviet musicological science at the beginning of the 20th century; see: Asafiev, ‘Tchaikovsky’s 
instrumental creations,’ p. 8. 
115 Tiulin, ‘Tchaikovsky’s compositions,’ p. 190. 
116 The cello (continuous trill ‘embellishment’) accompanies the Theme in the orchestra. 
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be easily remembered – or, as in classic variations where the most common theme 
form was binary with reprises. Note that Fitzenhagen in his ‘B’ version repeated the 
two periods. To follow Sposobin’s analysis, we can refer the structural overview of 
the Rococo Variations as presented below. 

According to Davil Arutiunov, ‘strict variations’ occupy  a relatively small 
place in Tchaikovsky’s music and, that he usually placed them at the beginning of 
variation cycles. However, we should mention that Arutiunov’s method of analysis 
was harshly criticised by Yuri Kholopov who described it as the method that 
embodies all scientific errors of Soviet-era ‘analysis’. Unfortunately however, in 
Kholopov’s article we were not able to discern a clear solution to the problem 
concerning Tchaikovsky’s musical forms.117  

Since the Rococo Variations’ Theme is simple and easily recognisable, the 
first two variations of both the ‘A’ and ‘B’ versions can be added to the short list of 
examples of Tchaikovsky’s strict variation type. Tchaikovsky favoured the ‘free’ –  
otherwise known as the ‘character’ –  variation genre that we find in the remaining 
cycles of the  Rococo Variations.118 
 

                                                 
117 Kholopov, ‘What shall we do,’ pp. 54-64. 
118 Arutiunov (2012),  pp. 57-58. 
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Version ‘A’ 
22 
measures 

16 
measures 

6 + 2 
measures 

16  
measures 

6 + 2 
measures 

20  
measures 

6  
measures 

10  
measures 

Non 
measured 

22  
measures 

7 + 6 
measures 

46 
measures 

 
Orchestral 
introduction 
 
Moderato 
assai, quasi 
Andante 
 
 
 
 
 
 
 
 
 
Comma. 

 
Thema 
 
 
Moderato 
simplice 

 
 
 
 
 
 
 
Orchestral 
refrain with 
Cello-Solo 
exclamation 
– link phrase. 
 
 
 
 
Comma. 

 
Variation I 
 
 
Tempo della 
Thema 

 
 
 
 
 
 
 
Orchestral 
refrain with 
Cello-Solo 
exclamation 
– link phrase. 
 
 
 
 
Comma. 

 
Variation II 
 
 
Tempo della 
Thema 

 
 
 
 
 
 
 
Orchestral 
refrain – 
link. 

 
 
 
 
 
 
 
Cello-Solo 
prelude – 
link before 
Cadenza. 

 
 
 
 
 
 
 
Cello-Solo 
Cadenza. 
 
 
 
 
 
 
 
Comma. 

 
Variation 
III 
 
Andante119 
Molto 
espressivo 

 
 
 
 
 
 
 
Orchestral 
refrain with 
Cello-Solo 
coda. 
 
 
 
 
 
Full stop. 

 
Variation 
IV 
 
Allegro 
vivo 
 
 
First oboe -
four 
measures 
motif as a 
new 
melodic 
material. 
 
Full stop. 

A major A major A major A major A major A major A major A minor  
 
diminished 
dominant to 
D minor 

A minor  
 
diminished 
dominant to 
D minor 

D minor D minor  A major 

  
Simple 
binary form 
without 
repeats 

  
Strict, classic 
or 
ornamental 
variation 
style 

  
Strict, classic 
or 
ornamental 
variation 
style 

    
Free 
variation 
style 

  
Free 
variation 
style 

                                                 
119 We find several close affinities between Variation III and Tchaikovsky’s ‘Autumnal Song,’ from Op. 37-bis, which are composed in the same tonality and convey the same type 
of  lyrical song-romance atmosphere; note that Tumanina finds resemblances between Variation III and Aliabyev’s romance ‘Nightingale,’ Andante con espressione (see: Tumanina 
(1962), pp. 445-446) ; it is worth mentioning here that Aliabyev’s romance was one of the favourite musical pieces in Tchaikovsky’s family. (see: Vaidman, ‘Tchaikovsky – von 
Meck,’ Vol. I, pp. 37; 163.) 
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51 
measures 

7  
measures 

8  
measures 

2  
measures 

4  
measures 

11  
measures 

8  
measures 

6  
measures 

7 
measures 

56  
measures 

14  
measures 

 
Variation V 
 
Andante 
grazioso 
 
With three 
Orchestral 
refrains on 
held notes in 
the Cello-Solo 
part 
 
 

 
 
 
 
 
 
Cello-Solo  
Coda. 
 
 
 
 
 
 
Comma. 

 
Variation VI 
 
Allegro 
moderato 
 
Theme in first 
flute 
Cello-Solo 
ornamental 
acc. 

 
 
 
 
 
 
Cello-Solo 
link 

 
 
 
 
 
 
Orchestral 
motive -
Theme’s 
second section 

 
 
 
 
 
 
Cello-Solo 
Cadenza   

 
 
 
 
 
 
Theme in  
first flute  
Cello-Solo 
ornamental 
acc. 

 
 
 
 
 
 
Orchestral 
refrain – link 

 
 
 
 
 
 
Cello-Solo 
Coda – link 
before 
Variation VII 
 
 
 
 
Comma. 

 
Variation VII 
 
Andante 
sostenuto 

 
 
 
 
 
 
Cello-Solo 
Coda -  
Cadenza  
‘a piacere’ 
 
 
 
 
Comma. 

A Major Dominant to 
D Major. 

A Major Dominant to 
A major 

A major Dominant 
tone to A 
major 

A major A major Dominant to 
C major 

C Major Dominant to 
A Major 

 
Free variation 
style 

  
Strict, classic 
or ornamental 
variation style 

    
Strict, classic 
or ornamental 
variation style 

   
Free variation 
style 
 
Lyrical 
sphere: 
typical 
Tchaikovsky 
Ballet 
‘Adagio’120 
 

 

 
  

                                                 
120 Tumanina (1962), p. 446. 
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9  
measures 

26  
measures 

32  
measures 

 
Variation VIII e 
Coda 
 
Allegro moderato con 
anima 
 
Cello-Solo 
Introduction 
Senza Orchestra 

 
 
 
 
 
 
 
Cello-Solo and 
Orchestra 

 
Coda 
 
 
 
 
 
Cello-Solo in 
Dominant E to A 
Major 
Orchestra refrain 

 
Dominant to A Major 

 
A Major 

 
Dominant to A Major 
Resolution into the A 
Major tonic  

 
Free variation style 

  
Cello-Solo 
Quasi Cadenza 
Orchestra acc. 
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Version ‘B’ (version ‘A’ variation’s numbers are in brackets) 
22 
measures 

32  
measures 

6 + 2 
measures 

16  
measures 

6 + 2 
measures 

20 
measures 

6 
measures 

7  
measures 

56  
measures 

14  
measures 

51 
measures 

7  
measures 

 
Orchestral 
introduction 
 
Moderato 
assai, quasi 
Andante 
 
 
 
 
 
 
 
Full stop. 

 
Thema 
 
 
Moderato 
simplice 

 
 
 
 
 
 
 
Orchestral 
refrain 
followed by 
Cello-Solo 
exclamation 
– link phrase. 
 
Comma. 

 
Variation I 
 
 
Tempo della 
Thema 

 
 
 
 
 
 
 
Orchestral 
refrain 
followed by 
Cello-Solo 
exclamation 
– link phrase. 
 
Comma. 

 
Variation II 
 
 
Tempo della 
Thema 

 
 
 
 
 
 
 
Orchestral 
refrain 

 
 
 
 
 
 
 
Cello-Solo: 
Coda – link 
to Variation 
III 
 
 
 
Comma. 

 
Variation 
III (VII) 
 
Andante 
sostenuto 

 
 
 
 
 
 
 
Cello-Solo 
Coda – small 
Cadenza  
‘a piacere’ 
 
 
 
Comma. 

 
Variation 
IV (V) 
 
Andante 
grazioso 
 
With three 
Orchestral 
refrains on 
held notes in 
the Cello-
Solo part. 
 
 

 
 
 
 
 
 
 
Cello-Solo  
Coda. 
 
 
 
 
 
Comma. 

A major A major A major A major A major A major A major Dominant to 
C major 
 

C Major Dominant to 
A Major 

A Major Dominant to 
D Major. 

  
Simple 
binary form 
with repeats 

  
Strict, classic 
or 
ornamental 
variation 
style 

  
Strict, classic 
or 
ornamental 
variation 
style 

   
Free 
variation 
style 
 
Lyrical 
sphere: 
typical 
Tchaikovsky 
Ballet 
‘Adagio’121 
 

   

 

                                                 
121 Idem.. 
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8  
measures 

2  
measures 

4  
measures 

11  
measures 

8  
measures 

6  
measures 

10  
measures 

Non 
measured 

22  
measures 

7 + 6 
measures 

44 
measures 

32 
measures 

 
Variation V 
(VI) 
 
Allegro 
moderato 
 
First flute 
Variation’s 
Theme . 
Cello-Solo 
ornamental 
acc. (trills) 

 
 
 
 
 
 
 
Cello-Solo 
link 

 
 
 
 
 
 
 
Orchestral 
motive -
second 
section of the  
Theme. 

 
 
 
 
 
 
 
Cello-Solo 
Cadenza   

 
 
 
 
 
 
 
Theme in 
first flute  
Cello-Solo 
ornamental 
acc. (trills) 

 
 
 
 
 
 
 
Orchestral 
refrain – link 

 
 
 
 
 
 
 
Cello-Solo 
prelude – 
link before 
Cadenza. 

 
 
 
 
 
 
 
Cello-Solo 
Cadenza. 
 
 
 
 
 
Comma. 

 
Variation 
VI (III) 
 
Andante122 
Molto 
espressivo 

 
 
 
 
 
 
 
Orchestral 
refrain with 
Cello-Solo 
coda. 
 
 
 
Full stop. 

 
Variation 
VII (IV) e 
Coda 
Allegro vivo 
 
 
First oboe -
four 
measures 
motif - new 
melodic 
material. 
 
 

 
Coda 
 
 
 
 
 
Cello-Solo in 
Dominant E 
to A Major 
Orchestra 
refrain 
 
 
Full stop. 

A Major Dominant to 
A major 

A major Dominant to 
A major 

A major A major A minor  
 
diminished 
dominant to 
D minor 

A minor  
 
diminished 
dominant to 
D minor 

D minor D minor  A major Dominant to 
A Major 
Resolution 
into the A 
Major tonic  

 
Strict, classic 
or 
ornamental 
variation 
style 

    
Strict, classic 
or 
ornamental 
variation 
style 

    
Free 
variation 
style 

  
Free 
variation 
style 

 
Cello-Solo 
Quasi 
Cadenza 
Orchestra 
acc. 

                                                 
122 Idem. 
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3.3 Versification 

 

We should remember that logic as well as rhetoric were taught in Russian 
educational institutions from the beginning to the mid-19th century. Subsequently, 
rhetoric123 as an educational discipline was regarded within a wider context, 
specifically as the theory of prose. The rhetorical rules applicable to the construction 
of musical language, together with the foundations and rules of versification, 
including the theory of affects, were obviously known to both Tchaikovsky, who 
graduated from the Imperial School of Jurisprudence and later from the Saint 
Petersburg Conservatory, and Fitzenhagen, who received his ‘humanistische 
Bildung’ [humanistic education] in Germany.  

Persons born into good families began writing verse in childhood and knew 
all the intricacies of the various poetic genres and styles. The first Tchaikovsky verse 
that came down to us was written when he was 11 years of age. We can appreciate 
some of Tchaikovsky’s verses in his diaries, letters and romances.124 

 
 

Когда молюсь от сердца я, 
Господь мою молитву слышит 
Молитва наша есть сестра 
Она, как свет, 
Нам душу освещает 

When I pray from my heart 
The Lord hears my prayer 
Our prayer is a sister 
She, like light, 
Our soul enlightens 

 
 

Precise musical grammar, rhetoric and versification, alongside general 
culture, aesthetics and performing concepts were intrinsic properties of previous 
generations of musicians. It is well known that musical phrases and sentences imply 
words and follow the same rules of word formation, phrasing and sentence 

                                                 
123 the study of the ways of using language effectively (see Cambridge Dictionary); see also 
Ratner (1980), Chapter II, Rhetoric, p.33. 
124 See: http://en.tchaikovsky-research.net/pages/Lilies_of_the_Valley; http://en.tchaikovsky-
research.net/pages/Letter_55;  
http://en.tchaikovsky-research.net/pages/Six_Romances,_Op._16#Texts 
 

https://dictionary.cambridge.org/dictionary/english/study
https://dictionary.cambridge.org/dictionary/english/way
https://dictionary.cambridge.org/dictionary/english/language
https://dictionary.cambridge.org/dictionary/english/effectively
http://en.tchaikovsky-research.net/pages/Lilies_of_the_Valley
http://en.tchaikovsky-research.net/pages/Letter_55
http://en.tchaikovsky-research.net/pages/Letter_55
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construction that we find in versification and oratory. As an example, we can give 
Tchaikovsky’s use of the following diacritical signs, specifically, macron ‘  ¯  ’ and 
breve ‘  ˘  ’.125 These diacritical signs appear in a letter to Anton Arensky, 
Maidanovo, 25 September126 1885: 

Dear Anton Stepanovich, 
Pardon me if I force my advice upon you. I have heard that 5/4 time 
appears twice in your new Suite. It seems to me that the mania for 5/4 time 
threatens to become a habit with you. I like it well enough if it is 
indispensable to the musical idea, that is to say if the time signature and 
rhythmic accent respectively form no hindrance. For example, Glinka, in 
the chorus of the fourth act127 of A Life for the Tsar, clearly could not have 
written in anything else but 5/4 time: here we find an actual 5/4 rhythm 
that is a continual and uniform change from 2/4 to 3/4: 

 
Example 4 

Tchaikovsky’s letter to Arensky 
   
 
Tchaikovsky continues: 

 

It would be curious, and certainly ‘an effort to be original,’ to write a 
piece with a simple rhythm of 2/4 or 3/4 time in 5/4 time.128  

 

                                                 
125 From Greek makrón (μακρόν) – ‘long or heavy’. A written or printed mark ‘ ̄   ’ used to indicate 
a long vowel in some languages, a stressed vowel in verse, or a strong beat in music; From Latin 
breve — ‘brief or short’. A written or printed mark ‘ ˘ ’ used to indicate short or unstressed vowels 
or syllables as well as a weak beat in music. Note that Tchaikovsky in his library had M. 
Brodovsky’s, Guide to versification; see Ainbinder, ‘Tchaikovsky’s personal library,’ p. 287.  
126 7 October [O.S.]. 
127 Here, we find inaccuracy in Tchaikovsky’s writing. In Jurgenson’s 1880 score of the Opera, 
the women’s chorus Razgulyàlasia, razlivàlasia (Lustig ergiessen frei von dem Eise) was 
published under № 13 in the Third Act of the Opera, see: Glinka, A Life for the Tsar (1880), p. 
226. 
128 Tchaikovsky, Modest (1924), p. 496. 
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Tchaikovsky analysed Baron Rosen’s text, that we find in the women’s chorus 
Rázgulyálasia, razliválasia (Lustig ergiessen frei von dem Eise)129, as follows: 
alteration of trochee, a foot consisting of one long or stressed syllable followed by 
one short or unstressed syllable ‘  ¯  ͝    ’ with dactyl  ‘ ¯   ͝͝͝    ͝    ’ , a metrical foot 
consisting of one stressed syllable followed by two unstressed syllables (see 
Examples 4, 5 and 6): 

 

 
‘Rāz-gu�-lyā-la�-sya�, rāz-lı̆-vā-la�-sya� vō-da� v𝐞𝐞�sh-nya�-ya� pō-o� l𝐮𝐮�-ga�m’ 

‘Ráz-gu-lyá-la-sia, raz-li-vá-la-sia’ 
(Lustig ergiessen (sic) frei von dem Eise) 

Example 5 
Rosen’s text with diacritical signs 

We underlined the stressed syllables130 
 
 

Lústig ergíéssen fréí von dem Éíse (sic) 
L𝐮𝐮�st�̆�𝐢g 𝐞𝐞�rgí𝐞𝐞�ss𝐞𝐞�n fr𝐞𝐞�í v𝐨𝐨�n d𝐞𝐞�m 𝐄𝐄�ís𝐞𝐞� 

Example 6 
German translation of Rosen’s text 
(with our accents and diacritical signs) 

 
 

It is curious to note that in the German translation of ‘A Life for the Tsar’ 
published by Jurgenson the foot is shifted to a different syllabic alteration, therefore 
the foot structure does not fit perfectly in the 5/4 time signature as described by 
Tchaikovsky. An accent that falls on a ‘weak’ syllable creates a reverse alteration of 
dactyl ‘ ¯   ͝͝͝    ͝    ’   and trochee     ‘  ¯   ͝    ’. The alteration accentuates a ‘wrong’ 
syllable compared to the original Russian text (see Example 5). For additional 
information on The application of words to music and of music to words we invite 
you to read through Mathis Lussy’s Musical Expression,131 Accents, Nuances, and 
Tempo, in Vocal and Instrumental Music, chapter IX on Musical Prosody: 
                                                 
129 Glinka (1880), p. 226. 
130 Idem, (see the German translation) 
131 Lussy (1892), p. 102. 
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The long syllables must coincide with the accented notes, and the short 
syllables with the unaccented ones; that is to say, the long syllables should 
fall on the accented notes (accented beats, or fractions of the beat) and the 
short syllables on the unaccented notes (unaccented beats or fraction of 
the beat). Each monosyllable which requires articulation should be long, 
the only exception being the article. 

In addition, for a clearer understanding of the measure structure, musical 
phrases structure, natural accents, diatonic and enharmonic inclinations, we can use 
as a reference Alexander Villoing’s  Ecole pratique du Piano.132 Besides other very 
valuable information, in his fortepiano Method we can find explanations of 
diacritical signs: ‘Measures consist of strong beats: temps frappés:  ‘  ¯  ’ and weak 
beats: temps levés: ‘   ͝     ’ (see Example 7). 

 

  
 

 
Example 7 

Villoing,  Ecole pratique du Piano133  

                                                 
132 Villoing, Alexander Ivanovitch, (1804 - 1878). Known as the fortepiano teacher of Anton and 
Nicolay Rubinstein. His Ecole pratique du Piano (Paris, c. 1870) embodies his very personal 
system of instruction.  
133 Villoing (c. 1870), p. 19. 



82 | 

We also find  valuable information on poetical metre and musical measure in 
Adolph Friedrich Christiani’s book The Principles of Expression in Pianoforte 
Playing (see Example 8). 

 

Poetry Music 

is the rhythmical arrangement of articulated 
sounds (i.e., syllables), into regulated 
succession of groups called Metres. 

is the rhythmical arrangement of  
unarticulated sounds (i.e., tones) into  
regulated succession of groups called 

Measures. 

These depended, 

in the classic languages, upon the way in 
which long and short syllables were made to 

succeed each other, i.e., on Quantity. 

in ancient music, upon the metres of poetry 
with which they were identical, i.e., on 

Quantity; the long and short syllables being 
represented by long and short tones 

respectively. 

 
Example 8 

Christiani’s comparative table of poetical metre and musical measure134 
 

Returning to our topic, for a more illustrative example we can put diacritical 
marks in the text of the Variations’ Theme (see Example 9). Thus, we can easily see 
an obvious rhetorical link between the dynamic and performance indications written 
out by Fitzenhagen in the aforementioned manuscripts. It is also of interest to note 
that the melody and its rhythm are structurally close to a poetical (sung) as well as 
an instrumental form of the French dance Bourrée135 that was reappearing 
occasionally in 19th-century compositions, particularly when they feature neoclassic 
tendencies. Leonard Ratner in his book Classic Music: Expression, Form, and Style 
writes: 
                                                 
134 Christiani (1885), pp. 38-40.  
135 Bourrée – old French dance from Auvergne, of merry but not very quick character. Its time 
signatures and rhythms are: 2/4, 4/4, 2/2. This dance underwent artistic treatment especially among 
composers of the 18th century, Brockhaus and Efron (1899); see also The Bourrée chapter, Little-
Jenne (1991), p. 35; We should note that examples of ‘fast’ bourrées also exist (Dr. G. Kennaway’s 
remark). 
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The bourrée was rather lively in manner and in duple meter, calling for 
lightness in performance (Rousseau, Türk). While the term bourrée does 
not appear in classic music as a title for a movement, the style was 
frequently used. The bourrée has a short upbeat and an articulation after 
the third beat of the measure.136 

 

  

Example 9 
Variations, version ‘A’ – Theme 

Manuscript copy of the Violoncello-Solo part, Fund 88 № 97b 
 

The characteristic Bourrée figure, designated by Ratner as a topic, i.e. subject 
for musical discourse,137 can easily be applied to the Variations’ Theme, Variation 
I, and Variation III (version ‘A’). We can also perceive the bourrée-like Variation’s 
Theme as a sung dance. The phrasing and the rhetoric are very similar to the standard 
models of the Bourrée, both instrumental and sung. If sung, their lyrics imitate what 
is perceived to be natural speech patterns.138 Hence, we invite performers to invent 
their own subtext that can facilitate a natural feeling for the metric movement and 
phrase constructions according to the rules of measure compositions and vocal 
accentuation. If we wish to refer to the original pastoral and graceful poetic genres, 

                                                 
136 Ratner (1980), p. 13. 
137 Idem, p. 9. 
138 Ranum (2001), p. 37. 
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we can find a suitable example in Pyotr Karabanov’s Verses139 (below is our free 
translation, see also Example 10): 

 

Example 10 
Interlude The sincerity of the shepherdess, duet Daphnis and Chloe (Act II, № 14 c)  

from Tchaikovsky’s opera The Queen of Spades, Op. 68  
Note that Karabanov’s original text is in Tchaikovsky’s own adaptation140  

                                                 
139 See: http://en.tchaikovsky-research.net/pages/Pyotr_Karabanov (reference 12.01.2019) 
140 Tchaikovsky, The Queen of Spades (Пиковая дама), Op. 68 (1899), p. 138. 
 

Под тению густою 
Близ тихого ручья 
Сидела долго я, 
Терзаема тоскою. 
Вдруг миленький дружок, 
Любезный пастушок, 
О ком я воздыхала 
И страсть открыть желала… 

In the shade that dark and dense 
Near quiet lovely stream 
I was sitting for a while, 
In tormenting, longing grief. 
But suddenly my dear friend, 
Precious little shepherd came,  
About whom I dared to sigh 
And dreamed to tell my desire. 
 

http://en.tchaikovsky-research.net/pages/Pyotr_Karabanov
http://en.tchaikovsky-research.net/pages/Op.
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Richard Taruskin writes:141  
 

In fundamental ways that that go far beyond matters of ‘style’ and ‘form,’ 
and that amount to the very opposite of ‘escape from himself,’ Chaikovsky 
was very much a Mozartean composer. 
Why dance? Because the purpose of music for Mozart, as for Chaikovsky, 
was, in Allanbrook’s words,142 ‘to move an audience through 
representations of its own humanity,’ and  that ‘in the dancer, movement 
and affect become one.143 

 
A story written down by Ivan Klimenko – whose memoirs were not influenced 

by Modest’s biography – offers a series of amusing episodes illustrating 
Tchaikovsky's unconventional sense of humour and his ‘amazing self-control in the 
most comical situations, which he himself created.’ In one, Tchaikovsky was 
traveling on a train in the company of Nikolay Rubinstein, Pyotr Jurgenson, Nikolay 
Kashkin, Nikolay Hubert, and Klimenko: 
 

Petya started playing about and imitating ballet recitatives (he did this 
marvellously), striking various ballet poses, and suddenly proposed to us: 
‘Gentlemen, would you like me to dance the mazurka before the ladies 
[who were traveling in the next compartment]?’ And without waiting for 
a reply, he began to sing passionately the mazurka air from A Life for the 
Tsar and dashed courageously and with an inspired face into the next 
compartment, dancing the mazurka, and then, saying ‘pardon’ to the 
ladies, turned round before them and with the same mazurka step returned 
to us maintaining a completely serious expression on his face. Then, of 
course, he joined in our friendly laughter.144 

 
‘Such anecdotes as this – and they are not few – attest to his sense of play and 

improvisation, the necessary kernel of any creativity, which in Tchaikovsky was 

                                                 
141 Taruskin (1997), pp. 250, and 292. 
142 Taruskin talks about ‘the most illuminating recent study of Mozart’ by Wye Jamison 
Allanbrook, Rhythmic Gesture in Mozart: Le Nozze di Figaro and Don Giovanni, University of 
Chicago Press, 1986. 
143 Note that in this thesis we use Tchaikovsky’s spelling of his last name, see: 
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-
sur-un-theme-rococo-dlya-violoncheli-s-orkestrom-2017-08-17. 
144 Klimenko, see http://www.mosconsv.ru/ru/book.aspx?id=127837&page=127839 
 

http://www.mosconsv.ru/ru/book.aspx?id=127837&page=127839
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expressed in his eccentricity, affectation, mischievousness, and what is customarily 
regarded as youthful high spirits – endearing traits he retained throughout his life.’145 
 

Contrary to the generally accepted tendency to criticise Fitzenhagen for 
‘grossly bowdlerizing’146 a primary state of the Piano-cello score147, we propose to 
look differently at the motives, and therefore results of the cellist’s work with 
Tchaikovsky’s text. We should take into account that in the baroque, classic and 
even romantic traditions, the ‘holy immunity’ of a composer’s score was not taken 
for granted as a mandatory requirement. The musical creation was a living matter 
that should be recreated as if anew in every performance. Performers did not regard 
the composer’s score as a dead artefact. Musicians used scores as a basis, a canvas 
or a plan, that could be realised in their own artistic performances. This approach to 
performance was not self-centred. It was based rather on a full understanding of the 
traditions as well as the style of execution of a certain era. In any case, a good 
musician within each epoch would cultivate and display such virtues as emotion, 
spirituality, intellectual agility and technique.148 

In this context the following paragraph from Nicholas Cook’s excellent 
‘Beyond the Score’ springs to mind: 

 
Most so-called histories of music are really histories of composition, or 

even of compositional innovation. This ignores the fact that, for the past two 
centuries, the culture of WAM [the tradition of Western ‘art’ music] has 
largely consisted of the performance of old music. It is partly a matter of 
aesthetic ideology, but it is also because histories of music are written on the 
basis of documents, ranging from scores and transcriptions to treatises and 
criticism. Performance, however, is an art of telling detail—detail that falls 
between the notes of musical texts and the words of literary ones.149 
 
Note that musicologists, as a rule, quote a fragment of Jurgenson’s letter to 

Tchaikovsky from 3 February150 1878:  

                                                 
145 Poznansky, Tchaikovsky (1991), pp. 106-107. 
146 Brown (2007), p. 127; Brown-Wallfisch-York (2009), Preface. 
147 See Tchaikovsky, Complete Collected Works (1956), Vol. 30 Б and 55 Б, Prefaces. 
148 See also: Baird, Julianne, on Baroque Singing, (Sherman, Inside Early Music), p. 228. 
149 Cook, Beyond the Score, p. 3. 
150 15 February [O.S.] 
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He [Fitzenhagen] certainly wants to remake your violon[cello] piece, make 
it more violoncellistic.151 

First of all we should note that this rather subjective statement comes from 
Jurgenson, in his capacity as a publisher i.e. not as a practicing musician. This quote 
can be interpreted as a kind of paralogism: is it a serious problem that a cellist would 
make the piece dedicated to him more suitable for his instrument? The French phrase 
from the same letter, specifically ‘revu et corrigé par Fitzenhagen!!’ is often (as by 
aforementioned Soviet-era musicologists) perceived in a negative sense.152 
However, we should note that the phrase ‘revu et corrigé’ frequently appears in 19th-
century music editions, also in some of  Tchaikovsky’s compositions that were 
published in Russia. More likely, the French phrase refers to the formal type of 
statement that serves as a legal warrant, such as ‘lu et approuvé’.153 It is important 
to note that we were not able to find in the manuscripts any written out comment 
such as ‘revu et corrigé par Fitzenhagen!!’.  

On the subject of making the Variations more violoncellistic, a quote from 
Tchaikovsky’s letter to Jurgenson may lead us to a better understanding of the 
composer’s attitude toward such actions:  

Forgive me for making changes in some places. It’s not me who is to 
blame, but Taneyev,  who was very careless about my request to make the 
piano reduction, that I arranged abroad and without an instrument, more 
suitable for the piano (‘офортепьянить’)154.  

 

 

 

 

 

                                                 
151 Russian –  ‘обвиолончелить’ that phonetically sounds as ‘obviolonchelit’ (i.e. make it more 
suitable for the violoncello); Tchaikovsky – Jurgenson, Vol. I (2011), p. 45. 
152 Note that the French expression ‘revu et corrigé’ or especially ‘revu et corrigé par Fitzenhagen’ 
which is presumably written by the cellist himself is not found in any available primary source. 
153 Note that signature in contracts is usually preceded by the handwritten 
words ‘Lu et approuvé’ [‘Read and approved’.] 
154 Tchaikovsky asked Taneyev to make the score more ‘fortepianistic’ [‘офортепьянить’]; see 
Tchaikovsky – Jurgenson, Vol. I (2011), p. 60; Taneyev, Sergey  (1856 - 1915), Russian pianist, 
theorist, and composer (Tchaikovsky’s pupil). 
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4. A new historic rendition of the Variation’s practice 

 
Throughout the mid-20th century, Soviet performing arts historians, such as 

Yampolsky, Dobrokhotov, Stogorsky, argued that the 19th-century German 
Violoncello School ‘excelled’ in cliché, conveyed the inertness of academic 
traditions, as well as heaviness and sentimentalism. It is not a surprise that 
Fitzenhagen’s contribution was perceived in a negative way by the aforementioned 
paragons of musical practice of the 1950’s. Ginsburg wrote about Fitzenhagen and 
the Variations: 

but of course, we should not consider as mandatory Fitzenhagen’s 
performance indications (some of his dynamic markings as well as his 
antiquated fingering techniques).155  

In connection with this inference, one of the definitions of logic, or rather, a 
logical fallacy such as ‘argumentum ad novitatem’ comes to mind. Speaking of 
antiquated techniques, we can refer to the writings of Arnold Dolmetsch:  

This last remark is amusing,156 in view of the fact that at all times people 
have been convinced of the superiority of their own taste over that of their 
predecessors.157  

Nowadays we should not forget that an interest in exploration of techniques – 
including ‘all sorts of indications and instructions of particular [i.e. to the 
violoncello and music performance in general] features’158 as well as in the revival 
                                                 
155 Ginsburg, ‘The Violoncello art history,’ p. 289. 
156 Dolmetsch talks about Francois Couperin’s remark: 
 Take great care not to alter the time of set pieces, and not to hold notes longer than their 

proper value. Finally, form your playing on the good taste of to-day, which is without 
comparison purer than formerly. ‘L’art de toucher le Clavecin’ (1717), the italics are ours. 

157 Dolmetsch, Arnold (1858 - 1940). English instrument maker and pioneer in the revival of 
performances of early music on original instruments; Dolmetsch, The Interpretation (1916), p. 22. 
158 Tchaikovsky – Jurgenson, Vol. II (2013), p. 85, Letter № 679, Tchaikovsky to Jurgenson: 

Maidanovo, 30 August / 11 September [O.S.] 1887  

I am sending to you today a violoncello piece [Pezzo capriccioso for cello and 
orchestra, Op. 62, S.I.,] dedicated to Brandukov. Be so kind, send it to Fitzenhagen 
(i.e. not the full score, but with the piano) and ask him from me to look through the 
violoncello part and put in all sorts of indications and instructions of particular 

 



| 89 

of 19th-century historically informed performance practice – is based on concerns 
that are more pragmatic rather than sensual. Therefore, the allusion to ‘outdated 
fingering technique,’ which we can see in the writings of those mainstream 
musicians is not logically valid. Taking into account numerous historical materials, 
as well as modern works of the leading performance practice specialists159, we 
cannot agree with the description of the German Violoncello School quoted above. 
These materials point to a rather opposite conclusion. Bernhardt Romberg’s 
Violoncello School, to which we can add the cello methods of Jean-Louis Duport, 
Friedrich Dotzauer, Friedrich August Kummer and Sebastian Lee, define 
characteristics of lightness, grace, freedom and variety of instrumental techniques. 

Among many of Romberg’s instructions, in the chapter De la Manière de 
phraser160 or Of Execution in one of the English translations of Romberg’s 
Method161 we find the following text: 

Music may be considered in the light of declamatory language. The spirit 
and signification of a speech (sic) depends on the importance of the 
information it conveys, on the variety of tone used in the pronunciation of 
the words it contains, on the rising and falling inflexions, and on the 

                                                 
features (bold text and italics are ours). I have written the full score just in case, but I 
will not bother you whether you publish it or the parts; but with the piano, I will be 
very glad if you print it. This piece is the only fruit of my creative spirit from the whole 
summer. 

 
Your,  

P. Tchaikovsky 
 

[Я высылаю тебе сегодня виолончельную пиэсу, посвящённую Брандукову. Будь 
так добр, пошли её к Фитценхагену (т. е. не партитуру, а с фортепьяно) и попроси 
его от меня просмотреть виолончельную партию и выставить всяческие знаки и 
указания специального свойства. Партитуру я написал на всякий случай, но 
вовсе не буду приставать, что ты её или голоса издавал; а с фортепьяно очень 
буду рад, чтобы ты напечатал. Эта пиэса есть единственный плод моего 
творческого духа за все лето. 

 
Твой,  

П. Чайковский] 
For an alternative translation of the letter see:  
http://en.tchaikovsky-research.net/pages/Letter_3333 
159 Brown, C. (1999), Kennaway, G. (2014) , Walden, V. (1989, 2004). 
160 Romberg, Méthode, Paris (c. 1840), p. 125. 
161 Romberg, School, Boston, (c. 1880), p. 118.  

http://en.tchaikovsky-research.net/pages/Letter_3333
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strength or weakness of the voice. If a speech be pronounced 
monotonously, it must utterly fail in its desired effect, and can produce no 
other feelings in the hearers but those of languor and ennui. It is precisely 
the same case with Music, whenever it is played without a due admixture 
of light and shade, and a proper regard to feeling and expression. There is 
also a close analogy between the Rhythm of Music and the Rhythm of 
Verse; for in the former, the long and short syllables are regulated in the 
same manner as in the latter; for instance, the words ‘I love thee’ would 
be executed in Music thus:  

 
‘I love thee’, here the ‘D’ is a suspension to ‘C’ 

 

In the chapter ‘Nuances in Music’ we read: 

The music has its nuances and contrasts as the painting has its shades and 
light. To be able to give the necessary instructions and directions to them 
who play an instrument, to be able to give to their play these nuances and 
the ensemble and detail perfection that constitutes the beauty, we use 
certain expressions and locutions borrowed from Italian language that is 
the most proper to the music.162 However, it is necessary to notice that this 
paragraph is missing in the English translation on Light and Shade, & c.163 

 

 

 

 

 
  
   

                                                 
162 Romberg, ‘Méthode,’ p. 94. 
163 Romberg, ‘School,’ p. 90. 
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4.2 Musical expression according to Bernhard Romberg, Jean-Louis Duport, 
Louis Spohr, and Charles de Bériot 

As mentioned earlier, the development of the Russian School would not have 
been possible without a number of foreign contributors, musicians who lived, stayed 
for a long period of time or travelled extensively in Russia. We refer to string players 
such as Charles de Bériot, Bernhard Cossmann, Karl Friedrich Wilhelm 
Fitzenhagen, Bernhard Romberg, Adrien Francois Servais, Carl Schuberth, and 
Louis Spohr, not to mention their numerous wind virtuosi colleagues. 

Today, it is known that the interpretation of works that belong to previous 
epochs demands very specific knowledge. In our case, it is very useful to take into 
consideration the history and traditions of the leading European instrumental schools 
as well as relevant contemporary tastes and styles. This kind of ‘holistic historical 
approach’ encourages the most precise delivery of the composer’s textual 
indications and affects. As a result, the listener can fully experience the exact musical 
sense of the composer’s inspiration and ideas. 

We can also refer to Duport’s Essay on the Fingering and Bowing of the 
Violoncello to obtain a more complete understanding of the aesthetics and 
pedagogical foundations of 19th-century European cello methods. Duport instructs 
cellists on equality of tone, nuances, expressions, variety of bow strokes and all the 
gradations of execution and expression:164 

Variety in the manner of playing, gradations of sound, and consequently 
expression, depend on the bow, and are matters of taste and feeling. I shall 
not attempt to give examples of such taste and feeling, as that would be 
extremely ridiculous; but I will say that in order to be able to produce all 
those shades of sound which feeling inspires and taste regulates, we must 
begin by acquiring a perfect command of the bow. 

Note that the August Lindner translation omits the following: 

To produce equality in the tone, practice diligently the up and downstrokes 
in their full length, quite straight and with equal force throughout, on all 
the 4 strings. Therefore play the scales very slowly, and take care that the 
up and downstrokes be as equal as possible. Even on the best instrument, 
the tones on the four strings are not equal in power and quality; it is 

                                                 
164 Duport, ‘Essay on Fingering and Bowing of the Violoncello,’ p. 162; Duport, ‘Essai sur le 
doigté du violoncelle,’ (Lindner), p. 141. 
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therefore the player’s task to equalise them. To acquire the different 
gradations of tone, you must apply the bow as gently as possible at its 
extremities, both in the up and downstroke, then swell the tone gradually 
but not in jerks, as far as the middle of the bow – where it reaches its 
greatest strength, – upon which you must diminish it in the same manner. 
This practice offers at the same time an opportunity of perfecting the 
intonation. If you have attained this object, and if you have succeeded in 
drawing out all the tones with equal force, and in swelling each single tone 
from the softest piano to the strongest forte, then you will have the bow in 
your power, and be able to produce with it all the gradations of execution 
and expression.165 

We can discern that toward the end of the 19th century, in some editions of the 
Duport School, articles on nuances and expression appeared in abridged versions.166 
By the beginning of the 20th century, such essential performing techniques as ‘messa 
di voce’167 (see Example 11), somehow disappear from the methodology of 
renowned violoncello teachers. For example, in Grützmacher’s Daily Exercises, Op. 
67, published in 1891 and 1910 under the editorship of his prominent student Hugo 
Becker, as well as in the publication of William Willeke, the expressive effect ‘messa 
di voce’ is absent (see Examples 12 and 13). 
 

 

 
 

Example 11 
Romberg, Méthode de violoncelle, expressive bow stroke ‘messa di voce’ ( S.I. )168  

 
                                                 
165 Duport, (Lindner), p. 141. 
166 Idem.; see also the footnote 30 in George Kennaway’s ‘Playing the Cello,’ Chapter 1: Basic 
Posture and Bow Hold, p. 12 
167 ‘Messa di Voce’ (It.). Placing of the voice. Practice in bel canto of singing a crescendo then a 
diminuendo on a held note. Not to be confused with ‘mezza voce’. We should note that the ‘messa 
di voce’ effect remained a vocal ornament well into the 20th century, see: ‘The Oxford Dictionary 
of Music (2016),’ p. 550. 
168 Romberg, ‘Méthode,’p. 96 
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Slowly, with horizontal bowing.169 

  
 
 

Example 12 
Grützmacher,170  Daily Exercises for the Violoncello, Op. 67 

 

 
Example 13 

Grützmacher,171 Daily Exercises for the Violoncello, Op. 67 
 

Curiously, in the early Soviet-Russian facsimile reprint of Grützmacher’s 
Daily exercises published in 1924, the original indications of ‘messa di voce’ are 
present:172  
 
 

 
 

Example 14 
Grützmacher,173 Tägliche Übungen, Op. 67 

 
 

                                                 
169 Under stave indication is ‘G.B.’ – ‘mit ganzem Bogen’ or else ‘W. B.’ – ‘with the whole bow’. 
170 Grützmacher, ‘Daily Exercises,’ (Becker), p. 3 
171 Grützmacher, ‘Daily Exercises,’ (Willeke), p. 2. 
172 Facsimile reprint of one of the earliest German editions, probably Kahnt, Leipzig 1845 or 
1891. 
173 Grützmacher, ‘Daily Exercises,’ (Moskau: Muzsektor Gosizdat), 1924, p. 2. 
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Example 15 
Spohr, Grand Violin School, p. 111 

 
 

The ‘messa di voce’ effect, that is singing or playing of a long note so that it 
begins quietly, swells to full volume, and then diminishes to the original quiet tone 
(piano – cresc. – forte – dim. – piano) can be successfully used as an expressive 
effect, for instance, on the long notes in the Andante variations (Variations III, V 
and VII, version ‘A’). Moreover this particular effect might be applied while the 
bow is changing direction (see Examples 14 and 15), for instance, in the 3rd and 4th 
measures, Variation VII, Andante sostenuto, Cantabile (version ‘A’): mf – cresc. – 
forte – dim. – mf. 
 

 
 

Example 16 
Variation VII (version ‘A’) 

Manuscript copy of the violoncello part, Fund 88 № 97b 
 

The ‘messa di voce’ effect undoubtedly brings about a better quality of sound 
production and formation of its timbre. The vibrato effect can be added to enliven 
the sound in a more singing, or melodic way. However, we must remember that not 
all long notes should be executed in such a manner. This effect should be left to the 
performer’s discretion and taste. 
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It is known that at the Moscow Conservatory Fitzenhagen and Jan Hřímalý,174 one 
of his colleagues and chamber music partners, demanded from their students ‘the 
most serious attitude, especially to the execution of details’.175  
 

As mentioned above, we propose to consider the traditions of the leading 
European instrumental schools. Numerous indications by Fitzenhagen correspond to 
Louis Spohr’s ‘refined style’176 in which precision of performance, feeling and 
elegance converge. Spohr instructs the performer on how to complement the 
composer’s ideas by adding his own spirit. The listener is therefore given the 
opportunity to comprehend all of the composer’s intentions and, accordingly, 
acquire a better understanding of the composition. In Spohr’s Grand Violin School, 
Third Part, Chapter XXI, On Delivery or Style in General we read: 

Style is the manner in which the Singer or Player performs that which 
is invented and noted down by the Composer. If it be confined to a 
faithful delivery of that written down by notes, signs, or words of art, it 
is called a correct style or delivery; if the performer however adds of 
his own, and if he be capable of intellectually animating the subject so 
that the hearer may discover and participate in the intentions of the 
composer, it is called a fine style, in which correctness, sentiment, and 
elegance are united. 

Spohr continues: 

Fine style is however confined within certain limits. The capability of 
discerning the character of the musical piece elevates the correct to the 
fine Style and enables the performer to participate in the sentiment 
displayed, and reproduce it; this is a gift of nature, which may be 
strengthened and improved, but cannot be taught.  

                                                 
174 Czech violinist (1844 - 1915); known in Russia as Ivan Woyzeckhovich Hřímalý (Grzhimali) 
[Иван Войцеховнч Гржимали]. In 1869 he was appointed violin teacher at the Moscow 
Conservatory, where in 1874 he succeeded his father-in-law Ferdinand Laub as professor of violin 
studies.  
See: Tchaikovsky-research – Jan Hřímalý. 
175 Ostrovskaya, ‘From the Memories,’ p. 115. 
176 Spohr, Louis (1784 - 1859), lived in Seesen (Fitzenhagen’s birthplace) from 1786 to 
1796, studied violin with the leader of the Brunswick orchestra and in 1802 with Franz Eck, who 
took him on a tour of Russia. A copy of the first edition of Spohr’s Violinschule, Originalausgabe, 
Haslinger, Wien (c.1832-1833) is preserved at the Russian State Library, Moscow; see also: 
Saponov, Die russischen Tagebücher und Erinnerungen Richard Wagners, Ludwig Spohrs und 
Robert Schumanns (Moscow, 2004). 

http://en.tchaikovsky-research.net/pages/Jan_H%C5%99%C3%ADmal%C3%BD
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A correct style or delivery requires: perfect intonation, exact division 
of the notes in a bar, according to their duration, a strict observance of 
time, of light and of shade, an also of the different kinds of bowing, 
slurs, double turns, shake &c. 

A fine style or delivery requires besides the preceding the following 
technical expedients: 

1st  The finer shades of the management of the bow, as regards the 
character of tone; viz.: strong, even, rough, soft, fluty, or, in the 
accentuation and separation of Musical phrases (see Examples 8, 
15); 

2nd  The artificial shifts which are not used merely on account of any 
easier mode of placing, but for expression and tone, to which 
belongs also the gliding from one note to another, and the changing 
of the finger on the same, tone;  

3rd  The tremolo in its four degrees; 
4th  The increasing of time in furious, impetuous, and passionate 

passages, as well as the retarding of such as have a tender, doleful, 
or melancholy character. 

But all these means of expression lead to a fine style or delivery only 
when good taste watches over their application, and when the soul of 
the performer guides the bow and animates the finger. When, therefore, 
the scholar is so far advanced, as in some measure to command the 
mechanism of playing, it will then be time to cultivate his taste and to 
awaken his sensibility. The best way probably is to let him often hear 
good music and distinguished singers and performers, pointing out to 
him the beauty of the composition as well as the method used by the 
singer or performer to heighten the expression and give effect to the 
piece.177  

  

 
 

                                                 
177 Spohr, ‘Grand Violin School,’ pp. 179-180; note that the orthography of the original English 
edition has been retained. 



| 97 

4.4  Tchaikovsky’s library 

 

It is important to note that Tchaikovsky’s personal library comprised  several 
method books on playing various orchestral instruments: the violin (Charles de 
Bériot), the flute (Cesare Ciardi), the oboe (Henri Kling), the clarinet (Franz 
Thaddäus Blatt) and others.178 In October 1859, at the invitation of Prince Nikolay 
Yusupov (1827-1891), Bériot visited Saint Petersburg. Yusupov, a violin player and 
enlightened music lover, student of Henry Vieuxtemps, invited Bériot to take the 
position of Kapellmeister in his home orchestra. Bériot stayed in his service from 
October 1859 to May 1860.179 

The third part of Beriot’s Method contains chapters on Style, Order, Melodic 
Phrases, Syllabic melody (chant), Melodic ornamentation, and Nuances in music. 
We should give  special attention to the chapters on Bow pronunciation, 
Pronunciation, Syllabication, Bow prosody, Portamento (Port de voix), Vibrated 
sounds (Vibrato), Expression and the Bow, and on Graduation (in musical phrases 
and periods).180 
 
 
 
5.  Fitzenhagen’s instrument 
 

Fitzenhagen played on an excellent violoncello made by the famous Italian 
maker Francesco Ruggieri (Rugeri).181 We should remember that he, like all his 
contemporary string players, used nothing but gut strings. On his violoncello, we 
can clearly see that there were no fine tuners (see Photos 1, 2 and 3). It is obvious 
that the cellist had two metal overwound low gut strings and the two top open gut 

                                                 
178 Note that Tchaikovsky penciled in some corrections and remarks to Bériot’s Method that was 
published in Paris, chez l’Auteur [1857-1858], the three latter parts were published in Moscow by 
Jurgenson (bilingual editions); note also that Jurgenson published three volumes of Bério’s 
Method in Russian. The first trilingual edition appeared in Russia in 1903, published by Julius 
Heinrich Zimmermann in Saint Petersburg; see: Ainbinder, ‘Tchaikovsky’s personal library. ’ 
179 Raaben, ‘Biographical essays,’ p. 85. 
180 Bériot, ‘Méthode,’ part III. 
181 Vitachek, ‘Essays on the history,’ p. 108. 
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strings. It should also be mentioned that in the 19th and early 20th century, as in 
previous times, the use of an endpin was not standardised. During his training years 
the young Fitzenhagen had been using a small wooden stick that was customary for 
young students who practised on large instruments. (see Photo 1)182  

In 1900, Louis Abbiate writes in his Method: 

Nowadays, the manner of holding the cello has not changed, except for 
the function of an endpin that is made for the instrument support, therefore 
has a double advantage of facilitating the instrument retention and giving 
bigger sonority. Nevertheless, we recommend to the student, when he / 
she will have a good hold of the instrument with endpin, to get used to do 
so without it, which will give him the classic hold rectification.’183  
(see Photo 4)  

At the beginning of his professorship at the Moscow Conservatory in 1870, 
Fitzenhagen played on a cello without an endpin, as we can see from a photo taken 
shortly after his arrival in Moscow (see Photo 2). Later he returned to the use the 
endpin, rather for convenience, but possibly in connection with the established 
performing traditions, as evidenced by another photograph dated 1888 (see Photo 
3).  

 
 
 
 
 
 
 
 
 

 
                                                 
182 In 1964 Dobrokhotov mentioned that Fitzenhagen’s Ruggieri belonged to M. Rostropovich, 
Idem, footnote, p. 108. Today, the details of the whereabouts of the violoncello are not known. 
183 Abbiate, Louis (1866 - 1933) accepted A. Glazunov’s offer, on the recommendation of C. Saint-
Saëns, J. Massenet and G. Fauré, to become professor at the Saint Petersburg Conservatory where 
he taught from 1911 until 1919. It is worth mentioning that he was a member of the jury of the 
first violoncello competition in Russia (1911); Abbiate, ‘Nouvelle méthode de violoncelle,’p.12: 
Actuellement, la tenue n’a pas changé, sauf l’adjonction d’une pique faite pour soutenir 
l’instrument, qui a le double avantage de faciliter le maintien et de donner une sonorité plus 
grande. Néanmoins, nous recommandons à l’élève, quand il possèdera bien la tenue de 
l’instrument avec pique, de s’habituer à s’en passer, ce qui lui donnera la correction de la tenue 
classique,’ (Voir la figure en tête de la Méthode). 
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Photo 2  

Wilhelm Fitzenhagen with his mother 
c. 1855-58 

(courtesy of A. Polyak) 184 
 
 

                                                 
184 Fitzenhagen’s family member. 
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Photo 3 

K.F.W. Fitzenhagen, c. 1870 
Photo from the family archive 

(courtesy of A. Polyak) 

 
Photo 4 

K.F.W. Fitzenhagen, 1888 
Photo from the Russian National Museum of 

Music, Moscow, Russia 

 
Photo 5 

Louis Abbiate (1866-1933) 
Tenue générale du violoncelliste 

1900 
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5.1  The Variations and its accompaniment 

The title page of the Piano-cello score manuscript stipulates that the 
Variations can be accompanied by an orchestra or by a fortepiano (see Appendix I, 
Facsimile of the title pages). This implies the Haydn-Mozart type of orchestration (2 
flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns and strings).185  

 
Concerning the fortepiano, we should point out that ‘Tchaikovsky and his 

teacher and mentor, Anton Rubinstein, both praised the singing tone and powerful 
sound of Jacob Becker’s [fortepianos].’ 186  

In February 1877, Tchaikovsky wrote from Moscow to his sister,  Alexandra 
Davydova:  

Last week I received a wonderful present from Becker, the well-known 
piano manufacturer, viz. a new excellent piano. [На прошлой неделе я 
получил от Беккера, известного фортепьянного фабриканта, 
великолепный подарок, т. е. новый превосходный рояль.] 187 

Tchaikovsky received at least two fortepianos from Jakob Becker’s firm. The 
second piano was given to him in 1885. We can admire this parlour grand piano in 
Tchaikovsky’s living room at his house in Klin.188

                                                 
185 The Haydn-Mozart type of orchestra (2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 2 horns and 
strings). However, it is not a wind instrument combination that is very usual for the classic music 
period. Note that a more usual combination includes trumpets and timpani. In ‘The Tchaikovsky 
Handbook,’ p. 202,  the fortepiano indication ‘pour le violoncelle avec accompagnement 
d’orchestre ou de Piano’ is absent. The title stipulates ‘Variations on a Rococo Theme for cello 
with small orchestra, Op. 33 (1876 - 77).’ Tchaikovsky, however, does not mention the 
[forte]piano on the title page of the manuscript 88 № 342 (see Table 3) and there is no indication 
of a ‘small orchestra’ on any of the four manuscripts; in the ‘Thematic and Bibliographical 
Catalogue,’ p. 418, the piano accompaniment is also not mentioned. Indication of a ‘small 
orchestra’ is mentioned in Brown’s book that was published in 2006, 2007, and reprinted in 2010, 
see: Brown, ‘Tchaikovsky’ (2010), p. 128; It is interesting to observe that we find the same 
orchestration as in Tchaikovsky’s Variations, also in Saint-Saëns’ Allegro appassionato in B 
minor, Op. 43 for cello solo and orchestra, 1873 (1875). 
186 Russian firm of piano makers; Jakob Becker (1811 - 1879) founded a workshop in Saint 
Petersburg in 1841, 20 years later the firm was taken over by his brother Franz Davidovich, see: 
‘Brockhaus and Efron’ (1899); Swartz, ‘Piano Makers in Russia,’ p. 91. 
187  http://en.tchaikovsky-research.net/pages/Letter_543 
188 We used a Becker piano (1875) from Claire Chevallier’s collection for the recording of our 
Tchaikovsky CD, Variations on a Rococo theme, Op. 33, version ‘A’ and Piano Trio, Op. 50 (see 
below) 
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Part II 
 
If Karl Davydov had performed the Rococo Variations 
 

1. Karl Davydov’s personality as a performer, composer, and pedagogue 

In March 1875, Tchaikovsky wrote about the state of contemporary cello 
repertoire: 

 
Of the three rivals in the arena of virtuosity, the cello is gradually being 
edged out and, like its predecessors, the wind instruments, it is moving 
away into the musical republic of the orchestra. That the cello, from its 
heyday as a virtuoso instrument, is now entering the last phase of decline, 
is clear from the way that for many years now the concerto repertoire for 
the cello has not been enriched by any new works. Every music-lover is 
familiar with the constant, tearful laments of cellists about their not having 
anything to play. The earlier works are ageing and fading, but there are no 
new ones to replace them.189 

 
Two years later the composer restored the aforementioned lack of repertoire 

by creating the Variations on a Rococo theme. We know that the Variations were 
dedicated to Fitzenhagen.190 Nevertheless, Lev Ginsburg put forward an assumption 
that Davydov’s playing inspired Tchaikovsky to compose the Variations in 1876 -
1877. There is no factual evidence for this belief. Four years later though, 
Tchaikovsky dedicates his Italian Capriccio, Op. 45 to Davydov. Ginsburg’s 
hypothesis is based primarily on the interpretation of Tchaikovsky’s laudatory 
reviews and remarks on the cellist’s concert and professional activities. In 1875 
Tchaikovsky wrote about Davydov’s recital at the Bolshoi Theatre in Moscow on 
17 March191 1875:  

 
There are so few renowned virtuoso cellists at present, that they can be 
counted on the fingers of one hand. One of these few virtuosi, who feels 

                                                 
189 Tchaikovsky, ‘Musical feuilletons and notes,’  pp. 264-265. 
190 Tchaikovsky was Fitzenhagen’s daughter Else’s godfather. She was born on April 6, 1877. It 
is most likely that around this time Tchaikovsky and Fitzenhagen continued editorial work on the 
Variations on a Rococo theme. We should not ignore the possibility that Else’s birth might have 
inspired Tchaikovsky to dedicate the Variations to her father.    
191 29 March [O.S.]. 
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at home on all the concert podiums of Europe, is K. Yu. Davydov, in 
whom we find a felicitous combination of all the necessary qualities for 
him to occupy the foremost rank amongst all living cellists.192 [idem.] 

 
In a letter dated 23 October 1891 to Anton Chekhov, Tchaikovsky named 

Davydov (1838 - 1889) ‘the king [tsar, – S.I.] of all cellists of our century.193 
Another important fact is that a number of Russian and Soviet violoncello 

pedagogues consider Davydov to be the ‘father’ of the classic Russian cello school. 
Nevertheless, it is essential to recall that Davydov was linked to Germany by strong 
professional ties, which can be amply demonstrated by his technical and aesthetic 
principles and by the ease with which he fitted into the musical life of Leipzig. At 
the Leipzig Conservatory he was a composition student of Moritz Hauptmann, a 
well-known music theorist, teacher and composer.  

About Davydov’s compositional style Tchaikovsky wrote: 
 

In his cello concertos Mr Davydov has always adhered to long-established 
traditions, and, being a former professor of the Leipzig Conservatory (the 
most conservative of all conservatories!), he is generally regarded as a 
representative of the old classic German school. In his fantasia, however, 
he has showed himself to be a committed innovator, who has thoroughly 
discarded all those solid scholastic principles which he was brought up on 
in Leipzig.194  

 
Davydov studied the violoncello with Jindřich Schmidt, principal cellist of the 

Moscow Bolshoi Theatre orchestra and with Carl Schuberth, a well-known cellist 
from Saint Petersburg. In addition, it is of interest to note that in 1858 Davydov 
graduated from the Moscow University with a master degree in Physics and 
Mathematics. His mathematical logic extended to all aspects of his career as a 
musician as well as to his future cultural and administrative activities.195 In the years 

                                                 
192 Idem.  
193 Tchaikovsky, ‘Complete Collected Works, Vol. XVI-A (1978),’ p. 249. 
194 Tchaikovsky reviewed Davydov’s symphonic fantasia Gifts from the Terek, Op. 21 (1871-72, 
based on Lermontov’s poem); see Tchaikovsky, ‘Musical feuilletons and notes (1898),’ p. 159. 
195 Music critics in Moscow were very proud to mention Davydov’s Muscovite roots; see also 
Davydov’s article ‘Some phenomena that arise from tuning the cello in pure fifths,’ ‘Russian 
Musical Revue, Nos. 7 - 8,’ pp. 196-205. 
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1859 - 1861 Davydov replaced Grützmacher in the Leipzig Gewandhaus orchestra 
and as a cello teacher at the Leipzig Conservatory.196  

Davydov was a member of the pedagogical staff of the Saint Petersburg 
Conservatory from its establishment in 1862 where for the first time in Russia, he 
taught a music history course (from 1862 to 1865). After Schuberth’s death in 1863 
Davydov took over his position as violoncello professor. He was the Conservatory 
director from 1876 until 1887, taught a class of orchestral repertoire practice, 
conducted the conservatory orchestra and participated in concerts of the IRMS as a 
soloist and chamber musician. He was one of the principal IRMS conductors during 
the 1881 - 1882 seasons. In the aforementioned letter to Chekhov, Tchaikovsky 
wrote that Davydov ‘played for many years in the Italian Opera orchestra in Saint 
Petersburg’, and that it never crossed Davydov’s mind ‘that he was thereby 
demeaning himself.’197 

The significance of Davydov’s contribution to the foundation of the Russian 
violoncello school foundation is not to be underestimated. However, in our opinion, 
he can be regarded as one among several such figures as Carl Schuberth,  Heinrich 
Schmidt, Bernhard Cossmann and Wilhelm Fitzenhagen who also influenced this 
school development. Therefore, we propose to look at Davydov’s teaching without 
attributing any national characteristics to it, contrary to Vasily Hutor’s evaluation of 
Davydov’s method.198  

Hutor was one of the first authors to write on violoncello methodology in 
Russia. He studied with Davydov during the last period of his pedagogical activities 
(1886 - 1887). As a tribute to his teacher, in 1899 he published a work ‘Karl Davydov 
as the school founder’ in which he defined a number of  Davydov’s very personal 
virtuoso principles. Hutor regarded Davydov as the founder of the method which 
later would come to be recognised as the Russian school while he identifies Romberg 

                                                 
196 Moritz Hauptmann (1792 - 1868) – professor of the Leipzig Conservatory, who Tchaikovsky 
described as a most conservative composer, was also a violinist, student of L. Spohr. In 1815 - 
1820 he taught in Russia. Among his Leipzig students, besides K. Davydov, were E. Grieg, F. 
David, J. Joachim, H. von Bulow, B. Cossmann and others, see: Ginsburg, ‘The Violoncello art 
history,’ p. 23. 
197 See http://en.tchaikovsky-research.net/pages/Letter_4522; Pyotr Tchaikovsky, ‘Complete 
Collected Works, Volume XVI-A,’ pp. 249-250. 
198 See: Hutor, ‘Davydov as the school founder’ and  ‘Russian Musical Revue, Nos. 7 - 8.’  
 

http://en.tchaikovsky-research.net/pages/Letter_4522
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as the founder of the German – and Servais of the Belgian school.199 We should note 
that further into the 20th century, Davydov’s pedagogical method was regarded as 
the precursor of the Soviet school of violoncello playing.200  

 
We have already mentioned that besides being a prominent teacher Davydov 

is also known as a talented composer. In the introduction to his brochure, Hutor 
states: 

The composing performer has much priority over an ordinary musician-
performer, since a composer perpetuates his art by means of indisputable 
musical notation. Thereby his art can be recreated within living musical 
speech that furthermore can be delivered to listeners’ senses. 

 
This definition of ‘performer-composer’ can be interpreted in relation to both 

Davydov and his younger colleague Fitzenhagen. It is known that most of the 
composing cellists favoured their own compositions. When speaking of the 
Variations’ subject matter, we should bear in mind that the Variations were rarely 
performed during Tchaikovsky’s lifetime. For example in Moscow, besides 
Fitzenhagen, the Variations were played in May 1883 by his student Joseph 
Adamowski in one of the charitable extra assemblies of the IRMS. In April 1891, 
Ivan Saradzhev played the Variations in Tiflis, in the first symphonic concert of the 
IRMS under the baton of Mikhail Ippolitov-Ivanov. On 16 January 1893 in Odessa, 
Vladislav (Ladislas) Aloiz performed the Variations under the baton of Tchaikovsky 
in a program that comprised the composer’s works.201 (see below Figures 5 and 6) 

Most notably, it is peculiar to discover that Tchaikovsky’s work somehow 
went unnoticed by cellists in Saint Petersburg. We could not identify any 
contemporary source which proves that the Variations were performed either by 

                                                 
199 Ginsburg wrote: ‘It is absolutely true that Servais, to the same degree as Romberg, contributed 
to making the cello popular in Russia and to the development of links between Russia and Belgium 
in the 19th century,’ see: Ginsburg, ‘History of the Violoncello,’ p. 53. 
200 Hutor often elucidated Davydov’s methodological and pedagogical views in his articles, one of  
which was published in German in Moscow, see: Hutor, Wassili. ‘Carl Davidoff und seine Art das 
Violoncell zu behandeln,’ (1899); for example, in the preface to the first Soviet Russian edition 
(1950) of Hutor’s brochure, Ginsburg defined Davydov as the head of the 19th-century Russian 
violoncello school, see: Hutor, ‘Davydov as the school founder,’ p. 67. 
201 Tiflis – nowadays Tbilisi; Aloiz performed the Variations in the First Symphonic Assembly 
of Odessa’s brunch of the IRMS, see: ‘Report of the Moscow Branch 1882 - 1883,’ p. 9; ‘Report 
of the Tiflis Branch 1890 - 1891,’ p. 19; ‘History of Russian Music,’ p. 198. 
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Davydov or by his students. Only later, at the turn of the 20th century, cellists such 
as Hugo Becker, Alfred von Glehn and Yevgeny Malmgren are known to have 
performed the work.202 

Yet, it is still of importance – in view of his prominence as a virtuoso cellist 
and being part of Tchaikovsky’s circle – to examine Davydov’s style and violoncello 
technique in relation to his and to his student’s writings; according to Hutor, 
Davydov was the first who questioned what the violoncello can and cannot do. He 
was concerned mostly with the beauty and naturalness of the violoncello tone. He 
believed that the lowest strings can give a good sound only within the first octave, 
not counting the harmonics that are rarely used, that the D string also does not sound 
well in all positions and that only on the A string can we move freely anywhere we 
like. Hutor also writes the following about Davydov’s style of playing:  

The true virtuoso is not trying to do the impossible to arrive at the possible. 
He desires to say something profound to audiences by means of his 
instrument. Therefore, he creates his own method or school by developing 
expressive features of the instrument.203 

By contrast, Hutor provides a jocular excerpt from Eugène Véron’s 
Aesthetics:  

An instrumentalist, who, by force of hard work and the torture of a good 
violoncello, succeeds in playing in such a way that a blind auditor would 
believe that he was listening to a mediocre violin, may count upon  
complete success before such amateurs: who, to be sure, have reason, for 
they have learned by experience how difficult it is to teach a bear to dance 
lightly, or to render upon an old shoe the effects of the piccolo.204 

                                                 
202 Becker, Hugo (1863 - 1941), Grützmacher’s student, also studied with Jules de Swert, played 
the Variations in 1902 in one of the December concerts of the Saint Petersburg branch of the 
IRMS; von Glehn, Alfred  (1858 - 1927), Davydov’s student (1877 - 1881) played the Variations 
in October 1905; Malmgren, Yevgeny (1876 - 1941), Verzhbilovich’s student, performed the 
Variations in December 1907. It is curious to know that Malmgren was editor the first Russian 
publication of Bach’s violoncello suites (J.S. Bach, Six suites (sonatas)) for the violoncello solo 
with indications, according to style, of Y. Malmgren’s bowings and fingerings, Iosif Jurgenson, 
Petrograd, c. 1914 - 1918). 
203 It is curious to find the opposite statement presented in Villoing’s epigraph to his Fortepiano 
School (Method) ‘Do the impossible to arrive to the possible’ (‘Faites l'impossible pour arriver 
au possible’), see: Villoing, Ecole Pratique du Piano, title page. 
204 Véron, ‘Aesthetics,’ translated by W. H. Armstrong, B.A., London, 1879, p. 320; 
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note that instead of  the translator’s blunder ‘an old shoe’ we should read ‘a bass drum’. In the 
original French text we find the following: ‘Un instrumentiste qui, à force de travailler et de 
tourmenter un excellent violoncelle, est parvenu  à en jouer de telle sorte qu’un auditeur aveugle 
pourrait croire qu’il entend un médiocre violon, peut compter sur un succès complet auprès de 
tous les amateurs, qui savent par expérience combien il est difficile d’apprendre à un ours à danser 
légèrement et de faire rendre à une grosse caisse des effets de petite flûte,’ see : Véron, 
‘L'esthétique,’ p. 370. 
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Figure 5 

Charitable extra assembly № 4 of the Moscow branch of the IRMS 
 May 1883 

Variations on a Rococo theme, Op. 33 performed by J. Adamowski  
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Figure 6 
 First public concert (third part) of the Tiflis branch of the IRMS  

on April 6, 1891 
Tchaikovsky’s Variations, Op. 33 performed by I. Saradzhev205  

 
 

 
2.  Karl Davydov’s method of violoncello playing:  
2.1 Davydov’s Violoncell-Schule, edited by Peters in Leipzig and  

the State Music Edition, Moscow – Leningrad, 1947 
 

It is known that violoncello virtuosos and pedagogues tend to publish their 
schools and methods towards the end of their careers. The first part of Davydov’s 
Violoncell-Schule was written in 1887 - 1888 and published in 1888 in Leipzig by 
Edition Peters.206 For a more complete understanding of the stylistic and technical 
features of 19th-century violoncello playing in Saint Petersburg, we propose here to 
analyse several printed documents: Davydov’s Violoncell-Schule, Hutor’s brochure 
and an article devoted to his teacher. It is instructive to look at Tchaikovsky’s 
Variations through the eyes of Saint Petersburg’s conservatory cellists.207 

The first printed volume of Davydov’s Violoncell-Schule covers the primary 
two years of a beginner’s violoncello study: 

                                                 
205 Note that there is a curious typographical error here, instead of Op. 26 that is Tchaikovsky’s 
Sérénade mélancolique it should read Op. 33 that correspond to the Variations on a Rococo theme. 
206 ‘Violoncell-Schule’ [Violoncello-School], Leipzig: Peters, 1888; it is interesting to note that 
Davydov presented Tchaikovsky with a signed copy of his Method book on which he wrote: ‘To 
dear Pyotr Ilyich Tchaikovsky as remembrance from an ardent admirer, K. Davydov, Moscow, 
October 1888.’ 
207 Hutor, ‘Davydov as the school founder’; ‘Russian Musical Revue, Nos. 7 - 8.’ 
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In the first part of the volume, Davydov rationally and methodically describes 
the most significant features such as the rules of bow conduct, and the compressed 
and stretched (extended) left hand positions which are fundamental and specific 
requisites for playing in tune on the violoncello. 

In the second part he treats the first four left hand positions. For the first time 
in pedagogical literature for the violoncello, Davydov gives a methodically valid 
system for changing positions, otherwise known as left hand shifts. His system is 
still valid in modern day violoncello practice. 

In the third part Davydov deals with the high positions (including the 7th) but 
without use of the thumb. He also gives fingering examples of two-octave scales in 
all tonalities.  

Note that unfortunately the second volume of the School did not appear in 
print possibly because of Davydov’s premature death. We were not able to retrieve 
any information concerning the manuscript of the second volume. It is not known if 
he ever completed it. 
 

2.2  A closer look at Davydov’s expressive violoncello technique 

It is known that fingering is one of the important means of expression when 
playing bowed instruments. The character of the musical phrase, and the skill of its 
delivery depend greatly on the naturalness, consistency, expediency, and logic of the 
fingering. We propose here to review and compare Davydov’s and Fitzenhagen’s 
approaches concerning: 

2.2.1 Left hand and finger shifts 
Hutor wrote that it is a very complicated task to explain any instrumental 

technique verbally without actually showing it in practice. Davydov used frequent 
left hand position changes as the fundamental principle of his teaching. According 
to Hutor it is Davydov that established this key principle of frequent position change. 
In his Violoncell-Schule Davydov describes the position shifts that are made by 
sliding the left hand and the wrist that are guided by the thumb. When the first tone 
of a new position is taken by the same finger, its role is simple: 
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Example 17 

Davydov,  Violoncello-School  
Exercise № 30 (original supplement) 208 

 
 
 

Here the thumb and other fingers slide along the string in a light and swift 
manner. The task becomes more difficult if the tone of the next position is to be 
taken by another finger, i.e. not the one that produced the tone of the previous 
position. Here, the rule is that the finger which is already pressing the string, without 
leaving it, slides to the required position. On the required place it should stay on the 
string or it should be lifted quickly to produce the new note. Or else, the subsequent 
finger should fall on its place as soon as it reaches the new position (see Example 
18).  

 

 
 

                                                 
208 Davydov, ‘Violoncell-Schule,’ p. 32; exercises (‘Uebungen aus der Vcello-Schule’), p. 6. 
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Example 18 
Davydov, Violoncello-School   

Exercise № 32 209 
 

In other words, during the position change one finger is sliding while another 
is falling on the string. The falling finger is the one that starts the new position. We 
should not absolutely reject a reverse case of slides. Thanks to this, the player can 
produce an expressive glissando (portamento) as we can see in the fifth measure of 
the Variations’ theme. Note that besides the ‘gliss.’ sign the slurs and fingerings 
clearly indicate the possibility of making expressive slides (see Example 19).  

In his History of the Violoncello Ginsburg wrote:  

As far as shifts of positions are concerned, he (Dotzauer)210 comes very 
close to the principles of Davydov, who was the first to systematise in his 
Method (1888) the development of this important technical device in the 
sense of expressiveness. Dotzauer thought portamento not suitable for 
tutti, but suitable for solo concert music, in which case it could produce 
quite a pleasant effect.211 

 

                                                 
209  Idem, pp. 33-34; p. 7. 
210 Dotzauer, Justus Johann Friedrich (1783 - 1860). Note that Dotzauer’s Violoncell-Schule 
(1825) was published more than half a century before Davydov’s Violoncell-Schule (1888). 
211 Ginsburg, ‘History of the Violoncello,’ pp. 58-59. 
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Example 19 
Tchaikovsky, Rococo Variations – Theme (version ‘A’) 212 

Violoncello-Solo part 
RNMM, Fund 88 № 97b 

See Appendix V 
 

Nevertheless, the student must not deviate from the former rule of an exact, 
clear and clean shift; by achieving precision in performing the shifts, unnecessary 
and ugly sounding glissandos can be avoided. We also find elaborate descriptions of  
position changes that are similar to Davydov’s in Carl Flesch’s The art of violin 
playing, and in Roman Sapozhnikov’s Violoncello-School.213 

The habit of moving the whole hand as often as possible can facilitate the 
strength and precision of finger attack. A phrase that is performed on one string with 
position changes sounds more complete than when it is executed in one position on 
two or even three strings of different timbre. Frequent shifting whenever possible 
can be regarded as the main principle of the (then) newest instrumental virtuosity.214  
                                                 
212 See: Appendix V. 
213 Flesch, ‘The Art of Violin Playing,’ p. 13; Sapozhnikov, ‘Violoncello-School,’ p. 27; note that 
Sapozhnikov’s School is the Method book that has been used predominantly in Russia since its 
first publication. 
214 That is actually already the case in Fitzenhagen’s fingerings and left hand approach as in the 
Variations. 
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In the case of a shift that starts with an open string, only the thumb slides 
toward a new position (see Examples 18, and 19: full measures 2 to 3). The finger 
that starts the new position falls on the string at the moment when the thumb reaches 
it. If the finger touches the string earlier, there will be one of the aforementioned 
unpleasant glissandos. 
 
2.2.2 Shift from lower positions to higher positions 
 

Some permissible deviation from the rule of sliding and falling fingers (see 
above Example 18) can be observed in shifts from lower to higher positions (for 
instance from the Ist to the VIIth). Here the sliding finger sometimes contributes to a 
lovely effect. 

 
 

 
Example 20 

Davydov, Violoncello-School 215 
 
 

 
However, one should not smear the tones that are the starting point of a shift, 

especially when shifting over wider intervals (6th, 7th, an octave, etc.) 

 

 
 

                                                 
215 Davydov, ‘Violoncell-Schule,’ p. 70; Davydov, ‘Violoncello-School,’ Muzgiz, p. 75. 
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Example 21 
Davydov, Violoncello-School and 

Exercises 216 
 

 

 

 
 

Example 22 
Tchaikovsky, Variation II (version ‘A’) 

‘recitative’ before Cadenza 
(Ibid, Example 19) 

 
 
 
 
 

 

                                                 
216 Idem, N.B. indicates here the tones that should not be smudged; Andantino, P. 16. 
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2.2.3 ‘Glissando’   
 

In the New Grove Dictionary of Music and Musicians we find that the term 
glissando is generally used as an instruction to execute a passage from one note to 
the next in a rapid, sliding movement. In practice, the terms glissando and 
portamento are often confused and used interchangeably: in fact, the voice and 
members of the violin family can produce either type of sliding.217 

In Grützmacher’s and Fitzenhagen’s compositions and editions the ascending 
and descending glissandos (indicated as ‘gliss.’) appear in the most expressive 
episodes.218 In Davydov’s works as well as in the works of aforementioned cellists 
we can perceive the glissando effect by analysing and actually executing the written-
out fingerings and slurs (see above Example 19 and the following Examples):  

 

 
 

Example 23 
Grützmacher, Cello Concerto No. 3 in E minor, Op. 46  

Second movement Romanze, Andante cantabile 
Leipzig: C.F. Kahnt, (1859) 

                                                 
217 Article on Glissando (Italianised, from Fr. glisser: to slide; It. strisciando) by David D. Boyden 
and Robin Stowell https://doi.org/10.1093/gmo/9781561592630.article.11282  
218 Note that Grützmacher uses the same expressive techniques and indications. 

https://doi.org/10.1093/gmo/9781561592630.article.11282
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Example 24 

Fitzenhagen, First violoncello Concerto in B minor, Op. 2  
First movement,  Allegro moderato 
Leipzig: Breitkopf & Härtel, 1873 

[measures 68 - 71] 
 
 

 
Example 25 

Fitzenhagen, First violoncello Concerto in B minor, Op. 2  
Second movement,  Andante 

Leipzig: Breitkopf & Härtel, 1873 
[measures 37 - 39] 

 

 
 

Example 26 
Fitzenhagen, First violoncello Concerto in B minor, Op. 2  

Third movement,  Allegro. (Quasi allegretto) 
Leipzig: Breitkopf & Härtel, 1873 

[measures 14 - 18 and 94 - 99] 
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Example 27 

Fitzenhagen, Second violoncello Concerto in A minor, Op. 4 (Fantastique) 
First movement, Introduction Maestoso 

Leipzig: Breitkopf & Härtel, 1873 
[measures 16 - 18] 

 

 
 

Example 28 
Tchaikovsky, Variation III (version ‘A’) 

(Ibid, Example 19) 
 

 
 

Example 29 
Tchaikovsky, Variation VII (version ‘A’) 

(Ibid, Example 19) 
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2.2.4  ‘Portamento as opposed to Glissando:’ its sound quality and beauty 
 

Hutor made another important methodological observation on the nature of 
portamento in which he referred to the art of singing: 

Equality of tone in cello playing is identical to register levelling in singing. 
The bow pressure plays the same role that the air pressure plays in singing. 
In singing, the low and high – or chest and head registers (Caccini’s ‘piena 
voce’ and ‘finta voce’) – must be equalized and therefore achieve similar 
timbre. On the cello, the low and high registers as well as the different  
timbres between the strings must also be equalized. The shifts, if possible, 
should be played in an unnoticeable manner. 
In a slow tempo when sustained sounds follow each other, the bow speed 
should be slowed down and at the same time the left hand fingers should 
slide from one tone to another smoothly. This slide or ‘glissando’ in piano 
with the help of so called slow or ‘lingering’ bow movement corresponds 
entirely, as in singing, to ‘portar della voce.’ The sounds are connected 
with each other in a better manner, singing and playing become 
harmonious, the top registers are soft and the low are full and round. 

Davydov’s advice to his students was to avoid two such glissandos one after 
another. Nevertheless, Hutor gives an example of Joseph Joachim’s ‘inexpressibly-
touching, singing performance of the Adagio with recitative in the middle movement 
of Haydn’s Quartet in G major219 and of the Cavatina from Beethoven’s Quartet, 
Op. 130.’ In the Cavatina, Joachim showed that playing two glissandos that follow 
each other and played in ‘corresponding manner,’ can produce a marvellous 
impression. Joachim performed the following phrase with glissandos from B-flat to 
E-flat  and then again from E-flat to B-flat: 

 
Example 30 

Beethoven, String Quartet № 13 in B-flat major, Op. 130  
Vth movement, Cavatina, Adagio molto espressivo (sotto voce) 

 

                                                 
219 Op. 17, № 5 (S.I.) 
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We find a similar effect of expressive portamento – i.e. two glissandos that 
follow each other – in Fitzenhagen’s transcription for cello and piano of 
Tchaikovsky’s Andante cantabile from the String quartet, Op. 11: 

 
Example 31 

Tchaikovsky, Andante cantabile from the string Quartet in D major, Op. 11  
(see Figure 7 below) 

Fitzenhagen’s transcription for cello and piano 
Moscow: P. Jurgenson, 1884 (measures 117 - 124) 

 
 

 
 

Figure 7 
Title page of Tchaikovsky’s Andante cantabile from the string Quartet, Op. 11 

Fitzenhagen’s transcription for cello and piano 
Moscow: P. Jurgenson, 1884 
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Photo 6 
Soloists of the IRMS 
Sitting from left to right: 

F. Laub, J. Joachim, N. Rubinstein 
Standing: J. Gerber, W. Fitzenhagen, J. Hřímalý 

Photocopy, c.1870 
RNMM: Online collection http://glinka.museum/en/  

 

http://glinka.museum/en/
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3. Use of harmonics 

 
Further on, Hutor writes that in the high registers the cellist can use a special 

variety of finger pressure, that Romberg also noticed in Duport’s playing. He 
described this technique in the following way:  

Louis Duport, whose playing on the violoncello excelled in virtuosity and 
taste, combined these with an excellent and pleasant tone. He knew how 
to connect harmonics with stopped sounds, and alternated this special 
technique with something between harmonics and stopped sounds by 
pressing the string  half-way, by bending it slightly to the side, from the 
right to the left, whereby the sound attained the quality of a harmonic. 

 In addition, if for playing harmonics we use an energetic finger strike 
combined with pressure, the transition between harmonics and ordinary sounds will 
be unnoticed. As an example Hutor provides as example the very last measures of 
Schumann’s Violoncello Concerto in A minor, Op. 129 (see Example 32). We in turn 
give here as an example the end of Tchaikovsky’s Variation IV that can be performed 
in the same manner. 

 
 

Example 32 
Grützmacher’s edition of the Schumann Cello Concerto in A minor, Op. 129  

[Leipzig: C.F. Peters, № 2374, n.d.(ca.1887). Plate 7074] 
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Example 33 
Fitzenhagen’s fingerings of Variation IV (version ‘A’) 

(Ibid, Example 19) 
 

 
 

Example 34 
Fitzenhagen’s fingerings of Variation V (version ‘A’) 

(Ibid, Example 19) 
 

 
 

Example 35 
Fitzenhagen’s fingerings of Variation III (ersion ‘A’) 

(Ibid, Example 19) 
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4. Scales over two, three and four octaves  

It is of some interest to point out that in his 1888 Method, Davydov includes 
two-octave scales for beginners. However, according to Hutor, at the conservatory 
Davydov usually taught only advanced students to whom he explained the three-
octave scales which he demanded to be performed using the same fingering patterns 
without using open strings:  

124NB 124NB 124NB 124NB 134NB 12 12 123 21 21 21 431NB 421NB 421NB 421NB 421NB 

Davydov’s three octave scale fingering written down by V. Hutor220 

 Fitzenhagen, in his nine-year violoncello program at the Moscow 
Conservatory, proposed four-octave scales during the 4th year of study. We can use 
Variation V as an example of his four-octave fingering:  

36 a. 

 
 

36 b. 

 
Examples 36 a. and 36 b. 

Fitzenhagen’s fingerings of Variation V (version ‘A’) 
                                                 
220 N.B. indicates the unnoticeable ascending and descending shift to a new position that is made 
every time by a finger which was placed previously on the string, see Hutor’s article, ‘Davydov as 
the school founder,’ pp. 193 - 194. 
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5. Musical fluency and ‘digital dexterity’  
 
The following suggestion by Hutor can be kept in mind as a general rule for 

any performing musician:  

Only those who have achieved clean intonation and clarity of tone can 
think of technical fluency. It is pedagogically essential to remember the 
distinction between ‘fundamental’ and ‘ornamental’ approaches during 
development of digital dexterity.  

In this context, it is interesting to mention his approach to musical fluency (and to 
note the relevance of ‘diminution’ in some of the Variations):   

Historically, musical fluency developed from dividing longer notes by 
notes with smaller rhythmical values in a process called ‘diminution.’ 
There is a group of certain musical instruments, for instance the organ, 
that can produce long sustained ‘fundamental’ tones. This group differs 
from ‘ornamental’ instruments which have weaker, fading away sound 
that can, however, be sustained by fluency. It is from here that musical 
ornamentation derived. At the beginning the ornaments were not written 
out by composers but were fantasised and improvised by performers. It is 
important pedagogically to keep in mind the difference between 
‘fundamental’ and ‘ornamental’ while developing fluency. It can be 
compared with the sense of perspective in drawing. 

Therefore, it is useful to include some embellishments in the simplest 
exercises: 

 

 
Example 37 

Davydov-Hutor: ‘fundamental’ and ‘ornamental’ approaches221 
 

                                                 
221 Hutor, ‘Davydov as the school founder,’ pp. 35-36. 
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To finalise this part of the thesis, it is of interest to present some excerpts from 
an article222 written by Knushevitsky and the Moscow Conservatory’s violoncello 
department of 1956 on the Variations on a Rococo theme: 
 

Adhering mainly to classical fingering principles, the Soviet violoncello 
school does not refuse the use of extended fingerings (i.e. interval 
extension of the fourth), which allows to increase the dimensions of the 
position if the musical phrase or considerations of technical convenience 
require it. But, using such fingering techniques, we must not turn them 
into a dogma. For example, in cantilena, they can only lead to the 
disruption of a natural vibrato and a smooth, free sound. In addition, 
lyrical episodes sometimes require the use of an audible glissando 
(portamento) as an important expressive colour. 
The rejection of glissando (this is actually what Stogorsky does) can 
impoverish the possibilities of performance on stringed instruments. The 
use of glissando in accordance with the musical phrase and style of the 
piece brings instrumental performance closer to vocal expressiveness. 
Denying the classical principles of fingering (based on the natural stretch 
of the position), Stogorsky rejects what is valuable in them. 
Proving the value of the author’s original, there is no need to discredit 
Fitzenhagen and his version, as do Stogorsky in his preface and his 
reviewer Dobrokhotov. Fitzenhagen, who closely communicated with 
Tchaikovsky, has many merits for Russian musical culture. 
 
 
 
 
 
 

                                                 
222 ‘Notes on Tchaikovsky’s Variations,’ Moscow: ‘Soviet music’ publication № 7, 1956, pp. 
150-152. 
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Conclusion 
 

The main purpose of this study is to highlight the positive aspects of the 
collaboration between Tchaikovsky and Fitzenhagen, especially against the 
background of the mid-20th-century mainstream Soviet musicological criticism on 
which, to our knowledge, all previous research is based.  

We concluded that, with the composer’s consent, Fitzenhagen took part in the 
initial process of the Variations’ creation as well as its editing and publication. 
Fitzenhagen proposed to help Tchaikovsky with the publication of the Variations 
abroad with Friedrich Luckhardt in Berlin, and not with Franz Ernest Christophe 
Leuckart in Leipzig as erroneously mentioned in all modern musicological sources.  

There are four existing contemporary manuscripts of the Variations: the very 
primary source that is Tchaikovsky’s Piano-cello score with Fitzenhagen’s remarks 
inked and pencilled directly into the score, the full orchestral score and the 
manuscript copy of the aforementioned Piano-cello score to which a separately 
written out Violoncello-Solo part was added.  

It is of importance to state  that Fitzenhagen participated in the preparation of 
two fully edited versions of the Variations: Version ‘A’ (the Tchaikovsky-
Fitzenhagen initial eight-variations set) and version ‘B’ (Fitzenhagen’s personal 
arrangement). Additionally, we should keep in mind that the ‘A’ version was always 
present in ink as the basis of the text in three clean master manuscripts. Nevertheless 
Jurgenson, disregarding his own ‘complaints’, published the ‘B’ version that was 
pencilled in by Fitzenhagen.  

Fitzenhagen was one of the founders of the Russian violoncello school in 
Moscow. His lineage of cello playing came through the Dresden cellist Friedrich 
Wilhelm Ludwig Grützmacher. We can see similarities in their approach of musical 
text treatment. Grützmacher and Fitzenhagen give various performance indications 
that are still relevant today and therefore useful for students, professional musicians 
and amateurs. The precision with which the manuscripts and the scores were edited 
is remarkable. 

Recent approaches to performance practice brought back the interest in 
exercising techniques employed by cellists throughout the 19th century. This revival 
of cello playing methods and instructions that emphasise refined style and freedom 
of expression is nowadays shared by many leading performance practice specialists. 
We embrace this approach, and further agree with musicologists such as Polina 
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Vaidman, Tatyana Gaidamovich and Lev Ginsburg with regard to inviting 
performers to decide for themselves on their preference for one version of the 
Variations or another by acknowledging, as we concluded in this study, that both 
versions are legitimate. 

In turn we would like to recommend using the manuscripts and publications 
from Tchaikovsky’s lifetime, i.e. the full orchestral score and Jurgenson’s first 
edition, in addition to the manuscript copies of the Piano-cello score and 
Violoncello-Solo part (Fund 88 № 97 a and b). These essential and significant 
reference documents are published here for the first time. Ideally, the facsimile 
versions of all of Tchaikovsky’s and Fitzenhagen’s manuscripts, especially the hand-
written copies of the aforementioned documents, should be included in a much-
needed new critical edition of the Variations on the Rococo theme, Op. 33. Taking 
into consideration that the facsimile of the Piano-cello score and Violoncello-Solo 
part are perfectly legible and clearly written in modern notation, we believe that there 
is no real necessity to re-notate the scores in modern typeset. From our point of view 
the modern editions that contain numerous subjective changes to Fitzenhagen’s 
original fingerings, articulation and dynamics are not conducive to a clear perception 
of the original musical project. 223 

Finally, we would like to highlight our own perspective as performers in the 
recording with Claire Chevallier (Passacaille Label №1047) in which we focus on 
all the performance details that are suggested by Tchaikovsky and Fitzenhagen in 
the Variations’ manuscripts. In addition to the commercially issued CD a separate 
recording of the two versions is presented on CD as a supplement to the thesis. 

 

                                                 
223 We would like to remind the reader that the piano and cello parts manuscripts (Fund 88 No. 97 
a and b) are preserved in Moscow at the Russian National Museum of Music. 
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SUPPLEMENT 
The full English text of Fitzenhagen’s letters to Tchaikovsky 224  

                                                 
224 The letters are preserved in the Tchaikovsky Memorial House-Museum in Klin, Russia and 
appear here in print for the first time; translated from German by Charles Zebley. 
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Figure 8 
Fitzenhagen’s letter to Tchaikovsky 

Moscow, April 29, 1879 
Preserved at the Tchaikovsky’s  Memorial House-Museum in Klin, Russia 
[Inventory № 557; № 554 is crossed out and ‘№ 557’ is written instead] 
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29 April 1879, Moscow 

 
 
 

My dear Friend! 
 

From June 5 to 8, (German style)225, thus, May 24 to 28 (Russian style)226, 
there will be a grand music festival in Wiesbaden during which I will have the honour 
and pleasure of playing your Variations with Orchestra; I will already be travelling 
there on May 8. I give you this news which will surely please you so that you too can 
come to Wiesbaden if you have time and the desire to do so. There will be 5 important 
concerts there, two grand orchestra concerts, two chamber music concerts and one 
of church music. I shall be playing your Variations on Sunday June 8 in the second 
orchestra concert.227 
 

I am quite happy to be not only the first cellist to premier this work in Russia 
but will now also have the opportunity to play the Variations for the first time for a 
substantial and sophisticated public in Germany. Liszt will be there too! Jurgenson 
has charged me with the mission of asking Liszt to compose a Piano Fantasy on 
Eugene Onegin. I hope Liszt will do it, I will bring the piano reduction.228 
 

I recently saw your piano sonata and congratulate you on it, it’s a very 
excellent work!229 

                                                 
225 [N.S.] 
226 [O.S.] 
227 Notice that Fitzenhagen made a minor mistake in calculating the date of the Wiesbaden 
Festival’s final concert between the Gregorian and Julian calendar (still in use in Russia until 1918). 
According to the Russian old style calendar the concert took place from May 24 to 27, therefore 
the big final concert of the Wiesbaden Festival took place on 8 June in the Gregorian and 27 May 
in the Julian calendars, 1879 (see Figure 9) 
228 Tschaïkowsky, P., Eugenie Onegin. Opera Klavier-Auszug mit russische Texte. Moskau, 
Jürgenson, Mai 1879, see Musikalisch-literarischer Monatsbericht, September 1876. 
229 Tchaikovsky’s Grande Sonate (Большая Соната), Ор. 37, published in Moscow by Jurgenson 
in May 1879 (idem). Note that Fitzenhagen’s letter from Moscow dated April 29 [O.S.] 
corresponds to May 11 [N.S.]. It is likely that Fitzenhagen acquired the first edition or that he 
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I greatly regretted not seeing you at Easter. You did want to come? We had a 

terrible holiday because my little daughter Gretchen suffered a lung infection which 
lasted six weeks, thank God she is well again, as well as your little god-daughter 
Elsbeth.230 
 

Will you start work on a cello concerto soon? I beg you not to forget about it. 
I will then be very happy to look over and assist with details of the cello part. 
 

In the hope that you will send me several words before my departure I greet 
you, 

your sincerely devoted friend, 
W. Fitzenhagen 

 
* * * 

                                                 
managed to get acquainted with the manuscript. The Sonata was performed for the first time on 21 
October [N.S.] or 2 November [O.S.], 1879 by N. Rubinstein in the presence of the author in a 
quartet concert of the IRMS. 
230 Margarethe (Gretchen or else Маргарита Васильевна) Fitzenhagen (born in 1876 in Moscow 
- ?) – second daughter of Karl Friedrich Wilhelm (Василий Федорович in Russia) Fitzenhagen 
(1848 Seesen am Harz  - 1890 Moscow) and Louise (Луизы Карловны in Russia) Fitzenhagen, 
born Büttner (1845 Nordhorchen - 1922 Ryazan, Russia). Their other children are their first 
daughter Marie (Mascha or else Мария Васильевна) Fitzenhagen (born in 1870 in Moscow - ?); 
son Willi (born in Moscow in 1881 - Holland ?). The third daughter Else (Elsbeth or else Эльза 
Васильевна) Fitzenhagen (born in Moscow in 1877 - [?]), Tchaikovsky’s god-daughter was born 
on April 6, 1877.  It is most likely that at that time Tchaikovsky and Fitzenhagen continued editorial 
work on the ‘Variations on a Rococo theme.’ We should not ignore the possibility that Else’s birth 
might have inspired Tchaikovsky to dedicate the Variations to her father.    
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Figure 9 
Neue Zeitschrift für Musik,231 Band 75, Januar bis December (sic) 1879 

 
 

 
                                                 
231 p. 244. 
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Figure 10 
Fitzenhagen’s letter to Tchaikovsky (excerpt) 

Preserved in the Tchaikovsky Memorial House-Museum in Klin 
[Inventory № 580; № 577 is crossed out and ‘№ 580’ is written instead] 

 
 

13 June 1879, Seesen am Harz 
 
 

My dear Friend! 
 

Just back from the Wiesbaden’s Musikfest I have the great joy of informing 
you that I made a great impression with your Cello Variations. I pleased the public 
so much that I was called back three times and even received stormy applause during 
the piece, after the Andante in D minor. Liszt said to me ‘I admire you, you played 
superbly, and of your composition he said, at last some real music again’, surely the 
greatest compliment Liszt could make to you. I can foresee that I will have the 
greatest possible success with this piece everywhere and will therefore keep it always 
in my repertoire as a bravura piece.  
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I have surpassed all cellists with it. Everyone says that nobody else can play it 
like me. Grützmacher, Cossmann and de Swert all attended my performance.232 

I’m delighted, dear friend, to be able to tell you this and my only regret was 
that you were not in Wiesbaden. H. v. Bülow played your piano Concerto in the first 
concert. Here the second and third movements were appreciated more than in 
Moscow. Bülow played very well yet not as beautifully as our friend Nikolay 
Rubinstein. Bülow got lost twice in the first movement and at the end was only 
recalled for one bow. As you can imagine you were spoken about frequently during 
the festival and it goes without saying that I recommended all your works to all 
virtuosi, violinists as well as pianists. You are generally held in high esteem in 
Germany. I gave Liszt the piano reduction of Eugene Onegin and he will arrange 
some paraphrases or fantasies for solo piano from the opera.233 
                                                 
232 Grützmacher, Friedrich (1832 - 1903) – well-known German cellist, pedagogue and composer. 
Fitzenhagen was one of his prominent students. In 1878 Grützmacher played concerts in Saint 
Petersburg and in Moscow on 3 March [N.S.] - 15 March [O.S.] in the 9th Symphonic Assembly 
and in the 3rd concert of the Quartet Assembly of the IRMS; 
Cossmann, Bernhard (1822 - 1910) – German cellist, pedagogue and composer. On the advice of 
Ferdinand Laub, in 1866 he was invited by N. Rubinstein, the director of the newly opened Moscow 
Conservatory to take the position of violoncello professor. In 1870 he returned to Germany. 
Fitzenhagen took over his professorship; de Swert, Jules (1843 - 1891) – Belgian cellist, pedagogue 
and composer. He was a representative of the Brussels violoncello school. He played trios with 
Clara Schumann and Leopold Auer in Dusseldorf. In March 1870, knowing that Cossmann was 
leaving Moscow, de Swert sent a letter to N. Rubinstein proposing his candidature for the 
professor’s position at the Moscow Conservatory [see: ‘Letters of the 19th-20th-century foreign 
musicians,’ № 1027, p. 253]. In April he was invited to take Cossmann’s place [see below: an 
abstract of de Swert’s letter № 1029 to N. Rubinstein]. In June 1870 de Swert met with N. 
Rubinstein in Berlin [idem, № 1030, p. 254]. Apparently de Swert was not satisfied with the terms 
of the contract, and instead of him a young Fitzenhagen took the position. (see: Fitzenhagen’s 
contract: Appendix III a). In 1880 and in 1883 de Swert took part in the Symphonic Assembly, and 
in the Quartet and Chamber Music Assemblies of the Moscow Branch of the IRMS.  
233 Liszt, Franz, Polonaise aus der Oper: Jewgeny Onegin, v. Tschaïkowsky, Hamburg, Rahter, 
Marz 1880; see http://www.hofmeister.rhul.ac.uk/2008/content/database/browse.html; Liszt, 
Franz (1811 - 1886) – famous pianist-virtuoso, composer, teacher, conductor and writer on music, 
who contributed much to the progress of musical art in the 19th century. Russian composers have 
always manifested a lively interest and great sympathy for him. In 1870 Liszt invited Fitzenhagen 
to work in Weimar’s Capella orchestra. Instead Fitzenhagen accepted an offer from N. Rubinstein 
to become the violoncello professor at the Moscow conservatory. It is possible that with the 
assistance of Liszt, the works of Tchaikovsky were performed at the Wiesbaden festival in 1879 
[see above ‘Neue Zeitschrift für Musik’]. This can be surmised from Liszt’s letter from Budapest 
(15 November 1876) to Konstantin Zander (grandson of Franz Ernest Christophe Leuckart, who 
was the founder of the ‘F.E.C. Leuckart’ publishing house in Leipzig):  
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My dear friend, you must soon compose a cello concerto for me! I will again 

stand by your side with advice and help and would be very happy if you would satisfy 
my wish at last. 

Raff has also finished a second cello Concerto but I have not yet seen it.234 
Think of me from time to time and when you find time and the Muse inspires 

you, write a few more pages. 
 

Your sincerely devoted friend, 
W. Fitzenhagen 

My address is : Seesen am Harz 
 
 
 
 

 
 
 

 
 
 
 
 

 

                                                 
‘The compositions of Tschaikowsky interest me. A few of my pupils here play his Concerto and 
several of his pieces really capitally. I have also recommended to Riedel to include Tchaikovsky’s 
Symphony in the programme of the next Tonkünstler-Versammlung.’ [‘Letters of Franz Liszt,’ p. 
305]. 
234 Raff, Joachim (1822 - 1882). German composer, critic and teacher. He was one of the composers 
who assisted Liszt in Weimar until 1854. Fitzenhagen refers to Raff’s Violoncello Concerto № 2 
in G major, 1876. 
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Figure 11 
Franz Liszt 

Polonaise from Tchaikovsky’s opera Yevgeny Onegin, Op. 24 
For fortepiano, dedicated to Karl Klindworth 

Composed in November 1879 
Published by Jurgenson, Moscow, 1880 

Distributed in France and Belgium by Felix Mackar 
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Figure 12 
Franz Liszt 

Polonaise from Tchaikovsky’s opera Yevgeny Onegin, Op. 24 
For fortepiano, dedicated to Karl Klindworth 

Villa d’Este  
November 1879 
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Figure 13 
Franz Liszt 

Polonaise from Tchaikovsky’s opera Yevgeny Onegin, Op. 24 
For fortepiano, dedicated to Karl Klindworth 

Published by Jurgenson, Moscow, 1880 
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Jules de Swert – to Nikolay Rubinstein 
[‘Letters of the 19th-20th-century foreign musicians,’ p. 254, № 1029]: 
 
April 20, 1870, Berlin 

Thanks for the offer to take the cello professor’s position at the Moscow 
Conservatory; asks whether it is the Imperial state conservatory or private, if the 
position is permanent or temporary and whether it is reflected in the contract, whether 
it gives the right to a pension in case of illness or after a long service; asks to send a 
copy of the contract.  

[Благодарит за предложение занять место профессора по классу виолончели в 
Московской консерватории; просит пояснить следующее: является ли она 
государственной Императорской или частной, пожизненная эта должность или 
временная, отражено ли это в контракте, дает ли она право на пенсию в случае 
болезни или после долгой службы; просит выслать копию контракта.]  
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[Inventory № 1875; № 1828 is crossed out and ‘№ 1875’ is written instead]  

 
 
 

27 February 1885, Moscow 
 
 

My dear Friend! 
 

You will perhaps be surprised to hear from me that as of yesterday I am taking 
over the direction of the  

 
‘Московского Музыкального Кружка’ 235 

 
having been elected by the association to the position of director. This club 

was founded primarily for amateurs and was close to being dissolved since a faction 
thereof planned a take-over and being amicably disposed towards the Conservatory 
and the IRMS they may have been exploited by this Society to our detriment.236 

Under these circumstances I believed the best course of action for me was to 
take control of the club, as under my direction there will never be any question of 
competing with the Conservatory and the Music Society, on the contrary I will strive 
to promote true love of the Art among the amateurs, to educate and make them more 
knowledgeable so that through greater understanding of the art the artists too will 
obtain more recognition than heretofore.237 
 

You will wonder why I am so hastily informing you of this? Yes, you see, my 
dear friend, I fear that perhaps some colleagues, motivated by jealousy or envy, will 
inform the Imperial Music Society that I am creating a competing association which 
could be harmful to us and I count on you as a friend and nonpartisan party to stand 
with me in this case, since on the contrary I wish only to be useful to the Music 
Society. 
                                                 
235 Written in Russian; English translation: ‘Moscow Musical Circle.’ 
236 Tchaikovsky was on the Board of Directors of the Moscow Branch of the IRMS. 
237 The IRMS. 
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From a legal point of view I don’t think the direction of the Music Society can 
forbid my doing this since I am not acting in my capacity as a Cellist but as a Director, 
in which capacity I am not employed by the Imperial Music Society.238 

Though I will not immediately receive emoluments for my efforts as director 
I can perhaps in a not too distant future earn something from this in the form of a 
salary or by teaching many of the amateur gentlemen. I cannot live from the wages 
of the Conservatory since even living quite modestly my family costs me more than 
I take in. This year for example I have been obliged to pay 150 roubles out of my 
pocket up to 1 January because my earnings on the side with private students only 
brought in 50 roubles up to January. Though I have been for the last two years asking 
the direction for a raise (or bonus) I have not obtained one, although all fees have 
risen in relation in the last two years causing deficits, only I obtained nothing.239 

All my colleagues earn on the side, but I do so very little because few people 
want to learn to play the cello. Thus I am compelled to seek an income on the side in 
which my other capabilities can be of use. I must add that if the direction is not 
opposed to Erdmannsdörfer founding a student orchestra and Albrecht conducting 
his Choir Association, why should they object to my taking over the amateur club.240 

This is the situation, dear friend, and I pray you to speak on my behalf if this 
matter comes up in order to spare me any unpleasantness. Only after I am sure that 
you agree with me shall I announce officially to the Directorship my intention of 
taking on the direction of the amateur society, and ask them to support me with 
goodwill in this undertaking. 

I count on coming to see you on 4 March without fail because I am very 
desirous of speaking with you, and then we can have a Mozart evening. 

 

                                                 
238 See Fitzenhagen’s contract [Appendix III, a]; ‘director’ –  meaning music director, leader and 
conductor. 
239 Fitzenhagen’s salary at the Conservatory and the IRMS amounted to 3.500 rubles for 1885; see: 
‘Report of the Moscow Branch years 1885 - 1886,’ p. 24. 
240 Erdmannsdörfer, Max (1848 - 1905) – German conductor, pianist and composer, known in 
Russia as Maximilian Karlovich (Максимилиан Карлович). The list of Tchaikovsky’s works 
premiered by Erdmannsdörfer includes the Symphony № 1 (revised version, 1883), Suite № 2 
(1884), Concert Fantasia (1885), and the symphony Manfred (1886). The composer valued 
Erdmannsdörfer’s orchestral arrangement of his Chant sans paroles (№ 3 from Souvenir de 
Hapsal, Op. 2) so highly that Tchaikovsky conducted it himself in 1892; Albrecht, Konstantin 
(1836 - 1893), cellist, teacher, choir conductor and administrator, known in Russia as Konstantin 
Karlovich (Константин Карлович). 
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D major quartet 
C major quartet  
and 
D major quartet 
 

 
all Mozart for you 

 
 
 

Now dear friend farewell and please soon visit 
your sincerely devoted friend 

W. Fitzenhagen 
 
 
 

* * * 
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[Inventory № 3396; № 3318 is crossed out and ‘№ 3396’ is written instead]  

 

20 September 1888, Moscow 
 
 

My dear Friend, 

Still completely impressed by your new symphony which was superbly played 
tonight in the Conservatory by Taneyev and Siloti, I take the liberty of congratulating 
you on having created such an excellent work.241 Never has a work of yours been as 
successful as this symphony. The themes are so fresh, everything has such a generous 
character that I am delighted, and it will surely be a great success. Since the whole 
symphony is altogether so excellent, I’m tempted to say, ‘perfect’, two places occur 
to me which do not seem to be on the level of the rest. I refer to bars 1 to 16 after 
letter D in the Andante, where for 16 bars the same figure is repeated, it is this figure: 

 
 

 
 

 
Couldn’t this passage be abbreviated? I believe that 4 bars are enough, then 

skip 12 bars to letter E to the C-sharp minor — or keep the same modulation but 
introduce another melody, perhaps this:242

 
 

 
 
                                                 
241 Symphony № 5, Op. 64 in E minor. Possibly the very first performance of the Symphony that 
was given at the Moscow Conservatory. Fitzenhagen’s letter dated Moscow, 20 September, 1888. 
242 Note that Fitzenhagen has in mind the letter ‘F’. 
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then use these 16th notes to bring more movement to this passage, for example 
 

 
 

etc. until letter E in order to have 16 bars again, otherwise I believe that these bars, 
if they are kept as they are produce a dull effect.243 

Secondly, in my opinion, the introduction of the first theme of the last 
movement after the development is insufficiently prepared; there should be 8 to 16 
bars inserted here which should be piano because this way the forte will work, but as 
it stands now it is lacking in calm here. 

I heard the work twice and these two passages immediately struck me and I 
felt this way even more strongly on the second audition as on the first. Since the work 
in its totality is so wonderful I would like no-one to find anything to criticise and 
since you know how I respect and admire you, and you have often indicated to me 
that you value my opinion, I thought it best, in light of our old friendship, to give you 
my view unasked, and all the more since you want to travel to foreign countries with 
this work, and I wish for you to be as admired by everyone as you are by me, and 
that nothing can be found to criticise. 

Finally, I find that at the beginning of the symphony (the Funeral March) it 
won’t sound good on the clarinet. Think of the low register of the clarinet against 
violas, cellos and basses. Wouldn’t it be better to give this melody to the cello or 
horn? Since this theme recurs throughout the entire symphony, it should make its 
entrance quite insistently and the cello is more suited to that. That however is just 
my opinion and I may be wrong.244 

So there you have all my thoughts about your work, please don’t be angered 
by my openness, between friends I believe I must tell you the truth. 

In the hope of being able to greet you in my home soon, I remain 
your old friend, 
W. Fitzenhagen 

 

                                                 
243 Idem, Letter ‘F’. 
244 Note that Tchaikovsky did not take Fitzenhagen’s remarks into consideration. 
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P.S. I haven’t spoken with anyone except Kashkin and he thought that I should 
by all means write you. So it is his fault if you are angry with me, that such a poor 
cellist as I allows himself to give his old friend unsolicited advice.  
 

friendly greetings 
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APPENDIX I 

 
 
Figure 14 
Fitzenhagen’s personal list of his own compositions and transcriptions 
Russian National Museum of Music, Moscow 
Fitzenhagen’s Personal Fund 549-5 
 
Table 3 
Jurgenson’s 19th-century editions 
 
Table 4 
Four available manuscripts of the Variations on a Rococo theme 
 
Chart 1 
Two Versions of the Variations on a Rococo theme  
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Figure 14 
Fitzenhagen’s personal list of his own compositions and transcriptions 

RNMM, Fitzenhagen’s Personal Fund № 549-5 
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Jurgenson’s  First edition of the Variations  

(1878) 

 
Jurgenson’s Second edition of the Variations  

(1879) 

 
Jurgenson’s  Third edition of the Variations  

(c. 1889 - 1891)245 

 

Table 3 
Jurgenson’s 19th-century editions, plates № 3331 

 

                                                 
245 We should note that in Jurgenson’s editorial catalogue for the year 1891, the full orchestra score appears finally with the price indication. Note, that 
in the 1889 catalogue the price is absent. It is most likely that in the years 1889 - 1890 the score was still in proof. 
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Figure 15 
Jurgenson’s editions of the orchestral parts, plates № 3330 (ca. 1889-1891) and  

the full orchestral score, plates № 13791 (ca. 1905-1911)
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Fund 88 № 342 Fund 88 № 96 Fund 88 № 97 a Fund 88 № 97 b 

  
  

Tchaikovsky’s and  
Fitzenhagen’s handwriting  

‘rough copy’ of the fortepiano- 
violoncello score 

or ‘working’ manuscript  

Tchaikovsky’s and 
Fitzenhagen’s handwriting 

clean Orchestral score manuscript   

Clean manuscript copy  
‘Piano’ part (fortepiano-

violoncello score) 
created from  the manuscripts  

Funds 88 №№ 342 and 96 
Copied mostly from manuscripts 

Fund 88 № 342, except for 
Variation IV and V.  

Variations IV and V copied from 
Fund 88 № 96 (cello-solo stave) 

Clean manuscript copy  
‘Violoncelle-Solo’ part 

created from  the manuscripts  
Funds 88 №№ 342 and 96  

Copied mostly from the 
manuscript Fund 88 № 96 
(violoncello-solo stave) 
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Title page  

A Mr. Guillaume Fitzenhagen 
Variations sur un thème rococo 

pour le Violoncelle avec 
accompagnement d’orchestre  
par P. Tchaikovsky (Op. 33) 

Title page  
the same type of  

manuscript paper as № 342 
A M. Guillaume Fitzenhagen 

Variations sur un thème rococo 
pour le Violoncelle avec 

accompagnement d’orchestre  
ou de piano 

par P. Tchaikovsky (Op. 33) 
manuscript paper (14 staves) 

Title page  
note that the handwriting differs 

from Fund 88 № 97b 
A Mr. Guillaume Fitzenhagen 

Professeur au Conservatoire de 
musique à Moscou 

Variations sur un thème rococo 
pour le Violoncelle  

avec accompagnement 
d’orchestre ou de Piano 

par P. Tchaikovsky Op. 33 
Piano 

Title page  
note that the handwriting differs 

from Fund 88 № 97a 
A Mr. Guillaume Fitzenhagen 

Professeur au Conservatoire de 
musique à Moscou 

Variations sur un thème rococo 
pour le Violoncelle  

avec accompagnement 
d’orchestre ou de Piano 

par P. Tchaikovsky Op. 33 
Violoncelle-Solo 

Version ‘A’  
Version ‘B’ indications N/A 

 Tchaikovsky’s inked-in nuances  
Fitzenhagen’s pencilled-in 

nuances, cuts; inked-in 
corrections,  

wax sealed inserts written out on 
manuscript paper  

Version ‘A’ 
Inked-in and pencilled-in  

nuances; 
Fitzenhagen’s pencilled-in 
indications for version ‘B’  

Version ‘A’ 
with pencilled-in indications for 

version ‘B’  

Version ‘A’ 
Version ‘B’ indications N/A  

see the piano part Fund 88 № 97a 
Variation VIII – 32 measures 

from the beginning are crossed 
out (in pencil) 

Available electronic resource: 
 
https://www.culture.ru/catalog/tchai
kovsky/ru/item/archive#music  

Available electronic resource: 
 
https://www.culture.ru/catalog/tchai
kovsky/ru/item/archive#music  

Electronic resource: 
currently N/A 

 

Electronic resource: 
currently N/A 

see Appendix V 
(first publication of the 

Violoncello-Solo part facsimile) 

Tchaikovsky and Fitzenhagen’s 
handwriting 

Tchaikovsky and Fitzenhagen’s 
handwriting246 

 

Copied mostly from the 
manuscript Fund 88 № 342, 
except for the Variation IV and 
V.  
Variations IV and V copied from 
the Fund 88 № 96 (violoncello-
solo stave) 

Copied mostly from the 
manuscript Fund 88 № 96 
(violoncello-solo stave) 

                                                 
246 see also: Vaidman, ‘Tchaikovsky’s working archive,’ p. 78. 

https://www.culture.ru/catalog/tchaikovsky/ru/item/archive#music
https://www.culture.ru/catalog/tchaikovsky/ru/item/archive#music
https://www.culture.ru/catalog/tchaikovsky/ru/item/archive#music
https://www.culture.ru/catalog/tchaikovsky/ru/item/archive#music
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Page 1 

Solo with piano accompaniment 
manuscript paper (9 staves) 

 
Page 1 

Orchestral voices  
manuscript paper (14 staves) 

 
Page 1 

Solo with Piano accompaniment 
manuscript paper (12 staves) 

 
Page 1 

Solo manuscript paper  
(12 staves) 

 
Last page stamp Fund 88 № 342 

 
https://www.culture.ru/catalog/tchai
kovsky/ru/item/archiv/variacii-na-

temu-rokoko-variations-sur-un-
theme-rococo-dlya-violoncheli-s-

orkestrom-2017-08-17  

 
Last page stamp № 24   

entry № 560 of the Museum 
named after N. Rubinstein  

https://www.culture.ru/catalog/tchai
kovsky/ru/item/archiv/variacii-na-

temu-rokoko-variations-sur-un-
theme-rococo-dlya-violoncheli-s-

orkestrom  

 
Last page stamp № 24  

entry № 561 of the Museum 
named after N. Rubinstein 

 
electronic resource currently N/A 

 

 
First page stamp № 561 

 
electronic resource  currently N/A 
see Appendix V (first publication 

of the Violoncello-Solo part 
facsimile) 

 

Table 4 
Four available manuscripts of the Variations on a Rococo theme 

RNMM, Fund 88 №№ 96, 97 (a and b), 342 
 
 

https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom-2017-08-17
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom-2017-08-17
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom-2017-08-17
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom-2017-08-17
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom-2017-08-17
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom
https://www.culture.ru/catalog/tchaikovsky/ru/item/archiv/variacii-na-temu-rokoko-variations-sur-un-theme-rococo-dlya-violoncheli-s-orkestrom
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Chart 1 
Two Versions of the Variations on a Rococo theme, Op. 33 
Version ‘A’ – Tchaikovsky and Fitzenhagen collaboration247 

Version ‘B’ with Fitzenhagen’s amendments248 
Arrows indicate rearrangement of the Variation’s particular movements and fragments 

                                                 
247 The first Soviet edition that represents Stogorsky’s contemporary editorial approach in 1954. 
248 The first Russian Fitzenhagen edition, Jurgenson, 1878. 
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APPENDIX II 

 
Figure 15 Jurgenson’s editions of the orchestral parts, plates № 3330 (ca. 

1889-1891) and the full orchestral score, plates № 13791 (ca. 
1905-1911)    

 
Figure 16  Title page of the manuscript 

‘Variations sur un thème rococo pour le Violoncelle avec 
accompagnement d’orchestre ou de Piano  
par P. Tchaikovsky Op. 33, Piano’  
RNMM, Fund 88 № 97a 

 
 

Fitzenhagen’s handwriting comparison: 

 
 
Figure 17 a  Variations on a Rococo theme, Op. 33 

Excerpt of  the title page  
Piano-cello score part  
Fund 88 № 97a 

 
Figure 17 b  Excerpt of Fitzenhagen’s compositions manuscript 

Fitzenhagen’s Personal Fund 549-5 
 
Table 5  Vladimir Nabokov, Lolita 
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Figure 16 
Title page of the manuscript 

Variations sur un thème rococo pour le Violoncelle avec accompagnement 
d’orchestre ou de Piano  

par P. Tchaikovsky Op. 33  
Piano-cello score 

RNMM, Fund 88 № 97a 
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Figure 17 a   
Variations on a Rococo theme, Op. 33 

Excerpt of  the title page  
Piano-cello score  
Fund 88 № 97a 

 

 

 

 

 

 

 

Figure 17 b 
Excerpt of Fitzenhagen’s compositions manuscript 

Fitzenhagen’s Personal Fund 549-5 

 
Figures 17 a and 17 b 

 Fitzenhagen’s handwriting comparison
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Vladimir Nabokov, 

Lolita249 
 

 
Владимир Набоков, 

Лолита 
 

 
On the opposite bank, at least a thousand 
paces away (if one cold walk across 
water), I could make out the tiny figures 
of two men working like beavers on 
their stretch of shore.  

 

 
На противном берегу, по крайней 
мере в тысяче шагах от нас (если бы 
можно было шагать по воде), я 
различал крошечные силуэты двух 
человек, усердно работавших на 
своем куске берега. 

 
 

Table 5 
Vladimir Nabokov, Lolita 

One of the interpretations of the Russian word ‘противный’,  
meaning ‘opposite’ 

                                                 
249 Nabokov, ‘Lolita,’ p. 85. [Набоков, ‘Лолита,’ c. 288.] 
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APPENDIX III 
 

a. Contract agreement between the Imperial Russian Musical Society 
(IRMS) and Fitzenhagen Karl Friedrich Wilhelm, August 30, 1870: 

 

...I, Karl Friedrich Wilhelm Fitzenhagen, engage in:  

 

 I.  participation in all the orchestral concerts and assemblies of the 
Imperial Russian Musical Society in Moscow; 

 II.  performances of the violoncello part for the Quartet Assemblies of the 
Society;  

III.  performances of separate violoncello solos pieces for two Society 
concerts;   

IV.  teaching 10 hours a week from the 1st of September 1 until the 1st of 
June at the Music College – Conservatory, established by the Imperial 
Russian Musical Society. 

 

The Contract signed by Directors of the IRMS Alexander Terletzky, Nikolay 
Rubinstein and Prince Nikolay Trubetzkoy250 

 

b. Fitzenhagen Karl Friedrich Wilhelm (June 1, 1883) 251  

Nine-year program of violoncello classes at the Moscow Imperial 
conservatory. 

 

                                                 
250 See Butiagina (2013), p. 534. 
251 Lomtev, ‘German Musicians in Russia,’ pp. 189-190, 203. 
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1st YEAR 

1. Instrument, bow, fingers positioning studied by means of easy exercises 
from the Schools of violoncello players such as Albrecht, Kummer and 
others.  

2. Fitzenhagen’s easy pieces in the first position  
 

2nd YEAR 

1.  Scales without using the thumb positions. 
2.  Exercises for changing positions. 
3.  Finger, wrist and bowing exercises. Studies by Albrecht, Dotzauer, 

Grützmacher and others.  
 

3rd YEAR 

1. Scales in a faster tempo.  
2. Further right hand development by means of exercises by Fitzenhagen, 

Dotzauer, Grützmacher and others.  
3. Trill exercises.  
4. Pieces by Grützmacher, Fitzenhagen and others.  

 

4th YEAR 

1.  Study of the thumb positions by means of exercises by Fitzenhagen, 
Dotzauer, Grützmacher and others.  

2.  Four-octave scales.  
3.  Exercises in staccato and double stops: octaves.  

 

5th YEAR 

1.  Further development of violoncello technique by means of Studies by 
Grützmacher, Franchomme and others.  

2.  Exercises in double stops: octaves, thirds, tenths and other intervals. 
3.  Pieces by Merk, Franchomme, Fitzenhagen, Grützmacher and 

Romberg.  
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6th YEAR 

1.  More advanced exercises and Studies by Grützmacher, Fitzenhagen 
(Op. 28),  Franchomme (Op. 7): 1st and 2nd books.  

2.  Pieces by Romberg (Violoncello Concerto in D major), Kummer, 
Goltermann (Violoncello Concerto in A minor). 

3.  Beginning of chamber music studies: 
  а) Beethoven’s Sonatas; 
  b) Haydn’s quartets.  
 

7th YEAR 

1.  Compositions by Servais (for example: Souvenir de Spa), Concertos by 
Romberg, Saint-Saëns and others.  

2.  Sonatas by Mendelssohn. Quartets by Haydn and Mozart.  
 

8th and 9th YEARS 
 

1.  Sonatas for the violoncello solo by J.S. Bach.252 
2.  Contemporary compositions such as Concertos by Servais, Molique, 

Grützmacher, Fitzenhagen, Davydov, Schumann, Rubinstein, Raff and 
others.  

3.  Sonatas for fortepiano and violoncello by Beethoven, Rubinstein, 
Saint-Saëns, Chopin and others.  

4.  Quartets by Mendelssohn, Schumann and Beethoven.  
 

 

                                                 
252 Most probably in the Grützmacher edition, Six Sonates ou Suites pour Violoncelle seul par J. 
Seb. Bach, Edition originale par Fr. Grützmacher, Edition Peters № 238 b, 39 p. 
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APPENDIX IV 

PYOTR TCHAIKOVSKY – CHRONOLOGY: the years 1876 – 1878 
[N.S.] 
http://en.tchaikovsky-research.net/pages/Chronology 

 

1876: 

 

January –  Hears and is greatly impressed by Bizet’s 
Carmen in Paris. 

16 January  –  Premiere of the Sérénade mélancolique in 
Moscow. 

18 March  –  Premiere of the String Quartet № 3 in 
Moscow. 

April –  Completes work on the ballet Swan Lake. 

24 April  –  Premiere of the Chorus for the Jubilee of 
Osip Petrov in Saint Petersburg. 

July –  Travels to Vichy, France, for the cure. 

August –  Attends the premiere of Wagner’s Ring 
cycle in Bayreuth, where he also meets 
Franz Liszt. 

September –  Due to social and family pressures, and 
alarmed by learning that his brother 
Modest is also homosexual, he announces 
his decision to marry. 

http://en.tchaikovsky-research.net/pages/Chronology
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September –  Commissioned to write the Slavonic 
March in aid of victims of the war between 
Serbia and Turkey. 

November - September – Writes the symphonic fantasia Francesca 
da Rimini. 

5 November  –  Premiere of the Slavonic March in 
Moscow. 

24 November  –  Premiere of the opera Vakula the Smith in 
Saint Petersburg. 

December –  Meets Lev Tolstoy in Moscow. 

December –  Receives his first letter from Nadezhda 
von Meck, and their solely epistolary 
friendship begins. 

December –  Writes the ‘Variations sur un thème 
rococo pour le violoncelle avec 
accompagnement d’orchestre ou de 
Piano.’253 

 

1877: 

 

January –  Strikes up a close friendship with the 
violinist Iosif Kotek. 

                                                 
253 We prefer to keep here the French title of the work here as it is indicated on the title pages 
and in accordance with other works that are indicated in French in the Tchaikovsky Research 
chronology. 
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13 February  –  Nervously conducts his Slavonic March at 
the Bolshoi Theatre in Moscow. 

25 February  –  Premiere of Francesca da Rimini in 
Moscow. 

March - May –  Makes sketches for his Symphony № 4. 

26 March  –  Antonina Milyukova writes her first letter 
to Tchaikovsky. 

May –  Begins to write the opera Yevgeny Onegin. 

20 May  –  Meets Antonina Milyukova for the first 
time in Moscow. 

23 May  –  Proposes marriage to Antonina 
Milyukova. 

6 July  –  Marries Antonina Milyukova at Saint 
George’s Church in Moscow. 

7 - 13 July –  The couple spend their honeymoon in 
Saint Petersburg. 

14 July  –  Tchaikovsky and his wife return to their 
new apartment in Moscow. 

27 July  –  Tchaikovsky leaves by himself for 
Kamenka. 

12 September  – Tchaikovsky returns to his wife in 
Moscow. 

24 September  –  End of his marriage to Antonina. 

October –  Travels to Switzerland with his brother 
Anatoly, settling in Clarens. 
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October –  Nadezhda von Meck offers him a regular 
allowance, which gives him financial 
independence. 

18 December  –  Premiere of the Variations sur un thème 
rococo in Moscow by Wilhelm 
Fitzenhagen. 

1878 

January –  Travels to San Remo, where he completes 
the Symphony № 4 and Yevgeny Onegin. 

13 January  –  Death of his half-sister Zinayda. 

10 February  –  Premiere of the Symphony № 4. 

March –  At Clarens in Switzerland with Iosif 
Kotek, he writes his Violin Concerto. 

May –  Returns to Russia and spends time at 
Kamenka, before moving on to the Brailov 
country estate of Nadezhda von Meck, 
who is absent. Here he writes the Souvenir 
d’un lieu cher as a memento of his stay, 
and the Liturgy of Saint John Chrysostom. 

August –  Starts work on the Suite № 1. 

September –  Returns to the Moscow Conservatory to 
resume teaching.254 

November –  He tenders his resignation from the 
Moscow Conservatory on health grounds. 

                                                 
254 Note that Tchaikovsky was in Moscow during the final preparation of the Variations’ 
publication (S.I) 
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December –  Travels to Italy and settles in Florence, 
where he starts work on The Maid of 
Orleans. 

8 December  –  Premiere of the Sérénade mélancolique, 
Op. 26 and Valse-Scherzo, Op. 34, in Paris 
by Stanisław Barcewicz. 
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APPENDIX V 
 
Variations sur un thème rococo pour le violoncelle 
avec accompagnement d’orchestre ou de Piano 
par P. Tchaikovsky Op. 33 
‘Piano-cello score’  
‘Violoncelle-Solo’ (part) 
 
The original manuscript is preserved at the RNMM, Moscow. 
(Ministry of Culture of the Russian Federation) 
Fund 88 № 97 a and b  
 
Version ‘A’ 
 
Facsimiles of the original manuscript copies (‘Piano’ and ‘Violoncelle–
Solo’ parts) were used for both the demo recording that accompanies this 
thesis  (versions ‘A’ and ‘B’) and for the CD № 1047, Passacaille Label, 
Belgium, www.passacaille.be 
 
 
Figure 18  Variations on a Rococo theme, Op. 33 

versions ‘A’ and ‘B’ 
Sergei Istomin, PhD, Demo CD, Passacaille Records, Belgium 

 
Figure 19  Variations on a Rococo theme, Op. 33 and Piano Trio, Op. 50 

Passacaille Label № 1047, Belgium, www.passacaille.be 

http://www.passacaille.be/
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Figure 18  
Variations on a Rococo theme, Op. 33 
versions ‘A’ and ‘B’ 
PhD demo CD (Sergei Istomin), Passacaille Label, Belgium 

 

 
Figure 19 
Variations on a Rococo theme, Op. 33 and Piano Trio, Op. 50 
Passacaille Label № 1047, Belgium, www.passacaille.be 
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APPENDIX VI 

 

a. Tchaikovsky, Variations on a Rococo theme, Op. 33  
(version ‘B’) 
Violoncello-Solo part 
First edition, plates № 3331 
P. Jurgenson Edition, Moscow, 1878 

 
b. Tchaikovsky, Variations on a Rococo theme, Op. 33  

(version ‘B’) 
Piano part (fortepiano-violoncello score) – Discrepancies 
First edition, plates № 3331 
P. Jurgenson Edition, Moscow, 1878 

 
c. Tchaikovsky, Variations on a Rococo theme, Op. 33  

(version ‘B’) 
Piano part (fortepiano-violoncello score) – Discrepancies 
Second edition, plates № 3331 
P. Jurgenson Edition, Moscow, 1879 
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Tchaikovsky, Variations on a Rococo theme, Op. 33 

Violoncello-Solo part (version ‘B’) 
First edition, plates № 3331 

P. Jurgenson Edition, Moscow, 1878 
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Variations on a Rococo theme, Op. 33 

Version ‘B’ Piano part (fortepiano-violoncello score) – Discrepancies 
First edition, plates № 3331, P. Jurgenson Edition, Moscow, 1878 
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Variations on a Rococo theme, Op. 33 
Version ‘B’ Piano part (fortepiano-violoncello score) – Discrepancies 

First edition, plates № 3331, : P. Jurgenson Edition, Moscow, 1879
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