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OFrancescatti, Zino (actually, René-Charles), eminent French violinist; b. Marseilles, Aug. 9, 1902; d. La Ciotat, Sept. 17, 

1991.
 He studied with his father René, a violinist and cellist, and with his 
mother Erneste, a violinist. When he was only 5, he made his public debut 
in a recital. At age 10, he appeared as soloist in the Beethoven Violin 
Concerto. After making his Paris debut in 1925, he toured England in duo 
recitals with Ravel in 1926. He soon established himself as a virtuoso via 
tours of Europe and South America. On Nov. 18, 1939, he made his U.S. 
debut as soloist in Paganini's 1st Violin Concerto with Barbirolli and the N.Y. Philharmonic After the close of World War II 
in 1945, he pursued an outstanding international career until his retirement in 1976. He then sold his celebrated "Hart" 
Stradivarius of 1727 and established the Zino Francescatti Foundation in La Ciotat to assist young violinists. In 1987 an 
international violin competition was organized in his honor in Aix-en-Provence. Francescatti's playing was marked by a 
seemingly e�ortless technique, warmth of expression, and tonal elegance. 
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Beethoven and Franz Clement met in 1794, when the composer added his signature to the 
thirteen-year-old violin prodigy’s 415-page book of souvenirs “dedicated to the eternal remem-
brance of his travels.” Clement had already covered many a mile of Europe’s highways in the 
company of his father. By the time he introduced Beethoven’s Violin Concerto, a work he asked the 
composer to write for him, Clement was widely regarded as one of Europe’s outstanding violinists.
Clement was a formidable musician with an extraordinary memory. This stood him in good stead 
when he introduced Beethoven’s concerto in December 1806. In Alexander Wheelock Thayer’s Life of 
Beethoven we read that one contemporary noted “that Clement played the solo a vista, without 
previous rehearsal.” Even if it is a slight exaggeration to say that Clement sight-read his part—we 
do not know—these are frightening conditions for the �rst performance of an extraordinarily 
di�cult and novel work.
Long afterwards, in 1842, Beethoven’s pupil Carl Czerny recalled that Clement had played the new 
work “with very great e�ect” and that there had been much applause. Czerny was nothing if not 
honest, but at least one contemporary report paints a di�erent picture. The highly regarded Johann 
Nepomuk Möser in the Viennese Zeitung für Theater, Musik und Poesie tells us that “cognoscenti are 
unanimous in agreeing that, while there are beautiful things in the concerto, the sequence of events 
often seems incoherent and the endless repetition of some commonplace passages could easily 
prove fatiguing.”
Clement's violin concerto was by no means Beethoven's only model in his Violin Concerto.  It has 
long been known that Beethoven was strongly in�uenced by the composers of the French violin 
school.  This school, founded by the Italian-born Giovanni Battista Viotti (1755-1824), was 
continued by virtuosos such as Rodolphe Kreutzer (1766-1831) and Pierre Rode (1774-1830). 
In the end, though, Beethoven's concerto is a masterpiece like no other: the borrowed details were 

inserted into a completely new context.  The unique Olympian serenity the work radiates is all 
Beethoven, as are the dramatic outbursts that temporarily cloud the happy atmosphere.
On the whole, the Violin Concerto is one of the happiest works Beethoven ever wrote. Five beats of 
the kettledrum establish the themes. The �rst, dream-like entry of the solo violin, in half-steps, 
evolves into a mini-cadenza after the orchestral exposition. The beautiful second theme appears 
both in the major and in the minor modes.  This theme seems to be reserved entirely for the 
orchestra, and the solo violin never gets to play it in full until the very end, after the cadenza.  
Then, at last, the soloist makes the most of this delightful melody and takes it from the lowest 
register of the instrument to the highest.  The simple and songlike style of performance is 
gradually altered by the addition of virtuoso scales and passages, and the volume rises to a 
powerful fortissimo to close the movement.
The second-movement Larghetto is in G major and never leaves its home tonality, a quite unusual 
circumstance that explains the exceptional restfulness that pervades the movement.  It is a set of 
free variations on a quiet, meditative theme.  At the end, there is a bridge leading into the 
third-movement Rondo without a pause.
It used to be rumored that the �rst theme of the Rondo �nale was written not by Beethoven but by 
Franz Clement.  Whether or not that is true, the melody certainly provides a splendid starting 
point for a light-hearted and vivacious movement, whose cheerful dance rhythms (in 6/8 time) 
continue a time-honored classical Rondo tradition while introducing many individual touches in 
the elaboration of the model.  The central episode in G minor, in which the solo violin engages in a 
dialogue with the solo bassoon, is especially haunting.  The ending of the movement is a typical 
Beethovenian joke: a pianissimo recapitulation of the theme is interrupted by two fortissimo 
chords, and the work is suddenly over.



 Please Note:  In the interest of preserving the superb sound quality of these historic recordings, they have been preserved in their original,  pristine state for maximum 
�delity. Transferred from commercially released, analog reel-to-reel tapes (some of which are more than 50 years old), the recordings themselves can be subject to certain 

"artifacts" which are an inseparable part of the original analog recording process, such as tape "hiss" or other defects, and these may be audible on certain music tracks.  
 Because your CD or DVD-A was individually "burned" in order to realize superior sound quality to stamped, mass-produced versions, microscopic cosmetic blemishes may 

be visible. Please regard these tiny marks as  evidence of the "human touch" in the care and individual attention that each and every HDTT disc receives during its very 
demanding  manufacturing process.
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BEETHOVEN Violin Concerto Op. 61 / Francescatti / Walter / Columbia Symphony Orchestra

1-Allegro ma non troppo (D major)  23:55 
2-Larghetto (G major)  9:49 
3-Rondo. Allegro (D major) 10:15 
Total Time: 43:59 

Bruno Walter Columbia Symphony Orchestra
Zino Francescatti, violin 

Violin Concerto in D major, Op. 61
BEETHOVEN


