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PREFACE 

 
My mother is Hungarian, and my father is Ethiopian. My musical education has 

grown out of both my heritage and the places where I have grown up. I started learning 

the violin in China because of my parents, then moved to Brussels, Belgium, where I 

lived until I was 19 years old, when I moved to the United States. I use my imagination 

when performing, and I create stories inside my head so that the works I am performing 

feel personal to me. When researching this monograph, I knew it would have to speak to 

me personally, like everything else I do in music. I have been closely connected to my 

African heritage, from learning about my Ethiopian origin to continuously creating 

concert programs with composers of African descent and making CD recordings of works 

by composers of African descent. I have been in a continuous relationship with my 

Hungarian heritage as well, especially regarding the history of violin performance and 

repertoire in general. Many method books, compositions, and critical music histories can 

be attributed to Hungarians in classical music. When researching this monograph, I 

realized that for this research to be authentic, it should come from its original language, 

Hungarian. Therefore, I have used Hungarian sources wherever possible, and translated 

all materials to English. I thereby contribute to the body of violin-related literature 

accessible to English speakers in the world. My connection to this topic is that I have 

Hungarian origins. I grew up in Brussels, Belgium, where Hungarian violinists had 

heavily influenced the development of the violin world. During my high school years in 

Brussels, I studied at my school, and concurrently at the Brussels Conservatory. Jenö 

Hubay is an icon of the Hungarian violin traditions taught at the Brussels Conservatory. 
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ABSTRACT 

 
Hungarian violinists have been influencing the classical music world for centuries, 

and the lineage of great artists worldwide can often be traced back to Hungarian violinists. 

Jenö Hubay has been the person who brought this tradition worldwide; his reputation and 

renown have elevated the Hungarian violin school to the point where it is considered 

equally as prominent as the other famous schools (German, French or Russian violin school 

traditions). This dissertation aims to give an overall picture of Hungary historically, how 

the violin tradition developed through the centuries, and how it has influenced later 

generations of musicians. The dissertation will first give a brief historical background of 

Europe in the 19th century. After this first introductory chapter, the dissertation will explore 

the predecessors of Hubay. Then, the life of Hubay will be examined, from his student 

years until his mature age. The chapter to follow will discuss his successful teaching, violin 

method and philosophy. Hubay was known for his detailed approach to teaching the violin, 

starting from the very basics of posture leading to the complex technical challenges of the 

left and right hands. Then, the dissertation will discuss how influential Hubay is as a person 

in Hungary. Finally, the international legacy of the Hubay school will be examined through 

his successful students. 
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CHAPTER 1 

 
HISTORICAL AND MUSICAL BACKGROUND OF EUROPE AND HUNGARY 

IN THE NINETEENTH CENTURY 
 

Brief Background of Nineteenth-Century Europe 
 
 

In order to understand the art of legendary violinist Jenö Hubay, it is essential to 

briefly overview the social development of the historical era which produced him.  The 

influence of the masters of the European musical culture and the musical style they 

represent laid the foundation for Hubay's talent to blossom.    

In my work, I intend to explore in detail the way of life, the art, and the musical 

pedagogy of Jenö Hubay, who is a key figure of the classical era of violinists to lay the 

foundation and glorify the Hungarian violin teaching/pedagogy method. He kept alive and 

made possible the worldwide spread of the Hungarian violin tradition.  

Figure 1: The Map of Europe in 1850 
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Speaking in very broad and general terms, nineteenth-century Europe was marked 

by worldwide economic crises and strike waves. Industrial capitalism helped to promote 

international relations and ease national isolation. The prevailing style in Austrian1 music 

was Romantic at that time, and many efforts were made to integrate music and words. A 

sort of melodic lyricism pervaded instrumental pieces. European political and social 

changes brought crucial events in the history of Russian2 music as well. Heroic and 

patriotic themes were replaced by songs, ballads representing the simple man's feelings and 

world. Musical life flourished and led to the establishment of the first conservatories.                                               

Democratic and national conceptions were expressed in the Czech3 music scene as 

well. The French civil war inspired musicians to create new musical genres for broad 

audiences. The melodies at celebrations, funerals, and triumphs were simple, 

straightforward, and rhythmic.4 A beautiful example is Rouget de Lisle's most beautiful 

musical composition called the “Marseillaise.”5 

During the 19th century, professional musicians practiced the ancient traditions of 

the Hungarian folk music culture.6 The Musical Director of the National Opera, Ferenc 

Erkel (1810-1893), took inspiration from the suffering of the Hungarian people. His 

outstanding opera Bánk bán (the Viceroy) is a masterpiece of Hungarian classical music. 

 
 
 
 

 
1 Világtörténet sorozat, vol. 6, 624. 
2 Világtörténet sorozat, vol. 6, 675. 
3 Világtörténet sorozat vol. 6, 681. 
4 Világtörténet sorozat vol. 6, 625. 
5 Rouget de Lisle & La Marseillaise: Episode 9 | Actualités Du Musée de L’Armée. actualites.musee-

armee.fr/expositions-en/rouget-de-lisle-la-marseillaise-episode-9/?lang=en. Accessed 20 Dec. 
2021. 

6 Világtörténet sorozat vol. 6, 683. 
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Figure 2: Rouget de Lisle & La Marseillaise 

 
 
Figure 3: Erkel Ferenc                                        

7 
Erkel visited Hubay and his family often. He wrote the music for the Hungarian 

National Anthem; the story behind the creation of the work is fascinating. The Director of 

the Hungarian State Opera House was Bartay András. In 1844, he created a competition 

 
7 Erkel Ferenc Györgyi Alajos.jpg - Wikimedia Commons. Wikimedia.org, 2020, 

commons.wikimedia.org/wiki/File: Erkel_Ferenc_Gy%C3%B6rgyi_Alajos.jpg. 
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with a prize to the composer who would write the music to Kölcsey Ferenc’s text, the 

Hungarian National Anthem. Bartay said, “This competition is not for the gold, but a legacy 

and for the Lord.” Erkel did not want to participate, but Bartay wanted him to compose this 

work, so he closed him in a room with a table, music sheet, and writing tools. Erkel thought 

back to his teacher’s advice: “my son, if you want to compose a great work, always think 

of the sound of bells first.” With this thought, Erkel wrote his setting in an hour, which is 

the music we now use as our National Anthem. Bartay took his work and added it to the 

list of participants. The audience chose the winner: an orchestra played the compositions 

of each participant, and whoever the audience liked most was the winner. Erkel’s piece 

won unanimously; the audience was in tears and moved by the performance. On July 

second of 1844, Erkel conducted the debut of the National Anthem at the State Opera 

House.8 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
8 Zenekar, vol. 4, 2020. 
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Example 1: Manuscript of Erkel Ferenc’s Himnusz (1844) 

9 

Thanks to his talent and record of acclaimed performances, Ferenc Liszt (1811-1886) 

became a world-renowned musician and pianist. He left his homeland at a very young age 

but kept close ties until the end of his life. Liszt performed at many concerts all over 

Europe. His goal was not self-aggrandizement but teaching music to others.     

Liszt's famous piano works, including the Sonata in B minor and Years of Pilgrimage, 

a set of suites inspired by his journeys to Italy and Switzerland, are matched in quality by 

his symphonic works such as Tasso, Mazeppa, Hungaria and Faust and Dante.  

 
9 Ferenc Erkel, “Himnusz,” Wikimedia Commons, 1844, commons.wikimedia.org/wiki/File:Himnusz.jpg. 

Accessed 4 Jan. 2022. 
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During his lifetime, he established The General German Music Association in Weimar 

(1861) and gathered around him young German musical prodigies. He was an admirer of 

Russian musicians like Mussorgsky, Balakirev, and Borodin. 

Figure 4: Liszt Ferenc                       

10 
 

In Hungary, at the beginning of the 19th century, there was not yet the kind of 

bourgeois life that would generate a consistent demand for concerts; however, as the violin 

was considered a national musical instrument, the demand for its music and sound was 

indeed very well present.11 By the second half of the 19th century, the broader use of 

railroads and widespread air travel revolutionized master-student relations. The playing 

style and the technique became international, and students began to take lessons from 

multiple teachers. From this point forward, these can be considered entirely different 

schools.                  

 

 

 

 
10 Wilhelm von Kaulbach, “Portrait of Ferenc Liszt (Franz Liszt),” Wikimedia Commons, 1856, 

commons.wikimedia.org/wiki/File: Liszt-kaulbach.jpg#filelinks. Accessed 20 Dec. 2021. 
11 Zenekar, vol. 3, 1999.   
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Figure 5: Austria-Hungary Map                     

12 
                                                                                       

                                                                                                     
The life course of brilliant Hungarian violinists and the Hungarian violin 

teaching tradition are closely integrated from the 19th century when it begins 

influencing musicians world-wide. 

 

 

 

  

 
12 Britannica, The Editors of Encyclopaedia. "Austria-Hungary". Encyclopedia Britannica, 2 Feb. 2021, 
https://www.britannica.com/place/Austria-Hungary. Accessed 20 December 2021. 
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CHAPTER 2 

THE PREDECESSORS TO HUBAY’S VIOLIN SCHOOL 

Josef Böhm 

To put Hubay in his proper historical context, it is logical to begin with great 

violin pedagogue József Böhm13 (1795-1867), who in time became the intellectual leader 

amongst European musicians of the 19th century violin school of Vienna. These 

musicians headed to Vienna to find their luck during the 1814-15 Vienna Congress (this 

congress was responsible for deciding the fate of Europe after Napoleon's fall). Cultural 

circumstances in their homeland made it impossible for Hungarian talents to seek 

accomplished training and launch their careers for the first half of the 1800s. Therefore, 

József Böhm's violin school became a critical offsite Hungarian option, and thanks to his 

Hungarian students, it became a renowned European school. 

Through Böhm, the Vienna Conservatory became the epicenter of the European 

violin culture. Böhm was himself a native Hungarian violinist. His father first taught Böhm; 

he then became a student of Rode's, whom he met in Pest in 1808. Rode later referred to 

him as his best student, and he went on to become one of Europe's most respected violinists. 

As the founder of this new Viennese school, Böhm trained many internationally 

renowned pupils and numerous beautiful teachers and performers like Wilhelm Ernst, 

Jakob Dont and Joachim József. Thanks to his Hungarian students, a renowned European 

school was formed around not only Hubay himself, but also Joachim, Dont, Auer, and 

Flesch. 

 
13 Zenekar, vol. 3, 2007, in a discussion of Böhm. 
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Figure 6: Joseph Böhm 

14 

Among the group just mentioned, Hubay15 is considered the founder of the 

Hungarian violin school because he was the first who, by returning to Hungary, made it 

unnecessary for talented violinists to study abroad. The gist of the Hungarian violin school 

is the notion of belonging to a particular national tradition.   

Böhm emphasized the individual ability to play the violin and the teaching of how 

to handle the instrument manually, especially bow management. Musicality, rhythm, the 

proper use of tones, and different bow strokes depend on open, loose, aerial bowing. He 

initially taught his students the proper technique of the bow stroke, emphasizing the 

position of the right hand. They then continued with the change of positions. Exercises for 

each new position were always given in major and minor keys. As Böhm noted, “The 

uniqueness of a violinist is in the sound, clarity, change of position, and agility of his 

fingers.” 16                                                      

 
14 Josef Böhm Violinist Litho.jpg - Wikimedia Commons.” Wikimedia.org, 2011, 

commons.wikimedia.org/wiki/File: Josef_B%C3%B6hm_Violinist_Litho.jpg. Accessed 20 Dec. 
2021. 

15 Halmy-Zipernovszky, Hubay Jeno.  
16 Zenekar, vol. 2, 1992. 
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Despite his German-sounding name, Böhm is rightfully considered a great classical 

Hungarian violin player. This was noted by English writer Margaret Campbell, who wrote 

in her book The Great Violinists: “The 19th century witnessed some of the greatest teachers 

in the instrument's history. One of the most important of these was Josef Böhm, a 

Hungarian who, through his teaching at the conservatory in Vienna, attracted much 

Hungarian talent. Böhm was the first Hungarian violinist to pursue more formal 

studies…”17 

In 1820 the Wiener Musikzeitung wrote about Böhm’s qualities: “the sound, the 

stroke of the bow, the clarity, the change of position, the agility of the fingers – are his best 

skills.” Böhm was one of the first to play without sheet music in public, a routine that 

would become generally practiced after Paganini. He taught several great violinists with 

Hungarian origins who emigrated abroad. Many of the most famous violin teachers were 

given to the world by Hungary's western region. 18  

 

 

 

 

 

 

 

 

 

 
17 Ibid. 
18 Ibid. 
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Example 2: measures 1–52, Böhm, Polonaise Brilliante No.3 (Artaria & Co, Vienna) 

19 
 

 
19 Zenekar, vo. 3, 2007. 
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Böhm’s influence on several generations of Hungarian violinists: 
 
Joachim                          was a teacher in Berlin, 

Auer                           was a teacher in Russia and America, 

Flesch                          was a teacher in Switzerland and England, 

Dont                           was a teacher in Vienna, 

Hubay                          was a teacher in Brussels and Budapest 

Tibor Varga                              Director of the Sion Academy Switzerland 

Gertler Endre                           Head of the Department of violin 

                                                 of the Brussels’ Conservatory 

Szigeti                              Head of the violin department 
at the Budapest Conservatory 

 
Sándor Végh                            Director of the Mozarteum in Salzburg 
 
Ilona Fehér                               Teacher of Shlomo Mintz,                                               
                                                 Zukerman, Ashkenazy in Tel-Aviv 
 
Kató Havas                              Lives in the US, where she uses his knowledge ….   
 
                                                                                  
Besides the violin school made famous by Hubay, it is important to examine three 

other important violin schools of the same era: Otakar Śevčík's school in Vienna and 

Prague; Károly Flesch’s in Berlin and Luzern; Auer Lipót's school, which operated for 

almost forty years in St. Petersburg and then in the US. Otakar Śevčík, Lipót Auer, and 

Károly Flesch used their artistic qualities, virtuoso talent, and extraordinary pedagogic 

abilities to establish new varieties of expressions, characters, and tones that inspired 

contemporary musicians. The first and most important teacher for all violinists was József 

Joachim, without whom this discussion would not be complete.                                             
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Joseph Joachim 
 

 
Figure 7: Joseph Joachim 

20                              

József Joachim “The King of Violinists” (1831 Köpcsény-1907 Berlin)21 

The German violin school would be unimaginable without the contribution of 

József Joachim, to whom we can be thankful for establishing the essential pieces of the 

violin literature, including the violin concertos of Brahms and Bruch among others. 

 
20 Britannica, The Editors of Encyclopaedia. "Joseph Joachim". Encyclopedia Britannica, 11 Aug. 2021, 
https://www.britannica.com/biography/Joseph-Joachim#/media/1/304166/141473 
. Accessed 20 December 2021. 
21 Zenekar, vol. 4, 2001. 



 
 

14 

Joachim's unique personality significantly impacted everything connected to violin for 

more than half a century.  He influenced every violinist, even those who were not his 

students.  

Joachim's unique personality put a stamp on everything connected with violin for 

more than a half-century. Every violinist of the 19th century, even those who were not 

directly his students, had found themselves affected by his influence. Although, as a 

teacher, he was far from perfect, and the vast amount of literature that he published 

sometimes kept him from being thorough, the spirit that radiated through his music, 

teaching, and ability to play the violin represented the highest ideals of violin playing. The 

number of his students is uncountable. He was not only a celebrated expert of the German 

school; violinists from all over the world traveled to take lessons from him.22 

Jenö Hubay shares this reminiscence about Joachim: “As a virtuoso, Joachim was first 

amongst his generation. One of his most considerable merits was to get over great technical 

and musical difficulties while playing Beethoven's five great quartets with his string 

quartet. He overcame the difficulties of Bach's sonatas the same way. [His edition of these 

works] became every violinist's public treasure thanks to its execution.”23                          

Joachim, the composer (e.g., Romance, Hungarian Violin Concerto), caused a 

sensation with his Hungarian stylized concerto at a young age. This technically perfect 

opus is a testimony to his love and attachment to his home country.     

 

 

 

 
22 Zenekar, vol. 3, 2004. 
23 Ibid. 
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Example 3: Brahms Concerto Edits After Joachim’s Suggestions 

24 

                            
The themes that inspired Joachim as a composer could be considered folk songs 

due to their national characteristics. His concertos mentioned above are still part of the 

repertoire to this day. 

 

 
 
 

 
 

 

 
24 Johannes Brahms, Joseph Joachim, and Fritz Kreisler, Concertos, violin, orchestra op. 77, D major. 
[N.P., Monographic, 1878] notated music, retrieved from the Library of Congress, 
<www.loc.gov/item/2009545993/>, accessed 4 January 2022. 
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Leopold Auer 

 
 
Figure 8: Leopold Auer 

25 
 

Lipót Auer (1845.6.07. Veszprém - l930.7.13. Loschwitz) 
 
Prolific teacher and artist Lipót Auer's personality was inseparable from the Russian 

violin school upon which he had a significant effect. An oil painting of him still hangs on 

the wall at the Conservatory of St. Petersburg, where he worked as a violin teacher 

following in the footsteps of Wieniawski.26 

His first teacher was Lipót Liedl, a violinist of the orchestra of the Cathedral of 

Veszprém (Hungary). Between 1853-1856, Auer studied at the “Hangász Zeneegyleti 

Zenede” with David Ridley-Kohne as his teacher in Pest. Then he went on to study in 

Vienna from 1856 to 1858 with Jakob Dont.  

He continued his studies with Jean Delphin Alard in 1861 in Paris. He spent a few 

 

25  Leopold Auer, -1930, three-quarter length portrait, seated. [No Date Recorded on Caption Card], 
photograph, retrieved from the Library of Congress, <www.loc.gov/item/2005689200/>.Accessed 
20 Dec. 2021 

26 Zenekar, vol.1, 2002. 
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months in the French capital, then went to Hanover for two years to perfect his studies 

under the guidance of Josef Joachim. As a precedent to his studies in Pest, it will be useful 

to discuss the “Hangászegylet” that opened its singing school on March 5, 1840, after 

Ferenc Liszt deposited the income from his January concert for the benefit of the school. 

Many instrumental departments were set up in 1851, and that is when it was named 

“Hangászegyleti Zenede,” becoming “Nemzeti Zenede” in 1861. 

Auer's adaptations of Bach, Mozart, Beethoven, Chopin, Schubert, Schumann, 

Popper, Tchaikovsky, Paganini, and Spohr were important. He also wrote cadenzas to the 

Beethoven and Brahms concertos (published in Moscow in 1951-56) and was the soloist 

for the St. Petersburg Ballet for a significant number of years. His famous predecessors 

were Vieuxtemps and Wieniawski. When a famous ballet master needed changes to a score, 

Auer was the one to lend a hand.  

Tchaikovsky’s ballet Swan Lake premiered in London in 1911. The solos were 

played by his student Micha Elman. Elman (1891-1967) was a world-famous Russian-born 

violinist. He first learned to play the violin from his father; then, he was taken to Odessa, 

where he studied with Alexander Fidelman. His artistic career began as a child prodigy at 

the age of 10. He auditioned for Lipót Auer, who was so impressed that Elman was admitted 

to the St. Petersburg Conservatory. Two years later, Elman went on consecutive tours to 

Europe, then America. He finally settled in New York. He had great success everywhere 

he went, thanks to his unique playing abilities. 
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Example 4: Auer’s Cadenza from Brahms Violin Concerto, measures 1 to 36, 

Published by Carl Fischer, 1916 in New York 
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Auer’s book Violin playing as I teach it (1921) describes “When it comes to the 

change of position and the left hand's tension free movement in general, he advises placing 

the thumb face to face to the second finger without forcing. “In my experience, there is no 

exact and unchangeable rule concerning the positioning and angle of the fingers, and how 

much pressure to put on the bow when wanting to create a particular sound. The violinist 

may only hope to find the best solution by continuous practice.”27 His student Maia Bang 

(1877-1940) became his assistant and published a book entitled: Auer Violin Methode.  

Lipót Auer became a significant figure on the American musical scene.28 As a result 

of the Russian Revolution in 1917, he boarded a boat on February 7, 1918, arrived in New 

York ten days later, performed at Carnegie Hall only a few weeks later on March 23, and 

then went on to perform in Philadelphia, Boston, and Chicago. One of Auer’s best students 

Efrem Zimbalist, who was born in Rostov in 1890 but moved to America in 1911, enjoyed 

some American success as well.  Zimbalist's parents and six siblings (who were under his 

care) arrived in America in 1918. Every summer, they stayed at Fishers Island with Auer 

nearby. They became good friends, and they had visits from Kreisler and Heifetz. 

The Curtis Institute of Music opened its doors in Philadelphia in October 1924. 

Károly Flesch became Head of Violin Department. In honor of Auer's 80th birthday, 

Zimbalist planned a concert and hoped to play Vivaldi Concerto for three Violins together 

with Heifetz and Elman. Elman declined, saying that he had a solo performance at Carnegie 

Hall. When Zimbalist begged him to reconsider, Elman's reply was, “why should I go and 

 
27 Zenekar, vol. 6, 2010. 
28 Ibid. 
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play? I made him famous, not the other way around.”29 So the ensemble was: Auer, Heifetz, 

and Zimbalist.30 At his birthday concert, Auer played Tchaikovsky’s “Melodie” and 

Brahms's “Hungarian Dance” with Rachmaninoff at the piano. The night ended with 

Heifetz and Zimbalist playing the Bach Concerto for Two Violins. Joseph Achron 

composed for this occasion for Auer “Pensée de Leopold Auer.”  

Example 5: Pensée de Auer by Joseph Achron. Published by Universal Editions, 1925, 

Vienna. 

 

 

 
29 Zenekar, vol. 3, 2015. 
30 Ibid. 
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The concert made $40,000 in revenue for Auer. He bought a house in New York, 

where he later lived. Auer insisted on giving Zimbalist's son his first violin lessons, then 

he recommended him to Heifetz's father. Auer played in 35 different Japanese cities during 

his Far Eastern concert tour. That is when he recorded with Columbia Record Company's 

Japanese subsidiary. They recorded Hubay “Zephyr,” Glinka-Auer “Persian song,” 

Sarasate “Zapateado,” and Schubert-Willhelm “Ave Maria.”  

Zimbalist received an offer to become Head of the violin department at the Curtis 

Institute. He immediately accepted it. When Auer learned about this, he asked to become a 

teacher there. Sure enough, he, too, was accepted. Out of deference, Auer was named Head 

of the department. Zimbalist became one of the greatest pedagogues of the century. He said 

about his students: “Every student is a good violinist in my class. However, what can I 

teach them when I know so little about the technicalities? So, I began to practice.” Luis 

Kaufman said about him “He was capable of analyzing his own playing, something that 

not every violinist who plays by instinct can do.”31 He made sure that his students 

developed the capacity to judge their playing objectively. This efficient approach was the 

main essence of his method. During practice, 90% of the time is spent with the difficulties 

of positioning the fingers, which may seem slow and repetitive. He shared Auer's point that 

verbal explanation is not always enough, so he taught with the violin in his hands.  

Auer remarried in 1924 and became an American citizen in 1926. He spent his 

summers in Loschwitz but got pneumonia in 1930 and died not long after. His widow had 

his body transported to America to be buried at the Hartsdale Ferncliff Cemetery. Heifetz 

 
31 Ibid. 
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played Schubert's “Ave Maria” at his funeral. Yehudi Menuhin wrote about him “He was 

an incredible teacher, in his old days he was a better violinist than Ysaye, Sarasate, 

Joachim, and the other virtuosos. He had great knowledge that survived the other's brilliant 

playing.”32 

After Auer's death, Zimbalist became the Head of the violin department at Curtis 

and then married the Institute founder Mary Luis Curtis in 1943. Zimbalist never stopped 

practicing and playing scales half an hour every day then playing Paganini, Bach, and 

various other composers, even as an older adult. He was once asked why he still practiced 

after all these years. “I have been doing it all my life, and why should I stop? My hands are 

young for my age; even I am surprised at how spry they are. I never wanted to be the 

biggest, most outstanding violinist globally, but I am probably the best among the 85-year-

olds.” 

Ivan Galamian, a renowned violin professor who studied with Mostras in Moscow 

between 1916-1922 and later with Copet in Paris, became a teacher at Curtis in 1944. 

Zimbalist assisted one of his classes: “I was astonished to see how he carved violinists. He 

could have even taught a table to play the violin. I cannot do the same; I do not know how. 

I could only hope to make them play better.”33 Galamian always knew how to resolve 

something. Zimbalist, on the other hand, tried to get his students to find their path. 

“Galamian indeed raised more violinists than me, but then again, I raised more artists.”34 

Zimbalist gave his opinion regarding the violinists of his day: “It seems there is no 

explanation as to why modern violinists are not as good as those of my youth. Their playing 

 
32 Ibid. 
33 Ibid. 
34 Ibid. 
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is missing lightness. The present does not favor individuality. The world became too 

mechanical, too business-like. Not like Heifetz, who took his profession very seriously. His 

profession made him proud. He learned more works than anyone during his life. Today a 

successful career means to gain as much money as possible.” Curtis awarded him an 

honorary doctorate on 12 May 1975. He died on 22 February 1985. His ashes were interred 

in Connecticut.  

Until now, I have discussed the development and history of music via great 

violinists, and, through them, I have reached Hubay. I will emphasize Hubay's musical 

dedication and his work as a violin teacher in the chapters to follow.   
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CHAPTER 3 

 
THE CREATION OF HUBAY’S VIOLIN TRADITION 

 
Jenö Hubay (Pest 1858.9.15. - Budapest 1937.3.12) 
 
Figure 9: Jenö Hubay  
 

35 
 

                                             
 

 

Hubay, whose birth name was Jenö Huber, was an outstanding Hungarian violinist, 

composer, pedagogue. The golden age of the art of Hungarian violin and the founding of 

the Hungarian violin school are attached to his name. He was a part of the elite of world-

 
35 Lipót Strelisky, Picture of Jenő Hubay 1897Deutsch: Bild von Jenő Hubay 1897, Wikimedia Commons, 

1897, commons.wikimedia.org/wiki/File: Jeno_Hubay_1897.jpg, accessed 20 Dec 2021. 
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renowned violinists in the last quarter of the 19th century and had great success throughout 

Europe throughout the 1870s.   

Hubay’s Father’s Role 

Without his father Károly Huber's teaching, Hubay could not have become the 

important personality who provided a basis for modern violin pedagogy. Károly Huber was 

a great violinist in his own right. He was the concertmaster of the National Theatre at 16, 

then its conductor and a teacher at the National Zenede and later at the National Music 

Academy. 

Huber studied in Vienna, and in Arad, and spent a year as the concertmaster of the 

Vienna Opera; the National Theatre opened its doors playing his opera in 1875. He became 

a teacher at the Music Academy at the invitation of Ferenc Liszt and began teaching his 

son the violin at the tender age of 4, purchasing him his first real violin at 5. Having given 

his first solo concert at 14, Hubay performed Viotti's concerto with an orchestra in 1872. 

To further develop his talent, his father sent him to a college in Berlin with a teacher of 

Hungarian origins named Joachim, where he spent four years. Joachim was a legendary 

violinist. His father and József Joachim played a significant role in Hubay becoming a 

violinist. Ferenc Liszt had a significant musical impact on him at a young age. He attended 

Liszt's The Legend of St. Elisabeth, conducted by the composer. In his notes, he called Liszt 

“the god of music.”36 

 

 

 

 
36 Zenekar, vol. 4, 2011. 
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Liszt’s Role in Hubay’s Solo Career Beginnings 

In this era, composers performed their own compositions. Hubay’s unique talent 

was discovered by Liszt, who recognized that he would probably gain more success abroad. 

“You have to go abroad; nobody can be a prophet in his own country. Go to Paris; I will 

give you a letter of recommendation. However, these letters never brought down the walls 

or opened hearts. You have to break down the walls yourself and win over the hearts with 

your personality. Go with my blessing, and all will go well; you will see.”37 

When Liszt was staying in Pest, they played Beethoven's sonatas written for violin 

and piano. Hubay was a regular guest at Liszt's home. During his 1886 visit in Antwerp, 

he played Kreutzer's sonata together with Liszt. This is how Hubay remembers it: “I played 

this wonderful piece with almost every famous pianist in the world during my career, but 

none of them ever came close to Liszt's performance and perception. Liszt was way above 

all of them.”38 

 

Hubay’s Life in Paris 

With Liszt's encouragement, Hubay traveled to Paris and tried to get ahead by using 

his letters of recommendation. As an unknown artist, he encountered many difficulties at 

the beginning until Liszt showed up and helped him in person. Musical nights attended by 

many famous artists were important social events in the lives of aristocratic families.                           

He had great success performing in front of a French audience in 1878; as a result, he soon 

found himself in the center of Parisian life. Critiques were published one after the other 

 
37 Ibid. 
38 Zenekar, vol. 5, 2011. 



 
 

27 

about the concerts. One even published in Hungarian papers was by Joseph Lafond: “I 

cannot call this night a success, because it was a great win. Today, Jenö Hubay is ready; he 

is a mature artist. The favorite in Paris, he has the world at his feet!”39 

Hubay officially changed his name during his stay in Paris in 1879. He met the aging 

and ill violin virtuoso and composer Henri Vieuxtemps through Liszt in Paris and played 

the master's fifth violin concerto. Dazzled by him, Vieuxtemps then shouted out loud: “at 

last, I found my successor!” Hubay then became a regular visitor from that time onward, 

and Vieuxtemps explained his works in person during his visits. Hubay won Vieuxtemps's 

friendship and soon became the French-Belgian master's successor in the art of the violin. 

To honor his last wish, Hubay was employed as professor of violin at the Conservatory in 

Brussels in 1882. 

 

Hubay’s Life in Brussels 

Hubay had great success as a music pedagogue as well and was promoted as the 

Head of the violin department of the Conservatory in Brussels at 23. Excellent musicians 

graduated from his class. His years in Brussels played a significant role in his life. It was 

where he started teaching and founded his quartet. His fate was decided by visiting 

Vieuxtemps, who already felt that his life was nearing the end but wanted to finish and hear 

his compositions.  

 
 
 
 
 
 
 

 
39 Ibid. 
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Figure 10: Hubay Holding a Violin 

 

40 
                                                       

When Hubay performed Vieuxtemps' s sixth and seventh violin concertos, the 

master recommended the latter to him and asked him to harmonize it as well. This was 

when Vieuxtemps wrote the following clarification that significantly impacted Hubay's 

career: “I do not want opinions to differ concerning my post after my death. Therefore, I at 

this moment solemnly declare and ask Mister Gevaert, the director of the Music 

Conservatory, to name Mister Jenö Hubay, a Hungarian violinist and composer, the only 

musician who can genuinely interpret my art and whom I consider a very talented musician, 

as my successor to the master training class' professorship.”41 He asked Hubay to manage 

his musical legacy, orchestrate his compositions, and take over his position as a teacher. 

 

 

 

 
40 Picture of Jenő Hubay at Gala Concert in 1912. Hubay Is Holding His Famous Stradivarius 

Violin, Wikimedia Commons, 1912, commons.wikimedia.org/wiki/File: 
Jeno_Hubay_mit_Stradivari.jpg, accessed 20 Dec 2021. 

41 Zenekar, vol. 6, 2011. 
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Figure 11: Henri Vieuxtemps 

42 

The Brussels Conservatory was considered one of the most famous in Europe. At 

23, Hubay was at the top of his solo career. He was a sought-after star at the most 

prestigious musical salons. That is when he took up the professorship at the Conservatory 

where Wieniawski and Vieuxtemps had preceded him. This was the highest recognition he 

could ever achieve in Belgium. 

 

 
 

 
 
 
 
 
 
 
 
 

 
42 Unknown author, “Depicted Person: Henri Vieuxtemps,” Wikimedia Commons, 1846, 

commons.wikimedia.org/wiki/File:Vieuxtemps.jpeg, accessed 4 Jan. 2022. 
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Figure 12: Royal Conservatory of Brussels                                                 

43 
                                                               

 
He met French philanthropist François Van Hal during his years in Brussels. Van 

Hal was the one that lent him a Stradivari, which would be the violin he played throughout 

the rest of his life. That musical instrument is now the property of the Hungarian 

government. Musical culture was flourishing in Brussels. Hubay got acquainted with the 

lifestyle of a social class whose spirituality, intellect, taste, and zest for life made a 

significant impact on many aspects of his own life. Let us just think about the music hall 

at his home where the cultural and intellectual elite of society met during musical 

afternoons. This is how he remembers it in his journal: “Such unforgettable days, intriguing 

debate nights. There was peace. Nobody asked where I was from or about my nationality; 

 
43 Batigolix, “English: Building of the Royal Conservatory Brussels (Erasmushogeschool 

Brussel).” Wikimedia Commons, 2009, commons.wikimedia.org/wiki/File: Ehb-building-
conservatory.jpg, accessed 20 Dec. 2021. 
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they were listening to my music and did not care about my political point of view, or which 

political party am I a member of….”44.  Hubay considered Brussels to be his second home. 

He liked to go back to visit from time to time. It was a successful period of his life, and he 

spent the best years of his youth there.    

                                                                                                                               

     

 

 

 

 

 

 

 

 

 

 
 
 
 
 
 
 
 
 
 

 
44 Zenekar, vol. 5, 2011. 
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CHAPTER 4 

 
THE HUBAY VIOLIN SCHOOL 

Jenö Hubay lived in an era when there was much change in world history. He 

devoted his whole life to music, and the golden age of the art of violin is attached to his 

name.  

Hubay’s Method in Detail 

He considered the right-hand technique as an essential part of his teaching. 

The right hand is the tool to bring out the violin's sound. The sensation of the right hand 

has to match the sound made by the slight vibrato of the left hand. Here synchronization 

and uninterrupted communication between the two hands is essential. This can only be 

achieved if no stress or tension interrupts this communication. 

Regarding dynamic range, we play with more weight and use more bow movements 

for stronger and louder dynamics. When playing piano, the bow movement may stay long, 

but less weight is needed; as a result, the violinist can produce a softer but more distant 

sound. 

In terms of elegant articulation Hubay made the following points: 

- One should consider whether to let go of the sound at the end of the legato/slur 

- Short notes can have a variable length in some places 

- With the proper emphasis of the beat, one can differentiate between the important 

and less important notes. This can be achieved by using different weight and 

pressure at different points on the bow.    

Hubay considered the most challenging part of violin playing to be string crossing. Flexible 

and conscious movement of the right hand is essential. Moreover, the notes held down by 
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the left hand need to be coordinated with right hand at the exact time on the exact string. 

Otherwise, clutter, whistling, and other noises may occur that can ruin the sound quality. 

Stress-related tension in the right hand can cause even further damage and ruin the 

performance if the violinist is not aware of using their right hand correctly. The basis of the 

bow technique is the art of holding the bow and drawing the bow. The movement may 

differ from student to student, but supple and energetic bow movements characterize the 

Hubay school. This approach to the bow shows the influence of the Franco-Belgian school. 

The uniqueness of the Franco-Belgian approach is in the way the bow is held; the fingers 

are close to one another on the middle of the stick, holding the bow loosely. 

 The bow movement has different phases: when lifting the forearm, the elbow bends 

while the movement of the upper arm is very slight; the essential part of the bow movement 

is in the hand. The muscles should not control the slight movements of the wrist.  

The most sensitive moment during the drawing of the bow is the change of directions at 

the frog during playing. A change of bow direction is most successful when the wrist is 

dropped, and the elbow is lifted simultaneously. The forearm gets almost horizontal, and 

the carpus may be able to change more easily during pulling down the bow while gradually 

making a flexure, according to Zipernovszky in “the movement of the left and the right 

hand.”45 

   

 

 

 

 
45 Ibid. 
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Tone Production 

Hubay's tone style, involving the right way to handle the bow, is characterized by 

the excellent and beautiful sound one produces on the violin: there is no scratch, the tone 

sounds evenly and smoothly on every string even in high position, and the warmth of the 

vibrato makes the soul feel appeased. To create a beautiful sound, one should use enough 

bow – according to Hubay's teachings – so one must try to use more bows under one phrase, 

especially during slow pieces. These qualities underlie the tone of Hubay's school46.Vibrato 

helps with timbre, thus making it an important technical part of the violin; it makes the 

sound more substantial and more alive. That being said, the vibrato needs to start at the 

exact moment the sound starts.47                                                 

In Hubay's school, the students stand in front of the music stand with shoulders 

facing the music sheet. This way, the positioning of the head is straight.  He has two 

different principles concerning leg placement: beginners should stand with more closed 

legs, whereas advanced students stand with one leg forward. He did not think the body 

should move too much, but he did not want it to remain completely still either.  At that 

time, it was common to beat the rhythm with the right leg during practice. In Chapter 6, I 

highlight Hubay's most outstanding students, artists who emigrated and later settled in 

America. 

 
 
 
 
 

 
46 Zipernovszky, A magyar hegedűiskola nagy mesterei. 
47 Zipernovszky, A magyar hegedűiskola nagy mesterei Joachimtól Hubay-ig. 



 
 

35 

 
Hubay’s Technical Manual 

 
It was Hubay’s philosophy that scales are the cornerstones for violinists, because 

scales, arpeggios, shifting, thirds, sixths, octaves, fingered octaves and tenths in one way 

or another are always present in musical works. These need to be practiced slowly, paying 

attention to intonation and clarity, and not for extended periods. There is no perfect 

technique without perfect scale practice. A good healthy sound on the violin makes so much 

difference when learning intonation. The Kreutzer etudes are indispensable, as are Ödön 

Singer’s exercises for the strengthening of fingers. The sound must be even, and every note 

must be fully played. There must not be any gap when drawing the bow up and down. This 

can be achieved by maneuvering the wrist loosely and freely. There is a special exercise at 

the tip of the bow where the wrist has to move freely with the fingers, and the same exercise 

can be practiced at the frog. With these exercises one can achieve evenness in the sound.  

I have summarized below Hubay’s advice regarding various techniques. 

Vibrato: Vibrato has a significant effect on the quality of the sound. Hubay 

advises the student to practice slowly and moderately the wrist vibrato; the 

focus should be on the sound quality and the flexibility of the finger joints.48 

Staccato: This is a less essential bow technique, just a virtuoso brilliant 

stroke. It mostly exists in virtuoso pieces, and we usually cannot find it in 

the works of major composers. Staccato appears in works of virtuosic 

composers such as Sarasate or Paganini.                                                                                                                      

 

 
48 As discussed by Halmy-Zipernovsky in 1976 in Hubay Jenö. 
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Spiccato: Each violinist should decide for themself what speed this stroke 

should be. Hubay suggests doing it at the upper third of the bow – no matter 

how fast it may be. It should be done from the wrist and not the arm. 

                        Trills: A trill should be steady with the fingers firmly articulating. 

Fingered Harmonics: The first finger should be firmly placed on the string. 

The higher finger should be touching the string lightly. Quality strings are 

essential.                                                                                                  

Octaves: The only way for them to sound beautiful is with perfect intonation 

where both notes sound like one unison. Fingered octaves are more 

challenging to master. 

Tenths: Hubay cites Paganini as being good with this quite uncomfortable 

interval; here, the shifting and stretching of fingers must be smooth. 

Glissando: This beautiful, connecting tool should not be exaggerated. 

Hubay believed in glissando where one leaves enough pressure on the finger 

so that the entire distance can be heard from one note to the other. 

Portamento: When we slide from one note to another, it makes a charming 

effect. The new finger should be taking over the previous finger at the right 

time, perfect synchronization of the fingers is required. Good taste in music 

is also required to use it at the right moment. 

Body posture:  Hubay considered posture essential, as the foundation of a 

good hold of the violin. The violinist should stand on firm legs, straight, 

stress-free, not with a hollow body posture. Calm, steady breathing is 

essential as well. These principles were further developed by Kató Havas, 
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who wrote “economic movements” and emphasized the importance of 

balance while playing. 

The left hand’s role: The criteria for the proper movement of the left hand 

include naturalness and lightness. Hubay also emphasized the flexible 

angled tilt of the fingers. Since majority of intonation problems depend on 

the left hand, it is vital to have a stable hand frame with a thumb correctly 

positioned. According to Hubay, the left hand has four essential tasks: 

– maintaining flexibility of the fingers 

– dropping the fingers gently 

– preserving the independence of the fingers 

– keeping the fingers close to the strings. 

 

Hubay’s definition of masterful violin playing emphasized on individuality, perfect 

sound quality, and the ability to overcome any mechanical or intellectual difficulty to 

achieve a smooth and straightforward sound. Regarding the organization of a recital Hubay 

advised that the first part of the concert should attract expert musical concertgoers and 

critics, while the second half of the concert should appeal to the average music lover. 

However, it is essential to leave out all musically worthless pieces from the program. Here 

is one example of a model Hubay program which he noted should end with a virtuoso 

piece: 

Beethoven, “Kreutzer” Sonata, op. 47 

Bruch, G minor Concerto 

Beethoven, G Major Romance 
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Beethoven-Auer, Chorus of Dervishes from the Ruins of Athens  

Brown, Rondino 

Kreisler, La gitana 

Bazzini, Ronde des lutins. 

The Public Success of Hubay’s School 

 
Budapest was on the verge of becoming a cosmopolis and was an intellectual 

melting pot of people from different ethnic, social, cultural backgrounds. Hubay earned his 

most significant acclaim through his prodigy students. Hubay and Auer were sought-after, 

famous teachers. Many prodigies worldwide traveled to Budapest, wanting to meet them 

to become their students. Among them were Ruggiero Ricci and Yehudi Menuhin, both 

children seeking an audition with Hubay. He meant a lot to Ricci – they are seen together 

in numerous photographs. He attended fourteen-year-old Menuhin’s concert and hosted 

him the next day. He admired the boy’s Mendelsohn concerto because he had not heard it 

played that way since Sarasate. 

Figure 13: Yehudi Menuhin and Ruggiero Ricci 

49 
 

 
49 William Yardley, “Ruggiero Ricci Dies at 94; Prodigy Whose Violin Mastery Grew,” The New York 

Times, 10 Aug. 2012, www.nytimes.com/2012/08/10/arts/music/ruggiero-ricci-virtuoso-violinist-
dies-at-94.html, accessed 20 Dec 2021. 
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Hubay, the Ideal Teacher 

 

The success of Hubay's school lies in the pairing of the bright personality of the 

teacher with a generative working method. The teacher's personality, helpfulness, and 

knowledge of human nature prove very important. The teacher's task is to draw attention 

to mistakes and help the student solve problems.50 The student must help the teacher's work 

as well by: 

– paying attention to the teacher’s instructions 

– recognizing one’s own mistakes 

– practicing 

The example set by the teacher can enhance a student’s ambition. Hubay's 

successful career, function as an artist, and social acceptance are all excellent examples. 

His charisma, charm, and professional knowledge had a positive, inspiring effect on his 

students. He described his main principles:  

It is incorrect to wish that the students would learn only from listening to 
their teachers perform because it should not be the goal that the pupil 
imitates their master. One should understand first that every single pupil is 
different. I base my teaching on creating natural players, using their own 
personal and physical qualities to their advantage as players to increase 
facility in playing. Others call that virtuosity; I call it natural playing.51 

 
 

The norm in the 19th century was for masters to perform for their pupils, who then 

were expected to imitate what they heard. Hubay was not an advocate of that, as he did not 

believe that pupils should imitate their masters. Instead, his method consisted of teaching 

 
50 As discussed by Vajna Bokor in 1942 in Hubay Zenetanítási modszere. 
51 From Hubay’s writing in Hubay Jenö in 1976. 
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his students according to their unique abilities. He would increase the technical and musical 

demands one step at a time. With this strategy, Hubay was able to transform every single 

one of his students into artists, because he did not follow a regimented plan for every 

student; every student was unique, thus every lesson plan had to be different.52 

 

Hubay as a Teacher in Comparison to Auer 

This part of my work compares Hubay and Auer, two world-famous Hungarian 

violinists and pedagogues. Hubay took lessons from Vieuxtemps in Brussels.  Like 

Vieuxtemps, Hubay explained everything thoroughly and scrupulously, and this is the most 

significant difference between Hubay and Auer. While Hubay explained to the student how 

to solve something, Auer tried to draw out what he wanted. Even the most talented student 

can discover abilities that he never knew he had.  Hubay slowly builds toward virtuosity. 

First, he let the student play etudes for an extended period and concentrated on their 

technique. He was a first-class teacher, and many of his students became multifaceted, 

musically educated violinists. Auer also became a teacher who inspired his students.  

These two artists had different mentalities. Hubay cared more about technique, 

whereas Auer put the artistic success of the performance in the foreground. The movement 

of the bow, the singing voice, and the musical performance are all quite important to both 

pedagogues.             

 

 

 

 

 

 
52 As discussed by Halmy-Zipernovszky in Hubay.  
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CHAPTER 5 

HUBAY’S WORK AND INFLUENCE IN HUNGARY 
 

The Years After his Homecoming (1886-1920) 

With Liszt's death in 1886, an era came to an end. Hubay, who was 28 at the time 

and lived abroad almost constantly from the age of 15, returned home.  He performed a 

violin concerto with the Philharmonic of Pest in 1886 with such success that the Minister 

of Culture, Trefort, offered him a teaching position at the Music Academy. Ysaÿe took over 

his position at the Brussels Conservatory.                                                   

Hubay left Brussels, the scene of his greatest success, to lead the violin department 

of the Music Academy. He created one of Europe’s most famous violin schools at the 

Academy, where at first, he was a teacher, then the Director from 1919-1934. Making some 

significant reforms, he introduced new departments at the Academy, the ecclesiastical 

music department that Liszt intended to create, a voice department, a percussion instrument 

department, and a woodwind instrument department. He was chosen as an honorary 

member of the Hungarian Scientific Academy on 8 May 1921.                                                  
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Figure 14: Liszt Ferenc Academy, Budapest 

53 
 

Hubay, Director of the Liszt Academy (1919-1934) 
 

The Music Academy celebrated its 50th anniversary in 1925. The Academy's 

orchestra and choir performed Liszt's Legend of Saint Elisabeth with Hubay as conductor 

for the occasion. Numerous visitors came from abroad to Budapest and highly praised the 

celebrations, and Hubay was considered abroad as “Hungary's musical ambassador.” 

Hubay continued his charity and foreign concerts and organized musical afternoons even 

in his 70s. At this time, he was already thinking about naming his successor at the Academy. 

He was thinking about Szigeti, but the latter declined due to his concert touring. Hubay 

helped to create the Budapest Orchestra which was made up of his students; its goal was 

to help jobless musicians.                                                          

There were political changes in 1932, a new Minister of Culture was appointed. He 

wanted Hubay to retire as the latter was in the way of his reforms. In the end, however, it 

was the minister who lost his job, and Hubay kept his. Hubay resigned as Director in 1934 

but continued to train artists until his death. The Committee of the Hungarian Academy for 

 
53 “File:Liszt Ferenc Zeneművészeti Egyetem 2013-Ban Felújított Homlokzata.JPG - Wikimedia 

Commons,” Wikimedia.org, 2013, commons.wikimedia.org/wiki/File: 
Liszt_Ferenc_Zenem%C5%B1v%C3%A9szeti_Egyetem_2013-
ban_fel%C3%BAj%C3%ADtott_homlokzata.JPG. Accessed 4 Jan. 2022. 
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Science awarded him for his valued multifaceted work of almost seventy years in 1935 and 

he was invited as a member of the jury for the Ysaÿe competition in his beloved Brussels 

in l937. His students adored him for his righteousness and professionalism; the Music 

Academy's reputation was based on Hubay's incredible workload and organizational skills.                                                                                               

Hubay was a successful composer, who composed many works for violin, 

symphonies and operas (The Villain of the Village, Anna Karenina, The Mask). The Violin 

Maker of Cremona which premiered in 1894 in Budapest, proved to be an international 

success, which was performed in many venues throughout Europe. This opera was the first 

Hungarian masterpiece performed outside of Europe (New York, 1898). Hubay himself 

performed often the violin solo from the 2nd act behind the scenes.     
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Example 6: Violin Solo from the Second Act of The Violin Maker of Cremona, 

Published by Durdilly, 1895, Paris, Page 1/2 

 

 

 

 

 

K4
SOLO DU LUTNIER

^Philippo tire son violon de l'étui brun clair placé à côté de l'étui noir de Sandro, et il joue)

[Filippo nimmt aus seinen^neben Sandro 1» Geige auf dem Tische stehenden braunen Kasten eine Violine hervor und »piett)
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Page 2/2 

 

 

The traditions of the Hubay school were further developed at the Budapest College 

for Music and Art by Ede Zathurecky's outstanding pedagogy. The following era saw 

several great violinists (who were influenced by Hungarian education) with exceptional 

achievements—David Oistrakh (1908 Ukraine – 1974 Holland) and Leonid Kogan (1924 

espressivo.
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Ukraine – 1982 Russia)54— Yehudi Menuhin (1916 New York – 1999 Berlin), and Jascha 

Heifetz (1901 Lithuania -1987 Los Angeles). They all were outstanding, unforgettable 

artists.55 

 
 
 

Musical Afternoons 
 

Hubay’s “musical afternoons” have cultural and historical importance, showing 

how vibrant and significant Budapest was in Europe before the war. In the 1920s post-war 

era, when there was general uncertainty, these occasions enabled artists to meet in a 

harmonious environment, and these meetings were like peaceful islands. Hungarian 

cultural icons, members of the aristocracy, and visitors to Hungary all took part in these 

events. The musical afternoons took place at Hubay's home, which could fit up to 80 

people.                                                                                                      

Jenö Hubay built his house on the banks of the river Danube in 1897 using the 

income from his concerts. The windows of what was initially a three-story building 

(another floor was added later) overlooked the Danube and Fő street. On the first floor, a 

music hall with all-white décor was created, to which the Viennese owner of Bösendorfer, 

to pay his respects, sent a white piano from Vienna as a present. Hubay, with his smooth 

manner, exceptional personality, and intelligence created a wide circle of contacts. He was 

invited by kings, heads of state, artists, and church leaders to their homes throughout 

Europe; his friends included Mihály Munkácsy, Zsigmond Justh, Jules Massenet, Benjamin 

Godard, Felix Weingartner, and Joseph Krips. In 1894 he married Countess Róza Cebrian, 

 
54 Zenekar, vol. 5, 2008. 
55 Zenekar, vol. 1, 2002. 



 
 

47 

and in 1907 he also received a title from the king, thereby being admitted into the 

aristocracy. Hubay also owned a rare collection of antiquities admired by all guests arriving 

at his home. 

From the 1920s, these musical events held every Sunday were called musical 

afternoons, most of which were broadcast on the radio from 1925 onward, often 

internationally. Hubay invited renowned artists and also provided young performers at the 

start of their careers with opportunities to introduce themselves to the public. His students 

performed regularly in this famous venue including József Szigeti, Imre Waldbauer, Ede 

Zathureczky, Endre Gertler and Sándor Végh. Invited pianists were renowned artists such 

as Richard Strauss and Béla Bartok.Yehudi Menuhin, Arturo Toscanini, Ruggiero Ricci and 

Pietro Mascagni also attended and played with Hubay. Hubay intended to create, through 

music, a connection between politicians and artists to interact in a friendly and welcoming 

environment during intermissions. 

These musical afternoons reminded Hubay of musical salons he visited in his youth 

in Paris and Brussels. Hubay created lifelong friendships with Liszt, Vieuxtemps, and 

Munkácsy and his home radiated perpetual stillness and class. These meetings were good 

occasions for students and young performers to introduce themselves to the public at the 

beginning of their careers. They were closed gatherings open to the elite only. Four to five 

musical afternoons got held during every season between 1920 and 1937. From the radio 

income generated, Hubay donated enough money to fund a children's home.                               

During the war, Jewish refugees were protected in the house's cellar; the Red Cross 

used some rooms for storage. In 1945, the house got hit by a bomb, façades caved in, and 

the main entrance and the rooms overlooking the street got destroyed. The home was 
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nationalized after the war. A dozen apartments were created from the remaining parts, while 

the music hall and two neighboring spaces were used as workspace for many years, without  

maintenance and renovations. In 2008, seventy-one years after Hubay passed away, the 

palace got renovated. As part of the hotel, the music hall once again opened to the public. 

Figure 15: Hubay’s Room Which is Now a Concert Hall Inside the Victoria Hotel 

56 
 

 

 

 

 

 

 

 

 
56 www.victoria.hu. “Gallery | Victoria.hu.” Www.victoria.hu, www.victoria.hu/gallery. Accessed 20 Dec. 

2021 
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CHAPTER 6 

THE INTERNATIONAL LEGACY OF THE HUBAY SCHOOL 

Ede Zathurecky 

 

Figure 16: Ede Zathurecky 

57 
In the paragraphs that follow, I highlight Hubay's most outstanding students, artists 

who emigrated and later settled in America. First among them was distinguished Hungarian 

violinist Ede Zathureczky (1903 Igló – 1959 Bloomington), one of Jenö Hubay's most 

talented students at the College of Music and Arts. Thanks to his excellent tone, virtuosic 

technique, refined musicality, and sense of style, he quickly became world renowned. 

Outside of Hungary, he had great success in Austria, Germany, Italy, The Netherlands, and 

 

 
57 Ede Zathurecky, Hungarian Violinist, Wikimedia Commons, 1920, 

commons.wikimedia.org/wiki/File:ZATHURECKY_Ede_(1924).jpg, accessed 4 Jan. 2022. 
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the US. He became a violin teacher at the College of Music in 1929, then the Director-

General as Dohnányi's successor in 1943. He was honored with the Kossuth Award for his 

work in arts and pedagogy.58 He emigrated to the US in 1956, and Indiana University 

employed him in Bloomington as head of the violin department from 1957. He held 

concerts in 1958 in New York's Town Hall, then a year later, in 1959, he unexpectedly died 

in Bloomington.  

Brilliant violinist Eddy Brown was born in Chicago in 1895. In the beginning, he 

learned the violin from his father. He mainly studied music in Europe. He began his studies 

with Hubay when he was seven in 1905 at the Music Academy in Budapest. He later 

continued with Auer and obtained his diploma in Budapest. He performed Beethoven's 

Violin Concerto at one of his concerts at the Music Academy with great success, and it 

remained in his repertoire. He went back to America in 1916 and performed with leading 

American orchestras throughout the country, including concerts in Indianapolis and with 

the New York Symphony Orchestra, conducted by Walter Damrosch. The music-loving 

concertgoers adored him. After one of his concerts during which he performed 

Tchaikovsky's Violin Concerto, the critics wrote “Brown simply electrified the public who 

are used to beautiful performances and are seldom put off from their stillness.”59 His career 

was on the rise, but with the appearance of Jascha Heifetz, his stardom began to fall. He 

then formed a quartet and quit his solo career. In later years he became the head of a radio 

station, then a university teacher.   

 
 
 

 
 

58 Vajna-Bokor, Magyar Hegedüiskola nagy mesterei, 1942. 
59 Zenekar, vol. 5, 2010. 
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Eddy Brown 

 
Figure 17: Eddy Brown 

 

60 
 
Brown was a favorite amongst the public; however, he did not call himself an 

American violinist because “I had studied music in Europe and left America when I was 

seven and never went to school in my home country. I had studied with two famous masters, 

and, what a coincidence, they both are Hungarian: Hubay and Auer.”  He died in 1974.                                               

Brown described masterful violin playing this way: 

A clear intonation and even more the quality of the individual sound, as well 
as the perfect musicality during the performance, the ability to overcome all 
mechanical and mental effort, and in the end the strength that helps us 
express all that dictate our feelings and imagine doing this with natural, 
effortless simplicity as a great orator expresses his thoughts with ease.61  

 
60 Eddy Brown, half-length portrait, seated, holding his violin. [Between 1920 and 1930?], photograph, 
retrieved from the Library of Congress, <www.loc.gov/item/2003688175/>. 
61 Zenekar, vol. 5, 2015. 
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Eugene Ormandy 

 
Figure 18: Eugene Ormandy 
 

62 
 

 
 

Jenö Ormándy (known as Eugene Ormandy in America, originally Jenö Blau, born 

in Budapest in 1899) was a Hungarian-born American conductor and distinguished 

concertmaster. He was Hubay's student, then gave concerts in Berlin in 1917, emigrated to 

the US in 1921, and became a concertmaster in New York. His career as a conductor started 

to take off in 1924. The stages of his career with regard to the conductorship of the 

Philadelphia Orchestra included his appointment as Co-Conductor in 1931, together with 

 
62 Adrian Siegel, for the Philadelphia Orchestra, “Photo of Eugene Ormandy Conducting,” Wikimedia 

Commons, 2 Apr. 1973, commons.wikimedia.org/wiki/File:Eugene_Ormandy_conducting.JPG, 
accessed 4 Jan 2022. 
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Stokowski, then his appointment as Principal Conductor in 1938. Ormandy became world 

renowned as a guest conductor as well and earned numerous awards. The University of 

Pennsylvania awarded him an Honorary Doctorate. He passed away and was buried in 

Philadelphia in 1985. 

Kató Havas 

Kató Havas (born in 1920 in Transylvania, now in Romania, died 2018 in England) 

was another of Jenö Hubay's distinguished students. She obtained a scholarship at the 

Music Academy, and she was a student in Imre Waldbauer's class as well. She emigrated 

to the US in 1939, and the public celebrated her in Carnegie Hall. She moved to Oxford in 

1960 and taught in London as well.63 She earned the American ASTA award in 1992 for 

her work in pedagogy. In 2002, Queen Elizabeth II made her an OBE at the Queen's 

Birthday Honors for musical services rendered. She aimed to help her students let go of all 

physical and mental obstacles that made it difficult for them to play more freely. She 

developed the New Approach to Violin Playing to help prevent physical injuries and 

eliminate stage fright. Her students and their students are now scattered all over the world. 

They can be found in Europe, North and South America, Australia, China, and Israel.                     

Her books were translated into different languages. She writes about her new 

method: 

In my book A NEW APPROACH TO VIOLIN PLAYING, I tried to explain 
that the technique I am describing is not some great discovery, not 
something new, not revolutionary like some patented drug. Many essential 
elements are taken from masters that I greatly appreciate. I am saying that 
with time and experience, these elements melted into a new form, a working 
system. Many knew about them either by accident or in installments, but to 
my knowledge, no one has ever put them into rules. 

 

 
63 Zenekar, vol. 4, 2002. 
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  Yehudi Menuhin wrote about the system: “Miss Havas is original in her approach 

to violin playing because she insists that violin technique must be reducible to basic 

motions involving more than just the fingertips.”64 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
64 Zenekar, vol. 1, 2007. 
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CONCLUSION 

 

The main aim of my thesis was to present renowned violinist Jenö Hubay’s school 

of violin playing and the effect it still has on contemporary violin performance and 

pedagogy. I wished to rediscover and illustrate Jenö Hubay’s colorful career.  I found it 

important to note that Hubay elevated the Hungarian violin tradition to an international 

level while Hungary was in relatively crude circumstances. My research to reveal the 

incredible success of the Hubay school was wide-ranging. During these studies I have come 

to recognize that the stimulating effect of a teacher’s personality along with his/her 

carefully planned method for development are extremely important.           

When I spoke about the “Hubay school” I mean Hubay’s immediate students and 

their respective students. In the chapter’s regarding Hubay, I wrote about the students who 

were responsible for the establishment and continuation of his legacy. In this context I 

found some very interesting connections especially with the Russian violin school.  

Notwithstanding Hubay’s individuality I highlighted a conscious method for 

development that is determined by the student’s level. New exercises and techniques were 

introduced only when the previous ones had been fully acquired. The foundation of 

Hubay’s bow-hand technique was the free and powerful movement of the right hand. The 

strong influence of Hubay’s method on Hungarian-American violinist Kató Havas can be 

discovered by exploring Havas’s own approach.  

Havas simplified Hubay’s teaching method and added her own perspectives on 

violin playing. My work also covers the musical afternoons organized at Hubay’s home 
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that were considered important social and musical events at the time to which world-

renowned artists were invited. 

This thesis is an overview of a wonderful and artistically accomplished life journey 

that produced lasting impact. My historical and methodological research helped me show 

that many people who choose to play the violin as a profession today are indebted to 

Hubay’s teachings. Hubay laid the foundation for the incredibly high-quality Hungarian 

violin tradition that is praised abroad. The detailed nature of Hubay’s teaching method and 

the personal inspiration he provided created a unique violin culture that still exists today. 

He was a renaissance man with many talents and a generous heart. His school, his 

personality, and his teaching still have their impact all over the world through his students.  

Hubay’s method, in short, included:  

1. Getting rid of tension in arm movements that limits sound projection. The right arm 

difficulty is to have a smooth bow change at the frog. For this to happen, Hubay 

advised his pupils to have a tension-free wrist. 

2. Using natural body movement and economical motion of the right hand. Hubay was 

always aiming for a balance between too much and too little movement. 

3. Maintaining a supple and efficient left hand. Hubay taught his pupils to prepare 

their left hand fingers before the bow touches the string and to have independent 

fingers that stay close to the string so that they are ready to be used when needed. 

The artistic community considers Hubay the founder of the Hungarian violin school 

because by moving back to Hungary he made it possible for talented Hungarian violinists 

to study at home. The modern Hungarian violin school has a lot to thank Jenö Hubay for, 
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since he worked in Budapest throughout his whole career. Living in an era when the world 

experienced many changes, Hubay was nonetheless responsible for the training of many 

great violinists. He dedicated his entire life to music and founded Europe’s most famous 

violin school which is why his name is attached to the golden period of Hungarian violin 

playing.      

Thanks to his soft manners, exceptional personality, and accomplishments, Hubay 

was able to cultivate a large number of relationships with royal family members, 

politicians, artists, and church leaders. Mihály Munkácsy and Jules Massenet were among 

his friends. He married Duchess Róza Cebrian in 1849 and received a noble title from King 

Franz Joseph of Hungary in 1907. With this, he became a member of the aristocracy.         

Hubay was a successful and productive musician as well; he composed hundreds 

of violin pieces, numerous symphonies, and several operas (Anna Karenina, The Mask, 

The Black Sheep of the Village). His opera entitled The Violinist from Cremona (premiered 

in Budapest in 1849) enjoyed worldwide success. This was the first Hungarian opera 

performed outside Europe (New York 1898). The famous violin solo from the 2nd act was 

often played by the composer himself behind the scenes.   

Discovering that the greatest Hungarian violinists fled World War I and chose the 

United States of America as the best place to build a successful career has had a huge 

impact on me while beginning my research for this thesis.  I am yet another in an unbroken 

line of violinists who has been impacted by this great man. 

Furthermore, I consider it essential to mention the part of my work where I write 

about Hubay's violin teaching method's effect on American music teaching through 
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American artists. They were: Auer Lipót, Efrem Zimbalist, Ivan Galamian, Eddy Brown, 

Ormándi Jenö Havas Kató and Zatureczky Ede. While conserving the essence of Hubay's 

personality and teachings, the spirit of Hubay's school still lives through his students and 

their student all over the world. 
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