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Eugene Ysaye’s Six Sonatas for Solo Violin, Op.27

a study of his compositional process through a review of '"The Lavergne Manuscript"

Jin CHEN

Abstract

This study examines the recently published manuscript collection of Eugéne Ysaje
(1858-1931) known as "The Lavergne Manuscript" and aims to unravel the compositional
process behind the composer's six Sonatas for Solo Violin.

The six Sonatas found in "The Lavergne Manuscript" significantly differ from the currently
known versions of these six pieces. The manuscript contains numerous cancellations and
revisions, suggesting a focus on the fundamental ideas at an earlier stage of the compositional
process, rather than the final versions of these pieces.

In this dissertation, Chapter 1 serves as a preparatory section. It provides essential
background information regarding "The Lavergne Manuscript". Additionally, it outlines the
sequence for tracking all six sonatas, explaining the order in which they will be examined.
Following this sequence, frome chapter 2 to 7, analyze the six sonatas in order of difficulty in
deciphering, examining each manuscript as follows: Sonata No.3, No.4, No.2, No.6, No.1, and
No.5. These chapters explore the structure of the final compositions, how these musical ideas
were arranged on the drafts, and provide concrete examples of the development of musical
ideas, thus tracing the creative process within the drafts. When researching with these clues, the
following things become clear.

From the drafts of these six pieces by Ysaye, it is evident that he used 12-stave sheets in a
double-page format freely as he progressed in his composition. Moreover, to keep track of the
intricate order of the manuscript pages during composition or when remind himself the context
of music, Ysaye employed a unique system in which he indicated the chronological sequence
using the spellings of the composer and instrument name. Additionally, it is shown that he first
envisioned the rough outline or significant structural framework of the pieces, made notes of
crucial ideas in the form of sketches or text, and then developed these musical ideas.

Taking a closer look, it becomes evident that Ysaje, particularly, emphasized the themes in
his compositions. In the manuscript of the single-movement Sonata No. 3, he repeatedly
modified and revised the budding themes, ultimately approaching the final form known to us
today. For the multi-movement sonatas (Sonata No. 2, No.4, and No.5), Ysajye demonstrated his
creative process by freely transforming the constituent notes of motifs he initially conceived in
the first movements. These motifs were interwoven into next movements later, aiming to

establish a close interrelation between these musical ideas. This aspect is discussed in detail in



this dissertation.

On the other hand, it is discussed in the analysis of the Sonata No.1, No.5, and No.6 that
Ysaye was not only quite conscious of emphasizing thematic elements, but also bringing
balance to the flowing elements with different characteristics. He worked to harmonize both,
allowing each to express its own character and function.

Considering the progression of the composition period in the Lavergne Manuscript and
understanding the information for each of these six sonatas, it is concluded that Ysaye started
from the "careful drafting stage" (Sonata No. 1) and then progressed through the "stage of
clearly indicating thematic elements" (Sonata No. 4, No. 3, and No. 2) before ultimately
reaching the "stage of pursuing the essence and freedom of violin music" (Sonata No. 5 and No.
6).

The "Lavergne Manuscript" is highly intricate and complex, but through considerations and
speculations from various perspectives, a deeper understanding of Ysaye's unique compositional
habits and the original form of these solo violin works, has been achieved. Exploring the
"prototypes" of each piece, it revealed that how Ysaye adjusted and revised these prototypes in
the Lavergne Manuscript to bring them closer to the final forms as we know today.
Furthermore, by taking an overview of the drafts of all six sonatas and delving into Ysaye's own
ideals for the violin compositions he wrote, a glimpse into the maestro's envisioned masterpiece
for solo violin has emerged. Diligent efforts to decipher these aspects have opened a path to
reconstructing Ysaye's meticulous creative process, which resulted in the masterpiece of solo

violin that endure today.



