
Preface

David Popper (1843–1913) achieved international 
renown as a solo cellist, a status which brought his 
own compositions to a wide and appreciative au-
dience. He became a student of Julius Goltermann 
(1825–1876) in Prague at the age of 12, auditioning 
on the violin but switching instruments due to a 
short -age of cello students at the conservatory. His 
studies were succeeded by a number of prestigious 
orchestral posts, and in 1868 he was appointed prin-
cipal cellist at the Vienna Hofoper and in the Vien-
na Philharmonic Orchestra, remaining to this day 
the youngest player ever to have held that post. He 
eventually resigned from his orchestral position in 
1873 in order to pursue an accelerating solo career 
throughout Europe. Popper was held in high esteem 
by his fellow musicians and maintained close per-
sonal and artistic associations with composers such 
as Bruckner, Brahms and Liszt, as well as with the 
leading performers of the day.

Most of his compositions were for his own instrument 
and testify to an intimate knowledge of how to 
marry virtuoso technique with the rich sonorities and 
expressive capacities of the cello. Popper’s com-
positional output became highly regarded, and many 
of his works would come to have pride of place among 
the concert repertoire of all cellists during his lifetime. 
They continue to do so to the present day.

England and Scotland were among David Popper's 
travel destinations in the 1890s; the 1892 Largo in the 
Olden Style, Op. 67/1 bears a dedication to "Queen 
Victoria at Balmoral." Published in 1900, the Scottish 
Fantasia (or Scotch Fantasia, as some title pages read) 
is certainly one of Popper's most remarkable musical 
travelogues and is not inferior to the Hungarian Rhap-
sody by any stretch of the imagination, though it still 
falls short of the latter's popularity.

Note on the Edition

The aim of paladino editions is to produce practi-
cal modern editions that also provide historical in - 
sight. The original Edition Peters edition of this work 
shows some differences in dynamics and articu - 
lation between score and parts, suggesting that one 
was revised without the other. In those cases that 
show obvious errors, corrections have been applied.

Modern notational conventions have been employed, 
resulting in the omission of unnecessary acciden- 
 tals and redundant slurs. Some dynamics and articu-
lation markings have been rendered consistent 
with parallel readings or with other instruments. Con- 
secutive dynamic markings, often the result of print-
ing limitations, have been combined where appro-
priate. Inconsistencies between the 19th century 
 downbow sign (often mistaken for an accent) and 
modern notation as we know it today have been 
aligned.

Martin Rummel
Vienna, November 2022
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