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SUMMARY

The teaching of Carl Czerny was influential in the first half of the nineteenth century. His
Complete Theoretical and Practical Piano Forte School and its supplement, The Art of Playing
the Ancient and Modern Piano Forte Works, are especially relevant to the performance of
Beethoven’s piano sonatas. Much of the information in this monumental treatise reveals how
Beethoven would have performed his sonatas. His pedalling techniques, for example, are similar
to those described in Czerny’s treatise. Although The Art was published in 1846, some of the
ideas in this book date back to Czerny’s Haslinger II edition of the late 1820s, thereby showing
a certain consistency over a period of about twenty years. Most of Czerny’s teaching on the
performance of Beethoven’s piano sonatas, as recorded in his piano treatise, stem from
Beethoven’s own practice. However, he sometimes altered Beethoven’s directions because he
considered his solution to be better (such as the fingering in the trio of Op. 2/1/1ii), or because
they did not conform to contemporary performing styleg, or simply because they did not suit the

more resonant pianos of his day.
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PREFACE

Throughout his adult life, Carl Czerny (1791-1857) played an active role in the promotion of
Beethoven’s music, especially the piano works. His zeal was fuelled by his love for Beethoven’s
music and a sense of mission to preserve its performance tradition in Vienna after the latter’s
death. The pianistic ability of Czerny and his first-hand knowledge of Beethoven’s compositions
would appear to be sufficient for him to be comidergd an authority on the interpretation of the
latter’s piano music. However, contemporary opinions are divided, because Czerny’s writings
may have been influenced by the changing styles of piano playing in his formative years. The
rapid development in piano technology, achieved through the close partnership between the
makers and composers/performers, inevitably led to a different style of playing. The change from
the non-legato playing of Mozart to a more /egato touch as practised by Beethoven is only one

example.

The aim of this thesis is to investigate whether Czerny’s opinions on the performance of
Beethoven’s piano sonatas reflect those of the composer. This subject is largely unexplored —
surprisingly, considering the close friendship between Czerny and Beethoven, and the frequency
with which Czerny’s writings are used to support arguments of scholars: from Thayer and
Nottebohm in the late nineteenth century to Brown, Drake, Rosenblum, and Newman in the
twentieth century. In order to understand Czerny’s interpretation of the pianos sonatas, it is
necessary to understand his personélity, education, career, and relationship with Beethoven, and
to identify important treatises which may have inﬂuénced his Complete Theoretical and Practical
Piano Forte School, Op. 500 (1839), and its supplement The Art of Playing the Ancient and
Modern Piano F orte Works (1846). These will be discussed in the first section. In the second,
"] will evaluate the extent to which Czerny’s understanding of témpo indications, dynamic and
articulation markings, his realization of ornaments, his ideals regarding tonal colours and technical
dexterity, as well as the contexts in which he introduces pedalling, reflect the intentions of
Beethoven. Czerny’s various editions of Beethoven’s piano sonatas will also be considered, with
Op. 57 used as a case study. My conclusions about how Czerny perceived Beethoven’s piano

sonatas will be guided by the writings of Czerny, Beethoven and their contemporaries, by editions

of the sonatas by Czerny, by intelligent deductions from the musical context (sometimes from

Viil



genres other than the piano sonatas), and by modern scholarship. And finally, a brief survey will
be made to see whether Czerny’s interpretation of the piano sonatas was passed on from one

generation to another, especially from Czerny to Liszt and from Liszt to Biilow.

Beethoven’s piano sonatas played a central role in the musical development of both Beethoven

and Czerny. Throughout his life, the piano provided Beethoven with the means to experiment
with compositional techniques. He was also an excellent improviser on the piano. The important
role of the piano is made clear in those works written for other instrument(s) and piano, where
the piano acts as an equal, if not dominant, partner. Czerny’s particular interest in Beethoven’s
piano compositions is only to be expected, since he himself was an accomplished pianist. One
must alslo bear in mind that Czerny’s first introduction to Beethoven was as a piano student. It

1s for these reasons that this research is limited to the piano sonatas of Beethoven.

When interpreting music, the performers’ duty is to realise its meaning through sound and this is
undoubtedly shaped by their personalities, their environments and an understanding of historical
and stylistic matters. By identifying Beethoven’s and Czerny’s views on various musical details
such as tempo, dynamics, articulation, and pedalling, 1t 1s hoped that this reseqrch will help
today’s performers make informed decisions. Since Czerny is the closest reliable link we have to
Beethoven, we should certainly take his suggestions seriously and use them as a starting point.

The results of this investigation should by no means act as a set of rigid rules or be perceived as

the only solution to the way Beethoven’s piano sonatas should be performed. The ultimate

decision regarding the meaning behind each sonata rests in the hands of the individual performer.

In this thesis, references to Czerny’s piano treatise will be obtained mainly from the English
. translations, that 1s Piano Forte School and The Art, rather than the original German text. Apart
from some misplaced punctuation, unusual capitalizations, and occasional additions by the
translator (which do not alter the meaning of the original text) in‘the English version, these
translations cannot be faulted. Since the Neue Beethovenwerke edition of Beethoven’s piano
sonatas has not been published, many of the musical examples are obtained from the Henle Urtext

edition (1980) and facsimiles of the autographs. Where excerpts from the Urtext edition are used,

only the fingerings initalics are Beethoven’s. For clarity, the nineteenth-century English fingering



in some of the examples have been changed to the modern standard one. Sources for all the
musical examples are listed at the end of this thesis. In general, I will be using the standard
Helmholz pitch notation, in which midd!e C =c!, and each octave runs from C to the B above.
However, where the octave i1s immatenal, as for instance, when fingering patterns are being
discgssed, which apply in any octave, capjtal letters are used. And finally, for the sake of

convenience, nineteenth-century pianos are referred to as “pianos” rather than “fortepianos’.
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CHAPTER 1: CZERNY’S BACKGROUND

Music was a major love in Carl Czemny’s life. Throughout his career, he was not only an
influential teacher, but also a competent performer, composer, writer, and music editor. Apart
from a few trips abroad in the 1830s and 1840s, Czerny spent all his working life in Vienna. In
1837, upon Liszt’s invitation, Czerny travelled to Paris and stayed there for a few months. His
only other overseas travels were to Leipzig in 1836, to Londonin 1837 and to Lombardy in 1846.
Czerny was an astute observer who integrated diﬁ:erent stands of contemporary performing
traditions which he considered to be good and made them into his own. The slight but gradual
modifications of Czerny’s performance ideals are evident in his writings, for example the
realizations of trills (see section 7.4 below). Before these issues are discussed in the subsequent

chapters of this thesis, we will first explore Czerny’s formative years as well as his busy and varied

Carccr.

1.1 CZERNY’S EARLY MUSICAL EDUCATION

Carl Czerny was born in Vienna on 21 February, 1791. He was to spend all his childhood in that
city, except for four years (1791-1795) when the family lived on a Polish estate. His father,
Wenzel Czerny, a talented pianist‘, had taken up a teaching post there. The family eventually

returned to Vienna to avoid politicél unrest in Poland. Inhis childhood, Carl Czerny was exposed
to a wide variety of piano music played by his fat};er — music by Bach, Clementi, Mozart, and
Kozeluch, among others. He showed musical promise froman early age. When he was about ten
years old, he already had a good command of the piano and knew much of his repertoire
- (including a great deal of music by Mozart, Clementi and other contemporary composers) from
memory. This talent was carefully nurtured by his father. Czerny later recounted in his memoir
that “My father had no intention whatever of making a superficial virtuoso out of me; rather, he
strove to develop my sight-reading ability through continuous study of new works and thus to

* 99 ]

develop my musicianship”.

'Czerny (1956), p. 303.



Czerny’s exposure to eighteenth-century music was further encouraged from the year 1802
onwards, when Government Councillor Hess (a friend of Clementi and Mozart) offered the boy
access to his private library. This library contained Bach's fugues, Scarlatti's sonatas, and many
works that were difficult to obtain at that time. He was also granted the privilege of copying any
music he wanted from the library.? It was around this time that Czerny started copying the
orché:stral works of Beethoven, Mozart and Haydn and began to realise the enormous benefits he
received from this activity. Not only did he get a good grasp of instrumentation, it also gave him
the opportunity to practise the art of notating music. very quickly - something that proved very

useful later on 1n his life when he started composing.

Besides his father, who played_'a major role in his early musical education, Czerny also benefited
from contact with the various well-known musicians who fre'qliently came to their house. Among
them were the composer and teacher Johann Baptist Wan}}all3 (1739-1813), the famous pianists
Josef Gelinek (1758-1825) and Josef Lipavsky (1772-1810), and the violinist Wenzel Krumpholz
(1750-1817). It was through Gelinek that Wenzel Czerny first learnt of Beethoven. Gelinek, who
had been challenged to a “piano duel” by Beethoven, was most impressed with the latter’s piano
technique, improvisations and compositions. This prompted Carl to persuade his father to buy
him all the available Beethoven compositions, such as the first three trio Op. 1, the Op. 2 p1ano
sonatas dedicated to Haydn, several variations, and the song Adeldide. This piano duelis believed
by some to have taken place soon after Beethoven's arrival in Vienna in 1792. However, there

is evidence that it took place about six years later. Allthe works mentioned above were published
between 1795 and 1797. Therefore, the Gelinek-Beethoven duel and Czerny's introduction to

Beethoven's music probably took place in 1797. Carl Czerny was only six years old.

~Although Gelinek was the first person to mention the name of Beethoven to the Czernys,
Krumpholz deserves special mention here, because it was he who arranged the first meeting

between the ten-year-old Czerny and Beethoven. He also played a further role by passing on his

knowledge of Beethoven’s performance practice to Czerny. Krumpholz, being a close friend of

’Ibid., pp. 307-308.
’In addition to this-spelling, Vanhall, Vanhal and Wanhal are given as alternatives in Sadie
(2001), xxvi, p. 254, s.v. “Vanhall”. |



Beethoven, was familiar with the latter’s ideas and musical projects. Since Krumpholz visited the
Czernys almost every day, Carl was able to play Beethoven's compositions to him regularly and
learn from him. Although Krumpholz was not a pianist, he was a good musician. He was able
to advise Czerny on matters relating 'to "tempo, manner of performance, intended effect,

character, etc., since he had often heard them performed by Beethoven himself and had in most

cases witnessed the process of composition".?

1.2 CZERNY LEARNS FROM BEETHOVEN

Czerny"s first meeting with Beethoven in 1801 was a considerable success. Beethoven was

impressed by the young boy’s talent and agreed to teach him'several times a week. Before his
first piano lesson, Czerny was requested to get C. P. E. Bach's Versuch iiber die wahre Art das
Clavier zu spielen. Czerny later recalled in his memoir:

During the first lessons Beethoven made me work solely onthe scales
in all keys and showed me many technical fundamentals, which were
as yet unknown to most pianists, e.g. the only proper position of the
hands and fingers and particularly the use of the thumb; only much
later did I recognize fully the usefulness of these rules. He then went
through the various keyboard studies in Bach's book and especially
insisted on legato technique, which was one of the unforgettable
features of his playing; at that time all other pianists considered that
kind of legato unattainable, since the hammered, detached staccato
technique of Mozart's time was still fashionable. (Some years later
Beethoven told me that he had heard Mozart play on several

occasions and that, since at that time the fortepiano was still in its
infancy, Mozart, more accustomed to the then still prevalent Fliigel,

used a technique entirely unsuited for the fortepiano. 1, too,
subsequently made the acquaintance of several persons who had
studied with Mozart, and found that Beethoven's observation was
confirmed by their manner of playing).’

Unfortunately, these lessons did not last long because Beethoven was frequently busy with his

compositions and had to cancel the lessons. By 1802, Czerny was left on his own. By then,

however, the fundamental rules regarding proper playing posture, hand position and legato

‘Czerny (1956), p-305.
sIbid., p. 307. Italicization original.



playing had been fully established and Czerny later duly passed them on to all his pupils.

In the meantime, Czerny continued to learn all Beethoven’s piano compositions from memory.
Concerts, both private and public, were énother important feature of Czerny’s education. From
1801-1804, he was a regular visitor to the musical soirées which were given by Mozart’s widow.°
In acidition, there were weekly morning concerts in the Augarten Hall during the summer which
featured, among other things, the symphonies of Haydn, Mozart and Beethoven. In the winter,
these were replaced by quartet and quintet recitals.” The concerts were performed to a high
standard, and the premiéres of many of Beethoven's great works given in this forum made a

lasting impression on Czerny.

Czerny’s education took a different turn in 1804, owing to a chance meeting with Beethoven at
Prince Lichnowsky’s house. Czerny had been in the hqbit of playing to the Prince on most
mornings. On these occasions he played everything, including the piano music of Beethoven,
from memory.® Beethoven, who was sometimes present, was worried that Czerny might overlook
some of the expression markings: “Evenif he plays cofrectly on the whole,” Beethoven remarked,
“he will forget in this manner the quick survey, the a vista-playing and, occasionally, the correct
expression”.” However, Beethoven was said to be very satisfied with Czerny's progress and sight-
reading skills, after the young boy succeeded in sight-reading the newly composed piano sonata
Op. 53 from the manuscript. From then on, Czerny and Beethoven remained on mutually friendly
terms, as seen by their regular correspondence. Czerny waseven entrusted with the proof-reading
of Beethoven’s newly published works. Between 1810 and 1812, he again had the opportunity
to study “several things” under Beethoven. He also revealed that Beethoven’s corrections were
-still as precise as they had been ten years earlier; and had not been aftected by his hearing loss. '

.From 1816'" to 1818, when Czerny was asked to teach Beethoven’s nephew Karl, the frequency

‘Ibid., p. 308.
Tbid., p. 310.

fbid., p. 309.
“Thayer (1969), p. 391. Italicization original :

"Czerny (1970), p. 10.

"Czerny gave the year he started teaching Karl as 1815 in “Recollections” (1956), p. 313. His
memory for dates is unreliable: on p. 305, he gave 1819 as the date of Krumpholz’s death; in
fact, Krumpholz died in 1817. He also provided two different dates for the publication of his

4



of his meetings with Beethoven increased.

Beethoven was influential not only in developing the pianistic skill of the young Czerny, he also
advised the latter in the art of arrangeme;lt. Czerny’s first assignment in this field came in 1805,
when he was asked to make a piano reduction of Beethoven’s opera Fidelio. With Beethoven’s
guid;.nce, Czerny was able to learn much from this project. Beethoven was obviously satisfied,
for he entrusted Czerny with many more such tasks: for example, the arrangements of the
Seventh and Eighth Symphonies for two pianos, which were both published in 1817. Eight years
later, in 18235, Beethoven publicly announced his approval of Czerny’s arrangements of the

Overture Die Weihe des Hauses, Op. 124:

I consider it my duty to warn the musical public against an entirely
misleading pianoforte arrangement for four hands of my latest
overture, an arrangement which, moreover,-1s not faithful to the
original score. This arrangement has been published by Trautwein in
Berlin under the title ‘Festival Overture by Ludwig van Beethoven’.
This warning is the more necessary as the pianoforte arrangements for
two and four hands made by Herr Carl Czerny, which are absolutely
faithful to the score, will shortly appear in the only authentic edition."

Beethoven was also impressed by the speed with which Czerny could complete these
arrangements.!”> And Czerny’s skill was also respected by other musicians. When Halm was asked
to make an arrangement of the “Grosse Fuge”, Karl Holz, a violinist in the Schuppanzigh Quartet,
suggested using Czerny’s recently completed piano arrangement of the “Kreutzer” Sonata as a
model. Unfortunately, Czerny’s arrangements sometimes sutter from an excessive use of the
piano’s high register. It was believed to be for this very reason that Beethoven had rejected
Czerny’s arrangement of the “Grosse Fuge” for piano four hands."* After Beethoven expressed

his disapproval of Halm’s arrangement, Artaria had approached Czerny. Apart from this overuse

~of the high register of the piano, Czerny’s arrangements, on the whole, convey the appropriate

Op. 1 - 1806 onp. 312 and 1805 on p. 314. When writing the anecdotes for Otto Jahn in
1852, he admitted that the dates he quoted may be incorrect because he was writing from

memory events that took place a long time ago. However, he emphasized that it was only
with dates that he erred. See Czerny (1970), p. 10.

2Anderson (1961), 11, pp. 1442-1443. |

BIbid., 11, p. 1148.-

“MacArdle (1958), p. 133; Schindler (1841) (ed. Moscheles), p. 169.
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characters of the original compositions successfully."

Czerny’s love for Beethoven’s music inspired him to make many arrangements, including all
Beethoven’s nine symphonies for piano d'uet. However, he did not limit his arrangements to the
compositions of Beethoven. On his own initiative, he also made arrangements of works by
Handel (Messiah), Haydn (The Creation and some of his symphonies),'® Mozart (the Requiem,
at least six symphonies and ten string quartets), as well as works by Schubert, Spohr, Cherubini,
Donizetti, and Mendelssohn, and others. At that time, there was great interest and enthusiasm
among the aristocracy and middle class families to play arrangements of orchestral and chamber
music, especially piano arrangements, at home for their own enjoyment. It was also a way for

them to get to know great music. Czerny’s arrangements certainly help cater for that market.

1.3 CZERNY’S CAREER AS A PERFORMER

In 1800, Czerny gave his public concert début as a pianist in Vienna, when he performed Mozart’s
C minor Concerto K. 491. The critics praised his playing: Schilling described it as “uncommonly
fiery” and Hanslick considered him the third most important native Viennese Iﬁianist, after
Hummel and Moscheles."” Beethoven also admired Czerny’s playing. He wrote a favourable

testimonial for the boy in 1805."® Even after 1806, when Czerny no longer actively performed

in public, Beethoven still had faith in his pupil’s pianistic abilities. He was the soloist in the first
performance of Beethoven’s Fifth Piano Concerto for a private audience in 1812. His

performance impressed even Schindler, who commented that “as a result of Beethaven’s

coaching, [Czerny] brought out the very best in the music”. " Years later, Beethoven again turned

to Czerny to perform the Adagio and Rondo from the same concerto, this time in a public venue,

SAmong them are Czerny’s piano duet arrangements of the nine symphonies, the Overture to
the Tragedy of Coriolan and the Egmont Overture.

SCPM lists twelve symphonies (Nos. 93-104).

Sadie (1980), v, p. 139, s.v. “Czerny”.

BAnderson (1961); 1, p. 1414.

5Schindler (1966) (ed. MacArdle), p. 160.



to “lend lustre to the'whole concert”.*® Unfortunately, Czerny had to refuse on the grounds that
he had recently neglected his piano playing.?! This was inevitable when he started full-time

teaching 1n 1806, and thus could not devote sufficient time to practice.

Although highly esteemed as a performer, Czerny preferred to lead a life away from the public
eye. he gave the limp excuse that his playing “lacked that type of brilliant, calculated charlatanry
that is usually part of a traveling [sic] virtuoso's essential equipment”, a claim which he seems to
contradict in his next sentence by stating that “brilliant virtuosity on the piano was at that time still
an imperfect novelty”.?* He also cited several other reasons in his “Recollections”: his elderly
parents, the unconducive wartime conditions, and the lack of popularity of Beethoven’s
cbmposftions with the public.”: ‘This last excuse is nevertheless rather weak. Czerny knew a vast
repertoire of piano music, and could have easily performed rpo're popular works if he had chosen
to do so. Ofallthe explanations given above, it seems that the most plausible 1s the circumstance
of his parents, who were too old to take him on tours. Thére may also be other hidden reasons:
his poor health (it was impaired by childhood illnesses and by his overwork from 1806), and his
wish to help his family financially, out of gratitude for the sacrifices his parents had made to

ensure that he received a good education. The income from his teaching was very good, and this

enabled him to improve his family’s living conditions.

There were two distinct types of pianist at that time: the often flamboyant travelling virtuosos
who performed for the public in the larger, newly built concert halls, and the less extrovert
pianists who played in recitals held 1n private halls or chambers (usually associated with royal and
noble patronage ofthe artists). The first category is typified by such artists as Dussek and Liszt.
Czemy and Beethoven belong to the second category. Although Beethoven toured Prague,
. Dresden, Leipzig and Berlin, Pressburg (now Bratislava) and Pest (now Budapest) in 1796, and
made another trip to Prague in 1798, he did not rely on such performances for his upkeep.

Similarly, Czerny preferred to play for the entertainment of the nobility (such as he had done for

%Anderson (1961), 11, p. 775. Although Anderson dates Beethoven’s letter as 1818, Albrecht
believes that 1824 1s more accurate. See Albrecht (1996), iii, fn. 2 p. 37.

2t Anderson (1961), ii, p. 775. |

2(Czerny (1956), p: 311.
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Prince Lichnowsky in 1804), and for private concerts organised by Beethoven and himself.
Between 1818 and 1820, he organised weekly programmes at his home which were devoted
exclusively to Beethoven’s piano music. Beethoven himself sometimes attended these events.
For his own pleasure, Czerny also playea piano duets and duos both with prominent musicians
(sucp as Ferdinand Ries who was a pupil of Beethoven, and also with Chopin when he visited

Vienna in 1829) and with royalty and nobility (such as Queen Victoria in 1837).

1.4 CZERNY’S CAREER AS A TEACHER

Czerny was a well-respected and much sought-after teacher in Vienna. Besides Beethoven’s
nephew Karl, his list of pupils includes virtuosos and child prodigies, such as Theodor Dohler,
Theo Kullak, Sigismund Thalberg, Stephen Heller, Ning:tte von Bellevile-Oury, Leopoldine
Blahetka, Theodor Leschetizky, and Franz Liszt. The last two names subsequently became highly
influential figures in the musical world during the late nineteenth century. Leschetizky became
a prominent teacher whose impressive list of pﬁpils included Ignaz Paderewski, Benno
Moiseiwitsch and Artur Schnabel. Although Liszt was better known for his virtuosity on the
piano, he was also responsible for training numerous excellent pianists, Hans voﬁ Biilow and
Eugen d’Albert among others. Czerny’s career as a teacher began before he was fourteen years
old, on occasions when his father was unable to teach. He started teaching in earnest a year later
and he quickly established a good reputation. In 1807, he made the acquaintance of Andreas
Streicher, the piano manufacturer. They had a mutual understanding and arrangement. It was
agreed that Streicher would recommend good pupils to Czerny and he, in turn, would recommend

Streicher’s pianos to his pupils.**

From 1816, Czerny taught from morning till night in the houses of the highest nobility and the
leading families of Vienna. It was lucrative, but it badly affected his health. Eventually, in 1836,
he gave up teaching entirely.

Czerny was a broad-minded man and a keen learner, who was always open to new ideas and

#Ibid., p. 312.



suggestions. He also believed in exposing his students to different musical styles and not just
those preferred by the teacher. He and Streicher frequently exchanged ideas on piano playing and
on teaching. When Clementi visited Vienna in 1810, Czerny took the opportunity to learn from
him by frequently visiting a family whosie daughter Clementi was teaching. Czerny later wrote
In hi§ “Recollections”:

Since I was very often present at these lessons, I became
familiar with the teaching method of this celebrated master and
foremost pianist of his time, and I primarily owe it to this
circumstance that later I was fortunate enough to train many
important students to a degree of perfection for which they
became world-famous.?

Czerny later entitled his study, Op. 822 (Nouveau Gradus ad Parnassum) in homage to

Clementi’s studies Gradus ad Parnassum.*

Beethoven, too, thought highly of Clementi’s studies and his Introduction to the Art of Playing
on the Pianoforte (1801). When Carl Czerny suggested giving Karl van Beethoven a copy of
Clementi’s studies, Beethoven approved.”’ Beethovenalso ordered two German-language copies
of Clementi’s piano method in the last few years ofhis life — once 1n 1825 and again, a year later.
In the spring of 1826, he wrote to Stephan von Breuning regarding a good piano method for the
latter’s son, Gerhard. He advised them not to use Czerny’s Klavierschule (published in 1826 by
Haslinger), but to wait for Clementi’s piano method which he had ordered on their behalf.
Unfortunately, this letter has caused some confusion.?® It has been generally assumed that
Beethoven preferred Clementi’s teaching to Carl Czerny’s. However, Czerny’s Complete
Theoretical and Practical Piano Forte School, Op. 500, was not published until 1839. There
1s indeed no evidence that he wrote a Klavierschule in 1826. In that year, however, his
contemporary by the same surname, Josef Czerny,” published a piano method Der Wiener

Klavier-Lehrer, oder: Theoretisch-practische Anweisung das Pianoforte nach einer neuen

ZIbid., p. 313.

*Besides the studies by Clementi and himself, Czerny also recommends those by Bertini and
Cramer to his pupils. -

“Thayer (1969), p. 680.

2Anderson (1961), 1, p. 1279,

PJosef was a composer, pianist, teacher and pubhsher who took over the teaching of Karl
Beethoven from Carl Czerny 1n 1818.



erleichternden Methode. It is most likely that the Klavierschule that Beethoven objected to was

in fact the one written by Josef Czerny.

Carl Czerny was not a rigid teacher. His aim was to create all-round musicians, competent not
only in piano playing and public performance but also in the arts of improwvisation and
comiaosition. He was very meticulous in his teaching, as his writings reveal. Both his Complete
Theoretical and Practical Piano Forte School, Op. 500, and the Letters to A Young Lady, On the
Art of Playing the Pianoforte are well-organised and follow a systematic plan. He had an overall
teaching scheme which he adapted according to the needs of the individual pupil. The Piano Forte
School is acompilation of piano playing methods and exercises based on his thirty years’ teaching
ekperieﬁce. It was written for the benefit of aspiring young teachers, and especially those poorer
pupils who were unable to afford renowned teachers. The teaching in the Piano Forte School
consists of explanations on aspects of playing and rnusical. understanding which are exemplified
in musical examples. Exercises are given at the end of each chapter for the pupil to practise with
specific points in mind. A summary of the lessons taught 1s inserted at strategic points. Letters
to A Young Lady, on the other hand, was written as a kind of Appendix to the Piano Forte
School. It is made up of ten short letters to a fictitious twelve-year-old pupil, the talented and
well-educated “Miss Cecilia”, who was supposedly at a boarding school 1n the cbuntry. The
letters not only sum up the systematic teaching that is recorded in the Piano Forte School, but are

a revelation of his practical approach to teaching. Naturally, the language used 1s more informal.

Czerny’s disciplined and systematic teaching method can also be seen in his approach to Liszt, as
described in the “Recollections”. Liszt’s playing was apparently in a relatively bad state when he
auditioned for Czerny in 1819. Czerny found it "irregular, careless, and confused, and he had so
little knowledge of correct fingering that he threw his fingers over the keyboard in an altogether
arbitrary fashion”.’® Nevertheless, Czerny recognised that Liszt was a highly gified instinctive
pianist and accepted him as a pupil. Like Beethoven, Czerny started his teaching programme by

laying the foundations of piano playing systematically — he 1nitially worked on regulating and

%Czerny (1956), pp. 314-315.
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strengthening Liszt’s mechanical dexterity through the playing of scales.’ Liszt was eager,
talented and hardworking, and before long he could play all the scales fluently. Czerny then
proceeded to 1nstil in him a sense of rhythm, a good control of touch and tone, correct fingering,
and proper musical phrasing, using Cle'rnenti's sonatas as a basis for this work. In Czerny’s

opinion, these sonatas “will always remain the best school for the pianist, if one knows how to

?

study them in his spirit”.** Once Liszt had mastered these basic techniques, Czerny allowed him
to play the works of Hummel, Ries and Moscheles, followed by those of Beethoven and J. S.

Bach. By then, the technical groundwork had been laid, so that Czerny was free to concentrate
on familiarizing Liszt with the interpretative spirit and character of these composers. This aspect

of interpretation is emphasized in the fourth volume of his Piano Forte School, entitled “The Art

ofPlayihg the Ancient and Modern Piano Forte Works”.

In this last respect, Czerny’s method of teaching with an emphasis on interpretative values echoes

that of Beethoven as described 1in Ries’ reminiscence:

IfT made a mistake somewhere in a passage, or struck wrong notes,

or missed intervals — which he often wanted strongly emphasized —

he rarely said anything. However, if I lacked expression in

crescendos, etc. or in the character of a piece, he became angry

because, he maintained, the first was accident, while the latter resulted
from inadequate knowledge, feeling, or attention. The first happened

quite frequently to him, too, even when he played in public.??

Also evident in Beethoven’s oft-quoted letter to Czerny 1in 1817, in which he advised Czerny on
how to teach Karl:

In regard to his playing for you, as soon as he has learnt the right
fingering and can play a piece in correct time and the notes too more
or less accurately, then please check him only about his interpretation;

and, when he has reached that point, don’t let him stop playing for the
sake of minor mistakes, but point them out to him when he has

3The teaching of scales is an essential element in Czerny’s instruction. Even the method of
teaching in the first volume of Piano Forte School 1s founded on the study of scales. Besides
familiarizing his pupils with the notes and key signature of all the major and minor keys,
Czerny uses scales to teach the rules of fingering and to develop flexibility and agility of the
fingers. |

2Czerny (1956), p. 315. Italicization original. Czerny also believes that every piece, in a way,
1s a study.

»Wegeler and Ries (1988), p. 83.
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finished playing the piece. Although I have done very little teaching,
yet I have always followed this method. It soon produces musicians
which, after all, is one of the chief aims of the art, and it is less tiring
for both master and pupil.?*

And Czemy agreed with Beethoven:

Noteworthy in this interesting letter is the very correct view that one
ought not to weary the talent of a pupil by too much petty concern
(wherein much depends on the qualities of the pupil, it is true) as well
as the singular fingering and its influence on interpretation.**

Beethoven himself was usually present at Karl’s lessons. The fact that Beethoven felt compelled

to write this letter to Czerny suggests that they probably differed in their opinions regarding how
much time a teacher should spend correcting technical problems. Although both agreed on the
importance of teaching the pupil the correct “spirit” of a composition, Czerny’s attention to
technical details was perhaps too close for Beethoven’s liking. Beethoven’s own spirited but not
technically flawless playing shows his attitude towards technical accuracy, as witnessed by Ries.
Similarly, Czerny describes Beethoven’s playing as inconsistent, as well as “lacking in cultivated
purity and clearness in difficulties”.’® Elsewhere, he explains: “Although his playing was
extraordinary when he improvised, it was often much less good when he played his published
compositions, for he never took the time or had the patience to work something up again.
Success, then, was mostly a matter of chance and mood.”” Even before the onset of deafness,
Beethoven’s playing was not always distinct and fully worked up. In a letter to the Allgemeine
musikalische Zeitung dated April 1799, the writer describes Beethoven’s playing as being
“extremely brilliant but [it] has less delicacy [thah W6lill’s], and occasionally he is guilty of
indistinctness”.”® This observation is also supported by Moscheles (in 1814) and Friedrich Nisle

(in 1808).”” Czerny’s emphasis in The Art on technical proficiency as a prerequisite in the

" interpretation of compositions by Beethoven, and the numerous books of studies he compiled for

pianists of different technical ability to help them improve their technique, show that he was much

¥Anderson (1961), 1, pp. 742-743. Italicization original.
3Thayer (1969), p. 680. :

%¥Czerny (1846), p. 32.

Czerny (1970), p. 16.

*Thayer (1969), p: 20).

¥Newman (1988), p. 77.
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more concerned than Beethoven with technical prowess.

Although a strict teacher, Czerny incorporated some humour into his lessons. One of his
favourite tricks was to correct his young bupils’ mistakes through teasing — he reproached them
for “making a cat’s back”, that is, for hunching over the keyboard.*® As a caution against
acceierating out of control through the course of playing a piece, he likened the fingers to “little

disobedient creatures, if they are not kept well-reined in[,] ... they are apt to run off like an

' 41

unbroken colt as soon as they have gained some degree of fluency”.” He always explained to

his pupils how to practise and why it was necessary to do so. This was done through a variety
of methods: by clear instruction, by analogy, by encouragement, and even by tempting and
enticement. For instance, he gave the following explanation to the imaginary “Miss Cecilia” in
the first two letters, about the virtues of scales and the need to overcome the initial difficulties:

Consider the matter, dear Miss Cecilia, as if you were for a time
compelled to wend your way among somewhat tangled and thorny
bushes, in order to arrive at last at a beautiful prospect, and a spot
always blooming in vernal beauty.

At present, Miss Cecilia, you cannot form an idea of the beauty and
effect which 1s produced by a pure, clear, rapid, and strictly equal
execution of such runs; they are musical rows of pearls; and many
great artists are more particularly distinguished on account of their
peculiar excellence in the performance of them. You will no doubt

have already remarked, that correct fingering i1s a very important part
of pianoforte playing, and one which costs every pupil a good deal of
labour. Now, the scales contain all the principal rules of fingering;
and they are in themselves sufficient, in almost all cases, to shew the
pupil the right path. What do you say to all these advantages? Is it
not well worth the while to occupy yourself seriously with these same
tiresome scales? 2

»

- Throughout the first volume of the Piano Forte School and the Letters to A Young Lady, Czerny
stresses the importance of relaxed playing so as to avoid physical injury. Relaxed muscles, he

declares, will also help the pianist to vary his touch and tone when playing. And we shall see that

Czerny’s emphasis on avoiding unnecessary body movements when playing was a result of the

“Czerny (1848), p. 4.
“Ibid., pp. 23-24. -
“Ibid., pp. 3 and 15. Italicization original.

13



influence of Beethoven (see chapter 8) and Clementi (see section2.1) . Czerny expresses his clear
displeasure at the contortions and grimaces displayed by many of his contemporaries, including
even a number of good pianists. He complains that some try to

manifest their feelings by widely jerking out their elbows; or they mark
the commencement of every bar by making a low bow with their head
and chest, as 1f they were desirous of shewing reverence to their own
playing. Others, after every short note, suddenly take up their hands
as far from the keys as if they had touched a red hot iron. Many,

while playing, put on a fierce and crabbed countenance; others, again,
assume a perpetual simper, &c.*

He was also a perfectionist, and the relative lack of technical facility displayed by some of his
contemporaries in public performances frustrated him. In his Piano Forte School, he expresses
his amazement at the number of performers who, in his opinion, could not even play the scale of

C major perfectly.*

One can form some idea of Czerny’s personality from his writings on teaching, for he perceives

a clear paralle]l between desirable qualities in a person both outside and during teaching. When
he insists on avoiding unnecessary hand and body movements when playing the piano, he is

revealing his admiration for moderation, decorum, sincerity, and elegance:

Do not suppose ... that you [Miss Cecilia] are to sit at the piano as
stiff and cold as a wooden doll. Some graceful movements are
necessary while playing; it is only the excess that must be avoided.

... the elegant deportment of polished life must always be transferred
to the art; and the rule applies, generally, “that every movement which

conduces really and essentially to our better playing is allowed; here,
however, we must avoid all that is unnecessary and superfluous.*

In his concluding remarks to the first volume of the Piano Forte School, he lists other traits that
“a good teacher should possess: good communicative skills, firmness, friendliness, warmth, and

patience. He again draws the parallel between behaviour in life and in teaching: “Good temper

is as advantageous in Teaching as in life in general”.** A teacher must also be a competent

“Ibid., p. 31.
“Czerny (1839E), 1, p. 219.

“Czerny (1848), p: 32. Italicization original. |
“Czerny (1839E), 1, p. 216. Capitalization original.
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performer in order to demonstrate effectively to the pupil. One such occasion for such
demonstration is before the pupil learns a new piece. The teacher should also be in a position to

prepare pupils for public performances.

The effectiveness of Czerny’s teaching met with a somewhat mixed response from his
cont'emporaries. Liszt was very fond of Czerny. He acknowledged his indebtedness to Czerny
throughout his life, often referring to his teacher as “my dear and beloved Master”, or “my
respected and beloved master”.*” Czerny’s teachings were to remain with Liszt all his life. His
own teaching reflected that of his teacher. On the other hand, Anton Schindler’s and Karl van
Beethoven’s disapproval of Czerny’s approach*® may have been influenced by their prejudices.
Iﬁ fact, Czemy’s Letters to A Young Lady and his Piano Forte School are very informative and
enjoyable to read: they reflect his concern for the well—being of his pupils; they also show his
interest in providing his pupils with the best education in line with their ability and the latest
playing techniques. Throughout his writing, he further displayed all the necessary qualities of a
good teacher. The large number of his pupils who achieved international fame as a performer,

a teacher, or both, further bear witness to his success.

1.5 CZERNY’S OTHER MUSICAL ACTIVITIES

1806 was a historic year for Czerny, for this was the year he started full-time teaching and had
his first taste of composition. His Variations concertantes for piano and violin, Op. 1, was based
on a theme by Krumpholz. He wrote it without having taken any lessons, except for the

occasional hint from Vanhall. He later taught himself the rules of composition by reading
~Albrechtsberger's book on thorough-bass.”” Although Op. 1 sold well, his heavy teaching

“See Liszt’s letter of 15 February 1881 (to Dénes Pazmandy) for example. Czerny was more
than merely a piano teacher to Liszt. Czerny showed compassion and gave Liszt free lessons
as well as free board and lodging for some time. Liszt, in turn, showed kindness to his pupils
from humble backgrounds. Liszt perhaps also perceived Czerny as a father figure. In the
1830s, Liszt continually invited Czerny to Paris and promised to do for Czerny what he would
do for his own father.

“MacArdle (1938), p. 130.

“Czerny (1956), p. 312.
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schedule prevented him from concentrating on composition.

A meeting with the publisher Anton D-iabelli in 1818, however, re-ignited Czerny’s zeal for
composing and he used up his free time in the evenings to compose a large amount of music. This
was on top of his twelve-hour teaching schedule during the day.*® Czerny composed quickly and
easil;f. By the end of his life, he had produced over a thousand works, including numerous
arrangements, many of which are without opus numbers. In addition to his reputation as a
teacher, Czerny was becoming increasingly famous as a composer, partly thanks to his willingness
to write popular music which was in great demand. He composed numerous variations on famous
themes by other composers (for example on the duet “La ci darem” from Mozart’s Don
Giovanhi), and on folk melodies of various nations (including those of Austria, Ireland, Scotland,
Bohemia, Poland, Russia, and France). He was also very'fond of composing light-hearted
character pieces, popular dances and marches, as well as pieces in the brilliant style, designed for
the sole purpose of displaying the pianist’s virtuosity. Although a large percentage of his output
consists of small-scale compositions for the piano, he was equally capable of writing in large

forms, such as the symphony, the string quartet and the mass.

Unfortunately, his enormous output of light, popular music, which had brought him fame, also

brought him criticism from certain quarters. Chopin described him as “Vienna’s oracle in the

manufacture of musical taste”.’! And Schumann was also rather unsympathetic. Inhis review

of Czerny’s “4 brillante Phantasien”, Op. 434, in 1838, he states: “By all means let him retire and
give him a pension; truly, he deserves it and would not [have to] write any more ... In a word, he’s
gotten stale; we’ve gotten fed up with his things”.>*> Beethoven was also not particularly

impressed with Czerny’s compositional style. In 1823, Beethoven admitted to Ries that he was

. not keen on compositions in the brilliant style, because they tend to promote mechanical playing

3

in an unnatural manner.”> When Czerny visited Beethoven in Baden two years later, he was

advised to “get an appointment and to compose in the larger forms”.>* Czerny admitted that he

“Ibid., pp. 313-314.

'Chopin (1988), p. 142. _
Newman (1969), p. 181. Translated by Newman.
»Wegeler and Ries (1988), p. 137; Anderson (1961), iii, p. 1064.

“Thayer (1969), p. 956.
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did not attach any real importance to his compositions for the reason that “he scribbled them
down so easily, and that he took music from the publishers in exchange”.”> This may be the case
with the light-hearted pieces, but he certainly conceived his solo piano sonatas as serious
compositions. In his letter of 1823 to the publisher C. F. Peters, he explains:

My solo piano sonatas, however many I plan to write, ought through
[one separate] continuous numbering to comprise an entirety [in
themselves], in which I want, little by little, to record my artistic views

and experiences. Therefore I ask you to consider the 3™ Sonate,
sent to you, as one item of an over-all series, which I hope to make
more and more significant.

Czerny’s eleven solo piano sonatas were published between 1820 and 1843, even though the first
sonata was composed in 1810. His third sonata in F minor, Qp. 57, could be seen as a homage
to his teacher. It shares not only the key and opus number of Beethoven’s “Appassionata’, but
also something of the energy, power and passion of its first movement. In all his piano sonatas
and piano duets, Czerny exploits the range of sonority offered by the instrument. Sometimes, he
contrasts the deep bass with the penetrating tones of the high treble. At other times, such as
certain passages in the pianos duets Op. 10/ii1 and Op. 54, he treats the piano like a full orchestra.
Such plays of timbre, tessitura and colour are especially effective in the piano duet medium, as
the use of four hands provide him with the opportunity to achieve full textures, harmonic richness,

and the contrast between the tonal colours afforded by the different registers across the range of

the piano.

In spite of his submissive reply to Beethoven’s advice mentioned above, all Czerny’s writings
display a certain confidence in his own ability as a composer. He could indeed compose in any
genre and was familiar with a wide range of compositional techniques. However, he generally
" seems unable to develop a thematic idea, preferring instead to change the accompaniment or the
harmonic progression. The chordal section in the second movement of his fourth sonata in G
major, Op. 65, for example, sounds almost like a harmony exercise. He also suffered from an
overfondness for long stretches of passagework. The fourth movement of his first Piano Sonata

in A flat major, Op. 7, 1s one such example.

*Ibid. |
Newman (1969), p. 181. Translated by Newman.
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Czerny’s ability as a composer, which has often been viewed in a rather unfavourable light, should
bere-considered. The quality of compositions in his enormous output is, admittedly, not uniform.
It is therefore important that one should differentiate the good ones from those which resemble
compositional studies. His third sonata, for example, 1s worthy to be in the main piano repertoire.
Many of his piano duets too deserve some recognition, such as his Quverture Charactéristique
et lirillante in B minor, Op. 54. His studies also should not be viewed as mere mechanical
exercises. Die Schule des Virtuosen, Op. 3635, for example, not only explores various technical
difficulties over the whole compass of the keyboard, it can also help the pupil develop a wide and

varied range of dynamics, articulation, tonal emphasis, and touch.”’

From the 1820s, Czerny began writing about music, piano playing, and composition. His writiflgs
from this period show him to iJe a well-rounded musician. He deals with the art of improvisation
in the Systematische Anleitung zum Fantasieren auf dem‘ Pianoforte, Op. 200 (1829), and Die
Kunst des Prdludieren in 120 Beispielen, Op. 300 (1833). The preludes and fugues in his Schule
des Fugenspiels, Op. 400 (c1836), are intended to encourage the pianist to develop the skill of
playing polyphonic compositions. As mentioned in the previous section, his three-volume
Vollstindige theoretisch-praktische Pianoforte-Schule, Op. 500 (1839), and its supplement Die
Kunst des Vortrags der dlteren und neueren Klavierkompositionen (1846), contain detailed
instructions on piano playing and stylistic matters. They were both translated into English as
Complete Theoretical and Practical Piano Forte School and The Art of Playing the Ancient and
Modern Piano Forte Works respectively. Both translations were published in the same year as

théir original German treatises. Czerny’s Elementary Works for the Piano Forie, published in ‘
London in 1840, 1s a simplified version of the Piano Forte School. As it was intended for the use
of schools 1n Great‘Britain, its formula 1s similar to the treatises of Cramer and Clementi (see also
~section2.1). Like all English treatises, it is relatively brief. The exercises, as in Cramer’s treatise,
are accompanied by concise instructions explaining the purpose of each exercise, or the technical
difficulty involved, or how to overcome it. Czerny was obviously familiar with the music trade

and the expectation of the music-buying public both on the Continent and in England. Letters to

A Young Lady, as mentioned in the previous section, teaches music theory and piano playing from

For Kuerti’s suggestion regarding some of Czerny’s “serious” compositions which should be
explored, see Kuerti (1997), pp. 493-497. |
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a practical viewpoint. Essentially using the same ideas, the different styles of writing and the
different formulas of Piano Forte School, Letters to A Young Lady and Elementary Works show
how adaptable Czerny was. He also possessed a sound knowledge of various compositional
forms and genres, as well as of orcﬁestration; all of which is recorded in his Schule der
praktischen Tonsetzkunst or School of Practical Composition, Op. 600 (1848). Three years later,
he It;ublished Umriss der ganzen Musikgeschichte bis 1800, Op. 815, a book which gives a list
of musicians from the time of the birth of Christ until 1800, with a brief résumé accompanying
each entry. In this book, he is able to combine the three passions of his life — music, literature
and history. Each composer is placed within a carefully drawn historical context (including major
political events), in parallel with the cultural history of the important literature and musical

compoéitions of the period.

Czerny’s linguistic competence in German, French, Italian, and Czech also became useful in later
life. With a good knowledge of French, he was able to translate Antoine Reicha’s Traité de
mélodie (1814), Cours de composition musicale (c1816-1818), and Traité de haute composition
musicale (1824-1826) into German. The bilingual edition of this compilation, entitled
Vollstindiges Lehrbuch der musikalischen Composition, was published in Vienna in 1832.%® In
addition to providing a German translation, he also added remarks and an Aiopendix. He
frequently uses the works of well-known composers, such as Mozart, Haydn, Clementi and
especially Beethoven, to aid his explanations. It is not only the aesthetics which Czerny admired
in Beethoven’s music, but also the latter’s skill in thematic development, his harmonic language,
hi;s expert handling of various structures, and the overall unity in his compositions. Czerny also
edited and translated Reicha’s Art du compositeur dramatique (1833) which he published in 1835
.as Die Kunst der dramatischen Compos:tton By acquainting himself with the writings of an
important figure such as Relcha as well as the compositions of his contemporaries and

predecessors, Czerny may have been paving the way for his own composition treatise.

Similarly, Czerny’s edition of A. E. Miiller’s Grosse Fortepiano-Schule (Leipzig, 1825) and

Kleines Elementarbuch fiir Klavierspieler (Leipzig, 1830) were perhaps also preparations

towards his own monumental treatise on piano playing. Miiller’s Fortepiano-Schule in particular

*Newman (1969), p. 32.
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has had an interesting history, having been revised many times. It was in fact first written by G.
S. Lohlein and published in 1765 under the title Clavierschule. The sixth edition of this treatise
was published in 1804 as Miiller’s Klavier-und Fortepiano-Schule. The eighth edition, entitled
Grosse Fortepiano-Schule, and publisﬁed twenty-one years later, was edited by Czerny. He
added a large and comprehensive newly-written section on figured bass which incorporates the
the(;ries and views of prominent contemporary books, written for both the amateur and the
educated musician. In order to incorporate changes in piano playing, extensive additions and
alterations were made in the chapters on fingering, ornamentation and performance. In the
chapter on fingering, he replaced many of the old exercises with new pedagogical doctrine
concerning the study of scales, which he found, after a long period of testing, to be the best way
for the development of finger dexterity. Out-of-date realizations of ornaments were replaced with
newer ones. The section on performance was expanded to include the interpretation of classical
compositions, a chapter which anticipates his Piano Forte School. The five classifications each
for dynamics and articulation, his descriptions regarding the qualities and characteristics of each
dynamic and articulation, and his remarks on the use of the pedals, are similar to those in the
Piano Forte School. Czerny also modernised the Kleines Elementarbuch by adding exercises and
supplementing the chapter on ornaments, but the revisions here were on a much smaller scale.
Nevertheless, not all his editions of existing piano treatises received such extensive additions. In
his edition of Pleyel’s Clavierschule, published around 1860, he added a section to explain the
staccato and portato notation, and some new exercises. Sometimes, his “editing” may simply
consist of adding a new set of exercises at the end of a treatise, as in his edition of Jousse’s piano
tréatise, Op. 420, published in London in 1836. Indeed, Czerny was also greatly respected in

London. J. A. Hamilton, the man who translated Czerny’s Piano Forte School into English,
invited Czerny to compose new exercises for the 50" edition of his treatise, Modern Instructions
for the Pianoforte. Prior to its publication in 1854, this treatise was sent to Czerny for revision.
In the preface, Hamilton proudly declares that Czerny made only very few and insignificant

corrections, thus indicating the latter’s approval.
In addition to contemporary treatises, Czerny also edited the music of a number of prominent

composers, from Bach and Scarlatti to Weber and Beethoven. His various editions of the

complete piano sonatas of Beethoven will be discussed in chapter 3 below. In his editions of J.
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S. Bach’s The Well-Tempered Clavier (1837) and 200 of the sonatas by Domenico Scarlatti
(1839), he attempted to reveal the character of each piece by inserting tempo markings,
metronome markings, crescendo and diminuendo nuances, sudden accents, fingerings, and
articulation marks (often favouring Ie:gato). His suggested dynamic range from pp to ff is
significantly larger than Bach would have intended. Sometimes, Czerny encourages a rapid
chaflge from soft to loud and vice versa: in Prelude XV in G major from Book I, for example, the
change from p to fand back to p happens within the space of two bars (from bars 7 to 9). From
p at the beginning of bar 7, Czerny recommends a crescendo halfway through the bar which leads
to fat the beginning of the next bar. This is followed by a diminuendo halfway through bar 8 to
p at the beginning of bar 9. All these markings, which clearly reflect the early nineteenth-century
approach to baroque music, are consistent with those found in contemporary compositioins,
especially Beethoven’s. Another nineteenth-century trait whiéh is found in Czerny’s editing is the
occasional thickening of the texture, such as his insertion o‘f double octaves in the bass of bars 25-
29 from the C minor fugue in Book I. In the Preface to his edition of The Well-Tempered
Clavier, Czerny further reveals his indebtedness to Beethoven, that is, by using Beethoven’s
performances of the fugues as a basis for his editing. These performances evidently gave each

part in a fugue an independent voice as well as highlighting the interplay between the parts.”

In spite of the vast quantity of new music that was being composed in the nineteenth century,
Czerny still felt that there was a lack of short pieces which would aid the development of sight-
reading skills, or which could be used for the purpose of entertaining, or for one’s amusement.
Aé aresult, the Musikalisches Pfennig-Magazin was started to fill this gap, with Czerny as editor
between 1834-1836. The majority of compositions in the Pfennig-Magazin were by
contemporary composers such as Beethoven, Moscheles, Dussek, Field, Clementi, Cramer, and
particularly Czerny himself. The genres of these compositions are also very varied. Among them
are rondos, variations, romances, bagatelles, polonaises, Austrian dances, cadenzas, and etudes.
A few pieces by Bach and Scarlatti are also incorporated, as it 1s Czerny’s intention to introduce
the older composers who had been neglected into nineteenth-century repertoire. However, like
his edition of Bach’s The Well-Tempered Clavier, these pieces contain articulation marks,

dynamics, and the occasional tempo change which have been inserted by Czerny. In his preface,

Bach (1837), preface.
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he explains that it was necessary to revise the interpretative and performance of baroque pieces

to suit modern taste.®

‘Czerny’s extensive creative output, with his editions of treatises and music which he sought to

bring into line with contemporary taste, can be best summed up by his forceful and witty motto:
“Viel fiir Viele; Alles der Zeit™.!

When translated into English, 1t means “much for [the benefit of] many; Time will bring all to
fruition”. |

©Czerny (1834-1836), preface.
s'Tbid.
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CHAPTER 2: MUSICAL INFLUENCES

Throughout his life, Czerny was exposed to a variety of musical styles. In the “Recollections”
he acknowledges his indebtedness to C. P. E. Bach, Beethoven, Clementi and Hummel. In order
to understand Czerny’s interpretation of Beethoven’s piano sonatas, it is essential that events or
persons who influenced Czerny are first explored. In addition to the occasional remark in
reminiscences, anecdotes or diaries, -treatises provide an extensive source of information.
Towards the end of the eighteenth century, EurOpé'was swept by an enthusiasm among both
amateurs and professionals for publishing treatises on playing an instrument — especially the
piano, which was becoming increasingly popular. It was not uncommon for teachers in London
(including even those without-any standing) to publish treatises. Copyright law did not exist in
Germany and Austria, so the less accomplished teachers usually resorted to copying the writings
of well-established musicians. The craze for having one’s piano treatise published was partly
encouraged by developments in piano manufacturing. New ways were explored to improve the
mechanism of the instrument which, in turn, provided new opportunities and sound worlds to

composers and pianists.

Improvements in transport and communication enabled the main musical centres in Europe, such

as London, Paris and Vienna, to stay abreast of the latest developments. Translations ofthe more
important treatises were made. For instance, Clementi’s Introduction to the Art of Playing on

the Piano Forte (1801) was translated into both German and French in 1802 while Hummel’s

Ausfiihrliche theoretisch-practische Anweisung zum Piano-forte Spiel (1828) was translated into
English the following year. Many musicians and publishers knew one another and were interested

in new publications on piano playing. The subscribers to Hummel’s English translation of the

- Anweisung (1829), for example, include Clementi, Cramer, and Cocks and Co. (the company

which published many of Czerny’s writings and compositions).

For the sake of discussion, I will compare eight important documents published over a 93-year
period (1753-1846). The writers lived in England and in the German-speaking countries. They
were composers, teachers, performers, publishers and piano manufacturers, or a combination of

these as was customary then. The discussion begins with C. P. E. Bach’s Versuch iiber die wahre
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Art das Clavier zu spielen (Berlin, 1753, 1762) and D. G. Ttirk’s Klavierschule oder Anweisung
zum Klavierspielen fiir Lehrer und Lernende (Leipzig, 1789), continuing with J. L. Dussek’s
Instructions on the Art of Playing the Piano Forte or Harpsichord (London, Edinburgh, 1796),
Clementi’s Introduction to the Art of Plc;ying on the Piano Forte (London, 1801), A. Streicher’s
Kurze Bemerkungen iiber das Spielen, Stimmen und Erhalten der Fortepiano (Vienna, 1801),
J. B Cramer’s Instructions for the Piano Forte (London, 1812), and J. N. Hummel’s
Ausfiihrliche theoretisch-practische Anweisung zum Piano-forte Spiel (Vienna, 1828), leading
to the culmination of Czerny’s three-volume Vollstindige theoretisch-praktische Pianoforte-
Schule, Op. 500 (Vienna,1839) and its supplement Die Kunst des Vortrags der dilteren und
neuren Klavierkompositionen (Vienna, 1846).! However, since some of the treatises contain very
little information on pedalling, pedal markings in the music of these writers will be incorporafed

in the discussion.

It is beyond the scope of this thesis to study all the treatises written in that period. Among them
are Wiener Pianoforte-Schule by Friedrich Starke (Vienna, 1819-1821), Méthode pour apprendre
le pianoforte by Friedrich Kalkbrenner (Paris, 1830) and Méthode des méthodes de piano by

Francois J. Fétis and Ignaz Moscheles (Paris, 1840). There were also many treatises which echo

the writings of some of the above-mentioned authors. Johann P. Milchmeyer’s Die wahre Art das
Pianoforte zu Spielen (Dresden, 1797) is influenced by Bach’s Essay,? Louis Adam’s Méthode

nouvelle pour de piano (Paris, 1802) reflects ideas in Clementi’s Introduction’ and Pleyel’s

Méthode pour le Pianoforte (Paris, 1797) echoes concepts in Dussek’s Instructions on the Art.

2.1 BACKGROUND OF THE TREATISES TO BE STUDIED

Clementi’s Introduction to the Art of Playing on the Piano Forte (1801) deals with elementary

'References from German treatises made 1in this chapter are mainly extracted from the English
translations. The third edition of Cramer’s Instruction for the Piano Forte (1820) is used
instead of the original, of which the British Library copy has been mislaid. I am using the 1800
edition of Dussek’s treatise which has a list of Italian terms; this list is not in the 1796 edition.
2Bach (1974), p. 7.

3Clementi/Rosenblum (1974), p. 1x.
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music theory, fingering, sitting and playing position, and ways to practise effectively. He
repeatedly lays emphasis on a “quiet” hand and the usefulness of practising scales evenly. This
emphasis is made more pronounced in later editions. Starting from the seventh edition (1812-
1814), the sentence regarding the unne;:essary motion of the hand is printed in capital letters.
Clementi and one of his pupils, Cramer, extol the virtue of practising scales to train technical
faci]iity. Dussek also upholds these basic principles. Besides teaching finger agility, Dussek
explains that the practice of scales will help familiarise the pupil with the keyboard, fingering and
a knowledge of the keys. By the time Czerny wrote Piano Forte School, the role of scales had
been extended. They were no longer practised merely to enable neat and rapid execution.
Czerny uses them to develop expressive playing: legato, the different degrees of staccato, a wide
range of dynamic levels, and the ability to produce any tones at will. He also trains his pupils to
play scales in the circle of fifths, thus developing a sense of V-I harmonic progression. The taboo
surrounding the placing of the thumb or the little finger on black keys unless it is absolutely

unavoidable, taught by Tiirk, Dussek and Clementi, is still evident in Piano Forte School.*

Although Clementi is often considered “the father of the pianoforte”, many of the principles in
his Introduction have their roots in C. P. E. Bach’s Essay.” Bach teaches the correct sitting
position. He understands the importance of the correct hand position in order to ;;lay properly.
He maintains that the thumb should always remain close to the hand while unnecessary bodily
gestures should be avoided. Bach discourages the performer from adopting ugly grimaces.®
Before the publication of Clementi’s treatise, Bach was already teaching that the left hand should
bé intelligently exercised so that it has equal facility with the right. This last point and the art of
fingering are perhaps the most important principles to influence later teachers. At the time of

writing the Essay, the art of fingering was “almost a secret art, ... known and practiced [sic] by

“very few”.” Bach obviously considers fingering to be a very important element in performance

because the Essay begins with a large chapter on fingering. He uses both the old and the new

‘Bach (1974), p. 45; Tiirk (1804), p. 17; Cramer (1835), p. 2; Cramer (c1820, treatise), pp. 5
and 34; Dussek (1800), pp. 9 and 31; Czerny (1839E), 1, pp. 46-77 and 1, p. 3.

sClementi himself admitted “Whatever I know-about fingering and the new style, in short,
whatever I understand of the pianoforte, I have learned from this book”. See Bach (1974), p.
14. '

‘Bach (1974), pp. 30, 31, 41-44, and 152.

Thid., p. 41.
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method of fingering scales. In those with no or very few sharps and flats, he expresses his
preference for the old method, that is, of vaulting the third finger over the fourth, and the second
finger over the thumb. Nevertheless, in keeping with new developments, he considers the turning
of the thumb and the crossing of the lc;nger fingers over the thumb to be the most important
element in the study of fingering.® Unlike the options of fingering available for the easier scales,
thos'e with many sharps and {lats permit only the new fingering. It is this new method of fingering
that was later developed and used as the basis of piano technique, first by Clementi, then by
Cramer, Hummel,” and Czerny. Another method that they adopt is Bach’s recommendation on
how to practise technical exercises. First, the exercises are practised slowly, the speed is then

gradually increased until the fingering of such passages becomes second nature to the player.

Bach’s Essay concerns itself mainly with the responsibility of the keyboard player within an
ensemble and the art of improvisation. In contrast, nineteenth-century treatises emphasize the

virtuosity of the solo concert pianist. Bach must have noticed the tendency towards mechanical

playing by the early 1750s when he warns that the performer must “[p]lay from the soul, not like

a trained bird!”"

Bach’s and Tiirk’s treatises follow the format of many contemporary German tutors. They are
lengthy, with rather few or no practical exercises. Bach offers advice on the mechanisms of the

harpsichord and clavichord, tuning, and care of the instruments. An experienced performer, he

gives hints on how to prepare for public performances. Clementi’s and Dussek’s, on the other

hand, follow the basic arrangement used by most late eighteenth-century English instruction

books. They are simple and concise. Music theory, fingering, piano technique, and ornaments

are taught first. This is sometimes followed by fingered scales and/or a few exercises. At the end

of the treatises, a small number of pieces or lessons are added. English tutors were considered

in their time as dictionaries of elements. Lessons would be selected at the discretion of the
teacher and in the order that he saw fit. Cramer’s treatise follows this principle loosely. It is

concise and simple but has a slightly different format. From his teaching experience, he found that

}Ibid., pp. 45-46. |
‘Hummel shows an awareness of Bach’s system of fingering when preparing his own chapter

on the subject. See Hummel (1829), 1, p. 224.
“Bach (1974), p. 150.
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it was more beneficial to teach music theory through music. Therefore, each exercise is followed
by explanation and instructions. Hummel’s Theoretical and Practical Course and Czerny’s Piano
Forte School incorporate the format of both the German and English tutors: comprehensive
theoretical knowledge is supplemented by numerous exercises and pieces. Unlike the English
tutors, Czerny sets out the topics in Piano Forte School according to the order in which they
wou'Id be taught in lessons. In his opinion, a teacher is unnecessary if the pupil follows the
lessons closely. Like Bach, Hummel and Czerny give counsel on the mechanism and care of the
piano, and how to prepare for a public performance. The resemblance between the structure of
Czerny’s Piano Forte School and Hummel’s Theoretical and Practical Course is striking. Both
are divided into three sections: basic theoretical and practical knowledge, fingering, and the styles
of advanced performance. The only obvious difterence is where the discussion of ornaments is
introduced. Hummel places it in the third part of his treatisé, together with matters relating to
advanced performing styles. Czerny, on the other hand, introduces ornaments towards the end
of the first volume of Piano Forte School. In contrast, Streicher’s booklet is short and precise.
It covers four main areas: basic playing position, tone production, the mechanics of the piano, and

the tuning and general maintenance of the instrument.

Bach’s Essay and Streicher’s Notes on the Playing, Tuning and Maintenance of the Fortepiano
are said to be aimed at amateurs. As J. F. Rochlitz explains, the word “amateur’ was used to
indicate one who truly understands and enjoys music, as opposed to a “professional”, one who

1

constantly criticizes.!"" The high standard expected of a performer as set out in the writings of

Bach and Streicher 1s therefore understandable. Although its market is unspecified, Tiirk’s
Treatise is probably written for the same category of performers. Dussek’s, Clementi*s and

Cramer’s treatises are written for beginners. They are easy to read but lack instructions on the
_finer nuances of playing. Therefore, it is difficult to determine the writers’ ideals on such mattérs.
Hummel’s Theoretical and Practical Course and Czerny’s Piano Forte School, however, are
more comprehensive. They are written for pupils at all stages of proficiency, from beginners’

Jevel to that of the advanced pianist.

HRochlitz (1832), p. 295.
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2.2 A COMPARISON OF THE TREATISES

2.2.1 TEMPO

Indications of Speed - Italian terms, time signature and the metronome

Abc;ut a century before the advent of the metronome, Italian terms were introduced to indicate
the speed of a piece. Originally, these terms were used as a description of mood. By the middle
of the eighteenth century, some of the Italian terms also carried implications of speed. In some
cases, speed became more important than the term’s original meaning. Allegro is anexample. The
literal meaning of allegro is “cheerful”. In 1789, Tiirk defines allegro as “quick”."
. )
The meanings of Italian terms constantly evolve with time. ‘Even the degree of quickness or
slowness associated with these terms became blurred in time. There was disagreement as to
whether largo, adagio or grave was the slowest tempo. Tiirk considers largo to be the slowest
tempo. Clementi is more conservative. He prefers to follow the practice of Corelli, thereby
listing adagio as the slowest tempo. In his subsequent editions of Introduction, he repeatedly

defended this practice. He and Cramer were among the minority who followed the adagio-largo

tradition. The others, including Dussek, Hummel and Czerny, regarded largo or grave as the
slowest tempo. The speed conveyed by andantino was also problematic. Tiirk, Dussek,

Clementi, and Cramer, who stand in opposition to Czerny, insist that andante is slightly quicker

than andantino. In the hope of clearing up this misunderstanding, Hummel explains that 1t 1s

erroneous to perceive andantino as quicker than andante because the former is the diminutive of

the latter.'?

'

~Speeds may be classified in three main groups - slow, moderate and fast. Slow tempos are
represented by grave, largo, adagio, and lento. Fast tempos are expressed by allegro, presto,
and sometimes by vivace and prestissimo. The meaning of vivace at this time was ambiguous.

Tiirk defines vivace as a tempo marking which is slower than allegro. Clementi contradicts him

2Tiirk (1804), p. 14. |
3Tiirk (1804), p. 14; Clementi (1801), p. 13; Clement/Rosenblum (1974), p. xxix; Cramer
(c1820, treatise), p. 52; Dussek (1800), pp. 44-45; Hummel (1829), i, pp. 68-69; Czerny

(1839E), i, p. 156.
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by listing vivace as a quicker tempo than allegro but slower than presto. Dussek and Czerny, on
the other hand, consider vivace an adverb to the main tempo headings. Dussek defines vivace
as “with life and spirit” while Czerny interprets it as “lively, with warmth”.'* The terms andante,
andantino, allegretto and moderato lie l;etween the slow and the fast tempos. An analysis of the
table of speed as listed in the treatises reveals the similarity between Hummel’s and Czerny’s.
Contlpare the two lists, starting with the slowest tempo:
Hummel: Grave - largo - adagio - andantino - andante - allegretto - allegro - vivacissimo -
presto- prestissimo
Czemy: Grave - largo - adagio - andante - andantino - allegretto - allegro - presto -
prestissimo."”

)
Although choosing an appropriate speed 1s an important critgrion in performing, the deciston may
sometimes be rather difficult. Speed varies according to time and place. In the second edition
of Klavierschule, Tlirk observes that a more moderate tempo was expected of a piece marked
allegro composed fifty years earlier. The trend of increasing the speed of allegro and reducing
the speed of adagio continued throughout the nineteenth century. This was noticeable even in

the mid-eighteenth century, for Bach complains of considerable differences in the speeds of
allegro and adagio, depending on the location. According to him and Tiirk, speed may also be
deduced from the character of the piece and its smallest note value. These last two points are also

observed by Czerny. '

Tﬁe influence of the time signature in the choice of tempo was more significant in the eighteenth
than in the nineteenth century. The only time signature used in the nineteenth century with a
relationship to the proportions was the alla breve. As with the Italian terms, there were many
_contrasting views regarding the meaning of this time signature and its tempo implication. ‘To

complicate matters further, distinctions were rarely made between the sign of common time, C,

and the alla breve, (!{. . Dussek retains the late seventeenth-century meaning of common time by

“Tiirk (1804), p. 14; Clementi (1801), p. 13; Dussek (1800), p. 47; Czerny (1839E), i, p. 156
SHummel (1829), 1, pp. 68-69; Czerny (1839E), i, p. 156.

“Bach (1974), pp.-148, 151 and 414; Tiirk (1802), p. 106; Tiirk (1804), p. 14; Czerny
(1839E), iii, p. 69. |
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assigning C, ¢ and ‘P as indications of this time signature."

Apart from Dussek, all the writers studied in this chapter agree that alla breve contains two minim
beats in a bar. Dussek holds on to the old meaning of alla breve, that is, “a movement that has

one Breve, and two semibreve etc. in a bar”.'® There were two ways of interpreting this time
51gnature in performance. Tiirk and Czerny are of the opinion that the notes in alla breve should

be played twice as fast as they would otherwise be in common time."” In the seventh edition of
the Introduction, Clementi decides to embrace the other meaning associated with alla breve. He

writes:

A composmon marked thus d} was ANCIENTLY performed as fast
again as when marked thus C; but now ¢ 1s performed somewhat ,

faster than C.%° .

Such confusion prompted musicians to experiment with ways of measuring the exact speed of
each piece. Tiirk’s Treatise lists some of these methods: using the ticking of a watch and writing

the time needed to perform a piece.”! In 1752, Johann Quantz proposed using the “pulse beat at

the hand of a healthy person » 22 Pendulums and chronometers were also used to measure ternpo
— Loulié’s chronométre (1696), for example, had a calibrated frame with a peg on the ﬁxed end
of the cord that could be plugged in at a number of points on the frame. This would then adjust

the length of the pendulum.”” In 1724, William Turner suggested setting tempos in terms of a
clock whereby the speed of crotchets in reversed ¢ mensuration should be counted “as fast as
the regular Motions of a Watch”.** A more sophisticated version of this idea included a two-

metre high clockwork chronomeétre musical by Jacques-Alexandre-César Charles in 1786 and

patents by various inventors such as Anthony George Eckhardt in 1798 and G. E. Stdckel in

1800. Some of the patents, such as Stdckel’s proposal to build a device resembling a largé wall-

LY

"Dussek (1800), p. 4.

¥Ibid., p. 44.

WTiirk (1804), p. 12; Czerny (1839E), 1, pp. 110 and 119.

2Clementi (1801), p. 4 (capitalization original)' Clement/Rosenblum (1974), p. xxv.
2Tiirk (1804), pp. 14-15.

ZQuantz (1966), p. 283. See his dlscussmn In Quantz (1966), pp. 282-294,

ZFor a list of the devices used to measure tempo before the invention of the metronome,
please see Sadie (2001), xvi, pp. 532-535.

%Sadie (2001), xv1, p. 534, s.v. “Metronome”. Italicization and capitalization original.
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clock with a 61 cm pendulum, audible hammers and bells, were never carried out.?? Until the
invention of the metronome in 1816, none ofthose earlier experiments were universally accepted.
Hummel and Czerny were among the many musicians who recommended the use of the
metronome and praised its virtues. fhey wrote about it with authority and understanding.
Hummel cautions that practising with the metronome is useful as long as the player does not
follc;w the beats mechanically. Some relaxation of pulse should be allowed, dictated by the taste
and feeling of the performer. The most important role of the metronome, according to Czerny,
is the opportunity it provides composers to notate the exact speed of their compositions. The
metronome can also be used to aid practice. Perhaps as a reaction against the excessive use of
tempo rubato employed by some performers, Czerny sees the metronome as an instrument to

)

correct this fault. He elaborates that practising with the metronome helps strengthen the fingers

and gives additional certainty in performance.*

The meanings of adagio and allegro
In general, adagio is ofien seen as an expressive movement while allegro 1s cheerful and lively.
By the 1830s, movements marked adagio and allegro had such diverse characters that qualitative

terms were sometimes used. Both Hummel and Czerny reveal that the moods implied by allegro

range from tranquil and thoughtful, through majesty and warmth, to brilliance and liveliness.

Czerny also describes three types of adagio - expressive but sad, sentimental, and elegant.?’

In the eighteenth century, movements marked adagio and allegro were characterised by different
tyf)es of articulation. The general rule was to express adagio through broad, slurred notes and
allegro through detached notes. Inthe nineteenth century, this distinction was achieved through
finger action and tone. Hummel and Czerny teach that a piece marked allegro should be precise,
“neat and brilliant. The execution of adagio is more subtle. The character of the piece should be
communicated through a variety of tones that are controlled by finger pressure.?® The notes are

more sustained and the melody must have a singing quality. Czerny explains that

the Player must know how to fascinate his Audience by the finest

2Tbid., p. 535. |

2Hummel (1829), iii, pp. 65-67; Czerny (1839E), 111, pp. 66-68.

2’Hummel (1829), i, pp. 68-69; Czerny (1839E), i, p. 156 and 1, pp. 69-79.

#Bach (1974), p. 149; Hummel (1829), iii, pp. 41-42; Czerny (1839E), iii, pp. 70 and 74.
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possible quality of tone, by correct accentuation and phrasing of the
melody, by a pellucid fullness and close connection of the harmonies, by
feeling and delicacy, and by the appropriate expression of tender or
sublime emotions; and, according to the contents of the composition,
operate on their hearts or their understandings.*’

Some Italian terms which affect the speed and/or character of a piece
Rallentando and Ritardando
Clementi, Cramer and Czerny agree that both rallentando and ritardando refer to a gradual
slowing down. Hummel believes that both terms not ;)nly imply a gradual decrease in speed, but
in intensity as well. This dual meaning is more commonly associated with the terms smorzando,
calando, and morendo (see pp. 40-41). Dussek may have been able to clarify this matter, for he
equates rallentando with calando. Unfortunately, the meaning of calando is not given in the list

of Italian terms in his treatise, possibly owing to an oversight on the part of the publisher.”

Cantabile
The term cantabile is used to emphasize the lyric character of a piece: to reveal this lyric character
to the player, and encourage him or her to bring it out. Its specific meaning, however, is
determined by the type of keyboard used. Tiirk’s definition of “pleasingly, pleasantly” is more
suited to the early keyboard. Inthe eleventh edition of Introduction (1826), Clementi refines the
original meaning from “in a singing and graceful manner” to “in a singing, graceful and expressive
manner”. This is in line with the adoption of /egato as the normal touch (see pp. 42-43).

Cramer’s and Hummel’s definitions carry the same meaning as Czerny’s: “in a singing style.

Melodiously”.”!

* Con anima and con espressione
- Cramer, Hummel and especially Clementi all emphasize the expressive intention and shaping
denoted by con eSpressidne and con anima. 1n the first edition of Introduction, Clementi asks

that passages marked with either of those two terms be played:

»Czerny (1839E), iii, p. 74. Capitalization original.

“Dussek (1800), p. 46; Clementi (1801), p. 14; Cramer (c1820, treatise), p. 53; Hummel
(1829), 1, p. 71; Czerny (1839E), 1, p. 190.

MTiirk (1804), p. 15; Clementi (1801), p.14; Clementi/Rosenblum (1974), p. xxx; Cramer
(c1820, treatise), p. 52; Hummel (1829), i, p. 72; Czerny (1839E), i, p. 156.
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[w]ith expression; that is, with passionate feeling; where every note has
its peculiar force and energy; and where even the severity of time may be

relaxed for extraordinary effects.”
And in his seventh edition, the con anima has become more expressive: “CON ANIMA, with
great expression”. While the meaning of con espressione is the standard indication for “with
exptession”, the meaning of con anima 1s slightly elusive. Hummel’s con anima, like Clementt’s,
is “full of soul, impassioned”. However, Czerny’s definition, written only ten years later, israther

different. In his opinion, con anima means “moving with spirit, life and vivacity”. 3

2.2.2 TEMPO FLEXIBILITY :

A performance is often enhanced by a slight slowing down, accelerating or both. Bach, Hummel
and Czerny agree that such flexibility should not affect the overall tempo. In other words, the
piece should start and end in the same tempo, with slight tempo changes within the music.** The
degree of tempo changes, however, vary according to the character of the piece and the taste of

the individual performer.

Many instances of tempo flexibility in performance are not notated. Since this practice is
determined by contemporary taste, which constantly changes, it is a “lost” art-form, save for some
guidelines laid down in treatises. Bach suggests that accelerating and retarding the tempo can be
effective at each transposition of a melody in octaves. The tempo should be broadened at the
repetition of passages in a minor key that was originally in the major mode and at a fermata.’ Slow
notes, caressing or sad melodies and dissonant chords call for the use of tempo rubato.”-

Bach defines tempo rubato as the addition or subtraction of note values, where one hand plays

against the beat and the other strictly with it. Tiirk gives three definitions of tempo rubato,

2Clementi (1801), p. 14.

3Clementi/Rosenblum (1974), p. xxv (capltahzatlon original); Cramer (c1820, treatise), p. 52;
Hummel (1829), 1, p. 72; Czerny (1839E) 1, p. 190.

“Bach (1974), p. 161; Hummel (1829), iii, p. 47; Czery (1839E), i, p. 118.
1Bach (1974), p. 161.
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Bach’s definition being one of them. Tiirk’s second type of rubato occurs when the accent is
placed on weaker rather than stronger beats. The third is achieved by delaying or accelerating the
speed. Although this last type is employed by Bach, he does not classify it as tempo rubato.®

Tiirk gives many instances where tempo flexibility can be used. Accelerando is recommended in
piec'es of a fiery, violent and furious character, in the strongest passages and in passages played
stronger at the repeat. Ritardando is eflective in very tender, languishing and plaintive passages,
before embellished pauses, towards the end of a piece or a part of it, and in passages marked
diminuendo, diluendo® or smorzando. Certain passages should be played in strict time but a little
slower than the original speed. Among them are embellished passages marked senza tempo or
ad libitum, a transition passage, a softer passage at the repetition, and a soft and poignant passége

between two lively ones.”

Similarly, Hummel believes that melodious passages in pieces marked allegro should be played
imperceptibly slower. Conversely, in pieces with florid right hand passages, the left hand must
play in strict time. The examples in Theoretical and Practical Course reveal that Hummel uses

tempo flexibility sparingly to enhance the overall shape of a phrase. He warns that tempo rubato

should not affect the neatness, grace and delicacy of a performance.*

Czerny considers tempo flexibility to be the most important means of expression. Unlike his
predecessors, he seems to favour a broadening of tempo. He explains that it is more common to
sléw down than to increase the speed, because the former is less likely to disfigure the character
of a piece. In contrast to the numerous instances where a slowing down is favourable, he
suggests only two ‘examples where accelerando may be employed: firstly, in the transition to a
“ theme which consists of rapid runs or quick /egato notes; secondly, in pieces of a fiery, violent

or furious nature.*® The latter recalls one of Tiirk’s examples.

%¥Bach (1974), pp. 161-162; Tiirk (1804), p. 40.
7Tiirk defines diluendo as “extinguishing” (see Tiirk (1804), p. 35).

#®Tlirk (1804), p. 40.
»Hummel (1829), 1, pp. 41-53.
“Czerny (1839E), 111, pp. 31, 33 and 38.
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Like Tiirk, Czerny recommends a slight ritardando in sad, tranquil and tender passages. In

addition, he advises that slowing down is effective in the following cases:

(a) Inthose passages which contain the return to the principal subject.
(b) Inthose passages, which lead to some separate member of a melody.
(c) In those long and sustained notes which are to be struck with
particular emphasis, and after which quicker notes are to follow.

(d) At the transition into another species of time, or into another
movement different in speed from that which preceded it.

(e) Immediately after a pause.

(f) At the Diminuendo of a preceding very lively passage; as also In
brilliant passages, when there suddenly occurs a trait of melody to be
played piano and with much delicacy.

(2) In embellishments, consisting of very many quick notes, which we
are unable to force into the degree of movement first chosen.

(h) Occasionally also, in the chief crescendo of a strongly marked
sentence, leading to an important passage or to the close;

(i) In very humorous, capricious and fantastic passages, in order to
heighten the character so much more.

(k) Lastly, almost always where the Composer has indicated an
espressivo; as also

(1) Atthe end of every long shake which forms a pause or Cadenza, and
which is marked diminuendo.*’

In some ways, this list is similar to Tiirk’s guidelines. The main difference is the absence of

playing certain passages slower but in strict time. Examples (a), (b), (f), and (g) are places where

Tiirk would have played the whole passage slower rather than gradually slowing down. It is
observed that Czerny frequently equates soft passages and chords or those marked diminuendo
with a broadening of the tempo. One must bear in mind that the list above merely serves as a
cuide. Take the transition to the main theme as an example. The variation of speed when
approaching the subject is determined by the performer’s judgment and the musical context.
According to Czerny’s list (ex. (a)), the transition passage should be played slower and slower.
. Elsewhere in Piano Forte School, he clarifies this, stating that if the transition consists of notes
played staccato or of chords, the performer should ritard towards the end. On the other hand,
transition passages which contain rapid runs or quick Jegato notes should be played in strict time

or accelerando.®?

“Tbid., ii1, pp. 33-34. Capitalizétion and punctuation original. Incidentally, Czerny omitted the
letter (j) as was customary then.

“]bid., i1, p. 38.
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The abuse of tempo rubato, a common mistake, met with strong disapproval from Hummel and
Czerny. Nevertheless, the boundaries of what was acceptable were extended throughout the
nineteenth century. Towards the end of the 1820s, Hummel states that an excessive use of tempo
rubato ruins a performance. Slightly over ten years later, Czerny also finds the exaggerated use
of accelerando and ritardando particularly offensive. In comparison to Hummel’s, Czerny’s
exar;lples of tempo rubato in Piano Forte School are significantly more numerous. He advises
a slight tempo change in almost every bar. Hummel and Czerny do not even agree on the
rendition of passages with florid right-hand figurations. Hummel states that the two hands must
act independently, with the left hand keeping strict time. Although Czerny also recommends the
two hands to be independent from each other, he allows the left hand to slow down with the right

hand. The accompaniment, however, must be unornamented so as not to blur the pulse.®

2.2.3. DYNAMICS

The range of dynamics in usc

At the time of writing their respective treatises, all the writers surveyed set the soft and loud limits
at pp and ff respectively. In his Essay, Bach still speaks of terraced dynamics. It is only in his
later compositions that the terms crescendo and diminuendo are used. This was in line with the
development in the second half of the eighteenth century, when both terms were used with
increasing frequency. There was also an expansion in the dynamic range; as the piano increasingly
allbwed for a wider contrast between soft and loud, and more varied tonal possibilities. Clementi
was open-minded to this new development. In the seventh edition, he introduces ppp and fff.

However, this practice was not immediately followed by later writers, including Cramer and

Czerny. *

Mezza voce, mp, mf, and sotto voce are among the terms used to define the volume between soft

“Hummel (1829), iii, pp. 47, 51-53; Czerny (1848), p. 31; Czerny (1839E), u1, pp. 32, 35 and

46. .
“Bach (1974), p. 162; Tiirk (1804), p. 35; Dussek (1800), pp. 44-47; Clement/Rosenblum

(1974), p. xxv; Cramer (c1820, treatise), pp. 52-53; Hummel (1829), 1, p. 70; Czerny
(1839E), 11, p. 3.
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and loud. Tiirk, Dussek, Cramer, and Czerny agree that mezza voce is in the middle, between soft
and loud. Bach, Clementi and Hummel do not mention the term. The contradictory definitions
given by Clementi, Cramer and Dussek show that a standard meaning did not exist. Clementi
considers mp to mean “rather soft”, Crémer sees 1t as “a medium between soft and loud” while
Dussek, curiously, claims that mp is “softer than piano”. On the whole, this marking is more
conimonly used in England than in the German-speaking countries. Bach and Tiirk define mf as
“half loud” and “half strength” respectively. Dussek, Clementi, Cramer, and Hummel define it as
“rather loud” while Czerny interprets it as “moderately loud”. Sotfo voce 1s a less significant term
than mezza voce and mf. Like mp, its meaning at this time was ambiguous. Tiirk considers it a
soft dynamic. In contrast, Dussek likens it to mezza voce. In other words, it represents the
medium between soft and loud.** Of these four intermediate dynamic terms, mf was the only

indication that was universally adopted at the time.

There are two possible reasons why intermediate dynamic indications were rarely used. The

relatively small dynamic range available on the early pianos made 1t difficult to obtain different
moderate volumes. Therefore, the soft and loud limits may have represented a broader spectrum
of sound than they do today. P may represent anything from pp to mp while f may be anything
from mf to ff. This boundary became clearer in time as composers wrote more Speciﬁc

instructions.

-Functions of dynamics
However, the role of dynamics is not so much the volume 1t represents but its contribution to the
overall performance of a piece. Volume is adapted to suit the character of the music. Tiirk gives
a general guide: li\:ely pieces must be played strongly while tender and singing passages should
be softer. Within these pieces, the touch must be adapted accordingly. He explains:

Compositions of a cheerful, joyous, lively, sublime, splendid,
proud, bold, courageous, serious, fiery, wild, furious, and the
like, character all require a certain degree of loudness. This
degree must even be increased or decreased according to
whether the feeling or passion is represented more intensely or

<sBach (1974), p. 162; Tiirk (1804), p. 35; Dussek (1800), p. 46; Clementi (1801), p. 9;
Cramer (c1820, treatise), p. 52; Hummel (1829), i, p. 70, Czemy (1839E), i, p. 184 and 11, p.
3.
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more moderately. ... in each composition itself different

gradations are again necessary, all of which must be in a suitable
relation to the whole. A forte in an Allegro furioso must
therefore be considerably louder than in an Allegro in which
only a moderate degree of joy prevalils, etc.

Compositions of a gentle, innocent, naive, pleading, tender,
moving, sad, melancholy, and the like, character all require a
softer execution. The degree of loudness [in 1802, “of
softness”], however, must correspond accurately to the
prevailing sentiment and therefore is different in most of the
cases just named.* |

Hummel’s and Czerny’s teaching is in the same vein. Again, this manner of playing had been

anticipated in Bach’s Essay."’

Dynamics also serve to emphasize the structure of a piece. On a small scale, both Hummel and
Czerny ask that ascending lines be played crescendo and descending ones diminuendo, unless

48

otherwise indicated by the composer.” Tiirk and Bach advise highlighting modulations,

dissonances and an unexpected turn of a melody.* Tiirk recommends using different dynamics
at the repeat of phrases to provide contrast:

If a passage be repeated, 1t 1s played the second time softer, if
it was played strong the first time. On the contrary, a repeated

passage may sometimes be played stronger the second time,
particularly if the Composer has enlivened it by additions.*

Although Czerny agrees that the choice of dynamics at repeats is determined by circumstances,

he is particularly fond of playing the repeat softer, with little or no crescendo and diminuendo.

This plan is also applied to formal structures, such as the repeat ina scherzo and trio movement.’!

\

Accentuation

Accentuation consists of metrical, expressive and structural accents. Metrical accents can be

“Tiirk (1804), p. 36. The translation 1s taken from Rosenblum (1988), p. 61.

Bach (1974), pp. 163-164; Hummel (1829), 111, pp. 40-42; Czerny (1839E), 111, pp. 74-79.
“Hummel (1829), ii, p. 42; Czerny (1839E), 111, p. 15.

“Bach (1974), p. 163; Tiirk (1804), pp. 34 and 36.

“Tiirk (1804), p. 36. Capitalization original.

siCzerny (1839E), 11, pp. 16 and 85.
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further divided into two groups: accents which are determined by the time signature and note
divisions. The first type is self-éxplanatory. The second type of metrical accent is usually not
indicated. Players are expected to accentuate the first of a group of notes, such as ;!T] ;‘:ﬂ .
In addition, Hummel and Czerny (as shown in exs. 2.1a and 2.1b respectively) propose varying

the accentuation of a repeated motivic phrase for interest’s sake.

Ex.2.1a
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Czerny also uses the same treatment-at the repetition of a simple melody. The melody is first
played semplice (this is not included in the musical example below). The placement of emphasis

is then varied so that the melody appears new and interesting (ex. 2.2).

Ex. 2.2

> ‘> >
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Similarly, many expresstve and structural accents are implied rather than indicated. Tiirk lists a

number of instances when expressive accents can be used effectively: dissonances, syncopations,
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and prominent notes (in terms of length, pitch and depth). Accents at the beginning of phrases
have a structural function. Accents onnotes which indicate modulations are of an expressive and
a structural nature. Bach, Hummel and Czerny also use accents in similar contexts. Accents
highlight details of musical interest as well as help the performer keep time. Hummel explains’
that by so doing, the fingers can play with more precision. This also allows more scope for

refined expression.>

Italian terms with dynamic implications

Dolce
Clementi and Czerny classify dolce under “dynamics”. Czerny simply describes it as “soft”. On
the other hand, Clementi is more concerned with the expressive element of this term. In the first
edition of the Introduction, I;e defines dolce as “sweet, with taste; now and then SWELLING
some notes”. Its meaning is refined in the eighth edition - "‘sweet, with taste; SWELLING and
DIMINISHING some notes”. Tiirk lists 1t with other térms which denote the character of a
passage or a piece. Hummel lists dolce under both headings. Hummel’s definition, as with
Tiirk’s, reflects an overlapping of the two categories - “sweetly, with softness”. Cramer’s

definition is the only one that does not have a dynamic implication. He translatés dolce as

“sweetly”. On the whole, it can be concluded that dolce implies a soft dynamic.*

Smorzando, calando and morendo
The original meanings of smorzando, calando and morendo, as recorded by Tiirk, refer to a
decrease in volume. Hummel retains the original meanings of smorzando and calando® but
morendo is grouped together with ritardando and rallentando. It has now acquired a new

significance, that is, one of speed. Prior to the publication of Hummel’s treatise, the original

s2Bach (1974), p. 163; Tiirk (1804), pp. 33, 34, and 37; Hummel (1829), i, p. 59, 11, p. 2 and
iii, pp. 54-61; Czerny (1839E), i, pp. 6-13.

Tiirk (1804), p. 15; Clementi (1801), p. 9 (capitalization original); Clementi/Rosenblum
(1974), p. xxvii (capitalization original); Cramer (c1820, treatise), p. 52; Hummel (1829), i, p.

72: Czerny (1839E), 1, p. 184.
s'sRosenblum points out the weakness of this deﬁmtlon She argues that the indications

calando, in tempo appear in Hummel’s Piano Sonata Op. 81 (1819) and his Piano Concerto
Op. 85 (c1821). See Rosenblum (1988), p. 83. This indicates that Hummel associated some

slowing down with the term calando at least nine years before he published his treatise.
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meanings of smorzando and morendo are used in Clementi’s and Cramer’s writings. Instead, it
is the term calando that has the speed implication. While Clementi ruminates on one of the three
possible meanings of calando (the sounds should die away gradually, or it may involve a slight
slackening of the speed, or both), Cramer confidently declares that it refers to a gradual decrease
in both tone and speed. Some confusion might be expected when the meanings of these terms
were evolving in the first three decades of the nineteenth century. However, the trend towards
adopting a meaning associated with speed was inevitable. By 1839, Czerny groups smorzando,
calando and morendo together once more. They now share a common meaning — one that

relates to a decrease in both tone and speed.”

2.2.4 ARTICULATION AND TOUCH

Among the many touches described in Bach’s Essay are legatissimo, legato, semi-detached and
detached tones. Crotchets and quavers in moderate and slow tempos are normally played with
the most common touch: the semi-detached. They are played firmly, with fire and a slight

accentuation.>®

A suitable articulation can be deduced from the tempo, the notated lengths of notes and the
dynamics. Both Bach and Tiirk recommend using different touches to characterise the allegro
from the adagio. As mentioned on p. 31, the general rule is to play detached notes in allegros
and broad, slurred notes in adagios. Turk elaborates that slow or solemn pieces require a heavier

touch than fast and lively pieces or those of a plaintive character. He prefers to use the-terms
“heavy and light E)fpression” to refer to legato, and semi-detached (or staccato) respectively. In
| general, notes of longer duration, such as semibreves and minims, are to be heavier than those of
shorter duration, such as quavers and semiquavers. Similarly, the time signature is also a factor

which influences the choice of articulation. Pieces with an alla breve time signature are to be

played lightly. Another influential factor is dynamics. Soft and pleasant passages should be

sTiirk (1804), p. 35; Clement! (1801), p. 14; Cramer (c1820, treatise), pp. 52-53; Hummel
(1829), i, p. 71; Czerny (1839E), 1, p. 190.
sBach (1974), pp. 148-160.
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played with light expression while loud ones are played with heavy expression. Tirk recognises
two other important factors: the nationality and style of composers. German compositionsrequire
a heavier touch than those by French or Italians. Contrapuntal compositions by Handel or J. S.

Bach also require a heavier expression than Classical pieces.*’

Altﬁough Bach and Tiirk agree that the common touch is neither legato nor staccato, they differ
in their descriptions with regard to its length. According to Bach, the notes are held for half their
value. Tiirk’s semi-detached touch, whichisalready progressing towards the legato touch, is held
for three-quarters of its notated length.”® By the beginning of the nineteenth century, most
treatises recognise /Jegato as the normal touch. The revisions which Clementi made to his Op. 2
piano sonatas over a period of forty years record this move towards legato playing. Short slur
patterns, consistent with thosé found in the works of Haydn and Mozart, are the dominant traits
of articulation in the early editions of Op. 2. In the revisions, these were replaced with long

slurs.>’

Clementi’s decision to change towards legaro playing may have had its roots in the famous
contest between himself and Mozart on 24 December 1781 in Vienna. Clementi’s virtuosic
technical display of double notes in the right hand did not impress Mozart who wrote to his father
in January 1782 complaining:

Clementi plays well, as far as execution with the right hand goes. His
greatest strength lies in his passages in thirds. Apart from that, he has

not a kreuzer’s worth of taste or feeling — in short he is a mere
mechanicus.®’

One and a half'years later, Mozart still had not changed his mind about Clementi’s playing. In his
letter dated 7 June 1783, he once again criticized Clementi’s mechanical playing which produced
“an atrocious chopping effect” and accused him of lacking in expression, taste or feeling.®! In
1806, Clementi admitted to his student Ludwig Berger that until that occasion, he had never heard

anyone perform with “so much spirit and grace” and he was also overwhelmed by the way Mozart

s’Bach (1974), pp. 149 and 154; Tiirk.(1804), pp. 36-38.

sBach (1974), p. 157; Tiirk (1804), p. 37.

ssHarrison (1998). I am grateful to Professor Robert Pascall for sharing this information.
©Anderson (1966), 11, p. 792.

6]bid., i1, p. 850.
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played an Adagio.®? He also admitted that, in his youth, he enjoyed showing off his ability to play
bravura passages. However, he later adopted a more “cantabile and refined style of performance
by listening attentively to singers celebrated at the time, and also through the gradual perfection
particularly ofthe English pianos, who s earlier faulty construction virtually precluded a cantabile,’
legato style of playing”.® This change in Clementi’s manner of playing is also reflected in his

compositions from the mid-1780s onwards (beginning with the Op. 13 sonata).

Legato -
Cramer’s definition of legato is representative of those given by Dussek, Clementi, Hummel, and
Czerny: legato notes must be “played in a smooth, connected style, keeping down each note its
full length”.** Technical execution apart, there is a sound ideal associated with this touch. In his
fifth edition, Clementi advises.that legato passages must “imitéte the BEST style of singing”. The
human voice is also a model for Dussek,® Hummel and Czerny. Another source of inspiration
for Czerny is the smooth tone of wind mstruments. Both ﬁlodels can be traced to C. P. E. Bach,

who emphasizes the advantages of listening to distinguished singers and instrumentalists.®

Tenuto and sostenuto
In general, Bach, Ttirk, Dussek, Clementi, Cramer, and Hummel use tenuto to indicate that a note
should be held its full length. Czerny adds that when fenuto 1s placed over single notes, these
notes must be struck with emphasis, and then firmly held down. Many of them equate the
meaning of tenuto with sostenuto. Clementi’s and Czerny’s definitions of sostenuto also carry
tempo implications. In the first edition of Introduction, Clementi explains that sostenuto means
“to sustain, or hold on, the notes to their full length”. In his seventh edition (c1812-1814), he

adds the words “in steady time”. This qualification 1s modified to “in steady, moderate time” in

the twelfth edition (1830). The addition may have been inserted as a reaction against the

Rosenblum (1988), p. 25. Her translation.

oIbid. Her translation. Plantinga translates Clementi’s new way of playing as “melodic and
noble” (see Plantinga (1972), p. 314).

Cramer (c1820, treatise), p. 20. .

ssW. J. Tomasek who witnessed Dussek’s playmg in 1802, admired the latter’s singing quality

on the piano.
«Bach (1974), pp.-151-152; Clementi/Rosenblum (1974), p. xiii (capitalization original);

Hummel (1829), iii, p. 39; Czerny (1839E), i, p. 189 and m, p. 19.
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tendency to hold back the tempo in sostenuto passages in the nineteenth century, as is reflected

in Czerny’s definition of sostenuto, “holding on. Keeping back”, ¢

| Legatissimo
The context in which Bach permuts the prolongation of notes is exemplified in ex. 2.3 below. The

first example concerns an arpeggiated chord, the second a broken chord and the third a repetitive

figure made up of broken chords.®®

Ex. 2.3 ]

Tiirk, Clementi, Hummel,” and Czerny also prolong notes in certain figurations. Hummel
suggests holding notes of melodic interest longer than their notated value, thus giving a sustained
effect (ex. 2.4).

Ex. 2.4 .. N.B. Notes marked * are held longer than their notated value.

Sometimes notes are prolonged for a practical reason which indirectly results in a better musical
execution. In ex. 2.5, Hummel explains that the thumb must remain on the key longer than the
notated length while the other fingers play on. This helpsto stabilise the hand, which in turn helps

to produce a richer and more harmonious passage.”

s’Bach (1974), p. 157; Tiirk (1804), p. 15; Dussek (1800), p. 47; Clementi (1801), p. 14;
Clementi/Rosenblum (1974), pp. xxv and xxxi; Cramer (c1820, treatise), p . 25; Hummel
(1829), i, pp. 68 and 70; Czerny (1839E), 1, pp. 156 and 189.

#Bach (1974), pp. 155, 156 and 160.

¢Rosenblum (1988), p. 157; Hummel (1829), 1, p. 8.

"Hummel (1829), 1, p. 67.
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Ex. 2.5

Czerny too works on the same principle. Certain notes are sustained in passages which contain

consonant arpeggiated chords in order to increase the fullness of the harmony (ex. 2.6).”

Ex. 2.6
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Staccato

There are many ways of indicating staccato. The notes can be separated by rests, the passage can

be marked sempre staccato, or the notes can be marked with dashes (*'') or dots (). Hummel
does not differentiate between the dashes and the dots, which Clementi and Cramer believe
represent different degrees of shortness. Tiirk is in agreement with Hummel but acknowledges

that some composers use dashes to indicate a shorter touch. Czerny also does not differentiate

nCzerny (1839E), m, p. 19.
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between the two signs, even though there has been some confusion regarding this matter. He
clearly states in the first volume of Piano Forte School that “Punkte” (notated as both dots and
dashes) indicate staccato. In the third volume of the same treatise, however, he uses the term
“Piinktchen” to refer to staccato indications. J. A. Hamilton unfortunately translates this termas’
dashes, without any reference to dots. Since Czerny shows that “Punkte” refers to dots and
dashes, the term “Piinktchen” must surely cover both signs. Perhaps instead of “dashes”, this
term should be translated into English as “little dots and little dashes”. Czerny’s edition of
Pleyel’s Clavierschule also support this conclusion.. In the section on sfaccato which he added,
Czerny made no distinction between the staccato implied by dots or that by dashes. In his Piano
Forte School, Czerny also mentions another type of staccato. This very percussive touch, known
as martellato or staccatissimo, is to be struck as short as possible. It is generally employed in

octaves, chords and in passages in which the notes are far apart (ex. 2.7).

Ex. 2.7
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This touch, as described by Czerny, probably stems from the bravura style which was popular in
the nineteenth century. It does not resemble the very short staccatos described by Clementi and
Cramer. In the examples and explanations given, Clementi and Cramer use this staccato
(indicated with dashes) in a group of notes in close succession, such as [TT). 7

& & 4 b

The debate that surrounds the different sharpness of a staccato notation (whether it is indicated
by a dot or by a dash) may have resulted from a practice during C. P. E. Bach’s time. Ironically,

he suggests the use of dots instead of dashes to indicate staccato so as to avoid confusion with

2Tiirk (1804), p. 36; Clementi (1801), p. 8; Cramer (c1820, treatise), pp. 27 and 38; Hummel
(1829), i, p. 65; Czerny (1839E), 1, p. 186 and 11, pp. 27-28; Czerny (1839G), 1, p. 142 and 11,
pp. 21-23; Pleyel (¢1860), p. 8.
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the fingering.”

Another type of staccato, known as the mezzo staccato, appears with slur marks. The manner
of performance of this staccato was not universal. Tiirk teaches that “the notes must be touched
smoothly and distinctly”. Clementiand Cramer classify it as the least detached, after the dash and
the dot. Hummel’s and Czerny’s definitions of the mezzo staccato resemble the meaning hitherto

associated with portato. Hummel reveals that this touch is generally found in cantabile passages.

ﬁ

The notes are gently detached, with each receiving an increasing degree of emphasis: 1 I‘ |‘ ! .
g

Czerny describes two types of mezzo staccato. Inslow tempos, the notes are slightly emphasized

and are held for two-thirds their value. When this staccato occurs in light, fast passages, the

fingers should make a “scratching” motion.”

In spite of the different meanings which certain writers associate with the staccato indications,
they agree that the shortness of staccato depends on thé musical context in which it occurs.
Many of the factors listed by Bach and Tiirk on pp. 41-42 still apply in piano playing of the
nineteenth century. Take Czerny’s explanation as an example. He believes that staccato is
influenced by the tempo and the character of a piece. In his opinion, mezzo staccato is mainly

employed in pieces marked molto allegro or presto while martellato (or staccatissimo) is reserved

for pieces of a brilliant character.”

Besides the staccato signs already mentioned, Czerny proposes using the term sciolfo to indicate
staccato. This is because the double meaning of sciolfo (untied or loosened; or free, light and
supple) sums up the characteristic of the staccato. However, he is alone in this. Tiirk, Dussek and
Hummel do not mention this term in their writings. Clementi includes it for the first time in his

seventh edition buf he associates 1t with a slightly different meaning: “SCIOLTO means FREE,

neither Legato nor Staccato”. Cramer states that notes marked sciolto should be played in a

BBach (1974), p. 39. |

“Tiirk (1804), p. 36; Clementi (1801), p. 8; Cramer (c1820, treatise), p. 35; Hummel (1829),
i, p. 66; Czerny (1839E), 1, p. 186 and 1, pp. 24-26.

5Czerny (1839E), 11, pp. 27-29.
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distinct manner.” Although this term was not universally adopted, it shows how Czerny expects

staccato to be played.

2.2.5 ORNAMENTS

Bach’s description of ornaments differs from that of Dussek, Clementi, Cramer, Hummel, and
Czerny. Bach is concerned with the correct context in which each ornament can be employed.
Dussek, Clementi and their contemporaries, however, concentrate on the realizations of
ornaments; the variable factor being the tempo and character of the piece in question. The shift
in the way ornaments are dealt with in treatises is the result of the new practice, whereby
composers write out the ornaments. Tiirk’s treatise bridges this development by showing the

context in which the ornaments occur as well as their realizations.”’

Long and Short Appoggiaturas

The main ornaments used in the mid-eighteenth century which survive into the nineteenth are the
long and short appoggiaturas, turns, mordents, and trills. The most common ornament and the
function of ornaments in the nineteenth century, however, differ from those in the eighteenth.
Bach and Tiirk pay the most attention to the appoggiaturas because of the diversity and the
frequency with which they occur in music. The realization of appoggiaturas from Dussek’s
treatise onwards is similar to those found in modern-day textbooks. The long appoggiatura has
half or two-thirds of the value of the principal note. The accent falls on the appoggiatura rather
than the principal note. Bach’s practice, in which the appoggiaturas should take the length of the
note while the principal note is played after the appoggiaturas (after a tie or a slur as shown in exs.

2.8a and 2.8b respectively) or during the ensuing rests (ex. 2.8c), had become obsolete.’®

Clementi/Rosenblum (1974), p. xxv (capitalization original); Czerny (1839E), i, p. 189;
Cramer (c1820, treatise), p. 53.

"Bach (1974), pp. 79-146; Tiirk (1804), pp. 24-30; Dussek (1800), p. 6; Clement1 (1801), pp.
10-12; Cramer (c1820, treatise_), pp. 21, 32, 34, and 38; Hummel (1829), ui, pp. 1-13; Czerny
(1839E), 1, pp. 160-172.

®Bach (1974), pp..90-91; Tiirk (1804), p. 24; Dussek (1800), p. 6; Clementi (1801), p. 10;
Cramer (c1820, treatise), p. 21; Hummel (1829), iii, p. 11; Czerny (1839E), 1, p. 161.
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Ex. 2.8
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Bach, Tiirk and Clementi use the same notation for both the long and short appoggiaturas. In
their opinion, a different notation for each type of appoggiatura is unnecessary because each can
be recognised from the context in which it occurs. Dussek, whose treatise was published before
Clementi’s, is probably one of the first to use a different indication for the short appoggiatura. The

notation of the short appoggiatura as a small quaver note with a diagonal stroke through the tail I
was later adopted by Crarner,.Hunnqel and Czerny. Unlike the long appoggiatura, the accent of
the short appoggiatura falls on the principal note while the abpo ggiatura itself is played as quickly

as possible.”

Turn

Bach and Tiirk recognise that the turn may have a pleasing or animated quality, depending on the
tempo. As the nineteenth century progressed, ornaments became motivic decorations instead of
essential elements of music. The change in this trend 1s reflected in the way ornaments are
described in some late eighteenth-century and especially in nineteenth-century treatises. Dussek,
'CIementi, Hummel and Czerny are concerned only with the realizations of the ornaments. The
beauty of the ornaments is no longer considered an important factor. The various realizations of

turns and inverted turns have remained unchanged since the nineteenth century. ®

Mordent
Bach and Tiirk employ both long and short mordents. By the nineteenth century, only the short

mordent was used. The name and notation of this ornament were inconsistent. Bach calls it a

mordent, Tiirk calls it a beat, Cramer and Czerny call it a transient shake, Clementi refers to it as

®Bach (1974), fn. 5 p. 91; Tiirk (1804), p. 25; Dussek (1800), p. 6; Clementi (1801), p. 10;
Cramer (c1820, treatise), p. 38; Hummel (1829), iii, p. 12; Czerny (1839E), i, p. 160.
“Bach (1974), pp..112-127; Tiirk (1804), pp. 29-30; Dussek (1800), p. 6; Clementi (1801),
pp. 10-11; Hummel (1829), iii, pp. 9-10; Czerny (1839E), 1, pp. 164-165.
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a short shake (ex. 2.9a) or a transient shake (ex. 2.9b), while Hummel calls it by any of three
names: mordente (sic), transient shake or short beat. The notation of the mordent also varies,

fromw/~(Bach, Tiirk and Hummel) and 3+ (Cramer) to the accepted notation today, w (Czerny).
Sometimes, a composer may employ more than one type of notation. As shown in ex. 2.9,
Clementi acknowledges three different indications. These variants, however, are insignificant as

long as the performers understand the intention of the composers. In spite of the numerous
names and indications, the writers agree on its realization, which remains unchanged to this day.®!

Ex. 2.9
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Trills

Unlike Bach and Tiirk, nineteenth-century writers consider the trill to be a more important

ornament than the appoggiatura. They emphasize the difficulty of executing the trill satisfactorily.
Thus, they concentrate their efforts on teaching finger exercises that will aid the successful
execution of the various trills. This 1s necessary as technical demands increased, with the use of

double trills, simultaneous trilling accompanying a melody played by one hand, and the like.

Bach, too, recognises that trills are the most difficult ornaments. They must be played evenly and
rapidly as well as with lightness and clarity. He recommends training all the fingers to play this
ornament even though some fingers are naturally more suited to trilling. This train of thought is

followed by all the writers studied in this chapter.*

8iBach (1974), p. 127; Tiirk (1804), p. 28; Clementi (1801), p. 11; Cramer (c1820, treatise), p.
34: Hummel (1829), iii, contents page and pp. 1, 8 and 9; Czerny (1839E), i, p. 163.

2Bach (1974), pp..101-102; Tiirk (1804), pp. 26-27; Cramer (c1820, treatise), p. 32; Hummel
(1829), iii, pp. 2-3; Czemy (1839E), 1, p. 171; Czerny (1848), p. 33.
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The first two to three decades of the nineteenth century were a time of transition in the way trills
started and ended. The accepted eighteenth-century practice was to start the trill on the upper
note with the option of finishing it with a turn. In general, Dussek, Clementi and Cramer followed
the old practice of starting the trill on the upper note. By the time Hummel and Czerny wrote®
their treatise, it was common to start the }rill on the principal note. It was also usual in the

nineteenth century to end the trill with a turn. Dussek, Clementi, Cramer, and Czerny use a turn

at the end of the trill. Tiirk and Hummel continue to use trills with either endings.*’

Arpeggio
Tiirk classifies arpeggio under “graces” while the other writers consider it a performance
direction. According to Tiirk, arpeggio is indicated with tor small notes. The rapidity in

spreading the chord depends on the speed and the character of the piece. Among the indications

of arpeggio during Bach’s time are the word arpeggz‘o,‘t and L . The notes are overlapped (ex.

2.10a), except when the notated note values within the chord are different (ex. 2.10b).*
Ex. 2.10
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Nineteenth-century performers, however, are divided on this matter. Clementi and Hummel
follow Bach’s practice of holding down all the notes for the duration of the chord which have i |
(and in Hummel’s case, also ( and the term arpeggio) prefixed to 1t. Clementi, however, does

not assign a name tio this method of playing. Cramer, who refers to it as appoggiando, maintains

that it is indicated by small notes, as shown in ex. 2.11. Cramer’s arpeggio, on the other hand,

Bach (1974), pp. 100-101; Tiirk (1804), pp. 26-27; Dussek (1800), p. 6; Clementi (1801), p.
11: Cramer (c1820, treatise), p. 32; Hummel (1829), 1, pp. 1 and 3; Czerny (1839E), 1, pp.

171-172. :
*Bach (1974), pp. 159-160; Tiirk (1804), p. 31.
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Ex. 2.11
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is identified by ( or ‘ or 1s marked by a stroke through the stem. Unlike Bach, Clementi and
Hummel, Cramer insists that the notes in an arpeggio should not be held down (ex. 2.12). He

also explains that the speed of the spread is determined by the character of the piece.”

Ex. 2.12

Czerny agrees with Cramer that arpeggios are indicated with i or with a stroke across the chord,
and the notes should not be prolonged. In Czerny’s opinion, the most important factor to
influence the speed of the spread 1is, surprisingly, dynamics. This is exemplified in the following
excerpt (ex. 2.13), which recalls the opening of Beethoven’s “Tempest” Sonata, Op. 31 No. 2.

Ex. 2.13

s5Clementi (1801), p. 9; Hummel (1829), 1, p. 66; Cramer (c1820, treatise), pp. 41 and 50.
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Marked pp, the spread should be played slowly, with the possibility of a rallentando. If the
passage were marked ff, the arpeggio should be played quickly, or not employed at all, unless
indicated by the composer. In general, he suggests two ways of playing an arpeggio: it can be
held down for a long duration or quickly detached. This is usually combined with playing it either"

softly and gradually slower, or loudly and “hard” respectively.*

Cramer specifies that chords are arpeggiated only where indicated. Czerny is more liberal. Where
indications are not given, the musical context should be taken into account. In contrapuntal
passages, a single, slow, and full chord which has to be emphasized may be arpeggiated. The
chords marked + in ex. 2.14 may be arpeggiated with moderate quickness, but the spread must |

not interrupt the legato. Unnotated arpeggio is also allowed in two types of chordal passages.

Ex. 2.14
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The first is in a slow passage of sustained chords. All the chords in ex. 2.15 may be arpeggiated
at a moderate speed, except the last chord in the fourth bar, which closes the section. When
arpeggiating these chords, Czerny warns, the smooth flow of the melody must not be disturbed.
The second context is a long, sustained chord which precedes a succession of quick chords, as

in ex. 2.16 (the chords marked + may be arpeggiated).®’
Ex.2.15
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%Czerny (1839E), 1, p. 138 and 111, pp. 55-56.
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Ex. 2.16
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Czerny’s description of arpeggio suggests that 1t is used for expressive purposes. None of the

above writers pays as much attention to this aspect of playing as Czerny.

2.2.6 FINGERING AND TECHNICAL DRILLS

The importance of fingering in the art of performance is acknowledged by all the writers surveyed.
Some, however, consider fingering primarily from a technical or aesthetic point of view. Tiirk

and Hummel are two such writers. In contrast, Clement1’s priority is to select fingerings which
produce the smoothest connection and the effect intended by the composer. Sometimes, the

easiest and the most natural fingering may be unsuitable. Czerny’s standpoint is in the middle,

though perhaps leaning closer to that of the first group.*

On the whole, technical exercises in the early nineteenth century were aimed at improving finger
agility, strength, precision, and independence of fingers. Technical difficulty and the style of

playing should not affect elegance in performance. The playing must be neat, and the tone

produced, smooth, clear and varied.

The basic exercises specified by Bach, Tiirk, Dussek, and Clementi deal with repetitive five-finger
patterns, extension and contraction of the hand, scales, chords, arpeggios, leaps, silent finger-

changing, sliding from a black to a white key with the same finger, repetition on a monotone,

#___—-—_—-—__ !

®Bach (1974), p. 41; Tiirk (1804), p. 17; Clement1 (1801), p. 14; Hummel (1829), ii, p. 1;
Czerny (1839E), 1, p. 4.
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quick repetition of double notes, and hand crossing. Initially, most of these exercises were meant
for the training of the right hand. Throughout the early nineteenth century, there was an
increasing expectation of training the left hand to be as proficient as the right. The revised
editions of Clementi’s Introduction echo this ideal, with many exercises written specifically for’
the left hand. Among them are exercises which aim to secure the independence of fingers by
holding down some notes while repeating a monotone; others emphasize the playing of parallel
thirds and sixths, chromatic runs in contrary motion, legato octaves and arpeggiated diminished-
seventh chords. This trend of raising technical competence, set by Clementi, was quickly followed

by Cramer, Hummel and Czerny.

Training in technical proficiency continued to be intensified. By the time Hummel published his
treatise in 1828, he had widened the boundaries to include exercises with a range of up to an
eleventh for each hand, double trills and their variants, finger patterns which are played
simultancously with held chords, and the passing of a short finger under a longer one (the fifth

finger under the fourth, asinex. 2.17). The exercises in Czerny’s Piano Forte School are no less

Ex. 2.17

impressive. Exercises include chromatic runs in double notes, extensions bigger than an octave
and, in order to exploit the more durable piano with an enlarged dynamic range, the striking of
a loud note with two fingers. While composers and performers searched for more challenging
technical demands, they continued to intensify and vary the training in the basic exercises listed

by Bach. This was necessary because of the unsatisfactory action of the piano hammers. The
| quick repetition of notes was especially difficult. This problem was caused by the slow return

of the hammer after striking the string. As a result, the slightest holding back of the finger action

would affect equality.”’

W

®Czerny (1839E), 1, p. 9.
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Hummel (ex. 2.18) and Czerny also mention a peculiar way of playing, that of gliding the fingers
on a succession of white keys. Czerny explains that when playing the so-called double-note
glissando (in fact double thirds, sixths or octaves), the fingers should be kept stiff, but the hand
Ex.2.18 |

and the arm must remain relaxed and flexible (see also section 8.8 below).”® In spite ofits overtly

virtuosic nature, this mode of playing is by no means a nineteenth-century invention. In 1797,

Milchmeyer writes in Die wahre Art das Pianoforte zu Spielen:

As part of showmanship in the playing of the pianoforte I include
glissando passages in thirds, sixths, and octaves, which can only be
played in C major and on a keyboard without a deep key dip. If
one wants to participate in this foolishness, which, however, some
might consider an admirable skill, then one must turn the right hand
quite far outwards in going up, so that the fingers that slide over
the thirds, sixths, or octaves come virtually to lie on the keys; at
the same time the thumb must be kept stiff and straight. Further,

it is necessary that one give the two fingers playing a certain
strength or elasticity so that they do not open and close with the
thrust that one gives to the hand with the arm while playing.®:

His account suggests that this method of playing was already fairly well-established by then.

2.2.7 PEDALLING

Although pedals were already available by 1789, Tiirk did not consider them of sufficient
importance to be included in his treatise. His younger contemporary Dussek also appears to treat

the subject of pedalling with caution. Under the list of Italian terms, he describes mezzo in an
unexpected manner. This term, he explains, indicates that the pedal of the grand piano forte

should be employed, taking off only one string. His apparent detachment in this matter gives the

©Hummel (1829), ii, pp. 254-255; Czerny (1839E), 1, pp. 29-30.
s'Rosenblum (1988), p. 202. Rosenblum’s translation.
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impression that Dussek hardly used pedals. In fact, this could not be further from the truth, for
Czerny testifies that Dussek was one of those responsible for bringing the pedal into general use
at the beginning of the nineteenth century.”> Kalkbrenner’s report that Dussek frequently
employed the damper pedal in his playiflg also supports Czerny’s statement.”

Similarly, Clementi mentions pedal marking's for the first time in his fifth edition (1811), but does
not elaborate on their use. In spite of Clementi’s brevity on this subject, we know from Czerny
that Clementi employed the pedal frequently in his latter works.”® This is true, but pedal
indications are also found in early compositions which were revised by Clementi. His revision
may consist of changing the articulation (see p. 42 above) or adding fingering (as in Op. 11) and
pedalling (the set of two piano sonatas Op. 34). The first edition of Op. 34 was published in 1795
without any pedal indications. At the beginning of the first movement of the first sonata in his
revised edition, published by Artaria about twelve years later, he adds a statement to explain the
pedal symbols used. Pedal markings were added 1n both sonatas. His first piano sonata to
incorporate the use of the damper pedal i1s Op. 37, published in 1798, in which he uses the terms
“Open Pedal” and “without Pedal”. These terms were soon dropped in favour of paired symbols

such as “Ped” and “@” (or “¥ ™) or® and¥ .

Cramer’s treatise is slightly more helpful. He recommends that the tremando (presumably he
means tremolando) be played with the “open pedal, [because] swelling and diminishing the sound
'produces a great effect in some passages”. Apart from that, the damper pedal is primarily used
in slow movements when the same harmony is to be prolonged.” Inaddition, Czerny reveals that
Dussek and Cramer use the damper pedal in broken chord passages.”® An examination of the pedal
markings of the authors surveyed show that the use of the pedal in tremolando passages and
arpeggiated figures was common in the nineteenth century. The damper pedal was also used to
| sustain a bass note to enable the left hand to play another line. All these effects can be seen in ex.

2.19 below, from variation 8 of Cramer’s Introduction and Variations on Mozart’s air “Vedrai

2Dussek (1800), p. 46; Czerny (1839E), 1, p..64.

2Rosenblum (1988), pp. 118-119.

%Clementi/Rosenblum (1974), p. xxiii; Czerny (1839E), iii, p. 64.
sCramer (c1820, treatise), pp. 50-51.

%Czerny (1846), p. 2.
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Carino” (from the opera Don Giovanni). This example also reveals how Cramer pedals
arpeggiated passages. Inbars 9, 10, 13, and 14, the pedal remains depressed after the dominant-

seventh arpeggios and the ensuing semiquaver rests. The finale of Dussek’s Sonata Le Refour

Ex. 2.19
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a Paris, Euvre 64, similarly, exploits the same effects. In bars 117-120, the pedal is used to
sustain the bass notes, while in bars 308-311 (ex. 2.20), Dussek prolongs the pedal through the
arpeggios and the rests. The examples in Czerny’s Piano Forte School show that he, too, follows

this practice.”’” Hummel, however, prefers not to prolong the resonance beyond the arpeggiated
figure (ex. 2.21). |
Ex. 2.20
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Inex. 2.22 below, Cramer intentionally omits the release sign at the end of the movement to allow

the resonance to dissipate naturally. This is also a favourite effect with Dussek (ex. 2.23),

N

%"Czerny (1839E), iii, pp. 58, 61 and 62.
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Clementi, Hummel, and Czerny when the ending consists of only one harmony.”

-Ex. 2.22
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The principal rule of pedalling, as observed by Clementi, Cramer, Dussek, Hummel, and Czerny,
requires the pedal to be changed along with the harmony.” Occasionally, this rule is violated to
create a special effect. According to Hummel and Czerny, this is especially desirable in very soft
| passages of slow movements, especially when the damper pedal is not changed through several

0

passing chords with different harmonies,'® as shown in bars 5-6 of ex. 2.24. Hummel

%Gee the end of the second movement of the first sonata from Clementi’s Trois Sonates Pour
Je Forte Piano, (Euvre 42 (it ig actually Op. 40), Hummel (1829), ii, p. 63 and Czerny
(1839E), iii, p. 63.

®Cramer (c1820, treatise), p. 51; Hummel (1829), m, p. 63; Czerny (1839E), iii, p. 57.

1o ymmel (1829), 111, p. 63; Czerny (1839E), 111, p. 61.
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occasionally pedals through tonic and dominant harmonies without changing the pedal (ex. 2.25).

. He employs this effect only sparingly, since clarity 1s his ideal. In contrast, Clementi’s blurring
of tonic-dominant harmonies is significantly more extensive and adventurous (see exs. 5.3 and
9.4). While many would advise that blurring should be confined to soft passages, Clementi does’
not follow this rule. In his Op. 34/2/u/ 104:-106 (ex. 2.26), the pedal 1s depressed for two bars.

Although the harmony in the bass is static, the chromatic scale in the treble, especially in a

| fortissimo passage, gives rise to much blurring.

Ex. 2.24
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Ex. 2.26
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Czerny shares Hummel’s ideal of clarity in playing, but allows blurring in the high registers of the

piano, as long as the harmony in the bass is the same (ex. 2.27, see also ex. 9.25).!°! This also
=

appears to be Dussek’s principle, for example in (Buvre 64/iv/117-120 (ex. 2.28).
Ex. 2.27 '
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Czerny mentions another role of the damper pedal: that of connecting chords when legato cannot

102

be achieved by the fingers (see ex. 9.6 below).™ The other writers surveyed probably employed

0iCzerny (1839E), i, pp. 59-61.
%[bid., iii, p. 63.
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the pedal in this manner also, though this cannot be confirmed. Neither their treatises nor pedal
-markings in their music offer any clue.

-

According to Cramer, the other main pedal (that is, the shifting pedal or the una corda) is mainly

employed in p, diminuendo and pp passages.'”

As a result of the expanded tonal possibilities
of the pianos in the 1830s, the role of this pedal has been adapted accordingly. Although it is still
used in soft and delicate passages, Czerny sees its function as one of creating special effects. It
is particularly effective in melodic passages with slow-moving harmonies. It can also used to
create a gradual crescendo and diminuendo (usually indicated by poco a poco 3 corde and poco
a poco una corda respectively). When combined with the damper pedal, it creates a pleasing
effect in arpeggiated chords and passages. However, Czerny warns that since this pedai 1S
'employed mainly for special effects, its use should be sparing. He also emphasizes that the soft,

light and delicate tone should be produced solely by the fingers. The una corda is used to add

another colour to the tone.'®

One must bear in mind that the guidelines given by these writers are by no means comprehensive.

For example, the use of the damper pedal in broken-chord passages by Dussek and Cramer is
revealed not by themselves, but by Czerny. In addition, pedal markings in the music of these
writers (except for Czerny) are significantly more extensive and varied than the explanations
found in their treatises. Nevertheless, they are informative and they show how the functions of

the pedals became more varied over time.

2.2.8 STYLISTIC AND EXPRESSIVE MATTERS IN PERFORMANCE

Bach believes correct fingering, good embellishments and what he terms good performance are
important factors which lead to expressive playing. While correct fingering and good
embellishments are self-explanatory, good performance covers a vast area. It refers to the ability

to play the keyboard in a vocal manner, to correctly understand the content of the piece and to

13Cramer (c1820, treatise), p. S1.
1Czerny (1839E), 111, pp. 57-65; Czerny (1846), p. 3.
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transmit this und-erstanding to the audience. This last point is affected by dynamics, articulation,
- accents, tempo, and tempo rubato. Inaddition, all the notes and embellishments should be played
in correct time with a touch that is in accordance with the true content of the piece in q;estion.
The sound produced must be round, ciear and forthright. Rage, anger and other passions are

portrayed through harmonic and melodic means rather than by an exaggerated, heavy attack.!”

Contemporary descriptions of Bach’s playing further reveal some finer details in his performance.
He was praised for his expressive and singing playing in adagio movements. His rendition of
very soft passages was not only soft but distinct. In the Essay, he cautions against rough playing

in loud passages. Johann Cramer was also impressed by Bach’s facility to create “endless

| _ ’
nuances of shadow and light ... [in] his performance”.'*

Although Bach expresses his preference for the clavichord, he recognises the potential of tonal
variety on the newly-invented piano. His teaching on keyboard playing remained influential upon
future generations of teachers and performers. Tiirk’s teaching faithfully follows the principles
laid down by Bach. In Bach’s opinion, a musically sensitive performance is more satisfying than
a technically accurate one.'”” However, the importance of technical skill is already noticeable in
Tiirk’s treatise. Although brief, Clementi’s comments on this matter are along similar lines.
Numerous pianists, including Hummel, experimented with tonal colour on the piano, but none

with a greater passion than Czerny.

Both Czerny and Streicher frequently exchanged ideas on piano playing and ways to improve the
mechanisms of the instrument. Since Czerny adapts piano technique according to improvements

made to the piano, Streicher’s views on this matter should be considered. The latter built his
instruments to emulate the fullness of sound produced by the richness of the human voice clr a
wind instrument. This fullness, he believes, is responsible for affecting the feelings of the listener.
His instrument is also capable of every type of tonal gradation, if played by someone with an

understanding of the instrument and with the necessary finger control. A quiet and supple hand,

0sBach (1974), pp. 16, 30, 148', and 149.
15Bach (1974), fn.-33 p. 164. See also fn. 14 p. 36.

7 bid., pp. 36 and 150.
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with minimal but precise finger motion, is required for a good touch. He constantly warns against
- excessive hard playing in very loud passages. Ffmust be achieved through full-voiced harmonies
rather than by pounding on the keys. Equally, the soft passages must not descend tofa mere
whisper: rather, the notes must be ligh't but played with certainty. Streicher likens the sound
produced in ff passages to an organ or a full orchestra, and the pp passages to the glass

harmonica. The staccato must be quick and light, but with a rounded tone. Every note and

ornament must be clearly and fluently executed.'® It is clear from this description that Streicher’s

ideal is similar to Bach’s and Czerny’s.

229 SUMMARY OF INFLUENCES

From this study, it is obvious that the eight treatises represent the personal preferences of the
writers during the period of flux in performance, with the writings of Tiirk and Dussek serving
as transitions between the performance aesthetics of Bach’s and Clementi’s time. The
contributions of Bach and Clementi, especially in fingering, articulation and matters relating to
style and expression, have been vital in helping to shape the way in which keyboard instruments

are played.

On a personal level, Czerny himself acknowledges using Hummel as a model, hence his emphasis
onclarity and technical facility. Other similarities can be observed between Hummel’s Theoretical
and Practical Course and Czerny’s Piano Forte School. Besides the almost identical structure
of both treatises, the authors agree on the order of tempo indications (beginning from the slowest

to the fastest). They encourage the performer to create a variety of nuances by altering the

pressure of the fingers, to shape ascending and descending lines though the use of crescendo and

diminuendo respectively, to vary the placing of accents at repetitions to add interest, to prolong

notes in arpeggiated figures beyond their notated length to increase the fullness of the passage,

and to use double-note glissando on white keys.

W

sEyller (1984), pp. 463-465.
65



In some instancqs, Czerny was inclined to follow the new ways of playing the piano: the manner
in which tempo rubato is treated, for example. The numerous fluctuations (sometimes with the
left hand following the speed of the right) which he recommends, occurring at short inter:rals, are
akin to mid- and late nineteenth-century convention. Inother respect, such as pedalling, Czerny’s
practice merely reflects that of his contemporaries. He is more communicative than his
O n'temporaries on this subject, but on close examination, Piano Forte School does not offer any

innovations.

By far the most influential factor to shape Czerny’s approach to piano playing is the development
of the piano. Thicker strings had improved the tone quality of the middle and especially the high
registers of the piano. This, together with the improved hammer action, allowed him to exténd
the scope of technical showmanship. The sturdier frame of the instrument, with stronger strings,
enable the bravura style of playing to be dexlreloped. The breakthrough in finding a suitable
material for covering the hammers meant that more variety of timbre could be obtained from the
touch-sensitive keys. Inshort, the Viennese piano in the 1830s, with its large dynamic range, was
capable of numerous possibilities of tonal shading and articulation. Very short and sharp touches
such as martellato became possible. At the other end ofthe scale, legatissimo could create fuller

harmonies.

Piano playing, as described in Piano Forte School, was the result of constant experiment, and of

refinements both in the instrument itself and in piano technique. It required the close cooperation
of performers, composers and piano makers. In order to obtain the best tone from the piano,
Czerny, through his own experiments, improved on discoveries made by his predecessors and

contemporaries.
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CHAPTER 3: CZERNY’S INTERPRETATION, AS
" RECORDED IN HIS WRITINGS AND IN HIS EDITIONS OF
BEETHOVEN’S PIANO SONATAS

After Beethoven’s death, Czerny expressed concern regarding a lack of understanding of his style
in many performances outside Vienna.! Czerny’s wish to preserve the correct performance of
Beethoven’s music, especially that for piano, must -have been the main driving force for his
numerous editions. Even the Piano Forte School, which deals with many aspects of performance
and music theory, contains ideas which can be traced back to Beethoven, especially on fingering
and pedalling (see chapters 8 and 9). This 1s only to be expected, since Czerny had studied ma’ny
of Beethoven’s compositions ;vith the composer, including the piano sonatas Op. 13, Op. 14/1,
Op. 14/2, Op. 31/2, Op. 57, Op. 101, and the Andante from Op. 28, and all his piano concertos
with the exception of Op. 19. Badura-Skoda adds that‘Czemy was probably also aware of
Beethoven’s performance intentions for Op. 26, Op. 27/2, Op. 31/2, Op. 31/3, Op. 53, Op. 81a,
Op. 106, the Diabelli Variations Op. 120, and the “Kreutzer” Sonata Op. 47.7

3.1 WHAT IS “CORRECT INTERPRETATION”?

According to Countess Giulietta Guicciardi, Beethoven’s teaching was centred around correct
interpretation.” But what does “correct interpretation” embody? Merely accurate playing does
not seem to be Beethoven’s main concern (see pp. 11-12). When Schuppanzigh complained
about the technical difficulty of a passage in one of the “Razumovsky” Quartets, Beethoven

replied: “Does he believe that I think of a wretched fiddle when the spirit speaks to me?™

Similarly, Ignaz von Seyfried recalled that during orchestral rehearsals, Beethoven did not mind

if certain passages went amiss. However, he was

very meticulous withregard to expression, the more delicate shadings,
an equalized distribution of light and shade, and an effective tempo

ICzerny (1846), p. 68.
?Czerny (1970), p. 3.
3Sonneck (1967), p. 33.
‘Kerst (1964), p. 25.
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rubato, and without betraying the slightest impatience always took
pleasure in discussing them individually with the various musicians.’

This passage shows that, to Beethoven, “correct interpretation” involves conveying the
appropriate expression of a piece which should be achieved through tonal colours, dynamics and |
tempo flexibility. To this list, of course, must be added articulation marks. As Beethoven’s letter
to the violinist Karl Holz in 1825 makes clear, his notation of dynamic and articulation markings
is very specific, for it either denotes essential elements in the structure of the piece or reveals the
expressive content of the music. This letter, quoted below, refers to the String Quartet in A

minor, Op. 132, where Beethoven also bemoans the ignorance and carelessness of copyists:

Most Excellent Second Violin!
The passage in the first violin part of the first Allegro is as follows:

So make it exactly like that.
And in the first Allegro as well you must add in the four parts these
expression marks

All the notes are correct — but do read me correctly — Volti Subito. Well,
now for your copy, my dear fellow.

Obbligatissimo — but for the marks p .= = etc. etc. have been
horribly neglected and frequently, very frequently, inserted in the wrong
place. No doubt, haste is responsible for this. For God’s sake please
impress on Rampel to copy everything exactly as it stands. If you will just
have a look now at what I have corrected, you will find everything that you
have to tell him. Where there 15 a dot above the note a dash must not be put

instead and viceversa — ( [ {? and [ {¢f are not identical).
Sometimes the —=—— are 1nserted intentionally after the notes. For

instance,

—

Sonneck (1967), p. 41.
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The slurs should be exactly as they are now. It is not all the same whether
it 1s like this

T or like this %

In the Adagio it is predominantly thus —;ﬁ

Pay attention to what those who know better are telling you — °

In addition to the four factors mentioned above, Czerny states that good interpretation depends

on the pianist possessing an excellent technique, and having a good understanding of the character

of a piece and the style of the composer.’ ,

Czerny is aware of the importance of being acquainted with the styles of earlier composers in

order to have a better understanding of contemporary music. The style characteristic to each

composer is carefully described in the Piano Forte School and its supplement, The Art. He

divides the music of his contemporaries into six different styles and schools: (a) Clementi, (b)
Dussek and Cramer, (c) Mozart, (d) Beethoven, (¢) Hummel, Kalkbrenner and Moscheles, and
(f) Thalberg, Chopin and Liszt. Some of the differences are underlined below:

Clementi ... was able to unite brilliant bravura execution with
tranquility and a regular position of the hands, solidity oftouch and
tone, great address and flexibility of finger, clear and voluble
execution, correctness, distinctiveness, and grace of execution; and
in his day he was always allowed to be the greatest Player on the
Piano-forte ... The [English] Pianos of that day possessed for their
most distinguished properties, a full Singing quality of tone; but as
a counterbalance to that, they had also a deep fall of the keys, a
hard touch, and a want of distinctness in the single notes in rapid

playing. This naturally led Dussek, Cramer, and a few others to
that soft, quiet, and melodious style of execution, [with] beautiful
Cantabile, a fine legato combined with the use of the Pedals, [and]}
an astonishing equality in the runs and passages, for which they,
and likewise their compositions, are chiefly esteemed, and which
may be looked upon as the Antipodes of the modern, clear, and
brilliantly piquant manner of playing. Mozart[’s] style, which
approached nearer to the latter mode, and which was brought to
such exquisite perfection by Hummel, was more suited to those

sAnderson (1961), iii, pp. 1241-1242,
"Czerny (1846), p. 118.
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[German-Viennese] piano-fortes which combined light and easy
touch with great distinctness of tone, and which were therefore
more suited for general purposes, as well as for the use of Youth. r -
[This style revealed a] distinct and considerably brilliant manner of
playing, calculated rather on the Staccato than on the Legato
touch. [It required] an intelligent and animated execution [but the])
Pedal [was] seldom used, and never obligato. Meantime, in 1790,
appeared Beethoven, who enriched the Piano-forte by new and
bold passages, by the use of the pedals, by an extraordinary
characteristic manner of execution, which was particularly
remarkable for the strict Legato of the full chords, and which
therefore formed a new kind of melody; _ [punctuation sic] and by
many effects not before thought of. His execution did not possess
the pure and brilliant elegance of many other Pianists; but on the
other hand it was energetic, profound, noble, with all the charms
of smooth and connected cantabile and particularly in the Adagio,
highly feeling” and romantic. His performance[,] like his
Compositions, was a musical painting of the highest class,
esteemed only for its general effect. The means of Expression is
often carried to excess, particularly in regard to humorous and
fanciful levity. The piquant, brilliant, and shewy manner is but
seldom applicable here; but for this reason, we must more
frequently attend to the total effect, partly by means of a full,
harmonious Legato, and partly by a happy use of the Pedals, etc.
Great volubility of finger without brilliant pretensions, and in the
Adagio, enthusiastic expression and singing melody, replete with
sentiment and pathos, are the great requisites in the Player.®

Czerny confidently declares in The Art that:

.. in the present case there can be only one perfectly
correct mode of performance, and we have endeavoured,
according to the best of our remembrance, to indicate the time, (as
the most important part of correct conception,) and also the style
of performance, according to Beethoven’s own view.’

. Unlike modernresearch on performance practice, which places arguably too much emphasis upon
the minute details of the music, Czerny is more concerned with the result of the performance as
a whole. Advice on musical details is given where appropriate. This is due to his belief that only
a performer with sufficient techmique on the piano should attempt Beethoven’s piano sonatas. He

insists that Beethoven’s compositions were usually inspired by visions and images, which were

tCzerny (1839E), iii, pp. 99-100. The text from the two pages has been condensed to avoid
repetition. Spelling, capitalization and punctuation original.
°Czerny (1846), p. 119. Italicization and punctuation original.
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drawn from reading, nature or from his own imagination, an account supported by Ries and Louis
‘Schldsser.!® Unfortunately, Beethoven was rather uncommunicative on such matters, his reason
being that if he divulged what inspired each composition, it might force the audience to experience
the said object, thus restricting their musical experiences. Czerny, however, believes the necessity
to know (where possible) the source of these inspirations, inorder to understand the compositions
and their performances.'" It is therefore not surprising that he feels his duty is to help the

performer understand and convey the “correct” spirit of the compositions.

Contrary to his earlier claimto preserve Beethoven’s view in performances, Czerny admits that
the appropriate conception of Beethoven’s works had changed in time:

... the mental conception acquires a different value through the
altered taste of the time, and must occasionally be expressed by
other means, than were then demanded.'?

By this he means the new possibilities afforded by the improved pianos. It appears that Czerny’s
claim regarding the “one perfectly correct mode of performance” is a partial adaptation of
Beethoven’s original conception. It is also possible that some of these images are invented. In

The Art, he remarks that the two recitative passages in Op. 31/2/i “must sound like one
complaining at a distance™."> However, he is also believed to have told Theodor Kullak (Franz
Kullak’s father) that Beethoven intended these recitative passages to create the effect of
“someone speaking from a cavernous vault, where the sounds, reverberations, and tones would
blur confusingly”."* The two different remarks suggest that, in this instance, Czerny is trying to

invent images to explain the music. Based on Beethoven’s pedal markings, Czerny’s second

description will convey the eflect more convincingly.

3.2 FOLLOWING THE TEXT FAITHFULLY

In the performance of his [Beethoven’s] works ... the player must by
no means allow himself to alter the composition, nor to make any

o\Wegeler and Ries (1988), p. 67; Sonneck (1967), p. 147.

nCzerny (1846), p. 60. Schindler is also of the same opinion; see Schindler (1841) (ed.
Moscheles), pp. 80-82 and Schindler (1966) (ed. MacArdle), pp. 398-400.

2Czerny (1846), p. 32.

BIbid., p. 3. -
“Quoted in Newman (1988), p. 246. His translation.
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addition or abbreviation.!?

Czerny’s stern warning in his introduction to the performance of Beethoven’s piano music in The
Art hﬁs its roots in an incident that took place on 11 February 1816. Czerny, who was playing
the piano in the Quintet for piano, oboe, clarinet, horn, and bassoon, Op. 16, had embellished the
piano part with additional notes, octave doublings and the like.'® This act so offended the
composer that Czerny was reproached in front of the other members of the quintet. The next day,

Beethoven apologised to Czerny 1n a letter:

... I was very sorry ... [bJut you must forgive a composer who
would rather have heard his work performed exactly as it was
written, however beautifully you played it in other respects.!’
)
Beethoven was not the only one who reacted against this prevailing nineteenth-century practice.

Years earlier, Milchmeyer had expressed his disapproval.'® In fact, Beethoven was so specific
with his indications in Op. 16, he even wrote out the Eingang. According to Ries, Beethoven
asked him to add notes to his compositions on only two occasions: the first, in the Rondo of Op.
13 and the second, in the Rondo theme of his First Piano Concerto, Op. 15. Beethoven decided
that adding double notes to the concerto would make it more brilliant. On the whole, Ries
observed that Beecthoven rarely added notes or embellishments when playing.'® However, there
were occasions when he broke this rule. Beethoven’s outburst was rather harsh, considering he
himself could not resist the temptation of improvising in a public performance of this same work,
much to the annoyance of his colleagues.”” Nevertheless, Beethoven’s reproof left a lasting

impression on Czerny, through whose writings this message was passed on to future generations.

Czerny also strongly objects to the other common practice, that is, of altering Beethoven’s earlier
piano pieces which were written for the five-octave instruments, when six or six-and-a-halfoctave
pianos became the norm.”! Beethoven was of the same opinion. He explainsin a letter to George

Thomson that he refrains from rewriting his compositions, because every change in the details of

5Czerny (1846), p. 32.
sSee Thayer (1969), pp. 640-641; Schindler (1966) (ed. MacArdle), p. 415.
7Anderson (1961), 11, p. S60.

“Milchmeyer (1797), p. 8.
"Wegeler and Ries (1988), p. 94.

2[bid., p. 69; Thayer (1969), p. 350.
21Czerny (1846), p. 32.
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his compositions will change the character of the whole piece.?

P

3.3 THE PROBLEMS OF FINDING AUTHORITATIVE NINETEENTH-CENTURY
EDITIONS OF THE PIANO SONATAS

Beethoven’s correspondence with his publishers shows that, throughout his career as a composer,
he consistently tried to correct errors In the fair copy or those which have crept in during
engraving. In spite of his efforts, some were retained in the published edition. Pirated copies of
his music, often with inaccuracies, were also widely circulated. The common practice in the early
nineteenth century of using the same plates in different publications further propagated the
problem. Steiner’s 1815 pla£es for Op. 90 were also used by Breitkopf and Simrock in their
editions dating from the same year. Steiner, in partnership with Haslinger, later made a second
printing with changes to some details, including the aﬁiculation markings. Although such
alterations were made without the authority ot the composer, this second print became the basis
of Clementi’s London edition after 1823.> Unfortunately, this was not an isolated case where
publishers took the liberty of changing the text without Beethoven’s consent. More thana decade

earlier, Nigeli had decided to “improve” the music by adding four extra bars in the coda of the

first movement of Op. 31/1.%*

In 1803, Beethoven publicly denounced a Mainz engraver’s attempt to publish a pirated eéition
of his collected works for piano and strings. Inthe same article, published in the Wiener Zeitung,
he declared his intention of undertaking such a project, which he himself would supervise.?
However, it was another seven years before he approached Breitkopf & Hartel for the publication
of “an authentic edition” of his collected compositions. Although it did not come to fruition,-his
wish for a correct version of his compositions and, possibly, for financial reasons, led him to

pursue the matter with other publishers. Between 1816 and 1825, he negotiated with Simrock,

2K erst (1964), p. 30. |
sBeethoven (1993), pp. 37-40.
#Wegeler and Ries (1988), p. 77.

sAnderson (1961), 1, p. 1435.
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C.F. Peters, Schott, and Hofmeister.” Unfortunately, his efforts were unsuccessful, because this
‘undertaking would most likely have proved unprofitable for the publishers. The public was more

interested in newly-composed works than in corrected copies of music which had already been

published.

3.4 CZERNY'’S EDITIONS OF BEETHOVEN’S PIANO SONATAS

From the 1820s until his death in 1857, Czerny was involved in at least four editions of the
complete piano sonatas of Beethoven. According to Moscheles, he supervised the edition
published by Haslinger (182§-1832).” This company also published another edition of the
collected sonatas at about the same time (1828-c1840). For the sake of convenience, from now
on, the first edition will be referred to as Haslinger I and, the second as Haslinger II. The plates
used for the printing of Haslinger II were those of Haslinger I, but additional editorial markings
were inserted. As with its predecessor, the editor of Haslinger II was not named on the title page
but, as will be shown below, Czerny was involved. Inthe meantime, Cocks in London published

a collection of Beethoven’s piano sonatas from 1835 to about 1880, with Czerny as the named
editor. Towards the end of his life, Czerny again turned his attention to a new edition of the

complete piano sonatas, this time with Simrock as the publisher (1856-1868).%

Czerny’s activities as an editor of these sonatas were by no means restricted to complete edi{ions.
Many sonatas sold separately, which named Czerny as the editor, were also published both in
Europe and in America. Some of these editions carry the inscription “revised from the New
Vienna Edition” or “carefully revised from The Oniginal Vienna Editions”, thus acknowledging
their affinity to the Haslinger edition(s). The edition published by Wessel in Londonaround 1 852-
1854 is one such example. On the title page of the 1856-1868 Simrock edition, as well as on

some sonatas published individually,”” Czerny is credited with the insertion of metronome marks

%Gee also a draft he prepared in 1822 to justify the reasons for this project in Anderson
(1961), iii, pp. 1450-1451; Schindler (1966) (ed. MacArdle), p. 400.

2Schindler (1841) (ed. Moscheles), 11, p. 107.
%#The dates of the Haslinger and Simrock editions are given in Newman (1976-1977), pp. 510-

512. -
»For a list of these sonatas, see ibid., pp. 510-516.
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and fingering. This is misleading because, as will be made clear in this section and the next, he
-also added dynarhic markings, accents, articulation and pedal markings. '

Although the editor of Haslinger II 1s not named on the title page, the editorial markings can offer
us valuable clues to his identity. Some of the dynamic markings and pedal indications in Haslinger
II correspond with Czerny’s advice in The Art and in his various editions of the piano sonatas.
The rhythmic accents in Op. 57/11/113-118 (see ex. 3.19 below) are the same in both Haslinger
Il and in Simrock. The accented f#s in the trio of Op. 28/iii/71, 75, 79, 83, and 87 in Haslinger
IT also correspond to Czerny’s suggestion in The Art.”” Similarly, the ebs in the bass of Op.

31/3/iv/20-34 are consistently accented in Haslinger IT and in Cocks (ex. 3.1). Of the last elght |
Ex.3.1
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bars of variation 2 from Op. 26/1, Czerny instructs that “the crescendo must increase to forte, but
the last 4 bars must again be lightly staccato and very soft”.>! The dynamic markings in Haslinger
IT (ex. 3.2) reflect this advice, and are clearly added by the editor. Inthe autograph ofthis sonata,

Beethoven does not include a single dynamic marking in this passage (ex. 3.3).

%Czerny (1846), p. S1.
1Tbid., p. 47.
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There are other instances where the editorial markings in Haslinger Il are consistent with Czerny’s

other editions but deviate from the composer’s markings. The pedal marking in the last bar of
Op. 109/iii in Haslinger II, for example, is identical to that in the Cocks edition (ex. 3.4).

However, this is different from the autograph, in which Beethovenreveals that only the last chord

Ex. 3.4
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should be pedalled (see ex. 9.15 below). Similarly, the pedal markings of Op. 101/iii in Haslinger
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I, Haslinger II (ex. 3.5) and Cocks are the same but, again, they are different from Beethoven’s

(ex. 3.6). It is for all these reasons that the editor of Haslinger II must be Czerny.
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There are also many similarities between Czerny’s Cocks edition and The Art. The fingering of
-the left-hand accbmpaniment inthe opening bars of Op. 14/1/11i, for example, are exactly the same
in the two sources.>* For the left-hand pattern in thirds in Op. 81a/iii/1, he indicates 3-1 'in both
Cocks (ex. 3.7) and The Art.> In Cocks, this finger pattern is maintained throughout the first four
Ex. 3.7

O
) | ——
Ao Tt P e e
W EALAY | 1 A i
EeAUE B R e R B
I 3 32 53 a3 31 32

y-w Y r 1 Y1 F 1
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1T {11 ittt
o o s o — =11
I 3 2

bars. Czerny’s fingering of this passage also reflects his reluctance to place the thumb on black
keys. The choice of fingering in Op. 7/iv/76 and 83 m Cocks (ex. 3.8) 1s almost 1dentical to that
in The Art (ex. 3.9). Czerny clearly prefers the older method of fingering, whereby the fourth
finger crosses over the fifth. The only difference between Cocks and The Art 1s the fingering of

the note preceding the fifth finger. Ingeneral, Czerny does not indicate exactly the same fingering
in different editions of the same sonatas, but the principle of fingering is usually consistent. There

Ex.3.8

2Beethoven (c1835-1880), 1, p. 9; Czerny (1846), p. 44.
13See Beethoven (c1835-1880), ii, p. 10; Czerny (1846), p. 61.
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Ex. 3.9
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is another similarity between Cocks and The Art: Czerny maintains that the first six bars of Op.
31/3/i has a free tempo. In the Cocks edition, the metronome marking is printed not at the

beginning, as is the norm, but on the seventh bar. This reflects Czerny’s remark in The Art:

The opening resembles a question (the answer to which follows in the
7" bar) and must, on that account, have a certain indeterminate cast,
both in time and expression; which, after the pause, and particularly
in the 16™ and following bars, yields to a decided style of <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>