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CHAPTER I

THE LIFE OF MUZ 10 CLEMENT I

Muzio Clement i  was born in Rome, I t a l y ,  in  January  1752. He 

was the  o l d e s t  o f  seven c h i l d r e n  born to  N i c o lo  C le m e n t i ,  a s i l v e r s m i t h  

who s p e c i a l i z e d  in sacred o b j e c t s  o f  a r t ,  and h i s  w i f e ,  Magdalena,  nee 

K a i s e r ,  who was o f  Swiss o r i g i n .  Young M u z io ' s  mus ica l  t r a i n i n g  began 

a t  age s i x  under  A n to n io  B o r o n i ,  a s t u d e n t  o f  Padre M a r t i n i  and a com­

poser o f  ope ras who became p r i n c i p a l  composer o f  S t .  P e t e r ' s  in  1778.

He s t u d ie d  s o l f e g e  and the  h a r p s i c h o r d .  Organ lessons and i n s t r u c t i o n  

in tho rough  bass began the  f o l l o w i n g  ye a r  under the  o r g a n i s t  C o r d i c e l l i .  

A t  the  age o f  n in e ,  Clement i  was a p p o in te d  o r g a n i s t  f o r  a church  in 

Rome a f t e r  hav ing  s u c c e s s f u l l y  passed an e x am ina t io n  c o n s i s t i n g  o f  

p l a y i n g  an accompaniment o f  a C o r e l l i  work  f rom f i g u r e d  bass and then 

t r a n s p o s in g  i t  t o  v a r i o u s  keys .  Clement i  commenced s t u d i e s  in  c o u n t e r ­

p o i n t  under  Gaetano Carpani  d u r i n g  h i s  e le v e n th  year  and was a l s o  

i n s t r u c t e d  in  s i n g i n g  by Giusepp i  S a n t a r e l l i  f rom t h i s  same t im e .

In 1766, S i r  P e te r  B e c k fo rd ,  a w e a l t h y  Eng l ishman v i s i t i n g  

Rome, heard young Muzio p e r fo rm  on the  h a r p s i c h o r d .  Beck fo rd  was so 

impressed w i t h  the  lad t h a t  he persuaded N i c o lo  t o  a l l o w  h i s  son to  

accompany S i r  Pe te r  back to  Eng land.  There Clement i  co u ld  be p r o p e r l y  

educated  and in t r o d u c e d  to  the  mus ica l  l i f e  o f  London. Clement i  remained 

w i t h  Beck fo rd  f o r  e i g h t  yea rs  a t  S t e e p le t o n ,  h i s  e s t a t e  in  D o r s e t ,  one 

hundred m i l e s  to  the  sou thwes t  o f  London.  A l th o u g h  t h e r e  i s  no reco rd

1
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t h a t  B eck fo rd  ever p ro v id e d  a music  i n s t r u c t o r  f o r  h im, C lement i  used 

h i s  t im e  w i s e l y  in in t e n s e  s tudy  and p r a c t i c e  o f  the  works o f  J .  S.

Bach, Hande l ,  C o r e l l i ,  P a r a d i s i ,  C. P. E. and J .  C. Bach,  and Domenico 

S c a r l a t t i  wh ich  were a v a i l a b l e  in  the  f i n e  Beck fo rd  l i b r a r y .  D a t in g  

f rom t h i s  p e r io d  a re  e i g h t  keyboard so na ta s ,  i n c l u d i n g  the  Op. 1 se t  

o f  s i x  so na tas .  As noted by P l a n t i n g a ,  " d e m e n t i ' s  e a r l y  c a r e e r  is  

comparable  t o  t h a t  o f  Haydn, who as an a d o le s c e n t  was l e f t  l a r g e l y  to  

h i s  own d e v i c e s ,  and whose deve lopment as a composer,  l i k e  d e m e n t i ' s ,  

was n o t o r i o u s l y  s lo w . " ^

d e m e n t i ' s  b reak  w i t h  B e c k fo rd ,  a c c o r d in g  to  P l a n t i n g a ,  occured  

in  l a t e  \ l l k  o r  e a r l y  1775 when Muzio took  up re s id e n c e  in  London.  Two

p r i n t e d  programs f rom 1775 c i t e  d e m e n t i ' s  appearances in  p u b l i c  con­

c e r t .  Per formances remained l i m i t e d ,  however,  s in c e  J .  C. Bach was 

the  keyboard p la y e r  most  in  demand in  London u n t i l  the  l a t e  1 7 7 0 ' s .

Dur ing  t h i s  t im e ,  Clement i  suppo r ted  h i m s e l f  a lm os t  e x c l u s i v e l y  th rough  

h i s  d u t i e s  as co n d u c to r  ( f rom  the  keyboard)  o f  operas a t  the  K i n g ' s  

T h e a t re  in  the  Haymarket ,  a p o s i t i o n  he he ld  u n t i l  1780. T h is  e x p e r ­

ience  p ro v id e d  an im p o r t a n t  i n f l u e n c e  in  h i s  mus ica l  deve lopment ,  as 

noted by S i s t e r  A l i c e  T ig h e :

Thus,  he was c o n s t a n t l y  aware o f  the  mus ica l  e lements  used by 
them ( s i n g e r s )  t o  c r e a t e  an e x p r e s s i v e ,  m e l o d i c a l l y  conce ived
s t y l e ,  and a b le  t o  s e p a ra te  and s i n g l e  o u t  the  many d e t a i l s
wh ich  c o n t r i b u t e d  in v a r y i n g  degrees to  e f f e c t i v e  p r e s e n t a t i o n  
o f  mood and drama. P resumab ly ,  these  became a means o f  tem­
p e r in g  d e m e n t i ' s  s t y l e  wh ich  m ig h t  o th e r w i s e  have tended 
toward s t e r i l e  v i r t u o s i t y ;  and they  a l s o  induced and i n ­
s p i r e d ,  even in h i s  e a r l y  w o rks ,  a s t r o n g ,  f r e e  s p i r i t  t h a t

^Leon B. P l a n t i n g a ,  C le m e n t i ,  His L i f e  and Music (London:  Oxfo rd
U n i v e r s i t y  P ress ,  1976),  p. 8.
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2h e ra ld e d  Romant ic ism.

I t  i s  a l s o  p o s s i b l e  t h a t  he d id  some accompanying in p u b l i c  w i t h o u t  

a c h i e v in g  r e c o g n i t i o n  in  p r i n t  and t h a t  he o f f e r e d  keyboard i n s t r u c t i o n  

d u r i n g  the  e a r l y  years  in  London.  Keyboard c o m p o s i t i o n s  f rom t h i s  

p e r io d  i n c l u d e  the  s i x  sona tas o f  Op. 2 ,  n in e  accompanied s o n a ta s ,  

t h r e e  d u e ts ,  and a s e t  o f  v a r i a t i o n s  on The B la ck  J o k e , an I r i s h  tun e .  

P r i m a r i l y  i t  was h i s  p u b l i c a t i o n  and per fo rm ances  o f  the  v i r t u o s i c  Op.2 

sona tas  t h a t  helped to  e s t a b l i s h  h i s  r e p u t a t i o n  in  London 's  mus ica l  

l i f e  toward the  c lo s e  o f  the  1770 's .

Dur ing  the  summer o f  1780, Clement i  l e f t  London on a c o n c e r t  

t o u r  o f  the  c o n t i n e n t ,  w i t h  h i s  f i r s t  s top  be ing P a r i s .  There he p e r ­

formed b e fo r e  M ar ie  A n t o i n e t t e  a t  the  French c o u r t  in  a d d i t i o n  t o  

g i v i n g  o t h e r  p r i v a t e  and p u b l i c  c o n c e r t s .  A cco rd ing  to  an a r t i c l e  in  

the  Q u a r t e r l y  Mus ica l  M agaz ine :

In t h a t  c i t y  ( P a r i s )  he was r e c e iv e d  w i t h  en th us iasm ,  and 
had the  honor to  p la y  b e fo r e  the  Queen, who bestowed on 
him the  most u n q u a l i f i e d  a p p la u se .  The warmth o f  French 
p r a i s e ,  c o n t r a s t e d  w i t h  the  g e n t l e  and cool  a p p r o b a t io n  
g iven  by the E n g l i s h ,  q u i t e  a s to n is h e d  the young m u s ic ia n ,  
who used j o c o s e l y  to  remark ,  t h a t  he cou ld  s c a r c e l y  be­
l i e v e  h i m s e l f  t o  be the  same m a n .^

A s i g n i f i c a n t  r e s u l t  o f  h i s  c o n t a c t  w i t h  the  queen was a pe rsona l  recom

mendat ion  f o r  him to  v i s i t  her  b r o t h e r ,  Emperor Joseph I I ,  in  V ienna.

O ther  developments  in  P a r i s  i n c lu d e d  d e m e n t i ' s  mee t ing  Johann

F r i e d r i c h  Edelmann, N ic o la s  J .  H u l lm a n d e l ,  H e i n r i c h  Joseph R i e g e l ,

2S i s t e r  A l i c e  Eugene T ig h e ,  S. L . ,  "M uz io  C lement i  and His 
Sonatas S u r v i v i n g  as Solo Piano Works" (Ph.D.  d i s s e r t a t i o n ,  U n i v e r s i t y  
o f  M ic h ig a n ,  196*0,  p. 1A.

^ Q u a r t e r l y  Mus ica l  Magazine and Review 2 (1 8 20 ) :  311-
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Johann Ludwig Adam, and Johann S c h o b e r t ,  a l l  l e a d in g  m u s ic ia n s  o f  the

c i t y .  A c c o rd in g  to  S a i n t ~ F o i x ,  Clement i  was i n f l u e n c e d  n o t a b l y  by

Hu l lmandel  and S c h o b e r t . ** There was a l s o  a sudden demand f o r  h i s  works 

wh ich  led to  the  p u b l i c a t i o n  o f  h i s  Op. 5 and 6 c o m p o s i t i o n s  by 

B a i 1 le u x .

Clement i  c o n t in u e d  h i s  European t o u r  in  the summer o f  1781 by 

t r a v e l i n g  to  V ienna ,  w i t h  i n t e r m e d ia t e  s tops  in  S t ras b o u rg  and Munich.

I t  was in  December o f  t h a t  yea r  t h a t  the  famous p ia n o  c o n t e s t  w i t h  

Mozart  to o k  p la ce  a t  the  pa lace  o f  Emperor Joseph I I .  T h i s  e nco u n te r  

has been w e l l  documented,  d e m e n t i ' s  d e s c r i p t i o n  o f  the  meet ing  was 

taken f rom a s t u d e n t ,  Ludwig B e rge r ,  as he r e l a t e d  yea rs  l a t e r :

No sooner had I been e s t a b l i s h e d  a few days in  V ienna ,  
than  I re c e iv e d  an i n v i t a t i o n  f rom the  Emperor,  who w ished
to  hear me p la y  on the  f o r t e - p i a n o . When I e n te re d  the
music room I e ncoun te red  a person who, owing to  h i s  e l e ­
gan t  e x t e r i o r ,  made me t h i n k  him a ch a m b e r la in .  No sooner 
had we engaged in  c o n v e r s a t i o n  than the  l a t t e r  a t  once 
began to  t u r n  on m a t te r s  m u s i c a l .  We soon r e a l i z e d  t h a t  
we were b r o t h e r  a r t i s t s  — t h a t  i s  t o  say ,  Mozart  and C le ­
m e n t i— and g ree ted  each o t h e r  a m ic a b ly .

Never,  a t  any l a t e r  t im e ,  have I heard anyone p la y  
w i t h  such f i r e  and e x p r e s s io n .  An Adag io  and s e v e ra l  v a r ­
i a t i o n s  im prov ised  on a theme chosen by the  Emperor,  and 
wh ich  we had to  s u b j e c t  to  f u r t h e r  v a r i a t i o n ,  one o f  us 
accompanying the  o t h e r ,  a l t e r n a t e l y  f i l l e d  me w i t h  s u r ­
p r i s e  and a d m i r a t i o n . 5

A l e t t e r  f rom Mozart  to  h i s  f a t h e r  co n ta in e d  h i s  v e r s i o n  o f  the  

e n c o u n te r :

. . . A f t e r  we had s tood  on ceremony long  enough, the  
Emperor d e c la re d  t h a t  Clement i  o ugh t  to  b e g in .  'La Santa

h Georges de S a i n t - F o i x ,  "M uz io  C l e m e n t i , "  Mus ica l  Q u a r t e r l y  9 
(1923) :  356.

5 | b i d . ,  p. 357.
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'C h ie sa  C a t t o l i c a , '  he s a i d ,  C lement i  be ing  a Roman. He 
im p ro v is e d  and then p la yed  a s o n a ta .  The Emperor then 
tu r n e d  to  me: ‘ A l l o n s ,  f i r e  a w a y . 1 I im p ro v is e d  and 
p la y ed  v a r i a t i o n s .  The Grand Duchess produced some 
sona tas  by P a i s i e l i o  ( w r e t c h e d l y  w r i t t e n  o u t  in  h i s  own 
h an d ) ,  o f  wh ich  i had t o  p l a y  the  A l l e g r o s  and C lement i  
the  Andantes and Rondos.  We then s e l e c t e d  a theme f rom 
them and deve loped i t  on two p i a n o f o r t e s .  The funny  
t h i n g  was t h a t  a l t h o u g h  I had bor rowed the  Countess T h u n 's  
p i a n o f o r t e ,  I o n l y  p la y ed  on i t  when I p la yed  a l o n e ;  such 
was the  Em pero r 's  d e s i r e — and by the  way, the  o t h e r  i n ­
s t r u m e n t  was o u t  o f  tune  and t h r e e  o f  the  keys were  s t u c k .
' T h a t  d o e s n ' t  m a t t e r , 1 s a id  the  Emperor .  W e l l ,  I p u t  the  
b e s t  c o n s t r u c t i o n  on i t  I c o u l d ,  t h a t  i s ,  t h a t  the  Emper­
o r ,  a l r e a d y  knowing my s k i l l  and my knowledge o f  m u s ic ,  
was o n l y  d e s i r o u s  o f  showing e s p e c ia l  c o u r t e s y  to  a 
f o r e i g n e r .  B e s id e s ,  I have i t  f rom a v e ry  good source  
t h a t  he was e x t r e m e l y  p leased  w i t h  me.

As seen f rom e x c e r p t s  o f  two l e t t e r s  to  h i s  f a t h e r ,  M o za r t  was 

no t  impressed a t  a l l  w i t h  C le m e n t i :

Ja nua ry  12, 1782.
C lement i  p la y s  w e l l ,  so f a r  as e x e c u t i o n  w i t h  the  r i g h t  
hand goes.  His g r e a t e s t  s t r e n g t h  l i e s  in  h i s  passages in  
t h i r d s .  A p a r t  f rom t h i s ,  he has n o t  a k r e u t z e r ' s  w o r t h  o f  
t a s t e  o r  f e e l i n g — in  s h o r t  he i s  s im p ly  a mechan i c u s . 7

June 7, 1783.
W e l l ,  I have a few words  to  say to  my s i s t e r  a bo u t  d e ­
m e n t i ' s  s o n a ta s .  Every  one who e i t h e r  hears  them o r  p la y s  
them must  f e e l  t h a t  as c o m p o s i t i o n s  they  a re  w o r t h l e s s .
They c o n t a i n  no re m arka b le  o r  s t r i k i n g  passages e x c e p t  those  
in  s i x t h s  and o c t a v e s .  And I im p lo re  my s i s t e r  n o t  to  p r a c ­
t i c e  these  passages too  much, so t h a t  she may n o t  s p o i l  
he r  q u i e t ,  even touch  and t h a t  her  hand may n o t  lo s e  i t s  
n a t u r a l  l i g h t n e s s ,  f l e x i b i l i t y  and smooth r e p i d i t y .  For 
a f t e r  a l l  what  is  to  be ga ined  by i t ?  Suppos inq t h a t  you 
do p l a y  s i x t h s  and o c ta v e s  w i t h  the  u tm os t  v e l o c i t y  (wh ich  
no o n e  c a n  a c c o m p l i s h ,  n o t  e v e n  C l e m e n t i )  you o n l y  p r o d u c e  
an a t r o c i o u s  c h opp ing  e f f e c t  and n o t h in g  e l s e  w h a te v e r .
C lement i  is  a c i a r l a t a n o  l i k e  a l l  I t a l i a n s .  He w r i t e s  
P re s to  o v e r  a sona ta  o r  even Pres t  i ss i mo and A l l a  b r e v e ,

^ E m i l y  Anderson ,  e d . ,  The L e t t e r s  o f  M ozar t  and h i s  F a m i l y , 3
v o l s .  (London:  M a cM i l la n  and C o . ,  L t d . ,  1938),  pp.  1181-82.

7 I b i d . , p. 1180.
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and p la y s  i t  h i m s e l f  A1 i e g r o  in  A A  t im e .  I know t h i s  is  
the  case f o r  I have heard him do so.  What he r e a l l y  does 
w e l l  a re  h i s  passages in  t h i r d s ;  bu t  he sweated o v e r  them 
day and n i g h t  in  London. A p a r t  f rom t h i s  he can do n o t h i n g ,  
a b s o l u t e l y  n o t h i n g ,  f o r  he h a s „ n o t  the  s l i g h t e s t  e x p r e s s io n  
o r  t a s t e ,  s t i l l  l e s s ,  f e e l i n g .

Twelve  s o lo  keyboard sona tas  a re  the  r e s u l t  o f  d e m e n t i ' s  so­

j o u r n  in  V ienna.  M o z a r t ' s  i n f l u e n c e ,  a c c o r d in g  to  m u s i c o l o g i s t s ,  can 

be seen in  these works as they  a re  more m u s i c a l l y  i n t e r e s t i n g  and 

e x h i b i t  g r e a t e r  s t r u c t u r a l  i n t e g r i t y  in  compar ison  t o  e a r l i e r  so n a tas .  

L i k e w is e ,  d e m e n t i ' s  i n f l u e n c e  on Mozart  is  a l s o  e v i d e n t  as a r e s u l t  

o f  M o z a r t ' s  us in g  a theme v e ry  s i m i l a r  to  one f rom the  sona ta  wh ich  

he heard d e m e n t i  p e r fo rm  f o r  the  Emperor in  the O v e r tu re  to  the  Mag?c 

F lu t e  a lm o s t  a decade l a t e r .  Aware o f  the  s i m i l a r i t i e s  between the  

themes and in  o r d e r  to  da te  h i s  use o f  the  theme p r i o r  to  t h a t  o f  

Moza rt  in  the  Magic F l u t e , d e m e n t i  i n c lu d e d  the  f o l l o w i n g  s ta te m e n t  

in  the  p r e fa c e  when h i s  keyboard sona ta  was p u b l i s h e d  in  1804: " T h i s

Sonata ,  t o g e t h e r  w i t h  the  Toccata  w h ich  f o l l o w s  i t ,  was p la yed  by the

composer b e fo re  H. I . M. Joseph I I  in  1781, Moza rt  be ing  p r e s e n t  on 

9
the  o c c a s i o n . "

d e m e n t i ' s  n e x t  s top  on the  t o u r  was Lyons,  F rance ,  by way o f  

Z u r i c h .  He remained in Lyons f rom the  summer o f  1782 u n t i l  h i s  r e t u r n  

to  London in  the  autumn o f  17 8 3 * His s top  a t  Lyons deve loped i n t o  an 

ex tended s ta y  as a r e s u l t  o f  M. Im b e r t -C o lo m e s , a w e a l t h y  and i n f l u e n ­

t i a l  merchant ,  ask in g  d e m e n t i  to  teach  h i s  d au g h te r  Mar ie  V i c t o i r e .

8 1 b i d . ,  p p . 1267-68.

q
S a i n t - F o i x ,  op .  c i t . ,  p. 357-
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Clement i  found t h a t  the  young la dy  possessed n o t  o n l y  m us ica l  t a l e n t ,  

bu t  t h a t  they  were r o m a n t i c a l l y  a t t r a c t e d  to  each o t h e r  as w e l l .

T e m p o r a r i l y  l e a v in g  M i l e .  Im be r t -C o lom es , Clement i  r e t u r n e d  to  

London where he r e j o i n e d  the  mus ica l  l i f e  o f  the  c i t y  as bo th  p e r fo r m e r  

and t e a c h e r .  He p a r t i c i p a t e d  in  s e v e r a l  per fo rm ances  o f  the  new Pro ­

f e s s i o n a l  C o n c e r ts ,  a s e r i e s  t h a t  re p laced  the  Bach-Abel  c o n c e r t s  a t  

Hanover Square.  He a l s o  assumed h i s  d u t i e s  as t e a c h e r ,  and among h i s  

s tu d e n t s  was the  young and t a l e n t e d  Johann B a p t i s t  Cramer,  the  f i r s t  

o f  a long l i s t  o f  d i s t i n g u i s h e d  s tu d e n t s  t a u g h t  by C le m e n t i .  Cramer 

came to  Clement i  f o r  lessons  a lm o s t  d a i l y  d u r i n g  the  n e x t  y e a r ,  and i t  

was on March 17, 1784 t h a t  Clement i  and Cramer were r e p o r te d  to  have 

g ive n  the f i r s t  duo p ia no  per fo rm ance in  p u b l i c .  Du r in g  t h i s  s t a y  in 

London,  C lement i  a l s o  e n te re d  the p r i n t i n g  b u s in e s s ,  wh ich  was l a t e r  to  

deve lop  i n t o  a h i g h l y  s u c c e s s fu l  f i r m .

A b r u p t l y ,  Clement i  dep a r ted  London f o r  Lyons where he a t te m p ted  

an u nsu cce ss fu l  e lopement  w i t h  h i s  be loved M ar ie  V i c t o i r e .  Her f a t h e r ,  

however,  p reven ted  the  m a r r i a g e  and C le m e n t i ,  who was o rd e red  to  leave  

the  c o u n t r y ,  took  so la c e  in  Berne,  S w i t z e r l a n d .  A c c o rd in g  to  a r e p o r t :  

"F o r  t h r e e  weeks he avo ided  company and was always weep in g ;  he went  

to  the  l i b r a r y  and worked a l l  day— a t  math— to  pu t  an end to  h i s  l o n g ­

in g ,  b u t  when he found such means were o f  no a v a i l  he made p r e p a r a t i o n s  

f o r  t r a v e l l i n g . ' ^ 0 C'Tementi may have unde r taken  a t r i p  to  Rome a t  

t h i s  t im e ( h i s  mother d ie d  t h e r e  in February  1785),  w h i l e  i t  i s  c e r t a i n  

t h a t  he re tu r n e d  t o . London in May 1785- P l a n t i n g a  notes  t h a t  the

101 b i d . , p. 359-
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emotional turmoil of these events are relevant to the new seriousness 

o f  purpose detected in the music o f  t h is  t ime,  as seen e s p e c i a l l y  in the 

s ix t h  sonata o f  Op. 13 in F m i n o r . ^  Related to t h i s  g r e a t e r  i n t e r e s t  

in content  is a reduct io n  in d is p la y s  o f  v i r t u o s o  b r i l l i a n c e  charac­

t e r i s t i c  o f  his e a r l i e r  sonatas.

Clement i  remained in  Eng land f rom 1785 u n t i l  1802, a p e r i o d  o f  

t remendous m us ica l  a c t i v i t y  f o r  th e  c i t y  o f  London. I t a l i a n  o pe ra  

c o n t i n u e d  to  be produced a t  the  K i n g ' s  T h e a t r e  w h i l e  E n g l i s h  opera  

g a ine d  in  p o p u l a r i t y  a t  Covent  Garden and a t  the  D ru ry  Lane T h e a t r e .  

P u b l i c  c o n c e r t s  p r o l i f e r a t e d  w i t h  o f f e r i n g s  by th e  P r o f e s s i o n a l  C on ce r ts  

s e r i e s  a t  Hanover Square ,  the  LaMara-Salomon s e r i e s  a t  the  Pan theon ,  

th e  C o nce r ts  o f  A n t i e n t  M us ic  sponso red  by the  K in g ,  and numerous 

b e n e f i t  c o n c e r t s .  C o u n t le s s  p r i v a t e  c o n c e r t s  were  p r e s e n te d .  I t  was 

d u r i n g  t h i s  t im e  t h a t  C lement i  reached the  peak o f  h i s  c a r e e r  as a 

p e r f o r m e r  and composer,  d e m e n t i ' s  appearances as a p e r f o r m e r  were  

bo th  as r e c i t a l i s t  and as s o l o i s t  w i t h  o r c h e s t r a ,  w i t h  many o f  h i s  

keyboard  w o rks  be ing  g i v e n  exposu re  d u r i n g  t h i s  t i m e .  A f t e r  be ing  

named " p r i n c i p a l  composer and per fo rm er ' : '  f o r  the  P r o f e s s i o n a l  C o nce r ts  

in  1786,  Clement i  began h i s  c a r e e r  as a s y m p h o n is t .  A t  l e a s t  f o u r  

new symphonies ( o r  o v e r t u r e s )  were  p re m ie re d  t h a t  y e a r ,  w i t h  C lement i  

c o n d u c t i n g  f rom  the  ke ybo a rd .  Few o f  h i s  symphonies have s u r v i v e d ,  

however,  s i n c e  o n l y  two ,  Op. 18 o f  1787, were  p r i n t e d  d u r i n g  the  

co m p ose r 's  l i f e t i m e .

Haydn 's  v i s i t s  t o  London d u r i n g  the  1791~92 and 179^"95 c o n c e r t

^ P l a n t i n g a ,  op .  c i t . ,  p . 106.
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seasons,  w h i l e  p r o v i d i n g  i n c e n t i v e  f o r  Clement i  in  symphonic c o m p o s i t i o n ,  

proved to  be d isadvan tageous  to  the  l a t t e r  composer.  T h e i r  symphonies 

were per fo rm ed on the  same programs,  and the  d i r e c t  c o m p e t i t i o n  r e s u l t e d  

in  the  p u b l i c ' s  dec ided  p r e fe r e n c e  f o r  Haydn's w o rk s ,  much to  d e m e n t i ' s  

d i s a p p o in tm e n t .  A p p a r e n t l y  a f t e r  the  1796 season,  Clement i  ceased to  

make p u b l i c  appearances bo th  as c o n d u c to r  and as s o l o i s t .  I t  was a t  

t h i s  t im e t h a t  d e m e n t i ' s  commercia l  p u r s u i t s  began t o  take  precedence 

o v e r  h i s  c o m p o s i t i o n a l  o u t p u t .

Clement i  c o n t in u e d  t o  devo te  t im e to  t e a c h in g .  L i s t e d  among 

h i s  s tu d e n ts  were Theresa Jansen,  to  whom Haydn d e d ic a te d  s e v e ra l  l a t e  

so na tas ,  and Benedet to  Augusto  B e r t i n i ,  a t a l e n t e d  P a r i s i a n - b o r n  lad 

who made h i s  London debut  a t  age tw e lv e  p e r fo rm in g  a Clement i  so na ta .

A number o f  d e m e n t i ' s  keyboard works o f  t h i s  p e r i o d  were w r i t t e n  f o r  

pedagog ic  reasons and a re  thus s h o r t e r  and le ss  comp lex ,  such as the  

w e l l  known s o n a t in a s  o f  Op. 3 6 , 37» and 3 8 . O ther " p r o f e s s i o n a l "  

s tu d e n ts  i n s t r u c t e d  by Clement i  d u r i n g  t h i s  p e r i o d  in c lu d e d  the  o rg a n ­

i s t  A r t h u r  Thomas C o r f e ,  the  v i o l i n i s t  and p i a n i s t  Benjamin B la k e ,  the  

composer Johann Georg G r a e f f ,  and John F i e l d ,  who was to  a ch ieve  

i n t e r n a t i o n a l  r e c o g n i t i o n .  Concern ing  the  r e l a t i o n s h i p  between F i e l d  

and C le m e n t i ,  the Q u a r t e r l y  Mus ica l  Magazine no ted :

The e x t r a o r d i n a r y  and a d m i ra b le  t a l e n t s  o f  John F i e l d  must 
be s t i l l  f r e s h  in the  memory o f  a g r e a t  number o f  ou r  
r e a d e rs .  These t a l e n t s  Clement i  had c u l t i v a t e d  w i t h  un­
ceas ing  d e l i g h t ;  and he has o f t e n  been heard to  say ,  t h a t  
such was the q u ickness  o f  c o n c e p t i o n ,  r e t e n t i v e n e s s  o f  
memory, and f a c i l i t y  o f  e x e c u t io n  wh ic h  t h i s  h i g h l y - g i f t e d  
boy possessed,  t h a t  he seldom had o ccas ion  to  make the 
same remark t o  him a second t im e .  W i th  t h i s  f a v o u r i t e  
p u p i l ,  in  the  autumn o f  1802, he pa id  h i s  t h i r d  v i s i t  t o  
P a r i s ,  where he was re c e iv e d  w i t h  unabated esteem and
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a d m i r a t i o n .  T h is  p u p i l  d e l i g h t e d  e ve ry  one who heard h im; 
and what  i s  s t i l l  more w o r th y  o f  remark,  he p layed  some o f  
the g r e a t  fugues o f  Seba s t ian  Bach w i t h  such p r e c i s i o n  and 
i n i m i t a b l e  t a s t e  as to  c a l l  f o r t h ,  f rom a P a r i s i a n  a u d ie n c e ,  
the  most e n t h u s i a s t i c  a p p l a u s e . ^

From h i s  t e a c h in g ,  r e p o r te d  to  have been as much as s i x t e e n  

hours on some days a t  one guinea  per  hour l e s s o n ,  C lement i  d e r i v e d  a 

s i z a b l e  income. He in v e s te d  a s s e ts  i n c r e a s i n g l y  in  h i s  music p u b l i s h ­

ing f i r m ,  wh ich  l a t e r  expanded to  i n s t r u m e n t  making as w e l l .  He 

a s s o c ia te d  h i m s e l f  w i t h  Longman and e s t a b l i s h e d  Longman, C le m e n t i ,  S 

Co. in  1798 a f t e r  hav ing  e a r l i e r  s u f f e r e d  b an k ru p tc y  in  a s i m i l a r  f i r m .  

Clement i  remained a v i t a l  p a r t n e r  in  t h i s  bus iness  o r g a n i z a t i o n ,  

d e s p i t e  changes in  i t s  name, u n t i l  h i s  r e t i r e m e n t  f rom the  commercia l  

w o r ld  in  1830. In a d d i t i o n  to  h i s  e x p e r t i s e  as a businessman, Clement i  

a s s i s t e d  in  the  des ign  o f  h i s  f i r m ' s  mus ica l  i n s t r u m e n t s ,  and h i s  

a b i l i t y  as a l i n g u i s t  proved to  be an a s s e t  in  h i s  company's d e a l i n g s  

w i t h  the  l e a d in g  European p u b l i s h i n g  houses o f  A r t a r i a ,  P l e y e l ,  and 

B r e i t k o p f  and H a r t e l .

I t  was d u r in g  t h i s  p e r io d  t h a t  Clement i  e d i t e d  and p u b l i s h e d  

s e le c te d  works o f  Domenico S c a r l a t t i  and C o r e l l i ,  and in  1801-02,  the 

f i r s t  two i n s t a l l m e n t s  o f  h i s  a n th o lo g y  P r a c t i c a l  Harmony appeared .

Th is  p u b l i c a t i o n  c o n ta in e d  c o m p o s i t i o n s  by Paolo A g o s t i n i  and Giacomo 

P e r t i  r e p r e s e n t i n g  the  e a r l y  s e ven tee n th  c e n t u r y ,  and p rog ressed  

th rough  Hande l ,  Telemann,  and the  Bachs to  the  p r e s e n t ,  as re p re s en ted  

by Haydn and A 1 b r e c h t s b e r g e r . Of g r e a t e r  i n f l u e n c e  was the  I n t r o d u c -  

t i o n  to  the  A r t  o f  P la y in g  on the  P i a n o f o r t e  o f  1801, the  f i r s t  o f

12QMM 182 0:  3 1 2 - 1 3 .
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many w e l l  known p ia n o  methods o f  th e  n i n e t e e n t h  c e n t u r y .  Con ta ine d  

in  t h i s  s i x t y - t h r e e - p a g e  vo lume were  a b r i e f  summary o f  e l e m e n ta r y  

t h e o r y ,  b a s i c  p i a n i s t i c  e x e r c i s e s ,  m a jo r  and m ino r  s c a le s  w i t h  s ta n d a r d  

f i n g e r i n g ,  and i n f o r m a t i o n  on o r n a m e n t a t i o n .  F o l l o w i n g  t h i s  m a t e r i a l  

was a c o l l e c t i o n  o f  f i f t y  c o m p o s i t i o n s  o f  v a r i o u s  g rades  o f  d i f f i ­

c u l t y  by such composers as Hande l ,  C o r e l l i ,  Rameau, S c a r l a t t i ,  M o z a r t ,  

Bee thoven,  and Dussek.  The p ie c e s  were  a r ra n g e d  by keys w i t h  each 

g roup  b e ing  i n t r o d u c e d  by a s h o r t  p r e lu d e  composed by C le m e n t i .

The n e x t  e i g h t  y e a rs  o f  t r a v e l i n g  to o k  C le m en t i  t o  P a r i s ,  

V ienn a ,  S t .  P e t e r s b u r g ,  B e r l i n ,  Dresden ,  P rague,  Z u r i c h ,  and t h r o u g h ­

o u t  I t a l y  as a r e p r e s e n t a t i v e  o f  h i s  f i r m .  The purpose  o f  the  t r i p  

was t o  o b t a i n  p r i n t i n g  r i g h t s  f o r  new mus ic  and t o  s e l l  h i s  f i r m ' s  

p ia n o s .  John F i e l d  t r a v e l e d  w i t h  C lement i  t o  P a r i s ,  V ie n n a ,  and S t .  

P e te r s b u r g  d u r i n g  the  f i r s t  y e a r  and pe r fo rm ed  on th e  p ianos  in  o r d e r  

t o  d em o n s t ra te  t h e i r  m u s ic a l  c a p a b i l i t i e s .  F i e l d ,  a p p a r e n t l y  l i k i n g  

R u s s ia ,  dec ide d  t o  s e t t l e  t h e r e  and e v e n t u a l l y  e s t a b l i s h e d  a s u c c e s s ­

f u l  c a r e e r  as p e r f o r m e r  and composer t h r o u g h o u t  th e  c o u n t r y .  C lement i  

moved on t o  B e r l i n  f o r  a s h o r t  s t a y  d u r i n g  th e  summer o f  1803 where  

he was a ccep ted  i n t o  th e  e x c l u s i v e  Varnahagen C i r c l e ,  a g a t h e r i n g  o f  

i n t e l l e c t u a l s  i n t e r e s t e d  i n  t h e  a r t s .  Here he met C a r o l i n e  Lehmann, 

the  e i g h t e e n - y e a r - o l d  d a u g h te r  o f  th e  Chapel M as te r  o f  S t .  N i c o l a s  

Church,  and romance ensued.  W h i l e  i n  B e r l i n ,  C lement i  a l s o  met 

Giacomo Meye rbee r ,  known then  f o r  h i s  b r i l l i a n t  p ia n o  p e r fo rm a n c e s ,  

and th e  t a l e n t e d  Ludwig B e r g e r ,  whom he im m e d ia te l y  accep ted  as a 

p u p i l .  B e rge r  t r a v e l e d  w i t h  C lement i  in  autumn t o  Dresden where a
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second p ro m is in g  p u p i l ,  August  A. K le n g e l ,  j o i n e d  them. C lement i  and 

h i s  two s t u d e n t s  j o u rn e y e d  to  Vienna in  e a r l y  180^ where C lement i  met 

w i t h  r e p r e s e n t a t i v e s  f rom B r e i t k o p f  and H a r t e l  to  a r ra n g e  f o r  the  pub­

l i c a t i o n  o f  a comple te  e d i t i o n  o f  h i s  own works .

In V ie nna ,  Clement i  d e s i r e d  to  work  o u t  an agreement w i t h

Beethoven t o  p u b l i s h  some o f  h i s  c o m p o s i t i o n s ,  bu t  the  o p p o r t u n i t y

f o r  such was never r e a l i z e d  d u r i n g  t h i s  s o jo u r n .  The f o l l o w i n g

d e s c r i p t i o n  was p ro v ide d  by Fe rd in and  R ie s ,  a s t u d e n t  o f  Beethoven:

When he (C lem en t i )  came Beethoven wanted to  go to  him a t  
once,  bu t  h i s  b r o t h e r  pu t  i t  i n t o  h i s  head t h a t  Clement i  
ough t  t o  make the f i r s t  v i s i t .  Though much o l d e r  Clement i  
would  p ro b a b ly  have done so had no t  g o s s ip  begun to  
concern  i t s e l f  w i t h  the  m a t t e r .  Thus i t  came abou t  t h a t  
C lement i  was in  Vienna a long t im e w i t h o u t  knowing Bee­
thoven excep t  by s i g h t .  O f ten  we d in ed  a t  the  same t a b l e  
in  the  Swan, Clement i  w i t h  h i s  p u p i l  K lenge l  and Beethoven 
w i t h  me; a l l  knew each o t h e r  bu t  no one spoke to  the  o t h e r ,  
o r  c o n f i n e d  h i m s e l f  t o  a g r e e t i n g .  The two p u p i l s  had 
to  i m i t a t e  t h e i r  m a s te rs ,  because they  fe a re d  they  would 
o t h e r w i s e  lose  t h e i r  le sso n s .  Th is  wou ld s u r e l y  have 
been the  case w i t h  me because t h e r e  was no p o s s i b i l i t y  
o f  a m id d le  way w i t h  B e e th o v e n . ^3

Clement i  wou ld have to  w a i t  s e v e ra l  yea rs  b e fo re  a deal cou ld  f i n a l l y

be consummated w i t h  the  temperamental  Beethoven.  Du r in g  t h i s  s t a y

in  V ienna ,  Clement i  met the p i a n i s t  F r i e d r i c h  K a lk b r e n n e r ,  who was

i n t e r e s t e d  to  le a r n  o f  d e m e n t i ' s  method o f  t e c h n i c a l  deve lopment .

K a l k b r e n n e r ,  the  te a c h e r  o f  Chopin f o r  a b r i e f  t im e ,  l a t e r  s u p e rv is e d

a r e v i s i o n  o f  t h e  f i r s t  v o lu m e  o f  t h e  G r a d u s  ad P a r n a s s u m .

A f t e r  b r i e f  s tops  in Z u r i c h  and L e i p z i g ,  C lement i  and K lenge l  

r e tu r n e d  to  B e r l i n  where Clement i  and C a r o l i n e  Lehmann were m a r r i e d  in

^ A l e x a n d e r  Thaye r ,  The L i f e  o f  Ludwig van Bee thoven , 2 v o l s . ,  
re v .  and ed.  E l l i o t  Forbes ( P r i n c e t o n ,  N. J . :  P r i n c e to n  U n i v e r s i t y
P r e s s , 1964),  p. 348.
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September 1804. An ex tended honeymoon t h r o u g h o u t  I t a l y  f o l l o w e d ,  w i t h  

the  co up le  r e t u r n i n g  to  B e r l i n  the  f o l l o w i n g  s p r i n g .  T r a g i c a l l y ,  in  

August  1805, C a r o l i n e  d ie d  in  c h i l d b i r t h .  K a r l ,  the  i n f a n t ,  remained 

w i t h  the  Lehmanns, and he too d ie d  u n e x p e c te d ly  b e fo r e  re a c h in g  the 

age o f  tw e n ty .

In e a r l y  1806, C le m e n t i ,  accompanied by h i s  two young p r o te g e s ,  

Berger and K le n g e l ,  l e f t  f o r  a second t r i p  t o  S t .  P e te rs b u rg  where he 

had a rranged  f o r  a s e r i e s  o f  c o n c e r t s .  J u s t  as w i t h  F i e l d ,  the  two 

p u p i l s  met w i t h  g r e a t  success and dec ided  to  remain beh ind when Clement i  

dep a r ted  f o r  Vienna in  October o f  t h a t  y e a r .  I t  was d u r i n g  t h i s  

s o jo u rn  t h a t  Clement i  f i n a l l y  a ch ieved  a su c c e s s fu l  n e g o t i a t i o n  f o r  

the  r i g h t s  t o  Bee thoven 's  music .  A l e t t e r  f rom Clement i  t o  Col l a r d ,  

h i s  bus iness  p a r t n e r ,  in  A p r i l  1807 p ro v id e s  th e  d e t a i l s  o f  t h i s  

bus iness  a rrangem ent :

Dear Col l a r d :
By a l i t t l e  management and w i t h o u t  c o m m i t t i n g  m y s e l f ,  I 

have a t  l a s t  made a com p le te  conquest  o f  the  haughty  b e a u t y , 
Beethoven,  who f i r s t  began a t  p u b l i c  p laces  to  g r i n  and coque t  
w i t h  me, wh ich  o f  cou rse  I too k  c a re  no t  to  d i s c o u r a g e ;  then 
s l i d  i n t o  f a m i l i a r  c h a t ,  t i l l  mee t ing  him by chance one day 
in  the  s t r e e t — "Where do you lo dge ? "  says he; " I  have no t  
seen you t h i s  long  w h i l e ! " - - u p o n  wh ich  I gave him my add re ss .
Two days a f t e r  I found on my t a b l e  h i s  ca rd  b roug h t  by h im­
s e l f ,  f rom the  m a id 's  d e s c r i p t i o n  o f  h i s  l o v e l y  fo rm .  T h is  
w i l l  do,  th o u g h t  I .  Three days a f t e r  t h a t  he c a l l s  a g a in ,  
and f i n d s  me a t  home. Conceive then the  mutual e c s ta s y  o f  
such a m ee t ing !  I took  p r e t t y  good ca re  to  improve i t  t o  o u r  
h o u s e ' s  a d v a n t a g e ,  t h e r e f o r e ,  as  soon as  d e c e n c y  w o u l d  a l l o w ,  
a f t e r  p r a i s i n g  v e r y  handsomely some o f  h i s  c o m p o s i t i o n s :
"A re  you engaged w i t h  any p u b l i s h e r  in  London?"— "N o"  says 
he. "Suppose,  then ,  t h a t  you p r e f e r  me?"— "W i th  a l l  my 
h e a r t . "  "Done.  What have you r e a d y ? " - - " I '11 b r i n g  you a 
l i s t . "  In s h o r t  I agree  w i t h  him to  take  in  MSS. t h r e e
q u a r t e t s ,  a symphony, an o v e r t u r e  and a c o n c e r t o  f o r  the  v i o ­
l i n ,  wh ich  is  b e a u t i f u l ,  and w h ic h ,  a t  my re q u e s t  he w i l l
adapt  f o r  the  p i a n o f o r t e  w i t h  and w i t h o u t  a d d i t i o n a l  keys ;  and
a c o n c e r t o  f o r  the  p i a n o f o r t e ,  f o r  a l l  wh ich  we a re  to  pay

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



14

him two hundred pounds s t e r l i n g .  The p r o p e r t y ,  however,  
i s  o n l y  f o r  the  B r i t i s h  Domin ions.  To-day se ts  o f f  a 
c o u r i e r  f o r  London th rou gh  R uss ia ,  and he w i l l  b r i n g  ove r  
t o  you two o r  t h r e e  o f  the  ment ioned A r t i c l e s .

Remember t h a t  the  v i o l i n  c o n c e r t o  he w i l l  a dap t  h im­
s e l f  and send i t  as soon as he can.

The q u a r t e t s ,  e t c . ,  you may ge t  Cramer o r  some o t h e r  
ve ry  c l e v e r  f e l l o w  to  adapt  f o r  the  P i a n o - f o r t e .  The sym­
phony and the  o v e r t u r e  a re  w o n d e r f u l l y  f i n e  so t h a t  I 
t h i n k  I have made a ve ry  good b a r g a in .  What do you t h i n k ?
I have l i k e w i s e  engaged him to  compose two sona tas and a 
f a n t a s i a  f o r  the  P i a n o - f o r t e  wh ich  he i s  to  d e l i v e r  to  
ou r  house f o r  s i x t y  pounds s t e r l i n g  (mind I have t r e a t e d  
f o r  Pounds, no t  G u ineas ) .  In s h o r t  he has promised to  
t r e a t  w i t h  no one bu t  me f o r  the  B r i t i s h  Dominions.

In p r o p o r t i o n  as you re c e i v e  h i s  c o m p o s i t i o n s  you a re  
to  r e m i t  him the  money; t h a t  i s ,  he c o n s id e rs  the  who le  
as c o n s i s t i n g  o f  s i x  a r t i c l e s ,  v i z :  t h r e e  q u a r t e t s ,
symphony, o v e r t u r e ,  P i a n o - f o r t e  c o n c e r t o ,  v i o l i n  c o n c e r t o ,  
and the  a d a p ta t i o n  o f  the  s a id  c o n c e r t o ,  f o r  wh ich  he i s  
t o  rece i ve <^200.1 ^

The s p e c i f i c  works under agreement were the  Op. 59 Rasumovsky 

Q u a r t e t s ,  the  Symphony No. 4 ,  the  Piano Concerto  No. 4, the  V i o l i n  

C o n c e r to ,  and the  C o r i o l a n  O v e r t u r e . However, as was t y p i c a l  o f  d e a l ­

ings w i t h  Beethoven,  d i f f i c u l t i e s  a ro s e ,  and f rom the  l i s t  o f  works

under c o n t r a c t ,  o n l y  the  V i o l i n  Concerto  was issued as a f i r s t  e d i t i o n

by Clement i  S Co. Clement i  e xp e r ie n ce d  two m i s f o r t u n e s  d u r i n g  the  

t im e  o f  these  bus iness  t r a n s a c t i o n s :  the  dea th  o f  h i s  b r o t h e r ,  Gaetano,

wh ich  r e s u l t e d  in a subsequent  t r i p  t o  Rome; and a d i s a s t r o u s  f i r e  

t h a t  d e s t ro ye d  h i s  p ia no  f a c t o r y  in  London. The l a t t e r ,  i n v o l v i n g  a 

lo s s  o f  25 ,000  pounds,  was o n l y  a tempora ry  se tba ck  and in  s p i t e  o f  a 

few in c o nv e n ie n c e s ,  such as the  d e la y  in pay ing  Beethoven f o r  p r i n t i n g  

r i g h t s  t o  the  V i o l i n  C o n ce r to ,  the  company soon f l o u r i s h e d  a g a in .  

Clement i  suppo r ted  h i m s e l f  by t e a c h in g  d u r i n g  the  rema inder o f  h i s

^ I b i d . ,  pp. 417"18.
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s ta y  in Vienna and came in  c o n t a c t  w i t h  Ignaz Moscheles and Kar]  Czerny 

d u r in g  t h i s  t im e .

W i th  the  e x c e p t io n  o f  the  Sonata Op. 41, Clement i  p u b l i s h e d  no 

new music d u r i n g  h i s  ex tended yea rs  o f  t r a v e l  f rom 1802 t o  1810. How­

e v e r ,  he used the t im e  to  work on symphonic c o m p o s i t i o n s  and the p r e ­

p a r a t i o n  o f  the  Gradus ad Parnassum in a d d i t i o n  to  e d i t i n g  works f o r  

i n c l u s i o n  in  h i s  P r a c t i c a l  Harmony a n th o lo g y  and c o r r e c t i n g  and 

r e v i s i n g  e a r l i e r  works .

A l t h o u g h  the  e a r l y  d e a l i n g s  w i t h  Beethoven p ro v ide d  d i s a p ­

p o i n t i n g  r e s u l t s ,  Clement i  c o n t in u e d  to  n e g o t i a t e  p r i n t i n g  r i g h t s  f o r  

Bee thoven 's  wo rks ,  wh ich  c u lm in a te d  in  s i g n i f i c a n t  r e s u l t s  a f t e r  h i s  

r e t u r n  to  London in  1810. From 1810-11 d e m e n t i ' s  f i r m  issued f i r s t  

e d i t i o n s  o f  ten new works o f  Beethoven,  i n c l u d i n g  the  Op. 74 S t r i n g  

Q u a r t e t ,  the  Piano Sonatas o f  Op. 7 8 , 13,  and 81 a , the  "Empero r "  

Concer to ,  and the  Choral  Fan tasy .

A no th e r  jo yo us  o cca s ion  f o l l o w i n g  d e m e n t i ' s  r e t u r n  to  England 

was h i s  m a r r i a g e  in  J u l y  1811 to  Emma G isborne  who, l i k e  h i s  f i r s t  

w i f e ,  was a p oe tess .  The s i x t y - y e a r - o l d  Clement i  and h i s  w i f e  became 

the  p a r e n ts  o f  f o u r  c h i l d r e n .  V i n c e n t ,  the  o l d e s t  c h i l d ,  was born in 

1812 and,  f o l l o w i n g  h i s  g r a d u a t i o n  f rom Cambridge,  became a c le rgyman 

in O n t a r i o ,  Canada. C a e c i l i a  Susannah was the  o l d e r  o f  two d aug h te rs  

and m a r r i e d  Rev. John Smith ( t h e r e  were tw e lv e  c h i l d r e n  f rom t h i s  

m a r r i a g e ) .  C a r o l i n e ,  the  younger  d a u g h te r ,  m a r r i e d  a Mr. Canham and 

a l s o  ra i s e d  a l a r g e  f a m i l y .  The younger  son,  John,  d ied  in i860  

a f t e r  s u f f e r i n g  the  loss  o f  h i s  w i f e  and c h i l d .

The P h i lh a rm o n ic  S o c ie t y  was founded in 1813 by t h i r t y  o f
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London 's  most d i s t i n g u i s h e d  m u s ic ia n s  w i t h  i t s  purpose be ing  the  p e r ­

formance o f  r e c e n t l y  composed o r c h e s t r a l  mus ic .  C lement i  was a pp o in te d  

t o  one o f  s i x  d i r e c t o r s h i p s  o f  the  s o c i e t y .  The fo u n d in g  o f  t h i s  

p e r fo rm in g  group s p u r red  Clement i  i n t o  symphonic w r i t i n g  once more.

He a l s o  served as a r e g u l a r  c o n d u c to r  ( f rom the  keyboard )  f o r  the  

P h i l h a rm o n ic  per fo rm ances u n t i l  the  summer o f  1816 w h i l e  h i s  f r i e n d  

J .  P. Salomon was le a d e r  o f  the  o r c h e s t r a  u n t i l  h i s  dea th  in 1815- 

C l e m e n t i ' s  symphonies and h i s  a d a p ta t i o n s  o f  o t h e r  compose r 's  music 

were w e l l  r e c e iv e d  by the  London c r i t i c s .

In 1814, Clement i  was e l e c te d  to  membership in  the  p r e s t i g i o u s  

Swedish Royal Academy o f  M u s ic ,  an h ono ra ry  s o c i e t y  in  Stockholm 

rese rve d  f o r  f o r e i g n  a r t i s t s .  He was chosen to  re p la c e  G r e t r y  who 

had d ied  the  p re v io u s  y e a r .  As ev id e n ce  o f  h i s  p r i d e  in  r e c e i v i n g  

t h i s  a p p o in tm e n t ,  the  i n s c r i p t i o n  "Member o f  the Royal Academy o f  

S tockho lm " appeared on the  t i t l e  pages o f  se ve ra l  o f  h i s  f i n a l  w o rks ,  

i n c l u d i n g  the  Gradus ad Parnassum and the Sonatas Op. 50, d e d ic a te d  

t o  Cherub i n i .

C lement i  u n d e r to o k  a t r i p  t o  P a r i s  in  December 1816 f o l l o w i n g  

the  su c c es s fu l  per fo rmances o f  h i s  o r c h e s t r a l  works in  London. The 

P a r i s i a n  p u b l i c ,  however,  was n o t  r e c e p t i v e  to  h i s  symphon ies .  A 

re v ie w  in  the  Jou rna l  de P a r i s  s t a t e s :  "The second h a l f  o f  the  c o n c e r t

began w i t h  a grand symphony in  f o u r  long  movements by C le m e n t i ;  the 

aud ience  would have p r e f e r r e d  a symphony o f  Haydn, o f  M o za r t ,  o r  o f  

B ee thoven . "^ 5  Business m a t te r s  ke p t  him o ccup ied  in  P a r i s  th rough

' ^ P l a n t i n g a ,  op.  c i t . ,  p. 236.
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most o f  1817, and l a t e  in  the  ye a r  he t r a v e l e d  t o  F r a n k f u r t ,  where he 

spen t  a p r o d u c t i v e  t im e  composing and c o m p i l i n g  the second volume o f  

h i s  Gradus ad Parnassum. A r e t u r n  t o  England d u r i n g  the  summer o f  1818 

was f o l l o w e d  by per fo rm ances o f  new Clement i  symphonies t o  rave rev iews 

d u r i n g  the  nex t  c o n c e r t  season.

Clement i  t r a v e l e d  t o  P a r i s  aga in  b r i e f l y  in  1820, t h i s  t im e  to  

a r ra nge  f o r  the  s im u l ta ne o us  p u b l i c a t i o n  o f  h i s  p iano  works 0pp. 46-50 

in London,  P a r i s ,  and L e i p z i g .  Dur ing  t h i s  s o j o u r n ,  he aga in  met 

Ignaz Moscheles and c o n t r a c t e d  him to  p e r fo rm  in se ve ra l  P h i l h a rm o n ic  

S o c ie t y  c o n c e r t s  the  f o l l o w i n g  y e a r .  H ig h l y  acc la im ed  per fo rm ances  

o f  d e m e n t i ' s  symphonies were g ive n  by the  H o f t h e a t e r  O rc h e s t ra  in 

Munich and the  Gewandhaus O rc h e s t ra  in  L e i p z i g  d u r in g  the 1821-22 

c o n c e r t  season.  Clement i  p re s id e d  as usual  a t  the  keyboard .  En thu ­

s i a s t i c  p u b l i c  r e a c t i o n  to  d e m e n t i ' s  symphonic works c o n t in u e d  in  

London in  1824 when he was re p re s e n ted  in f i v e  o f  s i x  c o n c e r t s  o f f e r e d  

in  the  "C o n c e r t s  o f  A n t i e n t  and Modern M u s ic "  s e r i e s .  H is  f i n a l  ma jo r  

symphonic w o rk ,  "A New Grand N a t io n a l  Symphony," was p rem ie red  in  a 

March per fo rm ance  and was repea ted  by p u b l i c  demand in  two c o n c e r t s  

l a t e r  in  the  season,  d e m e n t i ' s  success as a symphon is t  was o n l y  

tem po ra ry ,  however,  as these c o m p o s i t i o n s  never became a p a r t  o f  the  

b a s i c  o r c h e s t r a l  r e p e r t o r y ,  and v e ry  few per fo rm ances o f  them o c c u r re d  

a f t e r  the  1824 season.

The ye a r  1826 saw the  c o m p le t io n  o f  the  t h i r d  i n s t a l l m e n t  o f

d e m e n t i ' s  Gradus ad Parnassum and h i s  t r i p  to  P a r i s  to  a r ra n g e  f o r
/

i t s  s im u l ta ne o us  p u b l i c a t i o n  by E ra rd ,  B r e i t k o p f  and H a r t e l  , and 

Clement i  and C o l l a r d .  Clement i  made a f i n a l  v i s i t  to  h i s  n a t i v e  I t a l y
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and to  V ienna in  1827, r e t u r n i n g  to  London in autumn o f  the y e a r .

Severa l  months l a t e r ,  an e l a b o r a t e  t e s t i m o n i a l  banquet  h o n o r in g  C lement i

was g ive n  by h i s  f r i e n d s  and a d m i re r s  a t  the  A l b i o n  Hotel  w i t h  s i x t y

d i s t i n g u i s h e d  gues ts  p r e s e n t .  J .  B. Cramer,  h i s  fo rm er  s t u d e n t ,  and

Moscheles ,  who had s e t t l e d  in London and was now a c lo s e  f r i e n d  o f

C le m e n t i ,  o rg a n iz e d  the a f f a i r .  Works o f  Clement i  were p e r fo rm ed ,

i n c l u d i n g  a due t  f o r  p ia no  f rom Op. lA p la yed  by Cramer and Moscheles.

A d e s c r i p t i o n  o f  the  h i g h l i g h t  t h a t  even ing  was p ro v id e d  by Mosche les :

Of course  a w ish  was expressed and r a p t u r o u s l y  app lauded ,  
t h a t  C le m e n t i ,  the  f a t h e r  o f  p i a n o f o r t e  p l a y i n g ,  shou ld  
be heard on t h i s  o c c a s io n ,  and thus p rove  h i s  r i g h t  to  the 
t i t l e .  Clement i  rose f rom h i s  c h a i r ;  Smart ,  Cramer,  and 1 
led him t o  the  i n s t r u m e n t .  The e x c i t e m e n t  was g r e a t ,  the  
the  who le  p a r t y  e a g e r l y  l i s t e n i n g .  Clement i  had no t  been
heard f o r  y e a r s .  He ex te m p o r ize d  on a theme f rom Hande l ,
and c o m p le te l y  c a r r i e d  us away by h i s  f i n e  p l a y i n g .  His 
eyes gleamed w i t h  y o u t h f u l  f i r e ;  those o f  many o f  h i s  
hea re rs  were dimmed w i t h  t e a r s  o f  e m o t ion .  Am ids t  shou ts  
o f  a pp la u s e ,  and the  h e a r t i e s t  c o n g r a t u l a t i o n s ,  he resumed
h is  s e a t . 16

A f i n a l  p u b l i c  keyboard per fo rm ance  by C lement i  took  p la c e  b e fo re  

f r i e n d s  in  J u l y  1828 a t  the  home o f  Mosche les .  Among s p e c i a l  gues ts  

p re s e n t  were th e  b r i l l i a n t  young soprano H e n r i e t t e  Sontag,  whom Bee­

thoven had chosen as s o l o i s t  in  the  p rem ie re  o f  h i s  N in th  Symphony, 

and S i r  W a l t e r  S c o t t ,  the  eminen t  n o v e l i s t  and p oe t .

F o l l o w in g  r e t i r e m e n t  f rom h i s  b us iness  f i r m ,  Clement i  moved 

w i t h  h is  f a m i l y  to  an e s t a t e  to  Evesham in  W o r c e s t e r s h i r e .  T h e r e ,  a t  

the  age o f  e i g h t y  y e a r s ,  he d ied  on March 10, 1832 a f t e r  a b r i e f

^ c h a r l o t t e  Mosche les ,  e d . ,  Recent  Music and M u s ic ia n s ,  as 
Descr ibed  in  the D i a r i e s  and Correspondence o f  Ignaz Moscheles (New 
York :  Henry H o l t  and Company, 1873; r e p r i n t  e d . , t r a n s .  A. D. C o l e r i d g e ,
New York :  Da Capo P ress ,  1970),  pp. 127"28.
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i l l n e s s .  Funeral  s e r v i c e s  were he ld  in  W es tm ins te r  Abbey.  The p r i o r  

o f  the  Abbey o f f i c i a t e d ,  and c h o i r s  f rom the  Royal Chapel and the 

Church o f  S a i n t  Paul j o i n e d  w i t h  t h a t  o f  the  Abbey to  p r o v id e  s p e c i a l  

mus ic .  Because o f  h i s  c o n t r i b u t i o n s  to  E n g l i s h  c u l t u r e ,  C lement i  was 

honored w i t h  b u r i a l  in  t h e  C l o i s t e r s  o f  W e s tm in s te r  Abbey.  His tomb 

bears the  a p p r o p r i a t e  i n s c r i p t i o n :

MUZIO CLEMENTI 
c a l l e d

The F a the r  o f  the  P i a n o f o r t e  
His fame as a m us ic ia n  

and composer 
Acknowledged th r o u g h o u t  Europe 

p rocured  him the  honor 
o f  a p u b l i c  i n te r m e n t  

in  t h i s  c l o i s t e r  
Born a t  Rome, 1752 

Died a t  Evesham, 1832.
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CHAPTER I I

TECHNICAL STUDIES FOR THE PIANO PUBLISHED DURING 

THE FIRST THREE DECADES OF THE NINETEENTH CENTURY

Contemporary w i t h  the  p u b l i c a t i o n  o f  d e m e n t i ' s  Gradus ad 

Parnassum were o t h e r  pedagog ic  works w i t h  s i m i l a r  i n t e n t .  T h is  s tudy  

w i l l  d i s c u s s  the  most  s i g n i f i c a n t  examples o f  these  e a r l y  e tude  works 

f o r  the  p i a n o f o r t e . ^

Johann B a p t i s t  Cramer has been c r e d i t e d  w i t h  p u b l i s h i n g  the  

f i r s t  e tude  c o m p i l a t i o n  c o v e r i n g  most aspec ts  o f  e a r l y  p i a n o f o r t e  

t e c h n iq u e .  As s t a t e d  p r e v i o u s l y ,  Cramer was a s t u d e n t  o f  Muzio d e ­

ment i  f o r  a p p r o x im a te l y  a yea r  b e g in n in g  in  the  autumn o f  1783, and

some s c h o l a r s  c l a i m  t h a t  Cramer too k  h i s  idea o f  composing an e tude

2
c o l l e c t i o n  f rom h i s  m as te r .  His most  im p o r t a n t  c o n t r i b u t i o n  to  the 

r e p e r t o r y  f o r  d e v e lo p in g  te c h n iq u e  f o r  the  p iano  was two volumes o f  

e i g h t y - f o u r  e tu d es .  The f i r s t  c o l l e c t i o n ,  the  Etude pour le  p i a n o ­

f o r t e ,  c o n te n a n t  42 E x e r c i s e s ,  en d i f f e r e n s  to n s ,  c a l c u l e s  pour f a c i l i -  

t e r  les  p ro g re s  des Personnes qui  se p ro p o se n t  d ' e t u d i e r  c e t  i n s t ru m e n t  

a f o n d , Op. 39,  appeared in 1803 o r  1804, and the  second vo lume, the 

S u i te  de 1 'e tu d e  pour l e  p i a n o f o r t e ( e t c . ) , Op. 40,  was p u b l i s h e d  in

^Much o f  the  m a t e r i a l  in  t h i s  d i s c u s s io n  w i l l  be drawn f rom 
"The Development o f  the  Etude f o r  P i a n o f o r t e "  by P e te r  F e l i x  Ganz, and 
o n l y  d i r e c t  quo tes  w i l l  be s p e c i f i c a l l y  acknowledged.

2
S p e c i f i c  i n f o r m a t i o n  r e l a t i n g  to  t h i s  m a t t e r  w i l l  be p r e ­

sented  in the n ex t  c h a p te r .

20
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1810. A t e s t i m o n i a l  a pp e a r ing  in the  A l lg e m e in e  m u s i k a l i s c h e  Z e i t u n g

f o l l o w i n g  the p u b l i c a t i o n  o f  the  Op. bO c o l l e c t i o n  expressed  the  h ig h

esteem w i t h  wh ic h  Cramer and these works were he ld  by the  p u b l i c :

The grand Etudes o f  Cramer in  London c e r t a i n l y  b e lo n g ,  f o r  
more than one reason ,  a t  the  top  o f  the  l i s t  o f  those works 
by wh ich  the  t r u l y  a r t i s t i c ,  n o b le ,  and s o l i d  p i a n o f o r t e  
p l a y i n g  te c h n iq ue  in  Germany has been so e x t r a o r d i n a r i 1y f u r ­
the re d  d u r i n g  the  l a s t  qu inquenn ium .  The e tudes  a re  o f  
h i g h l y  i n t r i n s i c  v a lu e  and m e r i t  due to  t h e i r  mus ica l  i n ­
v e n t i v e n e s s  and t a s t e ,  and by v i r t u e  o f  t h e i r  fo rma l
e x e c u t io n  and d e s i g n — s p i r i t u a l ,  i n t e l l e c t u a l ,  and mechan- 
i c a l - - o r  because o f  the  c o m b in a t io n  o f  a l l  the  a f o r e s a i d  
d i s t i n c t i v e  f e a t u r e s .  The f i r s t  volume met w i t h  such a 
f a v o r a b l e  r e c e p t i o n  t h a t  t h e r e  a re  no le ss  than f i v e  d i f ­
f e r e n t  e d i t i o n s  o f  i t  in  e x i s t e n c e  a t  the p re s e n t  t im e ,  and 
th e r e  is  h a r d l y  a s i n g l e  p i a n i s t  o f  any re p u te  a l i v e  who 
who wou ld be ab»e to  p r o fe s s  comp le te  u n f a m i l i a r i t y  w i t h  
the  wo rk .  We a re  c e r t a i n  t h a t ,  because o f  the w o r k ' s  h ig h  
r e p u t a t i o n ,  o u r  reade rs  w i l l  be d e l i g h t e d  to  l e a r n  t h a t  a 
second volume o f  t h i s  p u b l i c a t i o n  has j u s t  been p u b l i s h e d  
by B r e i t k o p f  and H a r te l  in  L e i p z i g .  We mere ly  announce
t h a t  f a c t  a t  the  moment; some t im e  w i l l  e la pse  b e fo re  a
d e t a i l e d  re v ie w  may appear in  t h i s  paper .  J u s t  t h i s  much 
be s a i d :  the  second volume is  a w o r th y  companion to  the
f i r s t ;  i t  c o n ta i n s  f o r t y - t w o  c o m p o s i t i o n s  o f  v a r i e d  n a t u r e .  
F i n g e r i n g s  a re  i n d i c a t e d  in  a l l  d i f f i c u l t  and dub ious  pas­
sages,  and i t  seems t h a t  even more care  has been devoted to  
t h i s  a spec t  he re ,  as compared to  the  f i r s t  vo lu m e.^

A c c o rd ing  t o  the b io g r a p h e r  Anton S c h i n d l e r ,  Beethoven a l s o

5
th o u g h t  v e ry  h i g h l y  o f  these  e tu d es .  He s t a t e d  t h a t  these works were 

the  b a s i s  f o r  d e f t  and sound p i a n o f o r t e  p l a y i n g  and were the  b es t  p r e ­

p a r a t i o n  f o r  the per fo rm ance  o f  h i s  own works .  Moreover,  Beethoven

JA l i s t  o f  Cramer 's  o t h e r  pedagog ic  works appears on pp.  7b~75 
in  the  Ganz d i s s e r t a t i o n .

b
Quoted f rom Ganz, op.  c i t . ,  p. 78.

^Anton F e l i x  S c h i n d l e r ,  Beethoven as I Knew Him, ed.  Donald W. 
M acArd le ,  t r a n s .  Constance S. JoTTy (Chape 1 H i l l :  U n i v e r s i t y  o f  North
C a r o l i n a  P ress ,  1966),  p. 379,  f rom B io g r a p h ie  von Ludwig van Beethoven 
(M uns te r ,  A s c h e n d o r f f ,  i 8 6 0 ) .
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planned to  i n c l u d e  the  Cramer e tu des  as an im p o r ta n t  p a r t  o f  h i s  own 

p iano  method,  wh ich  never m a t e r i a l i z e d ,  however.  In a d d i t i o n  t o  hav ing  

the  e a r l i e r  etude c o l l e c t i o n  in h i s  mus ica l  l i b r a r y ,  Beethoven recom­

mended the  use o f  Cramer 's  e tudes  in  the  keyboard  i n s t r u c t i o n  o f  h i s  

nephew Kar l  by Czerny.  For t h i s  pu rpose ,  Beethoven a nno ta te d  some 

twen ty  o f  the  e tudes  w i t h  e x p r e s s io n  and a c c e n t u a t i o n  marks.

As im p l i e d  by " d i f f e r e n s  t o n s "  in  the  comp le te  t i t l e s  o f  the  

84 E tu d e s , t h e r e  i s  no t  an e tude  f o r  e ve ry  m a jo r  and m in o r  key.  The 

keys most  f r e q u e n t l y  used a re  those  w i t h  t h r e e  a c c i d e n t a l s  o r  l e s s ,  

and an e tude  in  D - f l a t  m a jo r  i s  n o t  re p re sen ted  in  e i t h e r  c o l l e c t i o n .  

There  is  no o r g a n i z a t i o n  o f  the  e tudes  by key scheme o r  b y ’ p r o g r e s s i v e  

in c re a se  in  d i f f i c u l t y .  The e tudes  v a ry  in  le n g th  f rom tw e n ty - tw o  

(number 1) to  n i n e t y - f i v e  bars (number 70) and a re  n o t  too  long  to  

p re s e n t  an added endurance p roblem to  t h a t  o f  the  t e c h n i c a l  p roblem 

a l r e a d y  i n t r o d u c e d .

About  o n e - f o u r t h  o f  the e i g h t y - f o u r  s t u d i e s  a re  p ie ce s  based 

on a s h o r t ,  c h a r a c t e r i s t i c  m o t i f  t h a t  is  deve loped  c o n t i n u o u s l y  

t h r o u g h o u t  the  e tu d e .  The m o t i f ,  u s u a l l y  f e a t u r e d  s im u l t a n e o u s l y  in 

bo th  hands,  i s  s u b je c te d  t o  m o d u la t i o n ,  i n v e r s i o n ,  and v a r i a t i o n ,  

r e s u l t i n g  in the e tude  becoming p r o g r e s s i v e l y  more d i f f i c u l t .  B in a ry  

and t e r n a r y  fo rm a re  each re p re sen te d  in  a p p r o x im a te l y  t h i r t y  o f  the  

e i g h t y - f o u r  e tu d e s .  There  a re  t h r e e  e tu des  in  rondo fo rm and no 

examples o f  fugue.  Concern ing  the  p lacement  o f  the t e c h n i c a l  d i f f i ­

c u l t y  by hand,  the  f o l l o w i n g  a rrangement  r e s u l t s :  e tu des  w i t h  r i g h t

hand problems o n l y :  t w e n t y - f i v e ;  e tudes  w i t h  l e f t  hand problems

e x c l u s i v e l y :  e i g h t ;  e tudes  p r e d o m in a n t l y  f o r  the r i g h t  hand:  e le v e n ;
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etudes  w i t h  equal  demands f o r  bo th  hands:  f o r t y .  Cramer thus shows

a p re fe re n c e  f o r  the  r i g h t  hand,  wh ich  i s  t y p i c a l  o f  the  t im e ,  a l t h o u g h  

the  deve lopment o f  the  l e f t  hand i s  n o t  c o m p le te l y  n e g le c te d  in  these 

wo rks .  A t e c h n iq u e  t h a t  Cramer o f t e n  uses in  e tudes  in  t e r n a r y  fo rm 

i s  p l a c i n g  the  t e c h n i c a l  p roblem in  the l e f t  hand in the  B s e c t i o n ,  

a l l o w i n g  the r i g h t  hand to  r e l a x  by p l a y i n g  an accompaniment between 

i t s  s t re nu ous  demands in  the  A s e c t i o n s .

Many o f  the  Cramer e tudes  f e a t u r e  f i n g e r  . independence p rob lem s ,  

such as m e lo d ic  and accompan imenta1 mus ica l  l i n e s  per fo rm ed by one hand. 

Cramer uses c o n t r a s t i n g  touches  a t  t imes  t o  in c rease  the  d i f f i c u l t y  o f  

t h i s  t e c h n i c a l  demand as w e l l  as i n t r o d u c i n g  the  same demand s i m u l ­

ta n e o u s ly  in  bo th  hands.  O ther e tudes  f e a t u r e  passages in  p a r a l l e l  

t h i r d s  and s i x t h s ,  a t rademark  o f  d e m e n t i ' s  v i r t u o s i c  w r i t i n g .  Cramer 

may have deve loped  t h i s  t e c h n iq u e  d u r i n g  h i s  yea r  o f  keyboard  s tud y  

w i t h  C le m e n t i .  A no the r  example o f  f i n g e r  independence in t r o d u c e d  in 

the  Cramer etudes  i s  the  p roblem o f  t r i l l i n g  and p l a y i n g  a melody in 

the  same hand,  a t e c h n iq u e  Beethoven f r e q u e n t l y  used in h i s  l a t e  

sona tas .  Of s i m i l a r  d i f f i c u l t y  i s  Cramer 's  c o n s t r u c t i n g  a broken 

chord  accompanimental  p a t t e r n  t h a t  c o n t i n u e s  th r o u g h o u t  the  e tu d e ,  

f rom wh ich  the  top  o r  bo t tom no tes  o f  the f i g u r e  have to  be b ro u g h t  

o u t  to  fo rm a m e lo d ic  l i n e .  An e x te n s io n  o f  a t e n t h  i s  r e q u i r e d  

c o n s i s t e n t l y  t h ro u g h o u t  the  e tu des .

Te chn ica l  r e q u i re m e n ts  n o t  e x p l o i t e d  in C ramer ' s  e tudes  a re  

o c ta v e  passages and c o n t in u o u s  p o l y rh y th m  c o m p l e x i t i e s ,  a l t h o u g h  

i n d i v i d u a l  c ro ss rhy thm s  n a t u r a l l y  o ccu r  th r o u g h o u t  the s t u d i e s .  A l s o ,  

Cramer does n o t  seek to  d eve lop  w r i s t  a c t i o n  bu t  i n s te a d  p r o v id e s  the

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



2k

means to  d eve lop  f i n g e r  s t r e n g t h ,  a g i l i t y ,  and independence.  Cramer 's  

f i n g e r i n g s  i n d i c a t e d  in  the  e tudes  a re  p i a n i s t i c  and p r a c t i c a l .  He 

does no t  l i m i t  h i m s e l f  t o  one s t r i c t  r u l e  o r  p a t t e r n  bu t  o f f e r s  com­

b i n a t i o n s  t h a t  the p e r fo rm e r  can use as the music d i c t a t e s .  For i n ­

s ta n c e ,  a l t h o u g h  he p r e f e r s  t h a t  thumbs no t  be used on b la c k  keys 

in runs and s c a le s ,  he i n d i c a t e s  t h a t  the  thumbs a re  to  p la y  b la c k  

keys i f  t h e i r  use c o n t in u e s  a r e c u r r i n g  f i n g e r i n g  p a t t e r n  and the 

m ot ion  i s  n a t u r a l  and c o m f o r t a b le .  Cramer a l s o  i n d i c a t e s  some f i n g e r  

s u b s t i t u t i o n s  w h i l e  a key i s  s t i l l  depressed in  o r d e r  to  m a in t a i n  a 

l e g a t o  mus ica l  l i n e .  However,  he does n o t  n o r m a l l y  m a in ta in  l e g a to  

f i n g e r i n g  in  doub le  no te  passages.  A c c o rd in g  to  the f i n g e r i n g  i n d i ­

c a t i o n s  t h a t  he has l e f t ,  Cramer no l o n g e r  a l l o w s  the  e a r l i e r  p r a c t i c e  

o f  pass ing  the  second f i n g e r  o v e r  the  t h i r d ,  and the t h i r d  f i n g e r  o v e r  

the  f o u r t h  in s c a le  passages.

In summariz ing  h i s  e v a l u a t i o n  o f  these s t u d i e s ,  P e te r  Ganz 

has w r i  t t e n :

. . . C ramer 's  8k Etudes a re  a s u c c e s s f u l l y  composed se t  
o f  t e c h n i c a l l y  c h a l l e n g i n g ,  m u s i c a l l y  o r i g i n a l  and i n t e r e s t ­
ing p ie c e s ,  pedagog ica l  1y h e l p f u l ,  though n o t  s y s t e m a t i c a l l y  
a r ra n ge d .  T h e i r  immediate and i n t e r n a t i o n a l  success ,  t h e i r  
l a s t i n g  r e c o g n i t i o n ,  and t h e i r  numerous e d i t i o n s  and re ­
e d i t i o n s ,  i n c l u d i n g  arrangements  o f  f i f t y  o f  them f o r  two 
p ianos  (by H e n s e l t ) ,  s u p p o r t  t h a t  judgment .

Hans von Bulow, in  h i s  e d i t i o n  o f  f i f t y  s e le c te d  e tudes  o f  Cramer,

s t a t e s  a s i m i l a r  o p i n i o n  c o n c e rn in g  the  im por tance  o f  these w o rk s :

As a means o f  im p a r t i n g  to  the  p i a n o f o r t e  p l a y e r  e x e c u t i o n  
(Technique) t s i c \  and c o r r e c t  i n t e r p r e t a t i o n  ( V o r t r a g )  , 
t h i s  work  is  much s u p e r i o r  to  a l l  s i m i l a r  p r o d u c t i o n s

£
Ganz, op.  c i  t . , p. 93-

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



25

un less  we excep t  d e m e n t i ' s  Gradus ad Parnassum, to  wh ich  
i t  forms a most a p p r o p r i a t e  i n t r o d u c t i o n . I

In 1805, Danie l  S t e i b e l t  p u b l i s h e d  the second t r u e  e tude  w o rk ,  

the  Etude pour l e  p i a n o f o r t e ,  c o n te n a n t  50 E xe rc is e s  de d i f f e r e n t s  

g e n r e s , Op. 7 8 , a p p r o x im a t e l y  one yea r  a f t e r  Cramer 's  Op. 39 c o l l e c t i o n  

o f  e tudes  appeared .  S t e i b e l t 1s o t h e r  pedagog ic  w o rk ,  the  Methode de 

P iano ,  ou l ' a r t  d ' e n s e i g n e r  c e t  I n s t r u m e n t , c o n t a i n i n g  e i g h t  l e ss  

s i g n i f i c a n t  e tu d e s ,  was p u b l i s h e d  in 1809. In c o n t r a s t  to  the  usual 

s u p e r f i c i a l i t y  c h a r a c t e r i s t i c  o f  S t e i b e l t ' s  keyboard o u t p u t ,  the  Op.

78 etudes  a re  o f  g r e a t e r  m e r i t ,  and a c c o r d in g  to  G o t t f r i e d  M u l l e r ,  

S t e i b e l t ' s  b io g r a p h e r ,  the reason i s  o b v io u s .  There a re  c lo s e  s i m i ­

l a r i t i e s  between a number o f  S t e i b e l t ' s  s t u d ie s  and some o f  the  e tudes  

f rom Cramer 's  f i r s t  c o l l e c t i o n  p u b l i s h e d  the p re v io u s  y e a r .

S h o r t l y  a f t e r  a r r i v i n g  f o r  h i s  second London s o jo u rn  (1802- 
0 5 ) ,  Clement i  l e f t ,  t o g e t h e r  w i t h  h i s  p u p i l  F i e l d ,  . . .
f o r  an extended a r t  and b us iness  t r i p  wh ich  kep t  him away
from London f o r  many y e a r s .  Cramer,  however,  remained in 
London,  and S t e i b e l t  had much o p p o r t u n i t y  to  a c q u a in t  
h i m s e l f  w i t h  h i s  (C ram er 's )  c o m p o s i t i o n s  and manner o f  
p l a y i n g .  A f t e r  Cramer had p u b l i s h e d  the  f i r s t  book o f  
e tudes  . . . nobody r e a l i z e d  the  i n h e r e n t  im por tance  o f  
t h a t  new work more r a p i d l y  and more c l e a r l y  than S t e i b e l t .
Having a cunn ing  sense f o r  bus ine ss  o p p o r t u n i t i e s ,  he 
dec ided  to  rep ea t  Cramer 's  London success in P a r i s  by 
p u b l i s h i n g  an e tude  work  o f  h i s  own in  the  l a t t e r  m e t ro ­
p o l i s .  In s p r i n g  o f  1805 he re tu r n e d  . . .  t o  P a r i s ,  and
in the  same y e a r  h i s  opus 78 . . . appeared t h e r e .  . .
S t e i b e l t ' s  e tudes  a re  u n t h i n k a b l e  w i t h o u t  C ramer ' s  model .
Some a re  so s i m i l a r  t h a t  the y  reach the l i m i t  o f  the
permi ss i b l e .8

^Quoted in  i b i d . ,  p.  95.

^Quoted by Ganz, p. 99> f rom G o t t f r i e d  M u l l e r ,  Dan ie l  S t e i b e l t , 
s e in  Leben und se in e  K la v ie r w e r k e  (Etuden und Sonaten) ( S t r a s b o u r g : 
H e i t z  & Co . ,  1933),  PP- 62-63 .
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Concern ing  the s t r u c t u r a l  o r g a n i z a t i o n  o f  S t e i b e l t ' s  e tu d e s ,  a 

v a s t  m a j o r i t y ,  f o r t y - t w o  o f  the  f i f t y ,  a re  c a s t  i n t o  two- and t h r e e -  

p a r t  song fo rm s .  The re m a in in g  e i g h t  works a re  in a form based on 

c o n t in u o u s  deve lopment o f  a s h o r t  m o t i f .  By c o n t r a s t ,  more than one 

f o u r t h  o f  Cramer 's  84 Etudes a re  composed in t h i s  t ype  o f  s t r u c t u r e .  

A l s o ,  the l y r i c a l  p ia no  p ie c e  c h a r a c t e r i s t i c  o f  the  e a r l y  r o m a n t i c  

p e r io d  i s  w e l l  re p re se n te d  in  S t e i b e l t ' s  c o l l e c t i o n  o f  e tu d e s .  Several  

o f  these  works a re  q u i t e  s i m i l a r  to  examples in Mende lssohn 's  Songs 

Wi t h o u t  Words and may have served  as t h e i r  p re d e ce sso rs .

S t e i b e l t  i n t r o d u c e s  two new te c h n i c a l  problems in  h i s  s t u d i e s .  

Etude No. 22 e x p l o i t s  p a r a l l e l  o c ta v e  p l a y i n g ,  and No. 13 is  the  f i r s t  

e tude  in u n i s o n .  The l a t t e r  p ie c e  may have i n f l u e n c e d  Chopin in the 

c o m p o s i t i o n  o f  the  f i n a l e  o f  the  Sonata in B - f l a t  M ino r  and the  P re lude  

Op. 28, No. 14, as bo th  Chopin works a re  s i m i l a r  to  the e tude  in  s t y l e  

and t e x t u r e .  In a d d i t i o n ,  the  S t e i b e l t  e tude  and C h o p in 's  p r e lu d e  a re  

in the  same key,  E - f l a t  m in o r .  A l t h o u g h  known f o r  h i s  f a c i l e  t re m o lo  

te c h n iq u e ,  S t e i b e l t  does n o t  e x p l o i t  t h i s  type  o f  p l a y i n g  in  any o f  

h i s  e tu d e s .  T h is  f a c t  i s  unusual  s in c e  the  v i r t u o s i c  t rademarks  o f  

each e a r l y  e tude  composer a re  n o r m a l l y  w e l l  r e p re s e n te d  in h i s  o u t p u t .  

The numerous doub le  no te  passages in d e m e n t i ' s  Gradus ad Parnassum and 

Cramer 's  e x p l o i t a t i o n  o f  independent  m e lo d ic  and accompan imenta1 l i n e s  

in  one hand in  h i s  84 Etudes a t t e s t  to  t h i s  f a c t .

A t e c h n i c a l  p rob lem f e a t u r e d  in  the  S t e i b e l t  e tudes  o b v i o u s l y  

taken f rom Cramer models is  independent  f i n g e r  t e c h n iq u e  r e q u i r i n g  a 

melody and a c o n t r a p u n t a l  o r  syncopated accompanimental  p a t t e r n  to  be 

per fo rmed in  one hand.  O the r  e tudes  p r e s e n t  c h a l l e n g e s  in the p e r f o r -
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mance o f  doub le  n o te s ,  t r i l l s ,  a r p e g g io s ,  and broken c h o rd s .  S t e i b e l t

a l s o  g iv e s  p r i o r i t y  to  the  deve lopment o f  the  thumb in se ve ra l  o f  h i s

s t u d ie s  and shows a p r e fe r e n c e  f o r  d e v e lo p in g  the  r i g h t  hand,  as was

t r u e  o f  Cramer.  F u r t h e r  compar ison  w i t h  Cramer 's  e tudes  a re  f a v o r a b l e

as the  S t e i b e l t  p ie ce s  a re  c h a r a c t e r i z e d  “ by a f r e e r  t r e a tm e n t  o f  the

fo rm  and o f  v o i c e  l e a d in g ,  and by t h e i r  o r i g i n a l i t y  o f  m e lo d ic  

9t r e a t m e n t .

Joseph W o l f l ,  the  p ia no  v i r t u o s o  f rom S a lz b u rg ,  p u b l i s h e d  h i s

Methode de P iano ,  c o n te n a n t  50 e x e r c i s e s  d o i g t e e s , Op. 56,  in  1812.

A d e s c r i p t i o n  o f  the  c o n te n t s  o f  the  s t u d ie s  f rom t h i s  work shows them

to  be in  the form o f  e tudes  r a t h e r  than j u s t  s h o r t  e x e r c i s e s  f o r  the

purpose o f  d e v e lo p in g  f i n g e r  s t r e n g t h  and c o n t r o l .  R icha rd  Baum,

W o l f l ' s  b io g r a p h e r ,  w r i t e s :

W o l f l ,  j u s t  l i k e  any o t h e r  re sp ec ted  p i a n i s t  o f  h i s  t im e ,  
w r o te  a Methode de P ia n o , t o o .  The work  c o n s i s t s  o f  two 
p a r t s ,  a s im p le r  and a more d i f f i c u l t  one,  o f  t w e n t y - f i v e
e tudes  each.  There a re  e tudes  o f  the f o l l o w i n g  t y p e s :
f i n g e r i n g s  in chang ing  notes and in  e m b e l l i s h m e n ts ;  a l l  
k in d s  o f  genera l  p i a n o f o r t e  f i g u r a t i o n s ,  l a t e r  w i t h  he ld  
no tes  added;  e tudes  f o r  accu racy  o f  h i t t i n g  c o r r e c t  no tes  
when c r o s s in g  hands;  t r i l l s ,  l a t e r  in  i n n e r  v o i c e s ,  w h i l e  
bass and melody c o n t i n u e ;  a rp e g g io s  o f  v a r i e d  types  f o r  one 
hand o r  f o r  bo th  hands t o g e t h e r ;  sca les  and passage work ;  
passages in  doub le  t h i r d s ,  s i x t h s  and oc ta ve s  in  one hand; 
a l s o  broken oc ta ves  made more d i f f i c u l t  by a rhy thm in 
t r i p l e t s ;  t r i p l e t  passages p la yed  a g a i n s t  melody l i n e s ;  
passages in  d o t t e d  rhy thm s.  The oddes t  keys (some w i t h  a 
key s i g n a t u r e  o f  doub le  f l a t s )  a re  f e a t u r e d .  The f i f t i e t h  
s tudy  is  a smal l  p ie c e  o f  e x c e s s i v e  d i f f i c u l t y .  The work 
was in tended  f o r  v i r t u o s o s  r a t h e r  than f o r  the  genera l  
p u b l i c  o f  amateurs and d i l e t t a n t e s .  Most e x e r c i s e s  aim 
f o r  a lo ose  w r i s t .

9 1b i d . ,  p. 97.

^ R i c h a r d  Baum, Joseph W o l f l  (K a s s e l :  B a r e n r e i t e r - V e r l a g ,
1928),  p.  56,  as quo ted in  Ganz, op.  c i t . ,  pp.  107- 08.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



2 8

S i g n i f i c a n t  in  Baum's d e s c r i p t i o n  i s  the  s ta te m e n t  t h a t  these e tudes  

a re  f o r  p r o f e s s i o n a l  m u s ic ia n s  f o r  i f  t h i s  i s  c o r r e c t ,  W o l f l ' s  e tudes  

would be the  f i r s t  c o l l e c t i o n  so d e s ig n a te d .  In the  n i n e t e e n t h  c e n t u r y ,  

the  gap in  a b i l i t y  between the  p r o f e s s i o n a l  and the  amateur p i a n i s t  

grows p r o g r e s s i v e l y  w i d e r .  A lso  i n t e r e s t i n g  in  se ve ra l  o f  the  s t u d ie s  

i s  the emphasis on c o u n te r r h y th m ,  a t ech n iq ue  t h a t  c o n t i n u e s  to  be 

used w i t h  g r e a t e r  f re qu e ncy  as r e f l e c t e d  in the  r e p e r t o r y  o f  t h i s  

p e r i o d .

The pedagog ic  p iano  works o f  Ludwig B e rg e r ,  a Clement i  p u p i l ,

i n c lu d e  12 E tuden , Op. 12, p u b l i s h e d  in 1819, 15 neue E tu d e n , Op. 22,

d a t i n g  f rom 1837> and two s i n g l e  e tu d e s ,  Op. 30 and ^1 .  Im p o r ta n t  in

B e r g e r ' s  e tude  o u t p u t  i s  the merg ing o f  the  p u r e l y  t e c h n i c a l  p r a c t i c e

p ie ce  and the  m u s i c a l l y  e x p r e s s i v e  “ c h a r a c t e r  p i e c e . "  Concern ing  the

s i g n i f i c a n c e  o f  t h i s  s t y l i s t i c  change in the  e tu d e ,  P e te r  Ganz w r i t e s :

Because Berger i n c o r p o r a t e d  a s t r o n g  mus ica l  idea as w e l l  
as d r a m a t i c  e x p r e s s iv e n e s s  and dynamic c o n t r a s t  in  h i s  
e tu d e s ,  he c o n t r i b u t e d  much to  th e  g radua l  e m a n c ip a t io n  o f  
the  e tude  i n t o  a t y p e  o f  p iano  p ie c e  t h a t  was no l o n ge r  
r e s t r i c t e d  to  the  p r a c t i c e  room bu t  t h a t  cou ld  be p e r fo r m ­
ed in p u b l i c  and co u ld  be a p p r e c ia t e d  by an aud ience  f o r  
bo th  mus ica l  and t e c h n i c a l  c o n t e n t .  I f  one remembers the 
remark made by Cramer . . . a bou t  h is  own e tudes  be ing  
“ o n l y  e x e r c i s e s , "  B e r g e r ' s  c o n t r i b u t i o n  is  even more n o te ­
w o r t h y  because i t  means t h a t  the  e tude  became an accep ted  
p a r t  o f  a p i a n i s t ' s  c o n c e r t  r e p e r t o r y . ^

Since the  keyboard  f a c i l i t y  o f  p i a n i s t s  had c o n t in u e d  to  deve­

lop  and improve ,  i t  was now p o s s i b l e  f o r  s t u d i e s  t o  c o n t a i n  mus ica l  as 

w e l l  as t e c h n i c a l  demands. A l s o ,  c h a r a c t e r i s t i c  o f  some p ie ces  w i t h o u t  

pedagog ic i n t e n t  a t  t h i s  t im e  was the use o f  repea ted  t e c h n i c a l

^ G a n z ,  op .  c i t . ,  pp. 150-51.
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d i f f i c u l t i e s  t h a t  made the  works approach the  e tude in c o n t e n t .  Exam­

p le s  o f  t h i s  type  a re  many o f  Mende lssohn 's  Songs W i th o u t  Words and 

S c h u b e r t ' s  Impromptus, Op. 90 ,  Nos. 2 and k.  The improvements in  the  

p l a y i n g  mechanism o f  the  p ia no  many a l s o  be c i t e d  as a c o n t r i b u t i n g  

f a c t o r  in t h i s  s t y l i s t i c  change.  These improvements i n c lu d e  the  

deve lopment o f  an a l l - m e t a l  f rame by A l l e n  and Thom in 1820, an improved,  

more re sp o n s ive  damper pedal  by W. F. Col l a r d ,  the  Younger ,  in  1821, 

and doub le  escapement a c t i o n  by Sebas t ien  E ra rd  in 1823.

Featu red in many o f  B e r g e r ' s  e tudes  i s  a melody and accompan i­

ment per fo rmed by one hand and a s im p le  harmonic bass l i n e .  In t h i s  

t ype  o f  e tu d e ,  Berger  g ive s  p r im a ry  importance  t o  the  melody and p laces  

the t e c h n i c a l  p roblem in the  accompaniment.  The c h a l le n g e  f o r  the  

p e r fo rm e r  is  t o  b le nd  the d i f f i c u l t y  u n o b t r u s i v e l y  i n t o  the  mus ica l  

f a b r i c  o f  the  p ie ce  w i t h o u t  i t  a f f e c t i n g  o r  d e t r a c t i n g  f rom the musical  

e x p r e s s io n .  Conta ined in the  Op. 12 se t  o f  e tudes  is  a s tudy  f o r  the  

l e f t  hand a l o n e ,  one o f  the  e a r l i e s t  examples o f  i t s  k i n d .  B e r g e r ' s  

etudes  a re  s t r u c t u r e d  in bo th  t e r n a r y  fo rm and in a n o n - s e c t i o n a l  form 

f e a t u r i n g  c o n t in u o u s  development o f  a m o t i f .  The hands are deve loped  

f a i r l y  e q u a l l y ,  and at  t imes Berger p laces  the  m e lo d ic  l i n e  in the  

l e f t  hand f o r  bo th  musical  and pedagog ica l  reasons.

In c o n t r a s t  t o  the  m u s i c a l l y  e x p r e s s i v e  e tudes  o f  Berger are 

th e  s tu d ie s  o f  Johann Nepomuk Hummel. Hummel re p re s e n ts  the  Viennese 

b ra v u ra  s t y l e  o f  p ia n ism  t h a t  emphasized p e r f e c t i o n  in t e c h n i c a l  exe ­

c u t i o n  a t  the expense o f  m us ica l  s e n s i t i v i t y  and p i a n i s t i c  v i r t u o s i t y  

f o r  i t s  own sake.  His o n l y  se t  o f  e tu d e s ,  2k E tude n , Op. 125, appeared 

around 1830 and are thus l a t e  works in h i s  mus ica l  o u t p u t .  (Hummel
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d ie d  in 1837.)  Hummel composed t h i s  c o l l e c t i o n  o f  s t u d ie s  as a compan­

ion volume t o  h is  h i g h l y  s u c c e s s fu l  Anweisung,  wh ich  was p u b l i s h e d  in 

1828. As is  c h a r a c t e r i s t i c  o f  Hummel's c o m p o s i t i o n a l  s t y l e ,  these  

d i f f i c u l t  works f e a t u r e  an excess o f  b r i l l i a n t ,  b u t  s u p e r f i c i a l ,  

w r i t i n g .  A new element in  Hummel's s t u d i e s  cas t  in t h r e e - p a r t  form 

is  the i n t r o d u c t i o n  o f  a c o m p le te l y  c o n t r a s t i n g  m id d le  s e c t i o n  w i t h o u t  

d i f f i c u l t  t e c h n i c a l  demands. T h e r e f o r e ,  Hummel a l lo w s  bo th  hands a 

p e r io d  o f  r e l a x a t i o n  in works o f  t h i s  t y p e .  Cramer had employed a 

s i m i l a r  change o f  t e x t u r e  in h i s  etudes  in t h i s  fo rm ,  b u t  one t h a t  

a l low ed  o n l y  one hand t o  r e l a x  w h i l e  the o t h e r  per fo rm ed th e  t e c h n i c a l  

m o t i f .  A l s o ,  as in Cramer 's  e t u d e s ,  the  l e n g th  o f  Hummel's s t u d i e s  is 

no t  so g r e a t  t h a t  endurance becomes an added problem.

"̂ "Ie 24 Etuden c h a l le n g e  both  hands e q u a l l y  and make use o f  the 

f u l l  range o f  the  keybo a rd .  In a d d i t i o n  t o  v i r t u o s i c  oc tave  p l a y i n g  

and hand c r o s s i n g s ,  the  Hummel s t u d ie s  c o n ta in  numerous c h ro m a t i c  

p ro g r e s s io n s  t h a t  produce unusual  m o d u la t io n s  and harmonic  s u r p r i s e s .  

A lso  found in these etudes  is  a v a r i e t y  o f  m e lo d ic  o rn a m e n ta t io n  t h a t  

is  t y p i c a l  o f  Hummel's c o m p o s i t i o n a l  s t y l e .  Elegance and t e c h n i c a l  

b ra v u ra  a re  the  key e lements p f  t h i s  s t y l e ,  and Hummel's s t u d ie s  

d e f i n i t e l y  foreshadow the  v i r t u o s o  e tudes  t h a t  appeared l a t e r  in  the 

Romanti c e r a .

The etudes  o f  F r e d e r i c  K a lk b ren n e r  c o n t i n u e  in t h i s  b ra v u ra  

s t y l e  w i t h  even g r e a t e r  t e c h n i c a l  d i s p l a y  a t  the  expense o f  mus ica l  

i n s p i r a t i o n  and dep th .  K a lkb re n n e r  is  c r e d i t e d  w i t h  be ing  one o f  the  

f i r s t  p i a n i s t s  t o  deve lo p  and advoca te  the  use o f  the  w r i s t  in  p iano  

pe r fo rm ance ,  and he in ve n te d  a mechanical  d e v i c e ,  the  "Hand G u id e , "  t o
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f a c i l i t a t e  the  l e a r n i n g  o f  t h i s  t e c h n iq u e .  Of h i s  o v e r  one hundred 

e tu d e s ,  the  2k Etudes , Op. 20 ,  are the  e a r l i e s t  and p ro b a b ly  the  most 

i n t e r e s t i n g .  Th is  c o l l e c t i o n ,  p u b l i s h e d  around 1820, c o n ta in s  a s tu d y  

in each o f  the  m a jo r  and m in o r  keys .  These works are n o r m a l l y  con­

s t r u c t e d  in a t h r e e - p a r t  fo rm t h a t  f e a t u r e s  a c o n t i n u a t i o n  o f  the  t e c h ­

n i c a l  p roblem in a d i f f e r e n t  key in  the  m idd le  s e c t i o n  i n s te a d  o f  the 

use o f  c o n t r a s t i n g  m a t e r i a ]  t h e r e .  T y p i c a l l y ,  K a lk b re n n e r  conc ludes  

h is  etudes  w i t h  a s h o r t  coda.

C h a r a c t e r i s t i c  o f  the Op.. 20 vo lume, and o f  Kal k b r e n n e r 1 s 

o u tp u t  as a w h o le ,  is  the  end less  use o f  r e p e t i t i o n ,  a d u l l  harmonic  

language,  and a genera l  la c k  o f  mus ica l  i n s p i r a t i o n .  The purpose o f  

these  p ieces i s ,  f i r s t  and fo re m o s t ,  the  d i s p l a y  o f  t e c h n i c a l  b r i l l i a n c e .  

K a lk b re n n e r  deve lops the  r i g h t  hand a lm os t  e x c l u s i v e l y  and f r e q u e n t l y  

e x p l o i t s  the  use o f  the  w r i s t  th roug h  r a p i d l y  repea ted no tes  and 

c h o r d s .

Conta ined in the  Methode pour  apprendre  le  p iano  a 1 ' a i d e  du 

Gu i de-ma i n s , Op. 108, i s  a s e t  o f  tw e lv e  e tudes  d a t i n g  f rom around 18 3 0 

t h a t  were t o  be used in c o n j u n c t i o n  w i t h  the  "Hand G u id e . "  O the r  se ts  

o f  s t u d ie s  i n c lu d e  12 Etudes p r e p a r a t o i r e s , pour p re ce d e r  c e l l e s  de la  

Methode, Op. 126, and 12 Etudes p r o g r e s s i v e s , Op. 161. No new t e c h n i c a l  

d i f f i c u l t i e s  appear in  these  l a t e r  c o l l e c t i o n s  beyond the  demands 

a l r e a d y  encounte red  in Ka1 k b r e n n e r 1s Op. 20 volume. Concern ing  K a l k ­

b re nne r  and t h i s  p e r io d  in the  development o f  the  e tu d e ,  P e te r  Ganz

^ H e r b e r t  Weste rby ,  The H i s t o r y  o f  P i a n o f o r t e  Music (New York :
E. P. Dut tonS Co. ,  1924),  p. 155.
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w r i t e s :

The l a c k  o f  s e n s i t i v i t y ,  o f  m u s i c i a n s h i p ,  and o f  good t a s t e  
wh ich  is  encounte red  in a l l  these  w o rk s ,  announces,  by i t s  
r e p l a c i n g  mus ica l  beau ty  w i t h  v i r t u o s i t y ,  an unwholesome 
p e r io d  o f  e tude  w r i t i n g  and o f  e tude  p e r fo r m in g  in  p u b l i c .
When the  e tudes  o f  some v i r t u o s o  composers o f  the  18301s 
t o  1850's are  compared t o  those  by K a l k b r e n n e r ,  h i s  e f ­
f o r t s  s t i l l  sound p le a s a n t  in  com par is on ,  though.  ^

Ignaz Moscheles is  a n o th e r  p iano  v i r t u o s o  wno c o n t r i b u t e d  t o  

the  e tude  l i t e r a t u r e  o f  t h i s  p e r i o d .  These works a re  the  E tu d e s , Op. 

51,  f i r s t  p u b l i s h e d  as t h r e e  A 1 l e g r i  d i  Bravura  in 1822 and the  2k 

( c h a r a k t e r i s t i s c h e )  S t u d i e n , Op. 70,  p u b l i s h e d  in  1826. As s t a t e d  in 

the  s u b t i t l e  in the  o r i g i n a l  e d i t i o n  o f  the  Op. 51 p ie c e s ,  these  works 

were " c a l c u l a t e d  f o r  the  s tudy  o f  the  g r e a t e s t  d i f f i c u l t i e s  wh ich  the 

p i a n o f o r t e  o f f e r s :  s t r e n g t h ,  l i g h t n e s s  o f  to u c h ,  and c a p r i c i o u s n e s s "

and thus  w a r ra n te d  th e  change o f  t i t l e  t o  Etudes in a l a t e r  r e le a s e .  

U n l i k e  Ka1 k b r e n n e r 1s s t u d i e s ,  the  etudes  o f  Moscheles use i n s p i r e d  

w r i t i n g  based on sound mus ica l  p r i n c i p l e s  t o  d i s p l a y  t e c h n i c a l  b r i l ­

l i a n c e ,  and by compar ison ,  the  l a t t e r  examples are  s i g n i f i c a n t l y  more 

e f f e c t i v e  mus ica l  c o m p o s i t i o n s .

Every m a jo r  and m ino r  key is  rep re se n te d  in Moscheles '  Op. 70 

c o l l e c t i o n ,  j u s t  as K a lk b ren n e r  had done in h is  se t  o f  t w e n t y - f o u r  

etudes  o f  Op. 20. Due t o  the d i f f i c u l t y  o f  e x e c u t i o n ,  these s t u d ie s  

a re  s t r i c t l y  f o r  the  advanced p i a n i s t  who is  s e r io u s  in h i s  p u r s u i t  

toward t e c h n i c a l  and musica l  re f i n e m e n t .  Inc luded  in the i n t r o d u c t i o n  

t o  t h i s  p u b l i c a t i o n  are Moscheles '  p r a c t i c e  s u g g e s t i o n s ,  as w e l l  as h is  

numerous f i n g e r i n g  and dynamic mark ings t h ro u g h o u t  the  mus ic .  Mos-

1 3 Ganz, op.  c i t . ,  pp. l 6 5 “ 67.
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c h e l e s 1 pedal i n d i c a t i o n s  are a l s o  o f f e r e d  in the o r i g i n a l  e d i t i o n .  The 

etudes  in the  o r i g i n a l  e d i t i o n  have no t i t l e s ,  bu t  d e s c r i p t i v e  t i t l e s  

have been appended in subsequent  e d i t i o n s .

The Op. 70 s t u d i e s  are c h a r a c t e r i z e d  by t h e i r  d i v e r s i t y  o f  

mus ica l  s t y l e  and c o n t e n t ,  and the  p e r fo rm e r  must c o n f r o n t  bo th  t e c h n i ­

ca l  as w e l l  as mus ica l  demands in a m a j o r i t y  o f  these  works .  For exam­

p l e ,  "E tude  in the Old S t y l e  o f  Around S c a r l a t t i "  f e a t u r e s  c o n t r a p u n ta l  

w r i t i n g  and o r n a m e n ta t i o n .  " H e r c u l e s , "  a n o th e r  e tu d e ,  s t r e s s e s  broken 

chord te c h n iq u e .  "Solemn Musical  E xecu t io n  o f  the  A d a g i o , "  a l th o u g h  

no t  c o n t a i n i n g  a s p e c i f i c  t e c h n i c a l  p rob lem ,  is  a s tud y  in m u s ic ia n s h i p .  

The c h ro m a t i c  s c a le  and r a p i d l y  repea ted  no tes  and chords are o t h e r  

t e c h n i c a l  d i f f i c u l t i e s  e x p l o i t e d  in these  works .  Mosche le s1 i n t r o d u c ­

t i o n  t o  E r a r d ' s  doub le  escapement a c t i o n  may have led t o  h i s  t r e a tm e n t  

o f  t h i s  t e c h n i c a l  p roblem in the  Op. 70 c o l l e c t i o n .  An e n t r y  in h i s  

d i a r y  in June 1825 d e s c r ib e s  M o sch e les1 r e a c t i o n  t o  t h i s  im p o r ta n t  

improvement in the  p i a n o ' s  mechanism:

P i e r r e  Era rd  showed me and e x p l a i n e d  t o  me on a dumb keyboard  
h i s  u n c le  S e b a s t i a n ' s  now comple ted  i n v e n t i o n ,  f o r  wh ich  
the  f i r m  had j u s t  taken o u t  a p a t e n t .  . . .  I was th e  f i r s t  
t o  p la y  upon one o f  the  newly comple ted i n s t r u m e n t s ,  a n d ^  
found i t  o f  p r i c e l e s s  va lue  f o r  the  r e p e t i t i o n  o f  n o te s .

The t e c h n i c a l  d i f f i c u l t i e s  in Moscheles '  s t u d ie s  are n o r m a l l y  

per fo rmed by both  hands,  e i t h e r  i n d i v i d u a l l y  o r  s i m u l t a n e o u s l y ,  and 

these works are thus p e d a g o g i c a l l y  sound in d e v e lo p in g  th e  hands 

e q u a l l y .  Most o f  the  s t u d ie s  a re  in t e r n a r y  form and f e a t u r e  a v a r i e d  

t r e a tm e n t  o f  the  open ing t h e m a t i c  idea  in the  m id d le  s e c t i o n .  The

1 4
Mosche les ,  Recent Music and M u s ic ia n s ,  pp. 70 — 71 -
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etudes  a re  a l s o  c h a r a c t e r i z e d  by a m a s te r fu l  use o f  harmony and c o u n t e r ­

p o i n t  t h a t  keep the m a t e r i a l  f r e s h  and i n t e r e s t i n g .

O ther s e ts  o f  e tudes  t h a t  appear  l a t e r  in  M osche les1 o u t p u t  

a re  the  C h a r a k t e r i s t i s c h e  S tud ien  zu r  hohern E n tw ic k lu n g  des V o r t r a g s  

und der  B r a v o u r , Op. 95;  2 E tu d e n , Op. 105; b g rosse  C o n c e r te tu d e n ,

Op. I l l ;  and the  Grosse Konze r t  E tu d e , Op. 126. A l th o u g h  o r i g i n a l l y  

conce ived  as a se t  o f  t w e n t y - f o u r  p ie c e s ,  Op. 95 c o n t a i n s  tw e lve  

c h a r a c t e r  s t u d ie s  s i m i l a r  in  s t y l e  to  the  e tudes  o f  Ludwig Berge r .  

Moscheles does not  i n t r o d u c e  mus ica l  o r  t e c h n i c a l  e lements  in  these  

l a t e r  works t h a t  a re  n o t  p r e v i o u s l y  re p re sen ted  in  h i s  Op. 70 volume.

A f i n a l  example o f  M osche les1 e tude  o u t p u t  i s  the 2 E tu d e s , Op. 98,  

composed f o r  the  Methode des Methodes . P ub l ishe d  in 18A0 as a c o l l a ­

b o r a t i o n  between Moscheles and F ra n c o is  Joseph F e t i s ,  t h i s  c o l l e c t i o n  

c o n t a in s  e tudes  by o v e r  a dozen composers,  i n c l u d i n g  Cramer,  Chopin,  

T h a lb e rg ,  Mendelssohn,  and L i s z t ,  and p ro v id e s  a comp le te  course  

o f  p iano  s tud y  p ro g r e s s in g  f rom b e g in n e r  to  master  p e r fo rm e r  l e v e l s .

A f i n a l  composer o f  p ia no  e tudes  to  be in c lu d e d  in  t h i s  s tud y

i s  the  p r o l i f i c  Carl  Czerny.  His pedagog ica l  p ieces  and e x e r c i s e s

number o v e r  e i g h t  thousand and e ve ry  phase o f  tec h n iq u e  i s  covered  

in  these  works a t  v a r i o u s  l e v e l s  o f  d i f f i c u l t y .  C o n s i s t e n t l y ,  the 

emphasis t h ro u g h o u t  t h e s e  s t u d ie s  i s  on t e c h n i c a l  p r o f i c i e n c y  w i t h  

o n l y  min imal  i n t e r e s t  in  mus ica l  c o n t e n t .  In c o n t r a s t  to  the  emerging 

t r e n d  o f  the c o n c e r t  e tu d e ,  C z e rn y 's  works a re  s u i t a b l e  f o r  p r a c t i c e  

room use s o l e l y .

The most  s i g n i f i c a n t  c o l l e c t i o n s  o f  C z e rn y 's  o u t p u t  a re  the

Schule der  G e l a u f i g k e i t , Op. 299; the  Schule des Legato und S ta c c a to ,
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Op. 335; the  Schule  der  V e r z i e r u n g e n , V o rs c h la g e ,  Mordenten und T r i l -

l e r ( e t c . ) ,  Op. 355;  the  Schu le  des V i r t u o s e n , Op. 365;  the  Schu le  der

1i nken Hand, Op. 399;  the  Schu le des F u g e n s p i e l s , Op. 400;  and the

Kunst der  F i n g e r f e r t i g k e i  t ( e t c . ) ,  Op. 7 ^ 0 . ^  A ls o  im p o r ta n t  is

C ze rn y 's  V o l 1 s ta n d ig e  t h e o r e t i s c h - p r a k t i s c h e  P i a n o f o r t e s c h u l e ( e t c . ) ,

Op. 500.  Th is  le n g th y  "New Testament o f  Piano P l a y i n g "  i s  in  t h r e e

p a r t s  and i s  " a l l - i n c l u s i v e  ( i n  c o n t e n t ) ,  f rom a d v ic e  on how to  c u t

the  f i n g e r n a i l s  to  s u g g e s t i o n s  f o r  i m p r o v i s a t i o n  and to  the  c o l o r  o f

16fo rma l  g lo ves  f o r  s tage  a p p e a ra n c e s . "  Conta ined in  t h i s  work a re  

numerous e x e r c i s e s  and a s e t  o f  tw e lve  e tu des .

Of the  works ment ioned above,  the Schule der  G e l a u f i g k e i t  is  

the  o n l y  s e t  t h a t  was p u b l i s h e d  w i t h i n  the  t ime l i m i t a t i o n s  o f  t h i s  

s t u d y .  D a t in g  f rom 1830, the  Op. 299 c o l l e c t i o n  c o n t a in s  f o r t y  s t u d ie s  

t h a t  deve lop  a p i a n i s t ' s  speed and d e x t e r i t y .  Czerny ach ieve s  t h i s  

improvement in  f a c i l i t y  th roug h  the  emphasis o f  s c a le ,  broken ch o rd ,  

and a rp e g g io  t e c h n iq u e .  C h a r a c t e r i s t i c  o f  these e tudes  i s  a u n i f o r m i t y  

o f  f i g u r a t i o n  and s t y l e  produced th rough  an u n r e l e n t i n g  t r e a t m e n t  o f  

the  t e c h n i c a l  m o t i f  t h r o u g h o u t  the  p i e c e .  N o rm a l l y ,  Czerny p laces  

the  t e c h n i c a l  d i f f i c u l t y  f o r  each s tud y  e x c l u s i v e l y  in  one hand 

a g a i n s t  a s im p le  chorda l  accompaniment in  the  o t h e r  hand.  T h is  s e t  

c o n t a i n s  a s i g n i f i c a n t l y  l a r g e r  number o f  e tudes  f o r  the  r i g h t  hand 

than f o r  the  l e f t .  T w e n ty - th re e  s t u d i e s  f e a t u r e  r i g h t  hand d e v e lo p ­

ment, f i v e  a re  f o r  the  l e f t  hand,  and tw e lv e  c h a l l e n g e  both  hands

^ C o n s u l t  Ganz, op.  c i t . ,  pp. 356-58 f o r  a com p le te  l i s t i n g  
o f  C ze rn y 's  pedagog ica l  wo rks .

16 1 b i d . ,  p. 192.
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O the r  t e c h n i c a l  problems Czerny covers  in  Op. 299 a re  hand 

c r o s s i n g s ,  doub le  note  t e c h n iq u e ,  and c o n t r a s t s  in  to u c h .  Mus ica l  

i n t e r e s t  and e x p r e s s io n  re c e i v e  low p r i o r i t y .  In a d d i t i o n  t o  n o t  

p r o v i d i n g  f o r  the development  and re f i n e m e n t  o f  m u s ic ia n s h ip  in h i s  

s t u d i e s ,  Czerny has no t  composed e tudes  t h a t  f e a t u r e  r h y th m ic a l  p r o ­

b lems,  such as c ross rhy thm s  and unequal s u b d i v i s i o n s  o f  the b ea t .

T h is  must have been an o v e r s i g h t  s in c e  he was so m e thod ica l  in  c o v e r in g  

a l l  aspec ts  o f  p iano  p l a y i n g  in  h i s  pedagog ica l  wo rks .  Czerny ,  how­

e v e r ,  p ro v id e s  no s i g n i f i c a n t  i n n o v a t i o n s  in  h i s  s t u d i e s ,  and P e te r  

Ganz l a b e l s  h i s  c o n t r i b u t i o n  to  the  e tude  l i t e r a t u r e  as "one o f  

q u a n t i t y  r a t h e r  than o f  q u a l i t y . " ^

By 1830, t h e r e  a re  t h r e e  d i s t i n c t  types o f  e tudes  be ing  com­

posed.  The f i r s t  c a te g o r y  i s  the  school  e tu d e ,  as re p re s e n te d  in  the 

pedagog ica l  works o f  Czerny.  U s u a l l y  w i t h  an aim o f  p r o v i d i n g  e i t h e r  

t e c h n i c a l  o r  mus ica l  deve lopment ,  these s t u d ie s  a re  in tend ed  f o r  

s t u d e n t  use,  and l e v e l s  o f  i n s t r u c t i o n  range f rom b e g in n e r  t o  ad ­

vanced. A second type  i s  the  v i r t u o s o  e tu d e .  Piano v i r t u o s o s ,  such 

as K a l k b r e n n e r ,  have composed these  p ieces  f o r  t h e i r  persona l  use in 

o r d e r  to  impress aud iences  w i t h  a d a z z l i n g  t e c h n i c a l  d i s p l a y .  Com­

p a r a b le  to  a mus ica l  f a d ,  t h i s  t ype  o f  e tude  serves l i t t l e  pedagog ica l  

use and q u i c k l y  f a l l s  i n t o  o b s c u r i t y .  A t h i r d  k in d  o f  e tude  i s  s i m i ­

l a r  to  the  v i r t u o s o  e tu d e ,  b u t  i t  i s  composed w i t h  g r e a t e r  a r t i s t i c  

dep th  and mus ica l  c o n t e n t .  These works c a r r y  the deve lopment o f  the

17 1b i d . ,  p. 192.
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e tude  fo rw a rd  and lead to  the  c o n c e r t  e tudes  o f  Schumann, Chopin ,  and 

L i s z t ,  p ie ce s  t h a t  remain a v i t a l  p a r t  o f  the  p iano  r e p e r t o i r e .
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CHAPTER I I I

THE GRADUS AD PARNASSUM: AN OVERVIEW

The f i r s t  volume o f  Muzio d e m e n t i ' s  Gradus ad Parnassum was 

p u b l i s h e d  s im u l t a n e o u s l y  in  London,  P a r i s ,  and Lei-pz ig in  1817. V o l ­

umes I I  and I I I  o f  t h i s  pedagog ic  work  appeared r e s p e c t i v e l y  in  1819 

and 1826. The name Gradus ad Parnassum, o r  "S te ps  to  Mount P a r n a s s u s , "  

was taken f rom the  t i t l e  o f  the famous t r e a t i s e  on c o u n t e r p o i n t  in 

1725 by Johann Joseph Fux. W i th  i t s  s u b t i t l e ,  "The A r t  o f  P la y in g  

on the  P i a n o f o r t e ,  Demonstrated by One Hundred E x e rc is e s  in  the  Severe 

and in the  E le ga n t  S t y l e , "  C lement i  s t a t e d  the  c o n te n t s  and purpose 

o f  t h i s  w o rk ,  wh ich  was t o  p re s e n t  e v e ry  aspec t  o f  the  a r t  o f  p ia n o ­

f o r t e  p l a y i n g  and thus  deve lo p  a s t u d e n t ' s  tech n iq ue  g r a d u a l l y  toward 

p e r f e c t i o n .  In s p i t e  o f  h i s  i n t e n t i o n s ,  Clement i  a rranged  the  i n d i v i ­

dual p ieces  o f  the  t h r e e  volumes in no s y s t e m a t i c  p r o g r e s s io n .

O the r  pedagog ica l  works in  C le m e n t i ' s  o u t p u t  a re  the  Pre ludes  

and E x e rc is e s  in  A l l  M a jo r  and M ino r  Keys (1 790 ) ,  the  Methode pour  l e  

P i a n o - F o r t e ,  c o n te na n t  le s  Elemens de la  musique,  e t  des lecons  p r e -  

l i m i n a i r e s  su r  la d o i g t e ,  accompagnees d 'exam pies  e t  s u i v i e s  de 50 

lecons d o i g t e e s ,  par  le s  co m p os i te u rs  le s  p lu s  c e le b re s  (1 8 0 1 ) ,  the
7

Octave Lessons f o r  the  P i a n o - f o r t e  ( n . d . ) ,  and a Grand Exerc i se 

d o i g t e  ( b e fo re  1816) .  A number o f  p r o g r e s s i v e  s o n a t in a s  and sona tas  

may a l s o  be in c lu d e d  in  t h i s  l i s t .  The Methode pour  l e  P ia n o - F o r t e  

was r e p r i n t e d  and r e - e d i t e d  in 1802 as the  I n t r o d u c t i o n  a 1 ' a r t  de

38
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to u ch e r  l e  P i a n o f o r t e , the  t i t l e  by wh ich  i t  i s  b e t t e r  known. P a t te rn e d  

a f t e r  C. P. E. Bach 's  V e r s u c h , the  I n t r o d u c t i o n  was des igned t o  p r e s e n t  

the  b a s i c  keyboard  s k i l l s  and was addressed to  the  r a p i d l y  g ro w in g  

number o f  amateur m u s ic ia n s .  I t s  c o n te n t s  i n c lu d e  e le m e n ta ry  t h e o r y ,  

b a s i c  p ia no  tec h n iq u e  e x e r c i s e s ,  f i v e - f i n g e r  p a t t e r n s  in  c o n t r a c t i o n s  

and e x t e n s i o n s ,  ma jo r  and m ino r  s c a le s  w i t h  f i n g e r i n g  t h a t  i s  s tan da rd  

now, and e x p l a n a t i o n s  and examples o f  e m b e l l i s h m e n ts .  A c o l l e c t i o n  

o f  f i f t y  s h o r t  p ieces  o f  medium d i f f i c u l t y  by v a r i o u s  composers 

conc ludes  t h i s  work .

The pedagog ica l  a im o f  C lement i  in  composing the  Gradus was 

t h a t  in  m a s te r in g  the  t e c h n i c a l  and mus ica l  problems o f  these s t u d i e s ,  

a s t u d e n t  wou ld then have a c q u i r e d  the  f a c i l i t y  to  p e r fo rm  the  p ia n o ­

f o r t e  works o f  eve ry  m as te r  f rom C. P. E. Bach to  Beethoven.  Of 

p r im a ry  importance  to  Clement i  is  the  development  o f  f i n g e r  indepen­

dence whereby a p u p i l  co u ld  a t t a i n  the  necessary  p r e c i s i o n ,  c l a r i t y ,  

endurance ,  and f reedom f o r  per fo rm ances  o f  v a r i o u s  types  o f  mus ica l  

c o m p o s i t i o n s .  A cco rd ing  t o  Car l  P a r r i s h ,  Clement i  i s  the  " t h e  f i r s t  

composer whose keyboard  c o m p o s i t i o n s  a re  conce ived  w h o l l y  in  terms 

o f  the  p iano  and who was the  f i r s t  to  e x p l o i t  to  the  f u l l  the  c h a r a c ­

t e r i s t i c  id ioms o f  the  i n s t r u m e n t . " ^  S i g n i f i c a n t  i s  the use o f  l e g a t o  

as the  normal touch .  As s t a t e d  in the  I n t r o d u c t i o n  a l ' a r t  de t o u c h e r

le  P i a n o f o r t e :

The notes marked EEE ¥===  c a l l e d  LEGATO in  I t a l i a n ,

Car l  P a r r i s h ,  The E a r l y  Piano and I t s  I n f l u e n c e  on Keyboard 
Techn ique and Compos i t ion  in the E ig h te e n th  Cen tu ry  ( S u p e r i o r ,  Wiscon- 
s i n :  Research M i c r o f i l m  P u b l i s h e r s ,  1953),  P- 38.
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must be p layed  in  a SMOOTH and CLOSE manner;  wh ich  i s  done 
by keep ing  down the  f i r s t  key ,  ' t i l l  the n ex t  i s  s t r u c k ;  
by wh ich  means, the  s t r i n g s  VIBRATE SWEETLY i n t o  one ano­
t h e r .

N.B. When the  composer leaves  the  LEGATO, and STACCATO 
to  the  p e r f o r m e r ' s  t a s t e ;  the  b e s t  r u l e  i s ,  t o  adhere 
c h i e f l y  to  the LEGATO; r e s e r v i n g  the  STACCATO to  g iv e  
SPIRIT o c c a s i o n a l l y  t o  c e r t a i n  passages,  and to  s e t  o f f  
the HIGHER BEAUTIES OF THE LEGATO.2 (The c a p i t a l  l e t t e r s  
a re Clemen t  i ' s . )

Clement i  i s  the  f i r s t  t o  advoca te  t h i s  per fo rm ance  p r a c t i c e .

The in c reased  im por tance  o f  the  o b s e r v a t i o n s  on touch  and the  g r e a t e r

emphasis p laced  on i t  i s  one o f  the  most  s i g n i f i c a n t  deve lopments  t h a t

3
takes p lace  in  the p ia no  methods p u b l i s h e d  around 1800. Thus,  l e g a to  

becomes the  normal touch  in p iano  t e c h n iq u e ,  c o n t r a r y  to  the p r e v i o u s l y  

p r e v a l e n t  n o n - le g a to  touch  o f  C. P. E. Bach and h i s  su cce sso rs .  S t i l l  

C lement i  re cogn izes  the  i n f l u e n c e  and importance  o f  C. P. E. Bach and 

h i s  Versuch by s t a t i n g  t h a t  he owed “ a l l  h i s  knowledge and a b i l i t y ,  

h i s  new to u ch ,  h i s  f i n g e r i n g ,  and h i s  s o - c a l l e d  s t y l e  to  t h i s  book 

a lo n e .

A n o th e r  im p o r ta n t  deve lopment in  keyboard  te c h n iq u e  d u r i n g  

t h i s  p e r io d  is  the  s t a n d a r d i z a t i o n  o f  f i n g e r i n g  and the  f o r m u l a t i o n  

o f  genera l  p r i n c i p l e s  c o nc e rn in g  i t .  The a d o p t io n  o f  l e g a to  touch is  

p ro b a b ly  r e s p o n s ib l e  to  a c o n s i d e r a b l e  degree f o r  t h i s  and r e s u l t e d  

in a g r e a t e r  use o f  the thumb. A r i s e  in v i r t u o s i t y  a t  t h i s  t im e  a l s o

Muzio C le m e n t i ,  I n t r o d u c t i o n  t o  the  A r t  o f  P la y in g  on the 
P i a n o f o r t e  (London:  C le m e n t i ,  Banger,  Hyde, Col l a r d  & D a v id ,  1801;
r e p r i n t  e d . ,  New York :  Da Capo P re ss ,  1973),  pp. 8 -9 .

3
P a r r i s h ,  op.  c i t . ,  p. 242.

S b i d . ,  p. 119.
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a f f e c t s  keyboard i n s t r u c t i o n  and p e r fo rm an ce ,  making s p e c ia l  p r e p a r a ­

t i o n  and t r a i n i n g  necessary  in  o r d e r  t o  master  the  new and more d i f f i ­

c u l t  t e c h n i c a l  problems p r e s e n t  in  the  mus ic .  T h is  development  r e s u l t s  

in  an inc reased  number o f  e x e r c i s e s  and methods be ing  p u b l i s h e d .  A 

f i n a l  change in  mus ica l  s t y l e  and performance,  p r a c t i c e  i s  the  o v e r a l l  

decrease  in  o r n a m e n ta t io n  and the  d isappe a ra nce  o f  f r e e  o rn a m e n ta t io n  

by the  p l a y e r .

As s t a te d  p r e v i o u s l y ,  Clement i  was concerned w i t h  the  d e v e lo p ­

ment o f  f i n g e r  s t r e n g t h  and independence in  h i s  Gradus s t u d i e s .  The 

t e c h n i c a l  means t h a t  he advoca ted  to  ach ieve  t h i s  was w i t h  as l i t t l e  

movement in  the  hands as p o s s i b l e . ' '  In t e a c h in g ,  Clement i  wou ld p la ce  

a c o in  on the  back o f  a s t u d e n t ' s  hand to  make him aware o f  any excess

hand m o t io n ,  and the  s t u d e n t  wou ld then s t r i v e  to  p l a y  w i t h  a p e r f e c t l y  
£

ba lanced  c o i n .  Clement i  t a u g h t  h ig h  f i n g e r  a c t i o n ,  a cu rved  hand 

p o s i t i o n ,  and the  even a r t i c u l a t i o n  o f  a l l  f i n g e r s .  Concern ing  p l a y ­

ing p o s t u r e ,  Clement i  recommended:

The hand and arm shou ld  be he ld  in an h o r i z o n t a l  p o s i t i o n ;  
n e i t h e r  d e p re s s in g  nor  r a i s i n g  the  w r i s t ;  the  se a t  shou ld  
t h e r e f o r e  be a d ju s te d  a c c o r d i n g l y .  The f i n g e r s  and thumb 
shou ld  be p laced  o v e r  the  keys ,  a lways ready to  s t r i k e ;  
bending the  f i n g e r s  i n ,  more o r  le ss  in  p r o p o r t i o n - t o  t h e i r  
l e n g t h .  A l l  unnecessary  mo t io n  shou ld  be a vo id e d .

"’Unless o th e r w i s e  n o te d ,  the i n f o r m a t i o n  on d e m e n t i ' s  t e a c h - ■ 
ing  methods i s  taken f rom Roger Crager Boardman, "A  H i s t o r y  o f  T h e o r ie s  
o f  Teach ing Piano T e c h n ic "  (Ph.D.  d i s s e r t a t i o n ,  New York U n i v e r s i t y ,  
1954).

^Donna Ruth Bashaw, "The E v o l u t i o n  o f  P h i l o s o p h i e s  and T e c h n i ­
ques o f  Piano Pedagogy f rom 1750 to  1900 Traced Through the  Teach ings 
o f  C. P. E. Bach, C le m e n t i ,  Cze rny,  Chopin ,  and L e s c h e t i z k y "  (M.A.  t h e ­
s i s ,  C a l i f o r n i a  S ta te  U n i v e r s i t y ,  F u l l e r t o n ,  19 8 0 ) , p .  44.

^ C le m e n t i ,  I n t r o d u c t  i o n , pp.  14-15.
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In o r d e r  t o  a c h ie v e  t h i s  t ype  o f  e x e c u t i o n ,  Clement i  b e l i e v e d  

t h a t  c e r t a i n  musica l  p a t t e r n s  must be p r a c t i c e d  w i t h  s p e c i f i c  f i n g e r ­

in g s .  Through the p ro ce ss ,  the s t u d e n t  wou ld  deve lo p  " h a b i t s "  o f  

f i n g e r i n g  t h a t  were then sp on ta n e o u s ly  c a r r i e d  o v e r  i n t o  the  p e r ­

formance o f  o t h e r  keyboard l i t e r a t u r e .  He e x p la in e d  h i s  b a s i c  concept  

o f  f i n g e r i n g  as f o l l o w s :

To produce the BEST EFFECT, by the  EASIEST MEANS, i s  the 
g r e a t  b as is  o f  the  a r t  o f  f i n g e r i n g .  The EFFECT, be ing  o f  
the  h ig h e s t  im p o r tance ,  i s  FIRST c o n s u l t e d ;  the WAY to  
a ccom p l i sh  i t  i s  then d e v i s e d ;  and THAT MODE o f  f i n g e r i n g  
i s  PREFERRED wh ich  g iv e s  the  BEST EFFECT, t h o 1 no t  a lways 
the  e a s i e s t  to  the  p e r f o r m e r . °

F o l l o w in g  t h i s  s ta tem en t  in  the  I n t r o d u c t i o n  were sca les  w i t h  f i n g e r ­

ings the  same as those  t a u g h t  today  and a s e r i e s  o f  c a r e f u l l y  f i n g e r e d  

exe rc  i s e s .

These e x e r c i s e s  s t r e s s e d  the  development  o f  the  hand and 

f i n g e r s  t o t a l l y .  T e chn ica l  problems in c lu d e d  the  per fo rm ance  o f  

repea ted  n o te s ,  and a rp e g g io s  and s c a le s  combined w i t h  repea ted  n o te s ;  

broken t h i r d s ;  f i v e - f i n g e r  m o t ives  and s c a le  p a t t e r n s ;  co m b ina t io ns  

o f  ornaments  w i t h  s k i p s ;  broken and b l o c k  chords  in  i n v e r s i o n s ;

A l b e r t i  basses;  and broken o c ta v e .  Clement i  a l s o  in t r o d u c e d  doub le  

t h i r d s  and s i x t h s ,  e x e r c i s e s  f o r  l e g a to  touch in chord  p a t t e r n s ,  

a r p e g g ia te d  basses,  and e x e r c i s e s  f o r  smooth c ro s s o v e rs  and unders .  

There were a l s o  d r i l l s  f o r  e x te n s io n  and c o n t r a c t i o n  o f  the hand. 

Clement i  s t re s s e d  the  im por tance  o f  hav ing  the  f i n g e r s  in  p la c e  and 

p repared  to  p la y  b e fo re  a c t u a l l y  b e g in n in g  the  a r t i c u l a t i o n .  T h is  

p r i n c i p l e  o f  p r e p a r a t i o n  is  s t i l l  used in keyboard i n s t r u c t i o n  toda y .

8 I b i d . ,  p.  14.
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Clement i  a l s o  deve loped  the  e x e r c i s e  to  s t r e n g t h e n  weak f i n ­

ge rs  by h o l d i n g  down some o f  t h e  f i n g e r s  w h i l e  p l a y i n g  re pea ted  no tes  

w i t h  the  o t h e r s .  He a l s o  t a u g h t  the  use o f  a l t e r n a t i n g  f i n g e r s  in 

p e r f o r m in g  re pea ted  n o tes  in  f a s t  tempos and the  use o f  f i n g e r  s u b s t i ­

t u t i o n  to  m a in t a i n  l e g a t o  t h i r d s  in s low  tempos.  C lement i  s t r e s s e d  

the  p r a c t i c e  o f  a l l  m a jo r  and m in o r  s c a le s  d a i l y  and recommended 

m a s te r i n g  the se  p a t t e r n s  hands s e p a r a t e l y  b e fo r e  w o r k in g  on them 

hands t o g e t h e r ,  d e m e n t i ' s  idea o f  p r a c t i c i n g  hands s e p a r a t e l y  i s  

a co n ce p t  s t i l l  used by many co n tem p ora ry  t e a c h e r s .  C le m e n t i  a l s o  

u rges  t h a t  s low p r a c t i c e  be employed when f i r s t  l e a r n i n g  a p i e c e  

and suggested  the  use o f  numerous r e p e t i t i o n s  to  m as te r  the  t e c h n i c a l  

re q u i r e m e n ts  o f  d i f f i c u l t  passages .

Concern in g  tone  p r o d u c t i o n ,  C lement i  advoca ted  the  use o f  the  

" i n n e r  e a r "  to  m e n t a l l y  hear  the  sound and then use w h a te v e r  means 

p o s s i b l e  to  produce i t .  He a l s o  s t a t e d  t h a t  l i s t e n i n g  to  famous 

s i n g e r s  he lped  to  improve o n e 's  p h r a s in g  and tone  q u a l i t y .  He a d m i t t e d  

t h a t  the  c o n t a c t  w i t h  s i n g e r s  in  h i s  work  a t  the  K i n g ' s  T h e a t r e  in  

London he lped  him t o  a c h ie v e  a more m e lo d i c  and n o b le  s t y l e  o f  p l a y i n g .

One o f  the  p ro b a b le  reasons f o r  d e m e n t i ' s  p r e o c c u p a t i o n  w i t h  

f i n g e r  deve lopment  in  h i s  t e c h n i c a l  s t u d i e s  was th e  t y pe  o f  p i a n o f o r t e  

n a t i v e  t o  London on w h ich  he pe r fo rm ed  and f o r  w h ich  he composed.  The 

" E n g l i s h "  a c t i o n ,  in  c o n t r a s t  to  the  l i g h t  " V ie n n e s e "  a c t i o n  on the  

c o n t i n e n t ,  was h e a v i e r  and deeper  and r e q u i r e d  a s t r o n g  f i n g e r  s t r o k e .  

T h is  t ype  o f  a c t i o n  was deve loped  by John Broadwood and was l a t e r  

adop ted  by C lement i  in  the  p i a n o f o r t e s  m a nu fa c tu red  in  h i s  own f i r m .  

C h a r a c t e r i s t i c  o f  the  Broadwood p ia n o  was a h e a v i e r  c o n s t r u c t i o n  t h a t

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



kb

r e s u l t e d  in  a f u l l e r ,  more s i n g i n g  ton e .  Broadwood used t r i c h o r d a l  

s t r i n g i n g  ( t h r e e  s t r i n g s  per  no te )  and h e a v ie r  s t r i n g s  o f  b lu e  s t e e l .  

Other improvements o f  Broadwood in c lu d e d  a b e t t e r  d i v i s i o n  in  b r i d g e  

c o n s t r u c t i o n  t h a t  p e r m i t t e d  g r e a t e r  t e n s io n  o f  the  s t r i n g s  and the 

d i s c o v e r y  and a d o p t io n  o f  the b e s t  a c o u s t i c a l  s t r i k i n g  p la c e  on the 

s t r i n g ,  o n e - n i n t h  o f  i t s  v i b r a t i n g  l e n g t h .  Both improvements i n c r e a s ­

ed s o n o r i t y .  In c o n t r a s t  to  the  t h i n ,  f l a t  soundboard in the  V ie n ­

nese p i a n o f o r t e  was the  t h i c k e r ,  convex c o n s t r u c t i o n  o f  the sound­

board in the  E n g l i s h  i n s t r u m e n t .  A f i n a l  d i s t i n g u i s h i n g  f e a t u r e  

between the  two types o f  p i a n o f o r t e s  was the  two p e d a l s ,  s i m i l a r  to  

those  o f  the  p re s e n t  p i a n o ,  wh ich  Broadwood p a ten te d  in 1783-

d e m e n t i ' s  purpose in w r i t i n g  the  Gradus ad Parnassum was to

p r o v id e  "a  c o l l e c t i o n  o f  e x e r c i s e s  to  fo rm a comple te  p i a n o f o r t e  

9
p e r f o r m e r . "  A r t h u r  Loesser has a p t l y  d es c r ib e d  C le m e n t i ' s  c o l l e c t i o n  

as "a  compendium o f  a l l  phases o f  mus ica l  and p i a n i s t i c  s c i e n c e . " ^  

There are f i f t y - t h r e e  p ieces  in the  Gradus t h a t  can be c l a s s i f i e d  as 

t r u e  e tu des  as a r e s u l t  o f  c o n t in u e d  prominence o f  a t e c h n i c a l  d i f f i ­

c u l t y  f e a t u r e d  th r o u g h o u t .  Formal types  re p re s e n te d  in  the  rem a in in g  

f o r t y - s e v e n  works o f  t h i s  c o l l e c t i o n  a re  fu g u e s ,  canons,  f u g a t o s ,  

p r e lu d e s ,  rondos,  s c h e r z i , sona ta  a l l e g r o  movements, a c a p r i c c i o ,  

c h a r a c t e r  p ie c e s ,  and c o m p o s i t i o n s  w i t h  p rogramm at ic  t i t l e s .  Many o f

^ S i s t e r  A l i c e  Eugene T ig h e ,  S. L. , "M uz io  d e m e n t i  and His 
Sonatas S u r v i v i n g  as Solo Piano Works" (Ph.D.  d i s s e r t a t i o n ,  U n i v e r ­
s i t y  o f  M ic h ig a n ,  1964),  p .  91. Quote f rom a l e t t e r  o f  C lement i  to  
H a r t e l .

^ A r t h u r  L oesse r ,  Men, Women, and Pianos (New York :  Simon
& S c h u s te r ,  \ 3 S k ) , p. 266.
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these  p ie ce s  c o n ta i n  c e r t a i n  e t u d e - l i k e  t e n d e n c ie s ,  however.  The 

i n c l u s i o n  o f  non-e tude  type  p ieces  was a consc ious  e f f o r t  on the  com­

p o s e r ' s  p a r t  to  r e p r e s e n t  bo th  the  d i d a c t i c  and the  a r t i s t i c  in  h i s  

s e t  o f  s t u d i e s .  Concern ing these s t u d ie s  in  m u s i c i a n s h i p ,  C lement i  

s t a t e d  in  a l e t t e r  to  the  p u b l i s h e r  H a r te l  t h a t  h i s  c o l l e c t i o n  was 

" c a l c u l a t e d  to  form the  head and the  h e a r t ,  as w e l l  as the  f i n g e r s . " ^  

In l i s t i n g  the  main t e c h n i c a l  p rob lem f o r  each s tud y  and how many 

s t u d ie s  f e a t u r e  t h i s  t e c h n iq u e ,  the  f o l l o w i n g  t a b u l a t i o n  r e s u l t s :

T r i l l s  -  8 
Repeated no tes  -  5 
F i v e - f i n g e r  m o t ive s  -  11 
Scales -  17 
Chords,  s k i p p i n g  -  2 
Chords,  broken -  3 
T h i r d s ,  broken -  k 
Thi  r d s ,  doub le  -  3 
S i x t h s ,  doub le  -  1 
Double n o te s ,  mixed -  5 
O c ta v e s , s o l i  d -  1 
Octaves ,  broken -  5 
A l b e r t i  bass -  7
Repeated n o te s ,  w i t h  o t h e r  f i n g e r s  h o ld in g  

down s i n g l e  and d oub le  n o t e s ,  chords  -  2 
Ornaments -  2
Melody w i t h  accompaniment -  2 
Melody w i t h  h a r m o n iz a t i o n  -  3 
Canons -  6 
Fugues -  12

A more s p e c i f i c  d i s c u s s io n  o f  the  te c h n iq u e  in v o lv e d  as r e l a t e d  to  

i n d i v i d u a l  p ieces  w i l l  be p ro v id e d  in  the  f o l l o w i n g  two c h a p t e r s .

Clement i  used both  newly composed p ieces  and r e v i s i o n s  o f  

e a r l i e r  works in h i s  c o l l e c t i o n  o f  s t u d i e s ,  an assem b l ing  t h a t  ex tended 

ove r  a p e r i o d  o f  about  f o r t y - f i v e  y e a r s .  Seven fugues f rom Oeuvre 1

 ̂W i g h e ,  op .  c i  t .  , p . 91 • 

'^Boardman, op .  c i t . ,  p .  51.
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and Opera 5 and 6 ,  f i r s t  p u b l i s h e d  in  1780-81,  were  r e v i s e d  f o r  i n c l u ­

s io n  in  t h e  Gradus . In a d d i t i o n ,  C lement i  made a two-hand r e v i s i o n  

o f  h i s  Duet  Op. 14, No. 1 d a t i n g  f rom  1786,  and t h i s  wo rk  became 

Study No. 14 in  the  s e t .  A number o f  o t h e r  p ie c e s  a l s o  c o n t a i n s  

s t y l i s t i c  f e a t u r e s  t h a t  su gge s t  they  d a te  f ro m  an e a r l i e r  co m p os i ­

t i o n a l  p e r i o d  in d e m e n t i ' s  o u t p u t .  A c c o r d in g  t o  h i s  a c c u s a t i o n s  in  

a l e t t e r  t o  H a r t e l ,  C lement i  c la im e d  t h a t  p la n s  were  underway f o r  the  

Gradus as e a r l y  as 1801 and t h a t  Cramer had indeed taken h i s  idea o f  

composing an e tu d e  c o l l e c t i o n  f rom him:

I have j u s t  f i n i s h e d  th e  second volume o f  my “ Gradus"  
o f  w h ic h  I ' l l  send you a copy as soon as i t  i s  ready ,
W e ' l l  p u b l i s h  i t  on the  same day a t  London, P a r i s ,  and 
L e i p s i c .  I was n o t  much f l a t t e r e d ,  I must  own, w i t h  the  
f i r s t  n o t i c e  o f  my “ Gradus"  w h ic h  appeared in  M u s ik a 1?sche 
Zei tung  abou t  f i v e  months ago ,  where my work  was r e p r e ­
sen ted  to  be somewhat in  C ram er 's  s t y l e .  For  in  the  f i r s t  
p l a c e ,  mine i s  q u i t e  in  a d i f f e r e n t  manner,  b e ing  c a l c u ­
l a t e d  t o  fo rm the  head and h e a r t ,  as w e l l  as the  f ? n g e r s ; 
and in  the  n e x t ,  he to o k  the  t i t l e  as w e l l  as manner o f  
e x e c u t i n g  the  work  f rom wha t  I had im p r u d e n t l y  s a i d  to  
E ra rd  in  London,  a b o u t  the  y e a r  1801;  f o r  as he was s o l i ­
c i t i n g  me to  g i v e  h im some works  f o r  h i s  n ie c e s  a t  P a r i s ,
I t o l d  h im I had lo n g  m e d i t a te d  on a c o l l e c t i o n  o f  e x e r ­
c i s e s  t o  fo rm  a c o m p le te  p i a n o f o r t e  p e r f o r m e r  t o  w h ich  I 
shou ld  g i v e  the  t i t l e  o f  “ S t u d i o , "  and w h ich  we shou ld  
p u b l i s h  a t  the  same t im e .  Now, as Cramer and he were 
v e r y  i n t i m a t e ,  he d i v u l g e d  th e  s e c r e t  t o  h im ;  and as I 
went  o u t  o f  England the  y e a r  a f t e r ,  Cramer to o k  advan tage  
o f  my absence to  be b e fo rehan d  w i t h  me, and p u b l i s h e d  
h i s  “ S t u d i o . "  I f ,  t h e r e f o r e ,  t h e r e  be any s i m i l a r i t y  in  
o u r  w o rk s ,  i t  i s  owing  to  h i s  h a v in g  p a r t l y  f o l l o w e d  the  
p la n  1 had t r a c e d  o u t  and e x p l a i n e d  t o  E r a r d . ^3

Thus ,  C ram er 's  p u b l i s h i n g  o f  the  S tu d io  p e r  p i a n o f o r t e ,  Op. 30,  around

1807 r e s u l t e d  in  C l e m e n t i ' s  change o f  t i t l e  to  Gradus ad Parnassum f o r

h i s  s e t  o f  s t u d i e s .

^ T i g h e ,  op .  c i t . ,  p .  91.
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The arrangements f o r  the  p u b l i c a t i o n  o f  the  f i r s t  volume o f  

the  Gradus ad Parnassum were made by Clement i  d u r i n g  a t r i p  to  the 

c o n t i n e n t  in  1816. He c o l l a b o r a t e d  w i t h  Mme. Bannemaison,  the  daugh­

t e r  o f  Sebast ian  E ra rd ,  and B r e i t k o p f  and H a r te l  t o  s im u l t a n e o u s l y  

p u b l i s h  Volume I in  P a r i s  and L e i p z i g  on the  day i t  was to  appear  in  

London, March 1, 1817- T h is  vo lume,  p u b l i s h e d  in  a b i l i n g u a l  e d i t i o n  

o f  French and E n g l i s h ,  was d e d ic a te d  to  P r in c e s s  Sophia Wolkonsky,  

the  w i f e  o f  an o f f i c e r  and m i n i s t e r  o f  the  Im p e r ia l  househo ld  o f  the 

Czar and an o ld  f r i e n d  o f  d e m e n t i ' s  in  S t .  P e te r s b u r g .  The e x c e r p t  

f rom d e m e n t i ' s  l e t t e r  to  H a r te l  in  1818, p r i n t e d  above,  showed h i s  

i n t e n t i o n  to  hand le  the  p u b l i s h i n g  o f  Volume I I as he had the  f i r s t  

volume. The p u b l i c a t i o n  o f  t h i s  s e c t i o n  o f  the  Gradus o c c u r re d  in 

A p r i l  1819 in  the  t h r e e  c i t i e s  i n d i c a t e d .  F o l l o w in g  the  c o m p le t io n  

o f  the  t h i r d  volume in  1826, Clement i  w ro te  to  H a r te l  t h a t  in  h i s  

o p i n i o n ,  t h i s  volume was s u p e r i o r  to  the  p re v io u s  two c o l l e c t i o n s ,  

and he hoped t h a t  i t  would be r e c e iv e d  and reco gn ize d  as such by 

the  p u b l i c .  F u r th e rm ore ,  the  im por tance  t h a t  he a t t a c h e d  to  the  

Gradus co u ld  be seen in  h i s  concern  f o r  accu racy  in  i t s  p r i n t i n g .  In 

a n o th e r  l e t t e r  to  H a r te l  in  1826, Clement i  w r o te :

Bu t ,  above a l l ,  recommend c o r r e c t i o n , w h ic h ,  in  so 
c o m p l i c a te d  a wo rk ,  i s  i ndi s p e n s a b le . A f t e r  what  i s  c a l l e d  
the  1a s t  c o r r e c t i o n ,  i t  ough t  to  undergo two o r  t h r e e  
c a r e f u l  r e v i s i o n s  w i t h  my copy in  hand. I know what  pa in  
i t  has c o s t  mel And, a f t e r  a l l ,  I have d is c o v e re d  th re e  
e r r o r s  wh ich  I beg you w i l l  r e c t i f y .  . . . You see how s c r u ­
pu lous  I am! But I am v e ry  j e a l o u s  o f  t h i s  wo rk .  ^

1 k Quoted in J e r a ld  C. Graue,  "Muz io  Clement i  and the  Deve lop­
ment o f  P i a n o f o r t e  Mus ic  in  I n d u s t r i a l  Eng land"  (Ph.D.  d i s s e r t a t i o n ,  
U n i v e r s i t y  o f  I l l i n o i s ,  1971) ,  p. 295-

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



48

There  was a l s o  c o o r d i n a t i o n  between the  f i r m s  o f  E ra rd ,  B r e i t k o p f  and 

H a r t e l ,  and Clement i  and Co. to  s im u l t a n e o u s l y  p u b l i s h  Volume I I I .

Concern ing the  o r g a n i z a t i o n  o f  the  G radus , Clement i  d id  no t  

a r ran ge  the  p ieces  in  any p r o g r e s s i v e  o r d e r ,  as s t a t e d  p r e v i o u s l y .  

However, he grouped f i f t y - s e v e n  o f  the  s t u d i e s  to  form t h i r t e e n  s u i t e s ,  

w i t h  each s u i t e  c o n t a i n i n g  f rom t h r e e  to  s i x  p ie c e s .  The s t u d i e s  in  

each s u i t e  have the  same t o n i c ,  w i t h  o n l y  t h r e e  e x c e p t i o n s .  These 

e x c e p t io n s  a r e :  Study No. 14 in  F m a jo r  in  the  S u i t e  in  C (Nos. 1.2-

15 ) ,  Study No. 39 in B - f l a t  majo r  in  the S u i te  in  F ma jo r  (Nos. 37“

4 1 ) ,  and Study No. 83  in  B m ino r in the  S u i te  in  D ma jo r  (Nos. 8 2 - 8 7 ) .

A second f e a t u r e  r e l a t e d  t o  the  t h i r t e e n  s u i t e s  i s  t h a t  a l l  

bu t  one c o n t a i n  a t  l e a s t  one fu g a l  o r  ca no n ic  s t u d y .  The one excep­

t i o n  is  the  S u i te  in  G m a jo r  (Nos. 77—8 1 ) ,  and a l t h o u g h  i t  does not  

i n c l u d e  a c o n t r a p u n t a l  movement, i t  c o n t a i n s  the  o n l y  " C a p r i c c i o "  t h a t  

Clement i  composed f o r  the  Gradus. There a re  t h r e e  s u i t e s  t h a t  have 

m u l t i p l e  c o n t r a p u n t a l  movements: S u i t e  in  B m inor (Nos. 2S~2J) , S u i t e

in A (Nos. 6 6 - 7 O),  and S u i t e  in  E (Nos. 71“ 7 6 ) .  In f a c t ,  o f  the  n i n e ­

teen fug a l  and c a non ic  s t u d ie s  in the  Gradus , o n l y  t h r e e  a re  i s o l a t e d  

works n o t  r e l a t e d  t o  any s u i t e .

A t h i r d  s i g n i f i c a n t  f e a t u r e  o f  the s u i t e s  i s  t h a t  Clement i  

composed each s u i t e  in  a d i f f e r e n t  key ,  w i t h  o n l y  one e x c e p t i o n .  The 

m a jo r  keys re p resen ted  a re  A, B, B - f l a t ,  C, D, E, E - f l a t ,  F, G, and 

the  mino r keys used a re  B, D, and F. The e x c e p t i o n  i s  the use o f  A 

ma jo r  f o r  two s u i t e s  (Nos. 9“ 11 and Nos. 6 6 - 7 0 ) .  Clement i  a l s o  i n ­

c lu d es  i n d i v i d u a l  s t u d ie s  in  the  p a r a l l e l  m inor key in  seve ra l  o f  the  

m a jo r  key s u i t e s .  These a d d i t i o n a l  m inor  keys used a re  A, B - f l a t ,  E,
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E - f l a t ,  and G p r o v i d i n g  a w ide  v a r i e t y  o f  t o n a l i t i e s  re p re sen ted  

th ro u g h o u t  the  p ieces  o rg a n iz e d  in  s u i t e s .

In f a c t ,  d e m e n t i ' s  use o f  a w ide  range o f  keys can be seen

when exam in ing  the  e n t i r e  Gradus c o l l e c t i o n .  Twenty-one keys a re  

employed th r o u g h o u t  the  one hundred p ie c e s .  Used most f r e q u e n t l y  a re  

the  keys o f  F m a jo r ,  in  tw e lv e  s t u d i e s ;  C m a jo r ,  in  e le ven  s t u d i e s ;  

and A m a jo r ,  in  n in e  s t u d i e s .  Keys no t  re p resen ted  in d e m e n t i ' s  

c o l l e c t i o n  a re  D - f l a t  ma jo r  and C-sharp  and G-sharp m in o rs .

A no the r  o b s e r v a t i o n  c o n c e rn in g  the  o r g a n i z a t i o n  o f  the  Gradus

s t u d ie s  i s  t h a t  t w e n t y - s i x  p ieces  no t  in c lu d e d  in  the  t h i r t e e n  s u i t e s

can a l s o  be r e l a t e d  a c c o r d in g  t o  key i n t o  g roups .  These groups share  

e i t h e r  the same key t h r o u g h o u t  o r  i n v o l v e  a s h i f t  f rom major  to  p a r ­

a l l e l  m inor o r  v i c e  v e rs a .  These g r o u p in g s ,  no t  d e s ign a te d  by d e m e n t i ,  

v a ry  in s i z e  f rom two t o  f o u r  p ie c e s ,  w i t h  p a i r e d  s t u d i e s  be ing  the  

most numerous.  Only seventeen s t u d i e s  remain as s i n g l e ,  i s o l a t e d  

works .  However, many o f  these  p ie ces  a re  r e l a t e d  to  p re c e d in g  and 

succeed ing s t u d ie s  by a dominant  key r e l a t i o n s h i p .  For example ,  the 

S u i t e  in  E - f l a t  m a jo r  (Nos. 6 O-6 3 ) i s  f o l l o w e d  by s i n g l e  p ie ces  in 

B - f l a t  m a jo r  (No. 6A) and F ma jo r  (No. 6 5 ) .  A l s o ,  the  f i n a l  t h r e e  

s t u d ie s  in  the  Gradus a re  r e s p e c t i v e l y  in  the  keys o f  F -sha rp  m in o r ,

B m in o r ,  and E m a jo r .

To a s s i s t  the  reader  in  g e t t i n g  a b e t t e r  o v e r a l l  v iew  o f  the  

o r g a n i z a t i o n  o f  d e m e n t i ' s  Gradus, 1 have p repared  a c h a r t  in  the  

Append ix on page 138. In a d d i t i o n  to  the  i n f o r m a t i o n  c o n c e rn in g  the  

l i s t i n g  o f  keys used and the  l a b e l i n g  o f  the  s u i t e s  i s  the i d e n t i f i ­

c a t i o n  o f  the  c o n t r a p u n ta l  works and the  p ie ces  w i t h  t i t l e s .
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In exam in ing  the  c o n t e n t  o f  the  Gradus ad Parnassum, one 

no tes  the  decrease  in  number o f  s t u d i e s  t h a t  deve lop  t e c h n iq u e  when 

p r o g r e s s in g  f rom the  f i r s t  th roug h  the  t h i r d  vo lumes.  Coupled w i t h  

t h i s  decrease  i s  the  i n c re a s e  o f  s t u d i e s  in  m u s ic ia n s h ip  (sonata  

a l l e g r o  movements, c h a r a c t e r  p ie c e s ,  e t c . )  t h a t  do no t  p r i m a r i l y  

f e a t u r e  t e c h n i c a l  deve lopment .  A l s o ,  most o f  the  p ieces  w i t h  p r o ­

grammat ic  t i t l e s  a re  lo c a te d  in  Volume I I I ,  as w e l l  as a m a j o r i t y  o f  

the  s tu d ie s  f o r  the  l e f t  hand (Nos. 79,  81,  85,  86,  87 ,  99,  100).  The 

p re v io u s  two volumes c o n t a i n  o n l y  one l e f t  hand e tude  each (Nos. 17 

and k k ) . T h is  s t a t i s t i c  c l e a r l y  s u p p o r ts  the  s ta tem e n t  made e a r l i e r  

t h a t  Clement i  d id  not  o r g a n iz e  the  s t u d i e s  in  the  Gradus in  a p r o g r e s ­

s i v e  a rrangem ent .  A te a c h e r  as f i n e  as Clement i  wou ld s u r e l y  have 

r e a l i z e d  how p edagog ica11y unsound the  d e la y  in the  development  o f  

the  l e f t  hand wou ld be i f  the  s t u d i e s  were t a u g h t  in  the  o r d e r  t h a t  

they  were p u b l i s h e d .

In the  f i f t y - t h r e e  s t u d i e s  in the  Gradus t h a t  can be c l a s s i ­

f i e d  as t r u e  e tudes  as a r e s u l t  o f  c o n t i n u o u s l y  f e a t u r i n g  a t e c h n i c a l  

d i f f i c u l t y  t h r o u g h o u t ,  Clement i  p ro v id e s  f o r  equal  development  o f  

the  hands.  T h i r t y  o f  these  p ieces  p la ce  equal  t e c h n i c a l  demands on 

both  hands.  Four teen s t u d ie s  c o n t a in  d i f f i c u l t i e s  f o r  the  r i g h t  

hand o n l y  o r  p r e d o m in a n t l y  f o r  the  r i g h t  hand.  The re m a in in g  n in e  

s tu d ie s  f e a t u r e  t e c h n i c a l  problems f o r  the l e f t  hand. C le m e n t i ' s  

concern f o r  equal  t r e a tm e n t  o f  the  hands can a l s o  be seen by h i s  

i s o l a t e d  use o f  p o l y p h o n ic  w r i t i n g  th r o u g h o u t  the  Gradus c o l l e c t i o n ,  

p a r t i c u l a r l y  in  th e  n in e te en  fug a l  and c a no n ic  s t u d i e s .

However,  many o f  the  Clement i  p ieces  are  less  sound pedagog i-
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c a l l y  as a r e s u l t  o f  t h e i r  e x c e s s i v e  l e n g th .  U n l i k e  the  Cramer e tudes  

where le n g th  seems t o  have been taken i n t o  c o n s i d e r a t i o n ,  d e m e n t i ' s  

s t u d ie s  show less  concern toward the  p e r f o r m e r ' s  p h y s i c a l  c a p a b i l i t y  

f o r  c o n t i n u i n g  a s t re nuo us  t e c h n i c a l  d i f f i c u l t y  a t  l e n g t h .  For e x ­

ample,  in  Study No. 27 f o r  d e v e lo p in g  f i n g e r  s t r e n g t h  and independence,  

the  r i g h t  hand must p la y  an e x h a u s t i n g  t e c h n i c a l  f i g u r a t i o n  " A l l e g r o  

con f u o c o "  f o r  one hundred f i f t y - s e v e n  measures w i t h o u t  a b reak .

Study No. kk p resen ts  a s i m i l a r  t e c h n i c a l  c h a l l e n g e  f o r  the  l e f t  hand,  

as i t  must pe r fo rm  an a rp e g g io  and s c a le  f i g u r a t i o n  in co n t in uous  

s i x t e e n t h  notes " A l l e g r o "  f o r  one hundred tw e n t y - n i n e  b a rs .  Thus,  in  

many o f  the Gradus s tu d ie s  , the  problem o f  endurance inc reases  the  

f o r m id a b le  t e c h n i c a l  demands a l r e a d y  p r e s e n t .

Complete e d i t i o n s  o f  d e m e n t i ' s  Gradus t h a t  are c u r r e n t l y

a v a i l a b l e  are as f o l l o w s :

Gradus ad Parnassum. E d i te d  by Bruno M u g e l l i n i .  Three volumes.  
L e i p z i g :  B r e i t k o p f  S H a r t e l ,  n .d .

Gradus ad Parnassum. E d i te d  by S. C e s i -M a r c ia n o . Three volumes.  
M i l a n :  G. R i c o r d i ,  1921.

Gradus ad Parnassum. E d i te d  by G. Buonamic i .  Three volumes.  
London: Augener,  n .d .

Gradus ad Parnassum. Revised and E d i te d  by Max V o g r i c h .  Three 
volumes.  New York :  G. S c h i rm e r ,  I n c . ,  1898.

The V o g r i c h  e d i t i o n  f e a t u r e s  a rearrangement  o f  the  s t u d i e s  in a t e c h ­

n i c a l l y  p r o g r e s s i v e  o r d e r ,  as e x p la in e d  in i t s  P re fa ce :

To the p re se n t  e d i t i o n  is  due the  honor o f  b r i n g i n g  ou t  
t h i s  work  c l a s s i f i e d ,  f o r  the  f i r s t  t i m e ,  a c c o r d in g  t o  i t s  
p r a c t i c a l ,  f o r m a t i v e ,  and i n t e l l e c t u a l  c o n te n t .

I t  is a rranged in t h r e e  vo lumes.  The f i r s t  c o n ta in s  
t h i r t y - s i x  D a i l y  S tu d ie s  o f  w o r l d - w id e  fame, w h ic h ,  taken 
c o l l e c t i v e l y ,  e x h i b i t  the  e n t i r e  system o f  t e c h n i c  in as 
n e a r l y  exac t  p r o g r e s s i v e  o r d e r  as p o s s i b l e .  The t h i r t y -
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f o u r  s t u d ie s  compr ised in the  second volume are t o  be 
regarded as an e x te n s io n  o f  the  f i r s t  t h i r t y - s i x .  At the  
end o f  t h i s  volume the  canons a re  a r ranged  p r o g r e s s i v e l y ,  
bo th  as regards  q u a l i t y  and q u a n t i t y .  The t h i r d  volume 
c o n t a i n s ,  f i n a l l y ,  the  c o n c e r t - p i e c e s , t h i r t y  in  number, 
c o n s i s t i n g  o f  s m a l l e r  and g r e a t e r  rondos ,  sona ta-movements, 
and se ve ra l  fug ues ,  wh ich  l a s t ,  by v i r t u e  o f  t h e i r  e x c e l ­
l e n c e ,  are in e ve ry  way d e s e rv in g  o f  more a t t e n t i o n  than 
has been pa id  them h i t h e r t o .

Thus,  each volume has i t s  own p e c u l i a r  c h a r a c t e r ,  and 
i t s  i n t e r i o r  a rrangement  is  o r d e r e d ,  l i k e  the  mutual a r ­
rangement o f  the  t h r e e  vo lumes,  p r a c t i c a l l y  and i n t e l ­
l e c t u a l l y  in  s y s t e m a t i c  p ro g r e s s io n  a c c o r d in g  t o  pedagog ic  
p r i n c i  p i e s . ^

A l though  p u b l i s h e d  in the  o r i g i n a l  o r d e r ,  the  M u g e l l i n i  e d i t i o n  

c o n ta in s  a suggested p r o g r e s s i v e  ar rangement  in  wh ich  the  p ieces  shou ld  

be s t u d ie d .  M u g e l l i n i  a l t e r n a t e s  groups o f  s t u d ie s  emphas iz ing  

t e c h n i c a l  development w i t h  groups combin ing  p o l y p h o n ic  and e x p r e s s i v e  

s t u d ie s  (non-e tude  p i e c e s ) .

Several  s e l e c te d  e d i t i o n s  o f  the  Gradus have been p u b l i s h e d  in 

wh ich  some t w e n t y - f i v e  t o  f o r t y  s t u d i e s  a re  grouped as the  most r e p r e ­

s e n t a t i v e  and e s s e n t i a l  p ieces  o f  the  e n t i r e  work .  These a b r idg ed  

c o l l e c t i o n s  i n c l u d e :

Gradus ad Parnassum. 36 Ausgewahl te  Etuden by Sigmund L e b e r t .  
S t u t t g a r t :  Ebnersche Kunst  & M u s ik a 1ie n h a n d lu n g , 1868.

Gradus ad Parnassum. 36 Etudes Se lec ted  by I .  P h i l i p p .  P a r i s :
R i c h a u I t  & Co. ,  1891.

Gradus ad Parnassum. 29 S e lec te d  S t u d i e s ,  Revised and E d i te d  
by Kar l  Taus ig .  New York :  G. S ch i rm e r ,  I n c . ,  1903.

Gradus ad Parnassum. kO E x e r c i s e s ,  E d i te d  and S e le c te d  by 
Giovanni Sgambati .  M i l a n :  G. R i c o r d i ,  1912.

Gradus ad Parnassum. 32 E tudes ,  S e lec ted  and E d i te d  by Theo­
dore Lack.  P a r i s :  Henry Lemoine & Co. ,  1917-

Muzio C le m e n t i ,  Gradus ad Parnassum, rev.  and ed.  Max V o g r i c h ,  
3 v o l s .  (New York :  G. Sch i rm er , I n c . ,  18 9 8 ) ,  P re face  t o  Volume 1.
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Gradus ad Parnassum. 23 S t u d i e s ,  S e le c te d  and E d i te d  by B u s t i n i .  
Mi ian : C u r c i , 19^5-

The e tu d e - t y p e  s t u d ie s  are the  p ieces  most o f t e n  i n c lu d e d  in these  

e d i t i o n s ,  and many o f  the  same p ieces  appear in  a i l  s i x  c o l l e c t i o n s .  

However, by d e l e t i n g  the  s t u d ie s  in m u s ic ia n s h ip  as re p re sen ted  in 

the  fug ues ,  canons,  sonata  a l l e g r o  movements, and c h a r a c t e r  p i e c e s ,  

these  c o l l e c t i o n s  miss d e m e n t i ' s  o r i g i n a l  purpose f o r  p u b l i s h i n g  the 

Gradus , wh ich  was t o  p re se n t  eve ry  s t y l e  and aspect  o f  the a r t  o f  

p i a n o f o r t e  p l a y i n g .

In c l o s i n g  t h i s  c h a p te r  on the  h i s t o r i c a l  p e r s p e c t i v e ,  con­

t e n t s ,  and o r g a n i z a t i o n  o f  the  Gradus, I quo te  Leon P la n t i n g a  who 

p ro v id e s  a f i n e  summation o f  d e m e n t i ' s  most c e le b r a t e d  work :

The Gradus ad Parnassum is  e s s e n t i a l l y  a s e r i e s  o f  e x e r ­
c i s e s  in m u s ic i a n s h i p :  in  e s p r e s s i v o  p l a y i n g  and in the
per formance o f  c o n t r a p u n ta l  s t y l e s ,  as w e l l  as in the  
mastery  o f  d i f f i c u l t  keyboard  f i g u r a t i o n s .  And i t  is  o f  
course  a c o l l e c t i o n  o f  e x e r c i s e s  f o r  the  composer as w e l l ;  
i t  is  a compendium o f  c o m p o s i t i o n a l  t e ch n iq ues  t h a t  compr ise  
a remarkable  summary o f  d e m e n t i ' s  a r t . ^

1 Leon B. P l a n t i n g a ,  C le m e n t i ,  His L i f e  and Music (London:  
Oxford  U n i v e r s i t y  P ress ,  1976) , p. 278.
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CHAPTER I V

THE GRADUS STUDIES THAT DEVELOP TECHNIQUE

d e m e n t i ' s  i n t e n t i o n  in c o m p i l i n g  the  Gradus ad Parnassum, 

wh ich  was t o  p re sen t  a l l  aspects  o f  the  a r t  o f  p i a n o f o r t e  p l a y i n g  up 

to  t h a t  t im e ,  r e s u l t s  in  a g re a t  v a r i e t y  in  i t s  c o n t e n t s .  As s t a t e d  

p r e v i o u s l y ,  f i f t y - t h r e e  o f  the  one hundred p ieces  are e tudes  because 

o f  the  e x p l o i t a t i o n  o f  a t e c h n i c a l  d i f f i c u l t y  th ro u g h o u t  each o f  these 

works .  S tud ies  o f  t h i s  type  are c h a r a c t e r i z e d  by a homogenei ty  o f  

m e lo d i c  and rh y th m ic  m a t e r i a l .  To ba lance  th e  t e c h n i c a l  deve lopment 

o f  the  p e r fo rm e r  are f o r t y - s e v e n  non -e tude  p ieces  in  the  Gradus t h a t  

p r o v id e  the  means f o r  the p e r f o r m e r ' s  mus ica l  m a t u r i t y  as w e l l .  Ex­

amples o f  t h i s  t ype  i n c lu d e  sona ta  a l l e g r o  movements, l y r i c  p i e c e s ,  

canons,  f u g u e s ,  two se ts  o f  themes and v a r i a t i o n s ,  a rondo ,  and t i t l e d  

p ie c e s ,  such as scherzo  and c a p r i c c i o .  F r e q u e n t l y ,  Clement i  in t r o d u c e s  

t e c h n i c a l  problems in  these p ieces  a l s o ,  bu t  the  d i s t i n g u i s h i n g  f e a ­

t u r e  is  t h a t  a s i n g l e  e le m en t ,  such as doub le  t h i r d s  o r  c o n t inu ous  

s i x t e e n t h - n o t e  passage w o rk ,  does no t  dominate  f rom b e g in n in g  t o  end 

as in the e tude  works .  I s h a l 1 f i r s t  d i scu ss  in t h i s  c h a p te r  the  

e tudes  by c a te g o r ie s  o f  t e c h n i c a l  demands f e a t u r e d  and then in Chapter  

V the  v a r io u s  types o f  non-e tude  s t u d i e s ,  c i t i n g  s i m i l a r i t i e s  and 

p e c u l i a r i t i e s  w i t h i n  each group .  Because o f  the  l a r g e  number o f  

works under  c o n s i d e r a t i o n ,  every  p ie ce  w i l l  no t  be ana lyzed  in d e t a i l .

Clement i  deve lops seven b a s i c  types  o f  keyboard te c h n iq u e
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th rough  the  s tu d y  o f  the  f i f t y - t h r e e  e tudes  o f  the  Gradus col 1e c t  i o n .

The seven genera l  c a te g o r ie s  i n c lu d e  f i n g e r  passage w o rk ,  f i n g e r  

independence,  o r n a m e n ta t i o n ,  double  n o t e s ,  the  a rp e g g io ,  repea ted  n o t e s ,  

and broken o c ta v e s .  The f i r s t  f o u r  c a te g o r i e s  are compr ised o f  sub­

groups t h a t  f e a t u r e  v a r i o u s  types o f  s p e c i f i c  t e c h n i c a l  demands. A 

l i s t i n g  o f  these  c a te g o r i e s  o f  t e c h n iq u e  i n c l u d i n g  th e  number o f  

etudes re p resen ted  in each group f o l l o w s :

F in g e r  Passage Work(23)

Broken chord -  6 
Pen tachord  -  2 
T e t ra c h o rd  - 1
Passage work f o r  the  l e f t  hand in co n t inuous  

s i x t e e n t h - n o t e s  -  b 
Passage work  e tudes  t h a t  a l s o  i n t r o d u c e  f i n g e r  

independence demands -  5 
I n d i v i d u a l  types  -  5

F in g e r  Independence(13)

F in g e r  independence and s t r e n g t h  deve loped  by 
c e r t a i n  f i n g e r s  s i l e n t l y  h o l d i n g  down notes 
whi le  o th e r s  pi ay -  b 

Independent l i n e s  in one hand r e q u i r i n g  v o i ­
c in g  and s i l e n t  f i n g e r  s u b s t i t u t i o n s  -  2 

Slow and f a s t - m o v i n g  independent  l i n e s  in the  
same hand -  5 

I n d i v i d u a l  types  -  2

Ornamentat  i on (9)

S ho r t  t r i l l  -  3 
Long t r i l l  -  3 
Turn -  1
I n v e r te d  mordent  -  1 
Grace note  -  1

Double Notes(A)

Octave -  1
T h i rd s  and s i x t h s  - 1 
T h i rd s  -  2

Arpegg io (2 )
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Repeated N o t e s ( l )

Broken O c ta v e s ( l )

The d i s c u s s io n  o f  the  i n d i v i d u a l  Gradus e tudes  w i l l  f o l l o w  the  o r d e r  

o f  the  tech n iq ue  o u t l i n e d  above.

F in g e r  Passage Work

The t w e n t y - t h r e e  s t u d ie s  f e a t u r i n g  f i n g e r  passage work  as the  

type  o f  keyboard  te c h n iq ue  t o  be deve loped  re p re s e n t  n e a r l y  h a l f  o f  

the  f i f t y - t h r e e  e tudes  co n ta in e d  in C le m e n t i ' s  Gradus. The hands are 

deve loped  a lmost  e q u a l l y ,  as tw e lv e  s t u d ie s  f e a t u r e  passage work  in 

bo th  hands,  s i x  c o n ta in  passage work f o r  the  r i g h t  hand o n l y ,  and 

t h e r e  a re  f i v e  etudes  w i t h  l e f t  hand passage work o n l y .  The s p e c i f i c  

p ieces  w i t h i n  the  subgroups o f  t h i s  c a te g o ry  and the  d i s t r i b u t i o n  o f  

the  t e c h n i c a l  d i f f i c u l t y  by hands are  as f o l l o w s :

No te :  B = t e c h n i c a l  d i f f i c u l t y  c o n ta in e d  in both  hands.  R = t e c h ­
n i c a l  d i f f i c u l t y  in  r i g h t  hand.  L = t e c h n i c a l  d i f f i c u l t y  in 
l e f t  hand.

Broken Chord

No. 12 -  B 
No. 2k -  R 
No. 30 -  R 
No. 31 -  R 
No. 53 -  R 
No. 93 -  B

Pentachord

No. 16 -  R 
No. 17 -  L

Tet  racho rd

No. 6k -  B
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Passage Work f o r  the  L e f t  Hand in Cont inuous 
S i x te e n th - N o te s

No. kk -  L 
No. 81 -  L 
No. 87 -  L 
No. 92 -  L

Passage Work Etudes t h a t  A lso  In t ro d u c e  F in g e r  
Independence Demands

No. 2 -  B 
No. 6 -  B 
No. 28 -  B 
No. 35 -  B 
No. 89 -  B

I n d i v i d u a l  Types

No. 3k -  R 
No. 36 -  B 
No. 76 -  B 
No. 95 -  B 
No. 98 -  B

No. 12, the  " P r e l u d i o "  f o r  a s u i t e  in C m a jo r  (Nos. 1 2 -1 5 ) ,  

co n ta in s  co n t inuous  broken  chord f i g u r a t i o n  in s i x t e e n t h - n o t e s  f rom 

b e g in n in g  to  end in e i t h e r  the l e f t  hand o r  the  r i g h t  hand o r  s i m u l ­

t a n e o u s ly  in  bo th  hands. Measures 9-19 f e a t u r e  an ex tended passage 

o f  broken  chords f o r  bo th  hands in  un ison  at  the  o c ta v e ,  and ch a rac ­

t e r i s t i c  is the  wide range o f  the  keyboa rd ,  t h r e e  oc taves  and a h a l f  

s t e p ,  t h a t  bo th  hands must cover  in  p e r fo r m in g  t h i s  passage.  To 

in c rease  the  d i f f i c u l t y  o f  the  passage work are i s o l a t e d  phrases 

where the  f i r s t  p i t c h  o f  each s i x t e e n t h - n o t e  g ro u p in g  must be h e ld  

and vo iced  ou t  t o  p r o j e c t  a q u a r t e r - n o t e  m e lo d ic  l i n e  w i t h  broken chord 

accompaniment,  bo th  in the  same hand.  As seen in the  r i g h t  hand f i g u r a ­

t i o n  in Example 1, Clement i  moves the  m e lo d i c  no te  t o  be he ld  f rom the  

f i f t h  f i n g e r  to  the thumb, an added d i f f i c u l t y  in  v o i c i n g .
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Example 1. Gradus ad Parnassum No. 12, measures 51-54.

Handcrossings are also Introduced to Increase technical demands.

Clementi r e s t r ic ts  the broken chord passage work in No. 24 to 

the r ig h t  hand. However, instead of making the f ig u ra t io n  more complex 

as the piece progresses, as he had done in No. 12, Clementi re ta ins  the 

same broken chord acccmpanimental pattern  in tac t  from beginning to end. 

Endurance becomes the added d i f f i c u l t y  in th is  study, however, as the 

r ig h t  hand has no break a t  a l l  from the continuous s ix teen th -note  

f ig u ra t io n  performed a t  the "Presto*1 tempo marking. V a r ie ty  is 

achieved by presenting the melodic idea in the l e f t  hand in s i n g l e  

notes, in double notes, in t r ia d s ,  in four and f iv e -p i tc h  chords, and 

in ro lle d  octaves and chords. Statements o f  the l e f t  hand theme in 

C-sharp minor, the dominant minor, and E minor occur resp ective ly  at  

measures 22 and 29- Although opening with an eight-measure phrase, 

Clementi does not use re g u la r i ty  o f  phrase structure  as expected
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a f t e r  the  f i r s t  s ta tement .  For example,  the second phrase is t h i r t e e n  

measures in length and the f o l lo w in g  phrase is seven measures long.

S im i la r  in c o n s t ru c t io n  to the previous study is Gradus No. 30.  

Featured in t h i s  p iece  is continuous broken chord passage work fo r  

the r i g h t  hand o n ly ,  modulat ions to several  c lo s e ly  r e la t e d  keys (G 

major ,  the r e l a t i v e  major ,  measure 25; B major ,  the dominant,  measure 

37; and C major ,  measure 53) > and n o n -p er io d ic  phrase s t r u c t u r e .  

However, the passage work here is in t r i p l e t  s i x t e e n t h - n o t e  rhythm 

and is based on " f i l l e d  in"  octave  f i g u r a t i o n ,  as noted in Example 2.

tnollo a r t ic o la io

Example 2. Gradus ad Parnassum No. 30,  measure 1.

The v a r i e t y  o f  broken chord  f i g u r a t i o n  t h r o u g h o u t  t h i s  g roup  o f  e tu d e s ,  

as w e l l  as t h r o u g h o u t  t h e  e n t i r e  Gradus c o l l e c t i o n ,  makes these  works  

e x c e e d in g l y  v a l u a b l e  in  expo s in g  th e  p e r f o r m e r  t o  a l l  t e c h n i c a l  p o s s i ­

b i l i t i e s  t h a t  may be r e q u i r e d  o f  h im in  the  music  o f  t h i s  t im e .  En­

durance  i s  a l s o  necessa ry  in  o r d e r  to  be a b l e  to  p e r fo r m  the  c o n t i n u o u s  

r i g h t  hand passage work  o f  the  l e n g t h y  No. 30 " V e l o c e . "  O the r  o f  i t s  

n o t a b l e  f e a t u r e s  i n c l u d e  th e  f r e q u e n t  use o f  m e lo d i c  c h r o m a t i c i s m  and 

t h e  m o d u la t i o n  f rom B m a jo r  to  C m a jo r  i n  measures 2*3 — 53  c o u n t e r ­

c l o c k w i s e  th rou gh  th e  c i r c l e  o f  f i f t h s .

C lement i  c o n s t r u c t s  broken chord  passage work  t h a t  i n v o l v e s
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crossovers  in Study 31:

fe n e rg ic o  e br i l lantr

jz .
-AV-

Example 3- Gradus ad Parnassum No. 31, measure 1.

The three-octave range in the opening two measures for the r ig h t  hand 

is typical of the span Clementi frequently  requires in melodic runs. 

Other technical challenges rbr the r ig h t  hand are being able to con­

tinue the sixteenth-note f ig u ra tio n  for seventy-seven measures, when 

block chords f in a l ly  provide a four-measure break in a c t iv i t y ,  and 

the d i f f i c u l t  f ig u ra tio n  in extended hand position that begins in 

measure 10:

S I

— y ~9~

T
5

Example k . Gradus ad Parnassum Mo. 31,  measure 10.

U n l ik e  the previous s tudy ,  a ls o  an etude f o r  the r i g h t  hand, Clementi  

places the melodic m a te r ia l  f o r  t h i s  p iece  e x c l u s i v e l y  in the l e f t  

hand, keeping the f i g u r a t i o n  performed by the r i g h t  hand accompani-  

menta l .  Of s i m i l a r  t e x t u r a l  design is No. 24,  as p r e v io u s ly  discussed.
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Canonic t rea tment  o f  the r i g h t  hand f i g u r a t i o n  in the l e f t  hand occurs 

in measures 3- 5 , 3 8 -40 ,  and 63* 70 .

Although not in d ica te d  by t i t l e ,  Study 53 serves as a pre lude  

to the fugue which fo l low s  in No. 54.  Clementi p a i rs  these two pieces  

by ending the pre lude on a h a l f  cadence,  the dominant chord f o r  the  

fugue,  which is a lso  in D minor.  This p iece  is on ly  twenty-seven  

measures in length and is by f a r  the s h o r te s t  o f  d e m e n t i ' s  etudes  

inv o lv ing  broken chord passage work. The r i g h t  hand f i g u r a t i o n  in 

continuous s ix te e n th -n o te s  remains accompanimenta1 throughout,  and 

t h i s  f i g u r e  is f u r t h e r  compl icated by having the f i r s t  p i t c h  o f  each 

fo u r - n o te  group hold fo r  an e n t i r e  q u a r t e r - n o t e  v a lu e .  This d i f f i ­

c u l t y  develops g r e a t e r  f i n g e r  independence and s t r e n g th .  Another  

techn ica l  device  employed by Clementi in t h i s  study is the f requent  

use o f  hand c ross ings ,  as seen in Example 5:

Example 5. Gradus ad Parnassum No. 53> measures 23*24,
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The opening bars of No. 93 show the combination of broken chord 

and sca le  passage work fe a tu re d  in th is  etude:

Example 6 . Gradus ad Parnassum No. 93 > measures 1~3*

To provide f o r  equal hand development, Clementi in v e r ts  the te x t u r e  

beginning in measure 12, r e s u l t i n g  in the l e f t  hand p la y in g  broken 

chords and the r i g h t  hand performing sca le  f i g u r a t i o n .  Also requ ired  

o f  the p a r t  w i th  broken chords is accuracy in quick s h i f t s  o f  hand 

posi t i o n .

There are two etudes in the Gradus th a t  f e a t u r e  pentachord

passage work: No. 16 f o r  the r i g h t  hand and No. 17 f o r  the l e f t  hand.

According to C le m ent i 's  i n d i c a t i o n ,  the purpose o f  these s tud ies  is
3

" t o  e q u a l i z e  the power o f  the f i n g e r s . "  Both are  in meter,  and the

second piece  is b a s i c a l l y  an invers ion  o f  the f i r s t .  The f i g u r a t i o n  

is  in continuous s ix te e n th -n o te s  and moves c h r o m a t ic a l ly  up an octave  

from the middle C p o s i t io n  in the f i r s t  seven measures (an octave  

lower in  N o. 17)*  The hand n o t  p e r f o r m in g  the  passage work  p r o v id e s  

the melodic m a te r ia l  and as seen in the fo l lo w in g  e x c e r p t ,  much use 

is made o f  step sequence in these p ieces:
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Example 7. Gradus ad Parnassum No. 16, measures 11-13 .

A l t h o u g h  b o th  s t u d i e s  a re  o n l y  a round tw e n ty  measures lo n g ,  endurance 

remains a pe r fo rm an ce  d i f f i c u l t y  due t o  the  e x c e s s i v e  l e n g t h  o f  each 

measure.  Debussy 's  parody in  " D r .  Gradus ad Parnassum" f rom the  

C h i I d r e n 1s Corner i s  p r o b a b ly  i n s p i r e d  by the  t e c h n i c a l  r i g o r s  o f  

these  p ie c e s .

S tudy 6A i s  based on t e t r a c h o r d  m o t i v e s ,  and th e  passage work 

in  t h i s  p ie c e  deve lo ps  even a r t i c u l a t i o n  in  f i n g e r s  1, 2,  3> and k in  

bo th  hands.  Only t w e n t y - s i x  measures in  l e n g t h ,  t h i s  s h o r t  e tu d e  

f e a t u r e s  the  f a s t - m o v i n g  f i g u r a t i o n  hands s e p a r a t e l y  a l t e r n a t i n g  

between r i g h t  and l e f t  hands and hands t o g e t h e r  a t  th e  i n t e r v a l  o f  a 

t e n t h .  The f r e q u e n t  use o f  the  augmented second in  the  t e t r a c h o r d
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motive  suggests the upper te t r a c h o r d  o f  the harmonic minor s c a le ,  

a lthough the key o f  the p ie ce  is B - f l a t  m a jor .  The numerous a cc id e n ­

t a l s ,  however,  a re  the r e s u l t  o f  c h r o m a t ic a l l y  a l t e r e d  passing tones .  

U n l ik e  previous s tu d ies  d iscussed ,  t h i s  p iece  remains in the same key 

in i t s  e n t i r e t y .  The passage work covers a wide range o f  the keyboard ,  

r e q u i r i n g  the r i g h t  hand to p lay  in low p o s i t io n s  and the l e f t  hand 

in high p o s i t i o n s .

Gradus Nos. 44,  81 ,  87 ,  and 92 a re  a l l  l e f t  hand etudes f e a ­

t u r i n g  v ar ious  types o f  passage work in continuous s ix t e e n t h - n o t e s .

In the f i r s t  two p ieces o f  t h i s  group, Clementi  p laces a d d i t i o n a l  

te c h n ic a l  demands in the r i g h t  hand p a r ts  as w e l l .  No. 44 ,  a long 

and d i f f i c u l t  etude o f  one hundred tw e n ty -n in e  measures,  co n ta in s  both  

v o ic in g  problems and oc tave  and double note passages f o r  the r i g h t  

hand. The r i g h t  hand p a r t  in Study 81 re q u i re s  independence o f  f i n g e r s  

and e x p e r t  v o ic in g ,  as seen in the opening phrase in Example 8 :

f
I

Example 8 . Gradus ad Parnassum No. 81 ,  measures 1 -6 .
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Endurance i s  c o m p a r a t i v e l y  le s s  c r i t i c a l  f o r  the  l e f t  hand, w h ich  

f e a t u r e s  f i g u r a t i o n  in  ex tended  and c l o s e d  p o s i t i o n s  in  t h i s  e tu d e  o f  

t h i r t y - n i n e  measures.

The l e f t  hand passage work  in  No. 87 i s  based p r i m a r i l y  on 

s c a l e ,  b roken c h o r d ,  and broken  t h i r d  f i g u r a t i o n .  M o d u la t i o n s  to  A 

m a jo r ,  the  d om in a n t ,  and t o  B m in o r ,  the  r e l a t i v e  m in o r ,  o c c u r  a t  

measures 17 and 27.  A sequence i n v o l v i n g  harmon ic  movement f rom B 

m in o r  to  D m a jo r  t h ro u g h  the  c i r c l e  o f  f i f t h s  p recedes the  r e t u r n  o f  

the  open in g  m a t e r i a l  in  measure 35. O the r  than i s o l a t e d  s c a le  f i g u r a ­

t i o n ,  the  r i g h t  hand m e lo d i c  m a t e r i a ]  t h r o u g h o u t  t h i s  e tu de  i s  r e l a t e d  

to  the  f i v e - n o t e  m o t i v e  p re s e n te d  in  th e  open in g  measures:

r> + a.
■ > in ■ \ Vf r \  r  t i i  ** . / ̂j  ' ~ ■

/ ......in ii .
-  & JZ **V...................

jt & & & 1 «r j '/  T,*7t j ----------------------- W— ^  3 •

^  i ey

Example 9. Gradus ad Parnassum No. 87,  measure 1.

Study 92 i s  a perpetuum m o b i1e f o r  bo th  hands w i t h  c o n s t a n t  e i g h t h -  

no te  movement in  the  r i g h t  hand and c o n t i n u o u s  m o t ion  in  t r i p l e t  

s i x t e e n t h - n o t e  rhythm in  the  l e f t  hand. An extended  h a n d c ro s s in g  pas ­

sage i n v o l v i n g  the  r i g h t  hand p e r f o r m in g  lower  than the  l e f t  o c c u r s  

in  th e  open ing  s i x -m e a s u re  p h ra s e ,  and a change o f  mode f rom B m a jo r  

t o  3 m in o r  takes  p la c e  in  measure 20.  T h is  s h o r t  e tu de  o f  t h i r t y - o n e  

measures i s  the  f i n a l  movement o f  the  S u i t e  in  B c o m p r i s i n g  Nos. 8 8 -92 .

S tu d ie s  2, 6 ,  28,  35,  and 89 fo rm  a g roup  o f  e tudes  in  t h i s  

c a te g o r y  p r i m a r i l y  s t r e s s i n g  t e c h n i c a l  deve lopment  in  passage work  t h a t
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a l s o  i n t r o d u c e s  problems in  f i n g e r  independence .  As no ted  in  the  l i s t ­

ing on page 57> the  f i v e  e tudes  d ev e lo p  bo th  hands e q u a l l y .  The 

passage wo rk  in  No. 2 i s  b a s i c a l l y  b roken  t h i r d  f i g u r a t i o n .  Two 

ex tended  passages in  w h ich  the  l e f t  and r i g h t  hands f e a t u r e  t h i s  t ype  

o f  f i g u r a t i o n  in  u n i s on  a t  the  o c ta v e  o c c u r  a t  measures 11 and 35.  The 

f i r s t  passage beg in s  in  F m a jo r  and m odu la tes  q u i c k l y  t o  B - f l a t  m a jo r ,

C m in o r ,  D m a jo r ,  and C m a jo r  and i n v o l v e s  movement up and down th ro u g h  

a t w o - a n d - a - h a l f  o c ta v e  range .  H a r m o n i c a l l y ,  the  second example is  

j u s t  as u n s t a b l e  and c l e a r l y  fo reshadows C h o p in ' s  use o f  c h r o m a t i c i s m .  

The s e c t i o n  where C lement i  adds the  p rob lem o f  f i n g e r  independence 

beg in s  w i t h  the  r e t u r n  to  F m a jo r  i n  measure 2k:

Example 10. Gradus ad Parnassum No. 2, measures 2k-2S .

T h is  m a t e r i a l  is  s i m i l a r  to  t h a t  in  th e  o p e n in g ,  b u t  the  l e f t  hand 

p r e v i o u s l y  had the  l o n g e r  v a lued  m e lo d i c  l i n e  t h a t  i s  now on t o p .  The 

l e f t  hand has no c o r r e s p o n d in g  passage r e q u i r i n g  f i n g e r  independence ,  

how ever .

S t r u c t u r a l l y ,  No. 6 i s  un ique  among the  e tu d e s .  T h is  p ie c e  i s  

i n  two s e c t i o n s ,  w i t h  c o n t r a s t i n g  meters  and tempos.  I n t e r e s t i n g l y ,  

the  second p a r t  is  e x a c t l y  t h r e e  t im es  as long  as the  f i r s t ,  and the  

i m i t a t i v e  o p e n ing  in  the second s e c i t o n  re p e a ts  the  p i t c h e s  o f  the
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f i r s t  f i v e  notes in the r i g h t  hand passage work in measure 1. The 

c ontra punta l  passages o f  the B s e c t io n  and the tw o -vo ic e  f i g u r a t i o n  f o r  

the r i g h t  hand in the opening s e c t io n  both r e q u i r e  a high p r o f i c i e n c y  

o f  f i n g e r  independence.  Example 11 is  an e x c e rp t  o f  the f i g u r a t i o n  

from the A s e c t io n :

3
1

3
4 5 1 5

j f  ben u m to
J3L

4 2 2 4

Example 11. Gradus ad Parnassum No. 6, measures 16-17.

Example 12 prov ides  a s i m i l a r  passage in f i n g e r  independence f o r  the  

r i g h t  hand from the B s e c t io n :

'an tando

Example 12. Gradus ad Parnassum No. 6 , measures 1*1-43.

Study 28 f e a t u r e s  passage w o rk  i n  t r i p l e t  e i g h t h - n o t e  rhy thm  

t h a t  emphasizes p o s i t i o n  changes by c o n t r a c t io n  o f  the hand. Clementi  

i n v e r t s  the t e x t u r e  so t h a t  each hand shares e q u a l l y  in the performance  

o f  the passage work and the melodic  m a t e r i a l .  The added problem o f  

f i n g e r  independence,  as in the prev ious  two e tu d es ,  is o n ly  r e q u i re d  

o f  the r i g h t  hand and is s i m i l a r  in c o n s t r u c t io n  to the te c h n ic a l
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d i f f i c u l t y  in  Example 10.

The passage work  in  No. 35 moves p r e d o m in a n t l y  by s te p  in  t r i p ­

l e t  e i g h t h - n o t e  rhy thm as in  the  p r e v io u s  e tu d e .  However,  c r o s s o v e r s  

and t r i l l  t e c h n iq u e  a re  f e a t u r e d  in  t h i s  f i g u r a t i o n .  The i n t r o d u c t i o n  

o f  d o t t e d  who le  and d o t t e d  h a l f - n o t e s  w i t h  the  passage work  p roduces 

f i n g e r  independence demands f o r  bo th  hands:
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Example 13- Gradus ad Parnassum No. 35,  measures 2 3 -2 6 .

A f a i r l y  l a r g e  hand span i s  r e q u i r e d  in  o r d e r  c o m f o r t a b l y  t o  h an d le  the  

ex tended  p o s i t i o n s  r e s u l t i n g  f rom the  o c ta v e  s t r e t c h e s  w i t h  added f i g u ­

r a t i o n  in  t h i s  example .  E x c u r s io n s  to  C m a jo r  and D m in o r  o c c u r  b e fo r e  

the  r e t u r n  t o  the  t o n i c  key o f  A m a jo r  in  measure k ] .

Study 89 is  m u s i c a l l y  comparab le  t o  No. 28 o f  t h i s  e tud e  c a t e ­

go ry  in  d e m e n t i ' s  c h r o m a t i c  t r e a t m e n t  and in  the  f r e q u e n t  exchange 

o f  passage work  and m e lo d i c  p a r t s  between the  hands.  The m e lo d i c  

m a t e r i a l  i s  a descend ing  c h r o m a t i c  l i n e  a l t e r n a t i n g  by phrase  between
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l eg a to  and s ta cc a to  touch.  As in No. 28 ,  the added d i f f i c u l t y  o f  

f i n g e r  independence is re q u i re d  o f  the r i g h t  hand o n l y .  Example 14,  

the "answer11 phrase to  the opening f iv e -m e a s u re  " q u e s t i o n , "  shows the  

independent r i g h t  hand p a r t s ,  i n c lu d in g  the melody in descending h a l f  

s te p s ,  accompanied by the l e f t  hand passage work in continuous e ig h th *  

note motion:

S JL- 3 ;

Tcv-d------------------ ‘------------------- f—----- :............ ...—-----
--g ram *---. -  ■ j r ..
L_C------------- ;----- ---------^

T r a ------->  A „  0- 9  ■ » ■ 9
m JL

J 4 0̂ 1 " J ■ up

1 4  3“

34

Example 14. Gradus ad Parnassum No. 89 , measures 5“ 10.

Endurance is not a performance problem, due to the  moderate length  o f  

t h i s  f i f t y - t w o  measure work.  A ls o ,  Clementi  p rov ides  per iods o f  r e s t  

in the f i r s t  h a l f  o f  the p iece  when the hands per forming  the melody 

and the passage work exchange p a r ts  a t  the end o f  each phrase .

The next s tu d ie s  to be discussed are  the l a s t  works in t h i s  

category  o f  t w e n t y - t h r e e  etudes t h a t  f e a t u r e  passage work ,  and these  

f i v e  p ieces a re  a l l  i n d iv id u a l  in musical design.  Study 34 is based
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on a continuous s ix t e e n t h - n o t e  f i g u r a t i o n  t h a t  develops smooth s h i f t s  

o f  hand p o s i t io n  through the use o f  f i n g e r  s u b s t i t u t i o n :

Z T . O r  iL P .

—   - g  •+ ■  ■

*  5 '* a 5 
J ‘ itfjv(tin e scorrevole

(

I
Example 15- Gradus ad Parnassum No. 34,  measures 1 -2 .

Clementi  i n v e r ts  the motive  w i t h  non-chord upper ne ighbors in des­

cending passages.  Although composed mainly  to develop the r i g h t  hand,  

t h i s  etude c o n ta in s  a t h i r t y - m e a s u r e  middle  s e c t io n  in which the l e f t  

hand a ls o  p a r t i c i p a t e s  in the s u b s t i t u t i o n  d r i l l .  In f a c t ,  measures 

86-106  g iv e  the r i g h t  hand a much needed r e s t  from the passage work,  

which is p e d ag o g ic a l ly  sound, so t h a t  the per former  w i l l  have the  

endurance to complete t h i s  lengthy  etude o f  one hundred t h i r t y - e i g h t  

measures.  Except f o r  the  middle  s e c t i o n ,  the l e f t  hand is  b a s i c a l l y  

c h o rd a l ,  and good v o ic in g  is a musical  n e c e s s i ty  in o rd e r  to p r o j e c t  

a melodic  phrase above the r e p e t i t i v e  f i g u r a t i o n  in the r i g h t  hand.

As in No. 34,  Clementi  p rov ides  per iods  o f  r e s t  from the busy 

passage work in both hands in Study 36 . Th is  long etude f e a t u r e s  

f i g u r a t i o n  from which the per form er  must b r ing  out  the melod ic  l i n e  

and suppress the repeated notes:
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Example 16. Gradus ad Parnassum No. 36 , measure 1.

There a r e  equal  t e c h n ic a l  d i f f i c u l t i e s  f o r  both hands, and a l though  

the f i g u r a t i o n  u s u a l l y  moves in p a r a l l e l  motion between the hands,  

Clementi  adds phrases in c o n t r a r y  motion ,  such as measures 3 8 - ^ 5 ,  f o r  

c o n t r a s t .  To p reve nt  f a t i g u e ,  the composer avoids keeping the  hands 

in extended p o s i t i o n  f o r  long p e r io d s .  Modulat ion to E m a jo r ,  the  

dominant,  and a change o f  mode to A minor occur  r e s p e c t i v e l y  in 

measures 22 and 5^.

Because o f  i t s  constan t  f i g u r a t i o n  f o r  both hands, Study 76 

is a perpetuum m o b i le . Th is  e tude  is  o f  moderate length  due to the  

continuous passage work,  and i t  serves as the " F i n a l e 11 f o r  the S u i te  

in E (Nos. 7 1 " 7 6 ) .  The t h in  t e x t u r e  and o v e r a l l  musical  s t y l e  suggest  

t h a t  the work was composed e a r l y  in d e m e n t i ' s  c a r e e r .  S c a r l a t t i ' s  

i n f lu e n c e  is e v id e n t  from repeated cadence p a t te r n s  and the wide leaps  

found in t h i s  p iece:^

*As s t a t e d  p r e v i o u s l y ,  C le m e n t i  had access  t o  the  m u s ic a l  
w o rks  o f  Domenico S c a r l a t t i  c o n t a i n e d  in  th e  l i b r a r y  o f  S i r  P e t e r  
B e c k f o r d .
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Example 17a. Gradus ad Parnassum No. 7 6 , measures k ~ 5 .

[ 4 i -  1 4
-g i f  is  ar sr ~a w  g  is

Example 17b. Gradus ad Parnassum No. 76,  measures 3 6 - 3 8 .

No. 95 ,  e n t i t l e d  " B i z z a r r i a , "  f e a t u r e s  passage work  based on a 

f i v e - n o t e  m o t i v e  t h a t  i r r e g u l a r l y  s u b d i v i d e s  the  q u a r t e r - n o t e  p u l s e .  

A c c o r d in g  t o  P e te r  Ganz, th e  c o n t in u o u s  s u b d i v i s i o n  o f  f i v e  s i x t e e n t h s  

per  q u a r t e r  is  un ique  s in c e  i t  is  a " r h y t h m i c a l  f i g u r a t i o n  p r a c t i c a l l y  

unused up t o  t h a t  t i m e . "  C rossrhy thms o f  f i v e  a g a in s t  two o c c u r  

r e g u l a r l y  in  t h i s  e tu de  as w e l l  as t h e  f o l l o w i n g  r h y t h m ic  c o m p l e x i t y :

2
P e te r  F e l i x  Ganz, "The Development o f  the  Etude f o r  P i a n o f o r t e "  

(Ph.D d i s s e r t a t i o n ,  N o r th w e s te rn  U n i v e r s i t y ,  I 9 6 0 ) ,  p. 118. The a u th o r  
c i t e s  o n l y  one example t h a t  p re d a te s  d e m e n t i ' s  p i e c e :  a rondo in  5 
m ete r  by Xaver Schnyder  von W a r t e n s e e ( l 7 86 -18 68 ) .
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Example 18. Gradus ad Parnassum No. 95 ,  measures 2 2 -23 .

The hands are r e q u i r e d  t o  p e r fo r m  th e  passage work  bo th  i n d i v i d u a l l y  

and t o g e t h e r ,  and Clement i  f r e e l y  i n v e r t s  the  open ing  m o t i v e  f o r  

v a r i e t y .  An ex tended  s e c t i o n  in C m in o r ,  the  p a r a l l e l  m in o r ,  f e a t u r i n g  

f i g u r a t i o n  in both  hands beg ins  in  measure 53*

The g i g u e - l i k e  c h a r a c t e r  o f  S tudy  38 makes t h i s  p ie c e  one o f  

the  most m u s i c a l l y  a p p e a l i n g  e tu des  o f  d e m e n t i ' s  o u t p u t .  T h is  work  

deve lops  bo th  hands e q u a l l y  t h ro u g h  the  f r e q u e n t  exchange o f  p a r t s  

between l e f t  hand and r i g h t  hand. For exam ple ,  Clement i  uses t h i s  

d e v i c e  in c o n s t r u c t i n g  the  second phrase  o f  f i v e - a n d - a - h a l f  measures,  

as the  open in g  l e f t  and r i g h t  hand p a r t s  a re  re pea ted  e x a c t l y  in  the 

o p p o s i t e  hands.  As a r e s u l t ,  v o i c i n g  problems t h a t  C lement i  wou ld  

p r e v i o u s l y  have r e s t r i c t e d  t o  the  r i g h t  hand o n l y  are now p r e s e n t  f o r  

t h e  l e f t  hand t o  m a s te r ,  as in measures 9 -1 1 .  F u r t h e r m o r e ,  the  open­

ing m o t i v e  f o r  the  l e f t  hand in  the  f i r s t  measure is  c o n s t a n t l y  

repea ted  in bo th  i t s  o r i g i n a l  and i n v e r t e d  fo rm s ,  wh ich  makes t h i s  

work  even t i g h t e r  in  m us ica l  c o n s t r u c t i o n .  A f i n a l  t e c h n i c a l  f e a t u r e  

o f  t h i s  e tude  is  th e  c h a l l e n g e  o f  smooth s h i f t s  o f  hand p o s i t i o n ,  

such as those  across  the  b a r l i n e  f o r  the  r i g h t  hand in Example 19:
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Example 19. Gradus ad Parnassum No. 93 ,  measures 14—16 .

F in g er  Independence

The second l a r g e s t  category  o f  technique covered in the etudes  

o f  the Gradus ad Parnassum is the development o f  f i n g e r  independence.  

T h i r t e e n  o f  the f i f t y - t h r e e  pieces c l a s s i f i e d  as e tu d e s ,  o r  a p p r o x i ­

mate ly  t w e n t y - f i v e  per c e n t ,  f e a t u r e  t h i s  type o f  t e c h n ic a l  development.  

The hands are  developed almost e q u a l l y  as Clementi inc ludes f o u r  s tud ies  

in h is  c o l l e c t i o n  w i t h  f i n g e r  independence demands in both hands, f i v e  

s tud ie s  f o r  the r i g h t  hand f i n g e r  independence o n l y ,  and f o u r  etudes  

f o r  the development o f  f i n g e r  independence only  in the l e f t  hand. The 

subgroups and in d iv id u a l  etudes o f  t h i s  category  w i th  the d i s t r i b u t i o n  

o f  the  te c h n ic a l  d i f f i c u l t y  by hands a re  l i s t e d  below:

Note:  B » te c h n ic a l  d i f f i c u l t y  conta ined in both hands. R 3 tec h ­
n ic a l  d i f f i c u l t y  in r i g h t  hand. L =* te c h n ic a l  d i f f i c u l t y  in 
l e f t  hand.

F in g er  Independence and S trength  Developed by C e r ta in  Fingers  
S i l e n t l y  Hold ing Down Notes While  Others P lay

No. 1 -  B 
No. 3 -  B 
No. 27 -  R 
No. 35 -  L
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Independent Lines in One Hand R equir ing  V o ic ing  and S i l e n t  
Finger  S u b s t i t u t io n s

No. 46 -  R 
No. 96 -  B

Slew and Fast -Moving Independent Lines in the Same Hand

No. 47 -  R 
No. 71 -  B 
No. 79 “ L 
No. 86 -  L 
No. 100 -  L

In d iv id u a l  Types

No. 23 -  R 
No. 48 -  R

Studies 1, 3 ,  2 7 ,  and 85 are  o f  s i m i l a r  pedagogical  design as 

f i n g e r  s t r e n g th  and e q u a l i t y  a re  developed by h o ld ing  down notes and 

t r i a d s  w h i le  the o t h e r  f in g e r s  o f  t h i s  same hand p lay  repeated notes  

or broken chord f i g u r a t i o n :

V - - % - ,— L _ ----------
> ,al d & t‘3 te n .  • .... ......... . " #■"»' f t  <>—

— ' 5 5 5 5 5
3 3 3 3 3 3

f  r o b u s t o ,  m o l to  a r t i a o l a t o

---------------------------5
^ 7 7 7 7 7 7

..................----------------------
-7 1 - 'O j---------------------------- T— --------------------1 j  r J S  A 1r i

Example 20a.  Gradus ad Parnassum No. 1,  measures 1 -2 .

Example 20b.  Gradus ad Parnassum No. 3, measures 8 -9 .
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Clement i  S ta te s  s p e c i f i c a l l y  in the  s c o re  t h a t  th e  purpose o f  the  f i r s t  

t h r e e  o f  these  e tudes  i s  " t o  re n d e r  th e  f i n g e r s  i n d e p e n d e n t . "  Except  

f o r  No. 85 ,  these p ie ces  a re  dom ina ted  e n t i r e l y  by a re pea ted  t e c h n i c a l  

d r i l l  o r  m o t i v e  t h r o u g h o u t  and a re  d e vo id  o f  much mus ica l  i n t e r e s t .  

However,  Clement i  p la ce s  the  t e c h n i c a l  m o t i v e  f o r  Study  85 in the  l e f t  

hand o v e r  w h ich  e x p r e s s i v e  m e lo d i c  m a t e r i a l  in  phrases e m p has iz ing  

tw o - n o te  s l u r  a r t i c u l a t i o n  is  p r o j e c t e d  in t h e  r i g h t  hand. A lso  by 

c o n t r a s t ,  t h i s  p ie ce  is  o r g a n iz e d  in t e r n a r y  fo rm  (ABA) whereas th e  

o t h e r  t h r e e  a re  des ign ed  l i k e  p r e l u d e s ,  the  repea ted  f i g u r e  re m a in in g  

c o n s t a n t  w i t h  m o d u la t i o n s  t o  v a r i o u s  r e l a t e d  keys .  Endurance i s  an 

added prob lem in No. 27 ,  due t o  i t s  e x c e s s i v e  l e n g th  o f  one hundred 

f i f t y - s e v e n  measures.  The o t h e r  t h r e e  e tudes  under  d i s c u s s i o n  are  

s h o r t ,  r a n g in g  f rom o n l y  t h i r t y - s i x  t o  f o r t y - f i v e  measures.  A f i n a l  

t e c h n i c a l  p roblem in  p e r f o r m in g  these  e tudes  is  t h e  s t r e s s  p la ced  

on the  hand as a r e s u l t  o f  d e m e n t i ' s  r e m a in in g  in ex ten ded  hand p o s i ­

t i o n s  f o r  so much o f  the  t im e .  A hand span o f  a t  l e a s t  an o c ta v e  is  

n ece ssa ry  t o  p la y  these  w o rk s ,  a l t h o u g h  a l a r g e r  reach wou ld  be p r e ­

f e r a b l e .

S tu d ie s  46 and 96 f e a t u r e  p a r t s  w i t h  independent  mus ica l  l i n e s  

t o  be per fo rm ed  in one hand t h a t  r e q u i r e  good v o i c i n g  and s i l e n t  

f i n g e r  s u b s t i t u t i o n s .  C lement i  p la c e s  t h i s  t e c h n i c a l  d i f f i c u l t y  in  

the  r i g h t  hand in No. 46 a g a in s t  a ja g ge d  s i n g l e  l i n e  in  the  l e f t  

hand in n  r h y t h m :
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°con esatto r i t m o

Example 21. Gradus ad Parnassum No. 46,  measures 1-3

Complete c o n t r o l  and r h y t h m ic  p r e c i s i o n  is  n ecessa ry  in  o r d e r  f o r  the  

hands t o  sound e x a c t l y  t o g e t h e r  in  the  s i x t e e n t h - n o t e  s u b d i v i s i o n s .  A 

s h o r t  e x c u r s i o n  t o  E - f l a t  m a jo r ,  t h e  r e l a t i v e  m a jo r ,  occu rs  in  measures 

16-24 .  The m us ica l  m a t e r i a l  remains the  same t h r o u g h o u t  as C lement i  

makes c o n s i d e r a b l e  use o f  r e p e t i t i o n  and f r a g m e n t a t i o n  o f  the  open ing  

t h e m a t i c  id ea .  No. 96 i s  a l s o  c o n s t r u c t e d  f rom a s i n g l e  i d e a ,  an e i g h t -  

measure phrase w i t h  much i n t e r n a l  r e p e t i t i o n :

Example 22. Gradus ad Parnassum No. 96 ,  measures 1 -8 .
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In a s i m i l a r  way t o  No. 46 (Ex.  2 1 ) ,  C lement i  deve lo ps  f i n g e r  indepen ­

dence in  bo th  hands in  t h i s  e tu d e ,  and the  q u i c k  s h i f t s  in  p o s i t i o n  

i n v o l v i n g  f i n g e r  s u b s t i t u t i o n s  a re  even more d i f f i c u l t  than those  in 

the  p r e v io u s  p i e c e .  One a u t h o r  has sugges ted  t h a t  the  n o te  p i c t u r e  and

m u s ica l  c h a r a c t e r  o f  t h i s  w o rk  a re  a f o r es h a do w in g  o f  t h e  t u r b u l e n t  
q

Brahms . J

S tu d ie s  47,  71 ,  79,  86,  and 100 d eve lo p  f i n g e r  independence 

th ro u g h  th e  per fo rm ance  in one hand o f  two independen t  mus ica l  l i n e s ,  

one s low and the  o t h e r  f a s t - m o v i n g .  C lement i  p laces  t h i s  t e c h n i c a l  

d i f f i c u l t y  in  the  r i g h t  hand in  No. 47 where the  weak f i n g e r s  in the  

u ppe r  p a r t  o f  th e  hand p la y  a rep ea ted  f i g u r e  in s i x t e e n t h - n o t e s  

a g a i n s t  a m e lo d ic  l i n e  in  l o n g e r - v a l u e d  no tes  per fo rm ed  by f i n g e r s  

1 and 2:

Example 23. Gradus ad Parnassum No. 47 ,  measures 1 -5 .

^F o r  a more d e t a i l e d  d i s c u s s i o n  o f  t h i s  and o t h e r  . fo reshadow ing s  , 
see K a th leen  D a le ,  "Hours w i t h  Muzio C l e m e n t i , "  Mus ic  and L e t t e r s  24 
( 1 9 4 3 ) :  144-54.  — ------------------------------
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The p lacement  o f  the  melody in  t h e  l o w e r  p a r t  makes th e  v o i c i n g  and 

p r o j e c t i o n  o f  t h i s  l i n e  above t h e  accompaniment even more t e c h n i c a l l y  

demanding than i f  t h e  melody had been on t o p .  C lement i  has a l s o  de­

s ign ed  t h i s  w o rk  as an e tude  in c o n t r a s t i n g  a r t i c u l a t i o n  s i n c e  f o r  a 

m a j o r i t y  o f  the  t im e  the  r i g h t  hand is  p l a y i n g  l e g a t o  in the  s i x t e e n t h -  

n o te  f i g u r a t i o n ,  s t a c c a t o  and in  tw o -n o te  s l u r s  in t h e  m e lo d i c  l i n e ,  

and th e  l e f t  hand is  u s in g  s t a c c a t o  touch  in  i t s  p a r t .  Wide leaps  in 

the  l e f t  hand accompaniment ,  some as l a r g e  as a t w e l f t h ,  i n c r e a s e  the  

o v e r a l l  d i f f i c u l t y  o f  t h i s  e tu d e .

In No. 71,  the  f i g u r a t i o n  t o  de ve lo p  f i n g e r  independence ap­

pears a l t e r n a t e l y  in  b o th  hands as an accompaniment.  One l i n e  moves 

c o n s i s t e n t l y  in  s i x t e e n t h - n o t e s  w h i l e  t h e  o t h e r  is  in  q u a r t e r  and h a l f ­

no te  m o t io n .  Clement i  makes c o n s i d e r a b l e  use o f  c h r o m a t i c i s m  in t h i s  

p i e c e ,  such as in s e v e r a l  passages f e a t u r i n g  a descen d ing  c h r o m a t i c  

bass l i n e .  Unexpected j a r r i n g  d issonances  o c c u r ,  as in measures 2 1 - 2 5 ,  

when a German augmented s i x t h  chord  sounds s im u l t a n e o u s l y  w i t h  th e  

dominant  pedal  tone t o  w h ich  i t  w i l l  e v e n t u a l l y  p r o g r e s s .  T h i s  e tu d e ,  

th e  ope n ing  movement o f  th e  S u i t e  in  E (Nos.  71 “ 76) , p r o v id e s  equa l  

deve lopment  o f  the  hands th ro u g h  the  f r e q u e n t  exchange o f  mus ica l  mate­

r i a l .

S tudy 79 is a n o th e r  o f  d e m e n t i ' s  works  t h a t  show the  i n f l u e n c e  

o f  Scar 1a t t  i :
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Example 24.  Gradus ad Parnassum No. 79 , measures 3 -4 .

Present  in t h i s  etude are  the hand c ro s s in g s ,  wide le a p s ,  and repeated  

cadence p a t te rn s  t h a t  a re  trademarks o f  S c a r l a t t i ' s  com posi t iona l  s t y l e .  

This  study develops f i n g e r  independence through the tw o -v o ic e  accompani­

ment in the l e f t  hand. L ike  a m a j o r i t y  o f  the e tu d e s ,  t h i s  p iece  is 

w r i t t e n  in a c ont inuous ,  o r  f r e e  form. Four-measure excurs ions  to  E - f l a t  

minor and F minor begin a t  measures 11 and 15. Movement in the  bass 

from D to B - f l a t  counterc lockwise  around the c i r c l e  o f  f i f t h s  occurs in 

measures 7 - 9 .  The v a r i e t y  in a r t i c u l a t i o n  a lso  prov ides  a te c h n ic a l  

requirement to  be mastered in t h i s  shor t  e tude .

Of s i m i l a r  design is the l e f t  hand accompaniment f o r  f i n g e r  inde­

pendence in No. 86 . However,  the  s ix t e e n t h - n o t e  f i g u r a t i o n  is much 

less r e p e t i t i v e ,  and the slower moving l i n e  is n o n - le g a to  in the  two-  

v o ice  accompaniment o f  th is  s tudy .  Although d e m e n t i ' s  o r i g i n a l  f i n ­

g e r in g  is u n a v a i l a b l e ,  the placement o f  the l e f t  hand p a r t  on the  key­

board in measures 8-12 prov ides  support  f o r  the  c o n te n t io n  t h a t  Clementi  

did  not h e s i t a t e  to use the thumb on b la c k  notes when f lu e n c y  could be 

more e a s i l y  accomplished through i t s  use.  d e m e n t i ' s  use o f  consecut ive  

dimin ished seventh chords in measures 34-35  and 46-48.  is suggest ive  o f  

the manner in which Mendelssohn f r e q u e n t l y  employs these chords.  Other

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



t e c h n i c a l  d i f f i c u l t i e s  in  t h i s  e tu de  a re  th e  s h o r t  passages f o r  the  

r i g h t  hand r e q u i r i n g  f i n g e r  independence and good v o i c i n g ,  such as 

measures 15-17 ,  and th e  complex c ross  rhy thm in measures 30 and 6 2 - 6 3 :

Example 25. Gradus ad Parnassum No. 86,  measure 62.

Study 100 p r o v id e s  work  in f i n g e r  independence and s t r e n g t h  

th r o u g h  a t w o - v o i c e  l e f t  hand accompan iment .  U n l i k e  the  p r e v io u s  f o u r  

e t u d e s ,  C lement i  o rg a n iz e s  th e  m a t e r i a l  in  t h i s  p ie ce  in a t e r n a r y

s t r u c t u r e .  C o n t r a s t  is  a ch ieve d  in t h e  8 s e c t i o n  n o t  th rou g h  the  i n ­

t r o d u c t i o n  o f  new t h e m a t i c  m a t e r i a l ,  b u t  h a r m o n i c a l l y  by the  change o f  

mode t o  E m in o r  in  measure 17 3nd th e  m o d u la t i o n  t o  G m a jo r  in  measure 

2k. Clement i  makes f r e q u e n t  use o f  c h r o m a t i c  p as s in g  and n e i g h b o r  

tones in t h i s  s t u d y ,  and th e  p rob lem o f  endurance is  n o t  a s i g n i f i c a n t

f a c t o r  in  the  per fo rm ance  o f  t h i s  s h o r t  w o rk .

The f i n a l  two examples in the  c a te g o r y  o f  e tud es  t h a t  deve lo p  

f i n g e r  independence are  q u i t e  d i f f e r e n t  in  t h e i r  t e c h n i c a l  a im and 

m u s ica l  c o n t e n t .  No. 23 is  a s h o r t  work  o f  t w e n t y - n i n e  measures t h a t  

L i s z t  is  r e p o r te d  t o  have p r a c t i c e d  d a i l y  as a f i n g e r  s t r e n g t h e n i n g  

e x e r c i s e .  I t  i s  s a id  t h a t  in  p r a c t i c i n g  t h i s  p ie c e  he p la yed  th e  

d i f f i c u l t  r i g h t  hand p a r t  in  the  l e f t  hand as w e l l .  A l th o u g h  t h i s  work
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is  an e x c e l l e n t  t e c h n i c a l  d r i l l ,  i t  c o n ta in s  l i t t l e  mus ica l  i n t e r e s t :

Example 26. Gradus ad Parnassum No. 23,  measures 6 -7 .

The r i g h t  hand f i g u r a t i o n  remains c o n s ta n t  t h r o u g h o u t ,  and because o f  

the  a lm os t  e x c l u s i v e  use o f  ex tended  hand p o s i t i o n s ,  a l a r g e  hand span 

i s  necessa ry  in  o r d e r  c o m f o r t a b l y  t o  p e r fo rm  t h i s  w o rk .  The l e f t  hand
I

p a r t  remains u n p r o b le m a t i c  e x c e p t  f o r  measures 18-22 when th e  v o i c i n g  

and p r o j e c t i o n  o f  a m e lo d i c  l i n e  and a ccu ra cy  in p l a y i n g  w id e  leaps  

a re  requ i  red .

By co m par ison ,  Study 48 i s  a lm o s t  f o u r  t im es  th e  l e n g t h  o f  No.

23 ,  and i t s  pedagog ica l  a im is  the  deve lopment o f  f i n g e r  independence

in  the  r i g h t  hand by p e r f o r m in g  a p o l y p h o n i c  mus ica l  t e x t u r e .  Thus ,  

improvement in  c o n t r o l  and v o i c i n g ,  r a t h e r  than e q u a l i z i n g  the  s t r e n g t h  

o f  a l l  f i n g e r s ,  r e s u l t s  when Study  48 i s  m as te red .  F u r th e rm o r e ,  the

m us ica l  c o n t e n t  is  much more s a t i s f y i n g  in No. 48 when compared t o  the

p re v io u s  e tu d e .  A l t h o u g h  s i x t e e n t h - n o t e  rhy thm is  c o n s ta n t  between 

th e  two independent  r i g h t  hand v o i c e s ,  C lement i  uses v a r i e t y  in  the  

l e f t  hand accompaniment t o  p r o v id e  e lements  o f  mus ica l  c o n t r a s t .  The 

l e f t  hand p a r t  p ro g re sse s  f rom a s i n g l e  l i n e  in syncopa ted  rhy thm 

th rough  a s i x t e e n t h - n o t e  b roken  chord p a t t e r n  in ex te nde d  p o s i t i o n s  to
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two independent  l i n e s  w i t h  m e lo d i c  i n t e r e s t .  Handcross in gs  and e n d u r ­

ance p r o v id e  a d d i t i o n a l  t e c h n i c a l  d i f f i c u l t i e s .  P l a n t i n g a  e v a l u a t e s  

t h i s  e tude  as one o f  d e m e n t i ' s  "mos t  im p re s s iv e  p ie ce s  o f  a l l "  because

o f  the  p o t e n t i a l  in  per fo rm ance  t o  emphasize a t  t im es  th e  l i n e a r  aspec t

4
and a t  o t h e r  t imes the  ha rm on ic  p r o g r e s s io n s .

Ornamentat  ion

There a re  n in e  e tudes  in th e  Gradus f o r  im p ro v in g  th e  per fo rm ance  

o f  v a r i o u s  t ype s  o f  o r n a m e n t a t i o n .  Three o f  these  s t u d i e s  d eve lo p  the  

r i g h t  hand e x c l u s i v e l y  w h i l e  the  o t h e r  s i x  o f f e r  equal  d i f f i c u l t i e s  f o r  

bo th  hands.  I n c lu d e d  in  t h i s  c a te g o r y  o f  t e c h n iq u e  a re  th e  f o l l o w i n g  

p ie ces  w i t h  t h e  types  o f  o rnaments  co ve red :

N o te :  B = t e c h n i c a l  d i f f i c u l t y  c o n ta in e d  in bo th  hands.  R = t e c h ­
n i c a l  d i f f i c u l t y  in  r i g h t  hand.  L = t e c h n i c a l  d i f f i c u l t y  in  
l e f t  hand.

S ho r t  T r i l l

No. 7 -  B
No. 19 -  R 
No. 88 -  B

Long T r i l l

No. 22 -  B 
No. 32 -  B 
No. 50 -  R

Turn

No. 37 -  R 

I n v e r t e d  Mordent  

No. 66 -  B

^Leon B P l a n t i n g a ,  C le m e n t i ,  His L i f e  and Mus ic  (London:  O x fo rd
U n i v e r s i t y  P ress ,  1976 ) ,  p. 277.
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Grace Note

No. 77 -  B

The f i r s t  two e tud es  f o r  t h e  s h o r t  t r i l l  o f f e r  a lm o s t  c o n t i n u o u s  

passage w o rk  c o n t a i n i n g  t h i s  t e c h n i c a l  f i g u r e :

+JL i u 4 2  4 S 4 , 5  4  5 ^ 5

15 3 4  3 5)
f ^ ______________

F z r m ..
-tt— ■.-■■■!— a - -

1 !— t— *3—m—  

(5 3 4  3 s e g u e  ^ * 3

i M
--------------:---------4 ----:-------------------------

^ 2  J --- 1----- J-----
^ . "" ............

rsrir. " 1___z z j . ___

b
5

Example 27a.  Gradus ad Parnassum No. 7 ,  measures 1 -4 .

Example 27b .  Gradus ad Parnassum No. 19, measures 1 -4 .

Both a re  l e n g t h y  w o rks  w i t h  m o d u la t i o n s  t o  s e v e r a l  c i o s e l y  r e l a t e d  

keys .  In No. 7 ,  t h e  passage w o rk  i s  a c c o m p a n im e n ta l , e x c e p t  f o r  t h e  

measures when b o th  hands p e r f o r m  o n l y  t h i s  m a t e r i a l ,  w h i l e  i n  No. 19, 

C lem en t i  uses t h i s  f i g u r a t i o n  as th e  p r i m a r y  m e l o d i c  m a t e r i a l .  However,  

because o f  t h e  numerous r e p e t i t i o n s  o f  t h e  t e c h n i c a l  m o t i f  in  b o th  o r i ­

g i n a l ,  i n v e r t e d ,  and v a r i e d  f o r m s ,  th e s e  p ie c e s  a re  l i t t l e  more than  

t e c h n iq u e  d r i l l s  s i n c e  th e y  p r o v i d e  such l i m i t e d  i n t e r e s t  m u s i c a l l y .
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No. 88 f e a t u r e s  a c o n t i n u o u s  ch a in  o f  s h o r t  t r i l l s  w i t h  s u f f i x e s  

in  fo u r -m e a s u re  ph rases .  As seen in  the  open ing  measures o f  t h i s  s tu d y  

in  Example 2 8 ,  Clement i  s t r u c t u r e s  th e  p a r t s  so t h a t  the  t e x t u r e  can 

be i n v e r t e d  and the  p a r t s  pe r fo rm ed  in  o p p o s i t e  hands e v e r y  f o u r  

m easures :

Example 28. Gradus ad Parnassum No. 88,  measures 1-5.

T h is  c o n s t r u c t i o n  c o n t i n u e s  f o r  the  e n t i r e  p i e c e .  The e tud e  becomes 

p r o g r e s s i v e l y  more d i f f i c u l t  as the  m e lo d i c  p a r t  o p p o s i t e  the  t r i l l  

changes f rom  a s i n g l e  l i n e  t o  two independent  v o ic e s  b e g in n in g  in 

measure 17. A l s o ,  the  t e c h n i c a l  demand in  t h i s  p a r t  f u r t h e r  in c re as e s  

as the  c o n s t a n t  e i g h t h - n o t e  movement changes t o  c o n t in u o u s  m o t ion  in 

s i x t e e n t h - n o t e s  in  the  l a s t  e i g h t  measures.  The problems o f  v o i c i n g  

and o f  r h y th m ic  p r e c i s i o n  between the  hands t h a t  i s  a s s o c i a t e d  w i t h  

t h i s  change in  t e x t u r e  and rh y thm ,  b o th  o f  w h ich  a re  b a s i c  e lem en ts  o f  

keyboard t e c h n iq u e ,  a re  used here  by Clement i  as a n ece ssa ry  e lem en t  o f
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c o n t r a s t  t o  t h e  c o n s ta n t  passage work  i n v o l v i n g  th e  t r i l l  f i g u r e .

S tu d ie s  22 ,  32,  and 50 f e a t u r e  t e c h n i c a l  work  f o r  t h e  d e v e lo p ­

ment o f  the  lon g  t r i l l .  A l th o u g h  C lement i  r e s t r i c t s  the  pe r fo rm an ce  o f  

the  t r i l l  t o  th e  l e f t  hand o n l y  in  No. 22 ,  he a l s o  p r o v id e s  a d i f f i c u l t  

r i g h t  hand f i g u r a t i o n  t o  deve lop  f i n g e r  independence and s t r e n g t h :

Example 29.  Gradus ad Parnassum No. 22,  measures 1-2 .

T h is  p a r t  c o n t i n u e s  w i t h o u t  b reak  f o r  the  e n t i r e  e tu de  and c h a l l e n g e s  

t h e  p e r fo r m e r  w i t h  a demanding t e s t  o f  endurance .  T e c h n ic a l  problems 

f o r  t h e  l e f t  hand,  in  a d d i t i o n  t o  th e  t r i l l s ,  a re  a ccu racy  in  th e  p e r ­

fo rmance o f  w ide  l e a p s ,  the  c o n t r o l  and c o o r d i n a t i o n  o f  h a n d c ro s s in g s  , 

and the  v o i c i n g  and p r o j e c t i o n  o f  melody in  th e  two and t h r e e - v o i c e  

passages.  V a r ie d  re s ta te m e n ts  o f  the  o pe n in g  m a t e r i a l  beg in  in  mea­

sures  25 and 51 .

C lement i  i n c re a s e s  the  d i f f i c u l t y  o f  p e r f o r m in g  the  lo ng  t r i l l  

in  No. 32 by add ing  o t h e r  no tes  f o r  the  hand t o  p la y  s im u l t a n e o u s l y  

w i t h  the  t r i l l .  He a l s o  p la ces  t r i l l s  s i m u l t a n e o u s l y  in bo th  hands:
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Example 30. Gradus ad Parnassum No. 32,  measures 55“ 58.

Each o f  th e se  uses i s  c h a r a c t e r i s t i c  o f  Beethoven in  h i s  l a t e  p iano  

so n a ta s .  The s t r u c t u r a l  d es ig n  o f  t h i s  e tu d e  is  AA1. There is  a 

m o d u la t i o n  t o  G m a jo r ,  t h e  d om in a n t ,  in  the  A s e c t i o n  w h i l e  A1 , a repe ­

t i t i o n  w i t h  e x t e n s i o n s ,  remains in the  t o n i c  key t h r o u g h o u t .  A h ig h  

l e v e l  o f  p r o f i c i e n c y  in f i n g e r  independence must be ach ie ve d  in o r d e r  

t o  mas te r  t h i s  d i f f i c u l t  s t u d y .

Clement i  d eve lops  th e  long  t r i l l  in  No. 50 th ro u g h  th e  use o f  

passage work  based on t h i s  f i g u r e :

i t ! 'I I 'l

p * ; ‘------ — *  a  - * - g m ~ +  a  ■ *

j  *J  a.i J  m u l t o  a r t i c o l n t n

JIC "'rr

Example 31. Gradus ad Parnassum No. 50 ,  measures 1 -2 .

A l th o u g h  he beg in s  t h i s  t e c h n i c a l  d r i l l  f o r  th e  r i g h t  hand as a s i n g l e  

independent  l i n e ,  Clement i  soon adds a second v o i c e  in  l o n g e r  v a lued  

no tes  t o  be per fo rm ed  in  the  same hand s i m u l t a n e o u s l y  w i t h  the  t r i l l  

f i g u r e ,  as in  measures 2 3 -25 .  The f i g u r a t i o n  and d i f f i c u l t  t e c h n i c a l  

r e q u i re m e n ts  t h a t  r e s u l t  are s i m i l a r  to  tho se  o f  Study  32. A secondary
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m o t i f ,  based on a descend ing  b roken t r i a d  w i t h  c h r o m a t i c  a p p o g g i a t u r a s , 

p ro v id e s  the  r i g h t  hand w i t h  p h y s i c a l  r e l i e f  f rom th e  t r i l l  f i g u r a t i o n  

as w e l l  as much needed mus ica l  c o n t r a s t .

S tu d ie s  37,  66,  and 77 are  the  l a s t  t h r e e  e tudes  in t h i s  c a t e ­

go ry  based on ornament  f i g u r a t i o n ,  and the se  works  f e a t u r e  r e s p e c t i v e l y  

the  pe r fo rm ance  o f  the  t u r n ,  the  i n v e r t e d  m o rde n t ,  and the  g race  n o te .  

These t h r e e  p ieces  a re  the  open in g  movements o f  s e p a ra te  s u i t e s  o f  

f i v e  s t u d i e s ,  and they  f u n c t i o n  as p r e lu d e s  bo th  s t r u c t u r a l l y  and m u s i ­

c a l l y .  (No. 88,  the  s h o r t  t r i l l  e tude  p r e v i o u s l y  d is c u s s e d  in  t h i s  

c a te g o r y ,  is  a l s o  t h e  f i r s t  p ie c e  in a s u i t e  o f  f i v e  s t u d i e s . )  As 

t y p i c a l  o f  the  p re lu d e  s t y l e ,  C lement i  c o n t i n u e s  the  f i g u r a t i o n  i n v o l v ­

ing the  o rnament t h r o u g h o u t  the  e n t i r e  p ie c e  w i t h o u t  any o bv ious  

s e c t i o n a l  d i v i s i o n s .  T h is  s i n g l e  f i g u r a t i o n  i s  m e lo d i c  in  Nos. 37 and 

77,  w h i l e  in  No. 66 i t  i s  a cco m p a n im e n ta l . A l th o u g h  Study 66 i s  e x ­

c e e d i n g l y  lo n g ,  Clement i  keeps th e  m a t e r i a l  m u s i c a l l y  i n t e r e s t i n g  by 

i n v e r t i n g  the  t e x t u r e  so t h a t  th e  l e f t  and r i g h t  hands c o n s t a n t l y  

exchange p a r t s .  T h is  c o m p o s i t i o n a l  t e c h n iq u e  a l s o  p r o v id e s  the  

p e r fo r m e r  w i t h  the  p h y s i c a l  means t o  h and le  the  endurance  r e q u i r e d  t o  

p la y  the  e tu de  by a l t e r n a t e l y  g i v i n g  th e  hands a b reak  f rom th e  d i f f i ­

c u l t  f i g u r a t i o n .

Doub i e N o t e s

Although many pieces in the Gradus col 1ect  i on conta in  passages 

t h a t  re qu ire  p a r a l l e l  double note p la y in g ,  Clementi provides only  

four  etudes t h a t  f e a tu re  the development o f  t h i s  technique e x c l u s i v e l y .  

These s tudies  include Nos. 65,  68,  78,  and 3 3 ,  and they a l l  develop
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b o th  hands e q u a l l y .  No. 65 i s  an o c ta v e  s t u d y  o f  o n l y  t w e n t y - s e v e n  

measures .  Oc tave  movement i s  m a in l y  by s t e p ,  and t h e  s t a c c a t o  tou ch  

and f a s t  tempo su g g e s t  t h e  use o f  w r i s t  a c t i o n  in  p e r f o r m i n g  t h i s  

f i g u r a t i o n :

Example 32. Gradus ad Parnassum No. 65,  measures 1 -2 .

On ly  s i x  measures c o n t a i n  o c t a v e  passages s i m u l t a n e o u s l y  in  b o th  

hands .  C lem e n t i  a l s o  i n t r o d u c e s  th e  p e r fo rm a n c e  o f  p a r a l l e l  t r i a d s  

i n  second i n v e r s i o n  i n  t h e  keys o f  C m a j o r ,  t h e  d o m in a n t ,  and F m a jo r .  

L i k e  so many o f  t h e  o t h e r  e t u d e s ,  t h i s  p ie c e  i s  in  a f r e e ,  c o n t i n u o u s  

fo rm  based on a s i n g l e  f i g u r a t i o n .

No. 68 i s  a l e g a t o  d o u b le  n o te  s t u d y  p r i m a r i l y  f e a t u r i n g  p a r a l ­

l e l  t h i r d s  and s i x t h s .  I t s  t w e n t y - t h r e e  measure l e n g t h  w i t h o u t  r e p e a t  

makes i t  even s h o r t e r  than  t h e  p r e v i o u s  e tu d e .  Both hands move in 

c o n t i n u o u s  e i g h t h - n o t e  rhy thm  in  f o u r ,  s i x ,  and e i g h t - n o t e  s l u r s  w i t h  

u p b e a t s ; movement between t h e  hands i s  m a i n l y  in c o n t r a r y  m o t i o n :
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Example 33- Gradus ad Parnassum No. 68,  measures 1 2 -14 .

C lement i  i s  concerned  f o r e m o s t  w i t h  the  deve lopment  o f  keyboard  f a c i ­

l i t y  in  t h i s  e tu d e ,  b u t  p a i r e d  as a p r e lu d e  w i t h  the  f o l l o w i n g  fugue  

in A m in o r ,  t h i s  p ie c e  f u n c t i o n s  as a d r a m a t i c  m u s ica l  c o n t r a s t  t o  i t s  

s u c c e s s o r .

C lement i  r e s t r i c t s  the  p a r a l l e l  d oub le  n o te  te c h n iq u e  i n  No.

78 e x c l u s i v e l y  to  t h i r d s .  E x c u r s io n s  t o  a number o f  r e l a t e d  keys 

p r o v i d e  the  p e r fo r m e r  w i t h  the  o p p o r t u n i t y  t o  d r i l l  t h i s  t e c h n iq u e  

in  v a r i o u s  n o te  p a t t e r n s  on th e  k e yboa rd .  The desce nd ing  s te p  sequence 

in  measures 17~2I i s  a n o t a b l e  example .  A l s o  t e c h n i c a l l y  c h a l l e n g i n g  

i s  t h e  c h r o m a t i c  passage work  i n  d ou b le  t h i r d s  f o r  the  r i g h t  hand:

•<grr

Example 34. Gradus ad Parnassum No. 73,  measures 52 -54 .
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Study 99,  u n l i k e  th e  p r e v io u s  d o u b le - n o t e  e tu d e s ,  i s  n o t  based 

on a s i n g l e  t e c h n i c a l  f i g u r a t i o n  t h r o u g h o u t .  In a d d i t i o n  t o  passage 

work  in  d ou b le  t h i r d s ,  i t  o f f e r s  passages w i t h  no te s  to  be h e ld  t h a t  

deve lop  f i n g e r  independence and s t r e n g t h :

Example 35.  Gradus ad Parnassum No. 99,  measures 11-14 .

C lement i  t r e a t s  the se  e lem en ts  o f  t e c h n iq u e  bo th  i n d i v i d u a l l y  and 

combined.  The doub le  t h i r d  f i g u r a t i o n ,  however,  a lways  remains accom- 

p a n im e n ta l .  The c o n t r a s t i n g  f i v e - m e a s u r e  phrase  in  lo ng  v a lu e d  chords  

t h a t  c l o s e  t h i s  s tu d y  i s  u n ique  among d e m e n t i ' s  e tude  e n d in g s .

The A rp e g g io

S tu d ie s  9 and 72 a re  the  two Gradus e tudes  t h a t  f e a t u r e  a r p e g ­

g i o  t e c h n iq u e .  Each p ie c e  d eve lo ps  bo th  hands e q u a l l y .  A w id e  range 

o f  the  keyboard  i s  covered  in  p e r f o r m in g  these  s h o r t  e tu d e s .  For 

example ,  in  s e v e ra l  i n s ta n c e s  the  hands move f rom a t  l e a s t  f o u r  o c ta v e s  

a p a r t  to  w i t h i n  a t h i r d  in  a d j a c e n t  measures in  No. 72.
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Example 36. Gradus ad Parnassum No. 72,  measures 13—] 8 .

A ls o  f e a t u r e d  in  the se  works a re  s c a le  passages .  The demanding t e c h ­

n i c a l  f i g u r a t i o n  in  No. 9 a l t e r n a t e s  between the  hands n o r m a l l y  e v e ry  

one o r  two measures,  w h i l e  in  No. 72 the  t e c h n i c a l  d i f f i c u l t i e s  a re  

s i m u l t a n e o u s l y  in  bo th  hands.  In th e  l a t t e r  e tu d e ,  the  hands p l a y  

c o n t i n u o u s l y  in  s i x t e e n t h - n o t e  rhy thm in  c o n t r a r y  m o t io n  in  a t w o - v o i c e  

t e x t u r e .  To i n c r e a s e  th e  d i f f i c u l t y  o f  the  a r p e g g io  and s c a le  f i g u r a ­

t i o n  in the  e a r l i e r  s t u d y ,  C lement i  i n t r o d u c e s  m e lo d i c  m a t e r i a l  t h a t  

r e q u i r e s  v o i c i n g  in  s e v e r a l  phrases  in  the  l e s s e r  a c t i v e  hand,  d e m e n ­

t i ' s  use o f  b i n a r y  f o rm ,  c o m p le te  w i t h  r e p e a t s ,  in  t h e  s t r u c t u r a l  

d es ign  o f  S tudy  72 i s  u n u s u a l .  No. 9 i s  in  a c o n t i n u o u s ,  f r e e  fo rm 

t h a t  i s  c h a r a c t e r i s t i c  o f  most  o f  d e m e n t i ' s  e tu d e s .

Repeated Notes

The re m a in in g  p ie c e s  f rom th e  g roup  o f  f i f t y - t h r e e  e tud es  to  

be d is c u s s e d  in  t h i s  c h a p t e r  a re  Gradus Nos. 20 and 21.  A c c o r d in g  t o  

d e m e n t i ' s  i n d i c a t i o n ,  S tudy 20 i s  an e tude  f o r  " c h a n g in g  f i n g e r s  on 

re pea ted  n o t e s " :
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*  b r i i l a n t c  4 . 
2 1 2  1 f \ l

Example 37- Gradus ad Parnassum No. 20 ,  measures 1 -2 .

T h i s  p ie c e  i s  o r g a n i z e d  in  a t e r n a r y  s t r u c t u r e  w i t h  co da .  The m a t e r i a l  

i n  the  B s e c t i o n  i s  c l o s e l y  r e l a t e d  t o  t h e  o p e n in g  f i g u r a t i o n ,  a l t h o u g h  

a change o f  mode t o  t h e  p a r a l l e l  m in o r  p r o v i d e s  th e  main c o n t r a s t .  The 

two-measure  e x t e n s i o n  in  t h e  second ph rase  o f  t h e  B s e c t i o n  i s  t h e  o n l y  

o b v i o u s  d e v i a t i o n  f rom  t h i s  p l a n .  C le m en t i  i n v e r t s  t h e  m u s ic a l  t e x t u r e  

so t h a t  b o th  hands a l t e r n a t e l y  s h a r e  i n  p e r fo rm a n c e  o f  the  t e c h n i c a l  

m o t i f .

Broken Octaves

No. 21 i s  a b roken  o c t a v e  s t u d y  t h a t  d e v e lo p s  b o th  hands e q u a l ­

l y .  C le m en t i  i n t r o d u c e s  th e  t e c h n i c a l  f i g u r a t i o n  f i r s t  in  t h e  r i g h t  

hand in  t h e  o p e n in g  ph rase  o f  e i g h t  measures ,  im m e d ia t e l y  f o l l o w e d  

by an e x a c t  r e p e t i t i o n  o f  t h i s  passage i n  t h e  l e f t  hand.  The b roken  

o c t a v e  f i g u r a t i o n  then  c o n t i n u e s  s i m u l t a n e o u s l y  f o r  b o th  hands t o  the  

end o f  t h e  e tu d e  w i t h  h a r d l y  any b re a k  i n  a c t i v i t y .  A c a n o n i c  passage 

b e g in n in g  i n  measure 15 opens t h i s  “ hands t o g e t h e r 11 s e c t i o n :
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Example 38. Gradus ad Parnassum No. 21 ,  measures 15~ 18.

The s t re n u o u s  p h y s i c a l  demand o f  the  t e c h n i c a l  m o t i f  i n  c o m b in a t i o n  

w i t h  the  s i x t y - e i g h t  measure l e n g t h  o f  th e  e tude  makes endurance  an 

added p rob lem o f  p e r fo rm a n c e ,  d e m e n t i ' s  c o n s t a n t  use o f  the  b roken  

o c ta v e  f i g u r a t i o n  produces a c h a l l e n g i n g  e tu de  t e c h n i c a l l y ,  b u t  one 

t h a t  i s  m u s i c a l l y  v e r y  d r y .
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CHAPTER V

THE NON-ETUDE GRADUS STUDIES

As p r e v i o u s l y  s t a t e d ,  f o r t y - s e v e n  o f  the  one hundred s t u d i e s  in 

the  Gradus ad Parnassum a re  n o n -e tu d e  w o rk s .  The p r im a r y  a im f o r  

d e m e n t i ' s  hav ing  p la c ed  these  p ie c e s  in  h i s  c o l l e c t i o n  is  t o  p r o v i d e  

th e  p e r f o r m e r  w i t h  a v a r i e t y  o f  mus ica l  t ypes  and s t y l e s  w i t h  w h ich  

to  d eve lop  mus ica l  i t y .  Of secondary  im p o r tance  i s  d e m e n t i ' s  f r e q u e n t  

i n t r o d u c t i o n  o f  t e c h n i c a l  d i f f i c u l t i e s  in  these  p i e c e s ,  p r o v i d i n g  

r e p e r t o i r e ,  o r  a mus ica l  s e t t i n g ,  f o r  the  p e r fo r m e r  t o  a p p l y  the  t e c h ­

n iq u e  deve loped  as a r e s u l t  o f  h a v ing  s t u d i e d  the  e tu d e s .  The v a r i o u s  

type s  o f  s t u d i e s  in  t h i s  c a te g o r y  and th e  number o f  p ie c e s  in  each 

g roup  i n c l u d e :

Sonata A l l e g r o  Movements -  10 
L y r i c  P ieces  -  10 
Canons -  8 
Fugues -  11
Sets o f  Themes and V a r i a t i o n s  -  2
Rondo -  1
Scherzos -  3
O the r  T i t l e d  P ieces  -  2

The n o n -e tu d e  s t u d i e s  w i l l  be d is c u s s e d  by c a te g o r y  in  the  o r d e r

s t a t e d  above.

S tu d ie s  in  Sonata A l l e g r o  Design

The ten  sona ta  a l l e g r o  movements c o n ta in e d  in  t h e  Gradus r e p r e ­

s e n t  a p p r o x im a t e l y  tw e n ty  per  c e n t  o f  the  n o n -e tud e  r e p e r t o i r e  and

95
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include the fol lowing studies:

No.

k
1 1
15 
38
42

No.

49
55
58
61
82

S t r u c t u r a l l y ,  S tudy  4 d i s p l a y s  i r r e g u l a r i t i e s  o f  fo rm  t h a t  can 

be found in  some o f  the  o p e n in g  movements o f  C l e m e n t i ' s  ke yb o a rd  sona­

t a s . 1 S in ce  t h i s  p i e c e  i s  m o n o th e m a t i c ,  t h e r e  i s  no need f o r  d e m e n t i  

t o  s t a t e  th e  theme t w i c e  in  t h e  t o n i c  key in  th e  r e c a p i t u l a t i o n ,  making 

t h i s  s e c t i o n  n e a r l y  a t h i r d  s h o r t e r  than  th e  e x p o s i t i o n .  Th e re  i s  

c o n s i d e r a b l e  use o f  p a r a l l e l  d o u b le  n o te  t e c h n iq u e  i n  t h i s  s t u d y .  Fo r  

exam p le ,  d o u b le  t h i r d s  and d o u b le  s i x t h s  a re  f e a t u r e d  r e s p e c t i v e l y  in  

t h e  f i r s t  and second ph rases  o f  t h e  o p e n in g  e i g h f m e a s u r e  p e r i o d :

p  d o le *  e U g a to

(? 1 S)c reso.

Example 1. Gradus ad Parnassum No. 4 ,  measures 1 -8 .

E x c e l l e n t  i n f o r m a t i o n  on C l e m e n t i ' s  so na tas  is  c o n t a i n e d  in 
A l i c e  Eugene T i g h e ' s  Ph.D.  d i s s e r t a t i o n ,  "M u z io  C le m en t i  and His 
Sonatas S u r v i v i n g  as So lo  P iano  W o r k s . "
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C lement i  e x p l o i t s  t h i s  t e c h n i c a l  m o t i f  m a in l y  in  th e  r i g h t  hand,  e x c e p t  

f o r  more numerous l e f t  hand examples i n  the  deve lopment  when t h e r e  i s  

use o f  c o n t r a p u n t a l  t e x t u r e .  C lement i  opens the  t w e n t y - f o u r  measure 

deve lopment  in  F m in o r  w i t h  the  theme i n v e r t e d  and i m i t a t e d  between th e  

r i g h t  and l e f t  hands.  M u s i c a l l y ,  the  g r a c e f u l n e s s  o f  t h i s  s tu d y  Is  

r e m i n i s c e n t  o f  the  e a r l y  sona tas  o f  Haydn.

No. 11 a l s o  c o n t a i n s  s t r u c t u r a l  i r r e g u l a r i t i e s  t h a t  a r e  c h a r a c ­

t e r i s t i c  o f  C l e m e n t i ' s  sona ta  a l l e g r o  movements.  In t h i s  s t u d y ,  t h e r e  

i s  no re s ta te m e n t  o f  the  main theme in  the  r e c a p i t u l a t  i o n . However,  

t h i s  o m is s io n  may r e s u l t  f rom th e  added s ta te m e n t  o f  the  main theme 

t h a t  C lement i  p la ces  a t  the  end o f  the  e x p o s i t i o n .  Movement f rom the 

e x p o s i t i o n  to  the  deve lopment  i s  c o n t i n u o u s ,  w i t h o u t  a f u l 1 cadence o r  

pause in  mus ica l  a c t i v i t y ,  and t h e r e  a re  no d oub le  bars  w i t h  re p e a t  

s ig n s  v i s u a l l y  t o  h i g h l i g h t  t h i s  s t r u c t u r a l  j u n c t u r e .  C lement i  employs 

a t u r n  f i g u r a t i o n  as the  accompaniment f o r  the  o pe n ing  theme:

c o n  e x p re s s .

Example 2. Gradus ad Parnassum No. 11, measures 1-2.

The t u r n  o rnament i s  used c o n s t a n t l y  t h r o u g h o u t  th e  p i e c e ,  e x c e p t  in  

the  p r e s e n t a t i o n  o f  the  secondary  theme. Good v o i c i n g  i s  r e q u i r e d  by 

the  l e f t  hand as C lement i  p la c e s  th e  open ing  measures o f  the  secondary  

theme in  the  t e n o r  range o f  t h i s  t w o - v o i c e  p a r t .
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S tud y  15 i s  a l e n g t h y  so n a ta  a l l e g r o  movement t h a t  s t r u c t u r a l l y  

f o l l o w s  p r e c i s e  t e x t b o o k  f o r m a t .  The s i m i l a r i t y  i n  s t y l e  between th e  

f i g u r a t i o n  o f  t h i s  p i e c e  and t h a t  o f  t h e  T o c c a t a ,  Op. 11,  d a t i n g  f rom 

around  1781, su g g e s ts  t h a t  t h i s  s t u d y  i s  a p i e c e  composed p r i o r  t o

2
1800 t h a t  C le m e n t i  r e v i s e d  f o r  i n c l u s i o n  i n  t h e , Gradus c o l l e c t i o n .

O th e r  e v id e n c e  t h a t  p o i n t s  t o  an e a r l i e r  d a te  o f  c o m p o s i t i o n  i s  the  k e y ­

board  f i g u r a t i o n  c o n t a i n e d  in  measures 48 -52  w h ic h  i s  h a r d l y  used a f t e r  

t h e  Sonata Op. 2,  No. 4 o f  1779- C le m en t i  f e a t u r e s  d o u b le  n o t e  t e c h ­

n iq u e  In t h i s  s t u d y ,  e s p e c i a l l y  d o u b le  t h i r d s .  The main theme, as w e l l  

as t h e  se co n d a ry  and c l o s i n g  themes,  i s  based on t h i s  t e c h n i c a l  f i g u r e ,  

and C le m en t i  c o n s t r u c t s  t h e  se co n d a ry  theme f ro m  th e  i n c i p i t  o f  t h e  

main theme. O th e r  t e c h n i c a l  d i f f i c u l t i e s  i n c l u d e  e x te n d e d  passages 

in  c h r o m a t i c  d o u b le  t h i r d s  and ph rase s  i n v o l v i n g  h a n d c r o s s i n g .  The 

unusual  s e v e n - p i t c h  c l u s t e r  f o r  the  l e f t  hand in  measures 132-133 r e ­

q u i r e s  a l a r g e  hand span and good f i n g e r  c o o r d i n a t i o n .  C le m e n t i  opens 

th e  deve lo p m e n t  w i t h  a tw e lv e -m e a s u re  canon.

S tud y  3 8  i n  F m a jo r  i s  a l s o  a l e n g t h y  movement i n  s o n a ta  d e s i g n .  

H a r m o n i c a l l y  unusual  i s  the  s t a t e m e n t  o f  t h e  main theme a t  t h e  b e g in ­

n i n g  o f  t h e  r e c a p i t u l a t i o n  in  E - f l a t  m a j o r ,  a w h o le  s t e p  be low  th e  

key in  w h ic h  i t  “ s h o u l d "  have r e t u r n e d .  U n l i k e  S tudy  4 ,  w h ic h  i s  mono- 

t h e m a t i c ,  t h i s  sona ta  movement i s  l o o s e l y  c o n s t r u c t e d  w i t h  much m e lo d i c  

and r h y t h m i c  v a r i e t y .  T e c h n i c a l l y ,  C lem e n t i  f e a t u r e s  th e  p e r fo rm a n c e  

o f  b roken  c h o rds  t h r o u g h  l e n g t h y  s e c t i o n s  t h a t  emphas ize  t h i s  f i g u r a -

^As n o ted  by P l a n t i n g a ,  p r o b a b l e  r e v i s i o n s  o c c u r  i n  s e v e r a l  pas ­
sages t h a t  exceed t h e  u pp e r  range o f  C l e m e n t i ' s  p r e - 1794 p ia n o  w r i t i n g ,  
and i n  t h e  c h r o m a t i c  runs  t h a t  s u g g e s t  a l a t e r  s t y l e .
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Example 3- Gradus ad Parnassum No. 33,  measure 8 .

N o te ,  t o o ,  in  t h i s  example  th e  t h i c k  c h o rd  c l u s t e r s  f o r  t h e  l e f t  hand 

w h ic h  we re  a l s o  p r e s e n t  i n  S tudy  15- The b reaks  in  m u s ic a l  a c t i v i t y  

a t  t h e  f e r m a ta s  t h r o u g h o u t  t h i s  p i e c e  p r o v i d e  the  o p p o r t u n i t y  to  im p ro ­

v i s e  l i n k i n g  passages t o  th e  f o l l o w i n g  p h r a s e ,  a c u s to m a ry  p e r fo rm a n c e  

p r a c t i c e  o f  t h e  t i m e .

No. 42 i s  a n o t h e r  so n a ta  a l l e g r o  movement r e p r e s e n t a t i v e  o f  

C l e m e n t i ' s  e a r l y  c o m p o s i t i o n a l  s t y l e .  D i s t i n g u i s h i n g  f e a t u r e s  i n c l u d e  

a c o m p a r a t i v e l y  t h i n  t e x t u r e  and th e  o c t a v e - b r o k e n  octa.ve p a r t s  t h a t  

open t h i s  p i e c e :

non lerjdto

Example 4.  Gradus ad Parnassum No. 42 ,  measures 1 - 2 .
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L i k e  No. 15,  the  e a r l y  s t u d y  i n  sona ta  d e s ig n  p r e v i o u s l y  d i s c u s s e d ,  the  

m us ica l  c o n s t r u c t i o n  o f  t h i s  p ie c e  i s  t i g h t l y  k n i t .  Both the  secondary  

and the  c l o s i n g  themes a re  based on the  i n c i p i t  o f  the  main theme in  

the  o pe n in g  measure.  A l t h o u g h  t h i s  f i g u r e  is  r h y t h m i c a l l y  e x a c t  in  

the  main and secondary  themes,  C lement i  a l t e r s  i t  by d i m i n u t i o n  in  

the  c l o s i n g  theme. There  a re  no s t r u c t u r a l  i r r e g u l a r i t i e s  in  t h i s  

s t u d y .

C lement i  a l s o  f o l l o w s  the  c o n v e n t i o n a l  sona ta  a l l e g r o  fo rm  

in  Study k3,  a l t h o u g h  the  c o m p o s i t i o n a l  p ro c e d u re  in  the deve lo pm en t  i s  

u n u s u a l .  There  C lement i  i n t r o d u c e s  a new t h e m a t i c  idea a f t e r  t w e n t y -  

t h r e e  measures and s u b j e c t s  i t  t o  d eve lopm en ta l  t r e a t m e n t  i n  combina­

t i o n  w i t h  a r a t h e r  u n a t t r a c t i v e  accompaniment in  tw o - n o te  s l u r s  d e r i v e d  

f rom th e  e x p o s i t i o n .  T h i s  s e c t i o n  o c c u p ie s  a c e n t r a l  p o r t i o n  o f  the  

deve lo pm en t .  The r e t u r n  o f  G m a jo r  in  t h e  r e c a p i t u l a t i o n  i s  a n t i c i p a t e d  

by t h i r t e e n  measures o f  dom inan t  p r e p a r a t i o n .  In a d d i t i o n  t o  tw o - n o te  

s l u r  t e c h n i q u e ,  C lement i  e x p l o i t s  f i l l e d - i n  o c ta v e  f i g u r a t i o n  in the 

secondary  t h e m a t i c  m a t e r i a l  and phrases  i n v o l v i n g  h a n d c ro s s in g  in  the  

t r a n s i t i o n s .  The c l o s i n g  theme r e q u i r e s  c a r e f u l  v o i c i n g  in  t h e  r i g h t  

hand.

Because o f  i t s  t h i n  t e x t u r e ,  the  p reponde rance  o f  d i a t o n i c  

harmonies w i t h  o c c a s i o n a l  a b r a s i v e  d i s s o n a n c e s ,  and the  syncopated  

r h y t h m ic  p a t t e r n s ,  a l l  f e a t u r e s  o f  C l e m e n t i ' s  e a r l y  s t y l e ,  S tudy  55 

appears  t o  have been a sona ta  a l l e g r o  movement composed p r i o r  t o  1800 

t h a t  C lement i  l a t e r  i n c l u d e d  among h i s  Gradus s t u d i e s .  I n c l u d e d  in 

t h i s  wo rk  i s  a s t r u c t u r a l  i r r e g u l a r i t y  t h a t  i s  found in  some o f  M o z a r t ' s  

a r i a s  in sona ta  fo rm :  t h e r e  i s  no deve lopment  between the  e x p o s i t i o n
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and r e c a p i t u l a t i o n  s e c t i o n s .  Ending  the  c o d e t t a  a t  the  c o n c l u s i o n  o f  

the  e x p o s i t i o n  i s  a d i m in i s h e d  se ven th  chord  t h a t  a b r u p t l y  sugges ts  

the  r e t u r n  o f  the  ope n ing  key o f  D m in o r .  T h i s  c h o r d ,  however ,  is  

f o l l o w e d  by a com p le te  measure o f  s i l e n c e  ex tended  by a f e r m a ta .  The 

r e c a p i t u l a t i o n  beg in s  in the  subsequen t  measure.  L i k e  many b r i d g e  

passages in  r e c a p i t u l a t i o n s  o f  the  C l a s s i c  p e r i o d ,  the  c i r c u l a r  modu­

l a t i o n  between the  main and secondary  themes i s  r a t h e r  long  and d e v e lo p ­

menta l  and,  in  the  absence o f  a fo rm a l  d eve lo p m en t ,  p r o v id e s  C lement i  

w i t h  the  o p p o r t u n i t y  t o  i n c l u d e  a s e c t i o n  where the  t h e m a t i c  m a t e r i a l  

i s  m a n ip u la te d  as such:

&

Example 5* Gradus ad Parnassum No. 55 ,  measures 106-119.

As a l s o  shown in  t h i s  example ,  C lement i  g i v e s  the  l e f t  hand f r e q u e n t  

o p p o r t u n i t y  to  p r e s e n t  the  t h e m a t i c  m a t e r i a l .  The l e f t  hand i s  f e a t u r e d  

s i m i l a r l y  in  o t h e r  passages t h r o u g h o u t  the  s t u d y .

The f r e q u e n t  exchange o f  p a r t s  in  No. 58 a l s o  p r o v id e s  f o r  equal
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use and t e c h n i c a l  deve lopment  o f  the  hands,  as seen i n ' t h e  main and 

secondary  themes o f  t h i s  sona ta  a l l e g r o  movement:

->  jL
■**  *-

*j -  1 -* l
sopva

Example 6a.  Gradus ad Parnassum No. 58,  measures 1 -4 .

cresc.

Example 6b.  Gradus ad Parnassum No. 58,  measures 22-26 .

These themes p r o v id e  j u s t  one o f  s e v e r a l  examples o f  the  t i g h t  con ­

s t r u c t i o n  c h a r a c t e r i s t i c  o f  t h i s  s t u d y .  O th e r  examples i n c l u d e  the 

use o f  the  o pe n in g  q u a r t e r - n o t e  s c a le  passage in  i n v e r s i o n  i n  th e  t r a n ­

s i t i o n  and the  d e r i v a t i o n  o f  the  c l o s i n g  theme f rom t h i s  same passage 

in  measures 1-3 in  the  l e f t  hand.  The deve lopment  i s  c o m p le t e l y  in  

canon a t  the  i n t e r v a l  o f  a s e v e n th .  There  a re  no s t r u c t u r a l  i r r e g u ­

l a r i t i e s  in the  p i e c e ,  a l t h o u g h  C lement i  does n o t  p la c e  d oub le  bars  

and re p e a t  s ig n  a t  the  end o f  the  e x p o s i t i o n  as one wou ld  e x p e c t .  Tech­

n iq u e  f e a t u r e d  in  t h i s  s tu d y  i s  the  p e r fo rm ance  o f  the  t u r n  ornament  

w i t h  c h r o m a t i c  n e ig h b o r  tones and broken  chord  f i g u r a t i o n .  L i k e  No. 55,  

t h i s  movement i s  the  f i n a l e  o f  a s u i t e .
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Study 61 in  E - f l a t  m a jo r  i s  a n o t h e r  o f  the  Gradus s t u d i e s  in  

sona ta  a l l e g r o  d e s ign  t h a t  i s  w r i t t e n  in  the  c o m p o s i t i o n a l  s t y l e  cha­

r a c t e r i s t i c  o f  C l e m e n t i ' s  e a r l y  keyboard  o u t p u t .  S u p p o r t i n g  t h i s  o bse r  

v a t  ion  i s  C l e m e n t i ' s  f r e q u e n t  use o f  t h i n  t e x t u r e ,  as seen in  the  two -  

v o i c e  w r i t i n g  in  the  secondary  theme and in  the  open in g  o f  the  d e v e lo p ­

ment,  and h i s  a lm o s t  e x c l u s i v e  use o f  d i a t o n i c  harmonic  p ro c e d u r e s .  

C lement i  i n t r o d u c e s  a v a r i e t y  o f  t h e m a t i c  m a t e r i a l  and keyboard  f i g u r a ­

t i o n  in  the  p ie c e ,  i n c l u d i n g  b roken  o c ta v e s  and broken c h o r d s ,  p a r a l l e l  

doub le  t h i r d s  and s i x t h s ,  t u r n s ,  and h a n d c r o s s i n g s . There  i s  a long  

deve lo pm en t ,  com p le te  w i t h  f a l s e  r e s t a t e m e n t  o f  the  ope n in g  bars  o f  

th e  main theme in  the  key o f  D m a jo r .

A l t h o u g h  a scherzo  by t i t l e  and m us ica l  c h a r a c t e r ,  S tudy 82 is  

s t r u c t u r a l l y  in  a c o n v e n t i o n a l  sona ta  a l l e g r o  fo rm .  L i k e  s e v e r a l  o f  

t h e  o t h e r  sona ta  movements in  the  Gradus co l  1e c t i o n , the  e x p o s i t i o n  

and deve lopment  a re  n o t  s e p a ra te d  by doub le  b a r s .  C lement i  p roduces 

th e  scherzo  e f f e c t  in  the  o p e n ing  measures th rou g h  the  rep ea ted

m m ?  rhy thm w i t h  l i g h t  tw o - n o te  s l u r  a r t i c u l a t i o n  in  f a s t  tempo 

A n o th e r  rhy thm employed c o n s i s t e n t l y  t h r o u g h o u t  t h i s  p ie c e  b o th  i n d i ­

v i d u a l l y  and in  c o m b in a t i o n  w i t h  t h e  o pe n in g  rhy thm a re  t r i p l e t  e i g h t h '  

n o te s .  The c o n s t a n t  use o f  these  rhy thms and the  d e r i v a t i o n  o f  the  

secondary  theme f rom a s e c t i o n  o f  th e  main theme make t h i s  a t i g h t l y  

c o n s t r u c t e d  c o m p o s i t i o n .  T e c h n i c a l l y ,  bo th  p a r t s  a re  v e ry  a c t i v e ,  as 

much t h a t  i s  w r i t t e n  f o r  the  r i g h t  hand i s  l a t e r  pe r fo rm ed  by the  l e f t  

hand.  Both hands co ve r  a w id e  range o f  the  keyboard  c o n s e q u e n t l y .  

T e c h n ic a l  d i f f i c u l t i e s  i n c l u d e  numerous d oub le  n o te  passages and f a s t  

re p ea ted  no te s  per fo rm ed  by a l t e r n a t i n g  f i n g e r s .  Wide leaps  a re  a l s o
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a p e r fo rm an ce  p rob lem :

' M
_________r-a  ' —

■ *  : ♦

Example 7. Gradus ad Parnassum No. 82,  measures 16-18.

The d i f f i c u l t y  o f  t h i s  passage i s  in c re a s e d  in  t h e  deve lo pm en t  w i t h  

the  a d d i t i o n  o f  d ou b le  no tes  in  the  low e r  p i t c h e s  o f  the  r i g h t  hand.

L y r i c  S tu d ie s

There  a re  ten  examples i n  th e  c a t e g o r y  o f  l y r i c  s t u d i e s  c o n t a in e d  

in  t h e  Gradus ad Parnassum. The m us ica l  v a r i e t y  in  t h i s  g roup  o f  p ie c e s  

i s  v e r y  p ro nounced ,  r a n g in g  f rom s h o r t ,  s im p le  p r e l u d e - t y p e  p ie c e s  t h a t  

open s u i t e s  to  a d r a m a t i c  " a d a g i o "  o f  g r e a t  l e n g t h .  The n on -e tu d e  

l y r i c  s t u d i e s  a r e :

No. No.

14 56
29 59
39 6 0
51 83
52 91

No. 14 i s  a two-hand a r ran gem ent  o f  the  " A d a g i o "  f rom  C l e m e n t i ' s  

D u e t , Op. 14, No. 1, p u b l i s h e d  in  1784.  A c c o r d in g  to  C l e m e n t i ,  Cramer 

p l a g i a r i z e d  the  o r i g i n a l  v e r s i o n  o f  t h i s  p i e c e  i n  h i s  Du lce  e t  U t i 1 e ,
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3
Op. 55,  No. 2 o f  1815- P e d a g o g i c a l l y ,  C l e m e n t i ' s  purpose  f o r  i n c l u d i n g  

t h i s  work  in  h i s  c o l l e c t i o n  appears  to  be the  mus ica l  r e p r e s e n t a t i o n  o f  

an e x p r e s s i v e  s low  movement f rom a s o n a ta ,  and the  pe r fo rm ance  prob lems 

a r e  u s u a l l y  more m us ica l  than  t e c h n i c a l .  The p l a y e r  must  p r o j e c t  a 

n i c e  s i n g i n g  tone  q u a l i t y  t h ro u g h  passages c o n t a i n i n g  a v a r i e t y  o f  

dynamic changes and a r t i c u l a t i o n s .  There  i s  good r h y th m ic  i n t e r e s t  in  

t h i s  s t u d y ,  and C lement i  h e ig h te n s  th e  e x p r e s s i v e  c h a r a c t e r  th r o u g h  the  

use o f  a c h r o m a t i c  me lody .  The phrase  s t r u c t u r e  i s  A A ' B A ' 1Bl 1 A 11' ,  and 

the  e i g h t - b a r  phrase  l e n g t h  remains  r e g u l a r  t h r o u g h o u t .

Study 29 i s  a l y r i c  p i e c e  t h a t ,  u n l i k e  No. 14, c o n t a i n s  s e v e r a l  

t e c h n i c a l  problems in  a d d i t i o n  to  t h e  m u s ica l  ones .  F in g e r  independence 

and v o i c i n g  a re  th e  p r im a r y  d i f f i c u l t i e s  i n  t e c h n i q u e ,  as seen in  the  

ope n ing  measures:

/.lil'-TZTtozr-—,---:-- i--- -----1-------M-&- ■ 0 —r*..""pi --v- \%--r—i-r
si 2 13 2(2 1J* espressivo

2 1 3 \ •
1 i.

rrr v ■; ■rr-r i r i 13 2 2 5 3
----«------!--—,— 0------ ------J-----0",n ..... .. --$---- 0......t---- . .i

—t .. "*t........ r..............
----- i*.---- A . -... .....

----1---- !---;---0--tz=r==4z-£—4

Example 8. Gradus ad Parnassum No. 29,  measures 1 -4 .

The t e x t u r e  employed in  t h e  p r e v io u s  example c o n t i n u e s  s i m i l a r l y  t h r o u g h ­

o u t  the  p ie c e .  The o r g a n i z a t i o n  o f  mus ica l  m a t e r i a l  i s  in  a t e r n a r y

For more i n f o r m a t i o n  on t h i s  c o n t r o v e r s y  see J e r a l d  C. Graue,  
"The  C lem en t i -C ram er  D is p u te  R e v i s i t e d , "  Music  and L e t t e r s  56  ( 1 9 7 5 ) :  
4 7 -5 4 ,  and A lan  Tyson,  "A Feud between C lement i  and C ra m e r , "  Mus ic  and 
L e t t e r s  54 (1 9 73 ) :  281-88 .
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f o r m ,  a l t h o u g h  th e  B s e c t i o n  o n l y  uses the  A theme In  a more d e v e l o p ­

menta l  t r e a t m e n t  and thu s  i s  n o t  a s e c t i o n  o f  d r a m a t i c  c o n t r a s t .  The 

solemn o p e n in g  theme i s  based on a d e s c e n d in g  s c a l e  i n  lo n g  v a lu e d  n o te s  

and i s  a c o n t r a s t  to  the  e i g h t h - n o t e  passage w o rk  t h a t  c o n t i n u e s  w i t h ­

o u t  pause in  e i t h e r  hand f o r  t h e  e n t i r e  s t u d y .  No. 52 in  D m in o r  i s  o f  

s i m i l a r  t e x t u r a l  c o n s t r u c t i o n .  The p o l y p h o n i c  w r i t i n g  in  t h i s  s t u d y  

p r e s e n t s  some o f  t h e  same p e r fo rm a n c e  p ro b lem s  in  v o i c i n g  and f i n g e r  

independence  t h a t  a re  c o n t a i n e d  in  No. 29.  The s p a c in g  o f  t h e  m u s ic a l  

m a t e r i a l  a l s o  r e q u i r e s  th e  use o f  s i l e n t  f i n g e r  s u b s t i t u t i o n  i n  o r d e r  

t o  m a i n t a i n  a l e g a t o  a r t i c u l a t i o n .  The m u s ic a l  c h a r a c t e r  rema ins  the  

same f ro m  b e g i n n i n g  t o  end as a r e s u l t  o f  C l e m e n t i ' s  c o n s t a n t  m a n ip u la ­

t i o n  o f  the  o p e n in g  idea  i n  a c o n t i n u o u s  f r e e  f o r m .  Harm on ic  e x c u r s i o n s  

a re  made to  F m a jo r  and G m in o r .

S tudy  39 ,  as d e s c r i b e d  by one a u t h o r ,  i s  a " l e i s u r e l y ,  d i s c u r ­

s i v e ,  c h r o m a t i c ,  o rnam ented  s lo w  movement t y p i c a l  o f  C l e m e n t i ' s  l a t e

k
s o n a t a s . "  E n t i t l e d  "Scena p a t e t i c a , "  t h i s  e x p a n s i v e  w o rk  s u g g e s ts  the  

m u s ic a l  c h a r a c t e r  o f  an im p r o v i s e d  o p e r a t i c  f a n t a s y  f o r  p i a n o ,  a genre  

p o p u l a r i z e d  by L i s z t  l a t e r  in  t h e  n i n e t e e n t h  c e n t u r y .  C le m e n t i  p r e s e n t s  

two c o n t r a s t i n g  themes in  measures 1 and 23 and then  s t r u c t u r e s  the  

s t u d y  a round  th e  v a r i o u s  m u s ic a l  s e t t i n g s  o f  th e s e  two i d e a s .  For 

exam p le ,  t h e  o p e n in g  theme i s  r e c i t a t i v e - 1 i k e ,  and i t  appears  l a t e r  in  

a l y r i c a l  s e t t i n g ,  i n  a c h r o m a t i c a l l y  a l t e r e d  v e r s i o n ,  i n  r h y t h m i c  

a u g m e n ta t i o n ,  and in  a passage where  i t  undergoes  c o n t r a p u n t a l  t r e a t ­

men t .  The re  i s  h a rm on ic  movement t h r o u g h  numerous keys and a g r e a t

I,
Leon B . P l a n t i n g a ,  C l e m e n t i ,  H is  L i f e  and M us ic  (London:  O x fo rd

U n i v e r s i t y  P r e s s ,  1 9 7 6 ) ,  p.  272.
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v a r i e t y  o f  f i g u r a t i o n  p r e s e n t e d .

No. 5 ] i s ,  by c o n t r a s t ,  s h o r t  and s e rv e s  as th e  " I n t r o d u z i o n e "  

o f  t h e  Sui t e  in  0 m in o r  t h a t  opens Volume I I I o f  t h e  Gradus c o l  l e c t i o n .  

A l t h o u g h  s h o r t  in  l e n g t h ,  t h i s  s t u d y  f e a t u r e s  a w id e  range  o f  m u s ic a l  

e x p r e s s i o n ,  as seen i n  t h e  c o n t r a s t  between the  d r a m a t i c  o p e n in g  theme 

and th e  l y r i c a l  second theme:

Example 9a.  Gradus ad Parnassum No. 51,  measures } - k .
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Example 9b- Gradus ad Parnassum No. 5 1 , measures 9 —12.

C lem en t i  o r g a n i z e s  t h i s  m a t e r i a l  in  an ABA s t r u c t u r e  and c l o s e s  the  

p i e c e  on a d om ina n t  ch o rd  w h ic h  l i n k s  i t  d i r e c t l y  t o  the  l y r i c a l  "Mo- 

d e r a t o "  t h a t  f o l l o w s .

S t u d ie s  5 6 , 60 ,  and 83 a r e  a l s o  s h o r t  l y r i c  p i e c e s  t h a t  end on 

a do m in a n t  c ho rd  and th u s  s e rv e  as an i n t r o d u c t i o n  o r  p r e l u d e  to  t h e  

w o rk  t h a t  f o l l o w s .  The f u n c t i o n  o f  No. 56,  an “ A da g io  p a t e t i c o , "  is  

t h a t  o f  a p r e l u d e  t o  t h e  fu g u e  in  No. 57 w i t h  w h ic h  i t  i s  p a i r e d .  The 

p h ra se  s t r u c t u r e  i s  a t e r n a r y  d e s ig n  (ABA) w i t h  B mov ing t o  t h e  key 

o f  D - f l a t  m a j o r ,  t h e  r e l a t i v e  m a j o r .  C lem en t i  f e a t u r e s  a c o n s t a n t  f o u r  

a g a i n s t  t h r e e  c r o s s r h y t h m  between the  m e l o d i c  r i g h t  hand p a r t  and th e  

l e f t  hand b roken  c h o rd  accom pan im ent .  Good p h r a s i n g  and m e lo d i c  shap­

in g  a r e  n e c e s s a ry  in  o r d e r  t o  communicate  th e  t r a g i c  c h a r a c t e r  o f  

t h i s  s t u d y .

NO. 6 0  i s  an “ 1n t r o d u z i o n e "  t o  t h e  f o l l o w i n g  s o n a t a  a l l e g r o  

movement w i t h  w h ich  i t  i s  l i n k e d .  The m u s ic a l  t e x t u r e  i s  s i m i l a r  t o  

t h a t  o f  t h e  P r e lu d e  in  A m in o r  f ro m  C h o p in ' s  Op. 28,  a s im p le  me lody 

w i t h  u n d u l a t i n g  accompaniment  t h a t  i s  based on a re p e a te d  f i g u r e  t h a t  

p ro g r e s s e s  o n l y  t o  c l o s e l y  r e l a t e d  p o s i t i o n s  on th e  k e y b o a rd :
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u,:jz sopra

Example 10. Gradus ad Parnassum No. 60. measures 1-4.

The phrase  s t r u c t u r e  i s  AA‘ , and the  inc reased  l e n g th  o f  the  second 

phrase is  due to  an e x te n s io n  on the  dominant  in  measures 25“ 30. A l ­

though the  r e p e t i t i o n  o f  the  open ing  theme i s  a lm o s t  e x a c t  in  the  second 

phrase ,  Clement i  p ro v id e s  a per fo rm ance and t e x t u r a l  c o n t r a s t  by ex ­

chang ing  l e f t  and r i g h t  hand p a r t s :

There  i s  a change o f  mode f rom m inor t o  p a r a l l e l  m a jo r  in  moving f rom 

t h i s  p ie ce  to  the  subsequent  work w i t h  wh ich  i t  i s  p a i r e d .

No. 84 i s  m inor to  r e l a t i v e  m a jo r .  The s t r u c t u r a l  des ign  i s  nonsec­

t i o n a l ,  and C le m e n t i ' s  use o f  a s i n g l e  f i g u r a t i o n  t h r o u g h o u t  i s  s t y l i s ­

t i c a l l y  l i k e  t h a t  o f  a p r e lu d e .  Per formance problems i n c l u d e  the  

v o i c i n g  and p r o j e c t i o n  o f  a m e lod ic  l i n e  in the  te n o r  range o f  the  two- 

v o i c e  l e f t  hand p a r t  and the c o n s ta n t  f o u r  a g a in s t  s i x  c ro s s rh y th m
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Example 11. Gradus ad Parnassum No. 60,  measures 14—16.

By c o n t r a s t ,  the  change o f  key f rom i n t r o d u c t o r y  Study 83 to



n o

between th e  hands.  The r i g h t  hand p r o v id e s  a broken chord  accompaniment :

Example 12. Gradus ad Parnassum No. 83,  measures 1-2 .

H a r m o n i c a l l y ,  t h e  pedal  on A i n  measures 8 -10 p r e m a tu r e l y  announces 

t h e  change o f  key to  D m a jo r  in  the  f o l l o w i n g  s t u d y .  However,  C lement i  

r e t u r n s  t o  B m ino r  by way o f  a d e c e p t i v e  cadence t o  i t s  dom ina n t  in  

measure 11.

Study 59 i s  s t y l i s t i c a l l y  s i m i l a r  t o  s e v e r a l  o f  t h e  l y r i c a l  

" song  w i t h o u t  w o rd s "  o f  M en de lssohn . ' ’ I t s  s i m p l i c i t y  and i t s  emphasis 

on a melody w i t h  broken chord  accompaniment in  c o n t i n u o u s  s i x t e e n t h -  

n o tes  make t h i s  p ie c e  s i m i l a r  bo th  in  m us ica l  e x p r e s s io n  and c o n s t r u c ­

t i o n  t o  the se  c h a r a c t e r  p ie c e s  f rom  M ende lssohn 's  c o l l e c t i o n .  The 

b roken  chord  accompaniment moves f r e e l y  between th e  hands,  and i t  

e s p e c i a l l y  p r o v id e s  v o i c i n g  and b a l a n c in g  d i f f i c u l t i e s  f o r  t h e  p e r fo r m e r  

when th e  melody i s  combined s i m u l t a n e o u s l y  w i t h  the  accompan im enta1 

f i g u r a t i o n  in  one hand:

-’ For  co m p ar ison ,  see M ende lssohn 's  Op. 67,  No. 1; Op. 85,  No. 
1; and Op. 102,  No. k.
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Example 13. Gradus ad Parnassum No. 59,  measures 20-23 .

The s e n t im e n ta l  t u n e f u l n e s s  o f  No. 91 a l s o  makes i t  s i m i l a r  in 

musica l  e x p r e s s io n  t o  the  s t y l e  o f  Mendelssohn.  Th is  s tu d y  is  in  a 

s t r i c t  t h r e e - p a r t  t e x t u r e ,  as seen in the  open ing  measures,  and r e q u i r e s  

a h igh  le v e l  o f  f i n g e r  independence in the  l e f t  hand:

sempre legato

Example H .  Gradus ad Parnassum No. 91,  measures ] -h .

The c o n t r a s t i n g  m e lod ic  l i n e s  in  the  upper v o ice s  p ro v id e  numerous 

perfo rmance  p o s s i b i l i t i e s :  the  soprano may be p r o j e c t e d  as the  p r i ­

mary theme a g a in s t  a t e n o r  coun te rme lody  and v i c e  v e rs a ,  a l t e r n a t e l y ,  

f rom phrase t o  phrase.  However, the  s i x t e e n t h - n o t e  f i g u r a t i o n  in  the 

bass ,  the  m a j o r i t y  o f  wh ich  a re  broken t h i r d s ,  must remain c o n s i s t e n t l y  

s o f t  and accom pan im enta l . Clement i  o rg a n iz e s  the  musica l  m a t e r i a l  o f  

t h i s  p iece  in an ABA s t r u c t u r e ,  em p loy ing  a change o f  mode t o  t o n i c  

m inor in the  B s e c t i o n .  The soprano l i n e  in t h i s  c o n t r a s t i n g  s e c t i o n  

is a f r e e  i n v e r s i o n  o f  the  c o r re s p o n d in g  theme in the  A s e c t i o n .  Mus i­

cal  i n s p i r a t i o n  and f i n e  c r a f t s m a n s h ip  are d i s p la y e d  by Clement i  in 

t h i s  a t t r a c t i v e  s tudy .
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C a n o n s

Clementi includes e ig h t  canonic s tud ies  in the Gradus, seven o f  

which are  independent p ieces .  The e ig h th  canon, in No. 84,  is the  

c o n t r a s t in g  middle s ec t io n  o f  a l y r i c  "Andante" study.  These c o n t ra ­

puntal works are:

No. No.

10
26
33
63

67
73
75
84

No. 10,  as noted by C lem ent i 's  i n s c r i p t i o n ,  is an " I n f i n i t e  

Canon by contra ry  motion w i th  exact  i n t e r v a l s . "  This tw o-vo ice  canon 

opens in the soprano fo l lowed one measure l a t e r  by an answer in in v e r ­

sion a t  the in t e r v a l  o f  the seventh in the bass.  The canonic w r i t i n g  

is exact  th roughout,  and harm onica l ly  i t  remains e n t i r e l y  in the key 

o f  A major.  The s ix t e e n t h - n o t e  rhythm is p r a c t i c a l l y  constant ,  except  

fo r  syncopated f igures  and t i e d  notes across the b a r l i n e .  The extended  

range o f  the sub jec t  a t  times produces a wide spacing between the hands

f f

9BEjt
"ST

2
r=t.

i  ♦■af
~ZX7— r W

Example 15. Gradus ad Parnassum No. 10,  measures 20-21

The p lacement  on the  k e y b o a rd ,  however ,  remains r a t h e r  low.
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Study 26 in B m in o r  i s  a l s o  a t w o - v o i c e  canon b e g in n in g  in  the  

soprano  w i t h  the  second p a r t  e n t e r i n g  in  the  bass one measure l a t e r .

The i n t e r v a l  o f  i m i t a t i o n  i s  a t  t h e  o c ta v e .  The canon is  e x a c t  t h r o u g h ­

o u t  and f e a t u r e s  h a rm on ic  e x c u r s i o n s  t o  D m a jo r  and E m in o r ,  s t a r t i n g  

r e s p e c t i v e l y  in  measures 27 and 38. The o p e n ing  o f  the  s u b j e c t  p r o v id e s  

Clement i  w i t h  an im p o r t a n t  f ragm en t  f rom wh ich  he c o n s t r u c t s  much o f

the  canon. Numerous r e p e t i t i o n s  and v a r i a t i o n s  o f  t h i s  idea  o c c u r  a t

12v a r i o u s  t r a n s p o s i t i o n s .  The g m e te r  is  u n u s u a l ,  as t h i s  canon i s  one

2
o f  o n l y  t h r e e  n o t  in  ^ m e te r .

No. 33 i s  t h e  f i r s t  o f  two canons in f o u r  v o ic e s  t h a t  a re  i n ­

c lu ded  in  the  Gradus. The f o u r  p a r t s  e n t e r  a t  the  d i s t a n c e  o f  a measure 

a t  v a r i o u s  i n t e r v a l s .  The soprano i s  f o l l o w e d  by the  a l t o  a f i f t h  

l o w e r ,  f o l l o w e d  by t h e  t e n o r  a seven th  l o w e r ,  f o l l o w e d  by the  bass a 

f i f t h  l o w e r :

Example 16. Gradus ad Parnassum No. 33,  measures 1-4 .

The c a n o n ic  t e c h n iq u e  is  e x a c t  u n t i l  t h e  l a s t  t h r e e  measures.  Modula­

t i o n s  take  the  p ie ce  f rom C m a jo r  th rou g h  the  keys o f  G m a jo r ,  F m a jo r ,  

and E m in o r ,  and t h e r e  is  c o n s i d e r a b l e  use o f  c h r o m a t i c  p a s s in g  and 

n e i g h b o r  to n e s .  Due t o  the  in c re a s e d  number o f  v o i c e s ,  the  range o f  

th e  s u b j e c t  is  s i g n i f i c a n t l y  r e s t r i c t e d .
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The continuous s i x t e e n t h - n o t e  rhythm o f  Study 63 makes t h i s  

tw o -v o ic e  canon a perpetuum mob i 1e . The s u b je c t  is dominated by m e lo d ic  

movement s te p w is e  in continuous tw o -n o te  s l u r  a r t i c u l a t i o n s .  The f i r s t  

p i t c h  o f  each p a i r  is a r e p e t i t i o n  o f  the  note  t h a t  precedes i t ,  

except  f o r  s e v e r a l  ins tances  i n v o l v i n g  o c ta v e  d is p la c e m e n t .  The canon 

opens in the  soprano,  fo l lo w e d  by an a l t o  e n t r y  a h a l f  measure l a t e r  

a t  the  i n t e r v a l  o f  an o c t a v e .  The i m i t a t i o n  is s t r i c t  th r o u g h o u t ,  

a l though a t h i r d  vo ice  is added in the  l a s t  t w o - a n d - a - h a l f  beats  to  

f i l l  ou t  the  c lo s in g  harmony. Harmonic excurs ions  a re  made to  a v a r i e t y  

o f  c l o s e l y  r e l a t e d  keys.

The canon in Gradus 67 in A m a jo r ,  one o f  the  t h r e e  e xc ep t io n s  

not in ^ m e t e r ,  begins w i t h  the  s ta te m e n t  o f  the s u b je c t  in th e  soprano,  

fo l lo w e d  one measure l a t e r  by the answer in the bass two oc taves  low er .  

This  work conta ins  many re fe re n c e s  to  the  opening o f  the  s u b j e c t  in 

measure 1 t ransposed to  v a r io u s  p i t c h  l e v e l s .  Rhythmic motion a l t e r ­

nates- between e ig h th  and s i x t e e n t h - n o t e  g ro u p in g s ,  w i t h  e i g h t h - n o t e  

movement u s u a l l y  in sk ips  and s i x t e e n t h - n o t e  movement p red o m in an t ly  

s te p w is e .  H a r m o n i c a l l y , Clementi  employs a change o f  mode to A minor  

and modula t ion  to  the key o f  8 m inor  in t h i s  canon.

No. 73 ,  l i k e  Study 10,  is a tw o -v o ic e  canon in i n v e r s i o n .  Tne 

soprano opens t h i s  study and is f o l lo w e d  by an i m i t a t i v e  e n t r y  in the  

bass in c o n t r a r y  motion one measure l a t e r .  The answer is a t  the  i n t e r ­

val  o f  a f i f t h  above. I n t e r e s t i n g l y ,  Clementi  a ls o  makes e x t e n s i v e  

use o f  c o n t r a r y  motion in the  tw o -v o ic e  a rpegg io  etude t h a t  precedes  

t h i s  p ie c e .  The canonic  w r i t i n g  in No. 73 is e x a c t  u n t i l  the  l a s t  two 

measures,  and h a r m o n ic a l ly  i t  remains e n t i r e l y  in the key o f  E m a jor .
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A s l i g h t l y  v a r i e d  r e s ta te m e n t  o f  t h e  o pe n in g  t h i r t e e n  measures c lo s e s  

t h i s  w o rk .

The g i g u e - l i k e  c h a r a c t e r  o f  t h e  t w o - v o i c e  canon in  No. 75 makes 

i t  one o f  the  most m u s i c a l l y  s a t i s f y i n g  c a n o n ic  examples t h a t  C lement i  

i n c lu d e s  In the  Gradus. A l s o ,  l i k e  t h e  Baroque g ig u e ,  t h i s  p ie c e  is  

in  b i n a r y  fo rm .  The canon be g in s  w i t h  the  ope n in g  s t a te m e n t  o f  the  

s u b j e c t  in th e  bass ,  f o l l o w e d  one measure l a t e r  by an answer in the  

soprano a t  the  i n t e r v a l  o f  an o c ta v e .  The i m i t a t i o n  between v o ice s  

remains s t r i c t  u n t i l  t h e  l a s t  two measures.  Rhythmic  m o t ion  a l t e r n a t e s  

m a in l y  between g ro u p in gs  o f  e i g h t h - n o t e s  and d o t t e d  q u a r t e r - n o t e s . 

M e l o d i c a l l y ,  C lement i  makes numerous r e fe r e n c e s  t o  t h e  ope n ing  mea­

s u re  o f  t h e  s u b j e c t  a t  v a r i o u s  t r a n s p o s i t i o n s ,  and p lacement  o f  bo th  

p a r t s  on th e  keyboard  is  r a t h e r  h i g h .  There  are ha rm on ic  e x c u r s i o n s  

f rom the  t o n i c  o f  E m a jo r  t o  B m a jo r ,  C-sharp  m in o r ,  A m a j o r ,  and F- 

sharp  m in o r  as w e l l  as changes o f  mode t o  t h e  t o n i c  and dominant  m in o rs .

The ca no n ic  m id d le  s e c t i o n  o f  Study 84 n o t  o n l y  i s  a t e x t u r a l

c o n t r a s t  t o  the  l y r i c a l  A s e c t i o n ,  b u t  a l s o  a c o n t r a s t  in  m e te r  and

3 2mode. In moving t o  t h e  canon,  th e  change i s  f rom ^ t o  ^ m e ter  and f rom 

D m a jo r  t o  D m in o r .  A t r a n s i t i o n  o f  n in e  measures f u n c t i o n s  as a 

b r i d g e  f rom the  canon t o  the  r e t u r n  o f  t h e  A m a t e r i a l .  C lement i  p a i r s  

the  soprano and a l t o  and th e  t e n o r  and bass v o ic e s  o f  t h i s  f o u r - p a r t  

canon :
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Example 17. Gradus ad Parnassum No. 84,  measures 18-20 .

The doub le  t h i r d s  in t h e  o p e n in g  o f  th e  s u b j e c t  a re  r e l a t e d  t o  s i m i l a r  

f i g u r a t i o n  in  the  l e f t  hand accompaniment o f  the  A s e c t i o n .  The canon 

opens in the  soprano and a l t o ,  f o l l o w e d  by an e n t r y  o f  th e  l o w e r  two 

v o i c e s  a h a l f  measure l a t e r  a t  th e  o c ta v e .  The canon is  e x a c t  u n t i l  

the  l a s t  two measures,  e x c ep t  f o r  a s i x t e e n t h - n o t e  "G"  in the  t e n o r  

t h a t  is  d e l e t e d  in measure 6.  The t i g h t  c o n s t r u c t i o n  o f  t h i s  s t u d y  is 

the  r e s u l t  o f  numerous e x a c t  and s l i g h t l y  v a r i e d  r e p e t i t i o n s  o f  the  

open ing  measure o f  t h e  s u b j e c t  a t  v a r i o u s  p i t c h  l e v e l s .  As in  the  

o t h e r  f o u r - p a r t  canon,  t h e  range o f  the  v o ic e s  is  n a r r o w e r  in  compar ison  

to  th e  m e lo d i c  range o f  the  t w o - p a r t  canons.  M o d u la t io n s  t o  s e v e r a l  

c l o s e l y  r e l a t e d  keys o c c u r  in  the  rep ea ted  s e c t i o n ,  b u t  C lement i  

remains f i r m l y  in D m in o r  in  t h e  s h o r t e r  s e c t i o n  f o l l o w i n g  the  doub le  

b a r s .  Per fo rmance d i f f i c u l t i e s  f o r  t h i s  s t u d y  i n c l u d e  th e  doub le  

n o te  t e c h n iq u e  and the  problems in  f i n g e r  independence.

Fugues

There  a re  t h r e e  types  o f  f u g a l  s t u d i e s  among th e  e le v e n  examples 

c o n ta in e d  in  t h e  Gradus c o l l e c t i o n .  I n c lu d e d  in  t h i s  c a te g o r y  o f  non­

e tude  p ieces  a re  seven fu g u e s ,  two doub le  fu g u e s ,  and two f u g a t o s .

Seven o f  the  fu g a l  p ie c e s  a re  r e v i s i o n s  o f  e a r l i e r  works  p u b l i s h e d  

around f o u r  decades e a r l i e r  in  Oeuvre 1 and in  Opera 5 and 6. The
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e le v e n  fu g a l  s t u d i e s  c o m p r i s i n g  t h i s  c a te g o r y ,  i n c l u d i n g  the  s p e c i f i c  

fugues  f rom wh ic h  seven were  r e v i s e d ,  a re  as f o l l o w s :

No.

13 ~ f u g u e ;  r e v i s e d  v e r s i o n  o f  Op. 6,  fugue 2 (ca .  1780 -81) .
18 -  f u g a t o .
25 “  f u g u e ;  r e v i s e d  v e r s i o n  o f  Op. 5 ,  fugue 3 (ca .  1 78 0 -8 1 ) .
kO -  f u g u e ;  r e v i s e d  v e r s i o n  o f  Op. 5 ,  fugue 2 (ca .  1 78 0 -8 1 ) .
k3 -  fugu e .
45 -  f u g u e ;  r e v i s e d  v e r s i o n  o f  Op. 6 ,  fugue 1 (ca .  1780 -81) .
54 -  d oub le  fugue .
57 “  f u g u e ;  r e v i s e d  v e r s i o n  o f  Op. 5,  fugue 1 (ca .  178 0 -8 1 ) .
69 -  f u g u e ;  r e v i s e d  v e r s i o n  o f  Oeuvre 1, sona ta  5 ( fu gue  -  ca.  1781).
74 -  doub le  f u g u e ;  r e v i s e d  v e r s i o n  o f  Op. 6 ,  fugue 3 (ca .  1780 — 8 1 ) .
90 -  f u g a t o .

Th ree  o f  the  fug a l  s t u d i e s ,  Nos. 18, 25 ,  and 45 , c o n t a i n  i n t r o ­

d u c t o r y  s e c t i o n s  p r i o r  t o  the  s t a r t  o f  the  fug ues .  The t h r e e  i n t r o ­

d u c t i o n s  c o n t r a s t  w i t h  t h e  fugues in  m us ica l  s t y l e  and tempo. The f i r s t  

two examples a l s o  d i f f e r  m e t r i c a l l y  f rom the  fugues t h a t  f o l l o w .  In 

a d d i t i o n ,  two fug u es ,  Nos. 5k and 57,  a re  preceded by s t u d i e s  t h a t  se rve  

as p r e l u d e s .  Clement i  p a i r s  th e se  s u c c e s s i v e  s t u d i e s  by u s in g  the  

same to n a l  c e n t e r  f o r  each group and by e nd in g  each p r e l u d e  w i t h  a 

h a l f  cadence.

The e x p o s i t i o n s  o f  the  Gradus fugues  are in f o u r  v o i c e s ,  e x c e p t  

f o r  the  f u g a t o  in No. 18 wh ich  i s  a t h r e e - v o i c e  w o rk .  W i t h i n  each 

p i e c e ,  h ow eve r ,  v o i c e  l e a d i n g  is  f r e e  as Clement i  r o u t i n e l y  v a r i e s  the  

number o f  v o i c e s .  The range o f  t h e  v o i c e s  i s  w ide  and f r e q u e n t l y  

in v o l v e s  th e  c r o s s i n g  o f  p a r t s .

A m a j o r i t y  o f  the  s u b j e c t s  o f  these  works a re  two measures in 

l e n g t h  o r  m u l t i p l e s  t h e r e o f .  The e i g h t - m e a s u r e  s u b j e c t  o f  S tudy  57 

is  the  l o n g e s t  o f  the Gradus examples .  The s u b j e c t s  are n o n - m o d u la t i n g  

and n o r m a l l y  compr ised  o f  s e v e r a l  d i s t i n c t i v e  m o t ive s  wh ic h  Clement i
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l a t e r  t r e a t s  d e v e lo p m e n ta l1y in the  e p i s o d e s .  F r e q u e n t l y ,  t h e r e  are 

re pea ted  n o t e s .  The s u b j e c t s  a re  b a s i c a l l y  d i a t o n i c ,  and th e  range is  

u s u a l l y  abou t  an o c ta v e .

Except  f o r  Fugues 25,  ^ 0 ,  and kS and f o r  th e  second s u b j e c t s  

o f  t h e  two doub le  fu g u e s ,  t h e  answers are t o n a l .  The p a t t e r n  o f  e n t r i e s  

in the  e x p o s i t i o n  is  t y p i c a l l y  o f  i n n e r  v o ic e s  f o l l o w e d  by o u t e r  v o i c e s .  

N o ta b le  e x c e p t i o n s ,  however ,  are Nos. 13,  25 ,  and the  f i r s t  s u b j e c t  o f  

No. 5 ^ ,  wh ic h  e n t e r  c o n s e c u t i v e l y  f rom top  t o  b o t t o m ,  and th e  two 

fu g a to s  , wh ich  open in  no s e t  p a t t e r n .  C lement i  a l s o  i n t r o d u c e s  

added e n t r i e s  in  the  e x p o s i t i o n s  o f  a number o f  fugu es .  Severa l  fugues 

c o n t a in  c o u n t e r - e x p o s i t i o n s  and c o u n t e r s u b j e c t s .  The use o f  t h e  c o u n t e r  

s u b j e c t ,  however,  is  u s u a l l y  r e s t r i c t e d  t o  the  e x p o s i t i o n .

C lement i  makes e x t e n s i v e  use o f  e p isodes  in h i s  Gradus fug ues .  

These s e c t i o n s  a re  u s u a l l y  lo ng  and i n v o l v e  deve lo pmen ta l  p ro c e d u re s .

The c o m p o s i t i o n a l  f e a t u r e s  i n c l u d e  e x t e n s i v e  use o f  sequence ,  m o t i v i c  

i n t e r p l a y ,  and c o n t r a p u n t a l  d i a l o g u e s ,  and in  a d d i t i o n  t o  e x a c t  repe ­

t i t i o n s ,  the  s u b j e c t  f ragm ents  a l s o  undergo g radua l  t r a n s f o r m a t i o n  

th rough  c o n t r a c t i o n  and e xpan s io n  o f  i n t e r v a l s  and i n v e r s i o n .  These 

s e c t i o n s  a re  a l s o  c h a r a c t e r i z e d  by f r e q u e n t  changes in th e  number o f  

v o ic e s  used ,  a f a i r l y  w ide  range o f  m o d u la t i o n s ,  the  i n c re a s e  o f  p a r a l ­

l e l  t h i r d s  and s i x t h s ,  and a p redominance o f  the  upper  v o i c e s .  The 

c o m b in a t io n  o f  t h e  l a t t e r  two c h a r a c t e r i s t i c s  r e s u l t s  in  a momentary 

change t o  homophonic t e x t u r e .  O th e r  e p i s o d i c  f e a t u r e s  are  an in c re a s e  

in  l i n e a r  c h r o m a t i c i s m  and o f  passages in s im u l ta n e o u s  r h y t h m ic  

movement. Clement i  i n t e r s p e r s e s  s ta te m e n ts  o f  the  s u b j e c t ,  u s u a l l y  

i n c o m p le te ,  between the  e p i s o d e s .
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A coda n o r m a l l y  c lo s e s  each fugu e .  P re ce d in g  t h i s  s e c t i o n  is  

a s l o w in g  o f  th e  h a rm on ic  rhy thm t h a t  e v e n t u a l l y  c u lm in a te s  in  a h a l f  

cadence w i t h  f e r m a ta .  U s u a l l y ,  t h e  coda opens w i t h  a s t r e t t o  in  w h ich  

o n l y  one v o i c e  makes a com p le te  s ta te m e n t  o f  th e  s u b j e c t .  V a r i e t y  

in  c o n t r a p u n t a l  t e c h n iq u e ,  such as i n v e r s i o n ,  d i m i n u t i o n ,  o r  c a n c r i -  

z a n s , is  n o r m a l l y  i n t r o d u c e d  a t  t h i s  t im e .  F o l l o w in g  the  f i n a l  s t a t e ­

ment,  a c o n c l u d in g  passage in homophonic t e x t u r e  ends th e  fu g a l  s t u d y .

In o r d e r  t o  r e l a t e  these  g en e ra l  f e a t u r e s  t o  s p e c i f i c  w o r k s ,

th e  w r i t e r  w i l l  d i s c u s s  a r e p r e s e n t a t  i ve example o f  each o f  the  t h r e e
£

types o f  f u g a l  s t u d i e s  c o n t a i n e d  in  the  Gradus ad Parnassum.

Study 13, a fugue in C m a jo r ,  opens w i t h  a t w e n t y - t w o  measure 

e x p o s i t i o n  o f  the  fug a l  s u b j e c t .  The s u b j e c t  is  f o u r  measures in 

l e n g th  and c o n t a i n s  s e v e r a l  d i s t i n c t i v e  m o t ive s  t h a t  C lement i  w i l l  use 

in  l a t e r  e p i s o d e s .  The o r d e r  o f  e n t r i e s  is  s u c c e s s i v e l y  f rom h i g h e s t  

t o  lo w e s t  v o i c e s ,  and the se  o c c u r  a t  measures 1, 5 ,  9 ,  and 13. C lement i  

i n t r o d u c e s  a c o u n t e r s u b j e c t  w i t h  the  appearance o f  the  second e n t r y ,  

a t o n a l  answer.  T h is  id e a ,  wh ich  is  used o n l y  in  t h e  e x p o s i t i o n ,  is  

s t a t e d  aga in  in m o d i f i e d  fo rm  w i t h  th e  t h i r d  e n t ra n c e  o f  the  s u b j e c t .

The f o u r t h  e n t r y  is  accompanied by v o i c e  c r o s s i n g  in the  two m id d le  

p a r t s ,  a c o m p o s i t i o n a l  f e a t u r e  f r e q u e n t l y  employed in  C l e m e n t i ' s  fuga l  

w r i t i n g .  An added e n t r y  in  the  bass in  measure 27,  accompanied by a 

s h i f t  t o  t h r e e - v o i c e  t e x t u r e  w i t h  the  d ro p p in g  o u t  o f  one p a r t  f o r  

e i g h t  measures,  s i g n a l s  the  c lo s e  o f  the  e x p o s i t i o n .

g
More d e t a i l e d  ana lyse s  o f  a l l  t h e  f ug a l  s t u d i e s  a re  c o n ta in e d  

in A. Dewayne Wee, "The Fugues and Canons o f  C l e m e n t i ' s  Gradus ad 
Parnassum" (D.M. t h e s i s ,  In d ia n a  U n i v e r s i t y ,  1968) .
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The f i r s t  ep isode  beg ins  in measure 23 w i t h  s e q u e n t i a l  t r e a t ­

ment o f  a new two-measure  id e a ,  f o l l o w e d  by a r e t u r n  o f  f o u r - v o i c e  

t e x t u r e  and s e q u e n t i a l  t r e a t m e n t  o f  t h e  f i r s t  h a l f  o f  the  s u b j e c t  in  

measure 27.  T h is  m a t e r i a l  r e t u r n s  r e s p e c t i v e l y  in measures 33 and 37,  

the  second s e c t i o n  o f  wh ich  i s  in  m o d i f i e d  fo rm  in th e  o p p o s i t e  hands 

as a r e s u l t  o f  t e x t u r a l  i n v e r s i o n .  Key movement has been th rou g h  D 

m i n o r ,  E m i n o r ,  G m a jo r ,  A m i n o r ,  and B m in o r  t o  t h i s  p o i n t .  C lement i  

i n t r o d u c e s  a com p le te  s t a te m e n t  o f  the  s u b j e c t  in  B m in o r  b e g in n in g  

in measure 41.  The two p a r t s  t h a t  accompany t h i s  s t a te m e n t  a re  d e r i v e d  

f rom the  upper  v o ice s  in t h e  added e n t r y  o f  the  e x p o s i t i o n  in measures 

17-22 .  A seven-measure  e p isode  f o l l o w s .  Based on the  re pea ted  

no te  and the  e i g h t h - n o t e  m o t ives  f rom the  f i r s t  h a l f  o f  the  s u b j e c t ,  

t h i s  s e c t i o n  f e a t u r e s  pedal  tones on B and E and a s e q u e n t i a l  d i a l o g u e  

in the  two upper v o i c e s .  Next  appears  a s e r i e s  o f  f u l l  s ta te m e n ts  

o f  the  s u b j e c t  in measures 54,  53,  63 ,  and 69.  The r e s p e c t i v e  keys 

a re  F -sha rp  m in o r ,  D m in o r ,  G m in o r ,  and B - f l a t  m a j o r ,  and th e  t h i r d  

s t a te m e n t  i s  m e l o d i c a l l y  i n v e r t e d  f o r  t h r e e  measures.

A n o th e r  e p isod e  b eg in s  in  measure 73,  and w i t h o u t  e x c e p t i o n ,  

a l l  m a t e r i a l  o f  t h i s  s e c t i o n  is  take n  f rom p re v io u s  passages .  Harmon ic 

e x c u r s i o n s  a re  to  E - f l a t  m a jo r ,  D m i n o r ,  G m in o r ,  F m a jo r ,  c l o s i n g  in  

measures 105“ 109 w i t h  a pedal  tone  on G. A l tho u gh  Clement i  u s u a l l y  

announces the  coda by s t o p p i n g  a l l  movement w i t h  a f e r m a ta ,  here  he 

s k i l l f u l l y  a n t i c i p a t e s  th e  c l o s i n g  s e c t i o n  by s l o w in g  th e  ha rm on ic  

rhy thm w i t h  an ex tended  dominant  p e d a l .  The coda opens in measure 112 

w i t h  a s e r i e s  o f  i n c o m p le te  s ta te m e n ts  o f  the  s u b j e c t  in  s t r e t t o ,  the  

s o le  e x c e p t i o n  b e in g  th e  comple te  s u b j e c t  in  the  second e n t r y .  The
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f i n a l  s ta tem e n t  appears in  measure 130  and i s  i n t e r r u p t e d  by an 

i n t e r n a l  e x te n s io n  o f  two measures.  C h a r a c t e r i s t i c  i s  d e m e n t i ' s  use 

o f  homophonic t e x t u r e  in  the  c l o s i n g  measures o f  t h i s  fugue.

In Study 54,  Clement i  p re s e n ts  bo th  s u b j e c t s  o f  the  d oub le  

fugue s im u l t a n e o u s l y  w i t h  each e n t r y  in  the e x p o s i t i o n .  S u b je c t  I is  

c h a r a c t e r i z e d  by repea ted  notes and leaps  in  q u a r t e r  and h a l f - n o t e  

rhythm; the  c o n t r a s t i n g  second s u b j e c t  proceeds s te p w is e  in  c o n t in u o u s  

e i g h t h - n o t e s  a f t e r  the  upbea t .  The p a i r e d  s ta te m e n ts  o c c u r  in  measures 

1, 4, 7, and 10. The second e n t r y  f e a t u r e s  a to n a l  answer in  s u b j e c t  

I and a re a l  answer in s u b j e c t  I I .  I n v e r t i b l e  c o u n t e r p o i n t  r e s u l t s  

in  the  t h i r d  and f o u r t h  e n t r i e s  as these  s ta tem en ts  r e l a t e  p i t c h w i s e  

to  measures 1-6 ,  bu t  the  p lacement o f  the  second s u b j e c t  i s  now above 

the  f i r s t .  An added e n t r y  o f  the  s u b j e c t  p a i r  beg ins  in  measure 14.

In a d d i t i o n  to  the  s l i g h t  m e lo d ic  change in  s u b j e c t  I I ,  m o d i f i c a t i o n s  

i n c lu d e  the  e n t r y  o f  the  second s u b j e c t  b e fo r e  the  f i r s t  and the  

c l o s i n g  p i t c h e s  o f  the  s u b j e c t  be ing  doub led in  t h i r d s .  The second 

added e n t r y  o f  bo th  s u b j e c t s  a t  measure 21 c lo s e s  the  e x p o s i t i o n .

A s h o r t  ep isode  o f  seven measures precedes a f u l l  s ta te m e n t  o f  

s u b j e c t  I in  C ma jo r  in  measure 32. F o l l o w in g  t h i s  s ta te m e n t  is  an 

ep isode  t h a t  i s  based on s e q u e n t ia l  t r e a tm e n t  o f  the  l a s t  h a l f  o f  the  

f i r s t  s u b j e c t  in  p a r a l l e l  t h i r d s  and s i x t h s ,  o f t e n  ornamented ,  in  

the  o u t e r  v o i c e s .  Clement i  i n v e r t s  s u b j e c t  I I  in  the  p a i r e d  s t a t e ­

ment o f  the  s u b j e c t s  b e g in n in g  in  measure .44. The succeed ing  ep isode  

i s  e x te n s i v e  and c o n ta in s  c anon ic  passages based on th e  second s u b j e c t .  

The f i r s t  example a t  measure 53 i s  a t  the  n i n t h  below, and the  second 

one a t  measure 64 i s  a t  the  o c ta v e  below. There i s  f r e q u e n t  use o f
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sequence.

A c o m p le te  s t a te m e n t  o f  s u b j e c t  1 in  G m a jo r  appears  in  measure 

70.  The e p is o d e  t h a t  f o l l o w s  i s  c l o s e l y  p a t t e r n e d  a f t e r  the  e p i s o d e  

t h a t  p recedes the  G m a jo r  s t a te m e n t  o f  the  s u b j e c t .  C lement i  i n t r o d u c e s  

f ragm en ts  o f  s u b j e c t  I ,  t h e  second s u b j e c t  in  canon a t  the  seven th  

above (measure 8 6 ) ,  and numerous examples o f  sequence.  C le m en t i  beg in s  

a r e s ta te m e n t  o f  t h e  ope n ing  e x p o s i t i o n  w i t h  m o d i f i c a t i o n s  i n  measure 

97* Inc lu d e d  in  t h i s  passage a r e  f o u r  p a i r e d  e n t r i e s  s i m i l a r  to  the 

b e g in n in g .  The s u b j e c t s  in  th e  t h i r d  e n t r y ,  however,  a r e  i n v e r t e d ,  

and a l l  e n t r i e s  e x c e p t  the  l a s t  s t a r t  on the  same p i t c h e s  as th e y  d id  

in  the  e x p o s i t i o n .  A dom inan t  chord  w i t h  f e r m a ta  c lo s e s  t h i s  s e c t i o n  

and announces the  coda t o  f o l l o w .

The coda is  based a lm o s t  e n t i r e l y  on s u b j e c t  I and b eg in s  in  

measure 113 w i t h  two s e p a ra te  e n t r i e s  i n  s t r e t t o  o f  t h i s  s u b j e c t  and 

i t s  r e t r o g r a d e .  F o l l o w i n g  a s e q u e n t i a l  passage o f  t h r e e  measures 

based on the  second s u b j e c t ,  C lement i  c l o s e s  the  d o u b le  fugue  w i t h  

two c o m p le te  s ta te m e n ts  o f  s u b j e c t  I in  the  bass v o i c e .  A two -  

measure t o n i c  pedal  ex tends  the  f i n a l  cadence.

No. 90 i s  one o f  two c o n t r a p u n t a l  s t u d i e s  l a b e le d  " F u g a to 11 by 

C lement i  i n  h i s  Gradus col  l e c t i o n .  A l t h o u g h  d i s p l a y i n g  many o f  the  

same f e a t u r e s  o f  th e  two fugues  p r e v i o u s l y  d i s c u s s e d ,  t h e  B m a jo r  

f u g a t o  in  Study 90 n e v e r t h e l e s s  c o n t a i n s  no fu g a l  e x p o s i t i o n .  T h is  

work  a l s o  d i f f e r s  f rom  the  fugues  by no t  be ing  t h e m a t i c a l l y  domina ted  

by the  s u b j e c t  and i t s  f ra g m e n ts  in  a c o m p o s i t i o n  o f  t i g h t  c o n s t r u c t i o n .  

New c o n t r a p u n t a l  m a t e r i a l  i s  i n t r o d u c e d  and a s s o c i a t e d  w i t h  bo th  e p i ­

sodes and s ta te m e n ts  o f  t h e  s u b j e c t s .  T h is  p ie c e  opens w i t h  a s t r e t t o
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o f  t h e  s u b j e c t  and i t s  m o d i f i e d  v e r s i o n  i n  t h e  a l t o  and bass v o i c e s  

r e s p e c t i v e l y ,  f o l l o w e d  by e n t r a n c e s  o f  f r e e  c o n t r a p u n t a l  m a t e r i a l  in  

t h e  r e m a in in g  two v o i c e s .  The s u b j e c t  i s  t w o - a n d - a - h a l f  measures  i n  

l e n g t h  and i s  r e s t r i c t e d  t o  t h e  n a r r o w  range o f  a p e r f e c t  f i f t h .  T h e re  

a r e  no r e p e a t e d  n o t e s ,  u n l i k e  p r e v i o u s  s u b j e c t s ,  and w i t h  o n l y  one 

e x c e p t i o n ,  m e l o d i c  movement i s  by s t e p .  A c o m p le te  bass s t a t e m e n t  o f  

t h e  s u b j e c t  in  t h e  t o n i c  key appe a rs  in measure 8 ,  f o l l o w i n g  a sequ en ­

t i a l  d i a l o g u e  based on t h e  f r e e  c o n t r a p u n t a l  m a t e r i a l .  C le m e n t i  n e x t  

i n t r o d u c e s  a s e r i e s  o f  s h o r t  e p i s o d e s  w h i c h  a re  i n t e r s p e r s e d  by c o m p le te  

s t a t e m e n t s  o f  t h e  s u b j e c t  i n  v a r i o u s  keys and v o i c e s .  The keys  i n c l u d e  

G -sna rp  m i n o r  (measure 1 8 ) ,  F - s h a r p  m a jo r  (measure  2 2 ) , . and B m a j o r  

(m easure  3 2 ) ,  and t h e  f i r s t  s t a t e m e n t  i s  i n  i n v e r t e d  fo r m .  The s u b j e c t  

passes i n  s u c c e s s i o n  f ro m  s o p r a n o  t o  a l t o  t o  t e n o r  v o i c e s  w i t h  each 

new s t a t e m e n t .  The e p i s o d i c  i n t e r l u d e s  t h a t  s e p a r a t e  t h e s e  s t a t e m e n t s  

a re  based on v a r i a t i o n s  o f  t h e  f r e e  c o n t r a p u n t a l  m a t e r i a l  in  measures  

3 ” 7.  These p a t t e r n s  a re  g i v e n  e x t e n s i v e  s e q u e n t i a l  t r e a t m e n t .

A l o n g e r  e p i s o d e  b e g in s  i n  measure  3^ f o l l o w i n g  t h e  s t a t e m e n t  

o f  t h e  s u b j e c t  in  B m a j o r .  A f e a t u r e  o f  t h e  o p e n in g  measures  o f  t h i s  

s e c t i o n  is  h a r m o n i c  movement c o u n t e r c l o c k w i s e  a round  t h e  c i r c l e  o f  

f i f t h s .  C o n t r a s t i n g  s e q u e n t i a l  p a t t e r n s  f ro m  p r e v i o u s  e p i s o d e s  a re  

i n t r o d u c e d .  A l t e r n a t i n g  w i t h  t h e  two s h o r t  e p i s o d e s  b e f o r e  t h e  h a l f  

cadence and f e r m a t a  r e s t  t h a t  s i g n a l  t h e  coda a r e  s t a t e m e n t s  o f  the  

s u b j e c t  In  measures  k7 and 52 In C -s h a rp  m i n o r  and 8 m a j o r .  The f i r s t  

exam p le  i s  in  m e l o d i c  i n v e r s i o n .

The coda o p e n s ,  f o l l o w i n g  t h e  usua l  pause i n  a c t i v i t y ,  w i t h  

two e n t r i e s  o f  t h e  s u b j e c t  by t h e  i n n e r  v o i c e s  in  s t r e t t o .  A t  t h e
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c o n c l u s i o n  o f  t h i s  c o n t r a p u n t a l  p r o c e d u r e ,  C lement i  p r e s e n t s  a s t a t e ­

ment o f  t h e  s u b j e c t  in  i n v e r t e d  fo rm  in  t h e  s o p rano  v o i c e .  The a l t o  

c lo s e s  t h e  f u g a t o  w i t h  a f i n a l  s t a t e m e n t  o f  t h e  s u b j e c t  in  i n v e r s i o n  

i n  measure 69.  The use o f  homophon ic  t e x t u r e  in  t h e  c l o s i n g  measures 

is  a t y p i c a l  f e a t u r e  o f  d e m e n t i ' s  f u g a l  w r i t i n g .

In compar ing  d e m e n t i ' s  f u g a l  s t y l e  w i t h  t h a t  o f  Bach,  one 

no te s  the  use o f  f r e e r  v o i c e l e a d i n g  in the  c o n t r a p u n t a l  Gradus e xam p le s ,  

d e m e n t i  f r e q u e n t l y  m a n ip u la t e s  th e  t e x t u r e  by f r e e l y  i n c r e a s i n g  o r  

d e c r e a s i n g  t h e  number o f  l i n e a r  v o i c e s  in  t h e  m u s ic a l  f a b r i c .  The ad ­

d i t i o n  o f  v o i c e s  a t  cadences is  c h a r a c t e r i s t i c  and i s  t h e  usua l  means 

f o r  d e m e n t i  t o  a c h ie v e  a f u l l e r  s o n o r i t y .  The w id e  range o f  d e m e n t i ' s  

f u g a l  l i n e s  r e s u l t s  in  f r e q u e n t  v o i c e  c r o s s i n g s .  In com par ison  t o  

Bach 's  fugue  s u b j e c t s  t h a t  t y p i c a l l y  f e a t u r e  a r e c u r r i n g  r h y t h m i c  

m o t i v e  o r  s i g n i f i c a n t  i n t e r v a l  l i e  c o n s t r u c t i o n ,  t h e  s u b j e c t s  by d e m e n ­

t i  a re  c o n s i d e r a b l y  l e s s  d i s t i n c t i v e  a u r a l l y ,  d e m e n t i ' s  s u b j e c t s  a re  

more d i a t o n i c ,  b u i l t  in  two-measure  components o r  m u l t i p l e s  t h e r e o f ,  

and c o n t a i n  numerous re p e a te d  n o t e s .  F u r t h e r m o r e ,  in  com par is on  t o  

B ach 's  e xa m p le s ,  t h e  e p i s o d e s  in  t h e  fugues  o f  d e m e n t i  n o r m a l l y  s i g ­

n i f y  a d i s c o n n e c te d  r e l a x a t i o n  o f  m u s ic a l  i n t e n s i t y .  These " f i l l e r 1-' 

s e c t i o n s  a re  e x t e n s i v e  and a re  f r e q u e n t l y  c h a r a c t e r i z e d  by t h e  change 

t o  homophon ic  t e x t u r e .  In f a c t ,  t h e  l i n e a r  w r i t i n g  i n  d e m e n t i ' s  

fugues  i s  c l e a r l y  s u b s e r v i e n t  t o  t h e  h a rm o n ic  s t r u c t u r e ,  w h i l e  t h e  

fugues  o f  Bach a re  d i s t i n g u i s h e d  by th e  b a la n c e  o f  l i n e a r  and v e r t i c a l  

w r i t i n g .  F i n a l l y ,  in  c o n t r a s t  t o  Bach 's  s t y l e ,  d e m e n t i  seems more 

concerned  w i t h  f u g a l  p r o c e d u re  than  w i t h  c o n t e n t  in  h i s  Gradus exam p les .  

T h i s  o b s e r v a t i o n  i s  e v i d e n t  in  d e m e n t i ' s  use o f  t h e  more complex
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c o n t r a p u n t a l  t e c h n i q u e s ,  such as i n v e r s i o n ,  s t r e t t o ,  and c a n c r i z a n s ,  

w h ich  seems c o n t r i v e d  and does n o t  p ro g re s s  n a t u r a l l y  in  the  u n f o l d i n g  

o f  the  mus ica l  m a t e r i a l .  The C l a s s i c  e lem en ts  o f  d e m e n t i ' s  fugues  

c l e a r l y  d i s t i n g u i s h  them f rom th e  Baroque fugues  o f  Bach, b u t  a c c o r d in g  

t o  K u r t  F r e d e r i c k ,  " q u i t e  g e n e r a l l y  the  fugues  o f  C lement i  compare 

f a v o r a b l y  w i t h  the  fugues  o f  h i s  t i m e . " ^

Theme and V a r i a t i o n  S tu d ie s

Clement i  i n c lu d e s  two s e ts  o f  themes and v a r i a t i o n s  in  h i s  

Gradus co l  1e c t i o n . S tudy 5 ,  w i t h  two v a r i a t i o n s ,  is  the  l e s s  t r a d i t i o n ­

al  o f  the  two examples .  The theme i s  p re s e n te d  in  t h e  t e n o r  v o i c e  and 

is  accompanied by c h r o m a t i c  passage work  in  s i x t e e n t h - n o t e s  and by a 

p a r t  moving in  s te a d y  h a l f - n o t e s  t h a t  comple tes  th e  harmony.  Unusual 

is  t h e  f a c t  t h a t  th e  t h r e e - p a r t  t e x t u r e  remains c o n s t a n t  t h r o u g h o u t  

the  p i e c e .  The theme is  in  two f o u r -m e a s u re  p h rase s .  The f i r s t  phrase  

ends on a t o n i c  c h o r d ,  w h i l e  the  second c lo s e s  w i t h  a h a l f  cadence ,  

an unusual  ha rmon ic  c o n s t r u c t i o n  f o r  t h e  theme o f  a s e t  o f  v a r i a t i o n s .

A pe r fo rm an ce  d i f f i c u l t y  i s  the  v o i c i n g  o f  the  two p a r t s  in the  l e f t  

hand so t h a t  the  theme i s  s u f f i c i e n t l y  p r o j e c t e d  and n o t  covered  by 

th e  bass .  A second s ta te m e n t  o f  t h e  theme opens in  measure 9 .  The 

f i r s t  phrase  i s  an a lm o s t  e x a c t  r e p e t i t i o n ,  e x c e p t  t h a t  a l l  p a r t s  a re  

one o c ta v e  l o w e r .  C lement i  i n v e r t s  the  t e x t u r e  in t h e  second phrase  

so t h a t  the  theme is  s t a t e d  in  t h e  r i g h t  hand.  A two-measure  t r a n s i t i o n  

based on th e  ascend in g  f o u r t h  f ragm en t  o f  the  theme and i n v o l v i n g  a

^ K u r t  F r e d e r i c k ,  Fugal W r i t i n g  f rom 1750 t o  1827 (R o c h e s te r ,
N. Y . : U n i v e r s i t y  o f  R o ch es te r  P re s s ,  1957) , p. 125.
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r e t u r n  o f  t h e  m e l o d i c  m a t e r i a l  t o  t h e  l e f t  hand le a d s  d i r e c t l y  i n t o  

v a r i a t i o n  1. ( C le m e n t i  does n o t  number  o r  l a b e l  t h e  v a r i a t i o n s  in  

e i t h e r  s e t  o f  t h e  theme and v a r i a t i o n  s t u d i e s  i n  t h e  G r a d u s . )

The f i r s t  v a r i a t i o n  appe a rs  in  measure 19 w i t h  t h e  theme in  

s y n c o p a te d  r h y t h m :

4  5 1 3

-jr-
m

9' "■ »r - 0-

. r i la v a to  i i  te m a

cresa.

II I

h — L n*3 • ~ \ riW > ~N i / '

r b e n  le g a to
r

Example 18. Gradus ad Pam assum  No. 5 ,  measures  1 9 - 2 0 .

The r i g h t  hand accom pan im ent  in  s i x t e e n t h - n o t e s  i s  a l s o  chan ged .  C l e ­

m en t i  e x te n d s  t h e  second  p h r a s e  w i t h  a d e c e p t i v e  cadence  and i n t r o d u c e s  

a d e v e lo p m e n ta l  d i g r e s s i o n  in  measure 30 t h a t  opens w i t h  a r e f e r e n c e  

t o  t h e  theme in  d i m i n u t i o n .  T h i s  s e c t i o n ,  t h i r t e e n  measures in  l e n g t h ,  

i s  c h a r a c t e r i z e d  by  h a r m o n i c  i n s t a b i l i t y  and moves w i t h o u t  a b r e a k  

i n t o  v a r i a t i o n  I I .  The second v a r i a t i o n  b e g in s  in  measure k3 and 

f e a t u r e s  a p r e s e n t a t i o n  o f  t h e  theme a l t e r n a t i n g  between t h e  hands .

The f a s t  f i g u r a t i o n  i s  now in  s i x t e e n t h - n o t e  t r i p l e t s ,  and l i k e  v a r i a ­

t i o n  1, t h e r e  i s  an e x t e n s i o n  o f  t h e  second ph rase  w i t h  d e c e p t i v e  

c adences .  C l o s i n g  t h i s  s t u d y  i s  a t o n i c  peda l  o f  f o u r  m ea su res .

S tu d y  8 a l s o  c o n s i s t s  o f  a theme w i t h  two v a r i a t i o n s .  The' 

c o m p o s i t i o n a l  s t y l e  o f  t h i s  p i e c e  i s  e a r l i e r  t ha n  t h e  p r e v i o u s  s t u d y ,  

because  d e m e n t i ' s  h a r m o n i c  use h e r e  i s  much more b a s i c :
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Example 19. Gradus ad Parnassum No. 8 ,  measures 1 -4 .

The theme is  in  two e ig h t - m e a s u r e  phrases w h ich  c lo s e  r e s p e c t i v e l y  on 

h a l f  and f u l l  cadences.  However,  im m e d ia te l y  f o l l o w i n g  each e i g h t -  

measure t h e m a t i c  segment is  a s l i g h t l y  v a r i e d  re s ta te m e n t  o f  t h a t  ph rase .  

M o d i f i c a t i o n s  i n c l u d e  o c ta v e  changes ,  the  add ing  o f  vo ice s ' ,  and d i f ­

f e r e n t  accompanimental  f i g u r a t i o n .  V a r i a t i o n  I is  in  the  p a r a l l e l  m in o r  

and f e a t u r e s  a cho rda l  r i g h t  hand p r e s e n t a t i o n  o f  t h e  theme accompanied 

by passage w o rk  in o c ta v e s  in  t h e  l e f t  hand . -  A l t h o u g h  the  s i x t e e n -  

measure phrase  l e n g t h  remains th e  same, the  ha rm o n ic  s t r u c t u r e  o f  the  

open ing  theme i s  no t  m a in ta in e d  in  t h i s  v a r i a t i o n .  V a r i a t i o n  I I  is  

c h a r a c t e r i z e d  by a r e t u r n  t o  t o n i c  m a jo r  and the  i n c re a s e  in  r h y t h m ic  

a c t i v i t y  t o  t h i r t y - s e c o n d  n o te s .  The ha rm on ic  s t r u c t u r e  f o r  t h i s  v a r i a ­

t i o n  i s  t h e  same as th e  o p e n ing  theme, b u t  t h e  m e lo d i c  c o n t o u r  is  

s i g n i f i c a n t l y  changed. A two-measure  c a d e n t i a l  e x te n s io n  c lo s e s  t h i s  

v a r i a t i o n .  In c o n t r a s t  t o  h i s  f r e q u e n t  use o f  t e x t u r a l  i n v e r s i o n  

t h r o u g h o u t  the  theme and v a r i a t i o n s  o f  t h e  p r e v io u s  s t u d y ,  Clement i  

r e s t r i c t s  t h e  t h e m a t i c  p r e s e n t a t i o n  s o l e l y  t o  the  r i g h t  hand in  No. 8.

The S^udy in Rondo Form

No. 41 ,  the  f i n a l e  o f  the  S u i t e  in B - f l a t  (Nos. 3 7 - 4 1 ) ,  is  the
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o n l y  rondo co n ta in ed  in  the  Gradus s t u d i e s .  The form o f  t h i s  p ie ce  is  

ABACA coda,  and the  predominance o f  t h i n  t e x t u r e ,  as seen in the  open ing  

o f  the  A theme, suggests  t h a t  t h i s  s tu d y  is  e a r l y  in d e m e n t i ' s  musical  

o u t p u t :

Example 20. Gradus ad Parnassum No. 41,  measures 1-4.

The A s e c t i o n  is  t h i r t y - s i x  measures in l e n g th  and is  based on a t e r ­

nary  (ABA) phrase s t r u c t u r e . .  Clement i  modulates  t o  C m a jo r ,  the  

dom inan t ,  in  the  seven teen-measure  t r a n s i t i o n .  The c o n t r a s t i n g  B 

theme is  l y r i c a l  and is  c h a r a c t e r i z e d  by the  in c rease  o f  m e lo d ic  c h ro ­

m a t i c i s m .  F o l l o w in g  an a lmost  e x ac t  r e p e t i t i o n  o f  the  A theme in 

the  open ing  key o f  F m a j o r ,  t h e r e  is  an a b rup t  s h i f t  t o  the  r e l a t i v e  

m ino r  and an e x te n s i v e  p r e s e n t a t i o n  o f  the  C m a t e r i a l .  L i k e  " A , "  t h i s  

s e c t i o n  is s t r u c t u r e d  in a t e r n a r y  d e s ig n .  C le m e n t i ' s  use o f  a lo n g ,  

t h r e e - p a r t  C s e c t i o n  in  t h i s  rondo is  s i m i l a r  t o  t h a t  o f  Schuber t  in 

the  f i n a l e  o f  h i s  Sonata Op. 73 in G m a jo r .  Compos i t iona l  f e a tu r e s  

i n c lu d e  a t h i c k e n i n g  o f  th e  t e x t u r e  th rough  chords and independent  

l i n e a r  p a r t s  and a l i m i t e d  use o f  deve lopmenta l  p rocedu re s .  Harmonic 

e x c u r s io n s  are t o  G m in o r ,  B - f l a t  m a jo r ,  and B - f l a t  m in o r ,  w i t h  the 

r e t u r n  o f  D m ino r  o c c u r i n g  in measure 264.  The second r e t u r n  o f  A in 

F m a jo r  is  aga in  a lm os t  e x a c t ,  e xcep t  f o r  the  twe lve -measu re  e x te n s io n  

a t  the  end. Th is  s ta te m e n t  is  f o l l o w e d  by a long  coda t h a t  is  based
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on c a d e n t i a l  f i g u r a t i o n ,  a l t h o u g h  r e f e r e n c e  is  made t o  s e v e ra l  f ragm ents  

o f  A and C themes.  As i n  t h e  C. s e c t i o n ,  p a r t s  are  d eve lopm en ta l  and 

w r i t t e n  in a t h i c k e r  t e x t u r e  t o  in c re a s e  s o n o r i t y .

Scherzos

-T he re  a re  t h r e e  scherzos  among the  n o n -e tu d e  works  o f  the  Gradus 

ad Parnassum. Two o f  the  t h r e e  s t u d i e s ,  Nos. 70 and 97 ,  a re  e n t i t l e d  

" s c h e r z o 11 by C le m e n t i ,  w h i l e  the  o t h e r  p ie c e  in t h i s  c a te g o r y  (No. 62) 

can be i d e n t i f i e d  as such o n l y  by i t s  m us ica l  c h a r a c t e r  and fo rm .  A l ­

though  the  s t r u c t u r a l  d e s ign  o f  S t u d ie s  62 and 70 i s  t h a t  o f  a c l a s s i c a l  

sche rzo  ( |J‘ AljJ. BA.jj ) ,  n e i t h e r  c o n t a i n s  a t r i o .  The sch e rzo  in No. 62 

is  p receded  by a s lo w  i n t r o d u c t i o n  o f  s i x  measures in  th e  key o f  C m in o r .  

T h i s  s e c t i o n  is  c h a r a c t e r i z e d  hy t h e  use o f  i n t r i c a t e -  rh y thm s ,  i n c l u d i n g  

seven and t w e l v e - n o t e  s u b d i v i s i o n s  o f  the  q u a r t e r - n o t e  b e a t ,  and o f  a 

c h r o m a t i c  me lody ,  f o r e s h a d o w in g  t h a t  o f  Chopin .  Unusual i s  t h e  o pe n in g  

o f  t h i s  work  by Clement i  on an I t a l i a n  augmented s i x t h  ch o rd .  The 

sc h e rz o  f o l l o w s  and i s  in  the  key o f  t h e  r e l a t i v e  m a jo r ,  E - f l a t  m a jo r :

Example 21.  Gradus ad Parnassum No. 62,  measures 7~10.
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The l i g h t e r  t e x t u r e  i s  a c o n t r a s t  t o  t h e  melody  and c h o r d a l  a c c om pa n i ­

ment  o f  t h e  i n t r o d u c t i o n  and s u g g e s ts  t h a t  t h i s  s e c t i o n  d a te s  f ro m  an 

e a r l i e r  p e r i o d  o f  c o m p o s i t i o n .  The A s e c t i o n ,  w h ic h  m o d u la te s  t o  t h e  

d o m in a n t ,  i s  a p e r i o d  o f  e i g h t  measures  c o m p r is e d  o f  two c o n t r a s t i n g  

ph ra se s  o f  equa l  l e n g t h .  Ha rmon ic  movement i n  t h e  c o n t r a s t i n g  B 

s e c t i o n  i s  f r o m  B - f l a t  m a jo r  t o  G m i n o r .  T h e m a t ic  m a t e r i a l  i s  p r e s e n t ­

ed in  an e i g h t - m e a s u r e  p e r i o d  w h ich  i s  then  e x te nded  f o r  an a d d i t i o n a l  

s i x  measures .  " A "  r e t u r n s  i n  t h e  up b e a t  t o  measure 23 and i s  m o d i f i e d  

o n l y  in  t h e  second ph rase  by h a rm o n ic  a d j u s t m e n ts  so t h a t  i t  ends in  

E - f l a t  m a jo r .

The p e r i o d i c  s t r u c t u r e  i n  S tudy  70 i s  AABAB'A co da ,  a C l a s s i c  

p e r i o d  s c h e r z o  ( i A ’. j B A l ^ j )  w i t h  w r i t t e n  o u t  r e p e a t s  e x c e p t  f o r  the  

m o d i f i e d  B s t a t e m e n t .  C lem e n t i  uses r e g u l a r  e i g h t - b a r  p e r i o d s  t h r o u g h ­

o u t ,  e x c l u d i n g  th e  coda .  T h i s  p i e c e  i s  c h a r a c t e r i z e d  by a u n i f o r m i t y  

b o th  m e l o d i c a l l y  and h a r m o n i c a l l y  as t h e  t h e m a t i c  m a t e r i a l  i n  t h e  A 

and B ph rases  i s  o f  s i m i l a r  m u s ic a l  c h a r a c t e r  and c o n s t r u c t i o n ,  and 

C le m en t i  rem a ins  in  t h e  key o f  A m a jo r  e x c l u s i v e l y .  Both  themes a re  

based on a d e sc e n d in g  s c a l e .  O th e r  s i g n i f i c a n t  f e a t u r e s  o f  " B "  i s  

t h e  use o f  a dom inan t  peda l  ton e  t h a t  i s  c o n t i n u o u s l y  re p e a te d  and the  

d e r i v a t i o n  o f  t h e  second ph rase  o f  t h e  B p e r i o d  f ro m  th e  f i r s t  ph rase  

o f  " B "  by e x c h a n g in g  t h e  l e f t  and r i g h t  hand p a r t s  i n  t e x t u r a l  i n v e r ­

s i o n .  C le m en t i  uses m e lo d i c  i n v e r s i o n  o f  t h e  o p e n in g  theme i n  the  

co da .  The p r im a r y  p e r fo rm a n c e  d i f f i c u l t y  i n  t h i s  s c h e r z o  i s  t h e  v o i c ­

ing  r e q u i r e d  in  t h e  l e f t  hand accompaniment  i n  " A "  and t h a t  i n  th e  two- 

v o i c e  me lody and accompaniment  p a r t  a l t e r n a t i n g  between th e  hands in  

t h e  B p e r i o d .
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In c o n t r a s t  to  t h e  p r e v io u s  s c h e r z o ,  the  s t r u c t u r e  o f  No. 97 i s  

a fo rm based p r i m a r i l y  on f r e e l y  a l t e r n a t i n g  u n i s on  and g race  n o te  

passa ges :

Example 22.  Gradus ad Parnassum No. 97,  measures 12-17 .

Harmonic e x c u r s i o n s  a r e  f rom C m a jo r  t o  th e  keys o f  D m in o r ,  A m in o r ,  

and G m a jo r .  In measures 5 1 -8 0 ,  a h a r m o n i c a l l y  u n s t a b l e  t r a n s i t i o n  

and long dom inan t  pedal  on G p recede  th e  f i n a l  r e t u r n  o f  C m a jo r .  The 

mus ica l  m a t e r i a l  o f  t h i s  s tu d y  p o r t r a y s  the  l i g h t  " s c h e r z o "  c h a r a c t e r  

w e l l ,  and C lement i  i n t r o d u c e s  equal  t e c h n i c a l  r e q u i r e m e n ts  in  bo th  

hands,  i n c l u d i n g  t h a t  o f  d ou b le  n o te  t e c h n iq u e .

O the r  T i t l e d  S tu d ie s

Study 80 i s  e n t i t l e d  " C a p r i c c i o "  and i s  t h e  o n l y  wo rk  o f  t h i s  

t y p e  in c lu d e d  among th e  Gradus p i e c e s .  C lement i  p a t t e r n s  t h i s  s tu d y  

in  t h e  manner o f  a Bach t o c c a t a  as a r e s u l t  o f  i t s  i m p r o v i s a t o r y  n a t u r e  

and i t s  a l t e r n a t i n g  s e c t i o n s  t h a t  c o n t r a s t  in  s t y l e  and m us ica l  c h a r a c ­

t e r :
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Example 23.  Gradus ad Parnassum No. 80,  measures 1 -3 .

The f a s t  s e c t i o n s  a r e  based m a in l y  on s c a le s  in  t h r e e  and f o u r - n o t e  

groups a l t e r n a t i n g  between t h e  hands and on re pea ted  f i g u r a t i o n  t h a t  

moves a t  l e n g t h  c h r o m a t i c a l l y  up o r  down. The c h o rd a l  " a d a g i o s "  se rve  

as i n t e r l u d e s .  Excep t  f o r  th e  t r a n s i t i o n a l  passages in  the  f a s t  sec ­

t i o n s  and th e  l a s t  " a d a g i o "  w r i t t e n  i n  E - f l a t  m a jo r ,  the  o v e r a l l  key i s  

G m a jo r .  A c c i d e n t a l s  a r e  numerous and r e s u l t  f rom  d e m e n t i ' s  use o f  

sequences t h a t  ascend o r  descend c h r o m a t i c a l l y ,  h i s  use o f  c h r o m a t i c  

non -ha rm on ic  ton e s ,  and the  p r e v a le n c e  o f  secondary  dom inan t  and d i m i ­

n is h ed  seven th  c h o rd s .  In s p i t e  o f  the  c o n t r a s t  between s e c t i o n s ,  

t h e r e  i s  too  much r e p e t i t i v e  passage work  and u n i n s p i r e d  w r i t i n g  in  

t h e  two l o n g e s t  f a s t  s e c t i o n s ,  w h ich  c o m pr ise  f i f t y  per  c e n t  o f  the  

s t u d y ' s  t o t a l  l e n g t h ,  to  s u s t a i n  t h e  necessa ry  l e v e l  o f  m u s ica l  i n t e r ­

e s t  in  pe r fo rm an ce .  C l e m e n t i ' s  a im i s  devo ted  too  much t o  the  d i s p l a y  

o f  t e c h n i c a l  prowess in  t h i s  meander ing  p i e c e .

" S t r a v a g a n z a , "  No. in  F m a jo r ,  i s  a n o t h e r  o f  d e m e n t i ' s  

n on -e tud e  works  t h a t  has no s t r u c t u r a l  equal  among t h e  Gradus s t u d i e s .  

S i m i l a r  in  p r i n c i p l e  t o  a p a s s a c a g l i a ,  t h i s  p ie c e  i s  based on an e i g h t -
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measure l e f t  hand p a r t  t h a t  is  p resen ted  f o u r  t im e s ,  the  f i r s t  t h r e e  o 

wh ich  a re  e x a c t  t r a n s p o s i t i o n s  r e s p e c t i v e l y  in  the  keys o f  F m a jo r ,  A 

m a jo r ,  and D - f l a t  m a jo r .  The p a t t e r n  in  the  f o u r t h  s e c t i o n ,  a l t h o u g h  

b eg in n in g  as an e xac t  r e p e t i t i o n  in  the  o r i g i n a l  key o f  F m a jo r ,  is 

expanded and deve lops i n t o  a v i r t u o s i c  c h ro m a t i c  cadenza r e m in i s c e n t  

o f  L i s z t :

Example 2k.  Gradus ad Parnassum No. Sk,  measures 33~3k.

The r h y th m ic  s u b d i v i s i o n s  in  the  r i g h t  hand p a r t  become p r o g r e s s i v e l y  

s m a l le r  in  the  f o u r  s u c c e s s i v e  s e c t i o n s .  Beg in n ing  as t r i p l e t  e i g h t h -  

no tes  in the  open ing  s e c t i o n ,  the  s u b d i v i s i o n s  in c re ase  r e s p e c t i v e l y  

to  f o u r ,  f i v e ,  and s i x - n o t e  p a t t e r n s  per  q u a r t e r - n o t e  bea t .  As a 

r e s u l t ,  t h r e e  a g a in s t  two and f i v e  a g a i n s t  two c o u n te r  rhythms between 

the  l e f t  and r i g h t  hand p a r t s  a re  f e a t u r e d  in s e c t i o n s  one and t h r e e .  

C le m e n t i ' s  use o f  c ross rhy thm s  and i r r e g u l a r  rh y th m ic  g ro up in gs  in 

t h i s  s tud y  foreshadows t h a t  o f  Schumann. The r h y th m ic  and c h r o m a t i c  

tech n iq ue  d i s p la y e d  in  " S t ra v a g a n z a "  c h a r a c t e r i z e s  a r e l a t i v e l y  l a t e  

c o m p o s i t i o n a l  s t y l e  in d e m e n t i ' s  mus ica l  o u t p u t  and suggests  t h a t  

t h i s  p ie ce  was composed j u s t  p r i o r  to  the  p u b l i c a t i o n  o f  Volume 111 

o f  the  Gradus c o l l e c t i o n  in  1826 in  wh ich  i t  i s  c o n ta in e d .
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CHAPTER VI

SUMMARY AND CONCLUSIONS

T h is  s tu d y  o f  d e m e n t i ' s  Gradus ad Parnassum has focused  n o t  

o n l y  on th e  a n a l y s i s  o f  t h e  s p e c i f i c  works  under c o n s i d e r a t i o n  b u t  a l s o  

on i m p o r t a n t  i n f o r m a t i o n  a bo u t  t h e  l i f e  o f  t h i s  m u l t i - f a c e t e d  m u s i c i a n .  

The w r i t e r  has a t te m p te d  t o  p l a c e  t h i s  peda go g ica l  wo rk  in  h i s t o r i c a l  

p e r s p e c t i v e  t h ro u g h  d e s c r i p t i o n s  o f  o t h e r  s i g n i f i c a n t  keyboard  s t u d i e s  

t h a t  were  be ing  composed and p u b l i s h e d  co n te m p o ra ry  w i t h  the  Gradus co l  

l e c t i o n .  In a d d i t i o n ,  the  g ene ra l  f a c t s  r e l a t i n g  t o  the  p u b l i c a t i o n ,  

c o n t e n t s ,  and o r g a n i z a t i o n  o f  t h e  s t u d i e s  have been p re s e n te d  in  o r d e r  

t o  p r o v i d e  t h e  re a d e r  w i t h  a h e l p f u l  o v e r v i e w  o f  the  w o rk s .  U l t i m a t e l y  

i t  i s  hoped t h a t  an i n v e s t i g a t i o n  o f  t h i s  opus r e s u l t s  in  a g r e a t e r  

knowledge o f  C lement i  and h i s  c o m p o s i t i o n a l  s t y l e  and more i m p o r t a n t ,  

a b e t t e r  u n d e r s ta n d in g  o f  th e  s i g n i f i c a n c e  o f  t h i s  composer and h i s  

wo rks  in  t h e  t r a n s i t i o n  to  the  emerg ing  p i a n o f o r t e .

d e m e n t i ' s  Gradus s t u d i e s  compare f a v o r a b l y  w i t h  t h e  pedagog ica  

works  c i t e d  e a r l i e r  t h a t  were  composed and p u b l i s h e d  d u r i n g  the  f i r s t  

t h r e e  decades o f  t h e  n i n e t e e n t h  c e n t u r y .  L i k e  th e  Cramer 8A E t u d e s , 

th e y  emphasize the  deve lopment  o f  f i n g e r  d e x t e r i t y  and independence 

f rom  i n t e r m e d i a t e  t o  advanced l e v e l s  o f  p r o f i c i e n c y .  Many o f  the  same 

t e c h n i c a l  demands a r e  covered  by b o th  composers ,  a l t h o u g h  d e m e n t i ' s  

p ie c e s  a re  g e n e r a l l y  l o n g e r ,  w h ich  makes d u r a t i o n  an added e le m en t  to  

be addressed  and m as te red .  However,  Cramer,  more o f t e n  than  C le m e n t i ,

13A

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



135

p re s e n ts  t h e  t e c h n i c a l  p rob lems in  a m u s i c a l l y  more i n t e r e s t i n g  s e t t i n g ,  

thus  p r o v i d i n g  more s u i t a b l e  examples f o r  p ro g ra m in g  in  a p u b l i c  p e r ­

fo rmance .  A g roup  o f  c o n t r a s t i n g  Cramer e tud es  wou ld  f u n c t i o n  in  

pe r fo rm ance  s i m i l a r l y  t o  t h a t  o f  a s e t  o f  Chopin p r e l u d e s .  These works 

a re  o f  comparab le  l e n g t h  and a re  n o r m a l l y  c o n s t r u c t e d  f rom a s h o r t ,  

c h a r a c t e r i s t i c  m o t i f  t h a t  c o n t i n u e s  t h r o u g h o u t  the  p i e c e .

A p u b l i c  p e r fo rm ance  o f  C lement i  s t u d i e s  wou ld  be more d i f f i ­

c u l t  t o  p rogram.  L i k e  the  pedagog ic  wo rks  o f  C ze rny ,  a v a s t  m a j o r i t y  

o f  the  s t u d i e s  t h a t  d e v e lo p  te c h n iq u e  in  t h e  Gradus a re  e x c e l l e n t  f o r  

d e v e lo p in g  the  f i n g e r s  b u t  a re  s u i t a b l e  f o r  p r a c t i c e  room use o n l y .  

A l t h o u g h  th e  n o n -e tu d e  s t u d i e s ,  such as the  sona ta  a l l e g r o  movements 

t h e  l y r i c  p i e c e s ,  the  s c h e r z o s ,  the  themes and v a r i a t i o n s ,  and the  

rondo ,  wou ld  lend  them se lves  more r e a d i l y  t o  p u b l i c  p e r fo rm an ce  because 

o f  t h e i r  g r e a t e r  emphasis on m u s ica l  c o n t e n t ,  a g ro u p in g  f rom the se  

c a t e g o r i e s  wou ld  r e s u l t  i n  n o t h i n g  more than  a p ie c e  re s e m b l in g  a 

s o n a ta ,  o f  w h ich  t h e r e  a l r e a d y  e x i s t  o u t s t a n d i n g  examples in  d e m e n t i ' s  

o u t p u t .  F u r th e rm o r e ,  the  c o n t r a p u n t a l  Gradus s t u d i e s  a re  o f  h i s t o r i c a l  

and a n a l y t i c a l  i n t e r e s t  o n l y ,  and the y  have p r o v id e d  no l a s t i n g  a d d i t i o n  

t o  th e  c o n c e r t  r e p e r t o i r e  f o r  th e  keyboa rd .

Thus,  the  g r e a t e s t  u s e fu ln e s s  f o r  the  Gradus ad Parnassum today  

l i e s  no t  in  th e  pe r fo rm ance  a s p e c t  o f  the se  p ie c e s ,  b u t  i n  t h e  pedago­

g i c a l  p o t e n t i a l  o f  t h e  s t u d i e s  f o r  b u i l d i n g  s t r o n g ,  d e x te r o u s  f i n g e r s .

1 was f i r s t  i n t r o d u c e d  t o  th e  e tudes  o f  C lement i  d u r i n g  my y e a r  o f  

p ia no  s tu d y  under P r o fe s s o r  l l o n k a  Deckers i n  M i l a n ,  I t a l y  i n  1972,  and 

I found  these  p ie ces  e x t r e m e l y  h e l p f u l  f o r  d e v e lo p in g  e q u a l i t y  o f  

f i n g e r  a c t i o n  and evenness o f  t o n e .  S ince  th e n ,  I have used many o f
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t hese  same s t u d i e s  s u c c e s s f u l l y  w i t h  my own s t u d e n t s .  Nos. 9 ,  12, 15,

16, 17, and 23 f rom Volume I have been e s p e c i a l l y  b e n e f i c i a l  i n  my

te a c h in g  f o r  expand ing  t e c h n i c a l  f a c i l i t y  a t  the  i n t e r m e d i a t e  and

e a r l y  advanced l e v e l s  o f  i n s t r u c t i o n .  In a d d i t i o n ,  t h e  Gradus s t u d i e s

se rve  as e x c e l l e n t  p r e p a r a t o r y  m a t e r i a l  f o r  the  more d i f f i c u l t  Chopin

e tu d e s ,  as many o f  t h e  same id ioms o f  t e c h n iq u e  a re  covered  by th e

l a t t e r  composer in  h i s  t w e n t y - seven s t u d i e s  f o r  the  p i a n o .

A long  w i t h  C h r i s t i a n  Bach and M o z a r t ,  Muzio C lement i  was one

o f  t h e  e a r l i e s t  a dvoca tes  and p e r fo r m e r s  on the  p i a n o f o r t e  and "one  o f

th e  e a r l i e s t  composers t o  c o n c e iv e  keyboard  c o m p o s i t i o n s  c o m p l e t e l y

in  terms o f  the  p i a n o f o r t e ,  and th e  f i r s t  t o  e x p l o i t  many f a c e t s  o f

the  new i n s t r u m e n t . " ^  K a th le e n  Dale has f u r t h e r  no ted  th e  s i g n i f i c a n t

and p i v o t a l  r o l e  o f  d e m e n t i ' s  wo rk  in  th e  h i s t o r y  o f  keyboard  l i t e r a t u r e

as be ing  " t h e  l i n k  between the  o l d  w o r l d  o f  the  h a r p s i c h o r d  and th e

2
new w o r l d  o f  the  g rand  p i a n o . "  C lement i  e x p l o r e d  p i a n i s t i c  e f f e c t s  

and employed p r o g r e s s i v e  ha rm o n ies ,  m o d u l a t i o n s ,  and rhythms l a t e r  

a s s o c i a t e d  w i t h  Bee thoven ,  Mende lssohn ,  Schumann, and Chop in .  He was 

the  f i r s t  p e r fo r m e r  t o  a dv o c a te  th e  use o f  l e g a t o  touch  as the  normal 

s t y l e  o f  p l a y i n g ,  and h i s  w r i t i n g  in  d o u b le  no tes  and f o r  e q u a l i z i n g  

th e  s t r e n g t h  and independence o f  a l l  f i n g e r s  have led  t o  h i s  be ing  

c o n s id e r e d  "one  o f  t h e  main d e v e lo p e rs  o f  the  e a r l y  p i a n o f o r t e  t e c h -

^Sandra P. Rosenblum, " I n t r o d u c t i o n "  to  Muz io C l e m e n t i ,  I n t r o -  
d u c t i o n  to  the  A r t  o f  P l a y i n g  on the  P i a n o f o r t e  (New Y o r k :  Da Capo
Press ,  1973) ,  P- v i  i .

2 K a th le e n  D a le ,  "H ou rs  w i t h  Muzio C l e m e n t i , "  Music  and L e t t e r s
2k (19*»3): 145-^6 .
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3
n i q u e . "  F u r t h e r m o r e ,  h i s  I n t r o d u c t i o n  t o  the  A r t  o f  P l a y i n g  on th e  

P i a n o f o r t e  was one o f  t h e  most  w i d e l y  used i n s t r u c t i o n  books f o r  the  

keyboa rd  f o l l o w i n g  C. P. E. B ac h 's  V e r s u c h . The p o t e n t i a l  t h a t  C le m en t i  

saw i n  t h e  p i a n o f o r t e  i s  r e a l i z e d  w i t h  s k i l l  and competence in  h i s  

Gradus s t u d i e s ,  and t h e s e  p i e c e s  a r e  a n o t e w o r t h y  r e p r e s e n t a t i v e  o f  

the  emerg ing  p i a n i s t i c  s t y l e .

^ P e t e r  F e l i x  Ganz,  "T he  Deve lopment  o f  t h e  Etude  f o r  P i a n o f o r t e "  
(Ph.D .  d i s s e r t a t i o n ,  N o r t h w e s t e r n  U n i v e r s i t y ,  I 9 6 0 ) ,  p. 111.
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APPENDIX 

AN OVERVIEW OF THE ORGANIZATION OF 

THE ONE HUNDRED GRADUS STUDIES

N o te :  3 ra c x e te d  numbers in d i c a t e  a s u i t s .

:<2?S STUDIES

Va i urre I

M a jo r

■ f l a t  .na jar 

M a jo r  

Ma i o r

Z M a jo r

C M a jo r  

? M a jo r

M ino r  

Ma j o r  

f l a t  M ajor 

f l a t  M a jo r  

M a jo r

sh a ro  M ino r  

M ino r

3

7

a

i ? r » lu d io

3

3

10
Canon

i I

12 13 U  15
i ? r e i  u d i o  Fuaa____________ (r  M a i o r )  r t n a l a  i

I a 17

13
In t r o d u z io n e  and "ugaco

19

20 

21 

22 

23 

21*

as
I n t r o .  

i & r uoa

Z i
Canona

27
(3 M ajor)
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KEYS STUDIES

Vo Iume I I

3 M ajor 

E Minor 

C Major

A M a j o r

F Major

F M i no r 

C M inor

3 - f l a c  M ajor 

G Ma io r

28

30

31

i_

45
I n t  r o .
5 ru g a

47

43
(G Minor)

29

32

3 A 35
(A M inor)

37 33
Pre Iuc io

42 43
i___________ guoa

MO

49

33
Canone

36

39
Scan a 
Patec i ca 
( 3 - f l a t  Maior)

40
ru g a

kk

50

Vo I u.ne I I I

3 M i no r 5'
I n t r o .

52

3 - f l a t  M a jo r  ;6  57 53
(8— f 1 a t  Fuga ' F in a le

I M inor)___________________________

G - f ! a t  M a jo r  59

E - f l a t  M a jo r  50 51
I n t r o .
( E - f l a t  

I M i n o r ) _________

3 - f l a c  M a j o r  54

F M ajor 55

52

54
Fuga a due 
Soacett  i

53
Canone

4 I
F i n a l e

55
F ina i  e
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KEYS STUDIES

A M a jo r 66

i

67
Canone

63 69
Fugue 
(A M inor)

70
Scherzo

i

c M ajor 71

i

72
(E M inor)

73
Canone

71*
Fuga a due 
Soggett  i
(E M inor)

75
Canone

G M ajor 77
i

78 79
(G M inor)

30
Caori c c io

31
F in a le  i

3 .Major 32
, Scnerzo

33
(8 M inor)

31*
Canone

35
(0 Minor)

36

3 Major 38
1

39
(3 M inor)

30
Fucaco

91 92
F in a le  i

A - f l a t  Major 33

F M ajor 3**
Scravaganze

C Major 35
3 i z z a r r i  a

36
(C M inor)

37
Scherzo

r —sharp M inor 58

3 M inor 55

£ Major ',00
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