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CHAPTER I
THE HISTORICAL ENVIRONMENT

Social end Cultural Developments at the
Beginning of the Nineteenth Century

The 1ife and works of Carl Czerny (1791-1857)‘are
most often casuslly dismissed as of little importancé
hiatorically orvmusically. The prolificness of this com-
poser-planist-teacher often obscures what may prdve to be
one of the most contributive factors to the rise of modern
piano technique. The very mention of his name conjures up
memories of hundreds of pedagogical works by which pianists
have fortified their technique for'decades. But‘Czerny may
be entitled to more than this narrow evaluation;\

During hils lifetime, the informed musical circles
of the day held his pedasgogical 1nf1uen§e in high ragafd,

a fact which attracted many of the young talents to his
teaching. Those pianists/who came under his direct peda-
gogical influence are legion, but the most historically
important were Kullak, Leschetizky, and Liszt.

| Kullek, Leschetizky, and Liszt span the gamut of
nineteenth century pianism, and what may be termed the

- school of nineteenth-century virtuosity. Between the three

1
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of them, they taught almost evéry young talent of merit in
the nineteenth and early twentieth centuries. It is more
than interesting thet one man stands as the common denomi-
nator between these virtuosi-teschers. Yet, the exact
role that Carl Czerny played in the expansion, development,
and refinement'of’piano technique at the beginning of the
ninetqg@th century is the bssic, but unanswered, question.

Successfui pedagogy, regardless of time period or
discipline, is necessarily shaped by the needs of the
studenﬁs and the environmment in which it operates. The
world‘in which Carl Czerny lived and‘worked was character-
ized by change. Social and political structures which had
prevailed since feudalism were waning. The absolute power
of‘empires and aristocracies at the end of the eighteenth
centuryIWas being compromised by powerful fOrcesbin the
Europaab economic community--commerce and banking. The
political momentum of nationelistic philosophles allied
aristocracy and commercial interests at first. Later,
commerce qmerged the stronger, esnd, of necessity, the more
progressive. Both the Americen end the French Revolutions
would resolve that the new economics did not depend on

eristocractic bloodlines for its increassing power.

The expension of commerce and banking produced a
new stratum of society not dependent upon birthright, but
upon money and business acumen for its success. Ready cash

and financisl inputs from the business arena created a new
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interdependence, linking aristocrat to businessman. Goods
and services werq broader-based and in greater demand.
Growth and expansion of the middle class induced new pro-
prieties, procedures and tastes. But, most important, the
'bourgéosio by the end of the eighteenth century had acquired
prestige, and money, end leisure time. |

Vienna;‘cqnter of the German-speaking world, became
the nuo}aus of Buropean activity after the Napoleonic
Wars. The Congress of Vienna (181L-15) convened the Great
European Powers. This city, already rich with musical
legacies, became the new meltihg pot of 6ulture. Patrons
and amateurs of the musical arts were in abundance since
‘the arrival of these monasrchs and their entourages.

For centuries music had remained the domain of the
aristocratic elite. It was one of the marks of a "civilized
man, " Husical amgteurs were traditionslly the aristocrats
whose life-styles afforded the time for study and the cost
of instrument ownership and maintenance., Most courts
émployed professional musicians as performers and teachers,
‘and hogted regulerly the performances which sustained
Western’art music, The best musicel tslents represented a
sources of pride for the courts which employed them. The
acknowledged acclaim of the musiclans of the court often
brought world attention.

'Tha new wealth of the mercantile class afforded them

the possaibllity to emulate the aristocratic 1life style. The
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L
refinemenﬁsvof 1life became the property of those who could -
afford them. Music, 88 one of those refinements, chame a
serious interest to a broader-based énd’growing segment of
sociaty; The impact on music was manifold.

New amateurs began enjoying, playing, and studying
music; Public copcerts and recitals grew in number and
frequency. The ngénd for music, especislly new music, was

. fervent, Not oply were more people attending more public
performénces, but there was also an increase in the demand
for more music in the home. Many femilies, having found
new status through their fortunes, gained entrance into

 prominent and prestigious circles. The joining of the
finandial elite and the aristocratic elite through musical
ebdeavdrs symbolized the new alliance. Young ladies of the

‘nouveau riche made beneficisl matrimoniel alliances by

displaying the correct signs of breeding and taste. One of
the best ways of ghowing this acceptability was to demon-
strate her musicagl skill, Keyboard instruments became the

perfe¢t vehic1as for this purpose. A contributor to the

Allgemeipe musikaliache Zqitung describes the Viennese
musicél scene at the turn of the century as follows:

There are probebly few cities where musical amateurism
is as general as it is here. Everybody plays, every-
body learns music. Quite naturally, there are some
very able dilettantes amongst this great crowd; but
they are not go frequently met with as they used to
be. Music 1s being looked upon as something easy, as

- 1f it were something that could be learned in passing
as it were: one thinks one knows everything right

- away, excuses one's gself finally with the word
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"amateur" and regards the whole thing more as a
matter of galanterie and good form.l

Later in the same letter, he describes the use of music as

a social tool:

« + o+ a fow words about speculation through musical
smateurism ., , ., every well bred girl, whether she

 hes talent or not, must learn to play the piano or
to ging; firat of all, it's fashionable: secondly
(here the spirit of :peculation comes in), it's the
most conveniept way for her to put herself forward
attractively in society and thereby, if she is lucky,
make an adventageous matrimonial alliance, particu-
larly a moneyed one. The sons likewise must learn
music: first, also, because it is the thing to do and
is fashionable; secondly, becasuse it serves them too
as a recommendation in good society; and experience
teaches that many a fellow (at least amongst us) has
musicked himself to the side_of & rich wife, or into
8 highly lucrative posi’cion.v2

Keyboard instruments, most particularly, benefited
from this new burst of musicsl amafaurism. Unlike the
voice, wﬁich>depends to some degree on chance for its ear-
appeal, keyboard instruments could be played by anyone.
Also, the playing position of these instruments allowed the
performer to be seen in a more graceful pose, in contrast
to wind or string instruments. |

‘The manufescturer of pianofortes reaped most of the
profits from thoss circumstances. The youngest of the key-
board inatrumanta became the fashionable pbssession of the

new wealthy. The lack of identificetion with the old world

‘ lTranslated in Arthur Loesser, Men, Women and Pianos
(New York, N. Y.: Simon and Schuster, 1G5L), p. 137.

®Ib1d.
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6
made the piano the perfect comﬁlément to new and more pro-
'gressive times. JIts solid structure and initial capital
outlay was a symbel of permahence of social position. The
pumber of manufacturers increased, as well as the volume
“of pianofortes, eapecially in Vienna. Building pianos
becama a sorioua buainess; es evidenced by the 1ncreaseyin
public advertisihg.
| During thia evolutionary time, the role of the
travellihg or touring artist was transformed. Previously;
the toﬁring artist had beqn invited to royal salons by
royal patrons to perform for the educated and appreciative
few. The success of the soloist's career was dependent upon
his all-around artistry et the instrument. The musical
sophistication of the roysl patfons was not to be underrated.
Careers and reputations hung in the balance before the se |
discerning listeners. However, with the advent of the new,
"musically naive smateur-patrons, criteria changed.
Dazzling displays of finger technique, despite tne often
shallbw music, was an acceptable and often exciting evening's

fare.3 Virtuosi of all cslibres played public concerts.

3Toma§ek!a memoirs report a performance by Daniel
Steibelt in Prague in 1800 as followa: "Although Steibelt's
performance was not sdequate for the Prague noblility, he
was atill able to mske good with it in another way. For he
hed with him an Englishwomen whom he introduced as his wife
and who played the tesmbourine, accompanying him with it,
with him at the pilano; for this ensemble he had written
several rondos. The new combination of such diverse instru-
ments so electrified the gentlefolk that they could hardly
see theilr fill or the Englishwoman's pretty arm." (Ibid.,
p. 179.;} ‘ .
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in Vienna to less discerning audiences.

It was usual at such performances fbr the virtuoso
to perform his own works, which were designed more to point
out the respective technicel tricks of the performer than
to stand on their merit ss musical compqsitions. Countless
variations ofvgca;gs, arpeggios, snd chérds were standard.

- Cross-hand playing, brisk‘repeated notes, and tremolos were
used by many té gain quick spproval froﬁ admiring and often
awed audiences. Public acclaim and fortgbes weré 1i£era11y
"at one's fingertips." |

Financial improvement, if not finaencial security,
was a very real possibility fbr those performing luminaries
who chose to teach. The ipcraase of interest in music by
the moneyed classes, the rise in sales of pianofbrtes, the
emulation of perfdrming keybosrd virtuosi, and an expanding

’availability of published music all combined to create a

- large market of students for keybosrd instructors. 1In
1781,vMozart wrote from Vienns, "This is the besf place in
the wqfid for my line of work. . ; . This is clavierland."t
Along with the scores of young smateurs who wished instruc-
/tion f@f soclal acceptance, there ﬁas also a growing number
of ybung aspiring planists who wished to launch performing
careers of their own. Tesachers' reputations, as weli as

the young asplirants' successes, interreacted to create a

thid. s 'pq 1210
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8
network of supply and demsnd. Prospective pupils travelled
gﬁeat distances to study with teschers who boasted reputa-

- tions either as femous performers or as unusually successful
teachers., On th other hand, a teacher's prominence and
acceptance on a large scale could soar if a student received

- public recognition. All of this contributed to the new
stature of the pianofprte 1nétructor, who was no longer
merely an employee of a few, but an indeﬁendent businessman

dealing in musical wares for an expanding musical culture.

The Teachers, Methodology, and Technigue

Keyboard pedagogy was not new at the end of the
elghteenth century and the beginning of the nineteenth
century. The subject hed previously been treated»frequently'

end in depth; Couperin, Rsmesau, J; S. Bach, and, most

importantly, C. P, E. Bach, in his trestise On the True Art

of Playing Keyboapd Instruments, had contributed to an

expanding bulk of literature on the subjéct during the
Baroque and early Classicel periods. Esch esuthor's treét-
'ﬁent, however, e@phasized different goals of study. The
machapics of playing the instrﬁment did not concern these
authors as much as did the execution of thé Manieren or thev
ability to realizg thorough baass or to :l.mpr'c'v_’tse.1 The
latter two areas were considered the true test ofla musician
at the keybOard, and proper technique was dealt withvin
these works as & necessary but‘subservient tool towérd those

ends.
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9
The change of cfiteria, styles of playing, and |

musical tastes during the early Romantic period influenced
the stream of pedagogical activity in a different direction.
Oscar Bie states, "It is precisely at this time that
technique first properly arises as an art."S This new
direction was spegrhaaded by a group of virtuosi-teachers
who by their own inventiveness propelled the piano into
what has besn referred to ss its "golden age."

They discover new possibilities of expression, they

disclose new effects in the capacities of the piano-

forte, and they reveal an inventive power in these

new paths which offers the most surprising besuties.

We must consider them from the right side, and never

forget that the development of the plano could never

have taken place so naturally and organically unless

its technical advances had ggne on in parallel lines
with its spirituael progress.

Clementi

Muzio Clementi (1752-1832) is considered by most
authors to be the fountainhead of these changes. .Many,
modern-day scholars dub him as the father of piano tech-
nique, an opinion which most likely would have been
corroborated by many of Clementi's contemporaries.

The line of demsrcation between whét had been and

what was to come was probably evidenced most clearly in

5Oscar Bia, A History of the Pianoforte and Piano-
forte Players translated from the German by E. E. Kellett
and E. W. Naylor (New York: Da Capo Press, 1966), p. 18lL.

6Ib1d.
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10
January, 1781, when Clementi and Mozart encountered each
other in a competition sponsored by the Austrian Emperor
Joseph II. Mozart's well-earned reputation was synonymous
with musical refinement, beauty of tone, technical accu-
racy, and exceptionsl musicel teste in Classical terms.
Clementl, however, was not of the same ilk. When the
competition concluded, feelings were mixed as to who had
actually won the day. Mozart, clearly upset and even out-
raged by the young Italian virtuoso's performance, wrote
in a letter of January 16, 1782: "He [Clementi] is an
excellent cembalo player, but that is all. He has great
facility with hia right hand. His star passages are thirds.
Apart from that he has not a farthing's worth of feeling:
he is a mere mecanicus."7 Leter, in 1783, he wrote to his
sister, warning her
. . . not to practice Clementi's sonatas because

they may spoil your quiet, even touch, and because

her hand may ., . . lose its natural lightness,’

- flexibility and smooth repidity. For after all, what
'is to be gained by it? Supposing that you do play b6ths
and 8ths with the utmost velocity (which no one can
accomplish, not even Clementi) you only produce an
atrocious chopping effect and nothing else ghatsoever.
Clamenti is & charlstan, like all Italians.

History, however, has judged Clementi more favorably.

Clementil began his multi-faceted musical career as

a travelling virtuoso end continued in this capacity to

THarold Schonberg, The Great Pianists (New York:
Simon and Schuster, 1963), p. EB

B1bia.
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some degree for most of his long life. His name eventually
becamailinked with the business areess as well as the
artistic areas of music. His ebility as a businessman was 7
related directly to the vast fortune which he acquiréd.
His wealth was dependent upon his diverse interests--piano
manufacturing, public performance, and the publication of
music and other ngks by himself and other current com-
posers.;‘In the years 1801-30 Clementi published a wealth
of didgctic material either composed by him or arranged for
instructional purposes from the works of others. These
works covered the gamut from materisls for the beginning
amateur to compositions for the advanced student, such as

the etudes in the Gradus ad Parnassum.

In 1801 Clementi published one of the earliest
keyboard me thods goeared expressly to the new philosophy of
pianoforte study.9 The Introduction to the Art of Playing

on the Plsnoforte, directed towerd the beginning student,

enjoyed such popularity that it ran ﬁhrough twelve separate
editions from 1801 to 1830. Its contents included a brief

introduction to the basic elements of music, a small-

9Other early methods written expressly for piano-
forte study were Johann Peter Milchmeyer'as Die wahre Art
das Planoforte zu spielen (Dresden, 1797); Ignaz Pleyel's
Mdthode pour le Planoforte (Paris, 1797); Louis Adam's
Mdthode ou principe géndral du d01gte pour le forte-piano
Paris, 17555 Jan Ladlslav Dussek's lInstructions on the
Art of Pla ing the Pianoforte or Harpsichord (London, 1799);
agdLLouIs dam's‘Méthode de plano du Conservatoire (Paris,
180L4) v
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discussion of proper tgchnique and hand positibns; an expla-
nation of scale fingering, and, finelly, en originally
composéd prelude for each key progression, followed by works
in the same kay by various composers. The lessons were
arranged not according to difficulty but according to key,
progressing through the circle of fifﬁhs, going to majdr and
minor keys with ag many as four sharps and four flats. It
was not an exhsustive set of progressive lessons intended
to lead the student to musical or piasnistic maturity. It
wag, however, a usgeful primer of Clementi's views on
planistic style.

| Clementi populerized, esnd in meny respects standard-
1zed, certain selient festures of pianistic style asgociated
with the modern schools of pianism. One of the most impor-
tant of these was the éxtensive use of the legaﬁo‘style.
Previously, legato was not considered the basic sound of
pianoforte playing. 1In 1789, Daniel Gottlieb Tirk described
the older and established style as follows: "When notes
are to‘be plaeyed in the ususl way, that is, neither staccato
nor legato, the finger should be raised from the key a
1little earlisr than the value of the note réquires."lo How-
ever, the maturé Clementi style stresséd, through the

didactic works, a true cantabile style. As he explains in

10Quoted in Mu~-io Clementi, Introduction to the Art
of Playing on the Piasnoforte (New York: Da Capo Press,
1974), p. Xx.
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his Introduction:

When the composer leaves the Legato, and Staccato to
the performer's taste; the best rule is, to adhere
chiefly to the Legato: reserving the Staccato to give
Spirit occasional%y to certain passages, and set off
tﬁa Higher Beauties of the Legato.ll

-This new amphasiq'on legato technique and style espoused by
Clamenti and such famous pupils as John Field, JohnkCramer;
; apd Frigdrich Kglkbrenner, established a school of legato
cantabiie playing that was much admired and imitated
throughout Europe in the nineteenth century.12 In order
to produce this style, Clementi explains:
The best general rule, is to keep down the keys of
the instrument, the Full Length of every note; . . .

by which means, the strings Vibrate Sweetly into
one another,13

By atressing this 1lyrical legato style, it fbllows naturally
that Clementi upheld the importance of the quiet hand and
subtle hand movements at the keyboard. He is apparentiy
the firat pedagogue, although not tha.last, to recommend .
practicing with a coin balanced on the back of the hand in
order to assure its remaining quiet.

}Clementilg reputation as a virtuoso was in many
respects based on his agility in the performance of passages

of thirds and sixths at great speed. This ability is

1l1vid., p. xi.

12There seems little doubt that this style was most
influwential in the lyrical compositions of John Field, and
eventually Chopin,
_ 13

Clementi, Introduction, p. x.
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sometimes cited as the possible reason for Mozart's criti-
ciam in 1781, Nevertheleas, this Clementisn trademark
signalled the way for revisions in eerlier techﬁical
practices. One of the results of thié practice was a more
liberal use of the thumb. The thumb, of course, 1s a
necesgary executant in any such passage of continuous and
consecutive intervals in one hand, and although he did not
advocate its use on black keys, there is s marked tendency
for him to introdyce it more frequentiy than was previously
the practice. Finger independence is also'stressed as a
requisite of good technique. This fact is demonstrated in

the Introduction by the numerous inclusions of studies

featuring arpeggiated diminished seventh chords.kn

Clementi was in most respects a revolutionary figure
in the history of piano technique. His importance cannot
be underestimated in the evolution of pilanistic style during
the period. Howéver, he was not the summetion. Despite the
advanqéa made by him end his followers, the style was never-
theless based entirely upon finger technique. Scales,
arpegglos, broken octaves, and consecutive thirds and sixths
in one hand are the primary ingredients of the gtyle. Arm
weight is not a ngcessity,‘nor is it encoursged; it ié, in
fact, actively digcouraged from the beginning. Clementi

states in the Introduction, under the heading of "Preliminafy

Directions":
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The hand and arm should be held in an horizontal

position; neither depressing nor raising the wrist

« +«+ « o The fingers and thumb should be placed

over the keys, always ready to strike, . . . All

unnecessary motion must be avoided.ll
Thereby, the finger is the sole generator of the sound. 1In
this context, it is not unusual that Clementi advocated
modern'fingerings of scales, while in other types of
passagework he reverted basck to old-fashioned fingering
practices. The older school of finger technique shaped
many of’his idess gnd biases, as is evidenced by a rather
casual approach to equality of the hands. Very few of the

exercises in the Introduction are written for left-hand

practice. Those that are represent the standard left-hand
patterns of the (lessical style. The challenging and of'ten
awkward passagework for the left hand associated with the
- nineteenth-century virtuoso style is not realized (cf.

Beethoven's middle-period sonatas). Clementi pésses over
this aspect rather lightly by stating: "Most of the
passages fingered for the right hand, may, by the ingenulty
and industry of the pupil, become models for the 1eft("15
There 1s, however, basically no emphasis on this aspect of
teéhnicglydevelopmant.

Perhaps the most curious omission in the discuégion

of technicel fundementels in Clementi's tutor is the use of

1pid., p. 1h.
15Tbi4., p. 19.
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the pedal. The first six editions never mention any of the
pedals or fheir proﬁer ussge. Not until 1812, in the
seventh edition, is the toplc discussed, and'then only the
damper pedal is explsined and included sparingly in the
representative practice compositions which follow.

Muzio Clementi set the trends of pianoforte
technique &nd styla‘moving in s different direction. At
the height of his career, his innovations were startling and
revolutionary. At the end of his 1life, what had been
ravolutionary was standsrd, sccepted practice. Although his
fame ﬁaa eclipsed by a new type of piano virtuoso, Franz
ILiszt, Clementi had nevertheless changed the spirit and the
comprehension of piasno style. His understanding of the
capacity of the pienoforte for invention led him to try to
imitate on it othar musical sounds., His legsto style, for
instance, was intgndad as an imitetion of the human voice.16
At esnother time, DI Leura ssked Clementi what his ideal was
for pianists, to which he replied, "To imitate with the
sound of the piano, the legato style and grendness of the

nl7

organ and the orchestra. These precepts explain many of

his goals and idess, as well ss much of what was to follow

léClamenti responded to a question about the canta-
bile style asked by Ludwig Berger as follows: ". . . he
had adapted the maore cantasbile and refined style of perfor-
mance by listening attentively to singers celebrated at the
time . . ., ." Allgemeine musikalische Zeitung 31 (July
1829): p. U468,

1701ement1, Introduction, p. x.
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him. He truly embraced the Romantic concept of the piano.
Cramer

v In 1804, Johann Beptist Cremer (1771-1858)
publighed a group of etudes, the first of their kind on the
keyboard scene, and initiated the genre piece based on the
reiteration of s technical motive‘or pettern. The etude's
history has been traced to earlier models, including the
seventeenth-century toccata, J. S. Bach's preludes and

fugues in the Well-Tempered Clasvier, and certain sonatas of

Domenico Scarlstti. Clementi, too, is often credited with
being the founder of the modern etude through the publica-

tion of his Preludes and Exercises (1790). However, thess

earlierkexamples differ from Cramer's studies, which were

. « » based on a short, rather rapid figure in even
rhythm, mostly four to six notes in length; the
entire composition then consisted of inexact reitera-
tions of the figure in vesrious forms of sequence, of
change of key, or with an occasional slight
alteration of intervel. The etude wes not rigorously
restricted to its basig figure:; variant figures were
sometimes introduced,l S

Its sound was & continuous bsttery of rspid notes in florid.
passages. But as Arthur Loesser observes, "The etudes
emphasized the kinesthetic and harmonic elements of music

rather than the melodic or rhythmic."lg The letter is the

'1§Loessar, Men, Women, p. 25l.
191p14., p. 255.
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feature of Cramer's etudes_which'truly distinguishes them
from "legsons" or etude typeé_of compositions written
earlier. |
The etude became synonymous with certain manifesta-

tions which eventuslly defined the form and style. The
condenagtion of materiel, or fragmentation based on
technical schemes; 1mposgd certain restrictions on the range
of emotions in the composition. The practicel, rather than
the musical, is.tha controlling sgent of creation, making
the etﬁde a practice piece rather than a pfofound musical
composition., It was equated with finger dexterity,
improvement of coordination, and the building of physical
endurance. The popularity of Cramer's etudes‘as tools of
study and muscular improvement is readily understandables.
Piano instruction had until this point concentrated on
techniQue spart from performsnce. Isolated scsele and
arpeggio practice quickly led to boredom, but with the advent
of compositions designed solely for technical purposes, the
task of practicing technicsl exercises became less weari-
some, Furthermorq, these compositions were acceptable as
performance material. Therefore, the hours endured in their
pfactica produced results that could be demonstrated in
public. | |

| Professional virtuosi elso realized the inherent
opportunities in this type of piece. The etude was quickly

adapted to displays of unusuval technical accomplishment and
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even tricks during performances. The virtuosi nét only per-
formed curreht etudes femiliar to students of the piano,v'
but also‘composed new ones designed aspeciaiiy for theilr
particular technicel strengthé. Audiences enjoyed these
muscular displays, and eventuslly clamored for their per-
formance and‘publgcation. Tha~atude'as used by virtuosi as
'a way to fame and fortune also varied its development in a
slightly differebg direction. Although beginning as a com-
positién which incorporsted the current technical language,
it became the avepue for exploration end novel designs,
eventually defining e new pisnism. Adolph Kullak describes
this phenomenon_ib ﬁhe folloﬁing way? |
But all progress depends upon intellectuﬁl perception,
and all perception upon closer attention to distinc-
tions: Thus the development of technique was furthered
tralning. to the very height of perfoetion.20
2 g to the very heig of perfe .
As the "detalls" of the technique becsame mbra exploited, the
appeérance of more and more novel effects and combinations
grew., Tgchnique as a gymnastic entity propelled the |
muscularblanguage of the pisno into & new realm of aiffi-
culty and complexity of demands. ‘
Cramer's prpductive period lies precariouély be tween
the old and the new styles of pianoforte playing. As a
pupil of Clementi in 1783 end 1784, it was not unusual that

he should cultivete the legsto, centabile style in his

20Bia, Higtory, p. 207.
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playing. His expressive, even touch was greatly admired by
his colleagues and the public alike. Ignaz Moschelés des-
cribes his playing thus:

Those thin, well-shaped fingers are best suited for

legato playing; they glide imperceptibly along from

one key to the other, and wherever possible, avoid

octave as well as staccato passages. Cramer sings

Porma s Mozart sndsnte into a voosl plece ol oo

orm; A ) plece.
Despiﬁe this Romégtic cultivation of tone and cantabile
style, Cramer nevertheless was quite Classical in his out-
look as a musicien. His devotion to the music of J. S.
Bach undoubtedly hed its effect on his approach. Although
his etudes acted as s castslyst in the increasing acclaih of
muscular gymnastics at the keyboard, his intention was to
place technique in the realm of music—making, not vice
versa, |
Cramer spent most of his life in London as a per-

former and teacher. His ability as a virtuoso-performer of
the higheSt order was witnessad by Beethoven, wholreported,
according to Ries, that Cramer was the only pianist of his
time and that "all the rest count for nothing."22 Unlike
mqst travelling virtuoéi of his time, Cremer performed music

which he had not composed. He revered'such 0ld masters as

Handel, J. S. Bach, Scarlatti, Haydn, end Mozart, and often

21$chonberg, Pianists, p. 62.

2Ibid., p. 60.
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played their works, éithough this was'ﬁot the prevailing
fashion. | ; |
Cramer the pédagogue’also left his merk in the
didactic literature of the period., Although his fame lay
with his studies and etudes,23 he slso published his own

‘book of piano me thodology, Grosse praktische Pianoforte

Schule (1810). This work, besides being extraordinarily
elementgry in ita treatment of the subject, was also
unusually conservative by the time of its publication. It
relied heavily on‘earlier types of piano-study methods, most

notably Clementi's Introduction. At the end of the century

Cramer's Pianoforte Schule was beyond being merely passg;

it had "become uagless.“eu It was divided into five parts,
gach dgaling,with some basic aspect of pianoforte playing.
it focused on the beginning student; descriptions 6f proper
sitting position, fingering patterns on a very bésic level,
and elements of the proper "rendering” of compositions were
contained in its text. It included original etudes,25 but
1£s ideas were not new. Its sntiquity is most appreciably
illustrated by tha fact that the five rules quoted by

23&2 Studias (1804) : 8l Studies in Two Parts of L2
Each; 16 nouve leg dtudes, Op. B81:; Schule der Gelaufigkeilt,

0p . 10-60

 2lpte, Higtory, p. 211.

sthese etudes hed been published separately as the
Schule der Gelaufigkeit, Op. 100, and elso comprise the
second part of the Grosse Pianoforte Schuls.
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Cramer applying to the art of‘pedalling are similar to Adam's
Method of 1802, |
During the last yeerrs of his life Cremer witnessed
‘an explosion of technical virtuosity which far surpassed
v‘his abilities at their best. Many of his adoring admirers
were astonished wgen in léter years the man who had been
the epitome of style, suavity, cantabile, cleanness, and
correcthess wasbfgund to be lacking by the new standards.
Cramer, too, realjzed that ﬁhe world had changed drastically,
and not necessariiyvfor the better. He is quoted as having
said: "That music is too strong for my poor eyes, for my
servile fingers. Formerly piano playing was mighty good
[fort bien], now it's good and mighty [bien'fort]."26
Crémer had contributed to the ongoing pursuit of technical
display in thevcomposition of his etudes, but acted as an

agent of the past in his pedsgogicsal concepts.
Hummel

As Cramap was 8 disciple of Clementi, so’Hummel was
the protege of Mozart. Johsnn Nepomuk Hummel (1778-1837)
vemigratéd from Hupgary to Vienna when he was still a yqung’
boy. Soon after‘his arrival in Vienna, Mozart disdovered
him, offered to teach him, énd Hummel thereafter was trans-

planted to Mozart's home, where he studied with the great

26Quotad in Schonberg, Pianists, p. 63.
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master for two years. In 1787, Hummel debuted in a concert
sponsored by Mozart, after whicﬁ he launched a véry success-
ful touring csreer. Eventually his performing career
enéompasaed @ll of Europe and lasted most of hisvlife.
Hummel was the summetion and finel statement of the old
Viennese School of pisnoforte pleying. Mozart's style of
planism was contipued and brought to the greatest dégree
of brilliance through the csreer of Hummel.

| During tha éarly.nineteenth century Hummel's name
was synonymous with virtuosic brilliance. Contemporary
accdunts praise his playing for its "clarity, evenness and
steady rhythm."27 Czefny wrots, "Never before had I heard
such novel and daszzling difficulties, such clarity and
élegance in performance, or such intimete and tender expres-
sion,vor,even such good taste in improvisation."28 The
latter poiht is typical. It was probably through his
extrsordinary powers of improvisation thet Hummel créated
and introduced so meny technicel innovations. Spohr
racounﬁs.having hesrd Hummel improvise as follows:  '"He
returned to the galant style end in conclusion passed into
bravura such as évan from him seldom has been hearfd.“29

Henry Fothergill Chorley described Hummel's playing as

2T1bid., p. 106.
281p1a.

291bid., p. 108.
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"unimpeachable besuty of tone and execution . . . animated
by the high spirit of the south . . .."39  7he southern
influence in Hummel's playing is sttributable to the Italian
Clementi, whd instructed Hummel during the latter's first
London tour, |

Hummel!'s influebce enveloped the cbncert world from

" Vienna and the Germen-spesking world to London and St.

Petarsbﬁrg. His reputation as a pedsgogue, however, was
disseminated by his pupils, the most important being
Czerny, Hillef,'Henselt, and Thalberg.

Although Hummel's Klavierschule: ausfuhrliche

theoretischpraktiachg Anweisung zum Pianofortesplel vom

ergten Elementar—qnterricht an bis zur vollkommersten

Ausbildung was published as late as 1828, it undoubtedly

represents a summary account of his concepts and goals
throughout his career. Hummel's voluminous contribution to
the methodology of instruction encompassed many aspects of
pianoforte playing. Thomas Fielden has observed that
"Hummel was more directed to preparing the pianist for
future tachnical encounters rather than conquering what had
been written befora."Bl Hummel's vehicle towérd,this’end

was the pilano exercise. 1In fact, he has been credited.as

3oIb1d.’ p. 109¢

1 | |
3 Thomas Fielden, "The History of the Evolution of
Pianoforte Technique," Proceedings of Music Association 59

(1933): L2.
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being "the inventor of the modern piano exercise."3 He

included in his Klavierschule over two thousand musical

exercises, of which two hundred were of the five-finger
type. In this regpect, Hummel's séhool is distinguished
from former schools by the fact that it established a new
concept of pisesnoforte study. Tenscity snd thoroughness were
primary factors in the apprbach. The first two volumes
alone ggpsistad of exercises designed for three hours of
separate practice before continuing tQ the musical composif
tions.

Hummel's exerciées, though useful and precise in
their intent, wers not, however, arrangedlin any progressive
order, The composite of various mechsnical problems |

~presented in a randbm order posed problems of varjing
difficulty within,thé same section, Often the skills
acquired in earlier exercises were not needed in later seg-
ments; or in beginning segments, more demanding exercises
were inserted elong with those of an elementary nature.
This lack of organizetion interfered with the afficiency of
mechanical progreas, end showed a leck of insight into

practicel matters,

Hummel's Klavierschule did symbolize, however, a

meshing of the o0ld and the new. The pupil of Mozart and

. 32Adolph Kullek, The Aesthetics of Pisnoforte-
Playing (1876) (New York: Da Capo Press, 1972), p. 62.
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Clementi had profited from both. Mozart firmly implanted
the more conservative approach to physicel problems; there-

- fore, in the Klav;erschule, Hummel's comments about physical

movements revert to isolating the fingers and hand from the
wrist and arm. Hg states, "The muscles of the hands and
arms must be quite free from constraint, only be exerted _
so far as iS‘nQedful to carry the fingers without 1axness."33
Though this statement does emphasize finger technique, it
neverthéless introduces a factor not mentioned in previous
me thods--the idea of relaxation, Hummel's acclaimgd
~virtuosity and fleetness at the keyboard at once takes<on
a néw meaning, freedom. His explanation ofyhand position
and fingar manipulation waerns egsinst eny tendency tdward
praséing or thumping, but sdvocates a freedom of tone
produced by the relsxed, controlled strength of the mecha-
nism., He elso discourages the spprosch to the key with a
high wrist, cleiming that this produces a weak, lame
stjle. Instead, he advocates & round hand (turned’outward),_

from which the fingers move freely; avoiding any high

lifting of the individual fingers.

In the sgcond part of the Klavierschule are ten
chepters dealing exclusively with various rules of finger-
ing. .Many’of the titles trest questions in an old-fashioned

manner, but a few chapters are concerned with newer concepts

31bia., p. 6.
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of keyboard travel, such es "Use of the Thumb and Fifth
- Finger on the Black Keys" or "Distribution of Parts be tween
the Hands."Bu These titles indicate = gradual growth in
the demands placed on the pisnist, many of which were
certainly the resylt of Hummel's continuous experimenta-
tion with the posgibilities of the instrument. The use of
the extreme range, 8s well as 8ll of the intervening
octaves, is diréqtly attributable to Hummel. Oscar Bie
praises his invqhtiveness in this way:
And thus comes to passs the great miracle, that by
means of the utmost conceivable combinstions, by
means of the hundred chromatic subtleties, musical
figures are formed which no composer hsd previously
invented, and which lead on to sound-effects never

before suspected.3

The third part of the Klavierschule deals with the

"rendering" of compositions. In this section Hummel's
- indebtedness to his study with Clementi is most evident.
The legato style is emphasized end detailed. Hummel speci-
fies thet an Adagio must be played with the overlapping of
tones,  He, like Clementi, considers the vocal model the
idesl, and suggests that singing should be part of one's
musical training., Hummel's agreement with Clementi and
Mozartvaxtends to the use of the pedals. On this subject,
Hummel borders on the negative, and is more conservative

than the general custom of the day. He states:

3b‘Kullak, Aesthetics, p. 6.

3%81e, History, p. 212.
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Mozart and Clementi did not need this help to win
fame as the most expressive plaeyers of their period.
The use of the pedals csasnnot, to be sure, be
entirely avoided, especislly that of the loud pedal

in slow tempo, where the me%gdy unfolds itself on a
broad, harmonic foundation. ' :

Beethoven

Hummel'é obgservations snd concepts of piano tech-
nique in meny ways represaht the culminetion of & style
‘inherited from Mozart and Clemanti. It was based on the
criterion of elegence and was illustrated by scale or
arpeggio passages which dwailed on finger display. Refine-
ment and beauty of tone were paramount., But the ideas of
plano style changed quickly, and with them, its technique.
One of the prime reasons for this change was Ludwig van
Beethoven (1770-1827). |

Beethoven!s tralning during his youth, gnlike that
of the other pilanists considered in this study, emphasized
the substance'of‘musical thought, His schooling‘with the
court organist, Christisn Gottlob Neefs, concentrated on

J. S. Baéh's Well-Tempered Clevier, as well as a thorough

study‘of C. P. E. Bach's trestise, The True Art of Playing

Keyboard Instruments. BReethoven's early instruction in the

art of improvisetion, sight-resding, end reslization of

thorough bass undoubtedly directed his mind toward arqas

36

Kullak, Aesthstics, p. 66.
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which were antithetical to strict performance philbsophy.
His playing was aimed ét revesling the musical idea, the
formal skeleton of the composition., Unlike other pianists
of the day, his performance was not aimed at beasuty of
execution. This original approach was pointed out by Carl
Ludwig Junker in 1791, when he stated that Beethoven's
playing "differs greatly from the usualkmethod of treéting
the piano, that it seems as if he had struck out an

entirely new path for himself. ">/

Whet exectly this new
path was is difficult to determine because, although he
intended to write his own pisno method, he never did. The
intent and goals of his pedagogy must, therefore, result
from piecing together accounts of his playing and recollec-
tions of his students snd close friends.

Beethoveb's early fame in Vienna was based on his
performance at the piano. There sgre, fortunatel&, many

‘accounts of his étyle, usually employing such terms as
"rough," "fiery expression," "dramstic," "passionate," and
"energetic." Generally, the impression received from these
different commentaries is that Beethoven;s playing was
based oﬁ the expressive intent of the music, The éoncept
he taught reflects this, sccording to Ries:
| If T missed something in » psssage or incorrectly

played notes and lesps which he wsnted to have
consistently sccurete, he seldom seid anything; only

37Schonberg, Pianists, p. 73.
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if I showed a lack in expression, in crescendi, etc.,
or in the character of the piece did he become
aroused, because, he said, the former is an accident,
the latter a leck of knowledge, feeling, or atten-
tion. The former haggened quite often to him, when
he played in public.

The expressive style of Beethoven's playing produced a new
and very dramatic approach to the instrument. Beethoven
was reputed to have broken "more planos than anybody in
Vienna."39 Anton Reicha documents a performance by
Beethoven for which he_waa asked to turn pages. Relcha
relates:

But I was mostly occupied in wrenching the strings

of the pianoforte which snspped, while the hammers
stuck emong the broken strings. Beethoven insisted
on finishing the concerto, and so back and forth I
leaped, jerking out a string, disentangling a hammeﬁo
turning a pege, and I worked harder than Beethoven.

Though the pianos suffered, the sudiences responded. Czerny
wrote:

In whatever company he might chance to be, he knew
how to produce such an effect upon every hearer that
frequently not an eye remained dry, while many would
break out into loud sobs; for there was something
wonderful in his expression in addition to the beauty
and originality of his ideas and his spirited style
of rendering them.lUl

38Kenneth Drake, The Sonatas of Besthoven (Cincin-
nati: Music Teachers NatIonal Assoclation, 1972), P. U.

39Schonber5, Pianists, p. 7h
4O0pp4q,

ulCzerny, On the Proper Performence of All
Beethoven's Works Tor the Plano, ed. Peul Badura-Skoda
{Vienna: Wlerner Urtext Ausgsbe, 1970), p. 185. .
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There 1s little doubt that Beethoven was shifting‘the
emphasia of interpretation from the proprieties of "taste"
to the art of "expregsion," and in this sense, he was a
Romantic pianist,

 This expressive ability wss produced by various
means., Technically, Béethoven could trevel as fast and as
brilliantly as any other virtuoso of the day. Certainly,
his early concebtpation on Bach's contrapuntal music
developed his finger facility. But when it came to
accuracy, Beethoven showed s marked tendency to stress the
expressive over the finger-correct. Czerny explains thaf
Beethoven had little patience for practicing end further
"had no time for the exercises which were divorced from

y2

musical purpose." In the realm of touch, Beethovén had
apparently also developed s refined cantabile style. Czerny
relates: "Beethoven himself was, in his day,.one>of the
greatest pianists, and unsurpassable in legato playing, in
Adagio, in fugues, and particularly in his improvisations."u3
Along with this manner investigation reveals he was quite
liberal in the use of the pedel. Czerny says, "He used a

lot of pedal, much more than is indicated in his m‘n:*ks.")'u’L

uZDraka, Sonates, p. 15.
L3 |

Czerny, Performence, p. 32.

bhtpia,, p. 16.
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Eveb his scores evidence an obvious experimentation with
pedal effects, ss for instance in his Sonats in D minor,
Op. 31, No. 2. But probaebly the most remarkable account of
Beethoven's pedal usage comes from Czerny, who reported in
1803 that he heard Beethoven play the entire slow mo#emant
of his C minor concerto with the pedal held down.

In regard to dynsmics, Beethoven's scores run the
gamut from ff to ppp. 1In the third volume of the Piano
School, Op. 500, Czerny explains in deteil what each dynamic
should mean and how it should sound. Beethoven's concern
with dynamics often produced angry letters to his publishers
admonishing them for insccuracies in his scores. Czerny
relates that one unbresksble rule in Beethoven's teaching
was that "in the performence of his works, (and genqrally
in all classical suthors), the player must by no»means ailow
himself to alter the composition, nor to make any addition
or abbreviation.")"’5 If Besethoven obeyed this rﬁle, it is
very understandable that he should have been intensely con-
cerned with accuracy in his published scores.

In the realm of tempo, Ries indicates that‘Beethoven
preferred a steedy, almost strict tempo, with only occa-
qionalyliberties for expressive purposes. Schindler's

remembrance of Beathoven's performances, however, and

451b14., p. 32.
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particularly of Op. 14, No. 1, indicates the opposite.
If anything, Schindler's description indicates an extensive
freedom of the pulse for expressive purposes., Czerny's
remarks on this topic concur with Schindler's.
Beethoven's method of instructing students began
with the fundamental finger-work. Czerny relastes that his
first lessons with Beethoven consisted of
. » 8cales in all keys through which Beethoven
taught him the correct position of the hsnds and
fingersa, and above 811, the use of the thumb,
practices which, according to Czerny, were unknown
to most players of the time. Thereafter, Beethoven
proceeded to the practice pleces belonging to the
Bach Essay, followed by his own variations on a
theme T rom Sussﬂ?yer's Soliman and, after this, the
Sonata, Op. 13.
Czerny also recalls that Beethoven's approach to hand and
finger position was, "Place the hands over the keyboard in
such a position thet the fingers need not be raised more
than necessary. Thet is the only method by which the
player can learn to generate t:one."l‘L8 This last comment
seems more apropos to the Clementi style of legato, of
which Beethoven was an exponent, than to the more fiery
side of Beethoven's interpretations that often produced
broken strings. Beethoven also emphasized correctness of

fingering and rhythm. Although he was & master of fast

k6 h :
8 b Ccf. Schonberg, Pianists, pp. 80, 81, 82, 83, and
h7Drake, Sonates, p. 21

LLB.Schonberg, Pianists, p. 85.

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



3h

scales, double trills, lesps, and awkward left-hand
passages, as evidenced in his sonates, and also expected
the same from his pupils, his least concerns were with the
correct notes; he was willing to settle for "tolerable
correctness, "+9 The primary concern in his teaching and
performapcé was always expressiveness, which, according to
Czerny, he conce;ved of in psychological terms. He often
used réfarences to mood or character in an effort to impart
the proper style of interpretstion. Czerny constructed a
sizable 1list of terms or chsrscter-words which Beethoven
used during his lessons to describe various moods of compo-
sitions., This interpretative vocabulary clesrly illustrates
that Beethoven wag on the path towerd Romanticism. Many |
times he referred to "efrect" in his teaching, meaning the
psychological refarence.So |

In regard to technical achievement, Beethoven relied
on the instruction books of C. P. E. Bach and Clementi;k
praising both highly, but & quick perusal of the technical
demands of the Beethoven sonatas clearly illustrates that
neither of these would have prepared the performer for what
is found there. Beethoven the composer hed more’impact on
pianism than Beethoven the performer-tescher. 1In the

sonatas there is little evidence, if any, of technical

491p1a.
50

¢f. Czerny, Performance, p. 31.
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considerations over musical ones. The musical ideas pushed
the limits of the physicslly practical or possible, and in
~ this sense it became necessary for those that followed to

deal with the pedagogical "how to." Beethoven's legacy to
plano style and the art of pianism was multidimansional,
but surely one of the most important factors lay in his
concept of musicianship:

It has been kpown that the greatest piano players

were the greatest composers; but how did they play?

Not like the pianists of today, who only run up and

down the keybosrd with long-practiced passagework,

putsch, putsch, putsch! What does that mean? When

the true virtuoso played, it was something inte-

grated, something whole. One could regard it as

work written in good continuitg1 That is real piano
playing. The rest is nothing. '

SICzerny, Proper Performance, p. 7.
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CHAPTER II
INTRODUCTION TO THE MAN AND HIS IDEAS

The Develgpment of Czerny, The Pedagogue

Goals and methods are based on percepﬁions énd
experiences. Pedagogues impart to their students what they
have saléctively learned from their instructors and con-
cepts discovered during their practice. It, therefore,
becomes critical to this study to examine Czerny's musical
history in order to better comprehend his pedagogical
viewpoint.

Czerny's sutobiography, Erinnerungen aus meinen

1 written in 1842, contains a succinct and rather

Leben,
modest account of his life. 1Its three distinct parts
describe the events, persons, and ideas which had a marked
impact on him and his career. The first part contains
remembrances of his family and childhood., It concludes
with the events that launched his teaching career at the age

of fifteen. The last two parts describe his teaching,

learm Czerny, "Recollections from My Life," trans.
from "Erinnerungen aus meinen Leben'" by Ernest Sanders,

Musical Quarterly 42 (1956): 302-17.
. %
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selected students, and his activity as a composer.
Carl Czerny was the only child born to Wenzel
Czerny, & musician of some repute in Vienna, From the time
of his birth, February 21, 1791, Carl was surrounded with
- music and musicians. Throughout his childhood he evidenced

a precociousness for learning and a particular talent for
music, His parents, eager to realize their son's potential,
created an environment restricted to adults and mﬁsical
studies, His father schooled him in the fundementals of
sight-reading and the performance of Clementi's and
Mozart's works, Czerny writes:

When I was barely ten I was already'able to play

clearly and fluently nearly everything by Mozart,

Clementi, and the other plano composers of the

time; owing to my excellent musical memory I mostly

performed without the music. :
The remarkable self-discipline often mentioned by authors
writing about Czerny can be traced to this time of his 1life.
There are two statements in the autobiography which pertain
to this particular character trait:

« « o and since I was carefully isolated from other

children and thus was under my parent's constant

supervision, diligence became a habit.

Thus it happened that I did not even think about the

kind of things children ordinarily do, never missed

the friendship of other boys, and never went out with-
out my father,u

2Czerny, Recollections, p. 303.

31bid.
h'(','zerny, Recollections, p. 305,
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His admiration of Beethoven and his music was stimu-
lated by the family's friendship with Wenzel Krumpholz, an
ardent admirér and confidant of Beethoven's, and a highly
 respected violinigt who had premiered some of Beethoven's
works, It was Krumpholz who took the £en-year-old Czerny
to audition for the revered master. This event, carefully
detailed in Czerny's memoirs, marked the beginning of
Beethqven's influence on Czerny's life. Beethoven agreed
~to accept the boy as his pupil and proceeded with the
instruction, using C. P. E. Bach's Essay as a textbook.
The lesson schedule, however, grew haphazard, and’was
eventually'diséontinued.s
| Czerny did not lack association with the masters of
the time., He rederds an 1mportan£ event of his early
teens which took place in the éaion of Mozart's widow. The
occasion was a performance by Hummel, which was a critical
and enlightening experience for Czerny, because he was
moved to draw a ogmparison between Beethoven and Hummel.
He writes:
Even at that time'Hummel had reached the pianistic

proficiency--within the 1limits of the instruments of
that time--for which he became so famous later,

5It is rather difficult to approximate how long
Czerny studied with Beethoven on a formal basis. Czerny
merely writes: "So it came that after a while the lessons
were interrupted for a rather long period and I was again
on my-own.," (Ibid., p. 307.) :
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While Beethoven's playing was remarkable for his
enormous power, characteristic expression, and

his unheard-of virtuosity and passage work, Hummel's
performance was a model of cleanness, clarity, and
of the most graceful elegance and tenderness; all
difficulties were calculated for the greatest and
most stunning effect, which he achieved by combining
Clementi's manner of playing, so wisely gauged for
the instrument, with that of Mozart . . . . I myself
was influenced by Hummel's manner of playing to the
extent that it kindled, in me a desire for greater
cleanness and clarity.é_

Another inspiring force in his musical development
was Clementi. 1In 1810, when Czerny was nineteen years
0ld and was already active as a teacher of the pianoforte,
he was Introduced to Clementi. Clementi was engaged in
teachling activities during a stay in Vienna, and allowed
Czerny to be a frequent visitor at the lessons. Czerny
explains:
Since I was very often present at these lessons,
I became familiar with the teaching method of this
celebrated master and foremost pianist of his time,
and I primarily owe it to this circumstance that
later I was fortunate enough to train many important
students to a degreeVQf perfection for which they
became world-famous.
Czerny's teaching career began when it became neces-
sary for him to substitute for his father. A year later,
at the age of fifteen, teaching became his occupation., His
dedication to thig profession is evidenced by his twelve

hour teachling days, despite the fact that during most of

61bid., p. 309.

TTbid., p. 313.
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his 1ife he could have lived comfortably on the profits
~from his publications. Teaching, also a lucractive voca-
tion, brought him fame and esteem throughout the musical
society of EurOpe; The procession of students to Czerny's
studio was endless, They included the "highest nobility,
and the leading families of Vienna,"8 as well as the
vpromigipg young musical talents. Beathoven's employment
of Czerpykas musigal instructor for his nephew also
reflects that master's appraisal of Czerny's pedagogical
abilities. In 1836, cierny retired from his teaching
duties because of poor health.

The accounts of Czerny's performances as a solo
artist are less well documented. Several sources describe
him as é-virtuoso, One of these, Oscar Bie, states:
\"Amohg all the great virtuosos and teachers only Czerny had
a fixéd‘abode."9 This stétionary aspect of his career |
suggests that his intentions and interests varied con-
siderably from tbgse of the usual travelling virtuosos,.
Although he had once considered their type of life sﬁyle,
Cierny reversed those plans: |

To take advantage of my playing, my parents would
have had to take me on tours, and for that they
. Wwere already too old, quite apart from the fact

that the warlike conditions of the time made it
impossible for planning such undertakings anyway.

8Ibid., p. 313.

9Bie, History, p. 195.
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And although I was, considering my age, quite profi-
cient as a planist, as a sight-reader, and in the art
of improvisation, my playing lacked that type of
brilliant, calculated charlantry that is usually part
of a travelling virtuoso's essential equipment.
Beethoven's compositions displeased the public, and
brilliant virtuosity on the giano was at that time
still an 1mperfect novelty.l
" Czerny's performance career in Vienna was inextri—
cably linked with the performance of Beethoven's music.
There is probably no more valid testimony to Czerny's
abilities at the pianoforte than the number of times
Beethoven entrusted & premiere of a composition to CZerny.
He gave the first performance of Beethoven's Piano
Concerto in E-flat major, op. 73. Later, in 1818, when
Czerny performed the second and third movements of that
work, Beethoven wrote:
Dear Czerny,

Do me the favour of playing the Adagio and Rondo
from my Concerto in E-flat in the Redoutensaal the
day after tomorrow; you will add lustre to the whole
concert. . . , I hope you will not refuse my request.

As pver, your friend 11
Beethoven.

‘When Czerny was unable to comply with Beethoven's request,
Beethoven respondad with another note which closed,

"Please be assured that I think highly of you, and am

ready to prove it at a moment's notice."12

1OCzerny, Recollections, p. 311.

1Czerny, Proper Performance, Commentary, p. 2.
121p14,
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Although Czerny's playing usually found favor with
Beethoven, there was at least one occasion when he
displeased the older composer:

I played the Quintet for Piano and Woodwinds at one
of Schuppanzigh's concerts: with the frivolity of
youth, I took the liberties of complicating the
pagsage work, of using the higher octaves, etc.

Beethoven apparently admonished Czerny publicly for this
indiscretion, The next day'Beethoven wréte this letter to
him:

I cannot see you today, but I will come to talk to
you tomorrow. I simply lost control yesterday, and

I was sorry about it as soon as it happened., But

you must forgive it from a composer who would rather
have heard his work as it is written, as lovely as
your playing otherwise was. However, I will make
loud amends for it when the Violoncello Sonata's turn
comes, Be assured that I have the greatest goodwill
towards you as an artist, and will try to attest to
that always,ll ' -

Beethoven was not alone in his regard for Czerny's.
keyboard talents, Prince Lichnowsky, a patron of Beethoven
.and one of Vienna's moat notable music enthusiasts, sought

out Czerny's performances. Czerny recounts:

After he had listened to my playing for the first
time, the prince was so favorably impressed that
almost every morning I had to spend au few hours

with him during which I had to play from memory any-
‘thing he happened to want to hear. Every month he
made me a present, ., ., .15

13Ibid., Commentary, p. 1.
hrp1q,
15Czerny, Recollections, p. 309,
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Czerny's versatility and industry cannot be dis-
puted. His contributions as compéser,vpefformer; and
pedagogue intertwine in a life which was a model of self?
denial and discipline. Of his prolific output'of.over a
thousand opus numbers, only a few works remain of current,
continuing interest. They are, for the most part, the
pedagogical ones, They form a body of'literature which
remains important today due to their place as the trans-
formation from the 0ld style of musical training, in which

the mechanics were secondary, to a science of finger

facility and gymnastics.

The Pedagogy

The works intended for didactic purposes comprise
both music and prose. 1In this complementary form they
serve to reinforce and explain each other, The volumes
of publlshed exepgiseé and etudes were intended to treat
the various concepts of Czerny's method in exhaustive
detail, To understand their full intent, "All these works
must be considered in connection with Czerny's pianoforte
method . . "6 What exactly the method was is explained

in part in several small treatises, and most comprehensively

in The Complete Theoretical and Practical Piano Forte

School, from the First Rudiments of Playing, to the Highest

légullak, AeSthetics, p. 75.
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and mpst'Refined,State of Cultivation; with the requisite

numerous Examples, newly and expressly composed for the

occasion, Op, 500, This work, initially published in 1839,

appeared in an English translation later the same year,
Its popularity 1s reflected in the list of over seven
hundred subscribers in the English edition. Written three
years after Czerny retired from teaching, its iﬁmediate
acceptance proves the extent of his influence in keyboard

pedagogical circles throughout Europe.

The Piano Forte School is divided into three
volumes.17 The first volume éontains 219 pages, divided
into 19 lessons; the second contains 200 pages, divided into
16 chapters; the third contains 130 pages, divided into 20
chapters. The arrangement of its contents proceeds‘from
the fundamentals to the art of interpretation. Each step
of this progression is dischssed in a detailéd manner;
.supplémented by musical examples., It represents a‘cuihi-
ﬁation of all the earlier piano methods, while forecaéting

"elameﬁts'of modern pianism, Czerny defined his purpose in
the following way: | | |
The chief aim‘qf this School is:

To ensure to every Pupil who possesses any degree
of talent, who has sound and flexible fingers, in

17Later, a fourth volume was appended entitled The
Art of Playing the Ancients and Modern Piano Forte Works;
Together with a List of the Best Pieces for That Instrument,
etc.
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the shortest possible time, great and well regulated
volubility of finger; and gradually to develop to
him all the points which belong to Piano Forte
playing, with particular.reference to this just and
most essential quality.18 '

Underlying these intents, howesver, is an indoctrination‘to-
e philosophy which represents a summation of his own

' abilities and training, as well as his beliefs as to what
a planoforte player should be. He intended that the-giggg

Forte School encompass the rudiments to the "highest

cultivation,” often stating that even the most advanced
student should restudy it frequéntly in order to refresh
and redirect his work, |

The interpretation of "highest cultivation" implies
a thorough grasp of many areas; among these were the | |
proper approach to the instrument, the mechanics of
playing, a knowledge of the instrument's history, tha»cor-
rect way to study a piece, the étudy of thorough-bass, the
study of the art of improvisation and preluding, the use
6f a metronome, the various prevalent styles and how to
produce them, transposing, playing in public, the realiza-
~tion of a full orchestral score at the keyboard; sight-
reading, embelliahments abd ornamentation, and selecting
and maintaining a‘pianoforte. This vast assorthent of

discusgion areas qmbodied in the Piano Forte School make it

the most practical and all-encompassing method of its time.

1802erny, Piano Forte School, 3: 129.
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Several of these arseas réfléct Czerny's childhood training
in the olad traditibns of keyboard'playing, while others
represent a new direction in pedagogy. Inherent throughout,
howevar; 1s the reverence for ﬁhe instrument and its pfoper
cultivation, |
| Czerny 1npended two other works to be appendices

to the Piano Forte School, The Letters to a Young Lady and

The Letters on Thorough-Bass. The first of these, which

is pertinent to the present study, contains ten lessons
intended to explain in more detail the beginning rudiments.
Its study provides a timetable for the accomplishment of

basic skills and a thorough documenting of the procedure.

The Letters and the Piano Forte School will thus be used

as the basic toolg of analysis in the present study.

An Overview of Czerny's Method

Both the Letters and the Piano Forte School describe

the type of pupil to be prepared for pianoforte study. The

Piano Forte School encourages study to begin as early as
possible, and the Letters address an imaginary twelve year

old child.l9

Othgr'requirements are that the child should
be well educated snd talented, He defines talent as "a

memory that retaips any agreeable tune when heard; a natural

1%e know that Liszt began his studies with Czerny
at the age of nine.
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feeling for time and musical expression; delicate fingefs
and hands."?0 Other desirable qualities include flexi-
bility, quickness in movemént, and lightness without Stiff—
ness or weakness,

Thé séhedula of leassons agrees in both sourcas.‘
The pupil is to receive a one-hour lesson every day gnd the
number of lessons per week is to be no less than four.
After the daily lesson, the student is required to practice
alone one to twq hours. The flexibility in the amount of
daily éractice is related to the student's age and his
degree of advancement in his studles. This rigorous

scheduling of lessons allowed all of the material in the

ILetters and the first volume of the Piano Forte School to
be presented in the first year of study. Contained in the
preliminary material is the directive that all previous
material be reviewed at the end of each month., During
this review, the pupil was to recite all of the principles
and rules studied to that point. The other requirement of
good study was that all exercises were to be prgcticed
diligently, and not laid aside until they were mastered.
‘The appropriate positioning and movement of the
body is based on the concept of gracefulness. Czerny

explains that "when both hands have to play in the highest

2OCzorny, Letters, p. 3.
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octave on the right of the keyboard, or in the lowest
octave on the left, . . . the body may follow them by a
gentle'side-motion."al The iext continues by saying that
"the arﬁs ought neither to be pressed against the body,
or exténded outwards, away from it; but they should hang
freeiy down by their own nétural weight."22 These rules
ravealythat the concept of gracefulness is based on several
factors: flexibility 1p the body, freedom, and natural
welght of the arﬁ, The wrists are to remain "in an
exactly‘straight‘line with the kpuckles and the.upper sur-
face of the hands,"23 All of these precepts place Czerny's
method within the boundaries of accepted modern practicéo

The rules regarding hand position and finger move-
ment reflect the previous century's influence, and most
prObahly‘Clémentils. Czerny explains that

« « o the fiﬁgers must be somewhat bent inwards. As

the fingers are of unequal lengths, each finger (not

including the thumb) must take such a part in this

speclies of curvature, that all their tips as well as

Form one straight 1ine, when pisced close togsther,Zl
i ’

This explanation immediately reveals that the hand is
placed in a highly'arched position and is dependent solely

2lczerny, Piano Forte School, 1: 1.
22

Ibid., 1: 2.

231pb14,
2h1pid., 1: 2.
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oh the finger action for the depression of the key.
Czerny explains further that while one finger plays, the
rest of the hand is poised in a curved position in the air
close to the keyhoard. He continues:
The ‘hand must be held as tranquilly as possible
- over the 5 keys, so that the reiterated percussion
may be produced by the quiet movement of the single
finger . . . . The beginner must accustom himself to
a moderately gtrong touch, so as to press down the
~ keys firmly; he will naturally practice it, at first
very slow, accelerating the movement by degrees,
as the flexibility of the fingers develogs itself,
and without any strain upon the nerves,?2
The goal of this finger technique is to produce an even,
pleasant tone:
This equaelity in the touch can only be acquired, when
‘both hands are kept perfectly still, and all the
fingers held up equally high; for those fingers which
are removed farther from the keys than the rest, or
which are held with stiffness, naturally strike later, 2%
by which the perfect equality of the blow is destroyed
The means used to acquire the necessary evenness
and facility is the practicing of scales. Czerny's belief
in this type of practice is reflected in his statement
that "scales are the most important of all . . . 2T
Scale practice is introduced even before the beginnibg
student learns to read music; scale construction is explained
much later. The procedure begina with the scale of C major

and progresses through all the major scales with;'n.vn a

251bida., 1: 7. 26Tbid., 1: 9.

27Czerny, Letters, p. 9.
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three-month period., Minor scales are introduced through
the relative major scales. Such practice of gscales as well
as finger exercises based on scalar problems was intended
as a daily routine. At all times equality between the
hands is stressed; all illustrations of scales and their
proper fingering are written out for both hands, unlike
previous method hooks.

In conjﬁnqtion with the technical material for
finger development, Czerhy stresses the importance of
repertoire. He wpites:

Useful as may be the practice of the numerous
Exercises or Studles, now published; still the Teacher
mast not overload his Pupils with them. He must keep
in mind, that each musical piece, even & Rondo, or

an Alr with Variations, etc. is an Exercise in itself,
and often a much better one, than any professed Study;.
because it is a complete composition, in which melody
is intermixed with passages; and because a Pupil

will certainly practice such a Pilece more willingly
than any studles, which however good they may be in
themselves, generally appear to youth dry and

tedious. The best and most necessary Exercises will
always be the scales and the other passages which are
given at length in this part; for they are quite
sufficient to develop the execution of the Pupil for
the first year, and at the same time they are abso-
lutely %gdispansable to the formation of any Pianoforte
player.

Although Czerny's neme is closely associated with thousands
of technical exercises expressly composed for drill on the
smallest keyboard problem, the proper selection of useful

and intéresting repertoire represented a very important

28Czerny, Piano Forte School, 1: 216-17.
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part of instruction., Czerny was concerned that the pupil
not be tortured with pieces unadvantageous to his progress.
This included both repertoire too difficult for his level
of accomplishment and uninterestihg pleces. Under the
latter heading were placed compositiohs which were either
old-fashioned, unintelligible, or tasteless. Examples of
this type were works for orchestra adapted for keyboard,
in particular, ovartures or operatic arias. He was not,
however, opposed to all transcription for pilano., He:
_explaihs:

« » o most of the striking and pleasing mélodies

even of the most celebrated Composers are arranged

in almost countless numbers, as real piano-forte ‘

pleces, in the form of Rondos, Variations, Potpourris,

and c., and that in ways perfectly suited to the

instrument; go that every Teacher has in this respect

an inexhaustible choice, from which to select and

unite the useful with the agreeable in giving his

instructions.29
Czerny understood well the psychology of allowing a student
to play the popular tunes of the day while concentrating
on works of more artistic merit. Works of the latter
category considered appropriate for primary study wers the

| easiefvcompositioqs of Bertini, Herz, Kalkbrenner, and

Moscheles. The intermediate level of study included works
of Hummel, Cramer, Dussek, and the easier compositions of

Beethoven. Advancad-level work included compositions of

Chopin, Liszt, Thalberg, Clementi, Beethoven, and the works

291pia4,
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of a coﬁtrapuntal style. This last level of'study also
included the concert etude. v

The fundamental idea that "every piece of
literature offers something new on which to'improve"3o is
reiterated thrOugbouf Czerny's writings and helps to
explain his dissaetion of every aspect of a composition,
Included in thié detailed scrutiny were the mechanics of
playipg; the expressive qualities of time, dynamics,
embellishments, and touch; and the correct process involved
in learning a work. To this last subject he addresses
himseif often, defining three levels of the learning pro-

~cess: ‘(a) learning to play the piece correctly,
(b) practicing in the tempo prescribed, apd {¢c) studying
the proper style of execution. The purpose of the first
level kas to learn the notes and rhythms correctly, seiect
good fingering,vand while practicing siowly incbfporating
all the proper exﬁressiveness. The second 1avel involved
playing the_pieéa over and ovef, greadually increasing the
tempo until the performance speed was achieved., At the
third 1evel,,tha’atudent's attention was directed toward
playling the pieéq within its proper style and finding and
realizing its proper beauty and elegance. All marks of
expression were studied and interpreted in view of that

idea.

3OCze.rny, Letters, p. L4O.
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The intent of this prescribed plan of study was

to achieve the bést results in the shortest amount of time,
Czerny believed that "practicing too long makes a student
lose interest; and if he must practice month after month
it muét be too difficult for him."31 This emphasis on
studying works qﬁickly maj ralse questions regarding the
artistic renderigg of compositions by Czerny's students.
It should not be gséumed; however, that Czerny never pre-
scribed longer periods of study for certain compositions.
The criterion forylengthy study was the presence of
méchanical rather than musical problems. Among these
difficulties were listed:

a) In such passages as require great and in some

cages, almost monstrous rapidity of finger

b) In skips, Extensions, & c., the correct execution

of which seems almost to depend on chance

c) In intricate passages in several parts--runs in

Thirds & c¢., Shakes, Chromatic passages, pileces in
fugue style & c.

d) In long staccato passages, as Octaves & c., which
call for great exertion of strength32
The goal of all extended practicé was to reach the point
whe re "anyvdiffiéulty sounds well . , ., ,"33
Czerny's autobiography and other contemporary

sources document prdof of his extreordinary memory. This

3Nezerny, piano Forte School, 1: 71.
21pia., 3: 72.
331b1a.
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ability to memorize and retain facts and music was judged
by him to be of the utmost importance in the study of
music; in fact, he considerad it to be indicative of great

talent, Consistent emphasis is placéd‘on performance from

| memory in both the Letters and the Piano Forte School.

- This particular quect of his teaching clearly separates
him from previous pedagogical practice and places him in
the forefront of nineteenth-century practice. Czerny's
belief in mémoriggtionvfor all performances was-basgd on
two ideas: thatfallvbarformances should have the freedom
and facility of an extemporaneous performance, and that a
good pupil should always be prepared for the unexpected
request for a performance, 1In this sense, his concern for
a positive performance philosophy prefigures modern thought.

| Sightreading, considered an indispensable tool of
a good player, was lntroducedvih the earliest 1ésspns of
the beginner as & reinforcement to the reading of musical
‘notatidﬁ. Czerny was keenly aware, however, thatvcértain
students tend to misuse this ability. His'conéern about
its potantiél abuge was based on his belief in the strict
adheréncg to the musical score. Sightreading was intended
as a valuable toq]l and bot the quick solution to tha’prepa—
ration'of a piece, Perhaps becausé Czerny was admonished
in his youth for improvising around Beethoven’s,scoré, ha
remained extremely conservative on this pbint'whan»compared

to racbrdéd contemporary practice.

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



| 55
Coexisting with his emphasis on fidelity to the
scdre is the ongoing problem df the degree of personalized
. expression permissible to the interpratef. Czerny explains
his position in the'following manner: "It is of course
understood that the player himself must introduce this
- expression even when the Author has not indicated any."Bu'
His ideas conceré@ng proper and tastéful expression
ancompasaed many important mﬁsical and technical questions.
For example, when he conslders the.meaninngf tempo, his |
discussion proceeds in two directions. The first deals
with understanding the definitions of the terms found in
"the composition. The second covers the freedom allowed
in the pulse. Both of these avenues end, for him, in an
understanding of the character of the music and its
proper sﬁyliatic interpretation,

The concept of the styles of execution were the
core to his understanding of interpretation. His discus-
sion of this area is quoted below in its entirety because
of the comprehension it demonstrates on this crucial
matter, | o

| ON THE PECULIAR STYLE OF EXECUTION
MOST SUITABLE TO DIFFERENT COMPOSERS
AND THEIR WORKS,
1. The object of this Chapter cannot be better

explained, than by giving a short history of the
development of Planoforte playing:

Bthid., 3 17.
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2. In the commencement of the 18th century, the
legato style of playing, as well as the execution

of considerable difficulties on the Harpsichord and
Clavichord, the instruments then in use, had already
been carried to a high degree of perfection by

Seb. Bach, Domenico Scarlatti, and others; and,
Indeed, Scarlatti may be looked upon as the founder
of the brilliant or bravura style.

The Piano-forte, just then invented, gained a
prodiglous step in advance by Mozart and Clementi,
and improvers of the art. Clementi, who devoted
himself exclugively to piano-forte playing and
Composition for this instrument, may with justice
be looked upon as the founder of a regular Schoolj;
a3 he first of all was able to unite brilliant -
bravura execution with tranquility of the hands,
solidity of touch, correctness, distinctness, and
grace of execution' and in his day he was always
allowed to be the greatest Player on the Piano-
forte.

The most distinguished masters on this instru-
ment of the subsequent period were his Pupils, and
formed according to their individual ideas, various
styles and schools of playing. '

The Piano of that day possessed for their most
distinguished properties, a full Singing quality of
tone; but as a counter balance to that, they had
also a deep fall of the keys, a hard touch, and a
want of distinctness in the single notes in rapid
playing; this naturally led Dussek, Cramer, and a
few others to that soft, quiet, and melodious style
of execution, for which they, and likewise their
compositions are chiefly esteemed, and which may
be looked upon as the Antipodes of the modern,
clear, and brilliantly piquant manner of playing.

3. Mozart's style, which approached nearer to the
latter mode, and which was brought to such exquisite
perfection by Hummel, was more suited to those piano-
fortes which combined light and easy touch with
great distinctness of tone, and which were therefore
more sulted for general purposes, as well as for the
use of Youth ,

Meantime, in 1790, appeared Beethoven, who
enriched the Piano-forte by new and bold passages,

by the use of the pedals, by an extraordinary
.eharacteristiq manner of execution, which was

\
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particularly remarkable for the strict Legato of
the full chords, and which therefore formed a new
" kind of melody:; --and by many effects not before
thought of., Hls execution did not possess the pure
and brilliant elegance of many other Pianists; but
on the other hand it was energetic, profound, noble,
and particularly in the Adagio, highly feeling and
romantic, Hisg performance like his Compositions,
was a musical painting of the highest class, esteemed
only for its general effect.

L, The subsequent improvements in the mechanism of

the Piano-forte soon gave occasion to young professors
of talent, who were rising to maturity, to partly
discover and partly improve upon another mode of
treating the instrument, namely, the brilliant style,
which about 181, was chiefly distinguished by a very
marked Staccato touch, by perfect correctness in the
exscution of the greatest difficulties, and by extreme
and striking elegance and propriety in the embellish-
ments; and which as soon acknowledged to be the most
favorite and most applauded style of all, through the
skill of Hummel, Meyerbeer, Moscheles, Kalkbrenner,

& cl

5. This style is now still further distinguished by
even more tranquil delicacy, greater varieties of
tone and in the modes of exacution, a more connected
flow of melody, and still more perfect mechanism;

and in future it must be considered as the most
desirable manner of all,

6. We may therefore assume the 6 following styles of
execution as go many principal schools.

a, Clementi's style, was distinguished by a regular
position of the hands, firm touch and tone, clear
and voluble execution, and correct declamation; and
partly, also, by great address and flexibility of
finger.

b. Cramer and Dussek's style. Beautiful Cantabile,

the avolding of all coarse effects, an astonishing
equality in the runs and passages, as a compensation
for that degree of volubility which is less thought

of in their works, and & fine legato, combined with

the use of the Pedals.

¢. Mozart's School. A distinct and considerably
brilliant manner of playing, calculated rather on the
Staccato than on the Legato touch; and intelligent
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and animated execution, The Pedal seldom used, and
never obligato.

‘d., Beethoven's style. Characteristic and impassioned

energy, alternating with all the charms of smooth and

connected cantabile, 18 in its place here., The means

of Expression is often carried to excess, particularly
in regard to humourous and fanciful levity.

The piquant, brilliant and shewy manner is but
seldom applicable here; but for this reason, we must
the more frequently attend to the total effect, ;
partly by means of a full, harmonious Legato, and
partly by a happy use of the Pedals, & c.

Great volubllity of finger without brilliant
pretensions, gnd in the Adagio, enthusiastic
expression and singing melody, replete with sentiment
and pathos, are the great requisites in the Player.

The compositions of F. Ries for the most part
require a similar style of execution,

e, The modern brilliant School founded by Hummel,
Kalkbrenner, and Moscheles. Its peculiar quallt ies
are, perfect mastery of all the mechanical diffi-
culties; the utmost possible rapidity of finger;
delicacy and grace in the various embellishments; the
moat perfect distinctness, nicely suited to every place
of performance, whether small or large; and a correct
declamation, intelligible to every one, united with
refined and elegant taste,

f. Out of all these schools, a new style is just
now beginning to be developed, which may be called
a mixture of an improvement on all those which
praceded it.

It is chiefly represented by Thalberg, Chopin,
and other young artists; and it is distinguished by
the invention of new passages and difficulties, and
consequently the introduction of new effects; --as
also by an extremely improved application of all the
mechanical means, which the Piano-forte offers in its
present greatly improved state, and which, like all
former improvements in their day, will give a new
impulse to tha art of playing on this much cultivated
instrument.

7. From this historical sketch, the reflecting Pianist
will easily perceive that the works of each Composer
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must be executed in the style in which he wrote; and
that the performer will assuredly fail, if he attempts
to play all the works of the Masters above named in
the self-same style,

The Player who desires to arrive at anything
like perfection, must dedicate a considerable space
of time exclusively to the Compositions of each
Master who has founded a School; till he has not
only accustomed his mind to the peculiar style of
each, but alsg, till he is enabled to remain faithful
to 1t, in the mechanical performance of their works.
Thus, for example, the quiet, soft, and heartfelt
elegance with which the Compositions of Dussek ought
to be played, are not by any means sufficient for
the execution of a work of Beethoven's, or of a
brilliant Compoaition of the present day: --just as
in Painting, there exists & great difference betwesn
Miniature, Crayon, Fresco, and 0il painting.35

The Piano Forte School is distinguishedkfromkits
predecessors in many ways, but no more so than in its high
regard and enthusiasm for public performance. No longer
justra token of the cultured, refined gentleman, musical
study now représented, for Czerny and many others,'a new
lifestyle. When (zerny wrote that "we learn the use of a
musical ibstrument that we may give pleasure to those who
listen to us . . ,,"36 it becomes evident that his intent
was to educate and train performing musicians. In the
nineteghth century this idea took on wider diménsions_than
had previously been the case. Czerny's reputation as the
teacher of the fgmpus‘travelling virtuosi placed him in a

unique posit1on of authority ih Iaunching performance

351bid., 2: 99-100.
301b14., 3: 86.
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careers, He addresses himself to this topic as well as
related areas of performance in numerous and extended

sections of the Piano Forte School,

The period during which Czerny taughtvwas charac-
' terizéd by many new methods and experimental mechanical
deviopsvpurported to bring theAétudent to high levels of
physical proficiency in a short period of time. The
| mechanigal apparatuses available at the time were widely
marketéd and endorsed by famous pianists, and the refore

gained an aura of reSpectability and acceptance in many

circles. Logier's Chiroplast, Kelkbrenner's Hand-guide,
and Herz's Dactylion were examples reputed to.be the most
.important advanéementé in the instruction of pianists.,
Czerny's opposition to these devices was emphatic., His
objections were that they.allowéd the mind to wander from
the task of practicing, that they did not aid tha love’of
the art or its appreciation, and "iastly, because they

. fetter by fAr tdo much, all freedom of movement, and reduce
the Playéf tb a mere Automaton."3’ These objections

' clearly illustrate and define some of the tenets Czerhy
viewed as critical to proper instruction., It is‘particu—
larly intarasting thaﬁ he was opposed to a type of pra¢tice
which ﬁould numb’the student's musical sensitivities,

~considering the amount of criticism that was leveled at his

371b1d;,'3: 129.
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nume rous pedagogical works by his contemporaries and later
detractors. It ia clear, however, that Czerny intended to
construct a method based on thoroughness of both musical
and physical details. His predilection for the analysis
of all anticipated technical requirements makes his works
an important compgndium of planistic practice as it developed
and unfclded at ﬁha beginning of the nineteenth century.
In viéw of this,lgn investigation of the study purposes he
~outlined for his etudes op. 740 will perhaps reveal not
only reasons for their durability and present-day
relevance, but also insights into Czerny's role in the

‘evolution of modern planism,
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CHAPTER III
AN ANALYSIS OF THE ETUDES, OP. T4O

Gensral Information

In the foregoing discussion of Czerny's pedagogy I
have attempted to examine the more general points of his
method, This overview was nscessary in order that the
etudes might better be placed in relationship to his goals
of instruction, A detailed expianétion of the principles

of technique, as outlined in the Piano Forte School and the

Letters, was purposely postponed until the present chapter
in order to discuss them in terms of practical application.
The Btudes, Op. 740, hold a unique place in the
‘didactic literature for the piano. Written almost one
hundred twenty-five years ago, they continue to serve today
‘as a practical vehicle for building finger control and
fluency. As Adolph Ruthardt explains:
Though lacking musical depth,go . » and to their
being designed to secure pearling technic, they
° have becoms ipdispensible as an invaluable aid unsur-
. pagsed even to-day in cultivating finger technic and
a pearling execution of scales. In this sense, they

may‘still be called the Pianist's best manual of
technic, '

ltarl Czerny, Etudes, Op. 7h0, Ed. Adolph Ruthardt
(Leipzig: Edition Peters), Preface, p. 1.

62
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Czerny intended the etude to be a concentrated

experience with a technical problem in the context of a
pleasant musical composition., The practicaliﬁy of this
approach was two-fold. While a composition was provided
primarily for phygicallchallenges, it also served as
possibla Performgnca material., He incorporated specific
interpretive markings which challenged the physical problems
in a way that an exercise does not provide;_that is, the

- problem of continually translating various gymnastics inﬁo
a musical context. Czerny understood well that during a
peiforménce'of a piece, proper and graceful execution
depends on theAperformer's ability to react to changing
technical demands, 1In this sense, an exercise isolates a
problem; an etude challenges it.
‘ The Etudes, Op. T7LO, average 70 measures in length
and follow the standard form of ABA and Coda. Every degree
of the chromaticksdéle is represented in the key signatures.
Of the fifty etudes, only nine are in the minor mode,
marking a distinet preference for the major mode;: Tempo
indications all tend toward rapid movement; the only etudse
ﬁhich doés not use some variation of the terms Allegro,
Presto; or Vivace is No., 26, marked Lento moderato, which
incorpOratas sixteen notes to the beat. FEach etude has a
metronbﬁic calculation at the beginning which erases any

doubt regarding final speed.
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Prefaced to each etude are Czerny's remarks con-
cerning the intended purpose of each piece. Becauss these
do not clearly catagorize the etudes into convenientv
problem types, the following organization will serve as the
basia of the present discussion: (1) Thoge based on scale
or arpegglo figubgtions, (2) those based on broken chord
figurétions,’(B) those which treat intervals in some sort
of alternating pgﬁtérn, (L) those which deal with repeated
notes or chords, (5) those intended as practice for orna-
mentations or embellishments, (6) and those which deal
with various types of octave playing. Several of the
etudes treat more than one of these categories and will
therefore be discussed under more than one heading. Table

I places the etudes in their respective categories,

~ Etudes of the First Type

Czerny's fervent belief in the value of scales has
previously been mgntioned. The basis for this conviction
lies 1p his quest for finger independence. He required
perfect equality in all scales and passage work. His fules
for the performance of scales centered on the proper use of

the thnmb, that is, specifically, how it is passed under

or how the fingers were turned over the thumb., He states:
At the same moment that the finger after the thumb
strikes its key, the thumb releases its key and

curves a little inward, and goes under only so far
as to approach its next key as the long fingers are
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TABLE I

TYPES OF ETUDES IN CZERNY'S OP. 740

1 2 3 L S 6
Scales and Broken Chord Alternating Repetition Ornaments or Octaves
Arpeggios Pigurations Intervals Embellishments

1 6 L 7 O 8%

2 - B 10 32% - 26% 9%

3 12 11 35 27 20

5 1k : 30 Lo 29 23%

10 15 394# 34 27
13% 16 119 . L2 324
17 18 2l 48 33
21 19 38
23% 28 L 9%
25 36 50+
26% 37
31 b1
34 I3
39% Lh
Lé L5

L7

503

*Indicates those etudes in more than one category.
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playing . . . . The thumb moves over the surface
of the kegs; never dangles off or below the
keyboard.
The following rules indicate his concern for smoothness:
The finger which immediately precedes the passage
of the thumb remains in its key until the thumb
strikes, . . , Long fingers remain %uiet and
undisturbed by the thumb's passing.
Czerny advocated g quiet hand while negotiating this type
of movement over the keyboard. He comments:
During the passing of the thumb, the hand must not
be held obliquely or jerk, or make any upward motion
¢« ¢ o the thumb passing should not affect the arm. b
Nothing is more important to the Pianoforte player
than a facility at correctly passing the thumb; and
he cannot commit any greater fault than by stumbling,
striking fast, or losing the natural position of the
hand, shaking the elbows to and fro, or laying the
thumb over the fingers, or_by its means forcing these
latter out of their place.S
The playing position of the hand described curves
the fingers so that the tips, together with the tip of the
curved thumb, form a 1line. This position is held in the
- air, close to the keyboard, but not touching it. The
 thumb,'§onsidared the most important digit, is held higher
than the black keys and strikes from this position. ' The

striking procedure for each finger involves 1ifting the

2Czerny, Piasno Forte School, 1: L3.
31bia.

It
Ibid., 1: Lk.

51bid.
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respective digit while in the previously described position,
and thrusting it into the key.6 The weight of the hand
then rests on that finger while it is "in" the key, and is
then transferred when the next finger plays. The release
of this occurs at the same moment the next finger is
blayed. This type of touch is later described as Legato,
and is employed whenever there is a slur line or when the
composer has not indicated any particular mode of touch.
This cqncept of the usage of Legato undoubtedly reflects
Clementi's influence, as when Czerny writes: "For in
music, the Legato is the rule, and all other'modes_of
execution are only the excaption."7

| The etudes constructed on scale movement stress
finger independence for both hands, clarity, unison playing
or note-against-npte, and speed. Single-note scaias are
found in etudes no. 1, 3, ‘5, 13, 17, 23, and 25, Etudes
no. 1 and 3 feature scales alternating between the hands,
while etude no. 5 is a continuous 66 measures of scales
for both hands at the interval of a tenih; Etude no. 17
features minor scales for the righ£ hand. Black-key ma jor

scales are featured in etude no. 25, a group of scales

6This touch is taught today by the performers known
as the Viennese Classicists, as finger staccato. 1Instead
of overlapping one finger into the next, the first key 1is
left early, creating a moment of silence before the next
finger strikes.

70zerny, Piano Forte School, 3: 21.
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which Czerny describes as the "most pleasant and easiest."d
Scales in thirds for the right hand are found.briefly in
etudes no, 10, 34, and 39. Etude no. 34 includes both
ascending and descending passages of diatonic scales for
the right hand, while etude no. 39 ascends and descends
chromatically in bpth hands in unison, Séales and
.arpeggios are found in etude no. 23 as an asccompanying
figure for left hgnd only.

Etudes that incorporate arpeggio playing are no. 2,
21, 26, 31, and 6. In etudes no. 2, 31, and L6,

arpeggio patterns are alternated in both hands. Etude no.

21 is a tour de force 6f 6L, measures featuring arpeggios
played}in}both haﬁds simultaneously at the interval of a
tenth. Most arpeggio playing in these etudes is based on
triads; however, etude no. 21 contains both dominabt~
seventh and diminished-seventh arpeggios. Etude no, 26
explores arpeggiated embellishment figures between long-
note melodies, as are often found in Chopin's works (Ex. 1).

Czerny's comments in the Piano Forte School about this type

of embellishment describe its requisite qualities as being
even diétribution betwesn all the notes, freedom, and an

impromptu-like sound.

81pb1a., 1: 62.
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Example 1. Etude no., 26, 35-37.

b}
b
b
N
3

1 -

cresc: .

|

This etude also requires a special type of touch
described by Czerny as ﬁﬁezzo—staccato." This touch,

employed whenever the term leggerimente is found in the

score, was played only with the fingers, using a "scratch-
ing" motion, which allowed the fiﬁgar to contact the key
ﬁith the fleshy part of the fingertip. This toubhvwas also
‘used for passages in the brilliant style which featured
many fast notes, as well as for the type of embellishment
found in this etude. The dynamic range forbmezzo-staccato
playing was never to exceed forte and was never used for
doublqénote passages. It was intended to produce a half-

detached sound, midway between legato and very staccato.

Etudes of the Second Type

The etudes based on broken-chord figurations are
the most nﬁmeroua of Op. 7LO and deal with the widest‘range
of technical problems. Four of these etudes deal with

this type of passagework for the left hand exclusively.
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They are etudes no. 8, 12, 28, and 41. Etude no., 8 is
based on a variation of an Alberti bass pattern, as well
as broken octaves, Both figurations lead with the fifth
finger throughout, Etudes no. 12 and L1, unlike no, 8, do
not move the hand in a fixed hand-set, but rather featurse
wide patterns which cover a large area of the keyboard;
These are constructed so that the hand is constantly
extending or contracting. 1In the case of etude no. Ll
(Ex, 2) this process of extension and contraction occurs
duripg the crossing over of the thumb by the hand.

Example 2, Etude no. 41, 1-3,
, , Vivace (J =100) -

B
i

¢

‘TW

¢-+)
|

4

Etude nb. 28 (Ex. 3) is of particulaf‘interest due to its
striking similarity té Chopin's "Revolutionary Etude," Op.
10, no, 12, Czerby's no. 28, also a brilliant, dramatic
composition, travels across a three-and-a-half-octave
range, using broken-chord patterns based on both ma jor and
minor triads and on diminished-seventh chorda. The
pfevalenée of blgék-note passage work makes this etude
particularly awkward and hazardous. Czerny describes this
type of impassioned piece as a ganre in which “thb:squnds}

produde their effect in great masses; the passages are then'
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Example 3, Etude no. 2B, 1-6,
, . Allegro vivace (4. ua )

to represent an 'idea'."g Technically, it is played with

the “power'of the arm though not hoticeably exerted which
gives the spirit of the work . . . The mechanical dexterity
of the Player must remain altbgether subordinate to the
intentions of the Composer."lo
There are several etudes--nos. 6; 18, and 37—4
based on the idea of the hands sharing a broken-chord
figuration, that is, one hand playing'immediately after
the other so that the figuration sounds cdntinuous. The
intention of these studies is to help the player acquire
the ability to transfer material from one hand to another
without the ear detecting the manual change. Etude no. 6

is a succession of broken chords divided betwsen the hands

so as to‘prdduce a sound similar to the harp. Etude no. 37,

9Ibid,, 3: 83.
101pi14,
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though based on the same dovetailing procedure, is a

more dramatic composition and involves forte playing. Both

of these etudes avoid‘awkward,hand positions and thersfore

stress clarity and evenness, Etude no., 18 differs from the

previous two in adding the element of a crossed-hand note
or chord (Ex. L), Czerny’stat934that his primary concern

in this type of playing lay in the "crossed-hand note or

notes stay [7ing] in the context while the hand prepares

the note or notea,ﬂll

Later in the’work the crossed notes
function as melodic material (Ex. 5) and require a
different delivery of tone and the shaping of the line.

The flexibility of the thumb and the ability of the
hand to travel easily across were ever-present concerns fér
Czerny. Much of the passagework in these etudes and in .
his other compositions is structured on this important -
principie. In op, 74O the etudes no. 1, 16, 36, I3, Uk,
and 46 treat this physical problem in a thorough manner;

In etudes no. 1k, 43, Lk, and 46, the figurations are
structﬁred to move the hand constahtly back and forﬁh.across
the thumb while it stays tucked under the hand. Each of
these gtudes place this technical problem in a dirferent
musical context, Etudesvno. 16 and Ll consist of light
streama of continuous sound, etude no. L6 is an accompani-

ment figure, and etude no. ULl has melodic métarial woven

1lypsa,, 1: 14k,
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above and below the stationafy point of the figuration.
The movement of the thumb under the hand is treated in
etudes no., 1l and 36: no. 1L is a strong, dramatic work,
while no. 36 uses this principle in a leggiero ﬁccompanying
figure, All of these etudes are designed to exercise the
right hand.

Widé-spaeqd figurations larger than the hands'
reach, yhich, due to the speed of the movement, could not
be solved by clever fingering, require the bouncing of the

“hand in an arc close to the keyboard. This set of techni-
cal problems was,’in the early nineteenth century, a recent
development in pignistic writing which Czerny treats in
etudes no. 15 and 19. Although the figurations used in

theseﬁetudes are not discussed in the Piano Forte School,

they bear striking similarity to passages in Liszt's

Paganipi Etudes nos, 1 and 3. Both ofAczerny's etudes
| extenthhe figurgtion to the interval of a twelfth’during
the continuous moyement of the thirty-second notes. Etude
no. 15 is a composition of the bravura type in which the
wide fignration serves as an accompaniment to a full-chord
mélody (Ex. 6). kThe hands exchange material during the
B sectioé and the coda., Etude no. 19 places the melodic
1nterest 1n the lower part of the figuration. 1In thevB
qectioh of this etude, Czerny writes a passage of continuous

broken tenths for the right hand (Ex. 7) so similar to

Liszt's Péganini Etude no. 3 "Lalcampanélla" that it bears
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Example l. Etude no. 18, 1-l.

68 Das Uberschlagen mit ruhiger Hand und sanftem Auschlag
" Changement et croisement des mains
Crossing the hands quietly and with delicate touch

Allegro (4= 108 )
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Example 5, Etude no. 18, 33-36,
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mention. Both Czerny's etudes are prefaced with the words

Example 7. Etude no. 19, 23.

4. ”

"quiet hand," which raises questions regarding the possible
approach for the smaller hand. Also prefaced to these
etudes is the direction "extension," a term not used in the

Piano Forte School or in the Letters. Its appearance in

Op. 740 may represent an updatihg of Czerny's understanding

of current practice.

Etude no. I,5, prefaced with the words "Legato

melody with broken chords," bears striking resemblance to

the Chopin style (Ex. 8). The left-hand accompaniment

Example 8. Etude no., 45, 1-l.

158 " Gebundeno Melodio bei gebrochenen Alkorden
Legato melody with broken chords

‘Alleg'ro animato (J=160) '
< 8 5N /“—’_ﬂ-\/—'—"\
TFJ 2 ; ; ‘al = 3 P 1 ! - ﬂ 3 A
i i e S S e i e > —»o 51
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- 0 s o *.‘#r . ,,E_ B

45. pdolce,sempre legatissimo ¢ cantabile
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entalls a broken-chord figuration in groups of triplets.
The right hand's cantabile figure is aiso based on triplets,
of which the first note 1s double-stemmed in order to
create a flowing melodic 1line. The character of the compo-
sition is flowing and gentle, and is to be played with an
overlapping legatissimo touch. Balance and proportion of

sound are key factors in this etude., Czerny explains in

the Piano Forte School that the melody in such a composi-
tion is to be played louder than the accompaniment. The
quantity of differentiation between melody and the figura-
tion around it 1s described as the difference between a
gulitar accompaniment and a solo vocal line. He concludes
that within an environment of piano playing, the melody
may need to be played forte. Another requirement for this
type of work was the concept of enriched tone, produced
by depressing the melody notes as far as possible while
maintaining tranquil arm weight, Czerny also adheres to
the rule that all double-stemmed notes are to be held down
by the finger for their full valus, which explainé his
proclivity for writing figurations that lie conveniently
under the hand,

This etude also ralses questions regarding the use
of the damper pedal. His general attitude with regards to
this pedal is one of prudence, as 1llustrated in his
statement: "Clear and distinct playing must alwéys be con-

sidered the Rule, all the rest is merely by way of
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exception."lg Clementi's attitudes are again dominant here,
although Czerny understood that practices in pedalling wers
changing. He explains, "In modern Pianoforte playing this
pesdal [damper] had become extremely important and its
application must be well studied."13 In most instances, he
believed that the pedal should be used only when its usage
was indicated by the composer. He further explains that
the purpose of the pedals is "to gain a compliment of full
harmony; espacially by holding a bass note in the pedal
while playing a melody and other accompaniment."ll This
condition is applicable to etude no. L5, where only the
last eight measures have pedal instructions: nevertheless,
the pedal is implied throughout in order to achieve its
~Tlowing, cantabile style.

}Etude no. 50 is a brilliant, dramatic work which
places the melody in octaves in the bass. The right hand
accompaniment is a continuous battery of sixteenth notes

‘1aid out in arpeggio sequences or turn-around figures which
provided the harmonic framework (Ex. 9). Czerny prefaces

this fortissimo work with the phrase, "Bravura in touch and

tempo." His discussion of bravura playing, a style he says

is reserved for forte or fortissimo pieces, describes the

121p14., 3: 63.
1bia., 3: 57,
Wrpia,
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Example 9. Etude no. 50, 1-8,

Bravour im Auschblag und im Tempo
Bravoure dans lattaque et lo mouvement
Bravura in touch and tempo

£ basso semprétenufa e
g 3

SRR =T }
N f%:

‘execution with "bent and rigid fingers, with great force,
‘extremely short, and with the necessary arm movements."ls'
Underétanding the necessity of arm movement was a pro-
gressive trend which Czerny endorsed.in moderation,
,cautioning thet forearm movements needed to be restrained
only to the degree of movement necessary: "Excess in this
respect would be too laborious and exciting, in very
lengthy passages might even become pre judicial to the
health."'® The discussion of the bravura style of playing
‘appears in Czerny!s writings in the paragraphs concerning

the meanings and procedures of marceto end martellato. He

15Tbid., 3: 29.

16Ip1d., 3: 30.
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explains that this is the basic touch of the bravura style,
but cautions against any abuse of the instrument or any
compromise of its beauty of tone when using forearm
technique for this style of playing. Several critical

statements in both the Letters and the Piano Forte School

are addressed to players who neglected this area of good

taste, The following is only one example: "A good player
never strikes with so much force as to injure the Piano."17
- It can be concluded, therefofe, that the proper performance

of the bravura style in etude no, 50 depends on a tasteful

execution of both loud and detached playing.

Etudes of the Third Type

The etudes loosely grouped as those using the
‘alternation of intervals vary in style and intent. These
etudes easily divide into a further subdiﬁision for study
purposes, First, those which are based on the alternation
of intervals played in block or solid form. To this group
belong etudes no. b, 10, 30, 39, and 49. These etudes
treat the interval of the third (played solidly) in alter-
nation with a single note (nos. 4 and 39), or with an
octave (no. L,9), or in alternation with another third (nos.
10 and 30). Etude no. L is distinct from all the others

in the opus due to its programmatic title, "En Carillon,"

17Tb1d., 1: 186.
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This etude places the stfess of the alternation on the
outer paft of the hand as the thumb follows along with the
single note between the thirds (Ex. 10). This pattern is
arranged in a staccato, leggierissimo touch, with figufa-
tion occurring in both hands interchangeably. Etude no. 39,
written in triplets, places more emphasis on the thumb by
either beginning the triplet with the thumb or by turning
the pattern of the triplets over the thumb's single note.
In this fashion, the alternating pattern fans out over a
wider area of the keyboard. This emphasis on the thumb
tucking under or the hand turning over the thumb during the

alternation makes this etude unique in this category.

Example 10. Etude no, i, 1-5.

FS 3

Leichte Beweglichkeit im ruhigen Staccato
~ Mouvement lgger, Staccato tranguille
Light motion in quiet staccato

14 v

Molto allegro (M. M.J.-10s)
(Ey Carglon) o MR EIEY Y
0 w e
4. pieggrerissimo, |- g l ﬁt e ».
P '?:":’thi !JFV == . :Ni' " E ==

Etude no, L9 is primarily an octave study of the
bravura type. It is listed hers due to its accompanying
figure, which alternates thirds with octaves and appears
}in both hands.

Etude no. 10 consists of a continuous stream of

alternating thirds in ascending and descending lines. This
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pattern, written only for the right hand, travels chro-
"matically or by stepwise fashion and is only interrupted
when the thirds move ih scales. As the alternating
intervals descend, great importance is placed on the hand
turning o&er the thumb,

Etude no, 30, different from the others in this
grouping, is based on thirds descending in two-note slurs
separated by rests (Ex., 11). As the study progresses, these
twovinterval combinations extend to sevenths combined with
either thirds or fifths, This figuration is structured so
that the emphasis is on the attack rather than on agility
or evenneés. Czerny prefaces this work with the words,
"Po acquire a firm touch," which implies the necessity of

using the armm for the attack.

Example 11. Etude no. 30, 1l-lL.

Beforderung des festen Anschlags 1
Aoguisition de lattague sur le piano
To acquire a firm touch

Vivace (J - 126 )

The second group in this category comprises those
etudasvwhich stress various finger combinations playing
broken interval patterns and includes'only etudes nos. 11

,and'2u; Both feature patterns which rotate the hand back
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and forth through the broken interval figuration. Etude
no. 11, marked "Readiness in changing the fingers," moves
the right hand from the lower broken third through a thumb
pivot to an upper broken octave, a pattern repeated
throughout the composition, Etude no. 24 (Ex. 12) is a
more complex figuration of broken intervals which rotates
the intervals from the outer part of the hand to the inner

part. This is accomplished by assigning the wider intervals

Example 12, Etude no. 24, 1-2.

Molto vivace con veloeita (J: 1o )

8 . 5
.

to the finger combinations of 1 and 5 or 1 and L, while
the smaller intervals which appear between these are
assigned fingers 2 and 3 or 2 and Ij. The wider intervals
used occasionally extend up to a tenth. Both of these
etudes differ from the first group in that they requife

. éolid finger technique for exsecution, and therefore a
quiet hand approach, The first group deals with blocks
of intervals played in block fashion while alternating
with either a single note orvanother interval, and require

some form of hand or forearm movement,
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Etudes of the Fourth Type

This small group of etudes differs from the others
in the opus becéuae it features the repetition of the same
note or notes., Included in this classification are etudes
no. 7, 32, 35, and 40. Etudes no. 7 and 35 share similar
features, the repetition of the same note followed by a
broken octave, and the return from the octave to the
origingl note repetition. In both cases this is done
within the time interval of one beat. Both etudes place
the repeating note in the lower part of the figuratibn, so
that the thumb is always the key to the execution of the
repetition, Etude no. 35 places this figuration in the
context of six sixteenth notes to one beat, which allows
mora repetitions of the single note before the octave
extension than does etude no, 7, which places thé figuration
in the context of four sixteenth notes to one beat, Both
of these etudes feature brief passages of only single-note
repetition. The right hand only 1s used for the figura-
tions in both etudes. _

Etude no, 32 posés a different set of prdblems with
repeated notes., It begins with the right hand playing a
four-note chord and then repeating the lower note; written
in sixteenth notes, with the thumb for the rest of the
measure (Ex, 13). Each successive measure follows in this

pattern, chénging the note of repetition in the chord to
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include not only the lowest member, but also the second
lowest member and the top member of the chord.

Exemple 13. Etude no. 32, 1-8.

Allegro maestoso, ma gon fuoco (J =104 )
. lten. of of

— —
.Y
Y

Aé the étude proceeds, the number of notés held dowh is
decreased, and the number of notes repested at the same
time is increased, at the climax, the entire chord is
‘repeated throughout the entire measure in sixteénth notes

(Ex. 1), adding occasionally a fifth note to the chord to.

Example 1li, Etude no. 32, 2,-25,

ki X
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create a dominant-seventh, This study is therefore a
progression from single-note repetition to full-chord
“repetition., Interspersed with this writing for the right
hand are shorter sections of single-note repetition for the
left hand. At the conclusion of this work are passages for
the right hand involving octaves filled in with either the
lower or the upper third in the middle. The difficulty of
this piece is enhanced by its dynamic character. The

- entire work is marked fortissimo with the exception of the

code, which is marked FFF. Czerﬁy's direction for this
etude, "Uniformity in raising the fingers," raises questions
regarding his intention for its execution. any attempt to
play the repetitions of the full-volced chords at a

fortissimo level is sure to end in defeat.

Etude no. L0 is bssed on the staccato repetition
of a tfiad in which the upper note moves stepwise up or
down to create the melodic interest. During this action
the lqwer part of the triad continues to be repeated. This
etude requires a bouncing hand staccato which is compli-
cated here by the requirement of the melodic notes in the
upper part of the triad. Czerny's directions réquire that
the melodic note be’playad louder than the rest of the
notes, a qualifier which adds considerable difficuity to

this etude.
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Etudes of the Fifth Type

Czerny devotes a substantial part of his writings
to the realization and interprestation of ornaments and
embellishments found in the piano literature of the time.
He classifies turns, trills, and tremolo figures as
"ornamentation," and reserves for the category of "embel-
lishment" cadenza-like material, as well as figurations
based on long sweeping motions over the keyboard which lie
between plateaus of melodic material (Ex. 15). The
majority of the etudes to be discussed in this section

belong to his "ornamentation" classification.

| (a) (B)
Examplé 15, Etude no, 26, 1-3 and 17-20.

Lento moderato (J-76)
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The etudes no. 29 and L2 are designated by Czerny
as exercises for the single mordent and the double mordent,
respectively. No, 29 treats the single mordent, starting
on the principal note, in the rhythmic context of five notes
to one-half beat, ending on a staccato eighth note. This
figuration prevails throughout, and creates a composition
of continuous but distinct mordents. No. 42 1s an exercise
in the figure of the double mordent. The lack of a terminal
note, used to distinguish one ornament from another, pro-
duces the sound of continuous overlapping double mordents.
The figuration, evenly divided into six notes per beat,
doncentrates on finger manipulation rather than the correct
realization of the ornament as it would appear in a musical
context., Czerny's concern with the mordent appears to have

- centered on the clarity of its parts, its speed, and its

lightness when compared to the surroﬁnding environﬁent.
His instructions for mordent playing according to the Plano

Forte School require distinctness, and the leading of the

mordent to the following principal note.

Etudes no. 34 and 48 concentrate on the trill. No.
48 incorporates a trill as the basic musical idea; each
measure begins with a new trill and ié connected to the
next trill by a scale passage. This etude, wriﬁten pri-
marily for the left hand, illustrates the importance of

equal ability between the hands. In the Piano Forte School

Czerny writes that trills normally begin on the ﬁain note

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



88
and contain no predetermined number of notes, but were to
be played quickly, equally, and distinctly.

Etude no. 3L, designated "Trills in thirds," is a
study in preparation for trilling, and not an actual sefies
of trills in thirds. The figuration, all for the right'
‘hand, features an alternatioh of thirds in the upper part
of the hand while holding down the thumb's note. This
practice of holding one psrt of the hand stationary while
exercising another part is found in many of the musical

examples in both the Piano Forte School and the lLetters.

It was intended to develop the utmost in finger indepen-
dence., The B section and coda of this etude expand the
alternating intervals to sixths and sevenths, creating a
figuration similar to Chopin's etude op. 10, no. 7;‘

In the Piano Forte School Czerny calls the Baroque

acclaccatura a short appoggiastura, He explains that it
receives no time value; but is played quickly and distinct
from the principal note. Etude no. 9, "Delicate ékips and
detached notes," is aléo based on this type of ornament.
Throughout the etude, the short appoggiatura is attached
té staccato broken octaves in the right hand. Mezzo-
staccato touch is implied by the use of the desCriptive

word legglerissimo.

Btude no. 27, designated as practice for ﬁIbdepen—
dence of the fingers," is placed in the category of

ornamentation due to its technical patterns. Lying in the
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middle of the hand, a quarter-note melody is played full
value and legato, while the outer parts of the hand play
a measured tremolo in broken octaves. Although he does not
distinguish this as an etude for tremolo practice, he does‘-
1nciude the tremolo in his writings on ornamentation. The
technical procedure for a tremolo, as explained in the

Piano Forte School, avoids rotation of the hand; instead

prescribes only finger movement, so as not to sacrifice the
"quiet hand."

Etude no, 26 belongs to the category of embellish-
ment, This etude, previously mentioned in the category of
arpeggiated studies, has throughout extensive passagework
based on scalar movement, passagework that connects 1arger‘
melodic plateaus (See Ex, 15)., This type of embellishment
‘in this etude most often extends for one measure, though
in some places continues for larger periods of time, such
as at the conclusion, when it lasts for two and a half
measures, This etude 13 also remarkable in the extent of
keyboard covered by the right hand during these embellish-
ments; most often the hand 1s required to travel four
octaves in a matter of a few beats, The last embellishment

carries the hand over six octaves of scalewise movement.

Etudes of the Sixth Type

Tha studles which involve octaves as the esséntial

factor in the musical construction represent the third
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largest category of Op. 7uO. This surprising amount of
concentration on octave studies reveals Czerny's acute
awareness of developing trends in pilano technique at the
beginning of the ninsteenth-century. Althbugh many more
of the etudes in the opus feature some type of octave
writing in short pessages, the ones in this category are
built on the predominance of some type of octave playing,
including long pagsages of it.

The etudes contain octave studies in several
different forms: broken octaves in accompanying material
(no., 23, for the left hand; no. 27, for the right hand);
octaves in legato melody (no. 32, for the left hgnd; no.
50, for the left hand): octaves in jumps (no. 9, for the
right hand; no. 33, for the right hand; no. 20, for the
left hand); interlocking octaves (no., 38); and fast
staccato octaves as melody (no. L9).

Etude no. 49, designated, "Octave-Bravura," is
based on scalewise movement of octaves in a continuous
stream of sixteenth notes, the hands exchanging material
'from'saction to gsection., The tempo is vivace, énd all of
the octaves are marked staccato. The Letters contain no
Iinformation about Czerny's octave technique, and neither

- does the Piano Forte School afford much explanation., When

referring to the proper execution of staccato octave
passages, he recommends elevating the hand and the forearm,

which produces forearm octave playing. Czerny had
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apparabtly experienced the difficulties involved in this
approach when he wrote "On Unusuelly Difficult Composi-
tions," and mentions among them, "long staccato passages,
as Octeves & c¢.; which call for great exertion with
strength."le

Etude no. 38 is the only exampie of interlocking
octaves in the opus (Ex. 16). Based entirely on this type
of physical gymnagtic, the hands move in opposite direc-

tions and lesap independently of each\other while using a

Example 16, Etude no. 38, 1-8.
Molto allegro (J/=7)

¥
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martellato touch, As the etude progresses, the octaves are
filled in to create triads; and eventually four-voiced

- chords, after which the interlocking octaves return.

181bid., 3: 72,
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Czerny's direction in this etude, "Uniformity in raising
the hands," explains his intent. This concern for sven-
ness in both the sound and thé timing is complicated by
the martellato touch., When he writes about martellato

octave playing in the Piano Forte School, his comments deal

with his concern for good tone, adding to this that "the
player must exert a good deal of force."19

Etude no, 33 presents octave playing in a different
context, Unlike the previous studies, this work is light,
delicate and pianissimo. The octaves, written only for
the right hand, feature both descending and ascending
arpeggios, and large, fast leaps. Conspicuously absent
in this composition are examples of scalewise octave
playing. Czerny adds the direction, "Octave skips, the
hand light," the latter referring to a wrist octave
staccato, This approach isolates this etude from the other
octave studies in the‘sanse that it is not dependent upon
great gtrength for its execution but rather requires an

unusual ability to move gracefully and with agility at the

keyboard (Ex. 17).

1
' 9Ibid., 3: 29,
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Example 17. Etude no., 33, 1-5.
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General Remarks on Interpretation in the Etudes

Czerny's belief that "each piece as a whole repre-
sents a single passion or emotion"zo is critical to an
understanding of the etudes. This prevailing idea
influences his concepts of tempo and duration; in the

Piano Forte School he discusses this aspect of performance

in the chapter "On Keeping Exact Time in Each Bar, and on
Preserving the same degree of movement throughout a
musical*piece." As the title implies, the continuing

pulse, as well as the exact divisions within the pulse,
‘were of the utmost importance. Czerny describes the
ingredients necessary to this end as follows: "1) each note
is held according to its value: 2) notes are correctly dis-
tributed and struck at the pro?er time; 3) each'bar lasts

as long as the others."21

201p1g., 3: 80.

2 tpia., 1: 110.
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Czerny introduced these principles early in a
student's training. By requiring the student to practice
with the metronome, he underlined his concern for exact-
ness of timing and tempo. During the lessons, the student
was required to count aloud and beat or conduct time as
he or the teacher played. The allowance for freedom within
the pulse was csutious, and generally conservative for the
period. He describes these conditions for freedom as
- follows:

1) the return to the principle [sic] subject;

2) at a transition in another species of time, -or

- into another movement, different in tempo to

what preceded:
3) immediately after a pause: in an important

crescendo of a strongly marked sentence, leading
to the close or an important passage; '

li) always where is marked espressivo:
5) the end of a trill whicﬁ‘%B?ﬁE_E_cadenza or pause
and which is marked diminuendo.22
Of the styles of piaying popular during the early
nineteenth century, one of the most often played and
written about was the "brilliant style." Czerny confirms
this in his remerk, "As at present day so many composi-
tions are distinguished by having the term brilliant
prefixed to them, it becomes necessary to determine and fix
1limits to the signification of the word as applied to style

and execution.“23 The proprieties of the brilliant style

221p14., 3: 35.
231bd., 3: 80.
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a peculiarly clear and marked, as well as

energetic manner of touch or attacking the keys; by
which the tone comes out with striking distinctness.
Hence every degree of staccato, and any marked
separation of the notes is to be considered as
belonging to the brilliant style; and consequently

the strict Legato must be taken as the opposite manner
of playing.

He further explains:
In the employment of volubility of execution in its
highest degrees of perfection; all gredations of
which ought to be at the players command, and which
must always be united to the utmost possible
distinctness,?

The brilliant style accounts for the majority of
the etudes of Op. 7hL0, even though not one is identified
by this specific designstion. The adjectives which Czerny
employed when describing the character of the pieces in
this styie, such as "bold," "piquant," or "energetic," can
easily,be applied to most of these works. His allegiance
to and promotion of the brillisnt style of execution may
best be explained by his observations of its effect on an
audience. He says:

Lastly, if we suppose the case, that a good player
executes a plece in the first tranquil and quiet
-8tyle, which piece chiefly consists of passages

of a dignified, sustained, sentimental and melodious
character, comprising few or no difficulties, and

which, therefore cannot be played in a shewy style;
as, for instance, Beethoven's Quintet, Op. 15 for

ZuIbido, 3: 81"820

25Ibid.
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Wind Instruments; and, if directly afterwards

another player succeeds, who executes with equal
perfection, but in the brilliant style, a work

which offers all the difficulties of the modern
school, all the charms which arise from the
alternations in the various modes of touching the
pilanoforte, as, for example, Hummel's Septet in D
minor; the latter player, (leaving out of the question
the intrinsic musical value of the two pieces above
mentioned) will unquestionably produce a greater impres-
sion in his favor as a Pianist, and obtain from his
numerous audience a moge marked and noisy testimony

of their apprqbation.2

General Remarks about Op. 74O

The group of etudes found in this opus contain a
wide variety of technical requirements for the keyboard
player., In Czerny's eff'ort to capture and explore the
difficulties found in the current literature of his day,
certain aspects appear throughout the etudes, regardless
of their specific intent,

Looking at the opus as a whole, one is struck by
the lack of rhythmical complexity or challenge in the con-
structed figurations, Of the fifty etudes, the majority
use the quarter note as the basic pulse, evenly divided
into two, four, six or eight parﬁs. Within this context,v
there is no example in which a triple division of the beat
is placed against a duple division, or any variation of

this idea, Also lacking is the use of syncopations.

261p34,, 3: 81,
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Instead, the etudes represent a simplistic approach to
rhythm, which indicates Czernv's attitude toward the
complexities of these etudes as being strictly physical and
not'intellectual.

Another unique aspect of all the etudes is the
expansive use of the keyboard, Czerny reveals a distinct
‘preference for the extremes of the keyboard, and most
notably, the vefy high treble. Of the etudes which do not
begin in this high region, the majority reach into this
area sometime during their course, Most of these works,
furthermore, pit the highest pitches against the lowest
ones. Several place all of the melodic material in the
bbass, accompanied by figuration in the treble, This
incorporation of the extremes of the keyboard, along with
Czerny's talent for inventive figuration, combines to
create new avenues for planistic development. By doing
this, he inadvertently, perhaps, gave‘new interest and
emphasis to the art of technique,

For this resason, Czerny's selection of fingering
becomes a crucial étep in this process. These etudés stand
as an important monument to modern-day fingering. Although |
most of Czerny's predecessors had adopted scale fingering
as we use it today, most had avoided the use of the thumb
on black keys. 1In his ongoing search for greater facility,
Czerny,“however, sbandoned this conservative principle.

His understanding of this important finger is evidenced by
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his direction to etude no. 24, "The thumb on the black
keys." This etude represents Czerny's greatest concentra-
tion on this finger, but throughout the etudes the free
use of the thumb to facilitate movement across the keyboard
was an important innovation.

The fingering of thirds, especially those used
consecutively in a passage, adopts Clementi's approach,
which corresponds to modern usage. In one instance, etude
no. LO, Czerny reverts to Beethoven's fingering for thirds

as used in the thirteenth variation of the Thirty-Two

Variations in C minor. 1In this variation, all of the

consecutive thirds in the right hand are played by the
fourth and second fingers. Czerny uses this same fingering
for a short peassage of thirds in etude no. 4O in order to
achieve a clipped, marked sound. All other instances of
consecutive third playing in the opus follow Cleﬁenti's
fingering principles. |

The etudes of op. 7ULO hold a special place in
Czernyfs pedagogical writings. They offer a valuable in-
sight into a method which has meintained its prominence
Since its conception. As remarkable as this opus is, it
repregsents only a small portion of his works intended for
pedagogigal purposes. Appended to the present study is a

list of all of Czerny's contributions to piano instruction.
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CHAPTER IV
SUMMARY

The tradition of piano instruction and its goals
has varied from generation to generation., Unlike other
disciplines, 1t has been consistently redefined by those
engaged in its practice, The thread of ongoing evolution
in plano technique has as a result been perceived through
practice, not theory. Oscar Bie addresses himself to this
enigma in the following way:
Piano-study has never enjoyed the advantage
possessed by other sciences, of building up from
century to century, each upon the last. In theory
it has remained a mere Tosaic: and it has been
saved only by practice.

He continues:
It is practice also that gives a certain systemati-
sation, ngt to the teaching, but to the history of
teaching.

Due to this situstion, Czerny takes on heroic proportions

as the master of the practical. Many before theorized on

the elements of good playing, but Czerny isolated them

lBie, History, p. 185.

2Ib1d.

99

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



100
during lessons. His cspacity for understanding all the
possibilities of playing, as well as the weaknesses,
produced a science of mechanism. His talent for the
dissectioh of the problematical resulted in his thousands
of exercises and etudes, each composed solely for‘the
purpose of the improvement of one aspect of playihg. "His
genius for teaching was so cultivated that in a moment he
could devise the right study for a student who exhibited
; any dafect."3 It was this type of transference of
mechanics to bractice which crested the Etudes, op. 7&0.
For these reasons, this opus of etudes is an encyclopedia
of the important principles of piano playing in the sarly
~nineteenth century.

These etudes contein figuretions designed to build
finger strength and independence. The me jority of the
etudes, despite their specific intent, have these goals in
éommon. The repetition and transposition 6f a physical
problem, an essential ingredient of each etude, becomes
one of the means for strengthening the fingers. Another
of his approaches involves the creation of figuraﬁions
designed to overuse & selected set of fingers, involving
both single-note and double-note combinations. Of these,
‘the repeated-note figurations are probably the most 9ffec~

.tive.

31bid., p. 216.
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Finger independence is the underlying goal of all
the etudes, except those emphasizing octaves. Whether
the figurations are based on scales, arpeggios, repeated
notes, or alternating intervals, the goal is the same;
only the means véries. The‘fingers' ability to play
evenly, clearly, and quickly, regardless of the require-
ments of the passgge, are basic to his concept. The skills
necessary to a good performance of these etudes are crucial
to this process. Among these skills are the ability to
play many different articulstions in various musical
cdntexts and the ability to psss the thumb under the hand
or vice versa.

7 Czerny's expertise in the practical approach led
him to make certain conclusions about the physical sensa-
tions of playing. Throughout his writings, he stresses
the concept of freedom combined with control and strength.
The ability to play any type of figuration without the
feeling of stress was of the utmost importance. Freedom
of ﬁovement, freedom of the arm to follow easily across the
keyboard, and freedom in the wrist to aid the hand all
combined to enhance the meaning of Czerny's term "volubility
~of the fingers." These were essential elements in his
instruction, crucial tenets which were to become basic to
the development of piano technique.

The octave studies in op. 740 represent a different

set of skills for performance. Czerny gives only brief
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menﬁion to their proper execution in the Piano Forte School
in a chapter in which the mosﬁ difficult types of playing
are discussed, At this point, his limitations become
oevident, He advises the use of a rigid forearm approach
for octaves in a bravura context; the applicatlion of this
idea for extended passages of fast and continuous octave
playlng resulted in stiffness. Czerny understood this, |
but believed that it was a condition simply to be endured.
Despite his comprehension of this matter, he was keenly
aware of the developing trends in octave playing. The
incorporation of studies based on interlocking 6ctaves,
light staccato octaves involving continuous jumps, and
bravura staccato octaves in op. 740 attest to this fact.
Czerny's ability to invent exercises and etudes
from the data of experience was both his strength and weak-
ness, He lived and worked during a period of rapldly
changing demands upon the keyboard player, The bulk of
his experience lay with the music which preceded and that
which culminated in the music of Beethoven and Hummel. In
this area of keyboard music, the art of finger ﬁechnique
reached new heights of articulation and execution,
Czerny's in-depth understanding of this technique and its
practice made him the key figure in piano instruction of
thevperiod, and explains the durability of his pedagogical

studiles.
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Czerny's genius for the etude also contributed to
that genre's later history. 1In his attempt to explore for
practical reasons all the possible permutations of finger
gymnastics, he established new criteria for the etude,
Though based on technical demands, his etudes wefe tuneful
and expressive, The condensation of musical material was
crucial to the necessary fragmentation of technical
material, however, and resulted in a limited range of
emotions. This model, adopted by later composers of the
~etude, became the showcase for contemporary virtuosic
demands., His explorstions with the etude in turn influ-
enced the technical demsnds of the more profound forms.
"More genuine piano music than the etude there cabnot be.
The essence of the piano has in it become music,"u
Czerny's influence on the succeeding generation of
- planists is an area which has not been explored. His
‘impact on his pupils cennot be denied, however. Both
Liszt and Leschetizky continued the use of his exercises
and etudes in both their tesching and practicing. Liszt
stated that "I practice Czerny exercises for half an hour
every day. There is hardly a pianist since that time who

has not profited from these studies."5 Leschetizky

b1bid., p., 207.

5David Ewen, Grest Composers 1300-1900 (New York:
H. W. Wilson Compsny, p. 107.
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advised that the exercises be practiced in "the morning at
the beginning of study; then, alternate technique and
1iterature."6 Leschetizky also used Czerny's etudes
exclusively, over Clementi or Cramer, in his own teaching
for the following reasons:

I prefer Czerny because he writes in a more fluent,

planistic style than any of the others, One must

learn how to walk straight before one attempts

gymneatics. C(Clementi, Cramer, and Kullak are

always putting obstacles in the way in their etudes.

All at once there comes a clumsy point in a

passage which gives you the same sort of feeling as

when you get your walking-stick caught in between

your legs., In Czerny, however, one has a clear road;

there are no complications in the figures.7
Liszt's belief in the importance of Czerny's etudes in his
teaching can also be documented. Madame Auguste Boissier's
diery of the instruction her daughter received from Liszt
indicates that many of the principles taught by Czerny
were transmitted to Liszt's pupils. This topic, howevef,
deserves more attention,

Had these etudes represented less than they do for
the planist's development of finger technique, they would
surely have been forgotten by the pedagogues which followed.
Instead, the works continue to be a viable means for

improvement., One author who strongly recommended them for

teaching technique explained his enthusiasm for‘op. 740

6Amy W. Bagg, "The Art of Flexibllity,“ Etude 27
(Mar'ch 1909): 1354,

7Ewen, Composers, p. 227.
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in the following menner:
And not only are these studies valuable from a
technical standpoint, getting all possible results
out of varied positions of fingers and hand, but
they are also really interesting musically.8
The etudes are a product of a method so complete
" in its understanding of the problems involved in playing
the piano, that all preceding methods culminated in it.
Czerny's absorption with the ingredients for a complete
"and successful approach to the keyboard is best displayed
in his dedication to the development of finger mechanics.
No one has explored more ihoroughly the practical appli-
cation of problematical figurations. For this reason, he
has been called "king among teachers."9
One question remains to be asked: Why did he
Qedicatq his time and thoughts to the perfection of finger
~skills and agility? 1In Czerny's own words, its perfection

is the mesns of "sttaining the most of where 'art'

begins."lo

8E. R. Kroeger, "The Advantage of Etudes," Etude

27 (January 1909): 1.

9Bie, History, p. 216.
100zerny, Letters, p. 18.
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APPENDIX

The following list of works copied from Czerny's School of

Practical Composition, Op. 600,1 illustretes the wide

scope of material specificslly designated by the title, for

.pedagogical purpoges or technical improvement.

Opus no. Title
6 Valses ou Exercises
L7 Grand Exercice di Bravura en forme

de Rondesu brill

61 Preludes, Cadences, and a short
Fsntasia in a brilliant style

82 Grand Exercice pour le Pianoforte
in F minor _
92 Tocceta ou Exercice in C
139 One Hundred Exercises in progres-

sive order, and fingered
151 Grand Exercise on the Shake

152 Grand Exercise in all the Keys,
ma jor and minor

161 18 Etudes en forme de Preludes et
Cedences dans tous les tons

163 Aneiferung zur Bildung der
musikelischen Jugend, six easy
Sonatinas with fingering; intended
to follow any instruction book

174 Quetorze Ecossaises brillantes, ou
Exercices di Bravura

lCarl Czerny, School of Practical Composition, trans.
by John Bishop, 3 vols. London: Robert Cocks, 104LO.
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Appendix, Cntd.

Opus no. ’ Title

200 The Art of Improvisstion, or School
of Extemporaneous Performance

239 Fifty Duett Studies for the Piano-
forte, fingered.

2l Grand Exercice de la Gamme Chromatique
avec toutes les differentes manieres
du doigté

2.5 Grgnd Exercice de la Gammes en

tierces et des psssages doublss

261 101 progressive Exercises and
Supplement to ditto, containing 2L
New Studies

277 Le Chiron Musical, ou Collection des
: Compositions Instructives, 3 L mains

299 Etude de 1la Vélocitd, 30 Exercises

300 The Art of Preluding, in 120 Examples

of Preludes, Modulstions, Cadences,
end Fentasias of all kinds: forming
the Second Part of the "School of
Extemporaneous Performance," Op. 200

313 Le Jeune Planiste, deux Sonatines
faciles et soigneusement doigtees

315 Cadences for Beethoven's Concertos,
2 books

316 Dix petits Rondeaux, ou Amusemens

utiles et agréables sur de motifs
favoris pour la Jeunesse, doigtées

335 Legato and Staccato Exercises, 2
books

337 Forty Deily Studies

348 ‘ Grand Exercice en forme de Fantaisie

improvisée, in E minor
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Appendix, Cntd.

Title

349
355

359

36l

365

380

388
399

400

120

L33
L81

L99
500

501

553

Trois Sonatines instructives

The School of Embellishments, Turns
and Shakes

First Lessons for Beginners, Fifty
Exercises, Studies and Preludes,
fingered, 2 books

Grand Exercise, in A minor

Die Schulse des Virtuosen, Sixty
Studies on Bravura-playing, L books

Grand Exercise in Thirds, in all 24
keys

Etudes vrépsratoires et progressives

Ten Grand Studies for the Improvement
of the Left Hand

The School of Fugue-playing, con-
sigting of 2l Grand Studies, intended
for the practice of the difficulties

peculiar to compositions in many
parts

Soixant Exercices pour les commencans

comge supplement pour chque Mathode
ianoforte

Etudes progressives et prdparatoires

Fifty Lessons for Beginners

Exercice esn deux Octaves

Royal Pianoforte School and Supple-
ment, L vols.

Twenty-Four very easy Preludes in the
most vseful Keys

Six Exercices des Octaves
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Appendix, Cntd..

Title

560
58l

599
600
613

632
672

68l

692
694
696
700
706

718
735
740

748

749

Le Courreux Exercice brillante

Piasnoforte Primer, an easy instruc-
tion book

Sequel to the Pianoforte Primer,
Op. 584, 100 Exercises

School of Practical Composition,
translated by John Bishop, 3 vols.

School of Expression, L books (on
National Airs)

Douze Etudes

Vingt-quatre Airs varids, 2 Elegant
Studies on Scotch Airs, 2L books

L'Encouragement % 1'Etude, Collec-
tion d'Exercices, 24 Irish Airs as
Studies in 2l books

Vingt-quatre Grandes Etudes de Salon
Etudes pour la Jeunesse, 2l Preludes
Cinquante Préludes

Delassement de 1'Etude

Twenty-Four New Studies on English
Airs, 2l. books

Twenty-Four Easy Studies for the
Left Hand

Etudes
Etudes

25 Studies for small hands (very
easy)

Ditto, (rather more difficult)
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Appendix, Cntd.

Opus no. ‘ Title
751 Scale Exercises as Piano Duets
753 Thirty brilliant Studies
755 25 Etudes Mélodieux
756 25 Grandes Etudes de Salon (of the

higheat degres of difficulty)

777 Vingt-quatre Morceaux pour les
Eléves sur cing notes (Twenty-four
Five-finger Exercises)

179 L!'Infatigables, Grande Etude de
Vélocité

785 Twenty-Five Grand Characteristic
Studies v

792 36 Etudes mélodiques et progressives

793 , Morceau d'Album pour le piano

7oL Le Plaisir du jeune Pianiste.
Choix de 160 Morceaux pour les
é1leves

795 8 Morceaux de Salon de différens
caractéres
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