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CHAPTER I

THE HISTORICAL ENVIRONMENT

S o c i a l  end C u ltu r a l  Developm ents a t  the  
B eg in n in g  o f  the N in e te e n th  Century

The l i f e  and works o f  Carl Czerny (1791-1857) are  

most o f t e n  c a s u a l ly  d is m is se d  as o f  l i t t l e  im portance  

h i s t o r i c a l l y  or m u s ic a l ly .  The p r o l i f i c n e s s  o f  t h i s  com- 

p o s e r - p i a n i s t - t e e c h e r  o f t e n  o b scu res  what may prove to  be 

one o f  the most o o n t r ib u t iv e  f a c t o r s  to  the r i s e  o f  modern 

pian o  te c h n iq u e .  The very  m ention o f  h i s  name c o n ju r es  up 

memories o f  hundreds o f  p e d a g o g ic a l  works by which p i a n i s t s  

have f o r t i f i e d  t h e i r  tech n iq u e  f o r  d e c a d e s .  But Czerny may 

be e n t i t l e d  to  more than t h i s  narrow e v a lu a t io n .

During h i s  l i f e t i m e ,  the inform ed m u s ic a l  c i r c l e s  

o f  the day h e ld  h i s  p e d a g o g ic a l  in f lu e n c e  in  h ig h  reg a rd ,  

a f a c t  v h ic h  a t t r a c t e d  many o f  the young t a l e n t s  to  h i s  

t e a c h in g .  Those p i a n i s t s  who came under h i s  d i r e c t  peda­

g o g i c a l  in f lu e n c e  are l e g i o n ,  but the most h i s t o r i c a l l y  

im portant were K u lla k , L e s c h e t iz k y ,  and L i s z t .

K u lla k , L a s c h e t iz k y ,  and L i s z t  span the gamut o f  

n in e t e e n th  cen tu ry  p ia n ism , and what may be termed the  

s c h o o l  o f  n in e te e n th -c e n tu r y  v i r t u o s i t y .  Between the  th ree

1
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o f  them, th e y  tau gh t a lm ost ev ery  young t a l e n t  o f  m er it  in  

the  n in e t e e n t h  and e a r l y  t w e n t ie t h  c e n t u r i e s .  I t  i s  more 

than i n t e r e s t i n g  th a t  one man s ta n d s  as the common denomi­

n a tor  between th e se  v i r t u o s i - t e a c h e r s . Y e t ,  the e x a c t  

r o le  t h a t  Carl Czerny p la y e d  in  the ex p a n s io n , developm ent,  

and re f in em en t o f  p ian o  tech n iq u e  a t  the b eg in n in g  o f  the  

n in e te e n t h  cen tu ry  i s  the b a s i c ,  but unanswered, q u e s t io n .

S u c c e s s f u l  pedagogy, r e g a r d le s s  o f  time p e r io d  or  

d i s c i p l i n e ,  i s  n e c e s s a r i l y  shaped by the needs o f  the  

s tu d e n ts  and the environm ent in  w hich i t  o p e r a te s .  The 

w orld  in  w hich Carl Czerny l i v e d  and worked was c h a r a c te r ­

i z e d  by change. S o c i a l  and p o l i t i c a l  s t r u c t u r e s  w hich had 

p r e v a i l e d  s in c e  fe u d a l ism  were w aning. The a b s o lu te  power 

o f  em pires and a r i s t o c r a c i e s  a t  the end o f  the  e ig h t e e n t h  

cen tu ry  was b e in g  compromised by p ow erfu l f o r c e s  in  the  

European econom ic community--commerce and banking. The 

p o l i t i c a l  momentum o f  n a t i o n a l i s t i c  p h i lo s o p h ie s  a l l i e d  

a r i s t o c r a c y  and commercial i n t e r e s t s  a t  f i r s t .  L a te r ,  

commerce emerged the  s t r o n g e r ,  and, o f  n e c e s s i t y ,  the more 

p r o g r e s s iv e .  B oth  the American and the French R e v o lu t io n s  

would r e s o lv e  t h a t  the new econom ics d id  not depend on 

a r i s t o c r a c t i c  b lo o d l in e s  fo r  i t s  in c r e a s in g  power.

The exp a n s ion  o f  commerce and banking produced a 

new stratum  o f  s o c i e t y  not dependent upon b i r t h r i g h t ,  but 

upon money and b u s in e s s  acumen f o r  i t s  s u c c e s s .  Ready cash  

and f i n a n c i a l  in p u ts  from the b u s in e s s  arena c r e a te d  a new
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in te rd ep en d e n c e ,  l in k i n g  a r i s t o c r a t  to  businessm an. Goods 

and s e r v i c e s  were b road er-b a sed  and in  g r e a te r  demand.

Growth and expansion  o f  the  m iddle  c l a s s  induced  new p ro­

p r i e t i e s ,  p roced ures and t a s t e s .  B u t, most im p o rta n t , the  

b o u rg e o s le  by the end o f  the e ig h t e e n t h  cen tu ry  had a cq u ired  

p r e s t i g e ,  and money, end l e i s u r e  t im e.

Vienna, c e n te r  o f  the  German-speaking w o r ld , became 

the n u c leu s  o f  European a c t i v i t y  a f t e r  the N ap o leon ic  

Wars. The Congress o f  Vienna ( l 8 l h - l 5 )  convened the Great 

European Powers. T his c i t y ,  a lre a d y  r ic h  w ith  m u s ic a l  

l e g a c i e s ,  became the new m e lt in g  p o t  o f  c u l t u r e .  P atron s  

and amateurs o f  the  m u s ic a l  a r t s  were in  abundance s in c e  

the a r r i v a l  o f  th e s e  monarchs and t h e i r  e n to u r a g e s .

F or c e n t u r ie s  m usic had remained the domain o f  the  

a r i s t o c r a t i c  e l i t e .  I t  was one o f  the  marks o f  a " c i v i l i z e d  

man." M usica l amateurs were t r a d i t i o n a l l y  the a r i s t o c r a t s  

whose l i f e - s t y l e s  a f fo r d e d  the time fo r  stu dy  and the c o s t  

o f  in stru m en t ownership and m aintenance . Most c o u r ts  

employed p r o f e s s i o n a l  m u s ic ia n s  as perform ers and t e a c h e r s ,  

and h o s te d  r e g u la r ly  the perform ances w hich s u s t a in e d  

W estern a r t  m u sic , The b e s t  m u s ic a l  t a l e n t s  r e p r e se n te d  a 

source  o f  p r id e  fo r  the c o u r ts  which employed them. The 

acknowledged a c c la im  o f  the  m u s ic ia n s  o f  the  c o u r t  o f t e n  

brought w orld  a t t e n t i o n .

The new w e a lth  o f  the  m e r c a n t i le  c l a s s  a f fo r d e d  them 

the p o s s i b i l i t y  to  em ulate  the  a r i s t o c r a t i c  l i f e  s t y l e .  The
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%
r e f in e m en ts  o f  l i f e  became the p ro p er ty  o f  th o se  who cou ld  

a f f o r d  them. M usic, as one o f  th ose  r e f in e m e n ts ,  became a 

s e r io u s  i n t e r e s t  to  a broad er-b ased  and growing segment o f  

s o c i e t y .  The im pact on m usic was m a n ifo ld .

New amateurs began e n jo y in g ,  p la y in g ,  and s tu d y in g  

m u sic . P u b lic  c o n c e r ts  and r e c i t a l s  grew in  number and 

fre q u en cy . The demand fo r  m u s ic ,  e s p e c i a l l y  new m u sic ,  was 

fe r v e n t#  Not o n ly  were more p eo p le  a t te n d in g  more p u b l ic  

perform an ces , but th e re  was a l s o  an in c r e a s e  in  the  demand 

f o r  more music in  the home. Many f a m i l i e s ,  h av in g  found  

new s t a t u s  through t h e i r  f o r t u n e s ,  g a in ed  en tra n ce  in t o  

prom inent and p r e s t i g i o u s  c i r c l e s .  The j o in in g  o f  the  

f i n a n c i a l  e l i t e  and the a r i s t o c r a t i c  e l i t e  through m u s ica l  

endeavors sym b olized  the  new a l l i a n c e .  Young l a d i e s  o f  the  

nouveau n ich e  made b e n e f i c i a l  m atrim onia l a l l i a n c e s  by 

d i s p la y in g  the c o r r e c t  s ig n s  o f  b reed in g  and t a s t e .  One o f  

the b e s t  ways o f  showing t h i s  a c c e p t a b i l i t y  was to  demon­

s t r a t e  h er  m u s ic a l  s k i l l #  Keyboard in s tru m en ts  became the  

p e r f e c t  v e h i c l e s  f o r  t h i s  p u rp ose . A c o n tr ib u to r  to  the  

A llgem ein e  m u s ik a l is c h e  Z e itu n g  d e s c r ib e s  the  V iennese  

m u s ic a l  scen e  At the  turn o f  the  cen tu ry  as f o l lo w s :

There are probab ly  few c i t i e s  where m u s ic a l  amateurism  
i s  as g e n e r a l  as i t  i s  h e r e .  Everybody p l a y s ,  e v e r y ­
body le a r n s  m u s ic .  Q uite  n a t u r a l ly ,  th e re  are some 
very  a b le  d i l e t t a n t e s  amongst t h i s  g r e a t  crowd; but 
th ey  are not so  f r e q u e n t ly  met w ith  as th ey  u sed  to  
b e . Music i s  b e in g  lo ok ed  upon as som ething e a s y ,  as 
i f  i t  were som ething t h a t  co u ld  be le a r n e d  in  p a s s in g  
as i t  w ere: one th in k s  one knows e v e r y th in g  r ig h t
away, e x c u se s  o n e 's  s e l f  f i n a l l y  w ith  the word
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"amateur" and regards the whole th in g  more as a 
m a tter  o f  g a l a n t e r i e  and good fo r m .l

L a te r  in  the  same l e t t e r ,  he d e s c r ib e s  the u se  o f  m usic as

a s o c i a l  t o o l :

. . .  a few words about s p e c u la t io n  through m u s ic a l  
amateurism . . ev ery  w e l l  bred g i r l ,  w hether  she
has t a l e n t  o r  n o t ,  must lea r n  to  p la y  the  p ian o  or  
to  s in g ;  f i r s t  o f  a l l ,  i t ' s  fa s h io n a b le :  se co n d ly  
(h ere  the  s p i r i t  o f  s p e c u la t io n  comes i n ) , i t ' s  the  
most c o n v e n ie n t  way f o r  her  to  p u t  h e r s e l f  forward  
a t t r a c t i v e l y  in  s o c i e t y  and th e re b y , i f  she i s  lu c k y ,  
make an advantageous m atr im onia l a l l i a n c e ,  p a r t i c u ­
l a r l y  a moneyed on e . The son s l ik e w is e  must le a r n  
m usic: f i r s t ,  a l s o ,  because  i t  i s  the th in g  to  do and
i s  fa s h io n a b le ;  s e c o n d ly ,  because  i t  s e r v e s  them too  
as a recommendation in  good s o c i e t y ;  and e x p e r ie n c e  
te a c h e s  t h a t  many a f e l l o w  ( a t  l e a s t  amongst us)  has  
m usicked h im s e l f  to  the s id e  o f  a r i c h  w i f e ,  or  in t o  
a h ig h ly  l u c r a t i v e  p o s i t i o n . 2

Keyboard in s tr u m e n ts ,  most p a r t i c u l a r l y ,  b e n e f i t e d  

from t h i s  new b u r s t  o f  m u s ic a l  am ateurism . U n lik e  the  

v o i c e ,  w hich depends to  some degree  on chance f o r  i t s  e a r -  

a p p e a l ,  keyboard in s tru m en ts  co u ld  be p la y ed  by anyone. 

A ls o ,  the  p la y in g  p o s i t i o n  o f  th e s e  in stru m en ts  a l lo w ed  the  

perform er t o  be seen  in  a more g r a c e f u l  p o s e ,  in  c o n t r a s t  

to  wind or s t r i n g  in s tr u m e n ts .

The m anufacturer  o f  p ia n o f o r t e s  reaped most o f  the  

p r o f i t s  from th o se  c ir c u m sta n c e s .  The y o u n g est  o f  the key­

board in s tru m en ts  became the fa s h io n a b le  p o s s e s s io n  o f  the  

new w e a lth y .  The la c k  o f  i d e n t i f i c a t i o n  w ith  the o ld  world

^ T ra n sla ted  in  Arthur L o e s se r ,  Men. Women and P ian os  
(New York, N. Y . : Simon and S c h u s te r ,  1 9 5 4 ) ,  p .  137 .

2I b id .
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made the  p ian o  the  p e r f e c t  complement to  new and more p ro ­

g r e s s i v e  t im e s .  I t s  s o l i d  s t r u c tu r e  and i n i t i a l  c a p i t a l  

o u t la y  was a symbol o f  permanence o f  s o c i a l  p o s i t i o n .  The 

number o f  m anufacturers in c r e a s e d ,  as w e l l  as the volume 

o f  p i a n o f o r t e s ,  e s p e c i a l l y  in  V ienna. B u ild in g  p ia n o s  

became a s e r io u s  b u s in e s s ,  a s  ev id en ce d  by the in c r e a s e  in  

p u b l ic  a d v e r t i s in g .

During t h i s  e v o lu t io n a r y  t im e, the r o le  o f  the  

t r a v e l l i n g  or  to u r in g  a r t i s t  was tran sform ed . P r e v io u s ly ,  

the to u r in g  a r t i s t  had been i n v i t e d  to  r o y a l  s a lo n s  by 

r o y a l  p a tr o n s  to  perform f o r  the ed u cated  and a p p r e c ia t iv e  

few . The s u c c e s s  o f  the s o l o i s t ' s  c a r e e r  was dependent upon 

h i s  a l l -a r o u n d  a r t i s t r y  a t  the  in s tr u m e n t.  The m u s ic a l  

s o p h i s t i c a t i o n  o f  the r o y a l  p a tro n s  was not to  be u n d erra ted .  

Careers and r e p u ta t io n s  hung in  the ba lan ce  b e fo r e  th e se  

d is c e r n in g  l i s t e n e r s .  However, w ith  the advent o f  the new, 

m u s ic a l ly  n a ive  a m a teu r-p a tro n s , c r i t e r i a  changed.

D a z z l in g  d i s p la y s  o f  f in g e r  te c h n iq u e ,  d e s p i t e  the o f t e n  

sh a llo w  m u sic , was an a c c e p ta b le  and o f t e n  e x c i t i n g  e v e n in g 's  

f a r e . 3 V i r t u o s i  ®f a l l  c a l i b r e s  p la y e d  p u b l ic  c o n c e r ts

^Toraasekfs memoirs r ep o r t  a perform ance by D a n ie l  
S t e i b e l t  in  Prague in  1800 as f o l lo w s :  "Although S t e i b e l t ' s
perform ance was not adequate f o r  the  Prague n o b i l i t y ,  he 
was s t i l l  a b le  t o  make good w ith  i t  in  an oth er  way. For he 
had w i t h  him an Englishwoman whom he in tr o d u ce d  as h i s  w ife  
and who p la y e d  tha tam bourine, accompanying him w ith  i t ,  
w ith  him a t  the p ia n o ;  f o r  t h i s  ensem ble he had w r i t t e n  
s e v e r a l  ron d os . The new com bination  o f  such d iv e r s e  i n s t r u ­
ments so  e l e c t r i f i e d  the g e n t l e f o l k  t h a t  th e y  co u ld  h a rd ly  
see  t h e i r  f i l l  or the Englishw om an's p r e t t y  arm ." ( I b i d . ,
P. 1 7 9 .)
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in  Vienna to  l e s s  d i s c e r n in g  a u d ie n c e s .

I t  was u s u a l  a t  such perform ances f o r  the v ir t u o s o  

to  perform  h i s  own works, which were d e s ig n ed  more to  p o in t  

out the  r e s p e c t iv e  t e c h n ic a l  t r i c k s  o f  the perform er than 

to  s ta n d  on t h e i r  m e r it  as m u s ic a l  c o m p o s it io n s .  C o u n tless  

v a r ia t io n s  o f  s c a l e s ,  a r p e g g io s ,  and chords were stan d ard .  

Cross-hand p la y in g ,  b r i s k  r ep ea ted  n o t e s ,  and trem olos  were 

u sed  by many to  g a in  qu ick  approval from adm iring and o f t e n  

awed a u d ie n c e s ,  p u b l ic  a cc la im  and fo r tu n e s  were l i t e r a l l y  

"at o n e 's  f i n g e r t i p s . "

F in a n c ia l  improvement, i f  not f i n a n c i a l  s e c u r i t y ,  

was a very  r e a l  p o s s i b i l i t y  f o r  th o se  perform ing lu m in a r ie s  

who chose  to  te a c h .  The in c r e a s e  o f  i n t e r e s t  in  m usic by 

the  moneyed c l a s s e s ,  the r i s e  in  s a l e s  o f  p i a n o f o r t e s ,  the  

em u la tion  o f  perform ing keyboard v i r t u o s i ,  and an expanding  

a v a i l a b i l i t y  o f  p u b l ish e d  m usic a l l  combined to  c r e a te  a 

la r g e  market o f  s tu d e n ts  f o r  keyboard i n s t r u c t o r s .  In  

1781, Mozart wrote from V ienna, "This i s  the b e s t  p la c e  in  

the w orld  f o r  my l i n e  o f  work. . . . T h is i s  c la v i e r l a n d .  

Along w i t h  the s c o r e s  o f  young amateurs who w ish ed  i n s t r u c ­

t i o n  fo r  s o c i a l  a c c e p ta n c e ,  th e re  was a l s o  a growing number 

o f  young a s p ir in g  p i a n i s t s  who w ish ed  to  lau n ch  perform ing  

c a r e e r s  o f  t h e i r  own. T each ers '  r e p u t a t io n s ,  as w e l l  as 

the  young a s p i r a n t s '  s u c c e s s e s ,  in t e r r e a c t e d  to  c r e a te  a

^ T b id , , p .  121.
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network o f  su pp ly  and demand. P r o s p e c t iv e  p u p i l s  t r a v e l l e d  

g r e a t  d i s t a n c e s  to  study w i th  te a c h e r s  who b o a s te d  rep u ta ­

t i o n s  e i t h e r  as famous p erform ers or  as u n u s u a l ly  s u c c e s s f u l  

t e a c h e r s .  On the o th e r  hand, a t e a c h e r ’ s prominence and 

accep ta n ce  on a la r g e  s c a l e  co u ld  so a r  i f  a s tu d e n t  r e c e iv e d  

p u b l ic  r e c o g n i t io n .  A l l  o f  t h i s  c o n tr ib u te d  to  the new 

s ta tu r e  o f  the p ia n o f o r t e  i n s t r u c t o r ,  who was no lo n g e r  

m erely  an employee o f  a few , but an indep en dent businessm an  

d e a l in g  in  m u s ic a l  wares f o r  an expanding m u s ic a l  c u l t u r e .

The T each ers , M ethodology, and Technique

Keyboard pedagogy was not new a t  the end o f  the  

e ig h t e e n t h  cen tu ry  and the  b e g in n in g  o f  the  n in e te e n th  

c e n tu r y .  The s u b j e c t  had p r e v io u s ly  been t r e a t e d  f r e q u e n t ly  

and in  depth ; C ouperin, Rameau, J .  S . Bach, and, most 

im p o r ta n t ly ,  C. P. E. Bach, in  h i s  t r e a t i s e  On the True Art 

o f  P la y in g  Keyboard In s tr u m e n ts , had c o n tr ib u te d  to  an 

expanding bu lk  o f  l i t e r a t u r e  on the s u b je c t  d u rin g  the  

Baroque and e a r l y  C l a s s i c a l  p e r io d s .  Each a u th o r ’s t r e a t ­

m ent, how ever, em phasized d i f f e r e n t  g o a l s  o f  s tu d y .  The 

m echanics o f  p la y in g  the in s tru m en t d id  not concern th e se  

au th ors  as  much as d id  the e x e c u t io n  o f  the Manieren or  the  

a b i l i t y  t o  r e a l i z e  thorough b ass  or  t o  im p r o v is e .  The 

l a t t e r  two a r ea s  were c o n s id e r e d  the  tru e  t e s t  o f  a m u sic ian  

a t  the  keyboard, and proper tech n iq u e  was d e a l t  w i th  in  

th e s e  works as a n e c e s s a r y  but s u b s e r v ie n t  t o o l  toward th o se  

e n d s .
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The change o f  c r i t e r i a ,  s t y l e s  o f  p la y in g ,  and

m u s ic a l  t a s t e s  du rin g  the e a r ly  Romantic p e r io d  in f lu e n c e d

the stream  o f  p e d a g o g ic a l  a c t i v i t y  in  a d i f f e r e n t  d i r e c t i o n .

Oscar B ie  s t a t e s ,  " I t  i s  p r e c i s e l y  a t  t h i s  time t h a t

tech n iq u e  f i r s t  p r o p e r ly  a r i s e s  as an a r t . ”'’ This new

d i r e c t i o n  was spearheaded by a group o f  v i r t u o s i - t e a c h e r s

who by t h e i r  own in v e n t iv e n e s s  p r o p e l le d  the  p ian o  i n t o

what has been r e f e r r e d  to  as i t s  "golden a g e ."

They d is c o v e r  new p o s s i b i l i t i e s  o f  e x p r e s s io n ,  they  
d i s c l o s e  new e f f e c t s  in  the  c a p a c i t i e s  o f  the p ia n o ­
f o r t e ,  and they  r e v e a l  an in v e n t iv e  power in  th e se  
new p a th s  which o f f e r s  the m ost s u r p r i s in g  b e a u t i e s .
We must c o n s id e r  them from the  r ig h t  s i d e ,  and never  
f o r g e t  t h a t  the developm ent o f  the p ia n o  c o u ld  never  
have taken p la c e  so  n a t u r a l ly  and o r g a n ic a l ly  u n le s s  
i t s  t e c h n i c a l  advances had gone on in  p a r a l l e l  l i n e s  
w ith  i t s  s p i r i t u a l  p r o g r e s s . 6

Clem ent!

Muzio Clem enti (1752-183?) i s  c o n s id e r e d  by most 

auth ors  t o  be the  fou n ta in h ea d  o f  th e se  ch a n g es . Many 

modern-day s c h o la r s  dub him as the  f a t h e r  o f  p ian o  t e c h ­

n iq u e , an o p in io n  which most l i k e l y  would have been 

co rr o b o r a te d  by many o f  d e m e n t i ' s  co n tem p o ra r ies .

The l i n e  o f  dem arcation  between what had been and 

what was t o  come was p rob ab ly  e v id en ce d  most c l e a r l y  in

^Oscar B i e ,  A H is to r y  o f  the  P ia n o fo r te  and p ia n o ­
f o r t e  P la y e r s  t r a n s l a t e d  from the  German by E. E. K e l l e t t  
and fe. W. N aylor  (New York: Da Capo P r e s s ,  1 9 6 6 ) ,  p .  18U-.

6I b id .
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January, 1781, when Clem ent! and Mozart en cou n tered  each  

o th e r  in  a c o m p e t it io n  sponsored  by the A u str ian  Emperor 

Joseph I I .  M ozart's  w e l l - e a r n e d  r e p u ta t io n  was synonymous 

w ith  m u s ic a l  r e f in e m e n t ,  beauty  o f  to n e ,  t e c h n i c a l  a c cu ­

r a c y ,  and e x c e p t io n a l  m u s ic a l  t a s t e  in  C l a s s i c a l  term s.  

C lem enti,  how ever, was not o f  the same i l k .  When the  

c o m p e t it io n  co n c lu d ed , f e e l i n g s  were mixed as to  who had 

a c t u a l l y  won the day. Mozart, c l e a r l y  u p se t  and even o u t ­

raged  by the  young I t a l i a n  v i r t u o s o ' s  perform ance, wrote  

in  a l e t t e r  o f  January 16 , 1782: "He [ d e m e n t i ]  i s  an

e x c e l l e n t  cembalo p la y e r ,  but t h a t  i s  a l l .  He has g r e a t  

f a c i l i t y  w ith  h i s  r ig h t  hand. H is s t a r  p a s sa g e s  are t h i r d s .  

Apart from th a t  he has n o t  a f a r t h i n g ' s  worth o f  f e e l i n g ;  

he i s  a mere m eca n icu s . L a t e r ,  in  1783> he w rote to  h i s  

s i s t e r ,  warning h er

. . . not to  p r a c t i c e  d e m e n t i ' s  so n a ta s  because  
th ey  may s p o i l  your q u ie t ,  even tou ch , and because  
h er  hand may . . . l o s e  i t s  n a tu r a l  l i g h t n e s s ,  
f l e x i b i l i t y  and smooth r a p i d i t y .  For a f t e r  a l l ,  what 
i s  to  be g a in e d  by i t ?  Supposing th a t  you do p la y  6 th s  
and 8 t h s  w ith  the u tm ost v e l o c i t y  (w hich no one can 
a cco m p lish , not even  C lem enti)  you o n ly  produce an 
a t r o c io u s  chopping e f f e c t  and n o th in g  e l s e  w h a tso e v er .  
C lem enti i s  a c h a r la ta n ,  l i k e  a l l  I t a l i a n s .®

H is t o r y ,  how ever, has judged Clem enti more fa v o r a b ly .

C lem enti began h i s  m u l t i - f a c e t e d  m u s ic a l  c a r e e r  as 

a t r a v e l l i n g  v ir t u o s o  and co n tin u ed  in  t h i s  c a p a c i ty  to

" ^ H a r o l d  Schonberg, The G reat P i a n i s t s  (New York: 
Simon and S c h u s te r ,  1 9 6 3 ) ,  p . lj.8.

8 I b id .
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some degree  f o r  most o f  h i s  lo n g  l i f e .  H is name e v e n t u a l ly  

became l in k e d  w ith  the  b u s in e s s  area s  as w e l l  as the  

a r t i s t i c  area s  o f  m u s ic .  H is a b i l i t y  as a businessm an was 

r e l a t e d  d i r e c t l y  to  the v a s t  fo r tu n e  which he a c q u ir ed .

H is w e a l th  was dependent upon h i s  d iv e r s e  i n t e r e s t s - - p i a n o  

m anu factu ring , p u b l i c  perform ance, and the p u b l ic a t io n  o f  

music and o th e r  works by h im s e l f  and o th e r  c u r re n t  com­

p o s e r s ,  In the y e a r s  1801-30  C lem enti p u b l ish e d  a w e a lth  

o f  d i d a c t i c  m a te r ia l  e i t h e r  composed by him or  arranged fo r  

i n s t r u c t i o n a l  p u rp oses  from the works o f  o t h e r s .  These 

works cov ered  the gamut from m a te r ia ls  f o r  the b eg in n in g  

amateur t o  c o m p o s it io n s  f o r  the advanced s t u d e n t ,  such as 

the e tu d e s  in  the Gradus ad Parnassum.

In 1801 Clem enti p u b l ish e d  one o f  the e a r l i e s t  

keyboard methods g eared  e x p r e s s ly  to  the new p h ilo so p h y  o f  

p ia n o f o r t e  s tu d y .^  The I n tr o d u c t io n  to  the Art o f  P la y in g  

on the P ia n o f o r t e , d i r e c t e d  toward the  b eg in n in g  s tu d e n t ,  

e n joyed  such p o p u la r i t y  t h a t  i t  ran through tw e lv e  se p a r a te  

e d i t i o n s  from 18Q1 to  I 83O. I t s  c o n te n ts  in c lu d e d  a b r i e f  

in t r o d u c t io n  to  the b a s ic  e le m e n ts  o f  m u sic , a sm a ll

Other e a r ly  methods w r i t t e n  e x p r e s s ly  f o r  p ia n o ­
f o r t e  s tu d y  were Johann P e t e r  M ilchraeyer's Die wahre Art 
das P ia n o fo r te  zu s p i e l e n  (D resden , 1 7 9 7 );  Ignaz p l e y e l * s  
Methods pour l e  P ia n o fo r t e  ( P a r i s ,  1 7 9 7 );  L ou is  Adam’ s 
Methods ou p r in c lp e_gd n d ’r a l  du d o ig t e  pour l e  f o r t e  -p ia n o  
( P a r i s ,  17^8); Jan L a d ls la v  D u sse k 's  I n s t r u c t io n s  on t h ~  
Art o f  P la y in g  the P ia n o fo r te  or  H arpsichord (London, 1799 );  
and L ouis Adam's Mdthode de p ia n o  du C o n se rv a to ire  ( P a r i s ,  
l80h).
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d i s c u s s io n  o f  proper tech n iq u e  and hand p o s i t i o n s ,  an e x p la ­

n a t io n  o f  s c a le  f i n g e r i n g ,  and, f i n a l l y ,  an o r i g i n a l l y  

composed p re lu d e  fo r  each  key p r o g r e s s io n ,  fo l lo w e d  by works 

in  the same key by v a r io u s  com posers. The l e s s o n s  were 

arranged not acco rd in g  to  d i f f i c u l t y  but acco rd in g  to  key ,  

p r o g r e s s in g  through the c i r c l e  o f  f i f t h s ,  g o in g  to  major and 

minor keys w ith  as many as four  sharps and fo u r  f l a t s .  I t  

was not an e x h a u s t iv e  s e t  o f  p r o g r e s s iv e  l e s s o n s  in te n d ed  

to  le a d  the  s tu d e n t  to  m u s ic a l  or  p i a n i s t i c  m a tu r ity .  I t  

w as, how ever, a u s e f u l  prim er o f  d e m e n t i ’ s v iew s on 

p i a n i s t i c  s t y l e .

Clementi p o p u la r iz e d ,  and in  many r e s p e c t s  sta n d a rd ­

i z e d ,  c e r t a in  s a l i e n t  f e a t u r e s  o f  p i a n i s t i c  s t y l e  a s s o c ia t e d  

w ith  the modern s c h o o ls  o f  p ie n ism . One o f  the most impor­

t a n t  o f  th e se  was the  e x t e n s iv e  use  o f  the l e g a t o  s t y l e .  

P r e v io u s ly ,  l e g a t o  was not c o n s id e r e d  the b a s ic  sound o f  

p ia n o fo r te  p la y in g .  In 1789, D a n ie l  G o t t l i e b  Turk d e sc r ib e d  

the o ld e r  and e s t a b l i s h e d  s t y l e  as f o l lo w s :  "When n o te s

are to  be p la y e d  |n  the u s u a l  way, th a t  i s ,  n e i t h e r  s t a c c a t o  

nor l e g a t o ,  the f i n g e r  sh ou ld  be r a is e d  from the key a 

l i t t l e  e a r l i e r  than the va lue  o f  the note requires." '*’® How­

e v e r ,  the mature C lem enti s t y l e  s t r e s s e d ,  through the  

d i d a c t i c  works, a tru e  c a n t a b i l e  s t y l e .  As he e x p la in s  in

^ Q u o te d  in  Muzio C lem en ti, I n tr o d u c t io n  to  the Art 
o f  P la y in g  on the P ia n o fo r te  (Hew York: Da Capo P r e s s ,YmrrFTxr -----------
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h i s  I n t r o d u c t io n :

When th e  composer l e a v e s  the  L e g a to , and S t a c c a t o  to  
the  p e r fo r m er 's  t a s t e ;  the b e s t  r u le  i s ,  to  adhere  
c h i e f l y  to  the  L e g a to ; r e s e r v in g  the S t a c c a t o  to  g iv e  
S p i r i t  o c c a s i o n a l l y  to  c e r t a in  p a s s a g e s ,  and s e t  o f f  
th e  f l lg h er  B e a u t ie s  o f  the L e g a to . H

T his new em phasis on l e g a t o  tech n iq u e  and s t y l e  e sp o u sed  by

C lem enti and such famous p u p i l s  as John F i e l d ,  John Cramer,

and F r ie d r ic h  K alkbrenner, e s t a b l i s h e d  a s c h o o l  o f  l e g a t o

c a n t a b i l e  p la y in g  t n a t  was much admired and im it a t e d
IPthroughout Europe in  the  n in e te e n th  c e n tu r y .  In order

to  produce t h i s  s t y l e ,  C lem enti e x p la in s :

The b e s t  g e n e r a l  r u l e ,  i s  t o  keep down the keys o f  
th e  in s tr u m e n t ,  the  F u l l  Length  o f  e v er y  n o te ;  . . . 
by w hich means, the  s t r i n g s  V ib ra te  S w e e t ly  i n t o  
one a n o th e r .

By s t r e s s i n g  t h i s  l y r i c a l  l e g a t o  s t y l e ,  i t  f o l lo w s  n a t u r a l ly  

t h a t  C lem enti upheld  the  im portance o f  the  q u ie t  hand and 

s u b t le  hand movements a t  the  keyboard. He i s  a p p a re n tly  

the f i r s t  pedagogue, a lth o u g h  not th e  l a s t ,  t o  recommend 

p r a c t i c i n g  w i t h  a c o in  b a lan ced  on the  back o f  th e  hand in  

ord er  t o  a s s u r e  i t s  rem aining q u i e t .

d e m e n t i ’ s r e p u ta t io n  as a v i r t u o s o  was in  many 

r e s p e c t s  based  on h i s  a g i l i t y  in  the  perform ance o f  p a s sa g e s  

o f  t h ir d s  and s i x t h s  a t  g r e a t  sp e e d . T his a b i l i t y  i s

i "  "    . .Ml* '

a i I b i d , ,  p .  x i .
12There seems l i t t l e  doubt t h a t  t h i s  s t y l e  was m ost  

i n f l u e n t i a l  in  th e  l y r i c a l  c o m p o s it io n s  o f  John F i e l d ,  and 
e v e n t u a l ly  Chopin,

13C lem en ti ,  I n t r o d u c t io n ,  p .  x .
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sometimes c i t e d  as the p o s s i b l e  reason  fo r  M ozart's  c r i t i ­

c ism  in  1781 . N e v e r t h e le s s ,  t h i s  Clementian trademark  

s i g n a l l e d  the way f o r  r e v i s i o n s  in  e a r l i e r  t e c h n i c a l  

p r a c t i c e s .  One o f  the r e s u l t s  o f  t h i s  p r a c t i c e  was a more 

l i b e r a l  use  o f  the thumb. The thumb, o f  c o u r se ,  i s  a 

n e c e ssa r y  e x e c u ta n t  in  any such  p a ssa g e  o f  co n tin u o u s  and 

c o n s e c u t iv e  i n t e r v a l s  in  one hand, and a lth ou g h  he d id  not  

advocate  i t s  use  pn b la ck  k e y s ,  th e re  i s  a marked tendency  

f o r  him to  in tr o d u ce  i t  more fr e q u e n t ly  than was p r e v io u s ly  

the p r a c t i c e .  F in g e r  independence i s  a l s o  s t r e s s e d  as a 

r e q u i s i t e  o f  good te c h n iq u e .  T his f a c t  i s  dem onstrated  in  

the In tr o d u c t io n  by the  numerous i n c lu s i o n s  o f  s t u d ie s  

f e a t u r in g  a r p e g g ia te d  d im in ish ed  se v en th  ch ord s.

C lem enti was in  most r e s p e c t s  a r e v o lu t io n a r y  f ig u r e  

in  the  h i s t o r y  o f  p ian o  te c h n iq u e .  H is im portance cannot  

be u n d e re s t im a ted  in  the e v o lu t io n  o f  p i a n i s t i c  s t y l e  during  

the p e r io d .  Howev®r » he was not the summation. D e s p ite  the  

advances made by him and h i s  f o l lo w e r s ,  the s t y l e  was n e v e r ­

t h e l e s s  based  e n t i r e l y  upon f in g e r  tec h n iq u e .  S c a le s ,  

a r p e g g io s ,  broken o c t a v e s ,  and c o n s e c u t iv e  th ir d s  and s i x t h s  

in  one hand are the primary in g r e d ie n t s  o f  the s t y l e .  Arm 

w e ig h t  i s  not a n e c e s s i t y ,  nor i s  i t  encouraged; i t  i s ,  in  

f a c t ,  a c t i v e l y  d isc o u r a g e d  from the b e g in n in g .  C lem enti  

s t a t e s  in  the  I n t r o d u c t io n , under the h ead in g  o f  "P relim inary  

D ir e c t io n s " :
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The hand and arm should  be h e ld  in  an h o r iz o n t a l  
p o s i t i o n ;  n e i t h e r  d e p r e s s in g  nor r a i s in g  the w r i s t  
. . . .  The f i n g e r s  and thumb should  be p la c ed  
over  the k e y s ,  a lways ready to  s t r i k e .  . . . A l l  
u n n ecessa ry  m otion must be avoided .1U

Thereby, the  f in g e r  i s  the  s o l e  g e n e r a to r  o f  the sound. In

t h i s  c o n t e x t ,  i t  i s  not unusual th a t  Clem enti advocated

modern f i n g e r i n g s  o f  s c a l e s ,  w h ile  in  o th e r  ty p e s  o f

passagew ork he r e v e r te d  back to  o ld - f a s h io n e d  f i n g e r i n g

p r a c t i c e s .  The o ld e r  sc h o o l  o f  f i n g e r  tech n iq u e  shaped

many o f  h i s  id e a s  and b i a s e s ,  as i s  ev id en ce d  by a r a th e r

c a s u a l  approach to  e q u a l i t y  o f  the hands. Very few o f  the

e x e r c i s e s  in  the I n tr o d u c t io n  are w r i t t e n  f o r  l e f t - h a n d

p r a c t i c e .  Those th a t  are r e p r e se n t  the stan dard  l e f t - h a n d

p a t t e r n s  o f  the C l a s s i c a l  s t y l e .  The c h a l le n g in g  and o f t e n

awkward passagew ork f o r  the l e f t  hand a s s o c ia t e d  w i t h  the

n in e t e e n t h - c e n t u r y  v ir t u o s o  s t y l e  i s  not r e a l i z e d  ( c f .

B e e th o v e n 's  m id d le -p e r io d  s o n a t a s ) .  C lem enti p a s s e s  over

t h i s  a s p e c t  r a th e r  l i g h t l y  by s t a t i n g :  "Most o f  the

p a ssa g e s  f in g e r e d  f o r  the  r ig h t  hand, may, by the in g e n u ity

and in d u s tr y  o f  the  p u p i l ,  become models fo r  the l e f t . " 1'’

There i s ,  how ever, b a s i c a l l y  no emphasis on t h i s  a s p e c t  o f

t e c h n i c a l  developm ent.

Perhaps the  most c u r io u s  o m iss io n  in  the d i s c u s s io n  

o f  t e c h n i c a l  fundam entals in  d e m e n t i ' s  tu to r  i s  the  use o f

^ I b i d . ,  p .  li+.

l 5 I b i d . ,  p .  19.
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the p e d a l .  The f i r s t  s i x  e d i t i o n s  never  mention any o f  the  

p e d a ls  or  t h e i r  proper u s a g e .  Not u n t i l  1812 , in  the  

se v en th  e d i t i o n ,  i s  the t o p ic  d i s c u s s e d ,  and then o n ly  the  

damper p ed a l  i s  e x p la in e d  and in c lu d e d  s p a r in g ly  in  the  

r e p r e s e n t a t iv e  p r a c t i c e  c o m p o sit io n s  which f o l lo w .

Muzio Clem enti s e t  the tren d s  o f  p ia n o fo r te

tech n iq u e  and s t y l e  moving in  a d i f f e r e n t  d i r e c t i o n .  At

the h e ig h t  o f  h i s  c a r e e r ,  h i s  in n o v a t io n s  were s t a r t l i n g  and

r e v o lu t io n a r y .  At the end o f  h i s  l i f e ,  what had been

r e v o lu t io n a r y  was stan d ard , a ccep ted  p r a c t i c e .  A lthough h i s

fame was e c l i p s e d  by a new type o f  p ian o  v i r t u o s o ,  Pranz

L i s z t ,  Clementi had n e v e r t h e le s s  changed the s p i r i t  and the

comprehension o f  p ian o  s t y l e .  H is u n d erstan d in g  o f  the

c a p a c i t y  o f  the p ia n o fo r te  fo r  in v e n t io n  l e d  him to  t r y  to

im it a t e  on i t  o th e r  m u s ic a l  sounds. His l e g a t o  s t y l e ,  f o r

in s t a n c e ,  was in ten d ed  as an im it a t io n  o f  the human v o ic e .

At an o th er  t im e , p i  Laura asked Clem enti what h i s  i d e a l  was

f o r  p i a n i s t s ,  t o  which he r e p l i e d ,  "To im ita te  w ith  the

sound o f  the  p ia n o ,  the l e g a t o  s t y l e  and grandness o f  the
17organ and the o r c h e s t r a ."  These p r e c e p ts  e x p la in  many o f  

h i s  g o a l s  and id e a s ,  as w e l l  as much o f  what was to  f o l lo w

^ C le m e n t i  responded to  a q u e s t io n  about the c a n ta -  
b i l e  s t y l e  asked by Ludwig B erger  as f o l lo w s :  ". . . he
had adapted the more c a n t a b i l e  and r e f in e d  s t y l e  o f  p e r f o r ­
mance by l i s t e n i n g  a t t e n t i v e l y  t o  s in g e r s  c e le b r a t e d  a t  the  
time . . , A llgem ein e  m u s ik a l is c h e  Z e itu n g  31 (J u ly
1 8 2 9 ):  p .  I4.6 8 .

^ C le m e n ^ i ,  I n t r o d u c t io n , p .  x .

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



17

him. He t r u l y  embraced the Romantic concep t o f  the p ia n o .

Cramer

In l80lp, Johann B a p t i s t  Cramer (1771-1858)  

p u b l ish e d  a group o f  e tu d e s ,  the f i r s t  o f  t h e i r  k in d  on the  

keyboard sc e n e ,  and i n i t i a t e d  the genre p ie c e  based on the 

r e i t e r a t i o n  o f  a t e c h n ic a l  m otive  or p a t te r n .  The e t u d e ’s 

h i s t o r y  has been tr a c e d  to  e a r l i e r  m odels, in c lu d in g  the  

s e v e n te e n th -c e n tu r y  t o c c a t a ,  J .  S . Bach’ s p r e lu d e s  and 

fu gu es  in  the W ell-Tempered C l a v i e r , and c e r ta in  so n a ta s  o f  

Domenico S c a r l a t t i .  C lem enti, to o ,  i s  o f t e n  c r e d i t e d  w ith  

b e in g  the  founder o f  the modern e tu de  through the p u b l ic a ­

t io n  o f  h i s  P re lu d es  and E x e r c is e s  (1 7 9 0 ) .  However, th ese  

e a r l i e r  exam ples d i f f e r  from Cramer’ s s t u d i e s ,  w hich were

. . .  based on a s h o r t ,  r a th e r  rap id  f ig u r e  in  even  
rhythm, m o stly  fo u r  to  s i x  n o te s  in  l e n g th ;  the  
e n t i r e  com p osit ion  then c o n s i s t e d  o f  in e x a c t  r e i t e r a ­
t io n s  o f  the f ig u r e  in  v a r io u s  forms o f  seq u en ce , o f  
change o f  k ey , or  w ith  an o c c a s io n a l  s l i g h t  
a l t e r a t i o n  o f  i n t e r v a l .  The etude  was not r ig o r o u s ly  
r e s t r i c t e d  to  i t s  b a s ic  f i g u r e ;  v a r ia n t  f i g u r e s  were 
som etimes in t r o d u c e d .18

I t s  sound was a co n t in u o u s  b a t te r y  o f  rap id  n o te s  in  f l o r i d

p a s s a g e s .  But as Arthur L o e sse r  o b s e r v e s ,  "The e tu d e s

em phasized the k i n e s t h e t i c  and harmonic e lem en ts  o f  music

rather than the melodic or rhythmic. The latter is the

-^ L o e ss e r ,  Hen, Women, p. 25ip.

19I b i d . ,  p . 255 .
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f e a tu r e  o f  Cramer’ s e tu d e s  which t r u l y  d i s t i n g u i s h e s  them 

from ”l e s s o n s ” or etude  ty p es  o f  c o m p o sit io n s  w r i t t e n  

e a r l i e r .

The e tu de  became synonymous w ith  c e r t a in  m a n i fe s ta ­

t i o n s  which e v e n t u a l ly  d e f in e d  the form and s t y l e .  The 

co n d en sa t io n  o f  m a t e r ia l ,  or fragm en ta tion  based on 

t e c h n i c a l  schem es, imposed c e r t a in  r e s t r i c t i o n s  on the range 

o f  em otions in  the  c o m p o s it io n .  The p r a c t i c a l ,  r a th e r  than  

the m u s ic a l ,  i s  the c o n t r o l l i n g  agent o f  c r e a t io n ,  making 

the e tu de  a p r a c t i c e  p ie c e  r a th e r  than a profound m u s ica l  

c o m p o s it io n . I t  was equated  w ith  f in g e r  d e x t e r i t y ,  

improvement o f  c o o r d in a t io n ,  and the b u i ld in g  o f  p h y s ic a l  

endu ran ce . The p o p u la r i ty  o f  Cramer’s e tu d e s  as t o o l s  o f  

stu d y  and m uscu lar  improvement i s  r e a d i l y  u n d e r s ta n d a b le .  

P iano i n s t r u c t i o n  had u n t i l  t h i s  p o in t  c o n c e n tr a te d  on 

tech n iq u e  apart from perform ance. I s o la t e d  s c a l e  and 

a r p eg g io  p r a c t i c e  q u ic k ly  l e d  to  boredom, but w ith  the advent  

o f  c o m p o sit io n s  d e s ig n e d  s o l e l y  f o r  t e c h n i c a l  p u r p o se s ,  the  

ta s k  o f  p r a c t i c in g  t e c h n i c a l  e x e r c i s e s  became l e s s  w e a r i ­

some. Furtherm ore, th e se  c o m p o sit io n s  were a c c e p ta b le  as 

perform ance m a t e r ia l .  T h er e fo r e ,  the  hours endured in  t h e i r  

p r a c t i c e  produced r e s u l t s  th a t  c o u ld  be dem onstrated  in  

p u b l i c .

P r o f e s s i o n a l  v i r t u o s i  a l s o  r e a l i z e d  the in h e r e n t  

o p p o r t u n i t i e s  in  t h i s  type o f  p i e c e .  The e tu de  was q u ic k ly  

adapted to  d i s p la y s  o f  un u su a l t e c h n i c a l  accom plishm ent and
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even t r i c k s  during  perform an ces . The v i r t u o s i  not o n ly  p e r ­

formed cu rren t  e tu d e s  f a m i l i a r  to  s tu d e n ts  o f  the p ia n o ,  

but a l s o  composed new ones d e s ig n e d  e s p e c i a l l y  fo r  t h e i r  

p a r t i c u la r  t e c h n i c a l  s t r e n g t h s .  A udiences en joy ed  th e se  

m uscular d i s p l a y s ,  and e v e n t u a l ly  clamored f o r  t h e i r  p e r ­

formance and p u b l i c a t i o n .  The e tu d e  as used  by v i r t u o s i  as 

a way to  fame and fo r tu n e  a l s o  v a r ie d  i t s  developm ent in  a 

s l i g h t l y  d i f f e r e n t  d i r e c t i o n .  A lthough b eg in n in g  as a com­

p o s i t i o n  w hich in c o r p o r a te d  the cu rren t  t e c h n ic a l  lan g u a g e ,  

i t  became the avenue fo r  e x p lo r a t io n  and n ove l d e s ig n s ,  

e v e n t u a l ly  d e f in in g  e new p ia n ism . Adolph K ullak  d e s c r ib e s  

t h i s  phenomenon in  the f o l lo w in g  way:

But a l l  p r o g r e ss  depends upon i n t e l l e c t u a l  p e r c e p t io n ,  
and a l l  p e r c e p t io n  upon c l o s e r  a t t e n t io n  to  d i s t i n c ­
t i o n s :  Thus the  developm ent o f  tech n iq u e  was fu r th e r e d
by ta k in g  up each  o f  i t s  d e t a i l s  s e p a r a t e ly ,  and 
t r a i n in g  to  the  very  h e ig h t  o f  p e r f e c t i o n . 2®

As the ’’d e t a i l s ” o f  the  tech n iq u e  became more e x p l o i t e d ,  the  

appearance o f  more and more n o v e l  e f f e c t s  and com binations  

grew. Technique as a gym nastic  e n t i t y  p r o p e l le d  the  

m uscular language o f  the p ian o  i n t o  a new realm  o f  d i f f i ­

c u l t y  and c o m p lex ity  o f  demands.

Cramer’ s p r o d u c t iv e  p e r io d  l i e s  p r e c a r io u s ly  between  

the o ld  and the new s t y l e s  o f  p ia n o f o r te  p la y in g .  As a 

p u p i l  o f  C lem enti in  1783 end 1781+, i t  was not un usual th a t  

he sh ou ld  c u l t i v a t e  the  l e g a t o ,  c a n t a b i l e  s t y l e  in  h i s

20B i e ,  H is t o r y , p . 207.
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p la y in g .  H is e x p r e s s i v e ,  even touch  was g r e a t l y  admired by 

h i s  c o l l e a g u e s  and the p u b l ic  a l i k e .  Ignaz M oscheles d e s ­

c r ib e s  h i s  p la y in g  th u s:

Those t h i n ,  w e l l - s h a p e d  f i n g e r s  are b e s t  s u i t e d  f o r  
l e g a t o  p la y in g ;  th ey  g l i d e  im p e r c e p t ib ly  a lon g  from 
one key to  the  o t h e r ,  and w herever p o s s i b l e ,  a vo id  
o c ta v e  as w e l l  as s t a c c a t o  p a s s a g e s .  Cramer s in g s  
op the  p ian o  in  such a manner th a t  he a lm ost t r a n s ­
forms a Mozart andante i n t o  a v o c a l  p i e c e . 21

D e sp ite  t h i s  Romantic c u l t i v a t i o n  o f  tone and c a n t a b i l e  

s t y l e ,  Cramer n e v e r t h e le s s  was q u ite  C l a s s i c a l  in  h i s  o u t ­

lo o k  as a m u s ic ia n .  H is d e v o t io n  to  the music o f  J .  S.

Bach undoubted ly  had i t s  e f f e c t  on h i s  approach. A lthough  

h i s  e tu d e s  a c te d  as a c a t a l y s t  in  the in c r e a s in g  a c c la im  o f  

m uscular gym n astic s  a t  the  keyboard, h i s  in t e n t i o n  was to  

p la c e  tech n iq u e  in  the realm o f  m usic-m aking, not v ic e  

v e r s a .

Cramer sp e n t  most o f  h i s  l i f e  in  London as a p e r ­

former and t e a c h e r .  H is a b i l i t y  as a v ir tu o so -p e r fo r m e r  o f  

the h i g h e s t  ord er  was w i t n e s s e d  by B eeth oven , who r e p o r te d ,

acco r d in g  to  R ie s ,  t h a t  Cramer was the o n ly  p i a n i s t  o f  h i s
22time and th a t  " a l l  the  r e s t  count f o r  n o th in g ."  U n lik e  

most t r a v e l l i n g  v i r t u o s i  o f  h i s  t im e ,  Cramer perform ed music  

which he had not composed. He r ev e re d  such o ld  m asters  as 

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

PISchonberg, P i a n i s t s , p .  62 .
PP

• I b i d . ,  p .  60 .
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p la y e d  t h e i r  works, a lth o u g h  t h i s  was not the p r e v a i l i n g  

f a s h io n .

Cramer the pedagogue a l s o  l e f t  h i s  mark in  the

d i d a c t i c  l i t e r a t u r e  o f  the p e r io d .  A lthough h i s  fame la y

w ith  h i s  s t u d ie s  and e t u d e s , ^  he a l s o  p u b lish e d  h i s  own

book o f  p ian o  m ethodology, C rosse  p r a k t is c h e  P ia n o fo r te

Schule  (1 8 1 0 ) .  T h is  work, b e s id e s  b e ing  e x t r a o r d in a r i ly

e lem en ta ry  in  i t s  trea tm en t o f  the s u b j e c t ,  was a l s o

u n u su a l ly  c o n s e r v a t iv e  by the time o f  i t s  p u b l i c a t i o n .  I t

r e l i e d  h e a v i ly  on e a r l i e r  ty p e s  o f  p ia n o -s tu d y  m ethods, most

n o ta b ly  d e m e n t i ’ s I n t r o d u c t io n . At the end o f  the cen tu ry

Cramer’ s P ia n o fo r te  Schule  was beyond b e ing  m erely  p a s s / ;
2k

i t  had "become u s e l e s s . "  I t  was d iv id e d  i n t o  f i v e  p a r t s ,  

ea ch  d e a l in g  w ith  some b a s ic  a s p e c t  o f  p ia n o fo r t e  p la y in g .

I t  fo cu se d  on the b eg in n in g  s tu d e n t ;  d e s c r ip t io n s  o f  proper  

s i t t i n g  p o s i t i o n ,  f in g e r in g  p a t t e r n s  on a very  b a s ic  l e v e l ,

and e le m en ts  o f  the proper "rendering" o f  c o m p o sit io n s  were
25c o n ta in e d  in  i t s  t e x t .  I t  in c lu d e d  o r i g i n a l  e t u d e s ,  but 

i t s  id e a s  were not new. I t s  a n t iq u i t y  i s  most a p p r e c ia b ly  

i l l u s t r a t e d  by the f a c t  th a t  the f i v e  r u le s  quoted by

2 ̂ 4.2 S tu d ie s  ( I 8.OI4.) : 814. S tu d ie s  in  Two P a r ts  o f  ij.2 
E ach; 16 n o u v e l le a ~ ^ tu d e s , Op. o l ;  Schule der G e lU u f iR k e it ,
Op. 10T57

2l4B i e ,  H is t o r y , p .  211 .
25Theset e tu d e s  had been p u b l ish e d  s e p a r a t e ly  as the  

Schule  d er  G e l a u f j g k e i t , Op. 1 00 , and a l s o  com prise the  
second p a r t  o f  the  C rosse  P ia n o fo r t e  S ch u le .
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Cramer a p p ly in g  t o  the a r t  o f  p e d a l l in g  are s i m i la r  t o  Adam's 

Method o f  1802 .

During the l a s t  y e a rs  o f  h i s  l i f e  Cramer w itn e s s e d  

an e x p lo s io n  o f  t e c h n i c a l  v i r t u o s i t y  which f a r  su rp a ssed  

h i s  a b i l i t i e s  a t  t h e i r  b e s t .  Many o f  h i s  adoring  adm irers  

were a s to n is h e d  when in  l a t e r  y e a r s  the  man who had been 

the  epitom e o f  s t y l e ,  s u a v i t y ,  c a n t a b i l e ,  c le a n n e s s ,  and 

c o r r e c t n e s s  was found to  be la c k in g  by the new s ta n d a r d s .  

Cramer, t o o ,  r e a l i z e d  t h a t  the w orld  had changed d r a s t i c a l l y ,  

and not n e c e s s a r i l y  f o r  the b e t t e r .  He i s  quoted as having  

s a id :  "That m usic i s  to o  s tr o n g  f o r  my poor e y e s ,  f o r  my

s e r v i l e  f i n g e r s .  Form erly p ia n o  p la y in g  was m ighty  good  

|*f o r t  b i e n j , now i t ’ s good and m ighty  [ b ie n  f o r t j . " ^

Cramer had c o n tr ib u te d  t o  the ongoing p u r s u i t  o f  t e c h n ic a l  

d i s p l a y  in  the  co m p o sit io n  o f  h i s  e tu d e s ,  but a c te d  as an 

a gen t o f  th e  p a s t  in  h i s  p e d a g o g ic a l  c o n c e p ts .

Hummel

As Cramer was a d i s c i p l e  o f  C lem en ti ,  so  Hummel was 

the  protege' o f  M ozart. Johann Nepomuk Hummel (1778 -183 7 )  

em igrated  from Hungary t o  Vienna when he was s t i l l  a young 

boy. Soon a f t e r  h i s  a r r i v a l  in  V ienna, Mozart d is c o v e r e d  

him, o f f e r e d  to  te a c h  him, and Hummel t h e r e a f t e r  was t r a n s ­

p la n te d  t o  M ozart’ s home, where he s t u d ie d  w ith  th e  g r e a t

p i
Quoted in  Schonberg, P i a n i s t s , p .  6 3 .
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m aster  f o r  two y e a r s .  In U& 7,  Hummel debuted in  a c o n c e r t  

sponsored  by M ozart, a f t e r  w hich he launched  a very  s u c c e s s ­

f u l  to u r in g  c a r e e r .  E v e n tu a l ly  h i s  perform ing o a r ee r  

encompassed a l l  o f  Europe and l a s t e d  most o f  h i s  l i f e .

Hummel was the summation and f i n a l  s ta tem en t  o f  the o ld  

V iennese  S ch oo l o f  p ia n o f o r te  p la y in g .  M ozart's  s t y l e  o f  

p ian ism  was co n t in u ed  and brought t o  the g r e a t e s t  degree  

o f  b r i l l i a n c e  through the  c a r e e r  o f  Hummel.

During the  e a r ly  n in e te e n th  cen tu ry  Hummel's name 

was synonymous w ith  v ir tu o s ' ic  b r i l l i a n c e .  Contemporary

accou n ts  p r a i s e  h i s  p la y in g  f o r  i t s  " c l a r i t y ,  ev en n ess  and
27s te a d y  rhythm." Czerny w r o te ,  "Never b e fo r e  had I heard  

such  n o v e l  and d a z z l in g  d i f f i c u l t i e s ,  such c l a r i t y  and 

e le g a n c e  in  perform ance, or such  in t im a te  and ten d e r  e x p r e s -
pQ

s i o n ,  or  even  such  good t s s t e  in  im p r o v is a t io n ."  The 

l a t t e r  p o in t  i s  t y p i c a l .  I t  was probab ly  through h i s  

e x tr a o r d in a r y  powers o f  im p r o v is a t io n  th a t  Hummel c r e a te d  

and in tro d u ced  so  many t e c h n i c a l  in n o v a t io n s .  Spohr 

r ec o u n ts  h av in g  heard Hummel im p rov ise  as f o l l o w s :  "He

retu rn ed  t o  the  g a la n t  s t y l e  and in  c o n c lu s io n  p a sse d  i n t o
29bravura such  as even from him seldom  has been h eard ."

Henry F o t h e r g i l l  C horley  d e s c r ib e d  Hummel's p la y in g  as

2 ? I b i d . ,  p .  106 .

28I b id .

29I b i d . ,  p .  108.
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"unimpeachable beauty  o f  tone and e x e c u t io n  . . . anim ated  

by the  h ig h  s p i r i t  o f  the  sou th  , . . ," 3® The sou thern  

in f lu e n c e  in  Hummel's p la y in g  i s  a t t r i b u t a b l e  t o  the  I t a l i a n  

C lem en ti ,  who i n s t r u c t e d  Hummel during  the l e t t e r ' s  f i r s t  

London to u r .

Hummel’ s in f lu e n c e  en ve lop ed  the c o n c e r t  w orld  from 

Vienna and the German-speaking w orld to  London and S t .  

P e te r sb u r g .  H is r e p u ta t io n  as a pedagogue, how ever, was 

d is se m in a te d  by h i s  p u p i l s ,  the most im portant b e in g  

Czerny, H i l l e r ,  H e n s e l t ,  and T h alb erg .

A lthough Hummel’ s K la v ie r s c h u le : a u s fu h r l ic h e

t h e o r e t i s c h p r a k t i s c h e  Anweisung zum P ia n o f o r t e s p ie l  vom 

e r s t e n  E lem entar-TTnterricht an b i s  zur vollkom m ersten  

Ausbildung was p u b l ish e d  as l a t e  as 1828, i t  undoubted ly  

r e p r e s e n t s  a summery accou nt o f  h i s  co n cep ts  and g o a ls  

throughout h i s  c a r e e r .  Hummel’s volum inous c o n tr ib u t io n  to  

the  m ethodology o f  i n s t r u c t i o n  encompassed many a s p e c t s  o f  

p ia n o fo r t e  p la y in g .  Thomas P ie ld e n  has observed  th a t  

"Hummel was more d i r e c t e d  to  p r e p a r in g  the p i a n i s t  f o r  

fu tu r e  t e c h n i c a l  en co u n ters  r a th e r  than conquering  what had 

been w r i t t e n  b e f o r e ." 3'*' Hummel’ s v e h i c l e  toward t h i s  end 

was th e  p ian o  e x e r c i s e .  In f a c t ,  he has been c r e d i t e d  as

30I b i d . ,  p .  109 .
31Thomas P ie ld e n ,  "The H is to r y  o f  the  E v o lu t io n  o f  

P ia n o f o r t e  T e c h n i q u e P ro c ee d in g s  o f  Music A s s o c ia t io n  59 
(1 9 3 3 ) :  U2.
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b e in g  "the in v e n to r  o f  the modern p ian o  e x e r c i s e ."  He 

in c lu d e d  in  h i s  K la v ie r s c h u le  over  two thousand m u s ic a l  

e x e r c i s e s ,  o f  which two hundred were o f  the f i v e - f i n g e r  

ty p e .  In  t h i s  r e s p e c t ,  Hummel’ s sc h o o l  i s  d i s t in g u i s h e d  

from former s c h o o ls  by the f a c t  th a t  i t  e s t a b l i s h e d  a new 

concep t o f  p ia n o f o r t e  s tu d y . T e n a c ity  snd thorough ness were 

primary f a c t o r s  ip  the approach. The f i r s t  two volumes 

alone  c o n s i s t e d  o f  e x e r c i s e s  d e s ig n ed  f o r  th ree  hours o f  

se p a r a te  p r a c t i c e  b efo re  c o n t in u in g  to  the m u s ic a l  com posi­

t i o n s  .

Hummel’ s e x e r c i s e s ,  though u s e f u l  and p r e c i s e  in  

t h e i r  i n t e n t ,  were n o t ,  how ever, arranged in  any p r o g r e s s iv e  

o r d e r .  The com posite  o f  v a r io u s  m echan ica l problems  

p r e se n te d  in  a random order  posed problems o f  vary in g  

d i f f i c u l t y  w ith in  the same s e c t i o n .  Often the  s k i l l s  

acq u ired  in  e a r l i e r  e x e r c i s e s  were not needed in  l a t e r  s e g ­

m ents; or  in  b eg in n in g  segm en ts, more demanding e x e r c i s e s  

were in s e r t e d  a lo n g  w ith  th o se  o f  an e lem en tary  n a tu re .

This la c k  o f  o r g a n iz a t io n  i n t e r f e r e d  w ith  the  e f f i c i e n c y  o f  

m echan ica l p r o g r e s s ,  and showed a la c k  o f  i n s i g h t  in t o  

p r a c t i c a l  m a t te r s ,

Hummel's K la v ie r s c h u le  d id  sy m b o liz e ,  how ever, a 

m eshing o f  the  o ld  and the new. The p u p i l  o f  Mozart and

^ A d o lp h  K u lla k , The A e s t h e t i c s  o f  P ia n o f o r t e - 
P la y in g  ( I 8 7 6 ) (Nev York: Da Capo P r e s s ,  1 9 7 2 ) ,  p . 62 .
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d e m e n t i  had p r o f i t e d  from both . Mozart f ir m ly  im planted  

the more c o n s e r v a t iv e  approach to  p h y s i c a l  problem s; t h e r e ­

f o r e ,  in  the K la v j e r s c h u le , Hummel’ s comments about p h y s ic a l  

movements r e v e r t  to  i s o l a t i n g  the  f in g e r s  and hand from the  

w r i s t  and arm. He s t a t e s ,  "The m uscles  o f  the hands and 

arms must be q u i te  f r e e  from c o n s t r a i n t ,  o n ly  be e x e r te d
33so f a r  as i s  n e e d fu l  to  carry  the  f in g e r s  w ith o u t  l a x n e s s . ' 1 

Though t h i s  s ta tem en t does emphasize f i n g e r  te c h n iq u e ,  i t  

n e v e r t h e le s s  in tr o d u c e s  a f a c t o r  not m entioned in  p r e v io u s  

m eth o d s--th e  id e a  o f  r e l a x a t io n .  Hummel’s acc la im ed  

v i r t u o s i t y  and f l e e t n e s s  a t  the keyboard a t  once ta k es  on 

a new meaning, freedom . His e x p la n a t io n  o f  hand p o s i t i o n  

and f i n g e r  m an ip u la tio n  warns a g a in s t  any tendency toward 

p r e s s in g  or  thumping, but ad vo ca tes  a freedom o f  tone  

produced by the r e la x e d ,  c o n t r o l l e d  s t r e n g th  o f  the  mecha­

nism . He a l s o  d is c o u r a g e s  the approach to  the key w ith  a 

h ig h  w r i s t ,  c la im in g  th a t  t h i s  produces a weak, lame 

s t y l e .  I n s te a d ,  he ad vo ca tes  a round hand (tu rn ed  outw ard),  

from w hich the f i n g e r s  move f r e e l y ,  a v o id in g  any h ig h  

l i f t i n g  o f  the in d iv id u a l  f i n g e r s .

In  the second p a r t  o f  the K la v je r s c h u le  are ten  

c h a p te rs  d e a l in g  e x c l u s i v e l y  w ith  v a r io u s  r u le s  o f  f i n g e r ­

in g .  Many o f  the  t i t l e s  t r e a t  q u e s t io n s  in  an o ld - fa s h io n e d  

manner, but a few ch a p te rs  are concerned  w ith  newer co n cep ts

• ^ I b i d . , p . 6J4.
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o f  keyboard t r a v e l ,  such as ’’Use o f  the Thumb and F i f t h  

F in g e r  on the  B la ck  Keys" or " D is tr ib u t io n  o f  P a r ts  between  

the Hands. "3 -̂ Those t i t l e s  i n d ic a t e  a gradual growth in  

the demands p la c e d  on the  p i a n i s t ,  many o f  which were 

c e r t a i n l y  the  r e s u l t  o f  Hummel’ s con tin u ou s  ex p er im en ta ­

t io n  w ith  the  p o s s i b i l i t i e s  o f  the in s tr u m e n t .  The use  of  

the extrem e range , as w e l l  as a l l  o f  the in t e r v e n in g  

o c t a v e s ,  i s  d i r e c t l y  a t t r i b u t a b l e  to  Hummel. Oscar B ie  

p r a i s e s  h i s  in v e n t iv e n e s s  in  t h i s  way:

And thus comes to  p a ss  the g r e a t  m ir a c le ,  th a t  by 
means o f  the utm ost c o n c e iv a b le  c o m b in a t io n s , by 
means o f  the hundred chrom atic  s u b t l e t i e s ,  m u s ica l  
f i g u r e s  are formed which no composer had p r e v io u s ly  
in v e n te d ,  and which l e a d  on to  s o u n d -e f f a c t s  never  
b efo re  s u s p e c t e d .35

The t h ir d  p a r t  o f  the K la v je r sc h u le  d e a ls  w ith  the  

"rendering" o f  c o m p o s it io n s .  In t h i s  s e c t i o n  Hummel's 

in d e b te d n e ss  to  h i s  s tu dy  w ith  C lem enti i s  most e v id e n t .

The l e g a t o  s t y l e  i s  em phasized and d e t a i l e d .  Hummel s p e c i ­

f i e s  th a t  an Adagio must be p la y ed  w ith  the o v e r la p p in g  o f  

t o n e s ,  He, l i k e  C lem enti, c o n s id e r s  the v o c a l  model the  

i d e a l ,  and s u g g e s t s  th a t  s in g in g  sh ou ld  be p a r t  o f  o n e 's  

m u sic a l  t r a i n i n g .  Hummel's agreement w ith  C lem enti and 

Mozart ex te n d s  to  the use o f  the p e d a l s .  On t h i s  s u b j e c t ,  

Hummel borders on the n e g a t iv e ,  and la  more c o n s e r v a t iv e  

than the g e n e r a l  custom o f  the day* He s t a t e s :

^ K u l l a k ,  A e s t h e t i c s , p . 6if.,

3 % l e .  H is t o r y , p . 212.
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Mozart and C lem enti d id  not need t h i s  h e lp  to  win 
fame as the most e x p r e s s iv e  p la y e r s  o f  t h e i r  p e r io d .
The use o f  the  p e d a ls  ca n n o t, to  be su r e ,  be 
e n t i r e l y  av o id ed , e s p e c i a l l y  th a t  o f  the loud  p ed a l  
in  slow  tempo, where the melody u n fo ld s  i t s e l f  on a 
broad, harmonic f o u n d a t io n .3°

Beethoven

Hummel’ s o b s e r v a t io n s  and co n cep ts  o f  p ian o  t e c h ­

nique in  many ways r e p r e se n t  the cu lm in ation  o f  a s t y l e  

in h e r i t e d  from Mozart and C lem enti. I t  was based on the  

c r i t e r i o n  o f  e le g a n c e  and was i l l u s t r a t e d  by s c a l e  or  

arp eg g io  p a s sa g e s  which d w elled  on f in g e r  d i s p l a y .  R e f in e ­

ment and beauty  o f  tone were paramount. But the id e a s  o f  

pian o  s t y l e  changed q u ic k ly ,  and w ith  them, i t s  te c h n iq u e .  

One o f  the prime reason s f o r  t h i s  change was Ludwig van 

B eethoven (1 7 7 0 -1 8 2 7 ) .

B e e th o v e n ’s t r a in in g  during h i s  yo u th , u n l ik e  th a t  

o f  the o th e r  p i a n i s t s  c o n s id e r e d  in  t h i s  s tu d y ,  emphasized  

the su b stan ce  o f  n ju sica l th o u g h t. H is s c h o o l in g  w ith  the  

co u r t  o r g a n i s t ,  C h r is t ia n  G o tt lo b  N eefe , c o n c e n tr a te d  on 

J . S . B ach’ s Well-Tempered C la v ie r , as w e l l  as a thorough  

stu d y  o f  C. P. E. B ach’ s t r e a t i s e ,  The True Art o f  P la y in g  

Keyboard In s tr u m e n ts . B e e th o v e n 's  e a r ly  i n s t r u c t i o n  in  the  

art o f  improvisation, sight-reading, end realization of 
thorough bass undoubted ly  d i r e c t e d  h i s  mind toward areas

^ K u l la k ,  A e s t h e t i c s , p . 66 .
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which were a n t i t h e t i c a l  to  s t r i c t  performance p h i lo so p h y .

His p la y in g  was aimed a t  r e v e a l in g  the m u s ic a l  id e a ,  the

form al s k e le to n  o f  the c o m p o s it io n .  U n lik e  o th e r  p i a n i s t s

o f  the day, h i s  performance was not aimed a t  beauty o f

e x e c u t io n .  This o r i g i n a l  approach was p o in te d  out by Carl

Ludwig Junker in  1791 , when he s t a t e d  th a t  B e e th o v e n 's

p la y in g  " d i f f e r s  g r e a t l y  from the  u su a l  method o f  t r e a t i n g

the p ia n o ,  th a t  i t  seems as i f  he had s tr u c k  out an
37e n t i r e l y  new path  fo r  h im s e l f ."  What e x a c t l y  t h i s  new 

p ath  was i s  d i f f i c u l t  to  determ ine b eca u se , a lth o u g h  he 

in ten d ed  to  w r ite  h i s  own p ian o  method, he never d id .  The 

i n t e n t  and g o a ls  o f  h i s  pedagogy must, t h e r e f o r e ,  r e s u l t  

from p ie c i n g  to g e th e r  accou n ts  o f  h i s  p la y in g  and r e c o l l e c ­

t i o n s  o f  h i s  s tu d e n ts  and c lo s e  f r i e n d s .

B e e th o v e n 's  e a r ly  fame in  Vienna was based on h is

performance a t  the p ia n o . There a r e ,  f o r t u n a t e ly ,  many

accou n ts  o f  h i s  s t y l e ,  u s u a l ly  em ploying such terms as

"rough," " f ie r y  e x p r e s s io n ,"  "dram atic ,"  " p a s s io n a te ,"  and

" e n e r g e t ic ."  G e n e r a l ly ,  the im p ress io n  r e c e iv e d  from th e se

d i f f e r e n t  commentaries i s  th a t  B e e th o v e n 's  p la y in g  was

based on the e x p r e s s iv e  i n t e n t  o f  the m u sic . The con cep t

he ta u g h t  r e f l e c t s  t h i s ,  a cco rd in g  to  R ie s :

I f  I  m issed  som ething in  a p a ssa ge  or  i n c o r r e c t ly  
p la y e d  n o te s  and le a p s  which he wanted to  have  
c o n s i s t e n t l y  a c c u r a te ,  he seldom s a id  a n yth in g; on ly

37
Schonberg, P i a n i s t s , p . 73*
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i f  I  showed a la c k  in  e x p r e s s io n ,  in  c r e s o e n d i , e t c . ,  
or in  the c h a r a c te r  o f  the p ie c e  d id  he become 
aro u sed , b e c a u se ,  he s a id ,  the  form er i s  an a c c id e n t ,  
the  l a t t e r  a la c k  o f  knowledge, f e e l i n g ,  or  a t t e n ­
t i o n .  The former happened q u ite  o f t e n  t o  him, when 
he p la y ed  in  p u b l i c . 3 °

The e x p r e s s iv e  s t y l e  o f  B e e th o v e n 's  p la y in g  produced a new

and very  dram atic  approach to  the in s tr u m e n t .  B eethoven

was rep uted  to  have broken "more p ian os than anybody in

V i e n n a . Anton R eicha documents a performance by

Beethoven  f o r  w hich he was asked to  turn  p a g e s .  R eicha

r e l a t e s :

But I  was m o st ly  occu p ied  in  wrenching the  s t r i n g s  
o f  the  p ia n o fo r te  which snapped, w h ile  the  hammers 
s tu ck  among the broken s t r i n g s .  B eethoven  i n s i s t e d  
on f i n i s h i n g  the  c o n c e r to ,  and so  back and f o r t h  I 
le a p e d ,  je r k in g  out a s t r i n g ,  d i s e n t a n g l in g  a hammer, 
tu r n in g  a p a g e ,  and I  worked harder than B e e th o v en . 4-0

Though th e  p ia n o s  s u f f e r e d ,  th e  a u d ien ces  responded . Czerny

wrote s

In w hatever  company he m ight chance to  be , he knew 
how t o  produce such  an e f f e c t  upon ev ery  h e a r er  th a t  
f r e q u e n t ly  not an eye  remained d ry , w h ile  many would  
break o u t  i n t o  lo u d  so b s;  f o r  th e re  was som ething  
w onderfu l in  h i s  e x p r e s s io n  in  a d d it io n  t o  the  beauty  
and o r i g i n a l i t y  o f  h i s  id e a s  and h i s  s p i r i t e d  s t y l e  
o f  ren d er in g  them.^-L

^®Kennetb Drake, The Son atas o f  B eethoven  (C in c in ­
n a t i :  Music Teachers N a t io n a l  A s s o c ia t io n ,  1^727* P« h*

^Scbonberg, Pianists, p. 7h»
k°ibid.

^ C z e r n y ,  On the  Proper Performance o f  A l l  
B e e th o v e n 's  Works f o r  th e  P la n o , e d . P au l Badura-Skoda  
{V ien n a : W ierner U r te x t  Ausgabe, 1 9 7 0 ) ,  p . l 8 f?.

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



31

There i s  l i t t l e  doubt th a t  B eethoven was s h i f t i n g  the

emphasis o f  i n t e r p r e t a t i o n  from the p r o p r i e t i e s  o f  " t a s t e ”

to  the  a r t  o f  " e x p r e s s io n ,"  and in  t h i s  s e n s e ,  he was a

Romantic p i a n i s t .

T h is e x p r e s s iv e  a b i l i t y  was produced by v a r io u s

means. T e c h n ic a l ly ,  B eethoven  cou ld  t r a v e l  as f a s t  and as

b r i l l i a n t l y  as any o th e r  v ir t u o s o  o f  the day. C e r ta in ly ,

h i s  e a r ly  c o n c e n tr a t io n  on B a ch 's  c o n tra p u n ta l  m usic

d eve lop ed  h i s  f i n g e r  f a c i l i t y .  But when i t  came to

a ccu ra cy , B eethoven  showed a marked tendency t o  s t r e s s  the

e x p r e s s iv e  over  the  f i n g e r - c o r r e c t .  Czerny e x p la in s  th a t

B eethoven  had l i t t l e  p a t ie n c e  fo r  p r a c t i c in g  and fu r th e r

"had no time f o r  the  e x e r c i s e s  w h ich  were d iv o r c e d  from
U.2m u sic a l  p u rp o se ."  In the realm o f  to u ch , B eethoven  had 

a p p a re n t ly  a l s o  d ev e lo p ed  a r e f in e d  c a n t a b i l e  s t y l e .  Czerny 

r e l a t e s :  "Beethoven h im s e l f  was, in  h i s  day, one o f  the

g r e a t e s t  p i a n i s t s ,  and u n su rp a ssa b le  in  l e g a t o  p la y in g ,  in
tIk3

A dagio, in  fu g u e s ,  and p a r t i c u l a r l y  in  h i s  im p r o v is a t io n s ."  

Along w ith  t h i s  manner i n v e s t i g a t i o n  r e v e a ls  he was q u ite  

l i b e r a l  in  the u se  o f  the  p e d a l .  Czerny s a y s ,  "He used  a 

l o t  o f  p e d a l ,  much more than i s  in d ic a t e d  in  h i s  works.

^ D r a k e ,  S o n a ta s , p . 15 .

^ C z e r n y ,  Ferform ance, p .  3 2 .

^ I b i d . ,  p . 16 .
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Even h i s  s c o r e s  e v id e n c e  an ob v iou s e x p e r im en ta t io n  w ith  

p e d a l e f f e c t s ,  as f o r  in s ta n c e  in  h i s  Sonata in  D m inor,

Op. 31 , No. 2 .  But probab ly  th e  most remarkable accou nt o f  

B e eth o v en 's  p ed a l usage  comes from Czerny, who r ep o r ted  in  

1803 th a t  he heard B eethoven p la y  the e n t i r e  s low  movement 

o f  h i s  C minor c p p c e r to  w ith  the p ed a l  h e ld  down.

In regard  to  dynam ics, B e e th o v e n 's  s c o r e s  run the  

gamut from f f  t o  ppp. In the th ir d  volume o f  the  P iano  

S c h o o l , Op. 500, Czerny e x p la in s  in  d e t a i l  what each  dynamic 

sh ou ld  mean and how i t  sh ou ld  sound. B e e th o v e n 's  concern  

w ith  dynamics o f t e n  produced angry l e t t e r s  t o  h i s  p u b l i s h e r s  

adm onishing them f o r  in a c c u r a c ie s  in  h i s  s c o r e s .  Czerny 

r e l a t e s  th a t  one unbreakable  r u le  in  B e e th o v e n 's  te a c h in g  

was t h a t  "in the performance o f  h i s  works, (and g e n e r a l ly  

in  a l l  c l a s s i c a l  a u t h o r s ) , the p la y e r  must by no means a l lo w  

h im s e l f  t o  a l t e r  the c o m p o s it io n , nor to  make any a d d it io n  

or a b b r e v ia t io n ."  I f  B eethoven  obeyed t h i s  r u l e ,  i t  i s  

very  u n d erstan d a b le  th a t  he sh ou ld  have been i n t e n s e l y  con­

cerned  w ith  accu racy  in  h i s  p u b lish e d  s c o r e s .

In  the  realm o f  tempo, R ie s  i n d ic a t e s  th a t  B eethoven  

p r e fe r r e d  a s t e a d y ,  a lm ost s t r i c t  tempo, w ith  o n ly  o c c a ­

s i o n a l  l i b e r t i e s  f o r  e x p r e s s iv e  p u r p o se s .  S c h in d le r ' s  

remembrance o f  B e e th o v e n 's  p erform ances , how ever, and

^ I b i d . ,  p .  3 2 .
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k 6p a r t i c u l a r l y  o f  Op. 11*, No. 1 ,  i n d ic a t e s  the  o p p o s i t e .

I f  a n y th in g , S c h in d le r ’ s d e s c r ip t io n  i n d ic a t e s  an e x te n s iv e  

freedom o f  the p u lse  f o r  e x p r e s s iv e  p u r p o se s .  C zerny’s 

remarks on t h i s  tp p ic  concur w ith  S c h i n d l e r ' s .

B eeth oven *s method o f  i n s t r u c t i n g  s tu d e n ts  began

w ith  the  fundam ental f in g e r -w o r k .  Czerny r e l a t e s  th a t  h i s

f i r s t  l e s s o n s  w ith  B eethoven  c o n s i s t e d  o f

. . . s c a l e s  in  a l l  keys through which B eethoven  
tau gh t him th e  c o r r e c t  p o s i t i o n  o f  the hands and 
f i n g e r s ,  and above a l l ,  the use o f  the thumb, 
p r a c t i c e s  w hich , a cco rd in g  to  Czerny, were unknown 
to  most p la y e r s  o f  the t im e . T h e r e a f te r ,  B eethoven  
proceeded  to  the  p r a c t i c e  p i e c e s  b e lo n g in g  to  the  
Bach E ss a y , fo l lo w e d  by h i s  own v a r ia t io n s  on a 
theme from Sussm ayer's  Soliman and, a f t e r  t h i s ,  the  
Son ata , Op. 1 3 .^ '

Czerny a l s o  r e c a l l s  th a t  B e e th o v e n 's  approach t o  hand and

f i n g e r  p o s i t i o n  was, "Place the hands over  the keyboard in

such a p o s i t i o n  t h a t  the  f i n g e r s  need not be r a i s e d  more

than n e c e s s a r y .  That i s  the o n ly  method by which the
i O

p la y e r  can le a r n  t o  g e n e ra te  to n e ."  This l a s t  comment 

seems more apropos t o  the  Clem enti s t y l e  o f  l e g a t o ,  o f  

which B eethoven  was an ex p o n en t, than to  the more f i e r y  

s id e  o f  B e e th o v e n 's  i n t e r p r e t a t i o n s  th a t  o f t e n  produced  

broken s t r i n g s .  B eethoven  a l s o  em phasized c o r r e c t n e s s  o f  

f i n g e r i n g  and rhythm. Although he was a m aster  o f  f a s t

^6Cf. Schonberg, P i a n i s t s ,  pp. 80 , 8 1 ,  8 2 , 8 3 , and 
81*. ---------------

i*7_ .Drake, S o n a ta s , p .  21

^ S c h o n b e r g ,  P i a n i s t s , p . 8 5 .
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s c a l e s ,  double t r i l l s ,  l e a p s ,  and awkward l e f t - h a n d  

p a s s a g e s ,  as ev id en ce d  in  h i s  s o n a ta s ,  and a l s o  e x p e c ted  

the same from h i s  p u p i l s ,  h i s  l e a s t  concerns were w ith  the  

c o r r e c t  n o te s ;  he was w i l l i n g  t o  s e t t l e  f o r  " to le r a b le  

c o r r e c t n e s s . " ^  The primary concern in  h i s  te a c h in g  and 

perform ance was always e x p r e s s i v e n e s s ,  w hich , a c co r d in g  to  

Czerny, he c o n c e iv e d  o f  in  p s y c h o lo g ic a l  term s. He o f t e n  

u sed  r e f e r e n c e s  to  mood or  c h a r a c te r  in  an e f f o r t  t o  impart  

the proper  s t y l e  o f  i n t e r p r e t a t i o n .  Czerny c o n s tr u c te d  a 

s i z a b l e  l i s t  o f  terms or  c h a rec ter -w o rd s  which Beethoven  

used  during  h i s  l e s s o n s  to  d e s c r ib e  v a r io u s  moods o f  compo­

s i t i o n s .  This i n t e r p r e t a t i v e  vocabu lary  c l e a r l y  i l l u s t r a t e s  

t h a t  B eethoven  was on the  p ath  toward Rom anticism . Many 

t im es  he r e f e r r e d  to  " e f f e c t "  in  h i s  t e a c h in g ,  meaning the  

p s y c h o lo g ic a l  r e f e r e n c e .^ 0

In regard  to  t e c h n i c a l  ach ievem en t, B eethoven  r e l i e d  

on the  i n s t r u c t i o n  books o f  C. P. E. Bach and C lem en ti,  

p r a i s in g  b oth  h i g h ly ,  but a q u ick  p e r u s a l  o f  the t e c h n i c a l  

demands o f  the  B eethoven  so n a ta s  c l e a r l y  i l l u s t r a t e s  th a t  

n e i t h e r  o f  th e s e  vjrould have prepared  the perform er f o r  what 

i s  found t h e r e .  B eethoven  the  composer had more im pact On 

p ia n ism  than B eethoven  the p e r fo r m e r - te a c h e r .  In  the  

so n a ta s  th e r e  i s  l i t t l e  e v id e n c e ,  i f  any, o f  t e c h n i c a l

^9I b id .
50 Cf. Czerny, Perform ance, p .  31»
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c o n s id e r a t io n s  over  m u s ica l  o n e s .  The m u s ic a l  id e a s  pushed

the l i m i t s  o f  the  p h y s i c a l l y  p r a c t i c a l  or p o s s i b l e ,  and in

t h i s  se n se  i t  became n e c e ssa r y  f o r  th o se  th a t  fo l lo w e d  to

d e a l  w ith  the p e d a g o g ic a l  "how t o ."  B e e th o v e n ’s le g a c y  to

p ian o  s t y l e  and the a r t  o f  p ian ism  was m u lt id im e n s io n a l ,

but su r a ly  one o f  the most im portant f a c t o r s  la y  in  h i s

con cep t  o f  m u s ic ia n sh ip :

I t  has been known th a t  the  g r e a t e s t  p ian o  p la y e r s  
were the  g r e a t e s t  com posers; but how d id  th ey  p lay?
Not l i k e  the  p i a n i s t s  o f  tod ay , who o n ly  run up and 
down the  keyboard w ith  lo n g - p r a c t ic e d  passagew ork ,  
p u tsc h ,  p u tsc h ,  p u t s c h ) What does th a t  mean? When 
the tru e  v i r t u o s o  p la y e d ,  i t  was som ething i n t e ­
g r a te d ,  som ething w h o le . One co u ld  regard  i t  as  
work w r i t t e n  in  good c o n t in u ity *  That i s  r e a l  p iano  
p l a y in g .  The r e s t  i s  n o t h i n g ."

■ C z e r n y ,  Proper Perform ance, p . 7 .
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CHAPTER I I

INTRODUCTION TO THE MAN AND HIS IDEAS

The Development o f  Czerny, The Pedagogue

G oals and methods are based  on p e r c e p t io n s  and 

e x p e r ie n c e s .  Pedagogues impart to  t h e i r  s tu d e n ts  what they  

have s e l e c t i v e l y  le a r n e d  from t h e i r  i n s t r u c t o r s  and con­

c e p ts  d is c o v e r e d  d u rin g  t h e i r  p r a c t i c e .  I t ,  t h e r e f o r e ,  

becomes c r i t i c a l  t o  t h i s  s tu d y  t o  examine C zerny’ s m u s ic a l  

h i s t o r y  in  order  to  b e t t e r  comprehend h i s  p e d a g o g ic a l  

v ie w p o in t .

C zern y 's  au tob io grap h y , Erinnerungen aus melnen  

Leben,^ w r i t t e n  in  l8l|.2, c o n ta in s  a s u c c in c t  and r a th e r  

modest accou nt o f  h i s  l i f e .  I t s  th r ee  d i s t i n c t  p a r t s  

d e s c r ib e  the  e v e n t s ,  p e r so n s ,  and id e a s  w hich had a marked 

im pact on him and h i s  c a r e e r .  The f i r s t  p a r t  c o n ta in s  

remembrances o f  h i s  fa m ily  and c h i ld h o o d . I t  co n c lu d e s  

w ith  the  e v e n ts  th a t  launched  h i s  te a c h in g  c a r e e r  a t  the  age 

o f  f i f t e e n .  The l a s t  two p a r ts  d e s c r ib e  h i s  t e a c h in g ,

■^Carl Czerny, " R e c o l le c t io n s  from My L i f e ,"  t r a n s .  
from "Erinnerungen aus meinen Leben" by E r n e st  S an d ers ,  
M usica l Q u arter ly  L2 (1 9 5 6 ) :  3 0 2 -1 7 .
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s e l e c t e d  s t u d e n t s ,  and h i s  a c t i v i t y  as a composer.

C arl Czerny was the  o n ly  c h i ld  born to  Wenzel

Czerny, a m u sic ian  o f  some rep ute  in  V ienna. Prom the  time

o f  h i s  b i r t h ,  February ?1 , 1791 , Carl was surrounded w ith

m usic and m u s ic ia n s .  Throughout h i s  c h ild h o o d  he ev id en ced

a p r e c o c io u s n e s s  f o r  l e a r n in g  and a p a r t i c u l a r  t a l e n t  fo r

m u sic .  H is p a r e n t s ,  e a g e r  t o  r e a l i z e  t h e i r  s o n ’ s p o t e n t i a l ,

c r e a te d  an environm ent r e s t r i c t e d  t o  a d u l t s  and m u s ic a l

s t u d i e s .  H is f a t h e r  sc h o o le d  him in  the fundam enta ls  o f

s i g h t - r e a d i n g  and the perform ance o f  d e m e n t i ’ s and

M ozart’ s w orks. Czerny w r i t e s :

When I  was b a r e ly  ten  I  was a lr e a d y  a b le  t o  p la y  
c l e a r l y  and f l u e n t l y  n e a r ly  e v e r y th in g  by M ozart, 
C lem en ti ,  and th e  o th e r  p ia n o  composers o f  the  
t im e; owing t o  my e x c e l l e n t  m u s ic a l  memory I m o s t ly  
perform ed w ith o u t  the  m u sic .

The remarkable s e l f - d i s c i p l i n e  o f t e n  m entioned by au th ors

w r i t in g  about Czerny can be tr a c e d  to  t h i s  time o f  h i s  l i f e .

There are two s ta te m e n ts  in  th e  au tob iograp hy  w h ich  p e r ta in

to  t h i s  p a r t i c u l a r  c h a r a c te r  t r a i t :

. . . and s in c e  I was c a r e f u l l y  i s o l a t e d  from o th e r  
c h i ld r e n  and th u s was under my p a r e n t ' s  c o n s ta n t  
s u p e r v i s io n ,  d i l i g e n c e  became a h a b i t . 3

Thus i t  happened t h a t  I d id  not even th in k  about the  
kind o f  th in g s  c h i ld r e n  o r d i n a r i l y  do , n ever  m issed  
the f r i e n d s h ip  o f  o th e r  b o y s ,  and n ever  went o u t  w i t h ­
out my f a t h e r ,  9-

^Czerny, R e c o l l e c t i o n s , p . 303*

3I b id .

^Czerny, R e c o l l e c t i o n s , p .  305.
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His ad m iration  o f  B eethoven  and h i s  m usic  was s t im u ­

l a t e d  by the  f a m i ly ' s  f r i e n d s h ip  w ith  Wenzel Krumpholz, an 

ard en t adm irer and c o n f id a n t  o f  B e e th o v e n 's ,  and a h ig h ly  

r e s p e c te d  v i o l i n i s t  who had prem iered  some o f  B e e th o v e n 's  

works, I t  was Krpmpholz who too k  the  t e n - y e a r - o ld  Czerny 

to  a u d i t io n  f o r  the  revered  m a ster .  This e v e n t ,  c a r e f u l l y  

d e t a i l e d  in  C zerny’ s memoirs, marked the b eg in n in g  o f  

B e e th o v e n 's  in f lu e n c e  on C zern y 's  l i f e .  B eethoven  agreed  

to  a c c e p t  the boy as h i s  p u p i l  and proceeded  w ith  the  

i n s t r u c t i o n ,  u s in g  C. P . E. B ach 's  E ssay  as a te x tb o o k .

The l e s s o n  sc h e d u le ,  how ever, grew haphazard, and was 

e v e n t u a l ly  d i s c o n t i n u e d .5

Czerny d id  not la c k  a s s o c i a t i o n  w ith  the m a sters  o f  

the  t im e . He record s  an im portant e v e n t  o f  h i s  e a r ly  

t e e n s  w hich took  p la c e  in  the  s a lo n  o f  M ozart's  widow. The 

o c c a s io n  was a perform ance by Hummel, which was a c r i t i c a l  

and e n l ig h t e n in g  e x p e r ie n c e  f o r  Czerny, because  he was 

moved to  draw a comparison between B eethoven and Hummel.

He w r i t e s :

Even a t  t h a t  tim e Hummel had reached th e  p i a n i s t i c  
p r o f i c i e n c y - - w i t h i n  th e  l i m i t s  o f  th e  in s tr u m e n ts  o f  
th a t  t i m e - - f o r  w hich he became so famous l a t e r .

I t  i s  r a th e r  d i f f i c u l t  t o  approxim ate how lo n g  
Czerny s tu d ie d  w ith  B eethoven  on a form al b a s i s .  Czerny  
m erely  w r i t e s :  "So i t  came th a t  a f t e r  a w h i le  th e  l e s s o n s
were in t e r r u p te d  f o r  a r a th e r  lo n g  p e r io d  and I was aga in  
on ray ow n .” ( I b i d . ,  p .  3 0 7 .)
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While B e e th o v e n ’ s p la y in g  was remarkable f o r  h i s  
enormous power, c h a r a c t e r i s t i c  e x p r e s s io n ,  and 
h i s  u n h eard -o f  v i r t u o s i t y  and p assage  work, Hummel's 
perform ance was a model o f  c le a n n e s s ,  c l a r i t y ,  and 
o f  the  most g r a c e f u l  e le g a n c e  and te n d e r n e s s ;  a l l  
d i f f i c u l t i e s  were c a lc u l a t e d  f o r  the g r e a t e s t  and 
most s tu n n in g  e f f e c t ,  which he a ch iev ed  by combining  
C le m e n t i’s manner o f  p la y in g ,  so  w i s e ly  gauged f o r  
the  in s tr u m e n t,  w ith  th a t  o f  Mozart . . . .  I  m y se l f  
was in f lu e n c e d  by Hummel’ s manner o f p la y in g  to  the  
e x t e n t  th a t  i t  k in d le d  in  me a d e s ir e  fo r  g r e a t e r  
c le a n n e s s  and c l a r i t y .®

Another i n s p i r i n g  fo r c e  in  h i s  m u s ic a l  developm ent  

was C lem en ti .  In 1810 , when Czerny was n in e te e n  y ea rs  

o ld  and was a lr e a d y  a c t i v e  as a t e a c h e r  o f  the  p ia n o f o r t e ,  

he was in tr o d u ce d  t o  C lem en ti.  C lem enti was engaged in  

t e a c h in g  a c t i v i t i e s  during a s ta y  in  V ienna , and a l lo w ed  

Czerny t o  be a fr e q u e n t  v i s i t o r  a t  the l e s s o n s .  Czerny 

e x p l a i n s :

S in ce  I was very  o f t e n  p r e s e n t  a t  th e se  l e s s o n s ,
I  became f a m i l i a r  w ith  the  te a c h in g  method o f  t h i s  
c e le b r a t e d  m a ster  and forem ost p i a n i s t  o f  h i s  t im e ,  
and I p r im a r i ly  owe i t  t o  t h i s  c ircu m stan ce  t h a t  
l a t e r  I  was fo r tu n a te  enough t o  t r a in  many im portant  
s tu d e n ts  t o  a d e g r e e _ o f  p e r f e c t i o n  f o r  which they  
became w orld -fam ous.

C zerny’ s te a c h in g  c a r e e r  began when i t  became n e c e s ­

sary  f o r  him t o  s u b s t i t u t e  f o r  h i s  f a t h e r ,  A y e a r  l a t e r ,  

a t  the  age o f  f i f t e e n ,  t e a c h in g  became h i s  o c c u p a t io n .  His  

d e d ic a t io n  t o  t h i s  p r o f e s s i o n  i s  e v id en ce d  by h i s  tw e lv e  

hour te a c h in g  d a y s ,  d e s p i t e  the  f a c t  th a t  during most of

6I b i d . ,  p . 309. 

7I b i d . , p .  31 3 .
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h i s  l i f e  he cou ld  have l i v e d  com fortab ly  on the p r o f i t s  

from h i s  p u b l i c a t i o n s .  T each in g , a l s o  a l u c r a c t iv e  voca ­

t i o n ,  brought him fame and esteem  throughout the m u s ic a l  

s o c i e t y  o f  Europe, The p r o c e s s io n  o f  s tu d e n ts  t o  C zerny's  

s t u d io  was e n d l e s s .  They in c lu d e d  the  " h ig h es t  n o b i l i t y ,
Q

and th e  le a d in g  f a m i l i e s  o f  V ien n a ,"  as w e l l  as the  

p rom is in g  young m u s ica l  t a l e n t s .  B e e th o v e n 's  employment 

o f  Czerny as m u s ic a l  i n s t r u c t o r  f o r  h i s  nephew a l s o  

r e f l e c t s  t h a t  m a s t e r ’ s a p p r a is a l  o f  C zerny's  p e d a g o g ic a l  

a b i l i t i e s .  In 1 8 3 6 , Czerny r e t i r e d  from h i s  te a c h in g  

d u t i e s  because  o f  poor h e a l t h .

The a cco u n ts  o f  C zerny's  perform ances as a s o l o  

a r t i s t  are  l e s s  w e l l  documented. S e v e r a l  so u rc es  d e s c r ib e  

him as a v i r t u o s o ,  One o f  t h e s e ,  Oscar B i e ,  s t a t e s :

"Among a l l  the  g r e a t  v ir t u o s o s  and t e a c h e r s  o n ly  Czerny had 

a f i x e d  a b o d e . T h i s  s t a t i o n a r y  a s p e c t  o f  h i s  c a r e e r  

s u g g e s t s  th a t  h i s  i n t e n t i o n s  and i n t e r e s t s  v a r ie d  con­

s id e r a b ly  from th o se  o f  the  u s u a l  t r a v e l l i n g  v i r t u o s o s .  

A lthough he had once c o n s id e r e d  t h e i r  type o f  l i f e  s t y l e ,  

Czerny r e v e r se d  th o se  p la n s :

To tak e  advantage o f  my p la y in g ,  my p a r e n ts  would  
have had to  tak e  me on t o u r s ,  and f o r  th a t  th ey  
were a lr e a d y  to o  o ld ,  q u i t e  a p art from the f a c t  
t h a t  the  w a r l ik e  c o n d i t io n s  o f  the  time made i t  
im p o ss ib le  f o r  p la n n in g  such u n d erta k in g s  anyway.

® I b id . , p .  3 13 .

H is t o r y , p . 195*
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And a lth o u g h  I was, c o n s id e r in g  my a g e ,  q u i te  p r o f i ­
c i e n t  as  a p i a n i s t ,  as a s ig h t - r e a d e r ,  and in  the  a r t  
o f  im p r o v is a t io n ,  my p la y in g  la c k e d  th a t  ty p e  o f  
b r i l l i a n t ,  c a lc u la t e d  c h a r la n tr y  th a t  i s  u s u a l l y  p a r t  
o f  a t r a v e l l i n g  v i r t u o s o ’ s e s s e n t i a l  equipm ent. 
B e e th o v e n 's  c o m p o s it io n s  d i s p le a s e d  the p u b l i c ,  and 
b r i l l i a n t  v i r t u o s i t y  on th e  p ia n o  was a t  t h a t  time  
s t i l l  an im p e r fe c t  n o v e l t y . l o

C zerny's  performance c a r e e r  in  Vienna was i n e x t r i ­

ca b ly  l in k e d  w ith  the performance o f  B e e th o v e n 's  m u sic .  

There i s  p rob ab ly  no more v a l i d  te s t im o n y  t o  C zerny's  

a b i l i t i e s  a t  the p ia n o f o r t e  than the number o f  t im es  

B eethoven  e n tr u s t e d  a prem iere  o f  a c o m p o sit io n  t o  Czerny. 

He gave the f i r s t  perform ance o f  B e e th o v e n 's  P iano  

C oncerto in  E - f la . t  m ajor, op. 73* L a te r ,  in  1 818 , when 

Czerny perform ed th e  second and t h ir d  movements o f  th a t  

work, B eethoven  w ro te:

Dear Czerny,

Do me the  fa v o u r  o f  p la y in g  the Adagio and Rondo 
from my Concerto in  E - f l a t  in  the  R edou ten saa l the  
day a f t e r  tomorrow; you w i l l  add l u s t r e  to  the  whole  
c o n c e r t .  . . .  I  hope you w i l l  not r e fu s e  my r e q u e s t .

As e v e r ,  your f r i e n d  11
B eeth ov en .

When Czerny was u n ab le  t o  comply w ith  B e e th o v e n 's  r e q u e s t ,  

B eethoven  responded w ith  an o th er  note  w hich c lo s e d ,

" P lea se  be assure<| th a t  I  th in k  h ig h ly  o f  you , and am 

ready t o  prove i t  a t  a moment's n o t i c e .

■^Czerny, R e c o l l e c t i o n s , p .  311-

^ C z e r n y ,  P rop er  P erform ance , Commentary, p .  2 .

1 2 I b id .
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A lthough C zerny's  p la y in g  u s u a l l y  found fa v o r  w ith

B eeth oven , th e re  was a t  l e a s t  one o c c a s io n  when he

d i s p le a s e d  the  o ld e r  composer:

I p la y e d  the  Q u in te t  f o r  P iano and Woodwinds a t  one 
o f  S chu pp anzigh 's  c o n c e r ts :  w ith  the f r i v o l i t y  o f  
y o u th , I  took  the  l i b e r t i e s  o f  c o m p lic a t in g  the  
p assa ge  work, o f  u s in g  the  h ig h e r  o c t a v e s ,  e t c . 13

B eethoven  a p p a re n t ly  admonished Czerny p u b l i c l y  f o r  t h i s

i n d i s c r e t i o n .  The nex t  day B eethoven  w rote t h i s  l e t t e r  to

him:

I ca n n o t se e  you to d a y , but I w i l l  come t o  t a l k  to  
you tomorrow. I s im p ly  l o s t  c o n tr o l  y e s t e r d a y ,  and 
I was so r ry  about i t  as soon as i t  happened. But  
you must f o r g iv e  i t  from a composer who would r a th e r  
have heard h i s  work as i t  i s  w r i t t e n ,  as l o v e l y  as  
your p la y in g  o th e r w ise  was. However, I  w i l l  make 
lo u d  amends f o r  i t  when th e  V i o l o n c e l l o  S o n a ta 's  turn  
comes. Be a ssu r e d  th a t  I have the  g r e a t e s t  g o o d w il l  
towards you as an a r t i s t ,  and w i l l  t r y  t o  a t t e s t  to  
th a t  a lw a y s .14

B eeth oven  was not a lo n e  in  h i s  regard f o r  C zerny's

keyboard t a l e n t s .  P r in ce  Lichnowsky, a patron  o f  B eethoven

and one o f  V ie n n a ’ s most n o ta b le  m usic e n t h u s i a s t s ,  sought

out C zern y 's  p er fo rm an ces . Czerny r ec o u n ts :

A f t e r  he had l i s t e n e d  to  my p la y in g  f o r  the  f i r s t  
t im e ,  th e  p r in c e  was so  fa v o r a b ly  im pressed  t h a t  
a lm ost ev ery  morning I had to  spend a few hours  
w ith  him du rin g  which I had to  p la y  from memory any­
th in g  he happened to  want t o  h e a r .  Every month he 
made me a p r e s e n t ,  . . .^ 5

l ^ i b i d . ,  Commentary, p .  1 .  

^ I b id .

^ C z e r n y ,  R e c o l l e c t i o n s , p . 309.
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C zerny's  v e r s a t i l i t y  and in d u s tr y  cannot be d i s ­

p u ted . H is  c o n t r ib u t io n s  as composer, p erform er , and 

pedagogue in t e r t w in e  in  a l i f e  which was a model o f  s e l f -  

d e n ia l  and d i s c i p l i n e .  Of h i s  p r o l i f i c  ou tp ut o f  o v er  a 

thousand opus numbers, o n ly  a few works remain o f  c u r r e n t ,  

c o n t in u in g  i n t e r e s t .  They a r e ,  f o r  the  most p a r t ,  the  

p e d a g o g ic a l  o n e s .  They form a body o f  l i t e r a t u r e  whieh  

remains im portant today  due to  t h e i r  p la c e  as th e  t r a n s ­

form ation  from the o ld  s t y l e  o f  m u s ica l  t r a i n i n g ,  in  which  

the  m echanics were secon d ary , t o  a s c i e n c e  o f  f i n g e r  

f a c i l i t y  and g y m n a s t ic s .

The Pedagogy

The works in ten d ed  f o r  d i d a c t i c  pu rp oses com prise  

b oth  m usic  and p r o s e .  In t h i s  complementary form th ey  

se rv e  to  r e in f o r c e  and e x p la in  each  o th e r .  The volumes 

o f  p u b l i s h e d  e x e r c i s e s  and e tu d e s  were in te n d ed  t o  t r e a t  

the  v a r io u s  c o n c ep ts  o f  C zern y 's  method in  e x h a u s t iv e  

d e t a i l .  To u n d erstan d  t h e i r  f u l l  i n t e n t ,  "A ll th e s e  works 

must be c o n s id e r e d  in  c o n n e c t io n  w ith  C zerny's  p ia n o f o r te  

method . . ,"^-6 what e x a c t l y  th e  method was i s  e x p la in e d  

in  p a r t  in  s e v e r a l  sm a ll  t r e a t i s e s ,  and most co m p reh en s iv e ly  

in  The Complete T h e o r e t i c a l  and P r a c t i c a l  P iano  F o rte  

S c h o o l ,  from th e  F i r s t  Rudiments o f  P la y in g ,  to  th e  H ig h es t

l 6 K u lla k , A e s t h e t i c s ,  p . 75>.
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and most R efin ed  S t a t e  o f  C u l t iv a t io n ;  w ith  the r e q u i s i t e  

numerous Exam ples, newly and e x p r e s s ly  composed f o r  the  

o c c a s io n ,  Op. 5 0 0 . T his work, I n i t i a l l y  p u b l ish e d  in  1839,  

appeared in  an E n g l i s h  t r a n s l a t i o n  l a t e r  the same y e a r .

I t s  p o p u la r i ty  i s  r e f l e c t e d  in  the l i s t  o f  over  seven  

hundred s u b s c r ib e r s  in  the  E n g l i s h  e d i t i o n .  W ritten  th r e e  

yea rs  a f t e r  Czerny r e t i r e d  from te a c h in g ,  i t s  immediate  

ac ce p ta n c e  p roves the e x t e n t  o f  h i s  in f lu e n c e  in  keyboard  

p e d a g o g ic a l  c i r c l e s  throughout Europe.

The P iano F o rte  S ch oo l i s  d iv id e d  i n t o  th r ee
17volum es. The f i r s t  volume c o n ta in s  219 p a g e s ,  d iv id e d  

i n t o  19 l e s s o n s ;  the second c o n ta in s  200 p a g e s ,  d iv id e d  i n t o  

16 c h a p te r s ;  the t h ir d  c o n ta in s  130 p a g e s ,  d iv id e d  i n t o  20 

c h a p te r s .  The arrangement o f  i t s  c o n te n ts  p r o c ee d s  from 

th e  fundam entals t o  th e  a r t  o f  i n t e r p r e t a t i o n .  Each s te p  

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

supplem ented by m u s ic a l  exam p les . I t  r e p r e s e n t s  a c u lm i­

n a t io n  o f  a l l  th e  e a r l i e r  p ia n o  m ethods, w h ile  f o r e c a s t in g  

e le m en ts  o f  modern p ia n ism . Czerny d e f in e d  h i s  purpose in  

th e  f o l lo w in g  way?

The c h i e f  aim o f  t h i s  S ch oo l i s :

To en su re  to  e v e r y  P u p il  who p o s s e s s e s  any d egree  
o f  t a l e n t ,  who has sound and f l e x i b l e  f i n g e r s ,  in

•^ L a te r ,  a fo u r th  volume was appended e n t i t l e d  The 
Art o f  P la y in g  th e  A n c ie n ts  and Modern P iano F o r te  Works; 
T ogeth er  w i th  a L i s t  o f  th e  B e s t  P ie c e s  f o r  That In stru m en t , 
e t c .
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the s h o r t e s t  p o s s i b l e  t im e , g r e a t  and w e l l  r e g u la te d  
v o l u b i l i t y  o f  f i n g e r ; and g r a d u a l ly  to  d ev e lo p  t o  
him a l l  the p o in t s  which b e lo n g  to  P iano P orte  
p la y in g ,  w ith  p a r t i c u l a r . r e f e r e n c e  t o  t h i s  j u s t  and 
most e s s e n t i a l  q u a l i t y .

U n d erly in g  th e se  i n t e n t s ,  how ever, i s  an in d o c t r in a t io n  t o

a p h i lo so p h y  which r e p r e s e n t s  a summation o f  h i s  own

a b i l i t i e s  and t r a i n in g ,  as w e l l  as h i s  b e l i e f s  as t o  what

a p ia n o f o r te  p la y e r  sh ou ld  be . He in te n d ed  t h a t  the  Piano

F o rte  School encompass the  rudim ents to  th e  " h ig h es t

c u l t i v a t i o n , "  o f t e n  s t a t i n g  t h a t  even the most advanced

stu d e n t  sh o u ld  r e s tu d y  i t  f r e q u e n t ly  in  ord er  to  r e f r e s h

and r e d ir e c t  h i s  work.

The i n t e r p r e t a t i o n  o f  " h ig h e s t  c u l t i v a t i o n "  im p l ie s  

a thorough grasp  o f  many areas?  among th e se  were the  

p roper  approach t o  the in s tr u m e n t ,  the m echanics o f  

p la y in g ,  a knowledge o f  the  in s tr u m e n t 's  h i s t o r y ,  the c o r ­

r e c t  way t o  s tu d y  a p i e c e ,  the s tu d y  o f  th o r o u g h -b a ss ,  the  

stu d y  o f  the  a r t  o f  im p r o v is a t io n  and p r e lu d in g ,  the  use  

o f  a metronome, the v a r io u s  p r e v a le n t  s t y l e s  and how to  

produce them, t r a n s p o s in g ,  p la y in g  in  p u b l i c ,  the  r e a l i z a ­

t io n  o f  a f u l l  o r c h e s t r a l  sc o r e  a t  th e  keyboard, s i g h t -  

r e a d in g ,  e m b e ll ish m e n ts  and ornam en ta tion , and s e l e c t i n g  

and m a in ta in in g  a p i a n o f o r t e .  T h is  v a s t  a ssortm en t o f  

d i s c u s s i o n  areas  embodied in  th e  P iano  F o r te  S ch oo l make i t  

the  most p r a c t i c a l  and a l l - e n c o m p a s s in g  method o f  i t s  t im e .

l^G zerny, P ian o  F o r te  S c h o o l , 129 .
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S e v e r a l  o f  th e s e  a rea s  r e f l e c t  C zerny’ s c h ild h o o d  t r a in in g  

in  th e  o ld  t r a d i t i o n s  o f  keyboard p la y in g ,  w h i le  o th e r s  

r e p r e se n t  a new d i r e c t i o n  in  pedagogy. In h eren t  th rou gh ou t,  

how ever, i s  th e  rev eren ce  f o r  th e  in stru m en t and i t s  proper  

c u l t i v a t i o n .

Czerny in te n d ed  two o th e r  works t o  be ap p en d ices  

t o  th e  P ian o  F o rte  S c h o o l , The L e t t e r s  to  a Young Lady and 

The L e t te r s  on Thorough-B ass. The f i r s t  o f  t h e s e ,  which  

i s  p e r t in e n t  to  th e  p r e s e n t  s tu d y ,  c o n ta in s  te n  l e s s o n s  

in te n d ed  t o  e x p la in  in  more d e t a i l  the  b e g in n in g  rud im ents.  

I t s  s tu d y  p r o v id e s  a t im e ta b le  f o r  th e  accom plishm ent o f  

b a s ic  s k i l l s  and a thorough docum enting o f  the  p ro ced u re .

Tlie L e t t e r s  and the  P lano  F o rte  School w i l l  thu s be u sed  

as the  b a s i c  t o o l s  o f  a n a l y s i s  in  the  p r e s e n t  s tu d y .

An Overview o f  C zerny’ s Method

B oth  the  h o t t e r s  and the  P iano F orte  S ch oo l d e s c r ib e  

the  ty p e  o f  p u p i i  t o  be prepared  f o r  p ia n o f o r t e  s tu d y .  The 

P ian o  F o r te  School en cou rages  s tu d y  t o  b eg in  as e a r l y  as 

p o s s i b l e ,  and th e  L e t te r s  a d d ress  an im aginary tw e lv e  y ea r
i q

o ld  c h i l d .  O ther req u irem en ts are t h a t  the c h i l d  shou ld  

be w e l l  ed u ca ted  and t a l e n t e d .  He d e f in e s  t a l e n t  as Ma 

memory t h a t  r e t a i n s  any a g r e e a b le  tun e  when heard? a n a tu ra l

•̂ ^We know t h a t  L i s z t  began h i s  s t u d i e s  w ith  Czerny 
at, the  age o f  n in e .
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f e e l i n g  f o r  time and m u s ic a l  e x p r e s s io n ;  d e l i c a t e  f in g e r s  

and ha nds . Ot her d e s i r a b le  q u a l i t i e s  in c lu d e  f l e x i ­

b i l i t y ,  q u ick n e ss  in  movement, and l i g h t n e s s  w ith o u t  s t i f f ­

n ess  or  w eakness.

The sch ed u le  o f  l e s s o n s  a g r e e s  in  both  s o u r c e s .

The p u p i l  i s  t o  r e c e iv e  a one-hour l e s s o n  ev ery  day and the  

number o f  l e s s o n s  p e r  week i s  t o  be no l e s s  than f o u r .

A f t e r  the d a i l y  l e s s o n ,  the s tu d e n t  i s  req u ired  t o  p r a c t i c e  

a lo n e  one t o  two h o u rs .  The f l e x i b i l i t y  in  the  amount o f  

d a i l y  p r a c t i c e  i s  r e l a t e d  to  the  s t u d e n t ’ s age and h i s  

d egree  o f  advancement in  h i s  s t u d i e s .  T h is r ig o r o u s  

sc h e d u l in g  o f  l e s s o n s  a l lo w ed  a l l  o f  the m a te r ia l  in  the  

L e t te r s  and the  f i r s t  volume o f  th e  P iano F orte  S c h o o l  to  

be p r e s e n te d  in  the  f i r s t  y ea r  o f  s tu d y .  C ontained in  the  

p r e l im in a r y  m a te r ia l  i s  the  d i r e c t i v e  th a t  a l l  p r e v io u s  

m a t e r ia l  be rev iew ed  a t  the end o f  each  month. During  

t h i s  r e v ie w , the  p u p i l  was t o  r e c i t e  a l l  o f  the  p r i n c i p l e s  

and r u le s  s tu d ie d  t o  th a t  p o i n t .  The o th e r  requirem ent o f  

good stu d y  was t h a t  a l l  e x e r c i s e s  were to  be p r a c t i c e d  

d i l i g e n t l y ,  and not l a i d  a s id e  u n t i l  they  were m a stered .

The a p p r o p r ia te  p o s i t i o n i n g  and movement o f  the  

body i s  b ased  on th e  con cep t o f  g r a c e f u l n e s s .  Czerny  

e x p la in s  t h a t  "when both  hands have t o  p la y  in  th e  h ig h e s t

^®Czerny, L e t t e r s , p .  3 .
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o c ta v e  on th e  r ig h t  o f  th e  keyboard, or  in  th e  lo w e s t

o c ta v e  on th e  l e f t ,  . . . the  body may f o l lo w  them by a
P Ig e n t l e  s id e -m o t io o ."  The t e x t  c o n t in u e s  by sa y in g  th a t  

"the arms ought n e i t h e r  t o  be p r e s s e d  a g a in s t  th e  body, 

o r  ex ten d ed  outw ards, away from i t ;  but th e y  should  hang 

f r e e l y  down by t h e i r  own n a tu r a l  w e ig h t ." 22 These r u le s  

r e v e a l  t h a t  the con cep t o f  g r a c e f u ln e s s  i s  based on s e v e r a l  

f a c t o r s :  f l e x i b i l i t y  in  the  body, freedom, and n a tu r a l

w e ig h t  o f  th e  arm, The w r i s t s  are  to  remain "in an

e x a c t l y  s t r a i g h t  l i n e  w ith  the k n u ck les  and the upper s u r ­

fa c e  o f  th e  h a n d s ." 23 A l l  o f  th e s e  p r e c e p ts  p la c e  C zerny's  

method w i th in  th e  b ou nd aries  o f  a c c e p te d  modern p r a c t i c e .

The r u le s  r eg a rd in g  hand p o s i t i o n  and f i n g e r  move­

ment r e f l e c t  the  p r e v io u s  c e n tu r y 's  i n f l u e n c e ,  and most 

p rob ab ly  C le m e n t i* s .  Czerny e x p la in s  th a t

. . .  the f i n g e r s  must be somewhat bent in w ard s . As 
the  f i n g e r s  are o f  unequal l e n g t h s ,  each  f i n g e r  (n o t  
in c lu d in g  th e  thumb) must ta k e  such a p a r t  in  t h i s  
s p e c i e s  o f  c u r v a tu r e ,  t h a t  a l l  t h e i r  t i p s  as w e l l  as 
th e  thumb in  i t s  n a tu r a l  o u t s t r e t c h e d  p o s i t i o n ,  may_. 
form one s t r a i g h t  l i n e ,  when p la c e d  c l o s e  t o g e t h e r .  ^

T his e x p la n a t io n  im m ed ia te ly  r e v e a ls  t h a t  the hand i s

p la c e d  in  a h i g h ly  arched p o s i t i o n  and i s  dependent s o l e l y

P I“ Csserny, P iano F o r te  S c h o o l9 I s  1 .

22I b i d . ,  1 :  2 .

23I b id .

2^ I b i d . , 1 :  2 .
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on th® f i n g e r  a c t io n  f o r  the  d e p r e s s io n  o f  the  k ey .

Czerny e x p la in s  f u r t h e r  th a t  w h ile  one f i n g e r  p l a y s ,  the

r e s t  o f  the  hand i s  p o is e d  in  a curved p o s i t i o n  in  the  a i r

c lo s e  t o  th e  keyboard. He c o n t in u e s :

The hand must be h e ld  as t r a n q u i l l y  as p o s s i b l e  
over  the  5 k e y s ,  so  th a t  the  r e i t e r a t e d  p e r c u s s io n  
may be produced by the  q u ie t  movement o f  the  s i n g le  
f i n g e r  . . . .  The b e g in n er  must accustom  h im s e l f  to  
a m od era te ly  s tr o n g  to u ch , so  as to  p r e s s  down the  
keys f ir m ly ;  he w i l l  n a t u r a l ly  p r a c t i c e  i t ,  a t  f i r s t  
very  s lo w , a c c e l e r a t i n g  the movement by d e g r e e s ,  
as th e  f l e x i b i l i t y  o f  the f i n g e r s  d e v e lo p s  i t s e l f ,  
and w ith o u t  any s t r a i n  upon the  n e r v e s .2 ->

The g o a l  o f  t h i s  f i n g e r  tech n iq u e  i s  to  produce an ev en ,

p le a s a n t  to n e :

This e q u a l i t y  in  the touch  can o n ly  be a c q u ir e d ,  when 
both  hands are kept p e r f e c t l y  s t i l l ,  and a l l  the  
f i n g e r s  h e ld  up e q u a l ly  h ig h ;  f o r  th o se  f i n g e r s  which  
are  removed f a r t h e r  from the keys than the  r e s t ,  or  
w hich are h e ld  w ith  s t i f f n e s s ,  n a t u r a l ly  s t r i k e  l a t e r ,  _ 
by w hich the  p e r f e c t  e q u a l i t y  o f  the  blow i s  d e s t r o y e d .25

The means u sed  to  a c q u ir e  th e  n e c e s s a r y  ev en n ess  

and f a c i l i t y  i s  th® p r a c t i c i n g  o f  s c a l e s .  C zerny’ s b e l i e f  

in  t h i s  type  o f  p r a c t i c e  i s  r e f l e c t e d  in  h i s  s ta te m en t  

th a t  " s c a le s  are th e  most im portant o f  a l l  . . . .

S c a le  p r a c t i c e  i s  in tr o d u ce d  even  b e fo r e  the  b e g in n in g  

s tu d e n t  l e a r n s  t o  read m usic; s c a l e  c o n s t r u c t io n  i s  e x p la in e d  

much l a t e r .  The procedure b e g in s  w i th  the s c a l e  o f  C major  

and progresses through all the major scales within a

^ I b i d . ,  1 : 7 . 26I b i d . ,  1 : 9 .

^ C z e r n y ,  L e t t e r s , p . 9 .
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three-m onth  p e r io d .  Minor s c a l e s  are in tr o d u ce d  through  

th e  r e l a t i v e  major s c a l e s .  Such p r a c t i c e  o f  s c a l e s  as w e l l  

as f i n g e r  e x e r c i s e s  based  on s c a l a r  problem s was in te n d ed  

as a d a i l y  r o u t in e .  At a l l  t im es e q u a l i t y  between the  

hands i s  s t r e s s e d ;  a l l  i l l u s t r a t i o n s  o f  s c a l e s  and t h e i r  

proper  f i n g e r i n g  are  w r i t t e n  out f o r  both  hands, u n l ik e  

p r e v io u s  method books.

In c o n ju n c t io n  w ith  th e  t e c h n i c a l  m a te r ia l  f o r

f i n g e r  deve lop m en t, Czerny s t r e s s e s  the  im portance o f

r e p e r t o i r e .  He w r i t e s :

U s e fu l  as  may be the  p r a c t i c e  o f  the  numerous 
E x e r c i s e s  or  S t u d ie s ,  now p u b l ish e d ;  s t i l l  the  Teacher  
must not o v e r lo a d  h i s  P u p ils  w ith  them. He must keep  
in  mind, t h a t  each  m u s ic a l  p i e c e ,  even a Rondo, or  
an A ir  w ith  V a r ia t io n s ,  e t c .  i s  an E x e r c is e  in  i t s e l f , 
and o f t e n  a much b e t t e r  one , than any p r o f e s s e d  Study;, 
because  i t  i s  a com plete  c o m p o s it io n ,  in  w hich melody  
i s  In term ix ed  w ith  p a s s a g e s ;  and because a P u p il  
w i l l  c e r t a i n l y  p r a c t i c e  such a P ie c e  more w i l l i n g l y  
than any s t u d i e s ,  w hich however good th ey  may be in  
t h e m s e lv e s ,  g e n e r a l ly  appear t o  youth  dry and 
t e d i o u s .  The b e s t  and most n e c e s s a r y  E x e r c i s e s  w i l l  
alw ays be the s c a l e s  and the  o th e r  p a s sa g e s  w hich are  
g iv e n  a t  l e n g t h  in  t h i s  p a r t ;  f o r  th ey  are q u i te  
s u f f i c i e n t  t o  d ev e lo p  the e x e c u t io n  o f  the  P u p il  f o r  
the f i r s t  y e a r ,  and a t  the  same time th e y  are a b so ­
l u t e l y  in d is p e n s a b le  to  the  form ation  o f  any P ia n o fo r te  
p l a y e r . 26

A lthough C zerny’ s name i s  c l o s e l y  a s s o c i a t e d  w ith  thousands  

o f  t e c h n i c a l  e x e r c i s e s  e x p r e s s ly  composed f o r  d r i l l  on the  

s m a l l e s t  keyboard problem , th e  p rop er  s e l e c t i o n  o f  u s e f u l  

and i n t e r e s t i n g  r e p e r t o i r e  r e p r e se n te d  a very  im portant

^®Czerny, P lan o  F o rte  S c h o o l , 1: 2 1 6 -1 7 .
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p a r t  o f  i n s t r u c t i o n .  Czerny was concerned th a t  the  p u p i l  

not be to r tu r e d  w ith  p i e c e s  unadvantageous t o  h i s  p r o g r e s s .  

This in c lu d e d  both  r e p e r t o ir e  to o  d i f f i c u l t  f o r  h i s  l e v e l  

o f  accom plishm ent and u n i n t e r e s t i n g  p i e c e s .  Under the  

l a t t e r  h ead in g  were p la c e d  c o m p o sit io n s  which were e i t h e r  

o ld - f a s h io n e d ,  u n i n t e l l i g i b l e ,  o r  t a s t e l e s s .  Examples o f  

t h i s  type were works f o r  o r c h e s tr a  adapted f o r  keyboard, 

in  p a r t i c u l a r ,  o v e r tu r e s  or  o p e r a t ic  a r i a s .  He was n o t ,  

how ever, opposed t o  a l l  t r a n s c r i p t i o n  f o r  p ia n o .  He 

e x p la in s ;

. . . most o f  the  s t r i k i n g  and p le a s in g  m e lo d ie s  
even o f  the  most c e le b r a t e d  Composers are arranged  
in  a lm ost c o u n t le s s  numbers, as r e a l  p i a n o - f o r t e  
p i e c e s ,  in  th e  form o f  Rondos, V a r ia t io n s ,  P o tp o u r r is ,  
and c . ,  and th a t  in  ways p e r f e c t l y  s u i t e d  t o  the  
in s tru m en t;  so  th a t  e v er y  Teacher has in  t h i s  r e s p e c t  
an in e x h a u s t ib le  c h o ic e ,  from which to  s e l e c t  and 
u n i t e  th e  u s e f u l  w i th  the  a g r e e a b le  in  g i v in g  h i s  
i n s t r u c t i o n s . 29

Czerny u n d ers to o d  w e l l  th e  p sy c h o lo g y  o f  a l lo w in g  a s tu d e n t

t o  p la y  th e  p o p u la r  tu n es  o f  th e  day w h ile  c o n c e n tr a t in g

on works o f  more a r t i s t i c  m e r i t .  Works o f  th e  l a t t e r

c a te g o r y  c o n s id e r e d  a p p ro p r ia te  f o r  primary s tu d y  were the

e a s i e r  c o m p o s it io n s  o f  B e r t i n i ,  H erz, K alkbrenner, and

M o sch e le s .  The in te r m e d ia te  l e v e l  o f  s tu d y  in c lu d e d  works

o f  Hummel, Cramer, D u ssek , and th e  e a s i e r  c o m p o s it io n s  o f

B eeth o v en . A d v a n c e d - le v e l  work in c lu d e d  c o m p o s it io n s  o f

Chopin, L i s z t ,  T h a lb erg , C lem en ti ,  B eeth o v en , and the  works

2 9 l b i d .
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o f  a c o n tra p u n ta l  s t y l e .  T his l a s t  l e v e l  o f  s tu d y  a l s o  

in c lu d e d  th e  c o n c e r t  e tu d e .

The fundam ental id e a  th a t  "every p ie c e  o f  

l i t e r a t u r e  o f f e r s  som ething new on w hich to  im prove"3° i s  

r e i t e r a t e d  throughout C zerny's  w r i t in g s  and h e lp s  t o  

e x p la in  h i s  d i s s e c t i o n  o f  e v er y  a s p e c t  o f  a c o m p o s it io n .  

In c lu d ed  in  t h i s  d e t a i l e d  s c r u t in y  were the m echanics o f  

p la y in g ?  the  e x p r e s s iv e  q u a l i t i e s  o f  t im e , dynam ics, 

e m b e ll ish m e n ts ,  and touch; and the c o r r e c t  p r o c e s s  in v o lv e d  

in  l e a r n in g  a work. To t h i s  l a s t  s u b je c t  he a d d r e sse s  

h im s e l f  o f t e n ,  d e f in in g  th r ee  l e v e l s  o f  the  l e a r n in g  p r o ­

c e s s :  (a )  l e a r n in g  t o  p la y  the p ie c e  c o r r e c t l y ,

(b) p r a c t i c in g  in  th e  tempo p r e s c r ib e d ,  and (c )  s tu d y in g  

the prop er  s t y l e  o f  e x e c u t io n .  The purpose o f  th e  f i r s t  

l e v e l  was t o  l e a r n  the  n o te s  and rhythms c o r r e c t l y ,  s e l e c t  

good f i n g e r i n g ,  and w h ile  p r a c t i c i n g  s lo w ly  in c o r p o r a t in g  

a l l  th e  proper  e x p r e s s i v e n e s s .  The second l e v e l  in v o lv e d  

p la y in g  th e  p ie c e  o v er  and o v e r ,  g r a d u a l ly  in c r e a s i n g  the  

tempo u n t i l  the perform ance speed  was a c h ie v e d .  At the  

t h ir d  l e v e l ,  the  s t u d e n t ' s  a t t e n t i o n  was d i r e c t e d  toward  

p la y in g  the  p i e c e  w ith in  i t s  prop er  s t y l e  and f in d in g  and 

r e a l i z i n g  i t s  p rop er  b eauty  and e le g a n c e .  A l l  marks o f  

e x p r e s s io n  were s t u d ie d  and in t e r p r e t e d  in  v iew  o f  th a t  

id e a .

30 Czerny, L e t t e r s , p .  I4.0 .
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The i n t e n t  o f  t h i s  p r e s c r ib e d  p lan  o f  s tu d y  was

t o  a c h ie v e  th e  b e s t  r e s u l t s  in  the  s h o r t e s t  amount o f  t im e .

Czerny b e l i e v e d  t h a t  " p r a c t ic in g  to o  lo n g  makes a s tu d e n t

l o s e  i n t e r e s t ;  and i f  he must p r a c t i c e  month a f t e r  month
11i t  must be to o  d i f f i c u l t  f o r  him ." This em phasis on 

s tu d y in g  works q u ic k ly  may r a i s e  q u e s t io n s  r eg a rd in g  th e  

a r t i s t i c  ren d er in g  o f  c o m p o s it io n s  by C zerny's  s tu d e n t s .

I t  sh ou ld  not be a s s u m e d ,  however, th a t  Czerny n ever  p r e ­

s c r ib e d  lo n g e r  p e r io d s  o f  s tu d y  f o r  c e r t a in  c o m p o s it io n s .  

The c r i t e r i o n  f o r  le n g th y  stu d y  was the  p r e sen ce  o f  

m ech an ica l r a th e r  than m u s ic a l  prob lem s. Among th e se  

d i f f i c u l t i e s  were l i s t e d :

a) In such p a s sa g e s  as r e q u ire  g r e a t  and in  some 
c a s e s ,  a lm ost m onstrous r a p id i t y  o f  f i n g e r
b) In s k i p s ,  E x te n s io n s ,  & c . ,  the  c o r r e c t  e x e c u t io n  
o f  which seems a lm ost t o  depend on chance
c) In i n t r i c a t e  p a s sa g e s  in  s e v e r a l  p a r t s - - r u n s  in  
Thirds & c . ,  Shakes, Chromatic p a s s a g e s ,  p i e c e s  in  
fugue s t y l e  & c .
d) In lo n g  s t a c c a t o  p a s s a g e s ,  as O ctaves & c . ,  which  
c a l l  f o r  g r e a t  e x e r t io n  o f  s tr e n g th 3 2

The g o a l  o f  a l l  ex ten d ed  p r a c t i c e  was to  reach  the p o in t

where f,any d i f f i c u l t y  sounds w e l l  . , . ."33

C zern y 's  au tob iograp h y  and o th e r  contem porary

so u r c e s  document p r o o f  o f  h i s  e x tr a o r d in a r y  memory. This

3^Czerny, P iano F o rte  S c h o o l , 1 : 71 . 

32I b i d . ,  3: 72.

33I b id .

R eproduced  with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



5k

a b i l i t y  t o  memorize and r e t a i n  f a c t s  and music was judged  

by him t o  be o f  the  utm ost im portance in  the  s tu d y  of  

m u s ic ; in  f a c t ,  he c o n s id e r e d  i t  to  be i n d i c a t i v e  o f  g r e a t  

t a l e n t .  C o n s is t e n t  emphasis i s  p la c e d  on perform ance from 

memory in  both  1he L e t te r s  and the  P iano  F o r te  S c h o o l .

This p a r t i c u l a r  a s p e c t  o f  h i s  t e a c h in g  c l e a r l y  s e p a r a te s  

him from p r e v io u s  p e d a g o g ic a l  p r a c t i c e  and p la c e s  him in  

th e  f o r e f r o n t  o f  n in e te e n t h - c e n t u r y  p r a c t i c e ,  C zerny's  

b e l i e f  in  m em orization  f o r  a l l  perform ances was based  on 

two id e a s :  th a t  a l l  perform ances sh ou ld  have th e  freedom

and f a c i l i t y  o f  an extem poraneous perform ance, and t h a t  a 

good p u p i l  sh ou ld  always be prepared  fo r  the u n ex p ected  

r e q u e s t  f o r  a perform ance. In t h i s  s e n s e ,  h i s  concern f o r  

a p o s i t i v e  perform ance p h i lo s o p h y  p r e f ig u r e s  modern th o u g h t .

S ig h t r e a d |n g ,  c o n s id e r e d  an in d is p e n s a b le  t o o l  o f  

a good p la y e r ,  was in tr o d u c e d  in  th e  e a r l i e s t  l e s s o n s  o f  

the  b e g in n e r  as a r e in fo r ce m en t  t o  th e  rea d in g  o f  m u s ica l  

n o t a t io n .  Czerny was k e e n ly  aware, how ever, th a t  c e r t a i n  

s tu d e n ts  ten d  t o  m isuse  t h i s  a b i l i t y .  H is concern  about  

i t s  p o t e n t i a l  abuse was based  on h i s  b e l i e f  in  th e  s t r i c t  

adherence to  th e  m u s ic a l  s c o r e .  S ig h tr e a d in g  was in te n d ed  

as a v a lu a b le  too}. and n o t  th e  q u ick  s o l u t i o n  to  th e  prep a­

r a t io n  o f  a p i e c e .  Perhaps because  Czerny was admonished  

in  h i s  y ou th  f o r  im p r o v is in g  around B e e th o v e n ’ s s c o r e ,  he 

remained e x tr e m e ly  c o n s e r v a t iv e  on t h i s  p o in t  when compared 

to  record ed  contemporary p r a c t i c e .
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C o e x is t in g  w ith  h i s  em phasis on f i d e l i t y  to  the  

sc o re  i s  the  ongoing  problem o f  the  degree  o f  p e r s o n a l iz e d  

e x p r e s s io n  p e r m is s ib le  t o  the i n t e r p r e t e r .  Czerny e x p la in s  

h i s  p o s i t i o n  in  th© fo l lo w in g  manner: "It  i s  o f  course

u n d ersto od  th a t  th e  p la y e r  h im s e l f  must in tr o d u ce  t h i s  

e x p r e s s io n  even when the  Author has not in d ic a t e d  a n y ." 3^' 

H is id e a s  co n cern in g  prop er  and t a s t e f u l  e x p r e s s io n  

encompassed many im portant m u s ic a l  and t e c h n i c a l  q u e s t io n s .  

F or  exam ple, when he c o n s id e r s  the  meaning o f  tempo, h i s  

d i s c u s s i o n  p ro ceed s  in  two d i r e c t i o n s .  The f i r s t  d e a ls  

w ith  u n d ers ta n d in g  th e  d e f i n i t i o n s  o f  the  terms found in  

th e  c o m p o s it io n .  The second  co v ers  the  freedom a llo w ed  

in  the  p u l s e .  B oth  o f  th e s e  avenues end, f o r  him, in  an 

u n d ers ta n d in g  o f  th e  c h a r a c te r  o f  the  music and i t s  

p rop er  s t y l i s t i c  I n t e r p r e t a t i o n .

The co n cep t  o f  th e  s t y l e s  o f  e x e c u t io n  were the  

core  t o  h i s  u n d ers ta n d in g  o f  i n t e r p r e t a t i o n .  H is  d i s c u s ­

s io n  o f  t h i s  area  i s  quoted below in  i t s  e n t i r e t y  because  

o f  the  com prehension I t  d em on stra tes  on t h i s  c r u c i a l  

m a tte r .

ON THE PECULIAR STYLE OF EXECUTION 
MOST SU[TABLE TO DIFFERENT COMPOSERS 

AND THEIR WORKS.

1 .  The o b j e c t  o f  t h i s  Chapter cannot be b e t t e r  
e x p la in e d ,  than by g i v in g  a s h o r t  h i s t o r y  o f  th e  
developm ent o f  P ia n o fo r te  p la y in g :

3^ I b i d . ,  3 : 17 .
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2 .  In th e  commencement o f  th e  lb t h  c e n tu r y ,  the  
l e g a t o  s t y l e  o f  p la y in g ,  as w e l l  as th e  e x e c u t io n  
o f  c o n s id e r a b le  d i f f i c u l t i e s  on the H arpsichord and 
C la v ich o rd , the  in s tru m en ts  then  in  u s e ,  had a lr e a d y  
been c a r r ie d  to  a h ig h  d egree  o f  p e r f e c t i o n  by 
Seb. B ach , Domenico S c a r l a t t i ,  and o th e r s ;  and, 
in d e e d ,  S c a r l a t t i  may be lo o k ed  upon as the  founder  
o f  the  b r i l l i a n t  or  bravura s t y l e .

The P ia n o - f o r t e ,  j u s t  then  in v e n te d ,  g a in e d  a 
p r o d ig io u s  s t e p  in  advance by Mozart and C lem en t! , 
and im provers o f  the  a r t .  C lem en ti ,  who d ev o ted  
h i m s e l f  e x c l u s i v e l y  t o  p i a n o - f o r t e  p la y in g  and 
C om position f o r  t h i s  in s tr u m e n t ,  may w ith  j u s t i c e  
be lo o k e d  upon as th e  founder o f  a r e g u la r  S ch o o l;  
as he f i r s t  o f  a l l  was a b le  to  u n i t e  b r i l l i a n t  
bravura e x e c u t io n  w ith  t r a n q u i l i t y  o f  th e  hands,  
s o l i d i t y  o f  to u ch , c o r r e c t n e s s ,  d i s t i n c t n e s s ,  and 
grace  o f  e x e c u t io n ;  and in  h i s  day he was alw ays  
a l lo w e d  t o  be th e  g r e a t e s t  P la y e r  on th e  P ia n o ­
f o r t e .

The most d i s t i n g u i s h e d  m asters  on t h i s  i n s t r u ­
ment o f  the  su b seq u en t p e r io d  were h i s  P u p i l s ,  and 
formed a c co r d in g  t o  t h e i r  i n d iv id u a l  i d e a s ,  v a r io u s  
s t y l e s  and s c h o o l s  o f  p la y in g .

The P ian o  o f  t h a t  day p o s s e s s e d  fo r  t h e i r  most 
d i s t i n g u i s h e d  p r o p e r t i e s ,  a f u l l  S in g in g  q u a l i t y  o f  
to n e ;  but as a co u n ter  b a la n ce  to  t h a t ,  th e y  had 
a l s o  a deep f a l l  o f  the  k e y s ,  a hard to u c h , and a 
want o f  d i s t i n c t n e s s  in  the s i n g l e  n o te s  in  rap id  
p la y in g ;  t h i s  n a t u r a l ly  l e d  D u ssek , Cramer, and a 
few o th e r s  tq  t h a t  s o f t ,  q u i e t ,  and m elod iou s  s t y l e  
o f  e x e c u t io n ,  f o r  w hich th e y ,  and l i k e w i s e  t h e i r  
c o m p o s it io n s  are c h i e f l y  e s teem ed , and w hich may 
be lo o k e d  upon as th e  A n tip odes o f  the modern, 
c l e a r ,  and b r i l l i a n t l y  p iq u a n t  manner o f  p l a y in g .

M ozart*3 s t y l e ,  w hich approached n e a r er  t o  the  
l a t t e r  mode, and w hich was brought t o  su ch  e x q u i s i t e  
p e r f e c t i o n  by Hummel, was more s u i t e d  to  th o se  p ia n o ­
f o r t e s  w hich combined l i g h t  and e a sy  tou ch  w ith  
g r e a t  d i s t i n c t n e s s  o f  to n e ,  and w hich were th e r e f o r e  
more s u i t e d  f o r  g e n e r a l  p u r p o se s ,  as w e l l  as f o r  the  
u se  o f  Youth,

Meantime, in  1790 , appeared B e e th o v en , who 
e n r ic h e d  the P ia n o - f o r t e  by new and b o ld  p a s s a g e s ,  
by th e  u se  o f  the  p e d a l s ,  by an e x tr a o r d in a r y  
c h a r a c t e r i s t i c  manner o f  e x e c u t io n ,  w hich was
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p a r t i c u l a r l y  remarkable f o r  the  s t r i c t  Legato o f  
th e  f u l l  ch ord s , and which t h e r e fo r e  formed a new 
k in d  o f  melody; - -a n d  by many e f f e c t s  not b e fo r e  
thou ght o f .  H is  e x e c u t io n  d id  not p o s s e s s  the pure  
and b r i l l i a n t  e le g a n c e  o f  many o th e r  P i a n i s t s ;  but 
on th e  o th e r  hand i t  was e n e r g e t i c ,  profound , n o b le ,  
and p a r t i c u l a r l y  in  th e  A dagio , h ig h ly  f e e l i n g  and 
rom an tic . Hii| perform ance l i k e  h i s  C o m p osit ion s,  
was a m u s ic a l  p a in t in g  o f  th e  h ig h e s t  c l a s s ,  esteem ed  
o n ly  f o r  i t s  g e n e r a l  e f f e c t .

if.. The su bseq uent improvements in  th e  mechanism of  
th e  p i a n o - f o r t e  soon gave o c c a s io n  to  young p r o f e s s o r s  
o f  t a l e n t ,  who were r i s i n g  t o  m a tu r ity ,  t o  p a r t l y  
d i s c o v e r  and p a r t l y  improve upon an o th er  mode o f  
t r e a t i n g  the in s tr u m e n t ,  namely, the  b r i l l i a n t  3 t y l e , 
which about l8 llj . ,  was c h i e f l y  d i s t i n g u i s h e d  by a very  
marked S ta c c a to  to u ch , by p e r f e c t  c o r r e c t n e s s  in  the  
e x e c u t io n  o f  the g r e a t e s t  d i f f i c u l t i e s ,  and by extreme  
and s t r i k i n g  e le g a n c e  and p r o p r ie ty  in  the  e m b e l l i s h ­
m ents; and w hich as soon acknowledged to  be the  most 
f a v o r i t e  and m ost applauded s t y l e  o f  a l l ,  through the  
s k i l l  o f  Hummel, M eyerbeer, M osch e les ,  K alkbrenner,
& c .

5* T h is  s t y l e  i s  now s t i l l  fu r t h e r  d i s t i n g u i s h e d  by 
even more t r a n q u i l  d e l i c a c y ,  g r e a t e r  v a r i e t i e s  o f  
tone and in  the  modes o f  e x e c u t io n ,  a more con n ected  
f lo w  o f  m elody, and s t i l l  more p e r f e c t  mechanism; 
and in  fu tu r e  i t  must be c o n s id e r e d  as the  most 
d e s i r a b l e  manner o f  a l l .

6 .  We may t h e r e fo r e  assume th e  6 f o l lo w in g  s t y l e s  o f  
e x e c u t io n  as qo many p r i n c i p a l  s c h o o l s .

a .  C le m e n t ly  s t y l e , was d i s t i n g u i s h e d  by a r e g u la r  
p o s i t i o n  o f  the hands, f irm  touch  and to n e ,  c l e a r  
and v o lu b le  e x e c u t io n ,  and c o r r e c t  d ec la m a tio n ;  and 
p a r t l y ,  a l s o ,  by g r e a t  a d d ress  and f l e x i b i l i t y  o f  
f i n g e r .

b. Cramer and Dussek^s s t y l e . B e a u t i f u l  C a n ta b i le ,  
th e  a v o id in g  of1 a l l  c o a r se  e f f e c t s ,  an a s t o n i s h in g  
e q u a l i t y  in  th e  runs and p a s s a g e s ,  as  a compensation 
f o r  t h a t  degree  o f  v o l u b i l i t y  which i s  l e s s  thought  
o f  in  t h e i r  w orks, and a f i n e  l e g a t o ,  combined w ith  
th e  u se  o f  th e  P e d a ls ,

c .  M o z a r t s  S c h o o l . A d i s t i n c t  and c o n s id e r a b ly  
b r i l l i a n t  manner o f  p l a y i n g ,  c a l c u l a t e d  r a th e r  on the  
S t a c c a t o  than on the  Legato  touch; and i n t e l l i g e n t
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and anim ated e x e c u t io n .  The P ed a l seldom  u s e d ,  and 
n ever  o b l i g a t o .

d . B e e th o v e n ^  s t y l e . C h a r a c t e r i s t i c  and im pass ioned  
e n e rg y , a l t e r n a t i n g  w ith  a l l  th e  charms o f  smooth and 
c o n n ected  ca n tja b ile ,  i s  in  i t s  p la c e  h e r e .  The means 
o f  E x p r e ss io n  i s  o f t e n  c a r r ie d  t o  e x c e s s ,  p a r t i c u l a r l y  
in  regard  to  humourous and f a n c i f u l  l e v i t y .

The p iq u a n t ,  b r i l l i a n t  and shewy manner i s  but 
seldom a p p l ic a b le  h e r e ;  but f o r  t h i s  rea so n , we must 
th e  more f r e q u e n t ly  a t te n d  to  th e  t o t a l  e f f e c t ,  
p a r t l y  by means o f  a f u l l ,  harmonious L eg a to , and 
p a r t l y  by a happy u se  o f  the P e d a ls ,  & c .

G reat v o l u b i l i t y  o f  f i n g e r  w ith o u t  b r i l l i a n t  
p r e t e n s io n s ,  and in  th e  A dagio , e n t h u s i a s t i c  
e x p r e s s io n  and s in g in g  m elody, r e p le t e  w ith  sen t im en t  
and p a th o s ,  are  the  g r e a t  r e q u i s i t e s  in  th e  P la y e r .

The c o m p o s it io n s  o f  F . R ie s  f o r  th e  most p a r t  
r e q u ir e  a s i m i la r  s t y l e  o f  e x e c u t io n .

e .  The modern b r i l l i a n t  School founded by Hummel, 
K alk bren ner , and M o sc h e le s . I t s  p e c u l ia r  q u a l i t i e s  
a r e ,  p e r f e c t  m astery  o f  a l l  th e  m ech an ica l d i f f i ­
c u l t i e s ;  th e  utm ost p o s s i b l e  r a p i d i t y  o f  f in g e r ;  
d e l i c a c y  and g race  in  th e  v a r io u s  e m b e ll ish m e n ts ;  the  
most p e r f e c t  d i s t i n c t n e s s ,  n i c e l y  s u i t e d  t o  ev ery  p la c e  
o f  perform ance, w hether sm a ll  or  la r g e ;  and a c o r r e c t  
d e c la m a t io n ,  i n t e l l i g i b l e  t o  e v er y  one, u n i t e d  w ith  
r e f in e d  and e le g a n t  t a s t e .

f .  Out o f  a l l  th e s e  s c h o o l s ,  a new s t y l e  i s  j u s t  
now b e g in n in g  t o  be d e v e lo p e d ,  which may be c a l l e d  
a m ix tu re  o f  an improvement on a l l  th o se  w hich  
p reced ed  i t .

I t  i s  c h i e f l y  r e p r e se n te d  by T h a lb erg , Chopin, 
and o th e r  young a r t i s t s ;  and i t  i s  d i s t i n g u i s h e d  by 
th e  in v e n t io n  o f  new p a s s a g e s  and d i f f i c u l t i e s ,  and 
c o n se q u e n t ly  th e  in t r o d u c t io n  o f  new e f f e c t s ;  - - a s  
a l s o  by an e x tr e m e ly  improved a p p l i c a t io n  o f  a l l  the  
m ech an ica l means, w hich th e  P ia n o - f o r t e  o f f e r s  in  i t s  
p r e s e n t  g r e a t l y  improved s t a t e ,  and w hich , l i k e  a l l  
form er improvements in  t h e i r  day, w i l l  g iv e  a new 
im pu lse  to  th# a r t  o f  p la y in g  on t h i s  much c u l t i v a t e d  
in s tr u m e n t .

7 . From t h i s  h i s t o r i c a l  s k e tc h ,  the  r e f l e c t i n g  P i a n i s t  
w i l l  e a s i l y  p e r c e iv e  t h a t  the  works o f  ea ch  Composer
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must be e x e c u te d  in  the  s t y l e  in  which he w ro te;  and 
th a t  th e  perform er w i l l  a s s u r e d ly  f a i l ,  i f  he a ttem p ts  
to  p la y  a l l  th e  works o f  the  M asters above named in  
the  s e l f - s a m e  s t y l e .

The P la y e r  who d e s i r e s  t o  a r r iv e  a t  a n y th in g  
l i k e  p e r f e c t i o n ,  must d e d ic a te  a c o n s id e r a b le  space  
o f  tim e e x c l u s i v e l y  t o  th e  C om positions o f  each  
M aster who has founded a S ch o o l;  t i l l  he has not  
o n ly  accustom ed h i s  mind to  th e  p e c u l ia r  s t y l e  o f  
e a c h ,  but a l s o ,  t i l l  he i s  en a b led  to  remain f a i t h f u l  
t o  i t ,  in  th e  m echan ica l perform ance o f  t h e i r  works. 
Thus, f o r  exam ple, th e  q u ie t ,  s o f t ,  and h e a r t f e l t  
e le g a n c e  w ith  w hich the  C om positions o f  D ussek ought  
t o  be p la y e d ,  are  not by any means s u f f i c i e n t  fo r  
the  e x e c u t io n  o f  a work o f  B e e th o v e n ’ s ,  or  o f  a 
b r i l l i a n t  Com position o f  the  p r e s e n t  day: - - j u s t  as  
in  P a in t in g ,  th e r e  e x i s t s  a g r e a t  d i f f e r e n c e  between  
M in ia tu re , Crayon, F r e s c o ,  and O il  p a i n t i n g . 35

The P ian o  F orte  S chool i s  d i s t i n g u i s h e d  from i t s  

p r e d e c e s s o r s  in  many w ays, but no more so  than in  i t s  h ig h  

regard  and en th u sia sm  f o r  p u b l ic  perform ance. No lo n g e r  

j u s t  a token  o f  th e  c u l t u r e d ,  r e f in e d  gentlem an , m u s ic a l  

s tu d y  now r e p r e s e n te d ,  f o r  Czerny and many o t h e r s ,  a new 

l i f e s t y l e .  When Czerny w rote th a t  "we le a r n  th e  u se  o f  a 

m u sic a l  in s tru m en t t h a t  we may g iv e  p le a s u r e  t o  th o se  who 

l i s t e n  to  u s  . . . , " 3  ̂ i t  becomes e v id e n t  t h a t  h i s  i n t e n t  

was t o  ed u ca te  and t r a i n  p erform ing  m u s ic ia n s .  In the  

n in e te e n t h  cen tu ry  t h i s  id e a  took  on w id er  d im en sion s than  

had p r e v io u s ly  been the  c a s e .  C zerny’ s r e p u ta t io n  as the  

t e a c h e r  o f  th e  famous t r a v e l l i n g  v i r t u o s i  p la c e d  him in  a 

unique p o s i t i o n  o f  a u t h o r i t y  in  la u n ch in g  perform ance

35ib id . , 2 : 9 9 -1 0 0 .
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c a r e e r s .  He a d d r e sse s  h im s e l f  to  t h i s  t o p ic  as w e l l  as  

r e l a t e d  a r ea s  o f  perform ance in  numerous and ex tend ed  

s e c t i o n s  o f  the P ian o  F o rte  S c h o o l .

The p e r io d  du rin g  w hich Czerny ta u gh t was ch a ra c ­

t e r i z e d  by many new methods and ex p e r im en ta l  m ech an ica l  

d e v ic e s  p u rp orted  so  b r in g  th e  s tu d e n t  t o  h ig h  l e v e l s  o f  

p h y s ic a l  p r o f i c i e n c y  in  a sh o r t  p e r io d  o f  t im e . The 

m ech an ica l a p p ara tu ses  a v a i la b l e  a t  the time were w id e ly  

marketed and endorsed  by famous p i a n i s t s ,  and t h e r e f o r e  

g a in e d  an aura o f  r e s p e c t a b i l i t y  and accep ta n ce  in  many 

c i r c l e s .  L o g ie r ’ s C h ir o p la s t , K a lk bren ner1s H and -gu ide , 

and H er z 's  D a o ty l lo n  were exam ples rep uted  to  be th e  most 

im portant advancements in  the  i n s t r u c t i o n  o f  p i a n i s t s .  

C zerny’ s o p p o s i t io n  t o  th e s e  d e v ic e s  was em p hatic . His  

o b j e c t io n s  were th a t  th ey  a l lo w ed  the  mind t o  wander from 

th e  t a s k  o f  p r a c t i c i n g ,  th a t  th e y  d id  not a id  the  lo v e  o f  

th e  a r t  or  i t s  a p p r e c ia t io n ,  and ’’l a s t l y ,  because  th ey  

f e t t e r  by f a r  to o  much, a l l  freedom o f  movement, and reduce  

the  P la y e r  t o  a mere A utom aton.’’3? These o b j e c t io n s  

c l e a r l y  i l l u s t r a t e  and d e f in e  some o f  the t e n e t s  Czerny 

view ed as c r i t i c a l  t o  p rop er  i n s t r u c t i o n .  I t  i s  p a r t i c u ­

l a r l y  i n t e r e s t i n g  th a t  he was opposed to  a ty p e  o f  p r a c t i c e  

which would numb th e  s t u d e n t ’ s m u s ic a l  s e n s i t i v i t i e s ,  

c o n s id e r in g  the  amount o f  c r i t i c i s m  th a t  was l e v e l e d  a t  h i s

3?xbid., 3 : 1 29 .
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numerous p e d a g o g ic a l  works by h i s  contem p orar ies  and l a t e r  

d e t r a c t o r s .  I t  i s  c l e a r ,  however, t h a t  Czerny in te n d ed  to  

c o n s tr u c t  a method based on thorough ness o f  both  m u s ica l  

and p h y s i c a l  d e t a i l s .  H is p r e d i l e c t i o n  f o r  the  a n a l y s i s  

o f  a l l  a n t i c ip a t e d  t e c h n i c a l  requirem ents makes h i s  works 

an im portant compendium o f  p i a n i s t i c  p r a c t i c e  as  i t  d eve lop ed  

and u n fo ld e d  a t  the  b e g in n in g  o f  the  n in e te e n th  c e n tu r y .

In v iew  o f  t h i s ,  an i n v e s t i g a t i o n  o f  the  s tu d y  p u rp oses  he 

o u t l in e d  f o r  h i s  e tu d e s  op. 7k0 w i l l  perhaps r e v e a l  not  

on ly  reason s  f o r  t h e i r  d u r a b i l i t y  and p r e s e n t -d a y  

r e le v a n c e ,  but a l s o  i n s i g h t s  i n t o  C zerny’ s r o le  in  the  

e v o lu t io n  o f  modern p ia n ism .
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CHAPTER III

AN ANALYSIS OP THE ETUDES, OP. 7I4.O

G eneral In form ation

In th® f o r e g o i n g  d i s c u s s i o n  o f  Czerny's  pedagogy X 

have a t tem pted  t o  examine the more g e n e r a l  p o i n t s  o f  bis 
method. This overv iew  was n e c e s s a r y  in  order  t h a t  the 
e tu d e s  m ight b e t t e r  be p la c e d  in  r e l a t io n s h ip  t o  h i s  g o a l s  

o f  i n s t r u c t i o n ,  A d e t a i l e d  e x p la n a t io n  o f  th e  principles 
o f  t e c h n iq u e ,  as o u t l in e d  in  the P iano F orte  S chool and the 
L e t t e r s , was p u r p o se ly  postpon ed  u n t i l  the  p r e s e n t  ch ap ter  

in  ord er  to  d i s c u s s  them in  terms o f  p r a c t i c a l  a p p l i c a t i o n .

The E tu d es ,  Op, 7h0, h o ld  a unique p la c e  in  the  

d i d a c t i c  l i t e r a t u r e  f o r  the p ia n o .  W ritten  a lm ost one 

hundred t w e n t y - f iy e  y e a rs  ago , th ey  co n t in u e  t o  se rv e  today 
as a p r a c t i c a l  v e h i c l e  f o r  b u i ld in g  f i n g e r  c o n t r o l  and 

f lu e n c y .  As Adolph Ruthardt e x p l a i n s :

Though l a c k i n g  m u s ic a l  d ep th , ’ . . . and to  t h e i r  
b e in g  d e s ig n e d  t o  se cu re  p e a r l in g  t e c h n ic ,  th e y  
have become ip d i s p e n s ib l e  as an in v a lu a b le  a id  u n su r­
p a s se d  even to -d a y  in  c u l t i v a t i n g  f i n g e r  t e c h n ic  and 
a p e a r l in g  e x e c u t io n  o f  s c a l e s . In t h i s  s e n s e ,  th e y  
may s t i l l  be c a l l e d  the P i a n i s t ’ s b e s t  manual o f  
t e c h n i c . 1

^Carl Czerny, E tu d es ,  Op. 7U0? Ed. Adolph Ruthardt 
( L e i p z i g : E d i t io n  P e t e r s ) ,  P r e fa c e ,  p . 1 .
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Czerny in te n d ed  the e tu d e  to  be a c o n c e n tr a te d  

e x p e r ie n c e  w ith  a t e c h n i c a l  problem in  the  c o n te x t  o f  a 

p le a s a n t  m u s ic a l  c o m p o s it io n .  The p r a c t i c a l i t y  o f  t h i s  

approach was tw o - f o ld .  While a com p osit io n  was p ro v id ed  

p r im a r i ly  f o r  p h y s ic a l  c h a l l e n g e s ,  i t  a l s o  serv ed  as  

p o s s i b l e  perform ance m a t e r ia l .  He in c o r p o r a te d  s p e c i f i c  

i n t e r p r e t i v e  markings which c h a l le n g e d  th e  p h y s ic a l  problems  

in  a way th a t  an e x e r c i s e  does not p r o v id e ;  t h a t  i s ,  the  

problem o f  c o n t in u a l ly  t r a n s l a t i n g  v a r io u s  gym n astic s  i n t o  

a m u s ica l  c o n t e x t .  Czerny un derstood  w e l l  th a t  du rin g  a 

perform ance o f  a p i e c e , proper  and g r a c e fu l  e x e c u t io n  

depends on the p e r fo r m e r ' s a b i l i t y  to  r e a c t  to  changing  

t e c h n i c a l  demands, In t h i s  s e n s e , an e x e r c i s e  i s o l a t e s  a 

problem; an e tu d e  c h a l le n g e s  i t .

The E tu d e s ,  Op. 7h0> average 70 measures in  l e n g t h  

and f o l lo w  the s tan d ard  form o f  ABA and Coda. Every degree  

o f  the  chrom atic  s c a l e  i s  r e p r e se n te d  in  the key s i g n a t u r e s . 

Of the  f i f t y  e t u d e s , o n ly  nine are in  the  minor mode, 

marking a d i s t i n c t  p r e fe r e n c e  f o r  the major mode. Tempo 

i n d i c a t i o n s  a l l  ten d  toward ra p id  movement; the o n ly  etude  

which does not u se  some v a r ia t io n  o f  the  terms A l le g r o ,  

P r e s t o ,  or  V ivace  i s  No. 2 6 , marked Lento m oderato , which  

in c o r p o r a te s  s i x t e e n  n o te s  to  the  b e a t .  Each e tu d e  has a 

metronomic c a l c u l a t i o n  a t  th e  b e g in n in g  which e r a s e s  any 

doubt r eg a rd in g  f i n a l  sp eed .
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P r e fa c e d  to  ea ch  e tu de  are C zerny’ s remarks con ­

c e r n in g  the  in te n d ed  purpose o f  each  p i e c e .  B ecause th e se  

do not c l e a r l y  c a t e g o r iz e  the e tu d e s  i n t o  co n v e n ien t  

problem t y p e s ,  th e  f o l lo w in g  o r g a n iz a t io n  w i l l  s e r v e  as the  

b a s i s  o f  th e  p r e s e n t  d i s c u s s i o n :  (1 ) Those based  on s c a l e

or  a r p e g g io  f i g u r a t i o n s ,  (? )  th ose  based on broken chord  

f i g u r a t i o n s ,  (3) th o se  which t r e a t  i n t e r v a l s  in  some s o r t  

o f  a l t e r n a t i n g  p a t t e r n ,  (h) th o s e  w hich d e a l  w ith  rep ea ted  

n o te s  or  ch ord s , (5 )  th ose  in te n d ed  as p r a c t i c e  f o r  orna­

m en ta t io n s  or e m b e ll ish m e n ts ,  (6) and th o se  which d e a l  

w ith  v a r io u s  ty p e s  o f  o c ta v e  p la y in g .  S e v e ra l  o f  the  

e tu d e s  t r e a t  more than one o f  th e s e  c a t e g o r ie s  and w i l l  

t h e r e f o r e  be d i s c u s s e d  under more than one h e a d in g . Table  

I  p la c e s  the  e tu d e s  in  t h e i r  r e s p e c t iv e  c a t e g o r i e s .

E tudes o f  the  F i r s t  Type

C zerny’ s f e r v e n t  b e l i e f  in  th e  va lue  o f  s c a l e s  has

p r e v io u s ly  been m en tioned . The b a s i s  f o r  t h i s  c o n v ic t io n

l i e s  in  h i s  q u es t  f o r  f i n g e r  in d ep en d en ce . He req u ired

p e r f e c t  e q u a l i t y  in  a l l  s c a l e s  and p a ssa g e  work. H is r u le s

f o r  th e  perform ance o f  s c a l e s  c e n te r e d  on the  p ro p er  u se  o f

the  thumb, t h a t  i s ,  s p e c i f i c a l l y ,  how i t  i s  p a s se d  under

or how th e  f i n g e r s  were turned over  the  thumb. He s t a t e s :

At the  same moment th a t  the  f i n g e r  a f t e r  the  thumb 
s t r i k e s  i t s  k ey , the  thumb r e l e a s e s  i t s  key and 
cu rv es  a l i t t l e  inw ard, and go es  under o n ly  so  f a r  
as to  approach i t s  nex t  key as the lo n g  f in g e r s  are
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TABLE I

TYPES OP ETUDES IN CZERNY’S OP. 7*1-0

1 2 3 *4- 5 6
S c a le s  and Broken Chord A lte r n a t in g R e p e t i t i o n Ornament a -or O ctaves
Arpeggios F ig u r a t io n s I n t e r v a l s E m b elli  shme n ts

1 6 k 7 9* 8*
2 8* 10 32* 26* 9*
3 12 11 35 27* 20
5 1U 30 *l0 29 23*

10 15 39* 3*4- 27*
13* 16 *1-9* *4-2 32*
17 18 2*4- kB 33
21 19 38
23* 28 *4-9*
25 36 50*
26* 37
31 k l
3k k3
39* Uh
I4.6 *4-5

*4-7
50*

^ I n d ic a te s  those  e tu d e s  in  more than one c a te g o r y .
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p la y in g  . . . .  The thumb moves over  the s u r fa c e  
o f  the  keys;  n ever  d a n g les  o f f  or  below the  
k eyb o ard .2

The f o l lo w in g  r u le s  i n d ic a t e  h i s  concern f o r  sm oothness:

The f i n g e r  which im m ed iate ly  p r e ce d e s  the  p assa g e  
o f  the  thumb remains in  i t s  key u n t i l  the thumb 
s t r i k e s .  . . . Long f in g e r s  remain q u ie t  and 
u n d is tu rb ed  by the  thumb's p a s s i n g . 3

Czerny a d vocated  a q u ie t  hand w h i le  n e g o t ia t in g  t h i s  type

o f  movement o ver  the  keyboard. He comments:

During the  p a s s in g  o f  the  thumb, the  hand must not  
be h e ld  o b l iq q e ly  or  j e r k ,  or  make any upward m otion  
. . . th e  thumb p a s s in g  sh o u ld  not a f f e c t  th e  arm.^

N oth ing i s  more im portant t o  th e  P ia n o fo r te  p la y e r  
than a f a c i l i t y  a t  c o r r e c t l y  p a s s in g  the  thumb; and 
he cannot commit any g r e a t e r  f a u l t  than by s tu m b lin g ,  
s t r i k i n g  f a s t ,  o r  l o s i n g  the  n a tu ra l  p o s i t i o n  o f  the  
hand, sh ak in g  th e  e lbow s t o  and f r o ,  or  la y in g  the  
thumb o v er  th e  f i n g e r s ,  o r -b y  i t s  means f o r c in g  th e s e  
l a t t e r  out o f  t h e i r  p l a c e .^

The p la y in g  p o s i t i o n  o f  the  hand d e s c r ib e d  curves

the  f i n g e r s  so  t h a t  the  t i p s ,  t o g e t h e r  w ith  the  t i p  o f  the

curved thumb, form a l i n e .  T h is  p o s i t i o n  i s  h e ld  in  the

a i r ,  c lo s e  t o  the  keyboard, but not to u ch in g  i t .  The

thumb, c o n s id e r e d  th e  most im portant d i g i t ,  i s  h e ld  h ig h e r

than the  b la c k  keys and s t r i k e s  from t h i s  p o s i t i o n .  The

s t r i k i n g  procedure f o r  ea ch  f i n g e r  in v o lv e s  l i f t i n g  the

^Czerny, P lano F o rte  S c h o o l , 1: h3*

3 l b i d .

^ I b i d . , 1 ;  hU.

^ Ib id .
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r e s p e c t iv e  d i g i t  w h ile  in  the  p r e v io u s ly  d e s c r ib e d  p o s i t i o n ,
6and t h r u s t in g  i t  i n t o  the  k ey . The w e ig h t  o f  the  hand 

then r e s t s  on th a t  f i n g e r  w h ile  i t  i s  "in" the k ey , and i s  

then t r a n s fe r r e d  when the  n e x t  f i n g e r  p l a y s .  The r e l e a s e  

o f  t h i s  o ccu rs  a t  the same moment the n ex t  f i n g e r  i s  

played* T h is  typ§ o f  to u ch  i s  l a t e r  d e sc r ib e d  as L egato ,  

and i s  employed whenever th e re  i s  a s l u r  l i n e  or  when the  

composer has not in d ic a t e d  any p a r t i c u l a r  mode o f  to u ch .

T h is co n cep t o f  th e  usage o f  Legato undoubtedly  r e f l e c t s  

d e m e n t i ' s  i n f l u e n c e ,  as when Czerny w r i t e s :  "For in

m u sic ,  the  Legato i s  the  r u l e ,  and a l l  o th e r  modes o f  

e x e c u t io n  are  o n ly  the e x c e p t io n ." ^

The e tu d e s  c o n s tr u c te d  on s c a l e  movement s t r e s s  

f i n g e r  independence f o r  both  hands, c l a r i t y ,  u n iso n  p la y in g  

or n o t e - a g a i n s t - n o t e ,  and sp eed , s i n g l e - n o t e  s c a l e s  are  

found i n  e tu d e s  no. 1 ,  3» 5 , 1 3 , 17 , 2 3 , and 2 $ . E tudes  

no. 1 and 3 f e a tu r e  s c a l e s  a l t e r n a t i n g  between th e  hands,  

w h ile  e tu d e  no. 5 i s  a co n t in u o u s  60 m easures o f  s c a l e s  

f o r  both  hands a t  the  i n t e r v a l  o f  a t e n t h .  Etude no. 17 

f e a t u r e s  minor sc a l® s  f o r  th e  r ig h t  hand. B la c k -k e y  major 

s c a l e s  are f e a tu r e d  in  e tu d e  no. 2$,  a group o f  s c a l e s

T his tou ch  i s  ta u g h t  today by the  perform ers known 
as the  V iennese  C l a s s i c i s t s ,  as f i n g e r  s t a c c a t o .  In s te a d  
o f  o v e r la p p in g  ono f i n g e r  i n t o  th e  n e x t ,  th e  f i r s t  key i s  
l e f t  e a r l y ,  c r e a t in g  a moment o f  s i l e n c e  b e fo r e  th e  next  
f i n g e r  s t r i k e s .

^Czerny, P iano F o r te  S c h o o l ,  J,: 2 1 .
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D

which Czerny d e s c r ib e s  as  th e  "most p le a s a n t  and e a s i e s t .  

S c a le s  in  t h ir d s  f o r  th e  r ig h t  hand are found b r i e f l y  in  

e tu d e s  no. 10 , 3 k r  39 . Etude no. $+ in c lu d e s  b oth  

ascen d in g  and d e sc en d in g  p a ssa g e s  o f  d i a t o n ic  s c a l e s  f o r  

the  r ig h t  hand, w h ile  e tu d e  no. 39 ascen ds and d escen d s  

c h r o m a t ic a l ly  in  both  hands in  u n is o n .  S c a le s  and 

a r p e g g io s  are found in  e tu d e  no. 23 as an accompanying  

f ig u r e  f o r  l e f t  hand o n ly .

E tudes t h a t  in c o r p o r a te  a r p e g g io  p la y in g  are no. 2 ,  

2 1 , 26 , 31 , and lf.6. In e tu d e s  no. 2 ,  31, and i|.6 , 

a r p e g g io  p a t t e r n s  are a l t e r n a t e d  in  both  hands. Etude no.

21 i s  a to u r  de fo r c e  o f  61+ m easures f e a t u r in g  a r p e g g io s  

p la y e d  in  b oth  hands s im u lta n e o u s ly  a t  the  i n t e r v a l  o f  a 

t e n t h .  Most a r p e g g io  p la y in g  in  th e s e  e tu d es  i s  based  on 

t r i a d s ;  how ever, e tu de  no. 21 c o n ta in s  both  dom inant-  

se v e n th  and d ir a in ish e d -se v e n th  a r p e g g io s .  Etude no. 26  

e x p lo r e s  a r p e g g ia te d  em b ell ish m en t f i g u r e s  between lo n g -  

note m e lo d ie s ,  as are o f t e n  found in  C hopin's works (Ex. 1 ) .  

C zerny's  comments in  the  P iano  F o rte  School about t h i s  type  

o f  em b ell ish m en t d e s c r ib e  i t s  r e q u i s i t e  q u a l i t i e s  as  b e in g  

even d i s t r i b u t i o n  between a l l  th e  n o t e s ,  freedom , and an 

im prom ptu-like  soqnd.

8I b i d . ,  1 :  62.
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Example 1 .  Etude no, ?6» 35-37*

s i

T his e tu de  a l s o  r e q u ir e s  a s p e c i a l  type  o f  touch  

d e s c r ib e d  by Czerny as " m e z z o - s t a c c a t o ." This to u c h ,  

employed whenever th e  term le g g e r im e n te  i s  found in  th e  

s c o r e ,  was p la y e d  on ly  w ith  th e  f i n g e r s ,  u s in g  a " s c r a tc h ­

ing" m otion , which a l lo w ed  the  f i n g e r  to  c o n ta c t  th e  key 

w it h  th e  f l e s h y  p a r t  o f  the  f i n g e r t i p .  This touch  was a l s o  

u sed  f o r  p a s sa g e s  in  th e  b r i l l i a n t  s t y l e  which f e a tu r e d  

many f a s t  n o t e s ,  as w e l l  as f o r  th e  type  o f  em b ellish m en t  

found in  t h i s  e tu d e .  The dynamic range f o r  m e z z o -s ta c c a to  

p la y in g  was never  t o  ex ce ed  f o r t e  and was n ever  u sed  f o r  

d o u b le -n o te  p a s s a g e s .  I t  was in te n d ed  to  produce a h a l f -  

d eta ch ed  sound, midway between l e g a t o  and very  s t a c c a t o .

E tudes o f  the  Second Type

The e tu d e s  based  on broken-chord  f i g u r a t io n s  are  

th e  most numerous o f  Op. 7^0 and d e a l  w i th  the  w id e s t  range 

o f  t e c h n i c a l  prob lem s. Pour o f  th e s e  e tu d e s  d e a l  w ith  

t h i s  ty p e  o f  passagew ork f o r  the  l e f t  hand e x c l u s i v e l y .
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They are e tu d e s  no. 8 , 1 2 , 28 , and l+l. Etude no. 8 i s  

based on a v a r ia t io n  o f  an A lb e r t i  b a ss  p a t t e r n ,  as  w e l l  

as broken o c ta v e s .  B oth  f i g u r a t io n s  le a d  w ith  th e  f i f t h  

f i n g e r  th rou g h ou t, E tudes no. 12 and Ipl, u n l ik e  no. 8 , do 

not move the  hand in  a f i x e d  h a n d -s e t ,  but r a th e r  f e a tu r e  

wide p a t t e r n s  w hich co v er  a la r g e  area  o f  the keyboard. 

These are c o n s tr u c te d  so  t h a t  the  hand i s  c o n s t a n t ly  

e x te n d in g  or  c o n t r a c t in g .  In the  c a se  o f  e tu de  no. Ipl 

(Ex. 2) t h i s  p r o c e s s  o f  e x te n s io n  and c o n t r a c t io n  occurs  

d u rin g  the  c r o s s in g  over  o f  the thumb by th e  hand.

Example 2 ,  Etude no. I4.I , 1 - 3 . 
Vivace (J = iso ) _

Etude no. 28 (Ex, 3 ) i s  o f  - p a r t i c u l a r  i n t e r e s t  due to  i t s  

s t r i k i n g  s i m i l a r i t y  t o  C hopin 's "R evo lu tion ary  E tu d e ,"  Op. 

1 0 , no, 1 2 .  C zerny's  no. 2 8 , a l s o  a b r i l l i a n t ,  dram atic  

c o m p o s it io n ,  t r a v e l s  a c r o s s  a t h r e e - a n d - a - h a l f - o c t a v e  

range, u s in g  broken-chord  p a t t e r n s  based  on both  major and 

minor t r i a d s  and on d im in is h e d -s e v e n th  ch o rd s . The 

p r e v a le n c e  o f  b le c k - n o t e  p a ssa g e  work makes t h i s  e tu d e  

p a r t i c u l a r l y  awkward and h azard o u s . Czerny describes this 
type o f  im p a ss io n ed  p ie c e  as a genre in  which "the sounds 

produce t h e i r  e f f e c t  in  g r e a t  m asses; the  p a s sa g e s  are then
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Example 3* Etude no. ?8 , 1 -6 .
Allegro vivace (J « 144 )

t o  r e p r e se n t  an ' i d e a ’ . ’’  ̂ T e c h n ic a l ly ,  i t  i s  p la y e d  w ith  

the ’’power o f  the  arm though not n o t i c e a b ly  e x e r te d  which  

g i v e s  the s p i r i t  o f  the work . . . The m echan ica l d e x t e r i t y  

o f  the P la y e r  must remain a l t o g e t h e r  su b o rd in a te  t o  the  

i n t e n t i o n s  o f  th e  Composer.

There are s e v e r a l  e t u d e s - - n o s .  6 , 18 , and 3 7 - -  

based  on th e  id e a  o f  the  hands sh a r in g  a broken-chord  

f i g u r a t i o n ,  th a t  i s ,  one hand p la y in g  im m ed iate ly  a f t e r  

th e  o th e r  so  th a t  th e  f i g u r a t io n  sounds c o n t in u o u s .  The 

i n t e n t i o n  o f  th e s e  s t u d ie s  i s  to  h e lp  the p la y e r  acq u ire  

the a b i l i t y  to  t r a n s f e r  m a te r ia l  from one hand to  anoth er  

w ith o u t  the  e a r  d e t e c t i n g  the  manual change. Etude no . 6 

i s  a s u c c e s s io n  o f  broken chords d iv id e d  between the hands 

so  as  t o  produce a sound s i m i la r  to  the harp . Etude no. 37,

9I b i d . ,  3s 83 .  

■ ^ Ib id .
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though baaed on the  same d o v e t a i l i n g  p roced u re , ia  a

more dram atic  co m p o sit io n  and in v o lv e s  f o r t e  p la y in g .  Both

o f  th e s e  e tu d e s  a v o id  awkward hand p o s i t i o n s  and th e r e fo r e

s t r e s s  c l a r i t y  and e v e n n e s s .  Etude no. 18 d i f f e r s  from the

p r e v io u s  two in  adding the e lem en t o f  a cro ssed -h a n d  note

or  chord (Ex. I4.) , Czerny s t a t e s  th a t  h i s  primary concern

in  t h i s  type  o f  p la y in g  la y  in  the  "crossed-hand  note  or

n o te s  s t a y  [ - in g ]  in  the c o n t e x t  w h ile  the hand p rep ares
11the note  or  n o t e s , ” L ater  in  the work the  c r o s s e d  notes  

fu n c t io n  as m elod ic  m a te r ia l  (Ex. 5) and req u ire  a 

d i f f e r e n t  d e l iv e r y  o f  tone and the sh ap in g  o f  the l i n e .

The f l e x i b i l i t y  o f  the  thumb and the a b i l i t y  o f  the  

hand to  t r a v e l  e a s i l y  a c r o s s  were e v e r -p r e s e n t  concerns f o r  

Czerny. Much o f  the  passagew ork in  th e se  e tu d e s  and in  

h i s  o th e r  co m p o sit io n s  i s  s tr u c tu r e d  on t h i s  im portant  

p r i n c i p l e .  In op, 7^0 the  e tu d e s  no. ll+, 1 6 , 3 6 , I4.3 , Iflf, 

and 1̂ 6 t r e a t  t h i s  p h y s ic a l  problem in  a thorough manner.

In e tu d e s  no. II)., I4.3 , iflf., and ij.6, th e  f i g u r a t io n s  are  

s t r u c tu r e d  t o  move the hand c o n s t a n t ly  back and f o r t h  a c r o ss  

the  thumb w h ile  i t  s t a y s  tucked  under the  hand. Each o f  

th e se  e tu d e s  p la c e  t h i s  t e c h n i c a l  problem in  a d i f f e r e n t  

m u sic a l  c o n t e x t .  E tudes no. 16 and I4.I1. c o n s i s t  o f  l i g h t  

stream s o f  co n tin u o u s  sound, e tu de  no. JL16 i s  an accom pani­

ment f i g u r e ,  and e tu de  no. kk has m elo d ic  m a te r ia l  woven

1!LI b i d . , 1 :  lid*.
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above and below the  s t a t i o n a r y  p o in t  o f  the f i g u r a t i o n .

The movement o f  the  thumb under the  hand i s  t r e a t e d  in  

e tu d e s  no. lij. and 3 6 : no. ll|. i s  a s tr o n g ,  dram atic  work,

w h ile  no. 36 u see  t h i s  p r i n c i p l e  in  a l e g g i e r o  accompanying  

f i g u r e .  A l l  o f  th e s e  e tu d e s  are d e s ig n ed  to  e x e r c i s e  the  

r ig h t  hand.

W ide-spaced f i g u r a t io n s  l a r g e r  than the  h a n d s’ 

reach , w h ich , due to  the  speed o f  the  movement, cou ld  not  

be s o lv e d  by c l e v e r  f i n g e r i n g ,  r e q u ir e  the bouncing o f  the  

hand in  an arc c lo s e  to  the keyboard. This s e t  o f  t e c h n i ­

c a l  problem s was, in  the e a r l y  n in e te e n th  c e n tu r y ,  a r e c e n t  

developm ent in  p i a n i s t i c  w r i t in g  w hich Czerny t r e a t s  in  

e tu d e s  no. 1 5  and 1 9 . A lthough the  f i g u r a t io n s  u sed  in  

t h e s e  e tu d e s  are not d i s c u s s e d  in  the  P ian o  F o rte  S c h o o l , 

th e y  bear s t r i k i n g  s i m i l a r i t y  t o  p a s sa g e s  in  L i s z t ’ s 

P agan in i E tudes n o s .  1 and 3* B oth  o f  C zerny's  e tu d e s  

e x te n d  th e  f i g u r a t io n  t o  the  i n t e r v a l  o f  a t w e l f t h  during  

th e  co n tin u o u s  movement o f  the t h i r t y - s e c o n d  n o t e s .  Etude  

no. 15 i s  a co m p o sit io n  o f  th e  bravura type in  w hich the  

wide f i g u r a t io n  s e r v e s  as an accompaniment t o  a f u l l - c h o r d  

melody (Ex. 6 ) .  The hands exchange m a te r ia l  du rin g  the  

B s e c t i o n  and the  coda. Etude no. 19 p la c e s  the  m elod ic  

i n t e r e s t  in  the  lo w er  p a r t  o f  the  f i g u r a t i o n .  In the  B 

s e c t i o n  o f  t h i s  e tu d e ,  Czerny w r i t e s  a p a ssa g e  o f  co n tin u ou s  

broken t e n t h s  f o r  th e  r ig h t  hand (Ex. 7) so  s i m i la r  to  

L i s z t ' s  P agan in i Etude no. 3 "La cam panella" t h a t  i t  b ears
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Example If.. Etude no. 18 , l - l i .

Das Ubevschlagen mit ruhiger Hand und sanftem Anschlag 
Changement et eroisement ties mains 

Crossing the hands quietly and with delicate touch 
A lle g ro  (J = ins )

dolce sm arhittniosu

Example 5 . Etude no. 18, 3 3 -3 6 .

P  dolce

Example 6 . Etude no. 15, 2 6 -2 7 .
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m en tion . B oth  C zerny's  e tu d e s  are p r e fa c ed  w ith  the words

Example 7 . Etude no. 19 , ?3 .

‘£&. «

" q u iet  hand," w hich r a i s e s  q u e s t io n s  reg a rd in g  the  p o s s i b l e  

approach f o r  the  sm a l le r  hand. A lso  p r e fa c e d  t o  th e se  

e tu d e s  i s  the d i r e c t i o n  " e x te n s io n ,"  a term not u sed  in  the  

P lan o  F o rte  S ch oo l or in  th e  L e t t e r s . I t s  appearance in  

Op. 7^0 may r e p r e s e n t  an u p d a tin g  o f  C zern y 's  u n d erstan d in g  

o f  c u r re n t  p r a c t i c e .

Etude no. p r e fa c e d  w ith  the  words "Legato

melody w i th  broken c h o r d s ,"  bears s t r i k i n g  resem blance to  

the Chopin s t y l e  (Ex. 8 ) .  The l e f t - h a n d  accompaniment

Example 8 .  Etude no. 1+5 > 1-1+-
IBS Gebundeoe Melodic bei gebrosheneii Akkorden

La mUodie tetum acee le t accords irises 
Legato melody with broken chords

Allegro animato (J=ieo)

imo e cantabile
a.
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e n t a i l s  a broken-chord  f i g u r a t io n  in  groups o f  t r i p l e t s .

The r ig h t  hand’ s c a n t a b i l e  f ig u r e  i s  a l s o  based on t r i p l e t s ,  

o f  which the f i r s t  note i s  double-stemm ed in  ord er  to  

c r e a te  a f lo w in g  m elod ic  l i n e .  The c h a r a c te r  o f  th e  compo­

s i t i o n  i s  f lo w in g  and g e n t l e ,  and i s  to  be p la y e d  w ith  an 

o v e r la p p in g  l e g a t i s s i m o  tou ch . B a lance  and p r o p o r t io n  o f  

sound are key f a c t o r s  in  t h i s  e tu d e .  Czerny e x p la in s  in  

th e  P iano P o r te  School th a t  the melody in  such a com posi­

t i o n  i s  t o  be p la y e d  lo u d e r  than the  accompaniment. The 

q u a n t i ty  o f  d i f f e r e n t i a t i o n  between melody and the f i g u r a ­

t i o n  around i t  i s  d e s c r ib e d  as the  d i f f e r e n c e  between a 

g u i t a r  accompaniment and a s o l o  v o c a l  l i n e .  He co n c lu d es  

th a t  w ith in  an environm ent o f  p ian o  p la y in g ,  the melody  

may need to  be p la y ed  f o r t e . Another requirem ent f o r  t h i s  

type o f  work was the con cep t o f  e n r ic h e d  to n e ,  produced  

by d e p r e s s in g  the  melody n o te s  as f a r  as p o s s i b l e  w h ile  

m a in ta in in g  t r a n q u i l  arm w e ig h t .  Czerny a l s o  adheres to  

th e  r u le  th a t  a l l  double-stem m ed n o te s  are to  be h e ld  down 

by the f i n g e r  fo r  t h e i r  f u l l  v a lu e ,  which e x p la in s  h i s  

p r o c l i v i t y  f o r  w r i t in g  f i g u r a t io n s  th a t  l i e  c o n v e n ie n t ly  

under the  hand.

This e tu d e  a l s o  r a i s e s  q u e s t io n s  rega rd in g  the  use  

o f  th e  damper p e d a l .  His g e n e r a l  a t t i t u d e  w ith  regards to  

t h i s  p ed a l  i s  one o f  p ru d en ce , as i l l u s t r a t e d  in  h i s  

s ta te m e n t:  "Clear and d i s t i n c t  p la y in g  must always be con­

s id e r e d  the R u le , a l l  th e  r e s t  i s  m erely  by way o f
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12e x c e p t i o n . ” d e m e n t i ’ s a t t i t u d e s  are a ga in  dominant h e r e ,

a lth o u g h  Czerny un d ersto od  th a t  p r a c t i c e s  in  p e d a l l i n g  were
chang in g . He e x p l a i n s , ”In modern P ia n o fo r te  p la y in g  t h i s

p ed a l  [damper] had become ex trem e ly  im portant and i t s
13a p p l ic a t io n  must be w e l l  s t u d i e d . " In most i n s t a n c e s ,  he 

b e l i e v e d  th a t  the  p ed a l sh ou ld  be u sed  on ly  when i t s  usage  

was in d ic a t e d  by the com poser. He fu r th e r  e x p la in s  th a t  

the purpose o f  the  p e d a ls  i s  ”to  g a in  a compliment o f  f u l l  

harmony; e s p e c i a l l y  by h o ld in g  a bass  note in  the p ed a l  

w h ile  p la y in g  a melody and o th e r  accompaniment. ”11+ This  

c o n d i t io n  i s  a p p l ic a b le  t o  e tu d e  no. ip5> where on ly  the  

l a s t  e i g h t  m easures have p ed a l i n s t r u c t i o n s ; n e v e r t h e l e s s ,  

the  p ed a l  i s  im p lie d  throughout in  order to  a c h ie v e  i t s  

f lo w in g ,  c a n t a b i l e  s t y l e .

Etude no. 50 i s  a b r i l l i a n t ,  dram atic  work which  

p la c e s  the melody in  o c ta v e s  in  the  b a s s . The r ig h t  hand 

accompaniment i s  a co n tin u o u s  b a t t e r y  o f  s i x t e e n t h  n o te s  

l a i d  out in  a r p e g g io  seq u en ces  or turn-around f i g u r e s  which  

p ro v id ed  the  harmonic framework (Ex. 9 ) .  Czerny p r e fa c e s  

t h i s  f o r t i s s i m o  work w ith  th e  p h r a se ,  ”Bravura in  touch  and 

tem p o .” H is d i s c u s s i o n  o f  bravura p la y in g ,  a s t y l e  he says  

i s  r e se r v e d  fo r  f p r t e  or  f o r t i s s i m o  p i e c e s , d e s c r ib e s  the

12I b i d . ,  3: 63 .

13I b i d . , 3: 57 .

li4T b id .
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Example 9 .  Etude no. 50, 1 -8 .

Bravour im Auscblag and im Tempo 
Sravoure data Vatiaque et le momement 

Bravura in touch and tempo

Allegro agitato (J=sa)
I 8 8

j f I t  basso sempre'tenuto ben marcato

e x e c u t io n  w ith  "bent and r i g i d  f i n g e r s ,  w ith  g r e a t  f o r c e ,  

e x tr em e ly  s h o r t ,  and w ith  the n e c e ssa r y  arm movements.""*'^ 

U nderstanding  the n e c e s s i t y  o f  arm movement was a p r o ­

g r e s s i v e  tren d  which Czerny e n d o r s e d , in  m oderation ,  

c a u t io n in g  th a t  forearm  movements needed t o  be r e s t r a in e d  

o n ly  to  the  degree  o f  movement n e c e s s a r y :  "Excess in  t h i s

r e s p e c t  would be to o  la b o r io u s  and e x c i t i n g ,  in  very  

l e n g th y  p a s sa g e s  might even become p r e j u d i c i a l  to  the  

h e a l t h . T h e  d i s c u s s i o n  o f  the  bravura s t y l e  o f  p la y in g  

appears in  Czerny ?s w r i t in g s  in  the paragraphs co n cern in g  

the meanings and p roced u res  o f  m arcato and m a r t e l l a t o . He

15

16
I b i d . ,  3: 2 9 .  

I b i d . ,  3 : 30.
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e x p la in s  th a t  t h i s  i s  the  b a s ic  tou ch  o f  the bravura s t y l e ,

but c a u t io n s  a g a in s t  any abuse o f  th e  in s tru m en t or  any

compromise o f  i t s  beauty  o f  tone when u s in g  forearm

tech n iq u e  fo r  t h i s  s t y l e  o f  p la y in g .  S e v e r a l  c r i t i c a l

s ta te m e n ts  in  both the L e t t e r s  and the  Piano F o rte  School

are ad d ressed  t o  p la y e r s  who n e g le c te d  t h i s  a rea  o f  good

t a s t e .  The f o l lo w in g  i s  o n ly  one exam ple: "A good p la y e r
17never s t r i k e s  w ith  so  much fo r c e  as to  in ju r e  the  P ia n o ."

I t  can be co n c lu d ed , t h e r e f o r e ,  th a t  the proper perform ance

o f  the  bravura s t y l e  in  e tu d e  no. 50 depends on a t a s t e f u l

e x e c u t io n  o f  b o th  lou d  and d etach ed  p la y in g .

Etudes o f  the Third Type

The e tu d e s  l o o s e l y  grouped as th o se  u s in g  the  

a l t e r n a t i o n  o f  i n t e r v a l s  vary in  s t y l e  and i n t e n t .  These  

e tu d e s  e a s i l y  d iv id e  i n t o  a fu r t h e r  s u b d iv i s io n  f o r  s tu d y  

p u r p o se s .  F i r s t ,  th o se  w hich are based on the a l t e r n a t i o n  

o f  i n t e r v a l s  p la y e d  in  b lo c k  or  s o l i d  form. To t h i s  group

b e lon g  e tu d e s  no. i | ,  10 , 30 , 39, and lj.9. These e tu d e s

t r e a t  the  i n t e r v a l  o f  the t h ir d  (p la y e d  s o l i d l y )  in  a l t e r ­

n a t io n  w ith  a s i n g l e  note  (n o s .  if and 3 9 ) ,  or  w ith  an 

o c ta v e  (no . Ip9), or  in  a l t e r n a t i o n  w ith  an o th er  t h i r d  (n o s .  

10 and 3 0 ) .  Etude no. h. i s  d i s t i n c t  from a l l  the  o th e r s  

in  the opus due t o  i t s  programmatic t i t l e ,  "En C a r i l lo n ."

17I b i d . ,  l :  1 8 6 .
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T his etude  p la c e s  the s t r e s s  o f  the a l t e r n a t i o n  on the  

o u te r  p a r t  o f  the hand as the thumb fo l lo w s  a lo n g  w ith  the  

s i n g l e  note  between the  th ir d s  (Ex. 1 0 ) .  T h is p a t t e r n  i s  

arranged in  a s t a c c a t o ,  l e g g i e r i s s i m o  to u ch , w ith  f i g u r a ­

t io n  o c cu rr in g  in  both  hands in te r c h a n g e a b ly .  Etude no. 39, 

w r i t t e n  in  t r i p l e t s ,  p la c e s  more emphasis on the thumb by 

e i t h e r  b e g in n in g  the t r i p l e t  w ith  the thumb or by tu rn in g  

the  p a t te r n  o f  th§ t r i p l e t s  over  the thumb's s i n g l e  n o te .

In t h i s  f a s h io n ,  the  a l t e r n a t i n g  p a t te r n  fan s  out o v er  a 

w id er  area  o f  th e  keyboard. This emphasis on the  thumb 

tu c k in g  under or  the hand tu r n in g  over  the thumb d u rin g  the  

a l t e r n a t i o n  makes t h i s  e tu d e  unique in  t h i s  c a te g o r y .

Example 1 0 . Etude no. ii, 1 -5 .

Leichte Beweglichkeit im ruhigen Staccato 
Mmvement Mger, Staccato tranquille 

Light motion in quiet staccato

Molto allegro (M.M. «!•= 104.)
(En Carillon)  8 ten.

4 . p  leggierissimo

Etude no, Lj.9 i s  p r im a r i ly  an o c ta v e  stu dy  o f  the  

bravura ty p e .  I t  i s  l i s t e d  here due to  i t s  accompanying  

f i g u r e ,  w hich a l t e r n a t e s  th ir d s  w ith  o c ta v e s  and appears  

in  b oth  hands.

Etude no. 10 c o n s i s t s  o f  a co n tin u o u s  stream  o f  

a l t e r n a t i n g  th ir d s  in  a sc en d in g  and d e sc en d in g  l i n e s .  This
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p a t t e r n ,  w r i t t e n  o n ly  f o r  the  r ig h t  hand, t r a v e l s  c h r o ­

m a t i c a l ly  or  by s te p w is e  fa s h io n  and i s  on ly  in te r r u p te d  

when the t h ir d s  move in  s c a l e s .  As the a l t e r n a t i n g  

i n t e r v a l s  d escen d , g r e a t  im portance i s  p la c e d  on the  hand 

tu r n in g  o ver  the thumb.

Etude no, $0,  d i f f e r e n t  from the o th e r s  in  t h i s  

grou p in g , i s  based on t h ir d s  d escen d in g  in  tw o -n o te  s lu r s  

se p a r a ted  by r e s t s  (Ex, 1 1 ) .  As the s tu d y  p r o g r e s s e s ,  th e se  

two i n t e r v a l  com binations e x te n d  t o  se v en th s  combined w ith  

e i t h e r  t h i r d s  or  f i f t h s .  This f i g u r a t io n  i s  s t r u c tu r e d  so  

th a t  the em phasis i s  on the a t t a c k  r a th e r  than on a g i l i t y  

or e v e n n e s s .  Czerny p r e fa c e s  t h i s  work w ith  the  words,

"To a cq u ire  a f irm  to u ch ,"  which im p l ie s  the n e c e s s i t y  o f  

u s in g  the  arm f o r  the a t t a c k .

Example 1 1 .  Etude no. 30, 1 -it'.

IllBeforderung des festeD Anschlags 
A cquisition de lattaque sur le piano 

To acquire a  firm touch
Vivace (J = 12« )

The second group in  t h i s  c a te g o r y  com prises th o se  

e tu d e s  which s t r e s s  v a r io u s  f i n g e r  com b inations p la y in g  

broken i n t e r v a l  p a t t e r n s  and in c lu d e s  on ly  e tu d e s  n o s .  11 

and 2it. Both  f e a t u r e  p a t te r n s  which r o ta te  the  hand back
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and f o r t h  through the broken i n t e r v a l  f i g u r a t i o n .  Etude 

no. 11 , marked ’’R ead in ess  in  changing the  f i n g e r s , ” moves 

the  r ig h t  hand from the  low er  broken th ir d  through a thumb 

p iv o t  to  an upper broken o c ta v e ,  a p a t te r n  rep ea ted  

throughout the  c o m p o s it io n .  Etude no. 2k (Ex. 12) i s  a 

more complex f i g u r a t io n  o f  broken i n t e r v a l s  which r o t a t e s  

the  i n t e r v a l s  from the o u te r  p a r t  o f  the hand to  the in n e r  

p a r t .  T h is i s  accom plish ed  by a s s ig n in g  th e  w id er  i n t e r v a l s

Example 1 2 . Etude no. 2 k ,  1 -2 .

Motto vivace eon velocita ( J =  1 1 0  )

24l p p

t o  th e  f i n g e r  com b inations o f  1 and 5 or 1 and k ,  w h ile  

th e  s m a l le r  i n t e r v a l s  w hich appear between th e s e  are  

a s s ig n e d  f i n g e r s  2 and 3 or 2 and k • The w id er  i n t e r v a l s  

u sed  o c c a s i o n a l l y  e x ten d  up t o  a t e n t h .  Both  o f  th e se  

e tu d e s  d i f f e r  from the f i r s t  group in  th a t  th ey  req u ire  

s o l i d  f i n g e r  tech n iq u e  f o r  e x e c u t io n ,  and th e r e f o r e  a 

q u ie t  hand approach. The f i r s t  group d e a ls  w ith  b lo c k s  

o f  i n t e r v a l s  p la y e d  in  b lo c k  f a s h io n  w h ile  a l t e r n a t i n g  

w ith  e i t h e r  a s i n g l e  note  or  a n o th er  i n t e r v a l ,  and req u ire  

some form o f  hand or  forearm  movement.

R eproduced with perm ission of the copyright owner. Further reproduction prohibited without perm ission.



8 3

E tudes o f  the  Fourth Type

T his sm a ll  group o f  e tu d e s  d i f f e r s  from the o th e r s  

in  the opus because  i t  f e a t u r e s  the  r e p e t i t i o n  o f  the  same 

note or  n o t e s .  In c lu d ed  in  t h i s  c l a s s i f i c a t i o n  are e tu d e s  

no. 7 , 3 2 , 35, an4 4-0* E tudes no. 7 and 35 share  s i m i la r  

f e a t u r e s ,  the r e p e t i t i o n  o f  the  same note fo l lo w e d  by a 

broken o c ta v e ,  and the re tu rn  from the oc tav e  t o  the  

o r i g i n a l  note  r e p e t i t i o n .  In both  c a se s  t h i s  i s  done 

w it h in  the  time i n t e r v a l  o f  one b e a t .  Both e tu d e s  p la c e  

the r e p e a t in g  note  in  the  low er  p a r t  o f  the  f i g u r a t i o n ,  so 

th a t  the  thumb i s  a lw ays the  key t o  the  e x e c u t io n  o f  the  

r e p e t i t i o n .  Etude no. 35 p la c e s  t h i s  f i g u r a t io n  in  the  

c o n te x t  o f  s i x  s i x t e e n t h  n o te s  to  one b e a t ,  w hich a l lo w s  

more r e p e t i t i o n s  o f  the  s i n g l e  note  b e fo re  the  o c ta v e  

e x t e n s io n  than does e tu d e  no. 7 , which p la c e s  the  f i g u r a t io n  

in  the  c o n te x t  o f  fo u r  s i x t e e n t h  n o te s  to  one b e a t .  Both  

o f  th e s e  e tu d e s  f e a tu r e  b r i e f  p a s sa g e s  o f  o n ly  s i n g l e - n o t e  

r e p e t i t i o n .  The r ig h t  hand o n ly  i s  u sed  f o r  the  f i g u r a ­

t i o n s  in  both  e t u d e s .

Etude no. $2 p o s e s  a d i f f e r e n t  s e t  o f  problem s w ith  

rep ea ted  n o t e s .  I t  b e g in s  w ith  th e  r ig h t  hand p la y in g  a 

f o u r -n o te  chord and then r e p e a t in g  th e  lo w er  n o te ,  w r i t t e n  

in  s i x t e e n t h  n o t e s ,  w i th  th e  thumb f o r  the r e s t  o f  the  

measure (Ex. 1 3 ) .  Each s u c c e s s i v e  measure f o l lo w s  in  t h i s  

p a t t e r n ,  changing the note  o f  r e p e t i t i o n  in  th e  chord to
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in c lu d e  not on ly  the  lo w e s t  member, but a l s o  th e  second  

lo w e s t  member and the top member o f  the chord.

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

Allegro maestoso, ma pon ftaoco (J = 104 )
ten. s f

S2.<

w-

As the e tu d e  p r o c e e d s ,  the number o f  n o te s  h e ld  down i s  

d e c r e a se d ,  and the number o f  n o te s  rep ea ted  a t  the same 

time i s  in c r e a s e d ,  At the c l im a x , the e n t i r e  chord i s  

r ep ea ted  throughout the e n t i r e  measure in  s i x t e e n t h  n o te s  

(Ex. l lj .) , adding o c c a s i o n a l l y  a f i f t h  note  to  the chord to

Example 1J.|. Etude no. 32.
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c r e a te  a d o m in a n t-sev en th . T h is s tu d y  i s  th e r e f o r e  a 

p r o g r e s s io n  from s i n g l e - n o t e  r e p e t i t i o n  to  f u l l - c h o r d  

r e p e t i t i o n .  I n t e r s p e r s e d  w ith  t h i s  w r i t in g  fo r  the  r ig h t  

hand are s h o r te r  s e c t i o n s  o f  s i n g le - n o t e  r e p e t i t i o n  f o r  the  

l e f t  hand. At the  c o n c lu s io n  o f  t h i s  work are p a s sa g e s  f o r  

the  r ig h t  hand in v o lv in g  o c ta v e s  f i l l e d  in  w ith  e i t h e r  the  

lo w er  or  the  upper t h ir d  in  the  m id d le . The d i f f i c u l t y  o f  

t h i s  p ie c e  i s  enhanced by i t s  dynamic c h a r a c te r .  The 

e n t i r e  work i s  marked f o r t i s s i m o  w ith  the  e x c e p t io n  o f  the  

coda, w hich i s  marked FFF. C zerny's  d i r e c t i o n  fo r  t h i s  

e tu d e ,  "U niform ity  in  r a i s in g  the  f i n g e r s , "  r a i s e s  q u e s t io n s  

reg a rd in g  h i s  i n t e n t i o n  f o r  i t s  e x e c u t io n .  Any a ttem p t to  

p la y  the r e p e t i t i o n s  o f  the f u l l - v o i c e d  chords a t  a 

f o r t i s s i m o  l e v e l  i s  sure to  end in  d e f e a t .

Etude no. LfO i s  based on the  s t a c c a t o  r e p e t i t i o n

o f  a t r i a d  in  which the upper note  moves s te p w is e  up or

down t o  c r e a te  the m elo d ic  i n t e r e s t .  During t h i s  a c t io n  

th e  lo w er  p a r t  o f  the  t r i a d  c o n t in u e s  t o  be r e p e a te d .  T h is  

etu de  r e q u ir e s  a bouncing hand s t a c c a t o  w hich i s  co m p li­

c a te d  here  by the requirem ent o f  th e  m elo d ic  n o te s  in  the

upper p a r t  o f  the  t r i a d .  C zern y 's  d i r e c t i o n s  r e q u ir e  th a t

the  m elo d ic  note  be p la y e d  lo u d e r  than the  r e s t  o f  the  

n o t e s ,  a q u a l i f i e r  which adds c o n s id e r a b le  d i f f i c u l t y  to  

t h i s  e tu d e .
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Etudes o f  the F i f t h  Type

Czerny d e v o te s  a s u b s t a n t i a l  p ar t  o f  h i s  w r i t i n g s  

t o  the r e a l i z a t i o n  and i n t e r p r e t a t i o n  o f  ornaments and 

em b el l i shm ents  found in  the p iano  l i t e r a t u r e  o f  the  t im e .  

He c l a s s i f i e s  t u r n s ,  t r i l l s ,  and trem olo  f i g u r e s  as  

" o r n a m e n ta t io n ," and r e s e r v e s  f o r  the c a te g o r y  o f  "embel­

l i sh m en t"  c a d e n z a - l i k e  m a t e r i a l ,  as w e l l  as f i g u r a t i o n s  

based on lo n g  sweeping motions over  the keyboard which l i e  

between p l a t e a u s  o f  m elod ic  m a t e r i a l  (Ex. 1 5 ) .  The 

m a j o r i t y  o f  the  e tu d e s  t o  be d i s c u s s e d  in  t h i s  s e c t i o n  

be lo n g  t o  h i s  "ornamentation" c l a s s i f i c a t i o n .

( A )  ( B )

Example 15 .  Etude no. 26,  1 -3  and 1 7 -2 0 .

Lento moderato (J = is )

/x

26.

r - p j
sempre leggierissimo

cresc.
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The e tu d e s  no. 29 and 1+2 are  d e s i g n a t e d  by Czerny 

as e x e r c i s e s  f o r  the  s i n g l e  mordent and the  double  mordent,  

r e s p e c t i v e l y .  No, 29 t r e a t s  the  s i n g l e  mordent, s t a r t i n g  

on the p r i n c i p a l  n o t e ,  in  the rhythmic c o n t e x t  o f  f i v e  notes  

t o  o n e - h a l f  b e a t ,  end ing  on a s t a c c a t o  e i g h t h  n o t e .  This  

f i g u r a t i o n  p r e v a i l s  throughout ,  and c r e a t e s  a com p osi t ion  

o f  cont inu ous  but d i s t i n c t  mordents .  No. 1+2 i s  an e x e r c i s e  

in  the  f i g u r e  o f  bhe double  mordent. The l a c k  o f  a term ina l  

n o t e ,  u sed  t o  d i s t i n g u i s h  one ornament from a n o th er ,  p ro ­

duces  the sound o f  cont inu ous  o v e r la p p in g  double  mordents .  

The f i g u r a t i o n ,  e v e n ly  d i v i d e d  i n t o  s i x  n o te s  p er  b e a t ,  

c o n c e n t r a t e s  on f i n g e r  m a n ip u la t io n  r a t h e r  than the  c o r r e c t  

r e a l i z a t i o n  o f  the  ornament as i t  would appear in  a m u s ica l  

c o n t e x t .  Czerny’ s concern w i t h  the  mordent appears t o  have  

c e n te r e d  on th e  c l a r i t y  o f  i t s  p a r t s ,  i t s  sp eed ,  and i t s  

l i g h t n e s s  when compared t o  the  surrounding environm ent .

H is  i n s t r u c t i o n s  f o r  mordent p l a y i n g  a c co r d in g  t o  the  P iano  

F o r te  School  req u ire  d i s t i n c t n e s s ,  and the l e a d in g  o f  the  

mordent to  the f o l l o w i n g  p r i n c i p a l  n o te .

Etudes no, 3̂ - and 1+8 c o n c e n tr a t e  on the  t r i l l .  No. 

1+8 in c o r p o r a t e s  a t r i l l  as the  b a s i c  m u s ic a l  id e a ;  each  

measure b e g in s  w i t h  a new t r i l l  and i s  co nnected  t o  the  

n ex t  t r i l l  by a s c a l e  p a s s a g e .  This  e t u d e ,  w r i t t e n  p r i ­

m a r i ly  f o r  the l e f t  hand, i l l u s t r a t e s  the importance o f  

eq u a l  a b i l i t y  between the  hands .  In the  P iano  F o r te  School  

Czerny w r i t e s  t h a t  t r i l l s  normally  beg in  on the  main note
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and c o n t a in  no predeterm in ed  number o f  n o t e s ,  but were to  

be p la y e d  q u i c k ly ,  e q u a l l y ,  and d i s t i n c t l y .

Etude no. 3k,  d e s i g n a t e d  " T r i l l s  in  t h i r d s , "  i s  a 

s tu dy  in  p r e p a r a t io n  f o r  t r i l l i n g ,  and not an a c t u a l  s e r i e s  

o f  t r i l l s  in  t h i r d s .  The f i g u r a t i o n ,  a l l  f o r  the r i g h t  

hand, f e a t u r e s  an a l t e r n a t i o n  o f  t h i r d s  in  the upper p a r t  

o f  the  hand w h i l e  h o l d in g  down the  thumb's n o t e .  This  

p r a c t i c e  o f  h o ld in g  one p a r t  o f  the  hand s t a t i o n a r y  w h i le  

e x e r c i s i n g  a n oth er  p a r t  i s  found in  many o f  the m u s ic a l  

examples in  both  the  Plano F o r te  School  and the L e t t e r s .

I t  was in te n d e d  t o  d e ve lop  the  utmost in  f i n g e r  in d ep en ­

den ce .  The B s e c t i o n  and coda o f  t h i s  e tu de  expand the  

a l t e r n a t i n g  i n t e r v a l s  t o  s i x t h s  and s e v e n t h s ,  c r e a t i n g  a 

f i g u r a t i o n  s i m i l a r  t o  Chopin's  e tude  op. 10 ,  no. 7.

In the  P iano  F orte  Schoo l  Czerny c a l l s  the Baroque 

a c c i a c c a t u r a  a s h o r t  a p p o g g ia tu r a .  He e x p l a i n s  t h a t  i t  

r e c e i v e s  no t ime v a lu e ;  but i s  p la y e d  q u ic k ly  and d i s t i n c t  

from th e  p r i n c i p a l  n o t e .  Etude no. 9, " D e l i c a t e  s k ip s  and 

detach ed  n o t e s , "  i s  a l s o  based on t h i s  type o f  ornament.  

Throughout the  e t u d e ,  the  s h o r t  ap p o g g ia tu ra  i s  a t t a c h e d  

t o  s t a c c a t o  broken o c ta v e s  in  the  r i g h t  hand. Mezzo- 

s t a c c a t o  touch  I s  im p l ie d  by the use  o f  the d e s c r i p t i v e  

word l e g g i e r i s s i m o .

Etude no. 27 ,  d e s i g n a t e d  as p r a c t i c e  f o r  "Indepen­

dence o f  the  f i n g e r s , "  i s  p la c e d  in  th e  c a te g o r y  o f  

ornam entation due t o  i t s  t e c h n i c a l  p a t t e r n s .  Lying in  the
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middle  o f  the hand, a q u a r t e r - n o t e  melody i s  p la y e d  f u l l  

value  and l e g a t o ,  w h i le  the o u t e r  p a r t s  o f  the  hand p la y  

a measured trem olo  in  broken o c t a v e s .  Although he does not  

d i s t i n g u i s h  t h i s  as an e tude  f o r  trem olo  p r a c t i c e ,  he does  

in c lu d e  the  trem olo  in  h i s  w r i t i n g s  on ornam en tat ion .  The 

t e c h n i c a l  procedure f o r  a t rem o lo ,  as e x p la in e d  in  the  

Piano F o r te  S c h o o l , a v o id s  r o t a t i o n  o f  the hand; i n s t e a d  

p r e s c r i b e s  on ly  f i n g e r  movement, so  as not to  s a c r i f i c e  the  

’’q u i e t  h a n d .”

Etude no. 26 b e lo n g s  to  the  c a te g o r y  o f  e m b e l l i s h ­

ment. This e t u d e ,  p r e v i o u s l y  mentioned in  the c a te g o r y  o f  

a r p e g g ia t e d  s t u d i e s ,  has throughout e x t e n s i v e  passagework  

based on s c a l a r  movement, passagework t h a t  con n e c ts  l a r g e r  

m elod ic  p l a t e a u s  (See Ex. 1 5 ) .  This  type o f  em b el l i shm ent  

i n  t h i s  e tu de  most o f t e n  e x te n d s  f o r  one measure,  though  

in  some p l a c e s  c o n t in u e s  f o r  l a r g e r  p e r io d s  o f  t im e ,  such  

as a t  the c o n c lu s i o n ,  when i t  l a s t s  f o r  two and a h a l f  

m easures .  This  e tude  i s  a l s o  remarkable in  the e x t e n t  o f  

keyboard covered  by the  r i g h t  hand during t h e s e  e m b e l l i s h ­

ments;  most o f t e n  the hand i s  r eq u ired  t o  t r a v e l  fo u r  

o c t a v e s  in  a m a tter  o f  a few b e a t s .  The l a s t  em b el l ishm ent  

c a r r i e s  the hand over  s i x  o c ta v e s  o f  s c a l e w i s e  movement.

Etudes o f  the  S i x t h  Type

The s t u d i e s  which i n v o l v e  o c ta v e s  as the e s s e n t i a l  

f a c t o r  i n  the m u s ic a l  c o n s t r u c t i o n  r e p r e s e n t  the t h i r d
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l a r g e s t  c a te g o r y  o f  Op. 7U0. This  s u r p r i s i n g  amount o f  

c o n c e n t r a t io n  on o c ta v e  s t u d i e s  r e v e a l s  C zerny's  acute  

awareness  o f  d e v e lo p in g  tre n d s  in  p ian o  tech n iq u e  a t  the  

b e g in n in g  o f  the  n i n e t e e n t h - c e n t u r y .  A lthough many more 

o f  the  e tu d e s  in  the  opus f e a t u r e  some type o f  o c ta v e  

w r i t i n g  in  s h o r t  p a s s a g e s ,  the ones in  t h i s  c a te g o r y  are 

b u i l t  on the predominance o f  some type o f  oc tav e  p l a y i n g ,  

i n c l u d i n g  lo n g  p a s s a g e s  o f  i t .

The e tu d e s  c o n ta in  o c ta v e  s t u d i e s  in  s e v e r a l  

d i f f e r e n t  forms: broken o c ta v e s  i n  accompanying m a t e r i a l

(no.  2 3 , f o r  the l e f t  hand; no. 2 7 , f o r  the  r i g h t  hand);  

o c t a v e s  in  l e g a t o  melody (no .  3 2 , f o r  the  l e f t  hand; no.

50,  f o r  th e  l e f t  hand):  o c ta v e s  in  jumps (no. 9 ,  f o r  the  

r i g h t  hand; no. 3 3 > f ° r the  r i g h t  hand; no. 2 0 , f o r  the  

l e f t  hand);  i n t e r l o c k i n g  o c t a v e s  (no. 3 8 ); and f a s t  

s t a c c a t o  o c ta v e s  as melody (no,  lf.9 ) .

Etude no. I4.9 , d e s i g n a t e d ,  " O ctave-B ravu ra ,” i s  

based on s c a l e w i s e  movement o f  o c ta v e s  in  a cont inu ous  

stream o f  s i x t e e n t h  n o t e s ,  the  hands exch ang ing  m a t e r i a l  

from s e c t i o n  t o  s e c t i o n .  The tempo i s  v i v a c e ,  and a l l  o f  

the  o c ta v e s  are marked s ta c ca to . .  The L e t t e r s  c o n t a in  no 

in fo r m a t io n  about Czerny's  o c ta v e  t e c h n iq u e ,  and n e i t h e r  

does the  Piano P o r te  S choo l  a f f o r d  much e x p l a n a t i o n .  When 

r e f e r r i n g  t o  the  proper  e x e c u t i o n  o f  s t a c c a t o  o c ta v e  

p a s s a g e s ,  he recommends e l e v a t i n g  the hand and the  forearm,  

which produces forearm o c ta v e  p l a y i n g .  Czerny had
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a p p a r e n t ly  e x p e r ie n c e d  the  d i f f i c u l t i e s  i n v o l v e d  in  t h i s  

approach when he wrote "On U n usua l ly  D i f f i c u l t  Composi­

t i o n s , "  and mentions among them, "long s t a c c a t o  p a s s a g e s ,  

as Octaves & c . ; which c a l l  f o r  g r e a t  e x e r t i o n  w i t h  

s t r e n g t h .

Etude no. 38 i s  the  o n ly  example o f  i n t e r l o c k i n g  

o c ta v e s  i n  the opus (Ex. 1 6 ) .  Based e n t i r e l y  on t h i s  type  

o f  p h y s i c a l  gym n a st ic ,  the hands move in  o p p o s i t e  d i r e c ­

t i o n s  and l e a p  in d e p e n d e n t ly  o f  each  o t h e r  w h i le  u s i n g  a

Example 16 .  Etude no. 3 8 , 1 - 8 .
Molto allegro W =w)

£ *  5

4

■r

m a r t e l l a t o  to u c h .  As the  e tu de  p r o g r e s s e s ,  the o c ta v e s  are

f i l l e d  in  t o  c r e a t e  t r i a d s ,  and e v e n t u a l l y  f o u r - v o i c e d  

chords ,  a f t e r  which th e  i n t e r l o c k i n g  o c ta v e s  r e t u r n .

l 8 I b i d . ,  3: 72.
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Czerny's  d i r e c t i o n  in  t h i s  e tu d e ,  "Uniformity in  r a i s i n g  

the han ds ,"  e x p l a i n s  h i s  i n t e n t .  This  concern f o r  e v e n ­

n ess  in  both  th e  sound and the  t im in g  i s  c o m p l ic a ted  by 

the m a r t e l l a t o  to u ch .  When he w r i t e s  about m a r t e l l a t o  

o c ta v e  p l a y i n g  in  the Piano F o rte  S c h o o l , h i s  comments d e a l

w i th  h i s  concern f o r  good to n e ,  adding t o  t h i s  t h a t  ’the
19p l a y e r  must e x e r t  a good d e a l  o f  f o r c e . "

Etude no. 33 p r e s e n t s  o c ta v e  p l a y i n g  in  a d i f f e r e n t  

c o n t e x t .  U n l ik e  the p r e v io u s  s t u d i e s ,  t h i s  work i s  l i g h t ,  

d e l i c a t e  and p i a n i s s i m o .  The o c t a v e s ,  w r i t t e n  on ly  f o r  

the r i g h t  hand, f e a t u r e  both  d e scen d in g  and ascen d in g  

a r p e g g i o s ,  and l a r g e ,  f a s t  l e a p s .  C on sp icuou s ly  a b sen t  

in  t h i s  c o m p o s i t io n  are examples o f  s c a l e w i s e  oc ta v e  

p l a y i n g .  Czerny adds the  d i r e c t i o n ,  "Octave s k i p s ,  the  

hand l i g h t , "  the  f a t t e r  r e f e r r i n g  t o  a w r i s t  oc tave  

s t a c c a t o .  This  approach i s o l a t e s  t h i s  e tude  from the o th e r  

o c ta v e  s t u d i e s  in  the s e n se  t h a t  i t  i s  not dependent upon 

g r e a t  s t r e n g t h  f o r  i t s  e x e c u t i o n  but r a th e r  r e q u ir e s  an 

unusual  a b i l i t y  t o  move g r a c e f u l l y  and w i t h  a g i l i t y  a t  the  

keyboard (Ex. 1 7 ) .

19
I b i d . ,  3:  2 9 .
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Example 1 7 .  Etude no, 33, 1 - 5 .

Mplto allegro (J.ctia) Carl Czemy, Op.MO Cah.V

VP delicatame'nte

sempre armonioso

General  Remarks on I n t e r p r e t a t i o n  In the Etudes

Czerny's  b e l i e f  t h a t  "each p i e c e  as a whole r e p r e -
20s e n t s  a s i n g l e  p a s s i o n  or emotion" i s  c r i t i c a l  to  an 

u n d ers ta n d in g  o f  the e t u d e s .  This  p r e v a i l i n g  id e a  

i n f l u e n c e s  h i s  con cep ts  o f  tempo and d u r a t io n ;  in  the  

Piano F orte  Schoo l  he d i s c u s s e s  t h i s  a s p e c t  o f  performance  

in  the ch a p te r  "On Keeping Exact Time in  Each Bar, and on 

P r e s e r v in g  the same degree  o f  movement throughout  a 

m u s ic a l  p i e c e ." As the  t i t l e  i m p l i e s ,  the c o n t in u in g  

p u l s e ,  as w e l l  as the e x a c t  d i v i s i o n s  w i t h i n  the p u l s e ,  

were o f  the utm ost  im portance .  Czerny d e s c r i b e s  the  

i n g r e d i e n t s  n e c e s s a r y  t o  t h i s  end as f o l l o w s ;  "1) each  note  

i s  h e l d  a c co rd in g  to  i t s  va lue:  2) no te s  are c o r r e c t l y  d i s ­

t r i b u t e d  and s t r u c k  a t  the proper  t ime; 3) each  bar l a s t s

as long as the others .,21

20

21
I b i d . ,  3; 80 .  

I b i d . ,  1;  110.
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Czerny in tr o d u c e d  t h e s e  p r i n c i p l e s  e a r l y  in  a 

s t u d e n t ' s  t r a i n i n g .  By r e q u ir in g  the s tu d e n t  t o  p r a c t i c e  

w it h  the metronome, he u n d e r l in e d  h i s  concern f o r  e x a c t ­

n ess  o f  t im in g  and tempo. During the l e s s o n s ,  the  s tu d e n t  

was req u ire d  t o  count a loud and beat  or conduct t ime as 

he or the  t e a c h e r  p la y e d .  The a l low ance  f o r  freedom w i t h in  

the p u l s e  was c a u t i o u s ,  and g e n e r a l l y  c o n s e r v a t i v e  f o r  the  

p e r io d .  He d e s c r i b e s  t h e s e  c o n d i t i o n s  f o r  freedom as 

f o l l o w s :

1) the re turn  t o  the p r i n c i p l e  Csicj  s u b j e c t ;
2) a t  a t r a n s i t i o n  in  a noth er  s p e c i e s  o f  t im e ,  or  

i n t o  a n o th er  movement, d i f f e r e n t  in  tempo to  
what preceded;

3) im m ediate ly  a f t e r  a pause;  in  an im portant  
cre sce n d o  o f  a s t r o n g l y  marked s e n t e n c e ,  l e a d in g  
t o  the c l o s e  or  an important pa ssa g e ;

U) always where i s  marked e s p r e s s i v o ;
5) the  end o f  a t r i l l  which forms a c a d e n z a  or  pause  

and which i s  marked d i m i n u e n d o . 22

Of the s t y l o s  o f  p l a y i n g  popular  during  the e a r l y  

n i n e t e e n t h  c e n tu r y ,  one o f  the most o f t e n  p layed  and 

w r i t t e n  about was the  " b r i l l i a n t  s t y l e . "  Czerny confirm s  

t h i s  in  h i s  remark, "As a t  p r e s e n t  day so  many composi­

t i o n s  are d i s t i n g u i s h e d  by h av in g  the term b r i l l i a n t  

p r e f i x e d  t o  them, i t  becomes n e c e s s a r y  t o  determine and f i x  

l i m i t s  t o  the  s i g n i f i c a t i o n  o f  the  word as a p p l i e d  t o  s t y l e  

and e x e c u t i o n . "23 The p r o p r i e t i e s  o f  the b r i l l i a n t  s t y l e

22I b i d . ,  3: 35.

2 3 I b i d . ,  3: 80 .
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we r e :

a p e c u l i a r l y  c l e a r  and marked, as w e l l  as 
e n e r g e t i c  manner o f  touch  or a t t a c k i n g  the  keys;  by 
which the tone comes out  w i t h  s t r i k i n g  d i s t i n c t n e s s .  
Hence every  degree  o f  s t a c c a t o ,  and any marked 
s e p a r a t io n  o f  the n o te s  i s  t o  be c o n s id e r e d  as 
b e lo n g in g  t o  the b r i l l i a n t  s t y l e ;  and c o n se q u e n t ly  
the s t r i c t  Legato must be taken as the o p p o s i t e  manner 
o f  p l a y i n g . ^

He f u r t h e r  e x p l a i n s :

In the  employment o f  v o l u b i l i t y  o f  e x e c u t i o n  in  i t s  
h i g h e s t  d eg rees  o f  p e r f e c t i o n ;  a l l  g r a d a t io n s  o f  
which ought t o  be a t  the  p l a y e r s  command, and which  
must always be u n i t e d  t o  the utmost p o s s i b l e  
d i s t i n c t n e s s ,2 5

The b r i l l i a n t  s t y l e  accou nts  f o r  the m a j o r i t y  o f

the  e tu d e s  o f  Op. 7U0, even though not one i s  i d e n t i f i e d

by t h i s  s p e c i f i c  d e s i g n a t i o n .  The a d j e c t i v e s  which Czerny

employed when d e s c r i b i n g  the  c h a r a c t e r  o f  the  p i e c e s  in

t h i s  s t y l e ,  such as ’’b o ld ,"  ’’p iq u a n t ,"  or " e n e r g e t i c , "  can

e a s i l y  be a p p l i e d  t o  most o f  t h e s e  works. His a l l e g i a n c e

t o  and promotion o f  the b r i l l i a n t  s t y l e  o f  e x e c u t i o n  may

b e s t  be e x p l a in e d  by h i s  o b s e r v a t io n s  o f  i t s  e f f e c t  on an

a u d ie n c e .  He s a y s :

L a s t l y ,  i f  w© suppose the  c a s e ,  t h a t  a good p l a y e r  
e x e c u t e s  a p i e c e  in  the f i r s t  t r a n q u i l  and q u i e t  
s t y l e ,  which p i e c e  c h i e f l y  c o n s i s t s  o f  p a s sa g e s  
o f  a d i g n i f i e d ,  s u s t a i n e d ,  s e n t im e n t a l  and m elod iou s  
c h a r a c t e r ,  com pris ing  few or no d i f f i c u l t i e s ,  and 
which,  t h e r e f o r e  cannot be p la y e d  in  a shewy s t y l e ;  
a s ,  f o r  i n s t a n c e ,  Beethoven’s Quintet, Op. 15 f o r

^ I b i d . , 3: 81-82.
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Wind In strum ents;  and, i f  d i r e c t l y  a f terw ard s  
anoth er  p l a y e r  s u c c e e d s ,  who e x e c u t e s  w i th  equal  
p e r f e c t i o n ,  but in  the  b r i l l i a n t  s t y l e ,  a work 
which o f f e r s  a l l  the  d i f f i c u l t i e s  o f  the  modern 
s c h o o l ,  a l l  the  charms which a r i s e  from the  
a l t e r n a t i o n s  in  the  va r io u s  modes o f  to u ch in g  the  
p i a n o f o r t e ,  a s ,  f o r  example,  Hummel's S e p t e t  in  D 
minor; the l a t t e r  p l a y e r ,  ( l e a v i n g  out o f  the  q u e s t io n  
the i n t r i n s i c  m u s ic a l  va lue  o f  the  two p i e c e s  above 
mentioned) w i l l  u n q u e s t io n a b ly  produce a g r e a t e r  impres  
s i o n  i n  h i s  fa v o r  as a P i a n i s t ,  and o b ta in  from h i s  
numerous audiqnce a more marked and n o i s y  te s t im o n y
o f  t h e i r  a p p r o b a t io n .^6

General  Remarks about Op. 7^0

The group o f  e tu d e s  found in  t h i s  opus c o n t a in  a 

wide v a r i e t y  o f  t e c h n i c a l  requirem ents  f o r  the keyboard  

p l a y e r .  In Czerny's  e f f o r t  t o  capture  and e x p lo r e  the  

d i f f i c u l t i e s  found in  the  c u r re n t  l i t e r a t u r e  o f  h i s  day,  

c e r t a i n  a s p e c t s  appear throughout  the e t u d e s ,  r e g a r d l e s s  

o f  t h e i r  s p e c i f i c  i n t e n t .

Looking a t  the  opus as a w hole ,  one i s  s t r u c k  by 

the l a c k  o f  rhythm ica l  c o m p le x i ty  or c h a l l e n g e  in  th e  con­

s t r u c t e d  f i g u r a t i o n s .  Of the f i f t y  e t u d e s ,  the m a j o r i t y  

use  the  q u a r te r  note as the  b a s i c  p u l s e ,  e v e n ly  d i v i d e d  

i n t o  two, fo u r ,  s i x  or  e i g h t  p a r t s .  W ithin t h i s  c o n t e x t ,  

th e re  i s  no example i n  which a t r i p l e  d i v i s i o n  o f  the  beat  

i s  p la c e d  a g a i n s t  a duple  d i v i s i o n ,  or  any v a r i a t i o n  o f  

t h i s  i d e a .  A lso  l a c k i n g  i s  the  u se  o f  s y n c o p a t io n s .

26Ibid . ,  3: 81.
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I n s t e a d ,  the e tu d e s  r e p r e s e n t  a s i m p l i s t i c  approach to  

rhythm, which i n d i c a t e s  Czerny's  a t t i t u d e  toward the  

c o m p l e x i t i e s  o f  t h e s e  e tu d e s  as be ing  s t r i c t l y  p h y s i c a l  and 

not i n t e l l e c t u a l .

Another unique a s p e c t  o f  a l l  the  e tu d e s  i s  the  

ex p a n s iv e  use  o f  the keyboard.  Czerny r e v e a l s  a d i s t i n c t  

p r e fe r e n c e  f o r  th§ extrem es o f  the  keyboard, and most  

n o t a b ly ,  the  very  h ig h  t r e b l e .  Of the  e tu d e s  which do not  

begin  in  t h i s  h ig h  r e g io n ,  the  m a j o r i t y  reach  i n t o  t h i s  

area  sometime during t h e i r  c o u r se .  Most o f  t h e s e  works,  

furtherm ore ,  p i t  the h i g h e s t  p i t c h e s  a g a i n s t  the l o w e s t  

o n e s .  S e v e r a l  p la c e  a l l  o f  the m elo d ic  m a t e r i a l  in  the  

b a s s ,  accompanied by f i g u r a t i o n  in  the t r e b l e .  This  

i n c o r p o r a t i o n  o f  the  extrem es  o f  the  keyboard,  a lo n g  w i t h  

Czerny's  t a l e n t  f o r  i n v e n t i v e  f i g u r a t i o n ,  combines to  

c r e a t e  new avenues f o r  p i a n i s t i c  deve lopm ent .  By do ing  

t h i s ,  he i n a d v e r t e n t l y ,  perhaps ,  gave new i n t e r e s t  and 

emphasis  t o  the  apt o f  t e c h n iq u e .

For t h i s  rea so n ,  C zerny 's  s e l e c t i o n  o f  f i n g e r i n g  

becomes a c r u c i a l  s t e p  in  t h i s  p r o c e s s .  These e tu d e s  stand  

as an im portant  monument t o  modern-day f i n g e r i n g .  Although  

most o f  Czerny's  p r e d e c e s s o r s  had adopted s c a l e  f i n g e r i n g  

as we use  i t  to d a y ,  most had avo ided  the  use  o f  the  thumb 

on b la c k  k e y s .  In h i s  ongo ing  s e a r c h  f o r  g r e a t e r  f a c i l i t y ,  

Czerny, however, abandoned t h i s  c o n s e r v a t i v e  p r i n c i p l e .

His  u n d ers ta n d in g  o f  t h i s  im portant  f i n g e r  i s  e v id e n c e d  by
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h i s  d i r e c t i o n  t o  e tude  no. 21+, "The thumb on the  b la c k  

k e y s ."  This  etude r e p r e s e n t s  Czerny's  g r e a t e s t  c o n c e n tr a ­

t i o n  on t h i s  f i n g e r ,  but throughout the e tu d e s  the  f r e e  

use  o f  the  thumb t o  f a c i l i t a t e  movement a c r o s s  the  keyboard  

was an important in n o v a t io n .

The f i n g e r i n g  o f  t h i r d s ,  e s p e c i a l l y  those  used  

c o n s e c u t i v e l y  in  a p a s s a g e ,  adopts  d e m e n t i ' s  approach,  

which corresponds t o  modern u s a g e .  In one i n s t a n c e ,  e tude  

no. i+0, Czerny r e v e r t s  t o  B e e t h o v e n 's  f i n g e r i n g  f o r  t h i r d s  

as used  in  the  t h i r t e e n t h  v a r i a t i o n  o f  the  Thirty-Two  

V a r i a t i o n s  in  C m inor . In t h i s  v a r i a t i o n ,  a l l  o f  the  

c o n s e c u t i v e  t h i r d s  in  the  r i g h t  hand are p la yed  by the  

f o u r t h  and second f i n g e r s .  Czerny u s e s  t h i s  same f i n g e r i n g  

f o r  a s h o r t  p as sa g e  o f  t h i r d s  in  e tude  no. 1+0 in  order  to  

a c h ie v e  a c l i p p e d ,  marked sound. A l l  o t h e r  i n s t a n c e s  o f  

c o n s e c u t i v e  t h i r d  p l a y i n g  in  the  opus f o l l o w  d e m e n t i ' s  

f i n g e r i n g  p r i n c i p l e s .

The e tu d e s  o f  op. 71+0 h o ld  a s p e c i a l  p l a c e  in

Czerny's  p e d a g o g ic a l  w r i t i n g s .  They o f f e r  a v a lu a b le  i n ­

s i g h t  i n t o  a method which has m ain ta in ed  i t s  prominence

s in c e  i t s  c o n c e p t io n ,  a s  remarkable as t h i s  opus i s ,  i t

r e p r e s e n t s  o n ly  a sm al l  p o r t i o n  o f  h i s  works in te n d e d  f o r  

p e d a g o g ic a l  p u r p o se s .  Appended t o  the p r e s e n t  s tu d y  i s  a 

l i s t  o f  a l l  o f  Czerny's  c o n t r i b u t i o n s  t o  p ia n o  i n s t r u c t i o n .
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CHAPTER IV

SUMMARY

The t r a d i t i o n  o f  p ia n o  i n s t r u c t i o n  and i t s  g o a l s

has v a r ie d  from g e n e r a t io n  t o  g e n e r a t i o n .  U n l ik e  o th e r

d i s c i p l i n e s ,  i t  fyas been c o n s i s t e n t l y  r e d e f i n e d  by those

engaged in  i t s  p r a c t i c e .  The thread  o f  ongoing e v o l u t i o n

in  p ia n o  tech n iq u e  has  as a r e s u l t  been p e r c e iv e d  through

p r a c t i c e ,  not t h e o r y .  Oscar B ie  a d d r e s s e s  h i m s e l f  t o  t h i s

enigma in  the  f o l l o w i n g  way:

P ia n o - s tu d y  has never  e n jo yed  the  advantage  
p o s s e s s e d  by o th e r  s c i e n c e s ,  o f  b u i l d i n g  up from 
c en tu ry  t o  c en tu r y ,  each  upon the  l a s t .  In th e o r y  
i t  has remained a mere m osaic:  and i t  has been 
saved  o n ly  by p r a c t i c e .

He c o n t i n u e s :

I t  i s  p r a c t i c e  a l s o  t h a t  g i v e s  a c e r t a i n  s y s t e m a t i -  
s a t i o n ,  not  tp  the t e a c h i n g ,  but t o  the h i s t o r y  o f  
t e a c h i n g .^

Due t o  t h i s  s i t u a t i o n ,  Czerny ta k e s  on h e r o i c  p r o p o r t io n s  

as the m aster  o f  the p r a c t i c a l .  Many b e fo r e  t h e o r i z e d  on 

the e lem en ts  o f  good p l a y i n g ,  but Czerny i s o l a t e d  them

• ^ i e ,  H i s t o r y , p .  185.

2 I b i d .
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during  l e s s o n s .  His c a p a c i t y  f o r  un d ers ta n d in g  a l l  the  

p o s s i b i l i t i e s  o f  p l a y i n g ,  as w e l l  as the  w e a k n esses ,  

produced a s c i e n c e  o f  mechanism. His  t a l e n t  f o r  the  

d i s s e c t i o n  o f  the  p r o b le m a t ic a l  r e s u l t e d  in  h i s  thousands  

o f  e x e r c i s e s  and e t u d e s ,  each composed s o l e l y  f o r  the  

purpose o f  the  improvement o f  one a s p e c t  o f  p l a y i n g .  "His 

g e n iu s  f o r  t e a c h in g  was so  c u l t i v a t e d  t h a t  in  a moment he 

could  d e v i s e  the  r ig h t  s tudy  f o r  a s tu d e n t  who e x h i b i t e d  

any d e f e c t . " 3 I t  was t h i s  type o f  t r a n s f e r e n c e  o f  

mechanics t o  p r a c t i c e  which c r e a te d  the  E tu d es ,  op.  7^0.  

For t h e s e  r e a so n s ,  t h i s  opus o f  e tu d es  i s  an e n c y c lo p e d ia  

o f  the  im portant  p r i n c i p l e s  o f  p ian o  p l a y i n g  in  the e a r l y  

n i n e t e e n t h  c e n tu r y .

These e tu d e s  c o n t a in  f i g u r a t i o n s  d e s ig n e d  t o  b u i ld  

f i n g e r  s t r e n g t h  and independence .  The m a j o r i t y  o f  the  

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

common. The r e p e t i t i o n  and t r a n s p o s i t i o n  o f  a p h y s i c a l  

problem, an e s s e n t i a l  i n g r e d i e n t  o f  each  e tu d e ,  becomes 

one o f  the means f o r  s t r e n g t h e n i n g  the  f i n g e r s .  Another  

o f  h i s  approaches i n v o l v e s  th e  c r e a t i o n  o f  f i g u r a t i o n s  

d e s ig n e d  t o  overuse  a s e l e c t e d  s e t  o f  f i n g e r s ,  i n v o l v i n g  

both  s i n g l e - n o t e  and d o u b le - n o t e  co m b in a t io n s .  Of t h e s e ,  

the r e p e a t e d - n o t e  f i g u r a t i o n s  are  probably  the  most e f f e c ­

t i v e .

3I b i d . ,  p .  216 .
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F in g e r  independence i s  the  u n d e r ly in g  g o a l  o f  a l l  

the  e t u d e s ,  e x c e p t  th o se  em phasiz ing  o c t a v e s .  Whether 

the  f i g u r a t i o n s  are  based on s c a l e s ,  a r p e g g io s ,  r ep ea ted  

n o t e s ,  or  a l t e r n a t i n g  i n t e r v a l s ,  the  g o a l  i s  the  same; 

o n ly  th e  means v a r i e s .  The f i n g e r s ’ a b i l i t y  t o  p la y  

e v e n l y ,  c l e a r l y ,  and q u i c k l y ,  r e g a r d l e s s  o f  the  r e q u i r e ­

ments o f  the p a s s a g e ,  are  b a s i c  t o  h i s  c o n c e p t .  The s k i l l s  

n e c e s s a r y  t o  a good performance o f  th e se  e tu d e s  are c r u c i a l  

t o  t h i s  p r o c e s s .  Among t h e s e  s k i l l s  are the a b i l i t y  t o  

p la y  many d i f f e r e n t  a r t i c u l a t i o n s  in  v a r io u s  m u s ica l  

c o n t e x t s  and the  a b i l i t y  to  pass  the  thumb under the hand 

or  v i c e  v e r s a .

Czerny's  e x p e r t i s e  in  the p r a c t i c a l  approach l e d  

him t o  make c e r t a i n  c o n c lu s i o n s  about the p h y s i c a l  s e n s a ­

t i o n s  o f  p l a y i n g .  Throughout h i s  w r i t i n g s ,  he s t r e s s e s  

the  concep t  o f  freedom combined w i t h  c o n t r o l  and s t r e n g t h .  

The a b i l i t y  t o  p la y  any type o f  f i g u r a t i o n  w i th o u t  the  

f e e l i n g  o f  s t r e s s  was o f  the utm ost  im portance .  Freedom 

o f  movement, freedom o f  the  arm t o  f o l l o w  e a s i l y  a c r o s s  the  

keyboard, and freedom i n  the  w r i s t  t o  a id  the  hand a l l  

combined t o  enhance the  meaning o f  Czerny's  term " v o l u b i l i t y  

o f  the  f i n g e r s . "  These were e s s e n t i a l  e lem en ts  in  h i s  

i n s t r u c t i o n ,  c r u c i a l  t e n e t s  which were t o  become b a s i c  t o  

the development o f  p ia n o  t e c h n iq u e .

The o c ta v e  s t u d i e s  in  op. 7I4-O r e p r e s e n t  a d i f f e r e n t  

s e t  o f  s k i l l s  f o r  perform ance.  Czerny g i v e s  o n ly  b r i e f
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mention t o  t h e i r  proper  e x e c u t i o n  in  the  Plano F orte  School  

i n  a ch a p te r  i n  which the  most d i f f i c u l t  ty p e s  o f  p la y in g  

are d i s c u s s e d .  At t h i s  p o i n t ,  h i s  l i m i t a t i o n s  become 

e v i d e n t .  He a d v i s e s  the  use  o f  a r i g i d  forearm approach  

f o r  o c ta v e s  in  a bravura c o n t e x t ;  the  a p p l i c a t i o n  o f  t h i s  

id e a  f o r  ex tend ed  p a s sa g e s  o f  f a s t  and cont in u o u s  oc ta v e  

p l a y i n g  r e s u l t e d  in  s t i f f n e s s .  Czerny u n ders tood  t h i s ,  

but b e l i e v e d  t h a t  i t  was a c o n d i t i o n  s im ply  t o  be endured.  

D e s p i t e  h i s  comprehension o f  t h i s  m a t te r ,  he was k e e n ly  

aware o f  the  d e v e lo p in g  t re n d s  in  o c ta v e  p l a y i n g .  The 

i n c o r p o r a t i o n  o f  s t u d i e s  based on i n t e r l o c k i n g  o c t a v e s ,  

l i g h t  s t a c c a t o  o c ta v e s  i n v o l v i n g  cont inu ous  jumps, and 

bravura s t a c c a t o  o c ta v e s  i n  op. 7b-0 a t t e s t  t o  t h i s  f a c t .

Czerny’ s A b i l i t y  t o  i n v e n t  e x e r c i s e s  and e tu d e s  

from the  data  o f  e x p e r i e n c e  was both  h i s  s t r e n g t h  and weak­

n e s s .  He l i v e d  and worked during  a p e r io d  o f  r a p i d l y  

changing demands upon the  keyboard p l a y e r .  The bu lk  o f  

h i s  e x p e r ie n c e  l a y  w i t h  the  music which preceded  and t h a t  

which cu lm in ated  in  the  music o f  Beethoven and Hummel. In 

t h i s  area  o f  keyboard m us ic ,  the  a r t  o f  f i n g e r  tec h n iq u e  

reached new h e i g h t s  o f  a r t i c u l a t i o n  and e x e c u t i o n .

Czerny’ s i n - d e p t h  un ders ta n d in g  o f  t h i s  t ech n iq u e  and i t s  

p r a c t i c e  made him the key f i g u r e  in  p iano  i n s t r u c t i o n  o f  

the p e r io d ,  and e x p l a i n s  the d u r a b i l i t y  o f  h i s  p e d a g o g ic a l  

s t u d i e s .
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Czerny*3 g e n iu s  f o r  the  e tude  a l s o  c o n t r ib u t e d  to  

t h a t  g e n r e ' s  l a t e r  h i s t o r y .  In h i s  a ttem pt t o  e x p lo r e  f o r  

p r a c t i c a l  reasons  a l l  the  p o s s i b l e  perm u tat ion s  o f  f i n g e r  

g y m n a s t ic s ,  he e s t a b l i s h e d  new c r i t e r i a  f o r  the  e tu d e .  

Though based on t e c h n i c a l  demands, h i s  e tu d e s  were t u n e f u l  

and e x p r e s s i v e .  The con d e n sa t io n  o f  m u s ic a l  m a t e r i a l  was 

c r u c i a l  t o  the n e c e s s a r y  frag m en ta t io n  o f  t e c h n i c a l  

m a t e r i a l ,  however, and r e s u l t e d  in  a l i m i t e d  range o f  

e m o t io n s .  This  model ,  adopted by l a t e r  composers o f  the  

e tu d e ,  became the showcase f o r  contemporary v i r t u o s i c  

demands. His e x p l o r a t i o n s  w i th  the e tu de  in  turn i n f l u ­

enced the t e c h n i c a l  demands o f  the more profound forms.  

"More genuine p ian o  music  than the etude th e r e  cannot be .  

The e s s e n c e  o f  the  p ia n o  has in  i t  become m us ic .

Czerny's  i n f l u e n c e  on the  s u c c e e d in g  g e n e r a t i o n  o f  

p i a n i s t s  i s  an area  which has not  been e x p l o r e d .  His  

impact on h i s  p u p i l s  cannot be d e n ie d ,  however.  Both  

L i s z t  and L e s c h e t i z k y  c o n t in u ed  the u se  o f  h i s  e x e r c i s e s  

and e tu d e s  in  both  t h e i r  t e a c h i n g  and p r a c t i c i n g .  L i s z t  

s t a t e d  t h a t  "I p r a c t i c e  Czerny e x e r c i s e s  f o r  h a l f  an hour 

e v e r y  day.  There i s  h a r d ly  a p i a n i s t  s i n c e  t h a t  time who 

has not  p r o f i t e d  from t h e s e  s t u d i e s . " ^  L e s c h e t i z k y

^ T b id . , p .  207 .

^David Ewen, G reet  Composers 1300-1900  (New York: 
H. W. Wilson Company, p. 107.
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a d v i s e d  t h a t  the  e x e r c i s e s  be p r a c t i c e d  in  "the morning a t

the b e g in n in g  o f  s tudy;  th e n ,  a l t e r n a t e  techn iqu e  and 
6l i t e r a t u r e . "  L e s c h e t i z k y  a l s o  used  Czerny's  e tu d e s

e x c l u s i v e l y ,  over  Clementi  or Cramer, in  h i s  own t e a c h in g

f o r  the  f o l l o w i n g  r ea so n s :

I p r e f e r  Czerny because  he w r i t e s  in  a more f l u e n t ,  
p i a n i s t i c  s t y l e  than any of  the  o t h e r s .  One must 
l e a r n  how t o  walk s t r a i g h t  b e fo r e  one a t tem p ts  
g y m n a s t ic s .  C lem ent i ,  Cramer, and K ullak  are  
always p u t t i n g  o b s t a c l e s  in  the  way in  t h e i r  e t u d e s .
A l l  a t  once tftere comes a clumsy p o i n t  in  a 
p a ssag e  which g i v e s  you the same s o r t  o f  f e e l i n g  as 
when you g e t  your w a l k i n g - s t i c k  caught in  between  
your l e g s .  In Czerny, however, one has a c l e a r  road;  
th e r e  are  no c o m p l ic a t io n s  in  the  f i g u r e s . 7

L i s z t ' s  b e l i e f  in  the  importance o f  Czerny's  e tu d e s  in  h i s

t e a c h in g  can a l s o  be documented. Madame Auguste B o i s s i e r ' s

d i a r y  o f  the i n s t r u c t i o n  h e r  daughter  r e c e i v e d  from L i s z t

i n d i c a t e s  t h a t  many o f  the  p r i n c i p l e s  taugh t  by Czerny

were t r a n s m i t t e d  t o  L i s z t ' s  p u p i l s .  This  t o p i c ,  however,

d e s e r v e s  more a t t e n t i o n .

Had t h e s e  e tu d e s  r e p r e se n te d  l e s s  than th ey  do f o r  

the p i a n i s t ' s  development o f  f i n g e r  t e c h n iq u e ,  they  would  

s u r e l y  have been f o r g o t t e n  by the  pedagogues which f o l l o w e d .  

I n s t e a d ,  the  works c o n t in u e  t o  be a v i a b l e  means f o r  

improvement. One author  who s t r o n g l y  recommended them f o r  

t e a c h in g  t e c h n iq u e  e x p l a in e d  h i s  en thu s iasm  f o r  op. 7if0

^Amy W. Bagg, "The Art o f  F l e x i b i l i t y , "  Etude 27 
(March 1 9 0 9 ) :  l $ k .

7
Ewen, Composers, p .  227 .
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in  the  f o l l o w i n g  manner:

And not  on ly  are t h e s e  s t u d i e s  v a lu a b le  from a 
t e c h n i c a l  s t a n d p o in t ,  g e t t i n g  a l l  p o s s i b l e  r e s u l t s  
out o f  v a r ie d  p o s i t i o n s  o f  f i n g e r s  and hand, but  
th e y  are a l s o  r e a l l y  i n t e r e s t i n g  m u s i c a l l y . ”

The e tu d e s  are a product  o f  a method so complete  

in  i t s  u n d ers ta n d in g  o f  the  problems i n v o l v e d  in  p la y in g  

the  p ia n o ,  t h a t  a l l  p r e c e d in g  methods cu lm inated  in  i t .  

C zerny's  a b s o r p t io n  w i t h  the i n g r e d i e n t s  f o r  a complete  

and s u c c e s s f u l  approach t o  the  keyboard i s  b e s t  d i s p l a y e d  

in  h i s  d e d i c a t i o n  t o  the  development o f  f i n g e r  m echan ics .

No one has e x p lo r e d  more thorough ly  the p r a c t i c a l  a p p l i ­

c a t i o n  o f  p r o b le m a t ic a l  f i g u r a t i o n s .  For t h i s  rea so n ,  he 

has been c a l l e d  "king among t e a c h e r s . "

One q u e s t io n  remains t o  be asked:  Why d id  he

d e d i c a t e  h i s  t ime and thou ghts  t o  the p e r f e c t i o n  o f  f i n g e r  

s k i l l s  and a g i l i t y ?  In Czerny's  own words,  i t s  p e r f e c t i o n  

i s  the  means o f  " a t t a i n i n g  the most of  where ' a r t '
w * tt1®b e g i n s ."

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

27 (January 1 9 0 9 ) :  Ik .

^Bi®» H i s t o r y , p . 216 .

■^Czerny, L e t t e r s , p .  18.
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APPENDIX

The f o l l o w i n g  l i s t  o f  works c o p ied  from Czerny's  School  o f  

P r a c t i c a l  Com posit ion ,  Op. 6 0 0 , 1 i l l u s t r a t e s  the  wide 

scope o f  m a t e r i a l  s p e c i f i c a l l y  d e s ig n a te d  by the  t i t l e ,  f o r  

p e d a g o g ic a l  purposes  or t e c h n i c a l  improvement.

Opus no._________________________________T i t l e __________________

6 V a ise s  ou E x e r c i s e s

l|7 Grand Exercice di Bravura en forme
de Rondeau b r i l l

61 P r e lu d e s ,  Cadences,  and a sh o r t
F a n t a s ia  in  a b r i l l i a n t  s t y l e

82 Grand E x e r c ic e  pour l e  P ia n o f o r t e
in  F minor

92 Toccata  ou E x e r c ic e  in  C

139 One Hundred E x e r c i s e s  in  p r o g r e s ­
s i v e  o rder ,  and f i n g e r e d

151 Grand E x e r c i s e  on th e  Shake

152 Grand E x e r c i s e  in  a l l  the  Keys,
major and minor

161 J4.8 Etudes en forme de P r e lu d e s  e t
Cadences dans tous l e s  tons

163 A n ei ferun g  zur B i ld u n g  der
m u s ik a l i s c h e n  Jugend, s i x  e a sy  
S o n a t in a s  w i t h  f i n g e r i n g ;  in te n d e d  
t o  f o l l o w  any i n s t r u c t i o n  book

1 7U- Quatorze E c o s s a i s e s  b r i l l a n t e s ,  ou
E x e r c i c e s  d i  Bravura

^Carl Czerny, Schoo l  o f  P r a c t i c a l  C om p osi t ion , tran s ,  
by John B ish o p ,  3 vo ls~  London: Robert Cocks, 18I+8 .
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Opus no.____________________ :______________ T i t l e __________________

200 The Art o f  I m p r o v i s a t io n ,  or  School
o f  Extemporaneous Performance

239 F i f t y  Duett  S t u d ie s  f o r  the  P ia n o ­
f o r t e ,  f in g e r e d

2I4J4. Grand E x e rc ic e  de l a  Gamme Ghromatique
avec t o u t e s  l e s  d i f f e r e n t e s  manieres  
du d o ig t e

2J+5 Gr^nd E x e r c ic e  de l a  Gammes en
t i e r c e s  e t  des p a s s a g e s  doubles

261 101 p r o g r e s s i v e  E x e r c i s e s  and
Supplement t o  d i t t o ,  c o n t a i n i n g  21\.
New S t u d ie s

277 Le Chiron M u sica l ,  ou C o l l e c t i o n  des
Composit ions I n s t r u c t i v e s ,  a [p mains

299 Etude de l a  V e l o c i t e ,  30 E x e r c i s e s

300 The Art o f  P r e lu d in g ,  in  120 Examples
o f  P r e lu d e s ,  M odulat ions ,  Cadences,  
and F a n t a s i a s  o f  a l l  k in d s ;  forming  
the  Second Part  o f  the "School  o f  
Extemporaneous P e r fo r m a n c e ," O p .  200

313 I»e Jeune P i a n i s t e ,  deux S o n a t in e s
f a c i l e s  e t  so igneusem ent  d o i g t e e s

315 Cadences f o r  Beethoven*s  C on certos ,
2 books

316 Dix  p e t i t s  Rondeaux, ou Amusemens
u t i l e s  e t  a g r e a b le s  sur  de m o t i f s  
f a v o r i s  pour l a  J e u n e s s e ,  do igt& es

335 L egato  and S t a c c a t o  E x e r c i s e s ,  2
books

337 F o r ty  D a i l y  S t u d ie s

3lp8 Grand E x e r c ic e  en forme de F a n t a i s i e
im p r o v i s l e ,  in  E minor
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3^9 Troia  S o n a t in e s  i n s t r u c t i v e s

355 The School o f  E m bel l iahm ents , Turns
and Shakes

359 F i r s t  Lessons f o r  B e g in n e r s ,  F i f t y
E x e r c i s e s ,  S tu d ie s  and P r e lu d e s ,  
f i n g e r e d ,  2 books

36^ Grand E x e r c i s e ,  in  A minor

365 Di© Schu le  des V ir tu o s e n ,  S i x t y
S t u d i e s  on B r a v u r a -p la y in g ,  Ij. books

380 Grand E x e r c i s e  in  Th irds ,  in  a l l  2i|
keys

388 Etudes  p r e p a r a t o i r e s  e t  p r o g r e s s i v e s

399 Ten Grand S t u d i e s  f o r  the Improvement
o f  the L e f t  Hand

lj.00 The Schoo l  o f  F u g u e -p la y in g ,  con­
s i s t i n g  o f  2lf Grand S t u d i e s ,  in tend ed  
f o r  the p r a c t i c e  o f  the d i f f i c u l t i e s  
p e c u l i a r  t o  co m p o s i t io n s  in  many 
p a r t s

U-20 S o ix a n t  E x e r c i c e s  pour l e s  commencans
comjne supplement pour chque Methods 
de P ia n o f o r t e

U-33 Etudes p r o g r e s s i v e s  e t  p r e p a r a t o i r e s

I48I F i f t y  Lessons f o r  B eg in ners

14.99 E x e r c ic e  en deux Octaves

500 Royal P i a n o f o r t e  School and S u p p le ­
ment,  I4. v o l a .

501 Twenty-Four very  e a s y  P r e lu d e s  in  the
most u s e f u l  Keys

553 S i x  E x e r c i c e s  des Octaves
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560 Le Courreux E x e rc ic e  b r i l l a n t e

581). P ia n o f o r t e  Primer,  an e a s y  i n s t r u c ­
t i o n  book

599 Sequel  t o  the  P ia n o f o r t e  Primer,
Op. 581+, 100 E x e r c i s e s

600 School  o f  P r a c t i c a l  Composit ion ,
t r a n s l a t e d  by John B ish o p ,  3 v o l s .

613 Schoo l  o f  E x p r e s s io n ,  1+ books (on
N a t io n a l  A ir s )

632 Douze Etudes

672 V in g t -q u a tr e  A ir s  v a r i e s ,  21+ E leg a n t
S t u d ie s  on Scotch  A i r s ,  21+ books

681+ L'Encouragement a 1 'Etude,  C o l l e c ­
t i o n  d ' E x e r c i c e s ,  21+ I r i s h  Airs  as 
S tu d ie s  in  21+ books

692 V in g t - q u a t r e  Grandes Etudes de Salon

691+ Etudes pour l a  J e u n e s s e ,  21+ P re lu des

696 Cinquante P re lu des

700 D e lassem en t  de l 'E t u d e

706 Twenty-Pour New S t u d ie s  on E n g l i s h
A i r s ,  21+ books

718 Twenty-Pour Easy S tu d ie s  f o r  the
L e f t  Hand

735 Etudes

71+0 Etudes

71+8 25 S t u d ie s  f o r  sm a l l  hands (very
e a sy )

71+9 D i t t o ,  ( r a t h e r  more d i f f i c u l t )
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Opua no. _________ _______ .________________ T i t l e  _____________

751 S c a le  E x e r c i s e s  as Piano Duets

753 T h ir ty  b r i l l i a n t  S t u d ie s

755 25 Etudes Melodieux

756 ?5 Grandes Etudes de Salon ( o f  the
h i g h e s t  degree  o f  d i f f i c u l t y )

777 V in g t -q u a tr e  Morceaux pour l e s
E le v e s  sur  c inq  n o te s  (T wenty-four  
P i v e - f i n g e r  E x e r c i s e s )

779 L ' I n f a t l g a b l e s ,  Grande Etude de
V ^ lo c i t e

785 Twenty-Five Grand C h a r a c t e r i s t i c
S t u d ie s

792 36 Etudes m elodiques e t  p r o g r e s s i v e s

793 Morceau d'Album pour l e  p ia n o

79k Le P l a i s i r  du jeune P i a n i s t e .
Choix de 160 Morceaux pour l e s  
e l e v e s

795 8 Morceaux de Salon de d i f f e r e n s
c a r a c t e r e s
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