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Carl Czemy (1791—1857)

arl Ceerny was borm in Vienna and died there; he lived all but a few months of s life
in that city during a time when it was the unquestioned masical capital of the Westem
workl, Until somewhat reccm]y. Cremny was koown primarily as the composer of
thansands of pianotorte etides that both crystallized and codified the critical techmcal
components of the romantic age of virtuosity in pianism. However, his contribations as
the exacting “specialist” in the appropriate performance of Beethowrn's compasitions
anvl as the musical pedagogue whose panoramic treatises mirror anel caricatere the
shitting tastes and styles of the first half of the nineteenth century have evoked foe himn
a new respect ad interest among modemn muosicians and scholars.

As pupil of Beethoven and teacher of Liszt, Czermy occupics a position ol strategic
Hnportance in the lli?\l()r)’ of music, Thl'Ough his etudes and [K'riag(\gi('.ﬂ woi ks, he was
transmitter, as well as translator, of the newest musical and technical pracuces from
classic b romantic generations. Mthougll n*markal)ly precocious as a pianist, anl
entrusted by Beethoven himself with the first public performances of a nomber of the
latter’s campaositions, Czemny enjoyed a formidable reputation during most of his life as
a teacher of the piannfurte. Indeed, he should probably be desipnated the first foll-
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IMPROVISATION ON THE PIANOFORTE

fledged modem piano teacher, a role superseding that of the maore general music
teacher of former times.!

Czerny’s genius in the systematic building of the then-novel virtuoso technique
and his capacity for preparing students for all challenges inherent in the glamorous but
hazardous profession of virtuaso performer secured for him a position as a principal
figure in that leading musical center. Indeed, he was referred to jokingly by Chopin as
“the oracle of Vienna."

His compositions are for all media except opcrn' (the opus numbers reaching
well over ane thousand). He himself maintained that his earlier works, written before
so much of his time and energy began to be devoted to teaching, represented more
serious and successful attempts than the later ones although today the majority by far
still remain in virtual oblivion.

The current renewed interest in Czemy’s pedagogy as a rich primary source of
pianistic developments and of performance practices has engendered parallel efforts to
rediscover and reevaluate many of his compositions. While the defense ol Czemny as
composer catnot yet rest, there is little question that musicians of today are eager to
discern whatever elements in his music might have contributed to his notable fame
during his lifetime. In the meantime, modern researchers into that pericd continue to
be attracted to Czemy and to the mosaic of nineteenth-century culture that emerges
from a study of his pedagogical treatises,

1. Czemy was far from myopic, however, in his commitinent to tcaching all marters with which
pianists hal ta be concemned. For example, he himsell desigmated his Lesters on Thorough-Bos {irans. by |.
A. Hamikon, London: Cocks, ca. 1840) as “forming the second part™ of his Letters on Tearhing the
Fiamﬁrl'.r.

1. However, in an autobiographical sketch of 141y for the then-updated edition of Emat Ludwig
Gerber’s Tonkinstler-Lexskon, Czemy reveals that he wrote many picces, “including operas, symphontes,
arl concertos, etc.” during the hiatus between op. 1 (1806} and op. 1 {1819} but that none of these
becamne known because he was still “an immature produce.™ See Friedrich Schnapp, “Ein avichio-
graphtscher Brief Corl Czernps cus dem fahr 1824, Zeischoft fur Mok Jofrg. 103 (Jan~june rgq1), pp.
B7-96.

viil

Translator’s Foreword

The noteworthy paucity of treatises on improvisation for keybuardists (other than
organists) during the first half of the nineteenth century presents a puzzling circum-
stance in view of the overwhelming evidence of a continuing and enthusiastic interest in
improvisation during that very peried. In fact, the only attemge at formal instruction
other than Czemny's Op. 100 was a manual on preludizing by A. E. M. Grétry that
appeared around 18o0.! Greery's treatise is a transitional tharough-bass manual, how-
ever, dealing with principles of chord succession znd voice-leading but employing no
figures; and 30 far as improvisation is concemed, it must be regarded as essentially
retrospective,

This decline in the formal teaching of improvisation can be explained in part by
the vanishing role of the improvising keyboard accompanist of the eighteenth century,
without whase services C. P. F, Bach maintalned that “no piece can be well per-
fortned *? Although the nineteenth century still preserved tharough-bass as a quasi-
catechism for musical grammar and syntax, Improvising of realizations as a critical
component of the keyboardist’s performance technique had virtually disappeared well
before 1836, the publication date® of Czemny’s Op. 1c0.

tt was primarily during the late decades of the eighteenth century that the transfer
of responsibiliry for the precise details of accompaniments from improvising performer
to campaoser tonk place, In fact, the increasing diversity of accompaniments in late
vighteenth amd carly nineteenth century keyboard writing, whethwr in pianofurte
sonatas, in chamber works Including pianoforte, or pianoforte accompaniments foe ant
songs, parallels the increasing attention to these very details by composers, and herals
their "accession to power” in this domain, Moreover, it was increasingly and ultimately
the composer of keyboard music, and not the improvising keyboardist, wha determined
the density or sparsencss of texture in any given passage, the scope and details of
dynamics, tempo, expressive range, articulation, embellishments, and the like. Only

1 AL E. M. Grétry, Methade simple pous apprendte é preluder.
1. C P E Bach, Exsqy on the True Are g"ﬂayfps Keyboard Insiruments, trans. and el by W | Mt hedl
{New York: W.W. Norton, 1945} p. 173
3. There is no publication date in the edition (Cassel) usedd for this tramslation. 836 s the date
vitedd by Emst Ferand in Die Impravisation in Beispiclen (Koln: Ama Volk Verlag, 1456) . 11

ix



IMPROVISATION ON THE PJANOFORTE

these circumstances can explain the altagether novel and unique facet ol the reputation
Cremy enjoyed during his letime (and enjoys cven today), namely, as a “specialist in
the proper performance of the pianoforte works of another compaser, of his teacher,
Reethoven.

Except for Czemy's treatise, it is entirely possible that the conspicuous absence of
essays on improvisation during the very period when it reigned, along with Fingerfertig-
keir, as the sine qua non for the virtuoso performer was bomn of the notion that
improvisation in fantasy style was tied in with a special gift and could perhaps not be
taught. This doubt was already hinted at by C. P. E. Bach,! was evidently increasingly
entertained during the nineteenth century, and has hovered over scholarly inquiry even
in recent times,’ Although “natura] aptitude” is designated by Czerny as first among
the necessary attributes for learning to improvise, he nevertheless maintains in his
introductory chapter that the ™. . . innate propensities for this art can be systematically
built &ip and perfected through diligence and study,” the hallmark of his pedagopical
credo. Thus, Op. 200 attempts to teach and illustrate the new improvisatory liberties
faken by nineteenth-century pianista.
4o+ The Vienna in which Carl Czemy lived for all but a few montha of his life was 2
“locus of exploslve growth in public concerts to which the establishment in t8¢2 of the
Gesellichaft der Mustkfreunde contributed 23 a catalyst. The city was the European musical
;i_'.;_'apital to whose large public convert halls and lavish intimate salons the gified compos-
&rs and performers from various parts of the continent pravitated to take the firat
significant step in professional pursuits, Czemy's Vienna was also a bustling center for
the manufacture of Instruments, particulably the pianoforte (by houses such as Stein,
Streicher, and Graf, for example), as well as for music publishhg.°

The comparatively recent invention of the double escapement action, improve-
ments in the damper mechanism, and enlargement of keyboard range” had contributed
to the supremacy of the pianoforte above all other instruments and, as a result, to the
strategic Superiority of pianists above all other instrumentalists. ts new capabilitivs
with regard ta legato playing, quick repeated notes, graded dynamics, and iy graclually
developing sensitivity — permitting greater margins of tempo, dynamics, and ex-
pressiveness, and freer wanderings into remote tonal regions — all served to enhance its
status as the favorite solo concert instrument of the new romantic era. Indeed, without
these new attributes of the ptanoforte, the rise of the acrobatic brand of virtuosity
witmessed around the tum of the century would have been unthinkable.

4 C. I* E. Bach, op. cit,, p. 430.
5. Emast Ferand, Die Improvisation in der Musik (Zurich: Rhein-Verlag, 1518} p- 16
6. For a more detailed discussion, see Erich Schenk, Kieine Waner Munibgexhichte (Wien: Paul Nefl
Verlag, 1946), especially pp. 131= 148, Also see Eduard Hlanslick, Geshickts des Concertwerers in Wien
{Wien: Braumiiller, 1869— 70} pp. 11— 7.

7. For details of main trends in pianofortes around the tum of the nineteenth century, see
Witliam 5. Mewman, Sonota In the Clagk Era {Chapel Hili: North Carulina, 1963} PE 86— B,
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Transfator’s Foreword

The cultural atmosphere surrounding Ceerny from earliest youth was marked by
the hullabaloo of pianistic duels and contests, the focal points ol which were pyrotech-
nical virtuosity and inspired originality in improvisation. In fact, the generally familiar
accounts of Beethoven’s triumphs in these pianistic battles with such contemporaries as
Daniel Steibelt and Josel Woldl, for example, were based primarily on his genius as
improviser, which Czerny recalls variously as “magnificent,” “unsurpassed,” and “bril-
liant and astonishing in the extreme.”

There are nineteenth century sources galore — concert programs of Beethoven,
Hummel, Chopin, and Liszt; diarles of Moscheles; memoires of Czemny, Ferdinand
Ries, Anton Schindler, and others in Beethoven's musical circle; letters of Mendelssohn,
Chaopin, and Liszt; criticisms by Schumann and Hansl_ick—to document the fact that
improvisation, hefore large audiences as well as in elite private circles, had now become
a crucial vehicle for the display of the virtuaso’s special gifts. The free improvisation
was usually placeil at the end of each program to leave the swect aftertaste in the
public's memory, It seems also to have assumed a noteworthy measure of responsibility
in the public debuts of young artists and, in some cases, even replaced the hitherto
traditional presentation of one’s own sonata for this purpose®

Virtuosity aside, it Is allogether possible that a perfarmer playing his own composed
work could thus exhibit “only™ his disciplined talent and schooled technique; however,
a pianist improvising before the public could not only display courage in the face of
indisputable danger but could also bid for recognition of his spontaneous originality, an
attribute accorded a high priority by romantic audiences. In brief, a pianist with a flair
for improvising in public could guarantee for himself a comfortable place on the
pedestal reserved for the nineteenth-century virtuoso. tncidentally but not insignifi-
cantly, this programm ing practice highlights the beginnings of the ever-increasing sep-
aration between the role of composer and that of performer, notwithstanding the
circumstance that both were still ﬁtquently assumed by single individuals, [n fact, the
very rise of the “musical specialist,” whether composer, performer, or pcdagogue,'
marks the stinuftancous decline of the L‘Omprchcnsiw or “compleat”™ musician of
former eras.

The thrust of renewed nineteentt cemury interest in improvisation was towarl
soloiatic «Jisplay rather than accompanimental propriety. Improvised performance was
cansequently highlighted rather than discreetly and tastefully blended, focused on the
pianoforte specifically rather than on keyboard instruments penerally, and inextricably
entwined with hoth the serious enticements as well as the superficial faddishness of this
age of virtuosity,

There is no substantial evidence that Ceemy himself was particularly original as
an improviser although the asmnishi.ng number as well as the fashionable quality of his
compositions strongly suggest that his improvising was facile at the very least. He is

8. See ibid, Chapter y particularly, “The Sonata in Classic Society."
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IMPROVISATION ON THE PIANCFORTE

perfectly candid in his memoires about his musical talents other than as planist,
however: his ease as sight reader and proofreader; his excellent musival memory; his
ability to notate his own ideas at a tender age and his subsequent speedy writing
technique; his ability o reduce and arrange scores for piano; but he never even hints at
excellence with regard to his improvising ability,

it whets the appetite, however, to study a systematlc introduction to improvising
in fantasy style {Fanrasteren}® from one who studied with Beethoven and later taught
Liszt. Mareover, Czemy's real genlus lay In his uncanny ability to crystallive the
musical and technical problems of his time and to formulate not only etudes (hy the
thousands) hut also procecures for practice that help pianists rise above even the most
formidable difffculties, In fact, the justice that has kept his name and memory alive
until even today triumphs through the study of his monuments af musical pecagogy.
They exhibit a singular nimblencss of mentality capable of keeping pace with the
mind-boggling diversity and swift changes in styles and tastes that characterize his time.
Although his writing style is dry, hls pedagogical ideas are sound, to which fact the
thousands of plano teachers over the next ventury and a half who have used his
materials bear witness, His musical illustrattons are more interesting and diverse than
the text by Isell implies, and, for researchera into these decades of upheaval in pianism,
there i3 much more 10 be leamed from the examples, from the matters that Crzemy
addresses, and {remarkably) fram those that he takes for granted, than he himself could
probably ever have fathomed. Moreover, his liberal cltations of further illustrations of
each technique in the works of other composers brand hlm as a product of more
modemn times, steeped ax he may have heen In older musical traditions.

A Systemaric Introductdon to lmprovisation on the FPlancfarte, Op. 200, ia Crerny's first
“school™ in the form of a treatise, Although published in (836, it must have been
written seven or ci%ht years earlier, judging from other of his opus numbers with
documentable dates,® The subtle little signal that Czemny considered this work to be of
some significance {other than that surrounding the subject matter discussed) Is that he
may very well have saved the number 100 for the opus. It cannot be aceidental,
particularly in view of Czemny's prolificacy,’’ that his thearetical *schocls™ should Just
happen to follow 30 neat a numbering scheme: Opus 100, on Improvisation; Opus joo,
on prc!udizing; Opus 400, on Fuguc-playlng; Gpua goo, Complete Theoretical and Pracrical
Pianoforte School; Opus 600, Schoot of Prociical Compesition. Incidentally, this pattern iy

arrested by Opus yoo (12 Easy Rondor) and completely shattercd by Opux 800 (The Two

Sueerr). Czemy himself designated Opus yoa, 120 Exomples of Prefudes, Afoduiations,

9. See lootnote 3, Introduction, on Fantatieren.

ta. Czerny's op. 4k, for example, Funera! March on the Death of Beethoren (solo and iuet), iy dated
March 16, 1817, In view of Crerny's astonishing wark-pace, Op. 100 could not have been written much
fater.

14, Caerny’s works go beyood one thousand opus numbers, bs addition 1o many composiions sill
In manuscript, arrangements, editions, transtations of plays, and so on.

Xii

Tramslator’s Fareword

Cadences, and Fontasies, as "lorming the Second Part of Opus 100." The remarkable
brevity of the eighth vhapter on contrapuntal and lugal fmprovisation, is puzsling, in
view of the obvivus difficulties Inherent In that subject matter, t which researchers
might have hoped for sorme subsequent work as continuation. Opus 4s0, however,
deapite Its vitle, hardly fulBlls that need, for it is comprised of anly preludes and fugues
in which Czerny addresses the two chief planistic problems in this style, namely,
fingering and the appropriate division of inner voices between the hands.'

Onc might understandably wonder why Czemy, who had no reputation at 2l as
tmproviser, inspired or otherwise, would rush in to write this treatise where other great
improvisers of hls time had feared to tread, After all, the thrust of his effort in Opus
100 was ta teach improvisation of the sort that nincteenth century aurdiences thirsted
for, narnely that with a freeness of style, a sense of abanden to musical inspiration, the
executlon of musical Nights of fancy. Why, with his well-eamed reputation for precision
and accuracy as planist and teacher, would he begin his pedagogical carcer In writing
with the single subject that Ly ane of the most ¢lusive in music. The answer is found in
part in what we recognize to be his propensity for pedagogical codification, no matter
how rarificd the atmosphere of the subject matter. More revealing, huwever, are his
comments dispersed throughout the treatise to the effect that themes enter into the
fingers' or that the fingers must be reconciled with musical (deas."* And Czemny was
entirely In his own clement whenever the fingers played a significant musical role. His
text, In fact, Implies at times that the fingers themselves not only catch the musical Idea
but even perhaps beget k. Certainly the filigree work in many of his cadenza-like
itlustratlons lend credence to this notion, as do a rumber of excerpta of paxsage wark.
Whether actual thematic motlves are finger-oriented, rather than mercly -executed,
must remain a moat point. However, Czemy's own description of fantasy-like Improvi-
sation as consisting ... frequently ... in an almost subconscious and dream-like
playing motion of the fingers. . "' surely confirms this focus of his attention.

If Crerny’s Opuy 100 does not actually teach us inspired improvisation, it does
acvomplish wonders to clarify how vastly extended the domain of improvisation and
how diversified the vocabulary of the improvisatory style really were during his time.
Incklentally, it also appears to hold the secret of his remarkable prolificacy, for
hundreds of his piano pleces allgn themsclves with notable case alongside of the
musical illustrations in this treatise. )t Is safe to assume that many of them were hastily
written down Improvisations in the styles illustrate: here {long heldl suspicions perhaps

11. Caemy designates Opus 400 18 the conclding studies necessary for buiking a planaforte
technique and leading to virtuosity. In his “rystematic” scheme, Opus 4oo follows Opus 199 (The Schoo! of
I"ch'ilj}. Opus yyg {The S(bmfghsalo and S1acatp ), Opua g5 (The School ofEmbeuhmnu ), and Oput 199
{Fhe School for Develapment of the Lefi Fond ).

1'y. See Mih chaptes, section 4

14 5ee founth chapter, seciion 7.

14. See faurth chapter, sectlon 1.
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IMPROVISATION ON THE PIANOFORTE

vonfirmed by the substance of Opus 100). OF course, to improvise in fantasy style,
giving {ree rein to one's flow of ideas, and beliore the public to bout, demanded a
musical mentality of a whole order of magnitude other than Czerny’s, whose exacting
musicianship bath necessitated and gave birth to a degree of caution that was simply
too weighty to throw to the winds. One is tempted, furthermore, to speculate on the
real possibility thae the price paid also by pianists of future generations for acquiring the
virtuoso techniques that Czemny’s etudes and practice procedures virtually ensure was
the diminishing ability to perform “on the spur of the moment™ and “without special
immediate preparation”

This Systematic Introduction may very well have been translated into English previ-
ously, but I have been unable to find either a translation or a reference to one." In fact,
of all Czerny’s pedagogical works, Opus 160 has always had the lowest “profile” It was
the confluence of my own interests in Czemy and in improvisation gencrally that led
me to the document in the first place. Aside from the usual problems encountered in
translating, certain critically important terms, foremost among them Fancarieren, have
no single English equivalents, and they are explained in footnotes as they oucur in
various chapters. Whenever possible, | have adhered to a literal translation in the hope
of saving the reader the trouble of returning te the ariginal German for further
clarification. Whenever | have departed from these safeguarding guidelines, such ax in
my translation of Schlusfersara (third chapter) or gebunden (fivst chapter), it was
because { conaidered the literal translation to be more obfuscating than clarifying; hue,
in any event, these departures are explained in appropriate foomaotes as they oucur,
Moreover, | have made every effort to presesve Cremy's individuality as it is made
manifest in the text itself, which meant, among other things, resisting the temptation to
make cosmetic repairs, particularly in those paragraphs that deal with practice tech-
niques “‘in all keys” “in all forms." *with diligence,” "etc., etc 3.
¥ Htake this opportunity to express my gratitude for all sorts of helpful sugigre stions
ta two scholars of distinction who are luckily also my ald friends, namiely Dr. Borix
§c_hwarz of the City University of New York and Dr. Alfred Maan of;the Eastrman
! :h. } of Music. Most special thanks are extended to Dr. John ijjgg%hcr a newer

énd and colleague at the State University of New York at Binghamtdfiiinder whose
watchiul eye the manuscript was prevented fram assuming the character of a German
treatise “'Englished "

Alice 1. Mitchel!

16. There is a French edition, however, of CaaB4o (Pars: M. Schlesingrr:l. passibly translated by
Cazermy himsell
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Introduction

When the practicing musician possesses the capability not only of executing at his
instrument the ideas that his inventive power, inspiration, or mood have evoked in him
at the instant of their conception but of so combining them that the coherence can have
the effect on the listener of an actual composition — this is what is called: Improvising
or Extemporizing.! — Accordingly, the talemt and the art of improvising consist in the
spigning out, during the very performance, on the spur of the moment and without
special itamediate preparation, of each original or even borrowed idea into a sart of
musical composition which, albelc in much freer forin than a written work, neverthe-
less must be fashioned inta an ovganized totality as far as is necessary to remain
comprehensible and nteresting.

2

-\lllmllgh this ('apnllih't)r can he Prartit_‘wl on diverse instrumenty up to a certain (iegn-c.
yet the pianaforte remains the unly one, by virtue ol its compteteness and versatilit)'. on
which it can best be elevated to an independent branch of art founded on certain basic
rutes; and the attainment of this art is thus a special vblyation and crown of distinction
for the keyboard virtuoso.

1. Fantasieren: Cremny wses this term much more frequently than the o clarifying synonyms,
Improvisieren amul Extemporicren, that he adds parenthetically to the text. Having no single English equiva-
lent, it is tranalated bere simply a3 “improviaing” or at times as “improvisation” Whenever the context
impilies » i\igfn:r leved ol inspired endravor, the translation of Fantasteren is “improvising in fantasy style®
or “fantasy-like improvisation™ In those stances, Cresmy uzually inserts a phrase to distinguish this
hi-ghrr levet, such as das wirkhche m’hlmcibdlsg fantasicren {genuine ﬂl“-ﬂ:dgm‘ I'a.nta-i}'-hlvr improsisatiog,
as in section g, paragraph 3 of the Introduction, for example.



IMPROVISATION ON THE PIANOFORTE

3

Improvising is also enticing to the listener, for there can prevail therein a sense of
freedom and ease in the connection of ideas, a spontanefty of executlon that one does
not find in works that are compose], (even wher: they are designated as fantasles), [T 2
well-written composition can be compared with a neble architectural edifice in which
symenetty must predominate, then a fantayy well done is akin to a beautiful English
garden, secmingly irvegular, but full of surprising varlety, and executed rationally,
meaningfully, and according to plan. )

4

There appertains to Improvising, as to composinyr

First, naweal aptitude, that is already revealed in early youth for the most part, and
consists of inventive power, lively imagination, ample musical memory, quick low
of thoughts, well formed fingers, etc,

Second, thorough tralning In oll branches of harmony. so that the adroitness for proper
modulating would already have become second nature for the performer.

Third, finally, @ complerely perfected technique of playing (virtuosity), thus the highest
depree of dexterity of the fingers in all difficulties, In all keys, az well as in
everything that pertains to beautiful, pleasing and gracefuf performance. For anly
In vain does Imagination provide the best Ideas If the Angers are incapable of
exccuting them with all artistic facility and sssurance.

By the way, although all these skills must he presumed herewith by anyone who
wishes to devote himself to artistically sound improvising In public, stifl any other

qualified performer can study the treatise placed before the reader to good and varled
profit.

§

Improvisation can be categorized into several typrs and gradations, which follow here
in the order in which the atudent must assimilate them.

First, Prejudes® before the beginning of a picce.

t. Cvemy's text adds Porpiele after the term Prefudicn, as though they were hlrrt'h.l.ngul\le,
Throughatt the discusslon, however, he emplays Sonvpiel quite consistently as the geneeal deslgnation for

b

introduction

Second, Cadenzas, Fermatas®, fn the midst of a pivee, such as at pauses, transitions
into a theme, vtc.; furthermore, to apply as the closing cadenzas* in concertos.

Noia Bene: These two types, aside from their own limited necessity, should also be
regarded as initial preparation for and components of genuine fantasy-like improv-
ination.

Third, genuine, (ull-fledged fantasp-like improviadion. which breaks down further
into the following types:

a. In the working out® of a single theme in all the familiar forms of composi-
tlon.

b. In the development and combination of several themes into a total work,

c. In genuine poitpourrts, or the Intertwining of favorite motives? through
modulations, pusage-work, cadenzas, without particular development of
any single one,

d. In variatiens in all customary forms,

. In Improvising in strict’ and fugal style.

f. In capriccios of the meat free and unrestrained rype.

Naturally, all these types can be combined with one annther and employed in one
and the same fantasy.

this rategary of Improvising. Prelude s vaually reserved a2 a proper noun for titles, as in hie citations at
the ¢end of the first chapter, for example, but slso serves as the root of the verh form, prefudicren, {to
preludize). Since Yorprel hay ne other equivalent, they are both translated as “prelude.”

1. For the most part, Cu:my uses Codenza and Fermota in their moder senses, narnt:]y a1 the
interpolated elaboralion at 3 pause (Codenral, and as the 1ign designating the pause (Fermara ). In thise
vasrs, the translation b leral, Because of Cremy's predominuntly moderm usage, the wwecarional
exvepthons can be confusing, ar In Schluafermata {scc fstnote §)

& "Cloaing cadenca™ b more interpretation than trashation of Ceemn's werm, Shhufermaren,
whivh bt reminjscent of eighteenth century traditon, (See Czemy's first imanual of instraction as pupl of
Beethoven: C.PE. Bach's Esap, op. cit., pp. 143= 142 and pp. 179— 136.). The consistent differentiation
lwtween Cadenza and Fermare ls more recent in origin than Cuemy's Op aeo, with the revult that be
:||trrrhmge| thew terms m'tulon-\il)'. The translation, however, cansistently uses these tertms in thelr
nulre odem sense.

§. Durchfuhrung is translated here as “working cut™ and elsewhere an Milevelopnrent™ for the reasan
that Czerny himself vhen mentions, namely "to avok! monotony.”

& Hoitr i translated varioualy as "motlve, *subject,” or "theme” since Ceomy's meaning seemed
i.nlrrthmguhlc In this wiy. Whenever he refers ta 1 "hgure” he employs the term, Fgwe He is
cunsistent in his uie of Thema, however, to detignale the theme of & st of variatinns.

7. Gebunden here refers to "kt myle, which s often the vase when I occurs in proximity
“iugal style” (Alsa see lootnote 3, first chapter, and footnote 1, eighth chapter). Allwmate transfatians are
explained in subsequent fonnates,



A 5\{;‘)((’1”{?56 ln’]‘fvc\vclm?;\
’\W’ k“*};rov'*gav.w’m 9"\«*'(“
Dancle:li. op 200 1828

C.Ar-\ C zer}u] qu"“"g.r!

Aeprrdehel]

Ch\_u—\\w woolar

FIRST CHAPTER

Concerning Preludes

(Preludes and Short Fantasies before the
Beginning of a Piece to Be Pejbrmed)l

These can be twolold:

Fast, quite short, as though through only a few chords,® runs, passagework and
transitional materia]s.a one were trying out the instrument, warming up the
fingers, or arousing the attention of the fisteners. These must conclude with the
complete chord of the principal key of the work to be performed.

Second, longer and more clzborate, just like an introduction belonging to the
I])lluwing picces therefore, even thematic materials from the latter can he intro-
ducerl therein, A prefude such as this, which already altows for some modulation,
must convtude with a cadence on the seventh-chord of the dominant® of the
Jollinwing picce and, by that wken, become connected with it.?

v That s, a comiposed work "o be perlormed™ rather than an improvised one,

3 Ason the examples funnumbered) udler section y ol this chapter.

3o See examphes 1=y, Al l'I.IItIITII.'N 11— 0,

4. That iy, the dominant-seventh chond, which expression Camy wnes vhew here occasionally (s
m the seconed chapier, section 1) The translation is literal here to indicate his thorough bass opientation.

¢ As at the end ol examples 20 amdl 23, second chapter.

9



IMPROVISATION ON THE PIANOFORTE

CONCERNING THE FIRST TYPE
2

It is akin to a2 crown of ilistinction for a keyhoardist, particularly in private circles at the
performance of solo works, if he does not hegin directly with the compasition ftselfl hut
is capable by means of a suitable prelude of preparing the listencrs, setting the mood,
and also thereby ascertaining the qualities of the pianoforte, perhapx unfamiliar to hiem,

+ in an appropriate fashion. But it is also necessary to observe the limits of propriety at
the same time. With the accompaniment of other instruments, one must cut i very
short and accomplish the thing with a few chords and a hrilliant run. In a pubdic
performance of a solo piece with orchestra ® (especially if it beging with a Turn),
preludizing of any sont s unsuitable,

3

Merely a few chords are sufficient as prelude {in the briefest case).

for e o
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4

Since each chord can engender the preatest variety of passapework, then even the
simplest modulation can be spun out inte innumerable preludes, both melodious and
brilliant. | select the very common progression as itlustration (ex. 1),

&, Conceristixk {modern apelling, Konrerieuck ), when employed an a title, necd nnt be transfatesl. In
this contear, however, Crerny in relerring generally o pieces with orcheatrs that feature 3 soknst.

6

Concerning Preludes

Lonbs,

| Y

Esempsl . 1, = I
| ;g e

s

And now one, may see what can be made out of this {ex. 1— 6}

ANL? Yive,

KEx: )
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IMPROVISATION ON THE PIANOFORTE

" lods.
'
— e ———————

In connected” chords (ex. g).

Amdumen, _————

ks asgete
F. ) rde e
=

7. Gebunden ix translated here a3 “connected™, based on the cantext of the muylcal ilustration {Ex.
¢} that foliowa, Lagoto is sl implicit in this exampie, although Caemy in usaally explicit with b use of
that designation (e footnotes 1 and j, seventh chapter.) Nelher “sustained-note™ nor “sirict”, more
vommon translations for the atyle designated as yebunden, are appropriate here.

8

Concemning FPreludes

in capriceio style (ex. 6).
AN yive R E E$ . v :'._? -E i
:ll - r - 1T 1 1T L - - - [l'
o éld *....:!'I-- N
" 4 L n e
- ? it

8. OF somw interest here in the fact that, of the five exampler in minor, three are marked lovis
arl four of the {lve are 10 be played phano, expressive associations that have hecome somewhat
stereatyped. By way of contras, of the six preceding rxamples Mustrating the use of the major rode,
four of the aix are w {ast tempi, thice of the 3ix are marked forre o7 forimme while the first ane beging
with meszo-forte, wircly also sereotypkeal,
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Convern ing Freludes

Naturaily, one must transpuse these and similar examples into all keys, altermate
the passagework with other sultable sections, and know how 0 execute everything
with such ease and lack of restraint that the preludes maintsin the character of the
momentary lancy, For nithing is more disturhing to the eflct than the recoymition that
it hay been drilled into the pc'rlbrmer.

§

Yor the rest, it b5 ot necessary W hegin in the samie key in which ane muw vonclule ®
Furthermore, even daring, remote maddulations are appropriste in these preludes, amd
whoever possessen 2 twrough knowledge of harmony can easily tnubulge in the mose
interesting ventures i this rexpect {ex. 12 19).

lanta.

v See rxamples 1, 1y, sl 1o,



Concerning Prelude:

IMPROVISATION ON THE PIANOFRORTE

Andunte. Smave,

2
=
k-

= =
- e

g
0

-

i
i 3
{
_
} |
n B
o
-4 -.l
[ ¥
g
I
M

—
\___H_/al-_

L
3
=

o+

Al®

Fr

7.

F

r --c:l'_"'.. Nim
i oo

]
=

]
i

PF. Loggler. s valucs.

.—! E nlg
—¥
! 1

:_ . i
¥
m_] KR
1 L .
ST g
1R
ety
ﬂ ]
N
Al
.— F
* 1
F - hi
£ . 1
s ;
2 e
e
S
L TR

&

b

b

ot

.

et

Y
o 3

- SRy -

3
4
14

1

b

semprs PP,

™

1



IMPROVISATION ON THE PIANOFQRTE

[l
T

Concerning Prefudes

Enharmonic chords are remarkably well suited for a great varicty of closing formulas,

Here is an example with its two variants at A and at B respectively {ex. 20):

variant P "
at A -2
variant

at B

The fo]lowing observations conclude this chaplur:

= The performer should become accustomed to imptovising a prelude each time
and before each piece that he studies or plays, and to introducing all possible

| o~
H—rt I =
————g _1.____/: —ﬂ_.-.._____./_u = _/&
et -~ \-._______/:t -T., " B - -..______,/;
14

)



IMPROVISATION ON TIE PIANOFORTE

modifications, There are performers around who have become so very used to a single
preludizing formula that one is forced to hear the same one just ahout every time,

For that very reason, one shuull be careful to add a prelude that is vompatible
with the character of each piece. Thus a jolly prelude, for example, preceding a serlous
sonata would he very ill advised, and vice versa.

For Further Reference: Among the many very useful preludes that.have appeared particu-
larly mare recently and can serve as models, the best are:

Moscheles, 50 Preludes, op. 73 (Leipiig, Probst)
My Cadenzas and Preludes 1® op. 61 (Vienna, Ant. Dlabelli & Co.) (and from these,

especially nos. 1, 2, 3, 4, 9. to and 14!
Further, my 48 Prefudes in Al Keys (op. 161, Leipzig, Probst} also helong here.

to. Czemy cltes hls Dpus f1 as reference materia? for the first, secand, arxl thirl chapuers.
Pubslished in tAzq, Its Gl title in: Proludien, Codéncen und keine Fantarten.

11. Crerny designates “epecially numbers 1, 2, 3, 4090 19, andd 14" because thexe are n the more
“ahstract” viruoso preludizing style. They feature, amang other things, some distinctive uneven Bgura-
lion patterns that are sa frequently assochated with improvisatory vocabulary: patterms carefully fingered
and divided hetween the hands, sounding much more difficult ta perform than they actually are: running
thirds (divided between the handa), high-speed nctaves {dliviled between the bands), sad wwiftly moving
sixth chords (as i the last movement of the Beethoven Sounata in € Major, op. 1, no. 1) Thes are
preludes in “one style that s all™ (Also see footnexe 1, weond chapter}

16

SECOND CHAPTER

Concerning Preludes
of a Longer and
More Elaborate Type

When the performer has to play a solo piece for which the compaser himself has
written no Introduction, 25, for example, in rondos or variations that begin directly with
the therme, then it is not inappropriate if* the improvised prelude is proportionately
longer and more elaborate, and I materials from the following theme are included,
whereupan the apgrepate amounts to a suitable introduction.

2

A prelude of this kind can indeed have a regular coberence; passagewark must
alternate with lyric sections and the introduction must end with a cadence on the
dominant-seventh cherd?!, leading directly into the theme.

3

It is not necessary to begin in the key of the piece, Morcover, the modulations can be
quite free, However, the prelude must remain in keeping with the character of the

1A in examypdes 10 and 22,



IMPROVISATION ON THEY PIANOFORTE

{ollowing compasition. It is scif-evident that no such longer preludes would generally be
suitable before more serious works (for example, before Beethoven™s Sonata in F
Minor, ap. g7, and the like).

4

Every well-written intreduction by a good compaser can serve i its way as model for
the performer in this manner of improvising.

Even so, 1 am including an example for reference here as sotroduction to my
Variations on God Save the King {op. 77, Vienna, Ant Diabelli & Co.} Since the theme is
serious and noble, then an introduction of an analogous, samewhat granchiose nature
can be considercil not unsuitable (ex, 21).

At
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Concerning Prefudes of a Longer and More Elaborate Tppe
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IMPROVISATION ON THF PIANQFRORTE Concerning Preludes of a longer and Mare Elaborate Type
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For the samice reason, only snatches of material from the themse are 0 e heand,
and even the key of € Major apprars here only a1 the enil, precisely o the

cadence.

S

By way of contrast, the following is another prelude to my 15th Rondine (op. 1hy, Ant
Diabelli & Ca.), in a light, pleasing and brilliant style (ex. 12).

Altepratto,vivo wdd antmata.
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IMPROVISATION ON THE PIANOFORTY

FI' Viva.
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Concermng Preludes of o Tonger and More Eluborare Jype

6

Fimlly. there v animther very interesting style of pn-ludizing which the perfonmer hag (o
assimilate, namely, completely inmeasured, almost like a recitative, with some sectiuns
in chords sounding simultaneously and others with broken chords, seemingly without a
vonsciony plan, rvscmh!ing wanderings intn unknown regions, This distinetive syle,
especially of the older masters (Bach—, Johann Sebastian and Carl Phitipp Finanuel,
ctc.), leaves room for a great deal of expressiveness and striking harmonic changes, and
van be extremely effective il introduced at the right time and performed properly. But
this kind of prelude should not be drawn out too long without interweaving o rhythmi-
cally defined melody. Here is just a brief example. {ex. 1)

1. In this example, Czemy reverts o the originally Barngue tranlitian ol a guase-recivative
translerreal to 1he lu-}!uunl o qomvey the derpest expressiveness. Thin techuipe had painel renewed
perpularity with Becthaven and later romantivists and beoane 2 critic ad component o impeosasaton
vicabulary, Ceemy undouttelly has the Chromaiu Fomtay by | S Bacl in nvd as a nuafet when he
sugpresls imterweaving a rhyl[‘lmi\'aﬂ‘\r defined meluly™ o hreak up the recitative.

23



IMPROVISATION ON THE PIANOFORTE

Iverything about practiving that was stated at the end of the first chapter applics here
terer, an it dlewes w'm-ra”_\f I)il'iut‘?il eoespericiee, st relited ante mst then ddictate the
IR LUN] "I‘llk alling

24

Concermny Preludes of o Longer and More Flohoraie 1ipe

For Furiher Reference. As further examples of the cateparies deale with i this chapeer,
Nllll‘llk‘l’ﬁ &, 7, KB ke el g } ol my above - nentioned "rll']llltl’ l'l>“t‘|.'|il)l\l Oy fr cat sl
as mexdeds since the pieces 1o which they were written as ineroductions are alse
c||'.~'iur|.llrl|.'1

). CH the preludes cued bere, number & ix ned based chearty onoany singhe work ormoseanent
15 The qlrsignah-(l relerciwe oflercd, despite Cremy's statement e the contrary. (Pechaps be stemled
vite pumiber ¢ untead, a prehisle obvicnsly refated 1 the last movement af Heethimen's Wldurm S,
op. g although the reberence is omitted here also. ) That he woublnclale sochoaBustraems i his opom
vorllection is inclivation 1-nuu1,_:|\, in view of hix well knoswn pfll'!k'lhl)" that inteowhin nony hke these werre
i lewd wwprovisel durmyg yeerfarmane s, How nomlee ¢ desentsd shove wouahl have eeen e rpolatesd
espevially perphesing. Niglwr 3 15 2 pretwle 10 Muoscheles' variations s dder Phvu, Nomlwa Hois s
prevlche tn Moscledes” Aevomder Varnans, Nnmber yoin valled tnteodction e vhe Lavde of Rier” o erto m
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THIRD CHAPTER

Conceming Cadenzas, Fermatas,’
and More Extended Elaborations

Prodonged pauses™ appear very frequently in the midst of a picce aver the six-Tour or
seventh churd® (over the latter, especially, as transition into another subject or tempo
as well as into the principal theme), where cither the composer has actually inscribed
above, “Cadensa ad libitam™ —or at least a fermata, which would not be super-
flucus —, or finally where a cadenea that hay actually been written out bt is much 100
brief can he nicely vxtended,

2

These elahorations in musiv, just as in other arts, are a measure of gomnl taste they
srouse the attention of the listeners and cliret it towanbs the ﬂn"uwing material
Mustenner theaugh thewe the perfiwmer candisplay e rellnenuenn of fus fechings just as
much as his stremyth amd prowess when necessary.

3

Naturaliy, unly the more cltivated taste ane hroad experirnce ol the perloviner 1 an
determine their sultable applivation. In works of prodound content snd seviouy charae-
1. See footnote 3, Introduction.
1. Awhofiungen.
1 Thee ane Gigured lrass designations (that s, : sl

26

Conrernimyg Cadencan, Fermutoy, and Mare Patended | lihorooom,

ter e example, Beethoven’s Sunata, N Mioor, op. gt vonploying any kid of
adiditional material wouhl he very ilb advised. On the other hanil, preferably in compo-
sitions intenaled tor a gliteering, delicate, or semimental manner of playing, — in varia-
tions, porpourris, arrangements of vocal works, or whatever presbucts of popular taste,
there are aburnilane apparntunities where just such [l iMmpromptus are appropriate,
indeed are often a necessity, in onler v adom a possibly rather dulb and <lragging
passage,

4

Apropos ol these, the perlormer has 10 observe 1le tollowing:

A, T cadenza must e lubly compatible with the content and spririt ok the picee
in gencral, as with the pre.ceding arut subsequent material in particular. Thers-
fure, fothwwing an energetic delivery, similarly brilliant passapewark should be
introthueed;® on the other hand, pentle material should e Followed by corre-
spomdlingly light and defivate elaborations®

B.. The cadenza must b neither o !nng nor 1o0 thapsodic s as not tn il
the continuity and mamentum of the whole,

C. The performer may modulate neither into other keys nor into remote har-
monies, but must always retain the chord of prolongation (which is the
dominant seventh most of the time) as the underlying harmony.

3. e must enter inta the rollowing subject with melolic pmpriv!)r? and in a
manner that is ph-asing and snitable which, for the most past, occurs by means
of diminuendo, and rallentando into the tempo di udu'qio.“ Should the sub-
sequent thense be of a lively and dynamie nature, then the transition can also
at times bo accumplis'lcd through a li\'tt|y passage, crescenle, aned ac-
celeramdn ¥

§

Here are several examples for practice which must be executed similarly or imitated in
all keys (ex. 14— y0)

& That is, apnogr, v, g

i I'.\ll't'id"y FLEN c-lall||lll‘s 40, 43, aml Th.

6. bspecially an in cxamples 14, 2, 28, 40, 50, anil (g

1. yerangrichtige,

B A W oexamphes 1, 2, 33, 4. aml 3

9 Anin cvanygdes ool o
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Concernmg Codensus, Fermaras, and More Extended Llaborarom

IMPROVISATION ON THE PIANOFORTE
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Concerning Codenzar, Fermarar, ond More Extended Elshorations

IMPROVISATION ON THE PIANGFORTE
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IMPROVISATION ON THE MANOFORTE Concerning Codenros, Fermutas, and More Extended Floborainmm
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IMPROVISATION ON TiiE PIANOFORTE

Although all these cxamples have illustrated 1 meter, they can still be used in all
meters.

For Further Reference. The greatest variety of models of this style can be lound in most ot

the more modern brilliant compositions of good composers.

6
Conceming the Closing Cadenza'® for Concertos

The older concertos (for example, all of Moxart’s, most of Beethoven's, ete.) have a
pro!ongcd pause towards the vloxe of the last ‘Tutti, after which the jwrinrmer has to
improvise a grand cadenza, These concerto cadenzas, by virtue ol their necessary
structure, are akin to a panticularly distinctive lorm of fantasy. They can be extended
cansiderably and the pertormer can indulge in all conceivable modulations therein. But
all interesting subjects irom the concerto as well as its most brilliant passages must
make their appearance here, a|th0ugh one can tone them down or builidl them up,
according to one’s discretion. Since these cadenzas can be regarded to some extent ay

ta. See foomote 4 of Tntroduction.

4

Concernmy Codenras, Fermutas, and More Exiended Flaboraion

independent fantasics, and since the performer can display his artistry here a good deal
more than in the concerto itself, it is thus to his great advantage to assimilate this style
with particular diligence and to leam to improvise such cadenzas for all concertos of
this type. The following is an illustration for the first movernent of Beethoven's First
Concerta {C Major, op. 5, Vienna, Molla), with which the pcrformer can compare the
cadenza (ex, y7).

Cudanas. Allegrs.
o

2y



IMPROVISATION ON THE PIANOFORTE Concerning Cadenzas, Fermaras, and More Extended Eluborations

[ 344

Eé,ifg bx‘i%‘ ' é i%
Il

Crese,
L

i .

g
- v Ja——
E. Dol #sprest: a|un poco rirenenre T
;” e i £ i i #1
[eH =y} ] —— =
| ulliy 5 . 1 T J r 11 - : { L

: : P et
o B R e

r =y i='— - b o | I T
v i T i +f
I ,‘T.Ek-‘-‘ffft-%-——t:;m;‘::‘r “?mao. Dim.
2 fister s
d-l-'fl}"d'-# E ¥
il r r r 4
E w PELRIEEE o iehen)ofe 1ffe [[ove | £0e [fte )t f01, 22,
'A_L "'-. semprefpiu An® l’v!ltndlm.h##
= = ¥ =

s b
¥ e i T 0 O Y S i
L

TR S : o s £ e -
e t e

v fro fee oo Voo 20, 22, 200 Yn 2oty Ton
EZoTEETTEATTESTTERR '

T, - L ol o

Flebe Lon fop Lap Phoy, Lo, To 20 o 2, Yo 2o,

i

Crese, - -

L

™
:
X
J .
it

16 37



| _
.. L +
R L
. .
[ Kl 1
b 0 "
g ad M
§ it b ,
2 o LS =
: 2N UL
Ql = . - n 1
3 2= ; N
= H ; R VHY Nl
: I i oL R B it !
- - - w|lH Lt e
wi] m ‘' i > - TR ﬂh t = —"u
E : G Qe e A !
= % ] N wiE Iy
E firg - 1S I ) ;
s - .iﬂ ™ _“ il ¥ b '
g ! g 4 _ 4 "
g g i |
3 = |[[H o [ i \
_.ﬂ HT N —“ Jff —.— ..u
- b SIS o Hi “H [y .
3 = ny 1) [ . '
£ ): il i
=5 - 1l ! i
3 _ by 111 B N
bt - 1 | ﬁ u 1
= 8l
o 4
J g - " 1
v (4 _U < =g Ll
; ] gLt e Y o ¥ g
W 4 = M -
X ! i S ! 244
3 W _ H
il N ‘ 0
[T N
q ho - WMFI.H!_..._‘ .M | .|.
-y bl |
A o *mwu R =i P

1
o ] tm i
y H i ik
1 s H ] : P
1 3 i E - :
i = | (1111 i ﬁ.!m wF " d
He .m 1 4 HR | 2 4
¢ Th T [ h I: aﬂr 5 ..m.d
x F .. 1] will
Dmn ”“- m T i .ul.ii. " “" N +xu >
2 ! < I T I _m..u.._..m : <
< 3 b I L oY 4
" X 4 i . 14 in ,mw A_” £h mn_.__r
= i 1 i bril P
. . ) u m_,ﬁ | .ﬁ Ak
N 3 1 1 1 h g
° AR [N I it U ! 3 Y
5 : b BT i AR % = JIB
_.“ : A " N ii f_._...
< N | LW__..- = THeh +..m Jn A#x
w H . Iu.uu.. ‘.... .tx‘
5 ; 4 \ i s
& ! i I :
= 1. | 4 3 1 =
3 . Yt 3 i
syl M b i % i ¢
1| sE £ {8 1&:” 1| Rk |i
E B i Yy < B8 A i -
L] 13 i
A Ry T 4 | & i
A - hl
; =1 [[Ih o N 1
! ROk ;

E
|
E
|
g

39

18



IMPROVISATION ON THE PIANOFORTE

-~
Y O
e s, Frmane - -3 tia
- el x . F"‘“"’

B oF. Dine. e Mall. [Turnd.

sF Adsgle,
b, |gon .
oF feda ?M loce
g | SEo Tl g T s lE-S

Bl iaidll ¥ |

Through comparison of this cadenza with the concesto, it can be observed that
most of the latter’s thematic material and passagework reappear here but are interwo-
ven differently.

For Forther Reference. In my above-mentioned Cadenzas, up. 6, number 4z is a
cadenza to Beethoven's Third Concerto (C Minor} which can likewise serve as supple -
ment Lo this l:hapler.l!

7

Mow, before we proceed into the next chapter on true, full-fledged fantasy-like
improvisation, it must be mentioned once again that the student has wo famibiarize

1e. See footnote 10, Rrst chapter.

12. The comparison sugyested by Crerny also highlights dramatically the renackahly vhanging
Pianistic style from the classically oriented voncertos to the pew virtuoso-urientel cadenzas. Both va. yy
in this Lreatise as well as number 12 of op. 6, cited for Further reference, are virtwally unknuwn by
performers and scholars alike.

40

Conrtrmng Cadenzas, Fermaras, and More Extended Elaborations

himself to the greatest posvible degree of perfection with all subject materials dealt with
hitherto, in all types of keys, figurations, and medulations. For these skills, aside from
their partial application as indicated thus far, along with the most essential prt-paratnry
eXercises, are to a certain extent the very components of improvisation itself, without
which the performer would never attain the capahility of combining the: diverse ideas
and motives with each other.



FOURTH CHAPTER

Concerning Improvisation
on a Single Theme'

(First Category of Fantasy-Like Improvisation)

Ay soon as the performer sits down belore 2 Iarger gather'mg and generally to bmprovise
in front of an audience, he can be compared with an orator who strives to evelop a
slubject as clearly and exhaustively as possible on the spur of the moment. In point of
.Tact, so many principles of oratory correspond with those of musical improvisation that
it is not inappropriate to venture the cornparison,

Just as the orator must be completely accomplished as much with his tangue as

with his speech in onler never to be at a loss for a word or twm ol expression, the
pectormer's fingers must likewise have the mstrument completely in their power and be
at the disposal of every difficulty and mechanical skill,
‘ Just as the orator must combine extensive reading of a general vature and
fundamental knowledge in all branches of his field of scholarship, it is similarly the
responsibility of the keyboardist, in acklition to studying basic prinviples of harmuony
and becoming acquainted with many works of varying degrees of value by the masters of
all periexls, to have memorized a Iarge assortsent of Interesting idvas from tha
literature and also to have at his command the current musical noveltivs, the favorite
themes from operatic meladics, aml so on.

Anc] just as the orator has to avoid dullness and boredom through clegance and
grace, clarity, refined images, and flawery language, so also must the pecformer seek to

1. CL chapter on the Free Fantasia, C. P F Bach, Foay, op. cit. pp. 430— 5.

42

Concernting Improvisation on a Single [heme

gain a special appeal for his playing through beautiful and tasteful curns ol vxpression,
through presence of mind and consideration of his listeners' powers of comprehension,
through elegance, and through apprepriate embellishments,

Inleed, especially when great natural ahility and much skill are involved, fantasy-
like improvisation frequently consists In an almaost subconscious and dream-like playing
muotion of the fingers, which makes it anly so much the better, — just as the orator does
not think through each word and phrase in advance. Nevertheless, the performer must
ahways just have the presence of mind (especially when he has to develop a given theme)
to allwre constantly ta his plan, and to surrender heither to rhapsodic incomprehensi-
bl tedicusness nor to an overaburndantly broad spinning vut,

2

The art of extemporancously spinning out 2 there into an entire piece in an interesting
aml orderly fashion appears to be more difficult than it actually is, i onc observes the

fulluwing:
Every theme, without ¢xeeption, and even if it were to last Tor {)l‘li)’ twe arhilrary

tones, can serve by means of several modifications in meter and rhythm as the opening
of all species of compositions that exist in the realm of music, For the present, let us
take the following familiar genres for the piancfarte:

a. Allegro (probably as the first movement of a sonata)

b. Adagio (i the serious style)

c. Allegretto graziosn {unadomel, or with embellishments in the gallam styled

d. Scherzo presto (a capriccio)

e Rondo vivace

t. Tolacca

. Theme for variations

h. Fugue (abso Canon frequentdy)

i, Walts, Huossaise, March, and the like

Nist every theme works equally as well In all these forms, to e sure; but it suffices o
demonstrate the possil)ilitivs. an| the rest dup(-mls on circumslances.

3

I present hers, swithout any forethought, the following completely arbitraty theme to
inchicate the possibilities of the aforementioned styles {ex. 18).

Theme Al
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IMPROVISATION ON THE PIANOFORTE

4

For the rest, the more simple the subject, the mare free, imleed more interesting the
development, since the inventiveness of the artist will be guaranteed greater latitude.

I, for example, it shoukl ‘oceur to someone to fashion A, &-flat, C, namely the
three notes {ex 39} .

30,

into a subject, then approximately the following examples vould stand for the themes
evolved from these:

Molte vivoew,

Py 3
- 1.3 '
H-.-gro v p"#‘-u ’
r idliante e A

B. as
Adagio

[

Andantino

ur

AUlegretto

Coneerning Improvisation an a Sigle Theme

Iraato.
I} as EJS -
PP
Scherzo i
pdr g £
" i
o) -
- B oTuRD.
|5
b= ¥
o= 1
¥
&v.‘l
Vivoew. #%# T ¢
k. as 4
Scheran
Rondo .
Allegretta,
s
F. as ]
. v
Theme lor
variations

G.oas

Fugne

H. as

March




IMPROVISATION ON THE PIANOFORTE

Furthermore, one shoulid certainly not believe that a theme of this son miplit
already be drained of possihilicies. Every performer will be able to construct something
different from it acconding to the degree of his inventiveness, experience, and his mood
ol the moment.

§

When a theme that consists ol only a figure without melodic profile is presented to a
performer, then it is incurnbent upon him to invent a suitable melody and rhythm for it
and to introduce the figure in all guises (even reversed later on) as often as leasible
without being nionotanous, For example, if the subject were (ex. gok

Eund(.

~—

then the beginning of the Allegro coukl be approximately:

1

Vive
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Concerning Improvisation on o Single Theme

ALYY

l#:!:ﬁ. = e = -

C.oas "J-‘F [" "'v.‘hJ‘—

=

.
=N
“‘J

Fugue :g-"_’_ .

and so torth in all styles.

6

If the performer has an entirely regular melody for development, after he has deter-
mined the form that seems the most suitable lor improvising in lancasy st)-ll'. he nmist
then not adhere nnl_\' tur this mel{nly as !itri(_‘ll)( as pussiblt' but must interweave several
strikiug tones from it as a pri_m-ipal I‘lgure throughout the whole accarding 16 a1l rules of
imitation. For example: (Ex, 41)

Andantw,

—— M) N N T
2 g — T —ar —
— Y ] ]

Evd s,

a

i
i
-
j:,
|
|

The figure in the sccomnd bar @ is the most suitable in this case for the

purpose indicated, sinee it hends itsell to inversion and imitation in many more ways.

Like this, for example:

o = r_ﬁ ljﬁ A I‘-‘— —Eé
w_ﬂ ] =

I

This technique also contributes to the unity of the remaining melodic material,

49
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7

Thus the performer must ¢evote time and practice ta achieve the capability of trans-
_l'orming each motive that comes his way into all these styles with case and adroitness.
Moreover, he must not be satisfied with a single atternpt of this sort in connection with
every theme, since the modifications inherent in every such subject are infinite in
number. Finally, even the most remote and recalcitrant material of his imagination
must he reconciled with lis fingers.

8

From this point, he may hegin to work cut each movement in its entirety. 1t lavilitates
the task to start by selecting suitable models for this purpose. Thus for the first type
{Allegro}, the first movement of 5 good sonata (by Clementi, Beethaven, Hummel, ete,)
can serve as a model. (Especially good are those examples in which the theme is
worked out quite consistently.)

For Forther Reference: Among the most excelient molels where entires maghificent
compositions can be evolved from the simplest motive, indeed from a few notes:

First Movement of Beethoven's £ Minor Symphony

First Movement of his 4 Major Symphony

The Finale of his sola Sonata in D Minor, op. 192

First Movement of his Tria in D Major, op. y(®

Also Mozart’s Symphony in G Minor, first movement?

Several movements from his violin quarteta® and quintets

Cherubini's Overture w Anocreon amd the like.

Among shorter works:

Hummel's Rondo in £-Fat, op. 1
Beethoven, Aadante favori in F Major, . 39

e, ete

LUHe i, na
1. That is, op. 7o, no. 1.
4. Based on the context, thie relerence is uncloubtedly to the Symphony no. 40, K. gga.
5. String quactets, ’
6. That is, WaO 7.
(o

Concerning Improvisation on a Single Theme

9

The performer must then become accustomed to finding a suitable subsidiary melody
for the first section (a theme which may frequently evolve even from the principal
theme, or at least be compatible with it.) Models will teach him that in major keys, this
subsidiary section must be in the dominant; on the other hand, in minor keys, this
subsidiary section must be in the most closely related major key or even in the
dominant minor. The first section of this Allegro can have a conclusivee ending, as in the
sonata; by way of contrast, ane can surrender fully to the freest inventiveness and
futfillment of ideas and to all sorts of modulations, imitations, etc. in the second
section,” However, one must also reintroduce the subsidiary melody, and conclude
finally in the principal key, Lyric materials must be alternated with passagework and
other ﬁguration, since each by itsell, in excess, is wearisome,

IO

One should proceed in the same way with the remaining styles (Adagiv, Svherzo,
Ronde, Variations, etc.) for which there are sufficient models to e found by the
writers mentioned earlier.

1!

Constructing fugues in the stricter sense requires a knuwlctlgl' ufthnmllgh hass, i be
sure, along with all the techniques of counterpoint, But one must furthermore have a
great many poodl fugues completely at one's fingertips and memorized if possible
{among which ). 5. Bach's Well-Tempered Clovier and his other works, as well as
Handel's fugues are of the highest order.) On the other hand, for a fugal development e
the freer modem seyle, the models to take advantage of are, for example, Mozart's
Overture to The Magic Flute, or his Finale of the C Major .‘iynq’)h({nn){."l

12

Omee the player has linaily a(‘quin’d the knack of warking out cach theme extem-

;mrancuuﬁly in all .'ityll'ﬁ, then it will be vasy for him to combine several st}'lm it one

and the same [antasy. (One mig}lt hegin with Allegro, tor example, develop it for some

iength of time, then proceed into an Adagio or Andantine, interweave it with a fugal

T 7. That is, the “l|c'vr|uprnrnl" section, as in the mnata-a"(*grn.
A Symphony no. g1, K. (¢1 {Jupiter),

gl
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sevtion and with the kind of mmlulatory section discussed in the first chaptee * and
conclude with a lively rondo. With this procedure, there already exists a complete
fantasy on a singlc theme constituting an orderly lutality. one in which unity anel a
listinet character can prevail.

13

Fer the rest, it is no secret that this kil of tantasy-like improvisation is the most
difficule of all. One will alrealy have been able ta gathrr from all that has heen
discussed hitherto that an etemal, wearisome, Continuous rv])etili(m i the thenw
through all octave ranges and an irrational jouneving back and forth among the keys
are still a far cry from an effective fantasy. Oll|y the combination of a remarkable talent
and a preat deal of study can completely fulfill such a mission, as much for the Measure
al the peneral listener as for the satisfaction of the connoisseur (or which this style is
prerfectly well sukted).

bor Further Reference: Beethoven was unsurpassed in this style of {antasy-tike improvisa-
tion. He himself could handly reconstruct in writing the wealth of his ideas and
harmanies as well as the nobility and consistency o his most highly artistic: develop-
ment. Nevertheless, he has Yeft a legacy of two gloriows monuments of this styhe among
his works: namely, the Fantasy with Orchestra and Chorus, op. ¥a, and the Finale of his
last symphony (the Chorus ta Jay, op. 125). In bath af these, a singl idva is exploited
through the preatest variety of procedures. Further, ). 5. Bach's Are of che Fugue
can also serve as a very remarkable examyple of its kind in this atyle,

14

Since | am otlering a tew examples {or relerence here, it cannot be my initention to
present completely worked out madels. Only the rudiments, only the approximate
progression ol ideas lend themselves o written demonstration in this case, and as suck,
van always act as guide for the performer. | indicate here and there the places where an
extemled development might be necessary, in which the student has to put himself o
the 1t alsa.

i take the toliowing notes as a theme:

i

g Sec sections 4 and g

Concerating Improvisation on a Single Theme

which, alter a brief prelude, enters immediately and efficaciously to make the sebject
distinctive 1o the listener.

First Fantasy on a Theme 1
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A. This transition into £-flar Major can be spun out still more extensively. (See the secand chapter

concerning the fermata}
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B. Thin subsiliary mekudy is dorived from the principal theme {inverted).
C. At this point, lwoth thematic material as welt as passage work coubl siifl be extended much
miore in £-flat Magor, amil the lirst section could e farmally concladed in this key.
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Converning Improvisation on a Swmgle Theme

agitate, (1o F32 1}
4 3

Adogia “?nuivo.(t , . 8&!)

Lo ' £ z
= S %ﬁﬁ.ﬁ# SNt I
1 £ e _ “.—.
cr.ta;cﬁ%—‘ + ; LT b# = schm’-ﬁ.}géz
=g == e e S e e
52 e N
Loet o2 o202 e T et et e Z]IIE
. Ralt, . PR e - -HE" - ‘
. ‘b# .+_- -I_. e :%:
b Rt 7 i o — T = ! o F s ¥ - ” Aoy TH-

bt %"TJ_-.#: ,__Jgﬁ:.b}”"_"_\é_i_.

EErarern
. r ! Fadl - ¥ -
ba T 3 | < | G s
e X D N = oo >
g ' !.- ir i - 77.' i T

1), Here also, still |cngthivr development and mu(fui.nm')f material ax well as thematic matesial

6




Concerning Improvisation on a Smgle Theme

IMPROVISATION ON T1iE PIANGFIRTE

Ly
a

£s

rr
Y

7
1

St
LEE
e
-.2.‘..! —g1+#

*ry

1"'1-:_]1
I ¥
Cresn
;\ =!
=
N

——

En
|
-
S

T Ty
’ - -

™

7
oz
=

§

'y

RNNDO, ALY Yiraoa (:A-r‘l’d )

- b

r
N 'f'd oy L L

ol ey L PP
P
P, i
1 . -4 ! |
———

-

./"““-s.:

?—

F pmar ma |

FEE LS S L E AT A

leco

%

Zitr=r. s

et AN
.

££tl-+n
==

£
g Frat

r

¥

Py

Animate

| 4

U:— h-f::_ﬁ- :J s
et
( J‘.ma.)

Fr

|

-

r'
t
—_—

&
Y

I3 F

E S s e e e e e

- =

% "~

-4

?:E‘Ii._‘_i‘[;_.‘:

"L-_-_'. r — KT _§

T

¥
ut

r3
=

ity
»

-
r ,

=

Pl r bl

ot

P & TTT I

e

itk 4 |
ﬁ i i 14.
e il M
i 1|
1 ﬁn. 2 a.m_ 1
1. h
VRLSi N m‘_
hm Sl
g e
o §

r -
rr

=
L 3

=

Ak S e

E. A1 this point, the subject afung with several varistions cauld I ir\lrrpnlah'd in 4 Major,

8



IMPROVISATION ON THY PIANOFORTE

gi
:

.
]
<
it

Pt s

1 i 14 -l.ﬁl'r'# be 2o 4

I ———] S el i H e e
[— #‘%%# 1 T

— CGold)
il S Stat trtoaty e
2 = =g e
"y ” - .r,- :P 2 Tmee L‘:lm£ f g

RS2

J L . z
ol

pin_crese,
L

F. Here, another cantahile section in G Majnr {(or E-Hat Major).

ho

erwid . . }‘_ . _rr
Seas ST S
=2 (4 et v L4 LA

Concerning Improvisation on a Single Theme

‘TLA_‘ s -u’_ §p
E = X e =
: ¥ iJ
. |
SRS S
T F

o #‘ At & o PlE mosss, [%. -

= = Fram- g == ";‘LJ ':-:__._;r 7
A gara T
In__N__1 1
Eﬁ——dﬂ?ﬁﬁ Fo T F A —arw T wia
= 7 v i F FFE SR SR Ek
mﬁ":\i‘: £ H-O-!:.’\ N '-'4‘.: by > P %ft-
- ! Cruse. l I r
e S (. ¥
%Q% e e e o e a § T

FeEE =

-5 T F >F FF EF
- p oty
2558, LEEELE, . i e
T - - Fr [
= £ 2 £ -
: = T ]

i

i
Y

i
#
i

FQA.J i - | n—— m—| f - %: o = .
e S e e e = = ¥ ! ¥
T ! 4 = ¥
QFFH .I ,l .I- . > :%
p P AT e =, 7 =

—p r r"';::" - . o h -o-'+;‘;

Fop
i i § e gt e e 4

” o
.‘-723:

&1



IMPROVISATION ON THE PIANOFORTE

I'n prco Fitenuin
Jds

Note: 1f, as a result of the capsulated nature of this example, the _thtme retums too
-frcquently, then the brilliant passagework of the thematic development interwoven at
the designated points would naturally mitigate the monotony and coulh round off the
effect of rotality much better. Furthermore, it is not always desirable to introduce a
ritenuto again towards the end after brilliant passagework (as it occurs here). A
dynamic forward-moving conclusion is frequently more clfective,

(5.9

The following example is built on a song-theme whose similarity to the previous
theme!? (whan played in inversion), s also intentional,
Ahh(lugh A prcludt' is unnceessary, 1 am Iwginning with ane here even so (ex.

FEY A

Second Fantasy on One Theme

Vivaew,
a-l -
AR =
L3 7 P. Lupgirr, - M i T
43. :
i P ! S

11. Theme of example 41

12 The substance of examples 43 wiwl 43, andl parvivularly Czemy's footnotes, reveal hia remark-
ably fluil concept of the nature ol the fantasy. Marcover, what appears to be a noteworthy casualness
with repard to balance and proportion in these {as well as subsequent) illustrations crystallizes one of the
very earmarks of the improvisstory stvle of hic time, despite Cremy's own reminders about the
significance of the tmzlhy.

62

Concerning Imprevisation on a Single Theme

sempreF . J .

i 2 I I x b
P
) s o~
: P PR = %
Allwgro modernte od woprussive. (lr.'fﬂg 1) -F- b 7
Ty =g -2
PSSR 0 N SO 0 . SO D SO Y Y O S 0  E0
Pyt e 4 F e = I —
J TP R e A T SR
P el E;,...F — )
i 44 i e "
L 4 —T —— - - —————]
S e e Y — = = =

A. A longer development here.
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B, Lewgthier slevelopment is necessary at this paiat.

C. Repetitions are nor particularly feasible when immprovising in lantasy style, lor sehlom is the
precise material that has bevn played] previously remembered for that length af time.
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13 This mekulic seetion would be extended atill more.
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E. During such passagrs twhich practiced ﬁngtrs van raecute easily without any partivular atten-
tien), the performer has to concentrate on the type ol sty he shoull have in the Rillawing section,
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IMPROVISATION ON THE MANOFORTE
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1. Here absa it would be conclusled too abruptly.

{;. The theme in augmentation in the bass.

7a rdi



IMPROVISATION ON TIHE PIANOFORTE

These t’xampk'.s will be sufficient to make the student aware of the variety of inversions
and manipulations latent in the basic subject.

712

FIFTH CHAPTER

Conceming Freer Improvisation
on Several Themes

(Second Category of Fantasy-Like Improvisation)

If the performer is not limited to a single subject, he then has the option of combining
several of greater variety with each other, by which means there arises not only 2 more
interesting juxtaposition of ideas but alsp provides greater leeway for his power of
simagination and creativity. The styles of development remain just as diverse as was
shown in the fourth chapter.

2

The first subject selected for the opening, however, must recur frequently between the
remaining themes fespecially if it is comprised of only a shart figure), and it must be
hward again at the end also, for it is the piflar on which alb else is vonstructed.

3

The various themes must not stand out too much from each other in characier, Thus a
jolty wattz, for examp]t?, following a funcral march is inappropriate here in as much as a
combination like this surely belongs in the actual polpourri' or even the capriccio’.

1. See sinth chapter,
1. Ser niath chapter.
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IMPROVISATION ON THE PIANOFORTE

4

This style of i improvising can be spun out at great Ivnglh if the performer permits the
succession of ever more meaninglul ideas, develops his technique ever more brilliantly,
and adds zest to the total effect through a variety of developmental procedures, For
here he can pive free rein to his flights of fancy (albeit in rativnal form); and unex-
pected, interesting motives that are both arresting ax well as useful frequently enter the
fingers while playing. Moreover, in this realm of improvisation the performer’s
mamentary mood (be it now cheerful, now serene, serious or melanchaly) can bhe
expressed in the most abandoned manner; and there is pcrhap:. no form mwore (apab]e
of plaung topether and cxpamhng the image of the inner life and the esthetic disposi-
tion inte a magnificent whole. For here, both the fully whimsical caprice as well as the
discipline of a repular composition must be avoided.

For the rest, it is sell-evident that one can even make use of a given theme as a
principal subject in this style and subsequently combine both?, as longt as one does not
hecome particularly bound up with any single theme through evelopment,

5

A great many campositions of fine masters can serve {more or Jess) as mudels here, of
which I will cite only:

Mozart’s Fantasy in C Minor (Vienna, Joseph Crerny)

His Fantasy (four-hands) in F Minor {(Vienng, Ant. Diabelli & Co.)
Clementi's Caprices in 4 and F-Flat (Vienna, Artaria & Co.)
Hummel's excellent Fantasy in E-Flat (Vienna, Haslinger)
Katkbrenner's Effusio MHusica {Vienna, Ant. Diabelli & Co )

Beethaven’s Sonata, Quasi una Fantasia in E-Flat (op. 27, no. 1 Vicnna, Jos
Czemy)

Dussek’s Fantasie and Fugue in F Minor {op. ¢, Leipzig, Breitkopl & Hartel)
Among my compaositions, as uscful examples of this type:
Tantasia {ur. 27, Vienna, [[as|ingt-r)

Lantasie Dbridlante sur divers themes suisses ot tiroliens, (op. 162, Vienna, Ant,
Uiabwlli & Co.)

and Gran Capricviv (op. 172, Leipzig, Hofmeister)

3. That is, hoth: “given™ theme and unginal,
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Concerning Feeer Improvisation on Several Themes

6

From the tollowing brief example, the pupil will be able to gather the approximate
structisre of such a fantas)’. Mawttaoss,

1 select the following theme:

which supgests development in a serious character that will also be retained throughout
{ex. 44%

Fantasia
Munatong . (: lT .1902)

"‘""_4.'-?- T = P s st i

e VU LA R 7
Exs ’
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Cancerning Freer Improvisation on Several Themes

IMPROVISATION ON THE PIANOFORTE
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Concerning Freer Improvisation on Several Themes

IMPROVISA'I'I(-)N ON THE MANOFORTE
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Concerning Freer Improvisation on Severol Themes
)

IMPROVISATION ON THE PIANOFORTE
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IMPROVISATION ON THE PIANOFORTE

(_orlz'zrrlfn(q Freer .fmprf)l‘hation an Severo! Themes
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C. Here a longer deselopment would be useful 23 a second section, wherehy the andanting

sostenutn (xppears) onve again, bt in D major.
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Concerning Freer Improvisation on Several Themes
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SIXTH CHAPTER

Concerning the Potpourri

(Third Category)

Apropos of impravising betore a largv audicnce, as in the theater for example, the first
two styles discussed hitherto are not abwvays felicitous and present the peelurmer with
twolald difficulties, First, the natural embarrassment inherent in a public perkirm-
ance amml partivolarly the very desteuctive frar of boring ¢he aidience can have a
detrimental cflect on the artist’s concentration, inventiveness, inspication and gool
spirits; then also, in dealing with a Lirgely heterogenesus public, surely the majority by far
will he entertained only by pleasant, famibiar tunes and will be sustained in spirit by
piguant and glittering performances.

Uneler these circumstances, the brue potpourei, namvl)', an ingenians and interest-
ing combination ol such themes that are alrt'{uf)f favorites of the public, is indeed in

place,

A plaver who has already become luent in the previous styles can surely exhibit great
artistry and theretore twice the interest i this sty!e o, Meladies ol sUIgS whose
wards are penerally familiar can be Tashinned into a pleasing or meaningfu wurk
lhruugh ngenions combinations. The un.mtil-ipat{-d emtrance into a ey theme can
reawaken Hagging attentiveness. By continual alteration of new images, s in the visual
domain, an improvisation of this kil can be spun out into a lt-nglh that would

Be

Concerning the Potpourn

otherwise be unsuceesstul and tiresome in every other kind of actistic performance.
Andd finally, in no manner ol improvisation other than this can the artist display with
greder intensity the hrilliang style of perfarming as well as refinement aned jirace,

3

In this connection, it & ol primary importance that the prrlormer assemble and store
up in memary {as had already been observed prcvinusly]' a farge assrtment of favorite
motives and melodies T aperas, ballets, folksonps, and ald such material that has
attained gt'neral pﬂlmlariiy. Since he takes aul\.'amagv ol the art l)l-lil’.'\'(‘ll)])[l}l'lll, he can
evoke a greater refinement from even the frivolous pridlucts of popular taste amd from
even the most artless folk melodies.

4

With regard to the grouping, the performer must be guided by refined taste, an
accurate sense for what fits together suitably, an awareness of the public far whom he
is performing, and particularly that fine discretion by means of which he can discen
whether and hew soan the attention of the listeners must again be stimulared through a
new motive, m onder never to allow it to cool down, Jmleed, inly vast expericnee and
practice van bestow these fatter.

5

The themes siceerding each other must vary as inuch as possible in ometer and wempas
to avaid monotony; and it it is opportune to bepin with a really pretty e very popular
one, then a similar one st be reserved eowards the eml alae, thos leading tn a
splenelied conelusion,

6

Skny tempas are mast successful in the middle, least suitable towards the end however,
vince a rousig, daveling condlusion becomes a necessity, particularly aker long fan-
Lasies.

1. T fsarth vhapter, section t.
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IMPROVISATION ON THE PIANORORTL

7

For the wnrking out of cach theme, all the categories studice in the Tourth chapter are
intermittently at the disposzl o the performer, but in abhreviated proportions. With
appropriate themes, variations particularly (about which mare will be discussed in the
next chapter) are one of the most rewarding forms that can be introduced with great
success within the fantasy. In these the player can reveal art and biravura,

8

Although the highly experienced player can surrender to whim and happenstance as
themes mipht enter into his fingers, it is nevertheless more advisable, helore impravis-
ing in puhlic, to keep in miind at least a few themes to avoid falling inta a dilemma or
the cumnmnp[ace.

9

I the performer discovers two or mare themes that can be executed simultancously
(for example, one in the right hand, the other in the lett), this is a very interesting
nuance that can also turn out quite ingeniously on oceasion, but only alter the working
aut ol cach individual theme according w the techniques disvassed previously. For such
vombinations, the performer must wrain himsetl aheal of tioae at ll-ngth and in various
ways. One can sometimes blead the most unrelated ideas with this techuique. Etake as
illustration here the following familiar march (ex. 45):
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Numerous expesiments with each theme will ultimately provide the capacity to per-
ceive immediately in the case of cach new theme whether and haw it can be employeil
(‘an()nicaﬂy.

The same theme follows here combined with Movart's Bacchushed.
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Concernmg the Potpourn:
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And thus one finds innumerable counterthemes for vach subject. widentally, one
should introduce such combinations <‘|Il])' (:('L‘a.'iicna"y andd when thr)‘ tecur nalura!l)',
for as a rule they sound siff and affected.

~ An interesting example of this technique is founed wowards the cml of Moscheles’
fant.u}-". Erinnerungen an Irland.

10

Far this category ol improvisation, there are currently a great many malels, ol which |
shall cite only:

Ries, many fantasies on themes from aperas.

Many also by Moscheles, Kalkbrenner and Pixis,

The potpourris by Hummel.

Mine:

Fantasie dans le style modeme (Vienna, Mechetti, op. e4).

tantasy on the themes [rom Dame Blanhe, 2 parts, {Vicnna, |h.\lingvr, op. 11l
Fantasy {Paris, Schott, op. 17:1).

Two potpourris an two pianolortes for six hands (Vienna, Aat. Dialelli & Co., op.
18 and 34).

Fantasy or Potpourri for four hands on themes from all the Mozart operas
{Premier Decameron 3 4 mains, op. 111, book 7, Leiprig, Prohst).

Arit many others of this kind.

In the following example, | have pased the problem for myself of interweaving a mative
from cach of the lollowing masters: J. S, Bach, Handel, Gluck, Haydn, Mozar,

0a

Comemm‘q the Por!ruurrr

Cherubini and Beethoven ® Although space does nat permit the requisite development,
the example can nevertheless serve as an approximate model lor the student, particu-
larly if he himself attempts further development according to the guiding camments,

Fantas] as Porp:)urri

Varsplul. Andante,
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1. Sources of thematic materials in Ex. 46 are a3 follows: |.5. Bach, Fugue No. 2x i B flat minor
from Raok 11 of the Weli-Tempered Clavier; Hindel, fourth movement of Suite No. ¢ in X Nat major lor
hatpsichard; Haydn, Symphony No, 99 In E Rat major (the firat secon from the sevnnd movement, the
second section from the lirst novement), Moyart, the aria “Non piit andrai' from The Marriage of Figare:
Rerthoven, Fidefic Overture, Op 210 The segmenta by Gluck aedl Cheruhing were undloubtedly morr
casily recognived in Caemny’s time but remain unidentified 'hcrc:
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Concemning the Potponrri

IMPROVISATION ON TIE PIANOFORTE
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Concerning the Porpourri

IMPROVISATION ON TiE PIANOFORTE
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IMPROVISATION ON THE PIANOFORTE
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IMPROVISATION OGN THE PIANOFORTE

O Extended Fermsata (about w hich one should shseose that the various cadenzas wantd nat aeed 10

et similar b3 each valwr),

o

Concerning the Potpourri
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1), A variation op the preveding theme in sustained-note or orramental atvle.
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Concerning the Potpourri

IMPROVISATION ON T1iE PIANOQFORTI-
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-, buniwr comtination of the passngl'-u'nrk liere, bt ediminuenide.
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IMPROVISATION ON T11: PIANOFORTE
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E. This theme can be develapal still further beliee the emrance of the commterherar,
G. Further intertwining ol all the preceding thenws,
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Concerning the Potpourri
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H. “The dast theme lends itseil to further cantinuation in the ferm of a little rondi, during swhich an
varlier motive can shape the wisdle seetien; and the brilliane convchuding passage-work can he prolanged
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Nota Bene: There are additional places in this l.-xampk that would need extenlling ta
prevent the themes from Ibllnwing cach other too closely, The performer can discover
these ﬂlings easily if he understands how to pereeive the eflect of the whale.
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SEVENTH CHAPTER

Conceming Variations

(Fourth Category)

The art of investing a theme with new attractiveness by modifications, whether through
liguration and passagework or new but analogous harmonies with melodies based on
them {which is actually what should be understood by variations) is one of the oldest
[orms in the realm of composition, and ). 8. Bach had already produced a model
ol this kind (in his Thisty Variations)' that has not been surpassed hitherto. However,
aside from the countless inclepenclent products af this type that have been fumished for
muore than a century, this very form also serves as an indispensable resource for almost
all species of compesitions. In sonatas, adagios and rondos, just as in quartets and
symphonies, the retum of the principal theme or subsidiary melody is customarily

R "
v rl{_‘(l.

[t is no less essential in variations than in the improvisation of fantasies o acquire great
dlexterity. For on the one hand, oppartunities arise frequently in all the preceding types
of improvisation where such modilications are to be employed; on the other hand,
however, the problem can actually arise for the performer to improvise a complete set
ol variatinons on a certain theme. He must accordingly be well practiced in this style

.Ilhﬂ.

T That s, the “Gahlberg Variations.”

. [C?rmy'l footnote]. When in the Funeral March of the Beethoven Eraxo Symphony, for
example, of in his Seventh Symphony, in the first Allegro, second section, the theme reappears moditied
in an interesting way, these are only very Iovely variathons. Aned <o it is rrl'qurr\tl)f n [, Ha}'t[n'! and
Maozart’s works, and s on, Even concertos are, for the moat pait, only freer variations of the preceding
Tutris,
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IMPROVISATION ON THE PIANOFORTE Concernmg Variarions

3 PP P T S | Loldost, oyt prE L L
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Mainly those themes are soitable for variations that have lovely melerly, lew A in mF. -m == e ".l‘" o
modulations, two evenly proportioned sectians, and a distinet thythmic profile, triplets . — et r————t =
T T T == = ~ - g e =
o R
Yor. 2. 1 . ' ' " owte
[ - . o . Lo . . H -t .
The techniques at the disposal of the performer at this point are infinite in nuinber, For ditto L # - L - t —_—
¥ . —_— 1 e 14 i 4 +
example: e i i
Toon. fa d
First . I all types of passagework and figu ration, in triplets, sextolers, ete,, not unly Viveew. ars 7 ] %
in the right hand bat also in the feft, or even with both hands sinm|tam-m|s!)f. In %
t}w course nlf this, I'I(l“’lt'\'l'r. the melindy or at least the harmonic prattem af the Ver 8. FF le y i - - ele
there is to be retained in its principal components, - —— o -ﬁ- P ]
k | I W{ x e ’_-y_....«l . .-.l_-ﬁ—-——i——'!—-—r ]
= ¥ 5 :
Second ., In ali kinds of trills, embellishments, et ' Y ¥ ' 4
a1 - . . . . - p——— r'-" L. i
third. In the Cantahile, in which a new melody can be fashioned even from the £ __p 2 ] J et =
“hass and the harmiony of the theme, x > i=
Fourth. I sustained-note style, where alung with enrivhed harmonic avtivity the v 4 *a

theme can be retained in the tap vaice or in the bass.

Fifth. Tven in canoms, fugal moevements, and the like, with themes that are
suitable,

Sisth. In the change of 1wempa, meter, and key; thus as Adagin, ax Polonaise, as v
= . ar. §.
Ronde ete,, and in freer development at the finale, and so forth,

5

Yar. T.
For practice pumoses, the iu"uwing is the first section of a simplt‘ thenne with assorted H. in
beginnings for variations, which the stulent has to complete (ex. 47} running
passape\ EE) =

Thams. Allegrotta modarata.

T /_—\ One can s .
@:f o att .-'-"l ‘I Ep pr aplial Sasily . L bE
E- o Y e s ik compose
47. B | m m % r-j;_ the secomd Var. 8, F.hrilt, wte.
3 B i A e o E / =iSro = #" section tor ﬁ — ¥
' JP' [ ' I L7~ this. ¥
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Concerning Variailons

IMPROVISATION ON T1H: PIANOFIRTE
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IMPROVISATION ON THE PIANOFORTE Concerning Variavions

Andsnte grecias.
BT

' il s
=" — =
Yor. Var; 3t T AL A Y T ates
o0, Waltz | < J A -J-
_ln'- »

All? non Lroppe.

; r.éffm%
Ver. 25, ﬁ# ey Var 32, ﬁw
X

E, ax o -3 del e

2 =

minore r ralli 4 ’F: ? g L e Polonaise et I E FFL S5 S 44
and % : = A wze:ﬂ:
adagiu Ry + % g—'_ » And so forth ad infinitum,

Adagia, —
. — f'_'\
o &Ll e, ran.. . (LE2
Var. = et
e ¥ 6
26 = e!lo';e;-“- L 13-1
: ¥ t When variations are introduced into a potpourri, then twe or three are sufficient;

otherwise the variety stipulated in this case would suffer, However, if one wishes to
extemporize only variatlons by themselves, then one is certainty net limited by the
number but must be concemned solely that hrilliant and lively sections altemate steadily

Andunts sostenute,alo Marein,

Yar
F'a

with tranquil and more serious ones, that the longer the work, the mare interesting or
gliteering the figuration, and that the finale then b worked out appropriately.

7

\ The numlwer ol l.‘umprm-d variations h)' excellent pianists {such as Hummwel, Moscheles,
Kalkbsenner, Ries, v al.) that could serve as models is now so vast that cach performer
Var 20. has the greatest possible selection of these, The more numerous the compositions of
As ate. this kind he knows anil leamns as thorclughly as possible, so much more wil his [antasy
finale and ingeauity for this branch of discipline be sharpened and develaped,
Among those that are as rich in content and instructive as they are britliant in
tivir way, | cite:
_Ver. 30, _;; Muxart Variations, Je suis Lindor' n E-Flar.
Ecossaise — :l,_ |4 stcy
= 'Tm AR = S ti?——. Clernenti Variations on the same theme (as Finale of a sonata in B-Flat Major.
ot ——— et ——

Reethoven Variations in various keys (op. 14).

Beethoven Eroica, Variations in E-Flat {op. 35}.

12 13



IMIPROVISATION ON THE MANOFORTE

Recthoven, 33 Varations in € Minor {(na. Ik
Beethoven, 33 Variations on a Waltz by Diabelli, op. 120 (Vienna, Diablli & Co)

Humme! Variations on the March from Cendnillon, op, 40 (Vieuna, Haslinger).

And so forth.

3. That is, W) fo,
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EIGHTH CHAFPTER

Conceming Improvisation

in Strict and Fugal Style

(Fifth Category)

Since matters pertaining to the requisite studies for this technique are already discussed
in the fourth chapter (section tr), 1 will add at this point only that vne can improvise in
this style In three different ways:

First. Through a suceession of many chords and modelations peneratel from these
fek, 4H)

Second. Through imitations, it which ane repeats same sort of figure in all voices,
positions and oclave ranges (ex. 40).

Thied. Through fugal improvisation i free or strict stele (ex. go).

Naturally, these three procedures can be employed in combinaticn,

The first type, in connection with more lengthy development, is reasonably attainable
t;nly on the organ and thus bclungs inn this discussion mlly to a limitwd extent. The

1. When the style :Iv.'-igllalk:m firr “snstained nuste™ o strict (gehundend anl “hgal™ {fugurten} are
paired in the discussion, the 1ex1 refers to the pair as the components of one style, albeit three varieties.
Hanh contexe and Wustratinns indicate that the single style referred to is contrapuntal. Also see footnote
7. Intraduction, and Tootaute 3, first chapeer.
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IMPPROVISATION ON THE PIANOFIRTE

second and thirl are of rqua] use on the piannlhne as well as the organ, alal with

n‘g.\rll to the I‘ngm', the Bigrured, ﬂnwing anil jovial gort s l:hil'ﬂ_\' |x'|.‘n|iar' 1 the

pianolorte since that kine is clumsily executed on the arpan aml seldem ellective,
Here is a hrief example of each variety,
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IMPROVISATION ON THE PIANOFOQRTIL Concerning Improvisation m Strct and Fugal Style
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IMPROVISATION ON THE PIANOFORTE
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NINTH CHAPTER

Concerning the Capriccio

(Sixth Caregory)

A capricuio is in the true sense the freest form of improvising in fantasy style, namely
an arbitrary Yinking of individual ideas without any particular development, a whimsical
arud swift shifting from sne mative to the other without further relationship than that
hestowed by chance or, unintentionally, by the musical inclination of the performer.
Thus the sense of the humorous can and must prevail therein,

Since originality, musical wit, piquant and even haroque ideas are intreduced in
this genre with the greatest ol ease, an ingenious player can thus realize effects of
inorrdinate interest,

The trwe models of this genre are not too numwerous because most of the
compositions that have appeared under the heading of “Caprice” actually belong in the
previous categorics. Then again, the Fantasy in G Minoer of Beethoven, op. 77 {Leipzig,
Martel} should be counted as mere akin to a capricvio, and is therefore particularly
recommended here,

Fxample of this category {ex. !

Copriccio, Allagre vivace.

F X " ahat R
bbb EELier
B FF L b ﬁ:m 1_]r PP. vit. T -
54 P ' attempe.
dim. I 4',",) N ‘

A==

1. This vxamnphe is inchided in Ferand, Ernst, Dre Improviation in Beaprelen, np. vil, pp. 1g3=147.
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Concerning the Copriccio

IMPROVISATION ON T'HE PIANOFORTE
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Each manual of instruction, just like a grammar, can provide only the means to the end.
m T lts accurate, sensible use combined with the necessary exercise and practical experi-
e— ; 4+ 4 j-—v ence (which must be infinitely vast, particularly in view of the variegated nature of the

subject placed before the reader) can lead to the consummate cultivation that dare

uni(|uc|y Iay claim 1o the name of Art.

J- J I-,J J | i The lact that many a hint offered here cauld moreover be employed in a practical
;_ = way by even a novice composer lics in the nature of the thing, since lantasy and
L composition are so closely allied,
_. And s let this modest work (which should bear the name Essay so much more
i P - since a manual of instruction on this subject has never yet apprared, to the best of my
&£ 58 ol L 17 Lonnvledge) e dedicated e young talent, with the heantl-h wish ol having contrib-
ﬁ mn"n‘{ uled something towards its purposeful, assiduous application.

The section in the last tempo must be carricd ow at somewhat greater tength, since
even in the capriceio an (-nlirc|y amnrplmus vonclusion would not be wvnﬂy.
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