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Introduction.

To the foundations of the edifice of Musie, JOI-IANN SEBASTIAN Bacu eontnbuted huge blocks, firmly a.ndr
" unsHakably laid one upon the other. And in this same foundation of our present style of composition- is to
be sought the inception of modern pianoforte- playmg. Outsoaring his: time by generations, his thoughts and-
feelings feached propertions for whose expression the means then at command were inadequate. This alome
can explain the fact, that the broader arrangement, the “modernizing”, of certain’ -of his. works (by Liszt,
Tausig, and others) ‘does mnot violate the “Bach style” — indeed, ‘rather seems to bring it to full _perfection; -
-— it explains how ventures like that undertaken by Raff for instance, with the Chaconne* are possﬂ)le ,
without dewenela,tmg into caricature. - ' .

Bach’s SUCCessors, Havpn and MozarT, are aetua,lly more remote from us, and belong Wholly to their
‘period. Rearrangements of any of their works in the sense of the Bagh tlanscnptlons just -noticed,” would be‘ '
sad blunders. The clavier- composmons of Mozart- and Haydn permit in no way of adaptation to our plano--
forte-style; .to thelr entire conception the original setting is the only fit and appropriate one.

The spmt of Mozart’s piano-style is handed down, in a form 1nternally weakened but externally
enriched, by Hummer., With the latter begins that phase of musical history which deserves to be termed
“femminine”, wherein Bach's influence, and consequently his connection with the composing. virtuosi of the piano-
forte, grows weaker and weaker — parallel with the comprehension of these gentlemen for Bach’s music,

The unhappy leaning towards . “elegant _sentimentality”, then spreading wider and Wlder (with ramifi-
cations into our own tmle) reaches its climax in Field, Henselt, Thalberg and Ohopm **, attaining, by its .
peculiar brilliancy of style and tone, to almost independent importance in -the hlstory of pianoforte-literature.

But with BeETHOVEN, on the other hand, new points of contact with the Master of Eisenach were evoked,
brino'mg the advance of music nearer and ever nearer to the latter; nearest of all in Liszt and Wagner™+¥,
the characteristics in the style' of either pointing directly Bach-ward, and completing the circle which he began.
The attainments of modern pianoforte- -making, and our command of their wide resources, at length render it
possible for us to give full and perfect expression to Bach’s undoubted intentions,

It therefore seemed to me the proper course to pursue, to begin, with a digression ﬁ'om the “Well-
tempered - Clavichord” —: a work of -so high importance for the planoferﬁe and of such comprehenswe musical-
value —, that T might trace and show (from the very trunk, as it were) the manifold outbranchlngs of modem
planoforte technic. ' ‘

- Although we owe to Cary CzERNY — & man whose 1mp01*tance is delwable in no- sma.]_l measure from
the fact that he forms the intermediate link between Beethoven and Liszt — the resurrection, so to speak,
of the “Well- -tempered Clavichord”, this admirable pedagogue handed us the work in a garb cnt too much -
after the fashion of his period; hence, neither 111s conception nor his method of notation can pass unchallenged
at the present time, BULOW and Tauvsic, advancing on: the path opened by the revelatmns of their master,

* This piece, or]gma.lly written by Bach for 'solo vmhn, ‘was arranged by Raﬁ' for full orchestm
- * Chopin’s puissant inspiration, however, forced its way through the slough of emervating, melodious phrase- -writing and ‘the
dazzling euphony of mere virtuose sleight-of-hand, to the height of teeming md1v1dua11ty In harmonie :IIISIght he makes 8 long stride
toward the mighty Sebastian.

‘Mendelssohn’s “Hummelized” plano-style overﬂomug w1t]1 smoothly - specious counterpomt has nsught in coramon with Bach's . .
rock-stirring polyphony, all earlier and persistent argnments to the contrary notwithstending,” On the other hand, Mendelssohn: suecessful .

efforts to inaugurate performances of Bach’s works, must be set down as redounding to his credi.-

* The truth of this assertion, as regards Liszt, shows most clearly in his magmﬁeent Variations a motwe frmn Baek'
{,,Weinen, Klagen“), and in the Fantasia and Fugue on- B, A, C H : !

Conversely, the recitatives in Bach’s Passions stand nearest, a.mong all classico-mnsical pmductmns, to Wagner’s spirit, both in
respechto their expressmnal form and depth of feeling. [Comp. Note 8 to Prelude VI}
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. Liszt, by his mterpreta.nons of the cla,ssms were 1I'.he first to attain to fully satisfactory results in ‘the editing

of Bach’ works. This is abundantly proved, in particular, by Biilow’s masterly edition of the Clromatie
Fantosia and Fugue, and- Tausig’s Selection from these Preludes and Fugues.

Much will be met with, in the cowrse of this work, which substantially agrees with Tausig; but iden-
tical passages are rare In this. connection I beg to quote from.a letter written by the poet .Grabbe to Immer-
mane concerning a proposed translation of ShakeSpeare “Where I could use Schlegel”, he writes, “I did so;

- for it is ridiculous, stupid, or-vair in a translator to leap aside over ‘hedges and ditches, where his predecessor
‘has made a path for him”.

The need .of an edition as cornplete * and correct in form as posmble has mduced the editor, in this

attempt to furnish such an one, to bestow mpon his work the most painstaking and conscientious attention, remfomed
by more than ten years’ study of this pa.ri:lcular subject. The present edition, however, also aims in a certain
gense at re- foundmg, as it were, this inexhaustible material into an advanced method, on broad lines, of

pianofor te-playmg, this aim will, however, be carried out pnncipa]]y m Part. I, that being preponderant in the-

va,rlety of its technical motives.** _
"The present W01k is also intended as a connecting link between the editor’s ea111er edition: {publ: by

Breitkopf and Hirtel) of Back’s Inventions, forming on the one hand a preparatory school, and his concert-

- editions of Bach’s Organ- -fugues in D and Eb, and of the Vzolm Cﬁaconne, which w 111 serve, on the other
_hand, as a close to the course herein proposed.

Following these last, the study of further pianoforte- arran_qements of Back's organ- works is recom-

mended, namely:
Liszt, Siz Preludes -and Fugm.s‘._
— Fantasia and Fugue, @-minor,
Tausig, Toecata and Fugue, D-minor.
&’Albert, Passacaglia.

- When these works have -been thomwThly learned, both musma]ly and technically, every really ambltlous-
~ student of the p1ano ought to take up ‘the still unarranged organ-compositions of Bach, and try 1ead1nrr them .
at szgkt with as great completeness and richness of harmony as is p0551ble on the pianoforte (doubling the -

pedal-part in octaves wherever feasible). The mammer in which this - 13 to be executed, is suggested in the
- Ezamples of Transcription given as an Appendix to. Part L.

Still, this comprehenswe course of study in Bach’s piane-music forms but a pmt of that which is neces- -

sary to make a thorough pla.mst of a person maturally gifted. If this truth were stated in plain terms by evelv
conscientious teacher to zealous beginmers, the standard whelemth people are now-a-days content to compme
~ the artlstlc and moral capacmes of students would speedlly be raised to a height inconveniently beyond the
‘reach of the generality. = By such .means a barrier might gradually be built: up against dilettantism and mie-
diocrity, and thus against the degeneration of art, — a-barrier which might cause many to p

-~ more carefully- tha:n present -conditions render needful. before risking a leap and a possible breaking of
their necks )

* Tausi,é; ‘unfortunately left the greater half of the work untouched: several keys bemnv unrepresented in his Collection; even
the monumental By-minor fague in Part IT (to mention one instance) is omJtted neither can he escape the censure of having reproduced
certain incorrect readings of the Czerny text. — Bischoff's and Kroll’s pralsaworthv efforts w
textual revision. Recent good editions are those by Franz and. Dregel, Louis Kohler, Jadassohn, Reinecke and Riemann. The chief aim
of this last revision is analytical phrasing and ana.tomlza.tlon. Analyses in book- form ha.ve also been puhllshed by Rlema.nn and stlll
«earlier by van Bruyck. i ui e

** The editor does not for a moment magme that he is able to exhaustively a.ccomphsh this task alone.. He will be well
‘Satisfied if he should succeed in disclosing & broader horizon for the study of Bach's works, and in formula.tlng a plan for successfully
bhdgmg over. the mt.erva.l between the “Well- tempered Clanchord” and modern pla.no-tecﬁm

New York, January, 1894, . :
I - Ferruccio B. Busoni.

ause and reflect,

ere confined for the most part to a critical.
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“The Well-tempered Clavichord”

JOHANN SEBASTIAN BACH.
Revised, annotated, and provided with parallel exercises and ac-
companymg directions for the study of modern p1an0forte-etechn1c

by

'FERRUCCIO B. BUSONL
Prelude I.
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'2) The Editor recommends ahstention from the use of the pedaj up to the sth medsure of the 34 section, and -
the strict holding.down of the left-hand notes. instead, which very nearly: gives the effect of the pédal.

3) Tausig’s coneeption of :this prelude, requiring a plamssuno execution - throughout is likewise -deserving of
notlce ‘and forms an entirely new study °

MB.1. For the attainment. ()f -a perfect legato, practice- the flgure first "in andantino tempo, with a.-somewhat
firm touch, and in such a way that each tone in the right hand - is.suecessively heid down through the true du-

ration of the next, thus assurdjn'g ‘the time - vaiue of an eighth_hote,_

II Then try to obtain the effect of the original notatlon by playing the flgure thus
A]legro ldeggiermente,
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IIL. This .Pr'élude 1s é.-Iéo ﬁda‘pted for t:he practice of an engrgetic 'stac_éato in the following arrdﬂgement.
Ip_'p:‘acticing this staceato, care must be taken to render the interchanging” of the hands perfectly smooth and even.

AliegTd mbdérafo.

~IV. Finally, this Prelude .may also be. usefully . eniployed for the study of ‘the lightest staccato (1n _close imita- -
Hon of the “springing bow” on thé violin). The following arrangement will serve as a preparation for the 4th
tumber .of the Liszt-Paganini études. - : :

Alleg_’ro’ vivace, legeierdissimo. .
121 282 ot 138 iz ' 1 i

ﬁ‘ . . - l: o =v-f ':‘4: . -. =S . -Ietc.
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tenuto, quast effetto di pedale.

(ossia: #F - - - - - - - - molte largamente af aymomose - . . - - - al]a-)_g: - e -
L '1235314214
s

£ T s & s

4) The Editor desires to- dau i1} aga.mst an over-vuluaﬁon, or possible . under- valuatlon, of this piece. To quote
from Riemann, it is simply a\zzzrtal” to the entire wurk formmg, however, dn- 1t.s euphony and structural finish
! highly sat1sfactory .musical introduction. ,
' ' ' ‘ysso
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1) The theme is equal in.length to 6 quarter-notes, or 1%z measures in 4/4 time, As the parts follow each

other in close succession, without intermediate -episodes,
rhythin, resulting 'in ‘an_ apparcent 8/2 measure. 7 7 S _
'R) S stands for Soprano, A for Aito, T for Tenor, and B for Bass; they always indicate the entrance of the

* theme. The notes . on the upper staff are for the right hand throughout; those on the lower staff for the
" left hand only. ‘ . - : - ,

the enfrances. at 8. and B. produce a shifting of the 4/4




8) The 34 and 4th quarters in the bass originally conceived thematic ally: ﬁ

i

4) According to the formal structure, the double bar belongs here; accordmg to ‘the polyphonic form
the soprano and bass close half a measure further on.

6) The bass phrase ﬂ is & mutilation of the theme; here the stretto simply grows freer. In the

last -measure of the development but one, the tenor alone remains “thema,tlc” the -sote survivor, as 1t were, of '
the battle between the parts; in the last measure we even. lose every trace of the theme..
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8. A fugue so architectonically perfect in construction as this will be met with, in the eourse of Part I,
in possibly one. other case_ that of the notable £b-minor fugue; whose “é,rchi&ectural‘ style” is, to be sure, en.
tirely different. Here the culminating effect is massed in the middle; whereas ‘in the Zb.minor -fugue the insa-
tiable upward striving presses .onward to the very last measure: : _ 7

‘The exposition (the successive -appearance of the theme in each of the four paris, with alternation be-.
tween the tonic and dominant keys) embraces 6 measures, and may be represented graphically bya straight
line. The development then follows in fhree “séctions, the middle one being that most replete with con-
trapuntal devices, while the third development -section gradually leads back into the “straight line” (Coda)

Retaining our architectonic comparisen, we -feel tempted to illustrate the scheme: of ‘this fugue by means of

the amnnexed figure:

A : B c

conformably to which we have
A = Expositton, 6 measures
. o & = 7 measures.
B = Development, b= B meas
17 measures = 0 lneasures =
- ¢ = b measures =

Stretto - _ . o
continually -rarrowing Stretto {climax)
simple Stretto again, and return.to rest.

'C = Coda. 4 measu:és = _Orga'n-_-poiﬂt- on the 't'q_il'ic; :

-11880
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Prelude II. |

Atllegro con fuoco.
’ _‘:';’..2 4 : =
33312

I (o s it it hd

J distintamente articolats

B. The iechnical utility of this Prelude_ which -is comparablée to an agitaxéd'-stmamrreﬂecting the flames of a

-conflagration. may be enhanced: a) by a striet holding of the notes with both’ little: fingers; b) by 3 martel- -

Jato variation of - , i
¢) by added - octaves, thus. rendeiing the whole a study of sixths in “ranscendent execution”._ - This Prelude

(as Bach wrote if). dlso mskes an excellent preparation for the stady of the trilf' with the 1st, 24, and" 8d-

fingers, e. g. .
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Studie. (Bfude.)
8

- TR0, (Measure 10)

the principal figure with an “alternate striking of the hands in double notes” (Zweigriffen); o =
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hence the generally satisfactory symmetrical ef-

, too, best accords with our wnatural perception. .

-feet. This division

s (Measure 19)
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{(Measure 16)

(Measure 14)
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~ 2) The artist must know, among other things, how to husband his strengt-h for cllmaxes and turning - pcmtS‘
and how to seize opportunities for gathermg new -strength. This consideration makes the addition of a -held -
{7~) over the G in the left hand appear justiffable; it should lend to the bass .a certain organ.like pon- '
derousness, and throw the Presto _“bearing down all barriers” with its irresistible flood_ into yet stronger
relief; the point of restthus gained before this quasi cadenza will also- ehable the player to recover the
necessary lightness and elastlclty, which are apt to. suffer from 24 measures of -an obstinately monotonous
movement.: Finally, this same left -hand G may be transformed by adding the lower octave and ,emplovmg the
~ Steinway: third pedal. (pedale de prolongement or. sustammg pedal) into- an effective 6.measure or
gan - point.
" -8) The '‘tempo to be taken here is four times as slow as.that of the preuedmg movement 'so-that a quar-
ter of the Adagio corresponds to an entire -measure of the Presto. Supposing ‘it to be played without a -
(hange in time-signature, the followmg readlng “ould yield a rhythmically correct execution: ’

(Allegro ) : : i ' bal!mgmm‘o - -
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The difference between the 324_-notes and 64th_notes is apt to be overlooked by pupils, Whou”th‘us find them-
selves entangled in most extraordinary measures; the above simplified notation will aid them in finding the mght 4
way. The character of this episede  is that of a broad “recitative- style?
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Fugall,al.

_ Alle'gretto, vivacemente,

queast Srace.

=2 1 % : 1
ﬁg 3 -4 3 i;;i

o B

2
A

1) The counterpoint in" eighth-notes fo be. played s t_acc_gtd throughout; ) o Ce
. .®) At first .sight, one is easily tempted to take the first half of this messure in the Soprano for a  con- .
_tinuation. of the preceding sequence,_ the “more so, because the sequenee actually goes on in the bass for -an.
other half- measure. It is for the player to separate, in- thé phrasing, the entrance of the theme on the secord

eighth-note from the episode, and to bring “it .out by proper stress on the notes.

M. Its pleasing, almost. dance- like rhythm, its subject progressing- by the simplest “of intervals,.and . hence.
easy of apprehengion, and its. striking economy of contrapuntal devices, have made -this fugue, perhaps, the most’
popular one in the. whole collection. Taken ‘as a whole, -the development may be regarded as a.single long
episode (divertimento), which is thrice divided, at regular intervals of time, into shorter sections by
‘the. entrance of the theme. So much for the polyphonic form; according to-its formal stricture, this
part consists of twice 8 measures. - R - - : oo .
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.8) The two passages to which attention is called- are not exactly easy to play -correctly,— the_cointerpoint .in a

Iig;l/xt-' staccato, the theme in due relief, .'the syncopation strietly “observed. Pradtice 'rslowly,-inr"i_;bis v?lvay:_, :

A % & 5 4 '3

4) The added -éctaygsi in the bass were brought “inte vogue_r—by (Czerny. - The Editor, however, fagfeés -with Fraiz -

and 'Dresel . in .allgwing them first: to enter with . the entrance of the theme. and- also supports theopinion,that

this addition camnot _be: considered a violation of Bach's style.
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Prelude III.

Veloce e leggiero. . . | | '-
— ; 3 a _ 3." N (3 12342

TR RS S,
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o ' < (ung corir) ' ' o

egualmente 7 1ang
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L 188
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: 1 2 5 .16
= 2 & ‘ B = o

1) This readlng is also- authentlc and finds logica] confirmation i‘n the 2d measure of the 24 séctlon

?) % is later consistently tranbformed into eighth-notes in the uap-=beat, thns. % o
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Crese, . oo
MR

8} The: Editor Qlw ﬂaiﬁm ﬁer-
hut siot rigid, The - riiythne is
be str;uek with "praeision
wuotes: of th:ia

4) The: 8 eig

which each’ of them
the sixteenth note: ﬁgures i the
and the: like are prone

lettantes
emphasxs, soundmg,

stroek: 2% with the clénn -stroke

; marked and’

measyre’ are’ commonly played i g

hay & trmp_value ‘of - ‘approx

to succumb The' cudence must be.
as. it were, like a sudden resoive ‘

supported. By the' hmken‘chorﬂ figure: in the 16f¢ h‘an “Wh

imately:8 - siztéenth- notes. This mistake 18" in yitable
‘foregoing. & measures are conceived a5’ triplets

B ) . i o
fom {lie- .]011115: keepmg— 'the_ wrish: qutet
undefina,ble ﬁpecies of ﬁme, cdording

_aweaknesa ‘to: whidy' dls
played. strictly in: thne and; with-: strong”
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Studie. Etude.

Technische Varianten zu Praeludium II.Y
Technical Variantsof Prelude III.

" Da eseguirsi il pit fedelmente possibile in tempo ¢ carattere del pézzo Origirtale;
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7 = Py

¢l 1) This study must not ‘be taken up until the original, which requires what might be termed a “flying”
tron&’ | execution, is fully mastered techuically. o ' : -
A further preliminary exercise is cbtained by transposing the latter into C-major.
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Fuga 01, a 3. i °

Allegro moderate.l

At first 3moothly amd gracqﬂdb{,- then with a gradual z'kteﬁs:fz‘qaﬁbiz.
A 8 B s -8 :

A —— A . - 3

Y ] = - - — D ~ ey 8

. B —— % 7 i = - _ , ; = e i 1
——— < " ” — < n ry L L/ ’ ’ o

P sempre distintamente il ritmo. . . , ] o & 2 8 e
- = e e  Ti==
- B . { r Y- i | N
— : : - . .

oy

——

e
MEFIX VOCE

il I
L4Waf o i ¢ VPR i R .
LT e mem— | W
Fan W, AL 4 - I - - — —-— — .

B — =—1f #sp ——]
~ -r pt == iy
: ‘ . poco pronuncialo :
- 1) Riemann's propesed tempo-mark “Andantino piacevole” might easily lead to a certain inappropriate
lassitude of movement and expression very prejudicial to this.fugue in which rhythmical cuiminating-points and
sirongly marked phrasing are indispensable. : : . ' o

| the next measure 1n same way.




rifenutemente.
0CO ESPTESS.-

ad
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L 1 N~ [, o - b

T 'H'I_I' : 5 3 7* (6) (13 5) - : _ ‘ 'fge;:s - )

on, ace. fo the j)aral[al paasags. -

8) Through 8%k measures the key 48 equivalent . (on the plano) te F.minor. This idea will faciﬁtate play
itz them by heart.
4} Here the downward leap of a seventh in the theme is inverted to the upward step of a second
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-acc.to Tausig,

- B) The aut_heﬁtic re_aﬂingé are 5% in the left hend -and, in the next measure, 2% in the righ‘t{ not
_the - ordinary and incorrect readings: ‘ '
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Execufion:
L 4 B

e o :
Z Tt et o @ W
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k3

. S P = — @ 2 4 = A ..
Fp— g g gy — e - % — L
- (12'1231§131'2). S g 5 o - ;

~»
R

.- @) With the last 192 measures the 2d secfion -ends, they, at the same. time, forming the commencement of the’
‘B section (#). Combinations. of this sort. are not:uncommon ‘n polyphonic forms (compare, for instance, No.11 -of
Bach’s . Inventions in the Editor’s. edition, and alsp the middle movement of Beethoven’s Sonata, Op.109, in
Biilow’s  edition.) o : , T . -
. The subdivisions above proposed, indicating the natural boundaries within the -development,” will be found - to .
“have the satisfactory proportion of -9:19:9 measures; it is evident, that the middle section is "about " twice ‘as.
~ long as. either of the others: . o o ' o : '

~.In the Editors judgment, the ﬂm‘d jn-_incipal_-divinsim!n:n'mls'r fdlloﬁ_ing "is ‘to be ‘regarded Si_Iliply as an efpi-.
logue, wherein all that has been “said oefore is repeated ;. concentrated form; though the true -contrapuntal

~ development comes to a Standstill. Henceforward, tlie principal ‘key is, on the .whole, adhered to; the’ brief-tran-"’

sient modulations merely serve to establish its domination more .and more, Whereby the entire -conclusion: at- .
tains to the very height of affirmative energy. S S

%) Here the theme appears as.if interwoven in the figul:é.t_ion_ of the -highest 'pért;-‘.nii)dullation fr‘tin'l"the _.ﬂb;jﬁ-

_nant key to that of the tonic: It is as if the Soprano answered-itself in the key of the higher fifth, anticipating'
any further -reply by returning at the same time to the principal key and reaching a definitive close.- )

These .twe. last measures -ix* the Soprand. might be skeletonized as follows: SPEFwe TR sow b w ot




Prelude IV,

-Andante. scriose, non troppo sostenuto ed espresswo. /——\\ I ‘

4.3 1-2 3 4 B . =34 3 [ry—
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4 8§

mezza voce:
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1) The time is 1o be imagmed as - hmng two. beats to the - measure (J X2) to prevent a posslme drag—
31“8 of the tempo. : .
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— largamente (with lurge Tone)
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= - 13 - 5 i !

i

o
$
ol
t:"
|
o

' - poco lementoso e
4 . oy Sl

./~'.' | | _c(‘ﬁ.f 2

'2) The measures between the two M's are, formally speakmg, only a melodic proro-ngatlon of the ‘eca- -
dence, — an interpolation -somewhat in“recltatwe- style” forming in any event a- highly effective -deferment; -and
,thus_an enihancement, of the final strain,. The movement as originally conceived, supposing this “parenthems’
omltted may . be reconstructed as ‘below, plainly showing the internal contuetion of the measures. immediately
precedmg and followmg the 18t .and- 2d M. respectlvely

M. Through the chaste melaneholy of these tones there, sounds a note -af ‘suppressed pain, bursting forth only

. at rare intervals,..a Passion-like strain for whose expressmn a truly deévotional mved. and an’ “earnest -con-

‘ception of the full depth -and grandeur of Bach’s style, can alene suffice. Ingeniously duvise;l nuances will not-
avail; even -mature artistic .powers cannot dispense. with what is termed; fir cemmon parlance, 4meod? “inspira-
tlon” Tt follows, that the marks” of expression and shading which oceur throughout the piece are’ meant and
can serve, merely as suggestions, and not as absolute d:rectmns
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Fuga IV, a 5.

Gravemente e sostenuto, ma non troppo. , ALL T ; o '
: ‘ 3
: T poco pesayztg - PR - #[ . = g N
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1) The elghth-notes of the counter-suhgect should. 1'011 on in a tranq.u_il,Asfately movement,- to Which ;thé genéral:
tempe must conform : : o

2) The counter.. Sl‘lblect @ plavs. in -the first section of the exp0s1t10n ‘an 1mportant ( a.lmost

obbligato) role,. thh 18 to be borne in mmd in the ‘execution.

3) Wherever a moving part ‘tonches, in. its course, a tled note in another, 50 that they sonnd in. unison.
‘the note in’ gquestion is to.be 'struck again, out- of regard for the moving part.

4) We willingly assent to. Riemann's view, that ‘the next 182 measures’ may be eonsmered as a second
€Xpo sﬂ;iqam, alpéit one 1ncomp1ete in faet and- effect on account of the omission of the soprano and of the
18t alto. In- place of these, - ]fowever the 2d alto’ in this supplementary exPosﬂ:mn brings out i:he . theme
tW1ce, thig 24 alto - not the 1313, as Rlemann asserts_ is to be regarded as’ the fmal exponent of . g
the theme. - - : . éi

By the partial notation ef ' the theme on. three staves, the Edltor topes 1o facilitate a@ comprehensmn of the
contrapuntal scheme. S :
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B) The 8 quarterh notes in the auf takt (up-beat) afthe 1st counter-sub,]ectE ‘are variously modifled in the

course of the development the chlef vanatlons are
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. marcaty ) B dolente =) . 7|
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8) Frem t]ns point up tn the Coda the 1st counter- sub,]ect plays an entirely obbllg ato role; ie,it hecpmes |

the persistent and constant companion of the principal theme,

- Likewise ohhllgato up t0. the very end. Do net- make the two t'aeeato quarter 'notes:

too ‘short. :
7) Follow out the beauhful leading of the 1st alto ‘which' takes up “snccessively the prinelpal theme and

the 2d and 1515 eontra-sub]ect Also follow the bass at. begmnmg of 311 section: here the suceessmn is dif-
ferent.. '
8)- The chromatic 1m1tat10n between soprano angd “qst altp, commencmg here and eontmuing to. .the end of

! ﬂie second section, should be brought out’ prommently
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. In th1s fugue we seem to be, borne upward out- of the crypt of a mighty cathedral through the
“broad nave and: jonward to .the extreme helght of the vaulted dome Midway in our flight, the unadomed_
gloom of the begmnmg is supplanted by cheerful ornamenfation; mounting to the close, the structure grows
in austere sublimity; yet the presence of the unifying idea is -felt everywhere,_ the single fundamental “mo--
tive leaves its impress on-every part.

-
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Prelude V.

Allegro ‘con splrlto e molto Scorrevole (Quasr ,,alla breve). 1) .
g % _ __ssas1s 23 A5212349
2) ; ~ - ,.-\/--:-7-—\'\ .F .1432{2

il . 1

: leggz}zm, - gm}zulato
® £

 —
135 2 (352543)?()\
4 51 14 w2 4 .

B —
|l 1 1

1) The rlsmg and falling of the figuration (in fhe first seetron) should be accompamed by a correspondmg
swell and subsidence in the dynamic shading-nuances, Which, being. felt rather than. awu dlbly expr eswsed,
are too ethereal -for expression by written sigus. .

2) In view of the intimate relatlons between this . f1gura1 motlve and that of the well-known - 4 - mmor

) Voo B % /—"'—'—-../—-..

fugue (publ separately) by the same " master 7 =

the. latter_ a five - fmger exerelse par :

excellenece_ should be taken up together . with this prelude 'I'he left hand taklng its full share¢ in the ex-
ecution of the figure, the following transeription of the prelude, “for both hdnds will offer few d:lffmultles after
the fugue- studv is completely mastered.

‘ Allegro vivaee.

ri1i3
Ll
"

I'32‘l.

15‘1 21)-

or thus:

To the “positive” of this perpetuum mobﬂe Ghopms Etude Op 25, No. 2, und the b‘male to his Bl:-mmm-
Sonata, furnish; - tHe comparative and superlative. Of course, thls comparison refers chiefly to the technical -form.
‘Yass to the musical content. of -these- pieces, so different in mam}r respects. But all. three are alike in happiness -
.of Lnnceptmn and unity of mood.
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FugaV, a4. o _
Allegro moderato ed eroico, piuttoste Andante.l

# . _ bk -3 1

T
EET T

i
,T

1). The tempo may be approximately’ determined by stating, that the 824" notes of the Fugue are “about equal to

the -sixteenth-notes of the Prelude. o _ . o o
~2) Take care not. to play the dotted note too long or the sixteenth-note too short— mistakes to which teach-

€rs’ . ears have long since prewn accustomed; not this way % but so0 % When aecom.

panied by the figure in 824 notes, the proper execution. is sufficienty obvious.

'MB. Thanks to its rhythmico-plastic forcefulness and the exceeding simplicity of iits contrapuntal = construetion -
(note, for instance, the carelessness with which the four - part strueture is held together in the 8d section),
“this fugue divides the honors of popularity with its rival, the fugue in O-jminor. However, it is noine the
less a characteristic piece of the first rank, and finds most effective expression- in this fugal form.

_ Besides this, the thematic relations between Prelude and Fugue are closer than may generally be .assumed;
‘their common harmonic basis would render it possible to superimpose the one piece on the other,
{of course, with some modificdtions). E.5. B ' '

= = etc,
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~ Prelude VI.

Un poco agitato, non allegro.

5 5
a2 L B2E 4, 5. 9
f .
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quasi staccato 2)
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1) (The diréct'ionsr_undex" Ne 1, Prelude .V, are also 1o be observed here.). 7
2) That is, to be struck somewhat shorter than the treble notes, but not with a dry tone.

M. This Prelude is to be played non legato throughout. In-this style of touch the fingers . strike the Xeys

elastically without aid from the wrist, and the finger -which .is down springs back from the k'ey' before the
~pext finger falls. This style of touch differs, however, ".frém'-' the. true sfaccafo in-that the tomes, although
separated one from. the other, should have as so ft and sustained a sound as the nature -of thé case permits.

A suitable preparatory study to the foregoing is N? 10 of the two.-part Inventions by Bach (in theBdi- -

tor’s edition); a useful af ter-study is furnished by. thé Prelude - itself, played through. sevéral times with-

out using the thumhb: ete.

At this siage‘; the Editor considers it i}foper "to call attention to the,'irﬁi-mrt’amcé of the non legvzfa'- touch, as . -

the style in -closest sympathy with the nafure of the pianoforte. In it is" to be 'sought, .for example,’
the ‘secret .of the “pearly” touch, which is based on the same preconditions .of separatedness, softness, - and

evenness. The /egafo touch favored by the earlier school-is, in. point . of fact, non-attainable on- the piano-

forte, even if— in isolated instances_ an effect be produced which is illusively like a uue Iegato. -
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_ The chase after .an ideal legato is a relic of that period in which Spohr's .violin-method and the Italian °
-art of song held despotic sway over the style of execution. There obtamed {and still obtains) among musi-
“cians “the erroneous notion, that jnstrumental “technic ought to be modelled after the rules or singing, and -
that it the more nearly approaches perfection, the more closely it copies - this model so "arhitrarily set ap -
for imitation. But the conditions— the taking breath, the necessary jj‘oin’ing.or dividing of syllables, words,and .
sentences, thé difference in the registers— on which the art of ginging is based, lose greatly in importance
even when applied to the violin, and are pot in- the least binding for the pianoforte. Other laws, however,pro-- - -
duce other_ characteristic_ effects. These latter, therefore, are to- be cherished and developed by pre-
ference, in order that the native character of the insirument may make itself -duly felt. Tn proof of the. stac-
-cato. nature of the pianoforte, we instance the enormous development which has come about, within a.few decades,in
wrist - technics® and octave - playing, to receive detailed mention under Fugue X. ' )

By regularly transposing the first mote of each triplet .int'ow its higher octavé,-this prelude is transformredin. - -
to -a modern Etude for broken cherds™ in open ,h’armoily. In this® form, it may (pund should) serve as a prepara-
tion for the: similar larger Etudes by C_hopin..'.‘*aﬁ Henselt . ' : '

7_ Viv%ce leggr.,

T ry
| el i i S er—ves o |
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8) This cadence. sounds mdisputahly hk.e a presage of the chromatic runs so charaeteristm of Liszt’s musw--
-aven the flower .of modern chromatics is rooted in .he tone-weft of Bach as might be proved by _numerous
‘examples. This again confirms the remarks in the Introductfion.

In conformity with the proposed “transcnpt}on” in open harmony, thls eadence Would sound best *n th;\s form

In the. preceding measure (including the tiea & in the auftalkt) (up-beat) the original version may be retgined.
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- Andante espressivo.
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1) In this Fugue, and those commg after, & denotes the inversion of the theme in the Soprano (theme '
in contrary motlon) V- in the Alto, L= in the Tenor, #: in the Bass. : ‘
2) The Bass, in this measure, should be conceived as a transeription (or rather a corruption)} of the theme: %

8). In each case, the trill belonging to the. theme is to be. executed as’ shown in the Expositlon
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4} Both of the two 4-measure periods so marked (at the close of the develoi)ment, 18t section, and the con-

clusion. of the fugue) are perfectly symmetrical as compared one with- the other.

, The second (Tonic) is an
“exact transposition of the first {Domin). This method of procedure,
tant as typical of the sonata-form

‘so frequently employed by Bach, is impor--
later evolved. - ' :
General View: :

1. Bxposition = 9 measures (the Bass finishes thé period a measure before.).:
’ Episode = 3 measures.

o . + {Section 1: 8 measures {close in dominant key) .
1I. Dfﬁvelopment.{Section 2 : 8 measures (in Sth measure, alto bégins the 81 division)
L. .Coda. {Seetio'n 1-10 measures; : ‘

Section 2= 8 measures (the first 4 indentical with the closing measures of Devel., Sec. 1.).
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Prelude VII.
(Introduction.)
Allegro.deciso.!

con fuoco -
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1) The tempo- marks, and also theé peérfectly logical division of this Prelude o an “Introduction” and “Fugué".

" are to be credited to Riemann, and were taken from 'his analysis of the “Well-tempered Clavichord”

2) In the coming Fugue we shall see this figure in sixteenth-notes utilized as the counter.subiee: !

8) According to Kroll and Bischoff, this ‘tied eighth-note is not ¢? but 4 This idea, ho@;le:iic'ta;;::fstiﬁ:h'
contradictory to the .scheme. observed in the foregoing 4 measures and to our. harmonic sense. which hears ii
-this_figuration. the dominant seventh-chord of Z-major. Consequently, we write ¢ in the place in question. =

_._4) The - theme of the coming Fugue, and also to a certain extent the “skeleton” of its development and. stretto,
‘are’ presented fiere -in advance; this might be compared fo a chapter-heading briefly setting forth its contents. ’
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5) Here .the fugal theme is quite fully presented M Its rhythmlc-. form however has still-

to undergo a transformation.

6) Kroll and Bischoff let the Tenor enter here on ¢b- (in unison with the Bass). Riemann, mstead erroneous-
ly substitutes the Alto, making it skip down from ¢% to ab, while the Tenor breaks off. entlrely In reality, ;
the Alto does not take up the theme. till- the 6th measure; - at first, from - its position, apparently taking the |
place of the Temor part it resumes in the next- following measure - the place in whwh it naturally belone‘s. :

The Soprano does not partwrpate in the - Exposztmn of the theme.
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- The following notation - sgems -more conformable to the leading of the paris-
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8) In order to brmg out the culmmatmg point- mere . prommently, the Edltor suggests that a doubhng of the Bass

"I'art in octaves appears not -inappropriate. Accordmg to this v1ew the left-hand part would stand  thus:
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1) The more -sportivé Fugue originally inserted here seems ilttcrly" incongruous 1o the Prelude, so boldly. out-
lined in conception and structure. Riemann’s remarks confirm this opinion. Contrariwise, the Eb major Fugue in

" Part I exhibits, both in its theme and in the broad, vigorous working-out, a striking kinship, an “elective af-

finity”, to the feregoing Prelude,._ gwmg birth to the fancy that we have, as it were, to do with a super-
numerary development section of the “Fugal Prelude” (omitting the ornamenta.l couter - subject ).

The liberty’ whlch the Editor has taken in setting this fugue in the place of the leg1t1mate incumbent, is
justified by- the circumstance, that Bach was apparently mfluenced, in his arra.ngement of the series, solely

by the ‘order of the keys. If ‘the ‘two volumes had . orlgmallv been issued together. (there Was an interval of

. 20.years between!) it is quite. likely  that- Bach would have partly interchanged their contents, pairing se-

veral preludes and fugues in a manner ‘different frew the 'present. In any event, the graceful, not very weighty
Eb-rmajor Prelude in Part I, stands in" a _more - sympathetic - re]atmn to the first’ Y- maJor Fugue than to
the. second : _

usno_
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4 4 ’ : Prelude (from Part 1)
. A comparison of the themes in question is ealenlated : ' - - S .
to support the edlrors opinjon. o ‘ 3'?”‘» — *:, = ",' —]
" Fugue (from PartiIL) é
It will ‘also be of mterest te note that the sub,]ect. _ g "ro.ml Va" by $ . o
of the great Zb- major (triple) Fugue for the - 25— =
Organ ‘must likewise be considered as belonging to this - _ o .
same fa.mﬂy of themes This suh,]ect reade : ; : S ioob i L e g
. - in Divigion I: Tttt
.and in: Division TII S S N E.

even: =
. . (rhythmically identical with our Prelude )

An obbliga.to counter- subJeet in sixteenth.notes, developed ‘in Division I of the Organ- Fug'ue
tompletes the - resemblauee of the latter with the Prelude now under consideration.

We are, -therefore tuily justified in . the .conception,: that these- 3 Eb-major . fugues ‘form (intellectually)  one

work, or at least 8 workings - out of ohe and the same idea_'as 8 branches from one parent -‘stem,.. a con-
eeption wherein ' Baeh’s inexhaustibility is presented to our renewed ‘astonishment..

As mentionéd in the Introduetion, an arrangement of t]ns trlple ergan fugue 1s embraeed in the. eourse of

sfudy mapped .out by the Editor.

2) We here’ meef With & rare example. The second section of the exeentory part shows a point of rest. This
becomes the more conspicuous and effeetlve owmg to the eentrapunetal development being resumed with full energy.,

i lll_ the tenor pa.rt
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8) The followmg transcriptmn, which allows of doubhng the Bass part in. octaves, is offered as settmg forth

cin fullest vigor - the characteristic . ponderousness and sturdiness

of this Fugne
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- 1) The nght ‘foot. should -hold the pedal down for the time marked by the horizontal line, releasmg and

depressmg it as. m&rked by the vertieal and obhqne Hnes
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. Suggestions jor the execiition: -
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éb in the Soprano- onght fairly to “smg”, give the mlddle part expressior‘ but léss prominence.

9) The soft peda.l need not be retaken tlll the entrance - of the “misterioso”,
ther on. - .

8) The

3 -measires fur

M. This deeply emotional’ movement emanatmg from the insplration of a devout dreamer, it Bach's pro~ -
phetic forecast that "in the fullness of time a Chopin would arise, Whoever is able to look beyond the ex-
ternal form, or fo° penetrate mto the depths, will admit the mystenous a:l'ﬂmtles subswting between: thls
Prelude and. Ghopins Etude Op. 26, N¢ 7,

The execution of - leng - breathed ‘melodies or the pianoforte is not only difﬁcult but positively - uuna.t- .

~ural, In no -’ case can s tone he evenly sustamed and a swell is- stlll less- possnble, Yet these are two -

indlspensable conditions for the rendermg of cantabile ‘passages, and - 1mposs1b1e of fulfilment on the pi-
ano. The - connection of one sustained tone with a following tone is perfect 1o .a oertaln extent only when

.the second tone is strnek with-a ‘sofiness precisely corresponding to the natural decrease in tone

of the - first ('ﬁ "J)) Whﬂe the tone of the planoforte, by reason of ‘the instrument’s mechamsm
naturally ‘increases in power and sonorousness in the descending scale, ‘the molody ‘requires, on the
other hand, that intensifications, as a general rule, shall be accompanied by an inoroase of tone-power when

,asoendlng,_ but beyond a certain pitch the duration -of the. piano-tone becomes so short, that pauses
-and breaks ‘in. the melodlo ‘eontinuity are absolntely unavoidable. It is.the function of the towu eh to over-
_.come these d1ff1oult1es and to counteract these defects as far as may be. To avoid- plaglarization -of various
'.remarks made. by Thalberg on this point I ‘quote’ IlteraIly a few pass‘ages from the Preface to his“L’Art du

Chant appllque ad Plano” This, course. appears. to_ be the best in view of ‘the - faot, that theso remfn’ks
noteworthy, and yet already - forgotten. .
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<«<1) One of the first requisites for the acquisition of a sonorous style of playing, and a tone at once fuil
and adaptable to. all ﬂuances,— consists in the attainment of perfect freedom from rigidity. It is. therefore,
indispensable to possess, in the forearm, wrist, and fingers, the eminent suppleness and versatile flexibiiity
that characterize “the veice of a skilful singer. (See Note on pag. 85.) .

2) In broad, chaste, dramatic melodies very much must be exacted trom the instrument and as-full a tone
as possible drawn from it; yet this ought never to be sought by striking the keys hard, but by taking
them with & short stroke and pressing them down deép with a warm, powerful, energetic touch.
For simple, tender melodies the keyboard should be kneaded, as it were, with a boneless hand and

_ fingers of velvet; in this .case the keys must be felt of rather than struck.’ _
_ 5) Always® avoid- in playing that ridiculous and tasteless mannerism in which the ‘melody-notes are struck
“at an _exaggerated interval of time after their accompaniment, so that from beginning to end of the Piece
the impression of a continuous succession of syncopatipns is produced.... We - urgently advise that the notes
be sustained, giving to each its full' time-value. To this end, especially in playing polyphonic compo-
gitions, -a change -of fingers om keys already held down must be dilizently looked to. In this connecﬁdn,'
we cannot- too highly recommend to youthful artists the slow and conscientious study of the Fugue, as the
-sole method of ‘training the hand for the proper mastery of the polyphonic style.... The performance
of a simple 8 or 4.-part Fugue, and its eorrect and appropriate -interpretation in moderato tempo, requires
and gives preof of more talent than the -execution of the most brilliant,  swift, and intricate pianoforte~
- movement.>> ) B 7 S

The _infinite diversity in the minute shadings of the tones, which is at thé command. of the best-equip--
ped modern pianist, is not applicable, however, in its full extent to the interpretation of Bach's “concert -
Piece_s’.’ The successive shades should follow each other in a more abrupt and unprepared fashion, like.
changes in registration; in most- cases, too, the same shade of expression ‘should extend unvaried through.
out an entire' movement. ) B ‘ o - . : .
" The methed of marking. the (indispensable) pedal which we have adopted for this piece is not absolu -
tely binding, but will serve as a point d’appui for individual applications.
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1) Stated bneflyl tlns Fugue ijs the most important in the Beok... perhaps in the whoie Fu-st Part Thls"'
is “mentioned in order that the player may be a,ware, from the very start of the full moment ‘of the
task to whlch he addresses hLmself B

2) Accordmg, to the Rditor’s analysis, there are three sections - within the Development whmh form chvid- .
ing-lines; of these, ‘that in the middle is nearly as long as the two others combined. Thus, the propor-
tions are similar here, to those in the development section of the 6’#-ma,]or Fugue (the thn'd m this book.)
The genera.l analysis follows: .
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I-10% medsur'es_._ Stretto in similar motion.
- -Development 3]1 ‘22 measures __ Developm and Streito in coritrary motion.
o III-10 .measures __ Stretto in both the above varieties. -

‘The. thlrd division of the" fugue contains an effectlve intensification of what goes before, the aug-
mentation of the theme is here added to &ll the devices employed up to this point, entwined in an
mtrlcate contmpuntal maze; the trouble of following out these combinations will ' be richly. repa]d

Speclal a.ttentxon should’ ‘be pald to the masterly construction of the Fur',xe._ '

r
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, 8) The leading of the two highest parts, which frequently cross, [———riitaii—% g
. comes. out more clearly in the notation given below. The Soprano (theme) AUm: T ==
should be emphasized. - ' ' o =T c==—:
: o - - _ : - = '-i_,!—.')’:——‘ﬂ‘:ﬁ: =

4) S, A_,T, B dem-%fe_ theme in the Soprano (Alto, Tenor, Bass) in a.)lgmf_:ntation,'(i’. e. the
time-valués of the notes are doubled). The appearance of the theme in. augmentation is’ tndicated, furiher-

+ _more, by a horizontal bracket ———.
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“The Well-tempered Clavwhord”

JOHANN SEBASTIAN BACH

Revised, annotated, and provided. with parallel exercises and ac-
companying dlreetlons for the study of modern pianoforte-technie

by
\ FERRUCCIO B. BUSONI. |
Prelude IX o . e Part I1.

Allegretto, in modo pastorale..
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1) In this passage, and analogous ones, the sign 4+ was written over the nete. The writing-out in small notes
shows how. the sign is to be understood The- unfortunate necessity for such “pedantic minuteness was recognized .
by Biilow, and still earlier by C. Ph. Em. Bach, from whose “Essay on the true method of playmg the Clavier” (178'7)
we quote, in this connection, the following remarks, which are quite.as appheable to- our own time: -

FAll embellishments indmated by small notes belong to the following note; consequently,the preeedmg note must
never he robbed of any portion of its time-value, and the Tollowing note 1oses only .80 .much "as "the sma.ll'
notes call for. This. observation is the more pertinent, the more generally the rule is dmregarded : From this
rule jt follows; that these small notes, and not the following principal note, are to be struck together with the.
bass or the other parts. Through them we glide (“slide”).intd the following note- this ‘too, is far too often-
neglected . However superfluous it may seem to insist “that the other parts, together with the bass; should be
struck with’ the first note of any embelhshment it is, nevertheless, a rule which is very often d1sregarded” (Par‘f I
Chap. 2, §§ 28 and 24.)

?) The ‘poco -ritenuto” before the cadences in Z-major and #.major must be treated with the utmost taste. and
discretion; the given fmgermg is the natural one for ‘the. style of touch required here.

N.B. Ba(,h after touching, in the contents of Part 1 (according to our edition), the princlpal deg:ees in. the scale
. of musical feeling, and giving expression to the heroie, melancholy, vehement, reflective, and humoristic moeds in
" a form which likewise gave full. scope to -the techmeal virtuosity of his time, presents in this: Prelude, for the
first time, a ‘picture of idyllie’ color an{l tender simplicity of expre&sion iu whose performance. these same at..
tributes should be reflected. _
What Biilow said about Beethoven, with reference to his “Diahelli Varmtlons” may e . apphed wnh equgl- approprl- '
. ateness, to this werk. as & ‘whole: we see in it-“the microcosm of Baeh’s gemus”

Copyright, 1595, by 6. Schirmer (Inc.) Prinied inthe US. A. - Copyright renewal asszgmd 1926 206 Sckzrmr Une.)
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1) The ideal fingering for strictly leguso scales in thirds Would be one in which zo finger should be used on two.
consecutive, dégrees. Such a fingering — although both possible and justifiable_ is not generally en}ploy:ed, for the
reasor that no piano-method. has thoroughly applied this principle to a system of fingering.— Even if: the .f01-.
-lowing. examples should appear discouragingly unusual, one ought, at least, not to neglect to give them a practical

Y
R
[
e
|
w0
FUs
l

4

The third octave lik? ‘the first, the fourth like the second. .

e
o

The defect in the (otherwise clever) so;calléd_ Ch-opin fingerihg for chromatic scales -in jthirds is fo’uﬁd in the
twice - repeated employment of the thumb on the ‘consecutive white keys e-f and #-¢. Certain ‘modern pianoforte-
virtuosi -aveid. this difficulty by sliding, with the second finger, from eb to e and from &b to _ an expedient

which perfectly answers the purpose, and which gives an absolute legato:

More revent ffz_lgvring: é] +4 3

In minor thirds: In inajor thirds:

In deséehding, the second finger slides down from f# to 7, and from cf to . The fifth finger‘,. too, may slide in

- eertain cases; for instance, in the follov'ving:‘

where the ordinary fingering ?3;@'; proves incon-
venient. , '

it becomes evident that the second part of the fugue
does not begin,in the soprano and alto,till the fourth

:_ - - eighth-noté of .the measure. The same is true of the
S e | bass at the beginning of the third part. '

8) The different types of character exemplified by the three parts, should be brought out here by the employment of
different kinds of touch; the figures in 16th-notes in pearly fluency; the counterpoint in eighthi-notes, light and detached;
the middle part as sustainedly as possible, and not without expression. The same holds. good — noting the exchange of ' -
their roles . for the parallel passage in the: third part, megsures 4-7. - o ’ S

2) If we write out the theme in
conformity with the original form:




~beat in the last measure but one as follows:

' 5 5 5 (=
5 (
24 Ag g 23128 . "
z [T | S
| | % N
-
e | ¢
r . b
M
}
- [ T [ 4 -l x
YT F
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Bass part ace.ts Kyoll: ————8 L S e S5 adlib.EE — %

5 4) By the assumption of the alto figuration, the entranée,.of the. theme - in the soprano. suffers mutilatien;Hence,an"

alteration of this passage, somewhat as g It is, however, inexcusable that Czerny, withoit

follows, would not be wholly unjustifiable: further ceremony, makes a similar change in the text.

-5.)_.Sq‘me persons with a mania for emendation and a horror of pa"ral-lel fourths (but not of . any piéce of pl:é-

o8 4

‘Sumptyousness), have smoothed out the third

be understood fhematically.

In the counterpoint, the realm of individualism, any part which ‘has 'any‘lzhiﬁg to say may go its own way. To this

" Principle, which affords an explanation of the “harshnesses” in Bach’s music, the master adhered by preference.

——

HB The piece requires a fresh, lively,“solid” style of executioh,with au energetic and characteristic marking of ehdl entrance
of the theme. A retardation of the fempo at, the end of the last measure but one, is unallowable, as repugnant to the style of the piece.
: T ' ©Hesd . -

3 a crime all ‘the greater, because this passage is t_Q.',
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Prelude X |
Sostenuto, quasi Andante.”
-fenuto, cantando 1)

"
F ]
.

e ot ete ,\l

® 1) The Jorte which Tau51g requu'es, in all the parts, up-to the entrance of 4- mlner, applles really, in the main,to
the soprano alone, which is in the true semse of the term a “singing” part (for this point we refer to. our detalleﬂ_
discussion in the N.B. to Prelude VII); the inner ‘parts should bé struck more softly, and as perfecflysafzd (not
broken) ckords; the bass figuration should flow om calmly and everly, unswerved by the ‘changing emotions of the
melody. The eapression (we have . abstained from using the, in .this case, 1nsuff1e1ent expression- mark _espressive)
rises, at certain points of this grandly and . broadly conceived meledy, almost to passion The piece breathes me=
l.meholy, but not ‘sentimentality or discouragement. There must be no fond pming away,” ho soft’ suspense, no linv
. gering.. For the grieving of a strong nature finds expression in very different tones from that of B languld sick-
Jy soul. Make this distinetion between Bach and Chopin, even where the former permits transient.repose.io the
‘full energy of his powers; here it breaks ouf unexpectedly, like a fountam of hvmg witer from the earth,like the
flame of a hidden fire. This sudden reversal of fhe mood - (or, as one might say, this outbreak of a forced and
desperate humor) does not allow the player to use the two transitional measures at' (8) for a ecarefully worked
up crescendo - -interposed between the eontrastmg passages ‘he ought rather to retam the - first tranqull tempo'
until. immediately before the. Presto.
2) Carefully observe the resf between trlll and after -beat; thls peeuhar, and very expressive intem'uption of
: the melodlc line was misunderstood. even by Tausig

> The flgurea in 16th—notes= should neither be hurrzed over without expressmn, nor pathehcally retarded

e S ' . 11661
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8 4) Despite its altered character, the confents of .the Presto are most intlmai:eljr related to. those ‘of the Slew’

.movement. On the one hand, the 16th-note figures: are a direct continuation of the former accompaniment-motive;
on the other, the two parts have the inner bond of an ﬂarmama basis common, taken all in all, to* both. Thus, the
first- four measurés of the Presfo are (viewed harmonlcally) a transition into the  subdominant of. the opening.
measures “of the. Prelude.. Meas. 5-7 of the Presfo contain a “contraction” of meas. 10~14 of the Andante, in the
origmal key. In the Presfo, meas. 8,9, and half of 10, correspond exactly to meas. 15,16, and ‘half of 17, in the
preceding movement. From here onward the movement frees itself from harmonic constramt and the: tempes—
tuous ‘sweep reaches a eclimax. in o cadence like organ- point. This last ®ffect, no less than the typlca.l figurate
half-measure motive with its consistent repetition and peculiar -phrasing as an auffakt- motive,vividly remind

— 1 ] E : ol i _i‘

-mf%ﬁ###f S e2 #.._;ﬁﬁ_## - ###Ff—## |

us of the C-minor Prelude (N© II), which we advise the student to repeat as this juncture; whereas the slow

part of this piece has a yet completer model. in the middle movement of the “Ifalian Goncerto” which may be
rmtroduced here as a valuable kide- study. (Compare “Appendax” on next page.)
1861
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® 6) By a doubling of the note-values in the clesing measure; the. Cadence would -
lose nothing in energy, and might possibly gain not inconsiderably .in firmness: - -

let the: player decide, whether this form is not more congénial to his rhythmico-symmetric. sense, than the 'ori;;' _

ginal one, and choose accordingly. No .compromise (in the shape of an-indefinite “Allargando”) is permissible. In
either case, the tempo must be strictly observed. : ' : S
Appendix. |
From' C. Ph.E.Bach’s “Essay on the true method of playing the Clavier”.
o . (Part’ 1, Chapter 3,) .
§ 7.0n aceount of the want of a sustailieqi tone, and of a perfect crescéndo and decrescendo, which have ‘heen not .

. inaptly compared to light and shade, it "is no easy task to execute a singing Adagio on our instrument, without
- growing tedious and showing too great simplicity through chariness of ornamentation, or becoming indistinct -
and ridiculous through overmuch embeilishment.... The golden mean is hard to find, it is true, but not im-

. bossible.... But all these graces must be executed in such 2 rounded and finished style, as to make the list--
" ener -think he is hearing mere plain notes. To this end, a freedom in execution is mnecessary which shall ex-
: glude all servile imitation or mere mechanical dexterity- Ope must play from the heart, and not like a trained
- bird. ' S -
| §18. “As a musieian cannot move others without himself feeling - emotion, he must be able to arouse in himsef".

all the emotions which he would impart- to his hearers; he ‘makes ' them understand his feelings,and can in. this
way best excite them to sympathy.... This becomes ‘more especially his duty in pieces of an expressive cast,...
in playing which he must feel the same passions that moved the composer when penning the composition”.

It will be seen that these opinions of the younger Bach are in complete accord with those advanced in ihe
N.B.’s to Preludes IV and VIII. From them, therefore, the latter receive confirmation, and are set by them iIn

the right light. .
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1) The Editor is very sensible of the d:fflpulty of fmdmg the correct interpretation and explanatlon for “much
which is left, in this work, to intuition; — especially in view of the conflicting opinions already advanced by

“eminent authorltles each of which merlts full - confidence, and which are, nevertheless, wholly 1rreeoucﬂahle Whlle :

Riemann holds that this - fugue has, “on the whole, a contemplatwe character_”, Tausig expresses an opmmn dia-
metrically opposed to this by his expression- mark “Allegro con fuoco™ and- Bischoff differs from both, choosing
to express his idea of its iunterpretation by “Allegro capriccioso”. The Editor inclines to Tausig’s view, but for
the “con fucco” would prefer to substitute “deciso”. He considers that dynamie refinement and variety are of less
importance than a transparenfly distinet execution wof the flguratmn- Jorte, with light and shade apprupnately
dlstnbuted, should - prevail throughout

2) 1 seems to the Editor that fot% “of the fmal eighth- notes % also belong to the theme, although Riemann.
passes over this point in silence. | : _ S

8) This fugue- surpasses all the others in simplicity

"~ Tt is the only one in iwe parts; conta.ms neither inversions nor stretti;

And abstains from a manifold varlation of the- counterpmnt in its uonsmtent retentlon of the flrst counter-
subJect.

1“"I‘hu vivacity of the A[]Pgm is commonly ex‘preased by detached notes™ _ C. Fh. E. Bach Comparn the N.B. to Prelude Vi
. . iiﬁﬂi
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4} Qur seheme of division doincides Wlth that of Riemann. However, if we take the circumstance into considera-
tion, that the next division and the one afiex- it are a: complefe and fuithful repetition of the first two divisions -

(at least as regards their form, if not the harmony), and that these 19 measures actually contain ‘the - ‘contra-
puntal inversion of the Tirst 19 W& are - led to-the coneclusion that here. the tradltmnal fugal form is not  present,
and that another, correspondmg to the contents, i5 adopted. Indeed, the Editor has ‘long been. of the opinion,
that. every .theme or motive creates_ acnordmg ‘to its length, style, or character— its own, individual form; and
that the rules. prescribing the adaptatmn of new ideas to received- forms, are wholly hurtful. It is to be ‘hoped
that--the” time will - ‘come . wher‘:s the fugue and ‘symphony will- be rega.rded as the perfect flower of Backs and
Beethovens thought, But, not, ‘at the same time, as.: the loftiest aim of the modern £omposer.. For when new
Heas are demanded, unusual - forms should not surprise. -
“We take the liberty of adding, a compamtlve view of Riemann’s scheme of division and that propnsed by the Edltor

. Klemamn: ...... Sy ! — 0 — L -
Number of measures:.......  10. - 9 10 9 4
' Divisions: e .y ¥ _ iy — g
As proposed by the Editor:.__.\ v ~ y ——n et .
T Coda -

: T
L (Repetition of T)
tesi
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'Appendix to Fugue X.

The Editor proposes to transform this fugue, by doubling the soprano in. the higher octave and the bass.m the
lower octave, into a Study in Octaves, the usefulness of which, on account of the peeculiar structure of the _-ﬁe:ura-
tion, should' be very great. _ _ . ' o L , - '

Though the réle of octave-techinique in medern pi'ano-'-playing_gis a—'vgryr-promi‘nent one,’ an;d in ‘spi.te of the |
many extant methods and examples, but little has been taught or written ‘concérning the “marner i:}- wl_uch_octaVeg G
ought to be played. At this juncture, therefore, the Editor considers it appropriate to offer a few remarks on the . _
most 'impnrtant points. These are: _ : _ 7 : _ _ :

1. The position of the hand. The back of the hand, together with the' first joints of the fingers, should - :
form an even, nearly -horizo'ntal'plane,' ‘having a slight downward inclination from the wrist. The three middle

- Tingers, which are’ mostly' unemployed, should bhe held in a loose group, with their ‘tips drawn inward, so that |

the disagreeable scuffling across  the intervening keys in the ‘octave may ‘he avoided. While the wrist should
move with perfect freedom and looseness, care must be taken to keep “the thumb and little finger at exactly -
the right distance apart, and in position for striking. o ' ‘

2. The movements, of which there are three: . o

a) _’I‘hé_'.striking of " the key, . a sharp, decided downwaerd movement of the wrist. On this the Editor wishes
to lay special -‘stress; while the rebound of the hand from the keyboard should be énwoluniary, effected solely hy .
the  combined elasticity of the hand and the pianoforte-action. (Though the above applies chiefly to detached ee..
tave-plaving, the characteristic element of octave-technique, the principle therein contained js aqually applicable to
the subspecies of the Porfamento, legato octave- playing.) - e g -

b) The second kind of movement is that of the arm. It "is the function of the latter to follow thé habd -
sideways "and _horizontally, and. to tarry it over the place Where the down- stroke is to be made. This renders
it possible to strike the keys vertically and exactly in the middle. The ‘movement: of thearm, which principally
affects the forearm, must likewise be perfectly free and loose, _ : 7

€) The third kind of movement is the turning of the wrist, carrying the hand with it, to either side,
the arm rémaining quiet; also, the slight ‘shifting from white to'black keye, and vice versa. '
The. former ‘ocours when the distance between the ‘k'eys -to. he struck is too small te require a shifting in
the position of the arm, for instance in appoggiaturas, trills, or in figures revolving abqut a central fone, -
e g : : : :

Position of hand, on central tone 4. on centraj tone g
- - Im passing frem white keys to the black keys lying further back, the point wherg the key is struek _Should
be so shifted as to carry the hand gradually from the edge of the ‘keyboard 1o the middle. For example, the

way which the hand would take in plaving the octaves: W

.-

night be "represented about as follows:

DE f3

In such cases another _rule is to bhe observed, namely, that the wrist is to remain. at f4e same height for sti-iking_“ :
both the white and the black keys, consequently, the fall of the hand is less’ for thé latter than for the former.
Above: all, however, the player must seek to acquire an.eyual and even stroke both in tone and thythm, and
an. equal power of lone in both nofes of the octare. o o : '
Finally, one of the most imp_oftant points in learning octave-playing -is

3. The Phrasing,” i.e., the grouping of the. tones of a passage in conformity (&) with the musical . motives,
(b) with the position of the notes on the keyboard, or () with the change in the direction. This grouping, how-
ever, should be audible only to the player, and in public performances should properly form only a mental, not
a physical, factor. '

* To the best,of my ‘knowljedge,_ this ?allua_ble exped_ient.—-'which,’-besides', is’ enﬁre]y independent __of the -musical phrasiog__has -
not as yet been theoretically exploited. = : T - K
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Taken thus, each group requires only a mmple sideways movement (up)
and the easy suceessive geconds are retained.

EXAMPLES: %

 The phrasing: on the coutral_'y,_would réquire a twofold shifting.of the 'hand, and exhibit
: an ascending second followed by a descending .leap of a third‘.'
Ie the -following
passage:

the upper phrase marks show leaps -of fourths and fifths, Whlle thnse'
below gwe successive seconds.

Mldﬂlc “dy

The example qioted above, from Chopin_“é ‘lildcturne, is to-be phrased in such a way that the hand remadins,

in each group, quietly over the same tone: hereas the following passage:

can be best executed, as marked ‘ahove, by lettmg the hand. glide easﬂv between the 15t and 2nd tones of each
group, from ‘the black ketho the wlute one. - ' 7

Further examples in phrasing (all to be 1magmed in octaves) are:

2 bebe kebe e

b down.  centre-tone & up- T ﬂuwn.
(Rubinstein)
Now, applying these principles to our fugue, we obtain the following result:

Mederato.

Yy
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Even should the player not -avail- hlmself in the present case, of this' critique of octave-playing, it will prove
aexiiremelv useful in exeeutmg Bach’s organ-pieces on the piano. (Also compare Appendlx to Vol. I)
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Prelude XI

Allegro glocoso.- _ :
1) it 321286

3
i

N

guasi f, con spirito

ettt L e e P
v . +—— — ‘———J-———— - 5 - —
legg. 2) ' i : S

—

1) The onginal conneptmnr -of this half- measure thematic
figure is a purely chordal one:

The insertion of a changing or passing- note in each group

it its present appearance . = S AR

2) “Lightly”, but not feebly O affectedly; such is the meanmg of this expression-mark in Bach, and - the: per-
formance of the whole piece is to be shaped accordingly. -
N"L‘a

8) With regard to the trills, we¢ refer, in generdl, to the Appendix to this Prelude, and, m partieular,
of the Two- part’ Inventions (m the Edltor s eartiony-a®¥ an- -admirable prelunma,ry study .

N.B. This Prelude affords material for three different exercises: Flowing Chord - figuration, -Studies on the Trill,

“‘and the Sprmgmg Staccato - contrasts which the player should seek tp cumbme {0 a Whele. _

Copyright, 1895, by Q. Schirmer, Ine. 1661
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4)

" 4) As in-the case of the first Three-part Invention, the Editor found it impossible to formulate any scheme for
the formal division of this Prelude. It is one of those Bach “sketches” whick cannot be adapted to fit dogmatic
rules, and which, by their genuinely.“preludial” character, afford the best justification for their. name.

. 'B) Many ,ediﬁbnls“.have J here justead of g; the former would  indicate an organ- point, which, however, is not

intended here; the latter gives the. fundamental part the following form: S—==f] e

e e R
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_ sustained tomes, e. g.

_Double Trills in contrary motien
“aud with chord-intervals; e. g.

Trills with a changing number of :#;" :

' any modern pianist will be -able to follow the given dlrachonc

Appendlx to Prelude XI

Wherea.s octave - techmque (comp. App to . the. preceding Fugue) assumed importance only in modern plano-hterature .
Trills have at all times played ‘a leading part. But. what transformations the trill has undergone— from a simple a-
dornment of the melody up fo a self-subsistent feat of virtwosity— is revealed with phenomenal clea,rness in Bach, Beet-
hoven, and Liszi. In my opinion, the most diversified and’ complicated tasks for the study of the trill are to be found in
Be(-,thovens Sonatas, Concertos, and Variations. __VVith special reference to the trill as exemplified in Bach we quote first
of all .the following remarks from the work by C.Ph.E.Bach,- &lready cited above at Prelade IX:

§38. {Chap. 2).“A good clavier-style distinguishes three deferent kinds of trilis; - the ordmary trill, the trill from
aboVe the trill from below, and the inveried meordent.

§ 7. Trills' are the most dlfficult graces. Not everyone can master them. .They- must be assuiu(mslv practised in
youth. Their beats must, above ali, be even and rapid: A rapid trill is always preferable to a slow one.... . i

§8 In practlsmg the trill,do not lift the fingers too high.... [Make a note of this!] Begin it quite slowly, gradua]-
ly inereasing in- rapidity, bnt always smoothly; the nerves [mmscles] .must also be relaxed, otherwise - ‘g goat- like,'

~unequal trill: is produced. Many try to force the {rill. In practising, the rapidity should not be increased until the

trill {s entirely smooth and even. The higher tone, when played for the last time, is. snapped off; i.6. after strik-
ing.it, the finger-tip, bent as- far inward as. possible, is withdrawn from the key with the utmost svvlftness with a-slide>;
'§ 9. The. trill must be industriously practised with all fingers.... for sustained. trills someiimes occur in the extre¢me:
parts, in" which one has not a choice of fingers; the others being empioyed in carrying out other parts..
§ 12. A trill ‘over a nete of _any -considerable' length, whether - it progresses up ot down -always takes an af-

- ter-beat.... A trill not followed by another _note, e.g., at the close, or over ‘a fermdtd etc always ta.kes an af-

ter-beat.”__ Bach- declares it to be wrong

§ 2L ....“not to sustain a trill properly; for ‘all kinds of tnlls down to the 1nverted mordent, should oocupy the_
fali - time-value of the note over which- they are set....

To the aboveé must be added, that each and every tl‘l].l ought to contain.a deferminate number of notes, and should

‘_-he rhythmically grouped only by this means can absolute evenness be attained.

The followmg .smlwme qf' Wmatz(' tmll-exercwes may be modified to suit individual needs.-

Sa;me, with alterna,nng ‘pairs of fingers:

pitrer. {[| 3 § = = s = |z .
ﬁ:,gg-'_ g f.; = = - 1 = - 1313 - 1823 _ 1423 2823 _ 2434 _ 2534 _ 3435 _ 8545;
iggs. {17 = = = = = with different accentvaiion, i . : :
£s iz = = = .y 1z in various combinations, e. 2 and with changing seconds, ¢.g..
. - : L A1, p trn23 1w 231423
s> - ¥ e —— h(p—;’h._pp_hp_' _.pg_#p:'

[S==—5 ===

' 2 white keys.” 2 hlack keys. 1 white ke 1 white key 1blackkey 1blackkey
1 black key_~ 1black key 1 white key. £ while key
min.second  maj. second min, seeond ma} becond

As.a preparation for trills -in thirds the Edltor recommends:

&) disjoined
" donble _t:_'i]ls:

a) simple trills with

Trills in thirds -follow next:

In pairs-of.____2 muj. Thirde. 2 maj. Thirds - 1 min.Third 2 min. Thirds imin.and - 1 maj: and , -
" With interval of .. .1 semitone t whole tone - 1 semitone t whole tone - f maj. Third- 1 min. Third 10 be transposed to all de-

¢ ¢ - grees of the octave.

Then follow Trijls 'i_h- all species  of fourths, fifths, and Asi;xths;
and Trills above, below, or between 2 or more held tones, e.g.

(Lomp Coda, of Beathoven's,

——] Concerto in &b, 15F movem)-
— - (l szt

parts (s:mulated donble tcrlll) e. 2.

- to which ciass melodies
£3>1 over an organ-point formed

Trllls w1th 2 meeond
by a trill also belong (see

a&blzgato part e _5

Fmally, the desire to produce trills 1_11 three or more parts led to the idea of

T an 'idea transfel_'red latpr, to
" one-part h'i!ls and Octave-trills:

5
2
i

‘Chord-trills _exec_gged by the’ al- ,--
ternate striking of the hands, e. g. -~

As a. supplementary study we must notice the Tremolo, wh.lch 1s properlv a trzll o ma’er me’m-mls (CompareLlszt’s

- Tmnscendmtaf TFremolo-Kude on Paganini’s Caprice.)

* It was considered best not to suppress the mention of this pecuharrtv of techmqus 80 cha.ra.ctenshc of that tune, thongh hardly
11861
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Fuga XI,a 3.

Allegretto, ben misurato, con semplicita.

ANXV.]

messa voce. o _ B : N
Mo 2125313 | 2T o TR T

45 e

i ) I~

ﬁ’? .

’f;;l., )

— = f=
T ER poco meare. > oo

H B Desmte 1ts .caréful polyphonic working-out, t]ns fugue helongs to the pleasing and less exacting class,
A8 the “exponent of a -type of character it.is not the peer of the X-minor ‘Fugue, aithough the latter com-
mﬂnds only comparatwe]y modest _Tesources of expressmu 'The Edltor felt obhged to- suppress the “glegant”

phra.smg of the first 5 eighth notes @ which. is in such vogue, and for whlch Gzerny is

'Pl'ohably responslble, in faver- of A more justifiable mode of exeeution
!iﬂﬁl




1) Although these 8 eighth-notés, on ;account of the held tone &b, can be taken: only with the finger- stroke,

they ‘must nevertheless be brought out as

a direct continuation of the preceding sfgecafo; this is the aim " of

the fingering given. The ascending bass part should be taken as a model, and the imitation should sound out

prominently.

2) Though no one, perhaps, can fail to recognize the disgnise'd theme in fhis _ornaq;en‘@g@i@n.jwé call special

attention to jt:
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Prelude XIL " S
'Andqnt_e!) - ' ' ' |

- ! L
with round, full ton
largamente, espressivo

JJ-J

= ¥ L

-poco senltto

e e
P : —% — - N 0 .
= g = — |

™y
P
| ™

- pru pieno

P cresc. con affetto

=T

et

N
- espressivo molto

ossia- =F

1) dndante (moderately é,lbw) is to be. supplememed, in _the further coursé of the piece, by the gualifying words
- “ranquillo, espressivo, mesto, appassionalo”. T : : T A ; C

'2) Rests have been added -by .the Editor to fill out breaks in the full number of parts. ‘
* 8) The -Editor conceives the form which makes. its appearance here as belonging to the tripartite type, and
has arranged his scheme of division accordingly. Thus the first _part embraces 53 measures, supplemented by

. -an external appendage of 21s measures more; the second part-contains two divisions of 4 and 8% measures”

respectively; and the third part extends-to the close. . -

 Copyright, 1895, by G. Schirmer{Ins.) ' T
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. Fuga XILaa

73

Molto sostenuto, ma fermo in tempo ¢ camttere.

iy

- ' . Riemann: Adagio pensiereso - ‘¢)
% 77 — : —

" ben tenuto

B

| L

* 1). The fo]lowmg arrangement, derived .
Arom a. crossing of the hands, will ma- -
terially - promote a disﬁnct enunemtaon
of: the theme:

R) A ‘writing-out in score plainly shows _
the interrelationship of the theme and ||

the three counter-themes, and is given

here ‘as an aid to the student

The connecting - link % '&oés

'not. belong to. any ore of t,he eounter-

tlielmf:s in particular, and is ‘inserted
thernately before the secord and third.

. W
ral '




8) From the beginning of the secend _development, a certain rigidity in the formi and meonctony in the har-
monic and contrapuntal . evolution are perceptlble which gradually ruin the effect of the magnificent and promis-
ing first part. For this, in our opinion, the unbroken #iparfife rhythm (=124) is chiefly to blame. And then '
- comes the monotonous succession of the alternate enirances of the theme and the episodes; one follows the.

" other with pedantically striet ‘regularity. The episodes themselves elaborate unchangingly a motive of not ex-
actly remarkable rhythmlc charm, based on an harmonic sequence either ascending or descendmg__ Avoxd, in

-this last—mentloned motive, a too pronaunced marking of its anap%‘tzr character (by. detachmg tHe mghth-nntes)ﬁ

X method of execution w]nch in the frequent repetitions, would endanger the gra¥e character .of the piece; and
adirere as closely as possible to the Editor’s phrasing. s

4) Here the tripartite rhythm is abbreviated by half a measure, which causes a shifticg of :the fundamenta.l
lhythm, ‘this .abridgment of the symmetrical form is, however, made good in the next episode by the - msertinn
of two quarter- notes. A similar dlversmn appears before and after the entrance of the theme in Zb maaor.

41881
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N.B. To the very evident relationship subsisting between this fugue and the ninth of the Three - part ‘Tnven-
tions, the similarity in key may, first of ail, contribute in' some measure. But a still closer bond appears on -
comparing the thematic material of these two pieces. For example, both in the ‘Invention and the Fugue
the principle’ theme is composed of quarter-notes in chromatic ‘succession:

BEL

=) Invention: T irac b oy T

r
L4 T T 1 T = LE

" Fugue:

. L - . : - ' - . -
In either case,:the counter-theme progresses upwards by degrees and in half-measure gro'ups,'the latter sepa-
‘rated by ‘rests: on the strong heats: : : : : '

7 . . o} 35 ) . . . b ) 7 g
~. The similarity, is rendered still more striking by the agreement in the construction of the two compositions.

For in both a second.obbligate_ counter-theme comes to the aid of the- first; and the play of the continual super-
position (contrapuntal inversion) of the three motives goes on, in both cases, without further development pro-.

T "

perly so c¢alled. Finally, each of these pieces. is dominated by the sustained emotion of thoughtful gravity com- . .

rehended in.thé [talian expression-mark “evave”; though the depth and sublimify of feeling, and the intensifi-
cation of expression, revealed in the Invention, are not reached in the Fugue. (Compare Notes 8 and & to this
Fugue, and the N.B. to N? 9 of the 8-part Inventions, in-the Editer’s edition.) :
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poco a poco _
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' sastenuto sinp

‘it would be quite feasible to double the .bass- part_ in the

found- in Fugues 11

5) With a very delicate ‘employment of the pedal,
tave. The Editor has repeatedly insisted on the admissibi

pull

]

) E
L q
. 212
o | e | )
=

lity’ of this procedure in Bach. Some instances may be

, Vi VII; and the ninth of the 8-part Inventions:




Prelude - XTII.

Andantino tranqulllo ma scorrevole (%)

' . & o 5: +°
; s . ‘ : - '.
8 ! 2 . . :
.- }- 35 t_-ﬁ“" IF. I'. F.—-*'. .;c 5
i . I — . — I 1 [

NB. 8)
. l\B) ‘& 8 ,
9 3 2 1 o i 1] 3 i/—\
[ I
= ==
'n o |‘\ - {/_.'.\["-- F -
I Y : ————

' 1) With this Prelude begins. a - little series of “elementary” review-studies, with which the two following fugues
may also be classed. After these. we would recommend, as a closing exercise, the 6-16 Fugue in Bach's Z-major
‘Toccata {Bischoff’s edition, Vol. 1, N? 6), which affords a Jecldedly difficult- task in “repeated notes” — The 16th-note
:hefore the' quarter- note must not be- detached, for that would give too great weight to this “lighfest syllable”;
it ought rather to be struck very. gently, and slurred over, as it were, to the succeeding note, which can be
-effécted without frouble by employmg the glven fingéring.

2) The flgure is composed of i After -ﬂllé explanation, the Editor considers it supér -
regularly syncopated tnplets m 16th-notes: e S L= fluous to transcribe the whole Prelude in this manner.

-8) The trills may— as none such appears at first in the theme_be omltted here and further on; more especially -
because the effect of interrupting the smooth flow of the 16th-notes by hastier rhythms may perhaps appear unpleasant.

N:B. In this piece th@ rhythm affords. the, doubly unusual phenomenon of complete mdependence of the 4-mea-
sure period-striucture, and of a continual . change in the time (1& 18) We have attemp‘ted to display our conception
of ;the latter in. the. diagram below. The vertical lines indicate: bars and the spaces between them, measures;
the figures . surrounded. by cifcles state the. number -of —2- meagyres, and correspdnd with the similar ﬁgm-es
in the musical fext. Thus the first period, for instance, consmts _Lof 4 1% measures and 1 %% , measure,
corfespondmg to 5% measures ' of the orlgmal - : : .

08 o f o @@ ®

18 |12 . o
m 16 16 o

t ond ore-phr. After-p Y. )
- Pemd & P"j“_"d , 15 Period.. ond Period. ~ © 7 gud past,
ISt Pﬂrt. _ . ) 2n—d Pa.lit. .
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Fuga XIII, a 3.

Allegretto piacevole e scherzoso.

= gy
R e e ==

2 quast stccato '

F N

18 I -
3 un poco 134213412452
= con piccanteria

1) Where ﬂlé:-it_'riu is a constitueﬁt element of the theiﬂg, no variants are permissible .in its_repetitions, for - such
“would be an alteration of the theme itself. Oonsequently, that form of the trill should be chosen which can be

,2) Take speiﬁ_'ﬁl care not to yield to the temptation to ‘phrase. “t’f’:"hai‘?a“y’_’:_\@j_i the proper P‘}l‘aﬁihgl}gerf;

s "“:iambi_c’_?' (sy;l!éop'7ate'd):i -BE L) E Ly

A 3
P arur e em—

3) "I-‘hematicallﬁ correct execution: A=

N.B. The terms.“piacevole” and “scherzoso” are divided? in their application to -the Exposition and the first epi-
sode; but are  united, from the "second part .onward, in a continuous contrasting- play.
o . 16861
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5) In the second part, the Editor distin

guishes two develdpment- groups, the first leading from the funda-

‘mental key to its relative, and the second from this latter back -into the tonic..
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Prelude XIV

Allegro con s\Plrlto .

T A —-..“--:‘---‘sl- —
P 9 I T i HR 1R SO S P VUL I R TN DN N N M
gl W= & o™ |

F o -

1. 1 =
. I

. 1) In. eontradlstmctlon to “un- poco - legato” (somewha.t conneeted), this “poco legato” is to be conceived neg-
. &tlvely, in the seénse of “sllghtly (hardlr) Qonneeted” Play, therefore, a.. trifle. miore smoothly than an absolute

“non legato™.

.
===
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)“A dotted note followed -in ascendmg progression by short one may - also take a trill w1th an after-beat.
Instead, however, . of slurring over the last note of the ai'ter heat with the greatest rapidity fo the next ]:;Ote
in the present case (with a dotted note) this is not done, because a very minute. space of- time must inter-
vene between the last note of the after-beat and "the. followmg note. This space should be so measured,
that one can just barely hear- that the after-beat. and. the next note are two separate thmgs ..... This' comes
from the execution of dotted mnofes,.... according to which the short notes Succeedmg the dot are always dlsmlssed
more briefly than the notation actually demands”. {C. Ph. E. Bach.)

: ﬁithout after —‘beat:

8) Strike as nearly as possible iog'ether. o need
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Fuga XIV, a 4.

 Sostenuto e severo, ma pmttosto Andante.l)

- LY

o
g
1L

molta tenuto — — . e - 8)

T DN S TR ST [ v
2) messn toce

)
)
2

o7 T

¥l l I!. quUass misterioso .
— ‘B[Tf

1) Sostenuto (sustamed) refers to the tempo; severo (severe, rlgorous) to the expressmn, pwﬂo.sto Aﬂdam‘e in-
dleates, -that the movement must by no means drag.

2) Compare Note 1 to Fugue XIIL

-8) These ‘repetitions (anticipations) of the counter- sub,]eet (compare Note 1.-fo Prelude XiII, and Note 2.6
Fugue X]]I) must not be conceived- as appogglaturaS' for they are, in fact, syncopatlons in quarter notes d]

~Vlded in the middle (i € elghth—notes) . y o o
o Origlnal flg'ure : |

: Wrong eonceptmn.

Correct cnnceptwn

.-‘ 4) This 6’# (+) is to -be restrnek because taken here by the mlddie part
#eel :
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- 5) This and all the followmg trllls have been added by the Editor in conformlty with the themdtm model
-8) % is to be understood as an ahbreﬂated and flgurative form .of the theme

T ¥

N. B The Editor is unable to comprehend wuy -Riemann serlously attempts to stretch the form of this Fug‘ue
into three parts (divisions); for he himself" ‘must admit’ the difficulties confronting him. in .the task, These
-difficulties vanish .as soon as the &ipartite form' is assumed and acknowledged; the outline of the ‘Fugile
then stands out plastically, like a relief-map of a mountain- region. :
In either division, each part brings out the theme once; and, in the Goia, the soprano repeats it for the
last tlme in the smooth, simple form heard at the begmmng of the Fugue. This. is the scheme:
Tenor (duzx),” Alto" (comes) S - :

1 meas. modulatlon
18t Part { Bass (dm:) :
‘ ) Episode of 4 mea-surés
Soprano (dux) '
"~ Modulation -and transition, 2% measures
Alto (comes, in contrary meotion) o
. Episode (13, measures)
: Soprano (comes, in direct motion)
2nd Part - 1 meas. modulation (agreeing with same in ISt Part)
: Tenor (dux)
 Bass (dux, in contrary metion)
Transition (2 measures)
Coda ____ Soprano {(dux) : :
(Aside from slight deviations to the subdommant there are ‘no modulatmns mto any other key) :
We refer to our remarks to the A-minor Fugue Note 4, and repeat our objection to’the  introduction and
application of an average rule of measurement. The yardstick of the- tripartite form, which is, as we have shown,
too long for-this- piece, would be (for  instance) altogether inadequate for the Beethoven Sonata On 108, which
transcends all set bounds.
1o
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'Prelude XV.

NS 1.

.W'

- 'N.B. Firmpess of touch and certainty of aim are the most necessary conditions for playing 8-and 4-part broken
chords. The hand should feel the position of the notes in advance, —. indeed, the full chord should be in res-

diness in the fingers, just as if all the parts were to be struck simultaneously; by this means the possibility
of unevenness’ and_ﬁrrt;lﬂg notes will be cut off. It therefore appears advisable to practise the figure, first

of-all, in flat chords: ) F ‘then enable the student to’

nefits from the same.

ete.

- - : R-E 31 ' ¥

It is of no merely subordinate interest (if we may be aliowed to make a briet digression) to trace the changes

- which the employment of broken chords a8 accompaniment- figures has undergone in the. evolution of piano-

forte -literature. While _ o - S
Mozart: limits himself to the spreading of-a sustained harmony within the range of an octave(/mirior

Concerto, last. movem., Coda), ' . B '

Beethoven already reveals to us the charmi of tonal effect ‘and the éig’ﬁifi‘i;ance- of position (Op. B3,

Rondo; Op. 109, conclusion of the . frill-variation; 82 ¢-minor Variations, XXXI and XXXII);

GhOpln employs broken chords for passionately intensifying his melodies, for which the left-hand part

in the Finale fo the Z-minor Sonata, in its three intensified forms, affords us' a remarkable example; by
‘ Henselt the spread of the stretches is pusked -to its utmost extent, and he invests them with the
brillianey and bravura of the virtuoso-style {Etudes, Op.2, N? 1); and finally, . '

* Liszt gathers all the attainments of his predecessors together, in a_finished pianistic style, and exalts

the “arpeggio®, by accentuating its characteristic and tonally picturesque points, into & higher sphere of or-

. namentation. (As examplés we mention “Bénédiction. de Dieu dans Ia solitude”, Part HI; Norma fantasia, Z-minor

‘movem.=0, “arpeggiando con grandezza”; the Etudes Vision, Waldesrauschen, Db-major (de concert); “St. Frangois mar-
chant sur les flots”, development-part; etc., etc.; in which Liszt émploys. the “entire range of the keyboard.)
It was repugnant to :Bach’s thoroughly polyphonic nature to let his. accompaniment-parts progress, measure

after measure, in smooth chord-figures; when he used chords, he .chose forms like those in the Preludes- in -

the Preludes in ¢ and #-major and D-minor may be considered as types of this description. _
" We. find the arpeggio employed in this same manner. by Beethoven, particularly in-his development - move-
- .ments; even in more modern literature (Chopin) -similar instances are not lacking. At this juncture we recom-

- Eb-minor and E-minor. On the other hand, he was fond of taking figurate broken chords as independent Ig‘ﬁemes;:

mend the student to take up the grand crescendo before the Presfissimo, in the Rondo of Beethbven’_s Op. B8,

- as a side-study, and to practise the passage in all the keys with the same 'finger.ing.” :

11664 .

the following variants will

derive ‘the most varied be-
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the #-major Prelude.:
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“dividing-line” in the form, which latter, nevertheless, can no

.than- in the case of

ts.

Y

.one can plaily perceive &

1) Here, it is. true,
mere he forced-into:- set

i




@ Fuga XV, a 3.0

Allegretto scherzoso.

: e ' — e
(5 ‘_"'L':’,E EESEisssssm 0 s a SSFCTES
sempre staccato, non troppo lessiero ' ) _ .

with an ecen Fouch.

_ 3 .
2 TPt I=H]=_"FF'

poco mare.

i

“.-1) ‘This Fugue, originally, wa-s the 156th ; in Part” II, While in the case of ‘the Eb Fl_igue the Editor was in-
fluenced chiefly by @sfhefic reasons for a like change in the ‘pairing, in this .case fechnical reasons -are the

moving cause. The relation hetween these motives (“pointed? chord Zfigures, as we calléd them in a Note to
_ a . ,

the - last 'Inven_tion): %% is, indeed, indisputable. ‘By- setting them side by side, and-togethei'

SESSSSSSESeEE

with the following variants, we obtain.a cycle of Etudes belonging fo the same class., Now, therefore, the Editor
nieeded only.to investigate the sesthetic value of his new arrangement; this investigation shows a surprisingly
harmenious relationship of the fugue to the prelude. The last scruple __ concerning the mutual suitability of = the
_ prelude and fugue then left over.. also appears to us to be removed after a comparison of their.common light. character.

11664




o

" 2) The entrance of the dominant -or

beginning of the Third Part.

_3)_ The successiver'entraimes of the t};feerparts in this run
the soprano, might be variously -exhibited. We select, for pianis
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gan-point _ as previously remarked _ announcés, in- confrapuntzﬂ pieces, the

, which hds its root in. the bass and -its climax in
tie reasons, the following method of division: '
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A Study in Composition”

Another form of Fugue XV, acéording'r-to, Kellner’s copy.

1) The form of the Fugue here given, which permits .us to peep into the worksnop of gemus, so to . speak

. and may well be regarded as a finished sketch for-.the preceding piece, should - be .taken at its real value as

a study in- eomposition. Its naive style of expression is deecidedly not - ~yithout cha.rm, 50 many desu‘able fea-
tures. moved the Editor to include: thig “Fughetta.” in the collection. :

o681
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© Study. Etude?

Arrang‘ement of Fugue XV for two Pianofortes.
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1). The figuration quite closely follows the paitern of genuine Bach organ-pedal passages; and even though the
Hght, humorous composition hardly bears, in view of its charatter, such a.weighting-down as it has in 'this
arrangement, we can, nevertheless, not permit this opportunity to pass without embracing it to present a
style of study in. technique which will be found very helpful in franscriptions of Bach's organ-pieces.  Yet
the Fugue, even in this shape, will lose none of its grace or transparency, if properly played. We emphati-

. cally repeat, as we have said again and again, that the technical enrichments which Bach’s music is - capable
of taking on ought never to be ‘made the- vehicle for the exhibition of virtuosity; but that they, as the medium
for an. effective -presentation of the Master’s grandeur of style, appear not only justifiable, but indispensable.-
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Prelude XVI (N.B)

Larghetto, senza troppa espressione.

Cy» . I l - Cﬂ.
.
)

* N.B. Though the direction “without special expression” may at flrst appear smgular “or, to many, even dis-
tasteful, we wrote it down with a full consciousness of its import. Enough music is spoiled by too much
“feelmg”, especially in cases where real expression is wanting. Consequently it seems. a. duty, at tlmes, -to
' guard against rampant. exhibifions. of sentimentality. Even if the performance of this Prelude_ which is, in
a ‘'sense, a counterpart teo the F-mmor Prelude — ought to disregard neither the swelllng dynamic- lines, nor -
an intenmfwatlon and a .climax, the character ‘of the composition. points, -on -the whole, to an’ even, rather
dark registration, which- should predominate in all the 'details of shading. Study the soft eglsters of the
. organ, and their. treatment especlally in Bach’s works. We take the tempo-mark Largltetz‘o from Riemﬂ.tI;l’s analysis.

~ ueal
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e espresszw

':ossm. Sr’mpre fe !argamente sino al Fme o - ,ﬁ

N
: Zando
pap - I gamsz Adagzo 1)
_ 1;, 3 : e : _ —

1) A tr111 Wlthout followmg notes, e g, at a close, over a fermata e‘tc always takes an after heat”, (C Ph.E. Bach)

Exeeution of this closing tnll mcludmg the: whole duration of the fermata

~ (Compare Ap_pendix'tg Prelede XI.)- o uem

~



- Fuga XVI, a 4.

/ E, Andante con moto. S _ o Py
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meno
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' (Modulation) TN
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|

1) According to -'faﬁsig'.

?) Leading of the parts:

4 34 2.5 Pia : -
8) The dlstrlbutlon of the parts on the two _ % The student shouid compare this. reading
staves in this measure is copled from Taumg : ; with ours, and.-as seon_as he can: master
_both tfechmically_ choose between them.

~ o - ) : 23 £ 2 .
4) ThlS stret‘ro between hass and alto is not noticed in Riemann’s analysm
T UeeT




,!;) 'J.‘
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£ pfebe,

therefore, judging from the preceding, decides for the bass. The tenor pauses exactly 10 full measures.

- shows . indubitably -that a./forfissimo is required in the two final measures..
. - g M . - — . B
' e Lo Tues

e

|

I
7 B) The notation of the autograph resolves a possible doubt as to whether we. have to do, in the next‘_VS._.mea.-
..Bures, with' a tenor or a bass part; as it exhibits the first four eighth-notes with joined stems:: | and

. 8) From harmonic considérations we have written here in'the theme a tied note, in place of the original eighth-rest.
- .- %) The ‘addition :of & free, “superfamerary” part for the attainment of greater fullness and compactness of tone,
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Prelude XVI It would seem adv1=,dble to f-mploy the soft deaI throughout the numbvr, exwptmg for the last
phrase before the Coda. . It follovcs, that from the p:lhs.ige marked “pin pleno -ed espresswo”
up’ to. the next double—‘oar, the. soft pedal should be raised. If the Coda is to_ﬁso_u_ml bro_adr,t_md loud_
(the editor has noted this nuance as a varmnt), ‘the soft pedal will not, of course, be used he'lfe

either. Employ” the following fingering in. the first measure of the Co_da,: :

.3 323 2
Ty 323 2
. 5 2 = ==
= e e
- . HF : | L == ,_F,
E— - W ———
Tyt .%._..,_i =
3 Bpas — s
B : =
71231 2 [

+- Thls I) is wron']v ongrawd as an elo‘hth note.

. .
A

To thp obbervatmns on Flnfrormg of Thll‘db (Fu‘*ue IX, Note 1) snould be added,_ ﬁl‘lt for seales in. ‘I‘hirds’
‘mlnoh played w1th the ordmary fmgermg, .n'e intended to souud loga,to it is moat important in ascvndlug to
pla.y the }ugﬁer part lf-gato and in- desoendlng to- plav the Zower part leg‘ato.

R ’I‘he stnctest legato for d1atomo runs ‘in thlrdb (v Ex.in. 11otes, Fugue XI, Note 1)

1st Octdve - '5

- _Exarﬁplp_:'

the ard octave like th_e first, the fourth .like' the second, ete.

g Fmally,r we omlttvd to remark that ‘the dlfferent forms of B.Lrs used to mark d1V1smns in ‘the form haNe

the followmg mgnlflcatwns

¢ o 1 1 4 '

. ¥

it = = - E
it t

Close of Division- Sections or Perieds = . Close;
any Part:- | in a Part:  important to indicafe: . o or End:

Teo the editions of the “Well- tempered Clavichord™ mentloned ina Note to- our “Introductory Remarim shoufd
be added a new revision of the ‘work, edited by Prof Karl Klmdworth and an ana.lytlc “Edltlon of the ‘Fugues
.- in Score] hy I}r F ‘Stade, which have appeared since we. went to press. '




“The Well tempered Clzmchord”

JOHANN SEBASTIAN BACH

| Re\used annotated and prov1ded with parallel exercises and ac-
companying dll‘e(,tIOIlH for the study oi modern pianoforte - technlc
by

FERRUCCIO B BUSONI

Prelude XVII Part Iil.

With a cerlain Solémf_zity. . , _ ' . :

b .
g

ten.

. not, allow full scope 1o these. characteristics.
8eem desirable, which might assume the followmg form:

The tempo-somewhat ‘t_}roader than in the original

| ) - - . - )
' Fj P ' ' J | | 1 (9) S
¢ s LI D Gamma —F , |
o o 1 _ - (LH)] : '
F—2 s 7+ .

! Al
.+ basso SOnLIC S0 stennty

.'--‘.oﬁpyﬂgkt 1892, by G. Sckzmar Inc

Printed inthe U.S.A.

l B Thls mtroduetory number stnkes us as solemn and “eeremonmus”, although ng - somewhat meagre settmg does‘ -
To their fuller development -an -amplification of the pianoforte-score would 7

) G'o}iymgﬁt renewal assigmned, 1926, to G. Scﬁz’rmeg;_. Ing,
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. -obtrusively (on 1o account sentimentally!).

' o 102 -
- Fuga XVII, a 4. |
‘Moderato. o o ' o
% . R - With deliberation, but not draggingly.
1 1 s 3
5 - :

lenutamente

1) The theme - is developed from the motive % and its intensified repetition % In spite of this, it appears -in
trochaic form %—— T-hg_mo'dificﬁtions-in the succession of the intervals in the t_henie, accoljding as this laﬁt_er ap- -

pears as subjeet or ainswer,'iﬁ minor or in major, exhibit a notéwoft_hy variety, and require _speci}il attention. J _
2) As.the 16th-note figure plays. an 6dblignto role, it is important, and should be brought out distinetly, even rather

. 8) In this three-part episode (sequence) and the following three repetitions of the same, lies tha‘_eha-ra_cterié_tip 'feature:
for the development of this fugue. Compare these passages with those in the Second Part of the E_major fugue (Ix).

o ~ Nete 8, to which they are related byth in spirit and form,

ot
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» ! » T4 -

f

‘3’ = T /f — ]
_ o - dolce 7  —— = .
. - mare] 4y ] e ]/ _

. = _ .

- LH. it Jo/de

* 4) Tnversion of the- Fizure meniioned-in Note 2.
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I
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con 8¢ bassa ad Wibituni . . ' " '

B) Notice the aseending thematic chain in the ‘regillar succession of the four pé.ﬁs
6) The “inner part”, which makes itself felt in the resolutlon, should be imagined thus

_ N.B. The .éditor analyzes the form as follows
.. 1st Part.  Exposition - 6 measures,
S + Codu =3 measures. :
Dnls:on 1 Tenor I. 8- part eplsode (sequence) 8 measures.
T T . Alto, II. 8-part episode = 3 measures.
-9nd Part. { Division 2. Free measure. Tenor. Alto, III. 8-part episode=5 meaaures
" Modulatory thematic transition - 2 measures. ,
Division 8. Alto. Soprane,, 1 ~part. eplsode 4 and one-fourth mea,sures. -
3l‘d Part chendmg thematic chain - Biss, Tenor, Alto, boprano 4 measm'es (sae Note '5) -

(":g'l‘::;ﬁthe Episode.. Sopmno ReZolution. = § measures.

The relative length of the three parts, 1-2-1 (=9 -17-9 measures),is the most satista.c‘tory mode of diwsion

v




Prelude XVIII

Andantlno, luSIngando.

105

legatissimo, egualmente

espress

e 1
kU

1) Exeeptmg the following 7 elghths, and the: closmg measure and one-ha.]f which are - Written in four parts, thzs

' Preluda (which. we classify as an “I:nvention”) is written i in three parts (triple counterpomt)
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- poco cresc.

b I

?) F'mphasize the development of the inverted motive (alto, soprano, bg.ss)

. -8) The formula of-the sequence at first appears as a_whole measure {a)s, and: later. 0 diminition 25 a ha}f—mea.a-
~ sure (b) and guattet measure (c} - ,
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FugaXVIII a4, - B | | DR

Andante (non troppo) con un certo Sentlmento severe.

% — e — E 3 quust stace. . |

gzmse stace. 1) - poco legato

w 5. ',_!. pom— . e : ~ poco legato 3

— pom Zegato |

e —
LIS

‘Sﬂ‘ﬁﬂ- 4)0(38

1) The motwe WhllQ uot properly belonging to tne ineme, a.lmost always follows on 1ts heels althou h
> g

often -in another ‘part- from that _having the ‘theme. :
2) This extremelv expresswe eounter-theme ma) almost nval the prmclpafl theme in the importanee accorded it
' in perﬁ'rmanee
'~ 8) These chords (the closmg formula of the first cvunter subiect) should be atruck very sblidly, and-not. too short.”
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animando ed awinentando di forza - . _ - y L ——

vy

#ﬁh o

i
=1 e
= = -3
fpf’sam‘;;wﬂt F N

-4) The motive of the episode is derived from a free inversion of the fheme: _
“ The ehenged phrasing is accounted for by the fact,that the short (unaccented) fmal note of the thetne- motlvebecomes_
- a long (prinpipal) fiote fn the new form. (+) The -eesthetic law of “contrast” likewise justifies the ‘alteration.. '
~ B) By means of an harmenie device, the othermse interrogative character of the descending second in the theme be-
comes affirmative here. P
G) It this step of a second weie to be referred to the theme- ﬁ, it would have. to.be played as if slurred ‘But’
we consider it. as derwed from the redundant thematic motive (eomp Note 1). :
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PI'G].'IJ. de XIX (Fughetta a tre Sogge’ttl ed a tre voei.) 8.
Allegretto sereno e splrltoso. :

NB. It would seem that the na‘ture .of this Prelude -has hitherto not been fully recognized. We regard it as a Fughetta,

‘built.up in thé most €elegant style on three subjects, the two comparatively slow ones being freated with greater free-
" dom; though not made subordinate on that account. The: exp051tion is complete for each of the three themes appears in -
- each part. The development -section is less fully worked out, to be sure, and- apait from the classical threeﬁpart coun-

terpomt which is the basic idea.of the whole number— Wlthout polyphonic arts; but this very circumstance stamps the
Prelude -ag a ‘Fughetta, dlstmgulshmg it from the higher class of the Fugue * * The struct_ural analysis follows:

st P al’t Exposﬂ;lon, 10 measures + 1 modulatory measure - = 11 measures.
2nd Part {Dw 1. The 8 themes in F# minor, 8-meas. Episode = 5§ -«

Div.2. The theme appears-twice in the tonlc : =5 “
Coda. Free close of the 1Ist theme. S

~ The two pa.rts are; thereiore of like length

) Gompa.re, in Bach’s Thirty Varlatmns in G maJor, No 10 {in fughetta-form),whmh consists of only two develop-

) ments WIthout eplsode or coda.

L]

1) Transposed thus for the sake of euphony “The true reading would be 3

i t P -
2) To render the passage practlcable the entranee of the third subject is anticipated by a 16th. (The editor embraces

N _,this opportumty to recommend a study of the mterestmg variants of the 2nd and 3rd subJecta thrwghmlt the fughetta.)
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In this conuection; compare. No IX of the 8-part Inventmns (F mmor) WhICh is very simﬂar in form, the theme« in "
quarter—notes bemg nearly Identwal with- the 2nd subject here

x

3) In érder to bring out distinetly the two- part eharacter of the two themes mterwoven here {and mrmer on ), @ brief
special “gide - study” is requlslte Hitherto we have only heard this “a due” passage hammered out thu,s

'-_“'=-=%E=Q To avmd this “vulgar” style, and at the same time to hit the right one, it is adﬁsable to plav ‘the'

highest part in such a ‘way that its higher tcne may sound ‘somewhat lauder, and its lower tone somev hat softer, than'
1he tones of the inner part. Before the elghth rest, a short breathmg-space should in‘tervene The notauon would bp
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Fuga XIX, a 3.

Tranguillo e piacevole.
. S O . L e
v - %q)?ﬁo'wce, dolcemente

R ”
" A1
- 1t . b
L2l . -

:EJE_JJ\ 55—~

sempre legato.

3]

seupre egualmente

= o
¥ —o—J
1. —
. _/_____\E .
.—}—l——-%__,_ : -

Suller
piu pieno
5| .

- —
’ ¥4 P
. 7 pocodresc.

I W

: ér) of it]}:eB_cbgrsc «sforzato » on {he first eighth-note of the theme, given in most. editions “true to Czerny”, there is no
- trace in Bach. . . _ | . A .
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2) It being evuiently the inner part which - carnes out the flgurate counter-theme, the’ part iow entermg must con- L
sequently, be the highest part. I would sound most “un-Bach-like” if the Alto (which replies’in the third measure
thereafter) were to take the theme twu:e in"one -breath and in the same position. Thls erroneous idea. ha.s been taken ™
up bv Riemann o a




" crese: ‘ --.-{'_:_“ I -

o be d1v1ded mto a fore-phra.se -and an after- phrase, the bounda;ries of whlch ‘meet at this point..

- 3) The development sectlon of the fugue comprises two divisions, one qu:et the other rapid. The latter mn.y,in tm'n,



-mtes, illl continues fmm here to the closf: (A “more’ correct.” thematic entrance Would be
Part, which begins here, turns out §o be a copy of the Second in diminution. : '

5) Bischeff calls this G% “rather pemhar” and, in company With Kroll, allows hlmself to- be szled into preferrmganE
One has merely to compare the seprano in meas. 6 and 7 of the Third Part, in order to recogmze beyond cavil the le-

gitimacy of the G#.
B.B. 1. This lack of rhythmical contrasts and rhythmic concatenation, and the velvety flexibility of the tone-figures, ap-.

- pear sb‘mlge in solid, angular Bach. For once the performer need not hesitate to display the “femininity” in his art.

K.B. 2. The editor considers the thematic a“l‘flmty ‘of the Preludes and Fugues in A- ma;or, in Vol I and Vol II, Worthy_
of remark. G‘ompare the following: - ) . .
- Prelude in Vol.l. , Fugne 1 Vol
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~ Prelude XX.
Allegro (impetuoso.) o -
- ' ' _ zf)iik _sweeg)/r'ng: z'théfuqsr‘_ly_ — . o _
e mEe==r——Cerie==—=—2cooi

P—

iw__,—,'é. ]

it

{ L _— f)ieféof'. : : - eresc. — m""_: ==

D The fo]lowmg notation would lend a stronger movement to _4n
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34 51
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8) The thematic E in the tenor shouid be emphasized_,‘ for ‘whith reason it ,i,é ‘doubled. Otlier'wise

" better.
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Fuga. XX al.

Moderato declso, con fermezza e granta.. _

1y

A L Exp031t10n. .
T -7

AT 4

S-S P Prilk
v A— Wi mzf : : ]

-

non legato

Lracemente

4
.3 2

. -}_"'Considerable Stress should he lald en the fn'st motlve m the counter -theme-'

% w]uch runs throu-fh the-
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meno I, cresc.

’ ”r,‘? ,

wea E[IH)
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3)satto voce, poca [ paco erese. ﬁ.no alla Ooda

:'Stretto between soprano and alto (in the mversion) enters before the former one is finished. - R ,

w—r

;—5;3 B}The siretto beginnmg here reaﬂy sho“s a contmpuntal mtensu‘lcation, inasmuch as the ixmtatmn in the Becond
Ft. contains, at the same ?ime, the Dominant answer to the first (canion at the twelf’th), and also because the next .’
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Al bl

plu crese.

: ) . B)
| B X _' g E g ‘} g.
. . _ NI p— - - |ten. / ' h

- Po— : se
i : - soslgnuto - . mpr .fbf‘f ¢ robustamente i‘-
T 5@:: L,
U s
|

Modern rendering of the organ- point:
|
|
|
!
R

5) Stre,.ti between: bass and tenor in contrary motion then between soprano anda- -
to in direct. motion. The ofgan point is treated like a free pedal - part. :

9 .?erﬁmmt! =

—




' M e | 24

SZPrelude XXI. (Toccata) m)

Allegro volante., R
DEm gl g -
‘ EECE R .
- /I‘gﬂvﬁﬁ?‘ﬁyﬁfﬂié ) ~ _h\"" SRR, T
e .' e Jsﬁ =

(ossia con pedale:
24 -

P senza pedale.. - : ' P $enza pedale. -

1) This figure gives & foundation for éxercisesri'n' wide leaps. At Bachs time,

vura; they are, for instance, a prominent feature in the Scarlatti technic.

leaps wete regarded ‘as'-fea‘islof. bra-.
: : We recommend: the study of a few of this
master’s sonatas in conneection with the following variants: : e '

&z tutto steccato.,

. We have repéatédiy;_empibyed this mode ‘of .nota_tidn (which divides the figure d after- strikir
‘notes for both handsalternately), e. g., in' the variations to the Preludes-in C minor, C¥, and the Fugue'in G..: -

s into anticipating and after- striking

‘Since Liszt gave this style of technique ‘& novel tone, by an intended imitation of ‘the cymibals, it bas'taken on a
very modern sound - so much, so, indeed, that it might seem a mistake ‘to bring it-up in connection with Rach. - Its
~origin, however, 1s "earlier, as it goes back.to Bach, and has its root in the clavich'ord ‘with double msnual. In com-




125

B —— = - 5 ;
(¢ - | ] - o vy ) rrﬂr —
' . = piy cresc. y - : , . 1

o T - N o

Ll . — ]ﬁ e~ . t n’\ -
P 2 < N !

Ld =] P - :

e o g & & 9}‘; Z 5

%"

-positions writfen by Bach. for that mstrument, pa.ssages ‘of this kmd are to be found. Although we no Fonger have a -
double: manual, we have learned to play such passages on a single one. The following: examples, from Bach's “‘30 Va-
i rlatlons” are a,ddu(-ed in proof ef the abaove,

'Even the rross-fmgermgs pecuhar fo the notatien for douhle ma.nual can (vmh shght alteratlons) be executed on
. our pmnos any lack of smeothness which may be notmeahle, is attributable to a want of praetice in this- styie Do
not neglect to iry. the master's %80 Variations” (m G), whmh ha.ve a strong leamng to this’ techmc, ‘they broaden the
intellectual and techmcal faculties, . - :




. we callthis number

ieces(in the Bach sense) -

This one should be interpreted

“playfully”, yet not “frivolously”.

P

But even virtuose-

are to be taken seriously.

B. from its -d}isplay of virtuos

!-—-J_
i
“Tocecata”

-
& Coa
T’ L
-

- 7, 1 35

135

Execution:
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- ~_ Study.
, . Technical Variants to Praeludium XXI.
Moderato vivace. - ' ' .
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N. B. Broken chords wider than the octave, played without turning the thumb under, require a continuously fixed po-
sition of the fingers, a flexible wrist, and lightness of touch (whmh natura]ly increases with the swiftness of the mo-
“vement, and must not degenerate into feebleness of tone)
_ As a preliminary and compam0u -sfudy to the above, the editor proposes the figures below, or similar ones, in va-
Tious transpositmns

a. e 5 simile
ab g aga = 2 5 3
ﬁ:}lifgr’ gf.%zs = -.q:.::p:tl '!-'_.'—.:.;-—t‘ oo s epfEfa, _affe, affa
oW ":I 1 i A | i — fr f =S % ~= S & =
b ﬂ- slgg
- Z -l {. b
= -+ f" =
Pt lento. -
e. a54 . :
7 A Tl T '-T-T'# 3
g:,ﬂ L 3
+ R e B AR ORI D e ot
$2 83 ¥ T i3 g i i
] 2 1

. As the climax of this style of study may be mentioned Chopin’s Etude 0p.10, No.11 (which we recommend to
: Dl'actlse in ascending and descending droken chords), and Liszt's “VlSlDll”
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Allegretto sempl ce. ~
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N B. This Figue emglloys, strictly and exclusively, the
‘theme .and |its two co

" terial is used even transiently. Here the “development”

L means smlply the continnous contrapuntal inversion of

-the three subjects. From the last measures of the theme,
; sequences are elaborated which fill out the .episodes; se-

_ i ‘ries of sequences, formmg the counterpoint to the above,

i also spring from the inversion of the first measure of the.

theme. Only the last five beats (the closing eadence) of
the Fugue are free.

"
i

ter-subjects; no other motive-ma- {

Counter-smﬁ]ff.

Counter-suby I,

. {n.'fﬁe ;Dmm'li:.1 )

from here omerack,
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_This number retains throughout an easygoing

‘Jecommg shallow:
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(facilz‘tated) e e i A

dux and comes tra

character, without intellectual elevation or. depth and still without
; -its form displays smoothness and reundness.
1) This and the following entrance of the theme _

twe regard them as the opening of the Thlrd Pa,rt of the Fugue.

nsposed to theé subdominant — be]ong together;
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Prelude XXII.

Andante mistico.
Molto sos'te?em‘o e con raccoglimento.

1 !’ L - B E B
O A ———
2 L, f/eér/e, tranguillamente._
w1y h L Wi ‘ - r_ }

s #Pr F;%T'

P = i -‘ —

N.B. Both the‘Prelude\'and the. Fague are in the lofty vein of those in C# minor and Eb minor. While the‘C# minar
. I*ugue awakens the conception of a mighty cathedral; the two numbers in Bb minor may be likened to artistically
~wrought side-chapels_ vaults in which things most precious are kept.
B In'the Prelude, we note pa}'tlcu}a,rly the perfaction of form;. nor can we refrain from giving an outline - ﬁf the:
' allent points. _
_ The theme in soprano ascends stepwise over an organ pomt and is freely lmltated by the bass in meas. 8
and 4. . An episode of -2V measures leads back again, so to speak to the hewinning The soprano resumes the -
theme, but this time descending qtepw1sn=, and nodulating; in meas. 10 it is dmitated by the alto (as hefore/hy
’;hp Trass). Meas. 12 closes the First Part in the dominant kev. the again aswndlng themie in the. alto being in
errupted.
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(Coda)
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o What now tollows is; Ina certam sense, ‘a dvvelopment Wlth the- motives of the theme; it centinues througir
7 meéasures, reaching its climax exactly in the middle of the foiurtl. From that point the line -again falls, and is
-arrested before an organ-point on ¥, upon which ‘the theme for the last time begins to dscend, Fermata, resolu—
. tiom, and coda are most mtimately- related with the G# minor Prelude._. It {s the .extremely difficult task of the
player; to hit the golden mean between &everity and resignatmn in expression, and to invest this latter w1th the

twilight of ‘an unmaterial tone-color.
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Fuga XXII, a 5.

: Andante pensoso e sostenuto. : e — Fo—
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1) This Fugue is relath .not only spiritually but also thematically, to the ome in Eb minor. The resemblance be-

tween the themes is so evident, that_ pOSblbly for tlmt very reason— the commentators do not specially mention
it: :

- [ H e — :
TFugue in Eb minor: A . B W ey e —— ..
o : S
Fugue in Bbminor: PR . ——
—--(tra,nsposed for comparisen) - ) % v:..- SE=s S = =SS Es s

“Our. theme also has ‘a certain relation to that in the C# minor Fugue: W these two might bP
blended together in a double-fugue, without much difficulty: ‘

© (strefto) -
g b e o e e
%j“‘f'i- LY _ ks = e e e =
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. - - | : . n n £ }p- " E: _ iy
;§ e = — = = == — = : : .[E et o e
B { o -=_.____'_____..— L - o T F ;

2) As regards ‘the melody, the four next-t'ollowmg quarter—notes doubtless belong to the theme, contrapuntally -eon -
sidered, they are of subordinate rank, theugh the chief feature of this “after- theme” — the quarter-note movement,
'deacvndlng at first, and then ascending _ is retained nearly throughout. =

.8) Withont the above distribution on three staves, it would be impossible to exhibit distinctly the. early - and. ob-
stinate "crossing betwéen alto.and temor; by this means, too, the imner parts are rendered easily dlstmgulshable,
whereas, in all former editions and analyses, their limits were more or less mdeﬁnite

#
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4 'TlnsEb in fthe tenor ‘is to be h!T.ld 4 beats, en accoum: _.c.;r.'the correspoending note i_n_the soprano. .
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 Detdifeq  Tenor. e e ——=
presentation. ® k2 —
of he' . pags 1. ; = e |
- stretto. ' , : DS F " i
7. Bass IL |3 = —F r—r s St =]
) o o ¥ T T
- . J-' T R— .
(Hoffmeister) == e
(Hoffmeister) v — P
- Variant- 1 SR, L
 (S¢hwerike).
Varignt 7.

:8) This. C has to-be struck aga.in hecause of ‘the reéntry of the part upon it. .
"'E Th ,.—.'qxposﬁrion and “its “postlude” end with: the :24th measure, in the relative key

-of the. theme, and, in: fts second half, a single entrance of the theme followed by a somewhat

ether, and’ the . following “episode is written in four parts imstead. of three.
B 1Y the Third - Part’ a certam lack of brea.th is' tully ma.de wup for by prot’undlty (the e‘xtremely close B-part

-retto)

".’;The second division .ef: the development—sectmn is'an intensitied copy of the first, the develop --
-ha.lt) ‘being en¥iched: by two  stretti, while the single theme- entrance (second half) appem-s intwo parts.

de elopment section eonsists’ of two lnng and symmetrically formed. divisions, each contammg, in its first




138

| Prelude XXIII.M® - :
Andantino idillico.
Traﬂgmllo e scorrendo,

— 3 - ﬂ 1|
a1 ii; —— — —— 0
= o 11, —re
. =
2 hid
b S Y
hi
O ek, e o e e et
o LOTT 4 ] [| i
Tt o - - E| | | 1 I {

| |h|___: .w% ;L
|

N. B This mlght Well be termed a “Study in Tone and Mood” In the first respect, the: playbr should strlw to deve- :
lop a tender touch; taking the tones of the soft wood-wind ‘for his model, a,nd thus enwlopin "the tone-weft in a
quiet half-light.. Do not dlsturb the unity of muod by a. “forced]y mus;ca.l” rmphaslzmg of the lmltatmnb which
take only a subordma.te role here.
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Fuga XXIIL & 4.

Poco Andante.

. dolee, mea Serioso.
o 1111
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~ %) The’ position' of the theme answers here

to the subdominant key: but its harmony is that of C# minor.
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A e o o
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3) Here, as at the close of the Al: Fugue, the edltor hears an “inner part” snundmg through ﬂll—‘ harmony of .
the last three measures, and lending it the character of a stretto: :

T
y

LBy
5 ==

N.B. The exposmon closes together Wlth the theme in the fourth part The Second Part is undenlably spiritless
and ‘slow, and of ‘peculiar stiffness in the partial symmetry of its eomnstruction. ‘
- An episode of 21k measures, closed by an. 1solated entrance of the theme, appears three tlmes in the course of
the dpvelopment the second time (leE(}‘tIY after the fll'bt) in-‘contrapuntal 1nv9rswn and transposed into the do-.
minant key, and the - thlrd time in the subdominant key ‘(here extended to three measures ~and without. the theme-
-entrance). : :

BetWeen ‘episodes .1 and 2 a complete develupmpnt af the themp is interposed: “Sopranc and alto in cbnti'ary
motlon, bass and tenor in similar motion. ‘

- The: Third Part represeu;o « third (but mcomplpte) devempment (m this connectlon eompare Note 3).

1

The idea might be written out as follows:
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| Prelude XXIV. .

1) Andante (religioso.)
Ldd ) = e

e

Als /l = .

dolce T

: ‘. sempre legafo. :
L etme p T rle sl — s ;

L] 1 ] L 1 I
¥ |- ;

I
4

a

L

SN
—F .

un poco cresc.
L

i

dolce, l @ _J_ ~. 7
'L W ‘
= o )

13

, I 7 P L]
li 0] it 1 8 1

- fo— —— . " -
| tranguillo

N I .

; f | — * T
o a— S

\-..,________-___,_/

1) The: Tempo -mark (Andante), and likewise the double- bar at the close of the First Part, are by Bachs own hand;
these are, unfortunately, the fn-st and sole directions by the master himself.

E.B. This magnificent piece (which is, by the way, a classic specimen of double counterpomt over a basso contmzlb)
forms a worthy close to the wonderful Third Series of - Preludes. ._ Actuated by the earnest desire to reveal the
many, still half-hidden, beauties of this work to wider appreciation, aid seeking after an attractive foqm in which to
present. them to the public, the editor begs to. offer the suggestion, that selections. from among these Preludes might

.be varmusly g'rouped .fogether to form short Suites,-which could be’ employéd with good effect as concert-numbers,
even’ by players of medlum arbih‘ry The following series of four Preludes (only one .example among many) strlkes '
us as pecuharly addpted to this purpose: ,
Prelude in B -major, as the “Prelude”; '

Prelude in A major, - as the “Fughetta®;
~ Prelude in B minor, as the “Andante”;
Prelude in Bb major, as-the “Toceata” (Finale).

All these numhers, to be- bure, vsould have to be set in the saime key, for the sake of proper connection . the

- three first, say, tra,nspesed to Bb: an aesthene transgressien over which_ presumably _ a very unwsthétic uproar
. would be rdised.

This Prelude affords an excellent study 'in ]egato octave- playmg by merely doubling the bass part in the lower
oetave throughout :
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pin pieno, espress.” | _ » o Poco & pocad

2 In this measure we find repeated the motive of the episedes in the Fugue; note for note in the higherparts,
and varied in the bass. This is not the sole point of resemblance to {he Fugue; compare Note 8. o
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"8) Both in the Syncopated ‘motive, and in the eighth-note flg'ure in the soprano (meas. be-fort* the last), we perceive
. & presage of the followmg fugue.., the “shadow cast before” by the approachmg fugue-theme.

In the Prelude. b_

T/ i A ;..I

In the Fugue

-In the Prelude.

. )
et e
i Jv "p I - P g .!. A -/..‘ DR 1 “i

Ry N . . R e
& e ) e . b

. Intentmna.l or 1ot (and, if unintentional, ‘the ‘more. charactenstlc of Bachb genms) this thematic premomtlon
'forms one of the most msthetlcally justified -transitions’ with which we are aequainted. The cliromati¢ bass, a

. Variation - of .the orlgmal movement in qua,rter»notes, is, both harmonically and contrapuntal]y, of extreme beauty.

= Play 16 in somewhat retard;eei s1Fempo, and with expressive: phrasmg, so that each harmomc detail may be intel]i -

.:':-'..glble to :the listener.




146

Fuga XXIV, a 4.

(Largo.)? Andante grave e solenne.

5
- —— ——— - L
Y — — —— — I[.]’—'\ — hl
'-‘_'_ - < — 'IP_'
N N I o IR
Al P jrA - _
. guasi _forte . : © . oras|a“Schneller”: o o P
I."'EI. [
CR § ]

In the editors experience, the oft-recurring figures in 16th-notes induce. the efféct, through the eye, of an' allegro;

movement, thus tempting the player to undue rapidity. Our notation shows more clearly the grave, ponderous element.

intended by Baeh, and promotes adherence to a steady, solemnly measured movement. - The short shirs_. - trochaie
phrasing - are also by Back’s hand. o B - '

2) Who is not reminded here. of the Fugue on B-A-C-H? %

The relationship to the B-A-C-H motive is no merely superficial one, bit of a close harmonic description; es 18 -

proved by a few experiments with the themes; e, g.:

" ﬁ .
. oo 5 - o - 4 - .
2P) The “Bach” motive, employed as:a counter-subject, occurs - . _ - Soprape: —.
once in the present: Fugue, at the beginning of the Third - Part,” - e, T s EY

and in a form in closest affinity to that of our example b): ~
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5) These oft -repeated episodic e-equences kuld be of too slight importance and “above -all, “would be too loosely
related to the principal divisions of the Fugue, if they were not regarded as ornamentdl presentations of a the-
matic. .conception. They might be compared with the architectural leaf-ornamentation, from which, on cioser in -
spectmn, all’ kmds o? oddly conterted figures of men and animals peep out.

04 M s B s B e B N o
e = _ — S =SS +
rlTd i) r‘_!_L———\H i 4]

N — Iﬁferﬁretation. E IS z . R . _ S
S I R S N d L e . :
: — — e e e e e
- e e e e S S
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Free Bass - ' S
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pace cresc.
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— = = ;
o/ ] Pt A
1 1I T T
7y .

meno severe E # '
1t : '

- marealo”

. 8 ]'.llrlfl_é‘l"e ekténdé}ifﬁ;guéé”—(which aif_e

not l_inv‘arriab._‘[-y': the most dl‘tlbtlL ‘ones), it is-one of Bachs peculiarities -

Tot to say “mannerisins”. to.repeat-entire episodic perigds transposed to the dominayit, and ‘thie- to irtroduce-a -

* gertain symmnietrical o:tje'rrintp the contrapuntal undulation. Sueh is the case here:
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' Compare herewith the Coda
.6f the Prelude; and. the
Note . appended thereto.




allarzand. ) (free part).
ratnae (freie ‘Stimms)

V.l umbh
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8) The theme, at first teken up by the alto, and continued by the soprano on the third and fourth quarters of the:

iast measure but one, may be imagined as- sounding on to the close

_GENERA_L VIEW OF THE FORM

The hermome basm of the theme is simpler than appears af first glance. On laying bare its sinews, so to .
Fminor Fﬂ'minor ' o

speak, 11; takes on the following appearance: Observe that meas_.é

' ooniains in itself, as it were, the answer to the first.

First Part. Exposii;ion- Alto, Tenor, Bass, Soprano= 10 measures (ends with unresolved semicadence).

Div. 1. lst Episode (v. Note 5) Theme-entrance of Alto = 7 measures.
Tmitative modulatory transition = 2 measures.
2nd Eplsode (v. Note 8) Theme-entrance of Tenor =7 measures,
Imitative medulatory. transition 1 measure. ‘
. Seeond Pa,rt Div. 2. Imit. w. fragment of theme betw. A and s, imitatwe mooulatory tra,nSItlon, theme-entra.nce
. in Bass = ¥ measures. : :
 Imit. w. fragment of theme betw. 8., A ‘and B, entrance of T. (dax, D ma,,}or), answer by
_the B. (comes, A major) = 9% measures.
Div. 8. Imltat modul. transition extended to a 8-measure episode
) .Theine-entrance of T., transition. Theme-entr. of B. (end in tonic) = 10 meas.

Div. 1: Theme in Tenor (B minor), 8rd Episode (like Ep. 1 and 2=Sp.) = 8% meas.

. Th"d Pe.rt. {D iv. 2. Fragm. of theme in T., flren_le in B.:(from E:nm to B min) Theme in A.= 8 meas. .

We distinguish two kinds of episodes, differing from ‘éach-other in construction and motives.
The first kind (classxfled as Episodes 1,2 and-3) is ihe more mportant it has been analyzed in detail in’
7 Notee 5] dnd 6. : _

The second kmd wh1ch we term, for the sake of distinetion, “imitetive modulatory transmons”, is derlved ‘

.from the cloemg arabesque in the first counfer-subjeet - ', a motwe usually developed

in three or four parts

Fmally, we. mentlon a third (subordinate). kind of epieode mo\tiw W (a continuation of the:. '

S 1st eounter-subject), which oceurs in the exposition, and at the iiegmmng of the development—section, in com~- -
--binatlon with the motive, of the second kind then disa.ppea.ring airhost entirely.

.} is very 1nterestmg to trace the harmonic We.ft of th1s fugue, with its remarkable dispiay of “magni -
ficent disregard” typma.l of the genus.

*) Notlce, Jbesides, the fea.tures common to. this iirst episode (mea.s 7. a.nd 8) and the episode in measures 8
and 9 of the Bb rminor Fugue. o
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' Supplement.

- Bach, in"hi’s character of a harmorl}ist, is likewise a transcendental oli‘l*oma:ﬁcibt; when” he employs chromatie -

figuration in his passages, it is almost always (if not invariably) harmonic in complexion; e.g, in the Coda of
the I minor"Prélude In Vol. I of the “Well-tempered Olavichord” we met with no chromatic f1gurat10n of the me-.
'lodu: kind, and conseqdently had no opportunity to touch upon this important branch of pianoforte-technic.

For completeuess sake (for we think that murlv every.other sort of techmc has beeti mentioned) we shall
now add a few. lllnstratmns of chromatlc exerc;ses :

I. Fingering for Simple Chromafic Sca.les. ‘
a) Wlth the 8- lowest fingers. by Wlth the 3 hlgheqt fingers, - - e) With the 4 lowest fingers.

4 v a4 t - o 3 % 5 4 :-}’}3'1

mra 4 .

(Moscheles

tude in G.) N . Chopin's Etudes Op 10 NZ2.)

d) Wlth the 4 hlghpst fmg‘)rs‘ e) With 5 fingers (fingering suited for very
rapid rlaying in the 'kf_e,vs of B, E and G).

a)

e

L g i-f 1
b_) Ini thirds (comp. Note 1 to Fugne IX).
) 2 .

¢) In fourths: 7??:"55&
.. . 5 -

1

d Augmented* fourths, or dlmIIIISth f1fths
- e) le ordma,ry fingerings for ma_]or and minor chrom. sixths may be added here:

Iezm‘a esrmo |

n

III. Chromatic Scale in Anticipated and 'After-'striking' Notes, -
played with both hands, each progressmg- by magor seconds.

a) Simple scales (W1th or Wlthout doublmg in the’ octayve):

szmulated 3 chords,
. 2 S
. Presto ] ‘

b) Tn-chords; e.g.: ———

. _ . £

Wh]te kexs
- rh § - —z 8 .2 2 (Compare the aecand umber of

e) ,Diviszon hy black ' =i otc the Paganini-Liszt Etudes)

and white keys: t'mackkevq

- The above will stlmulate’,; a search for further. eombinations.
41658 a - Copyright, 1897, &y G. Schirmer, Inc.
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First Appendix to Volume I.

On the Transeription of Bach's Organ-works for the Piamoforte,

+ * » The. editor regards the interpretation of Bach's organ-pieces on the piancforte as essentlal to a complete pm— s

. nistie study of Bach. He demands, that every piano-player should not only know and master all such transcriptions.

F

hitherto published, but should also be able independently to transcribe for the pianoforte ‘organ—eompomtlons by

Bach Should he neglect. to do so, he “111 only half know Bach.

¥ ok The clavichord had many limitations.. Profound thought found correbpondmv breadth of expressmn only on

" the  organ. But -Bach’s thought goes, as a grand unifying elemernt, though ali his, works. - The forms in whicli it

embodies itself, whether on the organ or on the piano, discover a difference only in dimensions — hardly in cha-.
racter.or form. This one phase of difference 15, hewe‘er, often. powerful enough to lend his musical physio -
gnomy a far mlghtler stamp. '

» * « Among the master’s organ-works. one. finds- pieces written rather in phum-style and a,galn among the
piano- fugnes, numbers in typical organ-style.” His technical manner of writing is, at bottom, the same for
both lpstrllments aside from a few .obvious nuences, among whieh some pedal-paesagee are the moet prony-
inent. - _

-

In I]ld.l»\lll“' transcrlptlons for the planﬂforte of Bach's organ-v.orks, ‘there can, therefore, be 1o questlon as_

- to ‘msthetic propriety.

"« * » The admissibility of such transcriptions once recognized, how aver, our gain therefrom is very considerable. .
Piano-literature i augmented by the.most eminent works belonging to this brancly of art. So -much for the ar‘tlst
To the student, on the other hand, is-opened a technical field of the widest extent, which, following along . the

llnes cof the “Well- tempered Glavmhord’ permits lncrmsvd freedom of movement in every gdirection.

» *’« Both Liszt and Tausig have given satisfactory proofb, that such transcriptions ean be made without sink-:
ing to the level of mere mutilations: of their originals. We desire to reinforee and perfect these proofe, and.
to provide the happy thought of the Prince of Pianists with a basis of sy btematlc analysls *)

In pursuing this aim, many an unexpected and difficult problem in piano- _technic may be Pneountered
but - the striving after the right solution will surely lead: to new p1amstlc acquisitions.

"« * . But difficulties are not found everywhere. The piano possesees ‘certain characteristics which give 1t an ad-

Vantage over the organ: Rhythmic precision; emphatic exactness of éntrance; greater impetuosity aund d]btmet-
ness in passage- -playing; ability of modulating the toueh: clearness .in involved situations; ‘rapidity; - where re -
qulred **) a simpler mechanism, always ready, and everywhere at hand. The ability to sustain toues -on the plano
is, with artistic treatment,. less limited than ome weuld " s“ppose, ‘considering the bad name of the instrument in -
this regard. -The bass tones are really capable .of great prolongation, and may be sustained ad libifum by skil-
tully repeated and imperceptible finger-pressure. Fortunately, the majority of ‘the Bach org .m—fugues are written .

~in a more or less lively figurate style;. thus the prolongatlon of tones, the chief element of antagemsm between o

organ and piano, is so much the less .in evidence.
.« * » Before attempting the piano-transeription for an organ-plece one ought tirst of all to aequamt oneself

“witht its .effect on the organ when played “in masterly fashion, Llsten to its: performanee by some excellent or- -

ganist. Then expeériment yourself on the organ, trvmfr the different - stops. and their various cembmatmns Study :

‘and note the acoustic effects of the “couplers”™ and “mixtures? and endeavor to 1m1tate them suecebsfully

In the .choice of the position of the chords, of the intervals  to be doubled, and of the :octave- transpos:tmnb,
important. characteristic features for. 1m1t.1tmg the orgau—effect‘- are to|bé coneldered A single tone of the flnte--
stop sounds deceptively like a real flute; but play a polyphonic passa.ge with -this reglster, and the entire mdl- '
wduahty of the organ is manifested. :

% * « This Appendix is not intended for a separate volume Wluch ml,e:ht eusﬂv outwv the main. Work in s‘i'ie and

“fmportance; we must coutent .ourselves with a.coneise pl'esentatlon of the prmelpal points, aeeompamed by illu -

strative examples . These pomts are the followings

1. Doublings.

2. Reglstratmn. _

3. Additions, Omissions, Llherttes.

4. Use of the piano-pedals.
Fso B Interhi'eta.tion_(style,of pla-yin'g).‘

o

- %) We have often mentloned Tiszt perhaps not often enough for contemporary pia,msm owes hlm almost w i
ervthmg Musical commoners still delight in dec¢rying modern virtuosi as. spollers of the classws, and’ “yet Llszt '
- and - his’ pupils { Billow, Tausig) have done things for. spreading a general m:derbtandmg for Bach'and Beethmfen,
begide which all theorético- praetleal pedantry seems bunglmg, and all -brow- pur,kermg eogltationb of stlffly selemn
profissors unfruitful. -

»*) «It>is an adventage of the piano, that one can obtain u greater degree of rapidity upou it tl!a'n upou Y

"~ other ‘instrument.” ¢ op g, Bach, ' 7 : .‘:
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1. Doublings.

1. Slmple doubling- of the pedal-part. : :

Pedal-tones, almost without exception, are to be considered as 8-foot and 16- foot stops, i. e, ag doubled in the
lo-ner octave; this corresponds to the ordinary mode of writing for ’cello and doyble-bass: in the orchestr_a_.-In conformity.
mthjthe.pedal-technic, the pedal-parts are to be performed in a bold nox legato; a strict /egafo would, indeed,be wholly.

: 0_1113 of keep_mg ‘ &. Quiet movement, sustained throughout.
o Example 1.
(Original.)' ‘ - —1—
i Manuals.._ S - .
T e =
=) R | i
Pedal. .\ : =
. £ : EZ
{Transcription.) == > = = = e =
Pianoforte. ' p ~T p"‘ . ' u '
. ' ; | = I | K . :
< ] z = éll = o —a e —— i — ; :
e = == o =
7 - £ = B E v = PE} 3 g 7 § §
b. Quiet movemqnt,‘inte_rrppted by ,p'articiPatiop of -L.h, in ma.ﬁual- parts. - : -
: 7 Example iJ E. : Example 3
PVt VIR, .
S A i ==
. Organ. o el B JEN
B LA LA :F. 8 = — -
' &
i ) § , . e
e st \(JEhE e =——c
! — - I B T T '
e Ak d o dohddd A
Pi,anofor{e. _ g ,Z
- o e
(molto sost & N
mollo sost ' a
il basso} %o %,
- ¢. Figurate bass, doubled throughou;.
Example 4, 7 | - g
Organ. . £ £ £ e
- (CiTE=— E—— :
( .
Aliegro.
' # ; P {s .
R 23 B - :
‘Pianoforte. - --fﬂéﬁ a?’PBg_' )
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d Flgurate bass, with .altemate double and single tones (simmlated ocraves).

Thls ea,f;y moede of notation is well adapted for the doubhng of -chord-figures. - The ineompleteness of the hlgher oo-
tave is.unnoticeable- in rapid passages, as the lower tone contains the hlgher ‘as an “overtone”. On the other hand, the

‘interruption lower octave would have 4 most disturbing effect.
' _ Example 5.
— 4 4 J _
Orgar r ' ; -
S
Piancforte. . a

N

Pianoforte. s

- #ar so good: ? ¥

—— : J e = —==nm SR
124 e POplel Bl G
T - ' - (Tausig)
©. Bass . iccompaniment (example of dividing parts between r. and 1. hand).
Example 7
. Lentamente. _ _ .
e ,- —p e e o : . : ko ”
(=g ——

Piandforté.' :
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II. Slmple doubhng of the:Manual- parts. (The taste of the tranqcnber or the’ requlrements of the- muswa.l
sitwation, will decide whether the octave-doubling shall take place above or below. ‘The doubhng: in the higher octave,
however, should be regarded as the norm—lmltatmg a 4-foot stop.)

Example 8.

, _(Fantasia) Trés vitement.
Organ. S
- Pianoforte.
Anticipation and éfter-sirﬁn’ng of botk hands in sitmulaled octazes,
‘ Example 9.
Organ.

Pianoforte.

ln Fqusesi Ingalo

Also comparé ‘

. | S L . the first 5
— . — . = : measures of the
A : 1 - : 1 : - : 1 V

E-minor Prelude
- in-App.IT -
. . . , . 1 b (| to Volume I:
- "y = — —_— — -
¥ i - T F T 3 #":‘ ':";5 2 I_‘-c-. »
b. In two parts. -

Examplc 10.
- Obgan.

Example 1.
(Manuals)

©* Pianoforte.




, A 158 ) : :
.. When both parts are in parallel octaves (see next Ex.), the lower part is already doubled in unisen with the “higher;
~we therefore have only to add a third real octave-part. . '

Example 12,

N ol Y|

Organ. SM =Sg=Sgag
)

(Manual’s.—) ? '

%

#
" o — - —
- hys T
Son Vil W S W N

Correct.
Transcription.

- Free - . : — - #
(pianistic) _ , _ - . ' <
transcription  Simulated (interrupted) octave-doubling of passages in sixihs (chords). _
by Tansig. ’ ’ ' -

Example 13.

Organ.

(Manuals)

Pianoforte. s
i3 Version. ?

Pianoforte.
28 Version.

‘Tansig's
Version.

(Efee_lrektmmt of the inlervals,
and neglect of the organ-fone.)
! LR ;

If possible, avoid writing octavé-passages»fdr one bhand alone in these two-part manual~ doublings (more especially
in the soprano--or inner parts). Their purely pianistic character, and the ‘impossiblity of obt'aining a perfect legato, are -
" the reasons for the avoidance. ) ’ )

Organ.

{Manuals.) I B

o Incorrect
- franscription.

" Correct
wi frenseripfion,




'¢: "In three ur more parts. 5o

- Example 15

- Organ. .. .

(Man\lajls-) ﬁ - . " . _---—--—-'—-‘-- '

%;
/ET
HA-
¥ o

. Pianoforte.

. Exampie 16.
~ P J/—-—\Jr

Organ. - @::r“_?‘_%mﬁ

(Manyals.) ) e - \Jbi ..

-2y oY

' Pianoforte.

e
rTrTrs

- 1n. many _piako passages, the doubling of the lowest- part may be omltted The first overtone is. sufficiently pronu—_
nent to  cause the illusory effect of an actual octa.ve . In the following example, this method is especially justified by
the staccato character.of the bass.

. o Example 11 : : . :
-Organ. \Pbg———— - o ' o % = 3 == .
A R TP LL LTI T [ L LT T wem
(Matinals.). )| - I : ) &4 e | o . . _ . . !-u"e'z‘g' 3
B : ; I .7 I_._i##_glf -+ E. : F— = : . H T . ] k =
L é r . - e B
= | T
: L ; & S S S o - = : =
| Pianoforte. L legatr ' {J. J, 4 J ‘[ f_l J_ '[
JBE : {I " E —i! —% IF i" ; + r

“(the - after stﬂkmg a inthe rh. represents the doubling of the inner part) ‘
' Atso comjbare ﬂze 2- - part passage fomards the close of the K minor ﬁugue d Appendzx [I to Vol 1,

Example 18.

Organ.

(Manuals.)

g :Pia;}ofbrt_es__' é ‘

Tau51g)
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III. Doublmg in the Octave of all Pedal- and Manual- pa.rts “{Seldom pracncabre throughout To render
it possible, the doubling must alternate between the lower and the higher octaves.) '
a. The manual -parts doubled in the Iower octaves.
Example 19. -

'Org‘an:
s = ==5i i
d I |
tranquillo g ey
| = s
“Pianoforte.- : .legato-

b. The manual-parts doubled in the higher octave.

Example 20,

Pianoforte.
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¢. The mahﬁal_~parﬁs doubled parily im the higher, partly in'the_ lower octave.

d. In simulated octave-doublin

Example 22.
el

g - throughout.

4 I

| —— |o——— [ 1 1 |
03 = ] L - g
Era - v z--“llfm )
= = =
| o AT
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IV. The tripling in Octaves of any part is commonly employed only in unison passages. It is hardly practicable’
with more than one part. True, passages in thirds or sixths (“two-part”) can’be executed in triple octaves (“six parts’);
but the charater of pianistic bravura is then altogether too marked. (For triplitig 3-part passages, compare Section 3 of
‘thIS Apvendiv) . Tn this sort of transcription it is advisable to add a lower and a higher octave to the _original part In
the case of pedal selos, two lower ogtaves may be added (16-foot and 32-foot stops). -

a. Pedal-part, in tﬁple octaves throughont, - Example 24,

Organ (Pedal.)

Piano.

b: Pedal-part in triple octaves -divided between the hands (legato effect).

Organ{Pedal)

Example 25.

* Piano.

G _Pedal-i;a’rt in anticipating and -aft_'elf-s"trikingocta.ves {(imitation of pedal-technie).

Example 26,

gl

1.4

%
s

wn

e

"

cig
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TSt [1TTeMTe __ | %ﬂ#
_ i)
m [ . il
s W 2 3
. BLi ] mu U] - 5
1) = (e
L ;
1] 3 I
S ] g
2 J ,
\ £ 1 ol 1
L M ‘—u : t.H
oot i
CHR | o
43 il 1 #
5 n WA .
.TM . oL N
R ol I
..m, i +mm T+
g 1/
=
=

errved lo mannal

2

1

e

—
: [ aﬂore practical execulion:
S

t2 £

s N

Fe
: Example 31. :

-
T
e -
wﬂ, d » te
g I [
w 4._-4 p ! i
e LR
. t.-
all |

=
53

-
2
=
>

Organ(Pedal) ___
)
Correct
§ Execution:
o Example 30.-
+ 4
£ef
G
Q___*y‘
Organ(Manuals)

£E

Pedat-examples b and ¢ may also be tran
e —

Tansigs
transcription
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€. At an interval of two octaves; single manual-part. By reason of the acoustic laws already mentioned,the omis-
sion of the middle octave will not cause an empty effect. This mode of notatiow, which must be classed among the
- “triplings”, is really extremely well adalite& for rapid running passages. To quiet pieno movements it lends a peculiar
tone - color, which may be happily utilized in Registratio_x_i”(q. 7.) ' '

- = £ e o 01
T 1T T T T
R A e
== ol P o
(eI, — %L _Ha @™l 1 - I et s ] — —- — — — — — .- . T -
T s g | I T O I O —— — — — — - — — i A I B B il
W a—t . (A T T T T T T T T g
7 T ng hg [ T E

" Pianoforte.

~

. strike and hoid.
g. Comhination of d and e. .

: Organ Exampie 35.
Organ(Manmal.) _4 g / _
: ST HE {Manual [
p . 2F fﬁ\ Flea
Pianoforte. )| . Y,
(Tausig.) Piano. f ‘
AL ik
h. .Other combinations. _ ' o '
Example 36, ' ~ Example 37.

£ i _=

-(Pedalton nachschlagend )N B. (Ped, '
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i, Attempt at tripling all parts {not to be recommended).
Example 38.

T

Pianoforte.

- V- Doubling of one manual- part, the rest rem&m.lng unch&nged
“Thotgh it seems best, in general to apply any attempted douhlmg to all the parts equa.lly as far as possuble the
[eadmg part may occasionally be doubled -alone, for -the sake. of emphasmmg the theme:.
a. Doubled - Sopra.no_
Example 33. -' u'

- _ (Manuals)

!'Piaﬂéifoi_*té.
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b. Doubled Alto.

Example 40.

Piénofo;{e.

C.

‘Example 41.

Double_d Tenor.

r

d. Doubled Bass (later doubled Alto.)

| 4

" Pianoforte. 3

=
t L=

|

|
5=
¥
1

g

- N
o~ _ -.
3 .
2 Ml
=
o
il

Al

e -

—

Organ
.{Manuals.)

Pianoforte.. 3
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2. R_eg_is_tra;tion."-

In the. reglstratwn of an organ-piece the transériber should, first of all, consider the usages of organ- plag ing |

‘and . the well-grounded-traditions of organists. His decision as to how far he shall follow them, and what shall
be substituted for anything he may reject, constitutes precisely the artistic and reflective side of his task. He
must - compare thé tone-material of the piano with that of the organ, and a.rnve at a compromise = between the ef-
~ feot demanded and the means at his disposal.

The fundamental coutrasts in the organ- -registers may be thus classified:

‘ Simple foundation- stops — Mutation - stops
~ Flue-stops (Flute-work) — Reed-stops

We shalI not attempt an enumeration of the intermediate . gradatmns and eombinations, whase possibilities are we]]mwh
infinite, :
The transecriber should consider whether darker or lighter, stronger or weaker, milder or sharper tone - effects
are to be chosen: whether doublings are to .be . employed, and, if so, what kind; the position — high- or low, dis-

persed or close; how the pedals are to be used; exactly what dyriamic signs are needed. He should providg for

diversity in his combinations of doublings and style of writing, seeking -variety and contrast.

The fundamental requirements are Organ-effect, Observance .of the Organ-style, and Playablhty, these must

be adhered to under all conditions.
If any one rule is to be observed (it is not the editor’s intention to pose as a law-giver), let it be this: To

refrain from doublings in the 'Expesition of the fugue, and Ilkew1se generally in the Episodes, and gradually to

cumulate the dynamic effects towards the close. - By this means will be realized that continuous mtensrﬁcatronwhmh
is in ‘weneral — in the editor’s opinion— suited to this species of composition.
The change of registers — the increase and decrease in fullness — should take place in sharply marked grada-

. tions, _abruptly (“in terrace-form”), without petty d}"lld—mlc transitions; this style reproduces one of the most cha-
. . racteristic peculiarities of the organ.

“ In this style of playing — the art of planefarte touch — is found an important adjunct to the registration. Com-
pare Section 5 of this -Appendix.
2 Were we to . attempt, by the aid of quotations from Bach to give illustrations of -all classes of registration, the
" result would be either incomplete, or excessive in detail.* We have, therefore - constructed one specimen-example, in

which a rumber of possible shadings can be displayed. -These latter are_tabulate'd _h’y themselves.

*) The editor, in his transcriptions of the Preludes and Fugues in D, Eb, and E minor, has devoted muech ecare
. . to. the repgistration, ‘and begs to call attention to them as a series of examples in point. His piano-transeription
_of Bach's Chaconne for violin may alse be added to this series, inasmuch as the editor has, - in both cases, treated
the tonal effécts froin the standpoint of organ-tone. This procedure, which has been variously attacked;, was justi-
fied, firstly, by the breadth of conception, which is not fully displayed by the violin; and, secondly, by the example
_set by Bach himself in the transeription for organ of his own violin-fugue in G minor.  On this head Griepenkerl

remarks: “If is' important to ohserve, that the Fugué by J. S. Bach was, in all probability, originally written for

violin, In this form it is found among the well- known six sonatas for solo violin, and in the key of G minor;

whereas it had to be transposed for organ to-D minor, for the sake of effect and of ease in execution. The Prelude

s dn entlrely different one, and in the Fugue all pussages peculiar to violin-technic have been altered to suit the
organ- keyboard aelde from these dev1at10ns, however, the resemblance is extremely great”.




- 168 {change of registe '
. 3 gister)
Example 43. :

»

L.10N
T
0
T

()rgén. ’

W ! ’
R

(con 8% bassa . . . _ mmmmeem o L%y

1. - 2. Same, an octave hglzen.
: ) = i

F il
a— -D_a--‘q!!-n-un_--n

/{Ej
iy

- I T 1 1 LI L I—; | 1

4. 5. bame, 4 actrme, or-
——u 2 gctaves, kigher.

ﬂzeseexamples fbj’:"-'aicon'trast_:'ng transeription of the after-phrase. - .

16._Same, an octave highe

£ d 44

Complete. each: of:i

Each of these 16 examples in registration , may be multlphed by other vana.nts different. u;namw marklng (p‘-nfﬂ,
or by occasional use of the soft pedal. _
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‘8. Additions, Omissions, Liberties.
L. Additions.

Fllhngs or completmn of ‘the harmony, occur for the followmg reasons: To obtain greater fullness of torie; ‘where -
.two patts -are too far apart;  for ‘cumulatiye effects, ‘and chmtnzus, as a snbstftute for doubhngs, when the latter are
_lmpra.ctmable of execution: t0 enrich the piano-effect;: ete., etc. .They are ‘usually . harmonic or figurative; - seldom of
a -contrapuntal, melodic, or in any way independent nature.. The natural mtrodnctlon of additions, Wlthout vmla,tmg the
style, is-a touchstone of the transcribers taste. - :

.. . % Example 44, . Exapplé 45,

~Pianoforte: :

Pianoforte. -
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s

+_*

AEePep )

»

 Example 48.

{Manuals.)
Organ.,

Pianoforte
{Tausig.)

Example 49,

@)

]

. Organ szml&‘

Pianoforte.
(Tausig.)

N. B. (rhythmic addition)

Example.

. : _z_i"f

,fﬁ"(?)

T

Organ(Manwals,)

Pianoforte. -
(Tausig.)

Example 51.

eon Pedale

L_54
i

Org&n (Manwals.

" Pianoforte.

Organ(Manuals.)_{

- Pianoforte
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Example 53.

Pianoforte.
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II. Omissions.

Hlatuses in part progression, . mcomplete doublings, inexact reproduction of the positions of chords, and belated or
anticipated éntrances, necesgarily arise:— From the limited stretching capacity of the hands; or from facilitations in
._playmg, ‘or where“there are too many parts;.. Frequently only a single tone is omitted,. transposed into the octave, or
- replaced by.some other harmonic interval. With careful treatment, the effect of such omissions is not very dlsturblug,
| exeept in the part having the theme, which part should, therefore, be spa.red Wherever possible.

Pianoforte.

. Example 54. .' E_xaq@ple'55._ - - Example 56,

"Under this haad we also reclmn those one-: 51ded but. useful,. doublmgs of

rufls in thirds and sixths,
Also-the nccasxonally unavmdable omission of appoggiaturas, mordents, and other ornaments

which can be ‘executed w1th one hand - e = e e

B




Exampie 58,

. P .p—_f-‘-lp-

N

:

| H-;t -| -?;U F‘%?
Example 60. ' A

: L& : S :‘:tgl'.
e

,'Example'SB.

# "g Ttz

*): Compwe Note on the “Sustaimng-pedal ”, p. 84.
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ITE. Liberties.
Free arrangements are, in view of some 1rreconcllable diversities in . the tweo mstruments not madmxsmble ) They
"may be of a technical or of.a formal natuare: “Techmcal” when, they consist in an extensmn of the passages, ‘Orap
alteration of certain figures and rhythms; “formal”’, when they occasion ha.rmomc, contrapuntal thematic *. ok other
‘modifications of the musical structure. Of such liberties the Preludes and Fugues in D and E}r (as transurlbed by
the editor} contain three examples, of which, in turn, three .subclasses might be distinguished: '
1. In the Eb Prelude, a skip of 18 measures. previously heard;
"2. Anp harmonic suspension (mstead of a full close) -at the end of the same Prelude, followed by a eadence-hke
trapsition to the Fugue;
3. In the D major Fugue an added “Coda’ falthfully lmltated from an Eplsode in the Prelude {Compare the
above-mentmned passages in- the pubhshed works.) -

Example 62.

'Ilh‘t‘skmtzbﬂs- of the first kind. ‘ ‘ ' , a )7 b)

Example 61. ‘ e 3 _- Gqu 55; 1=

vrgan= -

Pedal.
Piano.

Léft hand.

il

3

ra
b

wow
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lttustration of the secoud kind. (The reason for ;:'Izoosz'ng this form is, lo give the thems the grealest emphasis at the cul-
cminating poiut of the Fugne.) o : |

Example 65.

. e - 1 i= . = 2 >
—t e ———— — : : e ——
X .
Organ

(Tausig.)

i WM

Free p;’dno -

FExnct punm =
: tra;z.scrzpiza?z; §

sy - ‘ W

Lranscription. { 1 ' I
4 : #,j _ -:- P »
- Hlustrations bf botk kinds. i
Example 66.
i o e =
e
. Orgmz.. _ ;_f_! — N

Piatoforte.{| , ) ﬁ .

-
D eff, e joef
EEEY e L L PP PP ey
et Presto.»
e f'? 1‘4‘ [ U D N A i | =1 .
™ ?T' ‘ _ - #3* - ?:%j'é"’ﬁ" -',.f;-;" : - d .‘I‘I?'H'J#IJ“' jzi"{_i

% “The embellished cadences are like & bit of 1mprov1sat1on They are executed at the elose of a piece, without striet
adherence.. to. the. tempo”.

C. Ph.E. Bach.
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4, Use of the Pza,no pedals.
(a) The Da,mper pedal (loud pedal)
Do net believe in the legendary tradition, that Bach must be pla.yed mthout peda,l *

While the pedal js sometimes necessary in Bacl's’ piano- -works, it is absolutely essential in these trauscnbed or-‘.
gan-pieces. True, in the piano-works the inaudible use of the pedal is the only proper one. By this we mean the

- employment of the pedal for binding two suceessive smgle tones or chords, for emphasiziiig a suspension; for sustaine

ing a single part, ete.; a mdnner of treatment by Whlch no specific pedal-effect is brought out. - Indispensable in the
legato polyplionic style, its employment is also fully justlflable where the instruction “senze pedalg » 'is  generally
observed; the pedal being, as it were, a substitute for a missing :hnger

(That the disuse of the pedal is often its best use, is 8 saylng ap‘phcable ‘not only to Baeh playmg, but hkemse
to piano-playing in general.) -

Wherever possible, sustain the tones w1th the hands rather than with the pedal.

Sweeping pedal-effects in a pianistic sefise are foreign to the gtyle. :

Where chords (solid or broken) are takdn with the pedal,. lift. the hands mmultaneausly w1th the pedal A vaguely
prolonged sound is contrary to the nature of the .organ.

In passages intended to imitate magmfment “full organ” effects, 'l:he pedal is 1nd1spensable The Ara.lsed._._dampers
produce no. ill. effect with passing- and changing- notes, and the like, Consider, that the mixtures opened with. the

-ful) organ contain the fifth ard octave, or even the third and seventh of every tone struck. An approximate. nmta.-

tion of these tone- blendmgs (tone tangles) can be- ohtamed on the piano, only by uslng the pedal.

L
CUERY

© 7" Example 6.

(Adagio. : : o .
a) b) S S ' ' cd)

0 1t is kept allve by peop]e who also demand that Bach should be played only on the. splnet or clavwhord “These .
are theé same persons who irritably asseverate, that much playing of Lisat: .injures a pianist; ‘that Beethoven's ; power
of invention, in his third. penod was -enfeebled. by -age; that® ehromatle\ trumpets are unmusmal instruments ;=" all
debatable opinions, which we mtentmnally refraln from oontradlctmg, a8, the .aim- cf thls work 18 neither controversml-,
nar to provoke, controversy. . - O _ e e :




Example 70. o Example T1.
3 ——
—1 - 1 T | - { B3
® %% %, % I,

- (For the uge of the damper-Pédal, compare (in general) Liszt's tran"scriptmn of the & minor Fantasia.) :

(b) The soft pedal.

Touchmg the soft, or left, pedal (marked “wno corda” or “u.¢.”) let us say.at the outset, that it may be uded not-
only for the lest gradations of “pianissimo”,- but also in “mezzo forte” and all the intermediate dynamic bhadlngs The
- case may even, occur, that some passages are played more softly without the soft pedal than - others with it. Thp

 effect intended here is not softness of tone.. but the peculiar, quality of tone: obtained. (Compare “Reglstratm )

- Example 72.

. Example 73. - - _
poce !egafa, )
g frepm—— - #

Exampla 75 ; n % /

“Moderato mneftoso

. fre corde.

“una corda

(Compa.re the Goda. to the edltor’s transer. of the D major Prelude, and” the E minor Fugue in App. 1T to Vol. 1)

‘The entranee of the organ-pedal—pa.rt in the exposmon -»f a fugue may, -as a rule, be advantageously supported hy
the soft pedal The exposmon as a whole, and also-the eplsodes -are usually benefitted by the- soft pedal. (Comp.:
-~ the’ Fugue in: Bb = The editor plays, for instance, the repetition of the secondéry theme (beginning in F'minor) in
the G. mmor Fantasm, thh soft pedal and in the evenest “zigno” up to. the semlcadence in G.minor (i.e., 6 full measures)
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(¢} The Bustaining-pedal.
. Many modern instruments are. furnished with a peda.l by the aid of whlch single tones may be sustained (their
dampers lifted from the strings) while all the rest of the-keyboard is playing “semse pedale”. Tn.order to effect
this, the sustaining-pedal is pressed down just after the notes to- be sustdined are “struck. audibly or inaudibly; and they"
_sound as long as the pedal is held, and with greater purity of tome than with the ordinary load pedal,. because the
other’ strmgs cannot vibrate with them " The loud pedal can be employed at pleasure while the suetammg—pudal is
held, . as it. does’ not interfere with the action of the latter. In- playing any figure confaining the tones held by .the
sustammg-pedal their sound is reinforced and prolonged with each repetition; when thby are repeated at lfeglrlar
intervals of time, their tone is mdefmltely prolonged.” :

(Notes for the sustiining-pedal are square.)

- Example 76.

— EE TW N N
--“_ﬂ-- -

Example  T7. Sust.~ped.

senza Pedale

ﬁ? .
¥ strike szleﬂﬂfl/,ta]remt -
pedal, then Tt hmad

o

==,

4

i

. senza Pea’ale

|

5
%
|
E
1

.gf: % : Hi‘—“é@ = "i‘—_ﬁ . @?::i

fus ébove)_

Real drgan-effects can be obtained only by the combined action of the three- pedais

As mlght be supposed the editor has not- sucdeeded in “discovering all the hidden possﬂnhtles of the sustaunng--
peda.l" the followmg' 1llustrat10ns will show the results nf hlS investigations hitherto.

Examp'le 1’9; '
" Sust.-pedal alone. -

' senza Pedale # S.W-
: I - N ) . 2 efc.
R - - hot




Example 80,

Adagio Sust.-ped.and loud Pedal.

3 = g
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Example 84.

LT Adagio. Sust-ped..(r. foor‘)r

Example 85.
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~ b, Interpretation (style of playing).

Let the interpretation’ be on broad lines, full and firm, and rather hard than too tender, " - :

“Rlegant” nuanoces, such as a sentimental swell of* the phrases, a coquettish ‘hastening and retarding, excessively
light' staccato, over-flexible legato,  over-employment of the pedal, and ‘the like, "are bad habits wherever they occur;
in ‘Bach-playing; they are offensive mistakes. On the other hand, a certain elasticity in the tempo, when applied on
a large scale, lends to the interpretation that trait of freedom which ‘charactérizes every artistic performance;— for
‘instance, Bach's organ-fantasias' ouglit not to be played from beginning to end with stiff metronomic precision.

The study of touch* is of the first importance for our purpose. The gtudent is required to -acquire as complete
" a scale of dynamic gradations as possible, with the ability to maintain unimpeachatle eveaness in  each gradation.

More especially in the Soft registers (which call for great variety of shading), a dull and rigid monotony of tone is
demanded. I Lo ‘ _ '

In the organ, the pipes belonging to one and the same registers are “equalized” with the utmost care; any tone
‘¢ven a very little louder than the.rest would fairly scredm in comparison. .- A R .

‘When ‘any -part, on the piano, is to-be rendered more prominent than the others (theme, imitatien), let this con-

trasting register — like ‘a solo-stop on the organ — be likewise, and in all its: tones, perfectly smooth and ‘even in
Cquality. . S _ S , R |
" One advantage which the piano has over the organ is, the ability to render prominent (accent) one tone above the
gehieral level; and it would be foolish not to utilize this advantage where ifs use is musically justifiable.” The melodic
episodes; too, should breathe inspiration and feeling, and powerful intensificatiens should pulse and vibrate with life,

- Be specially careful to strike all the tones of & (solid) . chord together. Arpeggios, or the hasty anticipation of the
- bass, are of very doubtful taste; firstly, because contrary to the character of the organ; secondly, because they produce.

the éffect of over-exertion, Moreover, such basses lack the necessary. weight. . For these faults the transcriptions them-
gelves are usually answerable; it is the editor’s business ‘to forestall such awkward difficulties.’ S

)
“Organ:
- et = e
1 Inlp—— | | “—
. o/
— ] —
F‘é' 7 #I =
fop
Pi’aaofo}*fe.
ot good)
" better.

Example 92_.*#.

PREN

e o -l
1 e P S U W o I

not S0 ’,ﬂl‘odd, _ . : . . )
% ~0n; the organ, the pérformer mugt skilfully gelect his registers; on the piano, they mast arise under his. very fingers:.
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Exaﬂple 93.

Organ.

~

"UOPTLAISUD AT - 3740 JOUDI T

not good.

befter.

. still belfer.
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- {Also comp. numerous examples in the transer. of the Eb Prelude and Fugue.)

sustained tones in passages like that

‘Another help in imitating the organ, is-the inaudible repetition of

below:

shown -

&

silentty

.

Example 94..
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‘Example 9% o
"Molto lentamente '

Ped'ﬂk — 5 % & ; 7 £ o - E‘_/E T _ _E E . .
7 Pegﬂlfﬁndﬁ — 7. ' . \_“J ; . \.,_“—/ - | : B |
una corda fogether. J/__\‘.’r“j J_/‘—-\ﬂ h_J ] "“-m‘ ; J_/ >~ J ‘ :
. L . . _\2 - . . . 45—2-
~ Execution of . lsitent) | |

" the inner part. .

“Example 86.

Exeention: EE .

(M_o"re' on 'Int_erprgtétion:in the chapters on Rega’strdﬁrm and ke of the 'Pe‘dal-s_.)

R 6. Supplementary.

- Higher demands a_.re‘_made'-'by: the transcriﬁtion of certain kinds of orga:@-pieceéiﬁvhich canmot be thoroughly mas-

~ tered by one player on the piano (tuking into consideration the necessary: doublings) because of:their too intricate po-

_ lyphony, or which, because intended for two manuals, present other insuperable difficulties in practice.. * In either
case, the problem ‘of transcription may be solved by “arranging them for two pianos.* (Also compare the Variant to.

: Fugue XV.).-

‘Example 91, T :

N ] e I | 1,-—-\Fﬂ=-=ﬂ [ e
Orgen. efeed pfee| s  pfpes” |wfser tlee| -
: i t et G e e = o [

| Pianoforte - X

Pianoforte II. " - '

f)"‘r‘rﬁp;ch‘ himself; -for similar reasoxs, ‘onice took reruge in this expedient; .it was in the ‘two fugues: before the last,
in b4 contrapuntal bequest “The art of Fugue” o
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Example 98.

Allegro (sostenuto.)
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Ou.r problem is presented in a Wholly different aspect when we have to metamorphose an organ- piece, by
transcrlptlon for piano, wholly into the style”and character of a plano_pxece_actually to translate it into the
language of the . piano. Just as in the case of “orchestration) our suecess’ will now be the greater, the less the-
nature of the pianoforte’ is disowned, and the closer the musical. thoughts are made to conform to if:they should
not by simply translated, but repoetized. .

" All'the resources of the instrument are to be utilized where they can enhance the effect the freedom of
transcription gains wider limits, ‘becoming “ellmgh unlimited when_ as in -the following model exam,ples the
transcrlber works with his own eomposmo ) -

Example 99,
' Afl nofes held.

Organ.

|
-r-r-r——r—r—ﬂr-rﬁ-—
v

il
il

bE 7

*) From this standpoint the editor ha.s a.ttempted a tra.nscnptmn of Liszts Fa.nta,sm and Fugue on the chora.le in
Meyerbeer's Propbet ' - .




p 2

. o if2 d ‘ '. h#‘##I"":“ i
:Pia.noforte. .s‘émps;'é If e presto

v

v
Y

v

P

F Lisst. -




ey

'\‘,_____/

(2.
-1
T

/‘\
¥ i
L 14 A
. A, A
ST
— T .4 I Y
o
jl:
"

ere
|
ﬂl:
1

[ gl.?—

=

I
T

188

l\-._—f"\..__.__/"-..__- e

P
i

|
ﬂl 1

|
I

rehe h'i‘l"*i‘
LIy

|
‘ﬂll

|
1
Ty

b e e

<
~
rr

—.|
| |
|
Ea
1
T
-
-

k- . B3
T

Py, |

L I.
13 1
T
<X 3 O
H

Example 100.
S ———
1 1 1 : :
L L
in be

bhe
e _4
-
o
i
X g
p{]ﬁ'ﬂ -
o ]
17} 1
-
1o
A 1
[ 4 I !
& 1
;
1
4
S —_——
] !
1
1

Orga;n.gﬂ
Rydid] |

X
1r
1 4




Pianoforte;

189
: E Quasi Allegro moderato.
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cata e Fugsa in'C, the Fantasia in G,

F Liszt.

- As acceptable tasks of considerable magmtude we recommend for transeription Bachs ToccatamF, the Toc-

and, for a .4-hand arrangement for two pianos, the Passacaglia.
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Pieces from which the preceding

anmples are quoted: Numbers:.
(Bach’s Eb maJor‘ Prelude & Fugue et R0 3.5, 116,17, 21. 40, 42. 44, 45, 46 52_.
_ 85, 86, HT. 68, T4, 75. 85, _
» D maj_or*-Pre'lude_ & Fugue ....... S — 4.10. 15. 24. 88. 41, 47. 51. 69, 70 7. 78.
- o 79.80.94,
rn'r. D minor Toccata'& FUBUE ... 6.9. 12. 18. 18, 81. 84.48. 49, 50, B4 81,
S | - 62. 64. 65.. | -
§ " Passacagha i S el 1,19, 20. 88, 89, 98, . 97.
= »  Fantasia in G major ............cccceeurnne. 7. 8. 80. |
i i » Toccata in F major.......... SR ... 22 23. 26.53. 58, 50, 81.
j §0 _ ',-.» Toccata & Fugue in C major...._.....-' ..... 14 R5. 28. 35. 36. .37
| 5 B Fantasia & Fugue in G minor........... 68, 83, 92.
" 'Fugue (Vlohn fugue) in D minor........... 68, 91.
o Prelude in A minor ............ e 820
»  Toccata (“Dorle”) in D minor ............... 60.
_ » - Prelude in G minor................... e 82,
»  Prelude in E minor......... e 29,

( » 2nd Concerto in A minor (ace. toVnaldl) 98".'.

” 'Chaconne., ..... e e TR
Beethovens 4th Symphony...; ....................... L84
Liszt’s Fugue on the Name “BACH”.............. 99
Liszt's Variations. on “WEINEN & KLAGEN’i ....... 100
(on a ’\Iutlve by Buch)
Original .................. ..... e, 27,48, 67 76.77.78.86.87, 88, 89.90. 95.96.
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Prelude and Fugue.
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Second Appendix to Volume I

(Example of transcription from the organ for the pianoforte.
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‘Third Appendix to Volumsé I.

Analytieal exposition . I
“of the Fugue in Beethoven's Sonata; Op. 106.N-B.

st Part: A.-Exposition.

Y [ Thems Mg ' — @ - — n

. - ) ] . - I—_’L__,__.J-——’,-_".,__/“
¥ Motive A Motive B| B - 1 o2 — —
g ﬁ —— —— — Mo teEC .

crescendo - . -

ELFEEr oL iddd 2 Aok .
Extension of the theme (free) .. - - = -, - - o - _ _ L _

‘ HL

e —

| Motive(a o 1,1 . if 1 el tue

¥ | — 1 F ] {&E 1 (Motivelb,a | — bEE
'l Countersubject I. | - = : R “*_-\/.‘—""—_—"'*""Gontraction of b, 1)

iy : 3

-movemert of Beethovens opus 106_. a work of -elementary power.

#ing of unrest__ the lack -of pleasurable ease.) - ) , C
. Only Frequent and finished performance, and the provigion of a complete view of Beethoven's intellectual
procedume, «an make hesil mgainst, and pessibly overceme, this unpopularity. The editor has tried hoth ways,
" in order 4w 7lift this piece, decried as “ugly and unpianfstic” but really masterful and full of genius,to its rightful
place befiore the public. In this he has merely followed Hans von Bilow, whose model edition of this Fugue
s supplemented here in eme direction. . " - . -

(1) . The theme comprises oily 6 measures. Of this we furnish two proofs: (1) In the course of the Fugue,
‘Segins the theme with the sixth measure.

- ) . o
Theme

Motive C-qa_'l} }LJe' subdivided thus:

B >
§

is regarded as thematic. At the same-time, a special type of the -diatonic- passages is refained.

N:B. We should not. regard the study of the piano-rague (which is in fact, the chief aim of the Well-tempered -
+Clavichord) as gompletely concluded, without a mentiom of the climax. of all piano-fughe ‘composition, the last

By ‘he illumination of its formal strueture, light is also thrown on its conception; mothing in this fugue is so
.ghscure :and turbid-as %o expluin its undeniable wnpopularity. (We should rather ascribe it to the immanent feel-

‘filre. theme is mever exactly r@mﬁmeﬂ beyond the - sixth measure; £2) the “canon cancrizans” in the third part,

(2) In this Fugue, the movement in sixteenths in itself, without reference to the succession of its inté;'fais,
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| Imitation of inner part.
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Counter-subj. I'and II in angment.,set in one par‘!:.

" AP SN T
:_;'- Y 5 - ‘ - 'I 1 - L el' .’1 1 r.v"j E' 1?.' ‘I- 1 -
%‘I’ ‘Eflfr' —:F 'i_.ﬁ I';lu r 3 : 7z Y J qu_'_: E y - === -‘J' —3 )
: ! ﬁ'Tlleme in _aungentz;tion {doubled values). - ( ﬁ) ﬁ ' - R ¢
- 77712 measures. ' oo, | E Py N
) o ' Th. in cpt. at the tenth, :
. lestoy 2~ m ' Free Imitation of Theme C (extension) Fragment
. f’} = %. b :.5, g hu é; S . C.S.I.b,Frag.r{rh—"_ .
by St e P e g Eé& ﬁgﬁiﬁ W:#F%
* ' ¥ ' S W r S F WAL S = ,
, - _ f o [V MeB.  IThB L
— e _ _ S - - @
: S P e SRR = = == 5 ¢ = F .13533.3
ogf of W :f _-}f -gf \fb of _.g“ of | ;i; | | ’(fq’f I

1C.SLb.

o

of a stretto, in contrary motion and augmentation, between, Soprano and Bass. St_x'ettq;like play with thematic motive

_fthe : —
£ e SSdptigiassi=s
' of of o ' umal '
o e e e e e
i = 1 r 3 r _lﬁ i‘ :
i . e el
: T = i H— X
E FEEEEIE El e
) _ . #9997 2 z
- N - . ) y \.—/
(Th. A) in augmentation. - = - — == - 1 ,
e L M e
54 7 - A e ,A.sf T F _gﬁm}t.c- *I.L = l#@
M e e ———t F— - S—
e e e e ﬁ%ﬁt#ﬂ
* g i\.../-d' * ’ .l — ‘sf. i\'.)d’b&* e dimin, ; i i . _ R
\PE e e e e ]
. s et . . b 1 1 n : T T ) T — T i
= |'!f;~..,é' T § C.S.1 b, in original value. len)t oAt
[ Rttt i . - ) i a S —— .

Second iﬁdependent episode..

(Symmetrical counterpart to 1st Episode.)
® ' ;

2 2E

1
T
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Transformation of
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and Alto. umtatmg (8- meas) Extension of 1-meas. sequence motive to 2. measures. Four repetltlons of the. same,

Zoo . o N

Imitation of the‘preeedmg4 heats and
transition. ) -
ol £ s £F

|- c{iﬂta&z’lg

——alifliiie | SENIPTE PUIND .

matic movem. in 16ths. . [Answer in the fel'ative key. :

S
4
- 3rd Part Canon canerizans. _ | _ o
. 1\.ew Countér- sub ect,(OL) . : . ITh.A 4 €-
) e ) 7 : o —— 1 "gifle - dia .
% H ==i==———=_ o _,rf?r*—4—'—-—=é
2 I " — R - - LI — .

_ S ﬁa 7 .~
Eermets S S e .

sempre p -
i

Development with Theme fragments in the Canon canerizans.
Th B.in Canon cancr.
h-. - ]

! I
- 13 T
1

i’

e

[ 'i"

ThoA @ | T E= =7
C.5.JIL( ' :

(2) F§ is both the last note of counter- subjeet III, and the first of the theme.
(8) Thls counterpomt a rhythnuc variation of C.S. 1, -enters before the latter, and thus forms a umque canon.-
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Sequence. 11 repetitions of Th, B. in the contr, motion of the - :
a 1-meas. formula. _ - camon canerizans. - - - Th.B.in the contr. motion of the Original,
. ) ———— . . T . —— .. - . . . . .
e - - - % . - o | fhen lesate 1f - s

Th. B.in the.cont. mot, of the can.cance. |
- 1 n

!m R e — \f 7 ‘

Th.B. in the canon cancr,

Imitatory variants. - 2 Contraction.

NN —erpttf ffree, o  fres,, , -

e e
YT A R A

3# F P

Augm. of last
- link of counter-
point in the Alto.

‘Sopr. and Alto, (imitating closely)

SEr e

T NE,. ]

 4th Part. Inversion,
Transition. [“Theme I Comtrary motion.

o

L > | | C.S.II.. (.:ontr.mot. |

g7 - - _ : — =~ % 2
| Continuation of rt’he themat. Sequence- in the inner part.. - ‘ , o ' “ B S.i{cOntr. mot,

{free)

-+~ M.B. Meas. 8 of theme is omitted here.

TR




 Variation of C.S.L ' : . . .
m contr. motion. . . gy . - [Imitat. and continuation. ]

| g

— ; P e i
‘ o e ) o : _ : Inversion of the Sequ
Seguence (8-meas.) - A : Varied Imitation o tlfg ‘Ea;ss
: E‘I{' {tr~ )(Hq-q)(# — )FH (# ) B ‘o

Theme in contr motion in remote key. Purallel passage to 1st Part, B (mcomplete) Free eontinuation.

Imltatng intensification.(2-part.) . ' : bek (3_part.) , _
Th.A. | = : = ;
g AL ﬁE T —— A3 Y apfPenfEtEr
: 'ﬁTh'AQ‘i 7_ _ | 2o (&)
— == : & %ﬁ:
| = £ & S st T
= = = === e e ————
‘themat. movem. .in 16ths. _ ' (Th. A3/ : f-#’ o 7
' 1) Dnmnutlon of Th.A.to - i
= ' £ one-half of t(l_me_vaiue 2 . Freg._seml- c@dence. =
. BB . piefE gﬁbﬁ‘-ﬁ hs L .t __Pr R N _gﬁﬁ e a B %
(o e Y L e L , T A S
" T e | P el t PoER,
-‘-==s*=':' j T e Eﬁg
R esesousersiersd ST ,”ig.# el - 11
T e e e S &

' ﬁ) Bulow regards the. trﬂls a8 “a trlple dimimition o;t the theme! If this were the case, the notes in.the auftakt
‘would have fo” be sixteenths, ‘We _perceive, consequently, only a simple diminution (the: ha.lf of the original. note-

. valde), and regard the trills -as quartar notes abbreviated by rests. An una,brldged presentatmn ofthls passage
. would, therefore probably" be thus _

he
_fr_E & g_f £
-; = AN . :
Frame W T2 It was not written so, because of
H— —F————} its impracticability on the piancforte.




Bth Part, A. Novation.
New Counter-sub.lect IV}, at first as an independent fugue_theme.
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bth Part, B. Double Fugato (Return to original key) :
"~ a tempo
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- _ e Sequence w1th fragments of C. 8. IV. and’ Theme B The Bass in %tnne,, ~
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h1gher parts m
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(1) A Fughetta in the Fugue; like a theatre on the stage, on which an mdependent plece is playedm comrecuon
with, and affecting the plot- of, the prmclpal play

t
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5th Part, C. Stretto in direct and contrary motion,

.»L T T v -
g - o TTheme bi-n direct motion, rhythm belated by 2 beats.
L % = - - -

[ Th.in contrary motion.

e L e e v
¥ _[* ¥ .
] = =
- T B B i e —
R S

Sequence (8 meas.)

Another inversion of the

: Free inversion of the Sequence.
2228F e s L . Sequence.
B . < = » ——ba—h— = ¥ e e e
il ' T — 4 i — . ! , =
%;‘-? — = ; i e ’ — ‘ ; = :
= — o e L e e e T B o L
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r——= 1 LA vt " b 7 <+ by —_ai- h:‘:
’ A
‘Reéntry of Counter-subjeet I.
g et | apate . | thematic. _ |
e 3 2 i e 9 * 1 | |
' | : Inversi f th - hotd _
& | . pI:rintSIEo;llis?ode? organ Imlta_tlollx of Bass k (fragmentary)
{ - m—— - ) : T —— _
- == i’j = ~ 53' +

—

(1) The dominant organ-point, which, as a rule, closes the fugue, is here only an alarm-signal preparatery to -
the appearance of the serious and final organ-point. Though lasting, for the ear, ‘only through four measures, it -
really extends, for the mind, through twelve measures and twe beats _ if not even to the commencement of Part-VL
_€2) The. soprano is set here in two parts; in the fifth measure thereafter the bass is doubled In the octave.
Imagine the passage for string- orchestra, the violins dipisi in places, and ilie bass part taken by the'celli
and double -basses. : S B - - o
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still eloser (ascending}
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6th Part. Conclusion.”’
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Theme in direct and contrary motion simultaneously,

* erese. - - - | pé2 crese. - - -
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f)“At this point the so-called stretta begins) says Biilow with a mistéxen choice of terms. In contrapuntal
terminology, with which we now have to do, the s/reffz or stretfo signifmés a‘close” leading. of the theme in se
veral parts. In the homophonic forms, on the other hand, we do, in point of fact, understand under the term
“stretta” that portion of tlie Coda which, in accelerated tempo and intenbified expression,“liastens” toward the

close (strimgendn = hastening, accelerating). The distinction between Coda:and. Stretta is; for example, very c_avid_e'nt'

in the great ZLeonora overture, . _ : .
(1).Here the soprano completes the theme interrupted in the alto, by taking up the sixth measure an octave bigher.

) i~ )
Imitation (Sop. and : ; .. CSLI "
 Imitation (Sop. and Bass) 2 (Th) bhlﬁ - ,. gﬁ-hﬁl’_f_#g ?E - -
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L—- | comp. close of Part.V. | #
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Organ-point. C.8. L. and Eb;et together in one part (see Part II, meas. 3 and 4). - og 'I'(imit ) | )
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._'*) Here ine pol_yp_hbny, and therewith the Fugue proper, comes-td an end.The coda now following, so Brilliunt and
‘1mpetilou§ in pianistic effect and ¢onception, closes what might be called the series qomposing the Sonata for Hup
merclavier,’ ' ' ’ '




206
Appendix IV to VolumeI.
In Kéllners copy the following “Pracludimm” precedes the “Fughetta” appended, as a study in composition,
to Fague XV. . '
Prelude

(A:llegré ) : : - - ' _
-_,_.——'_-_—-.-_~—-———__\ - - ) . : ] A = - . *

_ saltando .
From here,play each successive measure of the following

.

L
MISHTAGIERLE . ~ -

) : ;afta‘cc'a_ la Fughétta (XV @)
* In this charming and pianistically acceptable little piece, the altérnation between three- and four- miaas'i::e'rhythr_ii
is noteworthy.. We have indicated it by figures atthe beginning of each group. of measures. |



