Prelude - XTII.

Andantino tranqulllo ma scorrevole (%)
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' 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 - : : .
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Fuga XIII, a 3.

Allegretto piacevole e scherzoso.
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2 quast stccato '
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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 .
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. 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)
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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
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@ Fuga XV, a 3.0

Allegretto scherzoso.
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sempre staccato, non troppo lessiero ' ) _ .

with an ecen Fouch.

_ 3 .
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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
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" 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




i) ]
© 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
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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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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
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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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* 4) Tnversion of the- Fizure meniioned-in Note 2.
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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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o

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 .




un poco allarg. ) o a tempo 0 S ',‘ o _
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non cresc.
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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. ]
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{ 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.
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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! =

—
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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-
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-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. - ' ' .

127

o e,

>
y -

e

T

T

4 5 a

.1] \
b
ki
b

1k,

et

|

. :

i 1l

!

=
|

sempre stace.

-'“.

!..‘

T

K

 TIH

Z 3 '
; = ] ;
7
3 ; = =i=
. ™ T
=
:
=
- S ~ z
— 2 _
. I ' -
! - [} N . - -:__j—
2 F 1 Pt )
: 5 - -
= 1
P %ﬁ—w




- 128

gl

1~ ]

Es 21 2528

2

- ,-,%rg_' o ’
K

-ga 212128

r—ri

5428423456

28 54 2142

1

T

7 -,|7|-1 |

:-Oséié,

I U A |

12854821

rolante




129 B .

Y
»
[l
)

2812 8 152

L4
TaTe
L
JiRAL)
*
%
LL}
LB

il
e
T
1]
=
]
L]
L ]
k]
IhJL
L]
s

L

qm
\&
'\

Wi
ol

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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Fuga XXI,a3. ",

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,

W
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_This number retains throughout an easygoing

‘Jecommg shallow:

!
S R e = 2 _

s peeen PR P — A

or, dee. fo  E—=wmt————— L TS = E—— '- '
. Hoffmeister: T ”\ﬁ =l ., s J——‘ 7 . P
e pup —o—»s 3 e 3 : ] EE==— ==

(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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(execution)

aumentando, ma Sempre sosteméfo :
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My i 5— poco a POco diminuendo ﬁ J_.E%J’W/’ '
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- prie dim.
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di nuorvo
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cresc.

(Coda)
{en.

sempre dim..

>
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"
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—

|

[ 5 B

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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Alto. B =: — T (i ]
‘ P - o - : o .
 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.
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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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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.
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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
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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






