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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.
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.. 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.
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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 ' - .
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: 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.




CER

TR

e e e i

R M e P

s

-

190

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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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

®

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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: _ ~ Transition and Modulation
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_ m Tﬁ/‘ﬁ f 2he —; | 1 . riffar - lden-do
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Idea of the Imitations '[¢ — | + ' |7 '
in Sopranc and Alto. 'ﬁ e
z-‘":;‘ = T
ry==s===cc
bth Part, B. Double Fugato (Return to original key) :
"~ a tempo
e GBIV - e - C8 IV —
s -'_"“z e == = =
o] ' ) R ! ! bd K T
Th.A.and B. - S C.8.IV. ¢re |- - - - L = ftema - -
g.u‘l ﬁ;“‘""a - —e - A 1 T T |t - n r

| . ’ ) . -
tutte e corde . ; . -
. Th.A.and B¢7¢ - - =TS - seens o= o
- _ e Sequence w1th fragments of C. 8. IV. and’ Theme B The Bass in %tnne,, ~
gy ih.A. e Lobe, _ , i
G T N — T F S
Lgp e F 3 .—0m : ' , . : _
e e = =i
o —+F : F A :
; ben marcato sempre ben marcato
- - do . g — g - g - = \% ;
flme

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
'E"__—'"*= . e &—tha ) J‘"—
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}

» k&'—”ﬁ#ﬁ#@#

P I = h ‘
: —— 4w iq%:ﬁl 3
"% 347 Contracted repeti- f'\-? * )

. tion (descending )

6th Part. Conclusion.”’
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Theme in direct and contrary motion simultaneously,

* erese. - - - | pé2 crese. - - -

W

e
o

#% _ WTF” %ﬁm %

[ ir P K — —. 1 . , 5
? £ K = i Jr —H-%. % : J ? ?‘
[® _ Th.F - 'er B _ gggg; frj% LT ﬁ-, T #hé
S T FA sty ~%=T—_*—~'—_rﬁ i ‘ 2 =
— 4('=E"Eﬁr]f' N T o= ' = — - Lﬁ == ==
&Ly ' x " W : BT , :
a __p_)l  (Idea:) 5% ==t = . B

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 - -
} ] — ! : St — % L .
" ["Harmonie| - : o 1
torpor. | b & {b) % )
Suspension i ' . E : '
by Th. __lcsn e £ e & |
- 7 ¥ = — P

hiepeiEERIPE E £ ke Lo berp o IThE 4 | PE . Lemhppt]
&Ey i

]
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| . : : ;,ﬁ; Harmonic Suspension, figurate.

L—- | comp. close of Part.V. | #

et :pCJ'esc. 1 & ] é ; fpana)
- I A E 5 5
_ L. M7 z = z [

Organ-point. C.8. L. and Eb;et together in one part (see Part II, meas. 3 and 4). - og 'I'(imit ) | )
= e . — e ‘rbey
%% e = I
4 | ER | 7 3 i"# 5‘5‘[,3 —d— :
- - O Ty - = H

e
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e

ir ir
2. .
B R S S
APoco Adagiop. _
: i . ﬂ“‘"’ﬁE Free. Coda.
[ — € - —= - ° ] f T
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L frome o i
N afe i efle | t=
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Rhythm of four quarter.netes,. N
o e i 1 B e :
g T o e F o
3 : -
Tdea: == 28

3

._'*) 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,’ ' ' ’ '
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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. |



