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Introduction

David Gramit

And should it ever happen that a history of nineteenth-century music
opened with the remark, “On 20 February 1791 Carl Czerny was born,”
this would involve less the transmission of a fact than an announcement
that a roundabout and tortuous argument was about to begin in ex post
facto justification of such an obviously grotesque placing of emphasis.

Carl Dahlhaus, Foundations of Music History

Carl Dahlhaus’s brief mention may seem a singularly inauspicious way to begin
a volume of essays devoted to Czerny. And yet, his choice of Carl Czerny to lead
off a self-evidently preposterous approach to the history of nineteenth-century
music neatly reveals Czerny’s paradoxical situation in the received history of
European music. Dahlhaus’s strategy is clear enough: in order to demonstrate
the rhetorical practices implicit in music-historical narrative, he places an icon
of insignificance in the rhetorically crucial opening position of an imagined his-
tory. Just to make certain that there would be no mistaking this strategy, he pre-
ceded his turn to Czerny by another music-historical fact, one whose status as
significant is to be understood as unimpeachable: “On 19 October 1814 Franz
Schubert composed his ‘Gretchen am Spinnrade.’ ”1 Czerny, then, serves as a
foil, simultaneously representing historical inadequacy and warning against ill-
conceived attempts by historians to engage in “obviously grotesque” revisionism.
Not just any mediocrity, however, would do in this position. In order for the ref-
erence to succeed, Dahlhaus needed more than an obscure name; he needed a
name that was familiar enough to represent obscurity. And to do so, whether in a
sudden burst of inspiration or after prolonged reflection, an inspired choice—
Carl Czerny—came to mind.

Why did Czerny work so effectively in this role? First, his name accomplishes
something that few others in the history of classical music would: recognition
not only by scholars of the Kleinmeister of the period, but by virtually everyone
with more than a passing familiarity with that musical tradition—but that famil-
iarity is not based on any reputation as a great composer. So firmly established
and enduring was Czerny’s name that early in the twentieth century, Willa



Cather could also use it as a kind of self-evident shorthand, albeit of a more pos-
itive sort. Cather’s Song of the Lark chronicles a diva’s rise from small-town obscu-
rity through her unique strength of character and determination, and those
qualities are foreshadowed in the book’s opening pages: the first suggestion of
serious musical interest—or indeed, of any music at all—that the reader encoun-
ters is the passing observation that among the comforting objects that meet the
eye of the near delirious eleven-year-old protagonist, Thea Kronberg, in her fam-
ily’s parlor is “Czerny’s ‘Daily Studies’ which stood open on the upright piano.”2

As Cather was well aware, Czerny’s ubiquitous piano etudes have ensured famil-
iarity, if rarely affection, from countless pianists since his lifetime. He has come
to stand for diligence, technical facility, and manual dexterity—qualities very
nearly diametrically opposed to the ineffable genius conventionally associated
with compositional greatness.

But Dahlhaus’s hypothetical history invokes more than a famous but famously
noncreative name. It specifies a date, thereby calling to mind the musical era in
which Czerny existed, and thus also the towering figures against which he has
been compared when evaluated as anything but a pedagogue: born in Vienna in
the year of Mozart’s death there, while Haydn resided there as a revered master,
the year before the young Beethoven arrived there from Bonn, and only six
years before Schubert’s birth there, Czerny faced the stiffest local competition
imaginable in a contest for enduring musical significance, and the utter absence
of any of his music in the canon carries with it an unmistakable implication: not
only did Czerny not win, place, or show, he apparently failed to finish the race
at all. Add to this the knowledge—not, to be sure, as familiar as Czerny’s exer-
cises, but familiar enough to students of the canonic composers—that Czerny
studied with Beethoven and taught Liszt, and the image of a musician who could
at best be considered an also-ran is apparently complete.

This received history, which made Dahlhaus’s choice of Czerny so apparently
unexceptionable, is precisely what this collection sets out to question, through a
multifaceted reassessment of Czerny, his context, his accomplishments, and his
legacy. Our collective argument—and one, we hope, neither roundabout nor
tortuous—is that both the assumptions and the knowledge on which Czerny’s
historical positioning has been based are limited enough to result in significant
distortions. Reassessment reveals a figure who, far from being a cooperatively
insignificant icon of mediocrity, made important contributions to nearly every
aspect of musical life in the early nineteenth century: not only in pedagogy, but
also in editorial work, publication, music history, and, perhaps most unexpect-
edly but remarkably of all, composition in the serious vein in which he long
seemed so signally unmemorable. And furthermore, the nature of his activity in
a number of these areas ultimately contributed to his obscurity as much as it did
to the success of the larger enterprise of serious music.

The argument can proceed from two not necessarily easily compatible posi-
tions. Both of these, I hasten to acknowledge, originate well before the present
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volume, both in general and with respect to Czerny in particular. The first, and
the most plainly applicable to Czerny, disputes the assumption that music history
is exclusively or even primarily the history of canonically recognized great works
of musical art and their creation. A diverse variety of musical subfields—includ-
ing, with no claim to completeness or hierarchical ordering, ethnomusicology,
popular music studies, feminist scholarship, and some strands of a “new” musi-
cology now surely approaching middle age—have long argued, pace Dahlhaus
and many others, that approaching music as a practice rather than an assembly
of works, far from impoverishing our understanding, enriches it immeasurably
and, to put the matter more bluntly, corrects it. As far as Czerny is concerned, this
course correction is most apparent in the pioneering work of Grete Wehmeyer,
whose Carl Czerny und die Einzelhaft am Klavier (Carl Czerny and Solitary
Confinement at the Piano) drew attention not only to the variety of Czerny’s
activities, including his serious compositions, but also, as its title and even more
its subtitle (oder Die Kunst der Fingerfertigkeit und die industrielle Arbeitsideologie [or,
“The Art of Finger Dexterity” and the Ideology of Industrial Labor]) intimates,
to the relationship between the quotidian musical activities with which Czerny is
most closely associated and basic values and practices of society as a whole.3 All
the contributions to this volume are indebted to both her example and the foun-
dation she has established for renewed study of Czerny. From this perspective,
understanding music implies understanding the myriad ways in which people
engage in and conceptualize musical activities, from the most mundane to the
most rarefied, and the ways in which those activities and ideologies shape their
conceptions of who they are, individually and collectively. And from this per-
spective, a person like Czerny, who not only quite literally shaped the activities
and the bodies of countless pianists during his lifetime and beyond, but also,
through his editorial work and advocacy, particularly for Beethoven, fundamen-
tally shaped the way European culture conceived of the nature of art music,
indeed becomes a figure of major significance.

The second approach to arguing for Czerny’s significance aligns much more
closely with traditional values of work-centered music history but points out that
the exclusion of his music from the canon occurred not through critical
appraisal and rejection but through simple ignorance. Due to circumstances
that Otto Biba in particular discusses in his contribution to this volume, the pub-
licly available music that shaped Czerny’s reputation during his lifetime and for
long thereafter did not include a great many of his works in “serious” genres like
the Mass, the symphony, or the string quartet. These survived primarily in man-
uscript and are now housed in the Archives of the Gesellschaft der
Musikfreunde in Wien. They are “works that have no history,” to an even greater
extent than the long-forgotten Neapolitan operas of Czerny’s contemporary
Rossini, to describe which Philip Gossett coined that phrase.4 Rossini’s operas
have indeed fallen into obscurity, but they were at least publicly performed; in
the case of Czerny, many works have to the best of our knowledge received their
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premieres only in recent decades, and still more have yet to be performed. Once
heard, however, those works prove remarkably engaging. The result, as I trace in
the final chapter of this volume, has been a reappraisal of Czerny the composer,
a reappraisal to which several other chapters contribute in greater musical detail
than has yet been available. That reappraisal has gained momentum as a result
of scattered individual performances and a body of commercially available
recordings that has swelled significantly over the past two decades; it has culmi-
nated, for the time being at least, in the event at which many of the chapters in
this volume originated, the first music festival devoted to Czerny, held at the
University of Alberta in June 2002 and organized by the Canadian Centre (now
the Wirth Institute) for Austrian and Central European Studies in collaboration
with the Gesellschaft der Musikfreunde in Wien. The self-perpetuating cycle of
visibility leading to performances and recordings, leading in turn to critical
reception and further enhanced visibility, is belatedly under way for Czerny.5 A
gap of some two centuries between creation and reception means that these
works will indeed never have the historical influence that Czerny’s other activi-
ties did, but they are at last becoming available as a part of the concert
repertoire.

I will have occasion below to reconsider the potential tensions between these
two directions from which Czerny can be approached, but in at least one
respect, they intersect: whether implicitly or explicitly, any historical reassess-
ment that focuses on a previously neglected figure demands a consideration of
sources that have previously attracted little attention. To assert that documen-
tary study is linked to a positivist avoidance of significant critical questions would
not only be dogmatic, but hamper a truly critical undertaking by ensuring that
the received documentary record, selected on the basis of precisely the unten-
able assumptions and ignorance that fostered Czerny’s neglect, remained
unchallenged. Nearly every chapter that follows therefore directs attention to
documents or music that have received little or no previous scrutiny, but several
sections merit special mention in this respect. One of the few areas of Czerny
research that has been relatively well developed is the study of his autobio-
graphical recollections, which have long been available in both English and
German.6 Attilio Bottegal’s study, however, goes farther, providing not only a
close survey of the origins and interrelations of all of Czerny’s extant writings
about his life but also editions and translations of two of those documents, one
of them an extended account of his youth that has previously appeared only in
excerpts. Ingrid Fuchs’s chapter on Czerny as an advocate for Beethoven also
takes as its primary concern the careful and complete establishment of the doc-
umentary record, and given the pivotal importance that Beethoven quickly
assumed in the European musical tradition, it is not surprising that her contri-
bution is one of those that has been most valuable to other contributors to the
present volume. Finally, with respect to Czerny’s music, the appendix kindly
prepared by Otto Biba provides for the first time in print a full record of the
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autograph scores held in the Archives of the Gesellschaft der Musikfreunde in
Wien. By making clear the sheer breadth of music that remains to be explored,
the appendix provides a concluding invitation to continue the project in which
this volume participates through further musical and critical exploration.

The varying perspectives from which Czerny is revealed as a figure of interest
have led to a volume in which authors of an unusually diverse variety of back-
grounds have contributed chapters that vary widely in style, methodology, and
priorities. In addition to the text-critical and documentary approaches I have
already mentioned, contextual and biographical studies coexist with stylistic and
formal analyses, intensive exchanges on questions of performance practice, and
critical cultural studies. In several instances, authors’ positions leave them in
open or implicit conflict with the views of others. I have not attempted to impose
an artificial harmony or mandate a unified view of Czerny or his legacy, but
rather viewed these disagreements as the beginning of a long-overdue discussion
in which differences are to be expected. Indeed, the existence of controversy
around Czerny is one more sign that he is more relevant to understanding his
musical culture and our own than we have previously realized.

The collection begins with studies that testify to renewed interest in Czerny
the composer, but indirectly, by laying the groundwork for musicological evalu-
ation in ways that have long been applied to Czerny’s more renowned contem-
poraries. The questions are familiar, but asking them of Czerny leads to new
perspectives on him and his era. Since the nineteenth-century beginnings of
musicology as an academic discipline, along with interest in a composer’s music
has come interest in the composer’s life and its context—the topic of the first
chapters in this volume.7 The cultural and musical context of Czerny’s compo-
sitional accomplishment itself is Otto Biba’s focus. His outline of the Viennese
musical world after Beethoven and Schubert reveals not only why Czerny and
many others found that light, “brilliant” compositions were far more viable in
the musical market than serious works, but also how both that market and neg-
ative critical reception of Czerny’s early compositional efforts may have con-
signed Czerny’s later efforts at serious composition to the unpublished obscurity
from which only a few have only recently begun to emerge. The result is perhaps
the most fully developed sketch of Czerny’s character yet to have been written.

To an extent that is unusual for musicians of Czerny’s period, Czerny’s own
autobiographical writings form the basis for much of our factual knowledge of
his life and for a great deal of his received image. Both Alice M. Hanson’s and
Attilio Bottegal’s contributions proceed from that starting point, albeit in dif-
ferent directions. As I discussed above, Bottegal’s chapter clarifies the nature of
that documentary basis and the relationships among Czerny’s various accounts
and the history of their reception, as well as providing a critically edited text of
one of the more significant of those sources. Hanson, however, proceeds out-
ward from the sources. Beginning with Czerny’s own periodization of his life,
she provides for each period what Czerny’s account conspicuously omits: a sense
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the Pianoforte (Czerny), 6, 67–78, 112
Lichnowsky, Count Moritz, 83
Lichnowsky, Prince Karl, 28
Lipavsky, Joseph, 24, 37, 42, 43, 45, 46,

50n26
Liszt, Adam (composer’s father), 53, 56,

57, 58
Liszt, Franz, 2, 6, 8, 23, 31, 99–100, 112,

113, 141, 177, 188; adaptations by,
217–18; improvisation by, 218; and
keyboard fantasy, 202, 206, 210, 215,
217–18, 219–23; public performances
by, 218; and recital, 222; as student of
Czerny, xi, 2, 29, 52–53, 56–61, 111,
139, 218–19, 220; tone poems of, 173;
as virtuoso, 56–61, 76, 139, 143, 218,
220, 221

Loesser, Arthur, Men, Women and Pianos,
140
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Löhlein, Georg Simon, Clavier-Schule, 58
Luib, Ferdinand, 96

MacArdle, Donald W., 35
Mahler, Gustav, 11
Mälzl, Johann Nepomuk, metronome of,

116
Mandyczewski, Eusebius, 100
Marx, Adolf Bernhard, 55
Mattheson, Johann Georg, Vollkommener

Kapellmeister, 14
Mayer, Charles, 18
Mechetti, Pietro, 224n9
Meine musikalischen Erinnerungen aus der

Zeit meiner Kindheit und Jugend (Czerny),
35–39, 41–44; as compared to
Erinnerungen aus meinem Leben, 35–37,
38–39; English translation of, 44–47;
State of Piano Music in the Years
1790–1800 (appendix), 38, 43–44,
46–47

Mendel, Hermann, Musikalisches
Conversations-Lexikon, 238

Mendelssohn, Felix, 12, 142, 180; and
similarities to Czerny, 16, 108, 141, 160,
161, 171–72, 173, 192, 199, 241; and
“songs without words,” 173

Metternich, Clemens von: “preservation
and persistence” policy of, 12, 13, 15,
17; and revolution of 1848, 31; state
repression/censorship under, 12,
25–26, 27

Meyerbeer, Giacomo, 112
Moscheles, Ignaz, 55, 57, 108, 112, 113
Mozart, Constanze (composer’s wife), 159
Mozart, Franz Xaver (composer’s son), 159
Mozart, Wolfgang Amadeus, 2, 12, 13, 41,

45, 50n33, 112, 142, 145, 220, 238;
Czerny’s arrangements/revisions of,
128, 129–30, 131–32; Czerny’s
childhood study/performance of,
24–25, 37, 43, 46, 47, 48, 159; as
influence on Czerny, 18, 157, 159–60,
161, 177; and performance practice,
113, 114; Violin Sonatas of, 43, 46

Napoleon Bonaparte, 23–24, 25
Napoleonic Wars, 12, 15, 25
Neue Wiener Musik-Zeitung, 96
Neue Zeitschrift für Musik, 34
New German School of music, 59, 60
Newman, William, The Sonata Since

Beethoven, 179

Nicolai, Otto, 29
Niedermeyer, Louis, 108
Nottebohm, Gustav, 7, 99

Onslow, George, 180, 188–89

Paganini, Nicolò, 29, 56, 60, 221
Palestrina, Giovanni Pierluigi da, 153
Pixis, Johann Peter, 30, 218
Pleyel, Ignaz, 43, 46
Pohl, Carl Ferdinand, 35, 82, 238
Preyer, Gottfried, 17
Probst, Heinrich Albert, 91–92, 94
Pruckner, Dionÿs, 219

Quantz, Johann Joachim, Versuch einer
Anweisung die Flöte traversiere zu spielen,
109

Rafael, Ignaz or František, 42, 45, 50n28
Ramann, Lina, 60
“Recollections”/“Reminiscences”

(Czerny). See Erinnerungen aus meinem
Leben; Meine musikalischen Erinnerungen
aus der Zeit meiner Kindheit und Jugend

“Remarks on the Correct Interpretation of
Beethoven’s Symphonies” (Czerny), 96

Reicha, Anton, 30, 199n2
Reichardt, Johann Friedrich, 53–54
Revue et gazette musicale de Paris (journal),

236, 237
Richter, Jean Paul, 188, 200n8
Riemann, Hugo, Musik-Lexikon, 238, 239
Ries, Ferdinand, 57, 95
Rossini, Gioachino, 3, 15, 29, 204
Rubinstein, Artur, 223
Ruzicka, Wenzel, 42, 45, 50n29

Saint-Saëns, Camille, 140
Salieri, Antonio, 29
Scarlatti, Domenico, 108, 109, 231
Schantz, Johann, 42, 45, 50n30
Schiller, Friedrich: Maria Stuart, 24; Ode

an die Freude (setting by Beethoven),
222

Schilling, Gustav, 54
Schindler, Anton, 90, 95, 99, 134
Schlegel, Friedrich, Florentin, 24
Schmidt, August, 36, 38, 96. See also

Allgemeine Wiener Musik-Zeitung
Schnapp, Friedrich, 34
Schott (music publisher), 30, 233
Schubert, Franz, 2, 13, 19, 27, 140, 159,

2 7 2 ❧ i n d e x  o f  n a m e s



220; as avant-garde, 11–12, 13, 14, 131;
church compositions by, 146; death of,
29; impromptus of, 173; as influence
on Czerny, 143, 161, 166, 168;
lyrical/melodic qualities of, 141, 154,
161, 168, 188; self-organized concert
by, 17, 28–29

Schumann, Clara, 86, 139
Schumann, Robert, 11, 16, 192, 199, 220;

alternate personalities of, 188; and
criticisms of Czerny, 108, 140; string
quartets of, 180

Schünemann, Georg, 35
Schuppanzigh, Ignaz, 91
Schuppanzigh concerts, 14, 91, 102n11,

111, 125
Scott, Sir Walter, “The Lady of the Lake,” 14
Sedlnitsky, Joseph, 25–26
Senn, Johann, 27
Simrock, Nicholas, 116, 136
Slonimsky, Nicolas, 239
Sonnleithner, Leopold von, 95; Czerny’s

Ableben, 35; and Czerny’s will, 36
Spina, C. A., 136n4
Spohr, Louis, 180, 188–89, 199n2
Stadler, Maximilian, 44, 47, 51n38
State of Piano Music in the Years 1790–1800

(appendix to Czerny’s Meine
musikalischen Erinnerungen), 38, 43–44,
46–47

Steibelt, Daniel, 204
Sterkel, Johann Franz Xavier, 44, 47, 51n37
Strauss, Johann, Jr., 31, 236
Stravinsky, Igor, 223, 239
Streicher, Johann Andreas, 24
Stross, Father Virgilius, 43, 46

Thalberg, Sigismond, 30, 76, 112, 113,
206

Thayer, Alexander Wheelock, 99
Thibaut, Anton Friedrich Justus, 108
Tieck, Ludwig, Romantische Dichtung, 24

Tomášek, Václav Jan Kr¤titel, 43, 46,
50n32; eclogues of, 173

Tovey, Donald Francis, 7, 108

Vaughan Williams, Ralph, 223
Verdi, Giuseppe, 31
Victoria, Queen, 17, 30
Vienna, 23–32; avant-garde composers in,

11; “Klassizismus” in, 12–13, 131; living
conditions in, 26, 27–28, 30–31;
musical scene in, 28–29; music
publishing in, 16; state
repression/censorship in, 12, 25–26,
27; revolution in, 31. See also
Gesellschaft der Musikfreunde 
in Wien; Metternich, Clemens von

Vivaldi, Antonio, 160, 177
Vormärz era, 30–31. See also Metternich,

Clemens von

Wagner, Johann Jakob, 55
Wagner, Richard, 31, 223
Wanhal, Johann, 24, 37, 41–42, 43, 45,

46, 50n25
Weber, Carl Maria von, 29, 171, 204
Weber, William, 230–31, 235
Wehmeyer, Grete, 25, 56, 59; Carl Czerny

und die Einzelhaft am Klavier, 3, 239
Wendt, F. A., 55
“Werk-Vezeichnis” (Beethoven catalog).

See Kinsky, Georg, and Hans Halm
Wieck, Friedrich, 139
Wiedebein, Gottlob, 25
Wiener Allgemeine Musik-Zeitung. See

Allgemeine Wiener Musik-Zeitung
Windischgrätz, Prince Alfred, 31
Wintzingerode, Eberhard von, 34, 35
Wölfl, Joseph, 44, 47, 51n35
“Works in Manuscript” (in Czerny’s

memoirs), 146

Zellner, Leopold Alexander, 18, 35
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WORKS FOR PIANO

Arrangements and Variations
“Les Charmes de Baden” (Op. 45), rondo

pastoral of fantasy-variations on popular
waltz tune, 204, 224n9, 233–34

“Les Charmes de l’Amitié/Das Glück der
Freundschaft” (Beethoven),
arrangement of (Op. 55), 95

Deux Rondinos sur des motifs de la “Reine de
Chypre” et de la “Favorite,” 242n9

Fantaisie élégante ou Potpourri brillant sur les
thèmes favoris de l’ópéra La dame blanche
(Op. 131), 204, 224n9

Fantasy and Variations on Romance by
Giuseppe Blangini, for piano and strings
(Op. 3), 26, 204

“God Save the King,” variations for solo
piano (Op. 77), 204

Introduction, Variations, et Polonaise on “Tu
vedrai la sventurata,” from Bellini’s Il
Pirata (Op. 160), 234

Oberon (Weber), impromptu and
variations on (Op. 134), 204

Overture in C Major (Beethoven), two-
and four-hand arrangements of, 94

“Romance favourite” (Op. 44), four-hand
arrangement of Romance for Violin and
Orchestra in F Major (Beethoven), 95

“Second Décameron Musical” (Op. 175),
arrangement of Beethoven’s “Adelaide,”
95

Septet in E-Flat Major (Beethoven),
arrangements of, 94–95

Symphony No. 7 in A Major (Beethoven),
arrangement for two pianos, 95

Symphony No. 8 in F Major
(Beethoven), arrangement for two
pianos, 95

“Variations brillantes,” two-hand
arrangement of Beethoven’s Violin
Sonata No. 9 in A Minor, 95

Variations Concertantes for Piano and Violin
(Op. 1), 25, 142

Fantasies
Bijoux à la Sontag (Op. 678), 215; “Don

Juan,” 217, 217
The Burning of Wiener Neustadt (Op. 19),

204
“Les Charmes de Baden” (Op. 45), rondo

pastoral of fantasy-variations on popular
waltz tune, 204, 224n9, 233–34

Fantaisie (Op. 27), 206, 208, 209–10
Fantaisie brillante sur des airs Irlandais

(Op. 468), 215
Fantaisie dans le Style moderne, ou Potpourri

brillant (Op. 64), 215, 224n9
Fantaisie d’une Romance variée (Op. 37),

224n9
Fantaisie élégante, ou Potpourri brillant sur les

thèmes favoris de l’ópéra La dame blanche
(Op. 131), 204, 224n9

Fantasy and Variations on Romance by
Giuseppe Blangini, for piano and strings
(Op. 3), 26, 204

The Four Seasons, Four Brilliant Fantasias
on Original Themes (Op. 434), 140

Grande Fantaisie en forme de Sonate
(Op. 147), 204, 224n9

“Gustave” Fantasy (Op. 360), 215, 216,
217, 220

Index of Works

Page numbers in italics indicate an illustration or musical example.

WORKS BY CARL CZERNY



Impromptus on Variations brillantes sur le
Cotillon du Ballet Arsena [Gallenberg]
(Op. 36), 242–43n12

“Norma” Fantasy No. 3 (Op. 247),
211–12, 212, 213–14, 214, 219, 236

Preludes, Cadenzas, and Little Fantasies in the
Brilliant Style (Op. 61), 206, 224n9;
Prelude No. 2, 207

“Puritani” Fantasy (Op. 247), 210–11, 219
Three Grand Fantasias (Op. 64), 235
Trois Fantaisies Élégantes sur les motifs favoris

des operas de Bellini (Op. 247), 242n9.
See also “Norma” Fantasy; “Puritani”
Fantasy (above)

Marches
“Coronation March for Ferdinand King of

Hungary” (Op. 238), 30
“Entrance March for the opening of the

Hungarian Diet, Sept. 13, 1830”
(Op. 237), 30

“Marcia funebre sulla morte di Luigi van
Beethoven” (Op. 146), 30, 82

Souvenir à Schönbrunn, Second Grande
Marche (Op. 250), 236

Miscellaneous
Allegri di Bravura (three manuscript

works), 58

Rondos
“Les Charmes de Baden” (Op. 45), rondo

pastoral of fantasy-variations on popular
waltz tune, 204, 224n9, 233–34

Deux Rondinos sur des motifs de la “Reine de
Chypre” et de la “Favorite,” 242n9

Sonatas
Piano Sonata No. 1 in A-Flat Major

(Op. 7), 14, 141, 206, 219
Piano Sonata No. 3 in F Minor (Op. 57),

141
Piano Sonata No. 11 (Op. 730), 237
Sonata in F Minor for piano, four hands

(Op. 10), 142

Studies, Exercises, and Methods
The Art of Finger Dexterity (Op. 740), 3, 160
Cent études pour de jeunes élèves, 236
Complete Theoretical and Practical Pianoforte

School (Op. 500), 30, 70; “On the
Proper Performance of All Beethoven’s
Works for the Piano Solo” (Vol. 4, Chap.
2), 85–86, 87, 109, 111, 112, 123n6;
“On the Proper Performance of All
Beethoven’s Works for the Pianoforte
with Accompaniments for Other
Instruments, or for the Orchestra” (Vol.
4, Chap. 3), 85, 88, 109, 112, 114–16,
123n6; “On the Proper Performance”—
“Concluding Remarks,” 122, 134–35;
On Performance (Vol. 3), 112, 114, 135;
“On the Special Way of Performing
Various Composers and their Works”
(chapter in Vol. 3), 112–13

48 études en forme de preludes et cadences
(Op. 161), 234

Grande Exercice d’Octaves dans tous les tons,
majeur et mineur (Op. 152), 234–35

One Hundred Exercises in Progressive Order
(Op. 139), 59

Le Pianiste au salon (Op. 311), 232–33
School of Extemporaneous Performance. See A

Systematic Introduction to Improvisation
(below)

School of Practical Composition (Op. 600),
127–28, 130–31, 131–32, 146–47,
179–80, 205, 211; “Remarks on Refined
Taste in Embellishment” (Czerny), 131,
131

A Systematic Introduction to Improvisation on
the Pianoforte (Op. 200), 30, 204–5, 219;
“Concerning Preludes,” 205

Vierzig tägliche Studien (Op. 337), 59

CHAMBER MUSIC WITH PIANO

Grande Serenade Concertante for piano,
cello, clarinet, and horn (Op. 126), 143

Piano Quartet in C Minor, 143
Piano Trio No. 1 in E-Flat Major

(Op. 105), 14
Piano Trio No. 2 in A Major (Op. 166),

143
Rondo Concertante in C Major for cello

and piano (Op. 136, No. 3), 143
Violin Sonata in A Major, xi, 142, 143

CONCERTOS

Concerto in C Major for piano, four
hands, and orchestra (Op. 153),
176–77

Piano Concerto No. 2, 16
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LIEDER (SONGS)

“Der Erlkönig,” xi, 143
Romance from Sir Walter Scott’s “The

Lady of the Lake” (Op. 83), 14

OVERTURES

Overture in C Minor (Op. 142), 173–75, 174
Overture in E Major, xi, 141, 175–76,

175–76

SACRED MUSIC, 145–57

Mass No. 2 in C Major, xi, 8, 144, 145–57;
and absence of nonchord tones,
155–56; and Biedermeier style, 145,
151–52, 157; chromatic harmony in,
154–57; homophonic compositional
style of, 147–49; and key relationships
between movements, 149, 151; soloists
in, 148–49, 151; thematic unity in, 149,
152–54, 152–54

Mass No. 2 in C Major, movements of:
Agnus Dei, 149, 151, 153–54, 154, 156;
Benedictus, 149, 151, 152; Credo, 151,
152, 153–54, 154, 155–56, 156; Gloria,
147–48, 148, 149, 150, 151, 152–53,
152–54, 155, 155; Kyrie, 147, 148, 149,
151, 151–52, 152, 153, 154–55, 156;
Sanctus, 149, 151, 152

“Offertorium: Benedicat nos Deus”
(Op. 737), 144, 145

SECULAR CHORAL MUSIC, 143–44

Die Macht des Gesanges, work for chorus
and orchestra, 171

STRING QUARTETS

Allegro Fugatos for string quartet, 144
String Quartet in D Minor, 179–99; finale,

189–90, 191, 192, 194–95, 198; first
movement, 183, 187–88, 189–91,
196–97; homorhythmic/unison phrases
in, 191, 193, 196–98, 196–99; overview
of movements, 180; scherzo, 181, 182;
trio, 182; and use of tremolo, 184,
191–92, 194–95; variation technique in,
187–88

String Quartet in E Minor, xi, 179–99;
finale, 189–90, 191; first movement,
182–83, 184–86, 191–92;
homorhythmic/unison phrases in, 191,
193, 195, 196; overview of movements,
180; scherzo, 181, 181; second
movement, 192, 193; trio, 181–82; and
use of tremolo, 191–92, 193

SYMPHONIES

Symphony No. 1 in C Minor (Op. 780),
160–66, 173; Baker’s commentary on,
239; Blanchard review of, 237–38, 239;
first movement, 160–61, 162–64, 165,
166; fourth movement, 166; second move-
ment, 164, 167; third movement, 164–65

Symphony No. 2 in D Major (Op. 781), 141,
166–68; first movement, 167–68, 169;
fourth movement, 168, 170, 171; second
movement, 168; third movement, 168

Symphony in G Minor, xi, 141, 160, 164,
170–73, 251; first movement, 170–71;
second movement, 171–72; third
movement, 172
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WORKS BY OTHER COMPOSERS

Auber, Daniel François
La Fiancée, 217
Gustave, ou le Bal Masqué, 215, 217; “O

vous par qui ma vie,” 215; “Sainte
amitié,” 215

Bach, Carl Philipp Emanuel
Sonaten für Kenner und Liebhaber, 208

Bach, Johann Sebastian
Chromatic Fantasy and Fugue (BWV 903),

109–10

Beethoven, Ludwig van
CHAMBER MUSIC

Piano Trio No. 8 in E-Flat Major (WoO
38), 95

Quintet for Piano and Winds in E-Flat
Major (Op. 16), 91

Septet in E-Flat Major (Op. 20), 94–95
String Quartet No. 9 in C Major,

“Razumovsky” (Op. 59, No. 3), 144
String Quartet No. 13 in B-Flat Major,

“Lieb” (Op. 130), 170
Violin Sonata No. 9 in A Minor,

“Kreutzer” (Op. 47), 95, 143



CONCERTOS

Triple Concerto for piano, violin, and
cello (Op. 56), 177

FANTASIES

Fantasia in G Minor (Op. 77), 206

LIEDER (SONGS)

“Adelaide” (Op. 46), 83, 95
“Das Glück der Freundschaft” (Op. 88),

95

OPERAS AND INCIDENTAL MUSIC

Egmont, incidental music for (Op. 84), 95
Leonore (Op. 72), 25, 31, 94

ORCHESTRAL WORKS WITH SOLO

INSTRUMENTS

Romance for Violin and Orchestra in
F Major (Op. 50), 95

Rondo in B-Flat Major for piano and
orchestra (WoO 6), 95, 97–98

OVERTURES

Overture in C Major, “Consecration of the
House” (Op. 124), 94

PIANO CONCERTOS

Piano Concerto No. 1 in C Major
(Op. 15), 25, 101n10

Piano Concerto No. 2 in B-Flat Major
(Op. 19), 95

Piano Concerto No. 3 in C Minor
(Op. 37), second movement (Largo),
117, 120

Piano Concerto No. 5 in E Flat Major,
“Emperor” (Op. 73), 101n10, 102n11

PIANO SONATAS

Piano Sonata No. 2 in A Major (Op. 2),
fourth movement, 86, 89, 89

Piano Sonata No. 3 in D Major (Op. 10),
first movement, 86, 89, 89

Piano Sonata No. 8 in C Minor,
“Pathétique” (Op. 13), 83, 116

Piano Sonata No. 12 in A-Flat Major
(Op. 26): first movement, 86, 89; third
movement (trio), 89, 90; fourth
movement, 117

Piano Sonata No. 13 in E-Flat Major, “Quasi
una fantasia” (Op. 27, No. 1), 206

Piano Sonata No. 14 in C-Sharp Minor,
“Moonlight” (Op. 27, No. 2), first
movement (adagio), 116–17, 118–19,
120–22

Piano Sonata No. 15 in D Major, “Pastorale”
(Op. 28), first movement, 89, 90

Piano Sonata No. 17 in D Minor,
“Tempest” (Op. 31, No. 2), 89, 90; first
movement, 120

Piano Sonata No. 21 in C Major,
“Waldstein” (Op. 53), 83, 143

Piano Sonata No. 23 in F Minor,
“Appassionata” (Op. 57), 141

Piano Sonata No. 28 in A Major
(Op. 101), 85

Piano Sonata No. 29 in B-Flat Major,
“Hammerklavier” (Op. 106), 26

SACRED MUSIC

Mass in C Major (Op. 86), 95, 146
Mass in D Major, Missa Solemnis

(Op. 123), 28, 146

STRING QUARTETS. See CHAMBER MUSIC

SYMPHONIES

symphonies for four-hand piano, 91–94
Symphony No. 2 in D Major (Op. 36),

167, 168
Symphony No. 3 in E-Flat Major, “Eroica”

(Op. 55), 168, 221
Symphony No. 5 in C Minor (Op. 67), 164
Symphony No. 6 in F Major, “Pastorale”

(Op. 68), 164
Symphony No. 7 in A Major (Op. 92), 95
Symphony No. 8 in F Major (Op. 93), 95
Symphony No. 9 in D Minor (Op. 125),

28, 164, 168, 221, 222

Bellini, Vincenzo
Norma, 211–12, 213
I Puritani, 30, 210

Berlioz, Hector
“Roman Carnival” Overture (Op. 9), 173

Brahms, Johannes
Academic Festival Overture (Op. 80), 173
Piano Sonata No. 2 in F-Sharp Minor

(Op. 2), 223
Tragic Overture (Op. 81), 173
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