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MOZART AND THE CLAVIER

by Neil Coleman

“Time hangs heavy on Wolfgang's hands, as he still has no clavier.
— Maria Anna Mozart to her husband, Paris, 24th March 1778.

It is well known that Mozart owned a fortepiano by the Viennese maker, Anton Walter. This was a
significant purchase and an excellent choice, judging by some of the surviving instruments by that
maker, as well as several fine copies of them. This has made the selection of an authentic keyboard
instrument for Mozart’s music deceptively simple. Richard Maunder’s article for Early Music' in
1992 presented a synthesis of the arguments for and against the various types of keyboard instrument
by examining the sources represented by the autograph manuscripts, portraits and eyewitness
accounts in newspapers and letters, not least those of Mozart and his family. Amongst the tiny
proportion of instruments remaining from the time are three of Mozart's own. From this body of
evidence a colourful and fascinating mosaic emerges of what Mozart himself played, including
instruments by the finest builders of the day as well as several from earlier times. Mozart was in the
midst of a lively performance tradition founded on improvisation at the keyboard. It is now clear that
playing the keyboard also formed an important part of his compositional process.

Terminology

In common with other contemporary
writers on music, the Mozart family took
care to distinguish between the three main
types of stringed keyboard instrument.
Clavier could still mean “keyboard” in a
generic sense, but where ambiguity might
exist through the terms in the
correspondence, the context makes the
designation clear. In a letter written in Paris
dated 1 April 1764 to his landlord and
supporter Lorenz Hagenauer, Leopold
Mozart relates how he had Carmontelle
paint himself and his children: “Wolfgang is
playing the Clavier, I am standing behind his
chair playing the violin, and Nannerl has
one arm resting on the Clavecin. In the hand
she holds some music, as if she were
singing.”?

This portrait shows the young Mozart
seated at a large 18th-century French
harpsichord, which Leopold is careful to call
by its French name. In their family
correspondence, the Mozarts used the terms
“Fliigel” or “Fliegl”, one of the German
equivalents, referring to its wing like shape,
for our “harpsichord”; “Clavicord” for
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“clavichord”; and “Pianforte” (sometimes
“Fortepiano”) as the equivalent of our
“fortepiano”; Leopold once used the term
“Fortepiano-Fliigel” referring to Wolfgang’s
grand fortepiano to distinguish it from a
square, which was sometimes referred to at
the time as a Fortepiano in Clavierform; the
term “Clavier” is used “relatively
infrequently,” > sometimes, but not always,
as a designation for the clavichord.
Wolfgang used the Italian cembalo or
clavicembalo in his scores, which may signify
the harpsichord, but is essentially another
generic term for keyboard equivalent to
Clavier.* The solo parts in the “piano
concertos” are labelled Cembalo up to K.503°
whereas the two last concertos are labelled
Pianoforte.

Mozart’s Harpsichords — Friederici

At home in Salzburg, the most imposing
keyboard instrument in the Mozart
household must have been the two manual
harpsichord by Christian Ernst Friederici
(1709-80) of Gera in Saxony.* Following an
apprenticeship to Gottfried Silbermann
(1683-1753), the celebrated organ-builder ’



associated with J.S. Bach, Carl Ernst
Friederici set up his own workshop and was
described by Marpurg as “the builder who
is best able to console us for the loss of
Silbermann;”® and Charles Burney’s list at
the end of the German edition of his second
set of travels puts Friederici in first place
amongst the living keyboard instrument
builders.’

Leopold seems to have been
embarrassed by the possession of
instruments by this maker, as on
9 October 1777 he wrote to his son,
enclosing a letter to the keyboard maker
Johann Andreas Stein (1728-92), and asked
Wolfgang to write back with a full
description of Stein’s instruments: “When
you talk to Herr Stein, you must avoid any
chance of telling him about our instruments
from Gera, as he is jealous of Friederici.”*
The harpsichord from Gera is mentioned by
Leopold in a letter to Wolfgang shortly after
the visit to Stein: “... your visit would give
him infinite pleasure, and he said that you
would find at his house a collection of
instruments which would be an
embarrassment of choice to you. He
mentioned that in addition to his large
Friederici harpsichord with two manuals
like our own, he had a perfectly new and
very large fortepiano in mahogany.”™"

Pfeil was an important proponent of
Friderici. He had been music teacher to no
less a figure than the young Johann
Wolfgang von Goethe (1748-1832),
polymath, genius, and leader of the literary
Sturm und Drang. Goethe relates how Pfeil
developed a great interest in the Clavier
while secretary and factotum in Goethe’s
father’s household. A desire for the best
instruments had brought him into contact
with Friederici “whose instruments were
famed far and wide.” Goethe relates how
Pfeil took a number of these on commission
and “had the pleasure of seeing... several
installed in his apartment” for potential
buyers to hear and play. The Goethe
household subsequently procured a large
harpsichord by Friederici from Pfeil at a
time when any clavier larger than a
clavichord or spinet was very much the
exception in the German-speaking lands.
The Mozarts’ instrument appears one last
time in a newspaper advertisement listing
the household effects to be auctioned after
Leopold’s death:
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Lot 4. A harpsichord [eine Fliig] by the
celebrated Friderizi '* of Gera with two manuals
of ebony and ivory throughout five complete
octaves, with special lute and buff stops [Kornet
und Lautenzug]

This was presumably what Louis de Visme
heard in 1772 and mentioned in a letter to
Charles Burney:

Young Mozhart [sic] is too of the band, you
remember this prodigy in England. He
composed an Opera at Milan for the marriage
of the Archduke and he is now to do the
same this Carnival tho” but sixteen years of
age. He is [a] great master of his Instrument;
for I went to his Father’s house to hear him.
He and his Sister can play together on the
same Harpsicord [sic].

Other ‘Prestige Harpsichords’

The Mozarts mention several other
harpsichords in Salzburg. In January 1779,
on his return from Paris, Wolfgang was
expected “to direct [the archbishop’s
orchestra] from the harpsichord [Fliigl].
Mozart played for the Archduke Maximilian
in April 1775 on a harpsichord [Fliigel]
belonging to Countess Liitzow to whom the
keyboard concerto K.246 was dedicated in
the following year. Similarly, the triple
concerto K.242 was written for Countess
Lodron and her two daughters to play.
Leopold wrote to Wolfgang on 12 April 1778
about a concert at her house: “Nannerl was
to play a concerto, only the Countess would
not allow her good harpsichord [Fliegl]
(Latin: which is reserved for the Archbishop)
to be used, but only the Egedacher
harpsichord [Fliegl] with the gilt stand, so
[Nannerl] didn’t play. Finally the two
Lodron daughters had to perform ...”
Nannerl had, however, already
accompanied Ceccarelli in an aria, and “all
the symphonies”. Insistence on good
instruments is apparent throughout the
correspondence. In a letter to his son of 27
November 1777, Leopold wrote:

716

You will then know at once whether giving a
concert there is an expensive business,
whether you can count on having a good
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harpsichord, whether an orchestra is
available and whether there are many lovers

of music.

The records of the Mozart children playing
together in public always refer to the
harpsichord. The instruments they played
were of various types, as would be expected
on tours covering so wide an area. In
London, Wolfgang demonstrated a two
manual harpsichord with the newly
invented machine pedal that Shudi had just
made for Frederick the Great."® One of the
few authenticated portraits of Mozart,
painted in 1770 in Verona by della Rosa,
shows him at an Italian harpsichord by
Giovanni Celestinus of Venice, dated 1583.

In Naples on 19 May of the same year,
Leopold wrote: “Yesterday we called on the
English ambassador Hamilton (whom we
met in London), whose wife plays the Clavier
with unusual feeling, and has a very
agreeable figure. She trembled at having to
play in front of Wolfgang. She has an
expensive English harpsichord [Fliigl] by
Shudi, with two manuals and a pedal to
change the registers.” There is a painting by
Fabris, dated 1771, in the National Portrait
Gallery of Scotland depicting a concert party
at the Earl of Seaforth’s residence in Naples.
There are two, possibly three, string players,
of whom Sir William Hamilton, and Pugnani
are identified; Leopold Mozart is seated at
what seems to be an Italian harpsichord next
to Wolfgang, who is playing an ottavina
spinet. Evidently there was still a taste for
accompaniment at four-foot pitch, and
perhaps sixteen-foot as well.”

English harpsichords, such as Lady
Hamilton’s, seem to have been the status
instrument, and were exported widely, with
some reaching the Indian subcontinent.® In
Vienna, Mozart wrote to his father on 27
June 1781, mentioning a harpsichord
apparently with a sixteen- foot register,
while lodging with the Weber family:
“Where I live we have two harpsichords
[Fliigel], one for playing galanterie, the other
a machine tuned throughout with the lower
octave, like the one we had in London.
Consequently like an organ; so I have
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improvised on it and played fugues.”

The last report of Mozart playing the
harpsichord was in Prague, 1787, where he
used an instrument by the elder Grébner.”
All the contemporary accounts of opera
performances show that harpsichords
maintained their position in opera houses.
This remained the case into the nineteenth
century, and until the late 1850’s in
orchestral music.? Mozart would have
directed the first performances of his operas
from the harpsichord before leaving the duty
to an assistant, as was the custom of the
time. The study and copying of Austrian
harpsichords is still in its infancy, but these
were presumably the types that Mozart
would have encountered most often.?

Mozart and the Clavichord

In addition to the Friederici harpsichord,
the Mozart family in Salzburg owned
several clavichords. The travelling
clavichord or clavier] made by Stein for a
local customer in 1762, but bought instead
by Leopold Mozart in the following year, is
still extant in Hungary. It seems to have
passed from his son to his youngest sister-
in-law, Sophie Haibel, and in the course of
the nineteenth century to the family of J.N.
Hummel the younger in Hungary.® The
reference to “our instruments from Gera”
implies that one or both of the remaining
clavichords mentioned in the
correspondence may have been by
Friederici. Wolfgang requested one of them
on 3 October 1778 for his room when he
returned from Mannheim and Paris: “It
would be very agreeable if I could have the
little clavichord [Clavierl], which used to
belong to Fischietti and Rust by my writing
table, as it would suit me better than the
little Stein.” This may have been the
instrument formerly housed in the
Kunsthistorisches Museum, Vienna, which
was the last known authenticated clavier by
C.E. Friederici. Its compass was CC-f, and
it is thought to have belonged to Mozart
and later to Liszt before being destroyed in
World War II. Perhaps Mozart bought it
second hand; Friederici’s instruments were
costly,” and Wolfgang is first recorded



giving harpsichord lessons in 1771, the
proceeds of which may have enabled such
a purchase.”

Leopold had a large clavichord [mein
grosses Clavicord], which may also have been
by this maker.” When Nanner!’s fortepiano
was in poor condition in 1785, Leopold
wrote to offer her his large clavichord .
This seems to be the instrument mentioned
by Constanze in a letter to Spontini® from
April 1828: “My sister-in-law, who still
possesses the Clavicort from her brother’s
childhood years ... has asked me to suggest
that you might like to buy her dear clavier.
It is not beautiful, although it has been well
preserved, and in the old-fashioned manner
has only five octaves.” The unsigned five
octave clavichord now in the Carolino
Augusteum Museum may have come into
Nannerl’s possession on the death of her
stepson; it is not the one her father offered.*

Wolfgang used the clavichord
throughout his life. Improvisation was an
important and necessary constituent of
professional performance then, as were
sight reading skills. In a letter from
Augsburg, 14 October 1777, Mozart writes:
“Upstairs, I had the honour of playing for
about three quarters of an hour on a good
clavichord [Clavicord] by Stein ... I
improvised [ich spielte phantasien] and finally
played off at sight all the music he had,
including some very pretty pieces by a
certain Edelmann.” In common with other
writers, Mozart found it necessary to use
the epithet “good” when referring to the
clavichords he encountered: although good
clavichords were not then the rarity they
have since become, they were certainly the
exception.”’ Later the same day, Mozart
played on another of Stein’s clavichords:

“ At last a clavichord [Clavicord] (one of
Stein’s) was brought out of the inner room,
an excellent instrument, but full of dust and
dirt. Herr Graf, who is Director here, stood
there transfixed ...” In a letter of 23 October
1777, after giving a performance of his third
violin concerto at the Holy Cross Monastery,
Mozart continued: “Afterwards they
brought in a small clavichord, and I
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improvised [ich priludierte] and then played
a sonata and the Fischer variations [K.179].”

Leopold mentions in his letter of 13
November 1777, that among the Friederici
instruments offered by Pfeil in Frankfurt,
there was “a clavichord also in mahogany,
which he would not sell for 200 Gulden, as
he says that his instrument simply has not
got its equal; the treble sounds like a violin
played softly, and the bass notes are like
trombones”, giving us an insight into what
was considered a good instrument. On the
same day in Mannheim, Wolfgang wrote to
Leopold about a visit he had made to the
house of the composer Beecke (Sr), who
requested him to try his clavichord “which
is a very good one. He frequently
exclaimed ‘Bravo!” Iimprovised and played
my sonatas in B flat and D [presumably
K.281 and K.284].” The last mention of
Mozart performing on the clavichord comes
from the Dresden Musikalische Real-Zeitung
for 17 June 1789, which reports that Mozart
“played at many grand and private
residences to the most boundless applause;
his skill on the clavichord [Klavier] and the
Fortepiano is quite inexpressible.” *

An argument has been made® for the
harpsichord as the first choice of instrument
for the early “piano sonatas” K.279-283,
assuming that most of them were written
mainly in Salzburg, where fortepianos seem
not to have been available until ¢.1780. The
use of dynamic markings including
crescendo and decrescendo surely suggests the
clavichord, unless there were harpsichords
fitted with machine mechanisms available.
There is further evidence from Mozart
himself that the clavichord was favoured for
its unrivalled sensitivity in imitating the
human voice. In a letter of 12 June 1778, he
wrote complaining about a singer whose
manner “was truly abominable and singing
of this sort runs counter to nature.

The human voice vibrates by itself, butin a
way and to an extent that is beautiful — that
is the nature of the voice, and it is imitated
not only on wind instruments, but also on
stringed instruments, and even on the
clavichord (Clavier), but as soon as it is
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carried too far, it ceases to be beautiful,
because it is unnatural.”*

Johann Nepomuk Hummel, who studied
and lived like a son with the Mozarts from
1786-7, was later able to recall the position
of Mozart’s pianoforte during a visit to the
house and where Hummel’s own Clavier
stood in a little room.® This seems to have
been a practice instrument, as Mozart had
given lessons at the pianoforte. Mozart
himself would have begun keyboard studies
with his father at the clavichord; a Magyar
newspaper noted in a death notice for
Wolfgang that one of his sons was already
astonishing his listeners at the clavichord.®

Mozart’s Use of the Clavichord:
The Legend Surrounding his
Compositional Process
A five octave clavichord that “belonged to
Mozart”¥is preserved in the composer’s
birthplace. It was built around 1760 by an
anonymous maker and came with
Constanze from the Weber household.
A label found inside the instrument reads:
“At this Clavier, my late husband composed
Die Zauberflote, La Clemenza di Tito, The
Requiem and a new Masonic Cantata [K.623],
in the space of five months. This I can
certify, as his widow Constanza, Etatsrathin
von Nissen, formerly Widow Mozart.”*
Another clavichord is mentioned in the
travel diaries of the Novellos who visited
Austria in 1829. During a visit to Wolfgang’s
sister, by this time Madame Sonnenburg,
Novello reported,

...in the middle of the room stood the
instrument on which she had often played
duetts [sic] with her brother. It was a kind of
clavichord, with black keys for the naturals
and white ones for the sharps like an old
English cathedral organ. The compass was
from AA to £, and had evidently been
constructed before the additional keys were
invented. The tone was soft and some of the
bass notes, especially those of the lowest
octave C’s, were of good quality; at that time
it was no doubt considered an excellent
instrument. You may be sure that I touched
the keys which had been pressed by Mozart’s
fingers with great interest.” ’
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Just how important the clavichord was to
Mozart’s compositional process is shown in the
family letters during the trip to Paris, 1778.
Maria Anna related to her husband in Salzburg
on 5 April how cramped her apartment had
become: “The hall and the stairs are so narrow
that it would be impossible to bring up a
clavier. So Wolfgang can’t compose at home,
but has to go to the house of Monsieur Le Gros
who has one.” On 12 April

Leopold advised Wolfgang “if you could find
in Paris a good clavichord, such as we have,
you would no doubt prefer it and it would
suit you better than a harpsichord ...” That
such instruments were to be found in France
now seems quite possible; French amateurs
and several professionals alike* owned
clavichords. The composer J.G. Eckard,
counted first among the Parisian
harpsichordists by Leopold, had published
his sonatas op.1 in 1763 in Paris “for
harpsichord, clavichord, and fortepiano.” In
the avertissement the composer explains that
he felt obliged to mark the dynamics, “which
would have been useless if I only had only
the harpsichord in mind.”*

In Vienna, while lodging with the Webers,
Mozart wrote to his father on 1 August:
“Now I'm off to hire a Clavier, for until there
is one in my room I can’t live there. Since I
have a lot to write at the moment, I don’t
want to waste a minute.” One of the most
persistent myths surrounding Mozart arose
after his lifetime concerning his composi-
tional process. While being interviewed by
Niemetschek for his biography of her
deceased husband, Constanze had this to say:

Mozart ... never touched the Clavier while
writing. When he received the libretto for a
vocal composition, he went about for some
time, concentrating on it until his imagination
was fired. Then he proceeded to work out
his ideas at the Clavier; and only then did he
sit down and write.?

Some thirty years later, Vincent Novello
transcribed the following from Constanze:

He seldom went to the instrument when he
composed ... In composing, he would get up
and walk about the room quite abstracted
from everything that was going on about
him. He would then come and sit down by



her, tell her to give him inkstand and paper;
then went on writing by her side while she
talked to him, without the conversation at all
impeding his occupation.”

This then is the genesis of the myth of
Mozart as the genius who worked out his
music entirely in his head; we have come a
long way from the note placed inside
Mozart’s clavichord.

Mozart and the Fortepiano

In Paris, the composer Eckard would
have given the Mozart family the best oppor-
tunity to try out the new instruments by
Stein and Andreas Silbermann,** whose
instruments were advertised there by 1761;
two years later, pianofortes were advertised
for sale in London;* and although the
Mozarts just missed the concerts given in
Vienna in which Johann Baptist Schmid
played the piano that same year,
“harpsichords with hammers” may have
been known in the city since the 1720’s.* The
pianoforte Handel played in London may
have arrived here ¢.1732, by which time J.S.
Bach may already have given Gottfried
Silbermann his “warmest praise” for his
improved fortepianos.* But it was not until
the visit to Munich in 1774-5 that we first
hear of Mozart playing the fortepiano: “Last
winter in Munich I heard two of the greatest
Klavierspieler, Herr Mozart and Capt.von
Beecke; my host, Herr Albert [a Munich
innkeeper], ... has an excellent Fortepiano in
his house. There I heard these two giants
wrestle at the Klavier. Mozart is a very strong
player, and plays everything put in front of
him at sight.”#

It is interesting to note the change in style
of Mozart’s writing; the Sonata in D Major,
K.284, the last of the six early sonatas, was
written in Munich for Diirnitz, a noble
amateur, on a grander scale than the rest.

It is not unreasonable to propose that it was
inspired by Albert’s fortepiano, possibly by
Spéth of Regensburg; Mozart was eager to
play the instrument again on his return in
September 1777.
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Spith and Stein

Mozart’s encounters with the fortepianos of
J.A. Stein reported in the letter of 17 October
1777 to his father are well known. In
Salzburg, Countess Lodron was also eager
to hear Mozart’s report.” If Albert’s
fortepiano had inspired K.284, then Stein’s
helped it still further: “Here and at Munich I
have played all my six sonatas by heart
several times. I played the fifth, in G, at the
grand concert in the Stube. The last one in
D sounds exquisite on Stein’s pianoforte.
The device too which you work with your
knee is better on his than on other
instruments. I have only to touch it and it
works; and when you shift your knee the
slightest bit, you do not hear the
reverberation.”

In mentioning his former preference for
the tangent pianos of J.J. Spith, which he
simply refers to as “spattischen claviere”,
Mozart draws attention to another piano
building tradition that lasted from about
1770, if not earlier, until at least 1810. These
instruments made a brighter sound than we
are used to, more akin in their default
setting (they were equipped with several
stops) to the harpsichord, and praised by
Forkel and Schubart. Their actions were
very fast and explosively dynamic; the
“tangents” were made of wood. As the
hammers of the Stein harpsichord-
fortepiano of (?)1777 were also unleathered,
we should perhaps not be surprised that
Mozart does not mention a difference in
sound. According to Jurgenson,* extant
tangent pianos do not confirm Mozart’s
reservations about the damping of Spath’s
instruments; but Mozart may have only
encountered squares in which the damping
was not efficient. The outrageous claims
Stein made for his preparation of sound-
boards does suggest that he thought little of
the young Mozart’s technical knowledge.
On 23 October 1777 Leopold replied dryly:
“I am glad that Herr Stein’s Pianfortes are so
good; but they are certainly also expensive.”

During the end of his stay in Augsburg,
Mozart gave a concert that included the
triple concerto K.242 played on three Stein
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26 Mozart and the Clavier

fortepianos by the organist Demmler,
Mozart and Stein himself, the known
instance of Mozart playing the instrument
in a concerto. In Mannheim he went
straight to Christian Cannabich’s house
and played his “very good piano forte.”*
This was not the only such instrument in
the town, as Frau Mozart wrote to her
husband on 28 December: “Everyone thinks
very highly of Wolfgang, though he plays
very differently from the way he does in
Salzburg, for there are piano fortes
everywhere here, which he can play so
incomparably, that no-one has heard the
like before.”

Fortepianos in Salzburg and Vienna

There is no mention by the Mozarts of
fortepianos in Salzburg for most of
Wolfgang’s time there. However, there was
a small square belonging to Archbishop
Colloredo by Baumann of Zweibriicken,
dated 1775%; and Stein had built a
fortepiano for Colloredo, which appears in
the list of instruments made after the
builder’s arrival in Augsburg 1750. The
only reference to the fortepiano by Mozart
in Paris is the “miserable wretched
Pianforte” he had to play in the Duchesse de
Chabot’s cold music room.* Fortepianos
were increasingly common in Paris at the
time, with many imported from England,
and Mozart is said to have delivered an
English square piano to St.Germain-en-Laye
with J.C. Bach.*

The first reference to a fortepiano in
Salzburg comes from Leopold Mozart who
wrote to his son on the 4 December 1780,
“Just this instant Herr von Edlbach came
into the room with three strangers ... your
sister had to play a short piece on the
DPianforte to them.” This was probably the
instrument depicted in the Mozart family
portrait by J.N. della Croce with its sloping
cheeks, typical of Austrian harpsichords and
fortepianos, revealing a single keyboard on
which Wolfgang and Nannerl play. In 1783
Nannerl received a fortepiano by J.E.
Schmid as a wedding present from her
father. It was probably never played by her
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brother. The Mozarts were in Augsburg in
March 1781 where Wolfgang and Nannerl
played “almost more than heavenly music
on two forte pianos.”

Wolfgang arrived in Vienna later that
month and set about establishing himself
as a concert artist. He performed at the
Tonkiinstler-Gesellschaft charity concert
on 3 April, for which Countess Thun lent
her “beautiful Stein Pianforte.”* On
24 December, Mozart again borrowed
Countess Thun's instrument for the contest
with Clementi at court. Two instruments
were again required, though in a more
congenial context, which is related by
the Abbé Stadler. One or other of the
publishers called Artaria had taken him
to a rehearsal of Mozart’s six violin sonatas
with the first printed copy: “Fraulein
Auernhammer played the fortepiano —and
Mozart accompanied on a second fortepiano
that stood at hand, instead of on the violin,
and I was utterly enchanted by the playing
of master and pupil ...”* The maker of the
fortepiano on which Mozart improvised in
Prague, finishing off with variations on his
‘Non pii andrai’, is not known.” The last
reference to Mozart playing on his tours is
an audience member’s diary at a concert in
Frankfurt on 15 October 1790: “He had a
forte Piano by Stein of Augsburg, which
must be one of the best of its kind....”*

Mozart’s Pedal Fortepiano

According to Rampe, it was during the
earlier part of 1782 that Mozart bought his
Walther fortepiano, which is still playing, and
is to be found in the Geburtshaus in
Salzburg; ® it has been commented on and
copied extensively. The hammers may have
been unleathered originally, and the registers
were changed by the use of hand stops rather
than knee levers.® What has not been
mentioned quite so often was that it was
attached to a second instrument, which
Leopold mentions in a letter to his daughter
of 12 March 1785: “[Wolfgang] has had a
large pedal-piano (Forte piano pedale) made,
which stands under the Fliigel, is about two
feet longer, and incredibly heavy. It is taken



to the Mehlgrube every Friday, and also to
Count Zichy’s and Prince Kaunitz’s.”
Wolfgang had improvised on a “large Forte
piano Pedal,” ** at the Burgtheater two days
previously. It is presumably the instrument
mentioned again three years later by Mozart’s
Danish visitors Preisler and Rosing, who
were delighted by Constanze’s singing while
accompanying herself “like a Kapellmeister”,
and by her husband’s improvising free
fantasias.” Mozart’s English pupil Thomas
Attwood gives us a good reason for this no
doubt expensive addition:

[Mozart] was so fond of Sebastian Bach’s
fugues that he had a separate Pianoforte with
Pedals, fixed under the Other — Was very
kind to all of Talent who came to Vienna &
generally played at their Benefit Concerts
with the Pianofortes as directed above — The
last time I heard him, He play’d his concerto
in D Minor & “Non temere” at Storace’s
Benefit for whom he composed that Cantata
with the Pianoforte solo.®®

Joseph Frank wrote in his memoirs about a
lesson from Mozart on the fortepiano:

“Now,” said [Mozart], “play me something.”
I played him a fantasia of his own
composition. “Not bad,” he said to my great
surprise, “I will play it to You now.” How
wonderful! Under his fingers the Clavier
became quite a different instrument. He had
it reinforced by a second Clavier, which
served as a Pedal.*

It was on stage for the performances of at
least two of the piano concertos, and a
passage® in the D minor concerto, K.466,
requires pedals for notes outside the reach
of the left hand. The instrument may have
been something of a novelty and must have
contributed to Mozart’s early success in
Vienna: Rosing found the pedal made “the
most charming effect” in the improvised
free fantasias he heard; and when in
Dresden, Mozart felt that, as he came from
Vienna, little was expected of his organ and
clavichord playing prior to his contest with
Hégler there in 1789.%
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A fortepiano by Gottfried Silbermann?
Actually a Clavichord.

While Bach’s former pupil, Johann
Friedrich Doles (1715-1797) was Cantor at
Freiberg Cathedral (1744-1755), the local
organ builder, Gottfried Silbermann, had
given him a particularly fine clavichord of
his own making as a token of his esteem.
When Mozart came to Leipzig in April 1789,
he heard this instrument at Doles” house
and was so enchanted by its sound that he
offered Doles a good price for it. The old
man however refused, as he did not want to
be parted from the gift of an old friend.¥ To
Mozart, the fact that the instrument was
some fifty years old made little or no
difference as he was so taken by the sound
of the instrument. While Flade’s report of
1952 mistakenly refers to this as a
fortepiano, this may be because Silbermann
was so well known for his fortepianos; the
only type of fortepiano to have been
accorded enthusiastic endorsement by J.S.
Bach and W.A.Mozart. [See the illustration of
the Silbermann copy made by Michael Walker
on the front cover of this magazine.]

The Janissary

The constituents of the so-called
“janissary” stop of some early 19th-century
fortepianos are now known to have
appeared rather earlier than was previously
thought.® A newspaper published in
St.Petersburg, in German as well as Russian,
mentions a Piano-Forte, Claviere (perhaps
square-pianos), ordindre Clavieren, i.e.
clavichords, for sale, which were fitted with
harp, lute, drum and Cimbel stops; this may
refer to bells or the undamped ”pantalon”
effect. The dates of the advertisements are
26 November 1773 and 29 August 1774, so
they were in good time for Mozart’s alla
Turca movement in the sonata K.331, now
thought to have been written in 1783.

Compass and temperament

On the subject of keyboard compass,
Mozart did not, as far as we know, go as far
as Domenico Scarlatti (FF-g*%; but he did
exceed the standard five octaves once, in the
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sonata for two claviers K.448 of 1781, which
requires a top f#°. Equal temperament was
in use in Vienna at least since the time of
Fux.” Although second only to C.P.E. Bach
amongst 18th-century composers for the
amount of information he has given us
about how to perform his music, Mozart
was silent about how he liked his claviers to
be tuned.”

Equal temperament had been used by
composers for keyboard instruments by
Frescobaldi’s time; it was favoured by
several composers including Rameau and
C.PE.Bach.” We have no scores by Mozart
with a key signature of more than four
sharps, so it may be that he did not insist on
equal temperament.

The quality of the instruments he played
clearly mattered to Mozart; but this was put
into context in a reflective letter he wrote in
Paris to his father on 1 May 1778: “Give me
the best clavier in Europe with an audience
who understands nothing, or don’t want to
understand and who do not feel with me in
what I am playing, and I shall cease to feel
any pleasure.”

For Mozart the keyboard was an
essential tool throughout his life for every
aspect of music making, not least for
composition. As a well travelled virtuoso,
there was a wide range of good instruments
available to him, but these were not merely
vehicles for showmanship. Although
frustrated at having to teach to make money
in Vienna when he knew he was capable of
being a Capellmeister, he still felt
“indescribable pleasure” when Rosa
Cannabich eventually played the Andante
(K.309) “with the utmost expression.””
Here was a soundboard for his innermost
feelings which he was more than happy to
share with others.

Harpsichord & fortepiano

*The portrait of Mozart was painted by
Edlinger probably in 1790 when they both
stayed at the same Munich inn [owned by Herr
Albert, mentioned above]. It was unveiled on
Mozart’s birthday in 2005 in Berlin and caused
something of a stir, partly because it was not
what people expected. However, after extensive
scientific tests, it was thought to have a chance
of about 13 million in one of being anybody else,
and is thought to be the most lifelike picture we
have. The Edlinger can be viewed at
http:/[web.telia.com/~u57013916/Edlinger %20
Mozart.htm and it is installed at the Berliner
Gemuldegalerie, Berlin, Germany.

Also see website
www.mozartforum.com/photo%20page.htm.
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