PREFACE

Carl Czerny (born and died in
Vienna, 1791-1857) exercised a great
influence on the development of modern
piano technique. He was the son and
pupil of an accomplished pianist, Wenzel
Czerny. He also studied under Ludwig van
Beethoven. His musical talents were dedi-
cated primarily to the teaching profession.
Among his students were Franz Liszt,
Sigismund Thalberg, and Theodor
Dahler.

His compositions for piano num-
bered over 1000. Many of these fell into
neglect because they were written to con-
form the fashion of the day and yet his
piano works of an instructive nature were
destined for performance. Their impor-
tance remains undiminished even with
the increased demands of modern tech-
nique.

Czerny’s basic principle was to
develop attractive themes in a scheme of
modulation which was not too compli-
cated, so that it did not require superior
pianistic talents to profit by them. In the
current edition, we have chosen the works
that are genuinely helpful and musically
valuable, placed in an order representing
a step-by-step progressive course.

The sketchy manner in which
Czerny wrote some of his musical passages
has been revised, in the interest of clarity
and accuracy. Moreover, the authenticity
of each work has been established by a
close comparison with the original
editions. The tempo indications of the
composer, in the form of metronome
numbers, have been retained. It would
indeed take a virtuoso to follow these
exactly as specified! An efficient student
will do well to decrease the speed about
20 to 25 per cent without damaging the
original intent of the composer.

INPEJUCJIOBHUE

Kaps Yepunu (1791, Bena — 1857,
TaM jKe) OKasaJ OOJbIIOe BJIUSHHUE Ha
pPasBUTHE COBPEMEHHOU (POpTENUaHHON
TeXHUKUM. OH ObUT CBIHOM M YYEHUKOM
Bennesns YepHu, ONBITHOIO IIMAHHUCTA.
Kpowme Toro, on 6bu1 yuenukom Jliogsura
BaH berxosena. My3bIKaJbHbBI TaJTaHT
YepHU pa3BUiICA ITaBHBIM OOpAa3oM B Iie-
Jgarormdeckoit obmactu. Cpexu ero yde-
HuKkoB Obumm Ppann Jlucr, Curusmysp
Tans6epr u Teomop Jdanep.

YepHu cosjas CBbIIE ThICAYU
npousBeneHuil ;s poprennano. Muorue
13 HUX OKa3aINCh NPEAAHBI 3a0BEHUIO,
ITOCKOJIbKY OBLIM HAIIMCAHBI C OIIAKOM Ha
MOJIy CBOETO BPEMEHH, BMECTE C TEM €ro
COUYMHEHHS y4EeOHOrOo XapakTepa IOCTO-
SSHHO HCHOJHAIOTCI. VX 3HaueHue He
YMEHBINAETCS — JJa)KE C YIETOM BO3POCIINX
TPeOOBAHNI COBPEMEHHON TEXHUKU.

OcHoBHbIM npuHnunom YepuHu
ObUIO pa3BUBATh IPUATHBIE MYy3bIKATb-
Hbl€ TE€MbI, CJIelysd He CIUIIKOM CJIOKHOU
cXeMme MOJYJISAIUH — C TEM, YTOObI U3BJI€YD
IOJIB3y CMOT U YYEHHUK, HE OOJaJaiomuil
BBIJAIOIIUMUNCS NHAHUCTUYECKUMU BO3-
MOKHOCTAMU. JIJIs1 JaHHOTO U3JAAHUS MbI
BBIOpATN NPOU3BEAECHUS, SBJISAIONUECS
HUCTHUHHO I10JIE3HBIMU U IPEACTABJISIONIE
IIEHHOCTb C MY3bIKaJbHON TOYKU 3PEHUS.
Pacnosiosxenbl OHU B COOTBETCTBUHU C
BO3paCTaHUEM YPOBHS CJIOKHOCTHU.

Te nmaccaxu, koropnie y HepHu Ha-
MUCAHbl B CXEMATHYHON MaHepe, ObLIN
HAaMH CKOPPEKTHUPOBAHBI Py OOJIbIIEH
SICHOCTM M TOYHOCTH. bosee Toro, moj-
JIMHHOCTHh KaKAOTO IPOU3BEAEHUs ObLIa
YyCTAaHOBJIEHA IIYyTEM BHMMATEJIbHOTO
CpaBHEHHUS HOTHOIO TEKCTA C OPUTMHAJIb-
HBIMU U3JAaHUSAMU. ABTOPCKHE 0OO3HaYe-
HUS TeMIIa COIVIACHO METPOHOMY ObLIu
coxpaHeHbl. UYTOOBI TOYHO CJIEIOBATH
STUM YKa3aHUAM, HY’KHO OBITh BUPTYO30M!



In the editorial revision of these
works, special attention has been given to
the subject of fingering. Czerny’s finge-
ring, as originally suggested, suffered
from certain defects. For instance, there
were many superfluous or obvious mark-
ings which impeded the reading of the
notes. At times, it was insufficient. It was
impractical in chromatic, broken 3rds and
4ths, and octave passages; also frequently
inconsistent in the sequence of fingers
and hand positions involving both black
and white keys.

Czerny set forth his reasons for
proceeding along this chosen technique
for fingering — in his Opus 500 - but these
reasons are no longer applicable to ad-
vanced, modern piano technique.

In the eyes of modern musical
pedagogy, the articulation of the melodic
structure has assumed a major importance
in an instructive edition. Therefore, the
following features should be noted:

1. In the longer studies, a Capital
Letter indicates the beginning of each
movement, period, or part. They suggest
what is to be practised as a unit in an
analytical study.

2. Within individual movements or
parts, the content is phrased according to
the motives of brief passages. When a
continuous legato is intended, the slurs
have been placed in such a way that if no
break should occur between them, they
are joined at their end-points. When,
however, a mixture of legato and staccato
is intended, the limits of the legato
phrases are marked by punctuation of
commas. The same procedure has been
followed in the staccato passages.

The dynamics follow naturally,
from their correct musical relationship.
The characteristic feature of these ele-
mentary forms is that each has only one
dynamic center of gravity, up to which the
strength of the tone increases, after which
it declines in volume. In conformity with

braropasymMHbIii ydeHUMK MOMKET 3aMel-
yuthb TeMn Ha 20-25%, 3ambIces KOMIIO3U-
TOpA IIPU 3TOM HE IOCTPATAET.

B npannOIl pemaknum ocoboe BHU-
MaHUE VIEJE€HO alllIuKaType. ANIuimka-
Typa, NpeIIoKeHHas U3HadaIbHO YepHH,
OTJINYAIACh HEKOTOPBIMU HENOCTATKAMU.
Hanpumep, 6bU10 MHOTO M3JINITHUX, OYe-
BUJHBIX OOO3HAUEHUI, MEIIAIOIUX YTe-
HUIO HOT. B pyrux ciyyasx, anmmkaTyp-
HBIX YKa3aHHUI ObUIO CIUIIKOM Maso. Al
IUTUKATypa ObUIA HEYLOOHOH B XPOMATH-
YECKHUX IACCAKaX, B JIOMAHBIX TEPIUAX U
KBApTaX M OKTaBHBIX Haccaxkax. Taxxe
OHa O6bUIA 3a49ACTYIO IPOTUBOPEYNBA B I10-
CJIEAOBATEIbHOCTAX MAJBLEB U MO3UIIUIX
PYKHM Ha YE€PHBIX U OEJIbIX KJIABUIIAX.

B onryce 500 Yepnu nznoxun npu-
YUHBI, COIACHO KOTOPBIM, IIO €r0 MHe-
HUIO, CJIEAyeT NPUAECPKUBATLCA IPEIIO-
KEHHOU MM alIUIMKaTYPbl — OJHAKO 3TU
IPUYMHBI HE IPUMEHUMBI K COBPEMEH-
HOM, ITPOBUHYTON (POPTENMAHHOMN TEXHUKE.

C TOukum 3peHUs COBPEMEHHON
MY3BIKUIBHOM NETAroruky, B y9eOHOM H3-
JlaHUM HauOoJIblIlee 3HAYeHHEe Ipuobpe-
TAeT BBIPA3UTEIbHOE HMCIOJHEHUE MEJIO-
JAumdeckoro nocrpoenus. OTCIofa CIenyer,
YTO HY)KHO IIOJYEPKHYTDb CJEAYIOIIE MO-
MEHTBI:

1. 3armaBHble GYKBBI, CTOSIIHME B
JUIMHHBIX 3TIOJAX, O0O3HAYAIOT HAdalo
yactH, nepuoja, ¢pparmenra. Ilogpasyme-
BAETCS, UYTO TAKYIO YaCTh CJIEAYET HCIIOJ-
HATDb, UMes B BUJy TO, YTO OHA HaJeJIeHa
€JIMHBIM CMBICJIOM.

2. BHyTpHu JaHHBIX YacTel M I1e-
puonoB (pasUpoBKa IOCTABJIEHA COOT-
BETCTBEHHO MOTHUBAM KOPOTKHX Iacca-
xeit. Kora nmogpasymesaercs JyiireapHOE
JIETaTO, JUTU OBIIM MOCTABJIEHBI TAKHUM
00pa3oM, YTO B TEX CJIY4asX, KOTAA MEXKIy
HUMH HE JIOJDKHO OBbITh IIPEpPBIBAHUSA, TO
MX KOHIIbI IPUOIMAKEHBI IPYT K APYTy. A B
TEX CJAydasx, KOIZa IIPEAIOIaraeTcsi code-
TAHHE JIETaTO M CTAKKATO, TO OKOHYAHUS
¢pas, koTOpbI€ TOKHDBI OBITH UCITOTHEHDI



this, the indications for accentuation, cre-
scendo and diminuendo, have been supp-
lied to give a more detailed presentation
of dynamics that are given by Czerny.

Czerny apparently failed to appre-
ciate the full importance of the damper
pedal, for he gave no more than a few con-
ventional indications of its use. We consi-
der the proper use of the pedal an impor-
tant factor in piano playing and have,
therefore, given special attention to pedal
indications.

We sincerely hope that the music
world will favor this new edition. We are
confident that gratifying results will follow
from its conscientious use.

Heinrich Germer
Dresden, 1888

JIETaTO, OTMEYAIOTCS 3HAKAMH ITyHKTYAIIHI
— 3anaTeiMu. Takoli sxe mpuHIMI CO6JIIO-
JIEH 1 B ITACCAKaX CTAKKATO.

JlumaMmuka o603HaueHa, UCXO/ U3
JIOTUKUA MY3BIKAJIbHOTO COJEP)KaHUsA. Xa-
PaKTepHas YepTa JaHHBIX 3JE€MEHTAPHBIX
op™m 3akmIOUAETCA B TOM, UTO KasKAas U3
HUX HMEET TOJBKO OJHYy JMHAMUYECKYIO
KyJIbMUHAIIUIO — CTPEMSCh K HEH, Tpom-
KOCTB 3ByKa HApPAaCTaET, a ITOCJI€ HEe YMEHb-
maerca. B coorBercTBUM € 3TUM ObLIN
IPOCTABJIEHBl AKIEHTBI U OOO3HAYEHUS
crescendo u diminuendo — 4TOObI AOIIOJI-
HUTb U JE€TAIN3UPOBATh IUHAMUUYECKHE
00603HaYeHUs, TPEJUIOXKEHHbIe YepHu.

OueBugHo, YepHu He ygazoch B
IIOJTHOM Mepe OII€HUTDL 3HadeHUe JIEBOH
II€/IaJIN, IIOCKOJIBbKY OH JJaJT COBCEM HEMHO-
ro, U BeCbMa YCJIOBHBIX, YKa3aHHUI K ee
HCIIOIb30BAaHMIO. MBI CUUTaeM IPABUIb-
HOE€ HCIOJb30BAHUE NEJAJN BAKHBIM
¢akTopom popTenuaHHON UTpPbI U IO3-
TOMY yAEIUIA 0COO0€ BHUMAHHE OOO3Ha-
YEHUSIM TIeTaIH.

Mbl UCKpeHHe HajJeeMcs, YTO My-
3BIKAJBHBI MHpP C OJIaroCKJIOHHOCTBIO
IpUMET 3TO HOBOE H3JaHue. MbI yBepe-
HBI, YTO IIOCJEJOBaTeJbHasg paboTa HaJ
JJAHHBIMU 3TIOIAMU HEIIPEMEHHO IIPHHeE-
ceT GJ1arolapHbIe IIO/BI.

Ienpux 1epmep
Apesden, 1888
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50 Little Studies 50 ManeHbKMX DTIOIOB

selected from Op. 261, 821, 599, 139 136paHHbIe u3 cou. 261, 821, 599, 139
Carl Czerny
Kapin Yepun
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Allegro Moderato
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