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ABSTRACT

The goal of this research is to characterize repre-
sentative performances by famous pianists in order
to determine main influential trends in performance,
derived specifically from traditional piano practices

referred to as National Piano Schools.

Previous research (Lourenco, 2005, 2007) has
shown strong musical correlation of particular char-
acteristics, namely the aesthetic, the technical, the
historic and the repertoire. The concept of piano in-
terpretation school is a useful concept for analyzing
the universe of piano performance. Piano pedagogy
literature of each European National Piano School
has been analyzed together with an empirical audio
analysis of recordings through a check-list survey.
Overall the main National Piano Schools consist of
three essential branches: the Russian school; the

German school; the French school.

The identification of National Piano Schools provides
a powerful framework of study and an awareness of
Europe’s elusive music heritage and it main influ-

ences.

Furthermore, as pianists use their whole body to en-
hance their communication of the music’s spiritual,
emotional and dramatic essence, this study also aims
to contribute into research on performance practice.

Keywords.: European Piano Schools, Typology

Russian, German, French Piano Schools

1| Introduction

Almost every pianist is satisfied with his musicality,

but not with his technique.
Margulis, 2006

In the beginning of the twentieth century perform-
ers and audiences were used to versatile piano
practices originated from distinct nationalities and
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generations. Several studies have shown that it is
possible to identify major trends in piano perfor-
mance. These are generally referred to as National
Piano Schools, due to its strong correlation to par-
ticular characteristics, which seem to share com-
mon features within communities of practitioners.
Facets such as aesthetics, technique, historical
tradition and chosen repertoire have been studied
by several researchers (Neuhaus, 1981; Kullak, 1994;
Leimer & Gieseking, 1998; Timbrell, 1999; Lourenc¢o,
2005). Overall the main National Piano Schools con-
sist of three essential branches: the Russian school,
the French school and the German school (Kaiser,
1989; Rattalino, 2001). It is acknowledged that these
National Piano Schools are present in most of the pi-
ano performance practices in the twentieth century
and therefore its identification provides a powerful
framework to study, understand and raise awareness
of the Europe’s intangible music heritage.

The coexistence of different tendencies in the
tradition of interpretation and technique of clas-
sical piano is clear. It is common the designation
of “Russian School”, “German School”, “"Russian
Technique”, in terms of defining a certain tradition
approach. These descriptions concern preference for
general and specific repertoire, characteristic sonor-
ity, tempo, use of pedal, different piano constructors,
pedagogical methods, technical-interpretation ap-
proaches (use of rubato, polyphonic clearness, etc.).
The concept of piano interpretation school needs to
be questioned and discussed, in an effort of analyti-
cal systematization and also as a result of the sub-
jectiveness, possible within the bounds of the work
of art. Being common the designation of “Russian
School”, “German School”, “Russian Technique”, in
terms of definition of a certain approach tradition
of the general and specific repertoire, characteristic
sonority, beloved repertoire, tempo, use of pedal,
different piano constructors, pedagogical methods,
technical-interpretation approaches (use of rubato,



polyphonic clearness, etc.), the concept of piano in-
terpretation school needs to be questioned and dis-
cussed, in an effort of analytical systematization but
also as a result of the subjective element, possible
within the bounds of the work of art. Still concern-
ing the piano interpretation school, the privileged
relationship master-student (oral tradition of the in-
dividual lesson), through the transmitting of certain
performing approaches and repertoire selections
and through technical resources can support the
definition of a certain piano interpretation school.
There will be a final proposition about this concept,
mainly making it more flexible.

The performing art of music is directly connected
to the notation limitation on the score, and also to
the work itself. About musical interpretation on the
piano, and as Adolph Kullak proposes, Denken und
Forschen - das Werk in allen seinen Atomen stud-
ieren - alle Schénheitselemente auf bewultes wis-
senschaftliches Erkennen zurlickfiihren - dies ist die
Aufgabe(Reflection and Research - get to analyse
the musical work in every atom (its smallest ele-
ments) - to look for each one of the beauty elements
in an organised way - this is the main task) (Kullak,
1876). In that sense we may state that the musical
text doesn’t always clarify what is essential - it is this
that a performer shall take out from the score and
respective notation.

2 | Method
The components of expressive performance intend
to work as analysis criteria of the various audio ex-
amples of piano interpretations by many pianists
representing the various piano schools. The selection
of the main representative tendencies, their com-
parison and consequent definition of “piano school”
will be based on: repertoire, dynamics, agogic pat-
terning, tempo, phrasing and articulation, accents,
pedal, textures.
The methodology in order to obtain a Typology
of National Interpretation Piano Schools applies a
check-list survey according to different musical in-
terpretation components.
The historical and theoretical context on which the
schools are set will be discussed. Once analysed, it is
possible to get to conclusions and objectives; apply-
ing the same check-list, and despite the difficulties,
to look for the individuality of each piano interpreta-
tion schools. Available recordings by 19 mainstream
piano works by 29 pianists who started their piano
careers prior to 1950 were analysed. Following are
the chosen 19 mainstream piano works:
D. Scarlatti (1685-1757), Sonata K 322 A Major; J.
S. Bach (1685-1750), Prelude and Fugue C Major
BWYV 846; Haydn Franz Joseph (1732-1809), E-Flat
Major Sonata, Hob. XV1/49; Mozart W. A. (1756-1791)

Fantasie c-minor KV 475; Beethoven L. v. (1770-1827)
Sonata n. 23 f minor op.57 “Appassionata”’; Schubert
F. (1797-1828), Impromptu op. 90 n23 G flat Major;
Chopin F. (1810-1849), Nocturne in F sharp Major
op. 15 n. 2; Chopin F. (1810-1849), Ballade in g minor
op. 23 n.1; Schumann R. (1810-1856), C-Dur Fantasie
op.17; Liszt F. (1811-1886), Sonata in h minor; Brahms
J. (1833-1897) Variations on a theme by Paganini
op. 35; Moussorgsky M. (1839-1881) Pictures of an
Exhibition; Albéniz . (1860-1909), Evocacion (Iberia);
Debussy C. (1862-1918), La Cathédrale engloutie;
Scriabin A. (1872-1915), Poeéme in F sharp Major 0p.32
n. 1 Rachmaninoff S. (1873-1943), Etude-Tableaux
op. 39 n. 6; Ravel M. (1875-1937), Gaspard de la nuit;
Prokofieff S. (1891-1953) Visions fugitives op.22 .
The chosen pianists were Arrau (1903-1991), Backhaus
(1884-1969), Busoni (1866-1824), Casadesus (1899-
1972), Ciccolini, Aldo (1925), Cortot (1877-1962),
Jeanne-Marie Darré (1905-1999), Feinberg (1890-
1962), Fischer (1886-1960), Samson Francois (1924-
1970), Gieseking (1895-1956), Gilels (1916-1985),
Clara Haskil (1895-1960), Ingrid Haebler (1929)
Josef Hofmann (1876-1957), Horowitz (1904-1989),
Kempff (1895-1991), Alicia de Larrocha (1923-2009),
Vitaly Margulis (1926), Arturo Benedetti Michelangeli
(1920-1995), Paderewsky (1860-1941), Perlemuter
(1904-2002), Egon Petri (1881-1962), Rachmaninov
(1924-1970), Richter (1915-1998), Artur Rubinstein
(1889-1982), Schnabel (1882-1951), Alexander
Scriabin (1892-1915), Vladimir Sofronitzky (1901-1961).
As discussed in the Literature Review, several piano
studies have shown that it is possible to characterize
the major trends in musical performance, making
it possible to identify three major National Piano
Schools: the German, the French and the Russian
Schools.

Practitioners of each one of these Piano Schools
seem to share common features related to stylistic
parameters, such as tempo, dynamics (loudness),
articulation, phrasing, among many others. In fact, a
musical performance is more than a literal reproduc-
tion of a musical score. If played exactly as notated
in the musical score, a piece of music would sound
mechanical and expressionless becoming both un-
musical and physically impossible for a musician to
perform. What makes a piece of music come alive
(and what makes some performers and playing
styles unique) is the art of music interpretation. In
fact the unlimited resources for vocal and instru-
mental art lie in artistic deviation from the pure, the
exact, the perfect, the rigid, the even, and the precise
(quoted in H.G. Seashore, 1937).

Therefore, the notated music score is but a small
part of the actual music performing process. Not
every intended gradation can be captured in a lim-
ited formalism such as common music notation, and
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the composers are well aware of this. The perform-
ing artist is a determinative part of the system, and
expressive music performance plays a central role
in the European musical culture. Musicological re-
search has gradually started to focus on (empirical)
aspects of expressive performance, since in the past
the vast majority of music research dealt with formal
theories.

3 | Materials and Procedure

For this research, three recordings of the 1st move-
ment of Beethoven’s Sonata op. 57, Appassionata
(specifically bars 1-50, which included Exposition-
first and second themes) by Vladimir Sofronitzky,
Edwin Fischer and Robert Casadesus were used.
Example 1. Beethoven, Sonata op. 57. Appassionata,
first movement: first theme (bars 1-9)

SONATA
"Appassionata"
Opus 57 Ludwig van Beethoven
Allegro assai PS Urtext

Figure 1. Beethoven, Sonata op. 57. Appassionata,
first movement: first theme (bars 1-9)

The following recordings are to be used as short
demonstration of the methodology applied to the
extensive check-list survey: Sofronitzky (1901-1961);
V. Sofronitzky vol. 7, Arlechino, 1939), E. Fischer
(1886-1960); Edwin Fischer Plays Beethoven Piano
Sonatas, Pathétique, Appassionata, Emperor, Pearl,
GEMM CD 9218,1996, recorded in London, 1935, and
Robert Casadesus (1899-1972); Beethoven Piano
Sonatas, Sony Classical, SBK 46345, 1990. A sum-
mary of the results is presented in Table 1.

Dynamics Tempo Textures
Viadmir Unbalanced  Slower Polyphonic
Sofronitzky ~ dynamics tempo,yocal  sonority
(Russian character, with weight
School) agogic making
pattern- structure
ing, sudden clearer,
allargandi, showin clar-
tempo/beat ity individ-
changes ual lines of
polyphonic
texture
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Dynamics Tempo Textures
Edwin Balanced Stable Clarity
Fischer dynamics tempo/beat  individual
(German lines of
school) polyphonic
texture
Robert Balanced Faster Less voice
Casadesus dynamics tempo, in- leading or
(French strumental polyphonic
school) character, sonority:
less vocal importance
of clear
jeu perlé
and souple
piano play-
ing

Table 1. Beethoven, Sonata op. 57. Appassionata,
first movement

Comparing the check-list survey concerning dynam
ics, tempo, voice leading, use of pedal, textures (as
verified in Table 1),

we come to certain conclusions concerning the inter-
pretation of this part of the Beethoven piano sonata.
Those conclusions can be extended to more general
ideas concerning the different “piano interpretation
schools”.

The most important difference among the three
pianists of this sample is the result of V. Sofronitzky
(Russian school) who prefers a slower tempo, with
sudden allargandi (gradually slower tempo), often
changing tempo and making structure clearer. This
is very clear when we compare the interpretation
of the 2nd theme of the 1st Movement (b. 35 to 39)
‘Example 2. Beethoven, Sonata op. 57. Appassionata,
first movement: second theme (bars 34-40)
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Figure 2 Beethoven, Sonata op. 57. Appassionata,
first movement: second theme (bars 34-40)first
movement: first theme (bars 1-9)



We must then conclude that the transmission of
the sonata form is made including tempo changes.
Pianists of the Russian school frequently prefer to
stand for the imaginative and improvising charac-
ter of their performances, even in the classical style
repertoire.

As shown above in Tablel analysis involved obser-
vation and comparison of three short examples, by
three pianists of three piano schools in particular
addressing expressive elements like dynamics (cre-
scendo/diminuendo), tempo (use of rubato- changes
of beat-, clarity of individual lines of the polyphonic
texture, agogic patterning, etc), voice leading, phras-
ing and articulation, use of pedal.

Synthesizing, “While the German musicians focus
their interest of musical performing on the side of
music architecture, being that their generic struc-
tures point out to a static component in the core of
performance (let us think for instance of Busoni’s
“architectonic” drawings to elucidate works’ archi-
tecture), pianists of Russian tradition have more in-
terest on the progress of character of music, or by
the sequence of internal events.” says GroBmann
(Rathert at al. 1998).

The French school is not very far from some per-
spectives of the German school, as Marguerite Long
(1874-1966), who was a great apologist of the “un-
conditional respect for the text” (Timbrell, 1999), had
as main concern, pianism precision, what includes a
total commitment to technical improvement. The jeu
perlé, predilection for the “subtle” pedal, as Yvonne
Léfébure states, preference for a lighter and “insensi-
tive” repertoire, are other recognizing characteristics,
as belonging to the French piano school. As Daniel
Wayenberg states, her main concern was the pian-
ism precision, in her book “Le Piano”, everything is
referred and grounded (Long, 1956). The same thing
can be observed in other testimonies, as for example
from E. Robert Schmitz “French love for rigour dif-
fers from the German, as it is less massively concrete,
and more logical, clearer, and easier to understand.
| may even state that these are the qualities that
characterize the “French school” of piano, singing,
composition, art, of everything that has its roots in
the French heart and mentality.” (Timbrell, 1999).
Referring to Marguerite Long, her disciple Gabriel
Tacchino states as follows: “Her technique was the
opposite of the Russian school. Little weight, little
sound. But she gave us precious indications on the
French composers’ works.” (Timbrell, 1999). If we
report to the already mentioned “style séveére”, char-
acteristic that may be followed by various pianists
of the French tradition, from Alkan’s professor (1813-
1888), Zimmermann (1785-1853%), to Saint-Saens
(1835-1921) himself, there is a clear preference for
works by Hummel, particularly baroque composers,

predominate in the concerts and recitals’ programs
of these pianists (Timbrell, 1999). This way, predi-
lection and specialization of this kind indicates a
tendency at dynamics level, of the clearness, ingen-
ious simplicity and precision, may be in prejudice of
dynamic extremes in both contrasting directions of
dynamics, that is, in direction to the fortissimo or
to the pianissimo. Predilection and specialization of
this kind indicates a tendency of clearness, ingenious
simplicity and precision contrasting with dynamics
contrasts (during piano performance often played
fortissimo dynamics and often played pianissimo
dynamics).

Since dynamics scope of harpsichord is very lim-
ited the harpsichord performing tradition has also
a predominant role in French music tradition, previ-
ously influencing the dynamics performing options
by keyboard music barogque composers.

The option is almost radically opposed when we
listen to E. Fischer, W. Kempff, or even W. Backhaus.
Fischer follows inexorably the same movement all
along 1st movement of Appassionata, and wisely
respects the rhythmic units. And he even grounds
his principle, since as he himself states in his writings
on Beethoven, Wie du die drei ersten Achtel spielst,
so muf3t du im Tempo weiterspielen. Das Gesetz ist
da schon gegeben, und die Wurfel sind gefallen.
(Fischer, 1956) which means, as you play the three
first quavers, so you must play the rest of the work.
The rule has already been settled and the dice are
thrown.

As regards to Ist theme of Appassionata the re-
quest of absolute rhythmic meticulousness makes
it so much more radical, since these three quavers
that E. Fischer evokes, are effectively express in a
g guarternote+tligature of augmentation to a e+e
(semiquaver+semiquaver), defining the main metric
beat proportion, 12/8. E. Fischer’s predilection for
rhythmic rigour and aversion to tempo and pulse
changes, as said before, is reiterated in his writings
on Beethoven, as this delay on movement of 2nd
theme [of st movement], that is only a metamor-
phosis of 1st theme, doesn’t seem correct: on the
contrary, it is here the place of the Urworten of
Goethe, of the laws we must respect and follow, in
an equilibrated way (Fischer, 1956).

Another pianist of German piano school, Wilhelm
Kempff, performing this same sonata shows many
resonant and polyphonic gradations, but always with
some contention, without great exaggerations. As
example, should be listened very attentively 3rd
movement of this sonata in his version. The transmis-
sion of sonata form is made with clarity, without ap-
pealing to great asymmetries of tempo or dynamics.
Still in German tradition, the transmission of form
in this performance by Claudio Arrau is remarkable.
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It is a fact that 2nd theme of 1st movement begins
in a slow and dolce way, the same occurring, in the
recapitulation, where the 2nd theme is still exposed
in a slower tempo. It seems that Arrau searches for
the symmetry between regularity and respect for
Edwin Fischer’s score, agogic and dynamics liberty
of Gilels and Richter.

The number of 13 available recordings of Beethoven
Sonata Appassionata op. 57 by pianists who started
their artistic career until 1950, and relevant anal-
ysis of this research, contributed to the flexibility

L.V BEETHOVEN( 1770 - 1827) Sonata N2 23 f mi-
nor op.57 Appasssionata (Ist Movement) Tempo
Outline

Total time Tempo
1.Schnabel 8'56" =108
2.Backhaus 9'54" «=116
3.Fischer 840" «=126
4.Rubinstein 922" =100
5.Feinberg 811" =126
6.Kempff 952" =108
7.Gieseking 813" =126
8.Casadesus 904" =112
9.Sofronitzky 9'46" «.=120; (Pit allegro=144)
10.Arrau 11" =92
11.Horowitz 9'57" =108
12.Richter 1139" -84
13.Gilels 11'03" «=96

Table 2. Beethoven, Sonata op. 57. Appassionata,
first movement

in choices and consequent conclusions, because
none of these important pianists failed to perform
Beethoven and provide testimony of Beethoven'’s
music through recording.

The Russian school believes, once more, in the as-
sertion of work’s structure, in slower movements,
emphasizing a greater polyphonic clarity. All this
is shown by the performances of Richter, Gilels,
Feinberg and Sofronitzky, in the sampling made. The
music structure becomes much clear, when playing,
overlapping melody. Many are the examples pointed
out, as for instance, the case of 2nd movement’s
theme, where the polyphonic line is very perceptible.
Example 3. Beethoven, Sonata op. 57. Appassionata,
second movement (bars 1-8)
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Figure 3 Beethoven, Sonata op. 57. Appassionata,
second movement (bars 1-8)

4 | Discussion
Another group, “OTHER SCHOOLS”, includes Arturo
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Benedetti Michelangeli, who having a musical educa-
tion course centred in ltaly, and even for the diverse
choice of his repertoire, is little definable as regards
to performing tradition, which is inevitable to ob-
serve, was relatively indifferent to him (namely in
the sudden changes of movement and time, difficult
to justify out of the context, but also the nuances
of a lowest subtlety). Alicia de Larrocha is also in-
cluded in this group, much for her course and dif-
ferent sonorities, but above all for her predilections
of repertoire, predominantly of Spanish composers.
Cases become sometimes hybrid or mixed, as a
result of circulation, determined by various factors,
already referred. There are conclusions regarding
crossings in “Mixed German school”, “Mixed French
school”, or still “Other schools” (Lourenco, 2005).
This way, affinities and aesthetic influences belong
sometimes to different schools, creating unexpected
and unigque transverse processes, disturbing statis-
tics and numerical data.

5 | Conclusion

The main conclusion of this work is that piano
schools exist, but artistic personalities are placed
above. It is possible to ground the existence of na-
tional piano schools based in national tendencies
of leading performing tradition, gathering pianists
at the end of the nineteenth century, beginning
of twentieth century. Important is, in fact, the ad-
equate analytical exercise. Always within a certain
performing tradition, piano schools are important
as effective model or analytical instrument, as it is
not possible to apply this generic category to each
one of the pianist as a genius. Schools are generic
categories that have not always real existence in the
characterization of each artist.

In fact, there are great groups. They are made in a
generic way, containing a very big group of very
diverse artistic personalities. On the other hand, cat-
egories are not to be mistaken with nationalities.
When we attend a piano recital it is the individual
artistic personality that stands out and not a certain
piano school. There is still the reality circumstance of
the individual career of each international artist, with
frequent contact with distinct cultural influences.
This international circulation of artists with contrast-
ing performing personalities, always present, also
during the first half of the twentieth century, took
us to another important observation, regarding the
categorization and generic groups that have been
referred. As an example we may quote the Russian
school pianists, in their most charismatic representa-
tives, for instance, as regards to repertoire. While all
of them dedicate themselves to the classic, romantic
repertoire and to works of Russian composers, we
think immediately of the name of Sviatoslav Richter,



as a pianist of universal and eclectic taste, who plays
all the repertoire, including many twentieth century
and contemporary works.

Another important conclusion of this research, is
that baroque and classical repertoire reveals itself,
generally, more defining of the performing interpre-
tative direction of each pianist. In the universe of
the comparative analysis of sampling made in this
research, it is the case of recordings of works by D.
Scarlatti, J. S. Bach, W. A. Mozart, L. v. Beethoven
and F. Schubert.

In the analysed work of Scarlatti, it is Horowitz
(Russian school) who chooses a slower tempo, in-
spiring a more personalized conception of the work,
and less conventional and standard in stylistic terms.
Arturo Benedetti Michelangeli prefers to follow a
more conservative performing style of baroque
music, with a faster tempo, less agogic patterning
daring and less pedal. Also voice leading is simpler
and reminding the harpsichord and dance rhythms.
C. Haskil stands in a compromise result, as although
movement is relatively quick, the agogic pattern-
ing supports, the pedal and clarity individual lines
of polyphonic texture are more released and give
the performance more creativity and imagination
elements.

Prelude and Fugue in C major by J. S. Bach, Book
1 has been also analysed in the check-list survey.
S. Richter’'s main concern (and also of V. Margulis)
is performance in the sense of form transmission.
He gives great emphasis to structure, reaching the
culminating harmonic points with allargandi or sig-
nificant agogic patterning. Edwin Fischer, of German
school, takes different options, giving more impor-
tance to melody and less to structure and form. Thus
his preference for a faster tempo, as a slower tempo
gives more clarity to polyphonic lines and structure.
Likewise, Fugue is performed in a slower tempo by
Richter (vocal character, voice and singing) and by
Fischer in a faster tempo (musical instrument key-
board character, harpsichord).

Richter still gives the opportunity to the listener of
following the clarity of individual lines of the pol-
yphonic texture of Fugue, without giving special
prevalence to the theme’s many entries. He manages
to outline the dialogue between the voices in an or-
ganic and attractive way. It may be then remarked
the “organ” like performance tendency by Richter,
“piano” like performance by Fischer and the in-
tended “clavichord voice” performance by Margulis.
Different keyboard musical instruments (organ, pi-
ano, clavichord), different sonority and expression.
Here were expressed some differences between the
Russian school and the German school, regarding
the preference for the structure and for the asset
in the polyphonic speech. In Fantasy in C minor KV

475, other characteristics are shown, such as the use
of pedal by Sofronitzky, contrasting with the op-
tion of Gieseking, who almost doesn’t use the right
pedal adept of contention in the use of right pedal.
He uses, by contrast, una corda pedal many times.
According to pianist Arturo Benedetti Michelangeli
“Being a pianist and a musician, is not a profession.
It is a philosophy, a life conception that cannot be
based on good intentions, or natural talent. First of
all, it is necessary to have an unimaginable spirit of
sacrifice” All these great pianists and whose audio
register have been previously analysed surely go
with this approach of performing art and pianism
(www.arturobenedettimichelangeli.net).

7 | Future Work

It would be interesting to study the performance
style of famous artists who clearly represent each
one of the identified European Piano Schools
(Lourenco, 2005), and make it available in CD audio
(or video footage) formats. However, this will depend
on the availability of computational methods for pre-
cise music information extraction from audio signals
which is still an open research problem (Tzanetakis,
2004; Lagrange et al. 2008). To the present date
there has been little research on the subject of per-
formance observation and assessment, as well as on
qualitative evaluation of the elements of musical per-
formance. There is an agreement that performances
comprise both technical and aesthetic appeal, yet
there are no knowledge of the source from which
this information is being drawn from when assess-
ments are made. Upon the completion of this data
acquisition stage, the objective is to continue with
further research to detect patterns and regularities
in the recorded data, that regards sound and gesture
and their perception by human observers, which
may be representative of the particular identified
European Piano Schools (Lourenco, 2005).

REFERENCES
[1] Barbosa, A. (2006). Computer-Supported
Cooperative Work for Music Applications - PhD
Thesis Music Technology Group; Pompeu Fabra
University, Barcelona, Spain

[2] Chiantore L. (2001). Historia de la técnica pianis-
tica: un estudio sobre los grandes compositores y el
arte de la interpretacion en busca de la Ur-Technik.
Madrid: Alianza editorial.

[3] Dahlhaus Carl (1992). Die Musik des 19.
Jahrhundertts, Vol.6, Laaber, Laaber-Verlag, 1980,
12 ed. (2nd ed,, 1989)

[4] Danuser

Hermann (1992). Musikalische

CITAR JOURNAL
n



Interpretation. Neues Handbuch der
Musikwissenschaft, Carl Dahlhaus ed., 112 vol., Laaber,
1992

[5] Fischer E. (1956). Ludwig van Beethoven’s
Klaviersonaten: Ein Begleiter flUr Studierenden und
Liebhaber. Wiesbaden: Im Insel Verlag.

[6] Gondar, Maria Rosa Vilaca (2008). As raizes na-
cionais na metodologia russa de ensino do piano: um
contributo para a busca de uma nova pedagogia em
Portugal, M.Ed., UMinho

[7] Kaiser Joachim (1989). Grof3e Pianisten in unserer
Zeit, Serie Musik, Piper Munchen/Schott Mainz

[8] Kaiser Joachim (1979). Beethovens zweiund-
dreiRig Klaviersonaten und ihre Interpreten, Frankfurt
am Main, Fischer Taschenbuch Verlag

[9] Kullak A.
des Klavierspiels.
Verlagsgesellschaft.

(1876/1994). Die Aesthetik
Regensburg: ConBrio

[10] Lagrange Mathieu, Luis Gustavo Martins, George
Tzanetakis (2008), “A Computationally

[11] Efficient Scheme for Dominant Harmonic Source
Separation”, 2008 |IEEE

[12] International Conference on Audio, Speech, and
Signal Processing

[13] (ICASSP2008), Las Vegas, Nevada, USA
Leimer Karl/Gieseking Walter (1931), Modernes
Klavierspiel, Schott, Mainz, 1931, 1st ed., rev.1959 (28th
ed. 1998)

[13] Long Marguerite (1956). Le Piano, Ed. Salabert,
Paris

[14] Lourenco, S., Clemente, M., Coimbra, D., Barbosa,
A. and Pinho, J.(2009) Do Pianists play with their
teeth? Proceedings International Symposium on
Performance Science 2009

[15] Lourenco, S. (2008) Tendencies of piano inter-
pretation in the 20th Century: Concept and different
types of “piano interpretation schools” in Proceedings
International Symposium on Performance Science
2007

[16] Lourenco S. (2005). http://artes.ucp.pt/do-
centes/slourenco/t-slourenco.pdf

Margulis V. (2001). Bagatelas op. 6, Vila Nova de
Famalicdo, Quasi Edicoes.

CITAR JOURNAL
12

[17] Monsaingeon Bruno (2002). Sviatoslav Richter
Notebooks and Conversations, trad. Stewart Spencer,
Princeton University Press/Princeton and Oxford,
1998, 32 ed.

[18] Neuhaus H. (1981) Die Kunst des Klavierspiels
(5th ed.). KéIn, Germany: Edition Gerig

[19] Rathert Wolfgang ed. et al. (1999), Pianisten
in Berlin- Klavierspiel und Ausbildung seit dem 19.
Jahrhundert, Berlin, Hdk-Anrchiv, 32 vol., Hochschule
der Kunste Berlin, Linde Gro mann and Heidrun
Rodewald

[20] Rattalino Piero (1992), Le grandi scuole pia-
nistiche, Milano, Casa Ricordi - Bmg Ricordi S.p.A,,
(22 ed. 2001

[21] Schnabel Artur (1935). ed. Ludwig van Beethoven
32 Sonatas for the Pianoforte, 2 vols, New York:
Simon and Schuster, Inc.

[22] Tzanetakis George et al. (2004). “Music Analysis
and Retrieval Systems”,

[23] Journal of American Society for Information
Science and Technology 55(12)

[247] Timbrell C. (1999). French Pianism: A Historical
Perspective (2nd ed.). Portland, Oregon, Usa:
Amadeus Press.



APPENDIX
German Piano School Genealogy, Russian Piano
School Genealogy and French Piano School

Genealogy(after Alain Paris,

Dictionnaire des

Interpretes et de I'interprétation

musica

le au XXe siecle, Paris, Robert Laffont, 1982

(2nd ed. 1985)

W. A. Mozart (1756-1791)

Attwood Hummel Seyfried
(-1838) (1778-1837) (1776-1841)
Safonov 1. Paderewsky
(I852-1860)  (1860-1941)
Potter
(1792-1871) B. Mo
J|Lhevinne  H.Bauer
(1474-1918)  (1873-1951)
Mac Farren A. Rubinstein
(1886-1982)
Borowski
Prokofiev
Poushnoff
T. Matthay D. Myra Hess Turezinski
(1858-1945) (1890-1965)
. Joyce
2-1991)
Athpany
1. Scharrer
(1888-1971)
F. Liszt (1811-1886)
Klirdwort H. vABiilo Sophit\Menter A.De Greef
(1830-191¢) (1830-4894) (1862-1940)
B. Stavenhagen A. Kriedheim Fréderic Lamond ~ Vianna da Motta
0-1894)| (1859932) 868-1948)_ (1868-1948)
C. Tausig  H. Barth M. Krause C. Ansorge  M.Rosenthal E.Sauer  A.Siloti E.D'Albert
(1841-1871) (1847-1922) (1853-1918) (1862-1930) (1862-1946)  (1862-1942) (1863-1945) (1864-1932)
L.Bolet  E.Ney W.Backhaus

Al Rubinstein
(1886-1982)

H.Neuhaus
(1888-1964)

E. Fischer
(1886-1960)

C. Arrau
(1903-1988)

(1914-1990)  (1882-1968) (1884-1969)

von Dohnényi
(1877-1960)

W.Kempff Drangosch
(1895-1991) (1882-1925)
Zhukov Erdman
Gilels (1896-1958) Igumnov
(1916-1985) (1873-1948)
S. Richter Rachmaninoff
O.Beringer (1915-1998) (1873-1948)
(1873-1943) Nauomoy
(1844-1922) R. Lupu
R.Joseffy (1945) Baumgartner
(1852-1915) (1903-1976)
Raif
Timanova

M. Levitzki (1898-1941)
L. Hernadi (1906)

A. Foldes (1913)

cher (1914)

G. Solchany (1922)

G. Anda (1921-1976)

G. Cziffra (1921)

Th. Leschetizky (1830-1915)

5 iwitsch
(1890-1963)

Paul Wittgenstein
(1887-1961)

A. Brailowski
(1896-1976)

M. Horszowski
(1892-1993)

C.Zecchi
(1903-1084)

Lili Kraus
(1903-1986)

C. Curzon
(1907-1982)

A. Aeschbacher
(1912-2002)

R. Firkusny
(1912-1994)

Russian Piano School Genealogy

H. Neuhaus(1888-1964)

S. Neuhats(1927-1980) —L. Timofeeva(1950)
Y. Zak(1913-1976) <}: Virssaladze(1942)
S. Richter(1915-1997)

E. Gilels(1916-1985) M.Moguilevsky

A. Vedernikov (1920-1993) (1945)

V. Gomostaeva(1929) P. Egorov(1948)
A. Nassedkin(1942) ~—1. Pogorclich

V. Krainev(1944) (1958)

Hu7mel (1778-1837) L. Godowsky(1870-1938)

Adolf von Henselt (1814-1889)

Clementi(1752-1832)

John Field (1782-1837)

Milmm‘(w;\

Alexander Villoing
(1837-1910) 1804-1878)

T. Leschetizky (1880-1915)

A. Essipova (1851-1914)
N. Zverev V. Pukhalsky(1848-1933)

(1832:1893)

Nicolai Rubinstei
(1835-1881)

Anton Rubinstein
(1829-1894)

A. Goldenweiser (1875-1961)
A. Siloti (1863-1945)
C. Igimnov(1873-1948)
S. Rachmaninoff (1873-1943)
A. Scriabin (1870-1915)

Vasili Safonov
(1852-1918)

hfdld Emil von Suer(1862-1942)

914) Sergei Yaneyev(1852-1915)

erova (1878-1960)  Piotr T¢haikovsky (1840-1893) Scriabin(1872-1943)
er (1877-1956) ASiloti (1863-1945) R. Lhevinne

fio(1853-1917)
finann (1882-1951)
1860-1941)
(1878-1938)

(1874-1944)
L. Nikolaiev (1878-1942)
T

Van Cliburn(1934)

P. Pabst
-1954) M. Yudina(1899-1970)
Shostakovitch(1906-1975)
Sofronitzky(1901-1961)  (1936)
N. Perelman(1906-1992)—— L. Gakkel
S. Savchinsky(1891-1968)

C. Igiimnov (1873-194

J. Lhevinne
(1882-1968)

Goronitzky M. Khalfin(1907-1991) —___
V. Margulis(1928) Y. Reitman
0. Gabrilovich (1878-1936) L. Oborin (1907-{974) N. Korykhalova(1924) (1936
Friedheim (1859-1932) Y. Milstein (191131981) 1. Shalyt(1922) G. Sokolov
Nadezhada Purgold(1848-1919) Y. Flier (1912197 osskressensky (1935) (1950)
Vera Timanova(1855-1942)  A. Tokhleles (1912- 1916)
:. Leonskaia (1948)

L. Viasenko (1928-1987)
R. Chedrin (1932)

A. Schnittke (1934-1998)
V. Postnikova (1944)

L. Sintzev (1944)

M. Pletnev (1957)

A. Goldenweisr(1875-1961)
D. Kaba/lcvsky(l904-1937) S. Fcin*rg(ls%-l%z) G Guinst

R. Tamarkina(1920-1950)
L. Berman(1930-2005)

V. Natansson(1909-1994) G. Axelrod(1923-2003)
N. Emelianova(1912) ~ A. Skavronsky(1931)
V. Merjanov(1919) S. Dorensky(1931) L. Roizman(1916-1989)
T. Nikolaeva(1924-1993)
D. Bachkirov(1931)

D. Alekseev(1947)
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Francois Adrien Boieldieu
(1775-1834)

Pierre Zimmermann (1785-1853)

Alkan Fra) Goria Lacombe A. F. Marmontel Prudent
(I813-1888)  (1822-1890) (1823-1860)  (1810-1884) (1816-1898) (1817-1863)
E. Delaborde
(1839-1913)

F. Planté L. Diémer A. Marmontel
(1839-1934) (1843-1819) (1850-1907)

M. Long
(1874-1966)

E. Kisler A. Cortot Lazare-Lévy A.Casella R Cortat Nat Casadesus
(1839-1934) (1877-1962)  (I1882-1964)  (1883-1947) (I885-1938)  (1890-1956) (1899-1972)
Johannesen
(1921)
C.Hellfer
M. Tagliaferro C. Haskil Boukoff (1922)
(1923) J. Février
(1893-1986) (1895-1960) L.Descave (1900-1914)
Y. Lefébure M. Haas (1906-1993) J.M-Darré
(1898-1986) (1909-1987) P. Sanca (1905-1999)
V. Perlemuter Y. Loriod (1916) L. Descaves
J. Février (1904-2002) (1924) (1906-1993)
(1900-1914)  Bachauer . Doyer
(1913-1976) (1907-1982)
D. Lipatti N. Henriot
(1917-1950) (1923)
K. Engel Entremont
(1923) (1934)
S. Frangois
(1924-1970)

Moscheles (1794-1870)

Brassin E.Dannreuther De Greef R.Freund H. Herz ichailowski
(1840-1884)  (1844-1905) (1862-1940) (1852-1936)  (1803-1888)  (1851:1938
Albéniz H.Samuel M.Pleyel Landowska
(1860-1909)  (1879-1937) (I811-1875)  (1877-1959)
F. Rummel
(1887-1953)
B Britten
(1913-1976)

F. Chopin(1810-1849)

K.Mikuli Fijtsch . Gutmann
(1821-1897)  (18§0-1845)  (1819-1882)

G.Mathias R.Pugno J.Tragd
(1826-1910) (1852-1914) (1857-1937)

T.Tellefsen  Zofia Zaleska C. Dubois(n.0'Meara)
(1823-1874) (1824-1868) (1830-1907)

M.de Falla
(1876-1946)
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Petersilea  C.Steiberg
(1844-1903)  (1852-1924)

O.Samaroff
(1882-1948)

Kap Tureck
(1922-1953)  (1914-200

1. Philipp

(1863-1958)

P. Loyonnet
(1889-1988)
G.Novags
1895-1979)
1. M.Darré
(1905-1999)
M.de La
Bruchollerie
(1915-1972)
A.Van Barentzen
(1897-1981)
N.Magaloff
(1912:1992)

Kalkbrenner(1785-1849)

French Piano School Genealogy

Saint-Sagns
(1835-1921)

Godowsky
(1870:1938)

/SW‘& Smerterlin
H. Neuhdts

(1888-1964) Bolet Katchen
(1914-1990) (1926-1969)



