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INTRODUCTION .

Because of the technical and contrapuntal,charactere L
ics dlspWavod in the oomooqwt lons of Johann u@qu ian
Bachy plano teachers everywhere have regarded the study

-

of Lis works as a solia«foundation-for any pilano student
éhdfperformera Theigeﬁius in his works has béeﬁirecognized
‘for two hundred yéafsg and‘it‘ﬁas Schumann Wh@{édViSedJnusi;
biéns to'hmake Bach your dally bread, ' |

| 'Hany di iferent edlulons of nls Yéffs have been Use&

with many diverse'opinions as to what OfﬂalOﬂtu and some-

times as to what notes should be used. This is particularly’

“true of the Well-tempered Clavichord, which is included in
the curriculum of all advanced ano students.

1

Since the Work Was;not,pri_

(o 18
T

ted until the year 1799,

o]
o

and the editors have used agny different mqnnmcripts.f

[sr

8 no

fte

A

the basis of thelr onin idnsﬂ it known'just what the

text in its ent 1ebf Woula be ag wrlbten by Baca hlqsolng

It is with this in mind that the write ﬂ’gas comnared four

@

widelv used editibns of . the wellet T red ClaVTCﬂOfO Wluh Tthe

 Bachgesel1schafu edltlon which we acoebt toi y as most authen-

tic, -in order to determlne which of these Pour edi io ns wost -

" nearly resembles tn° Ba esersonﬂfto' The”writer has used

the editions of Kroll, Toveyg CZernyg and Bischoff.

1Gharle o Wilkinson, How to Play Bach's Forty-eight
eludes and Pugues (hew York: Charles Scribner's Sons,




GHAPTER T
HISTORTCAL BACKGROUND

 Johann Sebastian. Bach (1685-1750) did not create any-
*tli 12 new: he’merelyjdevelOPedVall that had gbhe before to

the thheSu degree of bérfeotiona Among his many worls are

the IOTmeelﬂﬂt pfeludog und gues of the'Well tembered

.vClavichordc

Every sinrle WOEE Bach intended for nﬁblicaﬁionqwaé 8-
‘_0011GCU10n of commos1t10ﬂs that might be perfo“medAsinglya.
His indomitablé'desire'tb Create unitv_in wha%evef he pro-
‘fduced iOUPd Ways Lo 1 ﬁe together even the sepﬂrqte qnd'in-
.dopenoenu parts of a collecticmc When thé-majdr and minéf
iEOdQS were recognizgd Lne bonics used 1n a series of worLs"
;Wéfe‘arranged in>a fétlonal ordero‘ Out:ox ﬁhis desire for
.i'owdef came the'Uell-uemnerod Clav1ohord, whl h offered a'

- - . . . : 2
A preluae and fugue in, every,magor and ﬂlnor,kﬁy@‘

It-is
evident that these WOI les 8, which are said to have been in-

‘spired by the ~fi dne. IuSica'of'JOhann Caspar Ferdinand -

FischergJ’were fullv intended for. the use of the student by

he 1ascr1p lon on thobuitle~pagejof the first part of the

Wor_lc o

o ‘”he'Wellwuemnered C7aVlGP9 or. bfeludes and
fugues in all tones ano sogctopes, both with the .

' Zﬂqns Dav1d qu Afuhur I‘endel9 Tne Bach Reader (New
‘York: W. W, Norton and Company, 19lE), p.ll. -

© 3Ipid., p.28.



berbiam majorem; or Ut, Re,; . 219 and the tertiam
minorem, or Re, Mi; Pa. For the profit and use
of young musicians desirous of knowledge, as also
of those who are alfeady skilled in this StudLOQ -
éspecially by way of pastime; get oubt and com- .
posed. by Johann Sebastian. BacM9 Kapellmeister t©

the Grand Duke of Anhalf-Goeth n and leecbor Oi

his chamber mu51oo Anno’ 1722

Bach wrote. the work in two parts, the fir t é»:cv-in—
;cluding twenty-four:preludes.and fuéuesg being completed
’in 17223 with the remaihder beiﬁg‘éompléted twehtjéﬁwo9-
:?voars WaLer 5 Bacn'L lmself msde “two sutocradhu Oiithé 
worb for ea ch of his two eider sons, The WOfk was dhen

',fcqpie@ by manyrothersj,and it has been found that many

»

opy ists oven.ieTD i- Lhe r duty to-simplify or. "improve"

6 -

%

'bn“fhe WOTL 5T Bacho Of ‘he Tirst part only three auto-

 féfath are Pnovn to exlgu, ahd,ofuthe;seCond parﬁfthéré:is
no known complete aﬁtographo7
The Bach oOClety, which brouphﬁ aboutb %he publication
,éf.Paoh?s comp? ete works in forty-six volumes; was fqundéd‘
in- the year of 1850 (uhe contenarj of Baoh75~déath)ekVThe
»lde& of pub71sh11p he cowpleue WOfEs Wés‘bdfh‘many;yeérs
before. Hoff melgter and Kuehnel (axuerwards‘khowh éé
»>§etefs) £i t honed e aCCOﬁDiiéhA%hiS momentous bask, bﬁt

_their hopes were never realized. Two -ofther publishers,

' barbers Schweltzer, Qiyﬁi.gﬁéh»(ﬁew York: The ﬂacHLllqn
‘fCanany; 1908) I, 337. ' . L

SR PGeorge Grove, A Dictlonary of ‘Music and Husicisns
(Neu Iork: The MacHillan Company, 19LI) V, 7Lb. ‘

RyA
JSohweﬂuzevg.omo cite, 003)6

7Grove, O c:LLoy Vs D 7b6



Simrock;and Naeéeiip had Simﬁlér plans but could‘ohly bring
out SHCﬁ-éompositions for whicﬁjthere was afmarﬁééy 1.€.,
piaﬁoforte and instrumeﬁtaluJTThenceiolwafd it v 335 realized
;ﬁhat if.i' ‘were left To. the OUbllSﬂePS aloneg ﬁhe:¢dmpléte
Bach Woulq never aooeaf.unless the WOPk were: yakgn,in_hand
by the lovers. of Bach,themselyesog

In 1837 Schumann,rwhc aid much for Bach Wiﬁbvhiévpeng
inquifed,whether it ﬁouldinot be‘an Opportuﬁe an@ useful
thing,if the GerMan nétion Were to resolve uoon the ?ubli=
cau10n>0L ne coapleue Worlé-of Bacngﬁg ‘Sixvyegrg‘léter _

when tﬂe ormaulon of tne En@llsh Handel Soclety W&S anﬂounded;

Scnunqnn PGQkaed in his Jourpwly the Neue Zeltuchl it flir

Musik9 ha* tne clme was. not dlstant ywhen uh 1A an of a com-
e , . . . pt0
plete Bacn edition might be laid before the ouleco

The Jochaosellncha t came into belnv in Ju1V‘1850 w1tn

‘Morltz haanumanng 0t to thﬁg Karl fordlnand Becker and. Schu-

mann at 1ts headp and With TeltkObl and qurbel 1ﬁ chavge'

of priﬁtiﬁg and_financial arrangementsb‘ From the_beginning\
the under taking was confronted with the greatest diff1culu1es°

Thefe should have boon a Preqt &e 1 of Drepéfation Tor The |

task in o“der to ule the ma terial and LOTWUl&b@ a cle

plan forithe work. 7It was_fe&?éd'that the 1nuerest of the

public would slacken if a great deal of time elapseqs go the

8

Schweltzer, op. cite., Ds251.

'gSchweitzerg ODo c1ba,fpo2>lq

101600 oit.



T

work wa s begun immediat elv on sach matéerial as was feady at
theltimes‘ Consequen tly en element.of disorder crept into

the work that was never afterwardsvmasteredc Throughout‘thb'L

.

a2l situation was always so bsd that the qvos—

)

work the financ
“tion of continuance -of the 5001ety‘was vﬁlsed Time ﬂ?tef
time. Only a few art;sts‘reallzed the magnibuée OI tae

undertaking. Among them,Was Brahm59 who said tha at the two

.' ,_.u

‘greatest events in his 1lifet me wers the founding of. the
Gémﬂ&h~ampire and’ Lbe cown30ulon of uhe“Baohneditiona~
- From the nlntb uﬁull‘bhe twentg«_ig 1th vear Uhe*work ‘

Was7under the.supervision of'fllheWm.Rush (182° lu02)9

AcoOrd’ng to Schweltzer his orecheo Ucrc soreolme e st 1ly

dea 11nﬂ noL on?v WLbh crlt%o L1 qu Lis ql me uLefsg but

Wlbh nractlo l quos tions rela ﬂgvﬁo the mqnner of Derxorm—> 
inngach?s mu31co The iash-evceeﬂed:the_powers:of one man,'
‘80 When,Rusttrésiéned in 1882 Doer11619 Count Waidérséeg‘
' ﬁauLéﬁnf ané>ﬁﬁellne” gave such V1L 11 ty to the work that

it wa L8 completod on. uhe twenty seventh of Januarv lO(‘)Oe

“fWhen *ho combleted work was pfesonted»uo th COmﬁleee, mot

one of the orwgin founqers of uhe Bac¢“eseilucneLt we
~rep?esentedm
hen fhe.last volume was issued in 1900, The- so ciety

dlssolvedg buu at che same tJmo a Leue Baohvesellschalt.

was 1ounded to cefﬁv on DhO Wofk of oombletlnw'uhe orLglnal'
’edl tion by publi shin corrected revl31ons and practical

scoreso. Slnce 190@ th s'society hasiissuod an annual



Bach-Jdahrbuch conbtalining articles'on‘Bach and relatedi‘

o 1
- subjects,

Tl oo
+-Grove, op. cites I, Po187o



'CHAPTER“II'
 ORNAMENTATION

'The freshness e Bech‘s MUSLC>Cqb in pafu be atbz ¢buted
':ﬁo‘ the embe-T nusg Thev do a great deal towerd making
music pleasingszas well a8 connecting and enlivening tones
and im trnﬂvetrese and,acceﬁﬁo. Thefe'are good‘ornaments

v~andAbad ofnaﬁeLtsg'and'tbe good must-befd ngulehed fron.
'.ﬁhe:badc Heet importaﬁf of ali‘is-tha% the goodAones must
Dbe perfoﬁmea‘eorreetiyoe‘ |

In order that‘ﬁhe differenceesichiefly ernementai,
'1nythe‘various ediﬁions»migmt be more easi cemereﬁendeé,

it is of paramount importance %o studv Lbe ornameqtq, ouﬂd

in the'Well-tempered'Clavichord‘and the proper manner of
- their execubion,

The oomparatlv,ly few scores wﬁien were Dubllsmed during
;bb@ twme of B%ch.were deﬂtlned for the uee of nmisi ians who.
Wero familiar not only vith the Lechglquc of 1mnfovLsati n_
and, COmpOSLtlQn, bUL also the more or. less. stereotyped music
jformulas vhlch cond'i'ubed‘the practlce of the'tlmeo' Con~
sideringhthe 1aber and‘expeﬁse of conyln and'publisﬁing, it
is no Wonder‘fh t a nere hlnn or abbreVLa tion was used to
show What'wasfintended; It is thesef1abor~saving_devioes
which present interpretatienal problems to preseﬁﬁ}day
mﬁsicians_and editors, Iﬂ feaiity ﬁhey are not - -o i fficult

as they appear on first sight,



K1

Eﬁe'ért of ornamentation was primarily'an aft of img
prov1untlon and demanaed that the performer(be awarejof'tha 
underlying harmonies and bo femiliar with the styligtic proe;l
cedure of the periodo‘hiﬁ can be»éaidvthat the ornamsnﬁsl

were based on eﬁ?hasis-upoh the dissonance ahd mﬁlbdic
accentuation of the.pénuitima%e strong beat of a phréseo

o_y_a

Between 1650 and,lY o une Uracttce of wri 1n“ Oﬁnauombs

”in ﬁbtéS'Was Tr owned upon as aet ileqtal to the vLsusl claflby
of'the me1Qdic 1ines¢. Reﬂ ardless of this feelinﬁ‘Bach did
write out maﬁy of the~ornaments bebﬁusé hié‘music left mucﬁ,
room for Tlorid interéretation, énd he did nét trust others
1-§o_p1aV-it ;s he wished ’ An éxcellenﬁ zmnple of the orna-

ments written out in PuTl can be LOUJd Ain the seCond'mOVe—

ment of the ItqlLan Conoefto, 'BachAwas severe]y crit i °zed

for this on the- gfound that

he writes down in ¢ ctuaT notes the ornaments and

embellishments that performers sgre accustomed bto

suﬁply instinctively, a hebit which not only sac-

rifices the harmonic boquuv-of his NTEIG buu also

nalkes tbe Hﬁlodj totally ist in0u°

At the tlve thatv he was being cri icizea BaohAwas also
beling oqmmendede His genius was oelnf recevﬂlzed by his
contemporaries. Johann Abraham Blrnbaum in a letuef to

Bach in 1738 commented on Lhe beauuy and value‘o; ornamen-

tation, He stateds:

lZULlll Apel3 Harvard chtlonqry of MMSic (Cambridge:g
Harvaﬂd UﬂlVGPSLEy Press, 1947); 5&5 L '



O.

s o o o Tthe true amenity of music consgists in
the connection and alternation of consonsnces
and dissonances without hurt to the harmony -
the nature of music demands this . . . Indeed
- the well~founded opinion of a musical ear that
does not follow the vulgar taste values such
alternation, and rejects on the other hand. the
insipid 1little @lttlﬁslghat consist: of nothing
oy consonanoes o s 8 o7 S

Joaann Ado7ph QCHSLDG in writing

NSO SR

of ornsmentation in 1739 -
, alsovpraiSed Bach.

It ig a new and ornamental alternation of a short
‘melodic idea in order to render it more emphatic
or even more Lofty, without hurt to the harmony -

o o - LT T were to leafl Lhrou@h the works of a ‘
;‘hﬂsse « « o bubt above all of a Bach, who Es part-~
tlcularly a great master in this. respect.: 1

Baoh hlmqell rlvos tne explﬁnﬂbloﬂ of the Ofndments

on bhe uhlfd pave of = fledemanmfs Blav1efouechleln (1720)

under he heading Explanation of divcrs slgnsg ghowing hOW

to blay ceftain'orhaments neat1y°15 Hoét authors aﬁi stu- :
dents of Bach agree that,the'expianatibnslcanfoﬁly ﬁe e-
gar@éd as géhéral.rules for\the average caseoa The symbols
Weré never'compleu ste oLysed and tne tables musé'be
unqer tood to be schﬁwaulo rather thqn lite: ale Thélpitoh{j
uhc notes wag 1nvar1aole9 but the quancity nd rnruhm¢c<
»interpretation-of these.notes were always left to the'dis4
cretion of the performer. Thus, it can be readily seen why

these ornaments, without previous study and preparation,

13Davig and,iendels o*p»o cite, p.2I3,

"lbioﬂdoglpeZBSQ

1lSSCHWeitZer;AgQO cites 903h50
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would scem difficult to the modern nmusician.,
Cadence or Turn
The turn in Bach:'s muslic is denoted thus C2, and

mist as o rulce be played In four equal nobtec, in accordance
4
L

"I

wilth the note in riedemamn's bool:.

SOxample 1

(O]

A longmer duration may, however, bhe glven to the nrincival

17

1

note if the temmo 1z not too quicl: to allow tiil

a
3

Hxarnple 2

e —

- L e . ) 0
Al h 7
U | V. ]

v o

In moet worls the turn is placed slightly to the right of
itten note instead of directly o2bove it, showing

that the main note should be sounded first. In Bach's vorlis

this occurs another ornament (generally a trill)

o be nlayed immediately afterward, as in a doublc

g
[}
cr

NECH . ) v
cadence. See examples ita and b,

Besides the nlain cadence, or bturn, bthere may be Tound

cxarmnles ol combinatlions of the cadence with another orna-
L o S 2 B R e
nente. Sco cramnles 3, L, and 5.




Erample 3a 3b

Doubhle Cadeonce

Dxarmle ha I

Nouble Cadence and lordent

,’o’o:a‘o
|- 11 I
I | =i
N =

Trill and lordent

4

One can readily sce the similarities in the execution of

these ornoments even though Tthe symbols are different.
The cadence further develoned into the cadence trlll.
™e Tollowine characteristics a2re common to the cadence

11

o

tr

« The trlll begins on the nenulbtimate strong
eat of the »hr xso, with a dissonant note (sug-
pension or annoggl latura);

1

T

el

2. It consistes chiefly In the alternation of
that dissonant note with its resolution;

3. The dlssonant note reccives the accent
througbouu, since 1t colncilides with the accented

subdivision of ©
L. The note bel
duced, 2

o’ the

e beat; and
thie resolution may be intro-
the heginning or near the end

191hid., p.760.
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In the music of the seventeenth and eighteenth centuries
the trill, instead of beilng written out in full or being
left to the irmrovisation of the performer, was indicated
by the symbols tr, t, or "an 1,20
Trill

In the study of the trill it will be seen that there
are many conflicting theories. Vihen there seems to be no
rule to cover the situatlion we are forced to rely on our
natural sense of euphony as the last authority in order to
decide which manner of ezccution to use.

According to Schweitzer, the main rules to be observed
are the following:

1. Bach indicates the trill simply by the signs

t, tr, "V ", and "aw ", without speclfying every

time the particular manner or duration of 1t. Ais

a rulec 1t occupies the whole of the greater part of
the note value.

2. The trill begins, as a rule, with the uwper ac-
cessory note (see cxampnle 6), and only In exception-
al cases with the principal note. TIn long trills

it 1s desirable first of all to linger a rnioment on
the principal note, and then to begin the trill with
the adjoining note, esnecially where a movement or

a theme, e.{., the F sharp major Fugue 1in the second
part of the ell-temnered Clavichord commences with
a trill, or when the upper note has just been struck.

Example 6

20114,, p.761.



3. The Bach trill is further distingulshed fron
the modern trill by the fact that 1t must be played
much nore slowly. It is spoiled by being talken
quickly. We must bear in mind that the sign over

a quaver signifies nothing more than it must be
decomposed into two palrs of easy demi-semlquavers;
in the same way a crotchet, if the teripo be some-
what fast, will be simply split up into two pnairs
of semlquavers. The ornament is best realized when
nlayed with almost exaggerated deliberation.

li. If the succeeding note is a descending second,
then the sign "W ", as a rule, igiicatcs not an
ordinary trill but a Pralltriller.~ See exarple

Te
Example 7

o N 3

o N YT |— Bad

o~ | |\/ i\ A
SN S L i~ -

- b - I !

- [ —

The Pralltriller is a broken trill and must be played

much faster than the ordinary trill. The final note of it
rust, to use the expression of Carl Phillip Imanuel Bach,
be "filliped," by which he meant that the ey must be
struck quickly, and then jerked up again by an equally
rapid drawing inwards of the noint of the finger, which
gives the note a very marked accent. In the case of the
nractised player it is recommended that the Pralltriller
be prolonged by one or two extra notes.22

llany writers talie exception to this rule stating that

the "inverted mordent" which starts on the maln note was

2lgchweitzer, on. cit., pp.3hb f.

221pid., p.347.



1l

not introduced until after Bach's death and that there are
no exceptions in Bachi's muslc to the rule that the trill
begins on the note above the written note. The Schneller
vas not one of tThe I'rench Agrements, having been introduced
after 1750 by K. P. L. Bach, who always indicated it by

23

means of two small grace notes.

Bach generally writes the trill with a Hachschlag

(after-beat) thus conceiving it as a trill with a nordent.

<

See examnle 5. The downward and upward Vorschlaere (pre-

liminary grace notes) are denoted by crooks of a similar
20

kind but reverse direction, thus "ow " and ”(/v\/."‘lr

As will be seen in examples lia and Lb, trills with both

vorschlag and nachschlag have bothh signs and may be regarded

as a double cadence and mordent. Sce exanple h.

In the time of Bach the use of the simple sign t or tr
left the performer free to choose the interpretation. If
the commoser csvecially desired an execution he used the

following signs:

Example Ta

N '.ii;f‘o:’“' @E e— ‘l'::

“3ppel, on. cite., p.665.

;
‘hSchweitzer, on. cit., ».3L7.



Ixample Tb

=

e _+._._!_.__—-.¢
N7 e e A S S ——
ot

Trills with termination (nachschlag) are preferable when the

note following the trill is identical with the wpper auxil-

iary as in Dxample Tb. In this way the danger of a listener

44

nistaking a trill on "b" for a mordent on "c" is avoided.

&
There are instances when the termination should be onmitted.
According to Carl Phillip Imanuel Dach, long trills must

always be concluded with the nachschlapg, or sufrfix, but it

is dispensed with when several trills Tollow each other and
in a descending succossion.25 As to the speed of the trill
it is always a safe rule to play the trill in notes whosc
time value is half that of the most rapid accompanying
voice.
Appoggiatura
This ornament is found in many of the worits of the

Ylell-termered Clavichord and is lmown by various names,

such as the accent, vorschlag, and nachschlag. It is not

part of the harmony; it 1s a dissonance and for that reason
is entitled to receive the tonic accent. The various

accents and their narmer of cxecution will be seen in the

following ex~mples:

250ar1 Philllip Imanuel Bach, Essay on the True Art of
Plaving Keyboard Instruments, trans. Willllam Ilitchell (lTew
Torlz: . W. Borton and Combany, Inc., 10h9), 103.
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Example Oa

A etTT T
‘/--_1 | Wit gm—

Accent Ascending

Exanple 8b

(

e

===

\

e

Accent Descending

Examvple B¢

Accent and Illordent

Example 84

( MV
—_— .__..- .- '._____._.._'4-; - P
3 e
I o e
S -

Accent and Trill

Example e

Accent and Trill
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The vorschlag (accent) indicated by a slur, or small notes,

1s somctimes long, sometines short. In each case, howvever,

the accent falls on it, not on the principal note., If 1t
is long, it takes hall the value of the following note if
equal division is possible; if not, two-thirds falls to
the vorschlag. See exarnle Q.

Lxample 9

This rule should not be vigorously adhcred to, but nmust
be interpreted with reasonable regard to the reduirements
of the rhythm at the moment. The vorschlag before a long
note 1s gencrally long, and that before a short note will
generally be found to bhe short. Ilerc again everything is
dependent on the significance and position of the note.
According to C. P. B. Bach, a vorschlap that takes the
interval of a third is always short cven before a long
note.2

If the main note is followed by a rest, the anpoggia-

tura takes the whole value of the main note, the latter is

played in the time of the rest, and the rest ceases to cxist.

20gctweitzer, op. cit., p.3L9.

)

27Apel, on. cit., p.i2.

27
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See example 10.

Exanple 10

A e o aame-

The nachschlag indicated by a crook annended to the

note or by small notes 1s always short and rust emerge into

. N .28

the note that follows.
Example 11

or

Yihen, as in the courante of the first partite, Bach writes--

Lxanmple 12

this is merely the old, inexact method of notation for

the i‘ollowing.29

Examnle 13

A . .
~GSchwe1tzer, ov. cite., D.350.

20
“7loc. clt.
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Bearing the @re eding ornamental explanations in mind

the writer has comoarea the edi io 18 of Czerny; TOvey9 Kroll,
and Bilschoff Wiph hﬁ Geqellscha u editions note against
note and ornament againSu ornauent in order to find those

diffePeLces which might be presented to the piano sbtudent.

lne 1ollow1ng diffe ?ences'will be fOund upon examination

of the above-mentioned editions.



CIHAPTZR ITIT

COI'PILATION OF DIFFIRINICES I ORLALENTATION

AITD NOTATION

Boolkk 1
Iugue I
lieasure li: Tovey fills in the alto voicc with notes
" which arc not found in any of the other editions.

Etamnle 1

. JK/‘ o‘\‘
, R B -
b= =

\

1)1}[{—]

J

ﬁ\' br i

T/f/

Gesellschaft Tovey

~71 %1

"lleasure Q: A difference in rhytimm will be found
herein of which there are two forrmlae found in the Gescll-
schaft edition.

Exarmple 2a 2b
3 S

o
° [
o0 o® o

L__,_ELJ CoHOT

Czerny, Tovey, and Kroll use the alternate version (hxaii-
ple 2b) of the Gesellschaft, whereas Dischoff uses the
primary version (Lxample 2a).

Ileasure 12: Ilere again are two versions of which
Czerny, Tovey, and Kroll talre the alternate version

(Exanple 3b) and Bischoff again talkes the nrimary version.
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Example 3a 3b

Measure 13: Czerny, contrary to the others, nlaces
a trill on the fourth beat of the top voice.

I'casure 19: Ilere again is a trill in the Czerny edl-
tion on the second beat of the ton voice. The editlion of
Bischoff suggests that this trill can be used but its

authenticity 1s doubtful.
Prelude II

lleasure 3lt: Czerny onits the mordent found on the
second beat of the ton voice in the Gesellschaft.

lleasure 38: Czerny arrives at the cédeﬁce by using
the second inversion of the C major chord in the right

Melll

hand whereas the other editions merely denote which

i1s the third of the chord.
Mugue IT

lleasure 23: Czerny places the sign " AV N on both the
second half of the first beat top voice and the second
half of the third beat middle voice. If thils is authentic
it could be played as an "inverted mordent" according to

Schweltzer's rule of the descending second but as a short

trill. considering the argument of Aldrich in the Ilarvard



Dictionary concerning the exlstence of the ornament in the
time of Bach.

Prelude IIT

lieasure 62: IHere can be found a distinct difference
in notation in the bass.

Dxample I

ettt kot o
R e
S ‘r % ! E
Gesellschaflt Czerny

Fugue III

Ileasure 5: Both Czerny and Tovey omlt the appoggla-
tura which is found in the Geséllschaft.

lleasure 13: Czerny égain onits an appoggiotura found
in the other edltions.,

Measure 19: The double sharps in the bass are can-
celled on the third beat in the Gesellschaft edition,
whereas the canccllation is declayed until the fourth beat
in the Czerny edition.

lleasure 21: The "£2" in the fourth beat is designated
as a double sharp in the Czerny edilition, but as a single
sharp in the Gesellschaft.

lleasure 26: Upon closc examination, a difference in
note sequence will be Tound in the Czerny and Gesellschaflt

Idition.



23

Example 5

)FT T . —
K . w v .

Gesellschaft Czerny

lleasure 28: Ilere again will be found a difference in

note sequence.

Example 6

N __/'P B S S
. 1113 I~
@? §+~ = P et

Gesellschaft Czerny

lMeasure 55: A difference in the manner of execution

wlll be found In this measure.

Ekmmﬂe T

: 4__7i::~ z_£}i ~fM£' e T

Gesellschaft Tovey Czerny

Prelude IV

Upon checlting the Tovey edition 1t was noted that this
editor writes out all the ornaments in full, and throughout

the prelude the appogglaturas are designated in the follow-

ing manner:



Example 3

s s L t://,‘ . “ e
e o=
T - / [N )
s L IR e i "\/ - -

Gesellschaft Tovey

licasures 15-18: The notation in the Czerny edition

will arain be found to he quite different.
L. )

Lxample 9§

e s - o]

Gesellschaft

., \
BEE SNPU S .M.L_o i ___‘3:
B o ® 170 0 o e o— N

A oo e e e ‘—'qo '1"'_; —
l)l' p";i;‘ = ,‘."’v.*.,‘ﬁ‘“:,‘.:.::.';.;;_'._:.‘.".1 }B— 1
) \‘ e

Czerny

lleasures 22, 2, 26, and 27: 1In these

measures Czerny

advises the use of the trill instead of tie iordent found

in the Gesellschaft.

lieasurc 30: Two versions of the second beat in this

measure were found,



Gesellschaft Tovey

Upon further examination of the various editions it

was found that Kroll omits all the ornaments in this prelude

except the turn in measure 13

Fugue IV

" s

All the editions agree with the Gesellschaft except

k4
i

hat of Czerny which differs slightly in notation.

,cf'
)
l"J

Measure 38:

Example 11

(
soE B B
Gesellschaft Czerny

{ | / ‘
J o) o by NO,,\i,,
IR s R
N RS} Ly T
Gesellschaft Czerny

leasure 66:



Exarmple 13

Czerny

Gesellschaft

Prelude V
2 natural

- ’) . k]
lMeasure 28: The "f<" in the fourth beat is

in the Czerny edition whereas it remains a sharp in the

Gesellschafte.
tating

Fugue V

There is a slight difference in the method of not
the rhythm in some of the editionse As it is in the Gesell-
schaft edition it cannot be taken for its face value. See
example 1l,

Example 1l
ﬂcﬁﬁ

\ ® o

Gesellschaflt
Czerny and Tovey give the following methods of execution.

Example 15

A3
7
s 4 00 o o & ®
N’
Tovey

Czerny



Tovey again treats the appoggiaturas in this fugue as he
treated them in Prelude IV. See example 8.

Measure 10: Czerny again omits the appoggiatura found

n the other editionse.

|-te

Fugue VI

The turns in measure 9, 10, and 11 are omitted in both
the Tovey and Kroll editions. Again there are the following
differences in notation in the Czerny editlon in measures

35 and 13 as shown in examples 16a and 16b respectively.

Example 16a

Gesellschaft

Example 16b

Gesellschaft

Prelude VII

lMeasure 9: The trill on the fourth beat of the top
voice is made optional in the Tovey edition.

Measure 17: Again there is a note difference found in

the Czerny edition.



Gesellschaft Czerny

lleasure 3li: Czerny indicates a trill on the fourth
beat of the top voice which 1s not indicated in the Gesell-
schaft edition. Czerny, Tovey, Kroll, and Blsc

the alternate version suggested in the Gesellscha 1t edl

L5 L )

Gxample 108

Gesellschaft Gesellschaft
alternate

e

S 1 i1 . 3 = =
leasure (1t The trill on the second beat of the Ttop

" o

voice 1s again made optional in the Tovey and Bischoffl edi-

tions.
« Pugue VII

Czerny is again found to be the edition most erent

St
.

in that many of the chords are filled out, many of the orna-

ments differ, and finally the rhythm in measure 13 is differ-
ent.
Example 19

B ot R L R o TETT

o o o0 ® poo? . o9 0 "o oo o

Gesellschaft Czerny
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Measure 28: Tovey uses a trill on the third beat of

but the trill is not found in the other edibtions.

this measure

Fugue VIII
10,

i o
sures 35 5,

4]

Tovey places optional trills in me:
Y . 1 !

11, 23, 110, and 51 as does Bischoff except in measures 40
and 51. These trills are not found in the Gesellschaft

edition.

Prelude IX

Czerny omits the trill with the

measure l. and both Czerny and Kroll omit the t

ure Te
Pugne IX

s
s
32
e
0

Heasure 12: The note values used by Czerny

measure differ from the Bachgesellschaft.
Example 20
l[_—l ol ﬁ)rl Or_;ﬁf ,r—l o‘_: o\ “1 .(:.H.
Gesellschaflt Czerny
T differ slightly in

Measure 2li: Tovey and Bischoi

notation from the Gesellschaft.

Tovey and Bischoff



lMeasure 26: There are two versions of

which Tovey, Kroll, and B

this measure of

o

2

schoff all use the alternate ver-

sione.

¢4 41

Gesellschaflt

Gesellschaft
alternate

Prelude X

Bischoff gives simplified

b

versions of measures 5, 7,

9, and 11 but suggests the alternate use of that which

found in the Gesellsch

=

aft. Tovey uses that which is found

in the Gesellschaft but suggests the simplified measures

for alternate use.
Example 23

Measure 5

ks

Gesellschaft
Measure 7

g
~ -~ e orbrstigines ' e __,.,’_, | PO
T L R e

Gesellscharft
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Gesellschaft Bischoff

Fugue X

rn

lMeasure l2: Again the notation Czerny is found to

o
i3

be different.

Gesellschaflt

Prelude XI

The differences in this work are chiefly ornamental.
Both Tovey and Kroll use a trill with a downward vorschlag

(prefix) whereas the Gesellschaft indicates the plain trill,

thus "m” ," in measure 13. Czerny, throughout the work,
indicates the plain trill with the sign tr. Aetually there
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is a difference in the trills in that they are prefixed
with elther the downward or upward vorschlag in the Gesell-

schaft and Czerny gives no indication as to which trill

should be used.

e

Fugue X

(=
=

Measure lj2: Bischoff makes a rhythmic and note change
is measure but gives the Gesellschalft notation for

15 Bh
alternate use.

Example 25

‘ 23
IR e we

Gesellschaft

Prelude XII

-

The differences in this prelude are entirely differences

L4

in nobation,
Example 26

Heasure 7

Bischoff, Kroll, and Gesellschaflt

Gesellschaft
alternate
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leasure 9

Gesellschaflt

leasure 1l

Gesellschaft

lMeasure 15

Gesellschaft

Measure 22

Gesellschaft Czerny
Fugue XII

Measure 9: Czerny places a trill on the fourth beat

of the top voice but the Gesellschaft has no ornament in

the measure at all.

Measure 32:



Example 27

Gesellschaflt {roll and Gesellschaft
alternate

lMeasure lil:

Example 28

i W O G <N i o e B

ig»@;b:::,:_;i:::::::f: Efgb o .. T

Hr— e e ———
v 4 * T

Gesellschaft Kroll and Gesellschaft
alternate

Prelude XIII

All the editions agree with the Gesellschaft except
the Czerny edition which places trills in measure 1, 2,
10, 16, 20, 2, and 26. These trills are not found in the
3 s s -3

Gesellschaft editione.
Prelude XIV

lMeasure 21: Both Tovey and Czerny indicate a trill
in this measure although the trill is not in the Bachgesell-

gchaflte.
Fugue XIV

Measure 36: Bischoff advises the use of a sharp on

the "dl" as opposed to the use of the natural indicated
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natural

kil but does nOL sugge s 1t thatALne

in the Gesellsch

coul@ be ﬁsed;

FugﬁéinA’

Heasures 25 aﬁd 26: " .The Gegellsch&ft places a trill

on the last note of the ton volce in each measure whille

Czerny uses no orrament at all..
‘Prelude XIV

Measure 21: Both Tovey and Czerny indicate a trill
in this measure although the trill is not in the Gesell-

schaflt,

- Fugue XIV

ho use of a sharp on

schoff adv;ses
in the Gesell-

Heasure 36¢-
the "dl“ as onposod to bne nauuqu lndxoute
schaft but does suggest that the,natural could be used.

Fugue1XV"‘
The GeeollsChalt placoa a uf711

 Meagures 25fand 26:.
on the last note of the bop vo¢ce in eqch measufe whlle

Cuerny uses no ornqmenu at all. »
M@asure 67: mhe Gesel]sc FL“stAlﬁs he bouuom‘vowceﬂ
’iniﬁhe¥f°1st half of ﬁhe meas ure 6ﬁfa *¢ nacural Wh@;eqs
Blsohoff uses a ﬁcﬁ shafp LhUo naLlhg the fc;‘lnuthe,top

v01ce a uharp al 0 Ln the Llbe n%lf of vno me;oufe@ A

1Measura 785
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Example 29

’K/ ~_:'-'jﬁﬁﬁ_.w_

*qu_ 2, w:a:':;:::
Gesellschaft

-

In this measure Bilischoff useg the Gesellschaft version ¢

(93]

jas

an alternate version.
Prelude XVII

Measure 17: Both Czerny and Tovey advocate the use of
a trill on the third beat of the ton voice instead of no
ornament at all.

Measures b1 and li2: Czerny uses no ornament at all
in these measures whereas the Gesellschalt does use a trill

on the second half of the first beat in the upper wvoice in

each measure.
Prelude XVIII

Heasure 13: Czerny omits the trill which 1s used in

-
¥

the top voice in the last halfl of the measure.

Fugue XVIII

Gesellschaft Kroll and Gesellschaft alternate
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Prelude XIX

Measure 1lli: Both Czerny and Tovey indicate the use
of a trill on the second beat of the topmost voice instead

no ornament at all as in the Gesellschaft.

@]
g

Pugue XTIX

Measure Ii1: A trill is used by Czerny in this measure
which is not found in the obther editions.
Measure 51:

Example 31

ﬁéy A, e :Mi% —
;4 e & o SN SR SRR
Gesellschaft Kroll and Gesellschaft alternate

Measure 53:

Example 32

Gesellschaft Kroll and Gesellschaft alternate

sy

Prelude XX

The only differences in this work are found in the
Czerny edition with all the differences being in notation.

Measure 63
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Example 33

i

Czerny

Gesellschaft Czerny

Measure 28: In this final measure Czerny omits the

T'ifth of the chord.

s

Fugue XX

Czerny uses ornaments in measures 17, 21, 27, 6&, and
73 which are not found in the Gesellschaft. Tovey uses an

24
ie

optional trill in all these measures except measure
Measure 069:

Example 35

Gesellschaft Kroll

Prelude XXIT
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lleasure 3: On the Tirst beat of the measure Czerny

o

1 : s siiot
uses "B°" instead of the "bP" found in the other editions
Measure 19: Kroll uses a trill in this measure in-

stead of 2 mordent.
Fugue XX

leasure L7:

Example 36

OB R W TR B I A
b (=

Gesellschaft Czerny

Prelude XXIT

Measure 1: Czerny omits the 1Pl 31 the last half of

ek

the fourth beat of this measure.

Prelude XXITT

All the editions check with the Gesellschaft except the

Czerny edition in measures 11 and 12, In these measures,
without changing the letter names of the notes, the octave

positions of the first two beats in each measure are rever

thus dividing the notes into two octaves instead of writing

the whole pattern within the range of one octave.

Pugue XXIIT

o

3

1is fugue presents the problem of the trill in the

sed,

L



Mo

fugal subject. The trill does come at the end of the subject
and can be regarded as a cadence trill, The other voices
furnish enough dissonance at the entries of the subject in
measures 13, 30, and 32 to warrant the omission of the trill;
whereas there 1s very little or no dissonance in measures

h, 8, and 23, and the trill could be used to good effect.
Czerny places the trill in all the above mentioned measures;
Tovey suggests the optional use of the trill in measures

k and 23, thus being very inconsistent; Kroll makes the trill

optional in measures l., 8, 13, and 23.
Prelude XXIV

Measure 17: Czerny omits the trill in the top voice

of the third beat.
Fugue XXIV

This fugue also presents the problem of the cadence
trill at the end of a fugal subject. There seems to be
enough dissonance in the other voices to warrant its omission

in measures 6, 11, 32, L0, and 60, although Czerny only omits

®

it in measures 32, QO, and 60 with the other editions omit-
&

ting 1t entirely except in the first entrance of the subject.

Heasure 13:

- BRGNS, WS
- ?:, " A..‘...,’*.A’ -—"“*

N _A, ,,,,l.}.ﬂkﬁ_

Gegellschaft and Tovey Tovey
alternate
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CHAPTER IV

COMPTTATION OF DIFFERFNCES IH ORNWAMENTATION AND HOTATION
‘Book IT

Prelude I

Measure.3l: Tovey places a descending accent on the

firast beat of the measure which is not found in the other -

d

@
o
cF

ionse.
Tugue T

'”széény plaoes_trills in ﬁeasureéVE ﬂnd lOrlnqtéaa o;r
" mordents and advises 1e‘ﬁ e?éf a r111 *n mﬁasures 259 30
b, 519 68} 709772;‘énd 76’whére uncrﬁlshould be no;b:ﬁae
-ments. - o o 1
Tovey'plaéeshbﬁinﬁéi,triilsfin mé;gufes~8iand él wnwc
-ére.nbt in the schgesellSCﬁ l.ﬁhereés ﬁhe opt 1;111 ur¢ll
of measure 28. 1is used. The mordents in: ueasures‘hB and'Szer
rare.ﬁét found in the Gesell chafue | -
'Krollyplaoes the optional mordeﬂ%4in meaSuLe Lo, as

does Tovey In measures. 118 an nd: 52, leCﬂ is not in keeaxng

"with Lho Gesellgchcft editi@ng_
'Prelude;II .

o]

Weasures 7 and O3 Czefay uses trwlls in thcsékmeaSQrésu EEe

1nsteaa of mOfdenus founq in - the Ouher’edluloﬂba‘

_Fugue;ilr
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Measure 2: DBoth Czerny and Froll omit the trill in
this measurc.
Measurce 18: Czerny uses the alternate version prescribed

in the DRachgesellschaft.

tern

ct

licasure 26: ¥roll uses the alternate rhythmic pa
found in the Gesellschaft.

Dxarple 38

V2 B A 4 s e o @
Gesellschaflt Kroll and Gesellschaft
alternate

Prelude IIT

There are abgreat~many differences in notation in
this work. Czerny, Tovey, and Blscholf all use the alter-
nate notation found in the Gesellschalt for measures 1, I,
6, 7, 9, 10, 16, 18, 19, 20, 21, and 3L. In each instance,
except measure 16, Rischoff gives the primary notation of
the Gesellschaft as optional. Kroll agreces with the Gesell-

schalt throughout cxcept in measure 3l which is the alternate

notation of the Bachgescllschaft.
Tugue IIT

As in the prelude many differences in notation are
found in the fugue. Tovey and Bischolf use the alternate
versions in measures 15, 16, 1¢, 20, 26, 27, and 28, although
Bischoff again gives the Gesellschaft primary notation as

008

optional. Czerny agrees with the Gesellschalt except in



measure 26 where the alternate version is used.

Prelude IV

Czerny_usesvthe‘tr 11 siﬁngi”g&v/gﬁfWhere7the;Gééeiii“

" schaft indigatesfa mordent. tnrou¢hou ~the praludee

l_vy
Na
[N
O
o

i
v
o
o]
ot

;MeaSuré‘2:' The turd Iound ln'the Kroll. e
- LOUﬂd in uhe GeselWSohaLua

.',?he sluerpate ornaments‘.ndfnoﬁes ouna in Qho Ges 911-*'

scnaft in 1easures_#3-20y.213_28;'369J373-Qﬁg cno 61 are<

used bv Kréllg’
Heauufe 16 Lovey 1nserus a tri L1 on ‘the seCond beat

-

of the i idle vomce unlch is nou useq4in the Pacmgesell—«

senars,

" Fugue IV T
Meésﬂre;Zéi Ouh Lroquand Czernv use ﬁbéﬂélfernéﬁéf;

nOLablOﬂ -found 1n tﬂo Gepellscnsf e&ltlon@' B

>:‘Feaﬁure _8  A- app oggquUra on the second beQU.off7~*”'

o

?Lthe mi dd & volce’is Omib

J..

ted 1n Ehe Czefny edﬂ‘;vouggj"w
Hessure ;l°f Tqvey emd R“OWl both use uhe Cesellsoqaft -
optionam‘verslonyéféthis'measure@'
Prelude V. |
'MeasuT6712:; Both.hroll and LOVGJ use. tne aluefnabe B

- ver31on of uhe GesellschaLt Por uhlq meesufe@,

Heasufes 129 IL 1)9 and )3 Czernj uses. trllls wherﬂx{t
,moraents are suggested 1n the GGSGLISCh fuo"

Measure 2%i S The no»atlon of Czef V differ,l lighbly



from that of the Bachgesellschaft See exarwple 39,

Example 39

Gesellschalt Czerny

lieasure 36: Tovey and Kroll agsin use the alternate

notation ol the Gesellschaft although Iroll gives the

Gesellschaft nrinary notation for optional use.

lleasure 38: Czerny omits the trill on the third beat.

of the top voice.

Tugue V

I'easure 11l: The Yroll edition places a sharn before

the "d" instead of a natural although the natural is found

in the alternate notation of the Gesellschaft for this

measure,

lleosure 22: The following note diffcerences are found

in the Kroll edition:

Example 1O

. _l/li._-]n. |/| |
hK, ,_;;%{:_‘Lie;:: %f ,::,1; A
") A q'iv;’ii”."”f“'“"f 2 4& -~~-~—~Tf:f“"

Gesellschaft Kroll

Licasure lli: Again the following difference is noted:
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Gesellschaft Kroll
Measure L9: Czerny, Tovey, and Kroll all use the
optional notation of the Bachgesellschaft for this measure.

mXxamp 1 e L!_2
(l E—
i

- s
s S TL_u__ ”ﬂ_h_mﬂf,;_i_<~

IS

Gesellschaft Gesellschaft alternate
The Bischoff edition is the same as the Gesellschaft

but gives all the above mentioned variations as alternates.
Prelude VI

A1l four of the editions differ from the Gesellschaft.
Bischoff and Kroll place mordents in measures 2, 3, 6, T
27, 28, I3, hl, 15, and 50 which are not found in the
Gesellschaft. Czerny places the sign "aa/ " in all these

B

measures. Kroll differs more in that it also has note dif-
ferences. In measures 18 through 25 the lower neighbor

which is encountered during the first beat of each measure
is omitted in each insbtance. Again in measures 22 and 2i,
the passing tones encountered during the Tirst beat of each

measure are omitted thus simplifying these two measures,

although the unsimplified version is given as optional in
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- each cage.
Fugue VI

Heasure 8: ovey uses the aTbernate version To this

‘measure.

Meagure 13 and lh:‘ All four editions use the Gtesell-=

scnaft altermaté'for these.mﬁasuresa

Prelude VII

} Héasuré SO: A- mordent is suggostea 1n tals MOqsure by’
Tbvevngfollg,qnd‘BisohOrf althoumh Blgchoff 1nselts it op- .
tne'“

Llonelldo' Tovey also suggests bhau Lhe 1ower no? te. of
mordenz be a Tlat whereas Kroll.suggests,a‘naturale Czerny

:: gesug the use of a trill or inverted mordent by the sign
.anA/;ﬁ: o -
‘Fugue VII

jMeasuré 69z There ls a sllgnt dlflefenc in notstio_”
’ in Lho Gzernv edition., Czerny uges an "a ila*” insﬁead»of

- ”b flat“ he ‘fourth beat of the teror voice.

Prelude VITI

Céerny agaln uses the trill sign 4 ingbtead of

moroeﬂus excenu in meagure 2 Where the mordent is used.
Tovey uses mordonts which are not in the Gesellgschaflt in

‘measureis?_ls 2d9 and}ZB as does Kroll,: aluhough Aroll uses 

'them_optionallye,'Czerny‘uses the trill SLgn again’ in mea-
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sure 23. Bischoff varies slightly in rhythm and notation
from the Gesellschaft in measures 5, 9, 1&, and 23, but
he gives the Gesellschaft primary notation as optional in

each case.
Fugue VIII

Kroll and Tovey use the alternate version of the Bach-
gesellschaft in measures 1, 33, and 36 as does Czerny in
measure 36. These differences are note differences only.
The Bischoff edition 1s the same as the Gesellschaft, but

the above variations are given as optional.
Prelude I2

Czerny omits the ornaments found in measures 21, 26,
1o, and 3. In measure L0 Tovey uses an appoggiatura in-
gstead of the mordent found in the Gesellschaft. The nota-
tion of measure 50 in Tovey also differs from the Gesell-

schaft as will be seen in the following example:

Example 1.3

o X R L [

" lion o H-gs
i i [} “ ‘I__,,,__‘___,_, R R
Gesellschaflt Tovey

Both Kroll and Tovey suggest the use of a mordent in mea-
H s = =
sure 5i. but this ornament is not evident in the Bachgesell-

schaft.



Fugue IX

.

The only difference found in this work is of notation

in measure 19. The third beat of the top voice contains an

nabural in the other editions. Bis-

b-..l
l_h

e sharp" whic s

]

choff explains this difference by saying that the natural
actually sounds better but that the sharp is found in most

of the manuscripts.
Prelude X

There are a great many differences found here which
are both in notation and ornamentation. There seems to be

a casgse of some copyist trying his hand in simplifying this

N

- 1 o
work in measures 3, 4, 12, and 22. An example of measure

3 will be given to show what has been changed.

14
Example [

Gesellschaft Kroll
Bischoff mentions this simplification but only as an alter-
nate version.
Measures 29-32: Instead of the trill which is found
in the Gesellschalt, Czerny omits the trill and simply

alternates between the initial note and the octave below

creating the following rhythm:



L9

Example !5

)

.

lV \

L4

)

This change is also noted in measures 33 through 36 and
measures 06 through &8..
lleasures 37-11: Czerny ornaments these mcasures with

LS

the trill or "iaverted »ordent'

sirn whereas IIroll uses an

. -

optional rordent; neither ornament is found in the Gesell-
schalt.

lieasures 57-63: Instead of no ornamentation, Czerny
ornaments these measures with turns.

ileasures 50 and 03: The alternate version of the
Bachgesellschalt suggests a sharp instcad of a natural on
g1t Xroll uses the slternate in each casc.

Czerny also ornaments measures 95, 96, and 98, which
arc not ornsmented in the Gesellschalt edition. Both Kroll
and Bischolfl give optional ornaments in measures 92, 95,
96, 102, and 107, but here again there are no ornamecnts in

the Bachgesellschaft.
Pugue

Heasure 10: Botn Bischoff and Tovey sugsest the ontion-
al use of a trill or "inverted mordent,” as the case may le.
lleasure 70: The sign " " is azain used by Bischoffl

ound in

Hy

and Xroll in this measure. Again the sign is not

he Gesellschaft.
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leasure 83:

-

Both Tovey and

Bischoff use the alternate
notation found in the Gesellschaft for

the third beat.
Czerny uses the optional notation

for measures 30 ax

nd
51 and omits the trill (cadence) found

in measure 85.

Prelude XI

Only one difference w

was found in this prelude, that
being in measure 50.
Example 116
%)
-+ —«+
S N e W, M B 7L P -
R N o L i | e
Lo 7 b - S
g .. e ———— e it Vsl
Gesellschaft and Kroll {roll
alternate

Prelude XII

Czerny alone places the sign "av " in measures 1, 2,

O, 103 13y and lﬁ.where there are no ornsments in the
Gesellschaft.,

Measures L5

o

Czerny uses turns in these measures
nstead of the

"inverted mordent."

Fugue XII

Measure 53: Kroll uses the

alternate version found
in the Gesellschaft.

HMeasure 8li: Czerny ornaments t!

his measure with a trill
instead of no ornament at all.
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Prelude 7ITI

llcasure 1 and l3: Czerny omits the appoggiatura.

lleasure 9, 19, and 22: Both Czerny and Kroll use the
Gesellschalt alternate notation, and in measure 22 Toveywr
uses a trill which is not found in the other editions.

lleasure 110: The sign " M a5 used by Czerny is not
found in the Gesellschaft.

llcasure 66: A rhythmic difference is noted on the

third beat of the top volce in the Ilroll edition.

T WE=ss

' 4 - » o &
- L4 —/I"”
Gesellschaft and ¥roll I'roll
alternate

lleasure 67: The apnoggiatura on the second beat of

the unper voice is onitted in the Czerny edition.
Fugue AIIT

licasures 29 and 30: The trill sign "~~~ " in Tovey is
not found in the Gesellschaft. The same is true of nea-
sures 63 through 70 and neasure 30 in Czerny, and of measure
68 in the Kroll ocdition.

licasure 37: The sign " M found in the Bacheeosell-

schalt 1is omitted in the Czerny edition.

Prelude IV



A3
o

lleasure 7: The rhythmic pattern of the first beat in
The Czerny edition differs a great deal from that of the
Gesellschaft editlon.

Exarmle 118

’ 'yl & o0 . ¢ o0
el =11 l
[ 4 I 2 2 4 4 o o0 @ P
.- .. ~
\ |
Gesellschaflt Czerny

licasures 18, 27, and 33: DBoth Czerny and Kroll use
the alternate versions found in the Gesellschaft.

Ileasure 25: The "inverted nordent” found in the Tovey

3

edition is not in the Gosellschéft.
IMague XTIV

Both Tovey and Czerny plaéé trills in meéasures 3, 6,
11, and 16. These trills arc not found in any ol the above-
rientioned measures of the Gescllschaft edition. The "in-
verted mordent" i1s agein cncountered in measures 21, 23, 25,
26, 27, 30, 33, 3l, 35, and 61 in Czerny although theore is
no indicetion of this ornament at all in the Gesellschafwt.
In measure 57 of the Czerny edition a trill foreign to the

Bachgesellschalt is found.

Preclude XV

lieasure 13: Czerny, Kroll, and Tovey all place orna-

rients here which arce not found in the Gesellschafte.



Measure 15:

beat
Heasures 16,

verts™

tion.

HMeasure

20

Gesellschaft on the second half of the first beat of

upper voice.

L5

Measure
is foreign to the
lMeasure 1L7:

mordent which is

Heasures 10

measures but thes

other editions except in the

them optionally.

of the lower voic

the mordents which are

53

Czerny omits the mordent on the third

e

n

38 2 Czerny "in-

(o

’3 5
s D9 2D

}
3, 10, and 18:
used in the Gesellschaft edi

Czerny omits the ornament found in the

B3
v,

he
Tovey uses the ornament - "av " . which
other editions.

Both Tovey and Kroll use an optional

not used in the Gesellschaft.
Fugue XV
and 12: Tovey uses mordents in these

e ornaments are not found in any of the

Bischoff edition which uses

lMeasures 50 and 52: Here again Czerny changes the no-
tation somewhat.
Example 119
*?1 { {?| et
P e e Y A E T N
'3 “i'{:}"'::" T T ) ‘I v, e
¥ - A % —
e e s W i) .
___1,&4. 2 tAs.Z_ e
2 2]
Gesellschaft Czerny



lleasure 02: The sign "V " indicated in the najority

of the editions 1s omitted in the Czerny edition.
Prelude VI

Ileasure Q: Doth Kroll and Tovey use the alternate
notation found in the Gesellschaft,
Czerny onits the ornaments found In measures 1, 11,

and 15,
Mugue YVI

lleasure 21: Illere again Czerny omits the sign "am” M
lieasure h0: A difference in rhythm is noted between

the Czerny and Gesellschaflt edifions in the ton voice.
Example 50

A | i

) Y 4 Py

Gesellschalt Czerny
Prelude XVII

lleasure 7&: {roll omits the rordent which is used in

the other editions.
Fugne XVII

lieasurc 1lli: The notation used by Tovey on the third
beat of this measure differs slightly from the other edi-

tions.



Gesellschaft Tovey

Both Kroll and Czerny use the alternate versions of
measures 6, 1l, 19, 32, and 3li; otherwise the editions are

in agreement with the Gesellschaft.
Prelude XVIII

The only differences found in this work are the uses of
the alternate versions found in the Bachgesellschaft. Kroll
uses the alternate notation in measures 20, 22, 29, and 0.
Tovey uses the alternate of the treble in measure 20, but
he uses the original bass. He also uses the alternate ver-

sion of measures 22 and 29, and Czerny uses the alternate of

measure L0.

Fugue XVIIT

~

Measure 69: The trill on the second beat of the lower

e 1.

ce in the Tovey edition i1s not found in the other editions.

e

Vo

Measures Th, 100, 106, and 11lli: The optional trills

suggested by Tovey are not in keeping with the Gesellschaft,
Prelude XIX

Measure 16: XKroll omits the first two sixteenth notes
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‘found in the bass but advises them for optional use,

Preliude XX

'»?Heggure ZLé'iBoﬁh'Bisohoff and Czerny ugg ﬁhe alter-
naté;ndtat“on; u&gest d in,the Qeselischaf% fofv‘his mea -
sure§  ; |

'1Eég§urgf32§ To#é#-énd'Bis hof'f bowh orhament ﬁhe>
"uppgriﬁéice’vltﬁ a. mordeﬂb whwch is not commcn to the Ouheii

o

“editions. CZerﬂy uses the ”inverted mordentﬁ_butiomlts.'hey

mordent on the second beat of the lower volce as does Bis-

-~ choffs
Fugue XX
';“Measure l Kroll writes the first and second beats

'oF ube botuom vowce an oot ve higher than ube Geselloch f5~
'although ﬁhevlower octave Tound in the Gesellschalt is op-
bionals

arer

“Prelude XL

Mea‘nr 2iA Czerny omitS’fhe ”invérted mordent? féund
oﬁ the third béaﬁ’of the ton voices
>‘MéQSure“28:‘ Tbvey-ornaments'tli measure WLLh.a mov~'
".aeﬁ thoh is. not 1ound 1h tibfé‘ﬁaohgesellschafto
ﬁMeasure 36:“Bath Bisch@ff‘and Tovey usé'th alternate.

-versidn'OT this measure,

‘lhe asure 673 Kroll uses the alternate version ougge Ued
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in the Gesellschaft.

Fugue XXI

Measures 5 and 6: The notation of these measurcs is

found to be slightly different in the Kroll edition.

Ixample 52

L . W ) — i) B
e S—F—

PR Tty
Gesellschaft.

Kroll

Measure 19: EKroll changes the notation of this mea-

but gives the notation found in the Gesell-

n alternate version.

Kroll

Tovey uses the alternate notations for measures 36, 38,

and 78. Kroll also uses the alternate version of measure
78. Bischoff agrees with the Kroll edition in measures 5,
6, 19, and 88, and with Tovey in measure 38.

Prelude XXII

of the alternate notations given in the Gesellschaft B



choff and Kroll use the alternate of measure 16 wherea

0

Kroll and Tovey use the alternate version of measure 81.
FPugue XXII

Measure 33: Kroll uses the alternate notation found

e

n the Bachgesellschaft for this measure.
Prelude XXIIX

Measure 23: Both Tovey and Kroll use the alternate
notation suggested here.,

lleasure 35 Kroll omlits the first half of the Tirst
beat of the middle voice and replaces it with an eight
rest instead of starting the measure on the "g sharp.”

Czerny also uses the rest instea

o
Qu

of the note on the first

beate.

The mordents in measures 1 and 10 are omitted by

Czerny.

Prelude XXIV

U

The following differences in notation are found in
this work.
Example 5l

Measure 21

Gesellschaft Kroll and Czerny



licasure 16:

Gesellschalt

licasure 100:

Gesellschaft Czerny
lieasure 20:

Czerny omits the trill on the second
beat of tiie middle volce.

210734
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 CHAPTER V
CONCLUSION

o

T_Upon close.examinéﬁlon of the foregoing differences
t~WL11 be noted Lnét-there are many interpretations as to
&

ocaci

.,3"

n Ofnamenuatﬂon aﬁd rhjthmo It:oan be easily uﬁdef«;
:'ﬁﬁco hy » ere are oUCh great divergences in.theﬁberfor=' |
‘mahbes'ofvthese works, It shouldqbefthe desireQQf,évery |
vj;pigno-ﬁéacher‘to méke a studﬁ of'these*dissiﬁilarities;inj
Virbrderﬂtq;havé'g mpre‘cbmplete:underéﬁanding of whgt‘Bacﬁ
'Wféfef |
fhe diffefencés cited have been tabulated‘toiéhoﬁﬂhqw
' _§édh:cdit on oomyqres w1tn the Bachgesellschafto In some
i;étéhbes tLe:d'ff erences afé greater than oas indica%ed inr'
'ﬁhe'follg;iaw éhafté For ex mane, the diff erences in the .
ACzérny édi ion of the seventh fugue in thé first book (see

ﬁage,ZBJ were too numerous to complle each minute variation,

so oan one dlllerenoe wags tabulated against the editilon.

» Eq/f/'/ omMs

D/-f/ekcn ces - a N - %
b AN I

. : > 9

. VIR BN PRV BN

Notstiow 35| 7 a7 |4
Ornaments e | s o | an
Rhgthm = - b 2zl R s
Alternate: verssioms 36 | # 53 34
Total ‘ _ 238 ‘_/x;"/.z:t‘j go
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'ﬁhensvagéin§ altﬁougb the“editioﬁsriiglc have used a
Adifferent veféien; in'many caseé %hé'nrimary'vérsion found
in uhe GeSelmucaaL diti was.ﬂiven as:éﬁ'alternate;‘
cjipreludeg"l ree and elghL anﬂ lu"ues e¢ght und nine
- the Bisouoffrédition of the'second bork (SGe vages L2,

L6, and ET);

Ir COmDSTan ‘thess Bach éditionéiﬁhéfwfiteﬁ has
tabula ted uhe-dllieremces in notat¢on9 oynam nts, rhythmg‘r
and the nuﬁber of altgrnate‘versions usedei,It can be seen
at a,glﬂnce that'thé Czefny edition is tka greatest offender

in»éll respects, whereas Bischoff~most ne 17J resembles. the

eaoh,caSe except iﬁ" tation and fhyuhm,~

;Bachgeséllthafﬁ
Heresagaih} houmns it WLlT be iOUﬁd tbgt éisohoff usually"
1‘ 3 a rea on Aof.hlg cho¢ce, ;Q;iﬁ‘tﬁé'ﬁaéézdf fhe.@in%ﬁ .:'

fuwue of the seoond boolk (see page;MB)g |
In conclu51on9 1p‘is the er ter's opi@ién thaé.teachérs‘

should unhesiﬁatingly,use the Bischoff edition of the Well-

tempered Claviéhbrd‘in’order to present>more'nearly the

works of Bach to students as he originally intended.
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