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Owen Daly Ventures 
into Saxon Territory 

Owen Daly in Salem, Oregon, recent1)• 
completed a clavichord based upon the large 
unfretted 1784 C. G. Hoffmann instrument 
in the U.K.'s Cobbe Collection at Hatchlands. 
He reports below. 

I nfluenced by C.P. E. Bach's preference 
for the Saxon-type clavichord and by 

some technical considerations, I decided 
to build a copy of the Hatchlands Hoff­
mann. The Hatchlands Hoffmann is less 
well known here than the Hoffmann at 
Yale, but is in superior condition. In Pe­
ter Bavington's words, the Saxon clavi­
chords " ... are rich in musical possibilit ies, 
with a wide dynamic range, ringing trebles 
and solid, clear basses." With generously-

Clavichord after Hoffmann by Owen Daly 

shared information from Bavington, who 
restored the Hatchlands instrument in 
1998, I learned some new Saxon-school 
"tricks," including the details of a remark­
able system of sound board ribbing, and the 
use of an intricately-notched bridge. 

It took several practice attempts on 
scraps to get the notching technique under 
control, as one slip and the bridge could be 
ruined. But it was worth it; by this means 
builders like Hoffmann and his Saxon col­
league Friederici, and others, like Schied­
meyer, were able to couple strings to their 
bridges without the constraint of severe 
side- o r down- bearing. The result is a 

(Continued on /).6 ) 

The Clavichord and Classical Russian 
Keyboard Repertoire 
Henry Lebedinsky 

Henry Lebedinsky is the organist and 
music director at St. Alban 's Episcopal 
Church in Davidson, North Carolina. He 
has performed widely on organ, clavichord 
and harpsichord. 
"B oris was shown into a large hall probably 

formerly used for dancing, but in which 
five beds now stood, 
and furniture of various 
kinds: a table , chairs, and 
a clavichord. One adju­
tant , nearest the door, 
was sitting at the table in 
a Persian dressing gown, 
writing. Another, the red, 
stout, Nesvitski, lay on 
a bed with his arms under 
his head, laughing with an 
officer who had sat down 
beside him. A third was 
playing a Viennese waltz 
on the clavichord, while a 
fourth , lying on the clavi- Catherine the Great 
chord, sang the tune." 1 

In this quote from Tolstoy's War and 
Peace, was the author truly referring to 
our humble clavichord in that scene set in 
1805? In fact, at that time the polonaise, 
not the Viennese waltz, was the most pop­
ular dance of the day and the dance most 
likely to be played on the clavichord. Fur­
thermore, I doubt any clavichord I know 
would obligingly bear the weight of a 
drunken Russian sold ier lying atop it. 

We immediately encounter a linguistic 
hurdle. From the 1770s onward, the term 
clavichord (Rus. l<lavilwrd and increasingly 
in the plural, klavikordi ) was used some­
what indiscriminately to describe clavi­
chords, square pianos, and "organized" 
square pianos (claviorgana ), in which the 
piano mechanism sat atop a rank of organ 
pipes, playable from the same keyboard.2 

This confusion persists to the present day, 
from photographs clearly depicting square 
pianos with the caption referring to a 
clavichord3 to Russian publications of 
Bach's Well-Tempered Clavier titled The 
Well-Tempered Clavichord. The 2007 trans­
la tion of Tolstoy's War and Peace by Pevear 
and Volokhonsky substitutes the word 
pianoforte for clavichord. 

While no indigenous Russian clavichords 

are known to survive, a number of instru­
ments by German and Swedish builders 
exist in Russian museums, and newspa­
per advertisements from St. Petersburg 
point to a healthy trade in new and used 
keyboard instruments, includ ing a good 
number of clavichords.4 Coupled with 

evidence from art, 
organography and lit­
e ra ture , i t is clear 
t h at the in strume nt 
pl aye d a role in 
Russ ian uppe r-class 
society, if primar­
ily as a teaching and 
practice instrument. 
While there are no 
extant Russian key­
board pieces explicitly 
written for clavichord , 
the number of pieces 
dating from 1780 -
ca. 1810 that can be 
effectively performed 

on the instrument suggest that while the 
fortepiano was certainly rising to promi­
nence as the keyboard of cho ice among 
those who could afford one, there was 
still music being written that, fo r practical 
purposes, could sing through our instru­
ment's gentle voice. 

When examining Russian keyboard mu­
sic with an eye toward the clavichord, we 
must consider that fact that while Russia 
was in fai rly close proximity to the two 
largest centers of clavichord production 
- Germany and Sweden - the instrument 
never rose to the prominence it had in 
t hose countries. Russia's uncomfortable 
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The Clavichord at the BEMF Keyboard Mini, festival 
On june 11 , 2009, the Boston Early Music 

Festival held its first "Keyboard Mini-Festi­
val, " an event that featured performances on 
the fortepiano, harpsichord and clavichord. 
The capacity crowds for all the performances 
made it clear that this was a welcome event. 
The Mini-Festival was held in Boston's First 
Lutheran Church and was chaired by the 
BCS's own Peter Sykes. There were well 
over a hundred attendees. The large audi­
ence for the clavichord performances probably 
included many who were 
hearing the clavichord for 
the first time. Unfortu­
nately the acoustics of the 
space were not likely to 
provide the best first im­
pression, as a good deal 
of outdoor noise was au­
dible. In a more appropri­
ate room, Allan Winkler's 
1995 copy of the five­
octave 1796 Schied­
mayer clavichord in 
the collection of Bos­
ton 's Museum of Fine 
Arts would have been an 
ideal choice for the works 
that were performed, but its sound dissipated 
in these surroundings. One hopes that this will 
be the first of many Keyboard Mini-Festivals 
at BEMF and that subsequent venues will be 
friendlier to the clavichord. 

Paul Rabin and Sylvia Berry, who wrote 
the following reviews, are both members of the 
Board of Directors of the BCS. Berry performs 
on the fortepiano and harpsichord . Rabin 
sings in Boston's Back Bay Chorale and is the 
current /Jresident of its board. 

Paul Rabin 

T he first clavichord pe rforme r was Da­
vid Breitman. Brei tman is d irector 

of the program in historical performance 
at Oberlin College, an h istorical piano 
specia list who has eagerly embraced t he 
clavichord in recent years and integrated it 
into the Oberlin keyboard curriculum. His 
program included Haydn's Sonata in B 
minor, Hob. XVI/32, C. P. E. Bach 's Fan­
tasia in C and Rondo in G , Wq. 59, and 
].S. Bach 's English S uite No. 2 in A minor, 
BWV 807, highligh ts of t he golden age of 
the clav ichord. 

Haydn's B minor sonata is from the sec­
ond set of six keyboard sonatas, published 

in 1776. The brooding, insistent mood is 
established from the start; not Haydn's 
usual charm and wit, but edgy, with a lev­
el of te nsion, o nly briefly relieved in the 
middle movement, that we associate more 
with Beethoven . The brilliant final Presto 
in particular, with its re lentless pulse and 
forceful counterpoint, makes no conces­
sions to prevailing tastes. In this difficu lt 
environment the music seemed somewhat 
forced with some resulting problems of 

tone in t he treble . 
The two pieces by 

C.P.E Bach, which 
came from the fifth 
"Fur Kenner und Lieb­
haber" collection, were 
decidedly for "Kenner," 
with advanced enhar­
mo ni c mo dulat io n s, 
and tech nically d iffi ­
cult passagework. T he 
C major Fantasia, like 
many o thers by th is 
composer, is a moderato 
sonata- like movement 
into which dramatically 
contrast ing sections are 

inserted. The extremes of volume, speed, 

and density of sound pushed the limits of 
the instrument, but also he lped to focus 
the audience's attention. 

The Rondo in G is a kale idoscope of me­
lodic, harmo nic, and rhyth mic d islocation. 
From the sta rt of this piece, it was clear 
that performer, instrument, and audience 
had become well connected. More like a 
chaconne, it is a series of transformatio ns 
of a basic, four-bar theme, without inte­
ven in g episodes. Wi th in a framework th at 
looks like tender lyric ism, the piece bril­
liantly combines a surface texture th at 
appears to have lost its moorings with a 
satisfyingly organized underlying structure, 
end ing with a t riumphant return to earth. 

Bre itman's elegant performance of J.S. 
Bach's English Suite No. 2 demonstrated 
why this piece should be performed on t he 
clav ichord more often. In the Pre lude, the 
two-voice writing a llowed unrest rained at­
tention to the physical quality of the lines. 
The Allemande was all grace and tran spar­
ency. In the Courante, Breitman mode r­
ated the tempo somewha t, but st ill brought 
out the vitality of its rhythms. T he de nse 
chords of the Sarabande were accommodat-
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ed with discreet rolling. Breitman handled 
the chords in the second Bouree without 
ha rshness, and executed the treacherous 
leaps in t he Gigue with elan. 

T his program p resented some of the 
most advanced work from th e compos­
ers who t reated t he clav ichord most se­
riously, and conv inc ingly demonstrated 
the value o f the new BEMF Keyboa rd 
Mini-Fest iva l in showcas ing this instru­
ment to a broader aud ie nce . 

Sylvia Berry 

By the t ime that Peter Sykes took the 
stage for the second clavichord per­

formance, listeners had become more ac­
customed to the dynamic range and silvery 
tone of the Winkler/Schiedmayer clavi­
chord. In an obvious nod to "Haydn Year 
2009," the 200'" anniversary of Haydn's 
death, Sykes's recital was practically an 
all-Haydn affair. T his was especially appro­
priate, as Haydn had a life-long relation ­
ship with the clavichord. T he only surviv­
ing instrument defini t ively known to have 
been owned by Haydn is a five-octave clav­
ichord fro m 1794 built by Johann Bohak, 
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Maximilian Fleischman 
performs for the BCS at 
BEMF 
Christa Rakich 

Christa Rakich performs on the organ, harp­
sichord and clavichord and is a member of the 
Board of Directors of the BCS. 

M aximilian Fleischman was selected by 
the BCS to perform at the 2009 Bos­

ton Early Music Festival. His concert took 
place o n June 12 , 
2009, at the Hale 
C h ape l in the 
First C hurc h in 
Bosto n. He played 
on a clavichord 
by Do lmetsc h / 
Chickering (a f­
te r Hoffmann ), 
1908., No. 31. His Maximilian Fleischman 
program included: 
- Beethoven- Variations in F, op. 34 
-Scarlatti- Sonata in D minor, K9, L 413 
- C.P.E. Bach- Rondo in D minor, Wq 61/4 
- Scarlatti - Sonata in D major, K 96, L 465 
- Haydn - Sonata in G minor, Hob. XVl/44 
-J .S. Bach- Partita in G, BWV 829 
- Haydn- Variations in G, from Finale to 
the String Quartet, op. 33 no. 5, Hob. lll/41 

(Fleischman, continued on p.6) 

(Mini-Festival , continued from p.2) 
now housed at the Royal College of Music 
in London.1 Haydn is said to have com­
posed The Creation on this instrument. 

Sykes chose pieces from three different 
decades of Haydn's composing career. He 
opened with the genial sonata in A major, 
Hob. XVI/26, from 1773, a lerting the au­
dience to the whimsical "Menuet a! Ro­
vescio" in which the repeats are heard "in 
reverse." Sykes fo llowed this work with a 
fascinating inte rloper, the second move­
ment of Beethoven's Piano Sonata in D 
major, Op. 10, No.3. This allowed the au­
dience to hear the thread that ties Haydn 
and Beethoven to C. P.E. Bach, since Breit­
man had earlier played two works by Bach. 
But Sykes was after something more. He 
noted that in the "early music" field one 
of our main concerns is using the "right" 
instrument for a given piece, but then 
asked "What if we didn 't care?'' He noted 
that the clavichord was ubiquitous in the 
18'h century, and that it was the preferred 
instrument for many composers, partly be-

The Oleskiewicz~Schulenberg Duo: Flute and Clavichord 
Margaret Irwin-Brandon 

Margaret Irwin-Brandon performs on many 
keyboards and is on the BCS Board of Artistic 
Advisors. 

T here is none, among keyboard instru­
ments, so revealing as the clavichord 

-where there is no concealing the relat ive 
skill of the builder. Nor does any keyboard 
offer a more difficult test for a composer and 
provide so little forgiveness for the player. 
But then, add a Baroque flute 
to the mix, and voila! The dif­
ficulties pale under the artistry 
of T he O leskiewicz-Schulen-

that this program would reflect Frederick's 
fascination with the opera in the context 
of sonatas for clavichord and flute as well as 
so lo works for both instruments. 

Two keyboard works by two great sons of 
J .S. Bach, the Fantasia in E minor, E21, by 
Wilhelm Friedemann, and the "Wi.irttem­
berg" Sonata no . 1 in A minor, W. 49/1 , 
by Carl Philipp Emanuel, performed on 

solo clavichord, gave entry to 
the exceptionally quiet, intense 
world of the clavichord. Friede­
mann's fantas ia with its frenzied 

berg Duo, David Schulenberg, opening and somewhat worried 
clavichord, and Mary O leskie- rec itative resolves happily into 
wicz, flute. The pair were pre- a sparkling, unencumbered fan-
sented in concert by the Bos- tasy with clouds of harmonies, 
ton C lavichord Society in a snippets of homophony and 
program entitled, "Sounds of Frederick the Great echos of the solo cantata in fi-
a Royal Flute" on Sunday, April 19, 2009 ery recitatives and short reflective respons-
in the Hastings Room, First Church in es. Schulenberg proved his mettle in the 
Cambridge, MA. waves of arpeggi, scales and octaves which 

Opening with an instrumen ta l recitative, culminated in the heigh tened drama of a 
the Sonata in A minor for flute and con- wild (composed) improvisation - and a 
tinuo, Sp. 21, by King Frederick II ("the quiet, almost whispered, ending. 
G reat") of Prussia, the sonata unfolded The Wi.irttemberg sonata, itself a test of 
in two more movements - the allegro non imagination and skill for the performer, was 
malta, a "vocal" aria, and the final allegro as- enhanced by the ornaments in the repeats 
sai, a courtly dance. With that it was clear (Duo, continued on p.6) 

cause it was less expensive. T herefore it 
seems likely tha t many works that we do 
not associate with the clavichord were 
played on it. 

Sykes argued that we should be open to 
trying things on a variety o f instruments 
and then demonstrated the exciting results 
of h is own experiment. His reading of this 
Beethoven movement, marked "Largo e 
mesto," was convincing because he exqui­
sitely handled every gesture of mournful­
ness found in this dark and brooding work. 

He continued with an amiable work by 
Haydn, the Sonata in B-flat, Hob. XVI/41 , 
published in 1784. This comes from the 
firs t set of sonatas by Haydn that were des­
ignated explicitly for the fortepiano. Sykes 
delighted with his comic timing and subtle 
dynamic shad ings. 

The closing p iece, Haydn's Andante and 
Variations in F minor, Hob. XVII/6, seems 
indisputably for the fortepiano, yet Sykes 
gave it a compelling and moving reading 
at the clavichorcJ.Z Written in 1793, it is 
perhaps Haydn's darkest essay in pathos, 

and in terestingly, its rich ly detailed articu­
lation markings resemble those found in the 
Beethoven work, written three years later. 
Of course, both refer back to Emanuel Bach 
in many ways, and Sykes's performances of 
these works served to further remind us of 
the roots of much of this music. Q 

1 Haydn's clavichords will be discussed by 
Peter Bavington in the next issue of Tan­
gents, issue no. 28. 

2 David Breitman performed the Haydn 
Andan te and Varia tions in F minor at a 
recital for the Boston C lavichord Society 
in September 2007. Sykes reviewed the 
recital and wrote: "The Haydn variations 
explored the full expressive range of the 
Dolmetsch-Chickering clavichord, and 
were moving in the true Empfindsamer 
style." After two compelling performances, 
we ca n conclude that the suitability o f 
this piece for the clav ich o rd h as bee n 
demonstrated. Editor Q 
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(Russian Clavichord, continued from p.l) 
relationship with instrumenta l music, 
thanks in large part to the negative at­
titude of the Russian O rthodox Church 
towards instrumenta l performance and 
part icularly to the Russian folk minstrels 
known as skhomorokhi, worked aga inst the 
cultivation of a sacred instrumental t radi­
tion <IS found in Catholic and Protestant 
countries. While rich and complex bod ies 
of unaccompanied chant and eventually 
polyphony developed within the rea lm of 
Russian and Ukrainian church music, they 
were never mirrored in the instrumen­
ta l realm. In additio n, Russia's 
geograph ica l and cultural iso­
lation from the West hinde red 
the type of c ultural exchange 
that enriched most of Western 
Europe during the 15'h through 
17'h centuries, particularly with 
respect to the export of Ita lian 
and German music, musicians, 
and musical thought. 

At the t urn of the 18'h century, 
Tsar Peter I "the G reat" (1 672-
1725) began ro turn Russia, 
often k ick ing a nd screa ming, 

Russian folk songs from the c ity and 
country are inexorably t ied to Russian mu­
sic as a whole, from sacred Church music 
to the h eight of the symphonic repertoire. 
Whether simply out of pride in an impor­
tant national heritage or as a rebellion 
again st the Westernization begun by Pe­
ter the G reat, folk music has been at the 
center of what makes Russian music sound 
Russian. The fi rst known keyboard mu­
sic by a native Russian composer was two 
sets of variations on Russian folk songs, 
published in 1780 by Vasily Fyodorovich 
Trutovsky (ca. 1740-1810). The son o f a 

towards the rest of Europe. His St. Petersburg in 1830 
new capital, St. Petersburg, was 
to be a window to the West, and to that 
end, Peter brought Germans, Czechs, Ita l­
ians, and others to Russia in his quest to 
modernize and ultimately, civilize, h is na­
tive land. Unfortunately, Peter preferred 
soldiery to the arts. Pe te r's successors, 
notably the Empresses Anna Ivanovna 
(1 693- 1740) and Catherine the Great 
( 1729- 1796) were more favorably disposed 
towards the arts, and during their re igns 
both secular voca l music (espec ially Ital ian­
style opera) and instrumental music grew 
and flour ish ed. The German merchants, 
bu ilders, and intellectua ls who came to 
St. Petersburg in t he early part of t he 
18'h century brought with them th eir own 
musical instruments, music teachers, and 
sheet music. Peter the Great's vision of the 
new Russian nobility also included the 
introduction of music lessons for the 
children of the ar istocracy. Young noble­
men and noblewomen studied instruments, 
including the clav ichord , at the hands of 
mainly fore ign music ians, including Ital­
ians Vincenzo Manfredini, clavichord tu­
tor to the futu re Tsar Paull,s Baltassare Ga­
luppi , and th e Czech Jan Bohumir Prac. 

Ukrainian priest, Trutovsky was a virtuoso 
on the gusli, a Ukra inian folk instrument 
derived from the five-string lyre which 
had, by the 18'h century, evolved into 
a 55-66 string mode l that stood on legs 
and was plucked by both hands6 

- essen­
tially a Russian hand-plucked "clavichord" 
on wh ich a capable musician could play 
music intended for keyboard.7 Trutovsky 
was brought to t he court of Catherine 
the G reat by Prince Potyomkin8 as part of 
the German -born Catherine's efforts to 
Russianize h erself and her court. Coupled 
with pol i t ic;~ ! pressures, t his led to the 
Russ ian nobili ty's embrace of fo lk music 
as a form of nationa lism, a trend that has 
continued through th e Romantic period to 
the present day. 

Folk song variations make up the majori ­
ty of published Russian keyboard and string 
music through the first decades of t he 19'h 
century. The variation sets of Trutovsky, 
Vasily Semyonovich Karalilov ( 1787) and 
Ivan Yevstafievich Khandoshkin (1747-
1804) are fine examples o f th is tradition , 
and a ll lend themselves admirably to the 
clav ichord. What all the pieces of this 

period have in common is the uneasy mar­
riage of Russian folk music's wild untamed 
modal ity with 18'h century Western har­
mony. Add the rhythm and cadence of 
the Russian language inherent in the folk 
songs themselves, and the results are defi­
nitely worth exploring. Trutovsky's ath­
letic twelve variations on the song "The 
strapping young fellow with the t hick 
curly hair" are the least idiomatic of the 
bunch, perhaps being better suited to the 
gusli than the keyboard. Variations on 
Karali lov's wistful tunc "You poor little o r­
phan" are set in C mino r with rich harmo­

nies, expressive chromatic ism, 
and detailed dynamic and 
phrasing ind icat ions reminis­
cent of the empfindsamer stil. 

Kha n doshkin, a serf v io­
linist who rose up to become 
one of Catherine the Great's 
most prominent musicians 
and a fixture o f the St. Pe­
tersburg concert scene, wrote 
almost no music for keyboard . 
1:-lis variations on the song 
"Shall 1 step out on the bank 
of the little river?" is one of 
the exceptions, clever, ten-
der, and effect ively capturing 

the wandering modal quality of the song 
without trying overly hard to reconcile 
it to Western tonality. Like other works 
from th is period, there are no clearly pia­
nistic passages requiring the use of a sus­
tain ing mechan ism. 

St. Petersburg quickly became the center 
for music publishing in Russia. The firms 
of Gerstenberg and Bre itkopf (son of the 
Leipzig Breitkopf) published hundreds of 
variat ion sets, catering to the steep rise in 
popu lar ity o f t he form, especia lly among 
young noblcwomcn.9 Among the fore ign 
composers who took advan tage of th is 
publishing boom was Johann Gottfried 
Wilhelm Palschau (ca. 1742-1813). A 
child prodigy, Palschau toured Europe, 
includ ing a stint in London a decade 
befo re Mozart. Before settli ng in 
R ussia, Palschau studied in R iga 
with Johan n Sebastian Bach's 
student Johann Gottfried Mlithel. By l771, 
he was in St. Petersburg, where he spent 
the rest of his li fe. His fine variation set 
on "Ah , I'm so lonely" is written in a 

light, spacious style. Among h is other 
su rviv ing works, two sonatas and a man-
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uscript copy of a variation set on a French 
ai r survive in the Weyse collection in the 
Royal Library in Copenhagen. All of the 
pieces, with their plentiful dynamic indi­
cat ions, abundant bold musical contrasts 
and lack of need for a sustaining mecha­
nism make performance on the clavichord 
highly rewarding. 

Next to fo lk song va riations, dance mu­
sic made up the la rgest body of Russian 
keyboard wo rks from the la te IS'h and 
early 19'h centuries. By 1780, the polonaise 
surpassed the minuet as the "in" dance 
among the upper classes, and several mem­
bers of the nobility, including Princess 
Ekaterina Likoschin (ca. 1780- ca. 1840 ) 
and the Lithuanian Peter Biron, Prince 
of Courland (1742- 1800), published col­
lections of their own. 

The earl iest polonaises in Russian sourc­
es come from the pen of O sip Antonev­
ich Kozlovsky (1757-183 1), a native of 
Warsaw who, through his fr iendship with 
Prince Grigory Potyomkin, was introduced 
to the court of Catherine the Great, mov­
ing to Russia in I 786. Kozlovsky wrote 
operas, large-sca le sacred music, cantatas, 
and ballet mus ic for court and the private 
theaters of Russian nobility. His keyboard 
music consists mostly of polonaises, some 
based on patriotic songs, others on folk 
songs from Ukraine, Russia and his na­
tive Po land. The U krainian-based works 
are particularly interesting, incorporating 
into their melodies the Lydian mode fre­
q uently used in Ukrainian folk music. Like 
the works of Pa lschau, Kozlovsky's pieces 
are quite effective on the clavichord, hav­
ing clear, lucid textures and being devoid 
of heavy pian ism. 

As a young man, Kozlovsky worked 
in Traka i at the O ginski es tate , where 
he was music tutor to the young Michal 
Kleofas Oginski (1765-1 833), the Polish­
Lithuanian nobleman who would become 
known as a statesman, ambassador, author, 
and composer in his own right. Oginski is 
best remembered today for his famous po­
lonaise known as "Farewell to the Home­
land," most probably written a round the 
turn of the century and published in 181 7. 
While a number of his mazurkas, marches, 
waltzes, and polonaises, including his most 
well known, a re quite happily playable on 
the clavichord, others clearly demand ef­
fects only poss ible on the piano . On either 
instrument, however, they are highly gra ti-

fying to both performer and audience, as 
Oginski's well-crafted and often exquisitely 
melancholy melodies are some of the finest 
of this period . 

Another foreign musician who called 
St. Petersburg home was the Czech S ile­
sian Jan Bohumir Pnic (c. 1750-1818), 
a lso known as Ivan Prach . With N ikolai 
Alexandrovich Lvov, he published in 1790 
the first printed volume of Russian folk 
songs a rranged fo r vo ice with keyboard 
acco mpaniment. While gro undbreak­
ing in that one respect, Prach's harmoniza­
tions often dealt poorly with the modality 
of Russian folk songs, trying to "civilize" 
their wild nature with rather conventional 
harmony, much as was the case with con­
tempora ry treatments of Celtic folk music, 
including Bunting's Irish melodies and the 
Scottish songs of G eminiani, J .C. Bach, 
and Haydn. Prach's chamber and keyboard 
music was mo re successful, including a 
sonata and severa l o ne-mo vement wo rks 
in the style of Galuppi. 

Tha t more Ita lianate and Germanic mu­
sic by Russian composers was not written 
- given the number of Ita lian and German 
teachers, composers, and performers who 
worked at the Russian court - is a testa­
ment to the power na tive Russian music 
held and still holds over its people. Of 
a ll the keyboard music from Russian-con­
trolled lands composed before 1820, on ly 
a handful of works seek to emulate Western 
a rt music , and almost all of it was written by 
foreign-born composers. T he exception was 
Dmitro Stepanovich Bortniansky ( 175 1-
18 25) . A Ukrainian by birth, he traveled 
to St. Petersburg at the age of seven to sing 
in the Imperial Chapel Choir, which was 
a t the time d irected by Baldassare G aluppi. 
W hen G aluppi returned to Ita ly in 1769, 
Bortn iansky accompanied him. In Italy, 
the young U krainian gained a reputation as 
an opera composer, and upon his return to 
Russia in 1779, continued to write operas 
as well as the liturgical music tha t was to 

become his lasting legacy. In 1 796, he was 
appointed Director of the Imperial Chapel 
Choir, the first native of the Russian Em­
pire to hold that post. Bortniansky's o ur­
put for keyboard inc ludes a harpsichord 
concerto , three sona tas , and a handful of 
sonata movements. The sonatas, which 
clearly show the influence of his teacher 
G aluppi, suit the clavichord well, and his 
slower movements conta in moments of 

serene beauty. His Larghetto in F is partic­
ularly fine, reminiscent of early Mozart. 

Prince Dmitri Saltykov (1767 -1826) 
was a member of an o ld Russian aristocrat ­
ic family, the son of fie ld marsha l Niko la i 
Ivanovich Saltykov, who was the tutor of 
the future tsa rs Paul I and Alexander I. 
Nikola i Kopcl1evsky 10 suggests that Dmi­
tri was bl ind, although whether from birth 
or d ue to illness at a later date is unclear. 
He is presumably one of the chi ldren in 
J .F. A. Tischbein's portra it of N .I. Saltykov 
and his family, currently on display at the 
Hermitage in St. Petersburg. " Seated at 
the right at what is clearly a clavichord 
is the family's music tutor. A few of his 
pieces, including a lovely Siciliana, lend 
themselves quite well to the clavichord. 
Most of the others, like the later po­
lonaises of O ginski and the works of Peter 
Biron, a re among the first Russian works 
tha t can only be performed convincingly 
on the fortepiano. 

Falling in the category of early to mid-
19'" century music that, while conceived 
at a t ime when the clavichord had fallen 
out of vogue in Russia, is still effective on 
the instrument, a re the Bach-inspired con­
trapunta l works of Lev Stepanovich Guri­
lyov ( 1770-1844 ), the first and third of the 
Three Fugues (1 833) of Mikha il Ivanov­
ich G linka (1804-1857) , and the Three 
Fugues, O p. 12, of Alexander Alexandrov­
ich Kopyloff (1 854-1911). 

There is much more work to be done in 
uncovering the world of 18'h-century Rus­
sian music, and there are probably more 
historica l instruments waiting to be redis­
covered as well. Many pieces of keyboard 
music from the St. Petersburg publishing 
houses have yet to be made available in a 
modern edition. Remedying this is a proj­
ect to which 1 hope to contribute over the 
next few years. 
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(Fleischman, continued from p.3) 
The day before this concert, I heard a 

clavichord recital by David Breitman, 
which he prefaced with remarks on teach ­
ing fortepiano to players who had come to 
that instrument from the harpsichord. It 
seemed a natural progression: harpsichord 
to fortepiano, the path bui lders had trav­
eled, yet results were often mixed. This 
led Breitman to realize that eigh teenth­
century fortepianists had come to that in­
strument not only from the harpsichord, 
but also, and likely more naturally, from 
the clav ichord. 

What happens, then, when a modem pi­
anist migrates to the fortepiano, then to the 
clavichord? The result , on a very good day, 
might be Max Fleischman. Here is a fear­
less performer who pushes the instrument 
to its limits. He relies on strong finger in­
dependence, in contrast to organists, who 
rely more on the weight of the hand. With 
fierceness and virtuosic tools he extract­
ed a panoply of color, from a nazard-like 
lyricism to blunt force that sounded like 
plucking. (Is it legal to make notes that 
short?) T his was extreme clavichord play­
ing, from Jimi Hendrix about to break his 
guitar to the sweetest, most tender Bebun­
gen Haydn could ever have intended. 

From the opening measures of the 
Beethoven Variations in F, op. 34, it was 
evident that Fleischman possesses a virtu-

(Duo, continued from p. 3) 
during the first movement, the cadenza in 
the andante and the pressured ferocity of the 
final allegro assai. These works displayed 
the many possibilities inherent in this par­
ticular instrument, built by Robert Goebel. 
O nce a part of Howard Schott's collect ion, 
it is now owned by Peter Sykes. 

It was appropriate that Frederick's musi­
cal soul-mate, teacher and collaborator, J.J. 
Q uantz was featured wi th two works on 
th is program. And it was fi tting that they 
were played by scholar and performer, 
Mary O leskiewicz, performing on a replica 
of the two-keyed flutes made by Quantz 
for King Frederick. Quantz's "Adagio in 
C , QV 1:7," which appears in his treatise 
on playing the flute, was given a fresh , 
gracefully ornamented performance. 

The Sonata in G minor, QV 2:35, 
o riginally for flute, vio lin and basso 
continuo, performed from a contem­
porary manuscript in which the cello 
and violin parts are given to the keyboard, 

oso keyboard technique. This piece made 
for quite convincing clavichord reperto ire 
in his hands, even though it is rare to hear 
music of this complexity attempted in per­
formance on the clavichord. 

Fleischman framed the C. P.E. Bach Ron­
do in D minor (Wq 61/4) with two Scar­
latti sonatas, fi rst the sweet D minor (K9, 
L413 ), and finally the pyrotechnic D major 
(K96, L465) , played at breakneck speed. 
The quick repeated notes in the closing 
Scarlatti were stunning. I've never heard 
a clavichord sound quite like that. The 
hand-crossings had people craning their 
necks for a better view, wondering, how 
does he do that ? 

Granted, there were moments in this 
recital when one wondered, why does he 
do that - especially as regards some ex­
tremely fast tempo choices. But there was 
a certain magic, evident in the hyperactive 
opening of the Bach Part ita in G, when the 
movement ends on a low G , in octaves, 
and the listener was shocked into draw­
ing breath. T he Part ita's last movement 
is a gigue, whose second half features 
successive trills; Fleischman's trills rolled 
and tumbled over one another, accumu­
lat ing energy. 

Th is was a well-balanced program, with 
the encore built in, just a trifle for dessert; 
after such an energetic program, a welcome 
treat indeed. Q 

while well-played, suffered somewhat from 
the relative quiet of the clavichord, especially 
in the treble range when it was in duet (as a 
violin) with the flu te. 

The cont inuo sonatas, the afo remen­
t ioned Sp. 21 and QV 2:35 , as well as 
Frederick's Sonata in F, Sp. 118, d is­
played the ski ll and ingenuity required 
of a continuo player, especially on an 
instrument that could be overshadowed 
by a much bolder flu te. Sch ulenberg gave 
both harmonic and rhythmic substance 
to his rea lizations, which , in their most 
theatrical momen ts, employed lute-like 
broken chords and contrast ing silences. 

T h e Duo le ft n o d o u b t t h a t di s­
t inguish ed scholars ca n a lso be fi ne 
per for me rs . T h e i r a rti s try, imag ina­
t io n , inte ll igence a n d histo r ica ll y 
in fo rmed c h oices in re pertoi re a n d 
perfo rma n ce guaranteed an eve ni ng 
of music to savor at t h e Roya l Co ur t 
of Frede ri ck the G rea t . Q 

(Russian clavichords, continued from p .5) 
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(Daly, continued from p. 1 ) 
degree of strength and "presence" we don't 
normally associate with late- 18th- century 
unfret ted instruments. 

After delivering the instrument to a 
Seattle client in January, I "borrowed" it 
in late April to play a series of four con­
certs with acclaimed baroque fl ut ist Jeffrey 
Coha n (http: //www. j effreycoha n. com/) 
in Cohan's Concert Spiri tuel series. Bal­
ance between the flute and clavichord 
was an easy fi t, due to the strength of the 
clav ichord's voice, but equally as much 
to Jeffrey's command of h is flu te. In addi­
t ion to solo pieces for each instrument by 
C. P.E. Bach, the program included pieces 
for flute and clavichord by Quantz, Mlithel 
and W.F. Bach. Q 
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