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INTRODUCTLIONH

The harpsichord was in common usc by the year 1500, and for zlmost
three hundred years it reigned as ons of the most important solo and en-
emble instrumsnts of Europsan music. It had sufficient vslums to blend

with the voice and other insiruments, Later developments which resulted

in a greater range in available dynamics included more sets of sirings te

o

be played ty the same keyboard. A second keyboard was added to facilitats
the ranid change of tonal resources as demanded by the contrapuntal irusic
of the time .1 The classic harpsichord of Couperin was a two-manual instru-
ment with two eight-foot szis of strings, ons four-foot sei, three stes of
Jjacks, and 2 coupler.z

Throughout the seventsenth and eightsenth centuries, thes harpsichord
was regzrded as indispensable to all insirumental enssmbles. The harpsi-
chordist was also customarily the leader of the ensemble. His place was
at the keyboard, and from thers he signaled his directions in collabora~’
tion with trhe first violinist. The practice of conductingz an orchestra

from the keyboard rather than from a pcdium persisted well into the

lyaliace Zucke rmann, The Modern Harpsichord (Naw York: October House,
Tne., 1969), p. 1l.

%ﬂddL.%mL’?mh&ﬁofaﬂﬁhﬁm“ieﬁxwkmwmIW
{February, March, April, 1971), ». 16,

Farthur Loesseur, Ven, Yomsn, and Pianos (New York: Simon and
Schuster, 1954), pp. 104-105,




During 211 this time, the harpsichord continuved to zain in tonal
rescurces, until in ths end, the problem of gradual variation in
dynamics was at last ans'ered after a fashion by the aopllcatﬁon
of the Venetian swell shutter late in the Eightzenth Century.

The piano also undsrwent much development and improvement zafter 1739.
By the 1760's, its use in public performances gradually began to influence
customers into buying pianos. The harpsichord, c¢lavichord, and piano co-
existed on nearly equal terms by 1770. By the mid-eighties, the viano was
the most orevalent keyboard instrument. 5 Harpsichord construction declinsd
and by 1800 it had alrost ceased. Harpsichords from the Paris Conservatory
were broken up and used for firewood during the cold winter of 1816.6
The pizno was better suited than the harnsichord for the zreat volume
and range of dynamic expression which was sought in the Romantiec period.
From Haydn to Wagner, composers explored the vossibilities of
homﬂphO“V...an modulations from key to key until with Wagner the
manipulations of chords and tonality could go no further. This
“romantlﬁ“ musice, with its vertical chords and thick textures,
degenerates into mere noise when played on a harpsichord. The
initial pluck of the siring,...the rattle of the plectrum agalnst

the string before the damver can act, the rapid decay of t
harpsichord teone, the fixed dynamics, the rigid brigh ness--all

thesz "deficiencies" of the harpsichord in terms of the music that
was being written ang played in the ninteenth century were elir-

inated by the piano.’
The last years of the ninteenth century witnessed a gradual renewal of

interest in the harpsichord. This revort is a survey of the place of the

11'2.‘3.11::1«:e,-rrJ'i.:.Lnr\., loc, cit.
Sloesseur, op. eit. op. 107, 111,
6Zuckermann, op. cit., pon. 11-12,

?Ibid., pp. 20-21.



harpsichord in the present century. The first chapter is concernsd with
how and why this revival came intn existance, and who started it, and
where. Chapter II is a discussion of mocdern concepts of harpsicherd con-
struction. Two basic conflicting trends--those of the "modernist" and the
"antiguarianist"--are described. The aécomplishments of some outstanding
twentieth century harpsichordists and some of their opinions concerning
perforrming, teaching, and musical intercretatlon, are pressnted in Chapter
ITI. Chapter IV is concerned with some aspscts of composing for the harnsi-

chord in ths tweantieth century.



CHAPTER I

THE HARPSICHOHRD REVIVAL

One of the first mentions of the reinstatement of the harpsichord was
an article entitled "The Harpsichord is Coming Back," which acpeared in

Zeitschrift fur Instrumentenbau on March 1, 1888. It is a review of a

harpsichord concert which:took place in Paris in Februvary, and it indicztes
that rusical verformances of this nature "seem to have become fashionzble
in Paris.” Thié review also recognized the harpsichord's ability to blend
well with woodwinds and strings. A perforrer by the name of Diemer had
avneared on this concert, and according to Eta Harich-Schneider, Diemer has
the honor of having been the first to reintroduce the harpsichord.g

A change in composifional style was an important factor which contri-
buted in reviving barsque'music and its instruments, Since 1900, conposers
such as Debussy, Stravinsky, and Schonberg have broken away from vertical-
ity. They have returned instead to horizontal, linear, polymelodic anc
polyrhythmic comnosition. This style characterized most Europesan rusic at
the time of Bach.”

Many twentieth century composers are attracted to the harpsichord not
only for its suitability for contrapuntal polyphonic music, but alsoc for

its sound. A search for new sound materials is an important aspsct of

Bgta Harich-Schnieder, The Harpsichord: an Introduction to Technique,
Style, and the Historical Sources (St. Louis: Concordia Publishing House,

1954), p. 6.

9Zuckermann, one cit., p. 20,
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twentieth century music., Although the harpsichord is old, its sound

fresh to our time because of its long neglect., Contemnorary composers from
nenclassic to atcnal schools have been attracted by the "new" sound of the
harpsichord and are writing works for i+, 10

The possibilities for varied tone colors afforded by dif-
ferent registrations and ksyboards, facilitated by instantaneous
pedal couplers, the broad spatial concept achieved by the doub-
ling of voices in twe or three cctaves, and the incisive, clean
edze of the harpsichord tone so conducive to clarity in many-
voiced textures--all are chzracteristics that intrigue contem-
porary composers sufficiently for exploitaticen.

Zducational opportunities provided by the study of ths haroslchovd ara
unlimited. A sehool music department can obtain a harpsichord of fine
quality for under $1,000.00. Aside from the widely sharsd opinicn that

Bach's Well Temnered Clavier and Scarlatti's sonatas sound betier on a

harpsichord than on a plano, concepts such as the pythagorian comma and
mean-tone tuning can be demonsirated. Prineciples of voicing, the overtone
seriess, and the attack, dscay, and envelope of sound can b2 presented with
greater ease on a harpsichord than on a piano.lz
The do-it-yourself kit for constructing a harpsichord has popularized
the instrumsnt a great deal. In high schools this could provide an excel-

lent inter-departmental project. On the college lavel, music students with

a tendency toward craftmanship will find this a most stimulatiag project

123 ylvia Marliowe, "A Dead Instrument,” The Music Journal, XX
{January, 1962), v. 70.

1R, Bedford Watkins, "New Life for the Harpsichord," Clavier, IX
(February, 1970), ». 39.

125, Erik Shaar, "The Harpsichord in Modern Education," Clavier, IV
(October, 1945), op. 43-53.



both historiecally and mt,lsic:all'.1:3

Many young people are enthusiastically taking up the study of the
harpsichord because of the opportunity for musiecal dia—‘.::r:}\rery.llL There is a
large amount of solo harpsichord literature availatle, and recordings have
made music-minded veople aware that this rich literature exists, 17 Also,
as Sylvia Marlowe states, "early harpsichord ccmpossrs often merely'indi-'
cated the musical pattern and left it to the performer io improviSE.“Ié
As a result, many people today, especially the young, "are drawn to its
study throvgh an intellectual as well as a musical approach, one that is
creative as well as interpretive."i?

The aforemsntioned reasons--a renswed interest in the past, the
novelty of the harpsichord scund, the harcsicheord's adaptibility to the
modern idiom, increasing numbsrs of recordings, educaticnal values--have -
impelled veople toward the harpsichord. Even so, the harpsichord revival
might not have taken place had it not been for early tweatieth century
pioneers. These include parformers such as Wanda Landcwska, and builders

such as Arnold Dolmetsch of England, 2nd the Parisian piano firm of Pleyel,

Sylvia Marlowe is important in the realm of composition for commissioning

13Ibid,, p. 49. _
nrne Goldbergs," Newswesk, LIX (April 2, 1962}, ». 50.

15Harold L. Haney, "Interview with Sylvia Marlowe," The Harusichord,
IV (August, September, October, 1971), bo. 71.

léﬂarlowe, loc. cit.

17 1bid,



many new works for the harpsichord.

A harpsichord in playing conditicn was a rarity al the beginning of
this century. In the 1890's, Arnold Dolmetsch of England began to rebuild
o0ld harpsichords and to construct new ones. He later czme to the United
States as head of z depariment of harpsichords and clavichords at
Chickering znd Sons of Boston, Massachusetis. Back in England in 1913, he
established his workshop at Haslemere in Surrey. The firm that bears his
nams still produces narpsichords as well as a wide varisty of other older

18

S.

s

tymes of musical instrumen

In 1912, a Parisian piano manufacturing firm, Pley=l, produced a large
harpsichord with a sixtesn-foot register. This was the type of instrumsni
created for, and made famous by, Wanda Landowska. She continued to perform
and record on it until her death in 1959.19

Land.wzka was instrumental in devaloping an interest in the harpsi-
chord in Paris. She occasionally played pieces on it during her piano re-
citals., At first, according to Philip Treggor, audiences were hard to L
please because "previous voor playing of posrer instrumsnts had in no way
endeared the harpsichord to Parisian music lovers,"20 Gradually, however,
the music itself apd Landowska's high quality of verfcrmance helped to

bring about a greater acceptance of the harpsicherd in Paris and throughout

laﬁoward Schott, Playing the Harpsichord (London: Faber and Faber,
1971}, op. 27-29,

1971p34.

20Philip Trezgor, "Haropsichord News," The Diapason (March, 1948),
p. 15.

2l1vid,
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Sylvia Marlowe has also contributed greatly to ths revival of the
harpsichord. Sae played weekly concerts on NBC radio for many years. She
has made many recordings, and she has given world-wide concerts. Not only
has she commissioned more contemporary works for the harpsichord than any
other harosichordist, she founded the Harpsichord Yusic Socisty in 1957.
This small grcup commissions works and sponsors concerts and scholarships.
It also holds forums where experts discuss special subjects, including cer-
tain periods of rmusic and sovecific composers.zz

The future of the harpsichord remains uncertain. Wallace Zuckermann,
Ameriza's largest harpsichord kit manufacturer, writes:

musically unsophisticated peonle walk into harpsichord shops
asxing for instruments they know nothing more of than that they
must possess on2. How long this fad (if that is what it is) will
last no one can say, but it still seems to be gathering force.
Wnether it will all collapse cne day as suddealy as it did 150
years ago is anybedy's guess, but modern life, which shows every
sizn of becoming incrsasingly frantic, will continue to produce

an egually strong reaction, driving peovle back to the safe
haven of an earlier tirme, its music, and its instrumants,<3

211p34,

*%ianey, op. cit., po. 6-11, 18-20.

27uckermann, op. git., o. 24,



CHAPTER II
SOME MODzRN BUILDZRS AND CONTLICTING BUILDING TRENDS

After Dolmetsch's first historiecal reconstructions of harpsichords,
instruments for the general markst initially were produced mainly by pilano
firms in France and Germany. The original harpsichord was a descendant of
such early instruments as the lyrs, the harp, and the lute, and so was
based on the concept of plucked strings vibratinz over a resonating
chamber, Many of the first modern harpsichords, howaver, were bas=d c¢n
som2 aspects of piano cecastruction, especially those in which the resonat-
ing chambzr and the weight of the casz were major considerations, In the
continuing davelovment of ths piano, the case had to he made irncreasingly
heavier and stroager as heavier strings, hizher tensions, and double and
triple eiringing evolved. TFinally, when ths c¢ase could no longer partici-
pate in roescnance, the resonanze was exclusively relegated to ths sound-
board.24

¥ost of the similarities to the problems of piano construction hawve
oroven to be false and us=2l:<s for ths harpsichord, Massive cases and
steel frames are unneccesszry to carry the lesser tensions of the harpsi-
chord strings. Also, these heavy parts cannot participate in the reso-
nance. The soundboard does not need to bs deadensd by excessive thickness

and heavy cross-ribbing. The heavy keys, weights, and bushings which are

2ha11ace Zuckermann, The Modern Harpsichord (New York: Octoker House,

Inc., 1959}, p. 12,




required by the comparitively complex action mechanism of the piano culy
defeat the light crisp touch needed for playing on the harpsichord.zs Hany
of these features of piano coanstruction can be found in the harmsichords of
the Neupert firm.

J. C. Keupert of Bamburg, #est Germany, 1s cne of the most important
Turopean harpsichord firms today. Originally a piano shoo, the firm began
building harpsichords in 1906, Dr. Hanns Neupsrt, the present head of the
firm, reported that a total of 24,000 Neupert instrumenis have bzen pro-
duced. About half of this number, which includes pianos, aré harpsichords
and clavichords. WNeupert currently produces ahout 430 harpsichords and
clavichords ver year., Typical features of a Neupert harpsichord include an
oven bottom, thick cases, thick soundboards, ribbinz under the bridge,
thick strings, and sixteen-foot strings which rest on the eight-foot
bridee. These characteristics, according to Zuckermann, result in an
instrument which "suffers from laryngitis, possessing a coarse, whispéring
tone."26 (See Plates I and II.)

Two basic, and conflicting, trends have developasd in the modern
building of harpsichords. One trend is to closely imitate the old instru-
ments, and the other, to use modern materials in a search for new technical
innovations, Frank Hubbard and William Dowd were among the first modsr
builders to model their instruments after existing old onss, and were thus

instrumental in the development of these two factions of the harpsichord

25Ibid., p. 13.

26Ibid., op. 152-154,
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PLATE I

Comparison of underside of massive Neupert "Couperin® model (akove)
with underside of soundboard of more classical Hubbard instrument (below).
Hote the Neupert's placement of ribs at right angles to the bent-side,
crossing under the bridges, as opposed to the absence of ribbing under the

bridges of the Hubbard instrument.
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PLATE II

Typical harpsichord made in the "grander-than-grand-piano" tradition
(Sperrhake, above) contrasted with the more simple lines of the Dowd
pe p

(below).
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movenent—-the‘modarnist and the antiquarianist.27

Hubbard and Dowd have bzan friends since boyhond, and it was while
they ware both attending Harvard University that they decided to establish
a shop for building antique instruments, In preparation for this, Hubbard
went to England for several years to work with Dolmatsch and, later, Hugh
Gough. Dowd studied in Dstroit, Michigan, with John Challis., Hubbard and
Dowd returned to Boston, Massachusetts, in 19%9, and tozesther built harpsi-
chords until 1953. Hubbard then purchasad Dowd's shars of the business and
Dowd established his own shop in Cambridgze, }'.assachusetts.28

Much of the machinery in William Dowd's shop was designed and built Ly -
Dowd himself for snpscific phases of harpsichord constructioa. Included are
a steam machine for the bant side and a humidity chamber where socundboards
are treated until the exact time of installation. The "Go-Ear Deck"
{Platezs IIY and IV) is a clarmpingz device u;eq wnen gluing tha soundboard *
the instrument,2?

Hubbard and Dowd have studied and h=ard old instrumants and have con-
sidered their tone to be beautiful. They have sincs trisd to bring back
the authentic instrument uoon which early harpsichord masic was based. As
Dowd stated in an interview with Han=y:

WB are tryin

z to Dl&j that music, in their way, and train
ourselves to get the

ir esthztic kicks from it. Otharwiss, we

27Harold L. Haney, "Pcrirait of a Builder," The Harpsichord, V
(Februvary, March, Anril, 1972), n. 7.

281pid.

291014, , p. 9.
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PLATS TIX

The "Go-Bar Dack."
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Th= "Go-Bar Desck" (continued).



v between

Within seconds the area is covered. Then without delay, the spaces

the major Go Bar's arc filled. Notice how the Go Bars are staggered so

that they don’t Interfere with each other.

o i 3 . »—-";*- " e
po t 4 o J n kS

The job ks now finished and the men go back to other duties, leaviag the

soundboard to bond to the instrument. The care and efficlency with which

the soundboard Is instulled, Is one of the reasons Dowd harpsichords have

such clarity of tone and carrviss wower.



13
might as well play it in our style, in our way, and forgst it....
We are trying to find out what that music was %ke in its time
because it obviously was so important to them.”

On the octher hand, John Challis, an American builder who makes.use of
new technical resources, states, "I have never found an Eighteenth Century
instrument that I have played that had a tone that I would consider bezu-
tiful,*3! John Challis is one of the most important harpsichord buiidsrs
in America today. When he built his first instrument in 1925, and fer
several years after that, he was the orly harpsicherd btuilder in &America.
Since then he has svent his full time designing, building, and playing
harvsichords and clavichords.jg

rRather than corying the work cf old builcders, Challiz iz z creator and
innovatar, which makes him a controveirsial Tigure with thoss who imitate
the old instrumerts.’o e does not cony old insirumants becausez he dcas
not want to reproduce what he considers to be errors in them. EHe
believes tha! in many old instruments and their replicas, the treble,
middle, snd bhass ranges are often not well balanced in tone quality and
volune,

Crallis went to Zngland at the age of nineteesn to study with Dolmstsch.

After four years he returned to ¥Ypsilanti, Michigan, and startsd building

M1rid,, p. 14.

Myarold L. Haney, "Portrait of a Zuilder," The Harpsichord, IT
(August, Seotember, Octobesr, 1949), o. 21. ' )

321mia., ». 1%,
Preia.

Ihid., p. 22.



harpsichords, There were very few crders for harpsichords at first, how-
ever, since '"ncbody over here in America knew what they wer e "5 During

the Depression, he experireniad with and completed his first fremes usin

i}

e

welded steel instead of wood., He maintained that instruments with rieta
frames would be easier to tune, and would stay in tune longer than instru-
ments with all wooden frames. Later, he switched to cast aluminun because
it is light and can be machined to close tolerances., He used another metal
substance, Bakelite, for the pinblock, to overcome the problems of shrink-
ing and swelling in the woodan pinblccks.36

The idea of using hard rubbsr for the jacks cccurred to him ons day
when hz slammed down the felephone receiver afler an annoying wrong numbsr.,
He then realized that harl rubber teleghone receivers hardly ever brezk, in
soite of the rouzh trezatment which they often receive.j?

Chzllis made soundboards out of Douglas fir for many years. He found
that the Douglas fir gave his instruments a richer tone and greater stabil
ity of tuning than spruce scundboards. By 1546, though, he diszcovered to
his horror that in some of his clder instruments the soundbosrds were begin-
ning to rot and pull away from the giue joint. He switched to using sound-
boards made from laminated wood, which he maintzined were zlso tetter than

spruce, but thay tended teo shrink and swell, becoming wider in ths summer

and narrowWer in the winter., This led him to exulore and experiment with

35+,

LCI
36mpid., p. 15.

371bid.
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metal soundbcards, His first attempls al using metal soundbcards produced,
in his words, "the most dismal, ghastly, hoopsless tone you cculd imagine,”
Finally, after several years cof study and experimentation, he discoversad
the right allcy to oroduce a soundboard that he thought sounded as good as
his wooden soundboards.38

Just as he had feared, Challis' customers started cancelling their
orders as soon as they found out he was building instruments with metal
soundboards, Gradually, howsver, a feow veople began to try his instruments
and discovered that thsy liked their tone. The stability of ths tuninz, of
course, was also an attractive feature.39

Challis alsc experimaznted with various substances Lo use for the
plectra. Included were rubber, steel, varicus plasties, and Teflcn.ho He
was also instrumental in the development of the pedal harpsicherd (Plate V)
which is two instruments in one. Abcve is a large scals harpsichord with
two manuals and a full compliment of registers; below is the lower instru-
ment with several sets of bass strings playsd by a complete psdal keyboard
exactly as on the organ. Although many eighteenth century descrintions of
this kind of an instrument exist, no such instrument has survived.41

Another device used by Challis and other modern craftsmen is a padal

with a "half-hitch.," This device allows the rack of jacks to be roved only

3Blbid., pp.'15—16.
391bid., p. 16.
B34,

1
1"‘E. Power Biggs, "The Pedal Harpsichord; Two in Ons," The Music
Journal, XXVI (February, 1968), v. 28.
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PLATE ¥V

E. Power Biggs beside a Challis pedal harpsichord.
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half the full distance. This allcws the plectra points to give the siring
a fesbler pluck, oroduzing a decreased volume of tone, 2
Claude Jean Chiasscn, with John Challis, is ameng the earliest

builders in twentieth century America., He built his first instrument in
1938, modeling it after 2 Kirckman that he had restored at the Fire Arts
Museum in Cambridge, *assachusetts. His work as a builder, performer, and
teacher has had a great influence on other builders and performers, irclu-
ding builders Frznk Hubbard and William Dowd, and performer Daniel Pinkham.
Althouch Chiasson considers hargsichord building as an avocation rather

than a vocation, he has a desire for quality and hopes tha' each new instru-

ment will be better than the one just campleted.43

Wallace Zuckermann was torn in Berlin in 1922 and came to the United
States in 1%38. FHe established himself through the buying, repairing, and
s=211ling of o0ld pianos., After discovering the rarity and costliness of
harzsichords, he built ore himself in 1935, He decided to sell his insiru-
ment and baild znother, 2ad soon he established a flourishing business.
Zuckermann believes that he was successful not so much because he was the
best btuilder in New York at that tire, but the only one. Hz disceoversd
after a few years that most of his customers were "modern people who ex-

pected to turn on a switch and have a machine that works." Ke often trav-

elled tweaty miles to adjust one plectra. Zuckermann's development of the

L
Stgkes

2 - .

“Philip James, Farly Kavboard Instruments (New York: Frederick A.

Company, dune. i1332), o. 46,

Y3uaro17 L. Haney, "Conversatlion with Builder-Harpsichordist Claude

Jesn Chiasson," The Harpsichord, IV {Augusit, September, Cctober, 1972),
! “

Dp. ‘b, T
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commercial harpsichord kit was an effort to educate at least a small por-
tion of the public to "the b=auty of 2 machine--something in which 31l
parts move in just the right relationship to vroduce the dasired ra-
sults.“h# (See Plate VI.)

dohn Shortridge is a harpsichord builder who is fanatic for authen-
ticity., He uses a2 poplar frame, maple pinblock, a cherry or walnul outer
case, pear for jack slides, and basswcod, boxwcod, and resewood for the
keyboard. He uses spruce for the soundboard bscauss cypress is not avail-
able in the United States.5

William De Blaise, of London, has made a three-manual instrument,
illustrated in Plate VII, to combine the advantages of the sg-czlad "Bach"
specifications (four-foot choir in the upper manual) with those of the
"Pleyzl" specificatiors (four-~foot choir in the lower manual). This could

have been done by adding 2 second four-fool choir of sirings, bmt De Blaisa

S
did not want to load the soundboard with still another cszt, or to further’
L

complicats the tuning.
Rutkowski and Robinette have teen building large two-manuzl harpsi-

chords in New York sinecs 1957, They personzlly construct custom-built

instiuments on order., Production is limited to three insirumenis ger year,

The instruments are commissioned long in advance, mainly by schools and

Is Ll ~ - s T 3= g [ B 2
u*wallace Zuckermann, "How tc Go Inic Business Witncout Heally Trying,™
The Harpsichord, I (February, l‘arch, April, 1965), pp. 2, 10, 15.

45tMan With a Mission," Newsweek, LI (F

D

bruary 18, 1%83), r. #0.

1}\ PR - “ 5
CPhlllp Treggor, "Harpsichord News," The Diapason {Catober, 1967),
p. 11,
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Tn s 1

Basic Zuckermann harnsichord kit, This

it costs aboul one hundrad

fifty dollars, The insirument can be assembled in about one hundred hours
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PLATE VII

Thres-manual harpsicherd by William D= Blaise, with the following
disposition: upper manual 2 X B'; middle manuzl 2 X 8' and 1 X 4'; and
lower manual 1 X 8%, 1 X &', and 1 X 16'. The middle and lower manuals ars

permansntly coupled.
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professional musicians. Rutkowski received his training from John Challis.
His instruments retain some of the features of the Challis harpsichords,
the most important featuvre being the aluminum frame., Unlike many builders,
Rutkowski and Robinetie do not welcome publieity, shoo visitors, or cuvri.
osity seekers.h7 )

Many modern harpsichords have piano type keybcards which are heavily
bushed and weighted, but keyboards of old instruments were unbtushed, light,
shallow, and miﬁimally weighted. Most early twentieth century harpsichord-
ists wanted an action similar to that of the piano, but it is argued ihat
old harpsichord actioms repsat faster, are lighter, and are more sensitive
than medern ones made by new msthods with new materials. Dowd believes
that he has graduzlly been able to persuade artists, especially young ones,
to preler instruments with a light touch X3

The addition of a sixteen-foof sei of strings is an innovation which
has caused much contrsversy. Most modern builders use this new resgister,
but since it is rarely found on old harpsichords, some conservative
builders do not include it.hg According to Hubbard, the few surviving
harpsichords with the sixtesn-foot register were built by German organ
builders, so it probably was merely an organ concept imposed on the harpsi-

chord. He maintains that this register cnly "muddies up the texiurs."

k7.,

wallacs Zuckermann, -The Modern Horpsichord (New York: October House,
Inc., 1562), ». 170 ' '
— PR ) - f L]

= . ' & e :
2*'Ji*!a.t'c:l:i L. Haney, "Portrait of a Builder," The Harosichord, IV
(February, March, ipril, 1671), o. 17.

uckermann, op. cit., p. 44,
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Alsg, the crowding of the eight- and sixtesen-foot bridges together in the
treble spoils the tons of ths eight-foob choir; the instrument itself be-
comes more complicated, bigger, and more expensive.50

Arnold Dolmetsch developed a type of action which he callsd the Patent
action, This system permitted the plsctra to pluck the string, and then to
move in a way not to brush against it on the rsturn stroxe. It was an
escapemsnt mechanism somewhat like the zction used in the pianc. This sys-
tem proved to be difficult to maintain, and it was necessary to take the
keyboard ocut merely to make a jack adjustment., According to Dowd, "You
couldn't play 'Three Blind Mice' on it without having to taxa the instru-
ment apart....It was absurd, #51

One of the areas of greatest controversy concerns the use of pedals
for changing registers and stoos, rather than hand-opsrated lavers located
above the keybcard, Fedals cn old instruments were exiremely rare.sz_
Around 1750, when the harpsichord had almost ceased 1o be used, some
builders tried several devices, including pedals, to iry to cormopate with
the ever increasing popularity of the piano. Otherwise, most early harvsi-
chords did not have pedals.53 On modern instruments, howsver, pedals are

almost invariably present. Ralph Kirkpatrick, a performer who prefers

59£ar01d L. Haney, "Partrait of a Builder," The Harnsichord, V
(Feoruary, March, April, 1972), v. 16.

51tarold L. Hansy, "Porirzit of a Builder," The Harpsichord, IV
(February, March, April, 1971), p. i5.

23 .
52Zuckernamn, on. cit., o. 46.

53Harol;l L. Haney, "Portrait of a Builder," The Faropsichord, IV
(February, March, April, 1571), p. 17.
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authenticity, rafuses to use pedals. According to Dowd, a performer such
as Kirknatrick, by usinz only two eight-foot choirs and without changing
any stoes, can make the listeners think that they are hearing dynamic
changes Dy the way he exnoses or covers the notes, Dowd maintains that
Kirkpatrick's approach is the essence of harpsichord playing, and that
vedals are unnecessary.55 ¥any cuntempnrary composers, however, are
writing music which involves changes tha%t arz so abrupt pedals must be
used.56

The construction of versatile modern harpsichords using new materials
and new technical innovations eontinues Lo be a conbroversial issue,
Builders of these instrumesnts maintain tha® mecdern technical devices in
harpsichord construction represent a2 continuing evolution in the harpsi-
chord rather than a return to its past. Thos2 who strive for authoniizity,
however, arzus that "barojue comrosers 2id not write for thess graat out-

eized modern harpsichords any more than they did for the pianc, or the

I ; : :
5”Philip Treggor, "Harpsichord News," The Diapascn (July, 1348), ». 8.

55Harcld L. Haney, "Poritrait of a Zwilder," The Harvsichord, IV
(February, March, Aoril, 1971), p. 17.

55Treggor, loc. cit.

57Robert Evett, "The Harpsichsrd Boorm," The Atlantic, CCYXY
(May, 1970), op. 122-123,




SCF=Z COWTZMPORARY PERFORMERS A4D THEIR IDEAS

As interest in the harpsichord spread, standards of performance on the
instrum=nt rose. Thirty years ago, anyonz who bought a harosichord becans
a harcvsichordist. According to Robert Evett, the novelty of the instrument
was such that even a mediocre performer could gain easy success and public-
ity as a harvsichordist. Consequently, much playing was of a low orcer.

In thirty years times, standards have risen greatly. Today rost profes-~
sional performances are of high quality.58

Just as there are coantroversies regarding methods of construction of
the harpsichord, there are also controversiss on methods of verformance on
the instrument. Some of the younger virtuaosos such as Gearge ¥alcolm and
Rafael Puyana wurefer a highly colorful style that makes full uss of all the
technical resources of modern instrumentis. Robert Evett maintains that the
result should be desireable and rleasing, even though it may not be an

anthentic renroduction of the music as it sounded in the baroque oeriod.59

Mre, Alice Zhlers, born in 1897 in Vienna, was a great influence in
the modern revival of the harpsichcrd because of her fine taste as a solo
and conlinuo werformer, as wall a2s her influsnce as a teacher. She di-

rectaed her European and American concert tours tcward promoting authentic

58a0tbert Evett, "The Harpsichord Bocom," The Atlantic, CCXXV
(May, 1970), p. 125.

5%%bid., v. 123.




25

~ -
1

verfeormances of seventeanth and eightzentk century music. Ehlar studied

harpsichord under Wanda Landowska in 13079. She cams to the United Statss

1

arcund 1520 and gave concerts throughout the West. Concurrently, Landowska

was concertising in the Urnited States, primarily in the Yew York a?ea.éo

Mme. Ehlers, who had a close friendship with Dr. Albert Schweitzer, was
greatly influenced by him. Schweitzer introduced Mme. Ehlers to a new con-
cevt of articulation and phrasing in the overformance of the music of Bach.
Mme. Ehlers has also werked with such musicians as Paul Hindewith, Ctic

Kle=psrer, Bruno ¥Walter, snd Eugene Crrmandy. Around 1933, when she settled

E3 [}

in America, she appsared on the Bing Crosbhy radio show, and shortly after
that she was asked Lo appezr in the film "wWuthering Heizghts" with Sir

Sir Lawrence Olivier. Other motion pictures followed. Later, she became a
teacher in the University of Southern California, a position which she held
until her retirement a few yesars ago a2t the age of zbout eighty.él

Ehlers greatly admired and respected Landowska's ability as a verformer,

but believed that Landowska did not know how to teach, As ZThlers stated:
She was a wonderful player and could nlay anything, but she could
not teach, She never exvlained anything and one cculd not guesticn
her....She did not try tc develor her students. V= ”0074 not conme
cut and she did not help us to come out., I had the feeling she
was not vroud of me, as I am always vroud wheén ny q+ua9ngs olay.
I don't let my students play unless T can be proud of them. A4lso,
I believe Landowska felt a great coapstition with her students and
did not encourage them to progress as far as they might have

(

60xaroid L. faney, "Coaversation with ! arpsmchordlt Mre, Ehlers,Y
The Haresichord, VI (February, Harch, fpril, 1973), po. 6.

61Ibid., pp. 9, 17.
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otherwise., I always thought it was the job of the teacher to helpn
the student w»rcgress as ranidly and as far as possible,

According to Ehlers, studenis rmust first learn to "stand on their own
feet." Second, "they must learn to discriminate as to what is good and
what is not goad." She starts students by mzking them "diz and think and

discover.“53

Sylvia lMarlowe has perhaps done rmcre to popularize the harpsichord
than any other artist. Just cne of her NBC radio "Coffee Concerts"
reached more listeners than an average artist could perform for in live
personal anpearances in his entire career. Narlowé has made many recor-
dincs, and she has given corcerts all aver the world.éh

Marlowe commenced her musical sindy as a pianist, but soon develooned a
vreference for the music and instruments of the renaissance and barogqus
veriods., She studied organ, oiano, threory, and ccunterpoint in Paris under
Nadia Boulaneger, There she heard the hargsichord for the first timz in a
concert played by Wanda Landowska oa her Pleyel haruwsichord. 1Iarlowe's
first instrument was alsc a Pleyel which, after much searching, she pur<..:
chased in New York; there were as yet no modern builders in this country.65

Marlowe's first salaried employment as a harpsichordist was in a night

621bid., o. 7.

631bid.. po. 9-9.
6L"I—L:-n"old L. Haney, "Interview with 3ylivia Marlowe," The Harpsichord,
V (August, September, Octcber, 1971), b. 6.

65Thid.
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club where she played both classical and popular pieces. Performing under
a revolving stage under stotlizhts, she received publicity which led to
guest appesarances on many live, coast-to-coast radio programs. Later she
performed regularly on XBC radioc on her own weskly program which lasted for
about fifteen years. She also played jazz works on another program
called "New Portraits of 0ld Masters." 3She got an unusually large mail
resvonce because, as she excressed:

No one really knew what a harpsicherd was and they liked th
sounds I was creating, I was playing in millions of homes all
over America, I think this fantastic exposure of the instrumen
on network radio greatly influenced the growth of interest in
the instrument in this country.

Marlewe, after leavinz NBC in the 1950's, concertized, recorded,
toured, commissicned new works for harpsichord, and taught at the Mannes
College of lMusic, 3By commissioning new works she balieves shz has signi-
ficantly extended the literature of the harcvsiczhord, As cshe states:

This is especially important beecause the harpsichord was at
one time ccnsidered an instrument cof the past and I have been
able to help change that image. The harpsichord has z very
conternorary sound and is now used...foréiazz, for rock, for
movies, ,for commercials, , for. everything.?’

Marlows has also experimented with ovlaying piano music on ths harpsi-
chord. Her performances of some early Stravinsky piano ccmpositions in

1971 were well received., Cther piano works which she has found suitable

for harpsichord include Websrn's Variations for Piéno, ovus 27, and selec-

tions from Eartok's Eicrckosmos.ss

661bid., p. 7.
671bid.

68154,
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Whereas many performers believe thal electronic amplification of a
Harnsichcrd is objectibnable under all circumstances, Marlowe bslieves that
there are some occasions when amnlification may be necessary. She used an
amplified harpsichord when vlaying with a symchony orchestra in a large hall
in Berlin as well as in outdoor concerts in Indonesia.69

When Marlows began studying the harpsichord, for the most part, shs had
to teach herself, for harwsizhords and teachers in this country were rare.
She belives that students today, however, are very fortunate because of
the availability of fine recordings, instruments, and teachers. She main-
tains that the tuning and maintainance of an instrrument should be taught

(S

concurrently with learning to hla.y.70

Raloh Kirkvatrick was born in Leominster, Massachusetts, in 1911, FHe
received his Bachelor of Arts Degree in 1931 from Harvard University where
he commenced volaying the harpsichord in 1939. He studied under Landowska in
Paris and worked as a craftsman under Arnold Dolmetsch in England., He also
undertook extensive research into the source material concerning the per-
formance vractices of seventeenth and eighteenth century chamber music in
Western Europe. This research included a particularly detailed study of
crnamentation. Later, he investigated material concerning Domenico
Searlatti, including unpublished material from Spain, Portursal, ;nd Italy.

. His book on Dormenico Scarlatti is cne of the most important books on that

69Thi 4.,

701hid,
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composer so far written.’!
Kirknatrick's career as a public performer bezan at Carmbridge,
Massachusetts, in 1930. He has toured extensively in thz United States and
in Burope, and his respertcire on hoth the harpsichord and the clavichord is

= 72
exten31ve.7~

Gustav Leonhardt was born in Holland in 13228, His family was nusical,
and at the age of fifteen, he decided to study harpsichord and orgaan. In
1950 he was awarded the nerformer's dinloma in harwsicherd and organ, cum
laude, at the Schola Caniorun in Zasls, He is eurren ly a professcr at th

Amsterdam Conservatory, a nost which he has held since 1254%. In addition to

this, lecnhardt is Xnowm for his work in organ buildiag and restoratisa and

5

or his collection of keyboaru and stringed instiruments off ths seventeenth
and eizh*taanth centuries,’J

ILeonhardt has foundsd two ensembles, the Leonhardt Zonsort and the
Quadre Amsterdam, and both have achieved international fame. In additisn to
his many ccncert tours in Zurope and the United States, Leonhardt has

verformed on telsvision and radio in Holland, Denmark, Swaden, Germany, and

the United States.”*

7ig, Borrel, "Ralph Kirkpatrick," in Grove's Dictionary of Music and
tusicians (5th =d., 1954%), IV, p. 76A.

721pia,

?BLudwig rinscher, jacket notes for Morley, and others, English Music
for the Virzinal (Telefunken SAWT 9491-4),

h1bid,
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Lady Susi Jeans, born in Visnna in 1731, established her popularily as
a concert harpsichordist and organist with a tour of Europe during the
early days of her career. In addition to playing in most European coun-
tries, she tours Canada, the United Statas, and Mexico., 8he has written
many articles on the history of keyboard instruments. She makes frequent
appearancas over BBC, London, and her recordings have become quite pop-
ular.75

Lady Jeans' instrument is a Maendlar-Schramm pedal harpsichord. The
vedal-operated instrument, on the floor, contains sixteen- eight- and four-
foot strings. The regular harosichord on top has_sixteen~ eight~ and four-
fool strings on the lower manual and eight- and four-fooi choirs on the
unper manual.76

In an interview for The Harosichord magazine, she expressed some of

her views on verformance practices, harpsichord constructicn, and teaching,
She does not belisve that the harwpsichord should be elactronizally ampli-
fied. The audisnce can be any size, she maintains, so long as the acoustics
of the hall are such fhat the unamolified sound of the harcsichord fills the
hall, Lady Jeans prefers gquill plectra over leather or nlasiic, a2lthough
sheradmits she has had little experience with plastic., She also prefers
multi-maral instrumenis, She believas that young students should begin
their study on the harssichord rather than on the pians. This, she main-

tains, facilitates learaning the proper harpsichord touch, nor will the

. 754aro0ld L. Haney, "Interview with Lady Susi Jeans," The Harpsichord,
I (February, March, April, 1968), p. 4.

76Tuid., pe 5.
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student have to overcome pianistic habits.?’?

Harpsichordist !Malcolm Hamilton, howevar, demands that his students
have a piano background before he will accept them. He believes thal in
starting out on the vpiano, one learns the tactile sensitivity in the
fingertips which is needsd on the harpsichord, This sensitivity, according
to Hamilton, comes much faster on the piano becauss the sound nroduced
denends on direct contact with the key.?‘%

Malcolm Hamilton, a native of Victoria, British Columbia, Canada, has
concertized extensively in Canada and the western United States. He has
anpeared with major chamber orchestras all over the United States, He has
studied with Mme, Alice Ehlers. His instrument is a Witimayer, but in
order to achieve the sound he is seeking, he has made numerous alterations
in the instrument so thal ils sound is zlmeost unrecognizable from that of

the orizinal,’?

Izor Kipnis has recorded for eight recording companies, working with
such artists as Leovold Stokowski, ¥eville Marriner, and Seiji Ozawa. He
has avpeared with many leading symohony orchestras, woriking with such

distinguished conductors as Erich Leinsdorf, Charles Munch, and

77Ibid., ©n. 6-7.

7%Harold L. Haney, "Conversation with Harpsichordist Malcolm
Hamilton," The Harpsichord, V (May, Jun=, July, 1972), b. 4.

791bid., no. 6, 15.
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Alfred “allenstein.30

Kipnis prefers to provide great contrast in presenting a wrogram of
harpsichord music., As he states:

Audiences are not specialists. Specialists can take a whole
evening, for example, of Elizabethan music. I would love it.
But most audiences will get much more out of both the instrument
and the music if you jump around a little,

Kipnis plays a wide range of music, including contemporary music. He
also plays works of Mozart, including the Concerto in E Flat, K271. He
believes that this work was originally intended for thz harpsichord for the
work was ccmmissioned for a French woman who was herself a travelling
virtuoso harpsichordist. Also, at the tiﬁe when the piano was gzining in:
popularity, France was the last country in which the harpsichord finally
ceasad to-be used.82

Kipnis maintains that a small one manual instrument with a single choir
of strings is sufficient for a performer who wishes to play only nusic
written for the harosichord before 1750. Howaver, he also believes that a
professional harpsichordist should not restrict himself exclusively to early
music. In a larger instrument, Kipnis prefers three choirs of strings and
hand-onsrataed stops, althouzh he recognizes that thers is often a n=ed for

vedal-operated stoos in many contemporary works. He does not favor the use

of elaborate registration changes in early music because such changes were

80uarold L. Haney, "Conversation with Igor Kipnis, Harosichordist,"
The Harpsichord, II (May, June, July, 1969), p. 4.

81Ibid., p. 8.

821hid,
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impossible to achieve on early instruments existing at that time .83

Fernando Valenti, who made his debut at the age of ninz as a pilanist,
studied harpsichord under Ralgh Kirkpatrick. When he was in his twenties,
he was selezted to play at the Bach Festival in Prades, France, Later he
received an appointment as the first harpsichord instructor in the history
of the Juilliard School of Music,S%

In verforming on the harpsichord, Valenti believes that onz must
develop a musical idea, and then strive to get this idea across to the
audienze. As he states:

Don't pamper eithar its advantages or disadvantages and of
course, each instrument has a lot of both. It can be right or
wrongz, but make the instrument play for you. Noit the other way
around....We must all adapt to the conditions the instirument

dictales, but_in the end, it is imoortant to make the instrument
play for you.83

81bid., pp. 8-9.

Snﬁarold L. Haney, "Interview with Fernando Valenti, Harpsichordist,"
The Harosichord, II (February, March, Aoril, 1969), p. 5.

851bid., p. 6.



CEAPTER IV

COMPOSERS AND CONSIDZRATIONS PERTAINING TC THE MEDIUM

Ferruccio Busoni was one of the first compcsers of our time to write

for harpsichord., He used it in his overa, Die Brautwahl, composed around

1912, In 1919, Delius attached the words "for harpsichord" to his Dance,
but according to Schott, this piece is actually unsuited for harpsichord
since the rmsic calls for the effects of a daméer pedal.86

During the age of Francois Counsrin and Domenico Scarlatti, opoportu-
nities to create,-perform, and teach works of music were worovided by royal
or noble patrons. _Most centermocrary music for harwsichord, however, has
been created at the behest of parformers. In 1926, Wanda Landowska per-
formed a concerto which was written for her by Manuel de Falla. In a
real sense, twentieth century music for harpsichord can be said to begin

with Fzlla. His Concertc for Harnsichord still stands as a landmark.s?

This viece is based on religlovs and popular Spanish music of the sixtesenth
and seventeentn centuries, and it has been described as "an effort of
rhythric-tonal modernity.“sg

In many pioneering efforts at commosing for the harpsichord in the

twentieth century, it has been varticularly difficult for cormosers to

free themselves from the instrumental technique and aesthatics of the

855chott, on. cit., v. 77.
B?Ihj_d., Te ?qu

28, . < s
Biarion Bauer, Twentieth Century Music (ilaw York: G. B. Putnanm's
Sons, 1933}, p. 240,
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riano. Although the viano and the harunsichord are bath keybsard instru-
ments, there are several major differences which particularly affect the
methods of composing for ons or the other. The harpsicherd has no sus-
tairing pedal, nor has it much sustaining power. To deal with these limi-
tations, comnosers have referred to techniques of barcque comnosers,
espsecially in reference to the trill., Wwhen Bach transcribed his Violin
Concerto in A Minor for the harosichord, and in other similarly transcribed
comnositions, he made frequent use of the trill in dealing with notes that
were originally intended to be long and sustained,B9

A nianist is able to ccntrol the force with which the hammer strikes
the strings, thereby controlling the dynamic level. The harpsichord, of
course, is not_capable of such gradval dynamic change through keyboard

3

touch, Instead, dynamics are terraced. "The feeling of graded 'loudness!'
is renlaced in the harpsichord by a delicately maneuverabie feeling of
'‘fullness',"90

Bacause of the wéight and vibrating length of the string, and pairs
of strings in the lower octavas of the piano, triads or other close-
vesition srounings in chords in that range are extremesly indistinet., On
a har sichord, however, similar chords rerain clear and crisn, each note

teing clearly distinguishable from its neighbors. Low range, left-hand

chards on the harmsichord, then, are extremely effective, 91

A%Rohart W, Jones, "Composing for the Harpsichord,” The Harpsichord,
IT (November, Descember, 1969, January, 1970), op. 12-13.

P14, , wm. 12-13.

N1bid,, o. 12.



With the wide range of complexity among Cufrently 2xisting harpsi-
chords, a question arrises ccncerning the type of instrument for which tha
comvoser should write. Robert Jones bslieves that when one is definitely
designing a work for a two-manual instrument, he should make the fullest
use of its capabilities, both in registration and in independence of the
manuals. For the ourvose of enrichinz the general repertoire of harpsichord
literature, he maintains that it is tetter to concentrate on nisces that
are suitable for one manual, since this type of instrument by far outnum-
bers the more complicated two manual instruments.92

Since there is no "standard harnsichord," technical indications ccne-
cerning registration to te ussd for a given piece must ke gensral, On
somz instrumsnts, registrations can be changed by fool pedals or knee
levers, while on others they must be changsd by hand-cpsrated levers. In
Jones' oninion, a composer should nst write for foob or knzs coarated
devices, but should instead accomodate the psrformer who must be able to
gel a hand free in order to change registration. He also maintains thzt
only the simmle dynamic markings of "piano" and "forte" should he used.
The composer should fesl free, howsver, to use pitch-levzl indicaticns of
desired registers because this will give the performer an idea of the kind
of tone quality desired, even though his particular instrument may not
te equipped with all of the registers and stons that are called for in the

music.93

92Tbid., p. 14.

91bid., ». 15.
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Some centemporary composers spacify a particular typs of harpsichord
and aiso precise registirations for their works., Elliot Carter, in his

Doutle Concerto, calls for a large Challis harnsichord and gives detailszd

instruction for registration. Milton Bzbbit, in Commosition for Ten

Instrumsnts, indicates degrees of volume from fff to vgo, but he advises
the verformer that "harpsichord registraticn is to be chosen in order to
achieve the designated dynamics and durations as accurately as possible by

means of the particular instrument employed.gb

Halsey Stevens, in his Partita for Harvsichord or Piang, states:

Since reg1stratloq differs so greatly from instrument to instru-
ment, no indications have been givan; the problem is left {o ths
discretion of the harosichordist. Si=ilarly, few dynamic signs
have been used; this, too, is a matter for each vlayer to dzter-
mine in relation to his instrurment, the hall, and his individual
prefarenzes.9d

Michael Civiello is a composer, harunsichordist, and assistant vro-
fesser of music at Northern State Colleges, Aberdeen, South Dakcta. The
harvsichord, as Civiellc noints out, "has expanded from the oneness of

harovsichord-barcque-Bach to refreshing new idioms."

Jitness its use in jazz by Garner and Shifrin; in pop music by
the Peatles and Welk:; in TV, radio, and movies. Ewven miscreant
Fuzak usa2s the harpsichord %nnPLlclallj 2

hisz, Civiello found that he was unabls to purchass con-
temnorary harvsichord pieces from music dealers, He belisves that compo-

sers today are offering works that ne=d and ouzht to be oari of on='s

9#Watkins. op. cit., op. 39-40.

QDTBIM., p. 40,

9€Michael Civiello, "A Case for Coatemnorary ¥usic," The Earpsichord,

I1 (Fehruary, ¥arch, April, 1959), o. 2.
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repertoire. In an attemot to make this music more =asily available to
students and teachers, Civielli has compiled lists of solo and chamber
harpsichord works and their publishers from such sources as Crove's

Dictionary of Music and Musicians, the Schwann Long Plaving Record

Catalogue, New York Times, record jackets, and catalogues. His list

anneared in The Harpsichord magazine in February, 1949, and since then the

list has beesn suoolemented by other harpsichordists and composers in
subsequent issues.I7

The importance of Sylvia Marlows in the growth of contemporary
harpsichord literature has already been mentioned. Some of the works which

. she has comrissioned ineclude Tecatt, by John Lessard; Sonata all'Antiea,

by Vittorio Rieti; Cantabile: A Portirait of Nicolas de Chatelain and Sonata

No. Four, by Virgil Thomson; and Serenade for Flute, Oboe, Violoncello, and

Harpsichord, by Ben Veber.
The harpsichord has become well ensconced in the instrumantal voca-
bulary of many contemporary comoosers, including Elliot Zarter (Double

Concerto for Harpsichord, Piano, and Two Chamber Orchestras), Manuel de

Falla, Alan Hovhaness, Bohuslav Martinu (Sonata for Harpsichord),

Walter Piston, Francis Poulenc, Luciano Berio (Rounds for Harvsichord), and

Tgor Stravinski. R, Bedford Watkins has stated his belief that with the
ever-increasing number of instruments available and the never-snding search
for new methods of scund production, the harpsichord will continue to ke

used in new and imaginative ways, including electronic manipnlations.

971kid,
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Ie hopes that performers-will exrand their repertoi-re to include contem-
porary works, In this way, they will "help to insure the cosition of their
noble instrument in the musical life of our tire, and they will further
enrich our cultural heritage by making known an impressive bcody of con-

temporary keyboard literature. "8

98‘.~Iatkins. og. cit., p. 40,
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ABSTRACT

The hargsichord was one of the most important keyboard instruments
of the barcque pericd. After 1750, the pianc increased in powulariiy and
by 1790, it had replaced the harpsichord. The piano remained supreme
throughout the nineteenth century. It was better suited than the harpsi-
chord for the dynamic rance and homophonic textures which were sought in
the Romantic period.

The twentieth century witnessed a revival of interest in thz harpsi-
chord, This revival was brought about by the return cf contravuntal
writing and a seaﬁch for new sound materials, Some of the early leaders in
the modern renaissance of the hargsicherd irclude performers, such as Wanda
Landowska, and builders, such as Arnold Dolmztsch of England znd the Pleyel
firm in Paris.

Two basic and conflicting trends which have developad in the construc-
tion of harmnsichords are those of the "antiquarianists" arnd the "modern-
ists." Frank Hubbard and William Dowd of the antiquarianist group base
their work on the ¢lose imitation of carly herpsichords. John Challis, a
leading modernist, makes use of mocdern materiesls, such as plastic, rubber,
and various metals, Contiroversial new technical innovations cf the modsrn-
ists include the sixteen-foot register and foct-opsrated psdals fer
changing registers,

During the past thirty years standards of performance on the harpsi-
chord have risen to a high level. tstanding professional performers such
as Sylvia Marlowe, Ralph Kirkpoatrick, and Gustav Lecrhardt have contribu£ed

greatly to the oopularity of the harpsichord through radio performances,



public

concerts, and recordings,

Twentieth century ccomuposars who have written for the harpsichord in-

clude !

‘anuel des Falla, Iger Siravinsky, Walter Piston, Ervin Henning,

1%ilton Babbit, Halsey Stavens, and Virgil Thomson. Thsers are several
3

differences between the harpsichord and the piano which have affected

methods of composition for the harpsichord as opposad tc the piano, The

main differences lie in the area of sustaining power, dynamic control, and

tone gquality. 4 lack of stardardizaticn among harpsichords is another

vhich ccntemoorary composers nmust consider. Ths harpsichord has
wall established in the instrumental vocabulary of composars todey,

is hoped that rmore performers will widen their range of liisraturs

tn include this contempory music.



