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Paul Luchkow violin / viola
Michael Jarvis fortepiano (anon., c. 1800)

Sonata II in F major for fortepiano and violin
1. I Allegro con spirito
7:01
2. II Andantino con grand’ espressione. (Sotto voce e legato assai) 4:52
3. III Rondo alla Polacca. Un poco moderato
5:00

Sonata III in Eb major for fortepiano and viola
4. I Allegro moderato 		
5. II Adagio, e cantabile 		
6. III Rondo con moto 		

11:32
5:22
6:44

Sonata I in Bb major for fortepiano and violin
7. I Allegro moderato 		
8. II Andante con variazioni 		
9. III Rondo 		

8:42
5:59
7:41
Total playing time 62:53

Since 1958 when his E major trumpet concerto was rediscovered, there has
been a serious re-appreciation of the music of Johann Nepomuk Hummel
(1778–1837). Mozart’s only full-time student (he lived with the Mozart
family for two years), Hummel also studied with Clementi, Dussek, Haydn,
Albrechtsberger and Salieri, and was chosen as Haydn’s successor at
Esterhazy in 1804.
He seems to have known or was friends with everybody: Cramer, Goethe,
Schiller, Weber, Moscheles, Schumann. Schubert, Chopin, the list seems
endless. Hummel was acutely aware of Beethoven’s greater genius
(although as an improviser they were considered equals and considered
by many contemporaries to be compositional equals as well), yet their
friendship was at best tempestuous, if marked by a mutual respect.
Hummel’s arrangement of his own Piano Septet in D minor (which Czerny
noted ‘created such a sensation by virtue of its novelty and brilliance
that men would stop each other on the streets to talk about it as they
would some great national event’) as a Piano Quintet was the impetus for
Schubert’s “Trout” Quintet. Chopin, John Field, and Liszt are known to
have performed Hummel’s piano concertos on tour. Chopin in particular
was very familiar with Hummel’s compositions. Harold C. Schonberg,
in The Great Pianists, writes “the openings of the Hummel A minor and
Chopin E minor concertos are too close to be coincidental”1. Chopin also
must have modeled his Préludes, Op. 28 and Etudes, Op. 10 and Op. 25
on Hummel’s 24 Préludes, Op 67 and 24 Etudes, Op 125, in all the major
and minor keys, starting with C major.
Hummel represents the supreme culmination of the late classical style.
However, this combination of classical style and lyricism, proportional
form, with a technically virtuosic style of keyboard writing quickly fell out
of fashion immediately after his death and apart from a few select pieces
his music was for the most part neglected for the last 150 years. The
current re-appraisal of his music places him as the “missing link” — the

logical connection between Mozart, Haydn and Schubert through Chopin
to Mendelssohn and Schumann.
He was a remarkable person: apart from touring and composing/
arranging extensively, he was an astute businessman with a progressive
sense of social justice. He started in Weimar a musicians’ widows and
orphans fund and set up performances for musicians when their funds ran
low. He was an early champion for musicians’ copyrights and intellectual
property rights. He also campaigned for the universal use of equal
temperament and a standard pitch, making it easier for musicians (and
especially singers and wind players) to tour without ‘surprises.’ He was
possibly the first to go against keyboard tuning tradition by advocating
using an “A” tuning fork (instead of a “C”), as that was the basic
pitch of the orchestra. His method on piano instruction and technique
‘Ausführliche theoretisch-practische Anweisung zum Piano-Forte-Spiel’
(A Complete Theoretical and Practical Course of Instruction on the Art
of Playing the PianoForte’), published in 1828, was immensely popular,
influential, and established a new way of fingering and playing ornaments.
His influence on the nineteenth century cannot be underestimated. He
taught Czerny (who later taught Liszt), Hiller, Thalberg, and Mendelssohn
(albeit briefly.) A brilliant keyboard performer, it was not unusual at
performances of his piano concertos to see audience members standing
on their chairs, the better to see his impossible double trills and pianistic
fireworks. A prolific composer and popular teacher, he was loved and
well-respected by all who knew him. He had an unusually happy and
content family life: he married the opera singer Elisabeth Röckel [1793–
1883], (a friend of Beethoven and who might possibly have been the
subject of Beethoven’s famous piece Für Elise 2 3 ), and had two talented
sons. His approach to life seems to sum it all up: “Enjoy the world by
giving joy to the world”.

The Op. 5 Sonatas date from around 1798 when Hummel was about
twenty years of age, and are thus almost contemporary with Beethoven’s
Op. 12 Sonatas. Beethoven was eight years older than Hummel, but
already the two composers were on two very different musical paths.
What we found greatly appealing about Hummel’s Op. 5 was their
youthful freshness, genial humour and melodic inventiveness. Although
written in the late Classical style (Mozart was never far away in Hummel’s
mind), during rehearsal we repeatedly remarked on how some passages or
musical turns of phrase reminded us of Schubert, Mendelssohn, Chopin,
Schumann, and even Dvorak.
It is interesting to note that Hummel is extremely precise when it comes to
notating articulation, and dynamics (sometimes resulting in an astonishing
sonic texture). ‘Dolce’ indications abound, as well as ‘tenuti’, ‘sforzandi’,
and the enigmatic ‘armonioso’ (Sonata I/i) and ‘languido’ (Sonata II/ii).
Ornaments are specifically placed and sometimes even written out for the
sake of clarity; although where the engraving was unclear we had to guess.
He is also specific regarding tempi, and it is interesting to note that there
is really only one quick tempo in the whole set (Sonata I/iii) and another
marked Allegro con spirito (II/i). Everything else errs on the side of
moderation. Rubato is used sparingly: Czerny wrote that when Hummel
himself performed, the tempo was so constant that you could let a
metronome beat to it. Hummel interestingly keeps the pianist consistently
occupied by subtly changing and developing accompaniment patterns
(especially in II/iii) or melodic material (III/iii) so that nothing remains static
or predictable. We have followed Hummel’s ‘rule’ that trills always begin
on the main note, unless otherwise indicated. Hummel maintained a very
conservative attitude towards the use of the damper pedal and complained
about its overuse. There are no pedal indications in the music, so we have
used the damper pedal sparingly.
The fortepiano used on this recording is an original instrument of
the Classical period. The Viennese action and case design are similar
to the instruments by Johann Walter, however the instrument most
probably originated somewhere in central Europe, most likely between
1800 and 1810. The instrument has no maker’s name, place or date. A
parchment label on the spine reads: C.A. Reichel / Magazin de Musique
/ et d’Instruments / à Danzig (Danzig being modern Gdan´sk, Poland.)
The instrument was purchased from an antique dealer in San Francisco,
who obtained the instrument from a rural house in Nice, France. The
instrument has been restored to its original condition by Marinus van

Prattenburg (www.earlypianos.com) and is currently owned by a private
collector in British Columbia, Canada. The instrument is seven feet long
and has a range of 5½ octaves (FF to c4). It is double strung except for
the top two octaves which are triple strung. There are two knee levers:
the right one controlling the dampers, the left controlling the moderator
(a thin strip of cloth that comes between the hammers and the strings,
resulting in a soft, veiled sound— we used this effect in Sonata II/ii.) There
is also a bassoon stop (a roll of parchment that buzzes on the bass strings).
The case is unusual in that it is elaborately decorated with detailed
marquetry, the keyboard of inlaid ivory and ebony geometric designs,
flute-playing cherubs, fruits, swans, Grecian urns, and in the place of the
maker’s name an oval of an Arcadian grotto with Orpheus and his lute
being crowned by a female muse. The music desk is unusually wide and of
a striking design, with two fold-out pedestals for candlesticks. The pitch of
the fortepiano is A=415.
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Paul luchkow is a versatile violinist and violist whose activities cover the range of
music from the 17th century to the present day on modern and period instruments. A
regular feature of vancouver’s Early music scene, Paul is a long-time member of the Pacific
Baroque orchestra, appears frequently in concerts for Early music vancouver, and musicFest
vancouver, and was a founding member of the Burney Ensemble and of vancouver’s 17th
century string band “la cetra”.
Paul also performs frequently with the Portland Baroque orchestra and collaborates with
colleagues all across canada and the US.
Paul has participated in recordings for the BIS, koch, Spool, ATmA classique, cBc
Records, and Artifact music labels and his concert performances are frequently broadcast
on the cBc (radio and television) and nPR networks.
Michael JarViS has been acclaimed as one of canada’s finest harpsichordists and
fortepianists. he has performed across canada, the USA, England, Italy and Bermuda.
he has worked with many of canada’s finest singers and is in demand as a coach and
collaborative artist. michael has recorded for the hungaroton, ATmA, naxos, and marquis
classics labels, and has many times broadcast nationally and regionally for the cBc, as well
as across the U.S. on nPR. his performing editions of 17th and 18th century choral and organ
music are published by GIA, chicago. he is on faculty as harpsichordist and vocal coach at
the Early music vancouver Summer Baroque vocal Programme: “The Compleat Singer”
(www.earlymusic.bc.ca). he was also co-host and star of the 13-part television series “Come
into the Parlour”. Featuring co-host and star carolyn Sinclair, soprano, and their original
1857 chickering piano, the series featured some of canada’s finest musicians from the opera
and concert stages in the musical highlights of the nineteenth century.
(www.michaeljarvis.ca)
the luchkow-JarViS duo was formed by Paul luchkow and michael Jarvis in 2007
to explore sonata repertoire for violin and keyboard, particularly that of the classical
and Romantic periods, on instruments appropriate to each historical period: Paul uses a
collection of violins and bows that reflect the changes in construction that took place from
the early 17th century up to the present day. michael performs on appropriate harpsichords,
organs, fortepianos, and early 19th century concert grands (in historical temperaments),
bringing audiences closer to the colour, texture and expression the composers knew.

Paul Luchkow, violin / viola

Violin: Christopher Dungey 1985
(copy of Jacob Stainer)
bow: Paul Luchkow 1999 (after Edward Dodd)
Viola: Anonymous 18th Century Saxon
bow: Bernard Walke 1993
(The viola is kindly lent from the collection of Hans Karl Piltz)
Michael Jarvis, fortepiano
Anonymous fortepiano, Viennese style, c.1800, Pitch: A=415
Equal temperament after Hummel’s ‘Easy and Convenient’ plan, 1829.

Production Credits
Producers: Steve Creswell

and Carolyn Sinclair
Recording engineer: David Simpson
Editor: Paul Luchkow
Fortepiano tuner/technician: Marinus van Prattenburg

(www.earlypianos.com)
Photographer: Todd Duncan

(www.tdphotography.ca)
Recorded June 21–23, 2011 in a private residence,
Greater Vancouver, British Columbia, Canada
Source:

Trois Sonates pour le Piano-Forte.
Les deux premieres avec accompagnement d’un Violon.
la troisieme avec Alta Viola obligé.Composées et dediées
(avec Permission) a Son Altessé.
Madame la Princess Royal de Dannemarcpar Jean Nep. Hummelà
Vienne chez Artaria et Comp: first edition.
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