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ABSTRACT 

A handful of surviving accounts describing César Franck’s playing indicate that he brought 

contemporary piano techniques to the organ through the adaptation of pianistic legato, 

legatissimo, staccato, and arpeggiation.  The use of these techniques on the organ would have 

been natural to Franck because of his educational background, which included the intense 

study of piano performance.  Unfortunately, without any surviving recordings of his own 

performances, it is hard to judge how and where he would have executed these different types 

of touch and arpeggiation.  We do, however, have some accounts describing Franck’s organ 

playing by people who had heard him perform or knew others who had. In order to understand 

Franck’s manner of playing on the organ, it is possible to survey the piano techniques with 

which he was familiar.  This study examines several important texts from the late eighteenth 

to early twentieth centuries that help us understand pianistic touch and arpeggiation.  These 

include: Introduction to the Art of Playing the Pianoforte (1801) by Muzio Clementi (1752-

1832), Vollständige theoretisch-practische Pianoforte-Schule, Op. 500 (1839) by Carl Czerny 

(1791-1857), Méthode de piano du conservatoire (1805) by Jean-Louis Adam (1758-1848), 

L’Anima di musica (1810) by Philip Antony Corri (1784-1832), Studien für das Pianoforte, 

Op. 70 (1825-6) by Ignaz Moscheles (1794-1870), Encyclopédie du pianiste compositeur (ca. 

1840) by Pierre-Joseph-Guillaume Zimmermann (1795-1853), and The Groundwork of the 

Leschetizky Method (1902) by Malwine Brée (1861-1937).  Detailed descriptions, instructions, 

and musical examples from these texts provide a guideline for reconstructing Franck’s organ 

playing.  Findings from these texts are applied to two organ works by Franck: Prélude, fugue 

et variation, Op. 18, and Pastorale, Op. 19 from his Six Pièces (1868).   
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 1 

 

Introduction 

 

A handful of surviving accounts describing César Franck’s playing indicate that he 

brought contemporary piano techniques to the organ through the adaptation of pianistic legato, 

legatissimo, staccato, and arpeggiation. The use of these techniques on the organ would have 

been natural to Franck because of his educational background, which included the intense 

study of piano performance. Unfortunately, without any surviving audio recordings of his own 

performances, it is hard to judge how and where he would have executed these different types 

of touch and arpeggiation. In addition, the tradition of Franck’s performance style was lost 

after his death when Charles-Marie Widor (1844-1937) took over the organ class at the Paris 

Conservatoire. Widor adapted Jacques-Nicolas Lemmens’s method of teaching the organ, 

which was systematically organized and focused on precise regard for the values of notes and 

rests, and on uniform legato playing. 

We do, however, have some accounts describing Franck’s organ playing by people who 

had heard him perform or knew others who had. His touch attracted the attention of the virtuoso 

organist and composer, Marcel Dupré (1886-1971), who noted that “as an organ virtuoso, 

Franck played – as they played in France at the time – with approximate legato and with a 

casual regard for note values.”1 Franck readily arpeggiatied chords on the organ, according to 

Maurice Emmanuel (1862-1938), a student who attended his class.2 Another student, Adolphe 

Marty (1865-1942), mentioned that his rubato was so great that it was impossible to 

                                                           
1 Daniel Roth, “Some Thoughts on the Interpretation of the Organ Works of Franck, on His 

Organ, and on the Lemmens Tradition,” in French Organ Music from the Revolution to Franck and 

Widor, ed. Lawrence Archbold and William Peterson (Rochester: University of Rochester Press, 

1995), 191. 
2 Ibid., 192.  
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comprehend,3 which is important in the execution of arpeggiations. Charles Tournemire (1870-

1939), who studied organ with Franck at the Paris Conservatoire, also emphasized that it was 

not appropriate to play Franck’s music metronomically. He urged organists playing Franck’s 

music to elongate important chords.4 This commentary is especially important since it offers 

us a firsthand account of his playing style on the organ. 

In order to understand Franck’s manner of playing, it is possible to survey the piano 

techniques with which he was familiar. For this study, I examine several important texts from 

the late eighteenth to early twentieth centuries that help us understand pianistic legato, 

legatissimo, arpeggiation, and rhythmic flexibility, all of which we can apply to the organ. 

These sources include: Introduction to the Art of Playing the Pianoforte (1801) by Muzio 

Clementi (1752-1832), Vollständige theoretisch-practische Pianoforte-Schule, Op. 500 (1839) 

by Carl Czerny (1791-1857), Méthode de piano du conservatoire (1805) by Jean-Louis Adam 

(1758-1848), L’Anima di musica (1810) by Philip Antony Corri (1784-1832), Studien für das 

Pianoforte, Op. 70 (1825-6) by Ignaz Moscheles (1794-1870), Encyclopédie du pianiste 

compositeur (ca. 1840) by Pierre-Joseph-Guillaume Zimmermann (1795-1853), and The 

Groundwork of the Leschetizky Method (1902) by Malwine Brée (1861-1937). This essay 

presents an in-depth examination of these piano treatises and instruction manuals as they relate 

to this topic and offers a new perspective on performance practices for Franck’s organ music. 

Throughout the essay, this information is applied to two organ works from his Six Pièces, 

published in 1868.    

 

 

                                                           
3 Ibid., 192. 
4 Ibid., 191.   
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An Overview of César Franck’s Educational Background 

 

Before studying César Franck’s touch and use of arpeggiation, it will be helpful to 

know something about his educational background. Franck was born on December 10, 1822, 

in Liège, in what is now Belgium. Franck entered the Liège Conservatoire in October of 1830 

around the age of eight. He studied piano with Antoine Jalheau and harmony with Joseph 

Daussoigne-Méhul, a nephew of Etienne Nicolas Méhul who founded the founder of the Paris 

Conservatoire.5 

It is not clear what the focus of Antoine Jalheau’s teaching is unclear since there are no 

surviving records. What is clear, however, is that Franck excelled as a pianist and won First 

Prize in piano in 1834. The record shows that Méhul’s instruction in composition stood out as 

a rarity among nineteenth-century teachers. Conventional pedagogical practice at the time (and 

for well over a century afterward) viewed harmony and counterpoint as entirely separate fields. 

Méhul, however, adapted the more sensible course of teaching harmony through increasingly 

difficult exercises in counterpoint. It is possible that Franck’s unique contrapuntal style 

benefited from this early study. Franck also studied solfège with Dieudonné Duguet, the blind 

organist of the Church of Saint-Denis in Liège. Some scholars suggest that it was Duguet who 

taught Franck organ for the first time. Franck showed exceptional sight-reading skills early in 

his studies; he won First Prize in sight-reading in 1832, after only two years of study at the 

Conservatoire.6 

Encouraged by the academic success and unanimous praise of his son, Nicolas-Joseph 

Franck, César’s rather ambitious father, moved the whole family to Paris when César was 

                                                           
5 Robert James Stove, César Franck: His Life and Times (Lanham, Maryland: Scarecrow, 

2012), 11. 
6 Ibid., 11.  
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twelve years old. Because of his nationality and age, however, César was unable to enroll at 

the Paris Conservatoire, instead, he studied privately with two leading Parisian musicians of 

the time: Pierre-Joseph-Guillaume Zimmermann7 and Antonín Reicha (1770-1836).8  

César Franck was finally allowed to enroll at the Paris Conservatoire in 1837, after he 

obtained French citizenship. He continued to study piano with Zimmermann and began 

harmony and counterpoint with Aimé-Ambroise-Simon Leborne (1797-1866), who took over 

Reicha’s classes. At the Conservatoire, Franck continued to excel at piano performance. In 

1838, he won First Prize in piano and First Prize in sight-reading. Franck not only played an 

extremely difficult sight reading piece without a single wrong note, but also transposed it down 

a minor third. Impressed by Franck’s skill, the judges awarded him a Grand prix d’honneur. 

In the fall of 1840, Franck decided to enter François Benoist’s organ class. Benoist’s teaching 

focused on improvisation because French organists improvised most of their music during the 

first half of the nineteenth century. Benoist’s teaching helped him to improve his 

improvisational and compositional skills and to qualify for employment in the church. 9 

Contrary to his extensive piano training, Franck never received any systematic instruction in 

organ performance.  

In April of 1842, in the middle of his fifth academic year, Franck suddenly withdrew 

from the Conservatoire and never returned for study. Instead he began to teach piano privately 

                                                           
7 Zimmerman preferred the role of teacher to fame as a performer and composer, as he left his 

performing career to teach at the Paris Conservatoire (Maria van Epenhuysen Rose, “L’Art de Bien 

Chanter: French Pianos and their Music before 1820” [Ph.D. diss., New York University, 2006], 

366).  He taught numerous musicians, including Charles Alkan, Louis Lacombe, George Bizet, 

Charles Gounod, and Lefébure-Wély. 
8 Reicha was a close friend of Beethoven and was known for his use of the rather radical and 

revolutionary compositional techniques of bitonality and polyrhythm.  His students included Franz 

Liszt, Hector Berlioz, Pauline Viardot, and Charles Gounod. 
9 Michael Murray, French Masters of the Organ (New Haven: Yale University Press, 1998), 

67. 
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in public schools and religious institutions in Paris. He also began his organist career at the 

small church of Notre-Dame-de-Lorette (as choir organist) and later at Ste.-Clothilde. In 1872, 

Franck succeeded Benoist as professor of organ at the Conservatoire and kept that position 

until his death in 1890. 

 

The Change from Ordinary Touch to Legato 

Before ca. 1800, the keyboard articulation now called “ordinary touch” was applied to 

notes without staccato marks or slurs. This touch was achieved by lifting the finger from one 

key just before playing the next. This manner has a distinctive component: the separation or 

silence between notes. It seems that this style of execution was suggested only “as a point of a 

departure.”10  In addition, the preferred degree of separation varied among authors in the 

eighteenth century. While C. P.E. Bach (1714-1788) preferred a half of the note's value, Daniel 

Türk (1756-1813), in his Klavierschule of 1789, suggested a shorter separation.11 Türk gave 

two different types of execution, shown in Example 1.12 In 1a the notes are given as written in 

the score. In 1b they are separated with sixteenth-note rests, and in 1c with thirty-second note 

rests. Both C. P. E Bach and Türk indicated that a note marked ten. (tenuto) requires a full-

length execution, as shown in 1d. 

 

Ex. 1. Daniel Gottlob Türk, Klavierschule, first ed., p. 356. 

 

 

                                                           
10 Yonit Lea Kosovske, Historical Harpsichord Technique (Bloomington: Indiana University 

Press, 2011), 79. 
11 Clive Brown, Classical and Romantic Performance Practice 1750-1900 (Oxford: Oxford 

University Press, 1999), 170.   
12 Ibid., 170-71. 
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According to the British scholar Clive Brown, “the primacy of a genuine legato as the 

‘normal’ style of keyboard playing was firmly established by the early nineteenth century.”13 

It is most likely that Muzio Clementi (1752-1832)14 was the first pianist to advocate legato 

playing over ordinary touch on the piano.15  In his Introduction to the Art of Playing the 

Pianoforte, published in 1801, he wrote that legato “must be played in a smooth and close 

manner; which is done by keeping down the first key, ‘till the next is struck; by which means 

the strings vibrate sweetly into one another.”16 It seems that Clementi not only understood the 

unique mechanics of the pianoforte, which created longer lasting vibrations than the 

harpsichord, but also took advantage of them. He wrote: “When the composer leaves the 

LEGATO, [sic] and STACCATO to the performer’s taste; the best rule is to adhere chiefly to 

the LEGATO; reserving the STACCATO to give SPIRIT occasionally to certain passages, and 

to set off the HIGHER BEAUTIES of the LEGATO.”17 Clementi developed a fluent legato 

style, which he passed on to his students and generations of pianists.   

Legato playing was the primary touch for the pianoforte in France by the early 

nineteenth century. Louis Adam,18 who published an influential conservatoire method book in 

1805, preached nearly the identical suggestion as Clementi. He wrote that when “composers 

leave the legato and staccato to the performer’s taste; the best rule is, to adhere chiefly to the 

                                                           
13 Ibid., 172.  
14 Muzio Clementi (1752-1832) was born and received his music education in Rome.  He 

moved to England where he later made his permanent home in London.  He made numerous visits to 

the continent where he influenced many major pianists, such as John Field, Johann Baptist Cramer, 

Friedrich Kalkbrenner, Ignaz Moscheles, and possibly Carl Czerny. 
15 Brian Arlon Jones, “P. J. G. Zimmermann’s Encyclopédie du pianist compositeur: 

Commentary and Translation” (MA thesis, Dominican College of San Rafael, 1991), 22. 
16 Clementi, Introduction to the Art of Playing the Pianoforte, Op. 42 (London: Clementi, 

Banger, Hyde, Collard & Davis, n.d. [1803]), 8-9. 
17 Ibid., 9. 
18 The composer, teacher, and piano virtuoso, Louis Adam (1758-1848), taught François 

Benoist, Franck’s teacher at the Conservatoire. 
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legato.”19 By doing so, “certain staccato notes or passages would stand out and help to feel the 

legato by means of an artistic contrast.”20  

Zimmermann, with whom Franck studied piano extensively, recommended legato 

playing when there was no indication of either a slur or staccato mark in the score. In his 

treatise Encyclopédie du pianiste compositeur (ca.1840), he described legato playing in this 

way: “One shall raise [anew, afresh] each note as soon as the following note is heard.”21 He 

also mentioned that legato required an abundance of finger substitutions, especially for fugue 

playing, in order to overcome the piano’s lack of sustained sound. Zimmermann occasionally 

added the written indication legato in order to raise an awareness of this preferred touch. 

These sources show that legato playing where there was no indication of a slur or a 

staccato mark was common practice at the time and could be applied to Franck’s organ music. 

Franck, who trained as a pianist extensively, would have played organ in the legato manner. In 

his first two published organ collections, Six Pièces and Trois Pièces, Franck used few slurs. 

Legato playing is expected throughout, as his contemporaries suggested. That this was not the 

only appropriate touch will be shown later in the current study. 

 

On the Performance of Fugues 

 

To understand the proper articulation of fugal passages in Franck’s organ music, it is 

important to examine the playing of fugues on the piano and the musical effect of legato 

performance in such pieces. In his Complete Pianoforte School—an extensive and 

comprehensive piano instruction book—Carl Czerny suggests that in fugues “each part must 

                                                           
19 Brown, Classical and Romantic Performance Practice, 173. 
20 Ibid., 173. 
21 Jones, “P. J. G. Zimmermann’s Encyclopédie du pianist compositeur: Commentary and 

Translation,” 5. 
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proceed with equal energy and firmness of legato.”22 For Czerny, legato playing creates an 

effect “as if the player possessed as many hands as there are parts.”23 He forbids any sudden 

interruption of voices because this stops the progression of each part and disturbs the harmony 

so “the intention of the composer will be altogether missed.”24 Czerny is not the only one who 

advocated legato playing in fugues: authors of piano treatises and instruction manuals in the 

Romantic period, including N. J. Hummel, Kalkbrenner, and Zimmermann, also encourage 

such playing.  

Equipped with legato and an instrument with great expressive capabilities, pianists in 

the Romantic period referred to this manner of fugue playing as “the singing style.” W. E. 

Pecher described Ignaz Moscheles’s25 fugue playing as follows: 

I particularly remember Moscheles’s fugue playing on the principle of part 

singing, in which expression and accent found full room for development amid 

the interlacing of the strands of counterpoint . . . The Bach touch, which was 

made by a caressing pressure of the key, produced the most songful quality of 

tone possible on the instruments of the day, and the charm and resonance of the 

classic piano-tone has never been excelled.26 

 

It is not certain that Franck knew Moscheles personally. It is safe to assume, however, that 

Franck was aware of his performance style since Moscheles made frequent visits to Paris and 

                                                           
22 Carl Czerny, Complete Theoretical and Practical Piano Forte School: From the First 

Rudiments of Playing to the Highest and Most Refined State of Cultivation, Op. 500, vol. 3, trans. J. 

A. Hamilton (London: R. Cooks & Co., 1839), 89. 
23 Ibid., 89.  
24 Ibid., 89.   
25 Ignaz Moscheles (1794-1870) was a Bohemian composer and piano virtouso.  His career 

was based in London and later Leipzig, where he worked as the head of Leipzig Conservatory. He 

was the student of johnn Georg Albrechtsberger (1736-1809), among whose students were Johann 

Nepomuk Hummel (1778-1837), Ludwig van Beethoven (1770-1827), and Reicha.  Moscheles also 

studied with Clementi and briefly taught Felix Mendelssohn.  
26 W. E. Pecher, “The Emotional Legacy of the Classical School: A Reminiscence of the 

Teaching of Moscheles,” The Century Library of Music, vol. 14: 26-30.     
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performed while visiting the city. Moscheles also had close relationships with many important 

Parisian musicians and artists of the time.  

Example 2 is the beginning of the fugue of Franck's Prélude, fugue et variation. This 

is marked sempre cantando (always singing), which corresponds to the style of fugue playing 

described by Pecher. Legato playing is no doubt expected throughout the fugue, although there 

is no written indication of legato or any slurs in the score. 

 

Ex. 2. César Franck, Prélude, fugue et variation, Op. 18, mm. 60-5. 

 

 
 

 

Tournemire, who studied organ with Franck at the Paris Conservatoire, briefly mentions this 

fugue in his memoire, César Franck. Tournemire stated that Franck “loved” this fugue subject, 

and Tournemire included the score marked with slurs as shown in Example 3.27  

 

Ex. 3. Charles Tournemire, César Franck, p. 23. 

 

 

In Tournemire’s example, three slurs appear above the fugue subject: the first and third cover 

four measures and two measures respectively, while the second covers only three notes. Slur 

                                                           
27 Ralph James Kneeream, Jr., “A Translation/Edition of Charles Tournemire’s César 

Franck” (DMA diss., Northwestern University, 1989), 19. 
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markings are, however, missing in the organ scores of this piece that were published during 

Franck’s lifetime, as we saw in Example 2.  

 When Franck’s own transcription of the Prélude, fugue et variation for harmonium and 

piano was published years later, slur markings were still lacking on the score.  Franck replaced 

the indication cantando with the French phrase, toujours très lié, sostenu et espressif, as shown 

in Example 4. This translates as “always very connected, sustained and expressive” and 

describes the execution required for the cantando style.  

 

Ex. 4. Harmonium part from Prélude, fugue, variation pour orgue et piano, mm. 60-3. 

 
(The word Orgue at the beginning of the score refers to the harmonium.) 

 

 

To understand Franck’s use of words rather than slurs in this example, we need to consider the 

performance of slurs at the time. After quite a lengthy description of the staccato style In 

Moscheles's Twenty Four Studies for the Pianoforte, we read the following: 

There is still another shortening of the value of a note, which happens when 2, 

3, or even 4 notes are grouped together by a slur. In this case, the last note is to 

be played as if it were marked with a round dot.28 

 

Example 5 is from Moscheles’s text: 5a shows how slurs appear in the score, and 5b shows 

their correct execution at the piano. 

 

                                                           
28 Ignoz Moscheles, Studies for the Pianoforte: Finishing-Lessons for Advanced Performers, 

Op. 70, ed. by E. Pauer (New York: G. Schirmer, 1897), viii-ix. 
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Ex. 5. Ignaz Moscheles, Twenty Four Studies for the Piano Forte, Op. 70, p. viii. 

(a) 

 

(b) 

 

  

It is probable that Franck, who certainly was aware of this practice, intentionally omitted slur 

markings in Examples 2 and 4 in order to avoid any break within the melodious fugue subject. 

 

Legatissimo 

 

During the early eighteenth century, in spite of its further mechanical improvement, the 

piano was still inclined to dryness. According to Zimmermann, legatissimo or overlapping 

helps to overcome the instrument’s inability to sustain tones.29  

Czerny might have been one of the first authors to differentiate clearly between legato 

and legatissimo. In his Complete Pianoforte School, Czerny provides detailed information on 

legatissimo. According to his explanation, legatissimo is a technique where “the fingers must 

keep the keys firmly down for a longer time than the note actually prescribed.” 30  This 

execution helps to overcome the dryness of the piano. Czerny suggests that legatissimo playing 

should be applied to “places with slurs and ties” and where there is a written indication such 

as legatissimo or molto legato.31 Czerny gives examples with detailed rules to demonstrate the 

                                                           
29 Jones, “P. J. G. Zimmermann’s Encyclopédie du pianist compositeur,” 58.  
30 Czerny, Complete Piano Forte School, vol. 3, 19.  
31 Ibid., 21.  
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ideal application and interpretation of legatissimo. One of these, Example 6, shows slurs, ties, 

and the written indication, espress e legatissimo.  He suggests the following: 

In the first three bars, the notes of the melody in the right hand must be held 

down so long, that each finger shall not quit its key, till somewhat after the next 

note is struck, say not till after about the length of one of the accompanying 

triplets. The two last triplets in the third bar and the three last triplets in the 5th 

bar are to be held as long in the right hand as each finger can possibly remain 

stationary on the key. The same applies to all the triplets in the left hand.32 

 

 

Ex. 6. Carl Czerny, Piano Forte School, vol. III, p. 21. 

 

 
 

 

Example 7 shows Czerny's application of legatissimo to arpeggiated chords. In this 

case, he emphasizes that “great care must be taken to hold down, only such notes belonging to 

those chords as are consonant or agreeable to the ear.”33 This execution not only overcomes 

the dryness of the piano but also makes the harmony fuller. Czerny explains that although the 

score is written as shown Example 7a, it should be executed as shown in 7b.  

 

                                                           
32 Ibid., 21.  
33 Ibid., 19.  
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Ex. 7. Carl Czerny, Piano Forte School, vol. III, p. 19. 

 

(a) 

 
 

(b) 

 
 

(c) 

 
 

He advises the reader that “the top notes in the right hand, and the bottom notes in the left must 

be held down nearly as long as if they were quarters, and the middle fingers ought not to be 

lifted up till they are required to strike some other notes.”34 The result is that the right hand 

soprano forms a melody while the other voices bring the harmony to life. Czerny also 

recommends the application of legatissimo in quick passages as shown in Example 7c. Here 

legatissimo touch helps “to enliven and increase the effect of full harmony.”35 

An example of overlapping in the piano works of Franck may be seen in his Prélude, 

choral et fugue (1884). An excerpt from that work is given as Example 8. By lengthening the 

first note in each arpeggiatied chord, Franck bring out a melody in the right hand: 

 

                                                           
34 Ibid., 19. 
35 Ibid., 19.  
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Ex. 8. César Franck, Prélude, choral et fugue, mm. 316-19. 

 

 
 

Franck uses the term très lié, the French equivalent of legatissimo, only once in his 

twelve major organ works. In the section in which it occurs, shown as Example 9, an 

arpeggiated passage of notes is distributed between the two hands. Based on Czerny’s 

recommendation, the employment of legato in such a passage creates the seamless transition 

between hands and produces the effect of playing smoothly with only one hand.36 Franck, who 

would have been familiar with this convention, adds the indication très lié to encourage the 

performer to go one step further with the overlapping of notes. 

 

Ex. 9. César Franck, Grande pièce symphonique, mm. 302-14. 

 

 
 

                                                           
36 Ibid., 22-3.  



 15 

 

Legatissimo can also be applied to certain passages in the Prélude, fugue et variation 

for organ. At the beginning of the variation, Franck employs fast moving arpeggiations 

distributed between the two hands. See Example 10. Although not indicated by the composer, 

the writing style is similar to that of Example 9, thus encouraging the application of the très 

lié touch. The circled notes in Example 10 are my own performance suggestions for 

overlapping. The application of legatissimo to this passage helps bring out the ascending and 

descending melodic lines, and it enlivens the harmonic progression, as mentioned by Czerny. 

 

Ex. 10. César Franck, Prélude, fugue et variation, mm. 141-45. 

 

The following example is the identical section of the piece in a transcription by Franck for 

harmonium and piano. Franck added the indication très lié in the score, which supports the use 

of legatissimo on the organ.   
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Ex. 11. César Franck, Prélude, fugue, variation pour orgue et piano, mm. 141-45. 

 

 
 

Similar markings are found in both the Piano Trio in F# minor, Op. 1 (I, m. 100) and Variations 

symphoniques (molto più lento).          

It is worth noting that Franck occasionally indicated legatissimo performance with long 

note values in one or more voices. Such is the case in Example 12, from his Final for organ, 

where he writes quarter notes at the bottom of every arpeggiated chord in the left hand. 

 

Ex. 12. César Franck, Final, mm. 205-8. 

 

 
  

 

 Another example of this writing may be seen in Example 13, an excerpt from his 

Pastorale. In the third measure of the example, Franck shifts from a two-voice to a three-voice 

texture in the hands, with relatively long note values employed for the first and second notes 

of each beat (a quarter and dotted eighth note respectively). This ensures that the listener hears 

the descending alto line c#'-b#', as well as the underlying harmonic progression. 
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Ex. 13. César Franck, Pastorale, mm. 162-64. 

 

There are numerous examples of this type of notation in Franck’s works: among them is the 

above section from Variations symphoniques (Un pochettino ritenuto), where such writing 

creates a polyrhythmic effect.     

 

Arpeggiation 

 

Arpeggiation had long been employed as an idiomatic harpsichord technique to sustain 

sound, produce contrast in character, and emphasis certain chords.37  The use of unwritten 

arpeggiation as an ad libitum practice was normal performance practice at the harpsichord, 

especially in slow, expressive movements when chords accompany a melody.38 The speed of 

arpeggiation varied according to function, mood, and context.39 It would have been natural for 

pianists in the early nineteenth century to apply arpeggiation to the piano as the instrument, 

like the harpsichord, was inclined to dryness. In fact, Zimmermann recommended that one 

“…arpeggiate chords especially in the upper range of the piano, and particularly in fortes.”40 

In other words, arpeggios were used to prolong the sound of both the harpsichord and the early 

piano.  

                                                           
37 Kosovske, Historical Harpsichord Technique, 90.   
38 Brown, Classical and Romantic Performance Practice, 610.   
39 Neal Peres Da Costa, Off the Record: Performing Practices in Romantic Piano Playing 

(Oxford: Oxford University Press, Inc., 2012), 101.  
40 Jones, “Zimmermann’s Encyclopédie,” 58.   
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Arpeggiation was transferred to the organ long before the time of Franck, especially 

given that most organists developed their initial keyboard technique at the harpsichord.41 

Several French classical composers, including Lebègue, Raison, Chaumont, and Boyvin, noted 

a sign for arpeggiation in the ornament tables in their organ books.42 The use of arpeggiation 

at the organ continued into the nineteenth century, when organists were trained at the piano. In 

his book César Franck: Etude Critique of 1930, Emmanuel states that “Franck used pianistic 

arpeggiation in organ playing” and paid little attention to Lemmens’s method, which is based 

on the absolute legato touch.43 His comments on Franck are valuable and reliable because, like 

Tournemire, he studied with Franck and personally observed his playing for many years. 

Without any further details provided by Emmanuel, it is difficult to detect where and how 

Franck actually executed arpeggiations on the organ. However, notated arpeggiations can be 

found in Franck’s famous Chorale in A Minor for organ, as shown in Example 14.  

 

Ex. 14. César Franck, Chorale No. 3 in A Minor, mm. 15-17. 

 

 
 

 

In his of 1840 Encyclopédie du pianiste compositeur of 1840, Zimmermann gives an 

introduction to arpeggiation that is related to musical emphasis. His text is rather brief, but it 

                                                           
41 David Ponsford, French Organ Music in the Reign of Louis XIV (Cambridge: Cambridge 

University Press, 2011), 87.   
42 Ibid., 87. 
43 Maurice Emmanuel, César Franck: Etude Critique (Paris: Laurens, 1930), 102, 107-8.     
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clearly shows where arpeggiation could be applied for this purpose. He states that 

“dissonances, appoggiaturas, syncopations, and leading tones are leaned on a bit more than the 

note upon which they resolve. The second note is rather like the silent e in music.”44 He then 

suggests that “the chord with the musical accent is arpeggiatied.”45 Example 15 shows his 

demonstration of this practice. The notes on the top staff indicate what is written, while the 

bottom staff indicates the realization. 

 

Ex. 15. P. J. G. Zimmermann, Encyclopédie du pianist compositeur, vol. II, p. 59. 

 

 
 

It is important to point out that in the realizations, some notes in the accented chords are longer 

than in the resolutions. By shortening resolutions and leaning on chords, the “musical accent” 

is heightened.46  

Zimmermann’s realization of arpeggiation may answer some questions presented by 

Kurt Leuders. Leuders acknowledges Widor’s frustration with the organists of his time who 

“had a habit of holding the bass notes of final chords beyond the cut off.”47 Based on Widor’s 

statement, this execution might have been a generally accepted performance style. In addition, 

Leuders identifies “a habit of holding the bass note,” which is sometimes even indicated in the 

score. Franck notated this practice in his Petit offertoire, shown in the second measure of 

Example 16.48 

                                                           
44 Ibid., 59. 
45 Ibid., 59. 
46 Ibid., 59.   
47 Leuders, “Approaching Franck’s Organ Works,” 108. 
48 Ibid., 108.   
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Ex. 16. César Franck, Petit offertoire, mm. 62-3.49 

 
 

Example 17 is from Zimmerman’s Encyclopédie. Based on his explanation, it is likely 

that he designed and included this short etude in his publication to teach students proper finger 

action and comfortable fingerings. However, it also demonstrates various ways of executing 

arpeggiations even in a simple homophonic texture. He applied arpeggiations sometimes to 

both hands and sometimes only to one. When an identical phrase is repeated, Zimmermann 

varies the arpeggiation and/or places it one octave higher. This kind of varied and contrasting 

execution creates an ever-changing musical effect, which keeps the listener engaged.  

 

Ex. 17. P. J. G. Zimmermann, Encyclopédie, vol. I, p. 39. 

 
 

 

                                                           
49 Ibid., 108.  
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About forty years after Zimmermann’s Encyclopédie was published, Franck employed 

a nearly identical use of arpeggiations in his Prélude, choral et fugue, Op. 21 (1884), for piano. 

Example 18 is an excerpt from the work. 

 

Ex. 18. César Franck, Prélude, choral et fugue, mm. 63-73. 

 
 

 

Arpeggiations are possible in the Pastorale and Prélude, fugue, et variation by Franck. 

Example 19 is an excerpt from the beginning of Franck’s Pastorale. In the third measure, a 

motive is repeated. As the dynamic markings indicate, the phrase intensifies as it reaches a 

musical climax early in the measure. Then tension decreases with the repetition of the motive. 

When the motive is repeated, where pp is indicated, the notes in both hands could be 

arpeggiatied. The last chord of the example could also be arpeggiated to produce the desired 

effect. 

 

Ex. 19. César Franck, Pastorale, mm. 12-5. 
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Example 20 is the piano part from Franck’s own transcription of his Prélude, fugue, et 

variation. In this example, the arpeggiations are written by Franck himself. 

 

Ex. 20. César Franck, piano part from Prélude, fugue, variation pour orgue et piano,  

mm. 51-6. 

 

 
 

It is not clear how he might have executed the identical section in the organ version of the 

piece, shown as Example 21. A simple arpeggiation of chords or an extravagant display might 

both be possible at measures 2 and 4. 

 

Ex. 21. César Franck, Prélude, fugue et variation, mm. 51-6. 

 

 
 

 

In order to understand other possible uses of arpeggiations in Franck’s organ works, it 

is necessary to survey writings by Corri,50 Czerny, and Brée. Detailed information on the 

                                                           
50 Philip Antony Corri (1784-1832) was a Scottish singer, pianist, and composer of Italian 

descent.  He was a one of founders of the London Philharmonic and the Royal Academy of Music.  In 

1819, he moved to Baltimore, Maryland, and adopted the name Arthur Clifton.  J. Bunker Clark refers 

to Corri’s piano method book L’Anima di musica as “the most extensive and thorough pianoforte 

tutor of its time.”  See J. Bunker Clark, “The Piano Works of P. Anthony Corri and Arthur Clifton, 

British-American Composer,” in Vistas of American American Music: Essay and Composition in 

Honor of William K. Kearns, ed. Susan L. Porter and John Graziano (Warren, MI: Harmonie Park 
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execution and effect of unwritten arpeggiations can be found in Philip Antony Corri’s L’anima 

di musica (1810) and in Czerny’s Complete Pianoforte School (1839). Both Corri and Czerny 

allow frequent and liberal use of arpeggiations to produce the “most pleasing style,” in Corri's 

words.51 Corri included Example 22 to show some possible unwritten arpeggiations. Example 

22a indicates how the music appears in the original score, and 22b shows appropriate 

arpeggiations for “proper expression.”52 It is worth noting that all four arpeggiatied chords are 

marked sf. 

 

Ex. 22. Philip Antony Corri, L’Anima di musica, p. 87.53 

 

(a) 

 
 

(b) 

 
 

 

Corri indicates that “when the word ‘con Espressione, con Anima, or Dolce etc.’ is 

mark’d at a passage, it signifies that the appogiando [sic] must be particularly and often used, 

and made as long as possible.” 54  One suggestion by Czerny and Corri also stands out: 

arpeggiations should be used in passages in polyphonic texture where a “particular emphasis 

                                                           
Press, 1999), 157.  Corri’s sister Sophia Corri (1775-1831) married the Bohemian pianist and 

composer Jan Ladislav Dussek (1760-1812).   
51 Brown, Classical and Romantic Performance Practice, 610.    
52 Ibid., 610.   
53 Example from Brown, Classical and Romantic Performance Practice, 611.  
54 Ibid., 610.    
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is required.”55 Czerny shows the appropriate places for arpeggiations in Example 23. The three 

chords marked + could be arpeggiated without interrupting the legato touch. 

 

Ex. 23. Carl Czerny, Piano Forte School, vol. 3, p. 56. 

 

 

Like Czerny, Malwine Brée suggests the use of arpeggiation in polyphony, including 

canons. Brée was a pianist and assistant to the pianist Theodor Leschetizky, who was himself 

a student of Czerny. She indicates that arpeggiation may be employed “where the polyphony 

is to be brought out more distinctly; but only at important points, for instance where one part 

ends and the other begins at the same time.”56 A demonstration by Brée of the possible uses of 

arpeggiation in polyphony is shown in Example 24, an excerpt from the Thème varié by 

Paderewski. Arpeggiation is employed to delineate the voices: 

 

Ex. 24. Malwine Brée, The Groundwork of Leschetizky’s Method, p. 73. 

 

 
 

Based on suggestions by Czerny, and Brée, the application of arpeggiation is quite 

appropriate in some polyphonic organ works by Franck. Example 25 is from the fugue section 

                                                           
55 Czerny, Complete Piano Forte School, 55-56.  
56 Malwine Brée, The Groundwork of Leschetizky’s Method (New York: G. Schirmer, Inc., 

1902), 72.    
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of his Prélude, fugue et variation. Indications in this example are by the author: notes marked 

with a cross can be arpeggiatied. 

 

Ex. 25. César Franck, Prélude, fugue et variation, mm. 119-24. 

 

 
 

Many suggestions by Brée for arpeggiations are closely related to rhythm. Arpeggiation 

is most often found in slow tempi and with sustained chords. Also, the lowest note of a chord 

is typically aligned with the beat and the arrival of the highest note is delayed. Brée encourages 

this rhythmic dislocation between melody and accompaniment to produce a “relief and softer 

effect.”57 She writes:  

Neither should bass tone and melody-note always be taken precisely together, 

but the melody-note may be struck an instant after the bass, which gives it more 

relief and a softer effect.58  

 

Brée indicates that this localized rhythmic dislocation in the melody should be played almost 

imperceptibly to achieve the desired effect. It is important to note that she is not in favor of 

continuous rhythmic dislocation and advises that “it is better for hands to coincide precisely 

on weak beats.”59 Example 26 is from the Nocturne, Op. 27, No. 2 by Frédéric Chopin; the 

annotation is by Brée. She marks the dislocation four times in a single phrase, always on the 

first note of the measure: (1) at the beginning, where mf is indicated; (2) on the first beat of the 

                                                           
57 Ibid., 73. 
58 Ibid., 73.    
59 Ibid., 73. 
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second measure; (3) at Bb in the third measure, the highest note in the phrase; and (4) at the 

first note in the fourth measure, the last note of the phrase. 

 

Ex. 26. Malwine Brée, The Groundwork of Leschetizky’s Method, p. 73. 

 

 
 

Similar writing may be seen in Example 27, from Franck’s Prélude, fugue et variation: 

an arpeggiated chordal accompaniment in the left hand sounds against a melodic line in longer 

note values in the right. The rhythmic dislocations suggested by Brée are applicable here: 

annotations in the example are by the author. 

 

Ex. 27. César Franck, Prélude, fugue et variation, mm. 152-4. 

 

 
 

By applying a slightly different, yet imperceptible rhythmic dislocation, it is possible 

to produce an interesting and attractive effect in Example 28, also from the Prélude, fugue et 

variation. In the first line, the rhythmic dislocation could be applied to each left hand 

descending figure. This creates a delicate emphasize on the top note of each figure. In the 

second line, it is possible to apply the rhythmic dislocation to the right hand in order to 

highlight the ascending melodic line B-C#-D-E. A slight lingering on E would help emphasize 

the high point of the line. 
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Ex. 28. César Franck, Prélude, fugue et variation, mm. 162-5. 

 

 
 

  

Based on this discussion, arpeggiation might be applied to Franck’s organ works in 

order to (1) enhance dissonances, appagituras, syncopations, and leading tones; (2) vary 

repeated phrases; (3) delineate polyphonic voices; (4) emphasize melodic notes by delaying 

and setting them apart from the accompaniment; and (5) create an accent. 

 

Staccato 

 

In his Introduction to the Art of Playing on the Pianoforte, Clementi describes three 

different types of staccato. He offered a general description and corresponding sign for each, 

but not a unique name: 

when the contrary [to legato] is required, the notes are marked either thus:  

 

Called in ITALIAN, STACCATO; denoting DISTINCTNESS, and 

SHORTNESS of sound; which is produced by lifting the finger up, as soon as 

it has struck the key: or they marked thus: 
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Which, when composers are EXACT in their writing, means LESS staccato 

than the preceding marks; the finger, therefore, is kept down somewhat longer: 

or thus: 

 

which means STILL LESS staccato; the nice degrees of more or less, however, 

depend on the character and passion of the piece; the STYLE of which must be 

WELL OBSERVED by the performer.60 

 

 

The first (with wedges above or below the note heads) might be called staccatissimo or possibly 

marcato; the second (with dots) is our normal staccato; and the last (with dots and a slur) might 

be called mezzo staccato or portato. After this explanation, Clementi advises the performer to 

observe the character and passion of the piece in order to apply the proper type of staccato. 

In 1839, about four decades after Clementi’s Introduction, Czerny also provided 

information on staccato performance. Possibly aided by the mechanical development of the 

piano and its broader capability for expression, his discription and explanation is more detailed 

and systemetic than Clementi’s. Czerny also distinguishes three basic staccato styles. Unlike 

Clementi, however, he differentiates each type not only with signs but also with names: (1) 

staccato (a dot), (2) staccatissimo or marcato (a wedge), and (3) mezzo staccato or dropped-

notes (dots under a slur  or a dot under a dash ).61 These types are also given in other 

major piano texts published at the time. The generally accepted visual sign and rhythmic 

execution of each staccaato type are given as Example 29, taken from Ignaz Moscheles Studies 

for the Pianoforte 

 

                                                           
60 Clementi, Introduction, 8.   
61 Czerny, Complete Piano Forte School, vol. 3, 24.    
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Ex. 29. Ignaz Moscheles, Studies for the Pianoforte, Op. 70, 

Staccato Types/Visual Indications/Rhythmic Executions 

 
Type How it appears in the score A suggested/possible execution 

 

Staccato 

 

 

 

 

 

 

Mezzo-

staccato 

or 

portato 

 

 

 

 

Staccatissim

o 

or  

marcato 

 

 

 

 

 

 

 

Franck used staccato dots in his organ music, but not the other two signs (wedges and 

dots under slurs). It is interesting to note that Franck often employed staccato in an 

accompaniment against a legato melody. Example 30 is the opening of his Pièce héroïque, 

which displays three distinctive articulations: (1) the tied dotted half notes in the top voice as 

a pedal tone, (2) the staccato chords in the middle voices, and (3) the small groups of legato 

melody notes in the lowest voice. This combination not only adds excitement but also functions 

as a practical tool to distinguish three distinctive voices or characters. 

 



 30 

Ex. 30. César Franck, Pièce héroïque, mm. 1-4. 

 

 
 

Franck used mezzo staccato only twice in his twelve major organ works.62 Example 31 

is an excerpt from his Fantaisie in C major, which calls for portato performance. 

 

Ex. 31. César Franck, Fantaisie in C Major, mm. 57-60. 

 

 
 

 

Based on Czerny’s explanation, in a slow movement the proper execution of portato involves 

“raising the whole hand a little” between notes, which creates the effect of a “speech 

interrupted by sighs.”63 In a quicker movement only the fingers need to be raised. In both cases, 

keys are generally struck with a little emphasis. In his Encyclopédie, Zimmermann, like 

Czerny, acknowledges the specific effect achieved by portato. He writes: “in a certain sense 

this is the imitation of an oppressed voice.”64 In addition, he suggests how to achieve such a 

musical effect when he writes: 

                                                           
  62 Franck employed portato much more frequently in his other instrumental works, notably in 

the Piano Trio Op. 1, No. 1 (I, m. 35), Piano Trio Op.1, No. 2 (III), and Eglogue Op. 3.  In Andantino 

quietose, Op. 6, a portion of portato is required to be played in the arpeggiated manner.  
63 Czerny, Complete Piano Forte School, vol. 3, 25.    
64 Pierre-Joseph-Guillaume Zimmermann, Encyclopédia du pianist compositeur. vol. 1 (Paris: 

L’Auteur, ca. 1840), 41. 
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The notes with this sign  above them are done with heaviness. The finger 

seems to have trouble getting off the keys; likewise it must not completely 

separate itself from them. … The first note must be held back a bit and pressed; 

this is the one that receives the accent.65 

     

Both Czerny's and Zimmermann’s recommendations can be applied to the excerpt by Franck. 

In Example 31, each chord needs to be played with firmness, and the whole hand should be 

raised a little between notes. This execution creates slight separations, which produce the effect 

described by both authors. 

 It might, however, be necessary to vary the mezzo-staccato performance for this example 

since Franck also inserted the indication “animez beaucoup [much faster]” followed by 

“retenez [hold back].”66 Moscheles presents two types of mezzo-staccato execution. He writes 

that the mezzo-staccato note must normally have “three-fourths of its just length.”67 But in a 

slow tempo, “the notes must be held nearly their full length so as to leave betweixt [sic] each 

two notes but a very slight break.”68 In other words, the modification of mezzo staccato based 

on the tempo of a piece might have been a part of pianistic performance practice for Franck’s 

generation. In Example 31, it seems appropriate to play with less separation between notes 

when the motive is repeated at a slower tempo. This varied execution is clear in Example 32, 

taken from Moscheles’s Studies for the Pianoforte. In 32a he demonstates the appropriate 

execution of mezzo staccato at a quicker tempo and in 32b at a slower one: 

                                                           
65 Ibid., 41. 
66 In his Encyclopédie du pianist, p. 50, Zimmermann describes ritenuto as “held back.”  He 

distinguishes between ritenuto and ritardando as follows: “ritenuto is employed by preference in 

crescendos; it includes the idea of repression.  Ralentando and ritardando, on the contrary, rather 

imply a sort-of dragging out.”    
67 Moscheles, viii.  
68 Ibid., viii.  
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Ex. 32. Ignaz Moscheles, Studies for the Pianoforte, Op.70, p. viii. 

Two different mezzo-staccato executions. 

 

(a) Quicker tempo. 

 

(b) Slower tempo. 

 

 

Another way to execute the repeating motive in Example 31 is to arpeggiate the portato 

notes. In his Studies for the Pianoforte, Op. 70, Moscheles gives this advice: “when dots are 

used with slurs over double notes and chords, these should be struck very slightly in the 

Arpeggio [sic] manner, giving them the same length of time as a dot under a slur requires.”69 

Example 33 is from Moscheles’s Studies for the Pianoforte: 33a shows how mezzo staccato 

notes appear in the music and 33b shows their execution.  

 

Ex. 33. Ignaz Moscheles, Studies for the Pianoforte, Op.70, p. viii. 

(a) 

 

(b) 

 

Based on Mosheles’s explanation, it is possible to apply arpeggios to the passage from Franck’s 

Fantaisie given as Example 31. These could occur only on the first chords of each slurred 

                                                           
69 Ibid., viii.  
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group rather than on every mezzo-staccato chord. A slight delay produced by the arpeggiation 

creates the illusion of an accent. 

Example 34 is from Franck’s Pastorale. Here, the staccato line includes the indication 

“Dolce (sweet or soft).” It is possible that Franck wanted to soften the staccato because the 

passage has a longing or passionate character. On the piano, dolce can be achieved simply by 

pressing the keys lightly. But applying less pressure to the keys does not create the same effect 

on the organ. Perhaps Franck intended mezzo staccato for this passage even though he wrote 

the words Sempre staccato. 

 

Ex. 34. César Franck, Pastorale, mm. 127-31. 

 

As already mentioned, Czerny, like Moscheles, indicates that staccato notes come at 

the end of slurs involving two, three, or four notes. In each case, the last note should be released 

more quickly than its note value would suggest. But if a dot is over or under the note at the end 

of a slur, that note “must be detached very short, so as to curtail it by more than half of its 

duration.”70 The two types are shown in Example 35.71  

 

                                                           
70 Czerny, Complete Piano Forte School, vol. I, 187  
71 Ibid., 187.  
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Ex. 35. Carl Czerny, Piano Forte School, vol. 1, p. 187. 

 

(a) 

 

(b) 

 

 

Zimmermann also describes how to execute multiple notes linked with a slur in his 

Encyclopédie du pianist compositeur. He writes: 

When two notes are linked with a slur, one presses a little more on the first and 

detaches the second . . . This is the same for three notes under a slur. However, 

in this case the slur already has a bit less effect on the first and third notes. If 

there are four slurred notes, the effect is almost imperceptible, at least for the 

last note. When one wants the last slurred note to be very detached, one adds a 

dot above it.72 

Based on explanations by Czerny and Zimmermann, a staccato note at the end of the slur must 

be shorter than one without a dot. Example 36 is an excerpt from Franck’s Pastorale, where 

the motive plays an important role in depicting a storm. Franck carefully employed a dot at the 

end of the slur. This one staccato eighth note should be shorter than the others: 

 

Ex. 36. César Franck, Pastorale, m. 98. 

 

 
 

 

 

Conclusion 

                                                           
72 Zimmermann, Encyclopédie du pianist compositeur, 6. 
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Franck was one of the first organists to transfer contemporary piano performance styles 

into organ playing through the introduction of pianistic touch and arpeggiation. Since Franck 

established himself as a pianist early in his performing career, the adaptation of piano 

performance style into organ playing would have been very natural to him. He studied organ 

at the Paris Conservatoire under Benoist; however, Franck never received any systematic 

instruction in organ performance because Benoist’s teaching was focused on improvisation.  

In order to reconstruct his performance practices on the organ as nearly as possible, we 

have studied pianistic legato, unwritten legatissimo, portato, arpeggiation, and rhythmic 

flexibility associated with arpeggiation. Beginning around 1800, legato touch became the 

primary piano articulation. Contemporary authors of piano treatises and instruction manuals, 

including Zimmermann (with whom Franck studied extensively), recommended legato playing 

in a score with no articulation markings. Arpeggiation, a technique idiomatic to the 

harpsichord, was transferred to the piano to overcome the dryness of the instrument. The 

application of unwritten arpeggiation enhances dissonances, appoggiaturas, syncopations, 

leading tones, and helps delineate polyphonic voices. In a texture featuring a melody 

accompanied by arpeggiated chords, the rhythmic dislocation of a melody can create a softer 

effect and also highlight important notes. 

The detailed descriptions, instructions, and musical examples from several important 

piano treatises provided important clues for reconstructing Franck’s organ playing. Although 

this essay has explored the application of these techniques to only two of Franck’s works, the 

relevant articulation principles have been illustrated strongly enough to indicate that further 

study will no doubt reveal many possible applications to the rest of his organ music. 
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The application of pianistic techniques to Franck’s organ works is not common among 

organists today. Although contemporary practices vary, typical trends are based on literal 

fidelity to the score. Applying the techniques examined in this essay offers alternatives to the 

rather rigid twenty-first century interpretation, even though such an application might create 

an unexpected and initially unappealing musical experience for modern musicians, especially 

those who perform Franck's organ music with the absolute or continuous legato derived from 

Lemmens’s school. But practice and open-minded experimentation could help them create 

fresh and satisfying interpretations of Franck's works. In addition, it could also result in a much 

greater emotional impact for the listener.  It is hoped that the varied musical effects and 

techniques discussed in this document will lead modern organists to a convincing 

reconstruction of Franck's performance style, thus breathing fresh air into the master's works. 
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