reot=ct; A47% ©2022 ¥ty SA+4A
20224 49, 227-266% https://doi.org/10.36944/JSPM.2022.04.47.227
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1840 #}l= HIERRAER o] S8 AR 150 Higt ¥B 7t
E9 T4 E3F A5 =AY} 2| AE(Franz Liszt, 1811-1886)%F EH|2
A(Sigismond Thalberg, 1812-1871) &2 Totr HIERQAEL J&, &
T, AR FYEHIE st FAo] 159 33t HAaYE SHE-HERe
A EA(anti-virtuoso polemic)ollA 7|AZ Q] £=Hog H|WR/|E 519
thD 3HH, O53 Zo] E9d o4 mollke H|ERQ S| QISith dAa
(Katherin Ellis)e] +to w2, 184549 "2 wy|AEH,(Le Ménestrel,

1) QtE]-H|2E Q4 TEo| i3t =9 AT S4=o] U1 o 2 714 dHEH
Ql A4+ HX. James Deaville, “Liszt’'s Virtuosity and His Audience:
Gender, Class, and Power in the Concert Hall of the Early 19th
Century,” Hamburger Jahrbuch fir Musikwissenschaft 15 (1998), 281-
300; Dana Gooley, “The Battle against Instrumental Virtuosity in the
Early Nineteenth Century,” in Franz Liszt and His World, eds.
Christopher H. Gibbs and Dana Gooley (Princeton: Princeton University
Press, 2006), 75-112; Zarko Cveji¢, The Virtuoso as Subject: The
Reception of Instrumental Virtuosity, c. 1815-c. 1850 (Newcastle upon
Tyne: Cambridge Scholars Publishing, 2016); A@F, “194]7] H|ZEQAJE]
(virtuosity), B|AEQ] HIZEQAIE, 11 A9 A¥AL BF 2" TAgFet
sk 22/1 (2019), 181-230; AA=F, "SAES} 1947] HI2ER A ©HE, (K&
AAstY. dhsETHESHY, 2021).
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The Minstre))®] ¥t B2 “1845W2 MZL AlHje] A|ZS HEA|T Folt}
2t1l A2t A ZH A(Marie Moke Pleyel, 1811-1875)& FACO& FA|
29| o FofUAESE FASIUTED ZHFAE o AN Skt ¢
THClara Schumann, 1819-1896)2 S745kA] %Ak, o]&2 1840-1850
At upe o] ﬁlo}qéoﬂ F83 AEE0IUT: o] o] IS vz At
o4 Folr HERQAEY HYto] EAFOH, 150 HERLA HE

A 1}7\]‘3 = 17}% i’“a AATHE Zlolrt. TS o5 1840dd] FHH
o}

BES
3%, A% 7Y, 2% A%, 494 WAV AZHT 2o, of 25 B
= = Ao 71E A7 2

2) Katharine Ellis, “Female Pianists and Their Male Critics in Nineteenth-
Century Paris,” Journal of the American Musicological Society 50
(1997), 359. o] Hojx EAH o4 moUAEELS Z AR g2 AEER
A, 7}El7} & fjoj%(Cathinka von Dietz, A% &%), E2(Sophie Bohrer,
1828-1866 ©]A), m(Victorine Farrenc, 1826-1859) Solt}t. ZF QI Eo] o
st st A7fE Ellis, “Female Pianists and Their Male Critics in
Nineteenth-Century Paris,” 359-360, Z5F14-20 Z=x. dEA= EHdL 7}
9 2 3’'(Camille Moke) th4l ‘T}g] ZH A’ (Marie Pleyel)olgtl RE2&=4], &
A7} 1149] Azlo] BiRRoIX AFEF oFol7] uholtt. of FoHE Azixo)
HAE W2 194)7] #Hee] Fet|gat E3ke] MwkAQl =9+% Katharine
Ellis, Music Criticism in Nineteenth-Century France. ‘La Revue et
Gazette musicale de Paris,” 1834-1888 (Cambridge: Cambridge
University Press, 1995) %,

3) St it ditkee] Guld AT oS 5 OEAS HiEeE  AFEit
Berthold Litzmann, Clara Schumann: An Artist’s Life Based on Material
Found in Diaries and Letters, trans. Grace E. Hadow, 2 vols. (London:
Macmillan, 1913); Nancy B. Reich, Clara Schumann: The Artist and the
Woman. rev. ed. (Ithaca: Cornell University Press, 2001). ©o] ZoJA& &
oot ko] A7|SHAE0] AL 5 Feleb: nEd Zeee) 43 se|
et A o ohg AT AR olule, “uhse} Fu Alolo|x: ke st
o <ukE FA] ofg Al A ks, TAFSIEh 19/3 (2016), 75-112; B
—rE ‘St 0] A1 9 O dEad] e 884 Wi TEsket

3ty 41/6 (2019), 55-96. H]E—Er—‘li Zeteto] digt =9= o A+ F=E
Pamela Susskind Pettler, “Clara Schumann’s Recitals, 1832-1850,”



19417] o}4 ol H|2E0 450 HeF 229

9] AGE Hol J e Ql Wy, ‘GAA dAFE Holk “LEg| o
3" (forte woman)®] olu|A& ZxotH Hr| AHHQE]S FET At
SPUE 238S wR7|% oflrhd opA|et SetekE Hli‘cﬂ o] HL S&i%%
A Aol Ao 2N Zzko] NEAT 1F
Ste BAIE oP|E & Utk EE olEC gid 22 Ay Oﬂh_bl ?iféro <
AT & ¢t 18U A o]pE dol B2 AR A YHgh 15T
Ao)Azt ol gt sfAL FAoIUS7N? ol T B “'*EOHH FES
2 St 2949 AHE B9 o] Al dis) 1F sk A
golct, AL SoAoE AFEHA G wF A3 49
: 0}11”} A& A7) v &2 &oA 19| $=8of gt
I, T AT gE9] HE2RA AlAIA 199 HEA
E}Oo*ﬁ& BHE vigog S Hol1 9t}
71& A7 ZEtEe EUdE NEFoE gFEe 159 4o digt dE
U Hole o FHSIATh ol g A olE9 HIERQAE
(virtuosity)§ HAELL] BA &ollA A 2Tt AES 223t A

L o fd Ho

olt
to rfr %
1o
N
N
>,
k)

—_—

19th-Century Music 4/1 (1980), 70-76; Janinia Klassen, “Virtuositit und
Verantwortung. Zur Kunstauffassung Clara Wieck-Schumanns,” in Clara
Schumann. Komponistin, Interpretin, Unternehmerin, Ikone, eds. Peter
Ackermann and Herbert Schneider (Hildesheim: Georg Olms Verlag,
1999), 138-149; David Ferris, ‘Public Performance and Private
Understanding: Clara Wieck's Concerts in Berlin,” Jjournal of the
American Musicological Society 56/2 (2003), 351-408; Jacob Sagrans,
“Virtuosity in Clara Schumann’s Piano Compositions,” Musicological
Explorations 11 (2010), 45-90; Alexander Stefaniak, “Clara Schumann’s
Interiorities and the Cutting Edge of Popular Pianism,” Journal of the
American Musicological Society 70/3 (2017), 697-765.

4) AA= Reich, Clara Schumann, 177 #%. &= Ivan Raykoff, Dreams of
Love: Playing the Romantic Pianist (Oxford: Oxford University Press,
2014), 189 =,

5) Ellis, ‘Female Pianists and Their Male Critics in Nineteenth-Century
Paris,” £3] 372-377; Alicia Cannon Levin, “Seducing Paris: Piano
Virtuosos and Artistic Identity, 1820-48" (Ph.D. Diss., University of
North Carolina at Chapel Hill, 2009), 249-299; Lisa Yui, ‘Marie Pleyel,”
(DMA Diss., Manhattan School of Music, 2005); Lisa Yui, ‘Marie Pleyel:
Queen of Pianists,” EPTA Journal (2013), https://www.lisayui.com/post/
marie-pleyel-queen-of-pianists-epta-journal-2013 [2021¥ 12¢¥€ 159 F%l.
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o ol HEhet.
o] 2L A F BEoz TN A2t 2R s BdAn Setee g

T

et o5 EAZHOoR =o5ty|o] A BA] o4 Tob HIE‘ER
o] okt FFAFet IE0] EES IWE molrt FA Qe AR -
£ Zido] gt} o] dolAs Eday Sty *‘E?ﬂnz—ﬂ of
g ZFAFolA B2 159 EokE AHEY] ot} o] 2 FFAF
A 159 HERQA FA omx|7t gyt S FEAE 1y
199 Aol itk AS A A|ZHe] HlES AHE A
ot 29 =99 42 YAEY A HoA "X 49| HERQ
% L BAEQ F, T9 #HY HHE9] A, 27t F3g HﬂEBﬂ
O’Eﬂ GO et} olojA Skt §
EH 9 A OE YAES 9] BAE WA AWEL, HA
T2 02 Foqgh ‘oA EE}E} 9] FE& A=Yt EI St
H2EQAJEo] tjgt AshE 2|AEQ ojAlo] “ZEtet 24"Z S Ani
o, J1Rke] Al F7b At I A Ee WREA (interiority)ol] o
g GEOA 149 HIZEQAEE =TTt

fr e G
2
>
r>~
4
ro,
[
im
10
=
:(

6) A= H|Z2EQ AJE|(virtuosity)E HIEEQ 49 MY, EA, A 94 59 F
A Mdoz FoJota AMERitt. [EF, THAESL 1947] HI2RQ A &y, 5.

7) ‘St 2AL 18544 129 1Y TSR (Neue Zeitschrift fiir Musik)2)
‘NY A="(Charakterképte)ete OFEIEE S 5431 ol oS 18554
AZoA #ZF. Franz Liszt, “Clara Schumann’(1855), in Gesammelte
Schriften, 4 vols., ed. Julius Kapp, trans. Lina Ramann (Leipzig:
Brietkopf & Hirtel, 1910), 1V:246-249; <% 9&E ZFE “Clara
Schumann,” Dwight’s Musical Journal 7/1 (18554 49 79) &x. #i=z
reolo|EQ] 29 A (Dwight’s Journal of Music)& E83] 793 BZHAQ]
Agol TS 7]‘551‘3 HAE Zotxdoltt. “Etet 24 oAlolof gt X =
9]= Flizabeth Perten, ‘Liszt as Critic: Virtuosity, Aesthetics, and the
Artist in Liszt's Weimar Prose (1848-1861),” (Ph.D. Diss., Brandeis
University, 2014), 66-112 #Z.
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o} Hoh HZFeAE0] FoFe UBe] ATrE Fohe o] e A
B4E AU 25 AH 999l A5L Hol TFAFHNA S
]

2o wopu7} opyl Roj 9jo] 1

ot g AFol7] ARt shA|g
JE9 ‘FEAFI e ‘aWE mop': 7t BEAE 1 itk TTAF
£ O59] 34 FYolA ATk e g5 189 A'S Y FYE
FE= AW AulstA] ¢ %‘:} AHA F 2 194171 AlZE3Kvisual culture)
AqtollA ool FH FYof Fostr ¥ FAEIE ot HPot=
At EC] W F 7] Eﬂ—roﬂ 71& QoA ARoks 189 A AAE =
2ot =9& oAl A5Eo] golthd) T 2 EAE AF AF% 0E 3%
A3 WLl EAE(benefit concert)olA oA FofAEEC] HYH &
WAl 159 =3t Hads AdEE2 E HE7HEY A=
#A £ AE A= 84 FﬂéE-‘l‘r gH23 2 G HER
47t o] AHEZE Aot H TAL FFS sHA|T, IAS IATT] o
d H2R 47t 5HH A7 He 740]9«14 EEﬂ"U o] Aer 119
B2 o] HoA Hojur] YEJUL, o] FL the FEoA FAHHOo
2 AW EIA gk
J?ﬂJE HoleE = oA B YA 1830-1840dH] Fotle A%

o] AT AA0] Ahol ot o7l ElAmEAY A0t THE
”10} = YUEOlE motlkHt o 3l B2 58S ALst 35

2312 Agst 'GAZ ZAE 7|9t} ol= fAES} g2 39 AMA
Ql 1837% AEA 2 FHRl S FRIT 4= Urh10 Jvd JHE 1

8) Temma Balducci and Heather Belnap Jensen (eds.), Women, Femininity
and Public Space in FEuropean Visual Culture, 1789-1914 (Surrey:
Ashgate, 2014).

9) Fop ot7]|et HFAEEAY Ao WofAl= James Parakilas, “A History
of Lessons and Practicing,” in Piano Roles: A New History of the Piano,
ed. James Parakilas, with E. Douglas Bomberger et al. (New Haven:
Yale University Press, 2002), 137-144

10) 1837¥ ZEo| gt =9+ Dana Gooley Virtuoso Liszt (Cambridge:
Cambridge University Press, 2004), 18-77 =,
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ohizol | HESH: oy HERosd BAS ofgA ML AT o
£ geitt g dohe AFE 1947] 049 dolEd F shte ek
GAT T4 AU FH daSdol 15 HgHE BAUY A2
Yt Zolgith1D H8o] ool B'e Aedaele Aolehs G Afae]
o] ¥z I wohit P12 o4 oSS B9 15 o9l
oot AAAHE B3} shist H700] Relvt giek. olst @l oy o}
= UZEQASY HA2N B /A 5L 2FE IAC wohgt 4
FstA BIAAA sl Zolgie

?

9PA o] 29 EQolA A4 18454 BolAXY o4 o vlzx
£2 FH 2o BFL s} A1 DA YFLS PolSAAE I3
Zol A HIEHE oY EY ARG T & k. o3t Aol S
3} 2oyl TEAFOH WAL 19T M2E0 s AL Jo2 Ay
£
HIZEQA ZHw
1. SYae

RN A9 MEEes Adeld FHOR
3

a2 Xl%% Z GHAA] g2 v2RAolA| Tk FA| ofEl S 2 o)A
}_

=0t WA HET| 20} fEg mrIste] oA ofuf¢-

SHA| =i
29 /\U]——(Harnet Smithson, 1800-1854) tt2o02 & tiA] HlAIS &
o d&ert2 FHE HEHSH] Jrt.13) o]ojA {3t Totie A FARI 7t

11) Lucy Green, Music, Gender, Education (New York: Cambridge
University Press, 1997), 116-142. 194]7] $9 ZA A FTof st =9
= oS A+ #XE. Rebecca Rogers, From the Salon to the Schoolroom:
Educating Bourgeois Girls in Nineteenth-Century France (University
Park: University of Pennsylvania Press, 2005).

12) Green, Music, Gender, Fducation, 26, 54-55.

13) Katherine Reeve, ‘Primal Scenes: Smithson, Pleyel, and Liszt in the
Eyes of Berlioz,” 19th-Century Music 18/3 (1995), 223-225: David
Cairns, Berlioz: The Making of an Artist., 1803-1832 (London: Cardinal,
1990), 1:125-132.
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d

I Z¥A(Camille Pleyel, 1788-1855)7 A& oL} 4dojgto] ZAds}
I, FHAEHRY AWEC] EE0] ooAHA A7 € H2ERQAo7|k o}
o} &5t AR ol#fgt ARl ATHES 11199 ofF Tt vk, AEfe} §HA
A A5 == est= AU

SHATE H2E Qe ARA EYdY AFe IY9 AHBEE do] & 55
Hhorth. 1839-1840%d, 18441| HollAl 18454W Alo|9] 3] AF= AAH
ol H|2FQARA I99 YAE &3] sk o 7|5t} 14 o &
a2 gH=239} 2AEQ golHREA 1G] AJZgitt15 18454 1tz
9] v|g7} EZALE(Henri Blanchard, 1778-1858)= ZYd& “ZAEQ}
gH| 239 HAoHs B 55 Edlote mot AEo|ty gty STt 10)
FolEtt EYdL ‘o HAE'Q} HgThs HER QAT 184549 g &
A 2s(La Presse) BAZS] ofujolw Afw A2 HAo|RE 7MY ZA-YAER]
A 22 (Delphine de Girardin, 1804-1855)2 FQ HA Iotr HZEQ
425, & gH23, g2E, &9, §=2X(Henri Herz, 1803-1888) 52 4
s

9213 u) 9L oy WEFoLel BHAE A AFSHEELI) 18 oh
o SRS elaEe} 2o oA, Hos| ol oA hA] AR (siby)

14) 1839-18409 9 Fol9 AS, AEHHZRZIHT ofe} glo]ZX|5], =
24, Jlof o]ojA] FloE(Liege)?t 19 EAXAE HFHM(Brussel)ollA 4
&I AFE FPoFF T, 1844-1845E AF Folo A EFA nielE AX A
A7 FHE EE€Y g3FQ 28 At o E e "Wyl HHrl
HE](Francois-Joseph Fétis, 1784-1871)9] 2 1848\ EFA 4 2oty
mopi3ko] H o APEHY ZFT motk WEAEA EokS Ho|r|k o}
A}, Levin, “Seducing Paris,” 258-260.
1839¢ HEHE 2R 2T EH239} gy, 19 JdFE E9E B ofY
2t 19 AAsks AAR AZoNA 2HEE o]Ao] ofmt Hd H|2FEQ A0t
Fzo 442 thdo|d A Zr}. Levin, “Seducing Paris,” 256.
16) Levin, “Seducing Paris,” 279; “La pianiste sans pair, rivalisant Liszt et
Thalberg,” Revue et Gazette musicale de Paris 12/5 (2 February 1845).
17) Levin, “Seducing Paris,” 291-292; “Vicomte de Launay,” Za Presse, 25
February 1845. ©o] ZHo|A XZE2gL @23 & d|=2=(Henri Hern)=
HEZL &2 AR, ZAEE AR Y Zo] 7449 HER QA0 FHE T &
ol2 A7 BAP XFE2Pg 1o dH(Emile de Girardin)Z
7 2AEQ 19l ulg] thFE(Marie d'Agoult, 1805-1876)2] A=9] FQ WH
ol7|= 3ttt Alan Walker, Franz Liszt, 3 vols. (Ithaca, NY: Cornell
University Press, 1987-1997), 1:386.
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1839-1840d A+ =3J9F 18459 Aol ASEHl = ¥HH, olojA &
LEQLS] WA £HolA BAE 49 HZRAEE AHE.
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dle) o Aghe Word AL Tud WeE ok £EH AE0] o A
7 H R g A o4 2Eeasold] § A7) vhgol
o wlebd 183149 A9 2 e BT BB/ Y WSeex 12
A Aot HEF LR SXE, I YA EFARR T2 H|E7E9 #H
A Bdde AT olxf, "2 WMoPAE", “§Fsks Woh]AE"gH
7 o]t} 18)
A4 HlEES&’\ YR 99T “§I oo Golk AR 9 ®
Zo| AUAThe Aoz duEn A3 1 AFA) AHHS s
oz 48R St e o] 2o EHE EAUe olm %A T4
o GREIE HolSE WA S ek FHIRAE Aol wESIA

g Sdde] AR5 Tdel P4 B Y BAT 19l o2 o
AAA S A Bk AT Sisick B ﬂa}am 18304 v}
2 % ¢Foq S g4 Tte 4TS ARAT SHATE o

Z2oA FA7F HA EeF HLe 1 "HkZolg & £ ohq. 19)
D A+ AlASHvisuality)s 19| oSt vRo] digt ¥4let g

18) HE8| 229 HAHA HHL Reeve, ‘Primal Scenes,” 225 FZ. AUL&H EFAF
29] AFL Ellis, “Female Pianists and Their Male Critics in
Nineteenth-Century Paris,” 368, Z546; Henri Blanchard, “La pianiste
au jeu coquet,”; “la reine des pianistes séduisantes,” Revue et Gazette
Musicale 12/6 (20 April 1845) Z=.

19) Levin, “Seducing Paris,” 264.
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52 "o 3% Aol HQUth20 18459 3 9Ho] i “[ZEd
(Moke Pleyel)l& &+ A& F&EHA gth. ZA= IUE Hopt gty
FAAt2) o] A2 piHRobert Schumann, 1810-1856)°] HAES]
AZBLE AxI g 471N o] 9] AT7Iel Rk H|ZER Q420 Al
Z15tof| gt A7 ok A AN ZHzZto] 9Julste Hie AS HETh
EYAY A1 Ads o4 otk H2RQ Aol 2 & Qe A(h)A
l 8452 WxEska Q7] WEoldh odd 18409d "FAE d=.9
A9 RolA T AA, & " Ao 717, A% 5T, HE |
2", “AHRL ojn, P& & Qe A" 5Ol :vaﬂxqoi HAME S el
S 4= QUrh22) o]3l HlP 2 FA| 2R QA0 ‘F o titt 953 wEdd
A g HERRAY] 2 HE HdZ ¥d 5 A HA

T, S D2 4440 WiES gol A 1 ZTE] FAE 25t ste
H2E QA 18459 EHFARE = & ool fjdigt A&7t
ojgoltt. 11;__ A& oA} olffeltt. Y7t mopkeof U wl A7t ¢l
23t 2. 28 22 oA HE”\FEL “149| ofFthe 349
=" AH 5}‘11 %1_‘:‘]9} HES Hole Ees HPAT, I8 EZARE FA
g4 HE7ES S 9] 944 00}65—} ‘a* 34 TE A Ho S35}
71% Stk @444 HEE T2 HUAEL, oA “olgEolRlEe] QALE
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20) 2949 A4t gt H|EE& H|ESto] H2R A0 Fol AFo gt &9t
I FE2 g dF #H=E FdEF r?‘qéEQ} 19A417] HI2EQ4A TE,
157-163.

21) Cveji¢, Virtuosity as Subject, 248; Adolphe Adam, “Concert de Mme
Pleyel,” La France musicale 8/15 (13 April 1845), 114-115.

22) Cveji¢, Virtuoso as Subject, 249; D. G. W., “Music in Dublin,” Musical
World (16 May 1846), 225; “Madame Pleyel,” Musical World (23 May
1846), 237-238. o] 9] H]EoA A gojo gt =2+ Katharine Ellis,
“Berlioz, the Sublime, and the Broderie Problem,” in Hector Berlioz.
Miscellaneous Studies, eds. Fulvia Morabito and Michela Niccolai, Ad
Parnassum Monographs 1 (Bologna: Ut Orpheus Edizioni, 2005), 29-59
x.

23) Ellis, “Female Pianists and Their Male Critics in Nineteenth-Century
Paris,” 376; Henri Blanchard, Revue et gazette musicale 12/5 (2
February 1845), 38.
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TS S&oAT EHdo] HA HIERRA AEO HFP H|H(Carl
Maria von Weber, 1786-1826)9] Iolx FEFF KEZAZEFE>
(Konzertstiick in F minor, Op. 79, 1821)& 458 u A3t HAZ 5
g5 H=Y olg% HHAAE o wiY, ofFthE A, fofgel
UL, TE FHOAN = AFY olFRS FESIL S5t A Avish=
42 o] Q= 949 KHEo] AxHh

YAES} HgTte o4 HERQARY WA= 7\]—5?—7‘40104‘:} 18394 Hl
oA EAHo= ?“i £ T o "o YAE"THI EFI, 1846 U&T H]
Hed wo= "9f7]9] ARt &% E}_]_ 9 5104‘:]'25)
1845 EFAFEE EY9S "Hohno] ofolZtal HotHA FrjolA Hel
T 9] ARESHIL A4 WU R ofye} tigd, HyAE Z2 ool Y,
F9 BE oo it P4aA BATE Hi Fs] v ektt.20 °]
T2 X4 etAZ(Musical Times)2l 9H9 A7l= “§-A%H £23} ok
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84S BdsH 24| Foll AAE F= ol
AARE € Y&Ed Hevke 58I o444 forty $44
HE BF AAske 9% 2 A o ¥ 4y £ 5 A

24) Yui, “Marie Pleyel: Queen of Pianists”; Le Ménestrel 12/19 (6 April
1845), 1.

25) 99] QI8FE= Walker, Franz Liszt, 1:1281 &=, Hel A&+ “Reception of
Madame Pleyel by the English Press,” Musical World 21/21 (23 May
18406), 239-241 =,

26) Yui, “‘Marie Pleyel: Queen of Pianists’; Blanchard, Revue et gazette
musicale 12/5 (2 February 1845), 38.

27) Yui, “Marie Pleyel: Queen of Pianists”s Musical Times, 1 September
1894, 589.
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Zd0] HeF 5 o] T P HAE P FYL Holk Aolgith o
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Aot 1830 129 o] ¥o] %L o) PAES} & Teo|A MEA 5
9UEk28) ofu] BAEL 1 EAE wEslel of AFIolH BAL A7
3 At BADS I8 olo] A4 AFE ofBA YIHOZ olTolob
A A Aok & 2 % WISt Aolth. olid 4L vt B4

Dito] BAL oprh vZEQATo] 2IFHA A AT FAL B
A 435 Agi ol % BE % oU2EQAv} FFATIN RS
Mok, olf] AR Wkt MZEOAL FAF AFAZ 1R 9ol
w2,

ShAut SAlAe] Hae gEith A 9A ARl Tuk W A% A
of YAES o]y BH|=et ARHA 1 AL AL v=ZEL

A%tk o] FA EYE AFol tigt HAEY AFH AR 19 dRlo]
A ute] o (Marie d’Agoult, 1805-1876)°1A Ell W9 xxoA WA
o} o] F 1839¢ WX|o] WEH YAEE GH230] S S o o
25 QARSI YRE Aoz mrotgct 29 Ty 2HAle] HAS FiE
Pl A2 SAER ARSHET 1 9ol H&E Hol= AS ¥
2t} o] A% ZAEY S Bof Aot I S AoA 35
A7IeHA] Wetal FokA FP oYU Id= HAETL HAE(Pes)E T
g fj71A] 7lthen AFo6lr|E A0 o] HRhY] BAoM HAEE 11
w9 oot &S BHgS Aol

S99 A5 Wl B AES EE3 Flo] l9ih fl9] A olF &

28) Walker, Franz Liszt, 1:281.

29) 1839¢ 12€¥ 199 ulgo|A] BW WA Franz Liszt, Correspondence of
Franz Liszt and the Comtesse Marie d'Agoult, Franz Liszt Study Series,
no. 14, introduced, trans., annotated, and ed. Michael Short, Serge Gut
and Jacqueline Bellas (Hillsdale, NY: Pendragon Press, 2013), 139-140,
Letter 164.

30) Liszt, Correspondence of Franz Liszt and the Comtesse Marie d’Agoult,
139.



238 2

et

=
T

A d2 JAEA tA] Holrba A4 Ao PAET ded A HE
i, YAEE &8 I8t NS e U2 ofF dolste Aolzh &
Z514 ARFAG A 23D 1 AFojA FAEL F2x209] EQ]
<g9d g FA ot W= WEYA>(Variationen iiber ein Marsch
aus Wilhelm-Tel)E T Aok 1ug TLH 1 AF3= 2 4T
AT A2 EYFE9 T A SHAEZE I9oA Ho & #Ad
tE ZZst7]o] ool Qiiek. "2X o 7Kl HAZ i (Revue et Gazette
musicale)> “°] At 7P ZH|EL o|opy] F STt ofd7? BAETL
ohgt ZE|dolA §l AF9 2 dol & A2l YA Sl ESCE
IE9 #AE dAsict.32)

ZAESL EYEY AYUd A= 19 HWEA] <2uk] I (RE
miniscences de Norma, 1841)& BolAE ¥AHAY 11 &2 18449
E9| oA AH=EHA SHAI7E =33 H&o] HAES dF HA= Ed
Aol 58Z A =EoA . o] AN 1= "W Hlofst=, mEA <l
A Aotal, 19| "SEE, olEHAERE 75 T WEA|T}
7V 08 AFHAd AMELS AZ UEWL 7Y
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31) Liszt, Correspondence of Franz Liszt and the Comtesse Marie d’Agoult,
139-140.

32) Levin, “Seducing Paris,” 272; “N'est-ce pas la une des histoires des plus
intéressantes de ce temps-ci: Liszt ouvrant les portes des salons de
Vienne a madame Pleyel?” Revue et Gazette musicale de Paris 6/71 (6
December 1839).

33) o4 ofuteo] mofAEA ANYET WWELR] F=9] TIPS FACtotd EHA
22 Ax folUAEA A4S WEAE AAsH= At gEbEolA= gt
A¥=, “Liszt’'s Composer-Mindset Response to the Critique of Opera
Fantasy,” "29=tt; 38 (2018), 161-164. S oA IFH A v25Ee 4
E9 #AEFE2 o2 AHEIECNA B FokE £ Uk 1832d EYE E(Salle
PleyeDolAl A 2] HfE & £982 th2 o] <=E>, Op. 95 EdFlA
ARTN T2 oo EEdY A% ZIBYHE <4W uEE7}F Op. 12000 9
St WERX|S} MR >E JHoA A3t o] dFHE AEE2 LY w74
a2y 52 A% AT & 4 Stk YAE9 AL <k2rk9 4>
I gEo] ® UE H|25Q94 ZEQl Tarantelle di bravura d'aprés la
Tarantelle de “La muette de Portici” d’ Auber (1846)%= HA3IAT}.
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F(Emile Prudent, 1817-1863) —40} H2EQ A A&Ao|A(showcase)s
2 FHEUE A% 1 F w4 I AES0] Uk o ofd #a
ES] <21k 34>d} 19 WAl AFE AAsHA Lzl HHol o
o PFZ EAZEFRE SO} oS YA| o}y HZEQ 2ol Mg}
A" FE AHERE FFHAT0 FoEG o] AEES FA] AT A
= YAESS] Ao H|Fo] EF I E thE AE HoFT|® It

L

UA M2Fen AR BAZE Y2/ I 2 SUE oI
2 2071 Ak B4 E AZE AT Mageas 2 fadl o
ArETe} HESH, Bl oAAET S} ARG 4 PO A% o

oL HANC, GEASR YAES “Fob(rarhorso Y WY
CEAZEH#E>O) @37h 2YThY) }EAS FES WPOR PAEL of

34) Charles Suttoni, “Liszt's Letters: Reminiscence of Norma,” Journal of
American Liszt Society 7 (1980), 77-78; Le Ménestrel 11/10 (4 February
1844).

35) Levin, “Seducing Paris,” 284: Le Ménestre/ 12/18 (30 March 1845), 1845
9 49 19 539 ==,

36) A8 o4 motHAENA ‘At HHED:= HEH old ATt AEE
o|ltt. slol&, HEAEE, 4 &2 ZAIUEY ——71"%3 7H 2 B X2 ZAIFR]
HHOoR Z‘j‘éﬁo qgdS Ho F= AHEE I vHH, dgFQ
HE2R0 A ZEQ] euzt WeAs 11 AAZE AHEHES FR517] wo ¥4
MZR0 oA He] APgolgl e itz oA 150] B Zeo] A%
ol= Y HEZ|FTr. Christine Battersby, Gender and Gemus Towards a
Feminist Aesthetics (London: Women’s Press, 1989), 3-5, 10-11; Ellis,
“Female Pianists and Their Male Critics in Nineteenth-Century Paris,”
361, 364.

37) Dana Gooley, “Warhorses: Liszt, Weber's Konzertstiick, and the Cult of
Napoléon,” 19th-Century Music 24 (2000), 62-88.
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32 WA °ﬂ%‘—°ﬂ A= }%
BEe AU <ZAZERES>
ok Wi Mg £ gIgkE Aolth I 2|9 Hlf"sﬂﬁ} Zé%i a4
oA o\ AAE BHE7? AT G, AXEAY EHA EI AL
Efo} "FRohE" Ee I4E AuskeT vEResz SV H9lth39)
o] B2 oA AuE EHA] FAHRL vhelol it W3t W oy

EF Z Bl Al TP dAEAslolA EAE felH]l 9E 9] T A
Rk £ 5 Qlrh40 A EF AL FAEY] eE2rte] > KZA=
EFE> 4F oA H44 e 8she 2et et ZA2ES
Bl AdEsta, 58] e|AES Edolurtas] AEES HEsv, ¥4

< 7s €A 2HE AE 5 AT

3.3. 1845 HIEH FAE|H|A 9 Fof
184549 Z(Bonn)olA ddl HEH HAEEL 2AEQ} EH A =53 &

38) Levin, “Seducing Paris,” 289. 9|4 Alg2% Ellis, “Female Pianists and
Their Male Critics in Nineteenth-Century Paris,” 359, Zt54 X,

39) Levin, “Seducing Paris,” 290. & I&7+= ZZ “Elle a lutté avec un
nombreux orchestre” (Le Charivari, 6 April 1845), “Rien de plus beau a
voir et aentendre que Mme Pleyel dominant |'orchestre des Italiens” (Ze
Meénestrel 12/19 [6 April 1845]) #=x. H¥12 T3t EYAF2Y] HojA ZH A
o] Zo9] AIAF AA9 ZolE 2 + e He HoEthe FolA YAE
o] 79 Bo WY AU AFE HoiFE YL AL,

40) Mary D. Sheriff, The Exceptional Woman: Elisabeth Vigée-Lebrun and
the Cultural Politics of Art (Chicago: University of Chicago Press,
1996), passim.
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1 RE ASOIA Holut AR A3 Asve 7194%} ) wepd 27k
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et A&7ks F AR Sk ) BAAL WAEe Tere A
e EAES SAAG o2 YAEY <wAEE e

(Festkantate, 1845)7F A% += 9v] Sl= ATt L] EH AL
2EQ9] 9] ApAo)z} FA H| 2R A0 AA il K ZAZEFED
= A

oid Aol tigt vjgo dREL FAES JFHAT, SH|EAE &
AL HAEL} thXAZ] g AHEI7F itk B|E7E= 2AEQ] ZHEEF YA
¥ AFHO A ‘7“33?3: o|FA] & stal JAdsto] 7HA|7}F glekal S=oHA Bw
lo] A= olFA Ittt
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41) Walker, Franz Liszt, 1:417-426.

42) B o7]oflA 7gst Zr7te] olu A= AT Ui Eo}t g H|H7Eo]
715t TrEo] 7t tigAdeldt. H2F e Ao it Hek¥Ql Bt &3 O
o] TtEo] 7h= 2 APl EXY AFAEG VIR 1S ®otof s
ITEL :L—-o] XH ]-h _0_01—;<-1 7]E<}Jj\1:]- o].;qtﬂ- o] 71—0 7]Tq] l‘ﬂ/\E‘—- 1:1—01
—5‘] U]7]—o]— /\tﬂ- ] q_

43) J. W. D., “Something about Brussels,” Musical World 20/43 (23 October
1845), 5006.

44) Walker, Franz Liszt, 1:423.
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1. S99 22

A AE 2 E99Y 2 U2 vERes HEA Aolg Helt.
o2 dHo] AF LErUolA Hlwvt HE SRl o S A 250

A A A(Ignaz Moscheles, 1794-1870)= 229 <8 F&9
2 ZY o] Aty A7) A= BeT ds] vt BT FHo| Q)
th47) o]52 E3F AR A QUG 1840W EHIEZE fputolA Hdl #H

QA Felehe vBASY FHS W) A B A4S EX o
o3 ol £AT A4S T BE e T AE5S HolAlok shAw
ol AL nhge] AAT 1} AAle] That BHY B HA Sl gigiol
£ 1] FE A4 24 22 203

= N I=]
ARE HHT 3401 213}. 1839-1840% =3 A
g

45) José Antonio Bowen, “Even His Critics Must Concede’: Press Accounts
of Liszt at the Bonn Beethoven Festival,” in Franz Liszt and His World,
eds. Christopher H. Gibbs and Dana Gooley (Princeton: Princeton
University Press, 2006), 479; Morris Barnett, “Nine in the Morning,” The
Morning Post, 18 August 1845.

46) Bowen, “‘Even His Critics Must Concede’,” 468.

47) Emil F. Smidak, Isaak-Ignaz Moscheles: The Life of the Composer and
His Encounters with Beethoven, Liszt, Chopin, and Mendelssohn
(Aldershot, England: Scholar Press, 1989), 104-105.

48) Litzmann, Clara Schumann, 1:272.
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(Nancy B. Reich)iz o A& % B402 chen JAEd] dig 199
RO 28 BETh AW PAE A AYHY AF wRo] B
Zefete] igto] o LKL Welold), gh, 159] Z¥o] o] o Aol HH
A Aol HAlth 18484 SAE EdAde] Y el A W
e wolth o] AAL & FeA YA A th 24T AN}
9]t} 52)

&

49) Yui, “Marie Pleyel,” 80-86.

50) Liztmann, Clara Schumann, 11:26.

51) Liztmann, Clara Schumann, 1:149. to|3|(Clara SCbumann 194-202)=
1838-18561 &< Setetel fAEL] Ao A 2E U TdstHA &
7hgtct.
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T Alolu &=lal B Aoy thEfl= HF LY (Richard Wanger, 1813-
1883)5 &7 wWEolth. H=o] 77 M2 Folkr AHS XAt
Ao YAEE 11 Z9% “gho|ZAs| A ekal H|mHth o] T2 g
Al A= (Felix Mendelssohn, 1809-1847)0] AF43st 2% 19} dZAEE 47
9] FoF SEZMA H|#st= Aot Ao g WohH, 7k n[ghdo s o
Ao 9J9ld ulolojHlo}(Giacomo Meyerbeer, 1791-1864)2 <33t=
oJujo]7|& s3It} olof FHt AL et BE-Z 73, Od FAEQ
AFE BRYL I mEP oW, Ao S oA S HAES £
ot} gtal AASH7|7HA] et

o] 1848W AP 11 W-&o] 4335 Tt olojA Fu|FARtE F7to] £
EX HAE ok Ax UZE dFol Folof gtrh. shARt F23%k AFE o]
AOE QI3 159 ot Adfo Aot ¥ AlstE ZARte] AE 4 &
dholl gl A%l &2 Zolth 18500l o|2H fAEC tigt Ztete]
Adjzto] ¥ AuestA tEdtt. 119 AEFE2 TYA “A™elR] EFst
37, B3] 27 oAl AT «BER AUERE(1853; 185490 &%, 9
e ©Ed] olsiHA] Y= 4TS YAE AR oA omF
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gre S0 AT ol IBL W PATHT AR

shil, Seteto] M9EAQl dEoks Y BlAEL ASUT Brisch A

52) o] g3l gt 2 714 WA F YAE &2 E-AYEF(Hall-Swadley)9] #1A
o] 7} AAlsttt. Janita R. Hall-Swadley (ed.), The Collected Writings of
Franz Liszt, 3 vols. (Lanham, MD: Scarecrow Press, 2011), 11:27-28.

53) 2 QUALFE Reich, Clara Schumann, 201 &z, T WA QA_FE= Walker,
Franz Liszt, 11: 157 ZZ&.

54) Ag F 18TE 18514 FAZE oA 9] dolx upx|et Q18 18529
o|x X8| A 9] ¥o|tt. Litzmann, Clara Schumann, 11:27, 31.

55) 2to]sl= o]F 15°] AL TR gdthal FA|WHReich, Clara Schumann,
202), ¥YAE aE0] ‘AF WA Aoty FASIHWalker, Franz Liszt,
11:343).
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56) Reich, Clara Schumann, 201; Walker, Franz Liszt, 11:342-343.

57) Reich, Clara Schumann; Ludim Pedroza, “Music as Communitas: Franz
Liszt, Clara Schumann, and the Musical Work,” Journal of Musicological
Research 29/4 (2010), 295-321; Karen Leistra-Jones, “Staging
Authenticity: Joachim, Brahms, and the Politics and Werktreue
Performance,” Journal of the American Musicological Society 66/2
(2013), 397-436.

58) Reich, Clara Schumann, 264.
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59) Reich, Clara Schumann, 9.

60) Reich, Clara Schumann, 271-272; Pedroza, “Music as Communitas,”
296; Leistra-Jones, ‘Staging Authenticity,” 399, 427. Z& /Ng3} uv|gho
gt =9+ Lydia Goehr, “After 1800: The Beethoven Paradigm,” in 7The
Imaginary Museum of Musical Works: An Essay in the Philosophy of
Music, rev. ed. (Oxford: Oxford University Press, 2007), 205-242 &=,

61) Litzmann, Clara Schumann, 11:110; Pedroza, “Music as Communitas,”
310.

62) Pedroza, “Music as Communitas,” 296.

63) Pedroza, “‘Music as Communitas,” 296. ©|¢} FAlo] §38 HLe mA
(April Prince) 2 HU|UAE SAE9] A[Ztof|A gols|el HEZAZ i
= dsie v tiido] "ot o AFAe “Apr] BEAolgs AL Tk
ZEXHof| A Hol= o4 AF FAA, & FojolA 19 A, A4
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Al ] ojfgt WA Edkgts WA AUl Es 19 ZEo| 149 A
29l 5L ®iStAtIE & & Aoty FASI Prince, ‘(Re)Considering
the Priestess: Clara Schumann, Historiography, and the Visual,” Women
and Music: A Journal of Gender and Culture 21 (2017), 107-140.

64) Reich, Clara Schumann, 264.

65) Eduard Hanslick, Hanslick’s Music Criticism, trans. Henry Pleasants
(New York: Dover Publications, 1998), 48-49.
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66) B E(Perten, “Liszt as Critic,” 1-2)°] w2Z™, “Jigg = ”% 7H§E-1 ZA}
(character portraits)2.2 o|af|&dt 4 %11 o] /gL 194171 = ] St =Y
£ FXE Htgelt g AEY O}ﬂ = E3F o] 7ido] BigE £ Aol o]
olElE AlFZoA = 6HY A= EHﬂEE THRobert Schumann) =

#9HClara Schumann), S8 2Z(Hector Berlioz, 1803-1869), HA(Adolf
Bernhard Marx, 1795-1866), 2H|2ZE I&=(Robert Franz, 1815-1892), &
BB A7](Eduard Sobolewski, 1808-1872)°|t}.

67) Perten, “Liszt as Critic,” 97.

68) Perten, “Liszt as Critic,” 99.
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Abstract

Constructing Their Own Virtuosity:
Marie Pleyel and Clara Schumann

Kim, Hyun Joo

A group of female virtuoso pianists appeared suddenly in critical
discourse in mid-1840s Paris, receiving attention for their
repertories, their style of interpretation, and the way they acted in
performance. Whereas previous studies on women performers have
focused on the gender-associated challenges they faced and
overcame, or the excessive skills they showed to «cross the
“acceptable” behavioral lines, this article investigates the distinctive
strategies women employed to create their virtuosity. Drawing on
the specific cases of Marie Pleyel (1811-1875) and Clara Schumann
(1819-1896), especially in light of their relationships with Franz
Liszt, this study examines the public personae of these virtuosae as
portrayed in critical discourse and performance accounts. Pleyel,
dubbed the “female Liszt” and the recipient of his generous
support, accommodated his suggestions and participated in
Liszt-related events such as the Beethoven Festival of 1845, while
attracting the audience and critics by using her charm alongside
her performative power. The priestess Clara, in contrast, differed
with Liszt's view of virtuosity, as explicated in his essay on her,
displaying her own strategies in the composition and performance
of the fugue as well as integrating interiority into the virtuosic

pieces of the period.



K-
B

—

NH

266

1 2022. 02. 28]

=S A ALY

18]

2022. 03. 28]

2022. 03.

[

(AIr ey e:





