
 

  

 

 

 

 

A Brit in Vienna: 
Beethoven’s Broadwood Piano 

T I L M A N  S K O W R O N E C K  

THE EARLY HISTORY OF BEETHOVEN’S 1817 Broadwood grand 
piano provides valuable insights into the Viennese piano experts’ interest 
in, and opinions about, new or diferent ways of constructing pianos. 

But we cannot now decide what even its frst observers were unable to agree 
upon: whether it was most of all the English design’s otherness that intrigued, 
puzzled or even repelled the Viennese experts, or the odd combination of 
the instrument’s modernity, as some seem to have perceived it, and its old-
fashioned treble compass.1 

Some established Viennese piano makers competed to gain access to this 
instrument and carried their conficts into Beethoven’s living room. Te piano 
soon became famous, not so much because of any of its inherent qualities, but 
rather thanks to the renown of its owner. Te latter circumstance has generated 
a fascinating stock of documents and anecdotes related to the Broadwood, and 
probably facilitated its preservation in a relatively intact state.2 

Te instrument’s reputation as a Beethoven relic began to spread (somewhat 
prematurely) during Beethoven’s lifetime, and with his own assistance. When, 
for instance, Ignaz Moscheles borrowed the Broadwood in late 1823 for a con-
cert, and for some reason omitted to mention its owner on the program, this 
peeved Beethoven.3 Te composer was clearly not overly interested in Mosche-

1 Beethoven’s Broadwood has a compass from CC to c4. 
2 Many descriptions of parts of the history of Beethoven’s Broadwood exist. Much of the available 

information stems from Tayer’s Beethoven biography. Te Broadwood-related content of the 
German edition (Hermann Deiters and Hugo Riemann, eds., Ludwig van Beethovens Leben, von 
Alexander Wheelock Tayer, 5 vols. [Leipzig: Breitkopf & Härtel, 1907–17; hereafer cited as BL] 
difers somewhat from the English one (Elliot Forbes, ed., Tayer’s Life of Beethoven [Princeton: 
Princeton University Press, 1967]). Some of Tayer’s information was later corrected by other 
authors on the basis of other documents, although it still infuences researchers up to this day. 
Tis applies, for example, to the summary of the Broadwood’s history provided in György Gábry, 
“Das Klavier Beethovens und Liszts,” Studia Musicologica Academiae Scientarum Hungaricae 8 
(1966): 379–90, which is otherwise informative but relies squarely on Tayer’s compromised 
version of the early history of the instrument. 

3 Karl-Heinz Köhler and Grita Herre, eds., Ludwig van Beethovens Konversationshefe [hereafer 
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les’s intention to play the instrument for its own sake (and to have it compared 
with another piano from a Viennese maker), but he wanted it to be brought to 
the attention of the public in proper connection with its owner—himself. 

Beethoven’s Broadwood was frequently out of order. For many of his con-
temporaries, this fact mattered little. A relic can be viewed in a diferent light 
than a concert instrument. As Beethoven became progressively more deaf, 
observers of his piano playing began to show ever more tolerance toward the 
obvious shortcomings of his pianism, re-formulating even his pianism itself as 
a relic. Imperfection was becoming part of the authentic Beethoven experience; 
it became one with the way the composer mistreated his piano and with its re-
sulting state of disrepair. Consequently, it is difcult to extract the Broadwood’s 
real voice as a musical instrument from the sources, and to assign it a proper 
place in the history of Beethoven’s pianos and the piano in general, although 
very many documents underline its curiosity value in considerable detail. A 
frst observation to be made here is that this is to a great degree a function of 
the original sources themselves. 

Beethoven’s conversation books are an invaluable source of information 
about the Broadwood. A reference to the new piano occurs on the second page 
of the very frst extant conversation book from the spring of 1818, before the 
arrival of the piano in Vienna. Te books cover the entire period of Beethoven’s 
ownership of the instrument, albeit with signifcant gaps: in addition to several 
shorter periods, almost two-years-worth of conversations from between Sep-
tember 1820 and early June 1822 are lost. Sadly during this time the instrument 
does not appear in any other Beethoven documents. Te familiar notion that 
Beethoven’s Broadwood was in constant severe disrepair is certainly infuenced 
by this lopsided source situation. Te period in question, the third and fourth 
year of the piano’s existence, coincides with the composition of Beethoven’s 
three fnal piano sonatas and the Variations, op. 120, the assembly of the Baga-
telles, op. 119, and the correction of proofs of these and other works. During 
these years, the instrument must have been in frequent use, and is unlikely to 
have been in very bad condition. 

Apart from the conversation books, various snippets of information about 
the piano can be found in some very well known reminiscences and anecdotes 
from interviews, diaries and magazine articles from throughout the nineteenth 
century. Te majority of these are available in Tayer’s biography and in the 
anecdote collections by Friedrich Kerst and a few others. Several of them still 

BKH] 5 (Leipzig: VEB Deutscher Verlag für Musik, 1970), 21–22. 
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deserve a proper chronological discussion and a thorough analysis, which I will 
attempt to provide in this article.4 

Beethoven biographers of all times have concentrated in various ways on the 
importance of the instrument for the composer himself. Te fondness for cat-
egorical statements across the literature does not make it easier for us to grasp 
the proper identity of Beethoven’s Broadwood. Earlier scholars uncritically 
supposed that Beethoven “went over to the English system” which he “came to 
prefer,”5 in spite of a fairly consistent trickle of evidence to the contrary. Te op-
posite claim of more recent studies, that he was largely dismissive of his English 
piano’s musical qualities and predominantly cherished it for its symbolic value,6 

is inaccurate for its lack of detail and local context. Te fact that Beethoven was 
conficted about almost everything and everyone during his last decade should 
alert us to the possibility that even his relationship to the Broadwood may have 
been erratic to some degree. 

Questions about Beethoven’s use and appreciation of the Broadwood 
abound, and the answers are never easily found. Te scattered nature of the 
conversation book entries encourages, in many modern discussions of the 
Broadwood piano, an application of selected text fragments in a rather wishful 
spirit, and the information thus extracted does not always match what chronol-
ogy and logic suggest about the actual events. One simple objective of writing 
this article has been to put the early history of Beethoven’s Broadwood as much 
in order as reasonably possible, and to eliminate interpretations of some stages 
of its life that do not appear to match other existing evidence. 

As is typical for Beethoven sources in general, the information about this 
topic is ofen contradictory. For example, during a conversation with his broth-
er Johann in June 1822, afer having owned the Broadwood with its English 
hammer action for four years, Beethoven declared, “the German keyboard [i.e., 

4 Te various narrative strategies involved—scribbling down one’s thoughts under the hovering 
scrutiny of an impatient Beethoven (and possibly a few bystanders) in a conversation book; 
reprocessing details of a Beethoven encounter in front of an eager interviewer; or writing them 
down in private, ofen at a much later date, aimed at publication for the beneft of a large read-
ership—pose well known problems regarding accuracy and the authenticity of the narrator’s 
stance. Te matter of authenticity is not merely one of forgery, as in the case of Anton Schindler, 
but also one of self-awareness and precision of memory. In the conversation books, the varying 
degree of fragmentation and cohesion of the conversations themselves adds to the problem. 

5 See examples in William S. Newman, Beethoven on Beethoven: Playing His Piano Music His Way 
(New York: Norton, 1988), 49. 

6 Ibid., 56. 
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action] is better than the English.”7 Te context of his remark in this particular 
conversation is unknown, but there are strong indications that his relationship 
with the English principle was indeed conficted at times. 

Beethoven’s association with English piano actions goes back until at least 
1803. In that year he ordered and received a grand piano by the Paris frm 
Érard, but had its English-style action heavily revised within only a few years, 
apparently because of its heavy and difcult-to-control touch.8 Te 1817 Broad-
wood’s touch was yet heavier. But although Beethoven may not have been a 
friend of the action of his English piano, he continually transported the instru-
ment to his summer quarters and back. While being fussy about the specifc 
arrangements of the transports, he knowingly accepted the risk of excessive 
wear and damage, where he just as easily could have rented another instrument. 
It is clear that he used the piano all the time, unless it was being repaired. So 
even if his present from England did not perhaps quite serve him—as he wrote 
to Tomas Broadwood—as an “altar” at which he would present his “mind’s 
most beautiful oferings to Apollo,”9 he certainly did exploit it thoroughly and 
over a prolonged period of time. 

Te intensity of Beethoven’s use of the instrument does not tell us all we need 
to know about the quality of its services to Beethoven. Possibly based on a short 
passage in Anton Schindler’s Beethoven biography about the restrictions of the 
Broadwood’s keyboard compass, a line of argument has established itself in 
Beethoven studies that questions the instrument’s true usefulness for the com-
poser.10 On top of everything, one cannot disregard the matter of Beethoven’s 
advanced deafness at the time. Does not his fnal disgruntled comment about 

7 BKH 2, 270. All translations in this article are mine. 
8 More information in Alfons Huber, “Beethovens Erard-Flügel, Überlegungen zu seiner Restau-

rierung,” Restauro 3 (1990): 181–88, Tilman Skowroneck, “Beethoven’s Erard piano: its infuence 
on his compositions and on Viennese fortepiano building,” Early Music 15, no. 4 (2002): 522–38, 
and Alexander Langer, “Alternativen zur Wiener Mechanik im österreichischen Klavierbau,” in 
Das Wiener Klavier bis 1850, ed. Beatrix Darmstädter, Alfons Huber, and Rudolf Hopfner (Tut-
zing: Schneider, 2007), 219. 

9 Letter to Tomas Broadwood, February 3, 1818. Ludwig van Beethoven, Briefwechsel Gesamt-
ausgabe 4, ed. Sieghard Brandenburg (Munich: Henle, 1996), 173. 

10 Anton Felix Schindler, Beethoven as I knew him, ed. Donald W. MacArdle, trans. Constance S. 
Jolly (London: Faber and Faber, 1966; repr. Dover, 1996), 372. See also Newman, Beethoven on 
Beethoven, 56 and Sandra P. Rosenblum, Performance Practices in Classic Piano Music (Bloom-
ington and Indianapolis: Indiana University Press, 1988), 51. 
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the piano, “it is and remains an insufcient instrument” (likely from 1826),11 

show that the Broadwood piano failed to fulfll its task? 
In addition to establishing a chronological record in this article, I will also 

spend some time with the interactions of Viennese and English piano makers 
and pianists with each other, the Broadwood and with Beethoven. Tis angle 
provides some vivid examples of the daily—ofen competitive, but occasion-
ally cooperative—negotiations that characterized the Viennese piano world. 
Perhaps even more than for Beethoven himself, his Broadwood assumed a 
wide variety of meanings for the various music lovers and professionals who 
encountered it. Some casual visitors treated it—or remembered it—as a kind of 
shrine. A few professionals were deeply shocked by its bad condition and some 
of them ofered their help and expertise to set it straight again. For some others 
it served more as a positioning tool. To discuss the instrument with Beethoven, 
to maintain and repair it or to construct sound amplifers for it was to gain 
access to Beethoven’s circle and to state this alliance to the musical world. Te 
“meaning” of the instrument was, in other words, not a fxed thing but subject 
to individual negotiations. Tese negotiations form the topic of this article. 

A gift unpacked: Thomas Broadwood, 
Potter, and Streicher, 1818 

When the London piano maker Tomas Broadwood visited Beethoven during 
a stay in Vienna in August 1817, he could scarcely have chosen a less suitable 
time. Although Beethoven on one occasion played for Broadwood, he appears 
to have been largely unavailable. Broadwood wrote in 1829 to the publisher 
Vincent Novello that Beethoven had appeared so “deaf and unwell that I am 
sorry to say I had no opportunity of marking any thing like an anecdote[…]”12 

Indeed, Beethoven complained in various letters from that time about his 
consistently bad health. Having sufered, since October 1816, from a prolonged 

11 BL, 5:326n71. Afer a communication from Karl Holz to a Frau Linzbaur, in Ludwig Nohl, 
Beethoven, Liszt und Wagner: Ein Bild der Kunstbewegung unseres Jahrhunderts (Vienna: Wil-
helm Braumüller, 1874), 112: “Es ist und bleibt ein ungenügendes Instrument. Ich werde künfig 
nach der Art meines Großmeisters Händel jährlich nur ein Oratorium und ein Concert für 
irgend ein Streich- oder Blasinstrument schreiben, vorausgesetzt, daß ich meine zehnte Sym-
phonie (C moll) und mein Requiem beendet habe.” Nohl adds: “Beethoven’s words.” 

12 Tomas Broadwood to Vincent Novello, June 4, 1829. Surrey History Centre (GB-WOKhc) 
2185/JB/83/9. 
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“infammatory catarrh,”13 which had only begun to subside during the summer 
of 1817, his “main curse,” his hearing, had recently worsened.14 In the begin-
ning of July, he wrote to Nannette Streicher to ask her husband “to be so kind 
as to adapt one of your pianos to make it more suited to my weakened hearing,” 
with a tone “as loud as ever possible.”15 In other letters from that time we read 
that Beethoven sufered from depression and was worried about his fnances. 
Later in July he met with Andreas Streicher, who with his compassionate at-
titude “almost” managed to dissolve Beethoven’s “resignation.”16 Yet in August, 
he was still torn between his melancholy and his attempts to give shape to his 
immediate future—his plans to travel to London are a recurring topic during 
this time.17 He was also deeply involved in, and ofen upset by, conficts with his 
deceased brother’s wife about the custody of his nephew. 

Little can be said about Tomas Broadwood’s agenda on his trip. He was 
traveling with a friend, a wealthy brewer, to Switzerland, Austria, and Germany. 
Te person who introduced him to Beethoven was Giuseppe Antonio Bridi, a 
Viennese banker. It is quite possible that the journey as a whole was private and 
had nothing to do with Broadwood’s piano building business.18 

A meeting that might be depicted as the encounter of two musical giants 
of the early nineteenth century made, sadly, little impression at the time. Te 
surviving Beethoven documents of that summer fail to mention the event 
at all. Broadwood himself, when asked by Novello about his impressions of 

13 In various letters he also called his condition a “lung disease” in apparent fear of having contract-
ed tuberculosis. 

14 Letters from June 19 to Marie Erdödy and ca  July 27, 1817 to Nannette Streicher  (Beethoven, 
Briefwechsel 4, 70 and 86). 

15 Letter from July 7, 1817 (Beethoven, Briefwechsel 4, 77). During this period Beethoven almost 
incessantly consulted Nannette Streicher in domestic matters. See also Maynard Solomon, Bee-
thoven (New York: Macmillan, 1977), 240–42. 

16 Letter to Nannette Streicher from July 20, 1817 (Beethoven, Briefwechsel 4, 83). 
17 See, for instance, his letter to Nikolaus Zmeskall from August 21, 1817 (Beethoven, Briefwechsel 

4, 101). 
18 Tomas Broadwood’s diary (GB-WOKhc 2185/25/16) makes reference to a number of continental 

tours. Several of these appear to have been made for personal reasons, including a tour with his 
new wife afer his marriage in 1819. He went to southern Spain and Portugal with some friends in 
1809; in 1814 to France, Belgium, and Holland; in 1816 to France, Switzerland, and Italy; in 1817 
to Switzerland, Austria, and Germany (not Germany and Italy, as claimed in BL, 4:84); in 1819 with 
his wife to France, Switzerland and Italy; and to France in 1830. Personal communication with 
Robert Simonson from the Broadwood archives at the Surrey History Centre. 

https://business.18
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Beethoven, had to conclude: “I have looked over all my memorandums of 
Vienna and cannot fnd any thing to be of use to use [sic].”19 

Te only lasting consequence of the visit was that Broadwood, in the late 
autumn of 1817, decided on a grand piano to be selected and sent to Beethoven 
as a present. Te instrument, No. 7362 of his production, was dispatched on 
December 27 and arrived in Vienna, via Trieste, in June 1818.20 

We have only few clues as to what may have inspired Broadwood to this 
generous gif. It is entirely possible, perhaps even likely, that it was a personal 
and unselfsh gesture of friendship and support, a reaction to the stark contrast 
between Beethoven’s fame in London and the unhappy circumstances in which 
Broadwood had found him in Vienna.21 Eleven years afer the delivery, in the 
aforementioned letter to Novello, Broadwood explicitly stated that his aim of 
presenting an instrument to a celebrity composer was not to gain any publicity: 

I have enclosed you a translation sent to me by my friend Mr G Tomson of 
Edinbro’ of notice taken of a Gpforte [grand pianoforte] we sent as a present to 
him in 1818. 

If the latter part [marked] x x wherein it is shown that Beethoven was held so 
much in esteem by the government as to remit to him the duties at their Custom 
house or any other part that does not require our names to be mentioned or any 
thing in the shape of or that has the appearance of a puf of our instruments or 
ourselves can be of use to you I know I am quite safe in that respect in saying you 
are welcome to it.22 

If Broadwood, in 1829, wanted to avoid the impression of using his gif to 
Beethoven as a “puf ” for his instruments, it seems unlikely that it had earlier 
been part of a marketing strategy, at least in London (whether his gif was an 
attempt to enter the Viennese market is not documented).23 

19 Broadwood to Novello, June 4, 1829 (GB-WOKhc 2185/JB/83/9). 
20 More information can be found in, for instance, Gábry, “Das Klavier Beethovens und Liszts,” 

381. Te Porter’s book entry of the delivery (afer BL, 4:84) runs: “A 6 octave Grand P. F. No. 7362. 
tin and deal cases, Tos Broadwood Wsq., [recte: Esq.] marked VB care of F. E. J. Bareaux et Co. 
Trieste – a present to Mr. van Beethoven, Viene, delivd c [?] M Farlowes to be shipped. [signed] 
Millet.” 

21 Perhaps the piano was also meant to provide physical proof to Beethoven of the attractive Eng-
lish musical environment. It was widely known that the composer was contemplating a move 
to London if his health permitted. Many of his English associates were supportive of his plans, 
some perhaps downright keen on Beethoven coming. Documents to support this theory do not 
exist, however. 

22 Broadwood to Novello, June 4, 1829 (GB-WOKhc 2185/JB/83/9). 
23 As suggested in Siegbert Rampe, “Beethovens Klaviere: Klangwelt und Auführungspraxis,” in 
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When the Broadwood frm fnally publicized a few details about Beethoven’s 
piano, on the occasion of the Great London Exposition in 1862, these amounted 
to a rather brief summary of what had happened behind the scenes during the 
instrument’s selection and upon its arrival in Vienna: 

On the 27th of December, 1817 the Grand Pianoforte, No. 7,362, was forwarded to 
Beethoven at Vienna. It had been tried by Clementi, J. B. Cramer and Ferdinand 
Ries (Beethoven’s favorite pupil, and subsequently his biographer), whose names, 
with those of other professors of less eminence, were inscribed upon it. It was 
unpacked at Vienna by Streicher, and Mr. Cipriani Potter, then happening to be 
at Vienna, was the frst to try it. Beethoven set such value in it that he would allow 
no one but himself to play upon it, and, only as a great favour, used to permit 
Stumpf to tune it.24 

Tayer adds a few details to the story: 

Afer some delay, the pianoforte was delivered at Streicher’s wareroom and later 
sent to Beethoven at Mödling. While it was still in his possession, Streicher asked 
Potter to try it, saying that Moscheles and others could do nothing with it—the 
tone was beautiful but the action too heavy. Potter, who was familiar with the 
English instruments, found no difculty in disclosing its admirable qualities. He 
told Beethoven, however, that it was out of tune, whereupon the latter replied in 
efect: “Tat’s what they all say; they would like to tune it and spoil it, but they 
shall not touch it.” His jealousy of it seems to have been so great that he would not 
permit anybody to tune it except Stumpf, of London, who came with a letter of 
introduction from Broadwood.25 

Being the better-known of the two, Tayer’s passage has inspired a large and 
fanciful body of assumptions about the identity, actions and motivations of the 
people who had early access to the new piano in Vienna: Beethoven himself, 
Nannette and Andreas Streicher; the visiting English pianist Cipriani Potter,26 

Beethovens Klavierwerke: Das Handbuch, ed. Wolfram Steinbeck and Hartmut Hein (Laaber: 
Laaber, in preparation), manuscript provided by the author, 11. 

24 First published in a fyer, “International Exhibition 1862. List of Pianoforte[s]... exhibited by 
John Broadwood and Sons, London, with an historical introduction etc.,” 24, quoted in BL, 
4:85n7. Te passage was part of a long article about the history of Broadwood’s instruments, 
which was reprinted several times. It can be found, for instance, in London in Te Musical World 
41, no. 10 (March 14, 1863): 164–65, and in Boston in Dwight’s Journal of Music 13, no. 2 (April 
18, 1863): 11. 

25 Forbes, Tayer’s Life of Beethoven, 695. 
26 Cipriani Potter (1792–1871) lived in Vienna between late 1817 and early 1819. He studied 

composition with Aloys Förster, on Beethoven’s recommendation. Beethoven, Briefwechsel 7, 
244–45. 
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the piano virtuoso Ignaz Moscheles, and London-based German harp maker 
Johann Andreas Stumpf. 

Tayer’s account appears to be based on the 1862 text from the Broadwood 
frm, quoted above, possibly in combination with further information from the 
aging Cipriani Potter himself, whom Tayer interviewed in 1861.27 Another 
possibility is that the texts are unrelated, but that both are in some way depen-
dent on Potter’s reminiscences. 

It appears to be true that Potter was present when, or soon afer, the Broad-
wood piano was unpacked in Streicher’s shop. Te statement in both accounts 
that Stumpf was present in Vienna in 1818 and that he had special privileges 
regarding the new Broadwood (if piano tuning can be called a privilege), on 
the other hand, is simply wrong. It may not even stem from Potter, but is more 
likely inspired by the letter of introduction that Tayer mentions, which was 
found in Beethoven’s estate. Tomas Broadwood wrote this letter on July 17, 
1817 on behalf of Stumpf; however, Stumpf visited Vienna only in September 
1824 and is believed to have delivered the letter on that occasion.28 

Tayer’s own notes are lost,29 so the exact wording of his original comment 
about the event cannot be verifed. Tis is regrettable, not because of his two 
verifable errors—apart from Stumpf, even Moscheles was not in Vienna at the 
time30—but because of the spin that Potter (or Tayer, or his editors) chooses 
to give to his account of the Broadwood’s arrival. Tat spin shows itself in the 
widely quoted statement that “they all” shall not touch, tune and spoil the pre-
cious Broadwood—a passage that is at best a paraphrase, and cannot possibly 
have represented Beethoven’s own words. While it may be perfectly reasonable 
to assume that Beethoven was protective of his new instrument, the claim that 
he prevented helpful professionals from touching or tuning the Broadwood 
makes no sense either in view of his own experience or in terms of instrument 
maintenance. Tere is little in the act of professional tuning that could “spoil” 
a piano, and Beethoven, being accustomed to stringed keyboard instruments 
since his childhood, was aware of that. Nor could he possibly have been sur-

27 BL, 4:55. 
28 Schindler, Beethoven as I knew him, 323; Beethoven, Briefwechsel 4, 205. 
29 Forbes, Tayer’s Life of Beethoven, x. 
30 Moscheles was travelling at the time, playing in Vienna again frst on December 12, 1819. Tat 

concert led to some anti-Semitic and otherwise unfavorable entries by Franz von Oliva in 
Beethoven’s conversation books (BKH 1, 147, 154). 
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prised by the fact that the piano was out of tune afer spending several months 
in transport and storage. 

A layer of fction thus obscures the actual events in this account. Neverthe-
less some of its elements are uncontroversial and straightforward. For example, 
it is not surprising that the Broadwood piano was brought to the Streicher shop 
frst, even though at the time Beethoven also maintained contacts with other 
instrument makers, notably with Matthäus Andreas Stein, who had expressed 
a special interest in the instrument even before its arrival.31 Te Streichers had 
been engaged in the negotiations about getting the piano to Vienna from Tri-
este.32 Terefore the fact that it travelled to Beethoven’s summer residence in 
Mödling via Streicher’s “wareroom” (as Tayer calls it) does not support the 
persistent claim in the secondary literature that the instrument was in dire need 
of repair on its arrival.33 

We do, however, get the strong impression that Beethoven became irritated 
about something shortly afer the instrument was unpacked, even if Potter per-
haps was unable to interpret the situation properly. We fnd support for this 
supposition in a long article praising both Beethoven’s genius and Broadwood’s 
gif, issued somewhat belatedly on January 23, 1819 in the Wiener Zeitschrif für 
Kunst, Literatur, Teater, und Mode (also called Modenjournal).34 

Here, the Broadwood piano is presented in all its splendor; a gif of honor 
from “a noble Brit, as the representative of his art-appreciating compatriots,” 
to the Imperial city’s own “splendid Genius Beethoven.” In defance of Potter’s 
verdict, the author (Tayer’s German editors believe that it was Beethoven’s 
friend, the writer Carl Joseph Bernhard) informs us that the piano was made so 
sturdily that “not a single tone needed to be tuned upon its arrival.” Its touch, 
which according to Tayer had been the main point of Streicher’s criticism 
and the very reason Potter was called on to try and assess the instrument, is 
described here as follows: 

31 In February or March 1818, an unidentifed visitor remarked in a conversation book that Stein 
was looking forward to the English piano (BKH 1, 31). 

32 See his letter to Nannette Streicher from February 1818 (Beethoven, Briefwechsel 4, 169). 
33 Te Streicher archives possess no documentation about the Broadwood (personal communica-

tion with Uta Goebl-Streicher). 
34 Wiener Zeitschrif für Kunst, Literatur, Teater, und Mode 4, no. 10 (January 23, 1819): 78–79. 

Parts of this article are reproduced in BL, 4:88–89 with a few annotations, but not in Forbes, 
Tayer’s Life of Beethoven. Te Wiener Zeitung issued a much shorter announcement about the 
Broadwood directly upon its arrival (June 8, 1818). Te complete text is reproduced in the ap-
pendix, beginning on page 78. 
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Its touch can be compared with that of a good clavichord, and all the nuances of 
one tone can be produced without a special stop [i.e., by means of a modifcation 
of the touch alone].35 

Tis article was not produced carelessly by a half-informed journalist. On the 
contrary, its technical content shows that the writer had taken much time and 
efort to examine the piano in person. For example, the design and character of 
the damping are correctly explained in all necessary detail: 

Very ingenious is the arrangement that the treble tones are, in terms of loudness, 
not inferior to the ones of the bass, as the damping becomes looser between g2 

and e3, while the notes between e3 and c4 are without any damping.36 

Even minor features, such as the typical English slider at the treble end of the 
keyboard to enable a distinction between una corda and due corde, are included 
in the description.37 Te technical section concludes with the statement, “every-
thing in this instrument is of such durability that it can, in this respect, be com-
pared with no other one.” 

In view of such meticulous detail, the report’s unrealistic claim that the in-
strument needed no tuning whatsoever afer its half-year long odyssey, and 
the mystifying comparison of its touch with that of a clavichord, are confusing 
at frst. Te most likely explanation for these obvious exaggerations38 is that 
they are indeed based on frst-hand experience, not merely with the Broad-
wood piano but also, and especially, with its owner. Te main point, forcefully 
driven home, is that there was, and had been, nothing wrong with Broadwood’s 
splendid gif. To support this statement, the typical Viennese points of criti-
cism—the heavy touch, the less defned damping and the alleged fragility of 
the English design—are all addressed and refuted one by one. In spite of the 
fanciful nature of some of the Modenjournal article’s claims, then, its topic se-
lection appears to be deliberate and methodical. It addresses, on the one hand, 
some elements we recognize from Tayer’s aforementioned sketch, and on the 
other, some well-known Viennese concerns about English pianos. Te article 

35 Ibid., 78. 
36 Ibid. Dummy dampers for the upper treble are normal for Broadwood grand pianos of that pe-

riod. Tere are in fact damper jacks installed, but they have no dampers attached (thanks to Da-
vid Winston for this information). In some surviving instruments, these non-functional damper 
jacks have later been entirely removed, creating the misleading impression that the treble was 
originally equipped with real dampers. 

37 Te treble range is at one point mistakenly given as c5, at another correctly as c4. 
38 To be fair, some large clavichords of the late 18th century do require a rather frm touch, even if 

their key-depth usually would be substantially less than that of an English Grand piano of 1817. 
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may thus have been something more than a simple statement of praise, aimed 
at the general public. It is attractive to view it as a reaction to specifc events and 
a contribution to actual discussions surrounding the piano, which could mean 
that it was published on Beethoven’s own initiative. 

Stripped of some of its adornments, and with the caveat that not many of the 
actual events were recorded in detail or can be corroborated from other sourc-
es, the story of the arrival of Beethoven’s Broadwood in Vienna thus discloses 
little that is surprising about the actors involved (including the instrument). 
Andreas Streicher played his well-known role as a representative of Viennese 
standards and a critic of the English construction.39 One can easily understand 
why he (not, as is sometimes misquoted, Beethoven himself) asked his English 
acquaintance Potter to try out the instrument.40 Potter, who was used to such 
instruments would naturally have been able to play the Broadwood to its best 
advantage, whereas some of the available Viennese pianists (including Nan-
nette and Andreas Streicher themselves) likely would have had trouble play-
ing it well and judging whether it was in good condition overall—especially 
whether its action was moving as smoothly as it should. Te instrument itself 
was playable but out of tune. Beethoven, fnally, acted as he frequently did: dis-
trustful, quick-tempered, and ultimately defensive. Clearly unhappy about the 
backstage attention that the instrument was receiving directly afer its arrival, 
he perhaps indeed initially prevented those present from tampering with it.41 In 
due course, the piano was delivered to Beethoven’s residence in Mödling, and 
if the Modenjournal article can serve as a guide to its condition at all, someone 
eventually did tune it, as it was clearly in good order when the author of the 
report visited it. 

39 Documented, for instance, in his correspondence with Gottfried Christoph Härtel. See Wilhelm 
Lütge, “Andreas und Nanette Streicher,” Der Bär: Jahrbuch von Breitkopf & Härtel (1927): 53–69. 

40 During his stay in Vienna, Potter got to know the Streichers even before he met Beethoven; in 
fact, they had been the ones who encouraged Potter to introduce himself to the composer (BL, 
4:55–56). 

41 It seems unlikely, therefore, that the Streichers directly disassembled the instrument and pulled 
the outer hammer leathers tighter to brighten the tone, as restorer David Winston has suggest-
ed, based on research by Ezther Fontana, the curator of musical instruments at the Hungarian 
National Museum at the time of the most recent restoration of Beethoven’s Broadwood in the 
early 1990s (David Winston, “Te Restoration of Beethoven’s 1817 Broadwood Grand Piano,” 
Te Galpin Society Journal 46 [1993]: 150). Ezther Fontana’s private notes that she has kindly 
shared with me, however, do not contain this suggestion. Other indications suggest in fact that 
this adjustment was made afer the spring of 1824, see note 111 below. 
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Matthäus Andreas Stein and the 
hearing machine, 1820 

Parallel to his intense exchange with Nannette Streicher during 1817 and 1818, 
Beethoven maintained, as mentioned above, an association with her estranged 
brother Matthäus Andreas Stein. In a letter of December 28, 1817, Beethoven 
told Nannette that Stein had been his guest and had done him a “great favor” 
(of an unknown nature).42 In the years around 1820, Stein came rather close 
to Beethoven—not only, as we will see, because for some time he was the one 
to perform maintenance and repairs on the Broadwood, but also because he 
ofered to construct a device to amplify its tone. 

As mentioned above, Stein expressed his interest in the English piano even 
before it arrived. It seems likely, then, that he was allowed to see it when it was 
quite new. An opportunity for Stein to work on the instrument, or at least to 
tune it, appeared a year later when it had to be brought to Beethoven’s summer 
lodgings in Mödling in 1819. In a short note from the beginning of May of that 
year, Beethoven wrote that the “Klawier” was to be taken away by someone 
called “Steine.” For tuning it afer its arrival he considered two alternatives: 
“Steiner” or the local “old piano tuner.”43 In view of similar transport arrange-
ments made in later years, it is most likely that Beethoven is in fact speak-
ing here about M. A. Stein (although he also writes about the Viennese music 
publisher Sigmund Anton Steiner just before this note, in a diferent context).44 

Tree-quarters of a year later, Beethoven defnitely sought out Stein to work 
on the Broadwood piano, which had now been in his possession for eighteen 
months. Around January 15, 1820, he reminded himself in a note, to “send to 
Stein, that he comes tomorrow.” A few days later, evidently afer Stein’s visit had 
taken place, the piano teacher Joseph Czerny (at the time the piano teacher of 
Beethoven’s nephew Carl, and one of Beethoven’s regular contacts), reported, 
“Stein says that he has learned something from your piano.”45 

On March 12, Stein was again at Beethoven’s residence, to invite him to visit 

42 Beethoven, Briefwechsel 4, 139. 
43 BKH 1, 69, 77, and 428n143. 
44 It is suggested that Steiner was responsible for this particular piano transport (BKH 1, 428n144). 

But as far as we know, Steiner had nothing to do with Beethoven’s piano transports or tuning. 
Elsewhere, Beethoven made similar word plays with the names Stein and Steiner in direct suc-
cession, for instance in his letter to Nannette Streicher, July 27, 1817 (Beethoven, Briefwechsel 4, 
86–87). 

45 BKH 1, 195 and 266. 
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his workshop. He also expressed an interest in Beethoven’s hearing, inquired 
about the keyboard range Beethoven observed when composing (see below), 
and wondered whether an instrument without any hammer leathers would 
be easier to hear (implicitly suggesting that he would be able to make such 
an instrument, a suggestion he later made explicit).46 Teir appointment was 
made in the presence of another, unidentifed visitor, who had come to negoti-
ate a visit to Beethoven by piano maker Conrad Graf, who wanted to see the 
Broadwood.47 

Stein’s subsequent conversation book entries in response to the second visi-
tor’s concerns are interesting for several reasons. First, they document that the 
English piano had actually been in Stein’s workshop earlier that spring, and 
that, even now, problems remained with some of the instrument’s strings—they 
probably kept breaking under Beethoven’s hands. Tis is the frst unambiguous 
indication in the instrument’s history that it was in need of some kind of repair 
or intervention. 

Second, the conversation exposes the tactic Stein used to secure and main-
tain a position close to Beethoven. Afer suggesting that the heating was the 
cause of what we can infer to be the stringing problem of the Broadwood, and 
possibly triggered by a question from Beethoven, he begins to criticize some 
other piano makers’ experiments with using four strings per note in some 
of their instruments. “Tere is nothing worse than [instruments] with four 
strings. I now have excellent strings. If one has such strings, one does not need 
quadruple-strung [instruments].”48 

One of the makers testing quadruple stringing was actually Conrad Graf, 
and thus the next passage in the conversation book is less of a non sequitur than 
it may seem. In full sight of Graf ’s envoy Stein launches into a lecture about 
what he thinks to be Graf ’s ulterior motive in visiting Beethoven’s Broadwood: 

You should not let Graf do anything to your clavier. You can let him look at it, but 
never work on it. I have no idea what Graf really wants, since he has already seen 
it at my place. You must be careful. He is probably unhappy that I have praised it 

46 Ibid., 325–26. Tis passage is also discussed briefy in Tom Beghin, “Tree Builders, Two Pianos, 
One Pianist: Te Told and Untold Story of Ignaz Moscheles’s Concert on 15 December 1823,” 
19th-Century Music 24, no. 2 (2000): 135, however referring to Stein’s son Carl. Te BKH identi-
fes the writer in question as Matthäus Andreas Stein, see BKH 1, 325n9 and 412n10. 

47 A reference by Joseph Czerny on the following day suggests this visitor was Josef Blahetka, father 
of the young pianist Josephine Blahetka, Czerny’s student. 

48 BKH 1, 325. 
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so much. He would have the greatest pleasure, if you could not use it any more. If 
you ever move out, I will bring your Clavier entirely back to shape.49 

At the root of these somewhat unorganized statements must have been the cir-
cumstance that Beethoven was not fully satisfed with his piano at this point. 
Stein may indeed have praised the piano in an attempt to convince the deaf 
composer that his instrument was actually better than he thought. But his other 
remarks show his fear that Graf ’s presence could lead to a situation in which 
Graf, not Stein, was invited to make repairs. What complicated the matter for 
Stein (and to some extent explains his tense style) is that the piano apparently 
had some persistent technical issues despite the fact that it had been in his own 
workshop only a few months earlier—possibly Beethoven was about to lose 
patience not only with the Broadwood, but with its repairer, Stein, as well. 

Luckily for those of us who wish to understand both Stein’s negative atti-
tude toward Graf and the true reason for Graf ’s interest in the Broadwood, 
Beethoven’s anonymous visitor hastens to supply more facts about the latter 
matter in his answer to Stein’s insinuations. He states that Graf himself owned 
another Broadwood piano, and hence was acquainted with its construction, 
and that he would merely like to come for half a day with paper and a measur-
ing tool to measure the scaling, because he wanted to build two instruments of 
a similar kind. 

Te wealthy and successful Conrad Graf had indeed bought his own Broad-
wood piano (no. [7]372, according to Beethoven’s visitor, which was the tenth 
grand piano by the Broadwood frm afer Beethoven’s).50 Tis instrument was 
larger than Beethoven’s, having a keyboard range of 6½ octaves, the largest 
of the factories’ available alternatives during many years.51 When Graf saw 

49 Ibid 
50 Ibid 
51 Conversation book entry by Carl Czerny from August 1825 (BKH 8, 47). Te compass of Graf ’s 

instrument of 6½ octaves as well as the general context allow us to add a missing 7 to the number 
372. Te number of Beethoven’s Broadwood also began with a 7. As Tom Beghin points out, a 
Broadwood piano with the number 372 would have been made in 1792, and would likely have 
had a keyboard of 5½ octaves (Beghin, “Tree Builders, Two Pianos, One Pianist,” 135n84). All 
known references to Graf ’s Broadwood always address only one instrument. It seems unlikely 
that he owned a second Broadwood piano that was made when Graf was ten years old. 

Te Broadwood archives in Surrey have no surviving porter’s books for the period July 19, 
1817 (the last documented number is 7319) to October 23, 1818, so the manufacturer’s informa-
tion about this particular piano is lost. Neither is Graf (or any other retailer in the larger area, 
such as Breitkopf) listed in the retail and wholesale customer ledger indexes, so Graf ’s purchase 
may have been a private one via an English retailer. Tanks to Robert Simonson at the Surrey 
archives for providing this information. 
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Beethoven’s instrument for the frst time in Stein’s workshop he must have no-
ticed its smaller compass, and he possibly also observed some other diferences 
in tone or playability between the two instruments, prompting him to collect 
and compare some data. Apparently Stein prevented him from taking any mea-
surements on that occasion, leading Graf now to approach the owner directly. 

Graf ’s objectives were, in short, straightforward and relatively humble, 
whereas Stein addressed a wider array of issues in a more oblique fashion. Tere 
is certainly little wrong with Stein’s interest in Beethoven’s hearing problems, or 
his praise of the English piano; even his self-congratulatory line about his new, 
excellent strings can be seen as a professional statement. Both the suggestion 
that the heating was to blame for breaking strings (in an instrument that an 
impatient Beethoven was having trouble hearing properly), and his readiness 
to badmouth a successful colleague in front of witnesses, however, seem less 
professional.52 

In Beethoven’s conversations during the following month, Graf is mentioned 
only sporadically and it is doubtful whether he received permission during this 
time to do his research on the Broadwood. Stein’s warnings had likely made 
some impression, at least for the time being. Instead, the conversations reveal 
how Stein now set about fne-tuning the possible nature and extent of his own 
future services to Beethoven. A few days afer the conversation of March 12, 
he proposed to make “some time” a fortepiano that would be “of service” to 
Beethoven.53 He made another attempt to promote a new, louder, piano on 
March 19, 1820, when he asked whether Beethoven had tried to use an up-
right model: “I believe that you cannot have anything better.”54 Apparently the 
answer was negative both times, and Stein’s attention then shifed fully toward 
helping Beethoven to hear his English piano better. 

52 On the following day, Beethoven discussed an altered version of the story with Joseph Czerny: 
now, Graf had not only asked to see the piano at Beethoven’s, but also wanted to have it brought 
to his own address. Te reason for this change of tale is not known. Perhaps Beethoven kept 
negotiating with his visitor without the help of writing, and their plan had indeed changed, in 
spite of Stein’s warnings; perhaps he had gotten the facts mixed up; perhaps he even consciously 
gave Czerny the wrong information for some reason. Czerny’s reaction to Beethoven’s (lost) 
words mirrors Stein’s anti-Graf sentiment:  “You are talking about Graf? Does he want you to 
give up the Clavier to his house? He is not worth your wasting time on him.” BKH 1, 332–33 (the 
following line, where Czerny writes “He just made some despicable misuse of the fact that you 
cannot hear,” must be unrelated to Graf, because of the word “just” (orig.: “eben”): Graf was not 
present during this conversation). 

53 Entry from March 14 or 15, 1820 (BKH 1, 337). 
54 Ibid., 360. 
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Around the same time, the Viennese doctor and maker of medical appli-
ances Siegmund Wolfsohn informed Beethoven of a sound-amplifying device 
of his invention that incorporated a box and some sound-conducting tubes.55 

Indeed, the central topic of Beethoven’s conversation during the spring of 1820 
was not the comparison of piano builders or building styles, even if some of his 
visitors occasionally addressed such topics. Rather, he was stubbornly looking 
for a way to make his own English piano once again audible to him. Finally rec-
ognizing this, Stein played along, and devoted the following months to devising 
a solution to this problem. 

Beethoven’s hearing woes were well known to Stein. When Johann Nepo-
muk Mälzel constructed his frst hearing aids for Beethoven in 1812, Mälzel 
was Stein’s tenant, and the composer was a frequent visitor to the house.56 

Unsurprisingly, therefore, when Beethoven and Stein fnally got down to busi-
ness (on or around March 19, 1820), they frst revisited Mälzel’s several eforts. 
Tese had apparently not been too successful, in part it seems because of the 
use of brass as the main material. In the course of his lengthy visit, relaxing afer 
a meal and smoking, Stein discloses his new plan to construct an amplifying 
device to be placed directly on top of Beethoven’s piano. He describes it as: 

A sheet that extends to the back of the Clavier; no tone can escape from the top 
or the sides. Tis sheet is made of very thin soundboard wood and it has the great 
advantage that the Clavier is fully opened and yet the tone cannot escape.57 

Although this idea must have been extremely interesting to Beethoven, the 
necessary practicalities almost immediately threatened to nip Stein’s project in 
the bud. As soon as Stein mentions that he would need to have the piano sent to 
his workshop, his entries get fragmentary, as Beethoven interrupts him several 
times: 

If I construct this for you, you would have to send the Clavier to me, I would I… 

only if… 

In the end Stein is forced, at least for the moment, to settle for a compromise: 

I will make a test out of cardboard. Because if I make it from wood, I must have 

55 Beethoven and Wolfsohn had earlier discussed this device around February 26. Te box was to 
be made out of very thin wood (Ibid., 280). 

56 Testimony by Stein’s son Karl (BL, 3:346). Mälzel had visited Vienna again between November 
1817 and early 1818, and renewed his contact with Beethoven during that time (Beethoven, 
Briefwechsel 4, 131 and 140). 

57 BKH 1, 362. 
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your Clavier because the shape of my instruments does not ft. 

If it works well with wood, it works with cardboard too.58 

Tis was apparently good enough for Beethoven and on the following day, he 
recapitulated the most important points of the conversation: “cardboard for 
hearing, this machine [is] blocked up [likely in the sense of ‘not letting the 
sound out,’ as Stein wrote], would be better than brass.”59 

However Stein’s subsequent eforts during that spring and summer took 
time and tested the composer’s patience. Te conversation books between mid-
March and April contain several technical discussions of the project, which 
at times simply stagnated. Around April 22, the aforementioned Wolfsohn 
suggested, in fact, that Beethoven might be better of asking Conrad Graf to 
make the planned machine, because Stein “is too full of his own knowledge, 
consequently it becomes [i.e. he behaves as if it were] an act of benevolence 
[orig.: “Gnade”] to serve anyone.” Not much later, however, Beethoven’s friend 
and secretary at that time, Franz Oliva, advised him against such a change of 
direction, saying, “Stein knows you better and seems to be more technically 
skilled.”60 In the end, that was how matters stayed, with considerable delays as 
a consequence.61 Crucial points in the original plan were changed as well. For 
instance, the fnal amplifying device was made of zinc sheet, not wood, a fact 
that Stein announced to Beethoven on April 6, and which Beethoven grudg-
ingly accepted on April 22, afer a long discussion with Stein and Oliva.62 

58 Ibid. 
59 Ibid., 369. 
60 BKH 2, 82–83. 
61 George Tomas Ealy, “Of Ear Trumpets and a Resonance Plate: Early Hearing Aids and Bee-

thoven’s Hearing Perception,” 19th-Century Music 17, no. 3 (1994): 262–73. Ealy discusses a later 
apparatus that was made to ft another grand piano that Beethoven borrowed from Conrad Graf 
in 1826, but he fails to mention Stein’s apparatus. However, Ealy’s discussion of Friedrich Wieck’s 
account of Beethoven, who was using a hearing device while improvising on the Broadwood 
(ibid., 272) might implicitly address the earlier arrangement, even if it does not become clear 
whether this machine was the entire resonance plate (or rather, cupola, made for this instru-
ment by Stein, not Graf) or a smaller setup of ear trumpets to be put on the soundboard proper. 
Ealy’s discussion is marred by various errors. Te piano certainly did not “rest on the resonance 
plate,” as he mistranslates, but vice versa. Beethoven improvised for Wieck “afer putting on his 
hearing-machine, and placing it on top of the soundboard of the large and already quite battered 
grand piano that the city of London had given to him…” Also, Wieck visited Beethoven in 1823 
and not in 1826. See the original report, for instance in Friedrich Kerst, Die Erinnerungen an 
Beethoven (Stuttgart: Julius Hofmann, 1913), 2:159. 

62 BKH 2, 41, 84. 
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Te Broadwood ultimately did end up in Stein’s workshop as well. Beethoven 
lef it behind when he moved to Mödling for the summer around May 12. Tere 
he rented another piano, perhaps even from Stein.63 His conversations with 
Oliva during the following months document a drawn-out process of getting 
the machine—apparently a cupola-shaped device that was made to ft the out-
lines of the Broadwood’s case—ready with the help of a tinsmith. At one point 
in mid-June Stein asked to borrow one of the ear trumpets made by Mälzel.64 

Clearly there were plans for a while to incorporate it somehow into the new 
machine. At the end of August, however, the kind of “Rohre” to be used in 
the fnal product had still not been decided. At the beginning of September, 
Beethoven’s Broadwood was still at Stein’s; it was likely returned to him on Sep-
tember 7 or 9, when Stein wrote in Beethoven’s conversation book: “You will get 
the other machines within a few days, they are not quite ready.”65 

By October, in any case, when Wilhelm Christian Müller from Bremen and 
his daughter visited Beethoven, the “splendid” English piano was defnitely 
back in Beethoven’s study.66 Te existence of a “large cupola of sheet metal” 
on top of the Broadwood is documented in a report by the painter August von 
Klöber, who visited Beethoven in Mödling at an unknown date—not before 
the summer of 1821—and witnessed a piano lesson with Beethoven’s nephew 
Karl.67 

Te conclusion of Stein’s project to construct a Gehörmaschine to ft 
Beethoven’s English piano leaves us impressed by the great extent to which 
Stein succeeded in having things his way. As far as the patchy documentation 
allows us to see, he inelegantly but efectively pushed aside an infuential col-
league, Conrad Graf. Ten, either by diplomacy or simply by letting time work 
in his favor, he managed to have Beethoven’s piano in his workshop for nearly 
four months, in spite of Beethoven’s initial lack of enthusiasm for such a solu-
tion. Troughout the process, he maintained his grip on the situation, although 
his lofy attitude also made his initiative seem like an “act of benevolence” to 
serve Beethoven—at least in the eyes of Wolfsohn. In efect, he ended up in the 
very position he had suspected Graf of wanting. Even if we know next to noth-

63 See Beethoven’s note on or before May 5, “Oliva must ask Stein about what an instrument from 
him costs.” (Tis clearly addresses the cost of renting such an instrument.) Ibid., 113. 

64 Ibid., 151. 
65 Ibid., 241, 244. 
66 Kerst, Die Erinnerungen an Beethoven, 1:261. 
67 Ibid, 1:235. 
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ing about the actual process of ftting the hearing device on the instrument, it 
can be assumed that that task neither took up the entire summer nor too much 
of Stein’s own time, since the machine was in fact constructed elsewhere by a 
tinsmith. Tis would indicate that Stein used at least some of the time to fulfll 
his earlier promise to bring the Broadwood “entirely back to shape,” and thus 
had the opportunity to inspect its construction at his leisure. 

On the other hand, we still do not know whether Stein took this early oppor-
tunity to make any modifcations to the action of Beethoven’s piano. In 1824, 
Beethoven’s nephew suggested that Stein had carried out some “experiments” 
at some point (see below), but whether he was correct in that assumption is 
unknown. Based on Stein’s earlier promises, however, we can assume that in 
early autumn of 1820 he delivered the piano not only with the amplifying de-
vice in place, but in a revised state, with its stringing problems, at least for the 
moment, solved. 

Repairs to a fve-year-old instrument, 1823 

In 1819, Beethoven wrote 23 of the 33 “Diabelli” Variations, which were to 
become his op. 120. He began to sketch the frst of his last three piano sonatas, 
op. 109, in the spring of 1820. A single sketch of the main theme of the frst 
movement appears, in fact, in one of the conversation books on or around April 
12; during the surrounding weeks, as we have seen, Beethoven negotiated with 
Stein about a suitable material to be used in the sound-amplifying machine.68 

Most of op. 109 was apparently composed during the summer and early au-
tumn; the sonata was fully fnished in December 1820. Te following sonatas 
op. 110 and 111 were written during the following autumn and the winter of 
1821/22.69 

All of the circumstantial information taken together suggests that Beethoven 
had access to well-functioning pianos at least during the composition of op. 
109. Tese would have been his own Broadwood—perhaps not always in per-
fect condition, but apparently in a generally useful state—during the late spring 
of 1820; a borrowed piano (possibly by M. A. Stein) during the summer of the 

68 BKH 2, 56. Other early sketches of this sonata are scattered between a pocket sketchbook that 
ended around the same time (Bonn BH 107), and the well-known sketchbook Artaria 195. See 
Douglas P. Johnson, et al., Te Beethoven Sketchbooks: History, Reconstruction, Inventory (Berke-
ley: University of California Press, 1985), 262–63, 364–68; Gustav Nottebohm, Zweite Beethove-
niana (Leipzig: Peters, 1887), 460–63. 

69 BKH 4, 418n5. 
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same year; and from around September 8 onward the newly renovated Broad-
wood, equipped with Stein’s fnished resonance apparatus. In view of these cir-
cumstances, Stein could well be seen as one of the unsung heroes of Western art 
music, being the piano maker who made Beethoven’s late sonatas “possible” by 
providing a perspective, an instrument, and the technical solution that enabled 
Beethoven, for some time at least, to hear his piano somewhat better. 

Sadly we know next to nothing about the success of Stein’s initiative in 
Beethoven’s view. Afer Wilhelm Christian Müller saw the Broadwood in Oc-
tober 1820, and with the exception of von Klöber’s undated report, no record 
survives of Beethoven’s use or opinion of this piano (or indeed, any other) dur-
ing the following one and a half years.70 Tis overlaps with the period of our 
greatest interest, when one could assume that Beethoven played his piano, or 
pianos, almost daily and with great intensity, while preparing his important 
last piano works. So even if it seems reasonable to suppose that the Broadwood 
played a central role in the genesis of these works—in spite of its compass re-
strictions, in spite of Beethoven’s deafness, and in spite of the later reputation 
of the instrument as being more or less constantly out of order—Beethoven’s 
own perspective on these issues is not known today. We can only assume that 
he dealt with the Broadwood’s compass in his own pragmatic way (see below), 
that he could hear at least some of its sound, and that he did not, afer Stein’s 
intervention of the summer of 1820, instantly batter it into an unusable state. 
Still, Beethoven’s production of his late piano works is the only indication that 
he had not yet given up on the piano as a musical medium at this point. How he 
felt about the Broadwood’s musical potential is not known. 

Tere is a gap of another nine months before we learn that the Broadwood 
once again needed refurbishment. In a conversation book entry from the end 
of April 1823, Anton Schindler, who in the meantime had taken on the role 
of Beethoven’s secretary, announced that Stein was due to come and clean the 
instrument, put on a few new strings, and re-glue a broken hammer.71 Discus-
sions shortly thereafer address some cracks in the soundboard, which how-

70 In June 1822, Beethoven wrote down the abovementioned and ofen-cited words “the German 
keyboard [i.e. the Viennese action] is better than the English one,” during a conversation with 
his brother Johann. Te rest of the conversation does not address pianos at all. In a letter from 
the beginning of September 1822, almost two years afer Müller’s report, Beethoven advises his 
brother on how to disassemble the stand of the English piano before transporting it (Beethoven, 
Briefwechsel 4, 526–27). 

71 BKH 3, 233. In subsequent conversations it becomes clear that the object of attention is indeed 
the English piano. 
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ever could be repaired in situ. Tese negotiations were part of preparations for 
Beethoven’s yearly move out of the city during the summer. 

Tis time, Stein was not the only one involved with the repairs: another, 
unidentifed person visited Beethoven, looked at the soundboard and discussed 
the technicalities of the impending transport.72 We do not know whether 
Schindler alludes to that person when he writes, possibly on the same day: 

Tis person has an excellent command of his business. He has studied the English 
instruments and says that, if he had the money, he would make one such as has 
not been heard in Europe before. He has already proposed to Stein to join him 
in business and to share, but Stein wanted to know about the secret of the theory, 
but nothing about sharing.73 

Why the twenty-fve-year-old Schindler, not an expert in piano construction, 
found any reason to criticize Stein, a professional piano maker and two decades 
his senior, cannot be said. Perhaps he just took a chance with his assessment, 
in order to gauge Beethoven’s reaction, for reasons unknown to us. Perhaps, he 
was just making conversation, honing the attention-seeking personal style for 
which he later became famous. His manner of weaving a specialist topic—the 
piano maker’s quest for “the secret of the theory”—into an everyday exchange 
seems to suggest just that. On the other hand, Beethoven himself may also mo-
mentarily have found fault with Stein for some reason and perhaps Schindler’s 
remark merely refected this. 

At any rate, during the summer of 1823, Stein continued to be involved with 
Beethoven’s Broadwood. Te piano was apparently repaired, tuned and trans-
ported, frst to Hetzendorf (initially without the resonance apparatus, which 
Stein, during a visit, promised to bring along on the next occasion).74 Later 
Beethoven asked Stein to bring the instrument to Baden, although Stein tried to 
discourage him by pointing out that it would sufer from the transport.75 

Even though the instrument occasionally required attention, it seems overall 
to have been in reasonable playing condition during most of this time. In May, 

72 Te unidentifed person is apparently a (music) teacher, who frst declares that he does not ac-
cept boys for tuition, then mentions the Zurich piano maker Johann Jakob Groll and an inverted 
soundboard of his invention, and later makes an assessment of the necessary repairs on the 
Broadwood, announcing that someone else would come on the following day to shim a crack in 
the soundboard. Ibid., 236–37. 

73 Ibid., 240–41. 
74 Ibid., 367. 
75 Beethoven, Briefwechsel 5, 205, BKH 4, 22. 
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afer Stein’s most recent intervention, Beethoven’s nephew Karl wrote, “today 
I was again surprised by the tone of the clavier, because it has been tuned.”76 

Another visitor who commented on the piano’s sound was Friedrich Wieck, 
who visited Beethoven in Stein’s company in July 1823. Wieck called the sound 
“peculiar” (“eigenthümlich”) in a conversation book entry, and later famously 
wrote about its “very strong, pufng tone.”77 

Moscheles and Leschen December 1823 

Half a year later, the Broadwood needed new repairs, and this time, there was 
no doubt that Beethoven’s rough playing had caused the damage. Te piano 
virtuoso Ignaz Moscheles arrived in Vienna in late October of 1823 to play 
several concerts.78 For the last of these (as originally planned), which took place 
on December 15 in the Kärnthnerthortheater, he played on two pianos, cho-
sen for contrast. Te frst was a Viennese model that he had also used in his 
previous concerts, made by Wilhelm Leschen, a North German piano maker 
who had established himself in Vienna in 1805.79 Te second was Beethoven’s 
Broadwood. Te concert was repeated on December 17, this time without 
Beethoven’s piano. 

According to his biography, Moscheles visited Beethoven for the frst time 
shortly afer his frst concert on November 21.80 Te conversation books sug-
gest that the encounter in fact took place between December 1 and 6; that is, 
afer Moscheles’s second concert on November 29.81 Moscheles also visited 

76 BKH 3, 254. 
77 Ibid , 367, and Kerst, Die Erinnerungen an Beethoven, 2:159. Wieck seems to have misremem-

bered the date of the encounter and the name of the place—it was Hetzendorf, not Hietzing. 
78 Beghin, “Tree Builders, Two Pianos, One Pianist,” 118, provides a table with dates. 
79 A discussion about the identity of the maker of the Viennese piano, or pianos, that Moscheles 

played during his concerts forms the main topic of Beghin’s aforementioned article. Beghin dis-
cusses in great detail the mismatch between the immediate reviews, which state that Moscheles 
played a Leschen piano, and various later reports that claim that the piano was by Conrad Graf. 

80 Charlotte Moscheles, Life of Moscheles (London: Hurst and Blackett, 1873; repr. New York: Eli-
bron Classics, 2005), 1:87. 

81 Te visit took place afer Beethoven had attended Weber’s opera Euryanthe, which had per-
formances on November 30 and December 5 and 12. Te conversation book in question (no. 
47) ends on December 6. Te number of entries between the conversations about the opera 
performance (on pp. 12r. and v. of the original) and the fnal entries (on p. 44) seems too large 
for them to have been made in less than one day. Tis suggests the earlier date, November 30, 
for Beethoven’s opera visit, and places all subsequent conversations in this book afer that date. 
Moscheles’s entries are between pp. 28 and 33 of the original. 
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Beethoven on December 16, the day afer the concert in which he used the 
Broadwood.82 Although Moscheles wrote in his diary that they “could only con-
verse in writing,” his negotiations with Beethoven about borrowing the piano 
during the frst encounter were unfortunately not written down. Neither were 
some exchanges about various other topics that Moscheles later remembered in 
detail.83 At the end of their frst encounter, Moscheles did write down the ques-
tion, “how is your English Klavier,” but there is no further discussion recorded 
about the instrument or his upcoming concert. 

A few days later, an authentic remark by Schindler sheds a little more light 
on the situation when he writes, “Moscheles was initially shy to ask for your 
[piano]. He said that it would create an extraordinary sensation in London if 
they heard that he had played on your instrument, because he has been asked 
everywhere whether he knew the instrument and whether you still have it.”84 

Of course Beethoven still owned the Broadwood, but before it could be used 
in a public performance, it needed to be refurbished. Tese repairs were made 
in the few days between Moscheles’s frst visit and around December 13, when 
Schindler told Beethoven about the results (see below). Tis time, Stein was not 
part of the negotiations at all, although a short conversation before the concert 
suggests that he took this with reasonable grace, even writing that he was look-
ing forward to hearing the Broadwood in concert.85 

As Moscheles himself later told the story, it was Conrad Graf who “gener-
ously laboured to put the damaged instrument into a better condition for this 
occasion”—“damaged” as a consequence of Beethoven’s “pitiless thumping.”86 

But in fact Conrad Graf was not involved in the repairs either.87 He was 

Schindler falsely claimed in his Beethoven biography that he was the one who introduced 
Moscheles to Beethoven (Schindler, Beethoven as I knew him, 372). Schindler’s conversation 
book entry in support of this claim (BKH 4, 292, 27v.) is not authentic. 

82 BKH 5, 27–28. 
83 Moscheles, Life of Moscheles, 1:88, and Felix Anton Schindler, Te Life of Beethoven, trans. and 

ed. Ignaz Moscheles (London: Henry Colburn, 1841), 2:166n, quoted in Beghin, “Tree Build-
ers, Two Pianos, One Pianist,” 130. 

84 BKH 4, 314. 
85 Ibid., 315. 
86 Moscheles, Life of Moscheles, 1:89, Schindler, Te Life of Beethoven, 1:221n. 
87 BKH 4, 315 (entry by M. A. Stein) and 328 (entry by Karl v. Beethoven). For a discussion about 

the identity of the maker of the Viennese piano that Moscheles played during his concerts, see 
Beghin, “Tree Builders, Two Pianos, One Pianist,” especially 119–20. As mentioned, all re-
cords of the time state that Moscheles played on a Leschen piano to its great advantage. Various 
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approached for one of his own instruments but declined to cooperate. Tere are 
two slightly diferent versions of this story. Before the concert, M. A. Stein spec-
ulated that Graf would refuse to provide a piano because Moscheles had played 
his preceding concerts on an instrument by Leschen.88 In contrast, Beethoven’s 
nephew Karl wrote that Graf had ofered Moscheles one of his pianos for the 
last concert on condition that he played on no other one, but because Mosche-
les wanted to play frst on the Viennese piano and later on Beethoven’s English 
one, Graf withdrew his ofer. 

Instead, as explained above, it was Wilhelm Leschen who provided the 
Viennese piano for the concert on December 15. Leschen also repaired the 
Broadwood, handled its transport and put right some unidentifed damage that 
occurred when the piano was carried ofstage afer the concert.89 Apparently in 
order to start with a clean slate, he re-strung the piano in its entirety. We can 
assume that he also regulated the action, but apparently he made only minor 
adjustments. We learn from a conversation a few months later that he did not, 
for example, re-leather the hammers.90 

Tis concert was a turning point for the instrument. Moscheles himself 
later wrote that his object in borrowing it had been “to display the diference 
between the efects producible on Viennese, and on English instruments, by 
playing on one of the former in the frst, and upon Beethoven’s piano in the 
second act.”91 It is at this point that Beethoven’s piano, with its outlandish sound 
and old-fashioned appearance, fnally became public and negotiable, subject to 
curiosity, comparison and criticism. For the frst time, too, we encounter some 
of the high-strung expectations that were later to shape the instrument’s fame 
as a Beethoven relic. When Leschen had fnished his work around December 
13, Schindler told Beethoven, 

Your instrument has turned out so perfect that it will be epoch-making to the 

later reports (including Schindler, Beethoven as I knew him, 372, and Moscheles’s own biogra-
phy) claim that the Viennese piano was by Conrad Graf, and that it was also Graf who repaired 
Beethoven’s Broadwood. To reconcile these versions, Beghin proposes that Leschen, lacking ex-
perience of English pianos, might have asked Graf for help. However, all the available frsthand 
documentation shows that Graf was the piano maker on whose instruments Moscheles explic-
itly did not play (and, by implication, whose services he did not require in any other way either). 

88 BKH 4, 315. 
89 BKH 5, 25. 
90 Conversation with Schindler in early March, 1824 (Ibid , 191). Schindler reports that Stein 

thought that Leschen should have re-leathered the instrument. 
91 Schindler, Te Life of Beethoven, 1:221n. 
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highest degree. It is a true joy to hear [crossed out: “this bloke”] Moscheles play 
on it. Leschen has strung it entirely with Berlin wire and you will be happy to 
assure yourself about how it now sounds.92 

We recall that Moscheles’s own goals were humble. No matter whether he 
was most interested in creating a “sensation” on his return to London, or in 
demonstrating the diferences between the instruments for the local Viennese 
audience, both belong to the work of his profession: that of a traveling virtuoso 
doing interesting things on stage. Assuming Schindler’s passage to be authentic, 
the use of the label “epoch-making” for Beethoven’s piano (side-stepping any 
questions about its possible technical issues, and about its status in the Vien-
nese piano world due to its age and construction) seems almost visionary, and 
a strong indicator of the shif that was about to happen. For Schindler it was the 
piano itself that was about to make a splash, afer being repaired with the most 
modern and expensive materials. 

Incidentally, both Moscheles’s and Schindler’s perspectives had to be used 
in conversation to make the Broadwood’s participation in the concert seem 
attractive for Beethoven. During the days preceding the concert (and on the 
day itself) Beethoven’s nephew Karl, for instance, used a mix of both to keep his 
uncle in good spirits. Moscheles planned to use the instrument only in the con-
cluding piece of his program, a free Fantasy on various themes, afer playing his 
second concerto in E-fat major (op. 56) and his “Alexander” Variations, op. 32 
on the Leschen piano. Karl speculated that Moscheles had “special intentions” 
regarding this choice: “I believe he plays the Phantasie specifcally on the Eng-
lish [piano] in order to direct the attention more to the tone of the Clavier.”93 In 
this way of putting it, the entire concert would lead up to the special experience 
of the Broadwood’s tone at the end. As if to confrm that these “intentions” were 
fulflled (and in an efort to change the subject afer Beethoven criticized him 
for applauding at a certain moment), Karl wrote immediately afer the concert, 
“the people were saying: that piano really has a sound!”94 

Tom Beghin has suggested several reasons why Moscheles played only his 
improvisation on the Broadwood. He points out that an improvisation was a 
routine item toward the end of a program of this kind, and suggests that the 

92 BKH 4, 322. Schindler later added several non-authentic entries on the surrounding pages. 
“Diesen Kerl von ein” (which is crossed out) might be a later edit (however unidentifed as such 
in the modern edition of BKH). 

93 BKH 5, 22. 
94 Ibid., 25. 
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acoustic properties of the English piano made this placement at the end more 
efective. In reference to Moscheles’s own recollections, he writes, “in this 
intense setting, Moscheles could match inspiration with instrument and try 
to convince his audience of ‘the value of the broad, full, although somewhat 
mufed tone of the Broadwood piano.’”95 

Te most obvious reason for Moscheles to use Beethoven’s piano only in his 
free Fantasy was, of course, its limited compass. Both the variations and the 
concerto make almost constant use of the top half-octave between c4 and f4 that 
was unavailable on Beethoven’s piano. An ad hoc adjustment of these two bril-
liant concert pieces would have been out of the question, even for a virtuoso of 
Moscheles’s caliber, but in a free improvisation, such limitations could easily be 
incorporated into the musical fow. Tere was simply no other way to make use 
of the piano during the concert, unless Moscheles changed his entire program. 

We do not know whether Beethoven truly believed that his instrument 
would be “epoch-making” or whether he understood the hyperbole to be a 
strategy by Schindler to make Moscheles’s request more attractive.96 We can 
assume, however, that both the piano’s behavior during Moscheles’s Fantasy 
and the reactions of the reviewers must have come as a disappointment to 
him. Reading between the lines of the concert reviews, the public comparison 
turned out to be something diferent than a test of the quality of English and 
Viennese pianos. Instead, the concert became a statement of the adequacy of 
Leschen’s repairs, and thus of the underlying diferences between the Viennese 
and English pianistic art worlds. It made clear that Leschen, acting as support 
personnel, lacked the know-how to ensure optimal maintenance for the foreign 
Broadwood. Te piano, in short, acted up.97 

Of the few press reports of the event (Beghin reproduces four of them, two 
from Vienna, one from Leipzig and one from London98), two were more than 
usually detailed.99 To be sure, all of these reports did use the convenient for-

95 Beghin, “Tree Builders, Two Pianos, One Pianist,” 139, referring to Moscheles, Life of Mosche-
les, 1:89. 

96 Why Schindler lobbied for Moscheles’s interests at all cannot be fully explained. 
97 Te theory of Art Worlds, which is eminently applicable to the contrast between Viennese and 

English piano-building and playing styles, was developed by Howard Becker. See Howard S. 
Becker, Art Worlds (Berkeley: University of California Press, 1982). Becker discusses the impor-
tance of support personnel in Chapter 3, “Mobilizing resources.” 

98 Beghin, “Tree Builders, Two Pianos, One Pianist,” 145–48. Tis appendix includes English 
translations. 

99 Only the English one (Harmonicon 13 [January 1824]: 3–4) does not provide any deeper analysis 
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mat of a comparison between national styles of piano building to channel their 
observations. One reviewer even went so far as to criticize the “repulsive outer 
form” and “spindle-like turned” feet of the Broadwood.100 But two reviews, one 
in the Vienna-based Allgemeine musikalische Zeitung and the other one in the 
Zeitschrif für Kunst, Literatur, Teater und Mode, leave the impression that 
there was more going on than a mere clash of tastes.101 

We learn, for example, that Moscheles broke a treble string at the very be-
ginning of his Fantasy, having “sufcient presence of mind … to take it out 
while trilling with his lef hand.”102 Te mishap might not have carried much 
meaning, were it not for the fact that the treble of English pianos of that con-
struction is not normally a risk zone,103 and for the additional information that 
the two Viennese reviewers accumulated between them. We read that there 
was a mismatch between the “force of the hammer” and what the “instrument 
could bear,” and that the strings made a “feeble” impression. Tere was also a 
tonal imbalance between the weak bass and the treble. It mattered little to either 
reviewer that Beethoven’s Broadwood sounded “singing” in slow (and, one as-
sumes, sof) passages, even if the Modenjournal correspondent did credit this 
to a conscious design choice (albeit an inadequate one): “Te weak stringing 
that the English manufacturer chose in order to give the instrument more of a 
singing quality is too feeble for being played in a concert.” Te fipside of this 
singing quality was evident: both reviewers say that the instrument assumed a 
“shrill” and “clangorous,” even “buzzing,” sound when played forte. 

Of course, we know from many other sources that Viennese observers ofen 
characterized English pianos as inferior. It is also undeniable that English pia-
nos tend to sound noticeably weaker in a concert hall than in a smaller venue, 
and their bass especially seems to lose some of its power.104 But even in view 

of the events. If the printed date of the communication (December 10, 1823) is correct, it was in 
fact an announcement, and its observations about the “vast superiority” of English pianos were 
not based on actually witnessing the concert. 

100 Wiener Zeitschrif für Kunst, Literatur, Teater und Mode (December 30, 1823): 1288. 
101 Ibid., and Wiener Allgemeine musikalische Zeitung 7, no. 104 (December 27, 1823): 829–30. 
102 Wiener Allgemeine musikalische Zeitung 7, no. 104 (December 27, 1823): 829. 
103 English treble scalings were more or less unchanged during the frst two decades of the 19th cen-

tury, whereas in Vienna the picture is more variable. In my own Broadwood grand piano from 
1805 (with the uncontroversial—in the context of Beethoven’s later piano—string lengths c4: 7.0 
cm, c3: 13.5 cm, c2: and 27 cm) no single treble string has broken in the last thirty-two years of 
use, during which time at least three stringing schedules have been tested in the instrument. 

104 Johann Nepomuk Hummel, Anweisung zum Pianoforte-Spiele (Straubenhardt: Zimmermann, 
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of the routine criticism that English pianos received in Vienna, the epithets 
“schwirrend,” “zu grell,” and—in both Viennese reviews—“klirrend” seem un-
usually harsh. It should also be noted that the Leipziger AMZ did point out 
Moscheles’s special expertise in handling the instrument, which is consistent 
with the great praise he received for his playing in general in all the reviews. Te 
overall impression, then, is that something was simply wrong with the strings, 
and consequently the sound, of Beethoven’s piano. But as we know, it had not 
been the “English manufacturer” who had chosen the stringing at all, but rather 
the Vienna-based Leschen (who received a fair amount of praise elsewhere in 
these reviews). 

In his biography, Moscheles acknowledged that his public presentation of 
Beethoven’s Broadwood was unsuccessful. “I tried … in my Fantasia to show 
the value of the broad, full, although somewhat mufed tone of the Broadwood 
piano; but in vain. My Vienna public remained loyal to their countryman—the 
clear ringing tones of the Graf were more pleasing to their ears.”105 In this pas-
sage not only is the name of the maker of the Viennese piano at odds with 
what the reviewers, direct earwitnesses, reported, but Moscheles’s description 
of the sound of Beethoven’s piano does not match their verdict either. True, 
the Viennese remained loyal to their countryman Leschen (not Graf). True 
too, Moscheles did “try” to play the instrument to its advantage, and one of 
his reviewers benevolently acknowledged his skill in doing so. But he did not 
succeed, because the instrument in fact did not sound “broad, full and some-
what mufed,” but rather shrill, clangorous and buzzing. Karl van Beethoven’s 
euphemistic remark that “the people were saying: that piano really has a sound” 
was likely an evasive move to divert the deaf and possibly suspicious composer 
from what had really happened. 

Das Ende vom Lied 

Te rest of the story of Beethoven’s Broadwood piano is quickly told. Its 
poor condition was quickly becoming a constant source of unhappiness for 
Beethoven. In March, Schindler told Beethoven about M. A. Stein’s opinion 
that the hammer leathers had “sufered much” and that it would have been bet-

1989), 455. See also Beghin, “Tree Builders, Two Pianos, One Pianist,” 139n96. Tis observa-
tion can easily be confrmed by using surviving pianos of this type in concert. 

105 Moscheles, Life of Moscheles, 1:89. 
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ter if Leschen had changed them during his intervention.106 Schindler said that 
Stein had ofered to re-leather the instrument, but he also wrote, “Stein is afraid 
of re-leathering, to do it exactly like the English do—however I do not think 
he will be able to do this.”107 Directly following Schindler’s entry, a mistrust-
ing Beethoven wrote in a note to himself: “… to Graf because of my English 
Klawier.” Whether he actually did go to Graf at this point or not is unknown. 
Te traditional summer transport in June was again taken care of by Stein, 
and in one conversation Stein also mentioned the hammer leathers, which he 
thought should be made “weak [i.e. thin] … otherwise the tone gets too harsh 
[orig: “hart”] and a harsh tone does not penetrate well.”108 Tis comment sug-
gests that the problem with the leathers had yet to be solved. 

When the London harp maker Johann Andreas Stumpf, a native of Saxony, 
came to Vienna in late September 1824, Beethoven was still hesitant about ask-
ing Stein to work on the Broadwood. As we know from his famous recollec-
tions, Stumpf found the instrument—a mere nine months afer it had been 
presented in a public concert—largely unplayable, with all the strings in the 
treble broken and tangled up.109 Stumpf had worked at the Broadwood frm,110 

and Beethoven trusted him immediately, asking him questions about the “im-
perfect” piano, and whether he thought that Stein, under Stumpf ’s supervision, 
could bring it into order again. Soon enough Stumpf initiated and supervised 
the necessary repairs, which were carried out in Stein’s workshop with the help 
of some of Stein’s workmen. 

Te beneft of this initiative for Stumpf, who would soon return to London, 
was limited. A major motive for his actions seems to have been his concern 
for the welfare of the instrument itself. Tat concern may also explain why, as 
Karl van Beethoven wrote, he made the efort to explain to Stein what needed 
to be done to improve the piano’s action, and to make drawings of the inner 
construction and of the proposed improvements. Karl evidently did not like 
Stein. Several times during the following months he pointed out to Beethoven 
how Stein had been ofended by Stumpf ’s lectures, and had absented himself 
while Stumpf was around. Stumpf had reported that much of the action was 

106 BKH 5, 191. Tis is yet another confrmation that Leschen, not Graf carried out the repairs of 
December 1823. 

107 Ibid. 
108 BKH 6, 276. 
109 Kerst, Die Erinnerungen an Beethoven, 2:92. 
110 BKH 6, 359. 
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damaged, and Karl suggested that Stein himself had “spoiled some parts of the 
inner action with his experiments.”111 

Stumpf ’s reward for fxing Beethoven’s piano was to hear the grateful com-
poser improvise. His impressions of this event are carefully phrased, yet they 
nevertheless betray the inner confict between the wincing instrument maker 
and the enthusiastic witness of a genius-at-work: 

A tone-web with most surprising transitions made the poor strings and the entire 
instrument tremble, and a chaos of tones evolved into the most heart-rending 
melodies, in short, who would be able to depict in words what the phantasy of 
such a spirit is capable of!112 

Te Broadwood was sounding once again—but even the frst chords Beethoven 
played on it made Stumpf think of the “poor strings.” Tere is no doubt that the 
fx, no matter how expertly done, was again to be a temporary one. 

Stumpf ’s visit did have one concrete result. Te next summer transport in 
May 1825 was supervised by the piano maker Schanz, and Stein’s name does 

111 BKH 7, 20–21, 328. It should be noted that there is no evidence that Stein ever performed any 
“experiments” on Beethoven’s Broadwood. On the contrary: his hesitation earlier that spring 
to re-leather the instrument suggests that he was unwilling to change the instrument’s char-
acter. Karl’s suggestion thus seems to be unfounded, and there is no indication that it refected 
Stumpf ’s own opinion. In fact, there is no reason to believe that whoever repaired the instru-
ment at whichever point in the 1820s made a true mess of its action. According to David Win-
ston (private communication, and “Te Restoration of Beethoven’s 1817 Broadwood Grand 
Piano”), two of the various changes that were made in the instrument might date from its early 
time. First, someone had inserted springs on top of the damper jacks, evidently in order to im-
prove the efect of the traditionally imprecise English damping system. Tese springs were later 
removed and only traces of their location remain (inserting and removing springs in this fashion 
could have happened at any point in the instrument’s life). Second, at some point the original 
outer layer of hammer leathers was detached and tightened, and a new layer of leather was add-
ed on top. Tis ought to have happened afer the spring of 1824, when Stein remarked that the 
leathers (meaning, the original ones) had sufered much, and ought to have been changed. Most 
other changes to the instrument appear to be the consequence of various unsympathetic repairs 
during the twentieth century. 

It seems rather that many people around Beethoven learned to tiptoe carefully around the 
true problem, which was Beethoven’s uncontrolled way of hitting the keys. Tis problem was 
never addressed in direct exchanges with Beethoven. 

112 Kerst, Die Erinnerungen an Beethoven, 2:93. Stumpf ’s lengthy report reveals at least one gap in 
the record of the dealings around the Broadwood. Stumpf observed the sound-amplifying de-
vice that was put on top of the instrument, but in his description, “said attachment … consisted 
of a large half-angle of soundboard wood, which was closed at both ends and raised itself, above 
the keys of the Klavier, from the bass toward the treble...” (BL, 5:128n219). As discussed earlier, 
Stein’s original sound-amplifying device was made of sheet metal, so in the meantime someone 
must have exchanged it for one made of wood. 
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not appear anywhere.113 During that summer, Beethoven also expressed (in a 
note to himself) an interest in Leschen’s pianos, he returned to Stein’s much 
earlier idea to have a piano with unleathered hammers made for himself, and 
he decided to give his old Érard piano from 1803 to his brother Johann. 

In August 1825, the pianist Carl Czerny talked to Beethoven about an ac-
tual change that had been made to the Broadwood: a piano maker had made it 
“brighter and easier to play” (“heller und traitabler”). Further references in Czer-
ny’s entry identify this maker as Conrad Graf, the man who “himself owns an 
English [piano] of 6½ octaves afer which he models his own [instruments].”114 

We do not know when Graf made these adjustments. Since, during Stumpf ’s 
intervention, Stein’s workshop was involved with the rather extensive repairs, 
Czerny was doubtless addressing a more recent intervention. 

Graf ’s renewed involvement fve years afer he showed his frst interest in 
Beethoven’s piano raises the curtain for the last act of this play. Half a year afer 
Beethoven’s conversation with Czerny, the violinist Karl Holz—at this point 
Beethoven’s secretary and friend—told Beethoven: 

Your fortepiano is in need of such long-lasting repair that you will not get it 
[back] very soon. Graf says that it is in a terrible state; but he will restore it as far 
as possible, and he sends you in the meantime as a temporary help a quadruple-
strung pianoforte, which will arrive on Tuesday. 

Te Tuesday in question was January 24, 1826. At that point, the English 
piano was already in the workshop. Graf was now in charge of everything that 
had to do with Beethoven’s pianos. As to the repair, Beethoven noted to himself, 
“Graf shall make the keyboard afer the one of his English p[iano].”115 Graf saw 
to it that the new instrument from his production was regularly tuned, free 
of charge. Also the construction of a new sound-amplifying device that ft his 
instrument was in his hands.116 Tat sound-amplifer was delivered on June 2, 

113 BKH 7, 258–60. 
114 BKH 8, 47. See also 341n128, suggesting that the word “he” refers to Leschen instead of Graf. For 

reasons already mentioned (Leschen did not make any substantial changes to the Broadwood’s 
action), this option seems unlikely. See also Beghin, “Tree Builders, Two Pianos, One Pianist,” 
135n84. 

115 BKH 9, 82. 
116 Ibid., 142–43, 147. 
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1826. He began to work on the Broadwood in July, and told Beethoven that he 
could keep both instruments afer its return.117 

As mentioned at the outset, we know that in 1826 Beethoven’s interest in the 
piano as a musical medium had defnitely waned. He was utterly unable to hear 
any of his keyboard instruments properly and he did not compose any music 
for them any more. Te last phase of his ownership of pianos provides no new 
information about the conception of his last piano works, and about how they 
sounded in his study, or at least in his mind. 

Practical matters: compass and works 

One more matter still needs to be discussed: the Broadwood’s restricted treble 
range. In comparison to the piano works of the late middle period, its top note 
c4 was a step back of half an octave. For Beethoven, it would in efect have 
meant a return to his compositional practice of 1803. Understandably, various 
speculations about how useful the Broadwood was for Beethoven have kept 
themselves alive throughout two centuries of Beethoven research. Te topic 
has invariably taken the front stage in pianists’ discussions about Beethoven’s 
late music. 

Te perceived “compass puzzle” is largely the result of today’s opus-centered 
manner of representing compass requirements.118 From an analytical stand-
point, this approach is uncontroversial.119 Tere can indeed be little doubt that 
Beethoven usually conceived the movements of his works as belonging to each 
other and dependent on each other. Te performances of his symphonies and 
concertos during his lifetime, moreover, show that he preferred these large 
works for the public sphere to be played as a whole as well. 

Piano solo works, on the other hand, belonged to a diferent performing 
tradition. At home it made no diference whether someone played single 
movements or the whole work (in view of the shifing technical difculty of 
Beethoven’s works, the former is more likely). Te performance of single move-
ments was also accepted practice at private academies and musical meetings, 
just as single arias from operas could be performed, mixed with snippets from 

117 Ibid., 265, BKH 10, 29, 61. 
118 A good example of this approach is John Henry van der Meer, “Beethoven und das Fortepiano,” 

Musica Instrumentalis 2 (1999): 56–82. 
119 Unless one wants to invoke the increasing musicological criticism of work-oriented views, 

which could be the topic of another essay. Tanks to Tom Beghin for pointing this out. 
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all kinds of other genres.120 Even Beethoven himself played the last movement 
of his sonata, op. 2, no. 2 in concerts with a mixed program during his 1796 
tour.121 

Work Mvt. 1 Mvt. 2 Mvt. 3 Mvt. 4 

Op. 53 FF–a3 FF–f3 FF–a3 

Op. 54 FF–f3 FF–f3 

Op. 57 FF–c4 GG♭–b♭3 FF–c4 

Op. 78 FF–g♯3 FF–a♯3 

Op. 79 FF–a3 FF–g3 FF–g3 

Op. 81a FF–c4 FF–ab3 FF–f4 

Op. 90 FF–c4 FF–a3 

Op. 101 FF–b3 FF–c4 III–IV: EE–e4 

Op. 106 FF–f4 FF–f4 FF–c♯4 CC–c4 

Op. 109 EE–b3 FF♯–a3 FF–c♯4 

Op. 110 FF–c4 FF–b3 III–IV: CC–c4 

Op. 111 CC–e♭4(c4) CC–c4 

Table 1 Keyboard compass per movement in Beethoven’s middle-period and late piano sonatas 

To play parts of a sonata out of their compositional context was thus a real 
performance option at the time. Table 1 shows that Beethoven in fact provided 
a variety of compasses in diferent movements, catering to customers of his 
printed works who may have had instruments of diferent standards. Tis is 
a technique he established in his middle period, beginning in 1803 when, in 
the “Waldstein” Sonata, op. 53, he frst exceeded the early Viennese standard 
compass of fve octaves. 

Beethoven’s late piano music also attests to the fact that afer receiving 
the Broadwood piano, he returned immediately and almost completely to 
its old-fashioned treble compass. Including the two last movements of the 

120 See, for example, Beethoven’s letter to Andreas Streicher from 1796 about a performance of 
young Elisabeth von Kissow, who played a Terzett from an unknown work (possibly a move-
ment from a piano trio) in a private concert. Beethoven, Briefwechsel 1, 32. 

121 Forbes, Tayer’s Life of Beethoven, 207–8. 
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Example 1 Sonata in C minor, op  111, mvt  1, Allegro con brio ed appassionato, mm 
130–32 (Schlesinger 1823) 

Hammerklavier Sonata, op. 106, which may be the frst compositions at least 
partly sketched with the Broadwood present, he wrote above c4 in the works 
that followed only in three instances: c♯4 appears in a few bars of the third 
movement of op. 106 and in the climax of the fnal variation of the last move-
ment of op. 109 (mm. 177–78 and 181); also, a single e♭4 is written in m. 132 of 
the frst movement of op. 111. In other works, only the recurring d4 in the third 
Bagatelle of op. 119 goes beyond the possibilities of the Broadwood’s treble.122 

Te third set of Bagatelles, op. 126 and the Diabelli Variations, op. 120 stay 
entirely within its range. 

Tis seems to indicate that, afer he received his English piano, Beethoven 
wrote largely for his own domestic situation rather than exploiting the full 
range of the newest available pianos as he had done earlier. In contrast to his 
middle-period compass choices, where he frequently pushed the envelope (as 
in the Appassionata, or later in op. 81a), his late-style refections on the Broad-
wood’s keyboard bear the stamp of a rather unperturbed attitude, sometimes 
even playful in its inconsistencies. One of these, the single high e♭4 in the frst 
movement of op. 111, is actually not very much of a riddle, since it is, in the 
manuscript and in both early editions (Schlesinger and Clementi), accompa-
nied by an ossia version that simply leaves out this note (Example 1). 

122 Te explanation here is that Beethoven assembled this set of pieces from earlier compositions. 
However, the case of op. 119/3 remains confusing. Te beginning of the piece is sketched in 
the Wielhorsky sketchbook (Glinka State Central Museum of Musical Culture, Moscow) of late 
1802 until May 1803. (Tanks to William Drabkin for this information.) Te sketch in its now-
known form includes the “8-------” above the melody until the downbeat of m. 2 as known from 
the published version of op. 119, which Beethoven, however, could have added at any later date 
when he revised the sketch. Because of the early date in combination with the large keyboard 
range, Barry Cooper believes that the octave was a later addition. Barry Cooper, “Beethoven’s 
Portfolio of Bagatelles,” Journal of the Royal Musical Association 112, no. 2 (1986–87): 214, and 
personal communication with Barry Cooper. 
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    Example 2 Sonata in E major, op  109, mvt  3, Allegro, mm  177–78 (Schlesinger 1821) 

Te example shows both the restriction necessitated by Beethoven’s own 
piano, and his awareness of the fact that many Viennese pianists had access 
to e♭4. Te high octave in op. 119/3 is likewise only a minor concern, since the 
entire phrase can in each case easily be transposed an octave down if necessary. 

Te c♯4 in op. 109, however, can only be explained in a quirky way (Example 
2). While c♯4 occurs three times on the last two pages of the sonata (the frst 
two are shown here), the note a semitone below—the top c4—does not appear 
in any movement of the entire sonata. For a pianist with a c4 piano (such as 
Beethoven), the sonata was thus playable in its entirety if c4 was re-tuned to 
c♯4. Tis is an action that can be done and undone in less than a minute, and it 
would also reduce the awkward stretch between the continuous trill on b2 and 
the accented top c♯, making the passage easier to play. 

Te connection of op. 109 with Beethoven’s Broadwood is otherwise close 
(Beethoven supposedly began his sketches for this sonata in the spring of 1820), 
but the circumstances do not help to further explain the occurrence of this high 
c♯. Intriguingly, during the conversation with Beethoven from March 12, 1820 
mentioned above, Matthäus Andreas Stein found a reason to ask Beethoven 
“you do not write above c4[?]” Te context of the conversation makes it fairly 
clear that the question was inspired by the Broadwood piano, since directly 
aferwards, as discussed above, Stein addressed a persistent problem with that 
piano’s strings. 

Considering Beethoven’s increasing struggle to hear his Broadwood while 
he played it, and the resulting chaotic condition of the strings of the instru-
ment, recurring at ever closer intervals, in the end it may have been entirely 
irrelevant how the top note of his piano was tuned. It is tempting to interpret 
the high c♯ in op. 109 as Beethoven’s bitter inside joke about his increasingly 
unhappy situation. 
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Conclusion 

When I discuss these topics with colleagues, they are ofen most interested in 
how the usual stories about Beethoven’s Broadwood should be understood, and 
how some of them need to be corrected. Tis is understandable, as some of 
these stories have become a little worn with use. It is time to acknowledge, for 
example, that no original source material exists to suggest that the Broadwood, 
when it arrived in Vienna in 1818, needed repair at all. Te inconsistent narra-
tive of this event that Tayer’s editors pieced together from his notes has been 
not only unhelpful but also misleading. 

Hopefully, too, this article’s review of the actions of Streicher, Stein and 
Graf provides more certainty than we have previously had about the dates and 
character of many repairs that were made to the Broadwood, and shows more 
clearly where gaps in our knowledge remain. One is bound to conclude from 
this review that the instrument’s “Englishness,” both in its technical concept 
and in its sound, remained unchallenged and unchanged for longer than some 
have suggested. Tis realization might encourage pianists to make use of the 
sound of a good English instrument of the period when playing Beethoven’s 
late music, with more conviction and less apology than is ofen now the case. 

Te story of Stein’s work on Beethoven’s hearing machine implies that it 
was not merely conceived by Stein as useful in a general sense, but rather to 
form a symbiotic unit with the Broadwood, an instrument Stein said he liked. 
Tis symbiosis may well have been crucial for the genesis of Beethoven’s fnal 
piano compositions. Stein, a controversial fgure, has been surprisingly little 
researched. Tis story could provide him a well-needed boost in modern schol-
arship, and it should perhaps be added to the canon as well. 

Finally, another look at Moscheles’s concert and Leschen’s repairs leads us 
to revise the accepted view that the Viennese critics and audience should have 
disapproved of a fully functioning and optimally restored representative of the 
English school of piano building. In fact, they were listening to a sick piano: 
the instrument’s hammer leathers—the interface between action and strings 
that is most of all responsible for the tone character—were close to the end of 
their life span. Moreover, Leschen had been unsure about the intended string-
ing schedule, and ultimately not successful with his re-stringing, which resulted 
in a compromised sound and issues of reliability. 

At least as important as revising old stories, however, is a commitment to 
more careful dealings with the sources. Te diference I am addressing is re-
ally a simple one. Instead of putting a picture on the table and trying to col-
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lect puzzle pieces that match that picture best, it seems better to collect the 
available puzzle pieces, among them many very well-known ones, and to put 
them together in an order that, hopefully, reveals their inner relationship to 
each other. One would assume this technique to be good practice in all history 
writing. It is especially necessary in studies of such an unpredictable fgure as 
Beethoven. As soon as we believe we “know” Beethoven, he turns another way 
and surprises us, and so the picture one would like to put on the table to help 
place one’s pieces remains elusive. We need the bits to make the picture, not the 
other way around, and no amount of previous and brilliant Beethoven research 
can absolve us from that responsibility in every single case. 

In the end, such sorting and arranging remains a relatively humble task, and it 
is a good thing to acknowledge this. Truly new stories are rarely told in Beethoven 
research; too much of the material is too well known to too many intelligent and 
enthusiastic people around the world. One wishes, however, that some of the sto-
ries were told more carefully, that some of the collecting and puzzling was done 
with more love for detail and attention to context, and, fnally, that some of the 
really dusty old tales would remain in the cabinet for good. 

A P P E N D I X  1  

Ehrende Auszeichnung.1 

Die Kunst hat kein Vaterland. Überall in der Brust gebildeter Menschen, sie 
mögen an den Ufern des Ganges oder am Oronoco wohnen, fndet sie eine 
willkommene Heimath, wo sie sich niederläßt und ihre heiligen Feste feyert. 
Dieß wirkt die Macht ihrer himmlischen Zauber und ihre Verwandtschaf mit 
dem Göttlichen im Menschen, denn sie ist göttlichen Ursprungs. — So waltet 
der herrliche Genius Beethovens, der, eine ruhmstrahlende Zierde unserer Kai-
serstadt, das Herz seiner Landsleute durch die Fülle und Kraf des begeisterten 
Gemüths bewegt; in den Frühlingsgärten Italiens die liedertrunkenen Hörer 
durch seine Melodien entzückt; an den winterlichen Ufern der Newa durch 
die Gluth des Gesangs das Eis um den Busen des Nordens schmelzt; die regen 
Geister an der Seine durch die Gewalt seiner Töne in Bewunderung fesselt, 

1 Wiener Zeitschrif für Kunst, Literatur, Teater, und Mode 4, no. 10 (January 23, 1819): 78–79. 
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und der den edlen Stolz Albions der Macht seiner Kunst beugt, wenn er in 
gewaltigen Akkorden den heißen Kampf um Freyheit und den Siegesjubel von 
Vittoria wieder in ihrem Schooße erweckt, daß die klangbewegten Wellen um 
das geliebte Eiland freudig in die Lieder des Nachruhms rauschen. 

Vor allen scheint der Charakter der Britten geschafen, den tiefen Ernst und 
hehren Aufug der Beethoven'schen Muse in die Himmel der Melodien, in 
seiner ganzen Fülle und Erhabenheit zu erfassen. Dieß zeigt die dauernde Be-
geisterung, womit sie den Heros der deutschen Musik würdigen, bewundern, 
verehren. Unter vielen hat ein neuerliches, ausgezeichnetes Beyspiel dieß aber-
mahls rühmlich und ehrenvoll bekundet, indem ein edler Britte als Repräsent-
ant seiner kunstsinnigen Landsleute unsern Meister durch ein seltenes Ge-
schenk, das durch die Art, wie es dargebracht wurde, seinen Werth nur noch 
erhöhen mußte, anerkannte und ehrte. Dieser ist Herr Broadwood in London, 
der das vorzüglichste Pianoforte, das sich daselbst zu solchem Zwecke würdig 
darboth, auswählte, und es als Zeichen seiner Verehrung von Beethovens ho-
hem Genius demselben frachtfrey in seine damahlige Sommerwohnung nach 
Mödling nächst Wien übersandte. Dieses kostbare und schöne Instrument hat 
sechs ganze Oktaven vom Contra C bis fünf [recte: vier] gestrichenen C, deren 
Klang durchaus voll, schön und kräfig, und in den Contra-Tönen majestätisch, 
im Diskant singend ist. Der Anschlag ist jenem eines guten Clavichords zu 
vergleichen, und alle Modifkationen eines Tons lassen sich ohne besonderen 
Zug hervor bringen. Doch ist auch durch den Einsaiter zur Linken vermit-
telst eines Fußtritts dafür gesorgt, und dem dadurch erzeugten Tone kommt 
an sonorer Schönheit nichts gleicht. Zur Rechten sind zwey Fußtritte, womit 
die Dämpfung so wohl im Diskant für sich, als im Baß für sich, und wieder 
in beyden zusammen kann aufgehoben werden. Außerdem fndet sich an der 
rechten Seite oben, am Ende des Grifrets noch ein Zug, wodurch man mit 
zwey Saiten anschlägt. Sehr sinnreich ist die Einrichtung, daß die Diskanttöne 
der Stärke des Basses nichts nachgeben, indem vom zweygestrichenen G bis 
dreygestrichenen E die Dämpfung lockerer oder loser wird; vom dreygestrich-
enen E bis viergestrichenen C aber die Töne ohne Dämpfung sind. Übrigens 
ist an diesem Instrumente alles von solcher Dauerhafigkeit, daß es hierin mit 
keinem andern [page 79] zu vergleichen ist. Einen Begrif von der Haltbarkeit 
seiner Stimmung kann es geben, wenn man bedenkt, daß es die Reise zur See 
von London, wo es Anfangs Januar 1818 abging, nach Triest, wo es bis Ende 
May gestanden, von da auf der Achse nach Wien, und von Wien nach Mödling 
gemacht hat, ohne daß es bey seiner Ankunst nöthig gewesen wäre, irgend ein-
en Ton zu stimmen. Kurz, es ist ein wahres Meisterwerk, im Innern des Baues, 
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wie im Äußern, das sich durch Einfachheit, Schmucklosigkeit, Festigkeit und 
Bewegbarkeit nach jedem beliebigen Orte hin, vor allen andern ausgezeichnet. 

Auf der obern Seite über dem Grifrete fndet sich folgende lateinische 
Inschrif: 

Hoc instrumentum est Tomae Broadwood (Londini) donum, propter ingenium 
illustrissimi Beethoven 

Vorn über dem Grifrete ist der Nahme 

B e e t h o v e n  
mit großen Lettern von schwarzgebeitztem Ebenholz eingelegt und darunter 
die Nahmen der Verfertiger: John Broadwood and Sons, Mackers of Instruments 
to this Majesty and the Princesses 

Great Pulteney Street  Golden Square  London 
Zur Rechten ober dem Grifrete befnden sich die autographischen Nah-

men von fünf der ersten Klavierspieler Londons als Bestätiger von der Vortref-
fichkeit des Instruments, nämlich; 

Frid. Kalkbrenner. 
Ferd. Ries.  J. B. Cramer. 
C. G. Ferari.  C. Knyvett. 

Bey Gelegenheit der Übersendung dieses Instruments hat die k. k. Hofam-
mer einen eben so ehrenden als ermunternden Beweis der Würdigung der ho-
hen Talente unsers Beethoven dadurch an den Tag gelegt, daß sie die Einfuhr 
desselben von Triest bis an Ort und Stelle zollfrey gestattete. 

So zeichnet die Verwaltung wahre Talente im Vaterlande aus; so ehrt sie die 
Fremde. Das ist aber die Herrlichkeit der Kunst, daß sie die Schranken des ir-
dischen Lebens, überfiegend im Reiche der Geister innig vereinigt, was durch 
jene getrennt ist. 



 

 

A P P E N D I X  2  

Beethoven’s Broadwood: A Construction Project 

A Note from Tom Beghin 

For the fortepiano program at McGill University, I had wanted an English-type 
piano and historical keyboard maker Chris Maene (Ruiselede, Belgium) had 
long cherished a wish to build Beethoven’s Broadwood. A new project was born, 
made possible through a generous research grant from the Social Sciences and 
Humanities Research Council of Canada. Two replicas of Beethoven’s Broad-
wood are presently under construction, one to live in the Maene Collection, the 
other to come to Montreal, Canada. 

Te objective of the project is to construct Beethoven’s instrument as it would 
have lef Broadwood’s factory. Our mission thus difers from that of David Win-
ston and Eszter Fontana, who in 1992 set out to both restore and conserve the 
instrument in the best manner possible, not only as a Broadwood but also (and 
specifcally) as a “Beethoven instrument.” While constantly taking No. 7362 
as a point of reference, Chris Maene must also look beyond this model. We 
frst visited the instrument in the Hungarian National Museum and received 
important photo material and other documents from curator Klará Rádnoti. 
Measurements and drawings were subsequently made of other Broadwoods: 
No. 7121 (also of 1817, presently in the Beethoven-Haus, Bonn), No. 5557 (of 
1812, acquired by Chris Maene) and No. 8265 (of 1820, from the Peter Aidu 
collection, Moscow). Te latter two have been entirely taken apart. Troughout 
this stage of study and observation, David Hunt (Cambridge, UK) has shared 
his expertise on Broadwood pianos. 

We have just completed the instrument a few months ago. Two inauguration 
concerts took place back-to-back in October 2013, frst at the Beethoven-Haus 
in Bonn, then at the Concertgebouw in Bruges. Our selected recital program 
celebrated the historical “newness” of the instrument. In the frst half, I played 
three works, written in 1817 or shortly before, by Ferdinand Ries, John Baptist 
Cramer, and Frederic Kalkbrenner (three of the fve London-based musicians 
who famously signed the wrestplank of the Beethoven Broadwood). Te second 
half then de-mystifed the “legend” of Beethoven’s Broadwood and his “Ham-
merklavier” Sonata, op. 106. I started by playing its three frst movements (all 
completed before the Broadwood’s arrival in Vienna/Mödling) on a Viennese 
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six-octave (FF–f4) fortepiano. I then shifed pianos and played the big “Intro-
duction and Fugue” (as Ries published the fourth movement separately from 
the others in London) on the new six-octave Broadwood (CC–c4), sketched 
and completed in the Summer of 1818. Tus, through the course of this “gi-
ant sonata,” we witnessed the composer make his frst acquaintance with the 
new English piano—with enthusiasm, yes, but surely also (bearing in mind 
Schindler’s “too short a keyboard” remark) with frustration. 

Replica of Beethoven’s Broadwood, view on the inner construction from below  Work-in-
progress, May 2013  Photo courtesy by Chris Maene 

Replica of Beethoven’s Broadwood, view on the inner construction from above  Work-in-
progress, May 2013  Photo courtesy by Chris Maene 
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	Beethoven’s Broadwood was frequently out of order. For many of his contemporaries, this fact mattered little. A relic can be viewed in a different light than a concert instrument. As Beethoven became progressively more deaf, observers of his piano playing began to show ever more tolerance toward the obvious shortcomings of his pianism, re-formulating even his pianism itself as a relic. Imperfection was becoming part of the authentic Beethoven experience; it became one with the way the composer mistreated hi
	-
	-

	Beethoven’s conversation books are an invaluable source of information about the Broadwood. A reference to the new piano occurs on the second page of the very first extant conversation book from the spring of 1818, before the arrival of the piano in Vienna. The books cover the entire period of Beethoven’s ownership of the instrument, albeit with significant gaps: in addition to several shorter periods, almost two-years-worth of conversations from between September 1820 and early June 1822 are lost. Sadly du
	-
	-

	Apart from the conversation books, various snippets of information about the piano can be found in some very well known reminiscences and anecdotes from interviews, diaries and magazine articles from throughout the nineteenth century. The majority of these are available in Thayer’s biography and in the anecdote collections by Friedrich Kerst and a few others. Several of them still 
	Apart from the conversation books, various snippets of information about the piano can be found in some very well known reminiscences and anecdotes from interviews, diaries and magazine articles from throughout the nineteenth century. The majority of these are available in Thayer’s biography and in the anecdote collections by Friedrich Kerst and a few others. Several of them still 
	deserve a proper chronological discussion and a thorough analysis, which I will attempt to provide in this article.
	4 


	Beethoven biographers of all times have concentrated in various ways on the importance of the instrument for the composer himself. The fondness for categorical statements across the literature does not make it easier for us to grasp the proper identity of Beethoven’s Broadwood. Earlier scholars uncritically supposed that Beethoven “went over to the English system” which he “came to prefer,” in spite of a fairly consistent trickle of evidence to the contrary. The opposite claim of more recent studies, that h
	-
	5
	-
	6 

	Questions about Beethoven’s use and appreciation of the Broadwood abound, and the answers are never easily found. The scattered nature of the conversation book entries encourages, in many modern discussions of the Broadwood piano, an application of selected text fragments in a rather wishful spirit, and the information thus extracted does not always match what chronology and logic suggest about the actual events. One simple objective of writing this article has been to put the early history of Beethoven’s B
	-

	As is typical for Beethoven sources in general, the information about this topic is often contradictory. For example, during a conversation with his brother Johann in June 1822, after having owned the Broadwood with its English hammer action for four years, Beethoven declared, “the German keyboard [i.e., 
	-

	The various narrative strategies involved—scribbling down one’s thoughts under the hovering scrutiny of an impatient Beethoven (and possibly a few bystanders) in a conversation book; reprocessing details of a Beethoven encounter in front of an eager interviewer; or writing them down in private, often at a much later date, aimed at publication for the benefit of a large readership—pose well known problems regarding accuracy and the authenticity of the narrator’s stance. The matter of authenticity is not mere
	4 
	-

	See examples in William S. Newman, Beethoven on Beethoven: Playing His Piano Music His Way (New York: Norton, 1988), 49. 
	5 

	action] is better than the English.” The context of his remark in this particular conversation is unknown, but there are strong indications that his relationship with the English principle was indeed conflicted at times. 
	7

	Beethoven’s association with English piano actions goes back until at least 1803. In that year he ordered and received a grand piano by the Paris firm Érard, but had its English-style action heavily revised within only a few years, apparently because of its heavy and difficult-to-control touch. The 1817 Broadwood’s touch was yet heavier. But although Beethoven may not have been a friend of the action of his English piano, he continually transported the instrument to his summer quarters and back. While being
	8
	-
	-
	9

	The intensity of Beethoven’s use of the instrument does not tell us all we need to know about the quality of its services to Beethoven. Possibly based on a short passage in Anton Schindler’s Beethoven biography about the restrictions of the Broadwood’s keyboard compass, a line of argument has established itself in Beethoven studies that questions the instrument’s true usefulness for the com On top of everything, one cannot disregard the matter of Beethoven’s advanced deafness at the time. Does not his final
	-
	poser.
	10

	BKH 2, 270. All translations in this article are mine. 
	7 

	8 
	More information in Alfons Huber, “Beethovens Erard-Flügel, Überlegungen zu seiner Restaurierung,” Restauro 3 (1990): 181–88, Tilman Skowroneck, “Beethoven’s Erard piano: its influence on his compositions and on Viennese fortepiano building,” Early Music 15, no. 4 (2002): 522–38, and Alexander Langer, “Alternativen zur Wiener Mechanik im österreichischen Klavierbau,” in Das Wiener Klavier bis 1850, ed. Beatrix Darmstädter, Alfons Huber, and Rudolf Hopfner (Tutzing: Schneider, 2007), 219. 
	-
	-

	Letter to Thomas Broadwood, February 3, 1818. Ludwig van Beethoven, Briefwechsel Gesamtausgabe 4, ed. Sieghard Brandenburg (Munich: Henle, 1996), 173. 
	9 
	-

	Anton Felix Schindler, Beethoven as I knew him, ed. Donald W. MacArdle, trans. Constance S. Jolly (London: Faber and Faber, 1966; repr. Dover, 1996), 372. See also Newman, Beethoven on Beethoven, 56 and Sandra P. Rosenblum, Performance Practices in Classic Piano Music (Bloomington and Indianapolis: Indiana University Press, 1988), 51. 
	10 
	-

	the piano, “it is and remains an insufficient instrument” (likely from 1826),show that the Broadwood piano failed to fulfill its task? 
	11 

	In addition to establishing a chronological record in this article, I will also spend some time with the interactions of Viennese and English piano makers and pianists with each other, the Broadwood and with Beethoven. This angle provides some vivid examples of the daily—often competitive, but occasionally cooperative—negotiations that characterized the Viennese piano world. Perhaps even more than for Beethoven himself, his Broadwood assumed a wide variety of meanings for the various music lovers and profes
	-

	Karl-Heinz Köhler and Grita Herre, eds., Ludwig van Beethovens Konversationshefte [hereafter 
	Karl-Heinz Köhler and Grita Herre, eds., Ludwig van Beethovens Konversationshefte [hereafter 
	3 


	Ibid., 56. 
	Ibid., 56. 
	6 



	A gift unpacked: Thomas Broadwood, Potter, and Streicher, 1818 
	A gift unpacked: Thomas Broadwood, Potter, and Streicher, 1818 
	When the London piano maker Thomas Broadwood visited Beethoven during a stay in Vienna in August 1817, he could scarcely have chosen a less suitable time. Although Beethoven on one occasion played for Broadwood, he appears to have been largely unavailable. Broadwood wrote in 1829 to the publisher Vincent Novello that Beethoven had appeared so “deaf and unwell that I am sorry to say I had no opportunity of marking any thing like an anecdote[…]”
	12 

	Indeed, Beethoven complained in various letters from that time about his consistently bad health. Having suffered, since October 1816, from a prolonged 
	BL, 5:326n71. After a communication from Karl Holz to a Frau Linzbaur, in Ludwig Nohl, Beethoven, Liszt und Wagner: Ein Bild der Kunstbewegung unseres Jahrhunderts (Vienna: Wilhelm Braumüller, 1874), 112: “Es ist und bleibt ein ungenügendes Instrument. Ich werde künftig nach der Art meines Großmeisters Händel jährlich nur ein Oratorium und ein Concert für irgend ein Streich- oder Blasinstrument schreiben, vorausgesetzt, daß ich meine zehnte Symphonie (C moll) und mein Requiem beendet habe.” Nohl adds: “Beet
	11 
	-
	-

	Thomas Broadwood to Vincent Novello, June 4, 1829. Surrey History Centre (GB-WOKhc) 2185/JB/83/9. 
	12 

	“inflammatory catarrh,” which had only begun to subside during the summer of 1817, his “main curse,” his hearing, had recently  In the beginning of July, he wrote to Nannette Streicher to ask her husband “to be so kind as to adapt one of your pianos to make it more suited to my weakened hearing,” with a tone “as loud as ever possible.” In other letters from that time we read that Beethoven suffered from depression and was worried about his finances. Later in July he met with Andreas Streicher, who with his 
	13
	worsened.
	14
	-
	15
	-
	16
	17

	Little can be said about Thomas Broadwood’s agenda on his trip. He was traveling with a friend, a wealthy brewer, to Switzerland, Austria, and Germany. The person who introduced him to Beethoven was Giuseppe Antonio Bridi, a Viennese banker. It is quite possible that the journey as a whole was private and had nothing to do with Broadwood’s piano building 
	business.
	18 

	A meeting that might be depicted as the encounter of two musical giants of the early nineteenth century made, sadly, little impression at the time. The surviving Beethoven documents of that summer fail to mention the event at all. Broadwood himself, when asked by Novello about his impressions of 
	In various letters he also called his condition a “lung disease” in apparent fear of having contracted tuberculosis. 
	13 
	-

	Letters from June 19 to Marie Erdödy and ca July 27, 1817 to Nannette Streicher  (Beethoven, Briefwechsel 4, 70 and 86). 
	14 

	Letter from July 7, 1817 (Beethoven, Briefwechsel 4, 77). During this period Beethoven almost incessantly consulted Nannette Streicher in domestic matters. See also Maynard Solomon, Beethoven (New York: Macmillan, 1977), 240–42. 
	15 
	-

	Letter to Nannette Streicher from July 20, 1817 (Beethoven, Briefwechsel 4, 83). 
	16 

	See, for instance, his letter to Nikolaus Zmeskall from August 21, 1817 (Beethoven, Briefwechsel 4, 101). 
	17 

	Thomas Broadwood’s diary (GB-WOKhc 2185/25/16) makes reference to a number of continental tours. Several of these appear to have been made for personal reasons, including a tour with his new wife after his marriage in 1819. He went to southern Spain and Portugal with some friends in 1809; in 1814 to France, Belgium, and Holland; in 1816 to France, Switzerland, and Italy; in 1817 to Switzerland, Austria, and Germany (not Germany and Italy, as claimed in BL, 4:84); in 1819 with his wife to France, Switzerland
	18 

	Beethoven, had to conclude: “I have looked over all my memorandums of Vienna and cannot find any thing to be of use to use [sic].”
	19 

	The only lasting consequence of the visit was that Broadwood, in the late autumn of 1817, decided on a grand piano to be selected and sent to Beethoven as a present. The instrument, No. 7362 of his production, was dispatched on December 27 and arrived in Vienna, via Trieste, in June 1818.
	20 

	We have only few clues as to what may have inspired Broadwood to this generous gift. It is entirely possible, perhaps even likely, that it was a personal and unselfish gesture of friendship and support, a reaction to the stark contrast between Beethoven’s fame in London and the unhappy circumstances in which Eleven years after the delivery, in the aforementioned letter to Novello, Broadwood explicitly stated that his aim of presenting an instrument to a celebrity composer was not to gain any publicity: 
	Broadwood had found him in Vienna.
	21 

	I have enclosed you a translation sent to me by my friend Mr G Thomson of Edinbro’ of notice taken of a Gpforte [grand pianoforte] we sent as a present to him in 1818. 
	If the latter part [marked] x x wherein it is shown that Beethoven was held so much in esteem by the government as to remit to him the duties at their Custom house or any other part that does not require our names to be mentioned or any thing in the shape of or that has the appearance of a puff of our instruments or ourselves can be of use to you I know I am quite safe in that respect in saying you are welcome to it.
	22 

	If Broadwood, in 1829, wanted to avoid the impression of using his gift to Beethoven as a “puff ” for his instruments, it seems unlikely that it had earlier been part of a marketing strategy, at least in London (whether his gift was an attempt to enter the Viennese market is not 
	documented).
	23 

	Broadwood to Novello, June 4, 1829 (GB-WOKhc 2185/JB/83/9). 
	19 

	More information can be found in, for instance, Gábry, “Das Klavier Beethovens und Liszts,” 
	20 

	381. The Porter’s book entry of the delivery (after BL, 4:84) runs: “A 6 octave Grand P. F. N 7362. tin and deal cases, Tho Broadwood Wsq., [recte: Esq.] marked VB care of F. E. J. Bareaux et Co. Trieste – a present to Mr. van Beethoven, Viene, deliv c [?] M Farlowes to be shipped. [signed] Millet.” 
	o.
	s
	d

	Perhaps the piano was also meant to provide physical proof to Beethoven of the attractive English musical environment. It was widely known that the composer was contemplating a move to London if his health permitted. Many of his English associates were supportive of his plans, some perhaps downright keen on Beethoven coming. Documents to support this theory do not exist, however. 
	21 
	-

	Broadwood to Novello, June 4, 1829 (GB-WOKhc 2185/JB/83/9). 
	22 

	As suggested in Siegbert Rampe, “Beethovens Klaviere: Klangwelt und Aufführungspraxis,” in 
	23 

	When the Broadwood firm finally publicized a few details about Beethoven’s piano, on the occasion of the Great London Exposition in 1862, these amounted to a rather brief summary of what had happened behind the scenes during the instrument’s selection and upon its arrival in Vienna: 
	On the 27of December, 1817 the Grand Pianoforte, N 7,362, was forwarded to Beethoven at Vienna. It had been tried by Clementi, J. B. Cramer and Ferdinand Ries (Beethoven’s favorite pupil, and subsequently his biographer), whose names, with those of other professors of less eminence, were inscribed upon it. It was unpacked at Vienna by Streicher, and Mr. Cipriani Potter, then happening to be at Vienna, was the first to try it. Beethoven set such value in it that he would allow no one but himself to play upon
	th 
	o.
	24 

	Thayer adds a few details to the story: 
	After some delay, the pianoforte was delivered at Streicher’s wareroom and later sent to Beethoven at Mödling. While it was still in his possession, Streicher asked Potter to try it, saying that Moscheles and others could do nothing with it—the tone was beautiful but the action too heavy. Potter, who was familiar with the English instruments, found no difficulty in disclosing its admirable qualities. He told Beethoven, however, that it was out of tune, whereupon the latter replied in effect: “That’s what th
	Broadwood.
	25 

	Being the better-known of the two, Thayer’s passage has inspired a large and fanciful body of assumptions about the identity, actions and motivations of the people who had early access to the new piano in Vienna: Beethoven himself, Nannette and Andreas Streicher; the visiting English pianist Cipriani Potter,
	26 

	Beethovens Klavierwerke: Das Handbuch, ed. Wolfram Steinbeck and Hartmut Hein (Laaber: Laaber, in preparation), manuscript provided by the author, 11. 
	First published in a flyer, “International Exhibition 1862. List of Pianoforte[s]... exhibited by John Broadwood and Sons, London, with an historical introduction etc.,” 24, quoted in BL, 4:85n7. The passage was part of a long article about the history of Broadwood’s instruments, which was reprinted several times. It can be found, for instance, in London in The Musical World 41, no. 10 (March 14, 1863): 164–65, and in Boston in Dwight’s Journal of Music 13, no. 2 (April 18, 1863): 11. 
	24 

	Forbes, Thayer’s Life of Beethoven, 695. 
	25 

	Cipriani Potter (1792–1871) lived in Vienna between late 1817 and early 1819. He studied composition with Aloys Förster, on Beethoven’s recommendation. Beethoven, Briefwechsel 7, 244–45. 
	26 

	the piano virtuoso Ignaz Moscheles, and London-based German harp maker Johann Andreas Stumpff. 
	Thayer’s account appears to be based on the 1862 text from the Broadwood firm, quoted above, possibly in combination with further information from the aging Cipriani Potter himself, whom Thayer interviewed in 1861. Another possibility is that the texts are unrelated, but that both are in some way dependent on Potter’s reminiscences. 
	27
	-

	It appears to be true that Potter was present when, or soon after, the Broad-wood piano was unpacked in Streicher’s shop. The statement in both accounts that Stumpff was present in Vienna in 1818 and that he had special privileges regarding the new Broadwood (if piano tuning can be called a privilege), on the other hand, is simply wrong. It may not even stem from Potter, but is more likely inspired by the letter of introduction that Thayer mentions, which was found in Beethoven’s estate. Thomas Broadwood wr
	occasion.
	28 

	Thayer’s own notes are lost, so the exact wording of his original comment about the event cannot be verified. This is regrettable, not because of his two verifiable errors—apart from Stumpff, even Moscheles was not in Vienna at the time—but because of the spin that Potter (or Thayer, or his editors) chooses to give to his account of the Broadwood’s arrival. That spin shows itself in the widely quoted statement that “they all” shall not touch, tune and spoil the precious Broadwood—a passage that is at best a
	29
	30
	-
	-

	BL, 4:55. Schindler, Beethoven as I knew him, 323; Beethoven, Briefwechsel 4, 205. Forbes, Thayer’s Life of Beethoven, x. Moscheles was travelling at the time, playing in Vienna again first on December 12, 1819. That 
	27 
	28 
	29 
	30 

	concert led to some anti-Semitic and otherwise unfavorable entries by Franz von Oliva in Beethoven’s conversation books (BKH 1, 147, 154). 
	prised by the fact that the piano was out of tune after spending several months in transport and storage. 
	A layer of fiction thus obscures the actual events in this account. Nevertheless some of its elements are uncontroversial and straightforward. For example, it is not surprising that the Broadwood piano was brought to the Streicher shop first, even though at the time Beethoven also maintained contacts with other instrument makers, notably with Matthäus Andreas Stein, who had expressed a special interest in the instrument even before its  The Streichers had been engaged in the negotiations about getting the p
	-
	arrival.
	31
	-
	32
	arrival.
	33 

	We do, however, get the strong impression that Beethoven became irritated about something shortly after the instrument was unpacked, even if Potter perhaps was unable to interpret the situation properly. We find support for this supposition in a long article praising both Beethoven’s genius and Broadwood’s gift, issued somewhat belatedly on January 23, 1819 in the Wiener Zeitschrift für Kunst, Literatur, Theater, und Mode (also called ).
	-
	Modenjournal
	34 

	Here, the Broadwood piano is presented in all its splendor; a gift of honor from “a noble Brit, as the representative of his art-appreciating compatriots,” to the Imperial city’s own “splendid Genius Beethoven.” In defiance of Potter’s verdict, the author (Thayer’s German editors believe that it was Beethoven’s friend, the writer Carl Joseph Bernhard) informs us that the piano was made so sturdily that “not a single tone needed to be tuned upon its arrival.” Its touch, which according to Thayer had been the
	In February or March 1818, an unidentified visitor remarked in a conversation book that Stein was looking forward to the English piano (BKH 1, 31). 
	31 

	See his letter to Nannette Streicher from February 1818 (Beethoven, Briefwechsel 4, 169). 
	32 

	The Streicher archives possess no documentation about the Broadwood (personal communication with Uta Goebl-Streicher). 
	33 
	-

	Wiener Zeitschrift für Kunst, Literatur, Theater, und Mode 4, no. 10 (January 23, 1819): 78–79. Parts of this article are reproduced in BL, 4:88–89 with a few annotations, but not in Forbes, Thayer’s Life of Beethoven. The Wiener Zeitung issued a much shorter announcement about the Broadwood directly upon its arrival (June 8, 1818). The complete text is reproduced in the appendix, beginning on page 78. 
	34 
	-

	Its touch can be compared with that of a good clavichord, and all the nuances of one tone can be produced without a special stop [i.e., by means of a modification of the touch 
	alone].
	35 

	This article was not produced carelessly by a half-informed journalist. On the contrary, its technical content shows that the writer had taken much time and effort to examine the piano in person. For example, the design and character of the damping are correctly explained in all necessary detail: 
	Very ingenious is the arrangement that the treble tones are, in terms of loudness, not inferior to the ones of the bass, as the damping becomes looser between gand e, while the notes between e and c
	2 
	3
	3
	4
	 are without any damping.
	36 

	Even minor features, such as the typical English slider at the treble end of the keyboard to enable a distinction between una corda and due corde, are included The technical section concludes with the statement, “everything in this instrument is of such durability that it can, in this respect, be compared with no other one.” 
	in the description.
	37 
	-
	-

	In view of such meticulous detail, the report’s unrealistic claim that the instrument needed no tuning whatsoever after its half-year long odyssey, and the mystifying comparison of its touch with that of a clavichord, are confusing at first. The most likely explanation for these obvious exaggerations is that they are indeed based on first-hand experience, not merely with the Broad-wood piano but also, and especially, with its owner. The main point, forcefully driven home, is that there was, and had been, no
	-
	38
	-
	-

	Ibid., 78. 
	35 

	Ibid. Dummy dampers for the upper treble are normal for Broadwood grand pianos of that period. There are in fact damper jacks installed, but they have no dampers attached (thanks to David Winston for this information). In some surviving instruments, these non-functional damper jacks have later been entirely removed, creating the misleading impression that the treble was originally equipped with real dampers. 
	36 
	-
	-

	The treble range is at one point mistakenly given as c, at another correctly as c. 
	37 
	5
	4

	To be fair, some large clavichords of the late 18th century do require a rather firm touch, even if their key-depth usually would be substantially less than that of an English Grand piano of 1817. 
	38 

	may thus have been something more than a simple statement of praise, aimed at the general public. It is attractive to view it as a reaction to specific events and a contribution to actual discussions surrounding the piano, which could mean that it was published on Beethoven’s own initiative. 
	Stripped of some of its adornments, and with the caveat that not many of the actual events were recorded in detail or can be corroborated from other sources, the story of the arrival of Beethoven’s Broadwood in Vienna thus discloses little that is surprising about the actors involved (including the instrument). Andreas Streicher played his well-known role as a representative of Viennese standards and a critic of the English  One can easily understand why he (not, as is sometimes misquoted, Beethoven himself
	-
	construction.
	39
	instrument.
	40
	-
	-
	-
	41

	Documented, for instance, in his correspondence with Gottfried Christoph Härtel. See Wilhelm Lütge, “Andreas und Nanette Streicher,” Der Bär: Jahrbuch von Breitkopf & Härtel (1927): 53–69. 
	39 

	During his stay in Vienna, Potter got to know the Streichers even before he met Beethoven; in fact, they had been the ones who encouraged Potter to introduce himself to the composer (BL, 4:55–56). 
	40 

	It seems unlikely, therefore, that the Streichers directly disassembled the instrument and pulled the outer hammer leathers tighter to brighten the tone, as restorer David Winston has suggested, based on research by Ezther Fontana, the curator of musical instruments at the Hungarian National Museum at the time of the most recent restoration of Beethoven’s Broadwood in the early 1990s (David Winston, “The Restoration of Beethoven’s 1817 Broadwood Grand Piano,” The Galpin Society Journal 46 [1993]: 150). Ezth
	41 
	-


	Matthäus Andreas Stein and the hearing machine, 1820 
	Matthäus Andreas Stein and the hearing machine, 1820 
	Parallel to his intense exchange with Nannette Streicher during 1817 and 1818, Beethoven maintained, as mentioned above, an association with her estranged brother Matthäus Andreas Stein. In a letter of December 28, 1817, Beethoven told Nannette that Stein had been his guest and had done him a “great favor” (of an unknown  In the years around 1820, Stein came rather close to Beethoven—not only, as we will see, because for some time he was the one to perform maintenance and repairs on the Broadwood, but also 
	nature).
	42

	As mentioned above, Stein expressed his interest in the English piano even before it arrived. It seems likely, then, that he was allowed to see it when it was quite new. An opportunity for Stein to work on the instrument, or at least to tune it, appeared a year later when it had to be brought to Beethoven’s summer lodgings in Mödling in 1819. In a short note from the beginning of May of that year, Beethoven wrote that the “Klawier” was to be taken away by someone called “Steine.” For tuning it after its arr
	43
	-
	-
	context).
	44 

	Three-quarters of a year later, Beethoven definitely sought out Stein to work on the Broadwood piano, which had now been in his possession for eighteen months. Around January 15, 1820, he reminded himself in a note, to “send to Stein, that he comes tomorrow.” A few days later, evidently after Stein’s visit had taken place, the piano teacher Joseph Czerny (at the time the piano teacher of Beethoven’s nephew Carl, and one of Beethoven’s regular contacts), reported, “Stein says that he has learned something fr
	45 

	On March 12, Stein was again at Beethoven’s residence, to invite him to visit 
	Beethoven, Briefwechsel 4, 139. 
	42 

	BKH 1, 69, 77, and 428n143. 
	43 

	It is suggested that Steiner was responsible for this particular piano transport (BKH 1, 428n144). But as far as we know, Steiner had nothing to do with Beethoven’s piano transports or tuning. Elsewhere, Beethoven made similar word plays with the names Stein and Steiner in direct succession, for instance in his letter to Nannette Streicher, July 27, 1817 (Beethoven, Briefwechsel 4, 86–87). 
	44 
	-

	BKH 1, 195 and 266. 
	45 

	his workshop. He also expressed an interest in Beethoven’s hearing, inquired about the keyboard range Beethoven observed when composing (see below), and wondered whether an instrument without any hammer leathers would be easier to hear (implicitly suggesting that he would be able to make such an instrument, a suggestion he later made  Their appointment was made in the presence of another, unidentified visitor, who had come to negotiate a visit to Beethoven by piano maker Conrad Graf, who wanted to see the 
	explicit).
	46
	-
	Broadwood.
	47 

	Stein’s subsequent conversation book entries in response to the second visitor’s concerns are interesting for several reasons. First, they document that the English piano had actually been in Stein’s workshop earlier that spring, and that, even now, problems remained with some of the instrument’s strings—they probably kept breaking under Beethoven’s hands. This is the first unambiguous indication in the instrument’s history that it was in need of some kind of repair or intervention. 
	-

	Second, the conversation exposes the tactic Stein used to secure and maintain a position close to Beethoven. After suggesting that the heating was the cause of what we can infer to be the stringing problem of the Broadwood, and possibly triggered by a question from Beethoven, he begins to criticize some other piano makers’ experiments with using four strings per note in some of their instruments. “There is nothing worse than [instruments] with four strings. I now have excellent strings. If one has such stri
	-
	48 

	One of the makers testing quadruple stringing was actually Conrad Graf, and thus the next passage in the conversation book is less of a non sequitur than it may seem. In full sight of Graf ’s envoy Stein launches into a lecture about what he thinks to be Graf ’s ulterior motive in visiting Beethoven’s Broadwood: 
	You should not let Graf do anything to your clavier. You can let him look at it, but never work on it. I have no idea what Graf really wants, since he has already seen it at my place. You must be careful. He is probably unhappy that I have praised it 
	Ibid., 325–26. This passage is also discussed briefly in Tom Beghin, “Three Builders, Two Pianos, One Pianist: The Told and Untold Story of Ignaz Moscheles’s Concert on 15 December 1823,” 19th-Century Music 24, no. 2 (2000): 135, however referring to Stein’s son Carl. The BKH identifies the writer in question as Matthäus Andreas Stein, see BKH 1, 325n9 and 412n10. 
	46 
	-

	A reference by Joseph Czerny on the following day suggests this visitor was Josef Blahetka, father of the young pianist Josephine Blahetka, Czerny’s student. 
	47 

	BKH 1, 325. 
	48 

	so much. He would have the greatest pleasure, if you could not use it any more. If you ever move out, I will bring your Clavier entirely back to 
	shape.
	49 

	At the root of these somewhat unorganized statements must have been the circumstance that Beethoven was not fully satisfied with his piano at this point. Stein may indeed have praised the piano in an attempt to convince the deaf composer that his instrument was actually better than he thought. But his other remarks show his fear that Graf ’s presence could lead to a situation in which Graf, not Stein, was invited to make repairs. What complicated the matter for Stein (and to some extent explains his tense s
	-

	Luckily for those of us who wish to understand both Stein’s negative attitude toward Graf and the true reason for Graf ’s interest in the Broadwood, Beethoven’s anonymous visitor hastens to supply more facts about the latter matter in his answer to Stein’s insinuations. He states that Graf himself owned another Broadwood piano, and hence was acquainted with its construction, and that he would merely like to come for half a day with paper and a measuring tool to measure the scaling, because he wanted to buil
	-
	-

	The wealthy and successful Conrad Graf had indeed bought his own Broad-wood piano (no. [7]372, according to Beethoven’s visitor, which was the tenth grand piano by the Broadwood firm after  This instrument was larger than Beethoven’s, having a keyboard range of 6½ octaves, the largest of the factories’ available alternatives during When Graf saw 
	Beethoven’s).
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	many years.
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	Ibid 
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	Ibid 
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	Conversation book entry by Carl Czerny from August 1825 (BKH 8, 47). The compass of Graf ’s instrument of 6½ octaves as well as the general context allow us to add a missing 7 to the number 
	51 

	372. The number of Beethoven’s Broadwood also began with a 7. As Tom Beghin points out, a Broadwood piano with the number 372 would have been made in 1792, and would likely have had a keyboard of 5½ octaves (Beghin, “Three Builders, Two Pianos, One Pianist,” 135n84). All known references to Graf ’s Broadwood always address only one instrument. It seems unlikely that he owned a second Broadwood piano that was made when Graf was ten years old. 
	The Broadwood archives in Surrey have no surviving porter’s books for the period July 19, 1817 (the last documented number is 7319) to October 23, 1818, so the manufacturer’s information about this particular piano is lost. Neither is Graf (or any other retailer in the larger area, such as Breitkopf) listed in the retail and wholesale customer ledger indexes, so Graf’s purchase may have been a private one via an English retailer. Thanks to Robert Simonson at the Surrey archives for providing this informatio
	-

	Beethoven’s instrument for the first time in Stein’s workshop he must have noticed its smaller compass, and he possibly also observed some other differences in tone or playability between the two instruments, prompting him to collect and compare some data. Apparently Stein prevented him from taking any measurements on that occasion, leading Graf now to approach the owner directly. 
	-
	-

	Graf ’s objectives were, in short, straightforward and relatively humble, whereas Stein addressed a wider array of issues in a more oblique fashion. There is certainly little wrong with Stein’s interest in Beethoven’s hearing problems, or his praise of the English piano; even his self-congratulatory line about his new, excellent strings can be seen as a professional statement. Both the suggestion that the heating was to blame for breaking strings (in an instrument that an impatient Beethoven was having trou
	professional.
	52 

	In Beethoven’s conversations during the following month, Graf is mentioned only sporadically and it is doubtful whether he received permission during this time to do his research on the Broadwood. Stein’s warnings had likely made some impression, at least for the time being. Instead, the conversations reveal how Stein now set about fine-tuning the possible nature and extent of his own future services to Beethoven. A few days after the conversation of March 12, he proposed to make “some time” a fortepiano th
	Beethoven.
	53
	-
	54

	On the following day, Beethoven discussed an altered version of the story with Joseph Czerny: now, Graf had not only asked to see the piano at Beethoven’s, but also wanted to have it brought to his own address. The reason for this change of tale is not known. Perhaps Beethoven kept negotiating with his visitor without the help of writing, and their plan had indeed changed, in spite of Stein’s warnings; perhaps he had gotten the facts mixed up; perhaps he even consciously gave Czerny the wrong information fo
	52 

	Entry from March 14 or 15, 1820 (BKH 1, 337). 
	53 

	Ibid., 360. 
	54 

	Around the same time, the Viennese doctor and maker of medical appliances Siegmund Wolfsohn informed Beethoven of a sound-amplifying device of his invention that incorporated a box and some sound-conducting Indeed, the central topic of Beethoven’s conversation during the spring of 1820 was not the comparison of piano builders or building styles, even if some of his visitors occasionally addressed such topics. Rather, he was stubbornly looking for a way to make his own English piano once again audible to him
	-
	tubes.
	55 
	-

	Beethoven’s hearing woes were well known to Stein. When Johann Nepomuk Mälzel constructed his first hearing aids for Beethoven in 1812, Mälzel was Stein’s tenant, and the composer was a frequent visitor to the Unsurprisingly, therefore, when Beethoven and Stein finally got down to business (on or around March 19, 1820), they first revisited Mälzel’s several efforts. These had apparently not been too successful, in part it seems because of the use of brass as the main material. In the course of his lengthy v
	-
	house.
	56 
	-

	A sheet that extends to the back of the Clavier; no tone can escape from the top 
	or the sides. This sheet is made of very thin soundboard wood and it has the great 
	advantage that the Clavier is fully opened and yet the tone cannot 
	escape.
	57 

	Although this idea must have been extremely interesting to Beethoven, the necessary practicalities almost immediately threatened to nip Stein’s project in the bud. As soon as Stein mentions that he would need to have the piano sent to his workshop, his entries get fragmentary, as Beethoven interrupts him several times: 
	If I construct this for you, you would have to send the Clavier to me, I would I… 
	only if… In the end Stein is forced, at least for the moment, to settle for a compromise: 
	I will make a test out of cardboard. Because if I make it from wood, I must have 
	Beethoven and Wolfsohn had earlier discussed this device around February 26. The box was to be made out of very thin wood (Ibid., 280). 
	55 

	Testimony by Stein’s son Karl (BL, 3:346). Mälzel had visited Vienna again between November 1817 and early 1818, and renewed his contact with Beethoven during that time (Beethoven, Briefwechsel 4, 131 and 140). 
	56 

	BKH 1, 362. 
	57 

	your Clavier because the shape of my instruments does not fit. 
	If it works well with wood, it works with cardboard too.
	58 

	This was apparently good enough for Beethoven and on the following day, he recapitulated the most important points of the conversation: “cardboard for hearing, this machine [is] blocked up [likely in the sense of ‘not letting the sound out,’ as Stein wrote], would be better than brass.”
	59 

	However Stein’s subsequent efforts during that spring and summer took time and tested the composer’s patience. The conversation books between mid-March and April contain several technical discussions of the project, which at times simply stagnated. Around April 22, the aforementioned Wolfsohn suggested, in fact, that Beethoven might be better off asking Conrad Graf to make the planned machine, because Stein “is too full of his own knowledge, consequently it becomes [i.e. he behaves as if it were] an act of 
	60
	consequence.
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	Oliva.
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	Ibid. 
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	Ibid., 369. 
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	BKH 2, 82–83. 
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	George Thomas Ealy, “Of Ear Trumpets and a Resonance Plate: Early Hearing Aids and Beethoven’s Hearing Perception,” 19th-Century Music 17, no. 3 (1994): 262–73. Ealy discusses a later apparatus that was made to fit another grand piano that Beethoven borrowed from Conrad Graf in 1826, but he fails to mention Stein’s apparatus. However, Ealy’s discussion of Friedrich Wieck’s account of Beethoven, who was using a hearing device while improvising on the Broadwood (ibid., 272) might implicitly address the earlie
	61 
	-
	-

	BKH 2, 41, 84. 
	62 

	The Broadwood ultimately did end up in Stein’s workshop as well. Beethoven left it behind when he moved to Mödling for the summer around May 12. There he rented another piano, perhaps even from  His conversations with Oliva during the following months document a drawn-out process of getting the machine—apparently a cupola-shaped device that was made to fit the outlines of the Broadwood’s case—ready with the help of a tinsmith. At one point Clearly there were plans for a while to incorporate it somehow into 
	Stein.
	63
	-
	in mid-June Stein asked to borrow one of the ear trumpets made by Mälzel.
	64 
	-
	65 

	By October, in any case, when Wilhelm Christian Müller from Bremen and his daughter visited Beethoven, the “splendid” English piano was definitely back in Beethoven’s  The existence of a “large cupola of sheet metal” on top of the Broadwood is documented in a report by the painter August von Klöber, who visited Beethoven in Mödling at an unknown date—not before the summer of 1821—and witnessed a piano lesson with Beethoven’s nephew Karl.
	study.
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	The conclusion of Stein’s project to construct a Gehörmaschine to fit Beethoven’s English piano leaves us impressed by the great extent to which Stein succeeded in having things his way. As far as the patchy documentation allows us to see, he inelegantly but effectively pushed aside an influential colleague, Conrad Graf. Then, either by diplomacy or simply by letting time work in his favor, he managed to have Beethoven’s piano in his workshop for nearly four months, in spite of Beethoven’s initial lack of e
	-
	-
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	See Beethoven’s note on or before May 5, “Oliva must ask Stein about what an instrument from him costs.” (This clearly addresses the cost of renting such an instrument.) Ibid., 113. 
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	Ibid., 151. 
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	Ibid., 241, 244. 
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	Kerst, Die Erinnerungen an Beethoven, 1:261. 
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	Ibid, 1:235. 
	67 

	ing about the actual process of fitting the hearing device on the instrument, it can be assumed that that task neither took up the entire summer nor too much of Stein’s own time, since the machine was in fact constructed elsewhere by a tinsmith. This would indicate that Stein used at least some of the time to fulfill his earlier promise to bring the Broadwood “entirely back to shape,” and thus had the opportunity to inspect its construction at his leisure. 
	On the other hand, we still do not know whether Stein took this early opportunity to make any modifications to the action of Beethoven’s piano. In 1824, Beethoven’s nephew suggested that Stein had carried out some “experiments” at some point (see below), but whether he was correct in that assumption is unknown. Based on Stein’s earlier promises, however, we can assume that in early autumn of 1820 he delivered the piano not only with the amplifying device in place, but in a revised state, with its stringing 
	-
	-


	Repairs to a five-year-old instrument, 1823 
	Repairs to a five-year-old instrument, 1823 
	In 1819, Beethoven wrote 23 of the 33 “Diabelli” Variations, which were to become his op. 120. He began to sketch the first of his last three piano sonatas, op. 109, in the spring of 1820. A single sketch of the main theme of the first movement appears, in fact, in one of the conversation books on or around April 12; during the surrounding weeks, as we have seen, Beethoven negotiated with Stein about a suitable material to be used in the sound-amplifying Most of op. 109 was apparently composed during the su
	machine.
	68 
	-
	1821/22.
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	All of the circumstantial information taken together suggests that Beethoven had access to well-functioning pianos at least during the composition of op. 
	109. These would have been his own Broadwood—perhaps not always in perfect condition, but apparently in a generally useful state—during the late spring of 1820; a borrowed piano (possibly by M. A. Stein) during the summer of the 
	-

	BKH 2, 56. Other early sketches of this sonata are scattered between a pocket sketchbook that ended around the same time (Bonn BH 107), and the well-known sketchbook Artaria 195. See Douglas P. Johnson, et al., The Beethoven Sketchbooks: History, Reconstruction, Inventory (Berkeley: University of California Press, 1985), 262–63, 364–68; Gustav Nottebohm, Zweite Beethoveniana (Leipzig: Peters, 1887), 460–63. 
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	BKH 4, 418n5. 
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	same year; and from around September 8 onward the newly renovated Broad-wood, equipped with Stein’s finished resonance apparatus. In view of these circumstances, Stein could well be seen as one of the unsung heroes of Western art music, being the piano maker who made Beethoven’s late sonatas “possible” by providing a perspective, an instrument, and the technical solution that enabled Beethoven, for some time at least, to hear his piano somewhat better. 
	-

	Sadly we know next to nothing about the success of Stein’s initiative in Beethoven’s view. After Wilhelm Christian Müller saw the Broadwood in October 1820, and with the exception of von Klöber’s undated report, no record survives of Beethoven’s use or opinion of this piano (or indeed, any other) during the following one and a half  This overlaps with the period of our greatest interest, when one could assume that Beethoven played his piano, or pianos, almost daily and with great intensity, while preparing 
	-
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	years.
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	There is a gap of another nine months before we learn that the Broadwood once again needed refurbishment. In a conversation book entry from the end of April 1823, Anton Schindler, who in the meantime had taken on the role of Beethoven’s secretary, announced that Stein was due to come and clean the instrument, put on a few new strings, and re-glue a broken  Discussions shortly thereafter address some cracks in the soundboard, which how
	hammer.
	71
	-
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	In June 1822, Beethoven wrote down the abovementioned and often-cited words “the German keyboard [i.e. the Viennese action] is better than the English one,” during a conversation with his brother Johann. The rest of the conversation does not address pianos at all. In a letter from the beginning of September 1822, almost two years after Müller’s report, Beethoven advises his brother on how to disassemble the stand of the English piano before transporting it (Beethoven, Briefwechsel 4, 526–27). 
	70 

	BKH 3, 233. In subsequent conversations it becomes clear that the object of attention is indeed the English piano. 
	71 

	ever could be repaired in situ. These negotiations were part of preparations for Beethoven’s yearly move out of the city during the summer. 
	This time, Stein was not the only one involved with the repairs: another, unidentified person visited Beethoven, looked at the soundboard and discussed the technicalities of the impending  We do not know whether Schindler alludes to that person when he writes, possibly on the same day: 
	transport.
	72

	This person has an excellent command of his business. He has studied the English instruments and says that, if he had the money, he would make one such as has not been heard in Europe before. He has already proposed to Stein to join him in business and to share, but Stein wanted to know about the secret of the theory, but nothing about 
	sharing.
	73 

	Why the twenty-five-year-old Schindler, not an expert in piano construction, found any reason to criticize Stein, a professional piano maker and two decades his senior, cannot be said. Perhaps he just took a chance with his assessment, in order to gauge Beethoven’s reaction, for reasons unknown to us. Perhaps, he was just making conversation, honing the attention-seeking personal style for which he later became famous. His manner of weaving a specialist topic—the piano maker’s quest for “the secret of the t
	-

	At any rate, during the summer of 1823, Stein continued to be involved with Beethoven’s Broadwood. The piano was apparently repaired, tuned and transported, first to Hetzendorf (initially without the resonance apparatus, which Stein, during a visit, promised to bring along on the next  Later Beethoven asked Stein to bring the instrument to Baden, although Stein tried to discourage him by pointing out that it would suffer from the 
	-
	occasion).
	74
	transport.
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	Even though the instrument occasionally required attention, it seems overall to have been in reasonable playing condition during most of this time. In May, 
	The unidentified person is apparently a (music) teacher, who first declares that he does not accept boys for tuition, then mentions the Zurich piano maker Johann Jakob Groll and an inverted soundboard of his invention, and later makes an assessment of the necessary repairs on the Broadwood, announcing that someone else would come on the following day to shim a crack in the soundboard. Ibid., 236–37. 
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	Ibid., 240–41. 
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	Ibid., 367. 
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	Beethoven, Briefwechsel 5, 205, BKH 4, 22. 
	75 

	after Stein’s most recent intervention, Beethoven’s nephew Karl wrote, “today I was again surprised by the tone of the clavier, because it has been tuned.”Another visitor who commented on the piano’s sound was Friedrich Wieck, who visited Beethoven in Stein’s company in July 1823. Wieck called the sound “peculiar” (“eigenthümlich”) in a conversation book entry, and later famously wrote about its “very strong, puffing tone.”
	76 
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	Moscheles and Leschen December 1823 
	Moscheles and Leschen December 1823 
	Half a year later, the Broadwood needed new repairs, and this time, there was no doubt that Beethoven’s rough playing had caused the damage. The piano virtuoso Ignaz Moscheles arrived in Vienna in late October of 1823 to play several  For the last of these (as originally planned), which took place on December 15 in the Kärnthnerthortheater, he played on two pianos, chosen for contrast. The first was a Viennese model that he had also used in his previous concerts, made by Wilhelm Leschen, a North German pian
	concerts.
	78
	-
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	According to his biography, Moscheles visited Beethoven for the first time shortly after his first concert on November 21. The conversation books suggest that the encounter in fact took place between December 1 and 6; that is, after Moscheles’s second concert on November 29. Moscheles also visited 
	80
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	BKH 3, 254. 
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	Ibid , 367, and Kerst, Die Erinnerungen an Beethoven, 2:159. Wieck seems to have misremembered the date of the encounter and the name of the place—it was Hetzendorf, not Hietzing. 
	77 
	-

	Beghin, “Three Builders, Two Pianos, One Pianist,” 118, provides a table with dates. 
	78 

	A discussion about the identity of the maker of the Viennese piano, or pianos, that Moscheles played during his concerts forms the main topic of Beghin’s aforementioned article. Beghin discusses in great detail the mismatch between the immediate reviews, which state that Moscheles played a Leschen piano, and various later reports that claim that the piano was by Conrad Graf. 
	79 
	-

	Charlotte Moscheles, Life of Moscheles (London: Hurst and Blackett, 1873; repr. New York: Elibron Classics, 2005), 1:87. 
	80 
	-

	The visit took place after Beethoven had attended Weber’s opera Euryanthe, which had performances on November 30 and December 5 and 12. The conversation book in question (no. 
	81 
	-

	47) ends on December 6. The number of entries between the conversations about the opera performance (on pp. 12r. and v. of the original) and the final entries (on p. 44) seems too large for them to have been made in less than one day. This suggests the earlier date, November 30, for Beethoven’s opera visit, and places all subsequent conversations in this book after that date. Moscheles’s entries are between pp. 28 and 33 of the original. 
	Beethoven on December 16, the day after the concert in which he used the  Although Moscheles wrote in his diary that they “could only converse in writing,” his negotiations with Beethoven about borrowing the piano during the first encounter were unfortunately not written down. Neither were some exchanges about various other topics that Moscheles later remembered in  At the end of their first encounter, Moscheles did write down the question, “how is your English Klavier,” but there is no further discussion r
	Broadwood.
	82
	-
	detail.
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	A few days later, an authentic remark by Schindler sheds a little more light on the situation when he writes, “Moscheles was initially shy to ask for your [piano]. He said that it would create an extraordinary sensation in London if they heard that he had played on your instrument, because he has been asked everywhere whether he knew the instrument and whether you still have it.”Of course Beethoven still owned the Broadwood, but before it could be used in a public performance, it needed to be refurbished. T
	84 
	-
	concert.
	85 

	As Moscheles himself later told the story, it was Conrad Graf who “generously laboured to put the damaged instrument into a better condition for this occasion”—“damaged” as a consequence of Beethoven’s “pitiless thumping.”But in fact Conrad Graf was not involved in the repairs  He was 
	-
	86 
	either.
	87

	Schindler falsely claimed in his Beethoven biography that he was the one who introduced Moscheles to Beethoven (Schindler, Beethoven as I knew him, 372). Schindler’s conversation book entry in support of this claim (BKH 4, 292, 27v.) is not authentic. 
	BKH 5, 27–28. 
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	Moscheles, Life of Moscheles, 1:88, and Felix Anton Schindler, The Life of Beethoven, trans. and ed. Ignaz Moscheles (London: Henry Colburn, 1841), 2:166n, quoted in Beghin, “Three Builders, Two Pianos, One Pianist,” 130. 
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	BKH 4, 314. 
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	Ibid., 315. 
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	Moscheles, Life of Moscheles, 1:89, Schindler, The Life of Beethoven, 1:221n. 
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	BKH 4, 315 (entry by M. A. Stein) and 328 (entry by Karl v. Beethoven). For a discussion about the identity of the maker of the Viennese piano that Moscheles played during his concerts, see Beghin, “Three Builders, Two Pianos, One Pianist,” especially 119–20. As mentioned, all records of the time state that Moscheles played on a Leschen piano to its great advantage. Various 
	87 
	-

	approached for one of his own instruments but declined to cooperate. There are two slightly different versions of this story. Before the concert, M. A. Stein speculated that Graf would refuse to provide a piano because Moscheles had played his preceding concerts on an instrument by  In contrast, Beethoven’s nephew Karl wrote that Graf had offered Moscheles one of his pianos for the last concert on condition that he played on no other one, but because Moscheles wanted to play first on the Viennese piano and 
	-
	Leschen.
	88
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	Instead, as explained above, it was Wilhelm Leschen who provided the Viennese piano for the concert on December 15. Leschen also repaired the Broadwood, handled its transport and put right some unidentified damage that occurred when the piano was carried offstage after the  Apparently in order to start with a clean slate, he re-strung the piano in its entirety. We can assume that he also regulated the action, but apparently he made only minor adjustments. We learn from a conversation a few months later that
	concert.
	89
	hammers.
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	This concert was a turning point for the instrument. Moscheles himself later wrote that his object in borrowing it had been “to display the difference between the effects producible on Viennese, and on English instruments, by playing on one of the former in the first, and upon Beethoven’s piano in the second act.” It is at this point that Beethoven’s piano, with its outlandish sound and old-fashioned appearance, finally became public and negotiable, subject to curiosity, comparison and criticism. For the fi
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	Your instrument has turned out so perfect that it will be epoch-making to the 
	later reports (including Schindler, Beethoven as I knew him, 372, and Moscheles’s own biography) claim that the Viennese piano was by Conrad Graf, and that it was also Graf who repaired Beethoven’s Broadwood. To reconcile these versions, Beghin proposes that Leschen, lacking experience of English pianos, might have asked Graf for help. However, all the available firsthand documentation shows that Graf was the piano maker on whose instruments Moscheles explicitly did not play (and, by implication, whose serv
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	-
	-

	BKH 4, 315. 
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	BKH 5, 25. 
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	Conversation with Schindler in early March, 1824 (Ibid , 191). Schindler reports that Stein thought that Leschen should have re-leathered the instrument. 
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	Schindler, The Life of Beethoven, 1:221n. 
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	highest degree. It is a true joy to hear [crossed out: “this bloke”] Moscheles play on it. Leschen has strung it entirely with Berlin wire and you will be happy to assure yourself about how it now 
	sounds.
	92 

	We recall that Moscheles’s own goals were humble. No matter whether he was most interested in creating a “sensation” on his return to London, or in demonstrating the differences between the instruments for the local Viennese audience, both belong to the work of his profession: that of a traveling virtuoso doing interesting things on stage. Assuming Schindler’s passage to be authentic, the use of the label “epoch-making” for Beethoven’s piano (side-stepping any questions about its possible technical issues, 
	-

	Incidentally, both Moscheles’s and Schindler’s perspectives had to be used in conversation to make the Broadwood’s participation in the concert seem attractive for Beethoven. During the days preceding the concert (and on the day itself) Beethoven’s nephew Karl, for instance, used a mix of both to keep his uncle in good spirits. Moscheles planned to use the instrument only in the concluding piece of his program, a free Fantasy on various themes, after playing his second concerto in E-flat major (op. 56) and 
	-
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	Tom Beghin has suggested several reasons why Moscheles played only his improvisation on the Broadwood. He points out that an improvisation was a routine item toward the end of a program of this kind, and suggests that the 
	BKH 4, 322. Schindler later added several non-authentic entries on the surrounding pages. “Diesen Kerl von ein” (which is crossed out) might be a later edit (however unidentified as such in the modern edition of BKH). 
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	BKH 5, 22. 
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	Ibid., 25. 
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	acoustic properties of the English piano made this placement at the end more effective. In reference to Moscheles’s own recollections, he writes, “in this intense setting, Moscheles could match inspiration with instrument and try to convince his audience of ‘the value of the broad, full, although somewhat muffled tone of the Broadwood piano.’”
	95 

	The most obvious reason for Moscheles to use Beethoven’s piano only in his free Fantasy was, of course, its limited compass. Both the variations and the concerto make almost constant use of the top half-octave between c and f that was unavailable on Beethoven’s piano. An ad hoc adjustment of these two brilliant concert pieces would have been out of the question, even for a virtuoso of Moscheles’s caliber, but in a free improvisation, such limitations could easily be incorporated into the musical flow. There
	4
	4
	-

	We do not know whether Beethoven truly believed that his instrument would be “epoch-making” or whether he understood the hyperbole to be a strategy by Schindler to make Moscheles’s request more  We can assume, however, that both the piano’s behavior during Moscheles’s Fantasy and the reactions of the reviewers must have come as a disappointment to him. Reading between the lines of the concert reviews, the public comparison turned out to be something different than a test of the quality of English and Vienne
	attractive.
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	Of the few press reports of the event (Beghin reproduces four of them, two from Vienna, one from Leipzig and one from London), two were more than usually  To be sure, all of these reports did use the convenient for
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	detailed.
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	Beghin, “Three Builders, Two Pianos, One Pianist,” 139, referring to Moscheles, Life of Moscheles, 1:89. 
	95 
	-

	Why Schindler lobbied for Moscheles’s interests at all cannot be fully explained. 
	96 

	The theory of Art Worlds, which is eminently applicable to the contrast between Viennese and English piano-building and playing styles, was developed by Howard Becker. See Howard S. Becker, Art Worlds (Berkeley: University of California Press, 1982). Becker discusses the importance of support personnel in Chapter 3, “Mobilizing resources.” 
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	Beghin, “Three Builders, Two Pianos, One Pianist,” 145–48. This appendix includes English translations. 
	98 

	Only the English one (Harmonicon 13 [January 1824]: 3–4) does not provide any deeper analysis 
	99 

	mat of a comparison between national styles of piano building to channel their observations. One reviewer even went so far as to criticize the “repulsive outer form” and “spindle-like turned” feet of the Broadwood. But two reviews, one in the Vienna-based Allgemeine musikalische Zeitung and the other one in the Zeitschrift für Kunst, Literatur, Theater und Mode, leave the impression that there was more going on than a mere clash of tastes.
	100
	101 

	We learn, for example, that Moscheles broke a treble string at the very beginning of his Fantasy, having “sufficient presence of mind … to take it out while trilling with his left hand.” The mishap might not have carried much meaning, were it not for the fact that the treble of English pianos of that construction is not normally a risk zone, and for the additional information that the two Viennese reviewers accumulated between them. We read that there was a mismatch between the “force of the hammer” and wha
	-
	102
	-
	103
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	Of course, we know from many other sources that Viennese observers often characterized English pianos as inferior. It is also undeniable that English pianos tend to sound noticeably weaker in a concert hall than in a smaller venue, and their bass especially seems to lose some of its power. But even in view 
	-
	104

	of the events. If the printed date of the communication (December 10, 1823) is correct, it was in fact an announcement, and its observations about the “vast superiority” of English pianos were not based on actually witnessing the concert. 
	Wiener Zeitschrift für Kunst, Literatur, Theater und Mode (December 30, 1823): 1288. 
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	Ibid., and Wiener Allgemeine musikalische Zeitung 7, no. 104 (December 27, 1823): 829–30. 
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	Wiener Allgemeine musikalische Zeitung 7, no. 104 (December 27, 1823): 829. 
	102 

	English treble scalings were more or less unchanged during the first two decades of the 19th century, whereas in Vienna the picture is more variable. In my own Broadwood grand piano from 1805 (with the uncontroversial—in the context of Beethoven’s later piano—string lengths c: 7.0 cm, c: 13.5 cm, c: and 27 cm) no single treble string has broken in the last thirty-two years of use, during which time at least three stringing schedules have been tested in the instrument. 
	103 
	-
	4
	3
	2

	Johann Nepomuk Hummel, Anweisung zum Pianoforte-Spiele (Straubenhardt: Zimmermann, 
	104 

	of the routine criticism that English pianos received in Vienna, the epithets “schwirrend,” “zu grell,” and—in both Viennese reviews—“klirrend” seem unusually harsh. It should also be noted that the Leipziger AMZ did point out Moscheles’s special expertise in handling the instrument, which is consistent with the great praise he received for his playing in general in all the reviews. The overall impression, then, is that something was simply wrong with the strings, and consequently the sound, of Beethoven’s 
	-

	In his biography, Moscheles acknowledged that his public presentation of Beethoven’s Broadwood was unsuccessful. “I tried … in my Fantasia to show the value of the broad, full, although somewhat muffled tone of the Broadwood piano; but in vain. My Vienna public remained loyal to their countryman—the clear ringing tones of the Graf were more pleasing to their ears.” In this passage not only is the name of the maker of the Viennese piano at odds with what the reviewers, direct earwitnesses, reported, but Mosc
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	Das Ende vom Lied 
	Das Ende vom Lied 
	The rest of the story of Beethoven’s Broadwood piano is quickly told. Its poor condition was quickly becoming a constant source of unhappiness for Beethoven. In March, Schindler told Beethoven about M. A. Stein’s opinion that the hammer leathers had “suffered much” and that it would have been bet
	-

	1989), 455. See also Beghin, “Three Builders, Two Pianos, One Pianist,” 139n96. This observation can easily be confirmed by using surviving pianos of this type in concert. 
	-

	Moscheles, Life of Moscheles, 1:89. 
	105 

	ter if Leschen had changed them during his intervention. Schindler said that Stein had offered to re-leather the instrument, but he also wrote, “Stein is afraid of re-leathering, to do it exactly like the English do—however I do not think he will be able to do this.” Directly following Schindler’s entry, a mistrusting Beethoven wrote in a note to himself: “… to Graf because of my English Klawier.” Whether he actually did go to Graf at this point or not is unknown. The traditional summer transport in June wa
	106
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	When the London harp maker Johann Andreas Stumpff, a native of Saxony, came to Vienna in late September 1824, Beethoven was still hesitant about asking Stein to work on the Broadwood. As we know from his famous recollections, Stumpff found the instrument—a mere nine months after it had been presented in a public concert—largely unplayable, with all the strings in the treble broken and tangled up. Stumpff had worked at the Broadwood firm,and Beethoven trusted him immediately, asking him questions about the “
	-
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	The benefit of this initiative for Stumpff, who would soon return to London, was limited. A major motive for his actions seems to have been his concern for the welfare of the instrument itself. That concern may also explain why, as Karl van Beethoven wrote, he made the effort to explain to Stein what needed to be done to improve the piano’s action, and to make drawings of the inner construction and of the proposed improvements. Karl evidently did not like Stein. Several times during the following months he 
	BKH 5, 191. This is yet another confirmation that Leschen, not Graf carried out the repairs of December 1823. 
	106 

	Ibid. 
	107 

	BKH 6, 276. 
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	Kerst, Die Erinnerungen an Beethoven, 2:92. 
	109 

	BKH 6, 359. 
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	damaged, and Karl suggested that Stein himself had “spoiled some parts of the inner action with his experiments.”
	111 

	Stumpff ’s reward for fixing Beethoven’s piano was to hear the grateful composer improvise. His impressions of this event are carefully phrased, yet they nevertheless betray the inner conflict between the wincing instrument maker and the enthusiastic witness of a genius-at-work: 
	-

	A tone-web with most surprising transitions made the poor strings and the entire instrument tremble, and a chaos of tones evolved into the most heart-rending melodies, in short, who would be able to depict in words what the phantasy of such a spirit is capable of!
	112 

	The Broadwood was sounding once again—but even the first chords Beethoven played on it made Stumpff think of the “poor strings.” There is no doubt that the fix, no matter how expertly done, was again to be a temporary one. 
	Stumpff ’s visit did have one concrete result. The next summer transport in May 1825 was supervised by the piano maker Schanz, and Stein’s name does 
	BKH 7, 20–21, 328. It should be noted that there is no evidence that Stein ever performed any “experiments” on Beethoven’s Broadwood. On the contrary: his hesitation earlier that spring to re-leather the instrument suggests that he was unwilling to change the instrument’s character. Karl’s suggestion thus seems to be unfounded, and there is no indication that it reflected Stumpff ’s own opinion. In fact, there is no reason to believe that whoever repaired the instrument at whichever point in the 1820s made 
	111 
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	Kerst, Die Erinnerungen an Beethoven, 2:93. Stumpff ’s lengthy report reveals at least one gap in the record of the dealings around the Broadwood. Stumpff observed the sound-amplifying device that was put on top of the instrument, but in his description, “said attachment … consisted of a large half-angle of soundboard wood, which was closed at both ends and raised itself, above the keys of the Klavier, from the bass toward the treble...” (BL, 5:128n219). As discussed earlier, Stein’s original sound-amplifyi
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	not appear anywhere. During that summer, Beethoven also expressed (in a note to himself) an interest in Leschen’s pianos, he returned to Stein’s much earlier idea to have a piano with unleathered hammers made for himself, and he decided to give his old Érard piano from 1803 to his brother Johann. 
	113

	In August 1825, the pianist Carl Czerny talked to Beethoven about an actual change that had been made to the Broadwood: a piano maker had made it “brighter and easier to play” (“heller und traitabler”). Further references in Czerny’s entry identify this maker as Conrad Graf, the man who “himself owns an English [piano] of 6½ octaves after which he models his own [instruments].”We do not know when Graf made these adjustments. Since, during Stumpff ’s intervention, Stein’s workshop was involved with the rathe
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	114 

	Graf ’s renewed involvement five years after he showed his first interest in Beethoven’s piano raises the curtain for the last act of this play. Half a year after Beethoven’s conversation with Czerny, the violinist Karl Holz—at this point Beethoven’s secretary and friend—told Beethoven: 
	Your fortepiano is in need of such long-lasting repair that you will not get it [back] very soon. Graf says that it is in a terrible state; but he will restore it as far as possible, and he sends you in the meantime as a temporary help a quadruple-strung pianoforte, which will arrive on Tuesday. 
	The Tuesday in question was January 24, 1826. At that point, the English piano was already in the workshop. Graf was now in charge of everything that had to do with Beethoven’s pianos. As to the repair, Beethoven noted to himself, “Graf shall make the keyboard after the one of his English p[iano].” Graf saw to it that the new instrument from his production was regularly tuned, free of charge. Also the construction of a new sound-amplifying device that fit his instrument was in his hands. That sound-amplifie
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	BKH 7, 258–60. 
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	BKH 8, 47. See also 341n128, suggesting that the word “he” refers to Leschen instead of Graf. For reasons already mentioned (Leschen did not make any substantial changes to the Broadwood’s action), this option seems unlikely. See also Beghin, “Three Builders, Two Pianos, One Pianist,” 135n84. 
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	BKH 9, 82. 
	115 

	Ibid., 142–43, 147. 
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	1826. He began to work on the Broadwood in July, and told Beethoven that he could keep both instruments after its return.
	117 

	As mentioned at the outset, we know that in 1826 Beethoven’s interest in the piano as a musical medium had definitely waned. He was utterly unable to hear any of his keyboard instruments properly and he did not compose any music for them any more. The last phase of his ownership of pianos provides no new information about the conception of his last piano works, and about how they sounded in his study, or at least in his mind. 

	Practical matters: compass and works 
	Practical matters: compass and works 
	One more matter still needs to be discussed: the Broadwood’s restricted treble range. In comparison to the piano works of the late middle period, its top note c was a step back of half an octave. For Beethoven, it would in effect have meant a return to his compositional practice of 1803. Understandably, various speculations about how useful the Broadwood was for Beethoven have kept themselves alive throughout two centuries of Beethoven research. The topic has invariably taken the front stage in pianists’ di
	4

	The perceived “compass puzzle” is largely the result of today’s opus-centered manner of representing compass requirements. From an analytical standpoint, this approach is uncontroversial. There can indeed be little doubt that Beethoven usually conceived the movements of his works as belonging to each other and dependent on each other. The performances of his symphonies and concertos during his lifetime, moreover, show that he preferred these large works for the public sphere to be played as a whole as well.
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	Piano solo works, on the other hand, belonged to a different performing tradition. At home it made no difference whether someone played single movements or the whole work (in view of the shifting technical difficulty of Beethoven’s works, the former is more likely). The performance of single movements was also accepted practice at private academies and musical meetings, just as single arias from operas could be performed, mixed with snippets from 
	-

	Ibid., 265, BKH 10, 29, 61. 
	117 

	A good example of this approach is John Henry van der Meer, “Beethoven und das Fortepiano,” Musica Instrumentalis 2 (1999): 56–82. 
	118 

	Unless one wants to invoke the increasing musicological criticism of work-oriented views, which could be the topic of another essay. Thanks to Tom Beghin for pointing this out. 
	119 

	all kinds of other genres. Even Beethoven himself played the last movement of his sonata, op. 2, no. 2 in concerts with a mixed program during his 1796 tour.
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	Work 
	Work 
	Work 
	Mvt. 1 
	Mvt. 2 
	Mvt. 3 
	Mvt. 4 

	Op. 53 
	Op. 53 
	FF–a3 
	FF–f3 
	FF–a3 

	Op. 54 
	Op. 54 
	FF–f3 
	FF–f3 

	Op. 57 
	Op. 57 
	FF–c4 
	GG♭–b♭3 
	FF–c4 

	Op. 78 
	Op. 78 
	FF–g♯3 
	FF–a♯3 

	Op. 79 
	Op. 79 
	FF–a3 
	FF–g3 
	FF–g3 

	Op. 81a 
	Op. 81a 
	FF–c4 
	FF–ab3 
	FF–f4 

	Op. 90 
	Op. 90 
	FF–c4 
	FF–a3 

	Op. 101 
	Op. 101 
	FF–b3 
	FF–c4 
	III–IV: EE–e4 

	Op. 106 
	Op. 106 
	FF–f4 
	FF–f4 
	FF–c♯4 
	CC–c4 

	Op. 109 
	Op. 109 
	EE–b3 
	FF♯–a3 
	FF–c♯4 

	Op. 110 
	Op. 110 
	FF–c4 
	FF–b3 
	III–IV: CC–c4 

	Op. 111 
	Op. 111 
	CC–e♭4(c4) 
	CC–c4 


	Table 1 Keyboard compass per movement in Beethoven’s middle-period and late piano sonatas 
	To play parts of a sonata out of their compositional context was thus a real performance option at the time. Table 1 shows that Beethoven in fact provided a variety of compasses in different movements, catering to customers of his printed works who may have had instruments of different standards. This is a technique he established in his middle period, beginning in 1803 when, in the “Waldstein” Sonata, op. 53, he first exceeded the early Viennese standard compass of five octaves. 
	Beethoven’s late piano music also attests to the fact that after receiving the Broadwood piano, he returned immediately and almost completely to its old-fashioned treble compass. Including the two last movements of the 
	See, for example, Beethoven’s letter to Andreas Streicher from 1796 about a performance of young Elisabeth von Kissow, who played a Terzett from an unknown work (possibly a movement from a piano trio) in a private concert. Beethoven, Briefwechsel 1, 32. 
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	Forbes, Thayer’s Life of Beethoven, 207–8. 
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	Figure
	Example 1 Sonata in C minor, op 111, mvt 1, Allegro con brio ed appassionato, mm 130–32 (Schlesinger 1823) 
	Hammerklavier Sonata, op. 106, which may be the first compositions at least partly sketched with the Broadwood present, he wrote above c in the works that followed only in three instances: c♯ appears in a few bars of the third movement of op. 106 and in the climax of the final variation of the last movement of op. 109 (mm. 177–78 and 181); also, a single e♭ is written in m. 132 of the first movement of op. 111. In other works, only the recurring d in the third Bagatelle of op. 119 goes beyond the possibilit
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	4
	122 

	This seems to indicate that, after he received his English piano, Beethoven wrote largely for his own domestic situation rather than exploiting the full range of the newest available pianos as he had done earlier. In contrast to his middle-period compass choices, where he frequently pushed the envelope (as in the Appassionata, or later in op. 81a), his late-style reflections on the Broadwood’s keyboard bear the stamp of a rather unperturbed attitude, sometimes even playful in its inconsistencies. One of the
	-
	4
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	The explanation here is that Beethoven assembled this set of pieces from earlier compositions. However, the case of op. 119/3 remains confusing. The beginning of the piece is sketched in the Wielhorsky sketchbook (Glinka State Central Museum of Musical Culture, Moscow) of late 1802 until May 1803. (Thanks to William Drabkin for this information.) The sketch in its now-known form includes the “8-------” above the melody until the downbeat of m. 2 as known from the published version of op. 119, which Beethove
	122 

	Figure
	Example 2 Sonata in E major, op 109, mvt 3, Allegro, mm 177–78 (Schlesinger 1821) 
	The example shows both the restriction necessitated by Beethoven’s own piano, and his awareness of the fact that many Viennese pianists had access to e♭. The high octave in op. 119/3 is likewise only a minor concern, since the entire phrase can in each case easily be transposed an octave down if necessary. 
	4

	The c♯in op. 109, however, can only be explained in a quirky way (Example 2). While c♯occurs three times on the last two pages of the sonata (the first two are shown here), the note a semitone below—the top c—does not appear in any movement of the entire sonata. For a pianist with a c piano (such as Beethoven), the sonata was thus playable in its entirety if c was re-tuned to c♯. This is an action that can be done and undone in less than a minute, and it would also reduce the awkward stretch between the con
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	4 
	4
	4
	4
	4
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	The connection of op. 109 with Beethoven’s Broadwood is otherwise close (Beethoven supposedly began his sketches for this sonata in the spring of 1820), but the circumstances do not help to further explain the occurrence of this high c♯. Intriguingly, during the conversation with Beethoven from March 12, 1820 mentioned above, Matthäus Andreas Stein found a reason to ask Beethoven “you do not write above c[?]” The context of the conversation makes it fairly clear that the question was inspired by the Broadwo
	4

	Considering Beethoven’s increasing struggle to hear his Broadwood while he played it, and the resulting chaotic condition of the strings of the instrument, recurring at ever closer intervals, in the end it may have been entirely irrelevant how the top note of his piano was tuned. It is tempting to interpret the high c♯ in op. 109 as Beethoven’s bitter inside joke about his increasingly unhappy situation. 
	-


	Conclusion 
	Conclusion 
	When I discuss these topics with colleagues, they are often most interested in how the usual stories about Beethoven’s Broadwood should be understood, and how some of them need to be corrected. This is understandable, as some of these stories have become a little worn with use. It is time to acknowledge, for example, that no original source material exists to suggest that the Broadwood, when it arrived in Vienna in 1818, needed repair at all. The inconsistent narrative of this event that Thayer’s editors pi
	-

	Hopefully, too, this article’s review of the actions of Streicher, Stein and Graf provides more certainty than we have previously had about the dates and character of many repairs that were made to the Broadwood, and shows more clearly where gaps in our knowledge remain. One is bound to conclude from this review that the instrument’s “Englishness,” both in its technical concept and in its sound, remained unchallenged and unchanged for longer than some have suggested. This realization might encourage pianist
	The story of Stein’s work on Beethoven’s hearing machine implies that it was not merely conceived by Stein as useful in a general sense, but rather to form a symbiotic unit with the Broadwood, an instrument Stein said he liked. This symbiosis may well have been crucial for the genesis of Beethoven’s final piano compositions. Stein, a controversial figure, has been surprisingly little researched. This story could provide him a well-needed boost in modern scholarship, and it should perhaps be added to the can
	-

	Finally, another look at Moscheles’s concert and Leschen’s repairs leads us to revise the accepted view that the Viennese critics and audience should have disapproved of a fully functioning and optimally restored representative of the English school of piano building. In fact, they were listening to a sick piano: the instrument’s hammer leathers—the interface between action and strings that is most of all responsible for the tone character—were close to the end of their life span. Moreover, Leschen had been
	-

	At least as important as revising old stories, however, is a commitment to more careful dealings with the sources. The difference I am addressing is really a simple one. Instead of putting a picture on the table and trying to col-
	At least as important as revising old stories, however, is a commitment to more careful dealings with the sources. The difference I am addressing is really a simple one. Instead of putting a picture on the table and trying to col-
	-

	lect puzzle pieces that match that picture best, it seems better to collect the available puzzle pieces, among them many very well-known ones, and to put them together in an order that, hopefully, reveals their inner relationship to each other. One would assume this technique to be good practice in all history writing. It is especially necessary in studies of such an unpredictable figure as Beethoven. As soon as we believe we “know” Beethoven, he turns another way and surprises us, and so the picture one wo

	In the end, such sorting and arranging remains a relatively humble task, and it is a good thing to acknowledge this. Truly new stories are rarely told in Beethoven research; too much of the material is too well known to too many intelligent and enthusiastic people around the world. One wishes, however, that some of the stories were told more carefully, that some of the collecting and puzzling was done with more love for detail and attention to context, and, finally, that some of the really dusty old tales w
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	APPENDIX 1 

	Ehrende Auszeichnung.
	Ehrende Auszeichnung.
	1 

	Die Kunst hat kein Vaterland. Überall in der Brust gebildeter Menschen, sie mögen an den Ufern des Ganges oder am Oronoco wohnen, findet sie eine willkommene Heimath, wo sie sich niederläßt und ihre heiligen Feste feyert. Dieß wirkt die Macht ihrer himmlischen Zauber und ihre Verwandtschaft mit dem Göttlichen im Menschen, denn sie ist göttlichen Ursprungs. — So waltet der herrliche Genius , der, eine ruhmstrahlende Zierde unserer Kaiserstadt, das Herz seiner Landsleute durch die Fülle und Kraft des begeiste
	Beethovens
	-

	und der den edlen Stolz Albions der Macht seiner Kunst beugt, wenn er in gewaltigen Akkorden den heißen Kampf um Freyheit und den Siegesjubel von Vittoria wieder in ihrem Schooße erweckt, daß die klangbewegten Wellen um das geliebte Eiland freudig in die Lieder des Nachruhms rauschen. 
	Vor allen scheint der Charakter der Britten geschaffen, den tiefen Ernst und hehren Aufflug der Beethoven'schen Muse in die Himmel der Melodien, in seiner ganzen Fülle und Erhabenheit zu erfassen. Dieß zeigt die dauernde Begeisterung, womit sie den Heros der deutschen Musik würdigen, bewundern, verehren. Unter vielen hat ein neuerliches, ausgezeichnetes Beyspiel dieß abermahls rühmlich und ehrenvoll bekundet, indem ein edler Britte als Repräsentant seiner kunstsinnigen Landsleute unsern Meister durch ein se
	Vor allen scheint der Charakter der Britten geschaffen, den tiefen Ernst und hehren Aufflug der Beethoven'schen Muse in die Himmel der Melodien, in seiner ganzen Fülle und Erhabenheit zu erfassen. Dieß zeigt die dauernde Begeisterung, womit sie den Heros der deutschen Musik würdigen, bewundern, verehren. Unter vielen hat ein neuerliches, ausgezeichnetes Beyspiel dieß abermahls rühmlich und ehrenvoll bekundet, indem ein edler Britte als Repräsentant seiner kunstsinnigen Landsleute unsern Meister durch ein se
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	-
	-
	-
	Broadwood
	Beethovens 
	-
	-
	-

	wie im Äußern, das sich durch Einfachheit, Schmucklosigkeit, Festigkeit und Bewegbarkeit nach jedem beliebigen Orte hin, vor allen andern ausgezeichnet. 

	Auf der obern Seite über dem Griffbrete findet sich folgende lateinische Inschrift: 
	Hoc instrumentum est Thomae Broadwood (Londini) donum, propter ingenium illustrissimi Beethoven 
	Vorn über dem Griffbrete ist der Nahme 
	Beethoven mit großen Lettern von schwarzgebeitztem Ebenholz eingelegt und darunter die Nahmen der Verfertiger: John Broadwood and Sons, Mackers of Instruments to this Majesty and the Princesses 
	Great Pulteney Street Golden Square London 
	Zur Rechten ober dem Griffbrete befinden sich die autographischen Nahmen von fünf der ersten Klavierspieler Londons als Bestätiger von der Vortrefflichkeit des Instruments, nämlich; 
	-
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	Frid. Kalkbrenner. 
	Ferd. Ries.  J. B. Cramer. 
	C. G. Ferari.  C. Knyvett. 
	Bey Gelegenheit der Übersendung dieses Instruments hat die k. k. Hofkammer einen eben so ehrenden als ermunternden Beweis der Würdigung der ho-hen Talente unsers Beethoven dadurch an den Tag gelegt, daß sie die Einfuhr desselben von Triest bis an Ort und Stelle zollfrey gestattete. 
	-

	So zeichnet die Verwaltung wahre Talente im Vaterlande aus; so ehrt sie die Fremde. Das ist aber die Herrlichkeit der Kunst, daß sie die Schranken des irdischen Lebens, überfliegend im Reiche der Geister innig vereinigt, was durch jene getrennt ist. 
	-

	APPENDIX 2 
	Beethoven’s Broadwood: A Construction Project 
	Beethoven’s Broadwood: A Construction Project 
	A Note from Tom Beghin 
	For the fortepiano program at McGill University, I had wanted an English-type piano and historical keyboard maker Chris Maene (Ruiselede, Belgium) had long cherished a wish to build Beethoven’s Broadwood. A new project was born, made possible through a generous research grant from the Social Sciences and Humanities Research Council of Canada. Two replicas of Beethoven’s Broad-wood are presently under construction, one to live in the Maene Collection, the other to come to Montreal, Canada. 
	The objective of the project is to construct Beethoven’s instrument as it would have left Broadwood’s factory. Our mission thus differs from that of David Winston and Eszter Fontana, who in 1992 set out to both restore and conserve the instrument in the best manner possible, not only as a Broadwood but also (and specifically) as a “Beethoven instrument.” While constantly taking No. 7362 as a point of reference, Chris Maene must also look beyond this model. We first visited the instrument in the Hungarian Na
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	We have just completed the instrument a few months ago. Two inauguration concerts took place back-to-back in October 2013, first at the Beethoven-Haus in Bonn, then at the Concertgebouw in Bruges. Our selected recital program celebrated the historical “newness” of the instrument. In the first half, I played three works, written in 1817 or shortly before, by Ferdinand Ries, John Baptist Cramer, and Frederic Kalkbrenner (three of the five London-based musicians who famously signed the wrestplank of the Beetho
	We have just completed the instrument a few months ago. Two inauguration concerts took place back-to-back in October 2013, first at the Beethoven-Haus in Bonn, then at the Concertgebouw in Bruges. Our selected recital program celebrated the historical “newness” of the instrument. In the first half, I played three works, written in 1817 or shortly before, by Ferdinand Ries, John Baptist Cramer, and Frederic Kalkbrenner (three of the five London-based musicians who famously signed the wrestplank of the Beetho
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	six-octave (FF–f) fortepiano. I then shifted pianos and played the big “Introduction and Fugue” (as Ries published the fourth movement separately from the others in London) on the new six-octave Broadwood (CC–c), sketched and completed in the Summer of 1818. Thus, through the course of this “giant sonata,” we witnessed the composer make his first acquaintance with the new English piano—with enthusiasm, yes, but surely also (bearing in mind Schindler’s “too short a keyboard” remark) with frustration. 
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	Figure
	Replica of Beethoven’s Broadwood, view on the inner construction from below Work-inprogress, May 2013 Photo courtesy by Chris Maene 
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	Figure
	Replica of Beethoven’s Broadwood, view on the inner construction from above Work-inprogress, May 2013 Photo courtesy by Chris Maene 
	-






