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1 “There Are No Pianos to Be Had Here” “HLxE
2 It was an odd time to visit Majorca. R IE VT RS, EEZEZ K.
Civil war had flashed throughout Spain since the death five years earlier of] VS " B b ol N N :
, HERIR S, sk 4, kLR, A2
King Ferdinand VII, which ignited familial disagreement over whether his ﬁ%ﬁ E'i % i?é ;j}/j ?f;gé E ) Lﬁi‘j‘% fﬁ?ﬁiﬁ{f }L}F?F}% ﬁ?i% f
3 successor would be his brother, Carlos, or his infant daughter, Isabella, ottt R oL, e

whose interests were looked after by her mother, Maria Christina,
Ferdinand’s widow and regent of Spain.
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Refugees and émigrés descended on the island seeking sanctuary, finding
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4 instead Carlists and Christinos as partisan there as they were on the ERINNIRA & —FE, PRI L, B SZEEREHE, B SR B3
mainland. 0
5 Th'e (?qmmandfar—in—chief issued a (’lrame_ltic order just three days before WA AT IA SRR =5, AT A R R — T 2 S
Frédéric Chopin and George Sand’s arrival:
6 The district of the island of Majorca is declared to be in a state of war. I i I 3h DX B A O ik IR A
Henceforth everybody will be subject to military authority, without
prejudice to other constituted authorities who will continue in the legal B, AR A\#EEZEE LR/ ERE HMAREHE IR SN X
7 exercise of their respective functions, albeit with the obligations of SRR LE B AT XS5 IR M 53 HY - 3t 2 4 2 e m) e AT T3 HE A
obeying and complying with whatever may be required of them in the BRI ZFMT, BahEEVEATE % H IR AR
interest of public security.
In Palma they took the only habitable accommodation available, semi- , . N o g e N . -
8 furnished rogms ina formgr military barracks on Calle de la Marina, close MRS, ik @J Zuﬁiﬂﬁ %25, ﬁ%ﬁ%{ﬁ(ﬂ:%ﬁﬂ]%1@, ¥
’ SEAT IR LA X ¥ ZE K A 1 — A S B0 AR Z2 8 i b
to the old Arab Quarter.
A modern plaque—high up on the stone, its names and dates in perfect
order—verifies the street’s most famous inhabitants: THE POLISH WA RERICIL, BiaE R —Yema Ak LR TR %)
9 MUSICIAN FREDERIC CHOPIN AND THE FRENCH WRITER A PRAL K A4 00 A B AR SR T A B P AL [
GEORGE SAND LODGED IN THIS STREET ON 8 NOVEMBER 1838, |{EZ 7#ifi- 5 T-18384E 11 H8 H B Tk &, (L7 L, I T18394F
THE DAY THEY ARRIVED IN MALLORCA, A VISIT TO THE 2HIBHE .
ISLAND THAT ENDED ON 13 FEBRUARY 1839.
10 Chopin’s health and mood in these initial days were promising. SLLR, B3 i BRI O S B AT I i 1%,
To his Polish friend an ist Julian Fontana in Paris he wrote of — 0 Bl ek A2 \ — e il e b el g
tu(;qu(S)is(e) sls(ies ailddlap?s(izgl};lis s:als, eme?rald mountainss aid cfezr(,)clean l Eég Hgfi =M Eﬁﬁ?ﬂ? - %MK‘%%%H&J‘{E i . WEJ%%U T
11 air, palms and cedars, olive and orange trees, figs and ;E'gj-% E"%fﬁiff BTG, R LT E/];,_{/:h t’f.‘mw
po;negranates—ever;/thing to be found in the,: hothouses of Paris’ Jardin ;FE gﬂ:ﬁ N ﬁﬂlf *X,ﬁu%jﬁm\ RERIER RARANRE, RS
des Plantes. I B2 2R L Dl P
12 He described the sunshine and moderate temperatures, the summer clothes |fli68 5 3| H %, & B ). MEE R E SR, 0/ 2RI —i#m 2
worn by the townsfolk, the guitars at night playing for hours at a time. I LA /NI 1) 75 At T
13 “Oh, my dear fellow, I am really beginning to live. “MR, SERMMA, Il FEFERHTF T
14 1 am close to all that is most beautiful. JE=] [ 3 A 45 35 T 4,
15 I am a better man.” R LEWLFEET. >
Sand thought the climate as warm as a French June, perfect for exploring
the port’s mix of High Gothic splendor and Moorish remnants: ramparts | 7FVA -5, X BERGEGEEANR —FHRE JEFESRERX A6
and stone peasant houses; thermal baths; unfamiliar street names; carved | 1 FF4F M 4R A B JR 35028 A3tk T IR AT A Sk . IROR A, PBHAERY
16 |lintels and arabesque scrolls; tall windows divided by slender pillars; HEAARR BEZI T IR TR G, g FRR TR e L JE 1) B8
ornamental staircases leading up to enormous dark, bare rooms; and, T BRI 1) 23 5 MR SO, I TR AL TR AEIR AN, F/K MBI 1) — B A
beyond the city, the Jardines de Alfabia, nestled into terraced hills and ofs I PR BT 23925 L S A e
irrigated by waterwheels
17 |“I dream of music,” CRIEEE R,
Chopin wrote to Camille Pleyel, his French publisher, soon after arriving, [5G ARA, HFBEELMAEE RN KR ESERR/R, “EERITEE
18 “but I can’t write any because there are no pianos to be had here—in that |fI{F, FE AKX RKAZINE—miX sl s, TTLAULREI T 55 2R T
respect it is a barbarous country.” .
It was the complaint of an artist thrown from his routine, a composer who |,.. ., e o N )
19 habitually wrofe his exceptionally original works at the piano alllod who ]\z’?}ﬂ%g,{i‘ AN T‘{f it /jéﬁ,ﬂ AL s H’H’@ZE éé?jll%?k 9
. . ERMIBRAMNE R —EES T, EIE, MERAIEFH LA
now found himself without the one tool he needed.
So after a week of industry at full tilt belowstairs but little of it above, " s - : . RN
Chopin, Sand, her childrer}: and the maid moved to a house in AR TFES LT R, BRRESE, TR, fi#Lih R
20 | coblin ’ ’ WA %I A, #5030 T DAL S A S L b
stabliments, off the Palma road, a small enclave northwest of the port, a B O [ A B < &
. TR VE [ A O B LS A Rk 1
property found for them by the French consul, Monsieur Fleury.
Son Vent—the summer house in Establiments, which translates from X 5T S A BT 8 S ) B B A4 FUSon Vent, 7E g R
51 [Mallorqui as House of the Wind—cost Chopin and Sand fifty francs a HEBRRRNZEHER. ERMEMNEARITER K 3G HENLL
month and was kitted out with wooden camp beds padded with paper-thin |/ IR, BT RFBEEKAK, AN TR HBMRE-2—4NH
mattresses, straw-bottomed chairs, and rough-cut wooden tables. 13 3ATS0VE B o
There were glazed windows in most rooms, though there were neither L B b oy L S Y
fireplaces nfr chimneys, just a small brazier thatgﬁlled the house with EEE%&%&ZW@&%M i, {Ej( # ﬁﬁ I ﬁﬁﬁ})}i% A S R4
22 i L . KAAER BREE HME, AR (e BT, e, AR
noxious fumes but little heat, and left the occupants with dry throats and N -
W AR TR
charcoal-smoked eyes.
Chopin, weakened by the stench and suffocating effect of the charcoal ZEH TR A N RSB RM, R RIS, O A BT
23 . . gt
smoke, was by no means well in Establiments. HF— s WAL,
54  |And despite temperatures of sixty-four degrees and air outside scented MM AORAEI8SE, AN AT T B, TR, ik
with roses, oranges, and figs, he caught a feverish cold. HEKE KRBT .
55 |A succession of doctors (the grandest charging forty-five francs for his Mrig s JUANEAE SR E, ik 0 ENASTEES, W5 R T,

advice) prodded him and made dire pronouncements.




“It is all having a bad effect on the Preludes,” he told Fontana in early
December, referring to the collection of piano pieces that had occupied his
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26 | : . . |, AT I RAK B T I — BT AN AR S AR A TR R
imagination for some time, the thread of which he was attempting to pick "
; . Traa IE X 61,
up in Majorca.
27  |“God knows when you will receive them.” SRATEVRAT AN EA IR T, >
Before leaving Farls, Chopin had ordered from Pleyel a planino DUt it \pep gy, s MMSERERASTINT — 80 MITAEI%: (13127 9]
reached Marseilles only as he was writing to Fontana at the beginning o 2 O e P BEfim T L FE AT T [l e g
28 December, where it was loaded on to a merchant ship, destined, Chopin ﬁj"\l{%éﬁij%}@%%%;?%,y%ﬁ%ﬁ%i ﬂ,\]’é}%?‘%gﬁ }t}_'ifﬁ?m {Lﬁ’
feared, to spend the next months in one or other port, hostage to rains and N b - JLU'L;E E 3 Lo v
Ky HTROIAA, REF/E-MMNEOPETT.
customs bottlenecks, to the lethargy that accompanies the onset of winter.
“The lack of a piano i f t distress t the boy’ N NN -, 8 - R
29 acc:urftc” gar?dptljlrllo(l}sr;yii):%?zg Dirftaambfrr;sjsusot Ianse(;)}zlopii’sol}:e;th WAHNFILRAB AN TAHL TR RERAIA KGR S FKA
gl ’ 1 L Bst 4 A1 frd B Y ..
returned. T, b A BER AT BT 4
Tt T 6% MOXAERARE L%, RIER]
30 “He has hired a local one which gives him more vexation than consolation.| ;&f@iﬁﬁﬁ 6% ARIERF Rkt A% Bt iR AR
NN
31 All the same he is working.” ANEEAR MIFHEAMET. >
32 |The instrument was made by Juan Bauza of Mission Street, Palma. X B 5 A /K L [ 7 T KAk 1R 2 i L 1 1.
Majorca was indeed then a musical backwater, insulated from the ST " S A b e A N
> ISR, ® AR YD, BT 1914020 %30
pianoforte’s sudden and immense popularity throughout mainland Europe ii;ﬁ ;% IZ;;)'T] j(l;?};;] %iﬁ%ﬁbgﬂ i mjfEK;J iﬁt ( 1;%2) ﬁ‘:g o fii
. . . M N o NIEEN= JIN iy ~ M s
[ nd 150 gty e il Fenl (. |l X oo 0 5B ] () | BERT
> B 2 hy R FIME 2% 7 r IE e R, AR AN
Erard and his nephew Pierre (Paris), each firm lodging new patents with a %E %%;E;% é;ﬂ %%i%;n%iﬁiﬁ{é¥gﬁﬂiﬁ%§;7 LI A A
regularity that challenged the others. ’ A :
Hel'ene Chouss.at de Canut, whose husband Bazile .acted as Sand’s banker Tt B 7E Ty RS (BT 20 B0 B 208 A 1 52 A At - 5245 M — fr v
while she was in Majorca, had bought from a previous French consul a FE 3 400 0 EEL STt T L BSRARSE, Y B A i Jofihz
34 Pape piano—a model Chopin almost certainly knew from his visits to sk 1% prigy P e O i
[ ZBons-Enfant N &R T, SR 2 AE
Pape’s showroom and concert hall on the rue des Bons-Enfants in Xﬁt;g}l ﬂ(j)ns afants KETIB BT RITRIT, A AR R
Paris—though an instrument of this quality was a rarity on the island. R
35 In Palma, Bauza was completely isolated from these European TEWURT, 0415 4 T AR A e 43
developments.
36 He lived less than a kilometer from the artillery barracks. At 43 76 B0 BB AN F — 2 FL R
Apart from his address and this piano, nothing is known of him—not even | . ., O BN SCHUREE S e A
whether he was responsible for a number of instruments or was merely a M J:J: %’ § !ﬁ’E At H:JE&JJ:TEIZK% o %HJEET%DLE{& ?UEE L,
37 hobbyist, a single project on his mind, inspired by something he had seen AR LT, JERAICGRIIRI#, AR R R 452
i ? G ARAEH— AN AR H R,
o read about. TIRK, RSk
Perhaps he was one of Majorca’s famously slow carpenters, about whom  [fli L] 8 &N, HEAFEEELIE-RYHE T4, THA-RE (D%
38 Sand is so rude in Un hiver 2 Majorque: a good furniture maker would RHILZE) FIHRAE S B AT E B AT 8 N % S35 A
have the skills and tools to build a piano. AR T H,
Or a clockmaker, schooled in fine machinery and intricate mechanics, self- . S, " N . “
WA AN R I, Tl R AU S A% J7 22 B, Bl B 22
39 taught if necessary (as was the horologist John Harrison): a clockmaker FH e BT 20518 LA« R b, LGS HAN 5
too would know how to make a piano if he put his mind to it. 3 " ) o °
There was then no one single way to build one: it was much like the . b ) N o
5 BE RS 1 — R 4 hay A H BT 5
automobile industry at the end of the century, inventors and keen-eyed = ﬁ D/JJE 7 %Tﬂ: i ];1E1%$ﬁ E?E LRSS Ti? K %ﬂl PR
40 . . . X . R TR B R PR IR, BoR B SREEAE b —
engineers advancing their own ideas, often their own patents, consensus B3 i)
following only later. > °
Consolidation of sorts came only in the 1860s and subsequently, thanks B 191 4060F4R, X Rl R IR A HKTH, XERAREE FEIHT)
41 largely to the craft and innovation of Henry Engelhard Steinway and his |~ 5 |- U JR 08 8- i 2L Jgl R0 At 1) FAN ) L 78 2 e B B v 47 1) % L s
five sons in their loft on Varick Street, Manhattan. B H A T 2 A A
Before Steinway, piano makers simply responded as best they could to the TEMIHE R 7, SSEMRIS B TR R A R R 4 L
challenges laid down by great composers: Beethoven in his final five N ﬁT ’ ) = e e o . : s
: n, N ! TEZEWE (1816-224)  ZFUHFHIB/INAZE
42 sonatas (1816-22); Liszt in his Sonata in B Minor (1853, the year %®1gf853ﬂ£%%fggﬁ?ﬁ E#;éﬂ?;gm%ﬁﬁiﬂgjﬂﬁgiﬁg;m Lﬂgi
Steinway, Bliithner, and Bechstein were founded); Brahms in his first ;t s 47% T\ \lﬂl ( 185\8; 5y R ’
concerto (1858). i TR S
So the nascent revolution of the 1830s and 1840s—which saw instruments
gradually increase in size, and strings and frame in tension—was not BT 19 B30 AR BA0FAR, IRAHZWIAL K, B X FIER S E] 15K 78 i
43 solely concerned with the pianos being made: what also now mattered was [¥ i1, FARFEFHMAMNMRFEZE T, CERRB RSN HEZEFN AR
the way they were played (and by whom), and the music being written for |« 5 il 811125 5 J5 T (1) 3 ¥
them.
Liszt exploited the possibilities of Sébastien Erard’s double escapement
action—whereby a note could be restruck before the hammer had returned | % % 873 ¢ 2 17 48 ) XS 38 AN LAL AR fE L ZE R E 3] B F LA B 2
44 [|toits resting position, a technique that aped Paganini on the violin and W, FEEBES, XTBEARE TR e /RS, TR LN
which sounded startling on a keyboard—and changed the physicality of  [ZUR A 4T, 2 HiRe R IR FLARIIHR, FH7 T AN SRR Z0T B4R (1 22
piano playing: a pianist’s arms, shoulders, and back were now pressed into|3K: #HE K MFE. JH AL AT INIEZS, LAREINGEGE 19 7).
service to add weight and heft to the attack.
Pianos and pianists were suddenly required to do far more, as Liszt SEERIA], HNEE RN EE S B R B 2 4T 45 1B 2= ke 191 20304
45 |acknowledged in the late 1830s, writing about instruments that ran from  [fRAR BTN, TREF ) R 2535 kA A RCHF 4R, 171 N REZE R B IUA )\
four As below middle C (A0) to four Gs above (G7). SREIA (A0) , [ b RESE SR BIPIA \EAEIG (G .
“In its span of seven octaves [the piano] embraces the range of an
46 orchestra; the ten fingers of a single man suffice to render the harmonies  |“[#XZF1REBERERE LA\ B, IXRER S B LE — 4328w SR B — AN A8
produced by the combined forces of more than one hundred concerted TATFHR, AR E AR RIS F RS R
instruments...
W ki ios like the harp, prol d notes like wind inst S, | et o : -
47 |staceatos, and a thousand other effects which once scemed he special | P41 SR EVELIE, 0 1AL TFRICR, 6L LT LR
s a5 A B d I B e
prerogative pf such.and such an instmment.” _ i SO FBA HRE €25 2R RO TR 20
48 Such ready innovation ensured the piano’s quick passage into popular SR BT R A (BT, LS AT AL

culture.




A year before Chopin and Sand’s trip to Majorca, Charles Dickens plotted
Mr. Pickwick’s escape inside one, removing the innards to make room:
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4
? consumerism, not solely the advocacy of progressive musicians, was TWLLER], BT RRMES SR I EHES TR ST
helping drive both industrial and cultural shifts. W AR,
By the very circumstances of its construction and its place in the not AT S 3 S o0 - -
50 always linear evolution of the modern piano, Bauza’s instrument was out %g%g?%?ﬁ;iﬁ?f%;i@g %Eﬁ%m% R S B AR
of date before it was completed. - e L °
It possessed no technological pretensions: it was unable to support thicker [fiA b, EZTF A, BEAAE SR E K WEE%, I PAZHE KK
51 |or longer strings, greater tension, or a larger compass, its wooden frame  |5K /7, TARBITE {1350, A il ME SR 4 AR T %o & b 3% 25 S Ak ) 77
and iron bracing a hostage to the island’s fierce climate. L RE,
52 Yet it had its own beauty, and was in any case a rare artifact: a pianino in | /A3, XAEE A FHMAF LT, 0 H, E2 19 30N R B R
Majorca in the 1830s. PN RS, R i, #HE R W EARG T,
The Majorcan Preludes exploited every aspect of the pianos of the day, DER-RHTZEHh 780 R 7 4R EE 10 & T AR S Ik R B v
53 squeezed out every last drop of their capacity, and they are spread out A RAE R, MAE SRR AR E, IXLEHTZ2 A N B B N 5]
fairly evenly through the collection. o
In No. 2 (A minor) unmoored harmonies underpin a melody no more FEE T (AN, FFREL I H R — B (e
sophisticated than something in a medieval psalter (a handful of notes e . ’ , A .
TR R 45 b ) — SO, X Bt
54 artlessly stretched out), harmonies that ebb with alluring disregard for TR Lﬁﬂﬁ E PARETE) [N Wi Hh ﬁf‘f gﬁﬁ 5 L—if. KRR W% lt
convention and key, which Chopin defines only in the final cadence when e, ARSI, FRIGR, B T R SRl b infr £
: v P Y [T S A BRI T A
midstream, he casually drops anchor.
No. 4 (E minor) is a brittle piece in which a bland chain of harmonies slips |55 VUt (E/NBD A& — 1 Wi inyf g b1 o — 32 82 7 9% B 7 iR
55 down a note at a time, glueing together as best it can the melody Chopin |/, —H F— 283, RUTEHE M IS E E T iedkhEi sk 17
places above, which he extends almost to breaking point. e i
No. 5 (D) is built around a lumpy spinning-wheel figuration that sets off |, SEN g e e S 0 2 A
immediately and does not let up until the end, its character that of an Eﬁﬁﬁ (DA E{M%!i{f M5 Ttﬁlﬁ i':{:,_’ BERYIAE T
56 étude, its tempo and intricacy suggesting that the Bauza’s action was spry TRHOPRASIGOR. CRAHATIMIRR, AR AR
s N i sk A 3
enough, T A5 R R R AR B
No. 7 (A) is a gentle music-box waltz that Chopin does not let run down | N o P e e R R
57 (though he shuts the box’s lid immediately and without warning after the ?g?i Jé%fl: gjj\).;;i iﬁgﬁ}&%?ﬁ?f;ﬁiﬁzlﬂﬁﬁ T’éj iEjZ;E; LL;i)? §
sixteenth bar). nes > N R °
No. 9 (E) is a gruelling, insistent funeral march in the middle of the SIUE (BRI 2 S5 b 22 i 10 & N5 A SRR AN T (1 3R AL ik
58  |keyboard, under which the bass lumbers like organ pedals, the harmonies |17, [ BRI AT FIR B 1502 H A EE BE MR IR B, 0 7 DU) Bk il b — 35 45 7 1)
lurching from one point to the next in double-dotted Baroque figurations. | T~ —A™ FL3% 7 KUK (19 XU 25 35
In No. 10 (C sharp minor) scale patterns from high in the piano alternate HR (OB, SR S L A (0 S e AR B B
59 with chorale fragments at its centre, an improbable duel that proves B S : EH S i 2Lt L ] e
surprisingly well matched. B, AT A s, R A SR
No. 14 (E flat minor) is like a fabulous Bach toccata, with the skeleton of a I (BENMED 18— B [ AR, RS = AN T
nursery rhyme or folk song wired into the last three bars, out of place amid| .. S ELa ) y /: e N S, N
z B 4 ) N é\ 110 v =] ‘El \EI N
60 such fine, lace-like finger work — out of place too in the dark key of E flat Elﬂ:éé%ﬁ( fiy2ity " JHZE imﬂ i ﬁ H HIs SRR T AR R I A
minor BAFEME AN ML A FRAFEE/ NI B
(It is a little like Mahler’s grim excursions into the same nostalgic territory % 2 Al604E J5 T B2 RRE I 2 RSSO PR IV B SR 2RI
61 sixty years later, where nursery tunes are given the bleakest harmonic e EL e N ) ZEan
backdrops.) BeAE G P AR LR AR B K SR, D
The hypnotic ostinato of No. 15 (D flat) works its magic from the outset |, N A B f ] 2 2oh 24
62 and establishes the melodic material of the growling, chromatic storm to gzﬁj ):( Bizg}j;ﬂ;l;% ::j}gﬁi%ﬁmﬁg;lﬁﬂl’ﬁk?ig AR BT IR R
’ =} p . H 2 Y C
come.
(This was Schubert’s device in one of the most exquisite songs he ever GRS EAL S L A BORE S0 — B R B0 E TS B — 52 Al
63 wrote, ‘Die liebe Farbe’ in Die schone Miillerin of 1823, which Chopin  |18234F s (1) (SENH MBS &) i & B, Wb & 56—
must have known, and in which a repeated note runs throughout.) ANEE SR )
No. 16 (B flat minor) is another right-hand étude that fills out the upper |y |+ N o o L[] ) 2 R B g
64 octaves of the piano with chromatic meanderings while the left hand does fi;:ﬁ%ﬁ?’&;;;ﬁ ) m]ﬂ;z%: m%@;@iﬂi it ;%;f H A5
its best to stake a claim to the piece’s core tonality. A ’ . N -
No. 18 (F minor) is like someone arguing with himself — interrupting, H A\ EMED BHE A AZERE T 46 4. BEMIE. W
65 stuttering, slowly gaining in confidence and fluency, prone to wild . e )

coloratura declamations.
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