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Introduction

The Bohemian Joseph Fiala, a well-travelled oboist,
violoncellist, gambist and composer, was a remark-
able artist in many respects. Although his surviving
oeuvre has been catalogued systematically,' a large
part of his works has not yet been edited and his
music is unjustly little known. The reputation that
his name deserves has so far been denied him.

Fiala’s lifetime spans an impressive range of mu-
sical history: At the time of his birth on March 2,
17482 in Lochowitz (Lochovice) in Western Bohe-
mia, Johann Sebastian Bach was still active as
Thomaskantor; when Fiala died in Donaueschingen
on July 31, 1816, Beethoven had already completed
his song cycle An die ferne Geliebte Opus 98, and
Felix Mendelssohn Bartholdy was taking composi-
tion lessons with Carl Friedrich Zelter.

Joseph Fiala’s biography has been handed down
to us credibly and in detail by his son Franz Fiala,
who had it printed in the supplement volume of
Gustav Schilling’s Encyklopddie der gesammten
musikalischen Wissenschaften, oder Universal-Lex-
icon der Tonkunst [Encyclopedia of the entire mu-
sical sciences, or universal lexicon of musical art]
(Stuttgart 1842), and I recommend reading this ex-
citing, detailed biography.? Already during Fiala’s
lifetime, Gottfried Johann Dlabacz published a thor-
ough biography of the musician in Prague in 1815
in the Allgemeines historisches Kiinstler-Lexikon
fiir Bohmen und zum Teil auch fiir Mdhren und
Sachsen [General Historical Dictionary of Artists
for Bohemia and partly also for Moravia and Sile-
sia].

By birth, Joseph Fiala was in thrall to Countess
Netoliczky von Netolicz, who called him into her
service in Prague at an early age. This proud and
domineering lady was uncomprehending of Fiala’s
musical pursuit and talent, and after Fiala attempted
to escape, her reprisals culminated in the threat to
have his front teeth broken out so that he would no
longer be able to play the oboe. Only an imperial
intervention from Vienna effected Fiala’s release.
In 1774 he became oboist in the court orchestra of
Count Kraft Ernst zu Oettingen-Wallerstein and in
1777 he changed to the Electoral Kapelle in Munich

in the same position. It was here, in September
1777, that Fiala first met Wolfgang Amadé Mozart,
who wrote to his father Leopold about an evening
wind serenade held in his honour on October 3,
1777: “... they did not play at all badly together.
They were the same people who play in Albert’s
hall [Albert, the innkeeper of “Zum schwarzen Ad-
ler”], but one knows quite well that they were
trained by Fiala. They played pieces by him; and I
must say that they are quite pretty. He has very good
ideas.”

Through the intercession of Leopold Mozart, Fi-
ala moved to Salzburg in November 1778 as princi-
pal oboist in the Prince-Archbishop’s Chapel,
whose members included Leopold and Wolfgang
Amadé Mozart and Michael Haydn. Leopold Mo-
zart offered Fiala’s family an apartment at Getreide-
gasse 9, the birthplace of his children Maria Anna
(Nannerl) and Wolfgang Amadé, and the close
friendship between the two families, documented in
numerous letters, unfolded. Thus, Leopold Mozart
reported to his daughter Nannerl about the Salzburg
premiere of the Singspiel Die Entfiihrung aus dem
Serail on November 17, 1784, full of gratitude that
Fiala had played the obbligato cello solo to Con-
stanze’s aria Martern aller Arten very well and, on
top of that, without payment. Fiala must have been
not only an excellent oboist and a good violoncel-
list, but also a passable card player. In 1785 he had
to resign as principal oboist of the Prince-Arch-
bishop’s Chapel for health reasons, in which “he
had often played 10 to 12 concerts in one night, and
had thus acquired the vomiting of blood. And this
was the real reason why he had to give up his en-
chanting instrument, and in the future had to per-
form only as a violoncello and gamba player, but
less often as a hoboist.™

Fiala went to Vienna, where Wolfgang Amadé
Mozart took him into his apartment and introduced
him to the Viennese music scene. Through the in-
tercession of Count Alexander Andreyevich Besbo-
rodko, cabinet secretary to the Russian Tsarina
Catherine II, Fiala moved with his family to St. Pe-

! Claus Reinldnder, Joseph Fiala, Thematisch-systematisches
Werkverzeichnis (Puchheim: Edition Engel, 1997).

2 The entry in the baptismal register for March 3, 1748 notes:
heri natu (lat. born yesterday). Deviating information about
Joseph Fiala’s year of birth (Franz Fiala: 1749, death register
in Donaueschingen: 1751) is incorrect.

3 see page X.

4 Gottfried Johann Dlabacz, Allgemeines historisches Kiinst-
ler-Lexikon fiir Bohmen und zum Theil auch fiir Mdhren und
Schlesien (Prag 1815).
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tersburg, became Kapellmeister and eventually re-
ceived an offer of employment in the court orches-
tra of the tsarina. At the request of his wife, he de-
clined the offer and left St. Petersburg in 1787. An
unsteady period of travel through Bohemia and Ger-
many followed; in the summer of 1790 he was heard
in Breslau and Berlin before the Prussian King Frie-
drich Wilhelm II, and on this occasion was called
“the best gambist still alive” by Johann Friedrich
Reichardt.’ In 1792 he was employed as a violon-
cellist with the rank of Kammermusikus in the
Fiirstlich Fiirstenbergische Hofkapelle in Do-
naueschingen and died in that city on July 31, 1816.

Although we have reliable biographical infor-
mation about Joseph Fiala, we lack his pictorial rep-
resentation, and the supposed portrait depicted on
some websites actually shows Alessandro Rolla.
Already as a young man, Fiala found an esteemed
cello teacher in Franz Joseph Werner (1710-1768),
the cellist of the Church of the Holy Cross in Pra-
gue, whose students included Anton Kraft and Josef
Reicha (Rejcha). That Fiala’s mastery of the violon-
cello was equal to that of his colleagues Kraft and
Reicha is suggested by the three violoncello sonatas
presented here in print for the first time. They have
been preserved in manuscript form in the private li-
brary of Josef Antonin Seydl (1775-1837), who
was a priest in Fiala’s birthplace Lochowitz
(Lochovice) from 1806 and in nearby Beraun (Be-
roun) from 1813. The private library he compiled
reflects Seydl’s interests and preferences in the
fields of art, culture and especially music. Seydl cul-
tivated the practical performance of music and was
equally interested in music theory and musicology.
Accordingly, he added works on music to his col-
lection, including Johann Nicolaus Forkel’s A/lge-
meine Geschichte der Musik [General history of
music] and his Allgemeine Litteratur der Musik
oder Anleitung zur Kenntnifs musikalischer Biicher
[General literature of music or guide to the
knowledge of music books] as well as Ernst Ludwig
Gerber’s Neues historisch-biographisches Lexikon
der Tonkiinstler [New historical-biographical ency-
clopaedia of musical artists]. From Leopold Mozart
he acquired the Griindliche Violinschule [A Trea-
tise on the Fundamental Principles of Violin Play-
ing], from Carl Philipp Emanuel Bach the Versuch
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tiber die wahre Art, das Clavier zu spielen [Essay
on the True Art of Playing Keyboard instruments],
and from Ludolf Vineta Paganini’s Leben und
Charakter nach Schottky [Paganini's life and char-
acter according to Schottky].°

It is difficult to date Fiala’s three cello sonatas.
Their high demands on the mastery of the violon-
cello technique may be an indication that their au-
thor was at the height of his ability at the time of
writing. This could have been the case in the late
1780s and the 1790s. Since the scribe of the manu-
scripts — almost certainly Josef Antonin Seydl him-
self, as the entry “Seydlowy.” on the title pages of
the parts suggests — added the entry “Konec. 1809.”
(The end. 1809.) to the parts after the last bar of the
third sonata, this narrows down the period of com-
position.

The violoncello part is occasionally annotated
with fingerings in the manuscript. The figure 0 in-
dicates both an open string and a natural flageolet.
Noteworthy is a singularly recorded thumb position
mark in bar 48 of the A/legro of Sonata 3 in D ma-
jor. This fingering does not make sense for a four-
string cello; on a five-string cello with the chante-
relle’ ¢, the thumb would be placed on the octave
of this string (e’”), making the high-lying passage
plausibly playable. This observation suggests that
Fiala played a five-string cello. This thesis is sup-
ported by Leopold Mozart, Fiala’s friend, who in
his Griindliche Violinschule, the first edition of
which was published in the year of his son Wolf-
gang Amadé’s birth, explains the instrument name
“Bassétl”, which Seydl noted on the title pages of
the three sonatas: “The seventh type is called the
bassel or bassete, which is called the violoncell after
the Italian violoncello. In the past it had 5 strings;
now it is played only with four. It is the most com-
mon instrument to play the bass with: and although
there are some somewhat larger, others somewhat
smaller, they are only slightly different from each
other in their stringing, and thus only in the strength
of their sound.” Even if Leopold Mozart’s statement
gives the impression that a five-string violoncello
was already primeval in 1756, the facts speak a less
radical language, and Fiala seems to have played on
a five-string instrument. As a gambist, he was fa-
miliar with a chanterelle above the a-string anyway.

5 Johann Friedrich Reichardt, Musikalische Monathsschrift,
Drittes Stiick, September 1792, 2. Fortsetzung der Berichti-
gungen und Zusédtze zum Gerberschen Lexicon der Ton-
kiinstler, p. 67.

¢ see also http://fabian.sub.uni-goettingen.de/fabian?Beroun .

7 Chanterelle, die Singsaite ... iiberhaupt auf jedem mit
Darmsaiten bezogenen Instrumente die hochste.” [Chante-
relle, the singing string ... in general, the highest on any in-
strument strung with gut strings.] (August Gathy: Musikali-
sches Conversations-Lexikon, Hamburg 1840).
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Let us recall that on November 17, 1784, Fiala had
played the cello solo to Constance’s aria Martern
aller Arten in the Salzburg premiere of the Singspiel
Die Entfiihrung aus dem Serail. The violoncello
solo part to the aria clearly shows, through some
scales leading upwards and in the figural work (bars
122-123), that Mozart composed it for a five-string
violoncello with the chanterelle e’. Consequently,
the highest note called for is e”’, i.e. the single oc-
tave of the chanterelle — a tailor-made part for the
Mozart friend Fiala.

In the Sonata 3 in D major, Fiala writes a flageo-
let variation (Variazione 5) in the final movement.
Here, too, he proves himself to be a violoncellist
who did not hastily sacrifice an effective playing
technique to the changing musical tastes of the time,
as manifested by his violoncello colleague Jean-
Louis Duport in his Instruction on the Fingering
and Bowing of the Violoncello, first published in
1808/09: “One may be a very good performer on the
violoncello without using the harmonic tones,
which now are much more seldom than formerly;
however for those who wish to be perfect on their
instrument, I thought it indispensably necessary to
give this section.”®

Although the accompanying part to the three so-
natas only bears the functional designation “Bassa”,
the numerous double stops and chords nevertheless
reveal their intended use for a (second) violoncello.
In this instrumentation with two violoncellos, Fi-
ala’s sonatas can be played coherently. The lack of
continuo figures in the manuscript, however, by no
means excludes the additional participation of a
keyboard instrument for the basso part.

Thomas Fritzsch
Freyburg an der Unstrut, May 2021

Our Edition

Our edition of the three sonatas for violoncello and
basso by Joseph Fiala is based on a manuscript in
the Statni okresni archiv Beroun (National District
Archive of Beroun) in the Czech Republic with
RISM siglum and call number CZ-BER HU 260.

The manuscript consists of two individual parts to-
taling 38 pages in portrait format. The cello part
bears the depicted title, which translates as: Three
Sonatas | for | Bassetl [Violoncello] | and Basso, |
Composed by Jozeff Fyala, | born in the year 1748
on 2 March | from the town of Lochowitz.
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Our edition follows the original as closely as pos-
sible, but is set up for today’s practical use. The
notes of the manuscript are generally written clearly
but somewhat
peculiarly, so
that ledger lines
and note heads
are often diffi-
cult to distin-
guish, cf. exam- =
ple. All our changes and additions are indicated by
square brackets and, in the case of slurs, by dashing.
The additional dynamic signs are always justified
by parallel passages. Accidentals that we have set
differently than in the original are in parentheses.

8 IX. Section. The Harmonics.
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Our other corrections, which we could not indicate
in this way, are listed in the Critical Report.

About the choice of clef in the cello part: We have
replaced the octavated treble clef of the original
with the tenor clef that is more common today. Very
high passages are notated in the original as well as
in our notation in treble clef in normal position. The
positions of the key changes are not always taken
from the original, but are chosen according to prac-
tical considerations. Beginning and end of the treble
clef in normal position are always indicated by
“8va” and “loco” in the manuscript. There is one
exception: In Variazione 5 in the movement Thema
con Variazioni of Sonata 3, we have not read the
treble clef of the original octavated downward,
since otherwise not all notes would be executable as
harmonics.

Kritischer Bericht Critical Report

Wir vermerken die Schreibweise des Originals, wenn
diese von unserer Edition abweicht. T1 = Takt 1, N1 =
Note 1

We indicate the original reading, if it differs from our
edition. T1 = bar 1, NI = note 1

Fingersatz 0 auf N6

Allegro molto T51, Ve fingering 0 on N6

Bogen unklar
slur unclear
Bogen N2-3
slur N2-3

Allegro molto T58, B

Allegro molto T71, V¢

IX

In the Allegro of So-
nata 3, a shortened nota-
tion occurs for slurs, e.g.
in bar 31 (see illustra-
tion), as is also found in the baryton trios of Joseph
Haydn. We have tacitly replaced such four-note
slurs with two-note slurs.

Gilnter von Zadow
Heidelberg, May 2021

Order numbers

G385 Sonata 1 C-Dur, ReiF 4.31
G386 Sonata 2 G-Dur, ReiF 4.32
G387 Sonata 3 D-Dur, ReiF 4.33

Annahme: Oktavierung ab
T35 endet hier (loco fehlt)

Andante Grazioso T42 . ;
N5. Ve Assumption: octavating from
’ 135 ends here (loco is mis-
sing)
Thema con Variazioni @
T1, Vc
Thema con Variazioni Rhythmus wie in T1

T2, T5,T6, 13, 14, Ve rhythm as in T1

Thema con Variazioni Rhythmus wie in T1

T113ff, Vc rhythm as in T1

Fiala, Sonata 1 fir Violoncello und Basso, Allegro molto, Beginn der Bassostimme
Fiala, Sonata 1 for Violoncello and Basso, Allegro molto, beginning of the basso part
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