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INTRODUCTION

"The outhor of this manual has often been asked to discuss
the performance of Beethoven's piano works. In under-
taking to do so, he is confident of his qualifications for
the task, inasmuch as in his early youth (from 1801 on) he
was tutored in piane playing by Beethoven; he was ex-
tremely partial to Beethoven's piano music, studying all
such works immediately they appeared, some of them
under the master’s own supervision; and later, too, he
had the pleasure of Beethoven's friendly and instructive
company, until the lost days of the moster’s life, C.Cz."

It is one of music history’s fortunate coincidences thet Beethoven’s pupi! Carl Czerny was one of the
greatest piano pedagogues. At a time when Beethoven's works were hardly cultivated any more, fashion heving
taken ather directions, Czerny did much to ensure that the Beethoven tradition did not die out, He taught his
pupils (among them the young Franz Liszt) to play Beethoven’s works; he arronged private concerts devoted
exclusively to those works; and he made excellent two and four-hand pianc transcriptions, some of them under
Beethoven’s supervision, of orchestral and chamber works, which were widely circulated in that form.

Apart from these activities, which were more for the benefit of his contemporaries, Czerny produced three
documents concerning his personal relations with Beethoven; for posterity, they are of the greatest importance.
They are his memoirs and varicus other writings in which he tells of his encounters with Beethoven; an edition of
all Beethoven’s sonatas and other piano pieces, with metronome markings and fingerings; and, most important,
the chapter "Cn the Proper Performance of all Beethoven’s Works for the Piano Sole" and "for the Piancforte
with Accompaniments for other Instruments” in Vol. IV of his "School for the Piano, Op. 500"1), in which he
discusses, briefly and fo the point, . the interpretation of the master’s complete pians works including chamber
music with piano, and the piano concertos. In doing so he explicity refers to his own study with Beethoven,

Only a few copies of this source, which is so important for our knowledge of Beethoven, survive today;
the present reprint is intended to make it available once again to Beethoven enthusiasts everywhere. Those parts
of Czerny’s memoirs that hove to do with Beethoven have been published several times, for example by C.F.Pohl
in "Jahresberichten des Wiener Conservatoriums” {1869/70) and by Georg Schinemann in the Beethoven-Jahr=
buch 1939; but these publications are also quite difficult to come by today, and so we add them to the present
edition, moking use of SchUnemenn’s commentary. A reprint of Czerny’s edition of Beethoven’s sonatas
(published around 1850 by Simrock in Bonn} is, of course, not possible here, nor would it be desirable, The
Simrock editions have been superseded in textval matters by the modern Urtext editions, above all by the
distinguished one by Heinrich Schenker {Universal Edition, Vienna) and by the Henle Edition. Only the
metronome markings in Czerny's edition are of interest today. Curiously, the markings often differ by several
points from those in the School for Piano. This is easy te understand, however, when we recall that the editicn
of the sonatas fook a good number of years, and that even the steadiest musician’s sense of tempo is always
subject o slight fluctuations. It is apparent that Czemny did not just copy his own markings but constantly re-
examined them; precisely this fact speaks for his conscientiousness. We print these metronome markings together
with o few critical comments in the Appendix, and are sure that the reader will welcome them. One interesting
detail of Simrock’s edition, however, must be mentioned here: almost all trills begin with the principal note,
os we can see from the fingerings. This is not the place fo discuss whether irills beginning with the principal
note represent an authentic Beethoven tradition or an orbitrary decision on Czerny's part. In the School for
Piano, Czemy does not refer specifically to the way Beethoven played trills, but he does give, on p. 110 of

Vol. IV, a fingering for a passage in the Concerto in G Major which indicates that there, at any rate, the trili
begins with the auxiliory note,



Noturally, no "revelations" con be expected from Czery’s commentaries. As he himself admits, he did
not study all the works with Beethoven, and his comments are often meagre and quite inadequate, especially
those on the late works. Czerny should notbe reproached for hislack of understanding of Beethoven's last works,
however. In his memoirs he rather clearly admits that he did not quite know what to make of them, But most of
his contemporaries = Carl Maria von Weber or Ludwig Spohr, for example - were no better off in this regard.
On the other hand, Czermy hos much of remarkable importance to say about early and middle Beethoven; his
comments often supplement the musical text which, particularly in the eorly works, leaves many problems un=
solved. For example, Czerny. demands o "remarkable" crescendo on the organ~point in the middle of the first
movement of the Sonata in C sharp Minor, Op. 27/2, which crescendo is not to be found on the printed page;
he must, however, have heard Beethoven play it that way at least once.

The best proof of Czerny’s reliability is certainly Beethoven’s esteem and friendship. Czemy was only
14 when Beethoven wrote him the following recommendation: "We, the undersigned, cannot deny young Carl
Czemy our testimony to the effect that he has made ot the pianoforte extraordinary progress far in advance of
his 14 years; and that in consideration of this and of his admirable musical memory he deserves all possible
support, all the more since his parents have used their resources for the training of their promising son. Vienna,
December 7, 1805. Ludwig van Beethaven,"2) Beethoven’s faith in Czery is also shown in the fact that he
entrusted him with the first Vienna performance of his Piano Concerto No. 5. It is not generolly known, how-
ever, that Beethoven again turned to Czemy when the second and third movements of that concerto were played
in 1818:

Dear Czerny,

Do me the favour of pieying the Adagio and Rondo from my Cencerto in E flat in the Redouten-
saal the day after tomorrow; you will add lustre to the whole concert. The chorus pieces have not been
rehearsed enough, o it is not feasible to perform more than one of the Hymns. 1 hope you will not
refuse my request.

As ever, your friend
Beethoven, )

Czemy was forced to refuse, due to too many lessons, upon which Beethoven wrote him the following
touching letter:

My dear and esteemed Czerny, -

| have only just discovered that your situation is such os 1 never even suspected. Please put your
trust in me and only show me how it could ‘perhaps be improved (without any vuigar patronizing on my
part). | must talk to you as soon as | can catch my breath. Please be assured that | think highly of you,
and am ready to prove it at o moment’s notice.

With true esteem,
Your friend 4
Beethoven.?)

A special mark of Beethaven's faith in Czerny is that he entrusted him with the instruction of his beloved
nephew Karl in piano playing. In this connection we quate another of Beethoven’s letters, which contains
interesting disclosures concerning his ideas on piano teaching:

My dear Czerny,

| beg you to be as patient as you can with Karl, even though things may not be geing at the
moment as you and | could wish; otherwise he will accomplish even less, for he is too strained by his
lessons being so badly spaced (although he must not be allowed to know it). Unfortunately, that cannot
be helped for the time being. Therefore, be as gentle as possible with him, but be firm too, and he
will make better progress in these really trying circumstances, With regard to his playing at lessons:
when he hes learned the proper fingering, and can keep a proper tempo and play the notes more or
less correctly, only then should you get him to pay attention to interpretation. And once you hove got
him this far, do not stop him for minor mistakes, but point them out fo him at the end of the piece.
I have always fol lowed this method in what little teaching | have done; for it forms musiciens, which is,
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after all, sne of the principal aims of the art, and it is less tiring for both teacher and pupil. In certain
passages such as:

etc., | would like all the fingers to be used now and then, and in

so thot the player may glide over them. Of course such passages sound "pearly" or “played like
pearls" when fewer fingers are used, but one wishes for other jewellery occosionally. More gbout this
at arother time. | hope you will foke oll this in the affectionate spirit in which it is said and in which
I would have it understood; in any cose, | am much indebted to you. May my sincerity serve as the
guarantee that that debt will be repaid in the future.

Your sincere friend
Beethoven. )

According to what Czerny told the Beethoven scholar Nottebohm, he studied the following warks with
Beethoven®): the Sonatas Op. 13, Op. 14/1 and 2, Op. 31/2, Op. 101 and the Andante from Sonata Op. 28;
the Piano Concertos No. 1in C Major, No. 3 in C Miner, No, 4 in G Major, and No. 5in E flat Major; the
Choral Fantasy Op. 80 and the Piano Trio in B flat Major, Op. 97, “and many others". The tist is probably rather
toc modest. We leam from Czemy’s memoirs that he played the Waldstein Sonata Op. 53 "at sight" and the
Sonata Op. 57 "several times" for Beethoven; and Schindler tells us that Czemny studied Op. 106 with Beethoven
"several times".7) Finally, a certain internal evidence suggests that Czemy was aware of Beethoven's in-
tentions conceming (at least) the Sonatas Op. 26, Op. 27/2, Cp. 31/2 and 3, Op. 81 a, the Diabelli Variations
Op. 120 and the Kreutzer Sonata; Czemny arranged the latter for piano, twe ond four hands, during Beethoven’s
lifetime, Czemy's extraordinary memory, which is mentioned in Beethoven’s recommendation (and by Czerny

himself), is, together with his irreproachable character, o reasonable guarantee of the reliability of his
stotements,

The fact must not be concecled, however, that ather persons close to Beethaven, particularly Schindler,
his omanuensis ond first biographer, found much in Czemy’s interpretative cnalyses to quarrel with. As regards
the extent of their truthfulness, Schindler’s critical remarks must be approached with much caution; mony of
his attacks on Czerny have been refuted with documentary evidence by Nottebohm8) and others. Still, several
significant differences in their Beethoven interpretation can be sifted out. Schindler, for example, advocated
much more agogic freedom than Czemy did,?} This is quite understandable, however, when we recall thot
Schindler’s close association with Beethoven dates from the later years of the master’s life, while Czemy’s direct
contact with Beethoven as pupil to teacher had taken place some twenty years before. It is probably for the
same reason that Schindler offen disagrees with Czerny’s tempo markings. But when Schindler calls Czerny’s
markings, "gbsurd" (Beethoven, 1l, 251), giving preference to those in Haslinger’s edition, he is definitely going
too far. Nevertheless, many of Czemny’s metronome markings can be accepted only with reservations.
Beethoven's own sense of tempo was subject to strong vacillations, as is shown by his pencilled marking at the
beginning of the autograph of the Ninth Symphony: {J ? =) "108 or 120 {1} Mtilzel", changed to J = 88 in the
printed edition. Finally, Schindler attaches the greatest importance to bringing everything out clearly, to
seeing the phrases through, to breathing pauses, and to emphasis or lack of emphasis; these are all peints with
which Czerny deais in too cursory a way.

Another important witness in matters of Beethoven interpretation is his pupil Ferdinond Ries. In the bio-
graphical sketches published by him and Franz Wegeler, we find the following important sentence concerning
the problem of egogics: “In general, Beethoven played his compositions very moodily, but he did remain for the
most part strictly in tempa, pushing the tempo only on rare occasions. Now and then he would hold the tempo

bock during @ crescende,” creating o crescendo with ritardando, which had a very beautiful and most striking
effect.”

Czemy's remarks must be adjudged important, for they are the report of an eye-witness and ear-witness;
even 0, they should not and cannot replace one’s own personal coming-to=grips with Beethoven’s wark. The
miracle of all great music lies precisely in the fact that, divorced from cll historical connections and con=
notations, it continues ta move people, and thus remains alive.



Carl Czerny

MEMOIRS 11

{Excerpts)

My father Wenzel Czemy was born in 1750 in Nimburg, a small Bohemian town ... In 1784 he came to
Vienna and, since he had ottained considerable perfection in piano playing, he was able to live by teaching
the pupils he gradually acquired. 1, his only child, was born on February 21, 1791, in Vienna (Leopoldstadt)
ond was boptized there in St. Leopold’s parish church. Even in the cradie | was surrounded by music, since my
father practiced industriously at the time {especially works by Clementi, Mozart, Kozeluch, etc.), and he wes
visited by many compatricts who were well-known musicians, such as Vanhal, Gelinek, Lipavsky, and others ...
| om supposed to have been a very lively child and to have played some little piano pieces at the age of three.

My father had acquired a very good menner of playing,- and the proper treatment of the picno, by study-
ing the works of Bach, Clementi and others; this had a good influence on my own efforts. And my father, far
from wanting io train me as o superficial concert pianist, streve on the contrary to moke me a good sight-reader
and to develop my musical taste by the constant study of new works. At 10, | could play everything by Mozart,
Clementi, and other well-known keyboard composers of the time, with much facility, ond most of it by heart
thanks to my good musical memory. Everything my father could put aside from his meagre earnings as a piana
teacher was spent to buy me music; and since | kept scrupulously away from other children and was always under
my parents’ supervision, diligence became a habit for me. Without any particular encouragement from my
father, | began at the age of seven to write down ideas of my own, and | must say that most of them were set so
cotrectly that there was little to change when | later acquired a knowledge of thoroughbass.

According to Czerny the most famous pianists of the time were WBIfl, Gelinek and Lipavsky,

| can still remember how Gelinek told my father one day that he was invited to a private party that
evening where he was fo cross swords with an unknown pianist. "We are going to thrash him soundlyI" Gelinek
added.

The next doy my father asked Gelinek how the battle had gone.

"Oh!" said Gelinek, completely dejected, "I won’t forget yesterday{ That young man is possessed of the
devil. Never have | heard such playing! He improvised on a theme | propesed like | never heard even ‘Mozart
improvise. Then he played compositions of his own, which are wonderful and grandiose to the highest degree,
and he achieves difficulties and effects at the piano such as we have never even dreamed of.™

"Indeed, " said my father. "And what is his name? "

"He is a short, ugly, swarthy and obstinate-looking young man," answered Gelinek, "whom Prince
Lichnowsky brought here from Germany several years ago, to have him learn composition from Haydn, Albrechts-
berger and Salieri; and his name is Beethoven,"

_Young Czerny then asked his father if he could have some of Beethoven’s music to leam; Beethoven's
friend Krumpholz enthusiostically helped him fo study it.

| was about ten years old when Krumpholz took me te Beethoven'2), How | looked forward to and dreaded
the day when | would see the admired master! Even today (1842), every moment is vividly present in my memory.
On a winter’s day my father, Krumpholz, and | walked info fown from the Leopoldstadt (where we still lived),
to a street calied the Tiefer Graben; we climbed woy up to the fifth or sixth floor, where a rather slavenly-
looking servent announced us to Beethoven ond lef us in. The room locked very disorderly; papers and clothing
scattered everywhere, several trunks, bare wells, hardly a chair except for the rickety one at the Walter
pianoforte (which instrument was the best of its time). There were six or eight persons in the room, among them
the two Wranitzky brothers, SUssmeyer, Schuppanzigh, and one of Beethoven's brothers.

Beethoven was dressed in a jocket of shaggy dark grey material and matching trousers, ond he reminded
me immediately of Campe’s Robinson Crusoe, which book | wos reading just then. His jet-black hair {cut b la
Titus) bristled shaggily around his head. His beard, unshaven for several days, mode the lower part of his



swarthy face still darker. With that quick perception common to children, | also noticed that in both his ears
were tufs of cotfon which appeared to have been dipped in a yellow liquid.

At that time, however, he was not in the least noticeably hard of hearing. | immediately had to play
something, and since | was very loath to begin with one of his own compositions, | played Mozart’s great Con-
certe in C Major (the one which begins with chords) (KV 503}]3). Beethoven soon beceme ottentive, come
over to stand by my chair, and played the orchestra melody with his left hand when | had only accompanying
passoges, His hands were quite hairy, and his fingers were very broad, especially the tips. The satisfaction he
expressed gave me courage to play the Sonata Path®tique next (it hed just been published), ond finally "Ade-
laide", which my father sang in his not bad tenor veice. When | had finished, Beethoven tumed to my father
and said, "The boy has talent; | will teach him myself, and | accept him as a pupil. Send him to me several
times a week, but first of all see that he gets Emanuel Bach's treatise on the True Art of Keyboard Playing,
which he must bring with him next time," :

In the first lessons, Beethoven had me concentrate exclusively on scoles in all the keys, showed me the
only correct position of the hands and fingers {unknown as yet ta most players at that time), and especially the
use of the thumb = rules whose value | came to appreciate only much loter.

Then he went through the practice pieces in Bach’s treatise with me, making me particularly aware of the
Legato of which he had such an unrivalled command, and which all other pianists at that time considered un-
feasible at the pianoforte; choppy and smartly detached playing was still in favour then {as it hed been at
Mozart’s time),

(Beethoven told me in later years that he had heard Mozart play several times; since the pianoforte was
in its infancy then, Mozart had gecquired a manner of playing on the spinet, which was much more common,
that was in no way suvited to the pianoforte. Later | met several people who had studied with Mozart, and |
found that their way of playing confirmed Beethoven’s remark.}14)

My father would never let me walk the long way info town olone, and always took me to Beethoven,
thereby missing many of his own lessons; and it often hoppened thot Beethoven was composing, and cancelled
the lesson; so after a while there wes @ long interruption in my training, and | was left to my own diligence,

At this time Czemny attempted fo learn the pieces that interested him by copying them; for study
purposes he also tried to put together scores from the individual parts. In these activities he had the
full support of Government Councillor Hess, a friend of Mozart and Clementi. In 1801 - 1804 he ai-
tended the Saturday scirées given by Mozart's widow. There he became acquainted with the young

Hurmmel, whose exiremely clean and polished planc playing impressed him greatly. Czery goes on to
tell of his next encounter with Basthoven:

In 1804 1 was presented, thanks to Krumpholz, to Prince Lichnowsky, Beethaven’s friend and most zealous
patran. The Prince and his brother, Count Moritz, had both been pupils of Mozart and, later, of Beethaven;
they were as great connoisseurs as they were amicble and humane men. Prince Lichnowsky had brought the young
Beethoven te Vienna to study with Haydn, Salieri and Albrechtsberger; he treated him like a friend end brother
and saw to it that the entire nobility patronized him.

| was so fortunate in my musical memory that (other composers not counted) | could play by heart, and
absolutely perfectly, everything Beethoven wrote for the pianoforte - a natural gift that has not yet deserted
me. Afrer hearing me for the first time, the Prince was so favourably disposed that | had to spend a few hours
with him olmost every moming, playing from memory everythinghe asked for. Every month he gave me a present,
which was a blessing for my poor, good parents. One momning, Beethoven (who had not seen me for two years
and who was angry with my father for interrupting my lessons) came to the Prince’s. He seemed quite satisfied
with my progress, "l said from the stort that the boy had falent,” he remarked. "But," he added, smiling, "his
father was not strict enough with him." "Ah, Herr von Beethoven,* replied my father good-naturedly, "he is -
cur only child, ofter all."

He was also pleased with my sight reading when he gove me the manuscript of the Sonata in C Major
QCp. 53 to play.

From then on Beethoven was well-disposed towards me and trecied me in a friendly way until the end of
his life.



I hed to preofread his works when they were published, and when his operc Leonore was performed in
1805 he had me arrange it for the piano. To his comments during this job | owe the skill in arranging which was
fater so useful to me.

At that time his relative Ferdinand Ries wes olso with him as o pupil. Ries played with great facility and
had acquired a great deal of his master's manner of random and shifting moods, but his playing left one cold,
and Beethoven was not completely satisfied with him either.

Cf Beethoven’s friends, Schuppanzigh was especially noteworthy .,

To look at this short, fat, joviel young man {whom Beethoven called his "Falstaff") one would not have
guessed what a fine, spiritual feeling resided in him. One of the best violinists of his time, he was unrivalled
as o quartet player, quite good at concertos, and the best orchestra leader of the day,

Since he did not compose at all, no sort of egotism deterred him from unflinching loyalty to Beethoven;
all his art of playing was directed toward performing, for the public, Beethoven’s works in all their greatness
and beauty. Further, no one knew better thon he how to fathom the spirit of those works, ond for Beethoven
such o friend was indeed a godsend.

The concerts given in the Augarten Hall one morning each week during the summer, and the quartet
concerts during the winter, formed, so to speak, the Golden Age of music in Vienna. At the former, the
symphonies of Haydn, Mozart and Beethoven were played, and the latter brought the quartets and quintets of
the same three masters. | will olways remember the impression that the First performance of a work by Beethoven
made on me and on everyone who heard it. The Eroica Symphony, written by Beethoven in 1803 and first per=
formed in 1804, was not favourably received at first, [t forms the trensition from the Haydn~Mozart manner to
the manner which later became Beethoven's very own. The audience thought it too long, too elaborate, un-
intelligible, and much too noisy.

Next, Czery tells of his acquaintance with Count Eugen Czemin, who was a few years younger than
he, In the Czernin house, Czerny met other young aristocrats such as Schwarzenberg, Lobkowitz, and
Stadion. He clso hod the opportunity of being tutored together with Count Czemin, particularly in
histery .

As it happens, this had no effect on our domestic life, since my father’s income as a piano teacher and
repairer of old pianos was the anly thing that gave us a living, such as it was. My father was convinced that
he could do nothing better for my future than to train me as a piano teacher, and at quite an early age | showed
the necessary aptitude for ity at 13 or 14, 1 often substiruted for my father at lessons, to the pupils’ satisfaction.
In order for me to get some advantage from my playing, my parents would have had to go on concert tours with
me, but they were already too old; and although | could play, sighi-read and improvise quite o let for my age,
journeys without them were out of the question in those war years. Furthermore, my playing always locked that
brilliant and well-calculated cherlatenry that is usually so necessary for travelling virfuosos, Beethoven's com-
positions did not go down well, and the pianoforte had not yet begun to have the splendid effect it does now.

This brings the first part of Czerny’s memoirs to a close. In the second part, "from 1806 to 1818", he
describes how he began to teach piano playing at the age of just 15, and how his living conditions
gradually improved. He composed his Op. 1 {Concertante Variations for Violin and Piano an a Theme
of Krumpholz, 1B05) without any perticular knowledge of theory; only then did he begin an intensive
study of Albrechtsberger’s School of Thoroughbass.

In 1807 | met Andreas Sireicher, & former piano. teacher, who had begun to manufacture pianofortes; by
devoting much thought to it, and by imitating English instruments, he was able to give his own a fuller tone and
a firmer mechanism than older pianofortes had had.

Clementi was in Vienna in 1810, ond | had the good fortune to be introduced to the family in whose home
he spent most of his time, port of it in giving lessons to the daughter of the house. By being present at many of
the lessons, | became quite fomiliar with the teaching method of that famous master, the leading pionist of his
time. | am especiclly grateful for this opportunity, for it enabled me, in later years, to train many outstanding
pupils who became well known in the world of music.



My friendly relations with Beethoven continued uninterrupted, and when he entrusted me with the in-

struction of his adopted nephew (in 1815), | saw him at my house almost every doy and, when he was in a good
mood, heord him improvise in an unforgettable way.

From this point on there is no further mention of Besthoven in Czarny's memoirs, He relates that
teaching usuelly occupied him a great deal, and that after 1818 he spent more and more time com-
posing. In 1819 someone brought a little boy to him for lessons; the boy played “as though nature it-
self h?d made o pianist of him". It was the sight-year-old Franz Liszt. From Beethoven's conversation
books %) we know that Czerny and Schindler wanted to introduce this child prodigy te the master.
Apparently Beethoven, despite his aversion to child prodigies, did receive Liszl once, According to
Friedrich Kerst, "Erinnerungen an Beethoven™, 11, 57 f., Liszt fold his pupil Hka Horowitz-Barney
sometime after 1875: “| wos about 11 when my esteemed teacher Czerny took me to Beethaven. He had
told him aobout me some time before, asking him to listen to me. But Beathoven had such an antipathy
to child prodigies that he always absolutely refused to see me. Ultimately, however, he let himself be
parsuaded by the untiring Czerny, and finally soid impatiently, “All right, for God's sake, bring me
the rascall” It wes ten in the moming when we entered the two small rooms in the Schwarzsponier house
where Beethoven lived, |somewhat timid, Czemy encouraging me in o friendly way. Beethoven sat
working at a long, narrow table by the window. He glowered at us for o while, exchanged a few
casual words with Czerny, and said nothing when my teacher waved me to the piano, First | played a
short piece by Ries. When | finished, Beethoven asked me if | could play o Bach fugue. | chose the
Fugue Tn C Minor from the Well Temperad Clavier. "Can you tronspose the fugue straightaway to an=
other key?” Beethoven asked me, Fortunately | wos able to. After the final chord, 1 locked up. The
greot moster was looking piercingly ot me with o darkly flashing gaze. But suddenly a gentle smile
, passed across his gloomy features; Beethoven drew quite close, bent down, laid his hand on my head
ond stroked my hair several times. "You little devil,” he whispered, ‘what o scamp!’ | suddenly found
my courage. ‘May | play something of yours now?’ i asked boldly. Smiling, Beethoven nedded. |
played the first movement of the Concerto in C Majer. When | was finished, Beethoven took both my
hends, kissed me on the forehead, and said softly, 'Off you go. You are a lucky fellow, for you are
going to moke lats of other people happy ond gratified. There is nothing better or more beautiful .'"

Carl Czerny

ANECDOTES AND NOTES ABOUT BEETHOVEN 10

Czemy wrote these nates for the music historian Otte Jahn, ten years after his autchiography. The
notes follow no fixed order, ond ore doted September, MNovember end December 1852, Jahn honded
them to Beethoven’s blographer Anton Schindler, whe made marginal notes to varicus items. Lafer,
Thayer got them from Otto Jahn ond used many of them in his great bicgraphy of Beethoven. We follow
Schiinemann's commentary in these notes too. Much of the dating cannot be correct, as Czerny him-

self admits; otherwise, occording to Schiinemann, there are neither errors nor inconsistencies in
Czemy's recollections.

The pianist Madame Cibbini!?) once remarked to Beethoven that he was the only composer who had

written nothing trivial or weak. "Whet the devill" he replied, "l would gladly take back quite a bit of it, if
i could!™ .

Once he said, "People are clways talking about the C-sharp Minor Sonata. Really, | have written better
things. The F-sharp Minor Sonata is something else again!™

He could make a pun on any occasion. On hearing an overture by Weber, he said, "Hml S'ist eben ge=
webt! " ("Hm, nicely woven,” Weber = weaver.,)}

Once he happened to read in the newspaper (at Arteria’s) that Hofrat Mosel had been ennobled for his
services fo music. “The Mosel flows muddily into the Rhine, " he said, laughing.



In 1824 | went on one occasion with Beethoven to a caffechouse in Baden. There were several newspapers
on the table. [n one of them | read an announcement of Walter Scott’s biography of Napoleon. "Napoleon, " he
said. "l could not tolerate him before.-Now | think quite differently."

The Andante (D Minor) of Senata Op. 28 was his favourite for a long time, and he played it often.

He could not abide his Septet (Qp, 20) ond was annoyed ot the general approval it found.
NB. The theme of the Variations in the Septet is said to be a Rhenish folksong, !8)

My musical memory allowed me to play all of Beethoven's works by heart, without exceptions during
1804 and 1805 | had to play them once or twice o week for Prince Lichnowsky, who would give only the Opus
number of the piece he wanted to hear, Beethoven was there on one occasion, and was not pleased. "Even
though he plays correctly for the most part, " he said, this sort of thing will make him lose o quick grasp, will
weaken his sight reading and even cause him to forget proper accentuation now and then, "

A pupil of Mozart and Beethoven, he (Lichnowsky) pleyed the piano well, and so did his brother, Count
Moritz. 19) Prince Lichnowsky was o real connoisseur and had a great talent for music; his judgement was pro-
found and correct.

Of the ladies of that era (1800 - 1820), Baroness Ertmann played Beethoven's works the best. She and her
husband, Baren Colonel Ertmann, were among his most intimate friends, and she was presumably his pupil, for
she played his works (with great physical strength) utterly in his spirit.20) Beethoven was not at al! popular with
the other upper-class female virtuosos (around 1810} such as Baroness Spielmann, Frédulein von KurzbtckZ1),
Frau v. Pereira, Baroness Hugel, Fréiulein von Hahn, ete., ete. The favourite composers played in educated
circles were Dussek, Cromer, the Prince of Prussia, Hummel, Clementi, Steibelt, etc.

Shortly before the concert in the Theater an der Wien in 1809, when the Pastorale and C-Minor Symphonies
end the Concerto in G Major were pérformed for the first ime, Beethoven got the idea of writing a brilliant
piece with which to conclude the progromme. He chose a song fragment he had composed some years earlier,
sketched the variations, the chorus, etc., and then the poet Kuffaer quickly had to devise some words for it
{following Beethoven’s instructions). This is the way the Choral Fantasy Op. 80 was written. 1t was finished too
late to be properly rehearsed. Beethoven mentioned this in my presence, to explain why he had demanded that
the players stop and start over at the performance.

"Some of the instrumentalists had miscounted, and entered at the wrong place, " he said, "If | had let
them play on a few bars, there would have been the most dreadful dissenances. | had to stop it,"22)

Clementi was @ true admirer of Beethoven end bought all the manuscripts for his English editions at quite
liberal terms,

People in ather countries often said that Beethoven was disregarded and suppressed in Vienna. The truth
is that even as a young man he was supported, encouraged and esteemed by our aristocracy in a way that has
hardly ever been the lot of a young artist.

And later too, when he had alienated many people by his hypochondria, his very merked peculiarities
were always indulged; this accounts for his preference for Vienna, and it is doubtful that he would have been
treated with such forbearance anywhere else. Of course he had to cope with intrigues as an artist, but that wos
not the public’s fault. He was always looked upon and respected as an extraordinary phenomenon, and his
greatness was sensed even by his adversaries, who did not understand him. He could have been well off, but he
was not made for domestic order. Once Beethoven saw the score of six Mozart quartets at my house. He turned
to the fifth (in A Major; KV 464) and said, "That is a piecel There Mozart told the werld, ‘See what | could
create if the time had come for you!™

Beethoven used the theme of the Finale of the Eroica three fimes. It was originally used in the ballet
Prometheus. Then come {around 1802) the Variations and Fugue Op.35. A year later he used it for the symphony
{although it is possible, even likely, that it was composed at the same time). 24)

Beethoven composed the Sonata for Harn (Op. 17} for a hom virtuoso who had come to Vienna at that
time (I think.it wes Punto); he hod to confine himself to devising melodies that would not cause that player any
difficulty {around 1802).25)



For some time, Beethoven intended to write another Finale to the Clarinet Trio (Op. 11). He had only

chosen the theme for the Variations {Pria che |‘impegno) at the request of the clarinetist for whom he wrote the
Trio {around 1801).26)

The Trio in B flat (Op. 97) appears to have been composed at long intervals. As early as 1807 his friends
were talking about a big Trio in B flat that he was working on. He ployed it for the first fime in 1812, at one
of Schuppanzigh’s cencerts. It was not published until 1818,

NB. Since | am writing all this from recollections of my youth, many of the dates may need cor-
recting.*’/ Cz. '

| often played with Ries on two pianos (among other things the Sonate Op. 4728), which | had arranged
for two pianos for that purpose). Ries played very well, cleanly but coldly.

Note by Schindlers Concerning the blandness of Ries’s playing, one must hear the criticisms of musical
connoissaurs in Bonn and Cologne, and others too, for example in Berlin, Dehm, etc.2?

Beethoven's third style dates from the period during which he gradually became completely deaf. This is
the cause of the uncomfortable keyboard writing in his lost piano pieces, this Is the source of the unevenness of
style in his last three piano sonatas (Cpp. 109, 110, 111}; the first movement of both the A-flat Major and the
C Minor Sonata was obviously composed (or at least sketched) much earlier than the other mavements (Schind-
ler’s note in the margin: not at ali), Beethoven’s deafness was also the reason for many harsh harmonies, ond he
confided to Dr. Bertolini that it prevented him from adhering, in his later works, to the consistent Flow and
unity of his earlier ones, for he had been accustomed to composing everything at the piano. He would certainly
have changed a great deal in his last works if he had been able to hear. Considering his deafness, his last works
are perhaps his most edmirable, but they are by no means the mest worthy of emulation.

Bee&B‘}wen did not arrange any of his symphonies; the arrangements published by Haslinger were done by
Diabelli. '

Beethoven himself arranged only his Septet as @ Trio for Clarinat, Callo and Fiane, and his Sonata in E,
Op. 14 No, 1 as a string quartet .

In addition, Beethoven himself rewrote the solo part of his Violin Concerto for piano.52)

The Concerto in C Minor was played in public for the first time by Beethoven himself in 1803 in the
Theater an der Wien. 1 was there.

Mote by Schindler (in ink): 1804, see review in the Leipzig Allgemeine musikalische Zeitung.as}

The arrangement of the Second Symphony as @ Piano Trio is by Ries. Beethoven gave it te me to change
some things he was not pleased with.

Beethoven arranged the ballet Prometheus for piano himself., 34)

When Cramer was in Vienna around 1800, he caused a great stir by his playing and by three sonatas
dedicated to Haydn. (the first of which, in 3/4, was in A flat Major). At that time, Beethaven {who did not
appear o get along well with him) wrote his Sonata in A flat Major, Op. 26, whose Finale is intentionally
reminiscent of the Clementi-Cromer passage-work manner of Finale. The so-called 515t Sonata in F Major is
from the same period, and its Finale is in the same manner.

The Marcia_funebre was occasioned by a then very populer funeral merch by Pdr, and was added to the
Sonata Op. 26,35)

It has not been possible to determine why Beethoven gave the big Sonata in F Minor the heading
v54th Sonata, Perhaps he had sketched that many, destroying some or using them for other purposes.

The E Major Adagio of the 20d Rasumovsl-%Quqriel occurred to him while looking at the stars and thinking
of the harmony of the spheres {1807 or 1808).3

The Battle of Vittoria would be much more effective if the noise machines were played more temperately

{ond further off), so thot the orchestra couid be heard clearly. Beethoven, who was already deof, could not
notice this drawback at the first performances.



When, after the Seventh Symphony, the Eighth (in F) was performed for the first time, it was not at all
well received. Beethoven was extremely put out. *Just because it is much better, " he said.

The Violin Sonata in G Major, Op. 94, was composed by Beethoven for Rede, who was in Vienna at the
time.
NB. Beethoven wrote two little song settings of "Merkenstein", bath for almanachs, 1 believe.3%)

The two Violoncello Sonatas Op. 102 were not arranged for piano, four hands, by me. Cz.

Beethoven once told me during a walk to Madling, "I am writing a sonata now which is going to be my
greatest." (It was Op. 106, around 1818.)

NB. Until quite recently | hod read none of the writings about Beethoven; | was thus pleased to find, on
reading Lenz's "Trois Styles de Beethoven”, that many of my accounts (which I wrote strictly from memory) are
confirmed in it by quotations from Ries, Schindler, etc. | may have erred occasionally, but only es to dates.

November 22, 1852 Czerny.

Concerning Beethoven’s Qp, 120
33 Variations on a Waltz by Diabelli

Around 1820, Diabelli sent o waltz he had written to all composers then living in the Austrion states,
requesting that each of them write one Variation on that theme, The product of this competition was @ piece by
50 composers, which was published by Diabelli under the title "Vaterisndischer Kunstlerverein" . Beethoven was
of course asked to contribute o Variation. He did not want to take part in the competition, however; but he
did promise fo write a whole set of Variations on the waltz theme.41) The world of art hes this circumstance to
thank for one of that great man’s most remarkable and significant piano works. He must have been a year com-
posing it, and for that reason Diabelli often prodded him, orally and in writing. (Note by Schindler: At the most,
he worked three months on it, during the summer of 1823 in Hetzendorf, for the Variafions were in Diabelli’s
hands before Beethoven left Hetzendorf for Baden in August.) Cn one occasion when Diabelli came to prod him,
he had just finished Variation 21, and in drell anncyance af being reminded again he immediately wrote down
the 22nd, heading it "Keine Ruh’ bei Tag und Nacht" and combining ingeniously Mozart's melody ("Notte e
giorno faticar") with the tune of the waltz.42) Variation 23 was also composed in this mood of comic agitation.
When the work was finished, he gave it "Variations on a Cobblers Patch" for a title. The Variations show most
strikingly what Beethoven was able to evolve from even the most ordinary motive, and the work is certainly
one of his most carefully thought-out masterpieces. The challenge appealed to his ambition. He was already
quite deaf. Incidentally, the other 50 Variations by as many composers are interesting in their own wey, and in
music-historical perspective; each composer strove to demonstrate his individuality, and many of the Variations
are quite accomplished. -

Czerny.

It might not be unimportant to determine exactly when Beethoven’s deafness began to have a disturbing
effect on his compositions,

Although he had begun fo suffer from earaches and the like as early as 1800, he could hear both speaking
and music perfectly well until about 1812, (I studied several things with l'nrn in 13]0 and 1812, and his cor-
rections were just as precise os they had been ten years earlier. Czemy.)43) From then until about 1816 it
became more and more difficult to communicate with him without shouting. But not unti! 1817 did his deafness
become so bod that he could not hear music either, and this state {asted for eight to ten years, until he died,

The following works were composed when he was deaf, and form the third period of his styles

1. Op. 101: Secnata in A Major for Pf, solo :

2, Op. 102: Two Sonatas for Pf. and Violoncells

3. 'Op. 105: Six (non-original} Themes and simple Variations, Pf. and Flute
4, Op. 106: Grand Sonata-in B flat Maijer, Pf. solo

5. Op. 107t Ten (non-original) Themes and simple Variations, Pf. and Flute
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Op. 112: Colm Sea and Prosperous Voyage, for Chorus and Orchestra
Op. 119: New Bagatelles, Pf.solo

Op. 120: 33 Variations on o Waltz by Diabelli, Pf, solo
Op. 123: Missa Solemnis

10. Op. 126: Six Bagatelles, Pi. solo

11. Op. 127: String Quartet in E flat

12, Op. 130: String Quartet in 8 flat

13. Op. 131 String Quartet in C sharp Minor

14, Op. 132: String Quartet in A Minor

15. Op. 133: Fugue for Quartet in B flat Major {Grosse Fuge)
16, Cg, 135; String Quartet in F Major

17. Op. 137: Fugue for Quintet in D Major

These 17 works form Beethoven’s third stylistic period, which comprised the last ten years of his life.

iyt et e

The following five works were likewise completed by Beethoven and published during his last peried, but
their origins go back to an earlier one; therefore, they form the transition to the last period.

1. Op. 109: Sonate in E Mojor, Pf.sole
2, Op.110: Sonata in A flat Major, Pf. solo
3. Op. 111z ‘Sonote in C Minor, 'Pf. solo

These three sonatas were begun at a far earlier time, as is seen in the contrast of styles between the in-
dividual movements, and also in the fact that they were written for @ 5 1/2-octave piano (for which he com-
posed around about 1806), while all his later piano compositions are for on instrument with a compass of six
octaves.

Note by Schindier (written in pencil in the margin): | was with Beethoven often while he was composing
Opp. T10 and T1T; that was in 1820/21. | never heard or saw anything of Op. 109 except as a finished com-
position. Schindler.

4. Op. 124: Festival Overture in C Major (Fugue)

5. Op. 125: Ninth Symphony in D Minor, the first three movements of which were sketched eorlier
{while he could still hear), The choral Finale was written when he was deaf, but the
theme was probably from an earlier time.

Most of the following eleven works were published during the last ten years of Beethoven’s life; they
were composed, however, of a time when he was only slightly handicapped (if at all) by his hearing.

. Op. 113 and 114: The Ruins of Athens, performed in 1812

. Op. 115: Overture in C Major, 6/8, composed in 1814

. Op. 116; ltaly, a Trio (from an ecriy period)

Op. 117t King Stephen {around 1812)

Op. 118: Elegioc Seng

gz :g;’ f’j:g;';?;?;:g ; from a far earlier period, as his sketches show
Op. 128: The Kiss, orietta, likewise

Op. 129: Rondo « capriccio, Pf. solo (early work)

Op. 136: The glorious Moment, cantata, composed in 1814

Op.: 91: The Batile of Vittoria, composed in 1813

-

FomNmmamN -

— —

All the other works from Op. 1 to Op. 100, ond the works without Opus number, were composed when
his hearing was perfectly good. Therefore, his third style dates from the time of his deafness,

Vienna, December 29, 1852 Corl Czerny.

Note by Schindler (written in pencil in the margin): That is @ hazardous assumption - or assertion.

Recently | was told by Hofrat Witteschek (who knew Beethoven well} that Beethoven often came to the
Brentano-Birkenstock house .in 1814 (when he still heard fairly well); there was an eight-year-old girl, a
member of the family, whom he occasionally teased; once, in a fit of childish high spirits, she poured a bottle
of ice~cold water on his head when he was quite overheated. From then on, his bad hearing deteriorated to the
point of utter deafness,
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Note by Schindler: Thet happened in 1812; Frau von Brentano-Birkenstock told me personally that she
and her little daughter {who later married Herr von Blettersdorf, the former minister of Baden) were in Vienna
for the last rime during that year. It is not likely that a dousing with cold water directly worsened Beethoven's
condition, for he could still hear music rather well for several years thereafter, and in 1814 he twice plc)'ed'

his new Trioc Op. 97 in public. Young Brentano-B. is the "litHe friend" to whom Beethoven dedicated one or
two of his short rondos,

A, Schindler,
Appended note by Schindler:

According to Czerny, the Trio in B flat was played for the first time in 1812, but the year was in fact

1814, 1 did not come to Vienng until 1813, ond | attended the performance of the Trio at the "Rémischer Kaiser"
in the Prater.

Beethoven got many of his ideas from chance occurrences and impressions. The call of & wood=bitd (the

yellowhammer) %ﬁ\

gave him the theme of the Symphony in C Minor; anyone who heard him improvise knows what he could de-
velop from o few insignificant fones.

Once, according to his own story, he waos walking in the Augarten on a spring morning and heard the
birds twittering bock and forth; there occurred to him the Scherzo theme of the Ninth Symphony:
) = =

This proves that he could still hear while he was planning that movement (actually the first three movements of

the Ninth Symphony, He was deaf when he wrote the choral Finale, however, and everybody knows the vast
difference.)

During the summer of 1803 he was staying in the country in Heiligenstadt near Vienna. One daoy he
happened to see a rider galloping past his window. The regular rhythm of the hoof-beats gave him the idea for
the theme of the Finale of his Sonata in D Minor, Op. 29 No. 2 (31/2).

In the C Major Allegretto of the second Trio in E flat, Op. 70, he imitafed the Croatian falksongs he had
heard in Hungory. He did the same in the middle section (C Major) of the Finale fo that Trio.46)

Cn one occasion in 1808 he was walking in the country with Countess Erdddy and some other ladies; they
heard some village musicians play and laughed at the wrong notes, especially those by the ceilist who,
laboriously searching for a C major chord, produced more or less the following: .
#

= —

[E— 1

Beethoven used this figure for the Credo of his first mass, which he was then working on.

The Andante Favori in F Major, MNo. 35, is listed in the cotalogue as being originally for string quartet.
That is not correct. Beethoven originally wrote it for Pf. solo, intending it to be the middle movement of the
big C Major Sonata Op. 53. It wos too long, however, so he had it published separately, calling it "Andante
favori" because it wos so popular (Beethoven played it frequently in society). This | know for certain, for
Beethoven sent me (in 1804) the proofs to correct, and enclosed his manuscript, | still have a copy of the first

edition, published by the Bureau of Arts and Industry. The string quartet arrangement was probably done much
later {perhaps by Ries).

Addition in red ink: Heslinger’s edition of Beethoven’s works (he does not have them all) is still the most
correct.

In @ new edition of the Sonata in F Minor, Op. 57 {which Beethoven considered his finest), the work has
been subtitled "Appassionata”, for which it is really too grandiose.

The title would suit the Sonata in E flat, Op. 7, much better, for Beethoven was in a very impaessioned
frame of mind when he wrote it.

Once we were talking about Schiller, and he said to me, "Schiller’s poetry is extremely difficult to set.
The composer must be able to rise above the poet. Whe can do thot with Schiller? There, Goethe is much
easier! " ’
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Beethoven was accustomed to composing everything with the aid of the piano, and would try out a given
passage countless times; one can imagine, then, whet a difference it made when his deafness mede that im-
possible. Therefore the uncomfortable keyboard writing inhis last sonatas, therefore the harshness of the harmony;

and as Beethoven himself admitted in confidence, therefore the lack of easy continuity and the departure from
the older form.

Beethoven attempted to portray concrete properties and ideas by musical means; this is seen in the
Overture to The Ruins of Athens, The fragments of a once splendid pillar are iilustrated in the first figure,
played by the bass alone; then comes the wanderer’s lament over vanished glory; next the doings of the (then)

Turkish overlords, and in between, an innocent theme in which he modulates to the subdominant in the ancient
. Greek manner (instead of to the dominant), etc.

According fo Dr, Bertolini, o close friend of long standing (?)47), the death of the English General
Abercrombie gave Beethoven the initial idea of the Eroica Symphony. This accounts for the naval (not land-
military) character of the theme and the whole first movement.

Since this symphony was written in 1803, the tales of o connection with Napoleon’s coronation (1804,
when the symphony had already been performed) have no bearing. The theme originally read as follows:

namely, as it appears at the end of the first movement. Beethoven seems to have thought o long time chout the
theme of the Marcia funebre, for he made many changes in the cadence in bars 7 and 8.

The initial idea for o large-scale piece often lay dormant for years before Beethoven began to work it out.

It is possible, however, that one of Beethoven’s moods (they were always chopping and changing) wes responsible
for- the connection with Napeleon, '

The legend that Coriclanus was stoned by the Volsct surely gave Beethoven the first idea of his Coriolanus
Overture, This accounts for the characteristic conclusion of the piece toe.

Has it yet been determined whether the theme of the Romanze in the third Rasumovsky Quartet, A Minar,
Cp. 5% ; ;

is really Russian or was invented by Beethoven? At the time, he underfock to weave a Russian folk melody into
each of the quartets.

A similar doubt exists with regard to the Andante of the Seventh Symphony.

Around 1803, Beethoven told his friend Krumpholz, 1 am not satisfied with the works | have written so

far. From now on | em taking a new direction.” Not long afterward the three Sonatas Op. 29 were published
(appeared as Op. 31 in 1803).

After Weber had finished his Euryanthe in Vienna, Count Moritz Lichnowsky took the score of it fo

Beethaven (who wos already deaf), When he had paged through it, Beethaven said, "Weber tock too much
trouble at it,"

Beethoven once said to me about Ries, "He imitates me too much."
Concerning Prince Louis Ferdinand’s compositions, he said, "There are some pretty tidbits in them."

He did not know Graun’s "Tod Jesu". My father brought him the score, which he played through master-
fully (at sight). Then he came to the place where Graun provides two endings fo a number, leaving the choice
open. "Oho!l The good man must have had a bellyache, since he could not decide which ending is better!"
When he hod finished, Beethoven stated that the two fugues were tolerable, the rest ordinary. With the words,
“This is quite another fellow, " he then ook Handel’s Messiah and played through the most interesting numbers,
pointing out several similarities to Haydn’s Creation, etc. This happened in 1805,
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In 1805, when the French occupied Viennc for the first time, he was visited on one occasion by several
officers and generals who were musically inclined. He played them Gluck’s Iphigenie in Tauris from the score,
and they sang the arios and choruses not at all badly. | asked him for the score and wrote out the piano
drrangement at home, putting down, as exactly as possible, what | had heard him play. | still have the
arrangement. My skill in arranging orchestral works dates from that fime, ond he was always completely
satisfied with my transcriptions of his symphonies, etc.

November 15, 1852 Carl Czerny.

The Sonatas Opp. 111 and 112 in A flat Major end C Minor (Opp, 110 and 111) are among the works he
began when he could still hear and finished when he was deaf. This accounts for the discrepancy between the
style of the first movement and that of the movement or movements following. Until about 1816 he could still
hear himself playing (by using @ mechanical aid), but even that became increasingly difficult in time, and he
had to depend on his inner ecr, his imagination and experience. Since his youth, Beethoven had been accepted
and horoured by the most illustrious circles, and he wos alwoys ot home and gquite at ease in their midst; he
made his superiority felt by one and all, especially as a young man.

Beethovend8) lived in Grinzing for a few years in the house of ¢ tailor named Heger. Heger is dead, but
his children are still alive,4?

When the time came for serenades, Macher (Director of the Disparching Office of the Upper Austrian
Government, now retired) and Nestroy were eager parficipants. After the serenades everyone went to have
supper or breakfast at the “Stag" in Ddbling. Beethoven was always with them, and so was Mekarsky . Holz, the
father of the present house inspector of the Trattnerhof, knew Beethoven quite well, and was with him almost
every day. He is al ive.50)

Schindler, the former Kapellmeister of the Josefstddter Theater {and later in Berlin), usuaily acted os
mediaior for the deaf and often quarrelsome Beethoven. He had many of Beethoven's effects. The King of Prussia
gave him 8,000 Thalers in cash and an annuity of 1,200 Thalers for them. Schindler is said to have left Berlin
and to be in the neighbourhood of Benn, or somewhere else on the Rhine.5") '

When the decision was mode (around 1811} to perform Schiller’s Tell and Goethe's Egmont at the cily
theatres, the question arose who should compose the incidental music. Beethoven and Gyroweiz were chasen,
Beethoven very much wanted Tell, but a mass of intrigues were hatched to see that he got Egmont which (it was
hoped} was less suitable for music.

He proved, however, that he could create masterful music for that drema too, and mustered all the power
of his genius for the rask.

For all Beethoven's care in writing out a picccsz), oversights due to absentmindedness could still slip
through now and again, for example in the third bar of the first movement of the Senata in F Minor, Op. 57;
there he forgot to put a & above the trill, which has led many players to trill E flat-D, instead of E =D, He did
put the f in the second section, however, proving that he wanted it everywhere else too. | ployed the sonata
for him several times, and he never said anything about the Eh. The passage (in the same movement)

[%n r.- 206)

must al ways press on in that way and never be played:

To save himself the work of writing cut the whole passage, Beethoven used the abbreviation /BN /A
in the manuscript after the first 18 notes. This misled the engravers of later editions who, in writing out every-
thing in notes, arrived at the second, incorrect, reading.

The trill mentioned above therefore hes to read:

since the trill E flat—D forms an ugly and pointiess cross=rel ationship with the bass.
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In the Violin Sonata Op. 47, written for the American Bridgetower and dedicated to Kreutzer (the first
movement was composed in four days and two movements intended for another sonato were added), the ciosing

theme
o b

is supposed to have been taken from a published piece by Kreutzer. | heard this from a French musician just
after Beethoven's sonata was published (1805). It would be worthwhile to find out. Perhaps this is the reason for
the dedication. Does Liszt know anything about i?

Note by Schindler: The Sonate Op, 47 was actually composed for the English ship’s-captein Bridgetower,
who was living in Vienna ot the time; he played a bit of violin and was well acquainted with Beethoven.94)

The String Quartet in D Major (Op. 18/3 in the printed edition) wos the very first Beethoven wrote. On
Schuppanzigh's aedvice, however, he published the Quuartet in F Major as No. 1 (although it was camposed
later) presumably because the D Major Quartet begins vaguely, with the interval of a seventh; this was unheard
of at the time.

Note by Schindler: For that reason Schuppanzigh could not have been responsible; he could not tell the
difference between o seventh-chord and a triad.

When he wos @ young man (until about 1810), Beethoven’s clothing was elegant and his behaviour was
gentlemanly. Later, however, as his deafness increased, he became more and more unkempt,

In the years immediately after Beethoven came to Vienna, his improvising caused a great stir, and even
won Mozart’s admiration. Beethoven could improvise in several ways, whether on a theme of his own choosing
or on a suggested theme.

1. In the form of ¢ first movement or rondo Finale of a Sonata. He would play a normal first section,
introducing a second melody, etc., in o related key, In the second section, however, he gove full rein to his
inspiration, while retaining the original motive, which he used in oll possible ways. Allegres were enfivened
- by brovure passages, many of which were even more difficult than those found in his sonatas.

2, In free variation forms somewhar like the Choral Fantasy Op. 80 or the choral Finale of the Ninth
Symphony} both those pieces give a true picture of his improvising in this manner.

3. In a mixed form, one idea following the other as in a potpourri, like his Solo Fantasy Op. 77.

Often @ few insignificant tones were all that were needed to improvise o whole piece, for example the

Finale of Op. 10 No. 3, in D Major.

It was probably in 1808 or 1810 that Pleyel came to Vienna from Paris, bringing with him his most recent
string quartets; they were played at Prince Lobkowiiz's to a large and illustrious audience. Beethoven was also
there, and when the quartets were over he was asked to play something. As usual, he had to be coaxed for an
interminably long time, and finally the ladies almost dragged him to the piana, Angrily, he seized the
27d violin part of Pleyel’s quartet fram the music stand, where it was still lying open, threw it down on the
music reck of the piano, and begin to improvise. He had never been heard to improvise more brilliantly, more
originally or more phenomenally than on that evening. And throughout the whole improvisation the quite in-
significant notes on that opened page of the 2nd violin part were present in the middle parts, like a connecting
thread or o cantus firmus, while he built upon them the boldest melodies and harmonies in the most brilliant
‘concert style. Pleyel was so emazed that he kissed Beethoven’s hands. (CF. Kerst, op, cit.)

After such improvisations, Beéthoven used to break out leughing in a loud and satisfied way. No one
matched him in the speed of his scales, double trills, leaps, etc. (not even Hummel), His posture while pleying
was idecally calm, noble and good to look af, without the slightest grimace (though he did begin to bend for-
ward s his deafness increased), His fingers were very powerful, not long, ond flatiened at the tips by much
playing. He often told me that he had practiced prodigiously as a youngster, usually until well pest midnight.
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When teaching, he placed much emphasis on good Finger position {in accordance with the Emanuel Bach
method by which he taught me). He himself could only just span a tenth. He used a lot of pedal, much more
then is indicated in his works. His playing of Handel’s and Gluck’s scores and of Sebastian Bach’s fugues was
unigue; the former he invested with a fulness and a spirit that gave the works a new image. Furthermore, he
was the greatest sight reader of his time (in playing scores too), and he grasped as though by divination any new
composition, simply by skimming through it quickly. His judgement was always correct, but very severe, biting
and bluntly put (especially when he was younger). From the high vantage point of his genius he saw much that
the world admired, and still does, in quite another light. '

Although his pleying wes extraordinary when he improvised, it was often much less good when he played
his published compositions, for he never took the time or had the patience to work something up again. Success,
then, was mostly a matter of chance and mood. Like his compositions, his playing was ahead of its time, and
the extremely weak and imperfect pianofortes of that ere {up to 1810) often did not hold up under his gigentic
playing. This is why Hummel’s sparkling, brifliant playing - well calculated fo the taste of the time - was bound
to be more intelligible and appealing to the public at large.

But Beethoven’s playing of adagio and of legato in sustained style had an almost bewitching effect on
everyone who heard it; so far as | know, it has yet to be excelled.

In the years from 1818 to 1820 | organized concerts by my pupils every Sunday in‘my lodgings; they
played to a quite select audience, and Beethoven wos usually presentt); he still improvised esven then, and
did so several times for us; everyone was deeply stirred and moved in a wonderful way (among them, on one
occasion, the poet Oelenschliger, the French composer Persuis, etc.}.35)

Vienng, September 1852 _ Carl Czerny.
4) Note by Schindler: Twice only: the first time when Frau von Ertmann played one of his sonates, the

second time when Herr Gzermy played Op. 106 which he had often studied with him at an earlier fime. In the
years after 1818 Beethoven no longer improvised except at home. Schindler.

The so-called irregularities of harmony found in certain of Beethoven’s works can be justified and explained on
aesthetic grounds and by reason of their effect, but they are suitable for only those places where Beethoven used
them, It would be quite foolish to try to draw from them new rules for other compasers. Incidentally, there are
not many such passages in Beethoven, and most of them contribute nothing to his greatness. On the contrary,
one could wish that two or three did not exist, such as the horn entrance two bars befare the recapitulation of
the first movement of the Eroica. .

Ancther case in point is the development of the Russion theme in the Scherzo of the Quartet Op, 59 No. 2
(since the recsons mentioned above can herdly apply to if). They are the children of an ingenious love of
. mischief and a bizarre frame of mind, which often got the better of him,

NB. Beethoven himse!f arranged the Sonata in E Major, Op. 14/1, as a string quartet, transposing it to
F Major. This quartet was published about 1805 by the Industrie Comptoir (later Riedel and Haslinger). It ap~
pears to be lost, | heard him play the two Sonatas Cp. 14 in 1801 or 1802, just after they were published, and
| also studied them with him.36) Cz.

Beethoven had no fixed workinghours. His active imagination was always at work, morning and afternoon,
early and late. He would often get up at midnight, startling his neighbours with loud chords, thumping; singing,
ete. His singing voice was absolutely horrible. :
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The original English title of Vol. IV reads: "The / Art of Playing / the / Ancient and Modern / Piano Forte Works. / Together with
a list of the best pieces, for that Instrumentby all the celebrated / Composers from Mozart up to the present day / Being /A Supplement
/ to the / Royal Piono Forte School . / Dedicoted by Command to the Queen. / Op. 500, / By / Carl Czerny. / London / Published
only by / Messts R. Cocks %C? 6, New Burlington Street / a1 Vienna, by Dicbelli 8 C? and in Poris, by Richault.”

Quoted from C. F. Pohl, in Jahresberichte des Wiener Konservatoriums, 1869 - 1870,

Published For the first tima in Beethoven-Jahrbuch 1953/54,

Ludwig van Beethovens simtliche Briefe und Aufzeichnungm, ed. by Fritz Prelinger {Wien und Leipzig: C. W, Stern, 190711}, II,
221,

Beethoven Briefe, ed, Prelinger, Ik, 168,

Gustav Nottebohm, Beethoveniono (Leipzig: J, Rieter~Bidermann, 1872), I, 136.

Theodor veon Frimmel, "Czemy™, Beethoven-Handbuch {Leipzig: Breltkopf 8 Hiirtel, 1924), 1, 103, states: "He had all of the master’s
piane sanatas at his command, even the gigantic tonate Op. 106, which, for exomple, he played for Muller from 8remen."
MNottebehm, op. cit.

Cempare Czemy’s important remark concerning the First movement of the Trio Cp, 1/3.

The Haslinger Edition (<. 1830) was the First attempt ol @ Beethoven complete edition. It gives metronome markings for all the works;
these often differ widely from Czerny’s and, with a few exceptions, are in no way prefercble, A few examples will serve te convince
the reader that the "absurdity” is rather the other way around;

Op. 10/1, 1, F=43, I, 4=112; Op.10/2, Ill, 2 = 112; Op. 14/2, It, d =&b; Cp.26, II, 4 =104, IV, d =76; Op. 27/1,
W, & =138, 111, S=69, 1V, d=160{1), Presto 4 = 120{1); Op. 27/2,1, J=460,11, J. =B4(1), 11, J=92; Cp. 28, Il, 4 =9Z;
Cp.54, 1, 4=120, 11, J =78 Op.57, I, J=120; Op. 109, li: Theme J=72, Var. IV J =66, Vor.V J = &9,and so forth,

Avtogroph inthe Gesellschoft der Musikfreunde in Wien. The text is reproduced along with parts of the commentary by Georg
Schunemonn, Beethoven=Jshrbuch 1939, 47<74.

Winter 1799 - 1800, Compare the address Czerny gives,

Not KV 482, as Schinemann stotes.

Compare Czerny's remorks to Gustav MNottebohm, Zweite Beethoveniona (Leipzig: J. Rieter-Biedermann, 1887), 11, 356 F.
Beethoven’s conversation baok No. 123, quoated in Friedrich Kerst, Erinnerungen an Beethoven {Stutrgart: J. Hoffmenn, fie1d), 1, 31871,
Avtograph inthe Deutsche Staatsbibliothek, Berlin, Mus. ms. autegr. thear. Czerny 2. (The shelf number in SchUnemann is not correct),

Antonia Cibbini, née Kozeluch; compare Alexonder W. Thayer, Ludwig van Beethoven's Leben (Berlin: W. Weber, 1901-11), V,
244 f., and Beethoven's conversation book MNo. 93.

The song "Ach Schiffer, lieber Schiffer, stall doch nicht oB, o mache Holt." See Andreas Kretzschmer, Deutsche Volksiieder mit
ihren Original-Weisen (Berlin: Vereins-Buchhondlung, 1840, |, Ne. 102, -

This sentence was later added in red ink,

Thoyer, op. cit., Il, 413 ff. Compare Alfred Christion Kalischer, in Die Musik (1904}, p. 476,
Spielmann and Kurzbick were pupils of Haydn,

In Thayer, op. cit., 1ll, 110; Nottebohm, Zwelte Beethoveniona, pp. 500 Ff. Mottebohm’s argument that the text is not by Kuffner
is nat convincing ofter persual of the sketchbock (Staatshiblicthek, Berlin, Gr. 3).

Compare Beethoven's contract with Clementi in Theyer, op.cit., lil, 28 f. Several of Clementi’s English editions appeared earlier
than their German counterparls, e.g., Opp.73, 77, Bla, 111, 119; or almost ot the same time, e.g., Opp, 94, 97 {o Birchall

edition), 121a {a Chappell B Goulding edition). Compare Alan Tyson, The authentic English editions of Beethoven (London; Faber and
Faber, 1963). ’

The Contredences also belong among the works nomed. Thayer, op. cit,, [il, 231 ff,, and Nottebohm, Ein Skizzenbuch von Beethoven
avs dem Johre 1803 (Leipzig: Breitkopf 8 Hurtel, 1880), p. 50, Zwei Skizzenblcher von Beethoven aus den Johren 1801 bis 1803, ed.
by Poul Mies (Leipzig: Breitkopf 8 Hartel, 1925), p. 42 inter clla, have presented differing theses concerning the order of appearance.
Although they were finished later, the Contradances appear to precede Prometheus, . )

Concerning Johonn Stich, known os Punta, see Thayer, op. cit., I, 173 f. Beethoven's cancert with Punto took place on April 18,
1800. See SchUnemann’s article, "Beethovens Studien zur Instrumentation”, in the last Beethoven-Johrbuch, VIII, 146 Ff. See also
Alfred C. Kalischer, Biographische Motizan uber Ludwig van Beethoven von Wegeler und Ries (Berlin: Schuster &L6Fler, 1906}, p.98.

Written in 1798, The theme from Weigl's L’Amor marinare is celled "Prio ch’io I'impegna. Probably the clarinetist Beer, member of
the Liechtenstein househald, is meont here (Thayer, op. cit., I, 3%, 40, and 99 f. inter alia).

The outogreph of Op. 97 has the dates "March 3, 1811", ond "finished March 26, 1811", It was performed, with Beethoven playing,
ot & benefit concert given by Schuppanzigh on April 11, 1814, Publishad by Steiner and Co. In September 1816,

Czerny alsc arranged the Variation movement of the Kreutzer Sonata, Op. 47, for piano, two hands, This arrangement was done
during Beethoven’s lifetime {c. 1821}, and is interesting with regard to the fingering of the trills, Except for descending intervals of
o secord, all trills begin with the auxiliary, controry to the laterSimrock edition and to the instructions on trills in the School for the
Pianoforte Gp. 500, Volume |. See Franz Kullak‘s Foreword to his edition of Beethoven’s Pianc Concerto in C Major, Op. 15 (Leipzia,
Steingrtiber Verlag, 1939), pp. XXII ff,
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Schindler probobly exaggerated here. Ries was successful os o concert ortist not only in Germany, but elsewhere too. Czerny did a
Further special ranscription of Op. 47 as Variations brillantes tirées de 1"oeuvre 47 arr. pour PF. seul (Diabelli}),

Compore Thayer, op.cit., I, 206 f., 405, 612, 329 inter aliec.

Compare Thayer, cp. cit., Ii, 207 . and 99 ff. See also W. Alimenn, "Ein vetg-e:siene-s Streichquartett", Zeitschrift fr Musik, V, 4;
as wall os Foreword to the Eulenburg score.

Concerning Beethoven's arrengement, see Nottebohm, Zweite Beethoveniona, pp. 586 ff. Schunemann found a completely worked-
out autograph cadenza by Beethaven for this piano arrangement in the Staatsbibliothek. Unfortunately, Schunemann gives no further
information. Perhops he means the cadenza to the third movement which is preserved today in theStaatsbibliothek der Stiftung Preussi-
scher Kulturbesitz, Berlin, under the number Mus, ms, cutogr, Beethoven 2B, Blatt 11.

The Academy tock place on April 5, 1803, Thayer, op. cit,, I, 370 ff. inter alia. The piono part, s it stands in the autograph, was
in fact appreciobly alterad by Beethoven for publication {1804). Whereabouts of the autograph is unknown since 1945,

See Thayer, op. cit., II, 237,

Paer’s opera Achilles; probably the C minor Adagio "Sigh, wie vom Tod entsteller”, from Act Il, is meant, See Nottebohm, Zweite
Beethoveniana, p. 243, who shows that Beethoven’s March wos aiready begun before the performance of Achilles. Since Ries makes
the same remark as Czemy, there may well have been an inner connection, which could also be borne out by small paraliels. See
Kalischer, Biogrophische Notizen, p.%5. Czemy is thinking of the first movement of Cramer’s B-flat major Sonata, No. 2 of Trais
Grandes Sonates pour le Pft. (Vienne: Bureau d'Art et d’Industrie).

Op.54 is advertised in the Industrie Compteir os the LiM3Senota; Op. 57 os the LIVMA Sonata. See Nottebohm, Blniho-vonlunu, p.8F.
Composed in 1804, _
Rode played the Sonata in December, 1812, with Archduke Rudalph at the piona.

"Merkenstein”, by J. Bapt. Rupprecht, WoQ 144, composed 1814, Complete Edition, Series XXV, Nr, 13, The duet "Merkenstein®,
Op. 100, was published not in the Almonach, but by Steiner and Co., in September, 1816,

Wilhelm von Lenz, Beethoven et ses trois styles {5t, Petersburg: Bernard, 1852},

See Anton Felix Schindler, Biographie von Ludwig von Beethaven (1871), 4th Ed., i, 34 F., ond Nottebohm, Zweite Beathoveniona,
p. 568 F,

See Czerny's School for the Pianaforte, 1V, 75.
Words in parentheses entered at the end of the page.

See Thayer, op. cit., I§l, 214 ond 325, The "little friend" wos Maximiliane Brentuno (Moxe, ofterwords Frau van Plittersdorf). Best-
hoven dedicated the little Trio and the Sonata, Op. 109, to her in 1812,

The Tric waos played for the first time on April 11, 1814; see Thayer, op, cit,, 111, 246,

Compare BoXidar Sirola, Haydn und Beethoven und ihre Stellung zur kroatischen Volksmusik, in Beethaven-Zentenarfeier, Imematio-
naler Musikhistorischer Kengress. Wien 1927 (Vienna: Universal Edition}, p. 111 ff.

Big question-mark added in the margin (by Schindler),
The naxt three paragraphs scrowled rapidly an a seporate page (not in Czemny's hand).
The tailor Johann Horr is meant here; see Thayer, op.cit., 111, 100 .

A certain Malthias Wacher wos o medical journolist and doctor in Groz, ond begon his publications in 1821, Mestroy refers to the
singer at the Vienna Opera House, who, in 1822, sang the Minister in Fidelio. Karl Holz has been much discussed in the Beethoven
literature, e.g., Thoyer, op. cit,, and Schindler, op. cit., H, 107 ff. inter alia,

Concerning oll details, see Maria Becker, Anton Schindler, der Freund Beethovens, Sein Tagebuch (1939), Schlndln s handwriting
begins again here. .

Written in red ink, up te the close of the poisage about Op. 57,

The two examples are exchanged in Schunemann. Czerny’s opinion, which was adopted by publishers in the late 19'h century, departs
from that of the modern Urtext editions, which follow the autagraph strictly .

The parograph on Op. 47 is entéred upside down on the reverse side of the page. Concerning Bridgetower, see Thayer, op. cit., I,
389 fi.

de Persuls, Louis. Luc Loiseau (1769~ 1819). The renowned Danish poet Adam Oehlenschitiger {1779 =1850) undertock his second
journey through Gemany in 1817,

58) Published 1799; the arrangement wos published for the first time in 1802.
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J0
SHARPTER M,

ON THE PROPER PERFORMANCE OF ALL
BEETHOVEN’S works ForR THE Pravo soro ¥

§ 1. Beerwovex commenced his career with compositions for the Pianoforte, of
which the first great work (3 Trios. Op: I) appeared about the year 1795.

His pianoforte works so far surpass all which were previously written for this
instrument, that even to the present day they remain unequalled,and the complete
collection of them forms a store of imperishable master-pieces for all time — in-
dependently of his other compositions for the orchestra,the voice,and for various
other instruments .

§ 2. But the mental conception which their performance demands, as well as the .
vanquishing their technical difficulties, which are not slight, can only be attained
by a thorough study of them. For though an experienced player, with the assis-
tance of an intelligent adviser, may learn a single piece to a certain degree of per-
fection, he will still remain a stranger to that spirit and peculiar humour,— to
that genial freedom, and deep feeling for the beauties which lie concealed in the

veat bulk of Beethoven’s compositions,and therefore in a measure form the key
each work . '

But it is by no means sufficient,that the player himself feels the beauties of a
piece: — he must also be able to reproduce them with his fingers, and to commu-
nicate them to his hearers. Hence many of Beethoven’s admirers are frequently
quite surprised and grieved if these works do not always produce those effects which
lie in them;and they thenm generally ascribe it to depraved taste and other causes,
without reflecting that those who speak to others should express themselves inan
intelligible, significant and worthy manner .

_$ 3. We here give,in the first place,a list of Beethoven’s pianoforte works , as
far as this is necessary for our object .

N ol works

1. A number of Grand Sonatas for the Pianoforte solo .............cooieniees .. 29

2. Sonatas for the Pianoforte and Violin ... 10

3. Sonatas for the Pianoforte and Violoncello ...........ocooeiimmiaiiniiiniiniininnnnnns 6
(Among then, one for P.F.and Horn ) ‘

4, Trioe for the Pianoforte, Violin and Violoneello ... 7

( Among them, one for P.F. Clarinet and Vicloncello)
5.Quintett for the Pianoforte and 4 wind instruments
(Also  as & Quartett for P.F.snd 3 stringed inst?)
6.Concertos for the Pianoforte , with Orchestra............ O OB e 7
(Among them, ane for P. F. Yiolin & Violoncello concertante;
and one written originally for the Yiolin,but arranged by
Beethoven himself for the Piancforte .)

7. Fantasia for the Pianoforte, Orchestra and Chorus ... 1

* The author of this work has frequently been requested by many persons to treat of the performance of ngethnven’s pianp -
forte works. He here therefore undertakes to fulfil this request,and trusts he is 4o far competent thereto, from having in his
early youth (ﬁ-nn the year isal) received instruction from Beethoven in piancforte playing — studied all hin works with great
predileetion, on their firgt appearsnce, and many of them under the Master’s own guidance — and,at a later period,until tha close
of Reethoven's life,enjoyed his friendly and instructive intercourse .

Supplement to Czerny’s Royal Pianafurte School . Op1500. 2n? Chapter , (679%)
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8. Fantasia for the Pianoforte solo ... ................. e PTRTRTT 1
9. Rondos for the Pianoforte 8010 ... .. ..ot iernrnann.
(Amon_g' them, one under the title of .fndante favori, and one as & Polonaise.)
10. Bagatellea {Short COMPOSIIONS ) ....uvevrnersnniriernnatenineseaneinensssasisstiansnarsanseronansness 2
11. Variations on original themes. P.F.solo ... 5
12 . Variations on known themes. P.F.80l0 ... e, 13
18. Variations on known themes, for the Pianoforte,with accomp? for the Vio-
L or VI0J0nee 10 oot e e e e ]
14. Little Sonatas and Sonatinas: one of them asaduett ............................ 7

15. A great many vocal works and songs with a Pianoforte accompaniment ,

(nlso of importance to the Pianiat.) . .

Besides these a great number of Variations on known themes,writtenin an easy
style; of Preludes , Minuets and other dances &c &ec,all of which are of less importance.

There are therefore 29 grand Solo-Sonatas, 24 Sonatas &e with accompaniment ,
s Concert compositions with Orchestra, and 31 lesser compositions _mallag works .-
the whole of which should be learnt as perfectly as possible;without reckoning the
vocal works,the Sonatinas,and other occasional compositions .

§ 4. Beethoven’s works, with the exception of a few trifles,are written for good,and
well cultivated pianists;that is, for those who, by the study of many other good works,
have already perfectly acquired all that relates to mechanical facility and good per-
formance in general. He who should desire first to learn a pure and beautiful style
of playing from Beethoven’s compositions,would commit a double fault: for,in the first
place,he would appropriate these splendid works of art to a common purpose; and se-
condly, he would by no means suitably attain his object;for Beethoven (particularly
in his latter days ) paid little attention to convenience of playing,regular fingering,and
the like .

As little calculated are the generality of his works for young pupils,as they noton-
ly call for mental, but also for physical power, and as,indeed,it is of very little use or
benefit, when we see young children (or even so called prodigies) torment themselves
with them . No one wonl%l wish to hear a hoy declaim Shakespeare . — We are of opi-
nion that those who would study his works, shoud possess falent and have arrived at
that mature age when judgment and feeling begin to develop themselves; and also that
they should have acquired that degree of facility which results from a School,and

from the study of the best works of Crementi, Mozarr, Dussex,Cramer, Hovewer, and even
of the modern composers .

§ 5.'The general character of Beethoven’s works is fervent,grand ,energetic,noble,and
replete with feeling; often also humorous and sportive, occasionally even eccentrie, but
always intellectual; and though sometimes gloomy,yet never effeminately elegant, or
whiningly sentimental .

Each of his pieces expresses some particalar and well supported idea or object, to
which, even in the smallest embellishment, he always remains true . The melody every -
‘where pervades the musical thought;all rapid passages and figures are only employed
as a means, never as the end;and if (particularly in his earlier works) many passages
are found which demand the so-called brilliant style of playing,this must never be
rendered principal. He who should only display his agility of finger therein, would

entirely miss the intellectual and asthetic,and prove that he did not understand
these works .

$ 6.1n 8o far as bravura comprehends great certainty and power in the performance
of skips,quick runs,complicated passages &c, this is certainly in constant requirement
in his works, and Beethoven will always rank as one of the most difficult composers .

6797
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§ 7. We have already intimated,in the 34 Volume of this School, that the works of
each celebrated composer must be played in a particular and distinctive manner.Those
of Beethoven perhaps more so than any others. His compositions must be performed
differently from those of Mozart, Clementi, Hummel &c; but it is not easy to express
by words, wherein this difference consists. Each reflecting player will gradually ac-
quire a correct notion of this matter by an accurate study of his works . Beethoven
himself was,in his day, one of the greatest pianists,and unsurpassable in tegato play -
ing, in the Adagio,in fagues, and particularly in his improvisations; so that the diffi-
culties which he invented then created as great astonishment,as those of Liszt,Thal-
berg and others at present . However, his performance depended on his constantly va-
rying frame of mind,and even if it were possible exactly to describe his style of play-
ing, it would not always serve us as a model,(in regard to the present otherwise cul-
tivated purity and clearness in difficulties);and even the mental conception acquires
a different value through the altered taste of the time,and must occasionally he ex-
- pressed by other means, than were then demanded .

§ 8. Before we treat of Beethoven's compositions singly, it is necessary to esta-
blish a general rule . '

In the performance of his works,(and generally in all classical authors, )
the player must by no means allow himself to alter the composition,nor to
make any addition or abbreviation. "

In those pianoforte pieces also,which were written for the five octave iqs{rmnenﬁa
of former times, the altempt to employ the sixth octave,by means of additions, is
always unfavorable;and all embellishments, turns, shakes &c which the author him-

“self has not indicated, justly appear superfluous, however tasteful they may be in
themselves . ' '

§ 9.1t is most advantageous to study Beethoven's Solo Sonatas in the same order
as they gradually appeared in the course of his epach (from about 1795 t0 1526 ) .. For in
this manner we follow the development of his genius, and learn accurately to recog-
nise and distinguish the three periods of his works; as,up to his 28" work (sbout1803)
he adhered,in a certain degree,to the style of Mozart and Haydn; from then how-
ever until about his 90" work (from 1803 to 1815) he fully displayed his true pecu-
liarity, and from that time until his death (in 182%7) he again took a new direction,
which is not less grand,though it differs materially from the two former .

$10. *Sowvara No1.(0p:2.N01.)
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The character of this first movement is fervent and impassioned,energetic and_va-
ried, and withoat any of those brilliant passages which generally separate the leading
ideas from one another. The time is a lively,but not too quick, atla breve . .

* These 3 Sonatas. were first published by Artaric,in 1796 .
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As we presuppose that each pupil possesses one of Malzl's Metronomes of the
loud-beating kind, and employs it in the way which we have directed in the 3¢Volume
of this School, we think it will prove acceptable to pianists,if we everywhere indicate by

it,the time in which Beethoven himself performed his works.

the Vienna M&tronome) .
From the 4" bar of this movement aslight ritardando and crescendo commences,which
is increased to the pause. Bars 41to 44 of the first part are also performed with an increas-
ing ritardando, and the time is first decidedly resumed in the second half of the 45 bar.
The twenty-two bars following bar 20 of the second part, must be performed with constant -
ly augmented power and vivacity,extremely legato,and the bass with particular expression.

218 Movement®

(In doing this we have used

Adagio, S50 , S
=~ P— ™~ \ ——
o ﬁﬁ S =
P dol. < _a;? s = .-
= : e
T | 1

The soft and tranquil Adagio now follows, which is full of feeling and of beautiful

| melody,and must be played cantabile throughout,in a slow,but not dragging

time . Here,

a refiped touch, a perfect legato,and a strict preservation of the time,are especiaﬂy' '
effective . 1In the following passage, .

the demisemiquavers in the right hand must be

independent

SQMwmmt . D - ane—

MINUETTO .

—

E

v

played with great delicacy,and quite

ly of the sextoles in the bass .

Y N e N

e e e
EEemre— == oo o

- Humorous and lively;so that the Allegretto is not here tobe taken in the ordinary
tranquil time . The Trio must be played softly and legato .

In the second part of this Trio,the 9 and three following bars must be perform-
ed with the fingering here indicated: —

4 5
1

4

5454 54 925
2121 2

4
21 1 2

L =n

23 454 345
1212
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Prestissimo. ¢ =104 .

Ei ; _.‘ A '

- Vi — é = 1 % ,

4th Movement | r > o o L - i Yy -
et et et
531 521 512123 g3¥ 532 21

_ Impetuously excited, almost dramatic, like the description of a serious event. In the
first part,from bar 22,both hands beEin to play exceedingly legato . From the 35t to

the 89 har crescendo, and the right hand very cantabile .

The first 50 bars of the second part,with tender, pathetic expression,
ging . From the 513 bar,the original vivacity .

but not drag-

§ 1.  Soxara N02.(0p2.N92)
Allegro vivace 0 =132 . . .
15t Movement ol F . ——r | i V i .:.
= E_ = T ’E
i e ~— -

Spirited and vivacious, energetic and resolute,and the more tranquil passages with

much feeling. An octave-passage

advise the following mede of performance:

e

(bar 84 &c) is so difficult,that,for small hands, we

T

< — 2 S
S S =it
? E‘ fi—alh A= E k _ f ’fE
A3 1 ‘ G
In the second part, this paséage in a similar manner:
e BaR > 2253
- —f— = —m 72
ALY VG S A AR
| 2 e z = 7 :
l k S <+ ’ 5

By thus dividing the pass:fe between hoth hands it becomes more convenient and

certain without in the least altering the composition.

whilst the left hand is held over the right,the pedal must be used, as

passage from the 60t bar,in the second part
aturas form an essential part.

6797
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In the 11 bar of the second part,

long as the har-
‘mony does not change. Similarly where the same passage afterwards occurs.

The

,must be well practised, as the appogi-
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Largo appassionalo . S =50 .
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The religious character of this movement must be heightened by the strict fe-
gato of the chords, and by a choral-like swelling of the harmony,whilst the under
part is performed softly,and as staccato as possible . — 'The whole in strict time,

but the conclusion ritardando .
e

In the
following passage

—
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each part must be well
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distinguished from the others,and the G sharp,in the right hand, played with a
slight emphasis .

| - |
= St i i
Movement . i .
S ' P | {;—'L.__/’ A
CHERXO . %—— = - F —
5 T T ‘1

Allegretto J‘IGSVA‘
2. £

—

This movement is ohe of those Schersos, which must be performed very Frivace,

or indeed Alleg

also in a lively manner .

‘lh

. Movement .

Rowxpo .

This Rondo, which is to be
feeling expression, and an elegant lightness in the pas

Grazioso . J=m2.

ro . The Trio (in A minor) must be played with feeling, but yet

22 H
. = " ! —
—f!:}'j: = _}g_]!pi.'.| bt -”-I:f =
\_—‘__,./"" \v

performed moderately ilegro, demands a tender and
sages . The accompaniment

in the left hand (from the 27t bar) must be so marked,that the lowernotes of the

same may form a kind of counter-theme to the melody in the upper part .

~ The middle subject (in A minor) must be played with great energy,and as stac-
cato as possible in both hands,until the return of the pianissimo,where it must be
very legato . '

6197
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The passage in the conclusion must be played as follows:
£ £ ~
FEe £ T i

‘/s/," :::::&

and not by crossing over the left hand,as might be ima%ined from the mode of notation.

. The last eight bars at the close must he gradually more and more piano,and like-
wise rather ritardando . ' '

§12.
Sovara N°3. (0p:2. X3}
Allegro con brio. d—=sgo .

1.‘t | 1 | I g { { - i ﬂ__- - N }
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This animated Sonata contains much that claims the most brilliant playing and
bravura from the pianist . : _ _

The first movement must be performed with fire and energy . — The melodi -
ous passages from the 27" and 48'* bars must be played with great expression;
which is to be produced more by the touch,than by the employment of the rallentando .

. In the passage commencing at the 7 bar of the second %art,in addition to the ge-
neral strength of tone,the thumb of the right hand must be employed in a particu-
larly marked and energetic manner .
: Xt the transition into A flat (at the end __before the cadence ) the pedal must be
harmoniously used .. The cadence itself must be played Presto, as well as the chro-
matic run which, after the shake, leads again to the theme . '

4

“Adagio. Soso. P /—3\
- — — - R
. SSS_-—sse—=_oe—eimees—s— o
. R . j 7 e o
Movement . F? 3 r : - -. T~
- - »— = F: — ;

In this Adagio is already displayed the romantic direction by which Beethoven, at
a later period, created a species of composition which carried instrumental music to
such a pitch of refinement that it resembled even poetry and painting. In such works
we no longer hear the mere expression of feelings,we see fine pictures __we hear the
narration of circumstances . But still,as music,the composition remains beantiful and
unconstrained, and those effects are always comprised within the bounds of regular
form and consequent development .

The beginning of this .4dagio must be played with great sentiment, but stricﬂyin
time, otherwise the hearer cannot comprehend the course of the melody at the rests .

In the following Minor part,the melody is performed by the left hand,and must therefore

6797
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be as legato and expressive as possible . In the bass notes the pedal can be employed
for a moment,each time before the crossing of the hands. The right hand accompa-
nies with a clear legato,and with a slight emphasis on the highest note . .

Allegro . d-=80 . /h
i (egpiept

& : e
Movement . #ﬁu — -ﬂ._ﬁ_F = gi— T I
Scagrzo . . nP 2 aa L I TT .t-""“'{ - ]
=== SiSS=iEses : 5

)
- -

232 LU

The following must be played crescendo up to the forte . The stuccato,light and
short . The Trio in the same quick time. ’Il:%e right hand light and very free, but

tegato. The left hand weighty, and the minims always erescendo when they ascend,
and diminuendo when they descend .

Allegro assai . J—ns.

pss ﬁﬁﬁ!%‘!
4tk U"I;-.a' ' |

Movement o | > o 4 4
B =t > S—=——=1f
55— 4 _
The movement quick and sprightly . The middle subject (in F)
e = i L E
g dv‘: = T . :T i 1 : .

to be played legatissimo and cantabile, and the melody in the upper part to be well
brought out . The left hand afterwards in the same way.__ In the following passage:

sf1 KK#LF—EIL ﬂfﬁ —
TN
e

sf om——

if. = \hh______-f"

the notes marked sf must follow each other quickly and forcibly . The whole with se-
rene, but highly expressive emotion, and extremely lively .

61797
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§ 13
Sowara N? 4. (0p:1.) (idtished sbour 1198, by drtaria .)

Allegro maltto e con brio. J-_—Ius. l /,.;"'”f m
| e W :
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This Sonata, which is written in a very vehement style, must be played in a simi-
lar manner, and the first movement,in particular, with %m and energy,so that it may
produce even the effect of a very brilliant piece . The quavers must be very legato
and rendered significant by the very rapid time and by suitable cres: and dim . The
passages in semiquavers, with great bravura and fluency .

——

Yy ./‘[4-'\\\. h_"' 'Ftﬁ.
- - % with intense ex-

> fr;ﬂ_ﬂ - pression, but by no
oo means dragging .

Movement .

The middle subject

o=

Largo con gran em{'fsswne;_-l:zso. S g i -
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Movement | —h—r—

| -
S== =
b -
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The elevated and profound character of this Large must be expressed by all the
means of a feeling performance . The theme, however, must be played in strict time,
- otherwise it would be nnintelli%ible to the hearer,on account of the many rests .*
The middle subject (in A flat) must be performed cantabile and with great ex-

pression in the right hand,and,in the left, lightly staccato, but with significance .
' The last four bars strictly in time .

' g2, ! o
| Allegro 11//'2"]"" .
gty
¥

374 Atovement™ dol . . - o |
%'— === fmai
Tenderly playful and lively, The Trio legato and harmonious . The first note in

the 3« bar very loud, and with the pedal, which may then continue to be used through
~two bars. Similarly wherever the same passage occurs .

We may assume (wo species of playing : ane for the player himself,when he is alone and plays for his own pleasure; and
the other far hearers, and especially for those who do not know the piece at all , - This second speeies is naturally the more
important, and it is no question that, hetween the two, a great difference ean, and must exist . (6797)
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The charming theme with intense feeling,but not ritardando, except in the last bar,
before the pause .

The impetuous middle subject (in C minor) contains a passage in the righthand,
which can only be played with the following fingering . :
m:] 3 ,

2
¢ 4 ~ { | 1 il
"L AR .y - — L
o [ | — | - - -

After a little practice it will be found that the passage can also be played legato.
with these fingers,and that the sf of the upper motes can only be expressed in this
way . Furthermore, the whole of the middle subject, can be played rather more lively,
until the return of the theme .

In the following passage:

. e O fsmo
/ﬂ-——ﬁgr gt’:q'_t po.
l‘ﬂ" E
ritard. Jf=>FF pea:
S o
> e f > > - = -:E::\J,b
N— u}

the bass, in the first five bars, forming a kind of counter melm?',mllst be played very
heavy and legatissimo. At the octave B} in the last bar,the pedal must be accurately
employed, and then kept down during two bars and a half . The shifting pedal (una cor-
da),is also applicable in this unexpected modulation. 'The end of the Rondo verylight-
ly, gradually softer and gently dying away . The last four bars with the pedal .

6797

28



40
_ S 14.
Soxara N° 5. (op:0.N01.)
Allegro molto e con brio. d-=1z2.
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In a quick and fiery time . An earnest spirit must here sway the feelings . The
tranquil passage (from the s2+ bar) very legato, the four paris cantabile,and then the
counter melody in the bass with much expression. _ The character of the whole de-
- cided and manly .

These 3 Sonatas were published,in 1799
by Ederyat Vienna { now by Hns(iﬂger‘)
¢ o

75t

Movement .

Adagio molto . J‘: 69 .
274 Movement .

With the most intense feeling, which can only be produced on the instrument by
a beautiful touch and strict legato. The small notes (in the 17* bar and elsewhere )
very quick and strong. The embellishment in the 18 bar extremely light and deli-
cate, without interruption. The last 22 bars with the soft pedal;the syncopated
notes slightly marked . At the end, gently murmuring,with both pedals. That the

whole is the expression of the deepest sentiment and tenderness no one can deny .

Prestissimo . o = 9 .

grd s —— . :’Hdﬂ!!
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This Finale is altogether written in that fantastical humour which was so peculi-
ar to Beethoven ., This feature may be displayed particularly in the middle subject

(from the 17% bar)by

must there also remain true to the rapid time .
Still the character of the piece is by no means serene, and therefore the sportive -

ness of the performer must never be disfigu

red nor diminished .

a humourous retardation of single notes,though,in the whole, we

The humourous performance can only be attained by the masterly subjugation of
all mechanical difficulties . If otherwise,it would only appear as an incomprehensible
and laughable caricature .
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Soxara N2 6. (0piio,N02.) :
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The character of this movement is calm and simple, and the performance must,
therefore, naturally be gay and lively. The end of the first part,as well as of the

second, bustling and merry .

Allegretto, d.=vg. / N t.D\T\ |
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This Scherzo, on the contrary, is fervent but not exciting, and must be played
moderately quick . The middle subject (in D flat) rather more tranquil and very soft .

Presto.d=as0. - _ .
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This movement produces a brilliant effect in a quick time,when the theme is clear-
ly brought out each time it occurs . The crescendo must powerfully increase until the
14 bar, after which the following eight bars must be played very loud,and the remain-
ing ten bars soft again,the quavers in the left hand being given very staccato at the
same time . The first 34 bars of the second part, very loud . The following staccarto(in
D major) soft,but then crescendo until the varied theme,where the fortissimo con -

tinues through 38 bars .

§16. :
Soxara N7, (op:10,N93.) ~

Presto .d =126 f L. y .
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This Sonata is grand and significant, and the time of the first movement quick
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and fiery. The first four notes of the theme are carried through the whole piece and

must therefore be rendered distinguishable in all modes of performance . It must be
remarked that,in the following passage,

t ¥~V ¥ ——
_LEIF!'T 'I!" | 1 1 I 1
</ ' ;-I f L .

the little note is a long'appogiatura and must therefore be played as aquaverﬁ

The character of the whole is decided and vigorous, with brilliant performancd .

Largo e mesro.}=-: L

ki i S

and

"

Maovement ,

L N 3 e
This .4dagio is one of Beethoven's grandest but most melancholy, and must be play
ed with the most attentive expression .

In the performance of pieces of this kind it i not sufficient that we put ourselves
into the proper disposition;the hands and fingers must bear on the keys with a differ-
ent, and heavier weight, than is necessary in lively, or tenderly expressive compositions,
in order to produce that significant kind of tone,which may duly animate the slow course
of an earnest .4dagio . _ :

In this Largo the effect must be also increased by a well directed ritardando and ac-
celerando . Thus,for example,the second half of the 232 bar, should be played a little
quicker, as well as the second half of the 27t ,and the whole of the 28% bar. A similar
increase of liveliness and vigour from the 71 to the 75 bar,until,in the 76" bar,both
again subside into the former tranquility .

Allegro .d-=1s. T~ .

!-—- 11 | R
gvd " 1 1 —— ; L%
3 .
Mavement . = ¥ T o :ﬁ:d 1w .i :
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Lively, but with feeling, and the accompanying parts well expressed,as they are
also melodious . The Trio light and gay

- o . .,
tlegro.d=i52. — ﬁ !5:' 3 o'ﬁﬂ ‘rl h:
4th . : ' . 3 — E
Movement . - 2 7 f itard . =
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" Humorous, like the Finale of the st Sonata;but more serene and capricious . In“the
last eight bars, the theme in the bass must be well brought out .
6797
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Soxara NY8.(Sonate pathetique Op:13.) (published by Eder,in 1799 .)

Grﬁ Ve . ez 42 Allegro mnuf}-e con brio.fi=!m'.
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The introduction is performed so slowly and pathetically that we could only indicate
the beats of the Metronome in semiquavers. The chords all very ponderous,and the left
hand accompaniment in the st and until the 8™ bar, very legato. The chromatic run at
the end, very quick and light until the pause .

The following Allegro extremely impetuous and incited, by which this composition ac-
quires a brilliant character,in the symphony-style. The middle subject (in E flat mi-
norj lightly staccato and with mournful expression,but not ritardando, except in the
last three bars, before the commencement of the quaver movement . In this the lower
and upper white notes,well marked and sustained,and afterwards very staccato and
crescendo . In the last eight bars of the first part, each bar with the pedal .

In the second part of the .ilegro,the pasaage from the 31%' bar must be exceed-
ingly light and clearly murmuring. The run descending to the theme,very fluently.

Adagio cantabile. &= 54 . i _ .
Ly o e —— & -3 5 4 I 3 5 3
L b Y e | i | - :
A o : X = =g _E
gnd Xt = - -
p 120 121 - 1212 12131;-1 .
Hosement ﬁﬁﬁﬁ ' %
Y
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We see from the fingering that the inner accompaniment is to be played by theright
hand,without exception. The whole tegato,and the melody clearly brought out .
The succeeding four-part repetition of the theme,very harmonious, tef‘atissimo,and
a little louder. At the return of the theme,in the second part,the triplets very in-

telligible, as follows:

l_—-“-\-_
o iThewholenotdmg—

T 4_[_#,/
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Movement . g : ] -
-
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~ Very lively and with pathetic expression, but not impetuous . The middle sub-
ject (in A flat) soft, tegato and intelligible . The conclusion. fiery . This Sonata is
easier to study,than the former ones,and has therefore always been highly esteemed .
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Soxvara N? 9. (0p:1a, N?1.) published at Vienna,in 1799, by Mollo ( now Haslinger.)
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This movement is of a serene and noble characfer, and must be performed lively,
but agreeably. The middle subject (from the 23<¢ bar) expressively,but not dragging,
or it would appear rather tame. The following melody (from the 49 bar) very ten-

derly and harmoniously. In this movement the ideas alternate in a picturesque,poet-
ical manner,and form a small, but rich picture . o

Allegretto . J.mss. A
O | 1 = I | ~|
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The character of this Scherzo is a kind of sad humour,and it must therefore be

played in an earnest, but lively manner,though by no means humorously or ecapri -
ciously . '

The Trio (in C), on the contrary,is soft and tranquil, and demands a correspon-
ding mode of performance . | |

Allegro commodo .

ﬁ
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Movement . = — r — 3 -
= P ' S F éresc. : P

Rawxpo . .
' \ ) : : : !
. 42]4.2[521421521521 5.21421421521‘4’ -+ :“' %

Very gay and lively,but with a certain playful facility . The middle subject (in G)ve-
ry brilliant and energetic, the upper notes in the right hand being also well marked .

LY
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Soxara NOIO.(op 14, N02.)
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One of the most lovely and agreeable compositions . It must everywhere be played

with delicacy and tender feeling, but still lively . The last 16 bars of the first part

in particular, must be perforined legato and cantabile, and the hass, as well as the in-
ner part, with great expression. The louder passages of the second part, however,
with fire and spirit. The end, as in the first part .

And te. J: 5. . . . . . *
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As the measure is alla breve, the time should be a tolerably lively Allegretto .
- The staccato very short; the sustained notes, on the contrary,with expression,which

must also be perceptible in the variation in the same passages. The last variation
tolerably lively .

- Allegro assai. do—s0. e T
. e el Rl
s (O R e —=
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Very humorous and serenely gay, and therefore to be played lively and fluently.
§ 20, - |
Soxara N 1l.(0p:232.) published ar Leiprig, about 802, by Kichnel . :
15t Movement . Allegro con bric .d=1s. 5 3 s
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To be played with energy and decision. Although animated, yet not properly bril-
liant. The middle subject (from the 29* bar)with increasing expression,very legato,
but not restrained . The conclusion with energy. The second part in like manner:
but,from the 37 bar, rather more tranquil, and the bass with expression,whilst the

right hand pla{s in arpeggio, legato,and in strict time . Before the entrance of the
theme,several ars rather rollentando .

el N Y el ™l B D Vel B
L ERAT o _ Ee
- - i — e -

- -
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All divided octaves must be performed equally and tegato, as:

o - 2 Vool T T
—o and not thus: Zats

Adagio con molfo espressione . d=100.

gud .t/ 0 fW-uﬁh__h_______#_,lJ% q?iggﬁggy‘
S I A gt R | | 1 1 ! | H | ]

| S8 Ry =y v v el — el e —

The melody extremely cantabile,and the bass also legato . The time firm and deci -
ded, for the expression must be produced rather by the touch alone. In the second
part the alternating double melody clearly marked,and the bass legatissimo .

The character of the whole — soft, mild and tranquil .

3@ 129 = 7 . P‘I.I I
Movement , rfi"c.‘- "‘l""j_ —— —

fi'u:-_ T .- ." -
AT W N . r A

SRR e =
D Sy S N e
L] : 1 4 1 ] 1 { | 3
»
e
No Scherzo, but a genuine Minuet,though rather more lively. The commencement
very agreeable and soothing . 3 13 erese.
Fingering for a passage in the right hand: w The Trie ener-
getic throughout . b TN

In the following pas- ;"' = -";'_":':'"“"'""
sage of the second part

emphatic. Similarly afterwards. The bass very ,distinct,bt[t strictly tegato . The Trio
may also be rather more lively than the Minuet .
Allegretto . d=hs.

//—‘—\\
4th
v P

Rowxpo .

---u——------ln----_:'
"-1 IwFY _FVFy (W, -l' rF (| Yy f-f Fl ] =f ARl APEr At ‘--'

Of the same character as the Finale of the 4" Sonata (in E flat, Op:7)only rather
more lively. Melodious,and with much feeling and tenderness .. The whole theme very
tegato, and the A flat,in the 12* and 13* bars,with emphasis. The passages (from the
32! bar) brilliant and lively. The minor passages after the repetition of the theme, ve-

ry excited and passionate. 'The concludmg passage of the left hand,lively. The last
6 bars again tranquil .
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Soxara NOI2. (0p:26.) (published at Leipzig,in 1802 , by Kithnel -)

Andante con Variazioni.éd=15.  _ sf> /,_,ﬁ
N N . ~T 5
et [y i -
Movement . pr— F :t—. - h-fj’f}' z -
; P —
e
e -

_ In the performance of this theme,the whole art of sustained, harmonious fegato, and of
fine touch, must be called forth, in order to worthily display the nohle,and almost reli-
gious character of the same . Also, it must nof be rendered dragging by a too fre-
quent use of the ritardando . :

The first Variation in the same time and with the like tranquillity; though, in the
second part, with energy and rather animated. The erescendo and diminuendo must
be carefully observed in the rise and fall of the melody .

The second Variation a little more lively, (about J°-92,) both hands very lightly,
but equally staccato. As the theme lies in the bass, that part must be rather more
prominently brought out. In the last 8 bars the crescendo must increase to forte,but
the last 4 bars must again be lightly staccato and very soft .

The third Variation in the time of the theme . The right hand very tenuto, the
left staccato, and the crescendo, as well ag the sf strongly marked .
~ The fourth Variation lively, (/' 92, like the aecondy,) also very tender, almost
Jocose, and the left hand as staccato as possible throughout .

- The fifth Variation again in the time of the theme, very legato,and afterwards
the melody (which is played with the thumb) brought out in the manner stated in
the previous chapter in treating of modern compositions. The last 15 bars senza
sordino (that is,with the Pedal, as it was indicated at the period when this Sonata ap-

peared.) |
Allegro molto. d-=s2 . o /”_;__\ .
e SRl W P
Movement . \[XF - :‘J‘.T = E: F" L_ =5 1 : : _‘_"“c 3 =
F 8+ " P : sf P :
SowERzO0. — Q. — - e s P | |
R . J - '?' .i ’i: 5 j:

b (llluick, gay, and smartly marked. The bass passage in the second part ,clear and
rilliant . = :

The Trio (in D flat) extremely legate and harmonious;the upper melody with ex-
pression. To be played in the same rapid time as the Scherzo .

© Marcia funebre
sulla morte d’un eroe . ¢ =12 .
{ |
1
L . ] 1 1 1 1 H i

31Ld U 114 P 1 L] 1
HMovement . -~

4lip

As a funeral march on the death of a hero,this movement must be performed with
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a certain earnest grandeur, which is expressed not only by the slow time,but also by
a heavy pressure of the chords in the strictest tenuto,by which the fulness of the same
Is produced in every degree of piano and forte . The shake in the bass,in the 25 bar,
must especially be given with power and be continued as long as possible . -

In the Trio (in A flat), the Senza Sordino (Pedal)pr‘escribedpby the Author is em-

ployed as follows: _ .
21y : ﬁ\" _Q.l\ﬂ . “\1[\ A ',._ .
T :ﬁr_:: A > ) = "U_ C ::_ : :
Wﬁmﬁf e
: r -@:F P‘Hr-r ££ sf.

clet
—] — —

s

‘-gg :F' \""H"
=== = — | =% b ox E l* ; ' 'E.! ‘Eﬂ' ‘
F' Ped. ‘E Ped. Ped . A v

Ped. ’ trem:

~ Similarly in the second part. We see that even Beethoven,in his time,employed
the effects of the pedal in a great variety of ways.*

4&' Mow:w . J =132 . /-—’ ﬁ‘\ -, %

¥ ;l. . J—-f- :
P " b& > o '
* - - - — — - %F :
- ' . . £ T —— o

This Finale is in that uniform, perpetually moving style, as are many of the Sona-
tas by Cramer, whose sojourn at Vienna prompted Beethoven to the composition of
this work ** It must be rendered interesting by an er}iualit of touch, and bya delicate
shading of the ascending or descending movement,without departing from its character
by a too sentimental performance,or by brilliant bravura playing . '

The two quavers g in the bass,in the 6% bar, must be marked with a certain

degree of emphasis. Similarly, wherever they occur either as a perfect or as an imper-
fect cadence — as in the 12th 20t 28 S0t 327¢ & 34th bars &c. In Beethoven's
works we often find that he grounds the structure of his pieces on single and apparent-
ly unimportant motes, and by bringing out these notes in ?he performance, as he himself
was accustomed to do,we shall impart the true unity and colouring to the whole .

§ 22.

Soxara N°13. (Sonata quasi funtasia Op:21, N'01.) published at Viennay in 1862,by Cappi .
g Adagio. dose

———
s —
o T et e e e e g e e L L
7 3 F¥ 3 I F* F° o BT S
Movement . (——-rempre=senre—rordino—e—f25
GEES = = s
< : —=

* As ia known y many compesers, for the sake of brevity, employ the sign -‘$'insleud of Ped: when it is 1o he used. ond ¥ when
it is fo be reliaquished. The above way, however,is hetter, as hemg mare precise -
* ¥ Cramer created a greal sensation at that time.by J Borutas. dedicated lo Jas: Haydn ,the first of which Jjs also in A Flab .
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The alla breve measure being indicated, the whole must be played in moderate .4n-
dante time . The preseribed pedal must be re-employed at each note in the bass; and
all must be played legatissimo . In the st bar the real melody commences, in the
upper part, which must be delivered with rather more emphasis . The semiquaver must
be struck after the last note of the triplet;but, let it be well observed,the whole triplet
accompaniment must proceed strictly legato and with perfect equality. In the 15bar,
the C natural with particular expression. The bars 32 to 35 remarkabl{n erescendo
and also accelerando up to forte,which in bars 36 to 39 again decreases. In this {for‘re,
the shifting pedal is also relinquished,which otherwise Beethoven was accustomed
to employ throughout the whole piece. This movement is highly poetical,and there-

fore perfectly comprehensible to any one. It is a night scene, in which the voice of
a complaining spirit is heard at a distance .

Allegretto. d.=15.

.

b'—""-—\“--'_ .
o s L] ——L| : 2 -
? SIS =4 .H‘rb—H'vE
e 2 e G REE MR
Movement . # - : 2 £ £ s s s i gt e S gty St
S e
. )

L -
—~ o # # s

This Scherzo is certainly lively,but requires rather to be performed agreeably,
than with gaiety . Humorous mirth would contrast too greatly with the first move-

ment . In the Trio,the first bass-note “g f must be struck forcibly, as the .4 flat must
sound through the whole part .

Presto agitato.JV —_—
B
:’ /J! L 1] L :I_: -d ’
17 -— i
-
S JPUL. B A—
] r r

1
37 Movement ™, eresc : ‘ijed: ¥

- —

& ii:_ -*
= 3 F T

The whole extremely impetuous,and with a powerful,clear, and brilliant touch .
For the two full chords marked ff, the pedal must always be used. The quavers in
the bass,very staccato. The 13" bar ritardando. The melody, from the 21 bar,ve-
ry expressive, but not spun out;the bass at the same time light,but iegato . The soum
and 52~ bars remarkably ritardando and very staccato . The 55 and 56t bars also ri-
tardando and soft, using the pedal for each half of the bar .

The second part precisely similar. The concluding passage as loud as possible
and with the pedal throughout the entire duration of each chord .

This Sonata,which is one of Beethoven’s most impassioned, is also extremely
rateful for the player,not too difficult to learn, and the character so clearly expressed,
that no pianist can miss it who possesses the necessary facility and vigour .
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§ 28,
Soxara N? 14 (Sonata quasi fantasia Op:27,N92) ( As te foregoing . )

This Sonata is still more a Fantasia than the preceding, and all the movements
form only one connected piece. We therefore give the different times in the same order.

Andante . J =5 . | Auegro.J-=m4. 325 L
_ _ ] ] 12425 2
g Lﬂ#g 2 2 st o
¥ ﬂ-@ v -
N?I' FP -‘.“,‘ _‘.-—'_x'-w--‘ - "_'——M.,\_‘ NPR' . f P! L
b = @ | W 25
Allegro molto vivace. .= ne. Adagio con espressione J\ =68,
— L. 3 } > - 9 =
4% ) :r4 T _i —ul

»o3. P <~ , |
%;&’,? e
=TTV

Allegro vivace . J= 152 .

JEER

\

NS,

e
F -‘l ‘\\\ d:frr‘

This Sonata, so rich in ideas, is one of the most interesting,though not ome of
the easiest .

The 1 movement tranquil, not dragging, but with expression. The melody, from
the 9 bar, must be well sustained,whilst the chords accompany PP and staccato .

The 22 movement quick and brilliant .

The 3= movement (a Scherzo of a highly animated character) is performed al-
most impetuously. The three crotchets in each bar are given legato, but so that the
third crotchet always appears somewhat detached (staccato).The Trio very staccato
and lightly playful. On the repetition of the Scherzo-theme the bass is played extreme.
ly staceato (martellato), whilst the right hand syncopates legato, as at first .

The 4t movement tranquil, fervent, and with sentiment . . _ .

The st and last movement very animated, brilliant, and with bravura. The suc-

ceeding fugued theme very strongly marked. The quick time must be strictly
preserved throughout. The conclusion very fast .

FixaLr .

B)

r_

§24.

Sowara N0 15.(0p:28.) (a1s0 pudlished in 1802, at Vienna, at the Industrie Comploir )
A_uegr_o Ldh=T2. - ' ( now Haslinger .)
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All very tegato, even the bass . Although in a lively time,the character of this
movement is still tranquil and kindly fervent . The harmonious passage,from the 77
bar very legato, and the notes of the melody well expressed with the suitable crescendo .

Andante . &= 84 . m
" ™ _I_

FeT 1 A

3=
1

2 n_d

erese: f-'
Movement . -

LY

The right hand very legato and cantabile. The bass very short, light , and re-
markably staccato .

The middle subject (in D) with tender delicacy, rather in the march style, and
therefore in strict time. The succeeding Variation of the theme in the right hand _
later, also in the left _ very legato and expressive, but not dragging .

This .4ndante, which Beethoven himself was very fond of playing,is like a simple
narration, — a ballad of former times, — and must 3{)e so interpreted .

Allegro vivace de=s6 .

" = ~ -
gvd ;f‘ﬂ—ﬁkel === = '.i

. T
—r e - e —F
- S v
Movement . = ’tl’—'! ..

HH
T

i
g 1
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P I

ScrERzZO . Q ﬁﬂ . 2
%’—T : — =
: ’ T t

L
&

....-T.

Lively and very humorous. The two quavers, in the 4th bar &c, smartly played

without being connected with the following crotchet . In the Trio,the bass (egato
and equal. In the right hand, each F sharp marked . -

Allegro ma non troppo . J-:ss . . ' — e

= = =S S L
P L

_ul._{: - I ! : ll‘ _d, : b : = = ‘£

A lively Pastorale, sportive and agreeable. The bass very legato and the parts of
the bar well marked . The right hand light and delicate .

The arpeggios, from the 17* bar very equal and legato, so that the last two notes of
the bass may always fall in exactly with the first two of the right hand .

In the fl:i;ued passage,in the second part,the PP and cres: up to ff must be accu-
rately applied . The conclusion very quick and brilliant, and with bravura .

:
f*

4th

Movement |,

@
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§ 25 .
Soxaras N? 16 . Op:23, NCr . (Al 3 Sonatas 'pu];.'.J at Zirich,in 1893 by Nageli .)
Allegro vivace. ¢ =12 .

' S - A
L ﬁi:ﬁ: ' -_? =S R

4L
Movement

=S

The chord in the bass must follow the tied semiquaver in a very quick and decided
manner: and so likewise in all similar cases. A strict observance of the lively time is
also necessary, with but few exceptions, throughout the whole piece . The middle sub-
ject (in B major) must be performed softly and facetiously, but well marked . After-
wards, energetically in the left hand . The concluding melody of the first part soft,
and accurately accented . The second part lively and brilliant. Before the return of

the grincipal subject the deal may be advantageously employed,at the crossing of the
- hands . The character of the piece is energetic, humorous and spiritedly lively .

Adagio grazioso. N=ns. /-—\

o= o - ——.
= = F= T
. Movement | m M ‘ﬁ__E
_ - %ﬁ‘q__fﬂrﬁ i:.‘,;.' {;_ 5

This movement must not be played in a dragging manner,on account of its length;
and the style of a graceful romance or of a notturno, which is unmistakable therein, must
discover itself by a tender and elegant performance and a certain degree of liveliness
which serves to animate the whole. The bars from 16 to 21 in particular, must not be
spun out . This also applies to the development of the second part,consisting of detach-
ed chords . At the repetition of the theme,the staccato of the bass must be played very
delicately, almost like the accompaniment of a Guitar . '

gnd

Allegretto . d —gs . .
RO TR o) NN . . N WU AN A A
Movement . 4an £ W—:F 1 } : - - E‘_ ? 1 :
e
Roxpo . _ d J— JSnad ,""m\ 341 "l.’ P
m:ﬁL = — . -ﬁ—\_ > =
— r"'_'_-“\' PR

o s s e IO T N SO v
= ﬁ# ; i _h E— #ﬁ
J u-*-":_:_l__.-w\\r T poeric l,lbi@ é%
% = = J—rdu ——ra
Co— ! - j —— — : - _E

1
1
I T
| : +4 K

As the Allegretto is in alla breve measure,the whole must be played remarkably quick
Allegro molte). The beautiful, expressive,and extremely melodious theme, must be played
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as cantebile as possible,and the fourpart harmony given with a firm and sustained

touch. The 9% bar with particular emphasis, and then the dolce, during the legato
descending octaves in the bass,as soft as possible and in time . The continuation is
bustling, brilliant, and sometimes moderately bravura . The bass passages must be
well practised with the following fingering ,

= = e
AR g_;-rz:&lzlz -
the lowest note being always marked .
The fugued middle subject,powerful throughout,and the accompaniment on the re-
appearance of the theme,with great bravura, namely: :

_ E\2 L 8,0 00,0 2 9,0 28 .!.&‘-Q..!. .‘g.t! s o
A Ik A i
e e e e e e S e S s
ff414141514 514 [

The conclusion is very humorous, rather eccentric, and can only be brought into u-
nison with the whole by a very fiery and well directed performance . The recitative-
like passage must not be spun out .

§ 26. . .
Soxara N?sz;:g%p:m,.w?zh Allegro, J= 108, oAdag‘w.c\
- - e e e e

3 1'_. { ’J 2 & o,

-t PP Ped: > * P“" b=t ~ - Werese.  peco rifard- ‘f —_

| r~r .. e e . e % g%.

M ] -, P Y
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gt ! | |1 ‘ s N

The arpeggio of the first chord, slow, and the counting to commence when its high -
est note is struck . The pause long,and the pedal kept down until the 4itegro bedg;ina
The Allegro lively, but earnest . From the 21* har,ghe edal until the piano,and si -
milarly at each {glrl-ts of this passage,until the 41 bar. l!')rom there,light and lively ,
but plaintive . The chorda,ill?rom the s5% bar very loud and heroical . The bass passage,
from the 69 bar, legato, at first piano,but then very crescendo up to forte (bar 75),
which begins to diminish in bars 83 to 86. The arpeggios in the second part , slow,
as above. The succeeding .dilegro very impetuous,with the pedal at each forte. At the
repetition of the theme (Largo) the pedal is held down during the recitative,which must
sound like one complaining at a distance . All the rest as in the first part. The last ten
bars with the pedal,and the bass like distant thunder,and ratlentando .

This Sonata is perfect. The unity of the ideas and of the tragic character,the ar-
tistic form, which is disturbed by no episode,and the romantic and picturesque nature
of the whole, will never fail to produce the greatest effect, when the fancy of the player
is on a par with his facility .~ |

_ Qﬂl_f; ,l«:;a,-en:ant:, Jdaw . . F"‘?‘\ | ’/____\‘L TJ:—H\ — 33;7?!
'\'? ;’_- = g Z3= -ill lul””. = 3 :h;- -~ ; ; i s
,:l. o | o/ o7 _e ;jo CrEsc w—— /_.._:'é\
P EL— _ —QFHM.EEL .__EE
g-a- . é F r_ i : ;w‘t :

The .4dagio is equally elevated . It must be performed in strict time and not in’
a dragging manner . '
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The figure in the bass %ﬁﬁ must be played pianis-
s 3% 37 3
simo and with the utmost lightness and rapidity, but very clearly, whilst the right hand
performs the three_part melody with the greatest expression. The crescendo also must
there be well observed . The middle melody, from the 312 bar,calm and simplenotspun
out. The passages in the left hand,from the 51% bar, light and soft,in order that the
theme may stand out legato. Tn the 56 bar, crescendo up to forte,and accelerando;then
the sst bar,piano and rallentando .
We must be well acquainted with many of Beethoven’s works,in order to perform
this profound and exceedingly melodious composition properly. Moreover the pedal
must assist in sustaining the harmonies,in suitable places .

Allegretto . do=16 .

4 3 . e — — e
> R A
Ped . Ped
374 Movement F = = = *
L _— :' _— s ‘-'-_—' —_—— s
' 15 i -
= l |4 4 |4

B

The right hand lightly detached,the left as legato as possible. The six semiquavers
“distributed between the fwo hands must follow each other with the utmost equality,
in order to imitate,in. some degree, the %allop of a horse .*  This motion continues
throughout the piece and can only be enlivened by an exact observance of the piano, for-
te, crescendo and diminuendo, and also by the use of the pedal in harmonious passages.

(
IL)
{
_‘I
(
*¥
*
Ty
1} *

~h
N
N

4

A, BALBALL
- 5_4L

£y | 1 H

The passing shakes ;7_5— A7~ as the bass note must come out smartly
are played thus : ¥ g after the two small notes .

.

| = T
_ The continual impassioned movement imparts to this Finale a charm and a unity.
of sentiment,which worthily closes the whole Sonata. But it requires much practice,
articularly in the second part,in order to play it with that masterly lightness and cer-
ainty, which is necessary to produceé the intended effect .

* Reethoven extemparized the theme for this Sonata in 1803, as he once saw a horseman Eallop by his window . Many of his fi-
nest Wotks were Produced under mimilar eventn . With him, every sound , every motion was music and rhythm .
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- 35
Soxara N?IS8. 0p:28,N93.
: = . a tempo .
.,—megro“J_ 4. e . — ~ po
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This Sonata is more expressive than picturesque,and differs entirel from the ele-
iac, romantic character of the foregoing by its intellectual serenity. The opening
resembles a question (the answer to which follows in the 7t bar) and must, on that ac-

count, have a certain indeterminate cast,both in time and expression; which,after the
pause, and

articularly in the 16 and following bars, yields to a decided style of f;erfﬂ.r-
mance and ghen the beats of the Metronome can be duly observed. On the whole,this
move ment must be played in a lively and brilliant manner .

, .mk e,
. 3a e s EEET
In the following passage, — =
in’ the second part, = P o Y Y $

the notes in the left hand to which V is applied, must be well marked and not detached.
The following run, very light and quick, but in strict time .
Allegretto vivace .d—s0.

/-—-.. .
gnd - g! i i z: £ L% & P

Movement . | Ap—Zf—— ' f j . ==l s == == —ﬁ_;—%
SorERrz0 . P " P f

P

I FT I FFEE Ol '
The peculiar charm of this movement lies particularly in the continuous staccato of
the semiquavers,which must be detached in a short and decided manner,with the most
delicate touch and the most perfect equality in time, whilst the right hand performsei-
ther the beautiful melody,or corresponding detached figures. The lively time must be
strictly preserved (except where the contrary is expressly indicated ) and in the 43'har
i&‘cchtllle demisemiquavers must be played with delicacy and clearnese ,with the hand held
% tly.

i The humour in performance must here never exceed the bounds of grace .
The conclusion pianissimo, but by no means ritardando .

Moderato e grazioso . d=ss. /,,-———-\\
4_'-"-‘-___.—_--“-\\__
i P

Movement . MM:T‘EZE%
MrxvETTO. i P :@_ w W

This Minuet must be played with that amorous delicacy and gentle grace which
characterizes this stately dance . The time tranquil,as in the real dance_minuet .-
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Presto con JSuoco. J. = 100

a%

4tk .:" _c’) = . = 7 i
Movement . - ] X P o ¥ T -
= s ot e %
7 7= e~ Tal

This Finale must be performed with the greatest vivacit ,lightness,power and bra-
vura,and produce nearly the effect of a hunting piece . When played in the proper
time, it is considerably difficult, but,in every respect,of certain and satisfactory ef-
fect . In studying the passages properly,the style of performance (which is every -
where indicated ) must not be overlooked . .

S 28 . |
Soxara N? 19. 0p:53. (published in 1805 ac the Industrie Compt:in Viewna, now Haslinger .)

Allegro con brio.d—ss. ' Q{Am‘\
. (= . =

=== £
A LW
Y

.;fovemenr, PP iy it e H-HJXEI! *|;,= e ——_— PP
S B v

A g;ra.nd and brilliant Sonata, full of fire and animation,and caleulated for a

sparkling and well-accented performance .

The opening, light and softly staccato up to creseendo andearte. The 12t har ri-
tardando . After the pause,again light and PP (not legato). From the 23:¢ bar,leguto
and impassioned . T]Ee modulation into K major, staccato and ritardando. The middle
subject (in E major) calinly legato and choral-like, but not dragging. Its Fariation
in the same manner. The following passages, brilliant and harmonious ,with the em-
ployment of the pedal. The conclusion, light and soft.

In the second part,the triplet-passage very energetic,lively and legato . The
long crescendo leadfng to the principal theme,with great and well dispersedincrease
of tone up to ff. The concluding passage must be played with the greatest ardour,
and with the following fingering:

. . A5
In the left hand, the 5t finger must quickly pass from the last semiquaver to the
little note , which ,after some practice, can be very well accomplished . The runs af-
ter the pauses,in small notes,as presto as possible. The last 8 bars rather piu mosso .

Adagio molto. J: =356.

ten. T

This is only the Introductiontothe
Finale,and must be played in a calm,ear-
nest and expressive stylebutnotdrag-

ging .

Qh_dﬂfowmem .
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Altegretto moderato . J_ss. :
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Movement ., “-; - F
f’f’ sempre P e legato .
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This Rondo, of a pastoral character, is entirely calculated for the use of theﬂe-.
dal, which is here actually expressed.* As long as the pianissimo continues,the

shifting pedal must be used. Although the commencement must be tranquil,yet,at

the entry of the ff,and at the triplet passage following,the liveliness mustbesome-
what increased, which must never&eless subside into the former tranquillity on the

recurrence of the theme. The middle subject (in C minor) very energetic, lively

and brilliant. The following soft passages again exactly like the theme, and with
an. exact observance of the damper and shifting pedals .

Rowxpo .

Tk I 1 -
ydil I ¥ ) T T
L o

The Prestissimo -finaled |V e F[iig_!;i—*.,: must be played with the

Ped:

la]

>

greatest possible rapidity, employing the pedal wherever the harmony permits .
t'. E

h ._P_ 1 1 .
The following passag PP | E must be played by gli-

F I E——

ding the fingers along the keys,in the manner we have described in the 3 Vo -
lume of this School, and also in the foregoing chapter in treating of the perfor-
mance of Liszt’s works .
But for persons with small hands,to whom the execution of this passage would
be impracticable, it must be played as follows :
D

"..-—--‘\\ “f__\ . .’—“_,..-—-._,_‘_‘

——— EEPSSSIT EEES ==
PP teggierm : ‘ %‘ _"r__;'g'______“_‘_‘ — ‘ﬁ'l.: =5 &e.
: ?f;- e ﬁ—:}"“ = ;r = |

+2RE =

From the great rapidity of the time,it does not sound thin even when played in
this way. The following shake-passage must be played as piano as possible, em-
ploying the pedal harmoniously and bringing out the upper theme clearly. The con
clusion in a noisy and bustling manner,and with constantly increasing rapidity .

The indication senza sordine was only continued as long as the pedal was pressed with the knee .
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Sovara N?20. (515 Sonata®) Fienna, at the Industrie Compt: 1806 . Now Haslinger .
In tempo di Menuetto. J — 108 .

e ﬁa . = G"'r ==
% = ﬁﬁqﬁ' -r. |

This movement totally differs from the usual form of the Sonata,and isto a cer-
tain degree antiquated, but yet written in an original and spirited style. The tole -
rably earnest character of it must be expressed by a solid,determinately energe -
tic performance . :

Allegretto , d = 124 . doi.,_,—--’"/——_\ _

ﬁ - - : : T
D ri E ¢ "I _.'_ -
Movement . o2 T 5 _
2 —- _—

This interesting Finale runs on uninterruptedly in an equal and rapid motion,
and forms a tolerably difficult and brilliant piece, which distinguishes itself by its
spirited modulations and constantly increasing effect,and may serve as an excel-
lent study for every good pianist .

§ s0.
Soxara N9 21. (54'h sonata,0p:57) Flienna,at the Industrie Compt:

il X

Auegro assat . JM R@
y

. —
Movement . =| o _ Lﬁ h? -
| T =—=x ¥ J |
s FtE

Beethoven himself considered this as his greatest Sonata,up to the period when
he had composed his Op:106, and certainly it is even now to be regarded as the
most complete development of a powerful and colossal idea .

The same physical and mental powers which the player has had to develop in
the performance of most of the Sonatas previously mentioned,must be heredisplay-
ed in a two-fold degree, in order worthily and with full effect to unfold the beau-

ties of the noble musical picture. The player must also have at his command both
~ the means of characteristic expression and that of the most brilliant facility .

* Under the indication 5!"_‘ Sonala, Beethoven has ineludid all the works which be had written in the Sonata-form up to that
time, sueh as Trios,Quartetts &o. Besiden, great disorder prevails in the numbering of his works} from whence it fullows,that the
existenee of many interesting compositions in almost entirely unknown to the world . BY the present remarks we hopeyameng e—
ther things, to enforee the neceasity of knowing all Beethovens works, many of which were not numbered until several years af—
ter their production .
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‘The observance of the exact time is,with but few expressed exceptions,an essen-
tial condition;and in all concording, energetic passages,(as in bars 14,17,20 &c,)the
co-operation of the pedal must not he neglected . . . '

After the extended preparation for the middle subject,in A flat,this latter itself
must be so played {from bar 35) that the octaves in the right hand,which form the
melody, may appear as legato and cantabile ,as if they were performed by two hands,name -

oy /”TT_EJ_—I— |

'E.:j—';'l-ﬁ — ]
o .5 - e

: = e
k - | = ;
whilst the bass accompanies dolce and legatissimo .

The descending run with the right hand,which occurs afterwards,is interesting only -
~on account of its strangeness, and merely requires a perfectly equal performance,in strict
time . The following passages must be played in a very energetic, ivel¥| and clear man-
ner. The developmeng of the second part similarly. On the return of the principal sub-
ject, the frequently repeated C in the bass should always be struck with one finger(best
with the thumb),as a less excellent effect would be here produced b% changing the fin-
gers. All the rest as in the first part . The concluding passages as brilliant as possible,

and.the piu Altegro impetuously to the end . The rallentando (always with the pedaligen-
tly restrained .

o
L I e

]
"
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»
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Andante con moto. e 108

gnd

Movement .

—

——
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The theme very piano and (egato,strict and decided in time, and the quicker notes
smartly marked . The 1% Variation in the like steady pace as the theme,but with more
tone . The right hand must quit each chord and each note the very momene thatthe bass
comes in,which latter, however, is played perfectly legato. The crescendo and forte must
be well observed -

The 2 Variation PP and with the shifting pedal,very legato,cantabile and withmuch

expression .
, I%l‘he 3« Variation without the pedal,animated and with constantly increasing power,
and by degrees a little more lively,until it again falls into the theme .

- The character of this movement is grand and elevated . It is connected with the Finale .

Allegro ma non troppo . d 139 .

M:::éuz ped: : s P =
. T R A - —_— E
u |

2 AR R
-The opening sharp and gl'ercin . The theme first commences in the 20 bar, and
the real melody (played with the left hand crossed over) in the 28t bar,_ and indeed

thig lgtter remarkable way with the same two sounds (§,),with which the first movement
ended .
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Perhaps Beethoven (who was ever fond of representing natural scenes) imagined
to himself the waves of the sea in a stormy night,whilst cries of distress are heard
from afar: __ such an image may always furnish the player with a suitable idea for
the proper performance of this great musical picture. It is certain that,in many of
his finest works, Beethoven was inspired by similar visions and images,drawnei -
ther from reading or created by his own excited imagination,and that we should ob-
tain the real key to his compositions and to. their performance only through the tho-
rough knowledge of these circumstances, if this were always practicable .* .

The present Finale must not be played too fast. The passages are to be perfor-
med with distinct equality and lightness, only slightly legato,and but seldom impe-
tuously. The movement and power first continually increase on the repetition of
the second part and towards the conclusion,and the Presto winds up the Sonatawith

all the power which can be elicited from the Pianoforte,by employingall its means .
" ( Metronome sign for this Presto o — s2)

§a1.
Sovara N9 22. 0p:18. (published sbout 1820, by Breitkopf & Hartel )

Adagio cantabile . Serg Te— ™
i = == =0

“.IJ t V) ﬁpzz_‘;ffﬁg,‘éggzgiifz It

+Hovement . % a

- = = g
Alle = = ‘f

fren

0 ma non troppo .¢ — s . m"l“"'_—'i“\l

j&#ﬂzli_d_ﬁ =
e e B T

This Sonata, which was written several years after the former,distinguishes it
self from the same by its style and spirit .

The first movement is calin, artless,tender and innocent,and must be performed
with the most cantabile expression. The passages must neither be played ina bril-
liant nor excited manner,as the effect must here lie in the beauty of the tone and
in the equality of the touch. The triplets of the middle subject (from the 24%har
of the Altlegro) must be played with particular lightness and delicacy .

‘

Allegro assai . d—132 .
[\ L

fy o S I e S Y
gnd = ; ! 172 ﬁ
e - ‘- ) * i A .

Movem t . F i = L -
e -

\‘_jﬁ : ] b

-]

* . , : 5 :1e . o
He was not very communicative on thiy suhject, except occasionally when in a eonfiding humour. For instanee, the jdea for

. the uddagio in E,in his Violin ‘Quartett, Op: 59, N 2, occurred to him one evening as he for some time contemplated the starry
heavens and thought wpon the harmony of the spheres . In his Tih Bymphony, in A,(as also for the Battle of Vittoria ) he was
wmeited by the events of the years 1813 & 1814 . But ke knew that music is not always so freely felt by the hearers,when a
definitely expressed objeet has already fettered their imagination .
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This Finale is rather difficult,because sometimes inconvenient. The character

of it is humorous, merry and facetious . The little groups of semiquavers must be

~
. e

played quick,almost like appoggiaturas: = ET he time
= =

very lively, and the whole consequently brilliant; so that the touch and style of per-
formance must be regulated accordingly. The whole produces an original and inte-
resting effect when played with precision and spirit .

§ 32.
Soxara N?28.(Les Adieuw, I’ Absence, le Retour.) Op:81. (about 1814 by Breitkopf & Hirtel.) -

et

——
Movement . _£5p s } , :a:: hﬂ; -y ,-'—"EI %
%#:E: Tt 1 — —
P 1 H I[ 1 1 } JI_ 1

The introduction with deep feeling,very legato and cantabile. The last threebars
ritardando . The Allegro (alla breve) very lively, and the three notes—_which have al-
ready appeared as the theme,in the upper part of the Adagio,and on whichtheentire
movement is constructed-always particularly expressed. The rather difficult pas-
sage,(bars 16 &17) light,certain and quick. The following passage,at the end of the

second part, e P

i ———— — L i _%“"—*'—‘—'H
v . P P ?- $ | | ] '
- = F i

with the shifting pedal and as lightly as possible, but not spun out .
The title of this movement __ Les .4dieux (the Farewell )___ sufficiently inti -
mates that the whole should describe a spirit deeply affected, which must be expressed

in a lively and vivid manner . L J
Vivacissimamente . & - — 108 .

' .Adagia A=r€2;‘“‘ Alieg'ro.J.:x.m.z s e Ih‘- |
1sf % -’ﬁ :;l L 0 ;—F_'F ﬁi
& b =

Andante espressivo J\ =12, %
51
HMovement , - = Movement , Fa 1
P &c . v f -’[]o
L,“b","ee‘) 0 : (I‘e ?‘?fﬂlﬂ") IL.J’II'-I-_"'.MIL“.-““M-I
Absence. lr'-" The return . \ITo 2 SHOE—w e~ F |

- - | 31

The Andante with the expression of the deepest sorrow. The embellishments very
softly and tenderly. The Finale extremeli lively, brilliant and almost unrestrainedly
merry. In this time it is not easy,and might almost rank as a bravura piece .

Moreover, this Sonata,when properly played,may,and indeed should , interest even -

those who are willing to enjoy it as pure music,without regard to the titles.*

* we distinguish pure music from that which is intended to depict a definitely expressed idea, conveyed either by a title or by a

sel of words .
61797
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§ 33.

Soxara N? 24, OP:QU. (about 1817, by Haslinger )

With liveliness, feeling and expression .

4 o N Y N ] | | I N 1 NN P
= e e et B e e - waﬁﬂ
e jﬁ: ‘ po— § v -
I"-“-\‘ ’ '
HMovement . ! — N\ N 1!0: > S . _
= ﬁ { -— T } E"!FE
..'.Jl_d I — 1 .| : :}_
- &5 4 5 _ = g
-

This remarkably beautiful Sonata obtains its full effect by the rapid,unrestrained
time; by the brilliant,but light performance of the passages; by the correct observance
of the stated marks of expression and by the cantabite of the melodies, as well as hy
marking all the notes which are drawn from the theme . The following passage: .

. | =3
ey

[ P\.___/ I P[J“"' T erescr —~ s &c .
T A= — S .
PY S -— -\.____, -

must be performed in time, lightly, and particularly distinct .

Moderata . J = &8 .
,ﬁ\ s _—
and [r—

P dot. ' [d

FraaLr , - o — -y
| e =t
* e 7 3 .
The utmost sweetness and feeling is here required,which can be produced bya de-
licate touch, fine cantabile,and a light performance of the quicker notes. Asthe theme
is frequently repeated, the player must each time endeavour to deliver it with a differ-
ent gradation of tone, but always with delicacy. The time must not be dragging, and

in certain energetic passages the liveliness may be increased. Fromthe 48barcom-

mences a perverted, slow shake, in the middle part,which must be played much more
piano, than the upper and lower notes .

he conclusion is remarkable, as the last eight notes almost disappean,strictly in
time,but pianissimo and unexpectedly,and thus the piece must close ,
§34.
Soxara N?25. 0p:101. (avout 1819 by Haslinger . )

1:¢

Movement .
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The importance of this composition, which renders all outward embellishment
superfluous, is best displayed by a very soft and sustained delivery,but richin tone,
ang by a tranquil performance based on the total effect . It must not be played drag-

gingly,nor be disfigured by a fluctuating time .
Pivace alla Marcia. d <76 . e

—_— H
I

nd T : - 7 "
- N 3-‘?—‘ e e g

Movement . f _ _ ;

Very lively, vehement and energetic. The Trio, on the contrary,extremely soft,

and also rather more tranquil.
| ‘.r ol .

£ |
] I F
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Movem !
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The Adagio very legato and with intense feeling; always with the shifting pe-
dal, and often also with the damper pedal. __ The Allegro quick and resolute. In
the second part the theme is fugued. As we shall treat of the performance of
fugues in a subsequent chapter,we must refer foit for all that relates tothis spe-
cies, and which in all fugues is tolerably the same . :

5 85.
Sonxara N?26. 0p:106. (about 1820 by Artaria .)

Allegro.d =138 . : ' 3 S .
ﬁéﬂzﬁ:xﬁ% ﬁi}ﬁ
. : i N S———
) (a7 Vo - : -
Mavement , . Pd-j}_‘% é ; M i g ~

L | 1] 1 1 !

e ]
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At the epoch.when Beethoven wrote this, his greatest Sonata,he paid little at-
tention to the peculiarities of pianoforte composition, but used every effort in or-
der to produce the effects which he had in view. Hence his latter pianoforte works
are so much the more diffioult,as we t'requentl{ have to employ an uncommon mode
of fingering,of position and of touch,and as the difficulties must be accomplished
in as neat,free and natural a manner,as in other compositions .Consequently,those
who would study these latter works, must be already well acquainted with the former
compositions of this great master;for the present Sonata is the mature fruit of the
former blossoms .
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He,therefore who has thorou%(hly understood and acted upon our previous direc-
tions,will require but few remarks in reference to this work,as the numerous marks
- of expression given by the author himself,will be amply sufficient to guide him .

The chief difficulty lies in the unusually quick and impetuous time prescribed
by the author; also in the performance of the melodious passages,which are in many
parts,and require to be given strictly legato;in the clear delivery of the roulades,ex-
tensions and skips; and, lastly,in the steadiness which the whole requires. All single
difficulties are matter for attentive practice. The comprehension of the entire first
movement,which is truly grand and written more in the symphony-style, develops it -
self by frequent playing, after having been properly studied in the right time .

Assai vivace, J-:so.,..-—\ Presto. d 52
/,,--—-\- . - ) i .
gnd : - S — —
o 207 Fiiis sm e
— . . . e . e
SOHERZO . P A 5 & £ - _- :&__
Eetomiy (oumppttatadr

SN—— - : v
This must be played in an extremely fleet and humorous manner. The Trio (in Bflat
minor) harmoniously legato and always with a judicious employment of the pedal .

Adagio sostenuto . Sse.

/”’_—\\
;ﬂﬁ&é‘ma corda. | e — R B
B o " ——

Y L) dms ﬁ% ;

With the most pensive expression,extremely legato and cantabile, but in strict
time, except where the contrary is indicated .

In this Adagio,the player must call forth the whole art of performance, in order
that the hearer may not become fatigued from its unusual length. And yet,in all
these means,the highly tragic and melancholic character of the whole must be faith -
fully preserved . Still the excited and varied passages serve greatly to animate this
wonderful composition,which depicts the feelings of the aged master,oppressed both
in body and soul,who occasionally thinks of happier times .

: o

3ﬂ:l

Movement .

4th

Movement .

However arbitrary this fantasia-like Introductim;-_fma appear in the division of
the bar,it must nevertheless be strictly observed,and this can only be effected by

counting, whilst studying it,either mentally or aloud,in very short notes,suchas se-
‘miquavers . '

n the following passage,in particular,we may easily fall into error i
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L

-
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&c.
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In order that the ear may become accustomed to the division of time in this pas -
sage, we must first practise it with the right hand in the following manner .

— —_— . r— e
- T — 1

&c .

I e [ g =
4 eI

In this manner the ear learns at what time the left hand must strike the octaves. Af-
terwards also,where this figure, crescendo and accelerando,increases to £f and Prestis -
simo, the division of the bar remains exactly the same .

To this Introduction succeeds the Finale __ a grand,but free threepart fugue
in the following manner: —

Allegro ri.';'{;)'tuto.J-.:ru. er fr

: E' i% T '311:"“"“:: %. E

A PP eresc: ii_

o >
: SR
) > 3 3

Here also we again refer to the last chapter of this work,on fu%ue plafing,and on-
ly remark,in this place,that the present Finale is one of the most difficult pianoforte
pieces ,and can be most suitably studied by first practising it slowly and in small por-
tions . line by line, and page by page . '

The performer will himself discover, that it must be played in a very lively and
energetic manner __ with the observance of all the marks of expression, as well as
with the utmost certainty in the bravura passages — if he has it Ifroperly under his
eye and at his fingers’ends, and especially if he has previously well studied many o-
ther fugues by Bacn, Hanoer &c .

$36.
Soxara N? 27 0p:109. (about 1821, by Schlesinger . )

F'tvace non troppo . J =100, - Adagio espressivo . SNs

S L - ..tll i

0 _‘.l" .-:-I-.m' L1

P! &o. _

Movement | = - 1

= (=

This interesting movement is more like a Fantasia,than a Sonata . The Fivace fre-
quently alternates with the 4dagio . The whole has a very noble,calm,but dreamy cha-
racter. The quick passages in the .4dagio must be played very lightly and dreamlike,
and the Frivace is only effective when given very legato and cantabile .
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I ben mareato . S '
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Extremely quick and passionately excited,but with a melancholy colouring .

Andante molto cantabile . J — 65 . Var:8 . Allegro vivace .d =132 .

grd ﬁ;’i—,*& % = == iE.
rrr_ o v,

j Yy
Movement w & '

. The theme and the first Variation with expression, and very legato . The 2! Va-
riation rather animated and softly. The 3riquick and brilliant. The 4™tranquil

and tegato. The 5 earnest, marked, and the four parts well distinguished . The
6t tranquil, but brilliant . -

The whole movement is in the style of Hanoer and Ses.Back.
§ 37.

Movement .,

IL_+

Sowxara N 28, Op:110. (about 1821, by Schlesinger.)
' . P — i 7
Movement . o I:E::: P
- !:""1... - Far _Fi ?_ r E E
| ' *ﬂ/k g
A very lovely piece,and re;i‘lete with feeling . The tranquil passages to be played very

Moderato cantabile con espressione . ¢ = V——\ b |
eV N e T P
F 1
cantabite and expressively. The roulades extremely light,and by no means brilliant .

In the 12 bar the fingering is as follows:

o/ PP leggiermente . = —

by which the thumb marks its note shortly, but without disturbing the equalityof the
whole . '

In the second part,the semiquaver movement of the bass,very legato and expressive,
whilst the right hand performs the theme cantabile .

Allegro molto . d=120.

LT | o~ .
w (B
Movement . F —— h,f—-ﬂ

Very quick, energetic and humorous,but earnest. The Trio (in D flat) soft and flu-
ent,and rendered harmoniously full by the pedal .
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Movement .
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Very sorrowful, and the Recitative w1th a well-directed ,dramatic delivery .

Allegro ma non troppo . d- = 100 .

! o o - - E— E
ot </ e =
' e 2 E —
Movement . ...F- . f MO -l' . .!".: F £ | .1'.1-
et

Another fugue, which by a constantly increasing motion is carried fo a rushing
and brilliant conclusion .

§ 98 .
- Soxara N?29, 0p:111. (abour 2821, by Schlesinger .*)
Maestoso . &= 105 .

UL

Movement .
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This first movement of Beethoven’s last Sonata, belongs to his ﬁ reatest,and must
be performed with all power, bravura and mpassmned emotion, w}:uc
racter, as well as the difficulty of the passages,requires .

Adagio .é - =63 .

g g E’ﬁn
) T i 1
gnd Y 0 ——
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Movement .

¥
_l'|j s 0 ¥ 0 r} 0

- . . .
The beautiful, touching and mm;abue and legatissimo. The Va-

riations with constantly increasing warmth . The concluding ones are extremely dif -
ficult, and require all the player’s perseverance inorder thoroughly to master them .

* We Rave everywhere named the Musin-seller by whom,according o our knowledge, the works were first published . But there

are several very good editivns of all his Sonatas to be had, particularly by Haslinger and Adrtaria .

(6797

57

the traglc cha-



68

§ 39. Here closes the series of the grand Solo-Sonatas by Beethoven, which a-
lone would sufficiently render his name immortal . We have endeavoured by as ex-
act an indication as possible of the right time,as well as by the accompanyli_lal]% Te -
marks, to facilitate the study and performance of the same to every considerably ad-
vanced pianist . '

Beethoven wrote all his works at Vienna,where he resided. It is therefore natu-
ral that here, in particular,the mind for comprehending and duly performing themwould
be preserved, as by tradition; and experience has proved that such is actually the case.
For, in other places, how frequently may not both the time and the charactérof these
compositions have been mistaken! And this was still more tobe feared for the furture .

§ 40, Before proceeding to the works with accompaniments ,we will here speakof the
lesser compositions , among which is to be found much that is excellent .
' Sonatinas.

Of these, there are five;three of which he wrote whilst a youth;two (Op:49 ) about
1802 ; one for two performers (before 1300);and the Sonatina’in G (Op:79) about 1810.
The latter is the most important. All are useful for less accomplished players .

Fantasias, Rondos &oc .

L. Fawxrasta. Op:77, (abow 1810, by Breitkopf & Hirtel )
Poco Adagio .
_ //_—-"- e =
i) | | ! ~ | N _
e —— = j
— . -

r:\,':_ - _--i.f-é

This very spirited Fantasia presents a faithful idea of the manner in which he used
to extemporize, when he did not confine himself to the development of any particular
theme, but trusted to his genius for the constant invention of new subjects. The tran -
quil passages must be played with much feeling, and the animated ones,very quick and
brilliant . The concluding variations with much humour,and most of them very marked.

2 Awxpaxte Pavorr. 0p:35.(Vienna, a the Industrie Compt: abour 1805 o))

- Andante grazioso con moto - Do g2

B ™~ | -
e n Rl
' | | e -

Pl T :
: . 1 1 - || i |
k| - 1 —P 1 3 Fﬁ

D 4 [ ﬁ r—-—-’i ; E i \;_l.
" One of the most lovely and brilliant compositions . The passage of octaves, in the

second part, must be played very lively and with bravura. All the rest with delicacy
and tender feeling, in about the movement of a Minuet .
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3. RO#DD.(publiuhed by Artaria, about, 1800 , without the number of the work )

Andante cantabile . o = 198 .

e e T T
P dot. = _ —
- - e
Tr— =

This beautiful Rondo must likewise be performed with the atmost delicacy. Also
the lively middle subjeet,in E,(g measure,) which requires a tolerably quick time .

4. Ro¥po. (publishéd by .Artaria, before 1800, without the number of the work . )
Moderato e grazioso .

J—_-SS'.
e
—— - = !Hg R : E

+— T
P dol.
g B0

Rather shorter, but of the like character and standard as the two former, though
muach more lively .

vy

5. PorLoxAISE .(published in 1814,by JMechetti, without the numher of the work . )

Aila Polacca. Fivace . o =1is . e~

To be played in a lively, brilliant and delicate manner .
6.BacareELLES . 0p:33.(1804 at the Industrie Compt: now Haslinger. )

Seven short,but spirited,agreeable and partly very brilliant pieces,the perfor-
“mance of which is in every respect rewarding, -

7. BAGaATELLES. 0p:126. (by Schott, abour 1820 .)

Shorter and easier, but not less interesting .

8.3 Graxp Maroaxs for two performers. Op:45. (Industrie CampC:-nbom 1805 .)
In a grand style, and particularly beautiful .
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S 41 . Variations .

The greater part of these were composd on known airs,which were popularin their
time. We begin,however,with such as are written on original themes .

N 1. 0p:34. (sbout 1804, now by Haslinger .)
Adagio cantabile . ™

//—__.\ ——
THEMY . P é_"_ﬁ,

In this distinguished work, each Variation is in another key and species of time,
and of a wholly different character. The metronomic indication of the time is gi-
ven in the above mentioned edition. These Variations require a pliant,refined and
feeling style of performance, and the character of each is so decidedly marked that
~ the player cannot miss it,if he takes the right time . .

NQ 2. Varrarioxns. 0p:85.(avowr 1804, by Broitkopf & Hartel.)

These grand Variations are written on a theme from his ballet of Prometheus,and be -
gin the theme in the bass, which is changed three times,always ascending,andis then
followed by the real theme . The fifteen partly very difficult and brilliant Variations

~on the same, must he played with every kind of delivery,up to bravura,and the fugued
Finale demands the whole virtuosity of the pianist. The time is at first moderate, but
it afterwards changes more or less according to the character of the variations .

N9 3. 82 Puarrarioxs. Op:86. (about 1808, at the Industrie Compt: now Haslinger . )

Allegretto . J: 88 .

TeEME

These Variations form, in uninterrupted succession,a characteristic musieal picture
in an earnest and brilliant style, rising even to bravura,and belong to his most energe-
‘tic and genial works,which are as instructive as grateful for all good pianists . In
- the 81 and 3274 Variation the crescendo leading to ff must especially be well obser-
ved, and aided by all the means of performance, particularly by the pedal . As the |
theme is short, this work is even adapted for public performance .
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N2 4. Op:76. (about 1810, by Breitkopf & Hirtel . ) 71

Allegro risoluto . d=nz.

o .

EoR = | ﬂ
sf sf sf sf sf
= Sessireocoriorni

ra 2 7 -
Animated and humorously lively .

ToemE .

N© &, fabout 1800, without the number of the work, by Trdg, now Diabelld )
 Andante quasi Allegretto . Jhe 120 .

m— =~ o i ]
—
TrEME ju f‘
l'

g

1

L

-

— — o
Pleasing, and easy of performance .

§a2. Variations on known Airs .

Of these there are a great number, but we shall only speak at large of the most
important of them .

N©O 1. 24 Variations on Righini's air* Vieni amore ' { published at Mayenee in 1794 now by Dabelli )
Allegretto . d —105 .

| N NN
Teeme . py. v 4 N
e = Eﬁ--a—EEZE

These Variations which Beethoven brought to Vienna,when a youth (in 1792) suf
ficiently prove what a great performer he was, and what an original and genial direc
tion his mind had already taken,both in the treatment of the theme,as well as in the
invention of new melodies and brilliant passages founded thereon. Even atthepresent
day no pianist would be able to perform them switably,without considerable practice .

N92.12 Variations on an Air from the ballet of Das Wuldmidchen (1794, by Artaria .)
Allegretto. & =100 . '

0 I e B ﬁﬁx
TrEME . #—% ' ﬁ '!Ifx:_iiﬁ %

—

1t =E

-

These have all the 'Pmper‘cies of the foregoing together with a more perfect de-
velopment, especially of the interesting Finale, in lively ¢ time . |

——
>
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N? 3. 10 Variations on an Air from Falstaff,by Salieri. (1800, vy Artaria .)

Andante con moto .

=80 .

L

2

TheME .

=

—

=

—
' |

’

These must be performed with fire and vivacity, and are not less distinguished for
the orlgmallty of the melodies and passages,than for the humorous development of

the Finale a t’Austriaca .
N? 4. 7 Variations on an Air from Winter’s 0pferfest ! (1800, by Artaria. )

Al I_egmtto .

TaeEME .

.
. -
4 | ! I .

—
1

== =

-

-d

=

- _The theme consists of so many different periods,that it is worthy of admlratlon
with 'what art,unity and variety are combined in each variation .

N? 5. 6 Variations on an Air from Siissmayer’s “ Soliman .”( 1800, by Hoffmeister.)

Andante quasi Allegretto .

SEem T
S

s

"’

Vb

v

In these Vanatmns is displayed the earnest, characteristic use of a llvely and very

simple theme .*

NO¢ .Varlatmns on“Quant’ e pini bella]’ from the operaof Molinara.(rs7, by Trig now Diahell:)

TreME .

Attegre!to .

e

gggl l- 'll‘-iliﬂ_

</

S —

A e

\hﬂ

-

The solid simplicity of these Variations -inay still serve as a model . -

* These Variations are remarkable to the Author oF this School, from the circumstance that they were the first {aﬂw Eman-

‘wel Bach's School) whieh he studied under Beethoven .

1801 . ) .
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N9 4. 12 Variations on an Air by Weigl, from the ballet of “Le nozze disturbaze
(about 1798, by Artaria .) :

\..4 llegretto .
: ' ™ || - o
(= ==
THEMNE . v P sf . s .
| L
—— ~o—

The same, but much more brilliant .

N? 8. 8 Variations on “Mich brannt’ein heisses Fieber” from Gretry’s “ Richard coeur
de lion «? (about 1794, by Artaria :l ' '
Allegretto .

.E:L:* 1 1

This theme was also varied by Mozart, and it is extremely inferesting to compare the

two works with each other, allowing for the youthfalness of Beethoven when his was
written . _ _ :

L~ —
A R W

e

%

TrEME .

i il

N? 9. 33 Variations on a Waltz by Diabelli.OQp:120. (1523, by Diabelli )
: Vivace —

TeE ME: % nf'a %ﬁ“:i ! -
- e

S R e ==

; of

As Beethoven commenced the long series of his works with Variations, he ended
with Variations also; for the present work is his last Pianoforte composition and cer-
tainly also one of his greatest. .

This work was a kind of prize task,as a Variation on the same theme was bespoken
of all the living composers and dilettanti of that time,and published in a particular
collection; and only those can feel little astonished at Beethoven’s master-work ,who
have had the happiness to hear him extemporize,and could therefore observe,;what he
was able to produce even from a few simple notes . ) o ‘

The performance of these Variations is very difficult,and equals that of the Sonata
Op:106.. The 1 Variation is extremely energetic and full. The 274 lightly stac-
cato and more lively. The 814, cantabile and tranquil . The 4t particularly clear at
the entry of each new part. The sw,very quick and decided. The 6t grand and bril--
liant. The 7t energetic and lively. The st soft,tranquil and legato, but light . The
92, strongly marked and earnestly hamorous. The 10w, extremely light and fluent,
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Presto. The 11", tranquil and significant. The 12 playful,but tegato . The 13hquick,
and in strict time. The 14, heavy,and very slow. The 15, very quick and playful .
The 16 and 17¢,very brilliant and with bravura. The 18t tranquilly tegato. The19m,
extremely lively and well marked. The 2o, slow, mysterious, extremely piano and le-
gato,but with intense expression. The 21:,rapid and humorous. The 22r4quick,e-
nergetic and with lively humour.* The 23, energetic and brilliantly marked . The
24, slow and very legato. The 25, lively and playful. The 26,light and soft.The
27, lively and brilliant. The 28¢,humorously lively and energetically marked. The
29, slow and melancholy. The 30w, in like manner. The 312, very slow, and the em-
bellishments very expressive and delicate . The 32~ ,(fugued,) very quick and well
marked. The 334, in the ancient Minuet-time, but with tender expression .

Beethoven wrote these Variations in a merry freak . But the freaks of genius of-
ten become law to posterity . - '

$ 43 There are still very many little Variations on known airs,partly written in
his early, and partly also in his later epoch, as:

1. On “God save the Queen.” 1804 .

2.0n “Rule Britannia.” 1804 .

3.0n -‘“ Nel cor piu non mi sento .”

4.0n “Es wareinmal ein alter Mann .”

4.6 Var: on a Swiss air .,

6. Var:for two performers on a theme by Count Waldstein. (At 4 produced before the year 1795)
7. Var:for two performers on an original air. In the year 1305 .(by Hashinger) . ‘

There are, besides, several collections of Minuets, German dances &c,written about
1796 for the Vienna balls. Also some preludes and other little things of minor importance.

§ 44. We here add a list of the Variations with accompaniments .
1. 12 Vars: for Pianoforte & Violin on an air from Mozart’s Figaro, in 1793.
2 . Vars: for Pianoforte & Violoncello on:“ Ein Madchen oder Weibchen .”
3. Vars: for Pianoforte & Violoncello on:“Bei Mannern,welche Liebe fithlen .”

4. The excellent Vars: for Pianoforte & Violoncello on an Air from Handel's Judas
Maccabeus . All early productions (before 1500) .

5. Vars:in E flat on an unknown Air, for Pianoforte & Violoncello .

6. Adagio; Vars: and Rondo for Pianoforte,Violin & Violoncello on the Air:“Schnei-
der wetz, wetz” Qp:121 (by Hastinger, about 1318) . An interesting Composition .
7. A great number of favorite Airs with Variations,for Pianoforte & Flute,in anea-
sy style,(published shout 1820,partly by Mechetti,and partly by Schott,) useful for advanced
- pupils ., - : . '

* This Varjation is a parody on Lepoﬂllo's “ Keine Rilh bei Tag und Nacht '’ and Beethoven wrote it down ane day ina drall
ill-humour, as he was so frequently desired by the Publisher to accelerate tha completion of the werk . .
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CRAPTER 1N,

¥
OXN THE PROPER PERFORMANCE oF ALL BEETHOVEN'S WORKS FOR THE PIANOFORTE WITH
ACCOMPANIMENTS FOR OTHER INSTRUMENTS, OR FOR THE ORrcHrsSTRA .

] .

Sonatas for the Pianoforte and Violin . (10 in number )
51,
Soxara No1. Op:lﬁ .N?¢ ].J. ( These three Bonatas were published ahout 1798, by Artaria . )
Allegro con brio. d —ss. ' .
&r T mS . _v..:l:‘[_._ o[ 1
i — H = — .._\ w— ;E
First - tf — — P B |
Mavement, ‘—"'\' - % '

I ] g I E = ® :

The. flow of this movement must be constantly energetic and decided . In the
second part the quavers must be very legato,and crescendo in ascending . The fol -
lowing passages, formed from the opening bars of the theme,light and short. The
triplet accompaniment in both hands, very soft, iegato, but clear and intelligible .
The whole very lively, gay and brilliant . '

Andante con moto . & =108 .
B

274 Afovement P f P 1..";_.-:\, —

i a— e

h -

g

The theme moderately slow,and the beautiful melody well expressed . The 1=
Variation with feeling, but not slower. The 2 Variation light,piano , the bass
smartly detached, and all in strict accordance with the brilliant Violin variation.
In the 3:¢ Variation, every other bar ff and with the pedal: the whole dazzling and
heavy. The 4t Variation soft and franquil,the bass significant . _

Allegro . d.=uz .

-
" -

, ~__‘: — - ) -gi‘\:ﬁ#‘. . a-\.
38 (e et T e e e L Pt
Movem ! 1 Fg_‘.r I ym # - ———
- H_
B il
RoxDO . P it ' 2 '
= - 1

In this merry theme,the peculiarity lies in the rfz of every second bar,which
must be particularly marked and hamorous . The whole Rondo, which must be play-
ed in a very lively and brilliant manner, remains true to this sportive character .
The middle subject,however, (in F major,) must be performed softly cantabite ,and
with tranquillity . ' '
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§2.
Soxatra N?Z. Op:12.N%2 |
Allegro vivace . o =108 .

= —
“ﬁﬁ e W .
. —< i = .
15t Movement , e P _ — n?'é - ,T'.:'
5 7
e

The whole movement must he
cluding melody of the first part,
be performed in time .

layed in a quick,gay and light manner . The con-
owever, is earnest and measured;but still it must

Andante piu tosto Allegretto. J;-rs '

2nd Movement . | ) ’ w I I{E"
. C— = T -
- ' : _i b

Rather plaintive, (notl spun out, ) but with great exprésaion 5

eI

Allegretto piacevote . d.=s6

- - f-_h‘\ R II ’
— % e e s e
i1 T | 1
. ‘-._/.1’ : i ; N —— .
379 Movement* - Pdel. = :
" % é T L ; - i
v T 3

In lively time,but with pleasing tranquillity and gentle humour .

§39.
Soxara N° 3. Op:l?. NO 3.

Allegro . =5 . "IN /”_—0\
. =2 ey N
15t Pzt — = — = Aﬁs

. . ‘13 . .

Movement . - ‘f ‘-J—# sfl 1 < -@L&/;f-

= e p— :
SR o=
This Sonata is considerably more majestic than the two preceding, and writtenin

a noble, brilliant,and also more difficult ‘style. The time is a moderate dllegro, as

many c})assages occur which are in notes of shorter duration, and which must be per-
formed very fluently and with bravura . |
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In the second bar of this passage,the undervnntes, as we see, must be particularly
marked, by which the bass acquires greater si
the 37t bar) tenderly and with expression: the passage from the 50t to the s7thar,
lively and very staccato . The following soft six bars tranquil and humorous,and each

of the three parts with a clear expression. The conclusion of the first part,quick and
energetic, with the pedal .

In the second part,the eight bars (in C sharp

ificance . The middle subject (from

inajor) before the re-entry of the -

principal theme must be performed with great tranquillity, legatissimo,extremely soft

and with due expression,as well as with

rest as in the first part .

proper employment of the pedal. All the

o
e

Adagio con molto espressione . J\= &0,
—_— '
2’!-!1 Frly [ 1 ; } > '_FF‘ } 1
Movement . F E E ‘ -
v v b ¥V A

23! to the 38t bar, all legatissimo and with the expression answering to the melod
the Violin part. (The 37 and 38" bars with the pedal.) Inthe following theme,t-hepeda{must

sse=2

\“--;._._--f’-'

The melody with as great expression as possible,which must be produced byafine
touch and tone. The left

duration . The bass accompaniment ( from the 9+ bar) extremely light and short . From the

always be used at each crotchet of the bar. The conclusion, ritardando .
Allegro molto. o=12.

3grd

Movement .

RoNxXDO .

=

—~

—~

i 1

pee

1:

|

=
-

Fl‘

=

|

d must sustain the quaver chords strictly acecording to their

of

Very lively, and with all the fire of an energetic,decided and brilliant performance . -

§4.

Soxvara N4, Op:23.(puui.hed in 1802 by Mollo,now Hasiinger.)

Presto .

st

=132 .

Movement .

~ Bg - ™ .
e
!.9_ e e— fre “Ee

Extremely quick and by no means protracted. Although this movement is of an ear-
nest character, it must be played rather lightly than impassicned, as the interestlies in

the rapid flow of the music .
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8 -~ Andante scherzoso,piu Allegretto. Js2.

= -
|‘-"-*-. ) - - E
H 1 B .
-mjﬁ T2 Je ga-

= ot

N

A serene_and lovely movement; to be performed with humour and delicacy . The
time always lively. The fugued passage well marked. The last 12 bars of the first
part wery soft, but not spun out . '

Allegro malto. J=1s38.,

2nd AMovement .

37 Movement . P _?:,‘-—E"}; "'!L".‘ f... ‘I':l——-._:__\

To he played as light and quick as the first movement,but more impassioned .

§5. :
Soxara N° 5. Op:24. (1802 by Mollo, now Haslinger .)
’ Allegro :

Ty

'vm:‘i ' —

] Pt Tean oo eetndy s Y

. I‘_‘ -t P ﬁ —d—s—t

Movement . . = v—D‘q - — E‘@
= S

One of the most beautiful and melodious of Beethoven’s Sonatas,which,in every
sense, calls for the refined pertormance of both players. The time is atranquil Aile -
gro;which, however, here and there, (as in the 26t & 27 bars ) does not exclude a more
ani nated -movement. In like manner bars 38 and 39 are also to be played rather
more lively and with the pedal. The conclusion of the first part, as well as all
brilliant passages,with fire .

Adagio molto espressiva. Sse .

1 : —
2nd Afovement Ped. | .

I ot S T il 0 N
T —
. —

‘Wherever this form of accbmpaniment occurs, either in the bass or in both hands,
the pedal must be employed anew at each change of chord .
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The following passage
(from the 30t bar)

must be performed with extreme delicacy,the embellishments light and equal and the
whole in time . :
A holy calm pervades this .4dagio, which must be characterized by the most de-
licate touch and harmenious effect . :
Allegro molto . d.=80 .

3"! i k\l P\.h ‘I'\!\ | N

Movement . —'f' m ﬁ
| P e & g . " %

ScuErzo . %—&.—ﬁ as ﬁ‘%#%

"

With the merriest humour. In the Trio the crescendo must be accurately marked,
and the forte augmented by the pedal. All very lively. :

Allegro ma non troppo. d=15.

C4th 3 ! - 1 —— : : t
Movement | tH = - ﬁ oo #‘w—f -
P [J2jd]e] = 2y GPeipePs 12,00 2 R
Roxpo . _ Eﬂ 4‘ - o I —] T - 1 I

Ped. *

Of the like melodious character as the first movement . The triplet middle - sub-
f'ect (in D minor ) must be played in a lively, marked manner; many of the passages
likewise demand a fiery a.ng brilliant performance .

§6. _
Soxara N°6. Op'.SO. N¢ 1.(published in 1803,at the Industrie Compt:now Hg:h'nger.)

Allegro. d =14z . o T

15t = = g -

' : H : # I + =T
Movement . P f}; ° 32 -F".wl 1 2 _E.f:':f :%"I' .
| =SS e : e
) \'\____,,/l | "\-*_.______ ’ i___'___’__,—‘ ]

Of a tranquil; géntly earnest character: more declamatory,than sentimental .

The triplet passage (from the 40 bar ) must be played very lightly staccats, and
in strict time . '

e

6797

69



Movement .

The demisemiquavers in the accompaniment, smartly and precise ., The whole ve-
ry cantabile and with semsitivity . The embellishment in the sot bar, very light,
delicate, in time, and slightly smorzando . The character of this movement is gen -
tle, almost like a ballad . ' '

Allegretto. o=54 .

Asf  Viol: | S (A T '
ey ' - T : %
3!‘;{! bl(‘ ha S N gl [ § - - - '.I'I'.I Y .I‘
Movement . & F b m $ - m & »
S = E
b o [

= = = ﬁ R ‘li >

Alla breve, a tolerably quick Allegro, but not precipitately .

The first Variation brilliantly marked . The 204 Variation softly legato. The 3
Variation very energetic and the bass with bravura, but not legato. The 4!t Varia -
tion resolutely. The st Variation tranquil, measured and antiquated .

The Finate tolerably lively (¢. =ss) and gay .

§7.
Soxara N?° T.Op:SO.N(?? .

, Atllegro assai do=nz. . ’ﬁ ; r 2 .
g — : h !

Movement .

One of the most lively, merrv and brilliant of Beethoven’s Sonatas, when it is
played with the requisite fire and humour. In particular, the last twelve bars of the
first part, and the ten following of the second part,must be performed in a rushing

- and excited manner .

Tempo di Minuetto_.

</ ‘,o - .
Movement . Q mx 2
- TENE = ; ==

To be played throughout with artless grace and tender feeling, but not drag -
gingly. The sf in the bass notes (from the 51 bar ) must be very strikingly mar-
ked; so that the second crotchet of the bar is powerfully detached,whilst all the
rest remains piano ., ' _
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Hllegro vivace .a =15 .

- grd ﬁ fegectormente: E
F ' =
Movement , - ﬁ I ’ I%

The right hand extremely light and not legato, whilst the left gives out the oc-
taves piano, but like a bell . o '

This Finale surpasses the first movement in liveliness,humour,and brilliancy. .

The loud passages,in particular, must be played with humorous mirth andbe suit-
ably augmented by the pedal . _ _ ; '

§8.

Sowxara N?8.0p:30.N% 3.
. Allegro con brio. ¢ = 144 .
{ — .
e e —— — = = asm— E

I‘_‘r 'r} L B v — - |‘ d— -.._'d II i —
: - > Y .

Movem? P F— 'er”'-;-—;:h\ — " QMJ P '
e Rt

= =) ,,“: Faaly T d

iL

[ )

AL

: ~—— )

This Sonata also ranks as one of his greatest, and must be conceived by the play-
er with all that earnestness of which it so largely partakes . The calm but signifi-
cant opening rises to the full power in the 23r¢ bar,when the march-like middle sub-
ject,in E flat,enters pianissime, in which the quavers must be played as staccato as
possible, but afterwards,at the entry of the bass and at the ascent of the melody,cre-

secendo . :

In the subsequent passdge,thé following fingering must be employed .

) | X
-t

=i
I . -
(A 5

"4

At the end of the piece (in the last 19 bars ) the octaves must beplayed extreme-
ly tegato and crescendo; the entire passage must continue to swell;and finally,the last
10 bars,with all power and with the pedal,impetuously terminate the whole .

The character of this piece is military,and the time must not be takentoo quick;

- for the movement must be always noble and heroic,and the passages are calculated
for bravura and brilliant clearness .
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82 Adagio cantabile . d =50
=

:!! Q11 Ill.i. [ 0 A
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As the time is alla breve,this Adagio must be performed as a moderate dndante,but
with -all that feeling expression,to which so noble and beautiful a melody must inevi-
tably inspire every good player . , .

The semiquavers (from the 33 bar) must be very delicately and clearly detached,
and each cresc: carefully brought out . The entry into the theme (from the 49%bar)
must he performed with great care,very legato,and rather ritardando . The runs com-
mencing at the 60 bar must be given with the greatest lightness and clearness, but
legato and pianissimo at the beginning,(and yet not draggingly,)whilst the Violin
performs the theme . ' _ .

The conclusion must be delivered softly and leggierissimamente .

Allegro.d. =15,

- grd re i e
Mouer_uent. :-F: : "’L EF =
P T g = T -
SomERZO. = : i____ ﬁ;_ ! =
A%

Lively, very humorous and gaily playful. In the Trio,the right hand legato, and

the bass rendered with emphasis, as it proceeds in canon with the violin .

A!!egro.:l:rss . Jl ] J
L (e Fans
Movement i‘:}v . JWF T
Fr.r.ayz . ﬁf = i e e
B EERE T

The wild, impetuously excited humour which characterizes this piece,must display
itself,in the quick alla breve time, by a corresponding energetically resolute perform-
ance . The middle subject, however,(from the 401+ bar,) must be played very lightly,
and staccato in both hands. The Presto-finale as impetuously as possible .

$9. : |
Soxara N?9. Op:47. (published in 1805,at Born,by Simrock .)
Adagio sostenuto. o1z
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Presto. d = 144 .

iy Vil ,_..J .

I

all.
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This especially celebrated,colossal Sonata is the only one which can surpass the
greceding in grandeur, being extremely brilliant and of considerable difficulty for

oth instruments, and written in a concerto-like, highly effective style .* o

In respect to the passages,this Sonata can scarcely be called difficult for the pia-
nist, for (with one exception) all lies very conveniently under the hand. But theforce
and the preservation of the turbulent,wildly excited character of the same, demand
a considerable degree of Virtmosity, if it is to he well played .

The introduction (Adagio) must be performed with majesty and expression. The
theme of the Presto very marked,and the passage from the second pause, extremely
quick and loud, with the pedal. From thence the turbulent motion begins,which pro-
ceeds clearly and at first lightly, but continues to increase until the calm and melo-
dious middle subject, which is played in time,and,from the 8 bars before the pause,

ritardando. Then the former motion is resumed,and the following passage,in par-
ticular,is performed with the greatest energy: _ '

Nl Nl T et =
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In the second part,the sﬁcceeding passage must be well practised:
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as it requires to be played very loud, as well as with rapidity, clearness and brillian-
cy. Towards the end of the piece the effect must be constantly increased .

™ Beethoven wrote it, in the year 1804, for a North American, of the name of Bridgetower, who was at that time at Vienna and
distinguished himself on the Wiclin by a bald and extravagant style of playing. Hence it was here-called fur a lang time thé‘pritsch-

fauerische (.Brirl.a‘efower} Sgnata ? although in primt,it has been dedicated to Kreutzer. ___ The three foregeing :Senatas are
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dedicated to the Fwperar Alexander, of Russia .
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. All that can possibly contribute to a highly melodious and expressive (butnot drag-
gmg)perfonmme,must{e employed, in order that the beautiful tﬂeme may be deliver-
ed in a corresponding manner. The chain of shakes in the second part mustbestrict-
ly connected, crescendo, and played clearly with the 3t and 4th finger, (by which means the
thumb falls gn the second small note) .

The 1% Variation rather-more lively, well marked,and the triplets in both hands
staccalo . '

__The 27 Variation must be detached very lightly and piane,and follow all the mo-
difications of tone of the Violin . y

_ The 372 Variation extremely legato,and with earnest expression;but lively, other-
wise it would appear spun out .

The 42 Variation in the time of the theme, with the most tender delicacy,and the
embellishments light and rounded .

The pedal being very essential must be carefully attended to .

Presto . J =8 .

VT vl Pl v ~—

Very quick,and as brilliant and fiery as the first movement, but much more lively.
All the quavers must be played staccato, where the contrary is not expressly stateJ .
The middle melody with the following expression, piquant and humorous .

o aapp hpES 5#'?-#-&*} Pl 2220 5 -
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The subsequent passage in 2 measure, must be played in the same time as the
rest;so that,in it,a erotchet is of the same duration,as a dotted crotchet elsewhere .
The little Adagio at the end of the piece,which recurs twice, must by no means be

performed draggingly, but as full of expression as possible. The conclusion,noisy
and prestissimo . _ :

it

yrly 1 1|
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Soxara N°10. Op:96. (anout 1816,%y Haslinger .)

_Auegro. moderato J=132. /'———\ _
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This piece, which is written in a calm, noble, melodious, but also humorous cha-
racter, must be played with tenderness and feeling, in a moderate time(almost Tem-

po di Menuetto),as it is neither in a brilliant, nor at all in a bravura style .*

The middle melody with grace and delicacy: the passages in thirds, clearly and
legato . . '
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T ranquil, earnest,and with all the expresmﬁth this charac-

ter. The Scherzo follows uninterruptedly .
Allegro. d. =80 .
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Also earnest,but lively and very humorously marked, as the capricious effect
lies particularly in the sfp of the 3rd crotchet of the bar. The Trio,softly and tle-
gato, but with the like rapidity.

Poco Allegretto. d=100.
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4t Aovement™
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This theme (which is in a very moderate time) must be played with extreme delicacy

and taste, The following Variations.rather more animated,and marked. The Ada-

gio very slow and in the manner of a Fantasia;and the succeeding Variation, toge-
ther with the conclusion,lively and powerful .

¥ This Sonata wes written for the cclebrated Violinist Rode {abmrl _l&l?) and is dedicated to H.R.H the Archduke Ru-

dolrb.  As many of Beethoven’s compasitions were published a Tong while afler their yraduction, the numbering of the works is
rot alwsys In accardsnee with chrunology .

RTO7
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Sonatas for the Pianoforte and Violoncello .
(6 in number .) *

§11.
Sowara N?1.0p:5. NO L (pubtished in 1797, by Artaria . )

Adagio sostenuto. > =ss. Allegro. =160 s

g . (gl me T~
Movem?! Qé/_‘ﬁl o .-ﬁ&'l- S de.
‘g‘—f/ . . . . y
The .Adagio with earnest expression and in strict time,but not spun out. The
Allegro very lively and in the brilliant style, which predominates in the greaterpart
of his early works. A quick time is here the more necessary as this piece is of con-

siderable length In such cases the performer must always endeavour to maintain
the interest by a lively and brilliant execution .

.»;:l'uegra vivace. d.=104.

gnd ' : - — | N
PO > === == Ss==z=stc
SEai s e _
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The like fiery, very lively and brilliant delivery,as in the first movement .
§12 .

Sowxara N° 2, Op:6.N?2,
Adagio sostenmo =30,

Allegro molto quasi presto. Jo=se.

| Tra o : :
Movem ! : . I P - I E%Ji -:;'J.-ﬂle :
- ii:ﬁ

The Adagio with gloomy, tragic expression, and the passages in which the open-
ing notes are developed, heavily marked .

The Presto very impetuous;the passages brilliant,with bravura and energ}', and,
- in all the loud parts the pedal properly employed .

* Ftis evident that we 'mr}-w,n-rt speak only of his original works .- For,besides' these,ali hig Quartetts, Bymphenies e

have been often arranged as Sonalar, Duyos 2 Trios, ke, Whoever has studied hia orisin:&] compositivns , will meet with no dift
ficvlly in the arrangements .
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Allegro .. J =72,

gnd

Muuem.‘t

Rowxbpo.

Serene, lively and brilliant, especially the concluding passages .

§19. |
Soxara N° 3. Op:17. (1801,by Moilo, now Haslinger . )

Allegro moderato. =138, — e

."_ 2 N . - .
s s====—=—ane==sse ==
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This Sonata was originally written for the Pianoforte and Horn, but Beethoven
himself arranged the Violoncello part to it .

Being graceful and brilliant,this work requires the same clear and spirited per-
formance as the two former, but in a more tranquil time . .

In the second part, the first passage must be played with great energy,and each
first semiquaver strongly marked with the thumb.

Poco Adagio. S an, Allegro moderato, d=152. -
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The .Adagio moderately slow,and in an earnest, march-like movement. The Alle-
gro very lively (alla breve)pleasing,and brilliant .

§14 .
Soxara N°4. Op: 69. (svour 1810, by Breitkopf & Hirtel .)

Aufgro ma non tanto. J =1z . m

-
i — = e

. e
Movem ! e -— —— EQ@@' -
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PRGN N N ——

Although atta breve the time must still be moderate,(as is generally the case in
all that Beethoven wrote for the pianoforte in the second epoch,)and must be distin-
- guished more by beauty of tone and performance,than by excessive rapidity .
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This particularly beautiful Sonata,therefore,also depends especially on the ex-
pression of the melodies; though the passages,particularly in the development of the
second part, must be played with life and spirit . ' _

The runs from the 55t bar, and again in the last line, must be played with the

greatest delicacy,(the time being also strictly- preserved,) as the Violoncello mean -
while performs the theme , .

Allegro molto. J‘.—iws .

- 3 3 1 4 3 41 2 4 3 [
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Mavement . ﬁ I T H T T %ﬂ
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The ties in the right hand and the fingering placed over them, here signify
something wholly peculiar. Thus,the second note is repeated in an audible man-
ner with the 3 finger, so that it sounds nearly as follows:

4 3 4 3 'R 43
ﬁ e ——e— '::"—::?_:E &c
Ll 1 1 1 :’ y
= - v

L0V 7 =

that is, the first note (with the 4th finger) very tenuto, and the other (with the 31 fin-
ger) smartly detached and less marked: __ and so elsewhere. The 4t finger must
therefore glide aside and make way for the third .

The time of this highly humorous and characteristic Scherzo is very quick,and
the octaves as well as the passages of quavers, are very brilliant,and must be per-
formed with bravura. The Trio with corresponding life and humour.

Allegro vivace. o=s8.

7

Adagio cantabile . J\= 56 . —

g

Movement.

The Adagio very melodious and replete with feeling .

The Allegro remarkably quick and more brilliant than the first movement .
The quavers,with which the Finale begins, must be played particularlylightandstac-
cato; and it is to be remarked that, in Beethoven’s compositions, many a seemingly
insignificant accompaniment __. many a note designed only for filling up — ac-
quires an entirely different, and important meaning :

1t From the passage in which it is given as the melody ;

24y From the way in which it is afterwards developed: and

33y From the mode of performance which must be adopted from these causes .
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Thus, for example, the following bass notes %gg
| PE33EFEE3 |

afterwards serve for several varied and characteristic effects, while the other parts

develop the theme . ‘ . o
Many passages of this Finale must be played in a very animated and brilliant

manner; but in particalar the concluding passage,which must be performed with

constantly augmented effect,until the diminuendo which precedes the last eight
bars . '

- Sla.,
Soxvara N? 5, 0p:102. N? L. (puidliched abour 1817, by Simrock.)
Andante J=ss. Allegro vivace. J-‘l’é‘.’_\

Vo - &c' ) .
. (B .Eﬁ%
" Movem ! F e _}—s'f L‘ffl‘ N
. = lee s
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This, as well as the following Sonata, belongs to the last period of Beethoven’s
career, in which he no longer embellished his ideas by the ordinary effects of the
pianoforte,(as passages and the like,)but ordered the construction of the work in
its simple grandeur; so that the player must the more endeavour to impart to each
thought, as well as to each note, its full significance . .

The .4ndante must be performed throughout very legato and cantabile,with ten-
der feeling and sadness .

The succeeding .4llegro quick,powerful and decided,and with earnest , tragic
expression . -

Adagio &'=ss

_?

2™ Movement”

The Adagio very slow, full of expression,and in well regulated time . The fol-
lowing Andante, like the introduction to the first movement. The Finale lively,yet
not too quick, but with fire, spirit and gay humour .
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Sowxvara N°F6. Op:loe.N‘? 2.

Allegro con brio. d =152 '
/—-—-“ . /’———\
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Movem! f—5 - 'U&. R A .
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Lively, majestic,powerful and decided . The time by no means fluctuating, but
the soft middle subject with tranquillity and feeling .

| Adagio con molto sentimento. ¢ =60 .
"c;_'_’,-——-—-\ . /"'—_\\\

FiT=s SE==S=c=s=

e

1 ! 1 1

_Very slow and tegato, and with deep, pathetic feeling. The middle subject (in D ‘
major) extremely cantabite, soft and with expression . At the re-entryofthetheme,
the following accompaniment must be carefully observed: __

279 Movement ®

ten:

v’ <

N -ET-Ei-ER-E)
It must be very light, and be Elayed strictly in time,as the Violoncello, during
the same,performs the theme. The left hand must play more staccato .
This grand .4dagio is connected with the fugued Finale .

. x o=

A!!egrd.al»=s:i. B

The performance of this movement is difficult,so as to make it clear and intei-
tigible to the hearer, Hence,a continual staccato (except where the contrary is ex
- pressed) is necessary, as well as the greatest agreement between both players: the
time, also, must not be over-hasty. The piano, crescendo &c must be well chserved .
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Trios for the Piahoforte, Violin and Violoncello .
{7 Trios and 1 Quintett.)
§17.

Trio N2 1.0p:1, NP1 (published in 1795, by Artaria.)
Allegro. d=2ss .

Movem !

® 2op

H
= e _ ,ug

To be played with all that lively lightness, which is required in a brilliant ,
free and melodious performance in a very rapid time. Although the softer pas -
sages must be delivered with expression, no sentimental dragging must take place,
as the character of the whole is decided and energetic . The passages are propor-

tionably easy for the present day and are therefore the more suited to a brilliant
performance . .

Adagio cantabile. J:sa .

| I x\\hm

AN
gnd t ) ’__,.-' 3 __}L rji-d‘l‘:—— o . ::' E
- ———— =1L
Movem ¢ = P #:_-. » = . Z =
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~ Not dragging, but throughout with softness,delicacy and tender feeling. From
the 70t bar, the pedal must be employed during 6 bars; besides which it can also .
be used in several other harmonious passages .

Allegro assai. d. =126 .

VioE-d_',‘—'—_ \ Pianof:
1. 50 e e e e = ; .l! A -
PP - ¥ S R A

SCBERZO0. Q- — - - - . —e— ,F_,P_f" 1_: ﬁ
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Extremely quick and with energetic briskness. The Trio pianissimo, legato
and harmonious, in which also both the damper and the shifting pedal can be em-
]goyed - This is the first Scherzo in very quick time, _ a species of music of which

ecthoven was the original inventor;as.formerly,only the slow Minuet was usual .
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Presto.d— s2 .

ath ' Y. _r/'_'g ‘/.é.' .
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In the l.ivelieat,humoroﬁsly playful and brilliant time . The following passage,

in the second part,
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must be performed legatissimo and harmoniously, but always in time;in which also
the expressed swelling and dying away of the sound must be well observed .

§18 . |
Trro N?2.0p:1.N%2.

Adagio . 4= % Allegro vivace. s =132 .

'F'# - fen: . ten: .,-—\
sz e s e e
Movem ¢ f ’F | ' .
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The Adagio earnest and full of expression. The Allegro lively:thethémelight
and delicate, with dandling pleasantry. The quicker passages brilliant . In the
following passage, the fingering for the right hand is as here given .

e |

_34_21' 1

gnd

Movem .

- NB . The appoggiatura in the 3 bar is played thus: %

Thé-nob!e,high'ly feeling, and melodiously picturesque style of this Largo de -
mands a corresponding expressive, but by no means dragging performance .

s I
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Tranquil,not too quick, and more earnest than facetious . The T'rio more humorous.
Presto. J=ao .

oth Yioly I Jﬂ' " —~

Movem ! #i}; : :;':—_i‘l__d T== = = : . ﬁt .
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This Presto must be very quick, animated, light and brilliant, and rollon tothe
end, in an uninterrupted motion,with clearness and fluency .

519,
Trio N? 3.0p:l.N93.

Allegro con brio. d-=so.
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This Trio is written in a much more earnest and noble character, and proves
more than both the preceding, how soon Beethoven strove to release himself from
the ancient style,though he always observed and retained the regular form .*

The first movement must be performed impassionately excited,very quick , but
not precipitately. The middle subject (from the 58t bar) tranquil and with me-
lodious expression, but not slower . :

(We winust here make the generally upplicable remurk,thut there is u certain way of playing melodious
Pussages with greater tranquillity, and yet not perceptibly slower, so that all appesars to flow on in one
und the same time,und the difference would only he discovered by a reference to the beats of the Me -
tronome . An evident change of time must only be allowed ,where the Author has expressly indicated it
by piu lento, ritardando , or so forth .) -

The passages and loud parts must be pl?ed with fire and brillia.hcy. The pe-
dal may be suitably used in harmonious and moving figures .

* Unlike many modern productionn,in which all regularity of form is disdained,and consequently they are written in no style

whalever, Byt in carefully studying Reethoven’s works,it will be found that he never neglacted the observance of regular forms,
Altwgh he greatly enlarged their howrds |
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94. Andante cantabile. J\=w-1- .

mno e dolee. x\

g

. ; =
‘ L
219 vy vement v P_ & " | » | g il
- —1

>
.__IF ] F-

4

-

The theme cantabile. The first Variation with great expression,in which also the
turns must be distributed as follows: __

The 2rd Variation tranquil. The 38:4,rather more animated,the detached note inthe
bass and each sf being also well marked . The 4%, very plaintive and consequent
ly a little slower. The s, pianissimo throughout,and with the shortest delicate stac-
cato . The Coda in the time of the theme,but by degrees calando .

Quasi Allegra . J*::JS .

pa— T e
e I e B B s B i
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With easy humour, but not capricious . The Trio gay and lively. The octave-
slide,in the second part,to be played in the way we have already described in treat-
ing of Liszt's compositions, and of the Solo Sonata,Op: 53. Small hands take the
upper notes only,with the usual fingering, but very loud .

Prestissimo. Jarsa .
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Here also prevails that boisterous,impassioned spirit,which had never before
been found in instrumental music,and by which Beethoven far surpassed in effect
all former compositions for the pianoforte; for it is to be ohserved that he composed
these three Trios only three vears after Mozart’s death .
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It seems scarcely necessary to observe that this Finale must be played as quick
as possible,and therefore brilliantly, forcibly, and with bravura. But the softer pas-
sages afford every opportunity for the development of a feeling and legnro perform-
ance in the cantabite style. This is particularly the case in the middle subject,{rom
the 69 har)where the ascending melody requires also a beautiful swellingof thetone,
The accompaniment which immediately follows must be performed softly and lightly.
Similarly all in the second part. The conclusion becomes gradually more tranl&ull
and peaceable, and finally dissolves,like a dream,into the lightest pianissimo,but on-
lv a very little ritardando, and by no means dragging. '

§ 20 .
Trio N9 4. Opll (published in 1799, by Mollo,now Haslinger .)

Allegro eon brio .d=ss . .
—_— e ]
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This Trio was written originally for the Pianoforte, Clarinet and Vieloncello.
But Beethoven himself arranged the clarinet part for the Violin. It is equally as

spirited as brilliant, and requires an animated,energetic performance . In the fol-
lowing passage:

""N.-,,___\
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the right hand must play with emphasis, but the left,on the contrary,extremely pi-
ano and lightly staccato .

In the second part, during the arpeggioed chords in the right hand, the bass

must be significantly marked .
ey Eﬂ
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Adagio . Sess .

2nd ﬁﬁf =
Ve: -3" . .
Movement . m %
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This fine Adegio is so admirably suited to the effects of the pedal, that we
shall indicate where it is to be used, namely:bars 9,10,11,12,14,22, 24, 28,30, 51, 52,
38;39,40,41,42,43,44,41, 54, 57, 58,59,60,62,63 . It is evident that the pedal must on-
ly be held down as long as the harmony accords;consequently sometimes through-
out the whole bar,sometimes only during the half, &c .
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96  Altegretta con Variazioni .®
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These Variations are concerted for all three instruments, and written with all the
spirit which Beethoven could so well command for any known theme . _

The 1= and 3¢ Variation lively. The 4t tranquil and with expression. The 5o,
very brilliant . The 6t,soft,light and playful. The 7w,powerfully marked. The 8,
“ght and qu ick, but the bass strongly detached-(u must not be forgotten that the pianist rests
during the 27 Variation.) The Finale (9% Variation) lively and hrilliant .

s 21. -
Trro N2 5. Op:70.N?Q 1. (published in 1811, by Breitkopf & Hirtel .)
Allegro vivace ¢ conbrio . d=152. . | @4 b
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- The great difference in the style, spirit,ideas and development,which distin -
guishes the works produced during the second period of Beethoven’s career from
those produced during the first,is no-where more strikingly shewn, than when we
compare the following Trios (written about ten years later) with the former .

The originality of the thoughts presents a new world to the player,whose concép-
tion of these later works must be in so far different ,that he must think more of the to-
tal effect,in order to represent each piece as a characteristic picture,in which only one
grand idea predominates, without being diverted by episodial thoaghts,or cadences .

The time of the first movement must be very lively and decided . The opening with
great power and very staccato . From the 6 bar,piano; from the 13, with expression,
‘but always in time. From the 21 bar, forte, and afterwards ff,with the employment
of the pedal in each bar. From the 35 bar,the chords very legato and with great pow-
er. From the 44t bar, soft and with expression, which increases at the quavers. From
the 6271 bar, constantly softer and lighter, until the last 7bars die away in the light-
est PP and leggierissimo,but always in strict time . _ |

n the second part,the melody formed by the crotchets,from the 19t tothe 4% bar,
must be expressed somewhat orescendo in ascending,and then again diminuendo . From
the 35 bar, all very loud and excited; but particularly from the 55t to the 70t» bar,
‘where much bravura must be displayed in the skips. Inthe following passage:

oplpttienr oo, ,

3

4

.
"
(1)

* "

1 ) | — | 1 I

* 10 waes at the wish of the Clarinet player for whom Beethoven wrote this Trin,that he employed (he shove theme by Weigl
(which was then very popular | as the Finale. At a lgter periad he frequently contemplated writing another concluding move =
ment for this Trio,and leltin; the Variations stand as a separate work .
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the right hand must perform with extreme lightness and delicacy (but not staceato),

and quite independently of the bass. The left hand tegato, but soft. The erescendo

which follows afterwards must be well marked. All the rest as in the first part.
This piece is so regularly constructed that the player must not disturb the con-

sequent unity of the whole by any protractmn or dragging expression, hut all must
constantly flow onwards like a stream .

Largo assai ed espressivo. S50 .

e — —— - : ﬂ—

- - 1 E
Q’Ld ':-'; I ot . I“_-F‘\‘ N
tto v "
Mﬂvem.‘r n_pp T P v | L 4
E.“_,z_‘_-_ 3 i o P P ﬁ
A R — +
Ve \u ‘\‘——_—-—"'/

The character of this Largo,which must be played very slow, is ghastly awful,
like an apparition from the lower world . During it,we may not unsuitably think of
the first appearance of the Ghost in Hamlet .

The first 13 bars extremely legazo and full of expression,but strictly in time .
In the 14 and 15 bars,the pedal. The following passage light, but legato. The suc-
ceeding tremolando with the pedal,very crescendo,until the 26t bar. From the 26thbar,
light,but very crescendo, From the 31 bar,the bass gently murmuring,but the right
hand with great expression. The turn is distributed in the following manner: __

Bars 35,36 and Y constantly softer and also rather ritardando;(the last with thepe-
dal) . Bars 38,39 and 40,in time and very legato . Bars 41 to 44,with the pedal,and
as loud as possible. All the rest in a similar manner .

Presto . JV T~ . ‘-’T‘l
) coae s

grd I E —— : J E
Movement . P o ! ; "f{i I_I f-‘;’e“'-ll- |I f! {af:'\
=issssse= ===

Very quick, light, brilliant, gay and humorous . In this movement,the following
passage must be particularly observed :.__
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This must be played so light and equal,that it may appear like a free improvi -

sation; but yet so strictly in time that the accompanists may come in exactly at the
right moment .

n

f

g

0
LA

“ﬁ;: *’;33

Viol:
Veello,

§22.
Trro N°6. 09:70 NQ 2.,

Poco sostenuto . J~_—sa , .Affeg-ro ma non tr0ppo. J-=80 .

| " —

15t j{”;}"{:‘ﬁx ﬁ,-;; - %ﬂr‘:.ii f@%
o Y g e M T Wl

ST

The introduction moderately slow;the little shakes smartly marked;and,in the
14" bar, the triplets expressed thus:

so that even the second note is detached,and only the first played legato .
The beginning of the Allegro (which,also,is not to be hurried) must be very fle-
gato. But the concluding passages of the first part,very powerful and brilliant .
In the second part,the concluding passages (before the tempo 17°) with constant-
ly increasing ardour,until the diminuendo. The perfect conclusion, however, very

soft, rallentando , and with the pedal .
e

A[!egretto.r-_-us/.,g\\ s L =
and ﬁg{‘_ R :,331—‘ = v — 5%: » EE
Movement .. ’udol. _ﬁ e #F
- K — o — | oE
N 5 E =7
A strange combination of tenderness,capricious humour,and fervent energy .

'ﬁ‘.l-(}.i

88



99

In the 38% bar,the varied theme very delicate but in strict time . The following
passages,loud,and brilliantly marked . On the last recurrence of the key of Cminor,

the passages with the greatest energy, partieularly in the bass. The time is a tole-
rably lively (by no means dragging) Allegretto .

Allegretto ma non troppo. ¢ =125 .
Yiol: —

] 1 ! il j J #I_ .Iii_ 1] :

prom——— %&—H-H ——
¥ F50F T |
With deep feeling, but not spun out. In the second part of the Trio, the soft -

chords, leading to the key of E major, must be rendered full and harmonious byem-
ployving the pedal .

Allegro . J=r44- _ //"'—\
ath — A
Moevement . %E} -
- f X

PN AT _ N VN |
e ===

Brisk,powerful and brilliant, but not ton quick . The long passage from the com-
mencement of the second part requires to be well practised,as it must be played ve -
ry clearly and with energy. The following pianissimo demands a very light, fluent
and intelligent touch,which however must not be strictly tegato . The whole in a
steady time, without being anywhere spun out .

The entire Trio is not less grand and original than the preceding;but of a very
different and less earnest character .

§23. '

Trio N2 7. Op:97. (published about 1814,by Haslinger . )
Allegreo moderato . d =132 .

3m Movement !

itk

.14t o

v/ Tdotl, | 1 4: 7 o }i T T T =
Movement , F . Pt I,’—\E ff,.--""'—"'--..

e i por e S\ &
[ L N S R |
The striking and important theme must be played softly and tegato,and be well accented.
61797
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In the 33 bar,the little shakes must be performed with the following fingering ,

as the passage must be egato :
5{""""""""”""""""""~~~}“ loce.

&e.

Th

and, at each forte,the pedal must be kept down 'during awhole bar. The 47" and as®
bars,rather rallentando.. Then the middle subject (in G major) soft and playful .
In the second part,the 9t and 10 bars may be played as follows, by small hands:

| | Y
. ) LR b" L Eieed-
" .='

U.ﬁIW‘! "m = 'E

; (but legalo — not separated in two's )

From the 20 bar,begins the development of the first and second bars of the prin-
cipal theme, which must be well marked .

From the 38t bar,the Violoncello begins the development of the 34,4 and st
bars of the principal theme .

From the 48t bar,the Pianoforte begins the development of the 5t and 7t bars
of the principal theme,while the accompanying parts play the 3+ bar pizzicato in ca-
non,and afterwards repeat it in dimination. The whole of this passage musthe play-
ed extremely piano;the shakes in both hands,clear and equal;and the thirds in qua-
vers,very staccato. The subsequent creseendo,very lively,and energetically increas-
ing to ff . Then slightly ritardando,until the soft entry of the theme .

The conclusion with great fulness and power,with a full employment of the pedal .

f e
|
1

' Allegro . J.=s0. Vil R s - )

and Eigéﬁgt——-*———- - .iiilizé:é‘ = . =

Movement . U =1 _} —— "—Li &f;v_{ = JEH’-E_
_ pves . - 4 4 4

SRRy P TR . _Ji ‘l gj . __! J | J ‘J' i' -"I—i' -
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There is perhaps no work by Beethoven in which humour is so eminently ex-
pressed,as in the present Scherzo, which must be performed in a very lively manner;

and the player has here free scope for all caprice,within the limits of the beautiful .
Andante cantabile. 4=ss .

. cantabile semplice. i . : . — P
T e e e S e e e =

atin=a

T he holy, religious eharacter of this theme, calls for all the expression which
can he attained by the strictest legato,the finest tone of the instrument, and the
suitahle swelling and subsiding of the harmonies .

The 1% Variation entirely depends on a judicious use of the pedal; for,the low-
est bass note must always sound as the foundation,through all the harmonies be -
longing to it . Moreover,all must be legatissimo,and the shifting pedal must like-
wise be used,until the crescendo. __ The 2nt Variation rather more lively, very light, |
soft and staceato. __ The 3 Variation not less animated,very clearly,and by degreeswith |
increasing power.__. The 4 Variation considerably slower (¢ = s2). The right hand very e-
gato and full of expression:the left,soft and witha re-employment of the pedal ateach chord .

The conclusion of the whole piece highly expressive, and the following passage,
in particular,with the fategt effect: s N

e _;i%%ﬁﬁﬁi Eﬁf_' Leee i

1 |74 s
legutissimo,

Maovement .

We see that the fulness of the harmony here depends on the pedal. Thelast eight
bars constantly softer and slower. The surprising modulation into E flat,in the last
bar, softly and also with the pedal. Immediately follows the Finale:

Allegro moderats . J=s5.

ten. — . o+ tﬁj’h = ) r{.‘l"'—.—h‘“\ &} - '

. o B " 1

Movem?t ~ !J?b'l'. e - ®.a . I o . eSp.nes-s . > *--' 2 = T
= ettty

| B = 1 I i ”- 5

v =T i e
~ The first two bars short and powerful,like an unexpected question . T he follow-
ing lovely melody with tender, declamatory expression;more like speakingthansinging.

This theme ac}uires_ an entirely peculiar charm,when the accompaniment is uninter-
ruptedly continued by the left hand,during 32 bars,always equally staccato,lightly,and
in striet time,almost like the beats of a pendulum;whilst the right hand performs the

theme with all the expression which is attainable by the modifications of touch and of the
legato ., o

The farther continuation very ﬁnimated,brilliant,humorous,and with marked stac-
cato;also with a careful observance of the prescribed pedal . '

6197
91



102

The Presto,(in A major 6 mexsure ) very quick and brilliant (4.—ss), and the conclu-
ding passages with consth

ntly increasing power and bravura;so that the work closes
with all the energy of a dazzling concert-piece .

We must nominate this last Trio of Beethoven,his greatest; but only ahighly cul-
tivated player is competent to do it justice,when he has overcome all important dif -
ficulties with lightness,and formed acorrect conception of this rich musical picture *

§24: Quintett for Pianoforte, Hautboy, Clarinet, Horn & Bassoon .

(Also arranged by Beethoven as s Quartett with Violin, Viola & Violoncello .)
Op: 16. ( published in 1801, by Mollo, now Haslinger.)

Grave . J\= 63 . Allegro ma non troppo. J-_- 194 .

15t 0 _d. m 0 < - - - gﬁ ;‘ w P ﬁE '

. - = - -
Movem ! Ph.‘ T &e e i~ - : £ 5
H — 4 @'@7 ™ a—hizﬁl =
s

-

T he very slow Introduction in steady time, and the division of the bar accurately
adjusted with the accompanying parts .

The Atlegro with soft,pleasing and tender expression. The brilliant passage (from

the 88t bar) very marked and lively;and the skips with firmness and certainty. The
other passages brilliant, but never dazzling . '

Andante cantabile . J\=33 .

i = 2l !

v P dol.

2nd Movement™

Here, in order to vie with the wind instruments in the performance of the beautiful
me lody, the pianist must employ all his art of delicate and cantabile touch and expres-
sion . Without degenerating into a drawl,he must impart to the theme,by a suitable
swelling and by a very gentle diminuendo (particularly in the 7t bar)that utterance
of feeling,which in general characterizes all the melodies by Beethoven .

- The following passage (bars 35 to 40)

I Wl O Y e
A —— i T — N S . S W ——
Fdh M -~ - —

- — -

s
.
vt B e O ) O WY i Bl
(el e (Sata®
—- ~ — - — — — = - . —— —
- - = _—

must be played thus: _ the 1 bar,crescendo and accelerando; the 2 bardimin:and ra

* Resides the foregoing 7 Original Trios, Raethoven also arranged hix Septeft, Op:20,as a Trio for Pianoforte, Clarinella v

~Violin | md Vinloncello { abaut the year 1803 ) which wax published at the Industrie-Comptoir { now Hcmll’ngﬂr]n‘d,&venin thig
form,is of fina effect .
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ther rallent;;and the 322 bar,very piano and ritardando. Here also,as in all Beethover]’s
works, the pedal must be used in harmonious passages and at the proper place; parti-
cularly when a deep bass-note has to be prolonged .

Allegro ma non troppo . J-—_-ss . _
T —, ——— m

Mojei;nc. %M—é : : . —— j—‘_E
P A -

v (e =%

=T i

Gay and brilliant, but not precipitately,and by no means immoderately excited .

This work, also, possesses in its melodies and effects, a charm which will never
grow old .

TN

Iv.
The Concertos.

(7 Goncertos and a Fantasia.)

§2s5.
CoxceEnro N 1.0p:15. (publicked in 1800, by Mollo, now Haslinger . )

A!tegro con brio . J:u.
4. /ﬁ\ . ] .
i SE =TE
- ————
Fjﬁé = =35

1

With the present perfection of the Pianoforte,which,in power and fulness of tone,.
vies with the instruments of the orchestra,the performance of a Concerto is moreea-
sy and grateful,than at the time when Beethoven himself played this first Concerto
at the Kirntnerthor theatre,in Vienna (in 1301). We can now therefore produce ef - _
fects of which we had then no idea;and,in reference to the expression,we can now
also reckon on a much more accurate accompaniment on the part of the orchestra,
than was the ease at that period . : .

The first movement of the present Concerto must be played in a rapid and fiery
manner, and the passages, which in themselves are not difficult, must acquire an ap-
pearance of bravura through a brilliant style of playing — which, as is well known, .
is practicable even in easy passages. The melodious passages present ample oppor-
tunity for expressive playing, but they must never be rendered dragging,as the cha-
racter of the whole is decidedly lively. The return to the principal theme (after the
second part) consists again of the octave-slide, as in the Solo Sonata Op:s3,and small
hands may therefore take the run in single notes, but with increased rapidity in or-
der to extend it eight notes lower. : - '

In quick passages the player must not forget,that some of the orchestral instru-

. ments are mostly employed, which either accompany, or perform a melody. Inperform-
‘ance, therefore, we must not allow ourselves any humorous discretion,as in playing a

Movement.

6797
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Solo.piece, and,at the rehearsal,all that is necessary in this respect must,in every case
be fully determined on. In the concluding tutti oceurs a pause,(as in all the old Con
certos,) after which the pianist has to play an extemporaneous cadence . Those whoare
unable to extemporize, generally prepare themselves for this embellishment beforehand.
The cadence must be formed from the melodies and passages of the Concerto itself,

and be in a manner developed,in order that it may agree with the character of the com-
position . * o

Largo.J=.s§. //,-———
gt o Y —_
2’1‘1 A }""F_:%r == ﬁ‘j > O N

'y -

Movem?! P | | :IE = = _' t | : ]
%%—Fi = = ﬁé\_j.,/a = 5

This Largo is alla breve,and must consequently be played as atranquil Andante .

The noble melody must be performed softly, but with the most cantabile expression,.
and the simplicity of the passages must rise above the accompanying orchestra,by means
of arefined tone and elegant delivery. The subsequent variation of the theme. —

cantabile ,_— — m
f _ : )
! AT E—| - __‘ [ kl i_ 1 1 & =

Lee %m .
- 1 - 'II ‘I 'Il |

o 4 Lt

aa..r;-i;'f.,iiL-i..J T T e e e |

must be well observed. The melody must be played very tegato and with perfect inde-
pendence, while the triplets in the middle parts are lightly and equally detached, and
the deep bass notes significantly marked. The character of this beautiful piece is a
holy calm,and an elevation of the soul to the most noble sentiments,expressed by the pu-
rest harmonies and by the most feeling melody, which the player must always bear in

mind during the performance .

Allegro scherzando . d=12 .

ot R T
and ——@ g e p———

Movem! .
) - %_ — S !
ﬁgt tIrrer ExE :
~ In this theme,the two semiquavers are to be so played,as to detach the second of
them, and by no means to umite it with the following quaver . .

)

Rowxbno.

-.:f
T
ﬁf
h&f&}

* On this subject see our“School of extemporaneous performance’ 0p:200 {‘pu'blisl!ed by Mess ™S Corks & C0) i,
which an example of a cadence to this Concerto js given . Mareoversanother cadence to this same Coneerto has alse been pub—

lished by Haslinger . 6797
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Hence, more thus: than thus: 7o The left hand in the same way.

=R
This Finale is extremely gay, lively and sportive,and must always preserve this cha-
racter in a rapid motion. The middle subject (in A minor,in the second part ) must
be played very staccato and humorous,and be energetically marked . _
The concluding passages with great ardour; the following piano,gradually railentan-
do; and the little cadence with extreme delicacy;after which,and the long pause, the or

chestra energetically terminates the piece .

§26. o |
Coxorrro N? 2.0p:19. (published in 1801, by Kiihnel .)
Allegro con brio. Jd—152 —~~

Tutti. : Solo. 24

?I + - -
. x| E:F:E:_ —— _r_I-T—T
15! LS — I
~ P

il.. e e i ‘ ﬁ = ﬁ = i

To be performed in the same gay and lively style as the first movement of the
foregoing Concerto,though rather slower .

—
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In the following passage: JIV ¥, :
It = . ,

i —— =%

v l

the bass must be marked with particular energy. Subsequently,the right hand in
a similar manner. ' :
At the end,a Cadence must likewise be extemporized .

Adagto . Poss. i
Solo. — - -
3 } £ . 0 4 A 1 _’__
ond 2 i e T
7T e

Movemt P f"l A : -—
s et =
This .4dagio may be compared to a dramatic vocal scene,in which the most heart -

felt sensibility manifests itself,and the performance must be in perfectaccordance with
the frequently concerted orchestra .

W
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: . &c.
passage:

e A | S T Wl e g v W B
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- RN~ N --'_.T__. " p—— —

must be played very lightly and harmoniously;and the triplets,of which it consists ,must
be brought out clearly,but not staccato., 'The next passage:

. . . ' S - "
P ) eresc. &'c—*

must be no less well rendered by the tegatissimo,by the firm striking of all three parts,
and also ]hy the erescendo .

Allegro molto . J.—ns.

Solo.
3rd 2 2 ——— - 2
. F:%ﬂ

o

Roxpo . Q3 - )‘t.

AN
Y

IP’

. Very gay, light and brilliant. The double ahake a.t the end must be played with
the following fmgermg g2 .

§27.
Coxorrro. N'? 3.0p:87. ( published in 1805, at the Industrie Compr now Hastinger . )
Allegro con brio ., #=144 .

Al Tuthi. ( al — Aﬂ.
#——7‘ TR - " W A -
15t %% . '

37 = bt ! -—__.'I-I--

ik

) ~
:j I :? 3 . L"_Y- : ﬂl
= = o L
#e



107

The style and character of this Conceto are much more grand and fervent thanin
the two former. After the long pause at the end of the tutti, begins the Soloinastea-
dy,but not too rapid time,with energy and decision. The chords in the following pi-
ano are to be played arpeggio, with expression and rather rallentando . Thesucceed- |
ing triplets tegato, intime,and the right hand with great expression .The following pas-

sage: . ,{»ﬁ
L % . fﬁa@.hﬂbﬂb )

'3 E £ &ec.

i et e B
et S M
: : ~—

“with much feeling,in the right hand:in the left, light,and the lowest note of each trip -
let always marked and staccato, but without disturbing the uniform rapidity of the
triplets, and without influencing the performance of the melody .

In the succeeding passage,the fingering and performance 1s as follows: __

4594 494 o
21 121 4
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1
the lower note in the left hand being always strongly marked . The middle subject,in E

flat, tranquil and full of soul, but in the latter bars, the bass very powerful . The passages
clearly, and in strict time; subsequently,in the chord-passages , with the pedal . ‘

l'\r'm

o

- The second part accurately concerted with the orchestra. The triplets,in D flat, |
very soft and legato. The entry into the principal theme,in a fiery manner, and each |
ascending bar with the pedal . -

After the extemporaneous final cadence,the Solo ( concerted withthedrums ) a-
gain immediately comes in pianissimo,and with the pedal in each bar. The conclusion, |
~-in a bustling and energetic manner. | ' |

274 Movement . Largo . }z 66 .

_Beethoven (who publicly played this Concerto in 1803) continued the pedal du-
ring the entire theme,which on the weak-sounding pianofortes of that day, did very
well, especially when the shifting pedal was also employed . But now,as the instru-
ments have acquired a much greater body of tone,we should advise the damper pedal
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to be employed anew,at each important change of harmony ; but in such a manner that
no cessation of the sound may be observed : for the whole theme must sound like a
holy, distant and celestial harmony. The same applies to the grand arpeggio - pas -
sage (in G major) where both pedals must be used . It is scarcely necessary to re-
niark,that all must be played with an almost enthusiastic feeling,(but still in strict -
time,jand that the more rapid embellishments, and particularly the final cadence, must
be performed with the most expressive delicacy . This mode of performance isthe more
requisite, as the key (E major) is so unrelated to that of the first movement .

Allegro |
—
3'31 lj ‘-',. .I. | —— . . * N /ﬂ-'—\
k P—

o (e e e ety
oemnr. J#P . = {f s‘f .'
Rowxno. % = . . '

| e e

The theme of this Finale,although plaintive, must be performed with artless sim-
plicity, without being spun out,except the last three bars,which are to be played ri-
tardando and with humour. The following cadence must be Presto and brilliant .
The further continuation,brilliant and strictly in time. The middle subject (in A
flat) soft and harmonious; the melody, with tender feeling, but yet not dragging. The
Presto (in C major, § measure, #.—112) very lively, brilliant and rushing .

§28.

Coxcerro N'?4. Op:.sﬁ‘. For Pianoforte, V'iolin and Fioloncello concertante,with Orchestra.
{pu'blis‘had in 1807, at the Industrie Compt: now Haslinger )

Alle . J= ) SO‘O?/"_"\
= i E : erfr s
<z e
15t Movement r'/ Tuut. & ¥, dol, == —~
= . L A ' X e £
= (==K

Sy T

This Concerto must naturally be well studied with the two concerted accompa-
niments, before it is rehearsed with the full orchestra. The pianist must therefore
render the melodies and passages which are assigned to him,in a clear,brilliant and
highly expressive manner, but still in perfect accordance with the accompanying in-
struments . The style is grand,and the time tranquil .

Largo . ﬁ::m . d—104. ﬁg /’_\\
£ - LA £
374 Movement. # . =ﬂ -.‘Fﬁ — "F F :
ond . ROXDO iy . 7 E
. F1XALE crese.
Mﬂuem'.t - ALLA P
OLACCA . o<
roLA .‘_.‘W R e

The passages in the Largo,soft,light and harmonious . The Finale serene,plea-
sing and brilliant, in a lively Polonaise time .

-y
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§29.

Coxcerro N 5. Qp:58.(published in 1808, at the Industrie Compt: now Haslfnger )
Allegro moderato . J— 116 .

Solo. h“ —
|

- __! e s e B l N R
1<t 3; = :3-1 : = =
ovement . of. ~.™ S — {.gf‘-b /_,/——"—.*—-\‘
Movement v — P: i&% o _ %_;_"'—E——-—E
=T A

With this Solo the Concerto begins,and the tutti follows in the 6t bar. The cha-
racter of the first movement _ which is as beautiful as it is original _ is calm, sim-
ple and agreeable, almost in the pastoral style; but the performance of the same is
-considerably difficult,as the Pianoforte part is very closely interwoven with the or -
chestra, and the player must have regard to this nearly in every passage . A strict
preservation of the time is therefore essentially requisite,and the expression chiefly

depends on the light,clear and accurate performance of the various difficulties in
which it abounds . The following middle subject:

N A TN
1 T rr—
dol . |
P e R e .f—-\‘s‘c'

_mir'st be played very soft and light,but so that té second_semiquaver in the first two
bars may he smartly detached,almost like T &ec;the pedal be-
ing always used for the following shake .

\-—'-.' - o - Coe ‘.
I - % % %

'« RTELE . oy
TR S A N——
" —— »

| The : : &c very goft
passage . PP+ "= ""I’:_F‘\-“' 1* b x » . and (legato.
= -

The sucéeediﬁg ttiplet-{)assage with-iﬁcreasing brilliancy,and the bass well mar-
‘ked . Inthe beginning of the second part, the following passage :

4 — :
by £z F in
Wﬁ*w&c
.} o M L | I : 1

Mmust be played extremely legato,soft and equal,with the fingering here given .

.
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The succeeding passage,very powerful and brilliant,and the bass partlcular]y mark-
ed;in which,also, the pedal co- operates 5

The - : : _ _
theme - LA A in the first two bars,with the greatest energy .

i

The following
passage

— &e. pianissimo, light and
harmonious .

(4
z)
<
BN
N
¥*

- The concluding shake,with the subjoined fingeringt

For the Cadence, the numerous beautiful subjects and passages of the Concerto may
be employed in the most interesting manner. The Solo immediately following , with
the greatest delicacy, and the last eight bars cresc: with the constant employment of
the pedal, until the powerful conclusion .

It requires several very careful rehearsals with the orchestra, if the skilful pia-
nist would worthily deliver this Concerto in public;and his performance must partake
considerably more of-delicate lightness and fluency,than of actual bravura .

Andante con moto. ¢ =84 .

{ All the Solos with the shifting pedal } ' Solo '
Gl ' | N |
L . - - O - p—

gnd IS ’——o ﬁ
- 48 20lto cantabile. . &c.
Movem! _ o F 2 o = —.’—F 5
3 _.E— —t 1 1 : h_
— . _.i_ ir : ] 1

In this movement, (which, like the entire Concerto,belongs to the finest and most
poetical of Beethoven’s creations,) one cannot help thinking of an anthue traglc
scene, and the player must feel with what intense,pathetic expression his Solo is per-
formed in order to contrast with the powerful and austere orchestral passages , which
are,as it were,gradaally withdrawn. All the means of cantabile expression in the me-
lody and harmony must be here called forth, and it is only during the shake that the
- power of tone rises to the highest degree,in order to die away again to the gentlestla-

ment. It must not be played too slow: though the pianist may restrain the time rather
more than the Orchestra. It produces a good effect when, after abrief pause,the Fi-

nale immediately follows .

Fivace . J— 138 .

Movém ! ﬁﬁ

- Roxpo,

Solo. . —_— = s
rd
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For,the mysterious opening of this 3 Movement stands in a certain connection with
the foregoing,in order to complete the picturesque design, which is also the case in
very many of Beethoven’s works.

The Solos of this Finale are so offen interrupted by the orchestra,that the great.
est care and aceuracy are required on all sides,in order,by a well-studied combinedef-
fect, to produce a whole that may be intelligible to the hearer, . :

The pianist has here therefore,in particular,to observe a strict keeping ofthe time
and great accuracy in coming in. Moreover,this movement must be performed in a ve-

ry lively, humorous and decided manner,and the pedal is often required in order to
complete the effects .

The following passages must be well marked:
Y

. - ?ﬂol f—h\li B
= Clterndy it
e
Il e B — T
S T . " .
*

. - " L - s 5’ U * D s “.. . ~ : =
4 2 qu'l .......... e 419‘50_ 52
14 ! 1 4 £ 3 5 4‘-"-,‘ e .2 < ’
A . - 1 ™~ L] g5
- w T > Iz .
and the annexed > - ’ is here the
. » & .
fingering: ﬁ_ if Emﬂnst certain.

The Cadence must not be long, but it must he connected with what follows .. The
succeeding passage :

o VN A SV A |
—————
s

_ — ﬁl &c.
%ﬁ — |

must be very light and harmonious,and be brought into perfect accordance with the
orchestral accompaniment,by a clear and brilliant touch, The Presto very quick,
~ (d =100)and,in the concluding bars, accellerando .

hi

=
g
A
A
=

§
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CoxceExro N9 6.0p:73.(published in 1810,by Breitiopf & Hartel .)

.r"”ng"l'O = —~—

a tEmpa.J-_—lsz.
. 5
Y Solo.

) 158, 1 Tutte, == 1
o 1 ¥ ! !
S Kntey |32 N oAt o ;
JI. inta the ~~ i =
Mouvem ' Tlgj:t. Theme = P f .
= T o ——

I
In this grand Concerto, the pianoforte begins with three very powerful and brilliant
cadences,which must be played in a noble style, and each of which is preceded by a sin-
gle chord given by the orchestra. In the third cadence,the more tranquil passage must
be played very legato and ritardando,with great expression. From the lastthree chords
of this cadence (at the a tempo) the orchestra begins to count the time,after which the tue-

ti commences in a majestic,but not too rapid time . The Solo begins piano,but clearly,
and in a steady degree of movement .

The theme, very legato and with expression.
ﬁ?_‘f.-" """""""""""""""""""" memmsssoosssosmsmmm=-

The following 5' = f'tdt %—dﬂ— =% must be very

passage powerfully marked

reiz1 212151 21
7424 34 34 % a3

The succeeding passages,with brilliant hravura,but in strict accordance with the
orchestra .

The
passage

(e | S N .y . I

WAL A A L AN A
ST S S 1) . S S e
e — M

very soft;the right hand fegato;and the F sharp to which = is applied,always rather
marked . The left hand,light and short . The following passage,in C flat major, very
harmonious ,with the pedal exactly as indicated . The right hand,piquant and withexpression.

G A A _~ A% AN s AN
In the \FEE2rEes s _ =kt
passagedf'-ﬁl.{f ’_Hu‘ff I—H-HI..EHL-
| D (e e T  Arara s, G,

___.LV__.-.‘_HLJ i o = T

the two quavers in the right hand, marked AA,must be quite equal and detached,indepen-
dently of the triplets in the left hand;so that the second quaver is struck between the

second and third notes of the triplet. The left hand,extremely loud and marcatis -
simo (martellato) . '
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In the second part,the A note
in the following passage

. _ 542124.2 {,2‘*“24'2
must be powerfully marked in both hands . 3

The succeeding chords must vie in power with the orchestra;so also the octaves,
which, however, subsequently decrease to pianissimo and rallentando . '
: After the last pause,the Solo follows immediately(without a cadence) in which the
- soft passage, in particular, at the entry of the horns, must be played in a very harmo-
nious manner .* -

The conclusion with impetuous enérgy and bravura;hut the passage:

—

PP
very piano in hoth hands, and with the clearest lightness,but not at all legato .
Adagio un poco moto . J= 60 . Solo. F.a ."\\ =
| Tt Ve
PYTI |2 i === = i =
AT F it e =
Movem ! i . - |

When Beethoven wrote this .4dagio,the religious songs of devout pilgrims were
present to his mind, and the performance of this movement must therefore perfectly
express the holy calm and devotion which such an image naturally excites. The.d-
dugio (alla breve) must not be dragging, but it must be played nearly always withthepe- |
dal,where an harmonious effect has to be attained . In the pianissimo,the shiftingpedal
must be also used . . :

- The following ) FF—r—— il gl =00 1ygt be well practised, as each hand must
passage: [ ﬁmt independently of the other.
— S St Py
-;:h::;—.-:;- 1 'P:- - 1t

A - ) — - - -

The subsequent varia-
tion of the theme:

nishes in the pianissimo. The last two bars,Solo, in E flat, must be played o, but in
strict time . After the last B flat, which is somewhat held on,the Finale enters in a
quick -and powerful manner : :

¥ By the word harmonious, we particularly mean an accurate employment of the pedal during the conlinuance of 3 gonsd -
hant harmon )
v 6797
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374 Movement.

Rowxpo.

5
The 9t and 10" bars,with expression and somewhat ritardando . The 11th bar again,
powerful and in time . -~

=
In the 12t bar,the following must be JIf—5 P % . :%
particularly expressed: sf* EiE'Ethm; is, the melody, :
- - -
as these notes are afterwards developed .

The soft passage in the next Solo,very expressively, and rather ritardando;sub -
sequently, however, accelerando . _ ' '

The passages, as brilliant as possible,with bravara and humour. 'The develop-
ment of the theme,in the second part,very delicate,and with a constant use of the pe-
dal. The concluding run,in E major,very powerful and brilliant. Thepassagesin E
minor, with extreme bravara . , .

At the end, the passage in which the pianoforte is concerted with the drums, rizar-
dando, must be well practised . By means of the pedal which is here required the lower
E flat sounds as the ground bass. At the conclusion of the powerful run,the orches-

tra must come in exactly with the highest K flat . The whole Finale very lively,fi-
ery,and brilliant .

MB . In the latter Concertos of Beethoven it is most advisable to conductthe orchestra from a separate

copy of the Pianoforte part,as the mode of perforrmance caunot be gathered from the part belongingto the
Violin . : ' ‘

_ - §31.
Coxcerro N°T. Op:ﬁ'l.(published in 180§ ,at the Industrie Compt: now Haslinger )

Allegre ma non troppo .= 125 .

o4 Turti. _ OHOiﬁ?J ] \|

7 e e B — E
‘ ![l! Ll :__‘}
1= </ . e | 1
Movement . Tymp: —_— i . a‘“‘;’ ~ -
= = - ! 1 n ll&_ - p—
——s — — =
o 4 [~y I~ C

~ This Concerto having been arranged for the pianoforte by Beethoven,from the
Violin part,we content ourselves with the remark,that the pianist must endeavour,
as much as possible,to imitate the effect of the original,by a fine and powerful tene.
a pure delivery,and a brilliant performance of the passages .
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Larghetto J—s0.

. Tutti. —
v, : % % %;
24 Movement . pp
s — ‘_"__J_I_._ __: 1]_ - ;l . .Jl-
v
To be played with great delicacy and feelmg
J = [0
Y- ‘I'I}. “-,"‘ Y - N N 1
3[" Movement . : : = [ . — o
P j___-_/' * “%——/.
RowxbDo . ~ :
| — |

Very lively, gay, and brilliant .*

532.‘

Fantasia for the Pianoforte,Orchestra & Chorus . Op:so.
(published in 1810, by Breitkopf & Hirtel .)
15t Time
Adagio .

P Bola, |

O T
."k‘\h..-.-‘ - e

L | NSt T

-u_'A'I'.‘-F . i

3%

sf poco accel: poco rit:

This colossal and difficult Intreduction must be played with the greatestexpres—

gion,and with constantly increasing, energetic bravura. In the following passage,
in particular,

.
I.v"'l- Anra-r -r—___—"'ﬂ-“_--_
2§ v = w3 .—--. ™ B o 1 o |
—— .

the theme must he well marked with the thumb of the right hand,whilst the demi -
semiquavers in the upper part,as well as the bass notes,are smartly and powerful-
ly detached . 'The last bar (before the pause) ritardando,but fortissimo .

* Ricthoven compnsed this Concento (peéhnps his greatest and most beaulil‘ul) in & very shnrt time,in the year 1848 For

the Violinist Franz Clement, by whom it was performed, searcely two days after jis completiony with the greatest ¢ffect
** rhis laet quarter af the bar has been erroneuusly omitted in all the editions

ﬁ!y.‘

105



116 '
Allegro . J: 138 .

“~ -
4 13

G = = SESies J“ﬂ{ “Lr
E’idnmf’ . T"rr”’ X ) - . I . ' h_gr :g h,S'
= . E P— — - bl —H:
by ' T omv

As the time is not counted hy the orchestra in the foregoing Introduction,we must
here make asign to the conductor that he may know when to begin .

The solos before the pauses must be played in the recitative style,and with ex-
pression . :

Allegretto . J- 5.

Solo. _ . Thema. ——~
mooL . —. iiﬁ I ‘:._'.I\t ——
j? :{L * dal. ~ M
[~ .
e

The Solo commences in steady time,and the theme is played quite simply, with
the most cantabile expression and natural feeling;and,in the bar before the pause,
rather ritardando . The cadence,light,quick,and soft. The following aceompani -

ment,piane and detached. The subsequent passages, brilliant; and the last ca -
dence, rushing into the next degree of movement .

Allegro molto '_.?'1 =138 .

4" Time :

The whole of this movement very powerful and fiery, and well combined with
the orchestra. The subsequent melody, and the accompaniment,soft, but afterwards
crescendo up to bravura . The cadence-shake, greatly prolonged,and connected with

the Adagio mq_non troppo s

P
- C:ar:p.\ v = |, u

This variation,very delicate,and the embellishments with much lightness, but
all strietly in time: in like manner the concluding shake,as a transition to the

5th Time .




W . Tuiti, . ' 11 7
s =f5E LI rre oy P |

.J,—.w -

6t Time . J AN ?‘:
ST EE e

o dddd

h Bussi
Corni . *

In this introductory passage,we must take great care that the last chord of the Solo,
m the first bar,comes in exactly with the orchestra. The whole theme with great pow-
er and in a military style, but mot precipitately. The succeeding legato:

| aE : T’

extremely tranquil, with the shifting pedal, and connected in as soft and cantabile a

manner as possible, but in strict time . The following pauses,very loud and brilliant.
The Allegro, as above,in the 2nd time . .

Allegretto ma non troppo,

. uasi Andante con moto . ﬁ ‘@—‘@ m TN
.Ex'w. ﬁ ﬁ : — —

S e % Rf—a
% & L ff .

Tth Time:

Ped.

1 = —
T =
From here, on a signal from the conductor,the Chorus ( which has hitherto been
silent) begins to count,in order to come in at the 12 bar. Up to this 12" bar,we ad-
vise the pianist always to strike the first note of each bar louder than the rest,so that
no doubt may arise in regard to the time . For accuracy in the combined effectis here
difficult,and the least mistake (or ritardando by the pianist ) may occasion the great-
est disorder. Hence,also,the time must be strictly observed . The staccato accom -

paniment must be played in a very piquant style, but softly.
_Prestgwé=fs . '

8t Time*

|
[0 )
S

_ _ - - 9

From here to the end,all is bustling and powerful . Tt is almost indispensable,
that the pianist should not only make himself well acquainted with his own part,but
also with the Score of this work;as the frequent change of time renders the per -

formance very hazardous. But,on the other hand, when played with success,this Fan -
tasia is unique in its kind . :

£797
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§ 33 . CONCLUDING REMARKS.

On the intellectual conception of BeeTHOVEN’S works .

If several good actors had to represent the same character,(as, for instance , Ham-
tet,) each would mostly differ from another in his conception of it,in many of the de -
tails. Thus,one would chiefly characterize melancho!y, another irony,a third dis -
sembled madness &c: and yet each of these representations may be perfectly satis -
factory in its way, provided the general view be correct . |

So,in the performance of classical compositions, and especially in those of Bee -
thoven, much depends on the individuality of the player; (who is presupposed to pos-
sess a certain degree of virtuosity; for,a stumbler cannot think of intellectual
conception.) __ Hence,one may principally cause humour to predominate,another ear-
nestness, a third feeling,a fourth bravura,and so on; but he who is ahle to unite all
these, is evidently the most talented . :

There are, however,important conditions which are indispensably necessary, and
upon which everything else dependa namely —_

1t The right time .

24!y The accurate observance of all the marks of expression, which Beethoven

particularly in his later works, has very carefully indicated .
33 The thorough mastery of all difficulties,and the cultivation of a good exe-
cution in all respects,which must have been previously acqmred by the
study of other excellent composers .
With the application of these three necessary condltmna we cannet fail in seiz-
ing the spirit of Beethoven’s works .

We have everywhere endeavoured to indicate the exact time,both by Milzl’s Me-
tronome and by words;and the observance of the same is certainly of the greatestim-
portance, as the whole character of the piece is disfigured by a wrong degree of
movement . '

The observance of the other two conditions depends on the care and attention
of the pianist .

The higher intellectual conception can only be acquired, even with innate ta-
lent, by an intimate acquaintance with all Beethoven’'s compositions,by means of
- an experienced teacher, and by the ohservance of all that we have endeavoured to
point out,to the best of our ability,in these chapters,and in ag minute a manner as
the extent of the work permitted:and should the present essay lead to no farther
result than that of directing the attention of the pianist to all the master-pie-
ces of this immortal composer,we shall consider our efforts amply recompensed
for even many of his admirers scarcely know the half of them .

67497
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§ 34 . When a pianist has already studied a piece in his own way, in a self-elected
time,and has thus become enamoured of it, he finds it difficult to admit another time
and style of performance,even though the latter be better and more correct. It may
therefore sometimes happen,that many players will not immediately agree with the
directions and the indications of the time here given, This arises very much from ha-
-bit,and it cannot well be controverted; because, for instance, many players who are un-
able to command facility and bravura,content themselves by performing the most ani -

mated pieces in a tranquil and sober manner, and deem this the proper way .

 But in the present case there can be only one perfectly correct mode of perform -
ance, and we have endeavoured,according to the hest of our remembrance,to indicate

the time,(as the most important part of correct conception,)and also the style of
performance, according to Beethoven’s own view .™

§35 . -On Beethoven’s Vocal Compositions .

Beethoven wrote a great many songs and ballads,(chiefly to German words,but
some also to Italian)so that their exact number will,perhaps,be only first ascer-
tained by some future complete edition of them .

To the most important belong: . Adelaide, (pub ¢ about 1799); Liederkreis to a dis -
tant mistress, (about 1814 ,0ne of his finest works); The Quail’s call,(about 1804); The blessing
of friendship, (18300); an Italian Terzets,( about 1814); several collections, published
partly by Haslinger, and partly by Breitkopf & Hartel, daring the years from 1so0s
to1810;and,besides all these, a great number of single songs, canons, &e: We cannot
fail to be astonished at this inexhaustible richness in melodies,as original as they
are beautiful, of which even the shortest songs afford a proof .

In order to accompany these songs in a suitable manner,even the most skilful
pianist must not trust to chance. The accompaniment,which is often difficult,must be
as thoroughly studied,as any Solo;and the knowledge of Beethoven’s compositions ge-
- nerally,as well as a spirited and delicate performance,are no less requisite.Although
the time must be partly regulated by the style adopted by the singer, the accompanist

mus?t previously consider the same, and adapt it to the sense of the words and the spi-
rit of the composition . - :

If,at the period when, Mozart and Beethoven publicly performed or directed their works, the extremely simple idea had eo—
curred to any one of indieating by minutes and seconds the exact length of time that each composition fuok to perform,we should
now have an authentie standard chowing how fast every piece should be played -aceording to the will of the author ,

: And why
should not this be henceforth adopted? We cannot ealeulate on évery one possessing a Metronome . But when thepla

yer knows,
for example,that a piece must last B ; minutea, he will be able to ascertain exactly, on the second or third time of playing it ,

how fast or how alow the degree of movement muat be, in order precisely to oomplete this time, The like advantage will alsobeex—
Perienced by the director of an orchestra , And ay time is,and ever will be,the same in all places,such an indication, by  the ot~
thar himself, would be intelligible to the remoteat futurity . While we wmerely mention this idea in a cursory manner, we still

flatter ourselves that the same may be eventually takem up and acted upon.. It is well known how often the degree of movement

is mistaken; especially in public pecformances. It is evident that,in great works, a deviation of a few moments may accurjas the

nature of the loeality,or of the orchestra,&e: must often excuse a slight difference ,

£79%
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“I'50130 Eili}}ﬁhé{g];hjil?m UT 3009 Sonare flir Klavier und Violine a-Moll D 383 (op. 13742)
B LT 50004 Sonaren flir Klavier und Violine
CHOPIN UT 50057 JTrockne Blumen® fiir Klavier und Flite D $02 (op. post. 160)
‘T 50100 Balladen UT 50063 Walzer und Deutsche Tinze
T 50205 SEmeliche Etii
T 50058 |mi'rl'u.‘rit‘lpemsl e SCHUMANN
T 50065 I T UT 50049 Album fiir die Jugend op. 68
T 50005 21 Préludes op. 28 UT 50059 Arabeske op. 18, Blumensifick op. 19
T 50061 Scherzi UT 50098 Davidsbiindlertinze op. &
U'T 50038 Fantasiestiicke op. 12
CORELLI UT 50140 Kinderszenen ap. 15 (Neuausgabe)
T30235/36  Vwolinsonaten op. 5,  Bde. UT 50014 Papilions op, 2
UT 50237 Sonaten Hir Viohine und Klavier, Bd. 1
T 50082 g_FBU.SSY UT 50066 Waldszenen op. 82
2 ildren’s Corner
T 50083 Deux Arabesques TELEMANN
150105/36 Préludes1, IT UT50187  Fanmsien fur Flte sola
T 50084 Suite bergamasque
T30173  Syrinx TSCHAIKOWSKY
D VOR.AK UT 50134 Kinderalbum op. 32
T 50162 Sonaune op. 100 WIDOR
T 50244 Werke fiir Violeacello und Klavier uT s0179 Svmphonie Gothique

Ye Reihe wird fortgeserzt / This series will be continued 600 1X/ 2005






COMMENTARY

Reference to publishers and to dotes of first editions is made only where Czemy is in error. Czemny's
musical exemples contain numerous minor inaccuracies, the most important of which are mentioned in the com-

mentary .

For purpeses of comparison, we reproduce ali the metroname indications from the Simrock edition of Beet-
hoven’s sonatas ("revue, corrigée, metronomisée et doigtée par Charles Czerny"). 1)

P. 30, 8 39

P.32, 88

P. 32, Op.2/1

P. 34, Op. 2/2

P.36, Op.2/3

P.38, Op.7

Czerny did not include the so-called "Easy Sonatos" Op.49/1 and 2 or the "Sonatina” Op. 79
among the piano sonates.

In his youth Czerny had not yet made this scrupulous point of view his own. In the Wiener
Musikzeitung of September 20, 1845, he related the following experiences:

"In 18123) | played the Quintet for Piano and Winds at one of Schuppanzigh’s concerts; with
the frivolity of youth, | took the liberty of complicating the possage work, of using the higher
octaves, etc., Beethoven rightly reproached me severely for it, in front of Schuppanzigh,
Linke and the other players. The next day | got the following letter fram him, which | tran-
scribe exactly from the original in hand:

Dear Czerny, (Vienna, Februery 12, 1814 ?)
| cannat see you today, but | will come to tatk fo you tomarrow. I simply lost control yester-
day, and | wes sorry about it os soon as it happened. But you must forgive it from a composer
whe would rather have heard his work as it is written, as lovely as yourplaying otherwise was.
However, | will make loud emends for it when the Violoncello Sonata’s turn comes.4) Be as-
sured that | have the greatest goodwill towards you as an ortist, and will try to attest to that
ailways.
Your true friend Beethoven

Mare then anything else, this letter cured me of the craze for taking liberties of any kind
when performing his warks, and | wish it would have the same effect on cil pianists.”

Simrock: Publisher’s Number 75 .

. 4 =108 . S=84 N, & =72 V. d =108

15" movement: the a tempo should come in bar 46, not 45,

“Humorous" in connection with the Minuet should be taken in its older meaning, or roughly
as "humoursome" would be now. It does not mean "funny” or even necessarily "good-humoured™.
Judged by Beethoven's own metronome markings inother works, those by Czerny in the 2nd and
4th ovements of this sonata might well be too slow. Suggested tempos: |, 4 =108-112,
. =88-96, W, J =176, IV, d = 126-132.

Simrock: Publ, No, 75

1.4=138 I, J'=88 (better than the tempo given in the School for Piane, whichis a bitslow)
. d=66 V. d=144 .

The time signature 3/4 for the last movement is, naturally, a typographical error, Both tempo
indications for the last movement are obviously too fast in view of bars 100-112 and the gra=-
zioso indication. Suggested tempo J = 1146-120,

Simrocks Publ, No. 75

{, 4 =80 n. &= 5 (?) M. =76 V. &= 116

The tempo markings for the last two movemenis are perhaps @ bit too slow; compere Beet-
hoven’s own marking for the Scherzo of the String Quartet Op. 74 ( 4= 100), which is re-
leted fo this Scherzo rhythmically,

Published 1797

Simrock: Publ, No, 4726

I +=126 H, §=84 . &= 80 V. J'=132

In bar 36 of the 4th movement Czerny adds an oppogiatura a=flat before the trill in the
Simrock edition (at that place only).

1) See iIntroduction,

2)  The page numbers are those of the original English edition, and oppecr at the top of the page.

3) Czemy seems 1o have erred here in the year. There is good remson to belleve that this concert of Schupponzigh's took place on
February 11, 1816, '
4)  Probably Op. 69; see Thayer, op. clt., 1, 297, -
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P. 40, Op. 10/

P.41, Op. 10/2

P.41, Op.10/3

P.43, Op. 13

P. 44, dp. 14/1

P.45, Op. 14/2

P.45, Op.22

P. 47, Op. 26

The three sonatas appeared in 1798

Simrock: Publ. No. 150

I &= 76 N 4= 72 . 4 =100

The 279 movement could just as well be played scmewhat more flowingly.
Printing error: read bar 28 instead of 18,

Simrock: Publ. No, 150

I. J=108 . & =76 M. 4 =160

The 15! and 37 movements could be played still more quickly; the 2nd, esdpecioily in the Trio,
somewhat more slowly, In advising playing ff for 38 bars in the 3@ movement, Czerny
overlooked the p in bar 107.

Simrock: Publ. No. 150 >

o G N 22 2] Probobly roo st
The tempo of the 15! movement (Czerny lacks the Allc breve sign) is certainly too slow; the
Hoslinger edition, which itself possibly goes back to a Beethoven tradition, gives the follow~
ing, more convincing tempos for this Sonata:

. 4. =152 11, = 84 Perhaps a bir too lively

n. I= ¢ V. J =160

20d movement, bars 23, 27, 28: A certain restlessness in performance probably is infended,
though scarcely a literal acceleration.

V. 4= 152

First edition 1799, Hoffmeister, Vienna

Simrock: Publ. Mo, 111

. &= 63 Allo molio ., .d = 144 i, &=60 . 4 =104

The Alla breve marking is lacking in the second musical example on p. 43; the unauthentic
slurs in the first two musical examples are worthy of note. The great difference between the
fempos indicates that the metronome number for the Grave may be the result of a mistake or
a printing error. Simrock’s tempo is probably somewhat too fast. Suggested tempo in the
15t movement: Grave & = 50; AllC moito d = 152-160. For the 2"d movement, and perhaps
the 3rd, Simrock’s more fluid tempos are preferable, A warning about the Grave infroduction:
many pianists moke the mistake of playing the 32nds (following the dotted 16ths) as 64ths.
This is not baroque music!

Simrock: Publ. No. 123

I, =144 . 4 =72 . J4=96

Czemy’s performance indications that deviate from the Urtext are noteworthy and, in part,
very beautiful, e.g. the crescendo and diminuendo wedges in the 13" musical example, which
could well go back to Czerny's own study with Beethoven (see Introduction), On the other
hand, Simrock’s tempo marking for the 37d movement seems a bit too quick.

Simrocks Publ, No, 123

1. =160 . 4=112 lil. J-= 88

Note the dolce added by Czerny at the beginning of the Sonata, The tempo of the 2nd move-
ment could well be calmer (J = 108),

First edition 1802, Hoffmeister &Co., Vienna

Simrock: Publ. No. 6227

I, d =84 . =118 . J =12 v, 4=76
Simrock’s tempo marking for the second movement is to be preferred,

First edition 1802, Jean Cappi, Vienna

Simrock: Publ. No, 225

|. Theme J'= 80; Var.1d'= 88; Var.2 4= 100; Var.3 4= 92; Var.4 J=100; Vor.5 4= 80

. d =88 M, J=66 V. 4 =120{?)

The first bars of the Variotion theme are not correctly phrased, and the tempo at the begin-
ning Is probably too slow. A basic fempo of J'= 88-92 is preferable, and ought fo be
maintained throughout the whole movement with but slight differences. (Var.1 =92, Var.2
J =100, Var.3 F=92, Var.4 J =100, Var.5 &= 96).



P. 48, Op.27/1
(e=sharp minor)

P.50, Op.27/2
AE-flat major)

P.50, Op.?28

P.52, Op.29/1

P. 53, Op.29/2

P.55, Op.29/3

corresponds to MNo. 2 in the modern numbering; many clder editions exchange the numbering
of the two sonatas in this set,

Simrock: Publ. No. 227

i. ¢ =60 . =80 ., J=%2

Probably all movements in Simrock, and at least the 27d movement in School for Picno are
marked too quickly. Suggested tempos: |. o = ca. 50~54; 11, o =43-69; IIl. & = 80~84,
Czemy’s legato phrasing of the beginning bars is surely correct. The stressed c referred fo
in the 1t movement occurs not in the 15M but in the 16'h bar. The remark concerning the
resounding a-flat in the Trio of the 204 movement shows that Czemy often knew Beethoven's
intentions exactly:in all the early editions, the fo's wrongly appear by the bass note and not,
os in the cutograph, by the a-flat. On the other hand, Czerny’s legato marking and the
crescendo in the 2nd bar of the 3rd movement are surprising. His mention of the pedal
on the final chords seems, once again, to be completely in accord with Beethoven’s intentions,
for Beethoven himself specified holding down the pedal in the similar closes of Op.53, Op.57,
Op. 58 and Op. 73, 1" movement. According to notes made by Schindler’s pupil Frans Wiliner,
the ff chords in bars 33, 37, 128, 132 should be prolonged.

(Op. 27/1 according to madern numbering)

Simrock: Publ. No. 233

fe =69 4 =104 il. & =120

m. #=72 IV. o=132; Presto 4 =95 (?)

Czemy's tempo indication for the 15f movement is probably too slow: suggested tempo:
4 =76-80, from bar 9 on, somewhat more relaxed (J = 69-72); Allegro 4- = 116.

Simrock: Publ. No. 240

I, &=72 Ii. & =88 Hi. 2 =100 Iv. 4= 88

The tempo of the 1st movement could be calmer { & = ca.66), that of the 3¢ movement
livelier. In the 2nd movement one would do better to use Czemy's rather flowing tempo for
the middle section and the 32nd-note variation in the recapitulation. In the 15t movement,
the a-a tie from the 2nd to the 37d bar comes as a surprise; it is doubtless an error on Czerny’s
part.

{(Op. 31/1 gccording to modern numbering)

Simrock: Publ, No, 345

l. J=152 i =12 . J=100

Czemy's tempo in the 204 movement is rather slow (Simrock’s is ideal). Tempo indication
for the 3" movement is a typogrophical error: naturally it sheuldread & = 94 instead of o = 96.
The fortissimo in the last musical example fo this Sonata is obviously erroneous.

{Op. 31/2 according to medern numbering)

Simrock: Publ. No, 345

. ¢ =50, 2 =108 Czemy has C instecd of ¢

i =92 M. #=88 -

The Allegro of the 15! movement could be somewhat quicker ( J = 116~126). The poco rit.in
the 5™ bar and the f-double sharp in the 6h bar are curious. The "Impressionistic"
pedal effect in the recitative passage was absolutely intentional, according to Czerny. Un-
fortunately, Beethoven’s pedal indications at bars 143-148 gnd 153-158 were corrupted
in many editions. Played pp, it con be realized even on modern grand pianos. Since the re-
sonance of Beethoven's pianos wes about twice as short as on modern instruments, a light half-
pedalling toward the end is recommended. Equally interesting are the pedal indications in the

34 movement. According to Czerny, the mordents in bars 43 Ff. are obviously anticipatory
(before the beat).

(Op. 31/3 occording to modesn numbering)

Simrock: Publ. No, 345

l. #=152 H, =96

. J= 88 v, &-=9%

Once again, Czerny’s tempos, especially for the 2nd movement, are astonishingly modest.
We would suggest & = 96. The ryn in bar 53 of the 1st movement is impossible to perform
"in tempo", even for the greatest virtuosos. Czemy probably meant bars 54 - 54.



Op. 49/1-2 For the two "easy" Sonatas Op. 49, which he does not discuss separately in the Schoal for

P. 56, Op. 53

P. 58, Op. 54

P, 58, Op, 57

Piano, Czerny (in the Simrock edition) gives the following tempos:

Op. 4%/1, Publ. No. 6%

I'I’ j: :8; probably much too siow

Cp. 49/2, Publ. No. 69
I, =104 . &4=112

The often-made assertion that Czery’s tempo markings {contrary to his reputation) are rather
slow, finds an interesting confirmation by Beethoven himself in the case of the 209 movement
of the 2nd Sonatina. As is known, the same theme appears in the Minuet of the Septet Op. 20.
Beethoven gave his own metronome indications for the Septet, and the Minyet there is
marked J = 120.

Simrock: Publ. No. 405
:.' ‘j: zg ; probably teo fast

I, 4=100; Prestissimo =84

The staccato dots in the opening bars of the 15t movement were added by Czerny, This
divergency is probably based on a different conception of sound: Czerny, the "pianist first",
indicates a kind of touch that is idiomatic to the pianist; Beethoven's notation, on the other
hend, is more reminiscent of string instruments, which would hardly be likely to play such a
theme spiccato. The tempo marking of the 15! movement is very fast (for a change). Suggested
tempo: = = B0-84, subsidiary theme somewhat calmer, ca.74-76. Czerny's tempo for the
3" movement is much too slow, and may be the result of an error {cf. Simrock). Suggested
tempo ¢ = ca. 112 (to 120). For the glissando in the Prestissimo section Czemy gives the
following directions in his comments on the double glissandos in Liszi’s Lucrezia Fantasy
(Vol. IV, p.25): " ... For the thirds, the two fingers are held so high ond oblique,
that only the smooth surface of the nail glides up or down the keys. For the sixths {and octaves,
Ed.} in descending, the thumb can be held in o similarly oblique direction; but the Fifth
finger must execute this slide with its fleshy part, for which purpose it must be kept sufficently
stiff. In escending, on the contrary, the fifth (or the fourth) finger must be so bent, that the
surface of the nail may effect the slide, whilst the thumb acts with its soft, fleshy part ,..
This passage cannot well be practiced siowly ... Beethoven ond Humme! have often employed
slides of this kind in octaves., " g
Octave glissandos were much easier on the old Viennese pianos than they are today because
the keys were narrower and the fall of the keys was shallower,

In Beethaveniaona |, Nottebohm giveshis explanation of the curious designation "515f Sonata",
namely that this was Beethoven’s 518t work in sonata form, counting from Cp, 1,
Simrock: Publ. Na, 6225

:I' j :gg; :)’ perhaps tumed about?

Suggested tempos: [, o =96-100; 1I. J = 132138

Simrocks Publ. No, 567
1. =120 I, J =112 (probably too fast) Hl. d=144; Presto & =96

The tempo given in the School for Piano for the 15t movement might be somewhat too slow,
no matter how well it fits the pp of the apening bars. |f one takes the tempo of the closing
group or of the climax of the development os o bosis, then one comes almost automatically to

- 4.=120-132, depending on tempercment and technique. On the other hand, Czemy’s tempo

for the Andante seems too fast, in spite of the marking “con moto”. In instructing that the
3rd variation be played without pedal, Czerny naturally means: “without the uno.corda pedal
used in variation 2",



P. 60, Op. 78

Cp. 7%

P. 6}, Opo 3]6

P. 62, Op. 90

P.62, Op. 101

Simrocks Publ, No. 6229
I, =76; J =138 . H, 4 =132

The Adcgio contabile could be still calmer; on the other hand, Czerny’s tempos for both
Allegro movements are too slow. The Haslinger edition gives the following, preferable tempos
for the two Allegro movements: o = 132, J =144, The English first edition by Clementi
contains some interesting textual varigntss p at the beginning; a cresc, ~dim. wedge in the
3 bar of the infroduction; and "dolce™ at the beginning of the allegro,

Simrocks Publ, No. 6226

l. &=84 I, J-= 56 i, 4 =138
Recommended tempos:
1. 4.= 88 H, J«= 48 M, 4= 76

Published 1811; Clementi‘s English edition appeared somewhat earlier than the German first
edition.
Simrock: Publ, No. 6222

i, & =72(?);d = 126 (good) I, & =72(2) Hl. J. = 108; poco Andonte J.= 69

Remarkable are the slurs added by Czerny to the "Farewell” theme, which quite suit the
words Beethoven wrote in, and the imitation of horns teo. On the ather hand, Czerny’s ad-
vice to play the “horn passcge” in the Coda (surely a source of astonishment then) pp and as
lightly as possible is thekind of awkward solution that could have come from g lack of under-
standing of the free part writing. Even towards the end of the 19th century this passage was
still being "improved" by editors in o barbaric way. As written, however, the impression of
receding calls of farewell suggests itself almost autemetically. The tempos of the Adagio
introduction ond the Andante could be more relaxed, especially the latter, while the tempos
of both fast movements could be still livelier.

Published 1815 by Steiner.

Simrock: Publ. No. 6223

b, odo= 46 (sicl) . d =9

Noteworthy is Czerny's marking "Mederato” for the 2"d movement, which conforms thorough-
ly to the sense of the German tempo indication. Suggested tempos: 4 = 168; J = 80,

First edition 1817, Steiner.

Simrock: Publ, No, 6243

1. J-= 72 . 4 = 40
. J =132 V. 4 =132

The musical example to the 15t movement gives an incorrect tie e-e in bor 4, Neither the
autograph nor the first edition contains this wholly un-Beethovenian tie.

Czerny's instructions for the 15! movement may contdin a barb in the direction of Dorothea
von Ertmann, to whom the sonate is dedicated; for all its poetry, her playing is supposed fo
have been rather unsteady in tempo. As a pupil of Beethoven, Czerny surely speaks with a
certain authority when he writes in another part of his School for Pianoc (Vol. 1V, p. 29):
"The second by-path" (Czerny brands “abuse of the pedel” as the first} "is, that we have
almost entirely forgotten the strict keeping of time, as the tempo rubcto (that is, the arbitrary
retardation or quickening of the degree of movement) is now often employed even to
caricature.”

In his chapter on playing fugues (Chapter IV, p. 120 ff.) Czemy gives useful pointers on
polyphonic playing and for the independent shaping of the individual parts, Czerny attaches
great importance to careful fingerings; it is precisely in this regard that Czernys edition of
the Well Tempered Clavier, despite its great text-critical inadequacies, can still be recom-
mended today. On the other hend, Czemy’s thesis that staceato is incdmistible in fugal
playing (which soon drew an attack from Bulow) can certainly not be applied to the fugal
movements of Beethoven’s Opp. 101 and 108,

For this sonata we would like to suggest the following tempos:

1, 4 =ca. 66 I, J = 45- 50

H. J = ca. 144 (Trio somewhat calmer) V. 4 =132-138



P.63, Op. 106

P.65, Op. 109

P.66, Op, 110

Published 1819. The English first edition {The Regent's Harmonic Institution} appeared only
a few weeks affer the Viennese first edition. Many errors in the Viennese Ffirst edition were
corrected in the English first edition, whose readings have been sadly neglected in the modern
Urtext editions.

Simrocks Publ. No. 8554, likewise prints Beethoven's original tempos. Czerny’s metronome
marking for the Presto in the 2nd movement, which is lacking from Beethoven, is interesting.
It is perhaps not by chance that Czemy omits Beethoven’s metronome marking of & = 74 for
the Largo introduction to the 4th movement; this is excessively slow for Beethoven and,
particularly in the G-flat majer and 8 major sections, scarcely playable. On the other hand,
Beethoven's tempos, especially in the 15t and 316 movements, are so fast that o reasonable
articulation is no longer possible. With all historical fidelity, one will probably have fo
settle here on o compromise by reducing the original tempos by some 10=15%, |. Moscheles
expresses an opinion on the problem of the fost tempo in the 15t movement very ably in his
"The Life of Beethaven”, london 184%, Vol, 1l, p, 252, Footnote;

"l have, in my edition of this Sonata, marked the time of the first movement 138 of Maelzel’s
Metronome, because Beethoven himself had fixed that number. He, according to "Wegeler's
Notizen", gives it with a minim. ~ | with o crotchet; but neither of these can, o my mind,
be made to suit the choracter of the movement, The minim increases it to so fearful o Prestis-
simo as Beethoven could never have intended, since he desired the ‘Assai’ originally pre-
fixed to the "Allegro’ to be omitted, The crotchet slackens the movement all oo much; and
although | have, in my edition, allowed Beethoven’s number to remain, in deference to the
great mjn, yet | would advise the player to hold o middle course, according to the following
mark; ¢ =116,

Czemy's plain, touching words, particularly those concerning the Adagio, show that he was
certainly more than an averege schoolmaster.

Simrock: Publ. No. 6547

.4 =112
H.de = 160
ill. Theme and Variation 1 &4 = 46
Veriation 2 J = 84
Variation 3 4 = 138
Variation 4 4 = 56
Variation 5 4 = 76 (oo slow)

The “Vivace ma non troppe” of the 15t movement could be somewhat more lively, cf, Sim-
rock. Czemy’s marking for the Adagio espressivo, however, may be emphatically recommend-
ed to atl those pianists who subscribe to the present-day tendency to drag this Adagioc out
interminobly. For the variation movement, we would give the tempos that Edwin Fischer once
took at an especially convincing performance: Theme J = 52-54; Var. 1 J = 56-60; Var. 2
J = 66=69; Var,3 J = 152-160; Var. 4 J. = 50,

First edition published 1822,
Simrocks Publ, No, 6557

I. o = 43 i, & = 69; Arioso &\ = 60
. 4 = 112 IV, J- =92

Czemy's phrasing in the 15f and 3rd movements is incorrect. Nor are his tempe markings os
convincing as those for most of the other sonatas, Suggested temposi 1. 4 = 60~66;
I, & = ca.138; Il & = co.46=56 (the pianist’s individuelity has to be allowed more

freedom in tempe than usual in such a fantesy-like movement), Arioso J = 50-52; Fugue

d+ = ca., B0-88 (with possible acceleration later); Close (after the mens Ailegro} J- = up to
100, The many ff attacks in the Trio of the 2Nd movement scarcely admit of o “soft" per-
formance, The commentary to the last two sonatas is, in general, quite incdequate.
{Heinrich Schenkerhas written an excellent and detailed commentary on the Sonatas Opp. 101,
109, 110 and 111 in his "Erléuterungsousgaben” - illustrated editions - of Baethoven's last
sonatas, published by Universal Edition.) In the 15t movement Beethoven’s "cantabile con
espressione” must not cause the rhythmic structure to waver, Special attention should be given



P.67, Op. 111

to the even 16ths in bar 5 ff., ieft hond, and to bars 100-104 {which are very often played
inaccurately), in which the long sustained notes should be slightly accentuated. On the
famous "Bebung" passage in the Recitative of the 3rd movement, see Czerny’s remarks on
Op. 69 (p. 88). Accordingly, it is important that the second noie of each tied pair be struck

. much more weakly than the first. Beethoven’s original fingering "caresses" the second note

almost by dtself. If this instruction is disregarded, however, the passoge will not sound like
a vocal swell but like @ pianc tuner at work, In the "klagender Gesang" the most even and
gentle accomponiment in the left hand (like low strings, not staccato) is just as important as
o full, noble, singing tone in the right hand. No una corda pedal bhere, but only at the
passoges marked u. ¢, by Beethoven. Important in the fugue theme is the proper relationship
of accentuation and "non-accentuation", as marked by Beethoven with accents at the later
f entrances (e,g. bars 174-177), The surprising enharmonic resafution of the dominant seventh
chord to g minor (before the second Arioso) should probably be emphasized by a softer tone
colour, At "Ermattet klagend" the psychologicel significance of the rests, which symbolize
the gasping for breath of an exhausted creature, should be appreciated; careful with the pedal.
13 bare before the end of the sonata, the left hand must not be played too foudly on modern
concert instruments,

First edition published, according to Alan Tyson, in 1823, not 1822.
Simrock: Publ. No. 6558
la d = 56; ¢ =126 . & =40

In bar 133 of the 15 movement the penultimate note in both hands is g in the later fair copy,
whereas it is a=flat in the earlier autograph and in almost all editions. In bar 26 of the
2" movement the autograph shows that « tie e’~e’, rather than a slur b-c’ is intended. Be-
ginning the trills in the Maoestoso introduction with the auxiliary note, s has often happened
in Vienna lately, may arise from a misunderstanding of Czemy’s instructions. in Volume | of
the School for Piano Czerny discusses irills in o general way, with no reference to Beethoven
or any other composer; he gives an example in which trills preceded by a note on the same
pitch have to begin, as an exception, with the auxiliary note. The Simrock edition, which
otherwise begins trills almost exclusively with the principal note, unfortunately gives no
fingering for the possage in question. But there is a trill exercise in Volume || of the School
for Piano, in which, contrary to the rule mentioned above, a trill begins with the principal

note in a rhythmical motive: =R~ R

In the 15! movement of Op, 111 o till beginning with the principal note would seem the
more appropriate, for musical reasons; a repetition of the tone on the next beat is required
on motivic grounds. Cf. also the written—out trill in bars 16-19,

Czerny’s tempo markings for the Maestoso and the Arietta are doubtless too fast; the
3rd Variation, for exomple, cannot be pleyed at his tempo. Suggested tempos:t Maestoso
J = 42-46; Allegro conbrio # = 138-144; Arietta theme J* = 48-52; Vor,1 and 2 J. =52-56;
Var. 3 & = ca. 48; last Variations J+ = 48-54,

The stupendous tension of the 15! movement and the sheer unearthly detachment of the 2nd
must be regarded as the basic problem of any interpretation. (Cf, Schenker, op.cit.; Edwin Fi-
scher; "Beethovens Klaviersonaten” Insel-Verlag, p. 133 ff.; Bulow: Instructive Ausgabe der
Beethoven-Sonaten ab op. 53, Cotta.) One muststrive above all for an ironclad rhythm in the
15t movement, (The long notes in the middle of bars 1, 3, 5-9 muyst not in any case be
shortened as a result,) The arpeggios in bars 2 and 4 probably should be onticipated so
thet the f attack comes exactly on the third beat; cf. Czerny’s comments on the arpeggio be-
ginning of Op.31/2. The “poco ritenente” in the Allegro itself is, unfortunctely, often ex-
oggerated and the "meno Allegro® arbitrarily set back from bar 52 to bar 50,

The Arietta theme should be played with the most extreme simplicity. Moreover, a certain
distance and a calm, even flow is necessary. (Arietta does not equal Arial) Indeed, the
“dolce", which in Beethoven’s usage means o lightly stressed, warm execution (cf.9th Sym-
phony, 15t movement, bars 76, 339, 449; 39 movement, bars 18, 47, 83, 99;
4th movement, bar 140 and so forth), does not come into play until the 15t Varigtion.
A special problem throughout the whole movement is caused by the strong upbeat of the theme



and the unaccustomed rhythmic division info threes which extends to the smoilest note values.

A division into fours: % must be avoided absolutely, and the g in the upbeat
must never be ployed staccato.

Bar 73 ff.: The bright tone colour (in contrest to the foregoing) makes it appear
inadvisoble here to use the unc c¢orda, which dulls the tane. After the first big il
passage, which con be simplified by means of a different division between the two hands, the
beat of the inner parts should remain completely even in spite of the most intensive ex—
pression of the outer parts. In bars 129 - 135 a great rise, upper part well sustgined, The foi-
lowing rule by Czemy (Pianoforte School Op. 500, Vol. I} would be applicable to the final

trillss Em | g; i
e

Since, however, the irill motion becomes too quick with 6 notes to a 16th ond almost
too calm with 4 notes, we would suggest the following solution which has proven successful
in Pmctice: .- beet n o mams sama

{Take over the melody in the {or sextuplets from the start)
left hand as much os possible)

The content of this movement is condensed in a final summation in the last three chords.
The falling fourth ¢ - g of the beginning leads te the "ultimate answer" G -C.

P, 68, Andante favori WoQ 57; the opus number given by Czerny was the customary one in his time,
As is known, this lovely piona piece was conceived as the middle movemeni of
the Sonata Op. 53. Suggested tempo 4 = 80(~92),

P. 4%, Ronde G major Today Op. 51/2, published 1802, without opus number, by Artaria.

P. 4%, Rondo C major Today Op. 51/1, published 1797, without opus number, by Artaric. Czerny's
tempo is probably too fast; suggested tempo J = 108.

P. 69, Polonaise This plece was given the cpus number 8% in 1819,

P. &9, Bagatelles Cp. 33 Year of publication 1803,

The Bagatalles Op. 119 were omitted by Czemy.

P. 69, & Bagatelles Op. 126  Published 1825. Czerny's commentary is not exactly informative.
P. 70, Variations Op. 34 Published 1803 by Breitkopf & Hirtel . Suggested tempo for the theme & = 72.
P. 70, Variations Op, 35 Likewise published in 1803,

P. 70, 32 Variations ¢ minor WoO 80. The opus number given by Czerny is found in some old editions, but
did not originate with Beethoven. The tempo for the theme is probably too slow;
suggested tempo ca. # = 92-100,

P. 71, Variations on a theme First version 1791; second version published by Traeg in 1802,
by Righini

P. 71, Variations on Wranitzky's )
"Dos Waldmidchen" WoC 71, published 1797.

P. 72, Variations on a theme Published 1799, Czerny’s tempo is probably too fast.
by Salieri

P. 72, Voriations on o theme Published 1799 by Mollo. These lovely Variations deserve cttention even today,
by Winter (" Kind willst

du ruhig schlafen™)



P, 72, Variations on o theme Published 1799 by Eder and by Hoffmeister.
by SUssmayer .

P. 72, Variations on a theme Published 1795,
by Paisiello

P. 73, Variations on a theme Published 1796. One of Beethoven's weaker works.
by Haibel {not Weigl)

P. 73, Variations on a theme WoQ 72. The Mozart Variations on this theme, mentioned by Czemy, are an

by Grétry

unauthentic work (KV Anhang 285}, whose quality is in no woy superior to
Beethoven’s Variations.

P. 74, Variations for 4 hands Published by the Kunst= und Industrie-Comptoir.
on an original song

P. 75, Op.12/2

P. 76, Op., 12/3

P.77, Op.23

P.78, Op. 24

P. 80, Op.30/2
P.81, Op. 30/3
P. 85, Op. 9%

P. 86, Op. 5/1

P.87, Op. 69

P.89, Op. 102/1
P.90, QOp. 102/2

P.9%, Op. I/1

The Variations mentioned in § 44, Point 5 are probably the Variations for Piano
Trio Op. 44; the work mentioned in Point 6 is Op. 121a, which was published
in 1824 by Steiner und Comp.

The tempo of the 279 movement is probably somewhat foo guick.

The 15t movement could be still somewhat more lively, whereas the 20d movement certain-

ly needs to be played somewhat more slowly; suggested tempo J' = 69, Czerny’s metronome
marking for the 3rd movement is again foo fast.

Published 1801,

Published 1801. The tempo of the 15t movement probably ought tobe pged faster{ d = ca.49),
that of the 2nd movement more relaxed ( & = ca. 72), that of the 3 mrkedly more lively
{4, = 100) than indicated. Czerny has left the Alla breve sign out in the 3*d movement.

Today Cp. 30/3, Czemy gives no metronome indication for the 2nd movement, but asteady
Minuet tempo of J = ca. 92 is surely eppropriate.

Today Op. 30/2. For the 2nd movement, we would suggest the following rempo: 4 = 50, in
the middle section, up to 54.

Published 1816 by Steiner. Czerny lacks the marking "Adaglo espressive” for the 2nd move-
ment.

Notice the crescendo wedge in bar 2 of the Adagio introduction and the Arpeggio in bar 4 of
the 2" movement.

Published 1809. Czerny has no sf on a in bar 2 of the 27 movement. This sf, in many later
editions, could scarcely have been intended by Beethoven; probably it resulted from a mis~
reading of Beethoven's Dal segno marking! Further, notice Czerny’s crescendo and diminuendo
wedges in bars 5 and 7.

The Critical Complete Edition (Breitkopf & Hertel) gives metronome markings for this Sonata
that possibly go back to Beethoven. The figures given there are:
l. & =88; 4 =144 . & = 56 . J = 120

The legato markings cdded by Czemy in the 15t movement are worthy of note. In the 3¢
movement, Czerny’s tempo is probably too cautious, in spite of the enomous dif-
ficuities.

Czemy's tempos, which take too little account of the technique of the string instruments,
are too fast throughout. Suggested tempos:
l. ¢ =ca.152 It 4.= ca. 116

M., ¢ = ca, 46 V. & = ca. 84
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P.92, Op. 1/2

P.93, Op.1/2

P.95 Op.T1

P. 94, Op.70/1

P.98, Op.70/2

P.99, Op.97

P.102, Op. 16

P.103, Op. 15

The slur in the 1%¥ bor is nat by Beethoven.

The tempo of the 15! movement is a bit too fast; suggested tempo J = ca. 168, the "prologue”
{bars 1-10) perhaps a bit calmer. Czemy’s remark cbout imperceptible changes of tempo in
certain subsidiary themes is of great importance; it couldbe applied, for example, to the sub-
sidiary theme in the 157 movement of Op. 53. The tempo of the 2nd movement could be a
shade more Flowing, especially in Variations 2 and 3. Czemny's instructions for playing the,
turns may well be valid for the controversial turns in the 2nd movement of the Sonate Op. 31/2.
Czermny does not comment on the "pit Andante” in Var. 5, which in this case is to be taken
literally, i.e. "moving more quickly" J = 63-66. Czemy rightly points out the revolutionary
character of this Trio inC Minor, and it is significant that Beethoven tock the time and trouble
to arrange the work for string quintet (Op. 104) as late os 1817.

Published 1798. The tempe of the 15! movement is perhops too fast; suggested tempo d =84,
with the D major passage somewhat calmer. Bars 6~7 of the 2nd movement should probably
be played somewhat freely, in accordance with Czerny’s own rules "On occasional chenges
inthe time or degree of movement" and “On the employment of the Ritardando and Accelerando™
in Vol. 1l of the Schoel for Plans, pp. 31 and 33 respectively, Czemy’s tempo for the
3rd movement is surely foo fast in view of the "Allegretto". Suggested tempo: d = 132-138,
Var. 2 J =126, 15t Minore J = 120,

Published 1B809. Shortly ofter they appeared, the poet-compeser E. T. A. Hoffmann wrote
an enthusiastic review of the two Trios Op, 70 that is still worth reoding todays it shows
that Beethoven's later works were certainly not misunderstood by ol his contemporaries.
(E. 7. A. Hoffmann, Musical Writings |, originally Ailgemeine musikaiische Zeitung, Leipzig,
March 3, 1813, Vol. XV, No. 9, September, p, 141-154).

The tempo in the 15t movement could be a troce more relaxed; we would suggest a slower
tempo in the 2nd movement, too: & = 76 =80; ca. B8 from the 32nd-notes on.

Once again, Czerny's tempo in the slow parts, in particular the introduction to the first move-
ment, seems too lively.

Published 1816 by Steiner. Czerny’s instructions for this work are interesting for the reason
that he had studied this Trio with Beethaven himself. Perhaps for this reason, his tempo in-
dications prove more convincing here than in other works. However, one would like to take
a somewhat more relaxed tempo for the 3'd movement (Theme J = co.44-48, Var. 1
d=50-52, Var.2 J =40, Var.3 J = 54-56, Var, 4 I =72-76, Coda J =ca. 52 from the
triplets). Czemy's tempo in the 4th movement is somewhat too slow for o Beethoven Allegro
moderato. Suggested tempo: J = ca. 96104, Presto J+ = ca. 176, To Czerny’s directions
concerning the execution of the left hand, we would just like to add "and as lightly and de-~
ligately as possible",

As is known, Czerny played this Quintet in Beethoven's presence, <f. commentary to § &,
p. 32. Interestingly, Czerny notates the upbeat to the Grave introduction as o 3Znd-note,
correspending to its actual played value. 1t is also that way in an early edition by Simrock
{1802). The practice of writing upbeats in longer values than were supposed to be played is,
perhaps, a relic of baroque times {cf. Badura=Skada, Mozart=-interpretationen, E.Wancura-
Verlag, Wien, 1957, p. 61 f.). The slur in the 15" bar is Czerny's addition.

Published 1801, Although Czerny's directions, specifically in the Piano Concertos, have a
certain claim to outhority by virtue of his study with Beethoven, his tempos
for the 15t Concérto are decidedly oo fost for present-day concert uscge. Suggested tempos:
I.d=co.80, Il, J = 54 os basic tempo, the introductory bars probably more relaxedstill,
. J = ¢a.132-138. The principal difficulty of the fomous glissando passage lies in the
fact thet the glissando has to be executed relatively slowly. An effective remedy employed
by Edwin Fischer and Wilkelm Kempff, among others, is {(as an exception) to ignore the
range of Beethoven’s piano and begin the glissando an octave higher. Beethoven
obviously had a certain "explosive" effect in mind at this point: unexpected ff and afurious
run, hurtling from the highest register. Czemy incorparated a typographical error from the



P. 105, Op. 19

P. 106, Op. 37

P. 108, Op. 5

- P.109, Op. 58

P. 112, Op. 73

first edition in his second musical example. for the Largo: in place of the two triplet-eighth
e-flats in the right-hand stove ot the end of the 21d bar, there should be a simple eighth-
note as upbeat to the melody.

Published 1801 by Hoffmeister. Again, we would suggest a somewhat slower tempo in the
20d movement, & = 72-76; Hll., suggested tempo J+ = ca. 120. One can hold the tempo
beck a little at the quasi~improvisatory first solo entrance and at the surprising modulation
to D=flat major (bars 148-156). Naturally, one will nat "improvise” a cadenza today, but
will play Beethoven’s own magnificent cadenza. In the 209 movement, bars 18 ff., the left
hand must be played very delicately in order not to disturb the melody in the right hand.
Two widely propogated printing errors at the close of this movement need mentioning: in
bars 76 and 79, a l6th-note should in each case replace the solitary 32nds; in bar 82,
Beethoven wrote a one-note appoggictura only (in his fair copy, today in Beethovenhaus,
Bonn}; likewise in bor 30,

Published 1804, Note in C in the rempo marking of the 15t movement; the Alla breve sign
in all later editions is wrong. Czerny‘s tempos for the first two movemenis are guite con-
vincing; for the 3rd movement where through on oversight no tempo is given, we would
suggest ¢ = ca. 116-120, The tempo in the middle part of the slow movement couldbe some-
what tighter { = ca. 72). The editor would give a great deal to be able to lean whether
Beethoven actually played the first p-chord {15t movement) arpeggiandol In the 15f movement,
we would like to odd to Czerny’s remarks the waming not in any cose fo shorten the
eighth-notes in the 2nd gnd 3¢ bars to 16ths, as, unfortunately, is often dene! Czermy has
added g little grace=note to the trill in the first musicol example on p. 107, perhaps recalling
Beethoven’s own performance of the concerte. The rendition of the ornement in bar 2 of the
2nd movement is disputed, The most plausible solution is reproduced in the Complete Edition
and in the Eulenburg score; it corresponds exoctly to the related place in the slow movement
of the Sonata Op. 27/1. In the 3rd movement Beathoven’s "espressivo for the melody of the
a-flat major section, bar 182 ff., will result "without dragging” in an imperceptibly lessened
tempa. CF. Czerny's remarks on Op. 1/3 and Beethoven’s revealing merking “espressivo -
o tempo” in the 2nd mavement of the Sonata Cp. 109. Left hand in bar 190 ff. as lightly
and quietly as possible,

The editor would like to contradict emphatically the widely—-held prejudice that the Triple

¥

Concerto is one of Beethoven’s "weaker" works,

The tempos given by Czemy eare a bif too fast. In this, he may have remembered the fisst
public performance (December 22, 1808), ot which, as is known, there cccured some un-
pleasont incidents that made Beethoven so furious that, on his first solo entrance after the
Tutti, he "broke a half-dozen strings”, If Spohr’s report is to be believed. A contemporary
review also mentions Beethoven’s "extremely fast tempos” in this concerto, which certainly
does not correspond to the marking "Allegro moderato" of the 15t movement. Suggested
tempos: L. & =ca. 108, 1. & =72-76, lil. J = 120-126. .Czerny's arpeggic in the intro-
ductory solo is curious; it is present neither in the copy corrected by Beethaven (Gesellschaft

" der Musikfreunde, Vienna), nor in the first edition. On the other hand, the deep bass note

in the first musical example on p. 110, which is tacking in the modern editions, is confirmed
by the above-mentioned copy, os is a similar place in the 3rd movement, bor 403, Another
widely-disseminated printing error is found in the 204 movement, bor 54, where the first note
in the alto should be an eighth-note &’. (Concerning further textual problems, cf. Badura-
Skoda "Eine wichtige Quelle zu Beethovens 4. Klavierkenzert", Qesterreichische Musikzeit-
schrift, Oktober, 1958.) Czerny's fingering for the concluding trill in the 15t movement is
suited to the old, very easily activeted Viennese mechanism; the following would be better
for modern instruments: ﬁ? The word "homorous", used so often by Czerny (3rd movement,
bar 113}, cannot possibly have meant what it means today. It should be transiated rather as
"whimsically, pert, surprising". Cf. Commentary to Op. 2/1.

Published 1811, Once again, the tempos of the 2nd and 3d movements are rather too fast,
Suggested tempo: Adagio o = 50, Rondo #J- = 88. Czerny’s explanation of the "leggiermente"
in the 15 movement might not correspond wholly to Beethoven’s intention; the fact that slurs
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P. 114, Op. 6!

P. 115, Op. 80

are absent in all his leggiermente passages suggests that Beethoven meant a fine "non legato”
touch there. Moreaver, Czerny contradicls himself precisely on this point: a little later, he
writes of bars 566 ff., a place likewise marked "leggiermente”, "not legato at oll and with
the clearest delicacy”. Otherwise, Czerny’s interpretation directions, especially for this
concerto, are welcome as valuable suggestions, ' '

In bar 17, all the accompanying parts naturaily have to play down ogainst the clarinet,
marked "dolce".

Since not a single Urtext edition of the E-flat major Concerto exists to the present day, the
most important, widely~disseminated printing errors may be mentioned at least here. The
sources are Beethoven’s own manuscript (Berlin, Deutsche Staatsbibliothek)} and a "Titelauf-
lage" of the first edition, corrected on Beethoven's orders. Ist movement, bors 162 aend 420;
the p is not by Beethoven, but obviously is the result of a misread pedal marking. Bars 444
and 448: right hand, the notes on the 15t and 3t beats legato, as in 190. Bar 509: staccata
dots on the right hand, none on the left hand. Bar 518: second horn, 2nd note b-flat (sound-
ing). :

2n¢ movement, according to the autograph and 15t edition “clla breve". Bar 28: right hand,
accent on the 4th bect. Bar 80: strings, the 15! note still "col arco”, “pizzicato” only from
the following eighth-note upbeat,

According to the corrected "Titeleuflage™ the tempo marking of the Rondoe reads "Allegro ma
non troppo". Bars 140 and 142: The pedal should be held down to the end of the bor. Bar 224:
“sempre f". Bor 226: Agoin, the p is o misread pedal merking (Beethoven wrote his pedal
markings between the right-hand and left-hand staves). Bar 270: Oboes, Bassoons, six equal
eighth-notes. Bars 387 and 389: Pedal to the end of the bar. Upbeat to bar 431: p {autograph
only; not in first edition). Bar 451: Bassoon “dolce. Bars 484 and 486: no p in the piano
part {neither in the autograph nor in the first edition).

In an NB following his remarks on this concerto Czerny states that it is not reaily possible to
conduct it from the violin part, showing that as late as the middfe of the 19th century a
knowliedge of the score was the exception. In this light, then, his advice to keep strictly to
tempo in the concertos is easily understood. These limitations no longer exist in modem per-
formance practice.

Beethoven’s arrangement of the Violin Concerfo is by and large so faithful to the original
{adding only some uninteresting accompanying figures in the left hand) that a public per-
formance can scarcely be justified today. Still, some fine differences in the passage work
deserve attention, for the piano version contains several runs in Beethoven’s original version
that he subsequently altered for the violin on grounds of playability. CF. Alan Tyson, The
Text of Beethoven’s Op. 61, Music and Letters, London, April, 1962. The quite extended
and very pianistic cadenza in the 15t movement, which includes a wild duet with the timpani,

is also worthy of notice. Czemy's tempo indications will certainly be of interest 1o viol inists
too. : '

Published 1811, Breitkopf &Hartel. The English first edition by Clementi in London had al-
ready oppeared, however, in Autumn, 1810, This edition contains several readings at voriance
with the German first edition, that are of significance inasmuch as the autograph is lost. (We
wish to thank Mr. Alan Tyson, Londen, for this information.)

Bar 4: Except for the Kullak edition, which gives Czerny’s reading in a footnote, not one
edition ~ not even Clementi's = contains this final quarter-note.

Tempo || is somewhat too fass (suggested: # = 116), and tempos VI and V1i somewhat too slow
(suggested J = 88-92, and 4" = 84-B8 respectively).



