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SONATA

in F Major
Ludwig van Beethoven

Op. 54

In tempo d’un Menuetto. = 108
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a) Whereas in general, for any melodic progression of two tones with an intervening turn, the old rule holds
good, that after finishing the turn the metrical relation of the two tones is to be reproduced in diminution, as it

2 +
were —e.g.: % execution: @ the tranquil character of the melodic phrase % here
+
) -
and % further on.

requires a departure from the rule, for the sake of a smoother flow, thus: EF

Compare the above with the Variations entering at the repetition of the principal theme.
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basso” non deminuendo ——

a) In rapid octave-playing the hand should be thrown very high, at the repetition of the same octave, i.e:where
the rhythmical position and significance of the same tones change, so that on re-striking the same keys no me-
chanical hindrance may impair distinctness and precision. In each case (and also in passages of a different kind)
the Editor has marked by an ordinary comma (’) the places where the player should quit the key just struck sooner
than the time-value of the note in question seems to demand.

b) Out of regard to the rhetorical accents, which are marked with §f; it is quite allowable for the player to
imagine all passages in question as written out in % or g time, and to practise them accordingly, which will greatly
facilitate his mastery of the technical difficulty. His apperception of the i time, and of the proportion which these
two-beat sections bear to the rhythmic entirety of the whole grand period, will be best deferred until the details
are mastered (until learning the piece by heart.)

¢) It depends on the individual character of the player’s hands, whether, in sf¢ccafo octave-playing, the fourth
or even the third finger shall alternate with the fifth on the black keys. It is absurd to reduce this fingering
to a dogma. In a very rapid movement, and in furfe, the exclusive use of the fifth finger is, in fact, decid-
edly preferable. In /egafv octave-playing the matter is quite different, especially in slow tempo and passages of
delicate expression.
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a) The original has an octave triplet on the second beat as well as on the third. The Editor regards this reading
as a misprint or slip of the pen, and has substituted sixths (compare the preceding parallel passage in C major).
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a) Most attentive study is recommended of the importance of the seventh in the bass (as basis of an ideal chord
of the second), which Beethoven was the first to recognize, and which, especially in his later works, he util-
ized so exquisitely and diversely. A true feeling for and reflection of the Master's melodic intentions cannot
be learned from didactic preachings; all that can be done is to appeal to the poetic fancy of player and hearer
alike. Although the Editor abstains, on principle, from so-called “estheticizing, —and not only to avoid mis-
construction on the part of musicians of the prosier sort — he cannot refrain at this juncture from pointing out
the congenial utilization of the aforesaid interval in Hector Berlioz’s works, who learned in this and other
points —and not, as the ignorant suppose, in a merely “external” fashion — more from Beethoven than the great
Master’s epigones in the Fatherland. Also compare a strikingly similar passage in the last measures of the
introduction to the Finale to Sonata Op 57, F-minor.

-

b) The appoggiaturas must not be played short and sharp, but softly and smoothly | =

interpolated in the measure, according to Ph.Em. Bach’s rule; thus: }%:
==

¢) While the left hand plays an unbroken /ega/s, the division of the slur in the higher part will form no

unsuitable variant.
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a) The phrasing of the lower parts, which may seem somewhat strange at first glance, is to be observed with lit-
eral exactness. The metre is trochaic, not iambic, i. e.:the short note must not, as commonly happens, be played
as an auftakt.

b) Prolong the hold for 2 measures.

etc.

(R

¢) The Editor reads the second hold as follows:§ P oﬁa_v =
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a) Whoever finds the given fingering too unusual - a passing-under of the thumb on F is inadmissable, because it would
2

%
?

interrupt the /egafo — may divide the figure between the two hands:

e
b) The rhythmical division of the notes as here prescribed by the composer m';st be practised with the utmost pre-
cision until it becomes “second nature! Any transgression of the letter is equally a transgression of the spirit.
and a player who has accustomed himself to an amateurish procedure in this regard will be totally incapable of
correctly interpreting the latest, more especially, of Beethoven's works. The intimate connection of the nota-
tion with the composer’s melodic aim is perhaps most unequivocally exhibited in the figuration of the piano-
part of the Trios Op.70 and 87. On the correct execution of the quintuplet, particularly in rather slow tempi.
we remark, that where the musical sense requires an acceleration the division 2 -8 is appropriate, and 8-2 in
case of retardation.
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a) The fourth 16th_note in the left hand may be struck simultaneously with the sixth in the
triplet for the right.
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double

It is preferable, to be sure, that separate practice by each hand should have ren-

dered them so independent of each other as to enable the player to observe a more exact mathematical
distinction of the time-values in their execution.

b) Contract these trills

to simple turns with after-beat (i. e.: quintuplets).

¢) The notation of the cadence is so singularly inexact, not to say bizarre, as easily to lead to manifes-
tations of subjective bad taste of the most various kind. We subjoin two versions, the first of which we pre-
fer, despite its contradiction of the first hold in the original.

ritardando molto
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a) As any truth can attain to permanent recognition only after a painful struggle with dissonant and oppos-
ing errors, in like manner, for acquiring certain mechanical accomplishments, the expedient is to be recom -
mended, first of all__but, be it observed, with equal zeal _to exhaust all possible ways of ‘“how not to do it”
A player, unable so far to control different simultaneous rhythms as to play 4 notes in the right hand to 8 in
the left independently of each other, should practise in alternation the following examples until he involunta-
rily hits the sole rcmaining “right way?”
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