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to Count Frany von Brunswick

SONATA

in F minor
“Appassionata” -
ppP nata Ludwig van Beethoven
Op. 57
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al) Execute the trill with appoggiatura as follows: m

—_— =
Scrupulous care must be taken to emphasize the after-beat here written out, which is of thematic importance,

and should on no account be forced to acceleration by undue prolongation of the trill. Joh. Seb. Bach indi -
cated this trill beginning with a slide by the sign sw. As in the case of all embellishments, without except-
ion, the first 3 notes must fall precisely on the count to which they belong; the momentary dissonance thus a-
rising with the highest tone in the left hand is in full conformity with the melodic purpose. Even in modern
compositions, an auftakf - like treatment of the slide is inadmissible (<ee innumerable instances in Chopin’s
Nocturnes, e.g.,Op. 37, No 1; Op.55 N© 1),

b) In order to render impossible any connection between the last note in the triplet with the follewing quarter-note,
which would be contrary to the spirit of the motive, it is best to take them with the same finger.
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a) A player unable to perform this difficult passage with the requisite force and virtuosity, will do well

to divide it between the hands, e. g.

b) An observance of the prescribed accentuation of the four counts (alternately in both hands) is absolute-
ly essential to prevent metrical confusion in the syncopations.
¢) By employing two fingers ({ and 8) on the same key, its exact repetition will be insured.
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a) Without keen insight into the Master’s thematic work, without a clear understanding of the process of the
arising and passing-away of the several motives, an intelligent and intelligible interpretation of his works is
impossible. As detailed analysis would swell this instructive edition to an “unpractical’ bulk, and oral in-
struction by the teacher being, woreover, far more fruitful of good than written treatises, the Editor must
content himself with occasional hints, leaving their exploitation to practical teaching. Take note, just here.
of the melodic “passing-away) more particularly from the rhythmic point of view:

o~~~
T\ ten.
T = TSI S e e

A. Rhythmical diminution. B. Melodic disappearance of the descending second.

b) While obaerving the exact rhythmic precision demanded by the correct interpretation of this melody, which
arises from the inversion of the first motive, be very careful to play the intermediate 16th _notss without over.
sharp emphasis, an avoidance of which ought never, on the other hand, to lead to indistinctness.
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a) The melody is not to be conceived simply as: % but thus: %so that the rhyth-

mic pulsation may be duly brought out.
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a) The melody lies in the lower part, and reads thus: m

b) Do not bring in the fluttering figure in the right hand too soon; it should be taken as a kind of
auftukt to the following chords in the left hand. The player is expressly cautioned to avoid the a -
mateurish inclination to place the sforzafo on the second beat instead of the fourth_.a fault of very fre-
jquent occurrence.

¢) For this and the following trills. compare the first Netes to this Sonata.
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a) In the left hand, accent the second and fourth beats: g properly % From this opposition to the
3 ¥ )

right-hand part there results a rhythmic polyphony in keeping with the passionate character of the whole.

episode.

Imagine, too, that in % there is hidden a latent allusion to the motive ==%

N’
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a) The regular marking of the held tone Ab as a quarter-note must not be taken literally, because the
clearness of the movement in eighth-notes would then necessarily suffer, but is to be considered as a
redundancy of the ruling expression- mark, urging the player fo as full a “ridrefo” as possible.

b) Here the composer doubtless forgot to write the diminuéndo -sign for the last beat. A “slavish”
obscrvance of the abrupt change from  forfe to piano, which we have advocated everywhere else,
especially when first studying the Master’s works, (and desiring, as we do, the employment  of
this shading in the art of interpretation only in a good sense,) would necessarily break the con-
tinuity with the following measure and lead to unintelligibility. On the other hand,

¢) the sudden entrance of the piavo on the fourth beat is to be executed very literally; an imper-
ceptible breathing - space, such as the comma calls for in speaking, is of course not merely allowable
in similar cases, but absolutely essential.
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a) Even if, generally speaking, an acceleration of tempo conjoined with an increase of force is more
dapt to weaken than to enhance the emergy of expression, it appears to the Editor that here a si-
multaneous employment of both these means of intefsification is altogether admissible, that the effect
of a heaven-storming culmination is &aesthetically justified.

b) More virtuosity than is commonly supposed is demanded for the representation of this

elemental

b
thunderstorm. The rising and falling, python-like writhings of the bass passage from %toéand

back into the lowermost depths, require most energetic accentuation, to bring out the lines of the me.
lodic contours with the necessary clearmness.
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I ritornando al tempo primo
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a) The doublings in the octave in the 4 following measures appears to us to be a facilitation, particularly aft-
er the player has fully recognized the difficulty of avoiding all harshness in the touch while putting forth his
full strength. According to the individual make of the arms, the player will cross the left over or under the

right.
b) The Editor plays the octaves at the re-entry of the principal theme with the unchanging fingering ‘15 ,

an immovable stretch of the fingers, and a downward inclination of the palm; as the use of the fourth fin-
ger on the black keys easily leads to a too early lifting of the thumb.
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a) The transference of the chord on the strong beat from the right hand to the left will further the accentua-
tion of the following syncopation. But the passage may be played as on page 446.

The tempo-marks added by the Editor, “gwasi accel” and “guasi rit?, must of course not lead to exag-
geration.

al) The player is again reminded, that all trills should be begun on the higher auxiliary, which latter must
precisely coincide with the change of the other parts on the beat. Consequently, at

b ,
b) the sharp dissonance resulting % etc.;is entirely conformable to the composer’s intention.
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a) At the risk of being accused of dealing in trifles_.

SEem e

though for that matter every trifle is of high import-
ance in studying the interpretation of our great masters’ works__

the Editor feels constrained to express de-

cided doubts as to the correctness of the correction, i.e.,simplification, which is in a degree sanctioned by
the new Hairtel edition, of the reading found in earlier editions of the tremolo- figure in the right hand.
Supported by the authority of that unrivalled adept in things Beethovenian, Franz Liszt, we maintain, that
during the points of repose in the melodic course of the bass, the accompamment figure should assume the

form of 4 groups of 16th - notes, to be executed quietly, smoothly, and without accent:

as, while the bass is rising or falling, the figure must form a group of six notes of f/zemalw value:

/“\/\

i

The abbreviations used by the author in his manuscript may be to blame for the un-

certainty.
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a) These passages must be played with great buoyancy and fire, and, thou

gh each hand must bring out the

figure allotted to it with all possible characteristic expression, their interwoven alternations should be so in.
timately combined that not the slightest hiatus may be perceptible.
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a) Difficult as this passage is to execute _ for dilettanti of the old - fashioned type_ withthe fingering given
here (thumb on the black key “bb”,it still, even when imperfectly executed, is preferable to the only apparent
facilitation obtained by taking the dominant F with the*thumb, which demands an agility scarcely to be ex -
pected from the player after the exertion caused by the preceding.
b) A material facilitation, however, especially for strongly marked accentuation, is obtained by allot-

ting a fragment of the passage to the 1cft hand.
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senza Pedale.
a) “Sempre Pedale” is explicitly directed by the composer. Db and C, therefore, are ts blend together; the re-

sulting indistinctness is aesthetically justifiable. Notice by way of comparison the case in Sonata Op. 101, sec
ond movement, meas. 49-22 of second part__ a case which at first glance appears still stranger.

b) The right hand must play its four strokes with such transparent delicacy, that the bass notes will be
most impressive even to a comparatively unpractised ear.

¢) Play the inner and lower parts of the accompaniment with equal force throughout.

d) The hands must alternate like two combattants in the violence of their strokes. But in the first two
measures, a §forzando With the left hand on the first and third beats is still to be avoided, as prejudici-
al to the rhythmic interest and its intensification in the third measure.
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a) The difficulty of connecting the accompaniment while the hands are crossed might perhaps be obviated

by the following allotment: o
¢ ‘{"d < ”;
s \ "B
== =

b) Beware of a pleonastic “riferdands” in the last measure but one. The need of it has been sufficiently
anticipated by the Author by transforming the quarter - notes in the bass into half- notes.
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