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SONATA

in E-flat Major
“Das Lebewohl”

Ludwig van Beethoven

Op. 812

Adagio. (4 60)

L a) Le-be - wohl 1.3 =2
ﬁ < | T n ﬁ
r,) la A 1 T }
Q) ® 2 03 et
. l *
20. p e.s])re.s'sz sempre.
. | 1 "
== SR ELTer
hla A # . .
VvV V & hid
5

ten.

3 ritard.
m 3 a tempo
———
A A ‘ 1R N ll !- I 121 1 5
B s ';XF v x 241 1 T

™
x

sV D T
g = :/Iﬂi—‘7 3 2 1V4 3
y’> . ‘ b i e
dim. r
>
ey
1
4 5 4 5
4 4 4
'5\ . »
1 1 1 {E
ih i h {7
r r
— == puco ritenente.
Xd.
1 Iy
| N e 2 4'\_/'
8

4 5
attacca subito I Allegro.

a) The poetic program of this Sonata— an apotheosis, as it were, of the 3 - movement sonata-form itself; its re-
quisition on all the resources of pure instrumental music for their codperation upon the organ of most limited
melodic expression— the pianoforte; in a word, its completion by the composer in the highest imaginable degree
of plasticity, while saving us many commentaries of an gesthetic kind, does not lessen the need of technical notes,
in which respect this work furnishes a still more formidable task than the next sonata, Op. 80, with which
the series of pianoforte-works of the Master’s so called “last period” begins.

Technical study should be preceded by an analysis, the weightiest point in which, the “working-out” of the simple,
yet so diversely varied, principal motive (the 3 descending whole tones g-f-eb) must be followed up carefully
through the entire first movement. We recommend to special attention () the inversion of this motive with some-
what changed rhythm,in meas. 19-22 of the Allegro (meas..30-33 in syrcopated form);(®) its abbreviation to only
two whole notes at the beginning of the second part (meas. 6-7 after the repeat); etc., also to less easily recogniz-
able metamorphoses, like its entrance in the second theme, meas. 34,etc.,of the Allegro.

b) Do rot execute the « % hastily, but rather with the freedom of a singer.

¢) Do not take the pedal until the chord has been struck; this is almost always necessary, with pianos with-
out wedge-dampers, to obtain a clear execution.
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a) The allegro-theme cannot be too spiritedly phrased; the first chord of the sixth, in particular, must
sound very energetic and decided. ‘A very slight delay on the first half of the third measure, i. e at
the close of the fore - phrase (for the shorter after-phrase begins, despite the /egnfo slur, only on the
fourth beat), would seem not inappropriate.

b) This apparently difficult legato can be acquired_. by practice. A detaching of the lowest tone
would have a very ill effect.

¢) An amateurish delay_ on account of the awkwardness of the first wider stretches_ is wholly in-
admissible, as this passage expresses the most passionate agitation. Practise, to begin with, detached
fragments according to the succession of the fingers, also utilizing ‘his opportunity by
practising the similar_ and therefore all the more hazardous._ passage in the second part, so as to
exactly impress on the mind the differences between the twao.

d) A trifling delay on the quarter-rest will tend to promote distinctness in the next phrase, which
requires vehement expression.
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a) The use of the pedal is allowable here, as the dissonance between the soprano with its principal
p p p

motive, which is to be carefully impressed on the ear, and the dolorous suspensions in the left-hand
inner parts, cannot be mitigated as they stand. By using the pedal, one is certain to hear the theme
sound on, and to abate the dryness of the pianoforte-tone.
b) Without eminent rhythmic confidence, and independence of the hands of one another, this passage can-
not be perfectly executed. Further, the evenness of the movement must be combined with absolute “ex-
pressionlessness, to attain the effect of temporary indifference, such as the poetic aim (of depicting the
pain of parting) demands.
¢} By his directions for the alternate use of the pedals, the Editor feels that he has done everything possible
to vary the monotony inherent in the pianoforte-tone; when using the soft pedal the touch should be somewhat heavier.
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a) All nuances of tempo and expression added by the Editor in elucidation of what is demanded of the performer, are
nowhere intended as absolutely binding directions, and are to be ysed with the greatest discretion. In general, one
fundamental tempo and one fundamental mood should be adhered to throughout. Yét'they must never rule with tyran-
nical rigidity, but grant due scope to each psychic subtlety of the composition, elastically following the various phas.
es of emotion,_ wherein, to be sure, the “undefinable” educated artistic taste, or even individual temperament, must
decide as the court of last resort,

b) During the next-following measures, a more sparing use of the pedal is advisable.
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a) This fingering is only apparently inconvenient. Once acquired, it surely stays in the fingers, whose alternate em-
ployment insures against all omissions on pianos not prompt in repetition.
b) In the preceding measure the Editor does not allow the pedal to be used, for though it would not cloud the harmony,
it would transform the short quarter-note strokes in the right hand into sustained tones.
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a) A beautiful and effective interpretation of this dialogue cannot be taught. For, however cultivable the piano-touch
may be_ and on the modern grands of Pleyel, Erard, Bechstein, and Steinway it is capable of rising to a soulful sing-
ing tone _ the feeling for its modulation mus: be innate.

b) A slight delaying in this retrogression is decidediv preferable to an anxious regard for strict time.
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a) The crescendo prolonged through the next five measures is prescribed by the composer, and therefore not tobe arbi-

trarily, changed. The Editor prefers to recommence piano in the third measure, renewing the crescendo, and also to

begin in the fifth measure the diminuerndo marked for the sixth, combining it with a ritardando.

b) The necessity of a slight pause before the celebrated closing passage is justified not only aesthetically, but also

from a purely musical standpoint. Without it, the intent of the principal motive, only the lower part in which enters at

first, loses its entire significance; and the foregoing phrase, in too close connection with the tonic, becomes extreme-
e

ly trivial: %

©) A controversion of the carpers at and tinkers of these four measures, which admittedly smack rather of natural than
of artistic music, would seem belated. The general understanding of music has made such progress in the last decade
that it no longer wonders at Beethoven’s boldness, but at the boldness of Oulibicheff and the rest. Respect-
ing the execution of the passage itself, we advise, above all things, the utmost simplicity, and a study of the peculiar-
ities of the instrument used by the player. One should listen to oneself, taking special care that the entering part
always sounds cut clear above the vanishing one. The Editor takes the pedal, in each of these 4 measures, exactly on
the second and third beats.



