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Nicht zu geschwind und sehr singbar vorzutragen. (J,: 84.)
To be played not too fast, and very singingly.
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a) We must conclude, from the composer’s negative indication of the tempo by ‘“not too fast,” that he had in
mind the rondo - players of his period, and therefore did not apprehend that the tempo would be takentoo slow
ly. Our modern dilettanti, who revel in so many lamentable “Romances sans paroles,! must be ‘cautioned on
the contrary against the other no. less untasteful extreme of an extravagant dragging of the movement.

E/
dellL

1
Ay

b) The left hand should play the bass notes both lightly and distinctly, “quasi pizzicato?

¢) Notice from the very beginning the contrast between the portamento notes .. and the legato
of the rest. Our fingering always takes these distinctions in the touch into consideration. Of the ab-
rupt “pianos,” which are vital requirements here, our edition has frequently had occasion to speak.

d) A trifling delay in this measure will not only serve the better to prepare the entrance of the prin-
cipal theme, but will likewise more gracefully display the contrast in the touch of the two hands (the left
must play very «transparently.)
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a) The execution of the short appoggiaturas differs from that of the long ones only in the time - value

allowed to these graces:

b> This apparently cacophonous passage can be made to sound very well if the player does not approach
it too timidly, but (tc quote F. Wieck) “takes hold of the keys with a hearty zest?
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a) Do not yield to the temptation to haste furnished by the accompaniment, but continue counting the quar-
ter-notes. The effect of this passage should be one of tranquilization.

b) With any other fingering (e. g.: passing under the thumb on a?) it is impossible to play this passage
smoothly and connectedly.

¢) We consider the striving after different effects of shading each time that the principal theme returns(and
it returns often, it is true _ but when both divisions of a Mozart sonata, for instance, are repeated, who

would say that a change is necessary?), as a demand, which is justifiable only in the case of ingenious plays
on tone, but not in a poem like this.
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a) It is a mistake to suppose that the crescexds accompanying this transition to C requires an accelerat.

ed movement; this would produce no effect except one of unintelligible unrest. The passage ought, above

all, to sound energetic — an effect most surely attained by a firm, even execution of the successive broken
octaves in the left hand.



543

; i
P I — # i 5
A\SV 4 " 3 3 ’Ii 3 3 | | X
t I, 272 1 43 2 4 3 1 43 1 Y J
sj‘ p 9 :Sf P éf P poco slentando atempn
L . B >

FEls t e e t . crlretesy )
Fhir e e e e

- ? e o

» a
: — [ 7] PT;P ' gl i T
. ===
| o __J
/3/7_1\ —
A J— ‘Al_." . i
e e = s Tl P *
E e — T~
====ir T :
4

1

:
4
I=
‘|
,f
b

ceresce.

i
.~

|
%
ﬁ%}‘w =

\_/%:74 &# ~N

/’—-\ . :
Hout fe % £ be- £ z g i ? o .
° I ! 4 '1,'/ i T ly/ I_*[

- S —_—t erese. |- - -

. W H'_' adlj’_‘ f' - 3
- i o o o9
= L= == =+
3 . * — T

a) This passage becomes ill- sounding and grotesque only through incorrect execution. Altogether refrain
from a crescendn in the six 16th. notes, do not bind the last G# to the higher seventh F# (which one
might ir;agine as belonging to an “orchestral part” left over from the preceding full chords and not yet
set at rest), and no further occasion will remain for making the absurd “correction” G§ instead of F#,
as has been the wont of French and Belgian musicians.
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a) The Complete Edition of Hirtel copies, like all the earlier ones except that by Liszt (Wolfenbiit-

tel), the manifest misprint or slip of the pen % instead of %, as it ought to read.
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a) The ethereal delicacy which the f)erformance of this episode requires, can be taught only by liv.
ing example. Herein the “last” Beethoven is already manifested. A “pp” wholly wanting in shading
is not advisable, because the thematic reference (meas. 3 from beginning) would then escape the hearer.
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a) The tenor part bearing the melody must be strongly emphasized, and as a forfe would be unsuita -
ble, the accompaniment (both bass and soprano) is to be played very softly and transparently.

b) Even in the performance of classic works an arpeggio of isolated and consequently empty-sounding in
tervals (e.g.:the fourth and fifth) is necessary in exceptional cases.
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a) A correct smooth, and flowing execution of the following organ-point is attainable only in connection
with a thorough analysis of the melodic work. The motive is from meas. 3 of the principal theme. Spe-

cial attention should be paid to the genuine Beethovenish abbreviation in measures9 and 10, where the Ed-
itor considered it best to insert a rifardando, to make it plain to the listener.
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a) The last appearance of the theme would be apt to sound lame if _in contrast to its earlier en-
trances _ the two notes in the awffakt were not already played «a fempo.
b) This Coda is much harder to play than it looks. The main condition for the mastery of such not.

immediately obvious difficulties is, to recognize them. The motive itselfﬁ@ is not new; it is

derived from the second part of the theme:

¢) In the Editor’s opinion, this accel/erando is equivalent to an inversion of the foregoing rifardando,_
the restoration of the fempo primo after the languishing delays. The ‘“a tempo” in the last measure
but one thus merely represents the mow finished result of the “accelerando.”



