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LUDWIG VAN BEETHOVEN 

Oil portrait by Ferdinand Schimon 
During the years 1818 and 1819, while Beethoven was working on the composition of the Missa Solemnis, the 

young painter and singer Schimon asked for permission to paint his portrait, but Beethoven refused. Neverthe- 

less, upon the intervention of a friend, Schimon was authorized to install his easel and brushes in the room 

where Beethoven worked, and he was able to paint this portrait at his leisure. The only thing left unfinished, 

at this point, were the eyes. Then Beethoven, suddenly changing his reluctant attitude on the matter, in- 

vited Schimon several times to visit him during his coffee hour, and gave him every opportunity to finish his 

work. 

Licensed from, and by courtesy of, Vox Productions, Inc. 
Prepared by Murray Hill Records 

a Division of Crown Publishers, Inc. 
419 Park Avenue South 
New York, N.Y. 10016 



ABOUT THE PIANIST 

ALFRED BRENDEL was born in Wiesenberg in 1931. He began his international ca- 
reer with his appearance as a prize winner in the Concorso Busoni in 1949. He studied 
with Edwin Fischer, Paul Baumgartner and Eduard Steuermann, and today is recog- 

nized as one of the most outstanding young pianists in the world. He travels all over 

the world, making regular annual trips to the United States, appearing since 1960 at 
the Salzburg Festival, and as a soloist at the Vienna Festival. He has been soloist with 
all the major symphony orchestras in Europe, the United States, Australia and New Zea- 
land, and has performed under the batons of such distinguished conductors as Karajan, 
Ormandy, Mehta, Rosbaud, Kempe, Paumgartner, Dohnanyi, Kletzki and Keilberth. His 

repertoire is extensive, and his recordings of the complete piano music of Beethoven have 

won him the Grand Prix du Disque. 
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NOTES ON THE COMPLETE PIANO MUSIC 

VOLUME I 

Sonata No. 1 in F Minor, Op. 2, No. l 

Sonata No. 2 in A Major, Op. 2, No. 2 

Sonata No. 3 in C Major, Op. 2, No. 3 

Apart from a pretty but not especially interesting A major 
rondo, two “dry” (Bekker) preludes published as Op. 39, and 
a few inconsiderable variations in the taste of the period, no 

great solo piece by Beethoven for the pianoforte appeared 
until the Op. 2 sonatas of 1796. But from the outset, “Beetho- 

ven used resources that lay beyond Mozart’s scope” (Tovey). 
Composed in 1795 and published the following year by 

Artaria, the Op. 2 sonatas, by their dedication to Haydn, pro- 
vide, according to Nettl, “an explanation for many features in 

the working out of the sonata form.” 

Nettl proceeds to elaborate on the varied character of the 
sonatas ... “the dramatic element in the first F Minor (Side 1 
Band 1), the more lyric character in the A Major (Side 2), 
and the concert-type of virtuosity revealed in the third sonata 
in C major (Side 3). ... Under the influence of the F Minor 
Sonata by Emanuel Bach, Beethoven treated the first theme in 
a traditional manner, with no trace of the unique and coura- 
geous idea of introducing the ‘consequent’ in C minor. The 

second and third sonatas replace the minuet with a scherzo. 

The rondo of No. 2 was one of Beethoven’s favorite pieces. The 
C Major Sonata gives a clear picture of Beethoven’s ability as 

a virtuoso and reflects his manner of improvising.” 
Burk notes that “the final prestissimo in F minor of the first 

sonata of Opus 2 is its most striking movement by its impulsion 
which overrides light brilliance and foretells the storms of 
years to follow. ... The second sonata, in A major, is outstand- 

ing in the largo appassionato, typical of many slow movements 

to come, with its shadows of grandeur, its harmonic weighti- 
ness and eloquent bass, its rhetorical short chords and orna- 

mentation.” 

Sonata No. 25 in G Major, Op. 79 

“The first movement of Op. 79 is a brilliant and witty piece 
in a pianoforte style which, if not full-dress, is certainly well 

turned out,” comments Tovey in his introduction to the G 

~Major Sonatina (Side 1 Band 2). 
“The andante,” he continues, “is like the first Bagatelles of 

Op. 111: it is a beautiful piece a child can learn . . .” The 
second movement in G minor also is reminiscent of the Vene- 

tian Gondolier’s Songs of Mendelssohn with its lilting triple 

rhythm. 
The last movement is a rondo (vivace), simple and to the 

point, but with wonderfully changing accompanying figures 

throughout the movement. 

Sonata No. 4 in E flat Major, Op. 7 

It is apparent from its publication as a “grosse sonata’ that 
this work was intended as a concert piece. The first movement 

of the E Flat Sonata (Side 4) is constructed along broader 

lines and is more fully developed than any of its predecessors. 

The largo con gran espressione indicates a deeper emotional 

tone than the largo in the A Major Sonata, Op. 2. 

Of the last movements, Bekker writes: “The third move- 

ment, neutral, though described as allegro, is, on the contrary, 

absolutely new. The principal part is more intricate than the 
earlier scherzi; the motives are worked out with delicate 

art and quiet humour. The shadowy, secret and harmonious 

Minore is one of the earliest examples of Beethoven’s love of 
rhythmic tone.” | 

Sonata No. 12 in A flat Major, Op. 26 

Published in 1802, the A Flat Sonata (Side 5 Band 1), para- 
doxically enough contains not one movement in true binary 

sonata form. Instead, the work “begins with a set of five varia- 
tions, following a precedent which Mozart had set with his 
Sonata in A Major (K.331). These variations are a fine ex- 
ample of a form then much exploited by Beethoven apart from 
the Sonata. The scherzo is placed before the funeral march as 
if in correct deference to the imaginary ‘hero... . The solemn 
ceremony is dismissed by a decidedly cheerful rondo.” (Burk) 

Sonata No. 14 in C sharp Minor, Op. 27, No. 2 

Sonata Quasi una Fantasia 

“Moonlight” 

“They are incessantly talking about the C Sharp Minor 

Sonata (Side 5 Band 2, Side 6 Band 1); on my word I have 
written better ones,” remarked Beethoven to Czerny shortly 
after 1802, the publication date of the “Moonlight Sonata.” 
Curiously enough, the Op. 27, No. 2, was known as the “Arbor 

Sonata” in Vienna, word having got around that Beethoven 
composed the work while sitting in an arbor. The appellation 
“Moonlight” was provided by Rellstab, who, in describing the 
first movement, pictured a small boat in the moonlight on Lake 

Lucerne. Beethoven had never seen the Lake. 
Tovey begins his analysis in depth of the C Sharp Minor 

Sonata with the objective but poignant phrase: “Adagio so- 
stenuto: C sharp minor. Continuous melody on an enormous 

scale with elements of development and recapitulation.” It is 
likely that Beethoven entitled this sonata and the other Op. 27 
Sonata in E Flat “Quasi una Fantasia” to justify his beginning 

both works with movements other than sonata-form ones. 
The adagio is one of the most soulful pieces of music ever 

written for the keyboard and is a masterpiece of three-part 
improvisation form. An allegretto interlude follows and, in 
turn, is succeeded by a highly agitated presto. Of this move- 
ment, Burk says, “It is the first of the tumultuous outbursts of 
stormy passion which Beethoven was about to let loose through 

the piano sonatas.” : 

Sonata No. 8 in C Minor, Op. 13 

“Pathétique” 

“The Sonata Pathétique (Side 6 Band 2) like the Kreutzer 
Sonata,” states Tovey in his brilliant analysis of Op. 13, “be- 
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Title Page to the Sonata No. 14 in C sharp Minor 
This piece, which later became known as the ‘‘Moonlight’’ Sonata, was published 

in 1802, and was dedicated to Giulietta Guicciardi, one of Beethoven's young 

students. He wrete glowingly of her to his friend Wegeler, and for some time 

seemed to be quite infatuated by her. 

gins with a magnificent piece of Homeric fighting; but if we 
overestimate the tragic quality of such fighting we shall end 

. in crassly underrating the rest.” 
Bekker comments further on the title with the thought that 

“pathétique is not a programme, but a characterization of style 

which might be applied to other works composed before Op. 

Le 

“Entirely new in this sonata,” observes Nettl, “was the dra- 
matic introduction, and it is connected with the following 
allegro in such a dynamic way that it had to be partly re- 

peated before the development section, and again before the 
very end. ... The adagio is written in rondo form .. . which 

proves how interested Beethoven was in showing the new 
possibilities of this form.” The sonata terminates in a rondo: 

allegro movement in C minor. 

VOLUME II 

Sonatas Nos. 5, 6 and 7, Op. 10 

These three sonatas seem to have been worked on simulta- 

neously from 1796 to 1798, when they were published. All 
three are dedicated to the Countess von Browne, at whose 

house Beethoven was a highly respected guest. 

Sonata No. 5.in C Minor, Op. 10, No. 1 

Allegro molto e con brio 
Adagio molto 
Finale-Prestissimo 

The similarities between the openings of this sonata (Side 1 
Band 1) and Mozart’s great C Minor Sonata make one wonder 
if Beethoven had recently been studying the earlier master- 
piece, but the sudden changes of dynamics and the frequent 

rhetorical pauses leave no doubt that this is the work of Bee- 
thoven. Although Beethoven’s development was not precocious 

and concentrated in the way that Mozart’s and Schubert’s were 
(at the age that Mozart and Schubert died Beethoven had just 

come into his full powers), he had nevertheless developed 
many of the characteristics of his mature style by the time he 

was thirty. 

BEETHOVEN 

There are indications that certain short movements written 

or sketched out at the time were intended as intermezzi for 
this sonata, but Beethoven must have reconsidered, for as it 

stands it is in three classically compact movements. The open- 
ing movement contrasts a stormy first theme with smoother 

secondary themes; in the middle movement it is the first theme 
which has a sustained quality, while the alternating material 
contains dramatic downward arpeggios, florid embellishments, 
and broken rhythms. The last movement, like the first, is in 
sonata form and ends, after a quiet inverted echo of the slow 

movement arpeggios, with a melody that is an ingenious com- 

bination of the movement’s two principal themes. 
In 1795 or 1796, when the earliest of these sonatas was 

started, Beethoven was a successful man in his mid-twenties; 

he was a famous pianist, kept a horse and servant, and num- 
bered many noble and influential people among his friends. 
His fame was however virtually limited to Vienna; and even 

there he was just beginning to be known as a composer; in fact 
in 1796 he was still studying strict counterpoint with Al- 

brechtsberger. By 1801, when the Opus 28 sonata was com- 

pleted, the situation was very different. On the one hand, his 
fame as a composer was widespread, and he could boast of 

having more commissions than he was able to fulfill and a 
choice of publishers (his popularity had even been annoyingly 
confirmed by several pirated editions of pieces). On the other 
hand, he had become aware of his approaching deafness, 
which had a profound effect on his social and concert life, as 
well as on his path as a composer. On the whole, however, 
these must have been happy years for Beethoven, with his 
fame and creative powers growing by leaps and bounds. 

Sonata No. 6 in F Major, Op. 10, No. 2 

Allegro 
Allegretto 
Presto 

This is perhaps the least dramatic of the Opus 10 sonatas 
(Side 1 Band 2. Side 2 Band 1). It has no slow movement, but 
instead one of those %4 movements (of which the younger 
Beethoven was so fond) whose quality lies somewhere be- 
tween a minuet and a scherzo. The formal tightness of the 

first movement is achieved partially by having all the main 
themes begin with, and continue to feature, the interval of 
a third, either ascending or descending. Beethoven takes the 

last three notes of the exposition, which would seem to be 
comparatively unimportant since they constitute a common 

cadence formula, and uses them as the main thematic idea of 

the development, along with a triplet figuration which also 
assumes thematic functions. He really pulls a fast one, how- 
ever, when he begins the recapituation in the wrong key—D 
major; but he soon winds his way back to F major, and the 
rest of the movement is a straightforward repetition of the 
exposition. 

Beethoven became less and less content with literal repeti- 

tion (on which most classical forms are based), and although 
the second movement is in the usual minuet-trio-minuet form, 

it does not have as many literal repetitions as usual. The cus- 
tom was for both the minuet and trio to be in binary form, 
that is, having two parts, both repeated. Beethoven uses the 
exact repetitions in the first section, but in the trio he changes 
(and therefore has to write out) the repetitions. And then, 
instead of instructing the performer to go back to the begin- 
ning of the movement and play the first section again, as was 
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the custom, he writes this out at the end, again with some 
changes. The sonata closes with a zippy little movement whose 
nature is primarily contrapuntal. The main subject scrambles 

around without getting anywhere in particular, but it has fun 
doing so; it gets looked at from several angles throughout the 
nonstop movement, and it neatly rounds off this unpretentious 

sonata. 

Sonata No. 13 in E flat Major, Op. 27, No. 1 

Andante—Allegro—Tempo I—Allegro 
molto e vivace—Adagio con espressione 
—Allegro vivace—Tempo I—Presto 

This sonata (Side 2 Band 2), along with its more famous 
companion (Opus 27, No. 2, the so-called “Moonlight” Sonata), 
is designated “Sonata quasi una Fantasia.” It was completed 

in 1800 or 1801 and is dedicated to the Princess Johanna von 

Liechtenstein. 

The frequent changes of character give the work the feeling 
of a fantasy; actually, the many tempo indications listed above 
boil down to four movements, played without interruption 
and, to some extent, interlocking. The lovely opening theme, 
which is in binary form, is played three times, separated by 
two other themes also in binary form. The first of these is 
similar to the opening and in the same key, but it has a more 
even, pulsating quality. The second is not only in a different 
key, but has a different tempo (Allegro) and meter (6/8) as 
well. The next movement features violent contrasts of dy- 
namics; formally it is in the standard minuet-irio-minuet de- 
sign, although Beethoven avoids a final cadence at the end in 
order to prepare the way for the Adagio, This comparatively 
short movement, in a simple three-part form, interlocks with 
the last movement, an impetuous rondo; just before the end 
of the piece, the Adagio theme returns, followed by a very 
fast coda to the Rondo. Thus we see that although the juxta- 
position and interweaving of the sections give this work a 
fantasia quality, the sections themselves employ classical for- 
mal schemes, resulting in a piece that has the sudden contrasts 

of a fantasy without losing the balance and control of a sonata. 

Sonata No. 7 in D Major, Op. 10, No. 3 

Presto 

Largo e mesto 

Menuetto-Allegro 
Rondo-Allegro 

Here we return (Side 3 Bands 1-4) to the four-movement 
design of the pre-Opus 10 sonatas. Beethoven was from the 
beginning very much concerned with the integration of a 
work as a whole. One of the manifestations of this is the fact 
that he sometimes issued as separate pieces movements origi- 

nally intended as part of a sonata, not because they weren't 
good enough (if this were the case he would have simply 

discarded them), but because in some way they didn't fit— 
their proportions didn’t balance with the other movements, or 
their dramatic quality didn’t combine well with that of the 
other movements (omitted movements were noted in reference 
to Op. 10, No. 1, and a similar process took place with the 

“Waldstein” Sonata ). 
Another indication of this interest in an overall unity is seen 

in the many Beethoven works in which, although the various 
movements don’t actually share themes, there are nevertheless 

melodic and rhythmic motifs which run through the entire 
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GRAND PIANO MANUFACTURED BY 
THOMAS BROADWOOD (unsigned drawing) 

In 1818 Beethoven received this sumptuous instrument from the English manufac- 

turer of pianos Thomas Broadwood. The beauties of its sound and its magnificent 

power delighted Beethoven; to the end of his life it remained his dearest posses- 

sion. Affer Beethoven's death, the piano became the property of Franz Liszt. 

piece. This sonata begins with a quarter note pick-up which 
is slurred to the next note on the strong beat. Soon articulated 
pick-ups, and later pick-ups tied over to the same note, are 
introduced; and these three forms (slurred, articulated, and 

tied) occur significantly throughout not only the first move- 
ment, but the third and fourth as well. Pick-ups are not partic- 
ularly common in the slow movement except at the end, where 
they prepare the way for the next movement, which (like the 
last) begins with a pick-up. In fact the Rondo contains several 
striking similarities to the first movement, and there are very 
few measures in it that do not employ at least one form of the 
pick-up in an important way. Some of these relationships are 
subtle and not emphasized, but the unifying effect is felt even 

if the devices used to achieve it are not consciously perceived. 

“Ziemlich Lebhaft” (Klavierstiick) in B flat Major, WoO 60* 

Like the more familiar Fiir Elise, this short piece (Side 3 
Band 5) is an Albumblatt, written on August 14, 1818, for a 

young lady named Marie Szymanowski. It was first published 
in 1824 by Schlesinger in Berlin; whether Beethoven author- 
ized its publication or not is not known. A second edition the 
following year bore the title “Impromptu Composed at the 
Dinner Table,” and an edition published in 1840 bore the in- 
accurate legend “Beethoven’s last musical thought.” The ethics 

of music publishers have improved somewhat since then. 

“Fiir Elise; WoO 59 

Some researchers indicate that this piece (Side 3 Band 6) 

was originally intended for a girl named Therese and that the 

mythical Elise owes her existence to an error in deciphering 

Beethoven’s handwriting. The composition dates from 1810 and 
appears in the album of Therese Malfatti. 

* The designation “WoO” is an abbreviation for Werke ohne Opus, 

works without opus number as listed in Kinsky’s catalogue of Beethoven's 

works. Thxre are 138 works with opus numbers and 205 works “WoO 
The latter section includes both music published by Beethoven dud 

his lifetime as well as a number of items found in Ms. and pur of 

after his death. | 
. not so 
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Sonatas Nos. 9 and 10, Op. 14 

These two sonatas were published in 1799, although Bee- 
thoven may have started work on the first one as early as 

1795. They are both dedicated to the Baroness von Braun: 
she was a fine pianist and the wife of Baron Peter von Braun, 

who was Deputy Director of the Court Theaters until 1806, 
and through whom Beethoven was later asked to write an 
opera. 

Sonata No. 9 in E Major, Op. 14, No. I 

Allegro 
Allegretto 
Rondo-Allegro commodo 

This sonata (Side 4 Band 1) has the dubious distinction of 
having been arranged by the composer for string quartet. 
Beethoven would certainly have agreed with the use of the 
word “dubious,” judging by his opinion of such arrangements, 
as voiced in a letter to a publisher (Beethoven’s brother, who 
handled many of his business affairs, had made an offer to 

the publisher for some arrangements ): 

—Regarding the works to be arranged I am extremely pleased 

that you have refused them. The unnatural obsession, so com- 

mon nowadays, for arranging even piano compositions for 

stringed instruments, instruments which are so completely dif- 

ferent in all ways, should really be stopped. I strongly maintain 
that only Mozart could transcribe for other instruments the 

pieces he wrote for piano; and Haydn as well—And without 

wishing to force my company on those two great men, I say 

the same about my own piano sonatas too, since .not only 

would whole sections have to be completely omitted or changed, 

but some would have to be added; and that is where the dif_i- 

culty comes in, to overcome which one must either be the 
composer himself or at least possess the same skill and imagina- 

tion—I have only arranged one of my sonatas for string quartet, 

because I was so strongly urged to do so; and I am quite 

certain that nobody else could easily do the same thing. 

A quick glance at the piece shows why, if he had to arrange 
some sonata, Beethoven chose this one: it is short, and at least 

the first and second movements are unusually suitable because 

of the comparative absence of pianistic figurations and the 
comparative consistency (for a piano work) of a four voice 
texture. The sonata has an unruffled character (with a charm- 
ing middle movement that is exceptionally concise and well- 
balanced ); the Rondo contains the only extended loud sections 
in the work. 

Sonata No. 10 in G Major, Op. 14, No. 2 

Allegro 
Andante 

Scherzo-Allegro assai 

In the first movement of this sonata (Side 4 Band 2) con- 
trast is provided less between the two theme groups in the 
exposition than between the whole development section and 
the surrounding sections. The exposition opens with a quiet, 
liquid theme which features syncopations and is accompanied 
by broken chords; the second main theme is very regular and 
four-square, while the closing theme again has a flowing feel- 
ing. The section as a whole is predominantly quiet and has a 
subtly shifting texture—no single figuration is used for any 
great length of time. Although the development section is ob- 
viously all based on material from the exposition, it contrasts 
with the previous section in two ways: first, it is predominantly 

loud, and second, each texture or pattern tends to be used 
for a greater length of time than,it had been in the exposition, 
giving a greater sense of continuity. The movement, after a 

brief coda, ends as unobtrusively as it began. 
The Andante is a short set of variations. The theme, which 

ordinarily would be made up of two repeated parts, in this 
instance repeats only the second half, and not the first. It is 

interesting that Beethoven was sufficiently worried about the 
force of habit in the pianist to write at the beginning of the 
movement “The first part without repeats.” The last move- 
ment is a delightful cross between a scherzo with three trios 
and a rondo; it has the continuity and the elaborate transi- 

tions of a rondo, but each episode has the form and character 
of a little dance. After carrying over the accompaniment fig- 

ure of the last episode into the final statement of the main 

theme, the movement evaporates. 

Sonata No. 11 in B flat Major, Op. 22 

Allegro con brio 
Adagio con molto espressione 
Menuetto 

Rondo-Allegretto 

Finished in 1800, this sonata (Side 5 Bands 1-4) was pub- 
lished two years later and is dedicated to Count von Browne, 
to whose wife the Opus 10 sonatas are dedicated. There are 
indications that Beethoven worked especially hard on it, and 
a letter written to a publisher on “January 15 (or thereabouts), 

1801” tells us what the composer thought of this sonata and 
the B flat Piano Concerto, as well as what he thought of busi- 
ness matters: 

... I offer you the following works: a septet (about which I 
have already written you, and which also could be arranged 

for piano, thus insuring a wider circulation and greater profit 

for us) 20 ducats—a symphony 20 ducats—a concerto 10 ducats— 

a grand solo sonata (Allegro, Adagio, Minuetto, Rondo) 20 

ducats. This sonata is a fine piece of work, most esteemed 

brother. Now for an explanation. You may wonder why I have 

made no distinction here between sonata, septet, and symphony. 
The reason is that I have found that a septet or a symphony 

doesn’t sell as well as a sonata, even though a symphony cer- 

tainly ought to be worth more . . . I set the price of the concerto 

at only 10 ducats because, as I have written you already, I 
don’t consider it one of my best... 

Well, now the disagreeable business is settled . . . There ought 

to be one marketplace for art in the world, where an artist 

would only have to bring his creations and take away what- 

ever he needs... 

Ludwig van Beethoven: Pencil Portrait by 

Gustave Adolphe Hippius 
Doubts still exist as to when this portrait was drawn. Since Hippius was known 

to have been in Vienna from 1814 to 1816, the portrait dates from around that 

time. 
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The sonata begins briskly with several contrasting ideas 
(later recapitulated almost without change), followed by an 
effective development section. The highpoints of the work, 
however, are the second and fourth movements. A gently pul- 

sating repeated note figure pervades much of the Adagio, sup- 
porting long unhurried melodies which occasionally burst into 
florid passages, only to subside and float on. The Rondo starts 
innocently enough, but we soon become aware that the move- 
ment has unexpectedly large dimensions and a great variety 
of textures ranging from close contrapuntal sections to flashy 
scale and arpeggio passages. Sandwiched in between these 
two movements is a minuet which, perhaps because of the 
nature of its neighbors, is unusually straightforward and un- 

assuming. 

Sonata No. 15 in D Major, Op. 28 

Allegro 
Andante 
Scherzo-Allegro vivace 
Rondo-Allegro non troppo 

The autograph of this sonata (Side 6 Bands 1-3) bears the 
date 1801, and it was published the following year. It is dedi- 

cated to Joseph Edlen von Sennenfels, a man who was close 
to 70 years old at the time, who was an official of the Academie 

des Beaux Arts, and who does not seem to have been a close 

friend of Beethoven; the dedication is probably simply a ges- 
ture towards a man whom the composer respected. The quiet, 
flowing nature of the outer movements has caused the sonata 

to be known as the “Pastoral.” According to Czerny, Beetho- 
ven was particularly fond of the slow movement and often 
played it for his own pleasure. The third movement is a charm- 
ing, baldly symmetrical little scherzo and trio. As in some of 
the previous sonatas, there are thematic relationships between 

the first and last movements, and both movements feature the 

key-note D repeating over and over again; at the beginning 

the repetition is constant, whereas in the Rondo it alternates 
with other notes. As a whole the piece may have a pastoral 

quality, but it ends with a very uncontemplative display of 

fireworks. 

VOLUME III 

Sonata No. 16 in G Major, Op. 31, No. 1 

Sonata No. 17 in D Minor, Op. 31, No. 2 

“Tempest” 
Sonata No. 18 in E flat Major, Op. 31, No. 3 

Names make news, and Beethoven’s laconic analysis of the 

D minor Sonata (Side 3 Bands 1-3) (“Read Shakespeare's 

‘Tempest’ ”) has given the second sonata in this seta handy 
subtitle that has won for it a measure of popularity far above 
its two companions. As is usually the case, the neglect of Nos. 

1 and 3 is unjustified. 
The G major (Side 1 Band 5, Side 2 Bands 1 and 2), in par- 

ticular, is an extremely charming piece. Another aspect of 

Beethoven-analysis, along with the pigeonholing, which I tend 

to suspect is this business about the personality of particular 

keys. G major, we read, is “genial.” Yet, within the confines 

of that key, Beethoven wrote three highly disparate master- 

pieces: the subtle and introspective Fourth Piano Concerto, 

the—oh, all right—genial last Violin Sonata and this sonata. 

Here, however, geniality is only part of the story. The prevail- 

ing mood is high hilarity in the outer movements, and an ex- 
tremely “genial” slow movement (which happens to be in 

the key of C major). 
The mood is stated at the outset, in a strange little theme 

that keeps falling down on the wrong beat of the measure. 

Outwardly, the first movement is extremely regular in the 
classic sense, but inwardly it breaks every rule in the book. 
The second theme, still extremely comic in a chuckling sort 
of way, is in the wrong key: B major instead of the expected 

D. Furthermore, it refuses to stay put in B major, but flops 
continually into the minor, like a statement half-heard and 
inaccurately repeated. The development section which, the 
rules tell us, ought to begin in a new key, returns instead to 
G major, so that we are displaced for a few bars into think- 
ing that the first section is being repeated. Harmonically and 
rhythmically, Beethoven stands in this movement with one 

foot on the ground and the other in the middle of next week. 

The slow movement offers an enormous challenge to a pian- 
ist's musicianship. It is extremely long, and goes over its 
ground many times. Beethoven obtains variety primarily by 

changing the ornamentation around his simple melodic mate- 

rial, in a manner somewhat reminiscent of late baroque key- 
board figuration. To make it all come off, while preserving the 

lovely, unhurried nature of the music, requires eminent pa- 

tience on the part of the performer and the listener. Such a 

performance, however, is rich in rewards. 
The finale is a happy-go-lucky rondo which ends by poking 

fun at itself. Its principal theme has a disarming, butter- 
wouldn’t-melt-in-its-mouth quality (we will meet this kind of 

theme later in the finale of the “Waldstein,” which this sonata 

resembles in many respects). There is a second episode in the 
dominant key (the first time in this long sonata that Beethoven 
moves to the “expected” key area at the “expected” time), and 

a long quasi-developmental section in which the butter of the 

first theme turns bitter. At the coda, over a long trill (cf. once 
again the “Waldstein”) the pace quickens, the opening theme 
seems to run out of breath, and the final bar dwindles away 

with a playful shrug. 

A totally different mood pervades the second sonata of the 
series. And yet, although this D Minor Sonata has in it the 
spirit of the romantic innovator, it actually looks backward as 
well as ahead. The “tempests” of the opening movement are 
closely akin to the Sturm und Drang of some of C, P. E. Bach’s 

sonatas: the wide melodic skips, the changes of tempo, even 

the use of a passage of quasi-recitative for the piano just be- 

fore the recapitulation. 
But Shakespeare’s The Tempest is not a play about a 

storm, but a warm human fantasy. Either Beethoven did not 
know the play or his remark was meant facetiously, because 

analogies between the play and the sonata are pointless. The 
opening movement is infused with violence and the finale, too, 

is beset with murky clouds. If we must have our analogy, it 

might be found in the slow movement, although I would rather 
equate it with star-crossed lovers than with visions of a “brave 

new world.” 
What is remarkable about this sonata is its terseness. By 

contrast with the easy pace of the G Major, there isn’t a spare 
note in this piece. The opening subject of the first movement 
is set as a kind of conversation between low and high regis- 
ters, laconic whispers heard through the howling of the wind. 

The second subject is really not a theme at all, but a series of 
short ideas which sweep ahead. The development is not so — 
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much a reworking of the material as an intensification of the 

storm, and the recitative that closes it is set in a tone of agony. 
The crown of the work is the magnificent slow movement, 

as rich and profound in its emotion as anything Beethoven 
had written to this time. It is this movement which puts to 
rest any ideas that the composer could have really conceived 
these Opus 31 sonatas for harpsichord. The music is wedded 
to the piano, to its sonority and dynamic range. If any piano 
style is brought to mind here, it is that of Schumann. Muffled 
drumbeats in the bass sound an ominous note, but the sounds 

above them are warmly lyric, rising in intensity and then sub- 
siding into melodic material of exquisite poignance. 

The finale is a kind of slow-paced perpetuum mobile, set in 
motion with a steady flow of sixteenth-notes that never sub- 
sides. The mood is tragic, but not as dramatically so as was 
the first movement. What gives the music its particular qual- 
ity of sadness is the constant use of chromatic harmony; mel- 

odies seem to fall back on themselves and revolve around 
points in a cramped and restricted orbit. Again, as with the 

G Major Sonata, the movement trails off into silence at the 

end, as if we had left it, not it us. 

The E flat Sonata (Side 1 Bands 1-4) is, in some ways, the 
most classically-oriented of the three, and the one which might 
possibly go best on the harpsichord. Its textures are clear and 
bright, but there are plenty of new sounds along the way. 

The opening is somewhat reminiscent of a Mozart theme: 

a question, followed by its answer. It is a theme marked by 
strong rhythmic outlines, and Beethoven seems obsessed with 
the first rhythmic shape (dotted eighth, sixteenth, quartet) as 
an element to unify the movement. A contrasting lyrical theme, 
this time in the “normal” dominant key, heightens the classic 
feeling that the movement projects. 

But the sonata is unusual in at least one respect: it doesn’t 
have a slow movement. The second movement is a scherzo in 
duple time, a fast and playful piece full of sudden quirks in 
rhythm and harmony. The form is not that of the usual scherzo, 
however; it is a fully worked-out sonata form. What might be 
considered the sonata’s slow movement comes third, a lyric 
and graceful minuet, again with Mozartean overtones. Camille 

Saint-Saens used the trio of this movement as the basis for a 
set of variations for two pianos. 

The finale is, once again, a perpetuum mobile, and this time 

it goes like the wind. Harpsichord technique is recalled more 
than once, in the rapid crossing of hands required from time 
to time. Let no one regard this movement as a tribute to Scar- 

latti, however; the richness and adventurousness of the har- 

mony is carried out on a purely Beethovenian level. At the end, 
as in the G Major Sonata, the theme seems to giggle at itself 

in a series of stops and starts. This is, of course, an extremely 

common Beethoven trick, as witness the finales of the Second 

and Fourth symphonies. 

Sonata No. 22 in F Major, Op. 54 

Following the splendid Op. 53, Beethoven essayed a simpler 
form of expression, and this little work in F (Side 2 Bands 3 
and 4), unjustly neglected by pianists, returns us somewhat to 
a more formal language. Like the “Waldstein,” however, it has 

but two movements. The first is, of all things, a minuet with 
trio. The first section begins with a whimsical theme which, 
as Tovey puts it, “cannot get through four bars without a full 
close, and prefers to sit down after two.” Quite a different sort 
of theme, you see, from the broad arch that begins the “Wald- 

BEETHOVEN 

stein.” There is a trio, unusual in that it cannot sit down on 

any one key, but drifts all over the map. The minuet repeats, 
followed by a second allusion to the trio, somewhat varied, 
and the opening section returns again in a somewhat altered 
form. | 

If the opening theme keeps falling on its face, the finale does 
just the opposite. It is, once again, a perpetuum mobile, with 
a contrapuntal subject somewhat reminiscent of the one in the 
finale of an earlier F Major Sonata, Opus 10, No. 2. If any verb 
applies to the pace of this movement, it is “scamper.” At the 
end the pace gets even livelier, and the final page reads like 
one huge sneeze. 

Allegretto in C Minor, WoO 53* 

Composed in 1796, this movement (Side 3 Band 4) was 
found in the same notebook as the last movement of the So- 
nata Opus 10, No. 1, and may have been originally planned 
to be one of the movements of one of the three sonatas in that 
set. It was not published until 1888 when Breitkopf and Har- 
tel brought out the supplementary volume of the Gesamtaus- 
gabe. 

Six Ecossaises, WoO 83* 

These short dances (Side 3 Band 5), all in E flat major, are 

of uncertain date. Some musicologists feel that they may be 
half of the set of écossaises published in orchestral form in 
1807 but since lost; others assign them to 1822-23. In any 

event, their first modern appearance was in the supplementary 
volume to the Gesamtausgabe in 1888. The first and fourth 
dances are 24 measures long, the others 32 measures; they all 

have the characteristic Scotch snap. 

Sonata No. 21 in C Major, Op. 53 

(Dedicated to Count von Waldstein) 

“Waldstein” 

Only two years separate this sonata (Side 4 Bands 1 and 2) 
from those of Opus 31, but they were the years of the “Eroica,” 
the “Kreutzer” Sonata and the first draft of Fidelio. The 
composer, in other words, had done a lot of hard thinking, 
and his new views on the craft of composition show very 
clearly in this magnificent sonata. Even the dedication shows 
something new; Ferdinand von Waldstein (1762-1823) was no 
Viennese nobleman who might slip the composer a few ducats, 
but an old friend from Bonn who was also himself a musician. 
While still in Bonn in 1791, Beethoven composed a set of vari- 
ations on a tune by Waldstein. , 

From every standpoint, this sonata is a remarkable work, as 
revolutionary in the history of the piano sonata as the “Eroica” 
was among symphonies. The language is new from that very 
opening passage, that long strummed chordal opening that 
seems to come out of the clouds. This is not merely the intro- 
duction; it is the theme, and it occupies a vast and spacious 
time-scale. The sonata, as a whole, is not long, but it has a 
spaciousness and scope about it that place it on a par with 
the “Eroica.” 

Like the Op. 31, No. 1, Sonata, the “Waldstein” is built out 

of unusual key relationships. It bends over backwards, in fact, 
to avoid the standard tonic-dominant relationships of classic 

* The designation “WoO” is an abbreviation for Werke ohne Opus, 
works without opus number as ]isted in Kinsky’s catalogue of Beethoven’s 

works. There are 188 works with opus numbers and 205 works “WoO.” 
The latter section includes both music published by Beethoven during 
his lifetime as well as a number of items found in Ms. and published 
after his death. 
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formal practice. The second group is in the key of E major, 
a key quite remote from the tonic of C. Relationships of this 
proportion (between keys separated by the interval of a third) 
are extremely common in romantic forms, but unheard-of in 

forms before Beethoven. 
Other practices in this sonata look ahead, too. The constant 

vacillation between major and minor (which we also found in 
Op. 31 No. 1) become an integral part of the language here. 

Originally, Beethoven had planned a long and elegant slow 
movement for the sonata, a lovely andante in F major, but 
one rather ordinary by the standards of the other two move- 
ments. Second thoughts showed him a better way, however; 
he published the original slow movement separately (entitled 
“Andante Favori”) and substituted a long and somber slow 
introduction to the finale. Thus, the sonata is really in two 

movements as it now stands. 

The slow introduction is, again, of a vast scope: a full- 
blooded romantic vision. It prepares us not at all for what 
ensues, for the finale is a piece full of high spirits and tender 
geniality. Its opening theme is a lyric song; if it had a text, it 
would be about trees or fishermen. Ensuing passages (in keys 
which again stress third-relationships) introduce passing 
storms, but the-ending is bright and hilarious. The similarity, 
once again, between this movement and the finale of Op. 31, 
No. 1, has already been noted; one begins to wonder, in fact, 

if the latter sonata did not serve Beethoven as a proving 
ground for this magnificent piece dedicated to Count Wald- 

stein. 

Sonata No. 23 in F Minor, Op. 57 

(Dedicated to Count Franz von Brunswick) 

“Appassionata” 

The title “Appassionata” was applied to this work (Side 5 
Bands 1 and 2) by its publisher, probably without the compos- 
ers consent. It is an unusual title of its genre, however, be- 

cause it happens to apply. This is, indeed, an impassioned 
work; the fact that its title has brought it an unusual degree 
of popularity does not in the least undermine its power or its 
stature. 

In its broad formal outlines, this is a more “normal” sonata 

than any in the series so far. The first and last movements 
follow a clear sonata-form pattern, and the slow movement 

is a set of simple variations on a simple tune. 
But within the classic framework, Beethoven works a world 

of miracles. The opening movement is built, in the classic way, 
out of strong contrasts: a rhythmically marked, motivic open- 
ing theme and a flowing subsidiary theme. But the contrasts 
of mood, the sudden changes, the pauses followed by the tor- 
rents—all these give a new dimension of intensity to the classic 
form. The piano scoring itself is rich and sonorous, with the 
second theme especially beautifully scored in what might be 
called the “cello register” of the piano. 

Sonority is also at the heart of the slow movement: in the 
theme itself, and in the way the simple, classic variation- 
figures trail quiet clouds around it. At the end there is a 
masterstroke of sonority: a jabbing dissonant chord that leads 
without pause to the finale. 

In strict classic usage, a piece in the minor mode is “re- 
solved” by a happy conclusion. Beethoven does, at least, break 
this mold. The finale of the “Appassionata” is an even sterner 

Manuscript Page of Sonata No. 23 in F Minor 
The first manuscript page of the ‘““Appassionata.”’ The top-right corner of the page 

has been cut off. Perhaps Beethoven's signature appeared here and was removed. 

It is interesting to note that the publisher, not Beethoven, titled this piece 

‘‘Appassionata.”’ 

tragedy than the opening movement. Not until the late quar- 
tets, Opp. 131 and 132, did Beethoven again write tragic finales 

of the stamp of this one. At the end there is a remarkable 
stroke of drama, a new theme in faster tempo for the coda; it 
passes across the scene like a desolating wind. 

Sonata No. 26 in E flat Major, Op. 8la 

(Dedicated to the Archduke Rudolph) 
“Les Adieux” 

The recipient of the dedication was, like Count Waldstein, 
a musician of some talent; he was, in fact, a pupil of Beetho- 

ven. A strong friendship grew up between the two men, and 
this sonata (Side 6 Bands 1 and 2) celebrates it. Beethoven 
himself gave the work its title, “Les Adieux, l’absence et le re- 

tour.” This inscription has been misinterpreted by the roman- 
tic-minded, but the sonata is no love-poem. It is simply an 
expression of the sorrows at the parting of friends, and the joys 

of reunion, and is a thoroughly manly work throughout. 
The opening movement is dominated by a three-note motto, 

stated immediately in the slow introduction. It forms the sub- 
stance of the subsidiary theme, appears in a richly harmonized 
version in the development, and again forms the substance 
of the coda. In this coda, by the way, the theme is played off 
against itself in a close and crabbed counterpoint that sets up 
what were for Beethoven’s time some unusual harmonic 
clashes. Nineteenth century editors have taken the liberty of 

“correcting” this passage, to their disgrace. 
The slow movement is rhapsodic and charged with a gentle 

melancholy. A long cloudy succession of themes emerges, wist- 
ful and dreamlike. At the close there is an eruption, a shaking 
of fists against the empty horizon; suddenly, however, the 
friend returns and is greeted with a whoop of joy. 

The finale follows immediately, a happy conclusion replete 
with what almost sound like hunting-horn figures. It is an ex- 

tremely rich and subtle movement, with particularly complex 
contrapuntal passages in the development. At the end Beetho- — 
ven, using one of his oldest tricks, slows down the thematic 

substance to a standstill, which is dispelled by another final 

whoop. 

29 
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Sonata No. 27 in E Minor, Op. 90 
(Dedicated to Count Moritz von Lichnowsky) 

Five years separate this sonata (Side 6 Bands 3 and 4), com- 
posed in 1814, from “Les Adieux.” Beethoven had begun what 
was, for some of his friends, a rather fallow period. From 1814 
until 1823 he completed no large-scale orchestral pieces, but 
devoted his efforts mostly to songs and pieces of smaller com- 
pass. : 

Rather than fallowness, this period could really be regarded 
as one of experimentation and rethinking. The spirit of roman- 

ticism became strongly kindled in Europe at this time, and 
the inward, introverted love-poem replaced the epic. By 1814 
the young Franz Schubert was composing his first songs, cap- 
turing a new essence that must have been very much in the 

Viennese air. 

PRES, Beg BF Tie 

Title Page to Sonata No. 27 in E Minor 
This sonata was completed in 1814 and first published in 1815. It is dedicated to 

his patron, Count Moritz Lichnowsky, upon his engagement. 

Beethoven undoubtedly felt it, too. The Opus 90 Sonata is 

a romantic work in every sense of the term: inward, subtle, 

pathetic and tender. It seldom raises its voice. Yet, even 

through the long, tender and charming second movement, the 
composer seems to be mingling his laughter with—if not tears, 

at least a deep sigh. 
Like the “Waldstein” and Opus 54, the sonata contains but 

two movements. This time, however, the second movement is 

the slower of the two. Once again, Beethoven here approaches 

what constitutes completeness from an original and unclut- 

tered viewpoint. 
The opening movement is remarkable for its terseness. Some 

of its subject matter aetually seems to overlap itself, in its 

haste. And, as in the first movement of “Les Adieux,” these 

overlaps create harmonic clashes that must have been ex- 

tremely vexing even to Beethoven's brainiest friends. To his 

patron, Count Lichnowsky, Beethoven described this move- 
ment as “a contest between head and heart.” Although the 

movement follows the outlines of the classic sonata form, the 

feeling is of continuity and sweep from beginning to end, a 

singleness of expression that is also part of the romantic mu- 
sical concept. 

The terseness of the opening movement gives way in the 
second movement to the most genial kind of rambling dis- 
course. The movement is a loosely constructed rondo, but each 

of the sections is gigantically extended. There is good reason 
for this, since the material out of which each section is built 

is so intensely song-like in its nature that curtailment is im- 
possible. One returns, in this totally lovable movement, to the 
mood of the composer’s brookside strolling. Discursive? Of 
course. Overlong? That is up to the performer. It doesn’t really 

contain a spare note. 

VOLUME IV 

Sonata No. 28 in A Major, Op. 101 

1. Allegretto ma non troppo 
2. Vivace alla Marcia 
3. Adagio ma non troppo, 

con affetto; Presto 

(Beethoven’s original markings were in German: 
Etwas lebhaft, und mit der innigsten Empfindung. 
—Lebhaft. Marschmassig, —Langsam und sehnsuchtsvoll. 
—Geschwind, doch nicht zu sehr; und mit Entschlossenhei. ) 

Another time lag, this time two years, intervened between 

the Op. 90 and the Op. 101 (Side 1 Bands 1 and 2)—first of the 
“great five” last sonatas, composed in 1816. Paul Bekker has 
made the point that “Beethoven brought the fruits of his ex- 

perience in orchestral and chamber-music to bear upon the 
pianoforte, the last sonata-poems for the solo instrument re- 
sulting therefrom.” So that the Op. 101 is, in effect, a fantasia- 

sonata. 

This is at once apparent in the composer’s expression mark- 
ings, which translate in turn “with deeply felt emotion,” “like 
a lively march,” “yearning,” and “with determination (or res- 

olution ).” Bekker feels that these designations “render any 
further attempt at elucidating the work superfluous,” and he 
may be right. But one is tempted to note that in this piece 
Beethoven began to exceed the limitations of sonata form, to 
bring in contrapuntalism via canon and fugato, and without 
relinquishing lyric elements to postulate a whole new world 
of expression encompassing both the majesty of symphonic 

thought and the intimacy of chamber music. 

Sonata No. 19 in G Minor, Op. 49, No. I 

Sonata No. 20 in G Major, Op. 49, No. 2 

1. Andante 
2. Rondo (Allegro ) 

1. Allegro ma non troppo 
2. Tempo di menuetto 

The consensus is that these (strictly speaking) sonatinas 
were composed in 1796, notwithstanding the deceptively high 
opus number. One of Beethoven’s brothers sent the pair of 
them to a publisher without permission; otherwise they might 

never have found their way into print when they did (1805) 
because by this time the composer had progressed light-years 
beyond them aesthetically and he was inclined to be scornful 

of his earlier works. Both of these charming miniatures are in 
two movements. The one in G minor (Side 1 Bands 8 and 4) is 
especially delightful, and neither is very difficult to play. A 
certain musicological interest attaches to the Rondo theme in 

No. 2 (Side 2 Bands 3 and 4) because it was used again later in 
the Op. 20 Septet. 
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Sonata No. 30 in E Major, Op. 109 

1. Vivace ma non troppo; Adagio 

ES Pressivo 

2. Prestissimo 

3. Variations 

Beethoven’s Boswell, Anton Schindler, knew that even 

Beethoven had his limitations. When the composer heard that 
his invention was flagging, that he was “written out,” he told 
Schindler: “Wait a while; you'll soon learn differently.” Schind- 
ler then reports: “Late in the Fall (1820), returned from his 
summer sojourn in Médling, where like a bee he had been 
engaged busily in gathering ideas, he sat himself down to his 

table and wrote out the three sonatas Op. 109 (Side 2 Bands 
1 and 2) 110, 111 ‘in a single breath,’ as he expressed it in’a 
letter to Count Brunswick . . .” To his credit Schindler was 
dubious about the “single breath”; if he had fallen for Beetho- 
ven’s little joke on this occasion it would be impossible to lend 
credence to any of his reports. But the Op. 109, at least, was 
set down in 1820. The Op. 110 followed in 1821, the Op. 111 
in 1822. What makes them different from all those that came 
before? The reply is disarmingly simple—the composer's pre- 
occupation, manifest in an astonishing number of German and 
Italian instructions on the autograph manuscript, with the ex- 
pression of feeling, with the performer’s understanding pre- 
cisely what was wanted from beginning to end. The reader 
will have to turn elsewhere for a précis of this work’s incred- 
ibly skillful unfoldment; suffice it for our purposes to say that 
the fantasia-like opening movement conceals its compactly 
perfect form most felicitously. The restless Prestissimo may 
have some meaning that eludes me, but I like to think of it 
as an introduction to the beautifully singing example of “de 
la musique pure” that is the theme-and-variations. 

Eleven Bagatelles, Op. 119 

First published in 1822, this set of bagatelles (Side 3 Band 
1) has earlier origins. Some of the pieces in Beethoven’s note- 
books have been traced back as far as 1800-04, especially the 
first five in the set. However, Beethoven did not allow his 

work of two decades previously to go unimproved and uned- 
ited off to the press. The extant autographs were carefully 
written out, and the musical material was more sophisticated 
in its design than the initial notebook sketches. Like the baga- _ 
telles in Opp. 33 and 126 these have never lost their charm or 

interest for the pianist, furnishing as they do insight into the 
workshop of a master. The eleven bagatelles are marked as 

follows: 

Allegretto—G minor 
Andante con moto—C major 

. aU Allemande—D major 
Andante cantabile—A major 

Risoluto—C minor 
Andante-Allegretto—G major 

_ Allegro, ma non troppo—C major 

Moderato cantabile—C major 
Vivace moderato—A minor 

Allegramente—A major 
. Andante, ma non troppo—B flat major 
SO MAD WS wpe 
a bd 

Sonata No. 29 in B flat Major, Op. 106 
“Hammerklavier” 

1. Allegro 
2. Scherzo 
3. Adagio sostenuto 
4, Largo; Allegro risoluto 

(Fuga a tre voci) 

The gift of a superb six-octave Broadwood probably had 
nothing to do with the subtitle (which is but the German 

equivalent of “pianoforte”). Surely, however, that instrument 

had much to do with the massive dimensions of this work, 

which occupied Beethoven at frequent intervals during 1818 
and 1819. Bekker calls it a “battle song”; Scott compares it to’ 

“the statements of an astronomer about the universe.” Both 

views have some merit. The “Hammerklavier” (Side 3 Bands 2 
and 3, Side 4 Bands 1 and 2) does begin in an atmosphere of ti- 
tanic conflict and it does close with a jubilant air of victory, 
and in between there is a slow movement that Bekker describes 
(somewhat laboring his analogy, I think) as “the apotheosis 

of pain, of that deep sorrow for which there is no remedy .. . 
the immeasureable stillness of utter woe.” What the composer 
does musically with his material is, unquestionably, a colossal 
intellectual achievement, and one that hardly lends itself to 
labels. No one, not even Beethoven himself in the three mag- 

nificent sonatas yet to come, ever has surpassed the Op. 106 
in terms of piano expression per se. His conquest of the fugue 

for sonata purposes, also, was now complete. Where could he 
go from here? The answer was soon to be forthcoming. 

Sonata No. 31 in A flat Major, Op. 110° 

1. Moderato cantabile, molto espressivo; Allegro molto 
2. Adagio ma non troppo: Fuga 

Once again the emphasis is on song-like expression. What 

one writer describes so aptly as “the heavenly relevance” of 

the Op. 110’s (Side 5 Band 1) myriad details is all there for 
the student to discover or for the expert to expatiate on, but 
in the end it is the work’s glorious beauty (radiance, glow— 
what word fits the ineffable?) that lingers in tender memory. 
There is no “mood” as such until the slow movement, where 

a very touching, very human kind of melancholy obtrudes, 

only to be dispelled and supplanted, at the end, by an affirma- 
tion that Beethoven alone could make so positive, so persua- 

sive, so perfect. 

Sonata No. 24 in F sharp Major, Op. 78 

1. Adagio cantabile 
2. Allegro vivace 

For five years Beethoven had composed no piano sonatas. In 

1809, he composed three—the Op. 78 (Side 5 Bands 2 and 3), 
79, and 81A. This one, then and later, was a favorite of his, 

and small wonder. Marion Scott describes it succinctly as “one 
of the most subtly lovely things Beethoven ever wrote.” Sir 
Donald Francis Tovey, who never shrank from analysis, con- 
cluded that the subtleties belong to those matters which the 
listener “can understand perfectly so long as you don't ex- 

plain.” Those who may want to ponder the riddle of Beetho- 
ven’s “Immortal Beloved” are invited to infer what they will 
from the fact that this work is dedicated to the Countess 
Therese von Brunswick, who is invariably mentioned as a 

candidate. 
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Sonata No. 32 in C Minor, Op. I11 

1. Maestoso; Allegro con brio ed appassionato 
2. Arietta 

Like the last quartets that were still to come (some would 
add Ninth Symphony, Missa Solemnis, and the “Diabelli” Vari- 
ations), the Op. 111 (Side 6 Bands 1 and 2) is at once a musical 

testament and a philosophical statement. To do it proper jus- 
tice would require many thousands of words or else silence. 
Artur Schnabel said of the introduction: “In the strength and 
certainty, the severity and sublime loneliness of the Maestoso, 

one feels the detachment of the mature master, the all-em- 

bracing, dynamic faith of the free being.” Freedom, yes—but 
from what? Not merely from the restrictions of form; Beetho- 
ven had thrown off those chains long since. Then what? The 
Arietta provides an answer: perhaps it is freedom from this 

vale of tears. For this music does transport us to some other- 
worldly realm, to “the farthermost stage of human achieve- 
ment,” as Konrad Wolff put it so simply and well. Bekker says 
of the closing pages that the theme is “increasingly spiritual- 
ized, dematerialized. High notes call up a vision of ideal un- 

approachable heights, the accompanying rhythms flow along, 
sweeping, harp-like; high above all, a trill suggests the glitter 
of stars, while among them all runs the melody like a silver 
thread—the thread woven between earth and heaven by the 
aspiration of a great soul.” I am humbly content to let that 
be the last word. 

VOLUME V 

Polonaise in C Major, Opus 89 

Beethoven composed this polonaise (Side 1 Band 1) in De- 
cember, 1814, at the suggestion of his friend Dr. Andreas Ber- 
tolini, who advised him to seize the occasion of the Congress 

of Vienna for writing in this then-popular dance form and ded- 
icating it to the Empress Elisabeth of Russia. According to the 

story, Beethoven was reluctant to do so, but finally sat down 

at the piano and played several possible incipits, asking Dr. 
Bertolini to choose the one he liked best. The polonaise which 
he developed proved to be a fine bravura piece posing many 
technical difficulties. It was published in March, 1815. For 
some obscure reason this polonaise has been neglected by 

pianists—undeservedly so. 

15 Variations with Fugue on a theme from “Prometheus,” Op. 

35, called “Eroica.” This theme (Side 1 Band 2) from the bal- 
let “Prometheus,” written in the previous year, is also the foun- 

dation of the finale of the “Eroica” Symphony. The opus 
number shows that Beethoven attached the same extreme 

importance to it. Only the bass of the theme is heard four 
times : first uncovered, then with two, three and four other 

parts; finally the theme is heard in its entirety. This is to re- 
affirm that the day of the purely ornamental variation is past 
and to underline, at the same time, the architectural structure. 

After variations on the theme and on the bass, a very elaborate 
largo introduces the Fugue. Its subject is the bass, but the 
theme soon interrupts it with a much freer lyrical effusion. 

7 Variations on “God Save the King.” 5 Variations on “Rule 

Britannia.” These two series (Side 2 Bands 1 and 2), whose des- 
tination is unknown, date from 1803. They are thus contem- 
poraries of the “Kreutzer” Sonata and, paradoxically, of the 
“Eroica” Symphony. For in 1813, having got over his enthusi- 

asm for Napoleon and celebrating instead Wellington’s victory, 

it was to be precisely the two themes that Beethoven would 
develop in “La bataille de Vittoria,” by contrasting them with 
“Marlborough s’en va-t-en guerre”! Both are less ambitious 
than the two preceding ones and, as already mentioned, look 
towards the past. Nevertheless the first series is a success, with 

its supple minor variation and its march. __ 
12 Variations on a Russian dance from Wranitsky’s ballet 

“Das Waldmadchen.” The three variations in the minor key 
have a picturesque interest. The finale develops in various 

tones. Technically, the work is more difficult (Side 2 Band 3). 
6 Variations on an original theme in F, Op. 34. “As these 

Variations obviously differ from my earlier ones, I ought to 
. . include them amongst my great compositions, all the more 

so since the themes are my own,” Beethoven himself tells us 
that he has started a new page. Each variation develops in a 
different key and tempo. Each one has its own peculiar char- 

acter (the minuet of the 4th, the march of the 5th). Far from 
being useless virtuosity, this work is both experimental and 
poetic (1802) (Side 3 Band 1). 

A View of the Church at Heiligenstadt 
The summer of 1802, which Beethoven spent:in the country at Heiligenstadt, was 

one in which he completed several works, including the Six Variations for piano, 

Op. 34, and the ‘‘Eroica” Variations, Op. 35. In the fall, before his return to 

Vienna, Beethoven also wrote a confession that was found among his papers 

after his death. This ‘‘Heiligenstadt Testament’ revealed his agony and despair 

over the continued loss of his hearing. Painting by L. Janscha 

32 Variations in C minor on an original theme. Once again, 

this is an example of a great fresco, the construction of a 
genius on the eight simple bars of the theme. Only the har- 
monic structure is retained, thus allowing every instrumental 
and theoretical combination. But, in addition to this organic 
aspect, it must be stressed that each episode forms a whole, 
either in itself or in relation to the preceding or following 
variation, There is considerable virtuosity, but it is no longer 

aimed only at elegance, rather is it one more difficulty to be 

overcome in a grandiose combat (Side 3 Band 2). 
6 Variations on a theme from the “Ruins of Athens,” Op. 76. 

The variations are earlier than the work from which the theme 
is taken. Their simplicity is disconcerting after the monumen- 

tal pieces we have just heard. A certain triviality is apparent, 
but it is possible that this little composition had a humorous 
origin (Side 3 Band 3). 

7 Variations on the Quartet “Kind willst du ruhig schlafen” 
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from Winter’s opera Das unterbrochene Opfefest. 10 Varia- 

tions on Falstaff de Salieri’s Air “La stessa la stessissima.” 8 

Variations on Sussmaur’s theme “Tandeln und Scherzen.” This 
group of works dates from 1799. The long theme of the first 
(Side 4 Band 1) inspired an extensive finale, which is impro- 
vised and most interesting. Salieri’s inconsistent and disjointed 
theme introduces an admirable piece of composition : each 
variation adds another touch to the final unity of its portrait. 
There is little virtuosity, for they were dedicated to a pupil, 
the Countess von Keglevics (Side 6 Band 1), as were the 
Fourth Piano Sonata and the Variations Op. 34. The Susmayr 

(Side 5 Band 2) variations break away, for the first time, 
from the strict tonal framework (the variations in the related 

minor key, linked to the following one, in B flat). 
24 Variations on Righini’s Air “Venni Amore.” The first vari- 

ations with which we are concerned date from 1791. One can 
hardly find any work worthy of mention at this time, apart 
from the “Chivalrous Ballet.” It is rather difficult to get an 
idea of this work from the historical point of view, for it was 
published for the second time in Vienna ten years later, and 
it appears that Beethoven revised it somewhat on this occa- 

sion. Righini’s theme is a little thin and one is forced to ad- 
mire what the young Beethoven managed to get out of it, 

twenty-four times over (Side 4 Band 2)! There are several 
outstanding features which announce the future Beethoven 
(as he was to be in 1801, no doubt!) : the restless divisions 
of the 14th variation, the sudden modulation in the Finale and, 

above all, the progressive rallentando of the exposed theme in 

longer notes leading up to a sober conclusion. 

9 Variations on the Air “Quant é piu bello” and 6 Variations 

on the duet “Nel cor piti non mi sento” from Paisello’s La 
Molinara 1795. The first two years at Vienna did not see the 
birth of many works. The social world monopolized Beetho- 
ven : lessons for the Viennese aristocracy, salons, opera. On 

the 24th June he heard Paisiello’s opera. La Molinara;, the lady, 
whose guest he was, asked him to write variations on the 

duet (Side 5 Band 1). Written, apparently, during the night, 
they are technically simple and have no other pretention than 
their charm; Beethoven, however, published them. The varia- 

tions in A (Side 6 Band 3) are less charming, perhaps because 

the theme is less interesting. 
13 Variations on Dittersdorf’s Air “Es war einmal ein alter 

Mann.” This work must have been written at about the same 
time as the previous one, but it does not seem to have been 
revised, It has, however, greater unity of style and the results 
come nearer to realizing the intentions (Side 5 Band 3). The 
spirit of the opera is maintained throughout with a spontaneity 

which must correspond well with Dittersdorf’s singspiel Little 

Red Riding Hood. These variations are based entirely on the 
melody, but the work has a gay, simple charm culminating in 

the finale, a march which is a successful alternative to the 

usual display of virtuosity. 
The 6 Easy Variations on a Swiss Air are only of didactic 

interest (Side 6 Band 2). 
6 Variations on an original theme in G, This is a sort of 

little, unpretentious masterpiece (Side 6 Band 4). At the time 
of the First Symphony and the first Quartets, Beethoven knew 

how to be short, simple and moving. 
8 Variations on Grétry’s Air “Une fiévre brilante.” Written 

to be performed by himself, they are more brilliant (Side 6 

Band 5). You will like the chromaticism of the second varia- 

tion and the simplicity of the variation in the minor key. Writ- 

ten in 1798, at the same time as the Second Concerto. 

VOLUME VI 

Thirty-three Variations on a Waltz by Diabelli, Op. 120 

In 1822-23 the publisher Diabelli conceived the idea of a 

quasi-patriotic publication in which all the important com- 

posers of Austria should write a variation or so on a theme of 

his own devising. Some 51 composers participated, including 

Beethoven, Schubert, and Liszt (then 11 years old). The 

theme was a banal waltz-like affair in two equal sections, 

each 16 bars long. To the average eye it has no distinction, 

and we shall always wonder at the stroke of creative genius 

which made Beethoven lay aside his sketching of the Ninth 

Symphony to send off a piece for Diabelli’s Vaterldndische 

Kiinstlerverein (Side 1 and Side 2). But Beethoven saw pos- 

sibilities in the theme that no one else had the wit to grasp. 

Diabelli was indeed astonished when, after some delay, he re- 

ceived not a single variation but a huge volume filled with 

thirty-three variations, a logical structure of great complexity. 

Tovey calls it “the greatest set of variations ever written,” and 

we must credit Diabelli with the good sense to see its unique- 

ness. In his publisher’s puff he wrote, “We present here to the 

world Variations of no ordinary type, but a great and impor- 

tant masterpiece worthy to be ranked with the imperishable 

creations of the old Classics—such a work as only Beethoven 

_ and no other can produce. The most original structures 

and ideas, the boldest musical idioms and harmonies are here 

exhausted: every pianoforte effect based on a solid technique 

is employed, and this work is the more interesting from the 

fact that it is elicited from a theme which no one would other- 

wise have supposed capable of such a working-out .. . All 

these variations, through the novelty of their ideas, care in 

working-out, and beauty in the most artful of their transitions, 

will entitle the work to a place beside Sebastian Bach’s famous 

masterpiece in the same form... .” 

Indeed the “Diabelli” Variations stand beside Bach’s “Gold- 

berg” Variations as the greatest achievement in variation form. 

In the “Goldberg” Variations Bach deprived himself of the re- 

sources available from taking the melody of the theme as a 

guiding principle, thereby gaining an independence in me- 

lodic matter which enabled him to attain far more variety and 

expanse. Beethoven made no such sacrifice. He took advan- 

tage of both the melody, trivial as it was, and, reducing the 

theme to its melodic, harmonic, and rhythmic elements, suc- 

ceeded in fusing them all into a set of variations of incredible 

analytic profundity. In addition to the analytic aspects, Bee- 

thoven enlarged upon the dimensions of his musical material 

so that the “Diabelli” Variations are properly called “amplify- 

ing variations.” He was able to extract every last bit of musical 

substance, explore every facet, and penetrate in depth the 

underlying essence of the theme. 

The plasticity of the theme lies in its neutral melodic char- 

acter, its simple, even basic harmonization, and its manage- 

able rhythmic figures. The exploration and manipulation of 

these elements constitute the high intellectual drama of the 

variations, and it is largely for this reason that the work has 

been an acknowledged masterpiece since its publication. 

Certain variations stand out and merit special comment. No. 

22 is Beethoven’s demonstration that the theme has elements 

in common with Leporello’s aria, Notte e giorno faticar, from 
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the beginning of Mozart’s Don Giovanni, and Beethoven 
makes the most of its broad humor. Nos. 24 and 32 are fugues, 
very strict fugues at that if one interprets textbook rules liter- 

ally (as they need not be); to his contemporaries Beethoven 
may have seemed to break rules—two very obvious pairs of 
consecutive octaves in No. 24 and some consecutive fifths in 

No. 32, but Beethoven was not to be constrained by academic 
balderdash, Variations 6, 16, 17, and 23 are the so-called “bril- 

liant” variations, demanding as they do the utmost in a per- 
former’s technique. However, Tovey writes that “the ‘brilliant’ 
pianists were probably more astonished than gratified to find 
the difficulties of the rapid variations were not made for the 
express purpose of redounding to the players honour and 
glory, but were simply the outcome of ideas that had to be 
executed in the best practicable way, whether that way hap- 
pened to be difficult or not.” Variation No. 30 is a striking 
andante which begins in C minor, modulating to the “Phry- 
gian” key of D flat, a startling effect in Beethoven’s day. 

One of the most effective aspects of the “Diabelli” Variations 
is the sequence of movements, the most obvious and most dra- 

matic example being the progression through three long, elab- 
orate variations in minor keys (Nos. 29, 30, and 31), the last 
being the most elaborate, gathering a cumulative tension 

which is finally released in the heroic fugue (Variation No. 
32) in E flat. The last variation is quiet, as though all strife 
had been spent in the fugue. Beethoven is one of the few com- 
posers who knows how epics end. 

Rondo in B flat for Piano and Orchestra 

The Rondo in B flat Major (Side 3 Band 1) is something 
of a mystery, in that it is difficult to account for its existence. 
The easy explanation is that it was intended as an alternate 
to the finale of the B flat Concerto. The trouble with this the- 
ory is that there is no evidence that Beethoven ever had such 
an intention. Also, the Rondo shows an earlier style than the 
concerto. A possible explanation is that the Rondo is actually 

the original rondo of the concerto and was disposed of by Bee- 
thoven because it was too early in style to fit the concerto’s 
more advanced idiom. As to whether this is the case or not, 

it,is difficult to say. The pianist Czerny finished the sketched- 
in cadenza which Beethoven had failed to finish himself, and 

until now that version has been used whenever the piece is 
played. For this recording, Mr. Brendel went to the original 
manuscript in the Gesellschaft fiir Musikfreunde and reworked 
the cadenza to approximately what it would have been origi- 
nally. Thayer, in his monumental Life of Beethoven, devotes 
considerable space to the controversy surrounding the Rondo. 

The interested listener is urged to refer to Volume I, pps. 

223-224 of the work. 

Piano Concerto No. 1 in C, Op. 15 

It is often said that Beethoven owed a great debt in his eazly 
works to Mozart. But to his teacher, Haydn, he owes a far 

greater debt. This is particularly true of the first concerto 
(Side 3 Band 2, Side 4 Band 1). The military pomp which 
bubbles forth in the first and third movements is reminiscent 
not of the severe originality of the late Mozart concerti but 
of Papa Haydn’s merry pranks. 

The C Major Concerto can be enjoyed on two levels. First, 

it is a piece of pure enjoyment, and second, it is an important 

step in Beethoven’s development. 
The first movement—which is marked Allegro con brio— 

opens up with a neat and soft Bugle Call which leads directly 

to a similar passage in forte. Undulations from the strings and 
a second subject in the remote key of F minor appear, and 
then go through other key changes in constantly rising se- 
quence. More Bugle Calls now—even more markedly martial 
—and the piano enters and works upon the Bugle Call and the 
second subject. The entire movement becomes looser with 
each moment and about halfway through, comes a moment 
of swift runs on the piano over low orchestral accompaniment 
—soft, small glissandi by the piano lead to a brilliant down- 
ward leap by the piano at full fortissimo and a full orchestral 
Bugle Call. Beethoven never surpassed this passage for sheer 
theatrical effectiveness. That Beethoven attached more than 
passing interest to this work is evidenced by the three ca- 
denzas—one more splendid than the others—he wrote for the 

first movement. The movement closes with the second Bugle 

Call. 
The second movement—marked Largo—can be considered 

as a prototype of the Adagio of the “Emperor” Concerto. The 
melody Beethoven used is the ultimate in simplicity. Even at 
this early stage of development, the elaborations are in perfect 
contrast to the opening and closing movements. Note espe- 

cially the sweet clarinet passages. The beavtiful coda _ has 
some of his finest early writing—Haydn and Mozart had noth- 
ing to teach Beethoven about slow movements even this early. 

The third movement—marked Rondo Allegro—opens with 
one of Beethoven’s most humorous themes for solo piano. The 
orchestra, with a wave of laughter, takes up the idea and roars 
it around a bit. The idea is martial—Yes! But it also might be 
said to poke sly fun at military music. Later on there are some 

passages which are distinctly jazzy. 

Seven Bagatelles, Op. 33, Nos. 1-7 

This set of bagatelles was Beethoven’s first attempt in the 
form, and they are “easy” bagatelles, still popular with students 

and amateurs. However, their ease is again deceptive. They 
date from 1802 and are contemporaneous with the Third Piano 

Concerto. One should never forget that Beethoven played 
them himself and probably did so with the art that conceals 
art. If one treats them as trifles, trifles they remain. If one 
plays them for all they are worth, they are a true delight. The 
seven bagatelles are marked as follows: 

1. Andante grazioso quasi allegretto—E flat major ) (Side 4 

. Scherzo—Allegro—C major Band 2) 

. Allegretto—F major | 
. Andante—A major (Vol. 7 
. Allegro ma non troppo—C major Side 4 
. Allegretto quasi andante—D major \ Band 2) 
. Presto—A flat major “Io Ol & © bo 

Piano Concerto No. 2 in B flat, Op. 19 

In 1794 a revitalized French Revolutionary Army attacked 

Prussian-Hessian forces along the Rhine and drove into exile 
hundreds of proscribed individuals, including the Elector of 

Bonn. Franz Wegeler, another Bonn refugee, fled to Vienna 

where he looked up his good friend Beethoven who had settled 
in the Austrian capital two years earlier. Wegeler expected 

the worst. With the now defunct court of Bonn no longer pro- 
viding Beethoven with a fixed income, he must have pictured 
the twenty-four-year-old composer living in poverty while 
somehow managing to support his two dependent brothers. 

Instead, he found Beethoven financially independent, in good 

health and on intimate terms with the aristocracy. 
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The following year was marked by three significant develop- 
ments in Beethoven’s life. He discontinued his lessons with 

Albrechtsberger, the last of his teachers (some others were 
Haydn, Schenk and Forster); his first publication, the Piano 

Trios, Op. 1, was announced; and he made his debut in public 

as composer and virtuoso. The last event took place on March 

29th in the Burgtheater where a concert was organized for the 
benefit of the Widows and Orphans Fund of the Tonkiinstler- 

Gesellschaft. Beethoven’s Piano Concerto in B Flat (Side 5) 
was to be sandwiched in between two movements of an ora- 
torio by Antonio Cartellieri. Two days before the performance 
the concerto still had not been completed: “Not until the 
afternoon,” wrote Wegeler, “did he write the rondo, and then 
while suffering from a pretty severe colic which frequently 

afflicted him. I relieved him with simple remedies as far as I 
could. In the ante-room sat four copyists to whom he handed 

sheet after sheet as soon as it was finished. 

Vienna was at this time the world capital of piano playing. 
By 1799 it was to be the home of some 300 piano teachers 
whose collective student body alone probably formed a healthy 
segment of the concert-going public. The work Beethoven 

chose to play in his “clavierland” debut was modeled after the 
traditional classical concerto. Although catalogued as No. 2 
(Op. 19), the Concerto in B Flat actually preceded “No. 1” 
(Op. 15) by two years. Beethoven withheld publication of 
Op. 19 because he was not quite satisfied with it and wished 
to make some revisions. In his correspondence with Breitkopf 

& Hartel, he later described it as “one of my first concertos 

and therefore not one of the best of my compositions.” 

Next to the bold pianistic designs he planned to execute, 
this little concerto (whose inception dates back to his studies 
with Albrechtsberger ) must have appeared somewhat tame in 
retrospect. Certainly the work fails to match the perfection of 
the late Mozart concertos. In terms of instrumental color, 

Mozart’s magical treatment of the woodwinds in, say, the 
Concerto in A (K. 488) seems to have had little effect on this 
score. Beethoven’s tuttis perform a subordinate role, stating 
thematic material, then withdrawing discreetly upon the en- 
trance of the solo. In short, the Concerto in B Flat is neither 

a summing up of things past nor an obvious anticipation of the 

mature composer. 

Yet to dismiss this charming concerto—Beethoven’s first pub- 
lished orchestra composition—because it happens to fall in an 

artistic no-man’s-land would be to overlook its inherent values: 
the easeful melodic flow of the Allegro, the frisky humor of 

the Rondo, and the generally sunny quality of the inspiration. 

“Choral Fantasy,” Op. 80 

Around 1796-97, Beethoven composed a song in two sections 
named Seufzer eines Ungeliebten, its two parts based on a pair 
of independent but related poems by Burger. The second part 
of the song, Gegenliebe, stayed with Beethoven for quite a few 
years, for he used the principal theme in the Choral Fantasy 

(Op. 80). 
The Choral Fantasy is a peculiar work for piano and or- 

chestra with chorus that is the forerunner of the Ninth Sym- 

phony. Beethoven had been thinking since 1800 of a work in 

which the musical ideas would be climaxed with words. In 

1808 he set to work in the idea. It resulted in the Choral Fan- 

tasy, which had its first performance in the famous Theatre- 

an-der-Wien. The Wiener Zeitung of December 17, 1808, 

carried an advertisement to the effect that “On Thursday, 

December 22, Ludwig van Beethoven will have the honor of 

giving a musical academy [concert] in the R.I. Priv. Theatre- 

an-der-Wien. All the pieces are of his composition, entirely 

new, and not yet heard in public.” The program, which was 

listed, was on the gargantuan side, with the premieres of the 

“Pastoral” Symphony, an aria, three hymns with Latin text, a 

piano concerto, the Fifth Symphony, an Alleluia with solos and 

chorus, a “Fantasia, for the Pianoforte, which ends with the 

gradual entrance of the entire orchestra and the introduction 

of the choruses as a finale.” 

Beethoven composed this Choral Fantasy specifically for 

the concert. According to Czerny, it was finished so late that 

there was no time for rehearsal. Thereby hangs a tale. Beetho- 

ven was playing the solo part during the concert, with Seyfreid 

conducting, and there was a breakdown, with Beethoven call- 

ing for a halt and starting the music over again. Later Beetho- 

ven explained to Czerny that “Some of the instruments had 

counted wrong in the rests. If I had let them play a few 

measures more the most horrible dissonances would have re- 

sulted. I had to make an interruption.” 

But others had a slightly different story to tell. It would 

appear that the breakdown was Beethoven’s own fault. Ap- 

parently, before the concert, he had told the orchestra that the 

second variation should be played without a repeat. At the 

concert itself, however, he forgot, and repeated the variation, 

throwing the orchestra into a horrible predicament. 

The famous pianist-composer Ignaz Moscheles was present 
at the concert and wrote about it. “During the last movement 

of the Fantasy I perceived that, like a run-away carriage going 
down hill, an overturn was inevitable. Almost immediately 

afterward I saw Beethoven give the signal for stopping. His 
voice was not heard; but he had probably given directions 
where to begin again, and after a moment’s respectful silence 
on the part of the audience, the orchestra re-commenced and 
the performance proceeded without further mistakes or stop- 
page. To those who are acquainted with the work, it might 
be interesting to know the precise point at which the mistake 
occurred. It was in the passage where for several pages every 

three bars make up a triple rhythm.” 

The orchestra was very indignant at Beethoven’s behavior in 

stopping the performance, considering it a slight on themselves 

—especially since it was the composer’s fault. Later Beethoven 

begged the orchestra’s pardon. 

At this ill-fated performance Beethoven improvised the 
fantasy that opens the work. The next year, 1809, he published 
it (or something like it; we have no way of knowing how close 
the published version is to the version he played). Somewhat 
later, in 1811, Breitkopf and Hartel published the Choral 
Fantasy (Side 6 Band 1) proper, dedicating it without Bee- 

thoven’s knowledge to Maximilian Joseph, King of Bavaria. In 

letters to the publishing house, Beethoven was rather acid 

about that dedication. 

The text of the Choral Fantasy was probably written by 

Christian Kuffner. The following English translation was made 

by Lady Natalia McFarren. 

Schmeichelnd hold und Soft and sweet thru ether 

lieblich klingen winging 

Unsers Lebens Harmonien Sound the harmonies of life; 
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Und dem Schonheitssinn 

entschwingen 
Blumen sich, die ewig 
blih’n. ; 

Fried’ und Freude gleiten 
freundlich 

Wie der Wellen Wechselspiel; 
Was sich drangte rauh’ und 

feindlich 

Ordnet sich zu Hochgefiil. 
Wenn der Tone Zauber 

walten 

Und des Wortes Weihe 

spricht, | 
Muss sich Herrliches 

gestalten, 

Nacht und Stiirme werden 

Licht. 

Aussre Ruhe, inn’re Wonne 

Herrschen fiir den 

Gliicklichen 

Doch der Kinste 

Frihlingssonne 

Lasst aus beiden Licht 

enstehen. 

Grosses, das in’s Herz 

gedrungen, | 
Bliiht dann neu und schén 

empor. 

Hat ein Geist sich 

aufgeschwungen 
‘Hall’t ihm stets in Geisterchor, 

Nehmt denn hin, ihr schénen 

Seelen, 

Froh die Gaben schéner 

Kunst, 

Wenn sich Lieb’ und Kraft 

vermihlen, 

Lohnt dem Menschen 

Gottergunst. 
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Their immortal flowers 
springing, 

When the soul is freed from 
strife. 

Peace and joy are sweetly 
blended, 

Like the waves’ alternate 

play; 
What for mastery contended, 
Learns to yield and to obey. 
When on music’s mighty 

pinion, 

Souls of men to heaven rise, 

Then both vanish earth’s 
dominion, 

Man is native to the skies. 
Calm without and joy within 

us, 
Is the bliss for which we long; 
If the art of magic wins us, 
Joy and calm are turned to 

song. 
With its tide of joy unbroken, 
Music’s flood our life 

surrounds. 

What a mastermind has 
spoken, 

Through eternity resounds. 
Oh, receive ye joy-invited, 
All its blessings without guile; 

When to live in power 
united, 

Then the gods approving 
smile. 

Rondo in G Major, Op. 51, No. 2 

Longer and more elaborate than the earlier rondo in C 
major, Opus 51, No. 1, the G Major Rondo (Side 6 Band 2) 
written five years later shows a new dimension to Beethoven’s 
language. No longer galante, there are a tenderness and lyri- 
cism which are consistent with his expressive powers at the 
time of the Second Symphony and Third Piano Concerto. The 
G major rondo was originally supposed to be dedicated to 

Countess Giulietta Guicciardi, but for reasons of patronage, 
Beethoven changed his plans, dedicating the new publication 
of both rondos to Countess Henrietta Lichnowsky and the So- 
nata quasi una Fantasia, Opus 27, No. 2, the famous “Moon- 
light” Sonata, to the Countess Guicciardi, thereby furnishing 
scenario material for any number of appalling plays and 
movies. The G major rondo is more of a rondo-sonata form 

with development of two contrasting themes; the rondo ele- 
ment is supplied by a middle section (allegretto) in E major, 
the submediant key. It is an admirably integrated piece, even 

the secondary subjects being traceable to the opening measures. 

After Beethoven's death this miniature portrait of Giulietta Guicciardi was found 
in his office. 

VOLUME VII 

Piano Concerto No. 3 in C Minor, Op. 37 

Considering the nature of the first two piano concertos, 
Beethoven’s Third, in C Minor, Op. 37 (Side 1 Bands 1 and 2, 

Side 2 Band 1), was more than a surprise. It was a revolution. 

The C Minor Concerto was probably the biggest, in every way, 
that had ever been composed up to that time. It called for a 
bigger orchestra than any previous concerto and its contours 
were grander, architecturally, than any of its predecessors. 

Mozart in his C Minor Concerto had prepared the way for 
Beethoven’s C Minor; and Mozart’s is the greater, more ma- 

ture concerto of the two. But Mozart’s C Minor did not have 
the muscular, essentially symphonic conception contained in 
this C Minor Concerto, which is one of those works of Beetho- 

ven that broke new ground and forecast the romantic period. 
Beethoven probably composed it during the summer of 1800, 

but not until 1803 did a public performance ensue. In March 
of that year the Wiener Zeitung carried several notices to the 
effect that “On the 5th of April, Herr Beethoven will produce 
a new oratorio set to music by him, Christus am Olberg .. . 
The other pieces also to be performed will be announced on 
the large billboard.” Beethoven at the time was one of the 
most popular and publicized musicians in Vienna, and he 
figured to make a tidy profit on the concert. He, therefore, 
doubled the admittance prices for the first chairs, tripled the 
price of those in the reserve section, and also raised the prices 
for boxes. There seems to have been some grumbling at Bee- 
thoven’s rather high-handed procedure, but there was never- 
theless a respectable turnout, and Beethoven profited to the 
extent of 1800 florins. 

In addition to Christus am Olberg, those present at the con- 
cert heard the first and second symphonies and the C Minor 
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Concerto, Ignaz von Seyfried, who was associated with the 

composer, later wrote his reminiscences of this concert. “At 

the performances of the Concerto he asked me to turn the 
pages for him (Beethoven, of course, was the piano soloist); 
but—heaven help me!—that was easier said than done. I saw 
almost nothing but empty leaves; at the most, on one page or 
the other, a few Egyptian hieroglyphics, wholly unintelligible 
to me, scribbled down to serve as clues for him; for he played 

nearly all of the solo part from memory, since, as was so often 

the case, he had not had time to put it on paper. He gave me 

a secret glance whenever he was at the end of one of the 

invisible passages, and my scarcely concealed anxiety not to 
miss the decisive moment amused him greatly, and he laughed 
heartily at the joint supper which we ate afterwards.” 

Those “empty leaves” to which Seyfried refers to do not 
mean that Beethoven had not finished writing the concerto. 
As stated above, it probably had been finished in 1880. But it 
was the custom in those days always to play from manuscript 
or printed edition. It was not until quite a few years afterwards 
that soloists dared appear on the stage and play from memory. 
What Beethoven did, to observe the amenities, was to prop up 
before him some manuscript paper with a few notes jotted 
down to serve as memory aids. No wonder Seyfried had 

trouble! : 
Beethoven knew quite well that he had created something 

special in this C Minor Concerto. He let his publisher know 
that his earlier music could not be compared to it, and implied 
that now he was entering on a new stage in his development. 
The first movement, Allegro con brio, opens with a decisive 
C minor triad stated by the strings alone. An answer, more 
feminine in sound, is immediately given by the winds. A 
lyrical theme in E flat provides the second subject. In accord- 
ance with the principles of classical concerto form, Beethoven 
developed this material before the entrance of the solo piano. 
The soloist enters on the wings of three short C minor scale 
passages and then announces the initial theme in bold octaves. 
Shortly after this there begins a dialogue between piano and 
orchestra, followed by a statement, from the piano, of a long 
melodic line in E flat minor—a quite unusual key at that time. 
A development, notable for its compactness and perfect econ- 
omy of means, follows orthodox sonata form procedures. What 
is not so orthodox is the frequent tenseness of the mood, the 
perfect balance between piano and orchestra, the direct force 

of the young Beethoven. 
The second movement is a Largo in E major. This in itself 

is a departure from the norm, for in standard sonata-form 
practice, the slow movement usually was in a related key— 
E flat or A flat, say. The writing for the solo instrument is 
highly luxurious, almost improvisatory, with the piano ara- 
besquing around the long melodies stated by the orchestra. 
Despite the prevailing tonality, which is in major, there is 
frequently an intense, troubled mood that fades away in an 
uneasy pianissimo. The final allegro is in rondo form, with the 
piano immediately stating the theme—a rather jolly one, even 
if it is in minor. There is something carefree about this move- 
ment, especially when the piano takes the bit in its teeth and 
runs away in short, jerky, arpeggiated phrases. Later on there 
is a short contrapuntal section, started by the cellos, in which 

the entire orchestra joins. But Beethoven breaks this off 

abruptly to bring back the original theme—this time in E 
major—with the soloist banging out the basic rhythm for all 
the world like an um-pah-pah jazz pianist. Some rapid, excit- 

ing figuration follows, leading up to a tiny cadenza (written in 
by Beethoven) that tapers off into an adagio. Suddenly—a 
favorite device of Beethoven—there is a fast and furious out- 

burst, the key shifts to C major, and both piano and orchestra 
rush to a brilliant conclusion. Beethoven is in the best of spirits 
here, and he exuberantly carries everything before him. 

Six Bagatelles, Op. 126 

Beethoven wrote three sets of bagatelles, all recorded here, 

as well as a few scattered, uncollected ones. The word baga- 

telle does not imply a rigid musical form. It has been defined 

as “a short piece of pianoforte music in a light style.” The 

term derives from Francois Couperin’s picturesque harpsichord 

piece Les Bagatelles (Order X, Book II), and the literal 

English translation is “a trifle.” Significantly, Beethoven wrote 

on the autograph of Opus 126 the German title Ciclus von 

Kleinigkeiten, Although they make no pretense at profundity, 

they are pianistic to a high degree. Unlike the waltz, contra- 

danse, landler, écossaise, mazurka, polonaise, etc., the bagatelle 

is not a dance form. It can be compared to and even be con- 

sidered the progenitor of the étude. 

The six bagatelles in Opus 126 (Side 2 Band 2) were com- 

posed at about the same time as the Ninth Symphony, 1823, 

and were published in 1825. They are marked as follows: _ 

1. Andante con moto cantabile e compiacevole—G major 

Allegro—G minor : 
Andante cantabile e grazioso—¥E flat major 

Presto—B minor 
Quasi allegretto—G major 

_ Presto—Andante amabile e con moto—E flat major 

This set of bagatelles is forever popular with students, with 

those who play for their own pleasure, and is often heard in 

the concert hall at recitals. Their dimension may be small, but 

there is no trifling in the way they are wrought, nor should 

their grace be misconstrued, for it artfully conceals Beetho- 

ven’s eloquence. 

Rondo, A Capriccio in G Major, Op. 129 

“Rage Over a Lost Penny” 

This brilliant piece (Side 3 Band 1) is subtitled “Rage Over 

the Lost Penny (Groschen), Vested in a Caprice.” The apoc- 

ryphal story of its origin deals with Beethoven’s having ob- 

served a learned, somewhat pompous professor scrambling 

under the furniture to retrieve a lost coin. The absurdity of 

the scene is supposed to have been translated in pianistic 

terms. Actually, the manuscript of this rondo was found among 

Beethoven’s papers after his death and published a few months 

later by A. Diabelli & Co, as Opus 129 in January 1828. 

D UW oo bo 

Rondo in C Major, Op. 51, No. 1 

This rondo and its mate in G major (see below) were com- 
posed at separate times. The C Major Rondo (Side 3 Band 2) 
was written in 1797 and published as such by Artaria, When 
Beethoven completed the G Major Rondo in 1802, Artaria pub- 
lished them together as Opus 51. The C Major Rondo, the 
earlier of the two, is readily related to the galante rondos of 
Mozart and his contemporaries of a decade or two previously. 
Graceful and felicitous, it is a simple two-voiced movement 
with a middle section in C minor. It is a true rondo grazioso 
affecting none of the dynamism of Haydn’s late rondos nor 

even Mozart’s rondo movements from his last years. 
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Piano Concerto No. 4 in G, Op. 58 

The G Major Concerto, Op. 58 (No. 4) (Side 3 Band 3, 
Side 4 Band 1), is particularly interesting for the reason that 
it unites in one work what since Wilhelm de Lenz have been 
called “the three styles of Beethoven,” an expression which the 
students of music reject for very good reasons but which has, 

nonetheless, the merit of conjuring up an image. 
This concerto dates from 1805, that is to say from the “sec- 

ond period,” that of his maturity. The soloist no longer plays 
the leading role, discreetly supported by the body of the or- 
chestra; piano and orchestra now meet on equal terms in the 
outpouring of an inspiration which is seeking intensity and 
strength rather than elegance, which reflects the very emotions 
of the composer, his joys, his hopes and his troubles. 

According to his rough sketch books, Beethoven’s first idea 
for this Concerto goes back to the year 1803. He worked on 
it during 1804 and 1805, at the same time, therefore, as on 

the “Appassionata” and Fidelio. How charged with history are 
these years ... It was in 1804 that Beethoven gave the first 
performance of his “Eroica” Symphony, whose dedication to 
Napoleon he tore up two years later, and finally renounced 
Giulietta Guicciardi; it was in 1805 that Murat and Lannes 

made their entry into Vienna, that Napoleon took up residence 
at Schoenbrunn and Beethoven had to give up Josephine de 
Brunswick. . . . The first performance of the Concerto was 
given at Vienna on the 22nd of December, 1808. Beethoven 

himself played the solo part; in future performances it was 
generally his pupil, Ries, who took his place. It is dedicated 

to the Archduke Rodolph, both pupil and admirer of the master 
who later dedicated to him the Fifth Piano Concerto, the 

“Archduke Trio” and the great Sonata Op. 106. The public’s 
reception was very favorable; the Universal Musical Gazette 
judged this concerto “one of the composer’s most original 
works.” 

The form is classical: three movements ( quick—slow—quick ) 
of which the last two are played without interruption. The first 
movement Allegro moderato, is built on two themes in sonata 
form. By an innovation which gives a poetic mood to the work, 
it is the soloist who has the first few bars, instead of the tradi- 

tional tutti. Thus, the piano introduces the first theme to the 
orchestra, a theme which is easily recognizable by its three 

groups of four repeated quavers. The second theme, in D 
major, which has the resonance of a chorale, only appear much 
later, introduced by the strings and then taken up again by 
the bassoon above an agile piano counterpoint; meanwhile, a 
strongly rhythmic secondary theme in E minor, which later 
plays an important part, has been introduced by the violins. 
The whole of the first movement expresses a sort of mystic 
joy and even at moments a certain exultation. 

The second movemeut, Andante con moto, is extremely con- 

cise. A ruthless theme, asserted by the orchestra staccato, is 

opposed to an extremely gentle, plaintive melody on the piano, 
scarcely broken by fits and starts of revolt. Tradition has it 
that, at that time, Beethoven had been greatly moved by a 
picture of Niobe weeping over the death of her children; it 
is easy to see in this theme the cry of despair over his uncurable 
deafness and his emotional disappointments. Whatever the rea- 

son, never have the depths of despair been expressed in such 

a heart-rending manner. 
The last movement, which is directly linked to the andante, 

is entitled Rondo. It is, in fact, a rondo-sonata—a form greatly 

exploited by Mozart—in which the old rondo, with its alterna- 

Beethoven Strolling Through the Streets of Vienna 
This drawing, published in 1833 in the Hamburg journal Caecilia, was accom- 

panied by the following caption: “Beethoven as he was during his last years; he 

would run and jump rather than walk.’’ Drawing by Jean Pierre Lyser 

tion of refrain-couples, is blended with the development of 
two tonally related themes (tonic-dominant) which is the 
proper domain of the sonata. The refrain, or first theme, is 
announced by the orchestra with impatient authority; the 

second, in D major, a simple pastoral, appears in the piano 
part towards the end of the first couplet. The re-exposition is 
largely built on the second theme, but the coda establishes the 
victory of the first theme in a shattering manner. With its 
strongly marked syncopations, and its lively contrasts, this 
rondo has an undeniably Tzigane flavor: Beethoven has not 
forgotten the Hungarian folk musicians whom he had dis- 
covered on a previous visit. 

“Andante Favori” in F Major, WoO 57* 

The popular “Andante Favori” (Side 5 Band 1) dates from 
1803-04 and was originally intended as the second movement 
of the “Waldstein” Sonata, Opus 53. Apparently, Beethoven 
felt that this movement made the sonata too long and wanted a 
simpler movement between the two dramatic, stormy, outer 
movements. Therefore, he put the “Andante Favori” aside and 
had it published as a separate movement by Herbst in 1805. 
It is marked Andante grazioso con moto; it did not become 
favori until its second publication by Breitkopf and Hartel in 
1807. It still remains a favorite—deservedly so. 

Piano Concerto No. 5 in E flat, Op. 73 

“Emperor” 

Beethoven’s fifth and last completed piano concerto, the 
one in E flat Major, Op. 73 (Side 5 Band 2, Side 6 Band 1), 

* The designation “WoO” is an abbreviation for Werke ohne Opus, 

works without opus number as listed in Kinsky’s catalogue of Beethoven’s 
works. There are 188 works with opus numbers and 205. works “WoO.” 

The latter section includes both music published by Beethoven during 
his lifetime as well as a number of items found in Ms. and published 
after his death. 
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was composed in the years 1808-10. Actually it is Beethoven’s 

sixth concerto, if the youthful concerto in E flat of 1784 is 
counted as number one, and it was not intended to be his 

last, as the comprehensive sketch to a piano concerto in D 
major of 1815 testifies. The nickname “The Emperor” is in- 
appropriate, misleading and not authentic. The assumption 
that Napoleon is its programmatic hero is similarly unfounded. 
It would be more to the point to call it “The Military Con- 
certo.” It was written while Austria was engaged in an un- 
successful war with Napoleon and it takes its obvious stylistic 
cue from then-fashionable species of the French “Military Con- 
certo,” whose popularity goes back to the early days of the 
French Revolution. March rhythms, military signals, trumpet 
fanfares and drumroll motifs are much in evidence in the ma- 
jestic first movement, which, however, also contains the impor- 

tant improvisational feature of an introductory dialogue be- 
tween the piano and the orchestra, consisting mainly of chords 
in root position and chordal arpeggios, exactly in the manner of 
the introduction to the Choral Fantasy. The slow middle move- 
ment in the remote key of B major quite obviously replacing 
the lower mediant of C flat—is based on a lovely hymn tune 
which (according to Czerny ) owes something to the traditional 
melodies of Austrian pilgrims. Beethoven arrived at its final 
beautiful tranquillity and poise only after several attempts had 
failed. The mystical serenity of the pilgrim-melody, in the 
recapitulation given out by the woodwinds and accompanied 
by garlands of chord-arpeggios in the piano, belongs to the 
highlights of Beethoven’s pre-romantic style. Equally magical 

is the change of key at the very end of the slow movement, 
contrived by a single semitonal step down from B natural to 
B flat (as the dominant of the key of E flat). Based on the 
latter, the piano spells out pianissimo the impetuous victory- 
conscious Rondo theme, as if in a visonary trance. The final 
Rondo combines heroic sentiments with graceful, limpid, bra- 
vura-passages in Beethoven’s inimitable semi-improvisational 

manner. Yet he never played this Concerto in public, though 
he may have done so in 1811 in the house of his exalted pupil, 
Archduke Rudolph, to whom it is dedicated. The Concerto was 

published (in parts only ), in May, 1811, and its first public per- 
formance took place on November 28 of the same year in 
Leipzig. It had already been performed a year earlier in a 
Charity Concert in Vienna with Carl Czerny as soloist. The 
success at the occasion seems to have been rather doubtful. 
Anticipating Liszt and Brahms by its leonine sweep, its sym- 

phonic cohesion, as also by its general combative mood, the 

Concerto evidently came before its time. It became a favorite 
only in the second half of the 19th century under the powerful 
fingers of the great pianists of Liszt’s tradition. It was then 
(1857) that a full score was issued for the first time by Bee- 
thoven’s original publishers Breitkopf & Hartel, nearly half 
a century after the concerto had first been issued in print. 

Fantasy in G Minor for Piano Solo, Op. 77 

Beethoven's Fantasy, Op. 77 (Side 6 Band 2), a very little- 
known piece, is an exception in the composer's production. To 
Moscheles (or, according to other sources, to Czerny), it re- 
minded of Beethoven’s extemporizations at the keyboard. In- 

deed, this is a work of remarkable freedom and even boldness. 

The tonal scheme alone, based on “progressive tonality,” is 
astounding. The opening key of G minor is not maintained for 
long: after the introductory arpeggios, a songful theme appears 

in D flat major (!), which alternates with the arpeggios until a 
faster section in D minor—F major is reached. The final epi- 
sode is a set of very free variations on a theme in B major, 

the key in which this strange piece concludes. 
Opus 77 was composed in 1808 and dedicated to Franz von 

Braunschweig. It was published by Breitkopf & Hartel in 
1810, together with the Variations, Opus 76, and the Sonata in 
F-sharp Major, Opus 78, dedicated to Therese von Braun- 

schweig. 

LUDWIG VAN BEETHOVEN (1823) 
Engraving from a wash drawing by Martin Tejcek 

Contrary to general impression, Beethoven attached great importance to the ques- 

tion of clothes. Schindler reports that his linen was always of perfect whiteness 

and that his wardrobe contained a carefully selected and cared-for choice of 

garments. 



THE APPASSIONATA (tog) * 

By Romain Rolland 

Reprinted from Beethoven the Creator by arrangement with Dover Publications, Inc. 

IN THIS same year 1804,(110) in the summer following 

the completion of the Erotica, Beethoven, walking one 

day with Ries in Débling, kept humming all the time 

the finale of the Appassionata. And in his piano music he 

was achieving a victory analogous to that he had just 

won in his orchestral music. 

TO ESTIMATE this victory we must cast a glance over 

the whole field, and replace the work at the end of the 

long avenue of sonatas leading up to this summit. I do 

not, however, advise anyone who wants to understand 

Beethoven’s evolution to look for this guiding thread in 

the judgments of the critics and of the public during 

the last hundred years. A more astounding confusion 

could not be imagined. Each contradicts the other. It 

is not merely that the public differs from the critics ; 

these differ among themselves And the clashing reasons 

are not only of different orders (technique and senti- 

ment, construction or expression), but also of the same 

order, strictly technical and esthetic. The same sonatas 

have been allotted turn by turn by competent judges to 

the first or the second rank, have been pronounced 

original or conventional. And when it so happens that 

two judges agree as to the exceptional quality of a work, 

it is for opposite reasons. 

During a whole epoch, the sonata in B flat major, 

Op. 22, was regarded by the estheticians as non- 

Beethovenian. (111) In our own day it is picked out from 

its companions as being one of those rare works in his 

first manner that are really Beethovenian. (112) Famous 

musicians, such as Rubinstein, have regarded the 

G major sonata, Op. 31, No. 1, as a particularly un- 

interesting work for Beethoven. Other excellent artists, 

such as August Halm, (113) salute it as one of the glorreichen 

Augenblicke (114) of his career and of musical history. And 

while the great piano poems of the first period (the 

Pathétique and the Moonlight, Op. 31, No. 2) are regarded 

by the left wing of criticism as “‘ historical monuments 

of Beethoven’s interior life,’ as Frimmel expresses it, 

the right wing sees in all the work of this period an 

artistic objectivity that excludes the interior life.(115) 

Let us ignore the commentators and go direct to Beet- 

hoven ; it is of him and of his nearest friends that, when- 

ever possible, I seek counsel. Let us listen to the hints 

he himselfhas given, and then try to elucidate them from 

the music. This is never equivocal, never obscure ; that 

is the smallest of his faults. In these days we should be 

more inclined to reproach him for his constant rectitude, 

his certainty, his unity. . . . Ein Mensch, ein Wort ! (116) 

So let him speak for himself. 

22 

1N 1802, in a conversation with his faithful old friend 
and confidant Krumpholz, his familiar, his “ fool,” as 

he used to call him, he said : “ I am not very satisfied 

with the works I have so far written ; frori to-day I mean 

to open out a new path.” (117) Czerriy, who reports these 

words, adds : “‘ Shortly afterwards the three sonatas of 

Op. 31 appeared,(118) and in these we can see the partial 

realisation (Evfiillung) of his intention.” 

%, 

Portrait of Beethoven at Age Thirty 

This portrait was engraved by Neidl for distribution to Beethoven's 

many admirers, for he had already won wide recognition as a pianist 

and composer. Portrait by Stainhauser 

On the 2nd June, 1804, when making his sketches for 

the second finale of Leonora, Beethoven interrupts these 

to jot down the following monologue: “‘ June 2nd.— 

The finale simpler and simpler.—All piano music like- 

wise.—God knows why my piano music still always 
makes the worst impression on me, especially when it 

is badly played.” (119) 

Now in the middle of the sketches for the second act 

of Leonora, Beethoven begins work on the Appassionata. 

He puts on paper the dramatic design of the first move- 

ment, then that of the finale, and some indications of 

the andante. 

Note two cardinal points : 

In 1802 he “ opens a new path ” with the sonatas of 

Op. 31. (Especially the magnificent recitative sonata in 

D minor, Op. 31, No. 2.) He is still unsatisfied. In 1804 

he realises his “‘ simpler and simpler ! ” and the idea of 

the work that has been gestating in him for years, in 

the F minor sonata (the Appasstonata), Op. 57. Let us 

try to disengage the significance of these two facts. 
* Numbers in parentheses indicate notes which begin on p. 46. 
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What is the reproach he brings against his earliest 

sonatas ? What is it that distinguishes Op. 31 from them ? 

In virtue of what is it that Op. 57 carries the ascending 

line to its highest point ? 

Our epoch is inclined to underestimate Beethoven’s 

first manner. That is a mistake, but it is easily accounted 

for. During the last ten years of his life his art and his 

personality underwent so profound a metamorphosis, 

under a complex of conditions that we shall study later, 

and that constitute one of the most shattering dramas 

of destiny and the soul (he has bequeathed to the future 

a musical testament the characteristics of which have 

become indelibly engraved on the century’s memory), 

that he has himself made us forgetful of his first achieve- 

ments ; the cathedrals the old master erected in Op. 106, 

Op. 110, Op. 111, have thrown their vast shadow over 

the earlier buildings. But it would be a profound error 

to ignore the originality of these. To say, as is the habit 

nowadays, that they are only a prolongation or an 

“imitation ”’(120) of the art that preceded them, the 

forms and spirit of which they paraphrase, to say that 

in them Beethoven “ is still under the influence of the 

style galant of Philipp Emanuel Bach, Haydn, and 

Mozart,’’(121) and that these first twenty-two sonatas 

‘* are, as a whole, below the best works of the composers 

of the preceding period,’’(122) is to forget the upheaval 

they wrought in the mind of the generation that heard 

them for the first time,—the furies and transports that 

greeted them, the ostracism meted out to them by the 

musicians who were in bondage to the older style, and 

the ardent enthusiasm they evoked in the young. 

We have a light on the situation in the story of 

Moscheles discovering the Pathétique sonata, (123) and in 

the coarse invective that classical criticism showered on 

the sonata in C minor, Op. 10.(124) On the one hand 

the self-appointed musical pontiffs of the preceding 

epoch expressed themselves with regard to the young 

Beethoven exactly as the academic Press did some thirty 

years later with regard to the author of Cromwell and 

Hernani : the romanticism of his style made the perukes 

bristle. On the other hand, from the commencement of 

the century Beethoven was for the younger German 

public—to whom his name had been unknown the day 

before—what he. still is for us, his enthusiasts of to-day, 

—the friend, the companion, the “ consoler.’”’ The first 

word that occurs to Moscheles when he is trying to ex- 
6 

ress his debt to this new music is “‘ solace.’ It is thus p 

a moral debt. And the newest thing in this art is the 

man.... Et homo factus est! ... Music is made man, 

the man of the new century. That is the secret of this 

revolution. 

The first observation suggested to us by this unexcep- 

tionable testimony of so good a musician as Moscheles 

is the inability of formalist criticism to penetrate to the 

essence of great artistic phenomena, and, in the present 

instance, of a musical revolution. When someone has 

conscientiously gleaned a few ears that have fallen from 

the sheaf of Haydn, of Mozart, of Sebastian or Emanuel 

Bach, and has noted tlie analogy of a few of their motives 

or portions of their motives with those of Beethoven, as 

often as not he has only demonstrated his own incapacity 

to perceive the vital and distinctive character and the 

individuality of these motives. I have made a collection 

of a number of truly appalling examples of the mental 

deafness of men of science and taste, for whose applied 

research I have infinite respect. When Thayer discovers 

a passacaglia movement in the heroic Thirty-two Varia- 

tions in C minor ; when he finds a similarity between 

the first notes of the C minor symphony and a passage 

in the Gradus ad Parnassum ; when he sees a “ hunting 

piece” in the last movement (allegro agitato) of the 

F minor quartet, Op. 95; when a swarm of critics 

docilely repeat that the opening theme of the Eroica 

was suggested by the overture to Bastien et Bastienne (125) ; 

we ask ourselves whether these excellent musicians have 

ever had an inkling of the real nature of music. They 

read with their eyes ; they see the letters ; they do not 

hear the spirit that speaks through them ; and it does 

not occur to them that in two words composed of the 

same letters it needs merely a shifting of one of the letters 

or a variant of one of the accents to change the word 

itself. We cannot be sufficiently cautious when we are 

searching works of art for evidence of the influences of 

styles. If this kind of study can lead to relatively satisfying 

results in the case of artists of the second rank, in whom 

the letter is more than the spirit, it is almost invariably 

deceptive in the case of genius. For the moment a genius 

takes an existing form in hand he fashions an absolutely 

new means of expression out of it ; and particularly so 

in music, where a single accent, a silence, a punctua- 

tion, an inflexion of the rhythm or of the line can alter 

everything. The greatest artists, Handel, Gluck, Beet- 

hoven, are perhaps never so authentically original as in 

these inimitable accents, which the generality of artists 

often never notice.(126) Herein is the most immaterial 

(or the least material) part of their art—the vibration 

of the Self. If we want to pierce to the essence of an 

artist of genius, we must go beyond the abstract or 

general form, beyond what is common to him with all 

the others, or with many of them ; we must find what 

is his and his alone. And the true friends of a great man 

love him for what is his alone. Even Clementi, whose 

original quality is undeniable, might have furnished 

Beethoven with the whole of the material for his piano 

sonatas without Beethoven owing to him a single one 

of his impulses, a single vibration of that passionate, 

torrential, imperious, religious soul that was his indi- 

vidual possession and has become one of humanity’s 

treasures. “Solace and delight,” says Moscheles in 

speaking of these early Beethoven sonatas, thus indi- 
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cating (and remember that he was a musician by pro- 

fession) the psychical character of the upheaval and the 

benefit wrought by this music. And precisely therein 

lay the principle of its novelty.(127) To-day we too often 

forget that the most important thing in art, even in the 

newest art, is the newness of the thing said, not the new- 

ness of the manner of saying it. 

But the manner also counts, especially as, in the 

greatest artist, it is the perfect counterpart of what he 

is saying. If then the thing said is new, it follows that it 

remains hidden from him who has not perceived the 

originality of the form employed. And the greatest re- 

proach I have to bring against formalist criticism, in 

general, is not that it fastens solely on the form, but that 

it clings to it too closely, like the maggot to the rind, 

without seeing anything beyond the strip of detail it 

is nibbling at. The higher criticism of esthetic forms 

embraces the totality of the work and of the creative 

spirit. And I grant it, though with regret, the right to 

pass over the emotive element and the intuitive analysis 

of the sentiments that have inspired the work ; for it 

soars to regions of the mind where the form is no longer 

merely an external mechanism but a supra-individual 

organism, that is one with the Law of the Natura Naturans 

and with its profound harmonies. I know of two examples 

of this among the modern Beethoven commentators,— 

Heinrich Schenker and August Halm. Each of them 
deliberately confines himself, in his Beethoven studies, 
to the form pure and simple ; but for them this is the 
key to the spirit. Halm, who does not, like Schenker, 

admire Beethoven without any reservations,—curiously 
enough, indeed, he does not conceal a certain antipathy 
of sentiment, blended with a loyal homage of the intel- 
ligence, that is constrained to recognise sovereign great- 
ness—has never been in the least doubt as to Beethoven’s 
superiority, which is manifest in his earliest works. And 
this man, who is much less impressed by the force of the 
passions than by that of reason, who, I repeat, confesses 
that he has never really loved Beethoven and has all his 
life felt an instinctive desire to be unjust towards him, 
demonstrates to the full “ the astonishing self-discipline, 

the circumspection, the renunciation, the discretion ” (128) 

that are characteristic of the creative spirit of the young 
Beethoven : “ no Sturm und Drang, no bluff, no swagger, 
never an attempt at merely external effect.” If an effect 
is produced (and how tremendous it can be!) it pro- 
ceeds from the very interior of the work, “ in virtue of 
the niighty musical organism he creates. Even in his 
first sonatas he has planned the work with a precision, 
he has mastered it with an energy, that is hardly ever 
exhibited by Mozart, and by Haydn only in his best 
work.” (129) 

Here, then, we have two judgments, that are different 

and complementary, on Beethoven’s youthful works. 

Tke musicians of his own time were chiefly overwhelmed 

by the soul that was revealed in them, by the violence 

and the charm of the emotions. The higher criticism of 

to-day, that concerns itself solely with the forms, sees in 

Beethoven, before all things, the constructive genius. 

Both points of view are correct, and neither of them is 

complete of itself; for actually there are in Beethoven 

two parallel streams, two forces of his nature harnessed 

neighing to the chariot of his creation, that he has to 

learn, by years of imperious discipline, to keep in line 

with a firm hand, so that they will go in step together. 

There is a double exigence—that of an unbridled Ego, 

and that ofan inflexible will erecting a monumental work. 

In the earliest sonatas we find the two side by side, 

turn by turn, rarely harmonised. The young Rhine- 

lander, now settled in the city of the Danube, was the 

confluent of two streams flowing respectively from the 

East and the West. Filled with the individualist spirit 
of the time and its proud claims, he overflowed with 

an Ego that was rich in passionate joys and sorrows, 

lights and shadows and violent contrasts, an Ego that 

was as yet less profound than intense,—which was why 

the new era recognised itself in him, for he differed less 

from it, at that time, by the quality of his sentiments 

than by the temperature to which his brazier raised 

them. This Ego he knew how to deploy and display to 

the best advantage, to make it bread and wine for 

other souls, their transports, their despondencies, their 

meditations and their battles. . . . Jean Jacques the 

Confessor has become the halcyon of the tempests of 

the Revolution. .. . 

But at the same time he had been nourished on the 

great moral and esthetic tradition of the Ancien Régime 

that was dying, on that hard discipline that subordinates 

the workman to the work, that constructive genius that 

had been kept going by two centuries of disinterested 

labour till it had become an instinct like that of the bee ; 

it bequeathed to him forms for his finishing, monuments 

like those of the Middle Ages, that were passed from 

hand to hand along the generations until at last the 

spire came to crown the edifice. He was the master- 

builder who had received from Bach, from the Mann- 

heim composers, from Haydn and from Mozart the 

sonata-form to realise in all its logic, all its beauty ; he 

felt himself called to enlarge its plan and eternise it, to 

be its Bramante. 

These two imperative missions will govern his musical 

work his whole life through :-To be Beethoven, the 

living man of flesh and blood, the man of suffering and 

courage, who will never be but once, and who, obedient 

to the piteous vow of all humanity, will seek to prolong 

the duration of himself by impressing on the heart of 

mankind the vibrations of his fleeting existence and his 
idealised image :—To bring to final accomplishment 

the work and the style, the spirit of an epoch, that greater 

Being of thought—more real than the beings of a day 

—in which is concentrated the mysterious and tenacious 
essence of the soul of a century. For just as in the form 
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of a Greek temple or a Gothic cathedral there is summed 

up the still-burning flame of millions of lives that have 

passed away, so a whole epoch of the European mind, 

almost the whole nineteenth century, condenses musi- 

cally into this sonata-form that Beethoven was to 

immortalise. (130) 

I cannot stop here to describe this musical form : I 

must be allowed to suppose that I am addressing 

musicians who are acquainted with the rudiments of 

the art. I will only remind the reader that sonata-form, 

that was born of the new needs of the European musical 

mind in the second half of the eighteenth century, is 

in essence a structure of this kind :— 

1. The exposition of two contrasting tonalities, or 
themes, or groups of themes ; 

2. The constructive development of motives, or frag- 

ments of motives, derived from the two themes,—an 

intense and vigorous analysis and synthesis—consti- 

tuting, step by step, the very heart of the work (this 

becomes peculiarly the function of Beethoven) ; 

3. The return of the two themes, with the principal 

tonality finally establishing itself ; 

4. In the larger sonata-form, consecrated by Beet- 

hoven, a conclusion or Coda, recalling and magistrally 

summing up the movement as a whole. 

It is thus a sort of musical dialectic, that has been the 

framework of an art-form that is lucid, logical, forth- 

right, like classical tragedy. And as the classical tragedy, 

that corresponded to the French seventeenth-century 

spirit, continued, even after that spirit had completely 

changed, to dominate the century of Voltaire, so sonata- 

form has lasted on into our own day, in a Europe whose 

elements have been three-fourths modified and renewed. 

But Beethoven represents the golden age of the form. 

In him it realised its plenitude ; in it he accomplished 

his own. Between it and him there existed a pre- 

established harmony.(131) 

I WILL now run rapidly over the first fifteen sonatas of 

his youth and try to bring out their essential charac- 

teristics, correlating them with the two great currents 

of Beethoven’s genius,—the direct expression of the 

personal soul, and the constructive intelligence. 

The pre-Beethoven sonata (132) generally consists of 

three or four movements arranged in the same order— 

a fast first movement (133) that is the special domain of 

sonata-form properly so-called ; a melodious slow move- 

ment in what is called song-form; a short dance 

(minuetto) ; and an extended display of sportiveness, 

in rondo form. The whole structure obeys not merely 

the fundamental laws of each particular genre but the 

still more imperative laws of the society to which the 

work is addressed,—laws of discretion, of good taste, of 

both technical and moral equilibrium between the 

_ various parts. Whatever the emotion or the humour 

that possesses the artist, he must not wholly abandon 

himself to it ; he stands before a select public, and his 

first duty is to speak for this before speaking for him- 

self; he must conform to the rules of good company. 

The first of these is, “‘ Ne guid nimis /’? Do not insist too 

much ! Any excess of expression, any too naked expres- 

sion of intimate or heated sentiment, has the explosive 

effect of an impropriety or a rusticity. And the only 

device for making these sentiments acceptable is to 

*‘ represent ’? them, in the scenic sense of that term— 

to make a theatrical ‘“‘ imitation” of them. (In my 

opinion, as will appear later, Beethoven resorts to this 

method in the Pathétique sonata). It is for this reason 

that in the order of succession of the several movements 

care is taken that the mind shall taste of everything 

without being overborne by anything. Atter the first 

allegro, the zsthetic character of which is particularly 

defined by the regular opposition of the motives em- 

ployed, their entries at fixed places, and the elegant 

formalism of their development, the andante offers the 

refined sensibility a discreet aliment, delicately salted 

with fine wit ; besides, any excess of emotion would 

find its way barred by the sparkling minuetto ; while 

finally the studied ingenuousness of the rondo, the 

mechanical grace of its expected repetitions, recalls the 

listener who might be tempted to believe in the serious- 

ness of art to the fact that it is all a play. Learned yet 

not pedantic, sensitive yet not doting, gathering at its 

choice the flowers of feeling but lingering over none of 

them, this exquisite art is for the lovely butterflies of 

the salon and is made in their image. Beethoven’s 

Op. 27, No. 1 (the first of the two sonatas quast una 

fantasia), presents us with the perfect type in a new and 

freer form. 

This noble musical plaything, already vivified by the 

genius of Mozart and Haydn, this mundane sonata, 

was taken up by the young provincial from Bonn and 

utilised for his début in the drawing-rooms of Vienna. 

These he means to conquer; so he employs their 

language to impose on them his own thoughts. But it 

is not long before the contents transform the containing 

vessel. Even in the earliest published works(134) his per- 

sonality reveals itself, under the transmitted form, in 

touches that should have put the custodians of the past 

on their guard ; for they announce a new epoch of 

sensibility and of human energy. 

Hardly has he opened his mouth (in Op. 2, No. 1), 

and while he is still employing the accepted words and 

phrases, his rough, brusque, biting accent imposes his 

own signature on the borrowed modes of speech. Quite 

unconsciously a heroic turn of mind declares itself—for 

example, in the first movement of Op. 2, No. 1, and in 

the first main subject of the first movement of Op. ro, 

No. 1. It has its roots not less in the audacity of the 

temperament than in the clearness of the intelligence 

that uncompromisingly selects, decides, cuts its way 

through. The design is sometimes heavy ; the line no 
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longer has the feline inflexions that were characteristic 

of Mozart and his imitators ; both are direct and drawn 

with asure hand ; they are the shortest possible route from 

one idea to another, and a route laid out broadly—the 

great roads of the spirit. A whole people can journey 

along them,—soon, indeed, whole armies, with not only 

the heavy waggons but the cavalry. Already, in the first 

movement of the C major sonata, Op. 2, No. 3, we have 

an Empire style, square of trunk and shoulders, of a 

pompous strength, now and then a little tedious, but 

noble, sound, virile, scorning the insipid and the trifling. 

The first movement of the B flat major sonata, Op. 22, 

shows it in the purity of its strength and the austerity 

of its brilliance. It is the rising breath of the Napoleonic 

generation, that, from Paris to Vienna and from Madrid 

to Borodino, will score the back of the old Europe with 

its heavy boots. 

The counterpart of this heroic tension is the pastoral 

reverie, in which, suddenly leaping from the saddle, 

the high collar of the uniform thrown wide open, the 

conqueror relaxes his fever and: bathes in freedom. Who 

ever showed us fresher streams than the composer of the 

first allegro of the F major sonata, Op. 10, No. 2, the 

first allegro of the G major, Op. 14, No. 2, or the Pastoral 

sonata in D major, Op. 28 ? I will return to these later. 

But if he shares these two tendencies, the heroic and 

the pastoral, with the epoch that is coming and of which 

he is the scald singing atthe head of the marching army, 

what are wholly personal to him are the abysses of the 

soul with their clouds and lightnings, the abrupt and 

frequent atmospheric changes, the interior sea on which 

light and shadow succeed each other without transition, 

and where the humour of an Ariel or a Puck disports 

itself on the crest of the night waves. This liberation of 

a nature surcharged with heavy sadnesses and passions, 

finding an outlet in the rough leaps and bounds of 

caprice, will later create the expression proper to it in 

the wild Beethovenian scherzos. But in the earlier 

sonatas,—for example, in the second movement (alle- 

gretto) of Op. 10, No. 2, and the scherzo of Op. 26 (the 

sonata with the variations and the funeral march, in 

which we can detect a subconscious preparation for the 

Erotca)—these are only trying their wings.(135) 

The section of these first sonatas in which the personal 

soul of the young Beethoven expresses itself most freely 

is the adagio. 

Our own musical epoch,:36) that is more interested 

in construction than sensitive to emotion, attaches less 

importance to the adagios and andantes of the classical 

sonatas and symphonies than to their allegros. It was 

otherwise in Beethoven’s day ; and the German public 

of the end of the eighteenth and beginning of the nine- 

teenth century drank greedily of the flood of nostalgia, 

of Sehnsucht, of tenderness, hope, melancholy, that welled 

from the adagios of Beethoven, as from the contemporary 

Lieder of Wilhelm Meister (1'795-1796).(#37) It found in 

this mirror an answer to, or the echo of, the enigma of 

existence. To the polemic minds that are perpetually 

occupied with the question of pre-eminence I leave it to 

decide which of the two points of view is superior to the 

other—that of 1800 or that of 1930. For myself, I am 

ready to adopt either of them in turn ; I find that there 

are never too many points of view from which to take 

in a work of art, and Beethoven’s works present aspects 

numerous enough and varied enough to call for examina- 

tion from all sides. For the moment I confine myself to 

those mirrors of the soul, the adagios. 

Although at first still impregnated with the odour of 
Mozart (whom Beethoven cherishéd for many years 

and venerated always), yet they are very different. 

Heaven preserve me from saying—superior ! Two en- 

chanted worlds lie before us. In the adagio of the first 

of Beethoven’s sonatas (Op. 2, No. i), the grace of ex- 

pression is in part borrowed ; but the sensibility is 

simpler, less ornate, nearer to nature ; the spirit of the 

young composer lacks some of the nuances of that of 

the ripe and subtilised Mozart ; if, like Mozart, he is 

multiple, he is nothing like so complex ; the diverse 

elements are set out in clear contrast with each other ; 

they do not melt one into the other by imperceptible 

degrees of tint ; the line, which is less inflected, and 

traced without any rubbing out, is concerned less with 

ingratiating itself than with the exact transcription of 

the emotion. And this emotion is never a mere play. 

This man is of the type, so rare among artists (those of 

to-day would perhaps call them ‘‘ unesthetic ’’), that 

believes in everything it says, and if it did not believe 

in it, would have to cease to write. Sovereign artist that 

he was in the kingdom of his own personality, of all 

that he loves and hates, of his joys and sorrows, out of 

which he constructs a universe of his own, he would 

never have admitted the esthetic dilettantism, by some 

called objectivism, by others syncretism, that would 

fain taste of everything while attaching itself to nothing, 
and whose Self—uncertain, unquiet, slipping away 

between the fingers—goes round and round like the eels 

in the Sargasso Sea. He is Beethoven. He is a man. In 

that resides his strength in his own epoch,—the epoch 

that is sealed with the name of Napoleon. In that also 

is his weakness, in an epoch in which “‘ Kaa” changes 

his skin. . . . About 1800 the empire of art, like that of 

action, belongs not to the subtle but to the strong,—to 

him who dares to be himself and proclaim it imperially. 

The world follows him. The voice of Beethoven speaks 

for him : he is the emperor of the world of feeling. 

The distinguishing mark of these great instrumental 

adagios is this : they are a direct manner of speech, with 

a degree of “immediacy” such as the andantes of 

Mozart and Haydn never had. They are vast Songs 

Without Words ; the words were heard beneath the 
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notes,—so clearly, indeed, that several of them were 

actually sung. (138) 

Let us look at a few of the types. After the two pure 

reveries of Op. 2, Nos. 1 and 3 (the adagios in F major 

and E major), in which we have the first flowering of 

the young man’s tenderness, his first poetic plaint, we 

get the fine largo of the sonata dedicated to Countess 

Babette de Keglevics (Op. 7),(139) with its great, serious, 

firmly drawn melody,—frank and healthy, without a 

touch of society insipidity or of equivocal. sentiment 

about it ; of all the Beethoven meditations this is the 

one that, while not concealing anything of itself, is 

accessible to everyone.(140) We have another example 

in the broad and thick design, just a trifle too rounded, 

of the adagio molto of Op. 10, No. 1 (the sonata in C 

minor, dedicated to Countess von Browne), in which 

a melodic stream makes its way along unhurriedly, 

opening out at the end into a placid estuary. 
But it is in the monumental Largo e mestoof the sonata 

in D major (Op. 10, No. 3), that the full grandeur of 

Beethoven’s soul is for the first time revealed. (The work 

is contemporaneous with the first attacks of the malady 

that ruined his life : 1798). From the opening chords, 

in that majestic 6/8 whose august swing so often, in 

Beethoven, gives the temples of his melancholy their 

rhythm (141) — 

the soul of the listener yields to the hand of the master. 

The sadness that speaks through the music is so full of 

his strength and of the laws of his destiny that it no longer 

seems, as in the preceding sonatas, the confidence of a 

single being : it is the Chorus of an antique tragedy. 

The personal pain here becomes the good of all ; and 

by its very plenitude the elegy of a man expands to the 

epic of a race or of an epoch. 

The movement falls into three great divisions. The 

motive of Grief once posed on the slow epic rhythm, 

the arms raised to heaven, a melodious lamento blends 

with the tender accents that have come from Mozart 

the violent contrasts that are Beethoven’s own, his 

pathetic declamation, his Ajax sighs, the exasperation 

of his intolerable suffering, that finds its outlet at last in 

noble tears that might accompany a funeral cortége :— 

si ee 

|e on maces 
ty 

In conformity with the plan of the future Funeral 

Marches, the second part opens with a calmly elegiac 

motive :— 

But grief breaks in upon it once more : destiny strikes ; 

the tears flow forth ; broken sobs are rhythmed by the 

inexorable tread of the march :— 
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They die away—smorzando—pianissimo ; a final resur- 

gence, f, sf, is followed by a decrescendo of the sobs, 

bringing with it a return of the majestic first theme :— 

In the second ascent of the third part the mighty 
march of the bass, with its sforzando accents on the 

second and fifth beats :— 
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expresses the implacable force of the Destiny that sub- 

dues the shudders of the revolting soul, suddenly smitten 

to its knees and subsiding from cries to silent tears. 

Finally the vast sad resignation of exhaustion, the knell- 

like sighs, the expiring breath :— 
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An immense tragedy, having for its substance the soul 

of a people incarnating itself in its Corypheus. The 

royal picture of Melancholy.(:42) We are reminded of 

the Aischylean choruses—Envy (in Saul), Jealousy (in 

Hercules)—dedicated by Handel to the Great Goddesses, 

the Eumenides. Never until this work had Beethoven 

realised the classic plenitude of a lyric form in which 

the exigencies of his Ego and the majesty of impersonal 

law are fused into one. And it was long before he realised 

it again. 

The adagio of the Pathétique sonata (Op. 13) is, like 

the whole sonata (to which I shall return), a too perfect 

success in a theatrical form in which the actors are too 

visible. Notwithstanding the strict mastery, the dialogue, 

especially in the episode in the minor, has too external 

a character. At that period Beethoven was seduced by 

the effect of the facile dialogue between two persons or 

two “ principles,” as is evident from a curious conversa- 

tion recorded by Schindler. (143) 

But, by a vigorous alternation that is often to be met 

with in his work, and that is the very rhythm of his life, 

the fictive is succeeded by the real. After the objective 

imitation of the passions there almost invariably comes 

the tragic face of genuine passion. (144) 

In the Op. 27, No. 2, this occupies the whole field of 

vision. Here the usual second movement of the sonata 

does not suffice. The adagio takes the first place. By an 

innovation that appears to be unique, the Moonlight 

begins with a monologue without words, a confession, 

veracious and poignant, such as one rarely hears in 

music. And the whole sonata, which I shall analyse 

later, preserves this character of spoken music, of the 

homophonous, direct, scarcely veiled expression of pure 

passion. 

In no other of the Beethoven works of this period is 

sentiment so absolutely the ruler of the work as it is 

here. But in many sonatas, in almost all, indeed, the 

personal element intrudes into the construction and 

often mars the logic of it. In Die Verliebte (the charming 

sonata dedicated to Babette, Op. 7), and especially in 

the gracious rondo, the sentiment is like a child that runs 

to you and stands between your knees. In the allegro of 

the C minor (Op. 10, No. 1) it gives a sudden start that 

made the pedants howl; it becomes a whirlwind in 

the finale,—with its trouble of the spirit, its irregular 

contrasts, its abrupt stops, its organ points,—in which 

this Mane Thecel Phares takes us by the throat : a hand 

writes in letters of fire, on the background of the 

Durchfiihrung, the word that Destiny will speak in the 

future C minor symphony (145) :— 
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The lack of organic development that, whatever one 

may say, is evident in the admirable sonata in D major 

(Op. 10, No. 3) comes from the variety of impressions 

in the composer, who does not yet dream of unifying 

them in a work. This phenomenon is still more visible 

in the famous sonata with variations, Op. 26, in which 

the commentators have striven hard to find the key to 

the order of the four movements, and more particularly 

the meaning of the joyous allegro that follows the 

Funeral March. (146) As a matter of fact, Beethoven at 

that time (though not later) was completely indifferent 

to these clashes of various impressions ; we might even 

say that he deliberately sought this kind of variety. His 

notes show that he had commenced by sketching out the 

last movement—the gay allegro—and then got the idea 

of a minuet and a sombre march in A flat minor. (147) 

So at that time he had in mind a work made up of 

variegated impressions, harmonised only by the style 

and by the colour of the tonalities. 

The same freedom is seen in the sonata quasi una 

fantasia, Op. 27, No. 1, the sketches for which are inter- 

spersed with those for Op. 26. Here, however, the 

freedom finds its psychological justification in what I 

would call its objective character ; for rightly or wrongly 

I see in it less the direct impression of Beethoven than 

(consciously or not) of the amiable lady to whom the 

sonata is dedicated—Princess Liechtenstein, née Fiirstem- 

berg, a lady of high society, elegant and charming, 

impressionable and changeable, whose feelings were 

never profound, never all-absorbing,—reverie, agitation, 

caprice, elegy or laughing roguishness,—everything on 

the surface. All this is the absolute antithesis of the 

sonata that follows,—the second quasi una fantasia, the 

Moonlight. (148) 

In this, as I have said, the personal emotion governs 

the construction. It will be worth our while to pause a 

moment to analyse this unique work. 

Here the sentiment breaks the usual tonal links of the 

melody : the composer abandons the ordinary methods 

of development and repetition of the motives when the 

psychical state is prolonged under the sway of a single 

obsession (as in the first movement). He does not have 

recourse to the device of dialoguing opposites when he 

is occupied simply with himself and his passionate 

soliloquy (as in the third movement). He deliberately 

rejects the symmetry of fixed periods ; he cuts into them 

brusquely ; he explodes, he is subject to all the surprises 

of passion. 

And yet, by a miracle of art and of the heart, the 

sentiment here shows itself to be a mighty constructor. 

The unity that the artist does not seek in the architec- 

tonic laws of the movement or of the musical genre(149) 

he finds in the laws of his own passion. For all its rhapso- 

dic form, its free recitation, the famous adagio of the 

Moonlight, the dual song (150) of which exhales its lassitude 

above the monotony of the mournful accompaniment, 
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is woven all in one piece, and exactly modelled to the 

beautiful, simple, veracious lines of the idea. And the 

idea, the plaint of which moves in a restricted circle, rises 

slowly from its prostration to its melodic peak—the 

E of the 27th bar :— 

thence to descend again immediately into its agitated 

night : it ascends a second time (at the 49th bar) without 

being able to stabilise itself :— 
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falls again definitively, and sinks into an exhausted 

silence, while, like a passing-bell, the bass alone repeats 

the rhythm of its sob :— 

rt 

The allegretto that follows without a break (“ Attacca 

subito il seguente”’) has been the subject of many psycho- 

logical explanations ; and those of Marx and Nagel, 

among others, show us the dangers, not to say the 

absurdities, of that kind of thing. I shall not venture on 

anything of the sort myself. But whatever vision may 

have hovered before Beethoven’s eyes when he wrote 

this movement, what each of us can value with certainty 

for himself is the effect willed and produced by this 

small picture, placed where it is in the work. This 

happy, smiling grace must inevitably provoke—and 

does provoke—an exasperation of grief ; its appearance 

goads the: weeping and disheartened soul we saw at the 

commencement into a fury of passion. 

Hence the immortal outburst of the presto agitato 

finale. Above a staccatissimo accompaniment that lashes 

like hail,(15:) the tempest launches itself in five mad 

gusts. (152) There follows a frenzy that becomes a furious 

stamping (bars 9-14). A melodic motive, syncopated, 

roughly rhythmed :— 

shows us Beethoven panting, a prey to his fixed idea. It 

is sonata-form ; but at every moment the convulsive 

starts of passion split the frame. A vertiginous whirlwind 

—from A major to E—with hammered octaves, and, 

the second time, more and more hurried syncopations 

in the bass :— 
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leads to a fresh pelting of the hail, that cuts and shakes 

the soul :— 

until the big phrases of the end of the first part, that 

dominate the agitation and soar above the torrent :— 

a eee Gey ee Ge Gai. 

As in the antique tragedies, sorrow is subdued by 

strength of soul. 

In the ‘‘ development ” (Durchfiihrung) of the sonata 

there is none of the ordinary musical dialectic, none of 

the bravura of the virtuoso ; all the rules are thrown 

overboard ; instead of a play of the intellect upon ideas 

that have been previously set forth, the fragments of the 

one motive of sorcery are used again and again, come 

and go at hazard, fall away exhausted,—a faithful 

image of the interior defeat, the ebbing energies, the 

wasting of the heart’s blood. 

Then the wild night-squalls come again, (153) but now 

with redoubled rage,—a cyclone : fiery arpeggios that 

surge up from the depths to the heights, frantic convul- 
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And then, as often with Beethoven—almost invariably, _ 

indeed—silence. A sudden adagio . . . piano. . . . With 

no more strength to cry out, the man is silent, his breath 

is cut short. And when, after a moment, he recovers it 

and raises himself again, there is an end to the vain 

debate, the sobs, the furies. What is said is said, and 

the soul is empty. In the final bars nothing is left but 
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majestic Strength, mastering, dominating, accepting the 

torrent. 

A gigantic soul-picture, that owes its success much 

less to the mastery of the artist, who himself is often 

carried away by the flood, than to the intrinsic quality 

of this sovereign soul, that even in its convulsions 

preserves its harmony and its natural nobility. 

But this success, due as it is to circumstances too 

exceptional and too independent of the will, seems to 

have disquieted Beethoven rather than satisfied him. 

We cannot insist too strongly on the depth of the shade 

into which he later throws this masterpiece ; and he 

does so by taking into account the dolorous personal 

events that had inspired it, and his repugnance to evoke 

them. He hastens to escape from the grip of these blind 

forces and write the least passionate of all his sonatas, 

the happy, sunny Pastoral (in D major, Op. 28). And it 

is then that he makes a remark to Krumpholz that 

astonishes us: “‘I am not satisfied . . . I must find 

another path.” 

He is not like the God of the Bible ; he does not look 

upon his work and find it good. The builder in him 

knew no repose of conscience. 

A View of Beethoven’s Room in 

the Schwarzspanierhaus 
This view of Beethoven's workroom was drawn by Jean-Népomucéne 

Hoechle only three days after the master’s death. The room is still 

in typical disarray, and Beethoven's papers lie about. 

HE WAS a born carpenter. For all the exacting hun- 

ger of his heart, for all the disorder in the rhythm of it, 

he had not merely a respect for his trade but a passion 

for it, an obstinate probity, an almost manual joy in 

the thing he was shaping, and, after he had attained 

to mastery, an imperial pride in carrying the technique 

he had inherited from his masters a stage further, 

and in perfecting the work they had left to him 

to do. 

I have said what delight his logical mind took in the 

dialectical play of sonata-form. ‘The dualism of theme 

harmonised with the dualism of his own nature, wild, 
rough, loyal, in which reason and passion faced each 

other as simply as in the heroes of our classical tragedy. 

The interior dialogue is and becomes more and more the 

form of his own profound life. The contrasts of motives 

that he aims at in the sonatas answer to the brusque 

opposition of his own feelings. He had only to listen to 

his own préferences to want to give to his musical 

discourse on the one hand a rigorous plan, rigorously 

pursued, and on the other hand clear divisions between 

the various members, the parts, periods and phrases 

of his harangue. Not that he could express without 
difficulty, in his ordinary daily life, either in speech or in 

writing, the disorderly flux of his thought. But under the 

surface-life his deep subconscious life had an irresistible 

orientation towards order, clarity, unity. This is certain 

from the subterranean work revealed in his sketches, 

that invariably show him to be at first confused, his 

inspiration merely ordinary, taking days, months, years 

to dig out his mole-runs, which,—on the faith of some 
obscure compass or other !—lead him infallibly to the 

simplest, clearest and best-disposed forms. Thus he 

could make more free than his predecessors, Mozart and 

Haydn, with that sonata-form that had been their 

legacy to him. 

If in his first works (such as the sonata in C major, 

Op. 2, No. 3) he is the solid carpenter rather than the 

architect, we soon see him take up the pencil in his turn 

and make draughts of his own, extending the transmitted 

plan and enlarging the forms with a joyous ease, as in 

the sonata in E flat major, Op. 7. He shirks no trouble 

to make himself master of a musical language that shall 

be beautiful, firm, precise. Vir bonus dicendi peritus. The 

sketches for the first movement of the sonata in D major, 

Op. 10, No. 3, show how he laboured to purge his 

thought of vagueness, to eliminate everything super- 

fluous, to seek and find always the most concise and 

most striking expression. Soon he will feel himself to 

be master of his instrument,—so much so that for a 

moment he will be tempted to perform on it like an 

actor or a virtuoso. The Pathétique, as I have said, is a 

magnificent parade, that certainly deserves its title ; for 

dramatic pathos, in its best and its worst sense, gushes 

from it to the heart’s content. The piano-tenor ascends 

the stage and engages with the prima donna in a give- 

and-take dialogue of swelling melodrama, in the style 

of Il Trovatore ; and both of them indulge in noble 

gestures and high-flown phrases ornamented after the 
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manner of operatic vocalises. Perhaps, by sheer reaction, 

I am too severe towards a work that has become rather 

too famous and has falsified the public judgment of 

Beethoven. In any case the dramatic—theatrical—ele- 

ments in the Pathétique are undeniable ; and the evidence 

for them is supported by certain analogies of style and 

of expression not only with the few works of his, such 

as the Prometheus of 1801, (154) that were written for the 

stage, but with his great tragic model Gluck, the aria 

and duet in the second act of whose Orfeo remind us 

pointedly of the furious commencement of the first 

allegro of the Pathétique (155) :— 
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The success of the Pathétique, like the work itself, had 

something theatrical about it. Moscheles’ account shows 

that people took sides passionately for or against the 

sonata in a way they usually did only over operatic 

subjects. 

There can be no doubt that Beethoven sought no 

more victories of this kind because he was disgusted 

with this one. In the succeeding sonatas he aimed either 

at greater naturalness (as in the sonata in E major and 

especially in the G major, Op. 14, Nos. 1 and 32), 

or at a more impersonal style of construction (as in the 

sonata in B flat major, Op. 22). Yet to the very end of 

this period we see him fluctuating between the pre- 

occupations of the architect, obstinately bent on the 

grand style,(156) and the imperious caprices of a torren- 

tial sensibility (157) and a fetterless fancy, both of which 

demanded satisfaction. 

And then, when he turns round on the first height to 

which he has climbed, and looks back, in 1802, on his 

first fifteen sonatas, what is it that he sees ? A succession 

of essays that seem to him contradictory and incomplete 

—architectural sonatas that are abstract in spirit (Op. 2, 

No. 3; Op. 22); sonatas of feeling (there are many 

of these) held together by a somewhat feeble logic and 

filled with the poetic humour of a day ; theatrical sonatas 

that encroach on the territory of the stage ; sonatas of 

passion, such as the Moonlight, that are veritable auto- 

biographical confessions (when he reads them again 

later they annoy him as Werther did Goethe ; he is 

ashamed and angry at having let himself go like that !) 

Taken as a whole, a vortex of dust set whirling by 

the wind. To-day it is the power of the wind that 

strikes us ; but Beethoven saw only the dust and the 

confusion. 

And this sincere being, whom no one judged with 

such inconsiderate, pitiless perspicacity as he did, is 

galled by certain defects in his nature and his art—the 

bent towards rhetoric to which he has often given way, 

in spite of his ardent cult of absolute truth ; the danger 

of emotional softness and romantic effusiveness, which 

he deems unworthy of a man, but that might become a 

menace in the world of young women and “little 

friends’? by whom he is surrounded ; the provincial 

awkwardness, the stiffness of the joints, the insistence 

of a reasoning faculty that is too anxious to be always 

right, the somewhat heavy and over-square symmetry 

against which his art had to struggle to the very end.(158) 

All this, of which he alone, perhaps, was conscious in 

1802, he speaks of to the most modest and surest of his 

friends : he must reform himself! He seeks another 

route. 

But he will not discover the right one at the first 

attempt. And although he never pauses in his march, 

for a year or two yet he will lose the track in the thicket : 

now and then he will have the illusion of lighting again 

upon the man he used to be, with the same faults, the 

same confusion, as of old. 

E pur st muove ! How far, in reality, he has advanced ! 

THIS THE G major and D minor sonatas (159) (Op. 31, 

Nos. 1 and 2) will show us. 

At first sight they seem very different the one from 

the other, hardly to belong to the same period or to have 

been written by the same man. Who would believe that 

they figure within fifty pages of each other in the same 

Sketch-Book, and that it is the second, the more elevated 

and more fully realised of them, that came into being 

first? Their immediate succession illustrates that law 

of alternation I have already pointed out, a law that 

Beethoven cannot escape from : the necessity to satisfy 

the two opposite needs of his genius in turn—the pure 

delight in artistry and the pure expression of personal 

passion. The G major (Op. 31, No. 1) shows very marked 

‘‘mimetic”’ traits,—I am tempted to call them deliberate 

“imitations”? of Italian opera ; for the first movement 

has the humour, the sallies, the lively dialogue, the 

waggish style and the burlesque furta of a scene from 

a comic opera.(:60) As for the adagio, no one can be in 

any doubt as to the pre-Rossinian intention to be 

Rossinian : it is a serenade with guitar accompani- 

ment,(161)—though involuntarily marked in its middle 

section, it goes without saying, with the heavy, powerful 

paw of the young bear. But every now and then there 

comes from it a gleam that anticipates the radiant 
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Serenade of Rossini’s Barbiere. As for the D minor sonata 

(Op. 31, No. 2), it is the very antipodes of the other, 

and one of the most striking examples in all Beethoven’s 

work of direct speech in music. It is he, the man 

himself ! 3 

_ This dual manifestation no longer surprises us. We 

are tempted to say that we are already familiar with 

this sequence of sonatas in two antithetical styles : the 

Moonlight, for example, coming between the worldly 

fantasy dedicated to Princess Liechtenstein and the 

Pastoral. But when we look a little closer, and no longer 

at the soul, that is invisible, but at the body (and the 

body, in truth, is also the soul, but the soul made visible 

and palpable), at the living substance (and for him 

who can see to the core, the spirit that governs each 

organism is inscribed upon it), we soon discover in the 

body of these two sonatas the transformations the spirit 

of Beethoven has undergone, and we realise how greatly 

he has grown. 

Two features stand out from the rest—the prodigious 

enlargement of the form, which will become particularly 

noticeable in the Waldstein (Op. 53) ; and the novel elas- 

ticity of tonality that is evident from the commencement 

of Op. 31, No. 1. (162) 

These two evolutions of the form correspond (as 

always happens in the case of an artist of genius who 

is as sincere as Beethoven was) to evolutions of the spirit, 

—or, to express it more precisely, to untiring efforts to 

perfect the spirit, to correct its faults and transmute 

them into virtues. The need for insistence, for repeti- 

tion, for dwelling upon a point, that we have noted in 

the temperament of Beethoven, he now converts into 

an enlargement of the musical members, in a way that 

enriches the art and gives his sonatas and his symphonies 

gigantic proportions, without, however, any departure 

from the harmony of equilibrated numbers. And the 

massive and powerful unity of his thought is constantly 

corrected and fertilised by his capacity for sympathy, 

by the urge of his intelligence to penetrate the forms of 

other thoughts, those of living beings as well as those of 

the great dead, by his extensive study of scores,(163)—a 

study deeper than that of any other great musician from 

the time of Bach to that of Wagner. 

At the same time the methods of pianistic expression 

undergo a technical transformation under the direct 

pressure of Beethoven’s unsatisfied genius; and this 

transformation necessarily reacted on his own thought. 

Reichardt, a shrewd observer who visited him several 

times during the winter of 1808/9, has left us valu- 
able notes on this revolution wrought by him in the 

piano : “‘ On the advice and at the desire of Beethoven,” 

he says, ‘‘ Streicher,(:64) discarding the soft touch of 

the other Viennese instruments, that is depressed too 

easily and comes back too noisily, has given his pianos 

more resistance and elasticity : so that the virtuoso who 

plays with power and meaning has the instrument more 
under his command as regards the depression and raising 

of the keys and the prolongation of the tone. He has 

thus given his instruments a bigger and more varied 

character ; so that any virtuoso who does not merely 

aim at superficial brilliance in his playing will get 

more satisfaction out of these than out of any other 

instrument.’ (165) 

This information, the importance of which for the 

history of chamber music I need hardly point out, 

explains why we find, at the core of this great Beethoven 

epoch, between masterpieces like the Waldstein and the 

Appassionata, sonatas such as the F major (Op. 54), in 

which Beethoven is principally occupied with technical 

problems, laying small store by the musical or expressive 

idea ; and why the virtuosity—or, if this word offends, 

for it might imply a mould without a content, and the 

music of Beethoven, like Nature, abhors a vacuum— 

why some great works of this period are characterised 

by a profusion of purely pianistic features, and why 

even the fine first movement of the Waldstein flowered 

out of some piano exercises. (166) 

The man who bore a new order of thought within 

him had first of all to forge and subdue his own instru- 

ment. And Reichardt’s remarks, sparing as they are, 

reveal to us the direction in which Beethoven sought for 

progress in expression. His first desire is to hold the 

piano firmly in hand like a horse, the bit held tight. 

For what he insists on is not the charm or the brilliancy 

of the note but exactitude of tone and of line, the 

obedience of the keys to the will, the subordination of 

every detail to the Idea that governs the movement. 

At the same time that he is enlarging the various forms 

of the movement it is vital to him to increase propor- 

tionately his domination of the form in its entirety, of 

the movement as a whole. The larger and more spirited 

the team, the stronger must the coachman’s wrist be. 

We shall see the plans become better defined, the 

horizon lines more clearly marked, in proportion as the 

landscapes extend. 

Unity ! 

AS IT is impossible for us here to linger over each of 

the sonatas in turn, we will content ourselves with a 

summary analysis of the plan of the two greatest works 

of this transition period between the Moonlight and the 

Appassionata,—the recitative sonata in D minor (Op. 31, 

No. 2) and the Waldstein in G major (Op. 53). 

The recitative sonata, as we may call it from the 

character of the first movement, is a chapter from 

Beethoven’s. Confessions. It is also one of the two 

Shakespearean sonatas.(167) It bears no dedication—a 

rare thing for a work of this importance. He might have 

dedicated it to himself. The sketch dates from the winter 

of 1801 /2, and the sonata was finished in the summer of 

1802 ; its place is therefore between the famous letter of 
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the 16th November, 1801, to Wegeler and the Heiligen- 

stadt Testament of the 6th-1oth October, 1802. It re- 

calls the proud accents of the one—love, grief, combat, 

exaltation of living, unconquerable energy :6g) ; and it 

has premonitory flashes of the sombre heroism and 

despairing cries of the other. 

Never did any work burst so like a thunderclap from 

Beethoven’s brain. There are none of his usual gropings 

about in the mist ; the cloud is torn open at a single 

stroke, and the Idea breaks forth like Pallas armed. 

The essentials are projected at once,—the complete 

themes of the upening (the largo and the allegro), the 

sequence of the modulations, the angle-pillars, as 

Nottebohm rightly calls them,(169) and above all, the 

astounding unaccompanied recitatives of the third part 

of the first movement, with the tragic pulsations and 

the febrile shudder that answer them. Let no one talk 

here of esthetic detachment, of intellectual labour, 

ploddingly hatching and multiplying what Vincent 

d’Indy calls musical ‘“cellules” ! Here the whole 

organism achieves its individuality at birth. From the 

first sketch, the opening movement of the sonata is a 

living thing, complete in its evolution.(17) 

In the definitive work, Beethoven has only to resume 

textually the opening of his sketch,—that exceptional 

form of recitative-introduction :— 

Lm4 0 

~s 
sao 

A broad arpeggio chord, pianissimo. A sovereign 

command ; the command that is to dominate the whole 

tragedy ; the “‘ Es muss sein’ that henceforth will be the 

eternal leit-motiv of Beethoven’s life—eternally con- 

tested ; for the moment the soul has heard it it is uneasy, 

it trembles, it tries to escape from it :— 

A hes va 

The command is repeated this time with a surprising 

modulation into C major that gives it a striking calm :— 

The spirit is bewitched : it flies and stumbles, unable to 

free itself from the attraction of the slope that it descends 

by degrees, trying vainly at each angle to steady itself :— 
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until it arrives at the bottom, where the Master awaits 

it. Then it is seized by the current. Not till that moment 

—-at the twenty-first bar !—does the flood attain to the 

tonic of the D minor tonality :— 

The real drama begins. The broad arpeggio chord of 

the opening is heard again in the bass, followed by an 

anguished plaint ; both are swept away by the torrent. 

Seven times the principal motive, the command, is 

repeated, ascending through all the degrees of the scale, 

from D to C. At the third time, the plaint of seven notes 

that is the echo of it is silenced ; at the sixth, there is 

only a cry. At the seventh time, when the command— 

angry, fortissimo, and three times repeated,—ends on a 

degree higher by a second, the distracted cry also is 

repeated three times :— 
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Thus we arrive at the dominant of the chord of the 

commencement, that is to say, at the key of E. A second 

motive of terror is heard : it is related to the terrified 

fall of the commencement ; but in place of the synco- 

pated accentuation that betrayed its disorder there, it 

is now subdued, regularised, even in its sobs. At the 

extreme point of its fall there enters a new motive of — 

imperious constraint ; but it no longer has the implacable 

character of the opening ; it seems to say “‘ Accept ! ” 

A broken dialogue ensues, that might have come from a 

cantata of Bach. To the Master’s injunction :— 

At the third time, the Master loses patience. He 

breaks out abruptly—a /fortissimo immediately followed 

by a piano. The soul yields :— 
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and the whole of the end of the first section—the return 

to the reprise—is in an atmosphere of subdued accept- 

ance :— 

The Durchfiithrung—the thematic elaboration, that 

with Beethoven (it is in this that he is great) always 

corresponds to a psychological elaboration, a process of 

the soul—begins with the main motive of the opening, 

in broad arpeggios, the waves mounting pp three times, 

from D to the tonality of F sharp and then to A sharp. 

Is it the proclamation of peace, attained by acceptance 

of the Master? No! The struggle must be resumed— 

but a harder, wilder struggle than before. The motive 

of command dominates the whole of this portion. Twice 

the plaint replies: the distance between the two is 

greater than before : the colour (the tonality) changes 

incessantly (F sharp, G sharp, A, B natural, C, C sharp, 

D), first of all every four bars, then every two : then the 

pace accelerates, becomes a whirlwind of triplets, is 

hammered out with sforzatt. ‘There is nothing contra- 

puntal in the texture, merely the single line ; and the 

contours correspond to each other with symmetrical 

exactitude. It is a passionate idea expressing itself without 

artifice, without concealment. At the finish, a pedal bass 

is masked by the agitation of the parts, that try to 

check the race, curb it, slow it down, bring back the 

precipitate heart to the largo of the commencement. 

And then, on the threshold of the third part, a unique 

apparition! The phrase of the largo is immediately 

followed by an unaccompanied recitative, without any 

technical link with any of the motives that have been 

so far employed. It is already the “‘ Jmmer simpler!” of 

Beethoven. I read in it the interior commentary 
of the soul on the order that has been imposed 

on. it :— 

** How long, O Lord ? ”’ 
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The motive of agitation replies, at first, in the same 

terms as at the beginning. It is the other part of the soul, 

that is always in trouble and trembling. . . . The largo 

repeats its tranquil injunction. The answering recitative 
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becomes more dolorous still, and its personal accent 

admits of no doubt(172) :— 

ee 
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A confession unique in the art of that epoch ! It is the 

evident forerunner of the Heiligenstadt crisis. The broken 

soul no longer struggles, no longer has even the strength 

to respond to the order. It is weary unto death. ... 

The voice of the Master is silent ; the opening allegro 

motive of dominating force would be out of place here. 

There comes a pause: then some punctuated chords, 

pianissimo, regularly spaced, like heavy, dull pulsa- 

tions :— 

The circulation is restored. Three times these two pairs 

of chords are repeated,—now harsher, and ascending 

by unequal steps. A torrent of blood follows in their 

wake :— 
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At the third time, the pulsations clash fortisstmo, 

and the torrent once more surges through its channel 

under a voluntarily accepted compulsion, as at the 

end of the first part, with the same dialogue and the 

final appeasement, that is swallowed up in the 

pianissimo :— 

Se ee ee 
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It is the soul that ,renounces and surrenders itself 

motionless, into the hands and under the feet of the 

threatening Fatum. And about this acceptation there is 

an antique grandeur. 

I will pass rapidly over the other two movements, 

though they are of a perfect beauty. This perfection, 

indeed, is their most marked characteristic. Rarely has 

Beethoven shown himself more the master of Harmony, 
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not in the more specifically musical but in the essential 

sense of the word—an equilibrium of art, a divine 

serenity of the spirit as the Greeks understood it: 

‘Appovia Oeyepomis, that combines the Elements in the 

just proportions and binds them together with “ nails 

of love.” (173) 

The suave adagio, with its Elysian peace, its aerial 

balance, goes on feet of velvet, in a half-light that only 

once or twice rises to a forte, seven or eight times to 

a sforzando,—as if with the weary sighs of a breast 

oppressed with ecstasy—and fades slowly into sleep with 

a sigh of happiness. 

The final allegretto is a Midsummer Night’s Dream 

caprice. 

But different as the three movements are, they exhibit 

a constructive art, by turns powerful and delicate, that 

no other sonata of Beethoven had yet manifested in the 

same degree. From the architectural point of view one 

knows not which to admire most, the striking relief of 

the lines and of the mouldings of the opening recitative 

movement, in which a deeply sculptured motive of a 

few notes determines the elevation of the pillars and 

the vaulting of the whole edifice, or the genius of the 

fancy that, in a sort of bravado, evolves out of a banal 

design of four notes, prompted by hazard,(174) an exu- 

berant florescence of ornamental volutes. And nowhere 

better than here do we appreciate the rdle of the final 

rondo in the architecture of the sonata. If the first 

allegro is the great door of the nave, and the adagio the 

vaulting or the cupola, the final rondo is the steeple. 

Yet I would not say, with Nohl, Nagel, and Frimmel, 

that the ensemble of this sonata constitutes a perfect, 

or even a complete, organic unity. Even if we do not 

look to it for a succession of logical ideas or emotions 

(which it would be very difficult to establish), even if 

we demand of it only esthetic unity, the harmonious 

equilibrium of lights and shadows, and recognise that 

the artist has ably realised this in the sequence of the 

movement,(175) 1t remains true that there is still some- 

thing lacking in this equilibrium to give the mind full 

satisfaction. The melodic and psychical substance of 

the first movement is too heavy, the stuff of the finale 

is too thin and diaphanous, woven out of gossamer. 

Lacking counterpoise, the work tends to overbalance. 

No doubt Beethoven himself was conscious of this. He 

remedied it in the Appasszonata. 

ALREADY in the Waldstein (Op. 53) the equilibrium 

of the whole is more masterfully assured. 

This work, celebrated as it is, is really not well known. 

The pianistic superabundance that envelopes it in a 

brilliant network of virtuosity has often stood in the 

way of the comprehension of its intimacy. One is so 

accustomed to the tragic face of Beethoven, his imperious 

gesture, the broad design and sharply defined outlines 

of his passionate themes, that when he seems to be 

Grand Piano Manufactured by 
Conrad Graf, Vienna 

When the Broadwood instrument showed definite signs of wear, the 

Viennese piano manufacturer Conrad Graf offered one of his instru- 

ments to the master. This piano took its place at the side of the 

Broadwood, in Beethoven's room. Graf bought back this piano when 

the composer's estate was liquidated. (Beethoven House, Bonn) 

sauntering over the keyboard with his great agile fingers, 

as he used to do across the fields with his short legs, one 

does not suspect the intensity of the dream that sings 

under this light rain of scales and runs, and the iron 

will that keeps watch over the dream. This white sonata 

in C, that flows like clear water, is the most intoxicating 

ecstasy in nature—an ecstasy controlled by the mind. 

We must first of all remember that the sketches for it 

appear in the Sketch-Book of 1803, shortly after those 

of the Erotica, and a little before the first hints of Leonora. 

It is thus an intermezzo, a flower between two rocks. 

What helps us to fix the character of it is the appear- 

ance, a little earlier, of the first vision of the Pastoral 

symphony.(176) ‘This is at first a mere cutting, in the 

horticultural sense of that term. But soon its perfume 

fills the whole room :— 

The Pastoral having been laid aside for some five years, 

by reason of the big works that take up all his time, the 

Waldstein for the moment takes its place and deals with 

the same emotions : it is an earlier Pastoral.(177) More- 

over, Beethoven occupies his leisure, and seeks distrac- 

tion from the passionate works that are consuming him, 

with researches, to which I have already referred, 

that have for their aim the perfecting of the piano 

and of pianistic technique. These two circumstances 

combined to bring about the unforeseen birth of the 

Waldstein. 

He sets out to stir the savourless water of the piano 

exercise, (178) and his fingers run, fly, while the mind 

sleeps and dreams. But now lights play upon the surface 

of the water: the blank mirror becomes alive with 

glances. ‘The Dawn awakes : 
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The spirit journeys on. There comes an interior land- 
scape (179)—joy of the open air, of the free flight ; and 
Beethoven is in the fields, filled with a religious emo- 
tion. All the chief motives, those of the air, those of the 

heart, the vibrations of Nature, pious contemplation, 
are already registered on paper, together with a few of 
their more delicate modulations. Later it will be the 
business of the mind to organise them. And, as always, 

the final reduction will have not only a masterly unity 

but also, by the Beethovenian miracle, a freshness of 

touch and a bloom that the first sketches had not. For 

anyone who can read and savour, it is an exquisite 

pleasure to follow the development—so natural that 

one forgets the trouble it has cost—of this poem of sky 

and earth. Beatings of wings, carollings of birds, flight- 

tracks through the waves of the limpid air,—these frail 

motives, transfigured, fill with their humming orna- 

mentation the fine picture the centre and the support 

of which is the holy joy of the spirit, that swells to a 

chorale of a whole people in face of the Eternal. Nothing 

is left to chance : these unusual dimensions, these great 

periods, the enlarged proportions, the overflowing con- 

tents, make no difference to the certainty of the guid- 

ing hand : it pilots the bark straight to the goal, from 

the first rivulet to the open sea,—that coda that hums 

with the whole life of a day of light, the end of which 

is the hymn of the universal soul. 

But it is the two movements that follow that constitute 

the main charm of the work ; and it was these that cost 

him the most time and labour. Happy labour that, with 

Beethoven, always results in the most spring-like in- 

spirations,—the most spontaneous, oné would swear ! 

We see how, in his art, Beethoven’s intelligence was the 

master of his sensibility,—his perfect taste, his infallible 

control, and that capacity for sacrifice that does not 

hesitate to give up a part of the work that has been done, 

and well done, if there is any danger of the equilibrium 

of the whole being compromised by it. For he had 

written for this sonata a long andante to which he was 

attached.(180) He had worked long and lovingly at it (:81) ; 

and it was painful to him to feel that the movement 

had been developed at too great length. As a rule he 

hardly paid any attention to a reflection of that kind, 

as he had proved in the case of the immense Froica. 

There, however, the giant was so perfectly proportioned 

that the instinct for harmony was satisfied. With the 

sonata it was not so; the reverie spun itself out until 

horizon. The worst fault was not that it was too long 

but that it was out of place. Beethoven cut it out. Be- 

tween the two vast pictures of the opening allegro and 

the rondo (that steps out of the customary frame),—in 

these sunlit expanses—there was needed no more than 

the shadow of a cloud on the plain, a touch or two of 
dream. No chatter of the self with itself! The self is 

swallowed up in Nature. 

And so it was after the entire sonata had been sketched 
that Beethoven arrived at the conception of the Intro- 
duzione, Adagio molto, that forms the core of the sonata. 
This immortal half-page is, for me, of a perfect 
limpidity ; it expresses the state of Beethoven’s soul in 
the peace of the fields. The rhythm of the first motive 
seems to have been inspired by the cry of the quail 

(Wachtelschlag) :— 

Later the motive of the soul takes up that of the bird 

and draws quite another meaning from it :— 

pete es 
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A gentle lassitude, sighs of resignation, melting away, 

returning, becoming more sorrowful. But suddenly 

Nature in its turn takes up the motive ; it becomes a 

livelier appeal, set free from all emotion ; the pipings 

dialogue with each other and multiply like a flock of 

birds in a grove; the animated mass begins with a 

pianissimo and rapidly dies out in a decrescendo: — 

Then it is as if the soul again gave the gentlest of sighs, 

that lightened it of all its cares. Liberated now, it enters 

into its dream of happiness. . . . Never would one believe 

that this marvel was embodied in the sonata as an after- 

thought, so essential a part of it has it become. The 

finest moment is the transition from the adagio to the 

The rondo (allegretto moderato) was not conceived 

first of all in the form in which it now opens ; this is 
readily understandable, since the adagio that introduced 

it in the first conception was quite different. It was only 

in some later sketches (a dozen pages further on in the 

Sketch-Book) that Beethoven hit upon the now familiar 

opening motive. But here the discovery of genius is the 

pedal G :— 
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L Ronde: 

The spirit turns to dream. . . . The immobile reverie of 

the “Solitary Rambler” merges into the stirring dream 

of all Nature. 

My respected friend Professor Max Friedlander, the 

undisputed master of the history of the Lzed, who has 

inventoried all the popular melodies the blood of which 

has been transfused into the works of the great com- 

posers, believes he has found the main theme of the rondo 

in a song that, along with Malbrook, has been the most 

popular of Western melodies for three or four centuries 

—the famous Grossvaterlied, that is still sung to-day in 
Thuringia, and is principally known to us by the many 

humorous uses to which Schumann has put it.(182) Beet- 

hoven, according to this theory, has taken the second 

part of the tune, that is frankly comical in intention :— 

Wit mir und div in Fe~der bel miGwir und di ind Shek. 

He noted it on a page dating between 1800 and 1803, 

accentuating the first note with a sforzando: — 

tion in the genius of Beethoven. The phrase sleeps in 

his note-book, and doubtless also at the bottom of his 

thought. When it awakes again, at the moment when 

he is awaiting Nature’s reply to the “‘ Solitary Rambler’s”’ 

question, it has lost its primitive sense ; we can be 

virtually certain that he has forgotten both the words 

and the provenance of it ; and the accent he has given 

to the first note now arouses in him no longer the im- 

pulse, the heel-stroke of the burlesque dance, but the 

organ point, the pedal G, that is to set the marvellous 

reverie free. 

In his sketches he writes one after the other :— 

Fly, bird ! The cage is open ! The song of the bird of 

joy fills the air and the fields. Out of the commonest of 

motives, stylised by art, out of a gross piece of bourgeois 

gaiety, into which he has brought a radiant smile by 

the mnere displacing of an accent or two, out of the dis- 

used form of the rondo, genius has ripened a poetic 

harvest. The contemplative joy gradually increases in 

animation. At first the contrasts of tonalities that will 

later give it its varied brilliance of colour are only hinted 

at with the greatest delicacy. It runs, it grows ; irre- 

sistible trills stimulate its ardour ; it becomes a whirl- 

wind, a Kermesse, striking the soil with noisy foot. It is 

interrupted for a moment by an idealised form of the 

motive of Nature, of contemplation. The round is re- 

sumed and becomes still more passionate and coloured. 

But the heart—but the heart—only takes up again more 

strongly its hymn of serene joy, in a succession of lovely 

harmonies the modulations of which were already settled 

upon in the first sketches (183) :— 
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There follows that admirable page—one of the jewels 

of inward music—in which the soul sighs with happiness 

in the arms of Nature, in the delicate murmurs of the 



38 THE APPASSIONATA 

atmosphere, that bathe it in gentle waves that gradually 

rise, fall, and rise again :— 
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It is as if it were falling asleep ; we feel that the end 

is coming. And then, with the first theme, everything 

recommences with a new ardour. The forces gather 

themselves together, group themselves, and, holding 

their breath (pp, ppp), tense, almost immobile, await the 
signal for the Coda. The irresistible Prestissimo unchains 

them, sweeps them away like leaves on the wind. Joy 

overflows. Throughout it all runs the gentle, peaceful 

motive :— 

now enveloped in an almost brutal swirl of force. The 

sigh of a little while ago has become the pivot around 

which, in vine-tendrils, in arpeggio-triolets, a graceful, 

tender design unfolds itself and becomes a round :— 
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Then the sigh dies away. Nothing remains but Joy. 

The arpeggio-triolets disappear in the height and re- 

descend in a rain of octave scales, mounting and falling 

again. An interminable trill—a distracted laugh— 

follows them.... All the little flutes of the air.... 

And the motive of the commencement, serene Nature, 
spreads itself joyously over the round and the trills of 

the birds, that pass through all the modulations of light 

(C major, A flat major, F minor, C major). The work 

ends in full sunlight. It is the triumph of Joy. 

And now let us take the whole landscape in at a 

glance ! The first thing that strikes us is the extent of it. 

A vast plain, the horizons bathed in light. Never has 

Beethoven written so long a rondo (more than five 

hundred bars!) It is like a summer day : one cannot 

have too much of it! And yet the composer has not 

drawn upon the resources of contrapuntal or harmonic 

construction. As Nagel judiciously remarks, whenever 

he expresses the fullest force or the highest joy he divests 

himself of artifices, and his musical speech becomes 

harmonically very simple. (:84) Let us all the more 

wonder at the fact that, solely by the richness of his 

patterns, rbythms and accents, he has raised from a 

grain of Volksled, in the field of the rondo, so abundant 

a harvest ! 

The great works we have just analysed, from the 

neue Weg (new path) of 1802, impress me by this new 

amplitude of constructive (and pianistic) development, 

and by a fineness of workmanship that (apart from the 

first movement of Op. 31, No. 2) aim more at toned- 

down tints and pliable lines than at the clear design 

and the sharp opposition of light and shade that 
characterise the normal Beethoven grand style. It would 

seem (I myself believe it to be so) as if Beethoven him- 

self had been painfully conscious of the externality of 

his Napoleonic discourses, with their lapidary phrases, 

cut out of the block with blows of the mallet,—this 

style as of a Roman inscription, cut straight and square ; 

as if he had tried to loosen the cyclopean rigidity of his 

limbs, to escape from his own nature. He succeeded in 

so doing, for many of his commentators have confessed 

that had not the G major sonata (Op. 31, No. 1) 

appeared under his name they would not have supposed 

it to be his ; and many of them have been put on the 

wrong scent by the Waldstein. In a sense, we may say 

that the Waldstein (Op. 53), the Op. 31, No. 1, and the 

final allegretto of Op. 31, No. 2 were just marvellous 

exercises to acquire suppleness. And it is not only 

Beethoven but music itself that has here won a new 

liberty of expression, an ease, a suppleness of the joints, 

and what August Halm has happily styled “ the full 

and healthy circulation of the blood through the whole 

organism.’’ Beethoven’s instinct appears to have recog- 

nised and combated in advance the natural disposition 

of sonata-form towards arthritism, to a knotting and 

petrifying of the members—a malady that proved fatal 

to it in the end. 

But the beauty, the grace, the novelty of the works 

thus far accomplished still do not satisfy him. It is at 
this moment—the summer of 1804—that he will draw 

his second bar-line :— 

“God knows why my piano music always makes the worst 

impression on me, especially when it is badly played... . 

Immer simpler !” 

IF, AS has been falsely supposed, he had been of a 
romantic temperament, (185) he would have emphasised 

the tendency shown in the preceding works, enlarging 

the bouquet by adding to it all the flowers of the field 

and of fancy. But these preceding works are for him only 

a means towards perfection. His goal is elsewhere ; 

and never has he lost sight of it. 

It is, before everything else, Unity. For a character so 

“entire,” a nature so concentrated as his, this is the 

alpha and the omega. But he desires a living unity, one 
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Title Page to the Sonata No. 23 in F Minor 
There is disagreement as to when Beethoven composed this monu- 

mental work, also known as the “Appassionata.’’ Some _ historians 

contend that it was written in 1804, at Dobling. Others feel that it 

was written in 1806, during Beethoven's stay with his friend Franz 

von Brunswick, to whom it is dedicated. 

that comes from within, from the heart of the organism ; 

and the organism must be alive in all parts, have the 

maximum of life, like that unity that is its principle, its 

medium, its end. At last he must realise what he has 

been seeking for since the commencement of his career, 

the absolute equilibrium of idea and form, of rigour of 

design and warm suppleness in all the details, of the 

passionate element and the architectural. Now that he 

has exercised himself, with a tireless energy, in the 

practice of the one and the expression of the other, until 

he has attained perfection, the hour has come for him 

to enter his forge and achieve the sovereign fusion of the 

heroic Self and the absolute work. He wishes to create, 

he does create, like the great Greek sculptors and the 

masters of Gothic, a new canon of perfect numbers 

and proportions, a new classical order. He writes the 

Appasstonata. 

He knew the importance of the work he was construct- 

ing ; for though he had conceived and projected the 

grand lines of it with amazing certainty at the first 

casting,(186) it was two years before he completed it, and 

three before he gave it to the world. No other of his 

sonatas shows to the same degree the union of un- 

restrained passion and rigid logic ; we have to go to 

Tristan to find another such torrent of fire in a bed of 

granite. The work—body and spirit—is an indestruc- 

tible tissue. 

If ever music deserved the name of Appassionata—it 

was not Beethoven, by the way, who gave it this title—it 

is certainly this. And yet Czerny is not altogether wrong 

in disputing the title, if we reduce the meaning of the 

word to that of ‘‘ amorous passion.”’(187) But here we 

have quite another kind of ardour ! A wind of madness 

blows over the heath of the old Lear ; it is the desperate 

lamento of broken loves, hopes, friendships, ambitions. 

His situation had worsened since the period—two years 

before—of the Heiligenstadt Testament, for the unhappy 

man had been compelled to recognise that his trouble 

was permanent. The work distinctly bears in its origins 

the mark of the gloomy summer of 1804 and of the 

bodily and spiritual sufferings that were heaped upon 

the Titan after the completion of the Eroica. 

The moving drama, for him who tries to penetrate 

to the problem of creation—that vital problem that, 

without consulting us, Nature is every moment resolving 

so simply, in us and in others !—is to see the price at 

which the miraculous conquests of genius are bought. 

The genius invariably pays for them with his life, his 

health, the peace of his days. For the peace and the order 

that, in his art, he imposes on the elements he has evoked 

are won by an effort of the will so inhuman, so enormous, 

that when he returns to the life of everyday he is a 

broken man. Beethoven and Michael Angelo both 

passed through this shattering experience. (188) 

As soon as he has freed himself of the enormous 

burden of the Erotica, Beethoven totters. In that same 

month of May 1804 in which the work is finished, he 

falls ill of a serious malady that drags on for months and 

culminates in an intermittent fever that is long in leaving 

him. He was living at that time with his boyhood’s friend 

Stephan von Breuning, one of whose letters to their 

common friend, Wegeler, of the 13th November, 1804, 

gives us a picture of the ravaged man :— 

“You cannot imagine the indescribable (I ought 

to say frightful) effect that the loss of his hearing has 

had on him. Picture to yourself the impression that 

the feeling of misfortune has had on that passionate 

temperament ! He shuts himself up within himself ; 

he often distrusts his best friends. . . . Intercourse 

with him has become a veritable strain on the mind ; 
99 

one can never let oneself go when talking to him.... 

A misunderstanding suddenly breaks out between the 

two friends, and Beethoven, irritable and exhausted, 

parts violently from Breuning. In June or July he writes 

to his young pupil Ries that in the whole world he has 

never had more than two friends, one of whom is now 

dead, while the other (Amenda) has been separated 

from him for six years ; Breuning is not a friend, and 

he will have nothing more to do with him.(18) .. . 

*“And now, an end to friendship!” (“ Und nun auch 

keine Freundschaft mehr ! ”’) 

No more friends ! 

He might say also, in defiance, “‘ No more public ! ”’ 

The public, that had already sniffed suspiciously at 

the second symphony and the C minor piano con- 

CertO, (190) WaS up in arms against the colossal Erozca. It 

was performed for the first time, in private, at Prince 

Lobkowitz’s house ; and the select audience thought it 

‘“‘ of a divine length” (“ géttlichen Lange’’). But at the 

first public performance, under Beethoven himself, 

on the 7th April, 1805, the vox populi gave its verdict in 

less euphemistic terms. From the gallery came a cry 
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of ‘I would give a kreutzer for this to end!” The 

journalists gave the scholar a lesson: ‘‘ The work is 

wearisome,—interminable and 2/l-knit.” (191) And, angry 

at his having taken no notice of their remarks on the 

second symphony, they cunningly suggest that the 

composer should cease his tiresome pretence of origin- 

ality ! ‘ Let him take his earlier works as models—the 

Septet [this was their great favourite : we can under- 

stand the disgust Beethoven felt for them!], the first 

two symphonies [already they have forgotten that when 

the second was given they hurled at him the example of 

the first! ]. If, in spite of their warnings, Beethoven 

obstinately persists in his bad habits, he will come to a 

Sad -€nG 

“© That evening newther the public nor Beethoven was satisfied. 

He refused to respond even by an inclination of the head to the 

scanty applause.” 

The exasperated composer replies that when he shall 

have written a symphony that lasts more than an hour 

they will find his Eroica short. Let those follow him who 

can ! And the misunderstanding on both sides becoming 

intensified, we see the formation in Vienna of the spiteful 

cabal that, in the following year (March and April 

1806), will break the back of Leonora. 

Beethoven creates a vacuum around himself. He is too 

big. He has developed too rapidly. They can no longer 

recognise him ; he no longer recognises them. The world 

and he glare defiance at each other, like strangers. 

Isolation, fever, illness, distraction of the spirit ! 

It was necessary for me to evoke the storm-charged 

atmosphere, the black and burning sky under which the 

Appassionata was conceived ; it will help us the better to 

grasp the meaning of the work, and the sombre fury of 

the first sketches. The final redaction softened somewhat 

the infinite tragedy of these. Beethoven, who defines at 

the first attempt the opening, the main theme, and, 

after a correction, the whole of the first part of the first 

movement, adds no indication of the consoling counter- 

part (in the relative major) of the chief subject :— 
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There is no slackening of the tension, no attenuation, 
not a gleam of light : everything is in the opaque minor, 
a hurricane in the night. It is not until later that there 
appears, in another sketch, the alluring major. But 

undoubtedly the soul of the man is perpetually per- 

turbed ; which is why the supreme artist cannot 

bring himself to complete the work just then. He forces 

himself to wait until calm returns to his soul. And when 

the light does return he is able not only to dart a tran- 

quillising ray through the clouds, but to dominate the 

still miry matter of the second part and of the end of the 

movement, stir the heavy paste of it, knead it, unify 
it in one molten flood. 

AND NOw let us contemplate the monster ! 

The main theme, that is to dominate the whole move- 

ment, is constituted of two elements so closely joined 

to each other that at first sight they seem to be only 

one : the first three bars form the first, bars 4 and 5 the 

second :— 

Their duality only becomes apparent in the furious, 

tornado-like repetition of them that follows bar 17. Two 

in one: two Selfs in opposition : a wild Self-force, a 

trembling Self-weakness. At the commencement they 

come clamped together in the wind that drives them 

along, allegro assai, but pianissimo. Then a kettle-drum 

triplet—as so often in Beethoven ; the almost immutable 

signification of it is the implacable decree of Destiny : 

“Thus it is. Obey !*’—gives an impassive threefold 

answer to the moaning question :— 
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Then the squall bursts, and the all-powerful force 

surges forward again /fortisstmo, in massive columns, in 

three crashing ascents. The Self-weakness, in agitation 

and anguish, supplicates despairingly ; we can almost 

see the clenched hands and the contractions of the 

heart :— 

ale ae ia 
There is no struggle, no revolt ; the suffering soul 

knows the futility of resistance, and it yields. Then arises 

the consolatory motive in the major, the virile word, 

that stoically accepts and will hope in despite of every- 

thing. The rhythm of it is the same as that of the motive 

of brutal force ; but the theme is humanised, touched 

with tenderness, by affectionate inflexions. Instead of :— 
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To see in this, as Nagel does, “high joy” (“‘hohe 

Freude’’), is to misconceive it. The proof of this is that 

the motive lacks the strength to maintain its afhirma- 

tion to the end. When it is repeated, an octave higher, 

it pauses breathlessly in the middle, and falls exhausted 

again into the dolorous minor :— 

high and low. The lament that follows has no longer 

the former lacerating expression. Above all, the motive 

of virile consolation is no longer cut short half-way ; it 

does not yield now, it repeats itself firmly, mounts from 

sixth to sixth, and affirms its promise with renewed 

energy :— 

The trills are the trembling of weakness and terror. 

All this broken energy topples down into the depths of 

the pit, where a demoniac whirlwind seizes upon it and 

drives it before it—ascents of the bass in triplets, kettle- 

drums in C minor, a veritable ride to the abyss, punc- 

tuated with laments to which the 4 /4 accentuation gives 

the effect of panting breath, a sort of “J can no more!” 

three times repeated, and falling, octave by octave, into 

complete exhaustion :— 

But the voice of command repeats its injunction : 
** Art thou dead ? Arise ! ” 

And the lament rises once more. 

Here, according to the immutable law of sonata-form, 

the first part ought to terminate and be repeated. But 

the passionate impulse is too powerful for any return to 

be possible. So, by a derogation from the rule that is 

almost unique, Beethoven suppresses the repeat and 

goes straight into the Durchfiihrung. 

This “‘ development” is a colossal harmonic and 

thematic structure. The psychical character of it is 

much more decided than that of the first part. The 
second motive of the commencement—the weakness, or 

the lament—now accepts courageously. 'To its uneasy 

interrogation :— 

Once more the first main motive, “‘ la forza del destino,”’ 

springs forward, but this time in clear tonalities that 

pass through all degrees of the scale, alternating between 

This fantastic hunt terminates the Durchfiihrung and 

links it without a break to the third part. In the whole 

of this “‘ development ”’ there is not a trace of musical 

rhetoric external to the subject ! The logic of the the- 

matic, harmonic, and rhythmic evolution corresponds 

to the evolution of the interior drama. 

The third part of the movement resumes the motives 

of the commencement, but this time over the persistent 

roll of the basses, that for seventeen bars rumble like 

thunder in the distance, oscillating between the C and 

the D flat. The contrasts are still more accentuated. 

When the main theme returns /fortissimo, with a shat- 

tering explosion, it is in the major. For the rest, in the 

main the combat of the first section is repeated, with 

its alternatives—subject, of course, to certain variations. 

And this would be the only contestable point of the 

action did not a formidable Coda come to renew the 

form of the sonata, crowning the tragedy of it. 

It rises from the depth of the shadows, pianissimo, 

until it defines the motive of confidence, that gradually 

takes on the aspect of a heroic march :— 
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This heroism launches the cavalcade, that mounts 

towards the tempest-lashed heights, striding from top 

to bottom of the piano in fiery arpeggios, in a frenzy 

that knows no respite, till it halts abruptly on the 

dialogue of Destiny :— 
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—** Muss es sein ?”’>—‘* Es muss sein /”’—that here takes 

on an accent of affirmation. ‘ Yes: it must be”... 

ritardando, then adagio, then an organ point ... first 

of all acquiescing tranquilly, then, suddenly, with a 

start of passionate volition : 

Now the virile motive of confidence has fanfares that 

suggest the Marseillaise :— 
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Even through the outburst of violence we hear the 

acquiescence :— 

Finally the principal motive is lost in the distance 

like a storm in the night. 

At this point where the first movement ends—the 

first act of the drama—the vanquished has won a first 

victory of the spirit: the Amor Fati. 

And it is this that explains the impression of libera- 

tion given by the seraphic andante con moto. 

The simplicity of the design is beyond belief. The 

theme is almost immobile, the periods are of absolute 

equivalence. The first eight bars express a divine repose 

of the soul. In the eight bars that follow, the soul, in its 

tender religious aspiration, thrice lifts its hands but 

hardly stirs from its place. The variations of this inward 

hymn bring no breath of trouble to the paradisiac calm, 

but simply envelop the theme in their play of light. It 

is a gentle flight into the golden air. Ariel. ... 

But the truce was only an armistice. When, at the 

conclusion of the variations, the theme re-enters, the 

tender urge of the heart has no longer its former perfect 

peace ; the phrase rises by octaves ; the harmony be- 

comes troubled. There is no close ; an arpeggio of the 

diminished seventh on the seventh degree of F minor 

poses a question that at first (pzanissumo) expresses a 

hidden anxiety that afterwards leaps up (/fortissimo) in 

terror :-— ; 
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The whirlwind of the finale begins. 

We see that this andante—according to the principle 

already established in the Waldstein—has nothing in 

common with the vast adagio méditations that form 

the second movements of the earlier sonatas. It is the 

contrast only of a moment, a fine effect of light between 

two shadows—here more particularly a zone of anti- 

cyclone between two typhoons. And if the first of them 
merged imperceptibly into it with its pranissimo end- 

ing, the andante is agglutinated to the second, that 

clutches it, buries its five fingers in its flesh... . The 

heart of the work is no longer in the middle movement ; 

the whole tragedy is concentrated in the two allegros. 

The proof of this is that in the sketches the first 

design for the finale(:92) precedes the sketch of the 

andante. 

The Death of Ludwig van Beethoven 
Beethoven fell into a coma on March 24, 1827. Two days later, as a 

thunderstorm raged over the city, he died. Danhauser completed this 

drawing after Beethoven's death. 

I have several times evoked the name of Shake- 

speare—a little while ago, Ariel, a propos of the andante ; 

A Midsummer Night’s Dream, a propos of the allegretto of 

Op. 31, No. 2; and other allusions elsewhere. It was 

involuntarily ; the comparisons leaped of themselves out 

of the harmonies. But I was careful not to attribute to 

them an importance other than that of a personal and 

passing impression. . . . See now how, at this gate of 

#olus that opens on the finale of the Appassionata to let 

the tempest through, Shakespeare appears once more ; 

and this time it is not merely from my lips that 
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the name comes, but from the lips of Beethoven. 

When Schindler asked him the meaning of the two 

great works the Op. 31, No. 2 and the Appassionata, 

Beethoven answered curtly: ‘“‘ Read Shakespeare’s 

Tempest |” 

The battle has been joined over this remark ; the critics 

have cut and thrust at each other. Nothing excites them 

so much as the eternal question of programme music 

(or music with a subject) : “ Can a self-respecting piece 

of music have a programme (or a subject) ?” 

On the general question I long ago gave my answer : 

“ Music will have, will take, and will do just what it 
pleases, if it pleases the genius. For musical genius will 

always write beautiful and well-wrought music, with a 

programme or without one.” 

But in the present case why do you dispute, when 

Beethoven himself has spoken ? Does what he has said 

fail to commend itself to you? So much the worse ! 

(for him or for you) ; but you have no right to juggle 

with his words or postulate the inexactitude or lack of 

intelligence of the man from whom the story comes. 

Schindler’s loyalty and veracity have been  estab- 

lished,(193) notwithstanding a few errors that all relate 

to facts of which he was not the eye-witness and to 

words he did not hear uttered. But here he is the 

witness: he heard, and he has recorded. Explain 

Beethoven’s words if and as you like ; but accept them 

you must ! 

There is no question, of course, of tabulating the 

precise scenes or personages of the Tempest that may 

have inspired this or that movement. That would be 

a puerile game. A great musical construction, that is its 

own self and its own justification, 1s not a mere vignette 

for a book: and more energetically than anyone else 

would the proud Beethoven have asserted the independ- 

ence of music with regard to the other arts.(194) Imita- 

tion is out of the question ; but admitting there has 

been a suggestive influence of this or that scene of the 

drama on the music, the search for these would be a 

perhaps not impossible but always problematic task ; 

we could never be sure enough of our ground to draw 

conclusions. 

But since Beethoven himself has said it, we can be 

certain of one thing—that he wrote these two works 
3 “under the sign’? of the Tempest and in its atmosphere. 

Now since the two sonatas, that are in other respects 

so dissimilar, are both of them arresting expressions of 

the Beethoven soul and the Beethoven passions, in their 

purest state, the inference is that there is a similarity of 

Stimmung between them and the Tempest. 

What then is the general Stammung of the Tempest ? 

The unchaining of elementary forces, passions, mad- 

nesses of man and of the Elements ; also the domination 

of the Spirit—the magician who at his will can assemble 

and dissipate illusion. 

But is not this also precisely the definition of the art of 

Beethoven at this stage of his maturity, and particularly 

in the first Largo allegro of Op. 31, No. 2, and in the 

whole of the Appassionata? . . . The torrent of a wild, 

implacable Force ; the sovereignty of thought, that 

soars above it all. 

For the rest, let anyone who has a mind to do so look 

for Ariel and Caliban and the duet of the lovers ! It 

may be possible ; but all this is mere anecdote, and it 

has no importance. Even if we were to come upon 

documents in proof, the true significance of the work 

would not be altered in the least. With Beethoven, 
musical illustration is a purely secondary thing—much 

more so than with Mozart or Handel, or even Bach, to 

say nothing of the Romantics. His Self is too enormous : 

he projects over everything his own shadow or his own 

sun. 

But we cannot be indifferent to the reflection that this 

Self, in the years 1802-1804, had much in common 

with that of the Shakespeare of the Tempest.(195) 

We shall see this better now when we raise, with him, 

the floodgates of the wild finale,—the thirteen furious 

chords of the diminished seventh that hammer out the 

first five bars, and, by an unaccustomed transition, pass 

ex abrupto from the second to the third movement :— 

The gate opens. The flood bursts out in a cataract, 

turning again and again on itself before crashing down 

in foam, at the twentieth bar, on the tonic F minor and 

the main theme : it is a motion rather than a phrase, a 

clash of rhythms, a rebound of waves, the visage-less 

and soul-less hero of the whole movement—the Tempest ! 

I repeat that I object to seeing in this music a piece 

of tone-painting (Tonmalere:). But [ am bound to 

recognise that here more than elsewhere the non- 

human element, strength at its most brutal, most 

primitive, occupies the chief place, is indeed almost 

the totality of the finale. Let us admit that Beethoven 

assimilates himself to it, that he incorporates it into his 

Self, as he does, in truth, in almost all his great works. 

But there is this difference, that in nearly all his great 

works, with the exception of this :— 

1. He gives this Force a personal accent ; he anthro- 

pomorphises it, establishes a dialogue between it and 

the man with whom it is in conflict ; 

2. The second person of the dialogue, the combatant 

who suffers and resigns himself—the man,—plays .a 

much more important part and often eyen ends by 

monopolising our attention. 

Here, in the finale of the Appassionata, it is the contrary. 

The specifically human, individual element hardly finds 

expression at all in the first part, except in some appeal- 

ing cries of “‘ Help!” 
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that are submerged in the flood ; and in the second part, 

only in a second motive that is very beautiful, very 

pathetic, but musically speaking only episodic—a des- 

pairing, panting, breathless moan, that also is submerged, 

drowned, in the full sense of the term :— 

‘ ee ns aba erent l 

In the third part, where the clamour of the tempest 

mounts to the highest octaves, the voice of distress is 

heard once more. But it disappears completely ; and 

the Coda shows us only the Ocean unchained. 

The whole of the finale is dominated by a single 

motive—the Elementary—of a fury that rarely ceases, 

and a richness of combining, clashing, heightening, 

re-kindling lines and rhythms that complete the picture 

of this oceanic outburst. In the undulations and the 

surf of the rhythms :— 
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in the polyphony that (as is unusual in these sonatas) 

in the course of the Durchfiihrung adds the tumult of 

voices to that of the hurricane :— 
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it 1s impossible not to see immense sonorous waves 

tossed up by the wind. In the Coda the mélée of the 

howling waves becomes a paroxysm. The design in the 

bass, that is repeated in each bar in a fury of motion, 

is like a mass-attack of billows breaking against a cliff :— 

Thus, from one end to another, the principal, the 

almost unique actor, the hero, is the naked Force of 

the Elements of Destruction. 

If, however, a work of this kind leaves in us no 1m- 

pression of our being beaten down, but on the contrary 

stimulates us like the breath of the sea, it is by reason 

of its very inhumanity, its sovereign inhumanity, if I 

may use that term. There is no longer any question of 

pitying the man who is the sport of the forces of the 

Ocean. Man is no longer anything but an atom. The 

creator has really identified himself with the laws of 

Nature, the elementary powers, against which he 

struggled in the first movement. This is a new solution, 

and one almost unique, I believe, in the work of Beet- 

hoven, who does not readily surrender the rights of his 

unconquerable Self. He must have felt himself in the 

plenitude of his physical and moral energy thus to be 

able to abstract himself from his own fate and rejoice 

in the savage nudity of the Nature that triturates him. 

Were it only by reason of the psychical contents of 

this interior drama, the Appassionata would be something 

exceptional. But it is so also in virtue of the unity of its 

form—that block from which the hammer of the Cyclopes 

themselves could not detach a single grain—its never- 

relaxing tension, its rigorous logic, the athleticism of 

this body that has no draperies, no ornaments, that is 

all muscle and solid frame clothed in sound, hard 

flesh, without a suspicion of fat in it, the violent relief 

on which a brazen light plays, the monumental 

phrases that are like a Roman inscription on the pedi- 

ment of an arch, the fundamental vitality of the style, 

the character of eternity. 

Beethoven has succeeded in constructing in music 

the imperishable monument of an epoch of humanity, 

the type of classic art in which is fixed for ever the 

harmony of one of the great hours of the spirit, the 
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perfect equilibrium of the inner forces, the full conson- 

ance of the thought with the matter employed and 

subdued. The Appassionata is worthy to take its place 

between a fresco of the Sixtine and a tragedy by 

Corneille : it is of the same family. 

AND AS with its sisters, the brilliant victory has been 

gained, perhaps, at the expense of the morrow. Thus 

it is with every great human effort ; every victory of 

the spirit is another line won on the top of the ridge ; 

one cannot camp there ; after the victory one must des- 

cend. The classical masterpiece that the servility of 

the schools places before us as a model is almost invari- 

ably an individual success it would be fatal to attempt 

to repeat. 

The Funeral of Ludwig van Beethoven 
An estimated 20,000 people followed Beethoven's funeral procession. 

This watercolor depicts the cortege leaving the Schwarzspanierhaus 

after the first ceremonies. It then proceeded to the Alsergasse Church 

and, after that, the WGhringer Cemetery. Watercolor by Franz Stober 

The perfection of the Appassionata conceals a danger 

of a double kind. It is characterised by the emprise of 
reason over the forces let loose. The tumultuous elements 

are purified, confined within the strict forms of the classic 

discipline. These forms, indeed, are enlarged to admit 

of the entry of a whole world of passions. A sea of blood 

thunders within them ; but the sea is closed with the 

pillars of Hercules. Beethoven, by a tenacious and super- 

human tension of the will, has sealed the hinges and 

put his shoulder to the gate. But woe to those who come 

after him with neither his fists nor his biceps! For 

Beethoven has left in the music of the West certain 

wild elements that his puissant hand alone could 

discipline. 
The other danger lies at the opposite pole to this. In 

Beethoven’s music everything is on the scale of paroxysm, 

—not only the fury of the passions but the rigour of the 

strong-willed reason. And this, applied to sonata-form, 

that of itself tends to the abuse of the abstract, to excess 

of oratorical clarity, to the pedantic pleasure of points 

to be worked out, of divisions and subdivisions, of thesis 

and antithesis, of the parcelling up of this section and 

that, runs the risk of ending in a certain ideal of denuded 

form, a desiccation of the lines, limbs bled white, the 

neo-classic of the impeccable sonatas of the. class-room, 

that resemble the schema, the algebraic formula of works 

dead at their birth. Assuredly it goes without saying 

that the genius of Beethoven never ran these risks ; the 

super-fullness of its life saved it from that : and Death 

and Beethoven (to adapt the famous saying) cannot 

look each other in the face. But already the danger 

reveals itself in certain celebrated works—perhaps the 

most celebrated (196)—such as the CG minor symphony, 

where the denudation, in a sense anatomical, of the 

muscles and tendons of the first allegro turns the beauti- 

ful living body into a magnificent “subject ”’ for the 

dissecting table. (197) 

But the hour of the conquest of the summit is not the 

time to think of the descent. If it is the free spirit’s privi- 

lege to soar for ever above the present and search the 

smile on the lips of the coming day, let it leave to the 

heart the pure joy of drinking to the full of the happi- 

ness it has ! To-day Beethoven is victor. He knows it. 

Just as he consecrated. the Erotica the queen of his first 

eight symphonies, he awards to the Appassionata the 

first place among his sonatas. (198) 

After this, the conqueror does not renew the same 

combat. It is not in his nature to return on his own 

traces, after the manner of Haydn and Mozart, who, 

when a work pleased them, made a whole series of cakes 

out of the same flour. The end once attained, it interests 

him no more ; he must look for others. 

He forsakes the piano sonata now for five or six 

years, and does not return to it till 1809/10, with the 

sonata Op. 78, dedicated to Therese von Brunsvik, 

that was finished in October 1809 and published in 

1810. But in the meanwhile he writes the Rasoumovsky 

quartets.(199) New demons have ascended from the pit 

of the soul. 



109. I give this chapter the title of the Appassionata 
because this work forms the peak of the first twenty- 
three piano sonatas. It is like Mont Blanc ‘towering 
above the Alpine mass. But before climbing the peak I 
propose to explore the whole range. 

110. According to the accounts (which agree with each 
other) of Ries and other eye-witnesses, the dedication of 
the Erotica was torn up by Beethoven when the news 
came of the coronation of Napoleon. The score must 
therefore have been completed by the beginning of 
May 1804. oe 

111. Marx and Lenz have difficulty in accepting it as 
echt Beethoven. 

112. See Jean Escarra’s Introduction to Marliave’s 
book, Les Quatuors de Beethoven. 

113. See his Beethoven, 1927. 

114. One of the “ glorious moments,”—a humorous 
allusion to Beethoven’s cantata Der glorreiche Augenblick, 
Op. 136, written in 1814 for the Congress of Vienna 

115. “ The characteristic features of these compositions, 
that extend as far as 1817, are : At bottom, the work is 

essentially exterior and objective. . . . The intimate life 
of Beethoven, with some rare exceptions, has not yet 

directly inspired his music ; the artist remains outside.” 
(Escarra, op. cit., p. IX.) 

116. “One man, one word!” A favourite motto of 
Beethoven. 

117. Ich bin nur wenig zufrieden mit meinen bisherigen 
Arbeiten ; von heute an will ich einen neuen Weg einschlagen. 

118. The sonatas were published on the 14th August, 
1802. This fact fixes the date of the conversation ; 

Czerny’s memory was at fault when he attributed it to 
1803. 

119. “Am 2 ten Funi.—Finale immer simpler—alle Klavier 
Musik ebenfalls.—Gott weiss es—warum auf mich noch meine 
Klavier-Musik immer den schlechtesten Eindruck [macht], 
besonders wenn sie schlecht gespielt wird.” (Cf. Nottebohm : 
Kweite Beethoveniana, p. 446.) 

120. Lenz. Vincent d’Indy. 

121. Blanche Selva. 

122. Escarra, loc. cit. 

123. It will be found in Thayer, II. 146-147, along 
with other testimonies. Moscheles’ teacher, Dionysus 
Weber, a man of standing in his day, the founder and 
director of the Prague Conservatoire, forbade his pupils 
to go outside the works of Sebastian Bach, Mozart, and 
Clementi. Moscheles heard his comrades speaking of a 
new composer who “ wrote the oddest stuff possible, such 
as no one could either play or understand ; crazy music, 
in opposition to all rule.” Little Moscheles [he was then 
about ten years old] “secretly copied ” the Pathétique, 
for, as he says, “ my pocket-money would not suffice 
for the purchase of it. The novelty of its style was so 
attractive to me, and I became so enthusiastic in my 

admiration of it that { forgot myself so far as to men- 
tion my new acquisition to my master, who reminded 
me of his injunction, and warned me not to play or study 
any eccentric productions until I had based my style 
upon more solid models. Without, however, minding 
his injunctions, I seized upon the pianoforte works of 
Beethoven as they successively appeared, and in them 
found a solace and a delight such as no other composer 
afforded me.” 

124. Article in the Allgemeine Musikalische Zeitung, 1797 : 

“‘ Beethoven’s abundance of ideas too often leads him 
to the wild piling up of ideas one on the other, and the 
grouping of them in so bizarre a way that the result is 
frequently only an obscure artificiality or an artificial 
obscurity.”” (Die Fiille von Ideen veranlasst Beethoven noch 
zu oft Gedanken wild aufeinander zu héufen und sie vermittelst 
einer etwas bizarren Manier dergestalt zu gruppieren, dass nicht 
selten eine dunkele Kiinstlichkeit oder eine kiinstliche Dunkel- 
heit hervorgebracht wird.) 

125. If it comes to that, it would be more correct to 
point out the relationship between the opening theme of 
the Eroica and that of the first movement of Stamitz’s 
symphony in E flat. 

126. I may refer the reader again to my study of Israel 
in Egypt, where I show what becomes of the insignificant 
figures of Stradella, Erba and the others when Handel 
sets to work on them. 

127. Twenty similar testimonies relating to the young 
Beethoven could be quoted. 

128. “‘ Besonnenheit, Selbstdisziplin, Entsagung, Bescheiden- 
heit.” 

129. “ Er hat so prdzis geordnet, so energisch geherrscht, wie 
Mozart kaum jemals, Haydn nur in seinen besten Werken.” 

130. For the benefit of the lay reader, let me say that 
sonata-form is not the same thing as the sonata. It has 
a much vaster sense, for it adapts itself to a great number 
of musical genres,—quartet or symphony, overture or 
concerto. 

131. It is a notable fact that, according to Czerny, 
Beethoven, when numbering his works, gave Op. 57 
(the Appassionata) the number 54, for he was reckoning 
only the works in sonata-form, including among them 
the: Erotica symphony. 

132. The masterly study of Immanuel Faist—it dates 
from 1845, and has been re-issued in the new Beethoven 
collection of Adolf Sandberger (Neues Beethoven- Jahrbuch, 
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1924)—contains a detailed account of the evolution of 
the piano sonata from Kuhnau and Domenico Scarlatti, 
the first men of genius to cultivate the form, down to the 
death of Philipp Emanuel Bach in 1788 ; it was an epoch 
of rich flowering, in which all the constitutive elements 
of the classical sonata were worked out. Faist’s list shows 
fifty-five composers and a total of more than two hundred 
sonatas in thirty or forty years. (Bettrdge zur Geschichte der 
Claviersonate, von ihrem ersten Auftreten an bis auf C. F. 
Emanuel Bach.) 

This essay, that belongs to a now distant past, may be 
usefully supplemented by Wilhelm Fischer’s chapter on 

the development of the sonata-form in the monumental 
Handbuch der Musikgeschichte (pp. 717-756) published in 
1924 under the editorship of Guido Adler. Fischer’s 
article contains the result of the most recent researches 
into the subject. He shows how the “ return to nature” 
proclaimed by Rousseau became the watchword of the 
new style; the ideal of it was melody, simple and 
well-defined forms, clear-cut dynamic and rhythmic 
contrasts, sentiment, and poetry of expression, the 
conversational manner of good society. 

133. I cannot agree with M. Vincent d’Indy when he 
says of the first movement, in his Cours de composition 
musicale, “‘ Allegro : a word that refers rather to a senti- 
ment expressive of gaiety than to speed of performance.” 
“* Gaiety,” it is true, was the primary sense of the word. 
But when it quitted Italy its real meaning was soon 
forgotten, and it was employed at random. It is for 
this reason that Beethoven, in a letter to Mosel in 1817 
on the subject of Maelzel’s metronome, rages against 
these “cindications of the time” (Bezeichnungen des 
Kettmasses) that come from “the barbarous age of 
music.” “‘ For,”’ he says, ‘‘ what can be more absurd 
than the term allegro, that means merry (lustig), when 
the movement often expresses the very opposite to 
this?” And again, “ As far as I am concerned, I long 
ago determined to give up these ridiculous terms, allegro, 
andante, adagio, presto ; Maelzel’s metronome makes 

this possible. I give you my word that I will not employ 
them in any of my new works.” He could not keep his 
word, however, for other terms were not of general 

acceptance. But it is quite clear that “‘ allegro,” for him, 
had no’other signification than “ fast.” 

134. We must never forget that this man who, in his art, 
was so completely master of himself, began publication 
only when, at the age of twenty-five, he was quite sure 

of himself and the contour of his personality was already 
defined. 

135. In the $ketch-Book of 1800 the scherzo of the 
violin sonata Op. 23 occurs to him in the first place in 
the form of a Minuetto, going heavily on its feet, with 
no elisions, no syncopations. 

136. I speak now of the professional musicians, who 
are rarely, aud to-day less than ever, in accord with 
the larger public. 

137. Nagel, in his classic work on Beethoven’s sonatas, 
makes, in this connection, a comparison, that has a 

touch of regret in it, between the Germans of the past 
and those of to-day. 

138. Beethoven allowed an edition of the adagio of his 
first sonata, Op. 2, No. 1, to be engraved with words 
(Klage : Lament) by Wegeler. He asked his Bonn friend 
also to find a suitable text for the theme with variations 
of Op. 26. Who has not heard other Beethoven adagios 
adapted for singing ! (Especially that of Op. 2, No. 3, 
and that of the Pathétique.) Disapprove as we may of 
these sacrilegious arrangements—mostly stupid as they 
are—they testify to the vocal nature of these instru- 
mental movements. One understands why Beethoven 

has written relatively so little music for the voice. His 
piano and his orchestra sing much more than those 
of his predecessors did: he anthropomorphises them. 
In process of time they assume more and more the 
character of direct speech. And this character is particu- 
larly noticeable in the sketches. While studying one of 
those (it is in my own possession) for the famous second 
movement (the allegretto) of the seventh symphony, I 
have had the feeling that I was reading an actual 
monologue in recitative. 

139. “ The beloved ”’ of that period (1797). 

140. The majority of artists of to-day, who, by reaction 
against the rising democracy out of which they have 
come, aim at an aristocratic detachment, will not admit 

the validity of this ‘‘ public word.” I have had occasion 
to explain what I mean by it when speaking of the 

Eroica. I believe that if the first condition of greatness 
is to have a'great soul, /’alma sdegnosa that parsimoniously 
reserves itself for itself and its imitators—Narcisse and 
Corydon !—is doomed to sterility. The greatest artists— 
Handel, Bach, Beethoven—thought for themselves and 

spoke for all; their veracious works appeal to large 
communities. 

141. See the celebrated adagio of Op. 106. 

142. “ Each one,” said Beethoven to Schindler in 1823, 

“ perceived in this largo the state of mind of a melan- 
cholic, together with all the many degrees of light and 
shade there are in the picture of Melancholy.” 
143. In 1823, Beethoven, who was at that time out 
of humour with the new musical generation, laudator 
temporis acti, recalled the fact that the first hearers of his 
two sonatas Op. 14 (in E major and G major, 1798-1799) 
had recognised in them “ the conflict of two principles ” 
(den Streit zweier Principe) or “‘ a Dialogue between man 
and woman, or between lover and beloved” (Dialog 
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zwischen Mann und Frau, oder Liebhaber und Geliebte)— 
especially in the second of the sonatas. Writers on 
Beethoven have wrongly tried to cast doubt on this 
because they find it inconvenient both to their admira- 

tion for the composer and to their own conception of 
music. We must accept it, however, for what it is—one 

of those rather trivial plays of fancy, devoid of theoretic 
importance, in which a great artist likes to indulge 
himself occasionally. We have only to read the finale 
of the rondo scherzo of the G major sonata, in which 
this dualism of motives is most clearly set forth, to 
recognise the facetious character of it, the deliberate 
playfulness. Le Roi s’amuse. 

144. I can indicate here only the more salient types. 
It will be easy for the reader, however, to detect this 

alternation in the later Beethoven sonatas—and even, 

for that matter, among those of this youthful period, 
in the sequence of the movements of the same sonata. 
The B flat sonata (Op. 22) is as closed to sentimentality 

as that in A flat (Op. 26, with the variations) is accessible 
to it. The sombre and ardent Moonlight sonata has on 
the one side of it the worldly grace of the Op. 27, No. 1 
(the first of the sonatas quasi una fantasia), and on the 
other side the pastoral saunter of the D major (Op. 28), 
in which there is no trace of passion. Compare with 
each other, again, the three sonatas of Op. 31, or the 
Waldstein and the Appassionata. It seems as if, after each 
tempest of the soul, the artist, in order to recover his 
equilibrium, plunges once more into the play of esthetic 
or the objective contemplation of Nature. 

145. In the finale of this same Op. 10, No. 1, there are 
foreshadowings of the torments of the finales of the 
Moonlight and the Appassionata. 

146. Wasielewski suggests the obsequies of Mignon, in 
Wilhelm Meister : “‘ Kinder, kehret ins Leben PUCK 
Entflieht der Nacht ! Tag und Lust und Dauer ist das Loos der 
Lebendigen .. .” (“ Children, return to life ! Escape from 
the night ! Daytime and pleasure and duration are the 
lot of the living !”’). Nagel, more prosaically, observes 
that after having conducted the dead man to his last 
home with a Funeral March, the military musicians 
return briskly from the cemetery, sounding the double ! 

147. The Sketch-Book of 1800 gives on pp. 52-56 the 
theme of the first movement, with this indication : 
“Sonate pour M. —— variée tutt a Satto, pot Menuetto, o 
qualche altro pezzo characteristica come p. E. una Marcia in as 
moll € poi questo.”” What follows in the Sketch-Book is a 
different finale from the one we know, and that Beet- 
hoven had previously sketched out (so that originally 
this formed no part of the sonata) ; but the finale 
indicated was still more superficial. Immediately after- 
wards we find the trio of the March, and then the 
opening of the Marcia (but without the designation of 
“Funeral ”’). Further on (p. 132-2) the March is 
found mixed up with the pirouettes of Prometheus ; and 
(p. 137) its rhythm, tapped out on the piano, suddenly 
eventuates in the first movement of Op. 27, No. 1. 

148. I make use of this name, consecrated by custom, 

without attaching to it any importance beyond that of 
an association of images, or rather of impressions, 
happily lighted upon later. It is said to have been 
invented by Rellstab, the poet of so many of Schubert’s 
Lieder. 

149. Of course I do not mean by this. that Beethoven 
improvised out of pure abundance of heart. This great 
improviser at the piano was never an improviser when 
he sat down with a pen in his hand. (Moreover, even 
at the piano he worked out in advance the procedure 
of his improvisation : the proofs of this are to be found 
in certain notes from his. Sketch-Books that were recently 

sold in Berlin.) 

The sketches for the Moonlight sonata, which were 
discovered a little while ago and published in facsimile 
by Schenker, show the rigorous way he worked at his 
ideas. It is clear that a great artist, even when carried 
away by his heart, knows how to control it, how to hold 
in the disordered beats of it with a firm discipline. What 
I wish to bring out is the fact that the laws he thus im- 
poses on himself are not exterior to the emotion : they 
are the natural laws of feeling, released by the mind. 
And the scientific researches of the most penetrating 
estheticians of to-day (cf. Edouard Monod-Herzen’s 

Principes de morphologie, 1926/7) prove that these natural 
laws are identical at their source. with those of the purest 
art. But in Beethoven’s day only a genius could have 
the instinctive perception of them. Science and the 
intelligence had not conceived the relationship of them, 
and refused to admit the legitimate esthetic of the laws 
that come from immediate feeling. Beethoven himself, 
as we shall see, after having hit upon them in a violent 
access of passion, was infected with doubt, and returned 
on his steps to the “ formal” esthetic. We shall later 
meet with a striking example of this in the recoil (glorious 
however) from the second to the third Leonora overture. 

150. For the bass also is a melody, the profound sad- 
ness of which has nothing of protest about it, as the other 
has, but accepts sorrow and awaits the end of it: the 
twelve-bars pedal in the middle of the movement, and 
the funeral march rhythm on which it concludes, ex- 
press clearly the deliverance of deep sleep—nothingness. 

151. I denounce the treason of almost all the editors, 
who, shamelessly altering the original accentuation, 
have substituted the dot (°) for the accent (') in this 
sharp-cutting accompaniment, in spite of Beethoven’s 
express indication : “‘ Wo tiber die Note (:), darf kein (') 
statt dessen stehen und so umgekehrt—es ist nicht gleichgiiltig 

ppp und ppp...” (To Carl Holz, 1825). Cf. Notte- 
bohm, Beethoveniana, 1872, pp. 107-125. 

152. According to a rhythm of thought that is often to 
be found in Beethoven, the impulse gathers momentum 

till the last two leaps (bars 7 and 8) change from a’ 
duration of two bars to a single one. 

153. Another essential marking that is ignored in 
modern editions is the con sordino, that is expressly indi- 
cated and repeated by Beethoven under each of these 
furious gallopades, as far as the two chords that curb 
them, the first of which is marked sforzando, and both 
of them senza sordino :— 

“COM Sw dhing | 
——— ee 

154. I observe curious resemblances between the alle- 
gro of the Pathétique and No. 9 of Prometheus (the scene 
of the “‘ Tragic Muse’) ; and the composer’s markings 
for the melodrama—piangendo . . . va in collera, etc.,— 

would serve also to explain his intentions in this sonata. 
It is to be noted that, in the Sketch-Book of 1800, among 
the sketches for the ballet we find the opening of the 
Pathétique copied textually by Beethoven (p. 49). 

155. Insufficient attention has been given to Gluck’s 
influence on the young Beethoven. For myself I have 
no doubt of it—not as regards symphonic construction, 
in which the composer of Orfeo had not much skill, but 
as regards dramatic expression, energy of accent, con- 
cision of musical speech, breadth and clarity of design, 
as well as the monumental homophony, the mighty 
piling up of passion, and a kind of colossal sculpture 

that reminds us of the Pergamene school. Gluck had 
less influence on Beethoven through the other side of 

his genius—the Elysian perfection of some of his pictures, 
which are rather affiliated to the eighteenth century 

ideal, purified by a ray from Pompeii and renascent 
Greece, than to the monumental and popular ideal of 
the Revolution and the Empire, of which Gluck was 
one of the precursors. 

Gluck was one of the five musicians whose portraits 
he had, or wished to have, in his room: in the Fisch- 

hoff manuscript we read: “1815: Handels, Bachs, 
Glucks, Mozarts, Haydns Portrate in meinem immer, sie 
kénnen mir auf Duldung Anspruch machen helfen.” 

Tt was not in the theatre, however, that Beethoven 

obtained his knowledge of Gluck. During his residence 
in Vienna, as far as about 1807, no Gluck operas were 
given ; and at Bonn he could have heard, at most, only 

one of his opéras-comiques. But, as I have already 
pointed out in the preceding chapter, Beethoven was an 
admirable interpreter of Gluck’s scores on the piano : 
old melomaniacs preserved the emotional memory of 
these performances for years after. And what would 
we not have given to have heard the wild Dance of the 
Furies (No. 28 of Orfeo) let loose under the fingers of 
the man of the Appassionata! At the mere thought of 
it I feel a shudder in my marrow. 

156. Even in the rondo of the sonata of Op. 28—a 
pastoral idyll that did not lend itself to oratorical 
dialectic—Beethoven cannot resist the sonata-form that 
allows him to work out his impressions musically. And 

itis with great art that he accomplishes this tour de 
force. 

157. Caution is necessary with this word ! It carries 
no connotation of sentimentality, of which there is no 
trace in the always virile emotion of Beethoven. I have 

already drawn attention to his dislike for tearful people. 
If there were tears in the Moonlight, they are tears of 
rage, tears of fire. And if you listen carefully to the 
Marcia funebre sulla morte d’un eroe in the sonata Op. 26 
you will not find the least touch of the Chopin softness 
and tenderness. Of the two words: Marcia funebre, it 
is the March that dominates the funereal sentiment : 
Beethoven’s heroes die on their feet. 

158. Paul Mies, in his excellent study of the sketches 
(Die Bedeutung. der Skizzen Beethovens zur Erkenntnis seines 

Stiles, 1925), ably demonstrates Beethoven’s instinctive 
tendency towards four-square proportions, towards a 
slightly mechanical regularity of melodic types and the 
4, 8, 12, or 16-bar succession of these ; as well as the 

huge effort he made later, in the period of his maturity, 
to escape from the bondage of cesuras and strophic 
divisions and make his melody “ infinite.” (For example, 
the Cavatina of the B flat quartet, Op. 130.) This is 
also the explanation, or one of the explanations, of the 

fugue-themes to which he had recourse at that time. 
Yet he never succeeded in more than half disguising 
the magnetic attraction that square numbers had for 
him. I shall return to this question in the final volume 
of these Essays, in which I hope to devote a chapter to 
“The Mechanism of Interior Creation in Beethoven.” 

159. I group these two sonatas together because they 
appeared at the same time, at the commencement of 
1803, and because the sketches for them are found in 
the same book, that of October 1801 to May 1802. 
Op. 31, No. 3 (in E flat major) did not appear until 
1804, and was added to the others in 1805. 

160. Czerny, whose indications we do wrong to ignore, 
for he had studied thisssonata-with.Beethoven, tells us 
that the first movement should be played with energy, 
humour and wit (energisch, launig und geistreich), and the 
final rondo very fast, like a whirlwind. 

161. The intention of the composer is made more evi- 

dent by the sketches, in which he notes in the first place 

the guitar accompaniment, the melody not appearing 

till later. (Cf. Nottebohm : Zwei Skizzenbiicher von Beet- 
hoven aus den Jahren 1801 bis 1803, new edition, 1924, 

pp. 36, 37.) 

162. August Halm has made an admirable analysis of 
this in his Beethoven (1927). Beethoven has hardly 
established the tonality before he abandons it, to return 
to it after a series of modulations that delight in keep- 
ing the mind of the listener in a state of uncertainty 

and suspense. In Halm’s opinion the openings of the 
two sonatas of Op. 31 constitute an historic event in 
musical evolution ; “‘ they bring with them a complete 
renewal in music, or, more exactly, in the harmonic 

tonal essence.” And he believes that Beethoven was 
fully conscious of his discovery. 

163. I shall reserve the discussion of his literary readings 
for a separate chapter. (I have already dealt with them, 
in part, in the essay entitled Fonti Fortitudinis ac Fidei in 
the Beethoven Festbuch, Bonn, 1927.) Beethoven was an 

ardent reader, all the more so because the loss of his 

hearing deprived him of the delights of conversation ; 
his misfortune did not prevent him from preserving, to 
the end of his days, a burning and always alert curiosity 
that kept him well-informed as to all important Euro- 
pean events. We shall have the evidence of this later in 
his Conversation Books, commencing in 1819. (Cf. my 
short study of the Konversationshefte of 1819-1820, in the 
Beethoven Numbers of Vorwdrts and Le Semeur, March 

1927.) Let us confine ourselves here, however, to his 
specifically musical readings. He had exceptional oppor- 
tunities, far beyond what any other great composer has 
had either the means or the will to utilise : I refer to the 
magnificent library of the Archduke Rudolf, that now 
forms an important part of the musical section of the 
Vienna Nationalbibliotek. Insufficient attention has been 
given to what Beethoven owed to this incessant study ot 
.the music of all epochs. He bathed the rock of his own 

hard genius in it, renewed it, gave it flexibility, especially 
in the period following his fortieth year, when he retired 
into himself to practise an inward contemplation like 
that of the Indian yogi. 

164. The firm of Streicher had seceded in 1802 from the 

great firm of piano-makers Stein-Streicher, that had 

been established in Vienna since 1794. Beethoven’s 

relations with it were always friendly. 

165. “Streicher hat das Weiche, zu leicht Nachgebende und 
prallend Rollende der anderen Wiener Instrumente verlassen, 

und auf Beethovens Rath und Begehren, seinen Instrumenten 
mehr gegenhaltendes, Elastisches gegeben, damit der Virtuose, 
der mit Kraft und Bedeutung vortrégt, das Instrument zum 
Anhalten und Tragen, zu den seinen Druckern und Abzugen 

mehr in seiner Gewalt hat. Er hat dadurch seinen Instrumenten 
einen gréssern und mannichfachern Charakter verschafft : so 
dass sie jeden Virtuosen, der nicht bloss das Leichtglinzende in 

den Spielart sucht, mehr wie jedes andere Instrument befriedigen 
miissen.”” (Cf. Thayer, II. 556.) 

166. In the Sketch-Book of 1803 that Nottebohm has 
analysed, Clavier-Uebungen lie cheek by jowl with the 
first sketches of the first movement of the Waldstein ; 

and the relationship between the two is indisputable. 
(See pp. 58 and 59 of the new edition by Paul Mies, 

1924.) 
167. I shall explain what I mean by this when I come to 
the second and more characteristic of the two sonatas, 

the Appassionata. 

168. “... Ein liebes, zauberisches Madchen . . . die mich liebt 

und die ich liebe . . . Ware mein Gehér nicht .. . O, die Welt 

wollte ich umspannen . . . ohne dieses Uebel! . . . Nichts von 
Ruhe! .. . Ich will dem Schicksal in den Rachen greifen.. . 

etc. O, es ist so schin, das Leben tausendmal leben! .. . etc.” 

169. Pp. 27 and 28 of Paul Mies’ edition of the Zwei 
Skizzenbiicher, 1924. 

170. Let me say at once that if this fact is less visible in 
the majority of the other works of Beethoven, it none the 

less exists. Where the microscope of “ cellular ” analysis 
sees only the budding of a motive from a few notes, 
Beethoven already had within him the potential Idea of 
the whole work. The whole oak is in the acorn. But his 
obscurely gestating consciousness could see the child 
only after being delivered of it. There is no question here 
of an after-conceived work of development, at the bid- 
ding of the intellect, but of a work of parturition, that 
is before all things a work of the flesh. 

171. It might be a Wagnerian recitative :— 

( Wabkre ; seine L] 

1 Os eB 
- . ‘@a 

ae in a ae ae 

Both are motives expressive of prostration. The psycho- 
logical relationship is beyond question. 

172. But the performer must guard against a melo- 
dramatic pathos of effect. Beethoven’s marking is 
explicit—* semplice.”” 

173. Cf. my Empédocle d Agrigente, pp. 34, 35- 

174. According to Czerny, who is a reliable witness, 
Beethoven modelled it on the gallop of a horse :— 

BEETHOVEN 

This, of course, has drawm indignant protests from the 
critics, those austere guarcdians of the dignity of art. 
But we may ask whether ‘these good people have the 
least conception of the artiist and of the creative pro- 
cessus. It goes without sayying that a Beethoven would 
not permit himself the silly amusement of imitating a 
horse’s gallop ! But the acovustic impression of the gallop 
let loose within him a whinrlwind of musical forms. Be- 
tween the object of the ssensation and the perceived 
impression a whole world lilies ; and genius reveals itself 
in the power with which thae external phenomena rever- 
berate in him and become: transformed. “ In tle heart 
of a musician everything iis music,” said that son of 
Beethoven, the little Jean (Christophe. “‘ Bei thm,” says 
Czerny, “‘ wurde jeder Schalill, jede Bewegung, Musik und 
Rhythmus.” (“In him, everry sound, every movement, 
became music and rhythma.”) It was the same process 
by which Leonardo saw snmiling or grimacing faces in 
the crevices of the wall or thhe flames on the hearth. 

, 

Others, such as Nagel, have > seen a resemblance between 
the first phrase of this aallegretto and a passage in 
Mozart’s symphony in D mmajor ; but this is to miscon- 
ceive absolutely the meaniing of this music. For if the 
notes are almost the same, tthe four-four metre gives those 
of Mozart a quite differemt rhythm. Now Beethoven’s 

motive is in the first placce rhythm, and melody only 
in the second place. 

175. The progressive calmimg of the coda of the tumul- 
tuous first movement prepiares the way for the adagio, 
which is related to it through the third of the key. And 
hardly has it exhaled its last sigh of ecstatic lassitude 
when the flood of the allegretto once more breaks into 
the tonality of the first movement. But, by Oberon’s 
magic, the sombre D minor, that at first expressed a face 
in torment, now expresses fantasy and laughter. 

176. Remember that the Pastoral will not be completed 
and performed until 1808. 
177. Or rather a second or a third, for there is a whole 
series of them in Beethoven’s work. As I have already 
pointed out, this is one of the main veins of his genius. 

178. See Nottebohm, JVeue Beethoveniana, p. 58. 

179. No analogy, of course, with the landscapes of the 
painter ! “‘ Mehr Ausdruck der Empfindung als Mahlerey.” 
“More the expression of feeling than painting.’’) 
Notations of the soul, not of the eyes. 

180. The lovely Andante grazioso con moto in F major, 
which was published separately, without an opus 
number, May 1806 :— 

It will be found in Breitkopf’s collection of Kleinere 
Stiicke fiir das Pianoforte. 

This work (the player of which will do well to re- 
member the role originally assigned to it at the core 
of the Waldstein sonata) has a delicacy of touch that 
ought to ensure its being better known. It is an exquisite 
piece of painting, slightly lost in too large a frame ; its 

dreamy Janguor shows how young Beethoven’s heart 
was even at that date. But the second motive, repeated 
three times, has in its outline and the variations of its 

accompaniment, the values of which vary from the 
crotchet to the double and triple crotchet, a hint of the 
heroic fanfare of the andante of the C minor symphony. 
And in the coda there is an abrupt modulation from 
F major to G flat minor the lovely melancholy shadow 
of which evokes the Wehmut of one of the songs to The 

Distant Beloved. 1 have no doubt that Beethoven put 
into this andante many of his more intimate emotions 

at this period of his life. Dare I say that this is perhaps 
why he sacrificed it ? Too little notice has been taken 
of an extraordinary fact—the extended slow movements 
into which Beethoven poured the deepest depths of his 
heart, those adagios and largos that were the jewels of 
his first twenty sonatas and were the special delight of 

the public of the time, afterwards disappear from his 
piano sonatas. Either he dispenses with them altogether 
or he drastically cuts the proportions of them down, 
reducing them to the réle of an introductory link to the 
finale. It is not until we come to the monumental adagio 
of Op. 106, fourteen years later, that we meet again, 
in the piano music, with those Soliloquies the gates of 

which are closed to the external world. It is as if in the 
maturity of his classical age Beethoven stood on guard 

against his natural propensity towards sentimental ex- 
pression. From the Waldstein onwards to Op. 106 he 
reduces the confidences of nis adagios to the minimum. 
The réle of the two allegros, particularly the last one, 
is correspondingly enlarged both in extent and in 
significance. 

181. Cf. Nottebohm, pp. 61-63. 

182. Papillons, Op. 2, Carnawal, Op. 9, Winterzeit, No. 39 

of the Album fiir die Fugend,, Op. 68, Liederkreis, Op. 39, 
No. 4, etc. (Cf. Max Friedlander, Das Grossvaterlied 
und der Grossvatertanz (Sonderdruck aus der Kretzschmar- 
Festschrift.) In this connecttion it is very curious that 

this popular melody should have been practically the 
only one ever used by Beethoven : and it is open to 
argument whether he did so consciously. Max Friel- 
lander, it is true, mentions a second use of it in his article 

Exgenleben von Volksliedmelodien (Sonderdruck aus dem Bericht 
tiber Musikwissenschaftlichen Kongress in Basel, 1924)— 
the second theme of the rondo of the piano concerto in 
CG major, Op. 15 (1798) :— 

ie Se a I O_O ee ae ane maar 

i feeaataeta i evenet>"=emem eee ees eters 
SU BEL Ede a= haere BE 

He traces this to ‘‘ einer uralten Volksweise.’? But he 

himself recognises the possibility of such ‘‘ Urmelodien,” 

based on the simplest of tonal successions, having been 
hit upon afresh in all epochs, without any imitation of 
an anterior model or any knowledge of one. This seems 
to me a certainty as regards Beethoven, whose con- 

structive mind followed and sought out the simplest 
paths. 
We must accept from Herr Friedlander, then, the 

surprising fact that Beethoven has not handled a single 
German Volkslied, and that it is very difficult,—almost 

impossible, indeed—to find in his music any direct 
influences of the Volksliedstil. (All the same, I think we 
ought to search more carefully not merely his published 
works but the Sketch-Books. In the WNoteerungsbuch of 
1800 I fancy I recognise (pp. 85-86) more than one 
popular melody flitting across his memory.) It is quite 
otherwise with the masters who preceded him, including 

Bach. Now as Beethoven’s art, by virtue of its homo- 
phonic tendencies, its broad, clear, simple lines, its evi- 

dent desire to address itself to all, is in essence much 

more popular than that of any other composer (except 
Handel), we are driven to believe that this exclusion of 
the Volkslied was esthetically deliberate on his part. He 
wanted to make his art a people’s art yet all his own. 
Precisely because he and his art were in essence 
‘“‘ popular” in the purest sense, precisely because he 
spoke naturally a language of the soundest emotions, 
made to be shared by all, he was able to dispense with 
the Volkslied. His people were within him. These “‘ uralten 
Volksweisen”’ were indeed the very measure of his 
thought. When he did not find them at the first attempt 
he none the less knew that they were germinating at 

the root of his consciousness ; he had only to dig, and 
he was sure they would leap forth. 

183. Cf. Nottebohm, zbzd., p. 64. 

184. Examples of this are the last movement of the 
C minor symphony and the splendid second finale of 
Fidelio. 

185. At any rate in the maturity of his creative work 
(1800-1810), which is clearly classic. I will go into this 
question more thoroughly in connection with the later 
periods. No doubt his nature and his art became pro- 
foundly transformed. 

186. The first sketches appear in a Sketch-Book of 1804, 
in the middle of the work on the second act of Leonora ; 

they will be found in Nottebohm’s Zweite Beethoveniana, 

pp. 437-442. I have already mentioned how, according 
to Ries, the theme of the first movement was discovered, 

hummed, or roared (“hatte er den ganzen Weg iiber fiir 
sich gebrummt oder teilweise geheult, immer herauf und herunter, 

ohne bestimmte Noten zu singen’’) during a walk in Dobling 

in the summer of 1804, and how, as soon as Beethoven 

had returned home, he ran to the piano and, his hat 

still on his head, ground the notes under an avalanche. 

But according to Schindler he finished the composition 
of it in Hungary in the summer of 1806, during a short 
visit to his friend Count Franz Brunsvik, to whom the 

work is dedicated. He had the manuscript with him 
when, in October 1806, he fled in a temper from Prince 
Lichnowsky’s Silesian castle. A torrential rain soaked 

it through. When he returned to Vienna he showed 
Frau Bigot the still damp manuscript, which she dried 
then and there ; and he presented it to her. The manu- 
script, that still shows traces c. the rain, came at a later 
date into the possession of the Library of the Paris Con- 
servatoire. The work appeared in Vienna in February 
1807 as ““LIV Sonate composée pour pianoforte, Op. 57, 
with the dedication ‘‘ ad monsieur le comte Frangois de 
Brunsvik.” 

187. The essential thing is to define “ passion.” It is 
curious to see the amiable disdain with which Czerny, 
lowering it a few degrees in the scale, transferred the title 
of Appassionata to the youthful sonata in E flat major, 

Op. 7, ‘‘ to Babette,’’—or at any rate to the first move- 
ment of this. The pianists of to-day seem to have no 
suspicion of the meaning of the work. They make an 
entertainment, almost a round, of it. Which of them 

ever dreams of giving it its true character of headlong 
passion ? 

¢ 

188. In this connection perhaps the author of a Life 
of Michael Angelo may be allowed to define the true pur- 
pose of a book that many readers have misconceived. 
I have tried to re-create the Michael Angelo of the 

Letters and the Rime, the man in his daily life, the Orestes 

tormenéed by the Furies, the Prometheus gnawed by the 
vulture, the Self-Executioner. I had been penetrated 
by the cry of his suffering, and I gave it forth again 
without attenuation, without addition, that the world 

might know 
g “* quanto sangue costa”? 

the radiant splendour of the work of art. The shadow 
presupposes the light. The crucified one bore it within 

him ; and I do not forget it. Nor should the public that 
reads me forget it. The Buonarotti who groans like Job 
on his dunghill has come down from the scaffolding in 
the Sixtine, where, his head thrown back, he has just 

been contemplating Jehovah face to face in the blue 
gap of the sky. When afterwards he stumbles back to 
life, he suffers from the vertigo of the whirlwind of 
God. In my Life of Michael Angelo I tried to express this 

divine vertigo. In my other book on Michael Angelo 
my first concern was the work and the constructive 
spirit at the back of it. 

189. But before the year is out he reconciles himself 

ce | 

with Breuning in a touching letter, in which he re- 
proaches himself and begs for forgiveness; and the 
excellent Breuning, in the following year, writes an 
affectionate and enthusiastic poem in honour of his 
friend, which he has printed and distributed during 

the first performances of Fidelio. 

190. The Press gave the composer the paternal advice 
to ‘‘ return to his first symphony.” 

1g1. “ Ill-knit !”’ The critics of to-day would say that 
the seams are of too thick a thread ! 

192. It is not preserved in its first projected form, though 
it retains the same movement and the same tonality. 

193. Reinhold Zimmermann has recently devoted a fine 
article of homage to him : Anton Schindler : ein Leben fiir 
Beethoven—in the Beethoven-Almanach der Deutschen Musik- 
biicherei auf das Fahr 1927 (Gustav Bosse Verlag, Regens- 
burg). He shows that Schindler, who has been so often 
attacked or derided, has in the end been proved right, 
in the eyes of modern scientific criticism, as against those 
of his rivals who indulged in Beethoven biography. 

194. He did assert it ; as well as he could do in words, 

which he never handled easily, he defined the frontiers 
of music and the other arts. Writing to Wilhelm 

Gerhard of Leipzig on the 15th July, 1817, he excuses 
himself for not being able to set his Anacreontic Lieder 
to music : 
‘ 

‘ ... The description of a picture belongs to painting. 
The poet can also regard himself as fortunate in this 

respect [in description] ; he is a master whose domain 
is not as limited in this respect as mine. But mine extends 
further in other regions, and the others cannot so easily 
come to our empire.” 
“* Die Beschreibung eines Bildes gehiért zur Maleret ; auch 
der Dichter kann sich hierin noch als einen Meister gliicklich 
schatzen, dessen Gebiet hierin nicht so begrenzt ist, als das 
meinige, sowie es sich wieder in andern Regionen weiter er- 
streckt und man unser Reich nicht so leicht erreichen kann.” 
195. The Coriolan overture was written and performed 
in 1807. In the same year he thinks of writing a Macbeth 

in collaboration with his friend Collin ; and he com- 

mences work on the sketches. His admiration for Shake- 

speare lasted as long as his life ; Schindler says that he 
was always his favourite poet, and that he knew Shake- 
speare’s works as well as his own scores. He read them in 

Eschenburg’s translation ; and he covered the pages with 
pencil notes. The third and fourth and ninth and tenth 
volumes of the set have been preserved ; and the under- 
lined passages have been shown in Albert Leitzmann’s 
Ludwig van Beethoven, Briefe und persénliche Aufzeichnungen, 
1921, Vol. II, p. 273 ff. They throw a light on Beet- 
hoven’s thoughts as he read Othello, Romeo and Juliet, 
Much Ado About Nothing, All’s Well that Ends Well, The 

Merchant of Venice, and A Winter’s Tale. Schindler also 

rescued from the dispersion of Beethoven’s library after 
his death a copy of The Tempest in Schlegel’s translation, 
but in an edition of 1825 ; we can therefore learn nothing 
from it with regard to the epoch when he was writing 
the Appasstonata. ; 
196. But wrongly so! I have already reminded the 
reader that Beethoven protested against the leading 
place among his symphonies being assigned to the C 
minor. He himself gave it to the Eroica. 
197. I can understand, though I cannot share it, the 
curious antipathy towards this sonata of some thoughtful 
and sensitive but rather cold connoisseurs, such as 

August Halm. If these heavy, emphatic, somewhat banal 

outlines were not vivified by the most intense passion, 
they would be nothing more than phrases of debate, 
gestures of the forum. By a sort of bravado that is only 
the characteristic of his style carried to its extreme, 
Beethoven has deprived his picture of everything in the 
way of a circumambient atmosphere, of landscape, and, 
—like Michael Angelo in his heroic nudes,—gives us only 
the huge bodies naked and red, bulging with muscle. So 
much the better ! The bodies are merely the tense net- 
worx of the swelling muscles. . . . But how formidable is 
the voltage with which the apparatus is charged ! If 
Herr Halm has not felt an electric shock from it he must 
be well ‘‘ insulated ’” ! Whoever has tried to bring out 
the meaning of the first allegro of the C minor symphony 
on the piano knows that no other work of Beethoven is 
so difficult to seize upon, for it demands an uninterrupted 
expenditure of energy ; the line of passion is bare and 
unbroken, without a detail, a shadow, an ornament to 

afford a moment’s distraction.' In this respect the first 
allegro of the Appassionata occupies an equivalent place 
among the sonatas. But here the line is much finer, 
broader, and more varied ; it is filled with a richer 

blood. Soeee : 
198. “... welche Beethoven selbst fiir seine grosste hielt,... 

says Czerny. 
199. Between the Appassionata (Op. 57) and the two 
sonatas of Op. 78 (dedicated to the Brunsvik brotheg 
and sister) there came, besides the three Rasoumovsky 

quartets, the fourth, fifth and sixth symphonies, the 
violin concerto, the fourth piano concerto, the Erdédy 
trios (Op. 70), and the Cortolan overture. I mention 
only the masterpieces. 

> 

1J am reminded of Gluck’s letter to the Bailli du Roullet after 
the completion of Alceste (1st July, 1775):— 
“I go almost crazy when I run through it. The nerves are on the 
stretch too long, and from the first word to the last there is no re- 

laxation of the emotion. . .. I have not been able to sleep for it for 
a month: I seem to have a hive of bees buzzing perpetually in.my 
head. ... I am now beginning to understand the skill of Quinault 
and Calzabigi, who have stocked their work with minor characters 

to give the spectator relief and afford him a little tranquillity. 
An opera like this is not an entertainment but a very seriqus 
occupation. ...” 
There are no “minor characters” in the A ppassianata and the first 
allegro of the C minor symphony. No, “this is not an entertain- 
ment”! And I can understand a Europe that has lost its bearings 
since the war not being able to find its way about in it. Beethoven’s 
music is ‘‘a very serious occupation.” 
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