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Rezumat 
 
You must forgive a composer who would rather 

hear his work just as he had written it, however 
beautifully you played it otherwise1 

 
-���%�H�H�W�K�R�Y�H�Q���F���W�U�H���&zerny, 12 februarie 18162 

 
 �/�X�F�U�D�U�H�D�� �F�R�Q�V�W�L�W�X�L�H�� �R�� �L�Q�F�X�U�V�L�X�Q�H�� �D�Q�D�O�L�W�L�F���� �D��
sonatelor pentru pian solo de Ludwig van Beethoven. 
 �/�X�F�U�D�U�H�D�� �H�V�W�H�� �V�W�U�X�F�W�X�U�D�W���� �S�H���úapte capitole. 
�$�E�R�U�G�D�U�H�D�� �D�Q�D�O�L�W�L�F���� �D�� �I�L�H�F���U�H�L�� �V�R�Q�D�W�H�� �X�U�P���U�H�úte trei 
perspective: �L�V�W�R�U�L�F����(prima edi� ie, dedica� iile 
compozitorului), �V�W�U�X�F�W�X�U�D�O�����úi �V�H�P�L�R�W�L�F�� (a analizelor 
discursului muzical), �K�H�U�P�H�Q�H�X�W�L�F�� �úi �L�Q�W�H�U�S�U�H�W�D�W�L�Y�� (a 
principiilor pianistice). 
 �$�F�H�V�W�H�� �S�H�U�V�S�H�F�W�L�Y�H�� �S�U�R�S�X�Q�� �F�H�U�F�H�W�D�U�H�D�� �D�G�H�Y���U�X�O�X�L��
prin experien� �D���L�V�W�R�U�L�F�������F�H�D���D���D�U�W�H�L���úi cea filosof�L�F�������7�H�P�D��
�H�V�W�H�� �Y�D�V�W���� �G�D�W�R�U�L�W���� �F�R�P�S�O�H�[�L�W��� ii temei abordate cât �úi a 
�Q�X�P���U�X�O�X�L���G�H���V�R�Q�D�W�H�����U�H�V�S�H�F�W�L�Y���W�U�H�L�]�H�F�L���ú�L���G�R�X�����G�H���V�R�Q�D�W�H��
pentru pian. 
 

Capitolul I  
Periodizarea crea� iei beethoveniene 

 
Biograful Wilhelm von Lenz (1809-1883), a fost 

primul care a promov�D�W���v�P�S���U� �L�U�H�D���F�U�H�D� �L�H�L���E�H�H�W�K�R�Y�H�Q�L�H�Q�H��
�v�Q���W�U�H�L���S�H�U�L�R�D�G�H���V�W�L�O�L�V�W�L�F�H�����v�Q���F�D�U�W�H�D���V�D���L�Q�W�L�W�X�O�D�W����Beethoven 

                                                
1�� �7�U�H�E�X�L�H�� �V���� �L�H�U���L�� �X�Q�� �F�R�P�S�R�]�L�W�R�U�� �F�H�� �D�U�� �S�U�H�I�H�U�D�� �V��-���L�� �D�X�G���� �O�X�F�U�D�U�H�D��
a���D���F�X�P���D���V�F�U�L�V-o, oricât de frumos o interpretezi. Trad. autor. 
2 Emily, Anderson, The Letters of Beethoven, Editura St. Martin 
Macmillan, New York, 1961, p.560. 
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et ses trois styles3�����S�X�E�O�L�F�D�W�����v�Q���D�Q�X�O���������������I���U�����D��� �L�Q�H���F�R�Q�W��
de anii de ucenicie de la Bonn ai compozitorului. 

�3�U�L�P�D�� �S�H�U�L�R�D�G���� �G�H�E�X�W�H�D�]���� �F�X�� �F�H�O�H�� �W�U�H�L��Trio-uri 
�S�H�Q�W�U�X���S�L�D�Q�����Y�L�R�D�U�����ú�L���Y�L�R�O�R�Q�F�H�O�����R�S�����������������������ú�L���V�H���W�H�U�P�L�Q����
aproximativ în anul 1800, anul primei audi� ii publice a 
Septetului,�� �R�S�������� �v�Q�� �0�L�� �E�H�P�R�O�� �0�D�M�R�U�� �������������� �ú�L�� �D��Primei 
Simfonii, op.21 în Do Major (1800). 

Cea de-�D�� �G�R�X�D�� �S�H�U�L�R�D�G���� �V�H�� �H�[�W�L�Q�G�H�� �G�H�� �O�D�� �������� la 
1814, respectiv de la sonatele quasi una fantasia op.27, 
la Sonata pentru pian op.90, în Mi Major. 

�8�O�W�L�P�D�� �S�H�U�L�R�D�G���� �V�H�� �G�H�V�I���ú�R�D�U���� �v�Q�W�U�H�� �D�Q�L�L�� ���������� �ú�L��
�������������D�Q�X�O���P�R�U� �L�L���V�D�O�H�� 

�Ì�Q�� �Y�L�]�L�X�Q�H�D�� �P�H�D���� �v�P�S���U� �L�U�H�D�� �F�H�O�R�U�� ������ �G�H�� �V�R�Q�D�W�H��
pentru pian de Beethoven poate fi�� �U�H�D�O�L�]�D�W���� �v�Q�� �S�D�W�U�X��
�S�H�U�L�R�D�G�H�� �V�W�L�O�L�V�W�L�F�H���� �3�U�L�P�D�� �S�H�U�L�R�D�G���� �F�R�Q� �L�Q�H�� �V�R�Q�D�W�H�O�H�� �G�H�� �O�D��
�R�S������ �S�k�Q���� �O�D�� �R�S���������� �L�Q�F�O�X�V�L�Y�� �F�H�O�H�� �G�R�X���� �V�R�Q�D�W�H�� �R�S�������� �ú�L��
�S�R�D�W�H�� �I�L�� �Q�X�P�L�W�����S�H�U�L�R�D�G�D�� �F�O�D�V�L�F������ �$�� �G�R�X�D�� �S�H�U�L�R�D�G����
�F�X�S�U�L�Q�G�H�� �V�R�Q�D�W�H�O�H�� �G�H�� �O�D�� �R�S�������� �S�k�Q���� �O�D�� �R�S��������– perioada 
�G�H�� �W�U�D�Q�]�L� �L�H. A t�U�H�L�D�� �S�H�U�L�R�D�G���� �F�X�S�U�L�Q�G�H�� �V�R�Q�D�W�H�O�H�� �G�H�� �O�D��
�R�S���������S�k�Q�����O�D���R�S�������D���L�Q�F�O�X�V�L�Y���ú�L���V�H���G�H�I�L�Q�H�ú�W�H���F�D��perioada 
de maturitate���� �L�D�U�� �X�O�W�L�P�D�� �S�H�U�L�R�D�G����– �S�H�U�L�R�D�G����
�W�U�D�Q�V�F�H�G�H�Q�W�D�O�������F�X�S�U�L�Q�G�H�� �V�R�Q�D�W�H�O�H�� �G�H�� �O�D�� �R�S�������� �S�k�Q���� �O�D��
op.111. 
 

Capitolul II  
�3�H�U�L�R�D�G�D���F�O�D�V�L�F�� 

 
Cele trei sonate op.2�� �V�X�Q�W���F�R�Q�F�H�S�X�W�H�� �v�Q�� �S�U�H�P�L�H�U����

�G�L�Q�� �F�k�W�H�� �S�D�W�U�X�� �S���U� �L�� �I�L�H�F�D�U�H���� �1�L�F�L�� �+�D�\�G�Q���� �Q�L�F�L�� �0�R�]�D�U�W�� �Q�X��
au compus sonate pentru pian solo formate din patru 
                                                
3 Wilhelm, von Lenz, Beethoven et ses trois styles, Editura Nouvelle, 
New York, 1980. 
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�S���U� �L���� �L�D�U�� �&�O�H�P�H�Q�W�L�� �Q�X�� �D�� �I�R�O�R�V�L�W�� �F�R�Q�F�H�S�W�X�O�� �G�H�� �V�R�Q�D�W���� �F�X��
�S�D�W�U�X�� �S���U� �L���� �H�[�F�H�S� �L�H�� �I���F�k�Q�G�� �V�R�Q�D�W�D�� �R�S�������� �Q�X�P���U�X�O�� ������ �v�Q��
tonali�W�D�W�H�D�� �6�R�O�� �0�D�M�R�U���� �&�R�Q�V�L�G�H�U�� �F���� �O�X�L�� �%�H�H�W�K�R�Y�H�Q�� �W�U�H�E�X�L�H��
�V���� �L�� �V�H�� �D�W�U�L�E�X�L�H�� �G�L�P�H�Q�V�L�R�Q�D�U�H�D�� �V�R�Q�D�W�H�L�� �S�H�Q�W�U�X�� �S�L�D�Q���� �S�U�L�Q��
�L�Q�F�O�X�G�H�U�H�D���X�Q�H�L���S���U� �L���G�D�Q�V�D�Q�W�H���F�D���S�D�U�W�H���D���W�U�H�L�D�����F�R�Q�F�H�S�W���F�H��
�D�� �I�R�V�W�� �L�Q�W�U�R�G�X�V�� �G�H�� �+�D�\�G�Q�� �v�Q�� �O�X�F�U���U�L�O�H�� �V�D�O�H�� �F�D�P�H�U�D�O�H�� �ú�L�� �v�Q��
simfonii. 

Sonata op.2 nr.1 est�H�� �V�F�U�L�V���� �v�Q�� �D�F�H�H�D�ú�L�� �W�R�Q�D�O�L�W�D�W�H��
�F�D���ú�L���I�D�L�P�R�D�V�D���V�R�Q�D�W�����R�S����������Appassionata, fa minor, ce a 
dus la denumirea acestei sonate ca Mica Appassionata. O 
�D�W�P�R�V�I�H�U���� �L�Q�W�H�Q�V���� �ú�L�� �D�J�L�W�D�W���� �V�H�� �U���V�I�U�k�Q�J�H�� �v�Q�� �S�U�L�P�D�� �ú�L��
ultima parte.  

�3�U�L�P�H�O�H���ú�D�L�V�S�U�H�]�H�F�H���P���V�X�U�L���D�O�H���S���U� ii a II-a sunt o 
�W�U�D�Q�V�F�U�L�S� �L�H�� �D�� �S���U� �L�L�� �V�H�F�X�Q�G�H�� �D�O�H�� �X�Q�X�L�� �F�Y�D�U�W�H�W�� �F�X�� �S�L�D�Q����
Werke ohne Opuszahl 4 36, compus de compozitor dar 
�Q�H�S�X�E�O�L�F�D�W���� �$�F�H�V�W�� �F�Y�D�U�W�H�W�� �D�� �I�R�V�W�� �U�H�D�O�L�]�D�W�� �v�Q�� �X�U�P���� �F�X��
�D�S�U�R�[�L�P�D�W�L�Y���]�H�F�H���D�Q�L���v�Q�D�L�Q�W�H�D���S�X�E�O�L�F���U�L�L���V�R�Q�D�W�H�L�� 
 �3�D�U�W�H�D�� �O�H�Q�W���� �D�� �S�U�L�P�H�O�R�U�� �G�R�X���� �V�R�Q�D�W�H ce compun 
�R�S������ �V�X�Q�W�� �V�F�U�L�V�H�� �v�Q�� �W�R�Q�D�O�L�W��� �L�� �P�D�M�R�U�H���� �U�H�V�S�H�F�W�L�Y�� �U�H�O�D�W�L�Y�D��
�P�D�M�R�U������ �ú�L�� �V�X�E�G�R�P�L�Q�D�Q�W�D�� �P�D�M�R�U������Adagio-ul sonatei op.2 
nr.3 este scris într-�R���W�R�Q�D�O�L�W�D�W�H���V�X�U�S�U�L�Q�]���W�R�D�U�H�����U�H�V�S�H�F�W�L�Y���v�Q��
tonalitatea mediantei superioare, Mi Major. 
 În partea a IV-a a sonatei op.2 nr.3 – Allegro 
assai –�� �W�U�H�E�X�L�H�� �D�Y�X�W���� �v�Q�� �Y�H�G�H�U�H�� �X�Q�L�W�D�W�H�D��tempo-ului, 
�L�Q�G�L�I�H�U�H�Q�W���G�H���F�R�Q�W�U�D�V�W�X�O���W�H�P�H�O�R�U���F�H���Y�R�U���D�S���U�H�D���S�H���S�D�U�F�X�U�V����
Când Beethoven face referire la un tempo asupra unei 
�S�L�H�V�H���� �V�H�� �J�k�Q�G�H�ú�W�H�� �L�P�S�O�L�F�L�W�� �O�D��tempo-ul general, poate cu 
unele mici���I�O�H�[�L�E�L�O�L�W��� �L�����G�D�U���F�X���V�L�J�X�U�D�Q� �����X�Q�L�W�D�U�� 
 Spre deosebire de schema minor-Major-minor din 
�X�O�W�L�P�D�� �S�D�U�W�H�� �D�� �V�R�Q�D�W�H�� �R�S������ �Q�U������ �ú�L�� �D�� �V�F�K�H�P�H�L�� �v�Q�� �R�J�O�L�Q�G������
Major-minor-�0�D�M�R�U�� �D�� �V�R�Q�D�W�H�L�� �R�S������ �Q�U�������� �V�F�K�H�P�D�� �W�R�Q�D�O���� �D��
                                                
4���/�X�F�U�D�U�H���I���U�����R�S�X�V�����7�U�D�G�����$�X�W�R�U�� 
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acestei sonate este Major-Major-�0�D�M�R�U���� �8�Q�L�W�D�W�H�D���P�H�W�U�L�F�� 
�H�V�W�H�� �v�Q�� �J�H�Q�H�U�D�O�� �S���W�U�L�P�H�D�� �F�X�� �S�X�Q�F�W���� �I�D� ���� �G�H�� �R�S�W�L�P�H�� �ú�L��
�ú�D�L�V�S�U�H�]�H�F�L�P�H���G�L�Q���F�H�O�H�O�D�O�W�H���G�R�X�����S���U� �L���I�L�Q�D�O�H�� 
 
 �&�H�O�H�� �G�R�X����sonate �X�ú�R�D�U�H, op.49���� �D�X�� �I�R�V�W�� �V�F�K�L� �D�W�H��
�F�H�O�� �P�D�L�� �S�U�R�E�D�E�L�O�� �v�Q�� �D�Q�X�O�� ������������ �F�D�P�� �v�Q�� �D�F�H�O�D�ú�L�� �W�L�P�S�� �F�k�Q�G��
compozitorul lucra la sonatele op.10. Sonatele op.49 au 
�I�R�V�W���S�X�E�O�L�F�D�W�H���v�Q���L�D�Q�X�D�U�L�H�������������G�H���F���W�U�H���%�X�U�H�D�X���G�H�V���D�U�W�V���H�W��
d`industrie ca Deux sonates faciles.�� �6�H�� �F�U�H�G�H�� �F����
�%�H�H�W�K�R�Y�H�Q�� �Q�X���D���D�Y�X�W���L�Q�W�H�Q� �L�D���S�X�E�O�L�F���U�L�L���D�F�H�V�W�R�U���O�X�F�U���U�L�����ú�L��
�F�����D�F�H�V�W�H�D���D�X���I�R�V�W���F�R�P�S�X�V�H���F�D���P�D�W�H�U�L�D�O���G�L�G�D�F�W�L�F�� 
 Sonata op.49 nr.2 constituie �R�� �R�S�R�U�W�X�Q�L�W�D�W�H�� �ú�L�� �R��
�S�U�R�Y�R�F�D�U�H�� �v�Q�� �D�� �G�H�V�F�R�S�H�U�L�� �ú�L�� �v�Q� �H�O�H�J�H�� �R�� �F�R�P�S�R�]�L� �L�H��
�W�L�P�S�X�U�L�H�� �D�� �O�X�L�� �%�H�H�W�K�R�Y�H�Q���� �F�k�W�� �ú�L�� �D�� �V�W�L�O�X�O�X�L�� �V���X��
�L�Q�W�H�U�S�U�H�W�D�W�L�Y���� �F���F�L�� �Q�X�� �H�[�L�V�W���� �Q�L�F�L�� �X�Q�� �I�H�O�� �G�H�� �L�Q�G�L�F�D� �L�H��
�G�L�Q�D�P�L�F���� �v�Q�� �S�U�L�P�D�� �H�G�L� �L�H���� �S�X�E�O�L�F�D�W���� �G�H�� �%�X�U�H�D�X�� �G�C�$�U�W�V�� �H�W��
d`Industrie. În interpretare, prin urmare, pentru a aprecia 
�L�Q�G�L�F�D� �L�L�O�H�� �G�L�Q�D�P�L�F�H�� �D�O�H�� �G�L�I�H�U�L�W�H�O�R�U�� �H�G�L� �L�L���� �V�H�� �L�P�S�X�Q�H�� �F�D��
�L�Q�W�H�U�S�U�H�W�X�O�� �V���� �v�Q� �H�O�H�D�J���� �V�W�L�O�X�O�� �F�R�P�S�R�Q�L�V�W�L�F�� �D�O�� �O�X�L��
�%�H�H�W�K�R�Y�H�Q�� �G�L�Q�� �D�F�H�D�� �S�H�U�L�R�D�G���� �ú�L�� �V���� �L�Q�W�H�J�U�H�]�H�� �H�O�H�P�H�Q�W�H�O�H��
muzicale: Tempo-�X�O���� �F�D�U�D�F�W�H�U�X�O�� �W�H�P�H�O�R�U���� �U�H�O�D� �L�L�O�H��
armonice �ú�L���P�H�W�U�L�F�H�����V�F�U�L�L�W�X�U�D���S�L�D�Q�L�V�W�L�F���� 
 �$�� �G�R�X�D�� �S�D�U�W�H�� �D�U�H�� �L�Q�G�L�F�D� �L�D��Tempo di menuetto. 
�6�L�Q�J�X�U�D���V�R�Q�D�W�����F���U�H�L�D���%�H�H�W�K�R�Y�H�Q�� �L-�D���G�D�W���D�F�H�H�D�ú�L�� �L�Q�G�L�F�D� �L�H��
este prima parte a Sonatei op. 54. 

�&�H�O�H�� �G�R�X���� �V�R�Q�D�W�H�� �R�S�������� �V�X�Q�W�� �S�L�H�V�H�� �P�L�F�L���� �I�R�U�P�D�W�H��
�G�L�Q�� �G�R�X���� �S���U� �L���� �$�F�H�D�V�W���� �F�D�U�D�F�W�H�U�L�V�W�L�F���� �D�� �O�R�U�� �H�V�W�H�� �F�H�D�� �P�D�L��
mare provocare a interpretului. Laconismul discursului 
muzical, caracterul succint al temelor, ambitusul lor 
�O�L�P�L�W�D�W�����F�k�W���ú�L���S�D�O�H�W�D���G�L�Q�D�P�L�F�����V�X�Q�W���O�D���X�Q���Q�L�Y�H�O���P�L�Q�L�P�����I�D� ����
�G�H���R�U�L�F�H���D�O�W�����V�R�Q�D�W�����V�F�U�L�V�����G�H���%�H�H�W�K�R�Y�H�Q�����L�Q�F�O�X�]�k�Q�G���D�L�F�L���ú�L��
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cele trei sonate Werke ohne Opuszahl 5 47, ce nu au fost 
�S�X�E�O�L�F�D�W�H���� �&�X�� �W�R�D�W�H�� �D�F�H�V�W�H�D���� �F�H�O�H�� �G�R�X���� �V�R�Q�D�W�H�� �V�X�Q�W��
�F�R�P�S�X�V�H���F�X�� �P�L�J�D�O���� �Q�H�F�H�V�L�W�k�Q�G���F�R�Q�W�U�R�O���S�L�D�Q�L�V�W�L�F���� �I�L�Q�H� �H�� �v�Q��
�W�L�P�E�U�D�U�H�D���Y�R�F�L�O�R�U���F�k�W���ú�L���D���G�L�Q�D�P�L�F�L�L�� 

 
Sonata op.7 este prima sonata a lui Beethoven 

intitul�D�W����Grand Sonata���� �&�X�� �W�R�D�W�H�� �F���� �V�R�Q�D�W�D�� �F�R�Q� �L�Q�H�� �R��
�P�X�O�W�L�W�X�G�L�Q�H�� �G�H�� �L�G�H�L�� �P�X�]�L�F�D�O�H���� �X�Q�� �D�V�S�H�F�W�� �S�D�U�W�L�F�X�O�D�U�� �ú�L��
motiv de construc� ie al acestei piese îl constituie notele 
�U�H�S�H�W�D�W�H�� �S�H�� �S�D�U�F�X�U�V�X�O�� �S�U�L�P�H�L���� �F�H�O�H�L�� �G�H�� �D�� �G�R�X�D�� �ú�L�� �X�O�W�L�P�H�L��
�S���U� �L�����Ì�Q��Trio-ul celei de-�D���W�U�H�L�D���S���U� i, aceste note repetate 
�D�S�D�U�� �P�D�L�� �V�X�E�W�L�O���� �7�R�W�� �H�O�H�� �V�X�J�H�U�H�D�]���� �F�U�H�D�U�H�D�� �L�P�S�U�H�V�L�H�L�� �G�H��
�P�L�ú�F�D�U�H�� �F�K�L�D�U�� �G�D�F���� �D�U�P�R�Q�L�D�� �H�V�W�H�� �V�W�D�W�L�F������ �I�D�S�W�� �F�H�� �G�H�Q�R�W����
�W�H�Q�V�L�X�Q�H���ú�L���G�����H�[�X�E�H�U�D�Q� �����O�X�F�U���U�L�L�� 

�&�R�Q�W�U�D�V�W�X�O�� �G�L�Q�W�U�H�� �S�U�L�P�D�� �ú�L�� �D�� �G�R�X�D�� �S�D�U�W�H�� �H�V�W�H��
dramatic pe mai multe planuri. În primul rând, ne atrage 
�D�W�H�Q� �L�D�� �V�F�K�L�P�E�D�U�H�D�� �U�H�P�D�U�F�D�E�L�O�D�� �D�� �W�R�Q�D�O�L�W��� �L�L���� �G�L�Q�� �0�L��
�E�H�P�R�O�� �0�D�M�R�U�� �v�Q�� �'�R�� �0�D�M�R�U���� �'�H�� �D�V�H�P�H�Q�H�D���� �ú�L�� �S�D�X�]�H�O�H�� �F�H��
�D�S�D�U���G�X�S�����S�U�L�P�H�O�H���G�R�X�����D�F�R�U�G�X�U�L���V�X�Q�W���v�Q���F�R�Q�W�U�D�V�W���F�X���S�U�L�P�D��
�S�D�U�W�H���� �X�Q�G�H�� �F�H�D�� �P�D�L�� �O�X�Q�J���� �S�D�X�]���� �D�� �I�R�V�W�� �G�H�� �R�� �R�S�W�L�P�H����
�$�F�H�D�V�W���� �O�L�Q�L�ú�W�H�� �Q�H�� �D�M�X�W���� �V���� �G�H�I�L�Q�L�P�� �P�D�L�� �E�L�Q�H�� �L�Q�G�L�F�D� �L�D�� �G�H��
caracter con gran espressione. 

�&�D�U�D�F�W�H�U�X�O���S���U� �L�L���D���,�9-a, Rondo –  Poco Allegretto 
e grazioso���� �H�V�W�H�� �F�R�Q�W�U�D�V�W�D�Q�W�� �I�D� ���� �G�H�� �F�D�U�D�F�W�H�U�X�O�� �V�W�U���O�X�F�L�W�R�U��
�D�O���S�U�L�P�H�L���S���U� �L�����G�H���G�L�V�F�X�U�V�X�O���P�X�]�L�F�D�O���F�X���V�X�I�O�X���O�D�U�J���D�O���F�H�O�H�L��
de a II-�D�����F�k�W���ú�L���I�D� �����G�H���F�D�U�D�F�W�H�U�X�O���D�J�L�W�D�W���D�O���F�H�O�H�L���G�H���D���,�,�,-a. 
�3���U� �L�O�H�� �I�L�Q�D�O�H�� �D�O�H�� �V�R�Q�D�W�H�O�R�U�� �R�S�������� �L�Q�F�O�X�G�H�D�X�� �R�� �V�H�F� �L�X�Q�H��
�P�H�G�L�D�Q���� �F�H�� �F�R�Q�W�U�D�V�W�D�� �S�U�L�Q�� �F�D�U�D�F�W�H�U�� �ú�L�� �S�L�D�Q�L�V�W�L�F������ �$�F�H�D�V�W����
�I�R�U�P���� �G�H�� �F�R�Q�W�U�D�V�W�� �F�R�Q�W�L�Q�X���� �ú�L�� �v�Q�� �V�R�Q�D�W�D�� �R�S�������� �D�L�F�L��
�V�H�F� �L�X�Q�H�D�� �v�Q�� �G�R�� �P�L�Q�R�U�� �H�V�W�H�� �H�[�S�X�V���� �v�Q�F�H�S�k�Q�G�� �Fu 64. 
Acorduri accentuate, staccato, suprapuse pe arpegii de 
                                                
5���3�L�H�V�H���I���U�����Q�X�P���U���G�H���R�S�X�V�����7�U�D�G�����$�X�W�R�U�� 



 12 

�W�U�H�L�]�H�F�L�G�R�L�P�L���� �G�D�X�� �D�F�H�V�W�H�L�� �V�H�F� �L�X�Q�L�� �X�Q�� �F�D�U�D�F�W�H�U�� �G�U�D�P�D�W�L�F����
�F�H�� �D�Q�W�L�F�L�S���� �S�U�R�E�D�E�L�O�� �F�X�U�H�Q�W�X�O��Sturm und Drang, ce va 
prevala în sonata op.10 nr.1, de asemenea în do minor. 

 
Pe parcursul carierei sale, Beethoven a compus 

�O�X�F�U���U�L�� �D�P�S�O�H���� �F�X�� �X�Q�� �F�R�Q� inut dramatic, urmate de piese 
�P�D�L���V�F�X�U�W�H�����P�D�L���X�ú�R�D�U�H�����F�H���G�H���P�X�O�W�H���R�U�L���G�H�Y�L�Q�� �M�R�Y�L�D�O�H�� �V�D�X��
umoristice. Setul de sonate op.10�� �F�R�Q� �L�Q�H�� �O�X�F�U���U�L�� �G�H��
�D�P�E�H�O�H�� �I�D�F�W�X�U�L���� �S�U�L�P�H�O�H�� �G�R�X���� �V�R�Q�D�W�H�� �V�X�Q�W�� �P�D�L�� �V�F�X�U�W�H���� �S�H��
când ultima so�Q�D�W������ �R�S�������� �Q�U�������� �v�Q�� �5�H�� �0�D�M�R�U���� �H�V�W�H�� �P�D�L��
�O�X�Q�J�����ú�L���H�V�W�H���V�F�U�L�V�����F�X���P�D�W�X�U�L�W�D�W�H�� 

�6�D�O�W�X�U�L�O�H�� �U�H�J�L�V�W�U�D�O�H�� �ú�L�� �M�X�[�W�D�S�X�Q�H�U�H�D�� �G�L�Q�D�P�L�F�L�L��
�S�U�L�P�H�L�� �S���U� �L�� �V�X�Q�W�� �F�D�O�P�D�W�H�� �v�Q�� �v�Q�I�O�R�U�L�W�R�U�X�O��Adagio molto. 
�7�R�Q�X�O�� �W�U�H�E�X�L�H�� �V���� �I�L�H�� �F�k�W�� �P�D�L�� �H�[�S�U�H�V�L�Y���� �F�X�� �X�Q�� �D�W�D�F�� �G�H�O�L�F�D�W����
dar ferm. 

Pe parcu�U�V�X�O�� �v�Q�W�U�H�J�L�L�� �S���U� �L�� �D�� �,�,-�D���� �P�L�ú�F�D�U�H�D��
�D�U�P�R�Q�L�F���� �H�V�W�H�� �I�R�D�U�W�H�� �O�H�Q�W������ �F�X�� �W�R�D�W�H�� �F���� �G�L�V�F�X�U�V�X�O�� �P�X�]�L�F�D�O��
�V�H�� �G�H�V�I���ú�R�D�U���� �U�D�S�L�G���� �)�R�U�P�D�� �ú�L�� �F�D�U�D�F�W�H�U�X�O�� �D�F�H�V�W�H�L�� �S���U� �L�� �V�H��
�D�V�H�D�P���Q�����F�X��Adagio-ul din sonata op.2 nr.1, fiind singura 
�v�Q�� �W�R�Q�D�O�L�W�D�W�H�� �P�L�Q�R�U������ �G�H�� �S�k�Q���� �D�W�X�Q�F�L���� �3�R�D�W�H�� �F���� �%�H�H�W�K�R�Y�H�Q��
�D�� �V�L�P� �L�W�� �F���� �D�F�H�V�W�� �F�D�U�D�F�W�H�U�� �O�L�U�L�F�� �D�O�� �W�R�Q�D�O�L�W��� �L�O�R�U�� �0�D�M�R�U�H�� �G�L�Q��
�S���U� �L�O�H���O�H�Q�W�H�����D�G�X�F�H���R���L�Q�W�H�Q�V�L�W�D�W�H���G�U�D�P�D�W�L�F�����v�Q���S�O�X�V�����I�D� �����G�H��
�S�U�L�P�H�O�H�� �S���U� �L�� �v�Q�� �W�R�Q�D�O�L�W�D�W�H�� �P�L�Q�R�U������ �Ì�Q�� �R�U�L�F�H�� �F�D�]���� �D�F�H�V�W��
Adagio�� �D�� �I�R�V�W���X�O�W�L�P�D�� �S�D�U�W�H�� �O�H�Q�W���� �V�F�U�L�V���� �G�H�� �F�R�P�S�R�]�L�W�R�U�� �F�X��
un astfe�O���G�H���F�D�U�D�F�W�H�U���O�L�U�L�F�����6�R�Q�D�W�H�L���R�S���������Q�U�������v�L�� �O�L�S�V�H�ú�W�H���R��
�D�G�H�Y���U�D�W���� �S�D�U�W�H�� �O�H�Q�W������ �v�Q�� �W�L�P�S�� �F�H�� �v�Q�� �V�R�Q�D�W�D�� �R�S�������� �Q�U��������
Largo e mesto���� �v�Q�W�k�O�Q�L�P�� �S�U�L�P�D�� �S�D�U�W�H�� �O�H�Q�W���� �V�F�U�L�V���� �v�Q�W�U-o 
�W�R�Q�D�O�L�W�D�W�H�� �P�L�Q�R�U������ �P�R�P�H�Q�W�� �F�H�� �Y�D�� �F�R�Q�V�W�L�W�X�L�� �X�Q�� �S�X�Q�F�W�� �G�H��
�W�X�U�Q�X�U�����v�Q���F�U�H�D� �L�D���F�R�P�S�R�]�L�W�R�U�X�O�X�L�� 

S�R�Q�D�W�D�� �R�S�������� �Q�U������ �Q�X�� �D�U�H�� �R�� �S�D�U�W�H�� �O�H�Q�W���� �v�Q��
�D�G�H�Y���U�D�W�X�O�� �V�H�Q�V�� �D�O�� �F�X�Y�k�Q�W�X�O�X�L���� �Ì�Q�� �V�F�K�L�P�E���� �P�L�ú�F�D�U�H�D��
�P�H�G�L�D�Q���� �D�� �V�R�Q�D�W�H�L�� �R�S�������� �Q�U������ �H�V�W�H�� �X�Q��Allegretto (menuet 
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�ú�L�� �W�U�L�R������ �v�Q�� �W�R�Q�D�O�L�W�D�W�H�D�� �I�D�� �P�L�Q�R�U���� �Ì�Q�F�H�S�X�W�X�O�� �D�F�H�V�W�H�L�� �S���U� �L��– 
�L�Q�L� �L�D�O���R�F�W�D�Y�H���O�D���X�Q�L�V�R�Q��–���P�D�U�F�K�H�D�]�����P�R�P�H�Q�W�X�O���Fu cel mai 
lung legato���G�L�Q���D�F�H�D�V�W�����V�R�Q�D�W���� 

�Ì�Q�F�H�S�X�W�X�O���H�Q�H�U�J�L�F���D�O���V�R�Q�D�W�H�L���R�S���������Q�U�������S�U�H�Y�H�V�W�H�ú�W�H��
�R�� �O�X�F�U�D�U�H�� �V�X�E�V�W�D�Q� �L�D�O������ �3�X�W�H�P�� �D�I�L�U�P�D�� �F���� �H�V�W�H�� �F�H�D�� �P�D�L��
�O�X�Q�J���� �ú�L�� �F�H�D�� �P�D�L�� �J�U�H�D�� �V�R�Q�D�W���� �G�L�Q�� �D�F�H�V�W�� �R�S�X�V���� �'�H��
�D�V�H�P�H�Q�H�D���� �V�R�Q�D�W�D�� �R�S�������� �Q�U������ �H�V�W�H�� �S�U�L�P�D�� �V�R�Q�D�W���� �F�H�� �D�U�H�� �v�Q��
compo�Q�H�Q� �D�� �V�D�� �R�� �S�D�U�W�H�� �O�H�Q�W���� �v�Q�W�U-�R�� �W�R�Q�D�O�L�W�D�W�H�D�� �P�L�Q�R�U������
�I�D�S�W���F�H���D�U�H���R���v�Q�V�H�P�Q���W�D�W�H���G�H�R�V�H�E�L�W�������G�H�R�D�U�H�F�H���D�W�k�W���+�D�\�G�Q��
�F�k�W���ú�L���0�R�]�D�U�W���D�X���F�R�P�S�X�V���S���U� �L�� �O�H�Q�W�H�����v�Q���J�H�Q�H�U�D�O���� �Q�X�P�D�L�� �v�Q��
�W�R�Q�D�O�L�W��� �L�� �0�D�M�R�U�H���� �$�F�H�D�V�W���� �S�D�U�W�H����Largo e mesto, este 
centrul expresiv al întregii sonate, �Q�H�v�Q�W�U�H�F�X�W���� �v�Q��
�S�U�R�I�X�Q�]�L�P�H�D�� �H�P�R� �L�R�Q�D�O���� �D�� �H�[�S�U�L�P���U�L�L�� �P�X�]�L�F�D�O�H�� �S�k�Q���� �O�D��
Adagio sostenuto�� �D�� �V�R�Q�D�W�H�L�� �R�S������������ �F�R�P�S�X�V���� �O�D�� �D�S�U�R�D�S�H��
�G�R�X�����G�H�F�H�Q�L�L���G�X�S���� 

 
Sonata op.13���� �v�Q�� �G�R�� �P�L�Q�R�U���� �G�H�Q�X�P�L�W���� �ú�L��Grande 

Sonate Pathétique (1798 –�����������������D���I�R�V�W���G�H�G�L�F�D�W�����O�X�L��Carl 
von Lichnowsky���� �$�F�H�D�V�W���� �V�R�Q�D�W���� �H�V�W�H�� �S�U�L�Y�L�W���� �F�D�� �R�� �S�L�D�W�U����
�G�H���W�H�P�H�O�L�H�� �Q�X�� �Q�X�P�D�L���S�H�Q�W�U�X���V�R�Q�D�W�H�O�H�� �O�X�L�� �%�H�H�W�K�R�Y�H�Q�����F�L�� �ú�L��
pentru dezvoltarea sonatei clasice ca gen. 

 
�&�H�O�H�� �G�R�X����sonate op.14 au fost scrise între anii 

1798-���������� �ú�L�� �D�X�� �I�R�V�W�� �S�X�E�O�L�F�D�W�H�� �G�H�� �7�U�D�Q�T�X�L�O�O�R�� �0�R�O�O�R��
(1767-183���������1�X���H�[�L�V�W�����P�D�Q�X�V�F�U�L�V���D�O���Q�L�F�L���X�Q�H�L���V�R�Q�D�W�H�����G�D�U��
�H�[�L�V�W���� �V�F�K�L� �H�� �D�O�H�� �F�H�O�R�U�� �W�U�H�L�� �S���U� �L�� �D�� �S�U�L�P�H�L�� �V�R�Q�D�W�H���� �F�H��
�G�D�W�H�D�]�����S�U�R�E�D�E�L�O�����G�H���O�D���v�Q�F�H�S�X�W�X�O���D�Q�X�O�X�L������������ 

�$�P�E�H�O�H�� �V�R�Q�D�W�H�� �R�S�������� �V�X�Q�W�� �O�X�F�U���U�L�� �G�H�� �I�D�F�W�X�U����
�L�Q�W�L�P������ �I�R�U�P�D�W�H�� �G�L�Q�� �W�U�H�L�� �S���U� �L���� �'�H�ú�L�� �I�L�H�F�D�U�H�� �v�Q�F�H�S�H�� �F�X�� �R��
part�H���v�Q���I�R�U�P�D���G�H���V�R�Q�D�W�������Q�L�F�L���R���V�R�Q�D�W�D���Q�X���D�U�H���R���S�D�U�W�H���O�H�Q�W����
�D�X�W�H�Q�W�L�F������ �3�D�U�W�H�D�� �P�H�G�L�D�Q���� �D�� �V�R�Q�D�W�H�L�� �R�S���������� �Q�U�������� �H�V�W�H�� �X�Q��
Allegretto Menuet���ú�L��Trio, iar ultima parte este un Rondo 



 14 

– Allegro comodo���� �6�R�Q�D�W�D�� �R�S�������� �Q�U������ �Q�H�� �I�D�U�P�H�F���� �F�X�� �R��
�W�H�P�����ú�L���W�U�H�L���Y�D�U�L�D� �L�X�Q�L��Andante, ce constituie partea a II-a. 
De obicei, Scherzo-ul este partea a III-a într-�R�� �V�R�Q�D�W���� �G�H��
mare amploare (cum ar fi op.2, nr.2), dar sonata op.14, 
nr.2 se încheie cu un Scherzo –  Allegro assai.  
 

Sonata op.22�� �P�D�U�F�K�H�D�]���� �v�Q�W�R�D�U�F�H�U�H�D�� �O�D�� �V�W�U�X�F�W�X�U�D��
�I�R�U�P�D�W�����G�L�Q���S�D�W�U�X���S���U� �L�����F�D�U�D�F�W�H�U�L�V�W�L�F�����V�R�Q�D�W�H�O�R�U���R�S���������R�S������
�ú�L�� �R�S���������� �&�R�Q�F�H�S�W�X�O�� �V�R�Q�D�W�H�L�� �H�V�W�H�� �X�Q�X�O�� �W�U�D�G�L� �L�R�Q�D�O�� �F�O�D�V�L�F����
�'�H�� �I�D�S�W���� �P�X�O� �L�� �D�Q�D�O�L�ú�W�L�� �D�X�� �R�E�V�H�U�Y�D�W�� �F���� �D�F�H�D�V�W���� �O�X�F�U�D�U�H��
�U�H�S�U�H�]�L�Q�W���� �X�O�W�L�P�D�� �V�R�Q�D�W���� �F�R�P�S�X�V���� �G�H�� �%�H�H�W�K�R�Y�H�Q�� �v�Q�� �V�W�L�O�X�O��
�F�O�D�V�L�F���D�O���V�R�Q�D�W�H�L���v�Q���S�D�W�U�X���S���U� �L�����F���F�L���F�X���X�U�P���W�R�D�U�H�D���V�R�Q�D�W������
�R�S�����������F�R�P�S�R�]�L�W�R�U�X�O���H�[�S�O�R�U�H�D�]�����Q�R�L���V�W�U�X�F�W�X�U�L�� 

�%�H�H�W�K�R�Y�H�Q�� �D�� �I�R�V�W�� �P�k�Q�G�U�X�� �G�H�� �D�F�H�D�V�W���� �V�R�Q�D�W������
�Ä�$�F�H�D�V�W���� �V�R�Q�D�W���� �H�V�W�H�� �F�X�� �D�G�H�Y���U�D�W�� �J�U�R�]�D�Y����6” (hat sich 
gewaschen), i-a scris editorului Hoffmeister atunci când a 
trimis-o spre publicare. El a me�Q� �L�R�Q�D�W-o cu titulatura de 
Grand Solo Sonata. În contrast cu predecesoarele sale 
�R�S�����������V�R�Q�D�W�D���R�S���������H�V�W�H���G�L�P�H�Q�V�L�R�Q�D�W�����O�D���S�D�W�U�X���S���U� �L�� 

�6�R�Q�D�W�D�� �R�S�������� �v�Q�F�K�L�G�H�� �X�Q�� �F�D�S�L�W�R�O�� �G�L�Q�� �F�U�H�D� �L�D��
�E�H�H�W�K�R�Y�H�Q�L�D�Q������ �2�G�D�W���� �F�X�� �V�R�Q�D�W�H�O�H�� �F�H�� �X�U�P�H�D�]������ �R�S�������� �ú�L��
sonatele quasi una fantasia�� �R�S���������� �%�H�H�W�K�R�Y�H�Q�� �v�Q�F�H�S�H�� �V����
�V�R�Q�G�H�]�H�� �Q�R�L�� �R�U�L�]�R�Q�W�X�U�L�� �P�X�]�L�F�D�O�H���� �F�H�� �S�k�Q���� �D�W�X�Q�F�L�� �Q�X�� �D�X��
fost explorate. 

 
Concluzie 

 
�6�R�Q�D�W�H�O�H�� �V�D�O�H�� �G�H�Q�R�W���� �R�� �S�U�H�R�F�X�S�D�U�H�� �G�H�� �D�� �F�R�P�S�X�Q�H��

�v�Q�� �P�D�Q�L�H�U�D�� �V�H�F�R�O�X�O�X�L�� �;�9�,�,���� �Ì�Q�� �I�R�U�P�D�� �G�H�� �V�R�Q�D�W������
�H�[�S�R�]�L� �L�L�O�H�� �V�X�Q�W�� �S�R�O�L�W�H�P�D�W�L�F�H�� �ú�L�� �O�X�Q�J�L���� �v�Q�� �W�L�P�S��ce 
                                                
6 Lewis Lockwood, Beethoven: The Music And The Life, editura W 
W Norton & Co Inc, anul 2005, p.133 
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�G�H�]�Y�R�O�W���U�L�O�H���V�X�Q�W���U�H�O�D�W�L�Y���V�F�X�U�W�H�����0�L�ú�F���U�L�O�H���O�H�Q�W�H���V�X�Q�W���ú�L���H�O�H��
�P�D�L���O�X�Q�J�L�����O�L�U�L�F�H�����F�X���P�X�O�W�H���R�U�Q�D�P�H�Q�W�H�����Ì�Q���D�F�H�D�V�W�����S�H�U�L�R�D�G����
�V�W�L�O�L�V�W�L�F������ �F�R�P�S�R�]�L�W�R�U�X�O�� �v�Q�O�R�F�X�L�H�ú�W�H��Menuet-ul cu Schezo-
�X�O���� �v�Q�F���� �G�L�Q�� �V�R�Q�D�W�H�O�H�� �R�S��������Scherzo-�X�U�L�O�H�� �S���V�W�U�H�D�]����
caracterul dansant al Menuet-ului, într-un tempo alert, 
�F�K�L�D�U�� �G�D�F���� �V�H�� �I�R�O�R�V�H�V�F�� �D�G�H�V�H�D�� �D�F�F�H�Q�W�H�� �F�H�� �Q�X�� �V�H�� �U�H�J���V�H�V�F��
într-un Menuet. 

�3���U� �L�O�H�� �I�L�Q�D�O�H�� �V�X�Q�W�� �S�O�L�Q�H�� �G�H�� �Y�L�D� ���� �ú�L�� �H�O�H�J�D�Q� ������ �'�L�Q��
�S�X�Q�F�W�X�O�� �G�H�� �Y�H�G�H�U�H�� �D�O�� �H�F�R�Q�R�P�L�H�L�� �J�H�Q�X�O�X�L�� �G�H�� �V�R�Q�D�W������
�%�H�H�W�K�R�Y�H�Q�� �I�R�O�R�V�H�ú�W�H�� �W�L�S�D�U�X�O�� �F�Y�D�U�W�H�W�X�O�X�L���� �F�X�� �W�R�D�W�H 
�L�P�S�O�L�F�D� �L�L�O�H�� �V�D�O�H�� �G�H�� �R�U�G�L�Q�� �H�V�W�H�W�L�F���� �F�X�P�� �D�U�� �I�L�� �W�L�P�E�U�D�U�H�D��
�Y�R�F�L�O�R�U�����S�O�D�Q�X�U�L�O�H���V�R�Q�R�U�H���ú�L���I�R�U�P�D���S���U� �L�O�R�U�� 

�0�R�G�X�O���P�L�Q�R�U���F�D�S���W�����R���L�P�S�R�U�W�D�Q� �����H�Y�L�G�H�Q�W�����v�Q�F�����G�H��
�O�D�� �v�Q�F�H�S�X�W�X�O�� �D�F�H�V�W�H�L�� �S�H�U�L�R�D�G�H���� �)�D� ���� �G�H�� �S�U�H�G�H�F�H�V�R�U�L�L�� �O�X�L����
�%�H�H�W�K�R�Y�H�Q�� �D�� �D�E�R�U�G�D�W�� �U�H�O�D� �L�L�� �D�U�P�R�Q�L�F�H�� �L�Q�H�G�L�W�H���� �(�Ua 
�v�Q�F�U�H�]���W�R�U�� �v�Q�� �J�H�Q�L�X�O�� �V���X�� �F�U�H�D�W�R�U�� �ú�L�� �D�� �D�Y�X�W�� �F�X�U�D�M�X�O�� �V����
�I�R�O�R�V�H�D�V�F���� �R�� �W�R�Q�D�O�L�W�D�W�H�D�� �P�L�Q�R�U������ �I�D�� �P�L�Q�R�U���� �v�Q�� �S�U�L�P�D�� �V�D��
�V�R�Q�D�W�����S�X�E�O�L�F�D�W�������6-�D�U���S�X�W�H�D���V�S�X�Q�H���F�����D�F�H�D�V�W�D���D�Q�W�L�F�L�S�H�D�]����
�L�P�S�R�U�W�D�Q� �D�� �P�R�G�X�O�X�L�� �P�L�Q�R�U�� �G�H�� �P�D�L�� �W�k�U�]�L�X���� �7�R�D�W�H�� �V�R�Q�D�W�H�O�H��
�O�X�L�� �)�U���� �&�K�R�S�L�Q���� �5���� �6�F�K�X�P�D�Q�Q�� �ú�L�� �)r. Liszt sunt scrise în 
moduri minore. 
 

Capitolul III  
Perioada de tranzi� ie 

 
 Sonata op.26�� �V�H�� �G�L�I�H�U�H�Q� �L�D�]���� �G�H�� �F�H�O�H�O�D�O�W�H�� �V�R�Q�D�W�H��
�G�L�Q�� �P�D�L�� �P�X�O�W�H�� �S�X�Q�F�W�H�� �G�H�� �Y�H�G�H�U�H���� �Ì�Q�� �S�U�L�P�X�O�� �U�k�Q�G���� �D�F�H�D�V�W����
�V�R�Q�D�W�����H�V�W�H���S�U�L�P�D���G�L�Q�W�U-un grup de sonate experimentale. 
�Ì�P�S�U�H�X�Q���� �F�X�� �F�H�O�H�� �G�R�X���� �V�R�Q�D�W�H�� �R�S���������� �V�X�Q�W���O�X�F�U���U�L�� �v�Q�� �F�D�U�H��
�F�R�P�S�R�]�L�W�R�U�X�O�� �Q�X�� �I�R�O�R�V�H�ú�W�H�� �P�R�G�H�O�H�O�H�� �F�O�D�V�L�F�H�� �F�H��
�F�D�U�D�F�W�H�U�L�]�D�X�� �V�R�Q�D�W�H�O�H�� �V�D�O�H�� �S�H�Q�W�U�X�� �S�L�D�Q�� �S�k�Q���� �v�Q�� �D�F�H�O��
�P�R�P�H�Q�W���� �Ì�Q�� �F�D�]�X�O�� �V�R�Q�D�W�H�L�� �R�S���������� �R�� �W�H�P���� �F�X�� �Y�D�U�L�D� �L�X�Q�L��
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�v�Q�O�R�F�X�L�H�ú�W�H�� �V�W�U�X�F�W�X�U�D�� �S�U�L�P�H�L�� �S���U� �L���� �F�H�� �H�U�D�� �S�k�Q���� �D�W�X�Q�F�L�� �v�Q��
forma �G�H�� �V�R�Q�D�W������ �Ì�Q�� �S�O�X�V���� �R�U�G�L�Q�H�D�� �S���U� �L�L�� �O�H�Q�W�H�� �ú�L�� �S���U� �L�L�� �v�Q��
ritm de dans sunt inversate, astfel Scherzo-�X�O���D�S�D�U�H���G�X�S����
�S�U�L�P�D�� �S�D�U�W�H���� �L�D�U�� �S�D�U�W�H�D�� �O�H�Q�W���� �v�Q�� �S�D�U�W�H�D�� �D�� �,�,�,-�D���� �$�F�H�D�V�W����
�V�F�K�L�P�E�D�U�H�� �H�V�W�H�� �V�H�P�Q�L�I�L�F�D�W�L�Y������ �F���F�L�� �G�X�S���� �H�O���� �F�R�P�S�R�]�L�W�R�U�L��
ca Frédéric Chopin, Alexander Scriabin, Sergei 
�3�U�R�N�R�I�L�H�Y�� �ú�L�� �6�D�P�X�H�O�� �%�D�U�E�H�U���� �I�R�O�R�V�H�V�F�� �D�F�H�H�D�ú�L�� �V�X�F�F�H�V�L�X�Q�H��
în sonatele lor pentru pian. Partea a III-�D�� �H�V�W�H�� �X�Q�� �P�D�U�ú��
funebru la moartea unui erou, deci oarecum programatic. 
Manuscrisul acestei sonate este primul care s-�D�� �S���V�W�U�D�W��
complet. 

Prima �S�D�U�W�H���D���V�R�Q�D�W�H�L���R�S���������V�H���v�Q�F�K�H�L�H���F�X���R���&�R�G������
�F�X�� �P�X�O�W�L�S�O�H�� �F�D�G�H�Q� �H���� �$�L�F�L�� �%�H�H�W�K�R�Y�H�Q�� �Q�R�W�H�D�]����senza 
sordino, crescendo, urmat de un subito piano pe ultimul 
�D�F�R�U�G���� �F�H�� �V�X�J�H�U�H�D�]���� �F���� �S�R�D�W�H�� �V�I�k�U�ú�L�W�X�O�� �Q�X�� �H�V�W�H�� �G�H�I�L�Q�L�W�L�Y����
�3�H�Q�W�U�X�� �S�U�L�P�D�� �G�D�W���� �v�Q�� �V�R�Q�D�W�H�O�H�� �V�D�O�H���� �%�H�H�W�K�R�Y�H�Q�� �L�Q�G�L�F����
�I�R�O�R�V�L�U�H�D�� �S�H�G�D�O�H�L�� �G�H�� �U�H�]�R�Q�D�Q� ������ �O�D�� �P���V�X�U�D�� ���������� �S�U�L�Q��
�L�Q�G�L�F�D� �L�D��senza sordino. 

 
Ambele sonate op.27�� �S�R�D�U�W���� �L�Q�G�L�F�D� �L�D��Sonata 

quasi una fantasia���� �ú�L�� �� �v�Q�W�U-�D�G�H�Y���U���� �I�L�H�F�D�U�H�� �V�R�Q�D�W���� �H�V�W�H��
improvizatorie în felul ei. 

Denumirea de sonata lunii i-�D�� �I�R�V�W�� �D�W�U�L�E�X�L�W�� 
�V�R�Q�D�W�H�L�� �R�S�������� �Q�U�������� �v�Q�� �M�X�U�X�O�� �D�Q�X�O�X�L�� ������������ �G�H�� �F���W�U�H�� �S�R�H�W�X�O-
muzician Heinrich Friedrich Rellstab7 (1799-1860). 
Acesta l-�D�� �Y�L�]�L�W�D�W�� �S�H�� �%�H�H�W�K�R�Y�H�Q�� �v�Q�� �W�L�P�S�X�O�� �ú�H�G�H�U�L�L�� �V�D�O�H�� �O�D��
�9�L�H�Q�D�����v�Q���D�S�U�L�O�L�H���ú�L���P�D�L�����D�Q�X�O���������������5�H�O�O�V�W�D�E���D���V�F�U�L�V��a boat 
passing the wild scenery of Lake Lucerne in the 

                                                
7 http://en.wikipedia.org/wiki/Ludwig_Rellstab 
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moonlight8���� �6�R�Q�D�W�D���R�S�������� �Q�U������ �H�V�W�H�� �D�� �G�R�X�D�� �V�R�Q�D�W�����D�� �F���U�H�L��
�P�D�Q�X�V�F�U�L�V���H�[�L�V�W�������F�X���H�[�F�H�S� �L�D���S�U�L�P�H�L���ú�L���X�O�W�L�P�H�L���S�D�J�L�Q�L�� 

�&�D�U�D�F�W�H�U�X�O�� �I�L�H�F���U�H�L�� �S���U� �L�� �D�� �V�R�Q�D�W�H�L�� �R�S�������� �Q�U������
�W�U�H�E�X�L�H�� �V���� �I�L�H�� �F�R�Q�W�U�D�V�W�D�Q�W���� �D�F�H�V�W�� �H�I�H�F�W�� �I�L�L�Q�G�� �P�D�L�� �E�L�Q�H��
�H�Y�L�G�H�Q� �L�D�W���G�D�F�����G�X�S���� �I�L�H�F�D�U�H���S�D�U�W�H���V�H�� �I�D�F�H���R���S�D�X�]�����X�Q���S�L�F��
�P�D�L���P�D�U�H���G�H�F�k�W���v�Q���P�R�G���R�E�L�ú�Q�X�L�W�����%�H�H�W�K�R�Y�H�Q�����v�Q���F�H�O�H���G�R�X����
sonate op.27 – quasi una fantasia�����U�H�D�O�L�]�H�D�]�����R���G�H�S���U�W�D�U�H��
�I�D� �����G�H���V�W�U�X�F�W�X�U�D���X�Q�H�L���V�R�Q�D�W�H���F�O�D�V�L�F�H�����F�U�H�k�Q�G���X�Q���V�H�Q�W�L�P�H�Q�W��
de continuitate de-�D�� �O�X�Q�J�X�O�� �I�L�H�F���U�H�L�� �O�X�F�U���U�L�� Atunci când 
�V�H�� �L�Q�W�H�U�S�U�H�W�H�D�]���� �V�R�Q�D�W�D�� �R�S�������� �Q�U�������� �S�L�D�Q�L�V�W�X�O�� �W�U�H�E�X�L�H�� �V����
�D�L�E���� �v�Q�� �Y�H�G�H�U�H�� �W�U�H�F�H�U�L�O�H�� �ú�L�� �D�P�L�Q�W�L�U�L�O�H�� �P�X�]�L�F�D�O�H�� �F�D�U�H�� �O�H�D�J����
�F�H�O�H���S�D�W�U�X���S���U� �L�� 

�6�H�� �S�R�D�W�H�� �R�E�V�H�U�Y�D�� �F���� �v�Q�W�U�H�� �S�U�L�P�H�O�H�� �W�U�H�L�� �S���U� �L�� �D�O�H��
�V�R�Q�D�W�H�L�� �Q�X�� �H�[�L�V�W���� �R�� �E�D�U���� �G�X�E�O���� �G�H�� �v�Q�F�K�L�G�H�U�H���� �F�H�� �D�U�� �L�Q�G�L�F�D��
un���P�R�P�H�Q�W���G�H���S�D�X�]�������&�R�P�S�R�]�L�W�R�U�X�O���D���Q�R�W�D�W���v�Q�W�U�H���S�U�L�P�D���ú�L��
�D���G�R�X�D���S�D�U�W�H���L�Q�G�L�F�D� �L�D��Attacca subito l̀Allegro�����D�G���X�J�k�Q�G��
�S�H���S�D�U�F�X�U�V���L�Q�G�L�F�D� �L�D��attacca���v�Q�W�U�H���S���U� �L�O�H���D���G�R�X�D���ú�L���D���W�U�H�L�D����
�6�L�Q�J�X�U�D�� �E�D�U���� �G�X�E�O���� �G�H�� �v�Q�F�K�L�G�H�U�H�� �D�S�D�U�H�� �D�E�L�D�� �O�D�� �I�L�Q�D�O�X�O��
�v�Q�W�U�H�J�L�L���O�X�F�U���U�L�� 

Dinamica s�R�Q�D�W�H�L�� �R�S�������� �Q�U������ �H�U�D�� �Q�H�R�E�L�ú�Q�X�L�W����
�S�H�Q�W�U�X�� �D�F�H�D�� �S�H�U�L�R�D�G������ �Ì�Q�� �O�R�F�� �V���� �v�Q�F�H�D�S���� �v�Q�W�U-un tempo 
vioi,  Allegro, partea întâi este un Andante. 

�2�� �S�U�R�E�O�H�P���� �D�� �V�R�Q�D�W�H�L�� �R�S�������� �Q�U������ �V�H�� �U�H�I�H�U���� �O�D��
�S�H�G�D�O�L�]�D�U�H���� �/�D�� �v�Q�F�H�S�X�W���� �F�R�P�S�R�]�L�W�R�U�X�O�� �Q�R�W�H�D�]���� �G�R�X����
�L�Q�G�L�F�D� �L�L�� �S�H�Q�W�U�X��senza sordini : Si deve suonare tutto 
questo pezzo delicatissimamente e senza sordini9���� �ú�L��
sempre pianissimo e senza sordini10���� �$�F�H�V�W�H�� �G�R�X����
�L�Q�G�L�F�D� �L�L�� �Q�H�� �G�D�X�� �L�P�S�U�H�V�L�D�� �F���� �S�H�G�D�O�D�� �W�U�H�E�X�L�H�� � �L�Q�X�W������ �I���U���� �D��

                                                
8���2���E�D�U�F�����F�H���W�U�H�F�H���S�U�L�Q���S�H�L�V�D�M�X�O���V���O�E�D�W�L�F���D�O���O�D�F�X�O�X�L���/�X�F�H�U�Q�H���v�Q���O�X�P�L�Q�D��
lunii. Trad. Autor 
9���Ì�Q�W�U�H�D�J�D���S�L�H�V�����W�U�H�E�X�L�H���F�k�Q�W�D�W�����F�X���P�D�U�H���G�H�O�L�F�D�W�H� �H���ú�L���I���U�����G�D�P�S�K�H�U�H�� 
10���7�R�W���W�L�P�S�X�O���I�R�D�U�W�H���X�ú�R�U���ú�L���I���U�����G�D�P�S�K�H�U�H�� 
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�I�L�L�� �V�F�K�L�P�E�D�W������ �S�H�� �S�D�U�F�X�U�V�X�O�� �v�Q�W�U�H�J�L�L�� �S�L�H�V�H���� �R�U�L�� �F���� �S�H�G�D�O�D��
trebuie fo�O�R�V�L�W�����I�U�H�F�Y�H�Q�W�����V�F�K�L�P�E�k�Q�G���G�R�D�U���D�F�R�O�R���X�Q�G�H���H�V�W�H��
necesar?  Atmosfera discursului muzical are nevoie de o 
�V�R�Q�R�U�L�W�D�W�H�� �I�R�D�U�W�H�� �F�D�O�G������ �F�X�� �G�H�V�I���ú�X�U���U�L�� �G�H�O�L�F�D�W�H�� �F�H�� �S�H�U�P�L�W��
�D�U�P�R�Q�L�L�O�R�U���V�����V�H���v�Q�W�U�H�S���W�U�X�Q�G�������3�H�G�D�O�D���W�U�H�E�X�L�H���I�R�D�U�W�H���S�X� �L�Q��
�U�L�G�L�F�D�W�������G�R�D�U���D�W�k�W���F�k�W���V�����Q�X���D�S�D�U�����G�L�V�R�Q�D�Q� �H�� 
 �,�Q�G�L�F�D� �L�D�� �G�H��senza sordini���� �F�H�� �Q�X�� �H�V�W�H�� �X�U�P�D�W���� �G�H��
�L�Q�G�L�F�D� �L�D��con sordini���� �H�V�W�H�� �I�X�Q�G�D�P�H�Q�W�D�O�� �G�L�I�H�U�L�W���� �I�D� ���� �G�H��
�L�Q�G�L�F�D� �L�L�O�H�� �F�H�� �D�S�D�U�� �v�Q�� �&�R�Q�F�H�U�W�X�O�� �S�H�Q�W�U�X�� �S�L�D�Q�� �Q�U�������� �V�D�X�� �v�Q��
�V�R�Q�D�W�H�O�H�� �R�S�������� �Q�U������ �ú�L�� �R�S���������� �X�Q�G�H�� �G�X�S���� �L�Q�G�L�F�D� �L�D��senza 
sordini�� �X�U�P�H�D�]����con sordini. În sonata op.27 nr.2, 
�L�Q�G�L�F�D� �L�D�� �S�H�U�V�L�V�W���� �S�H�� �G�X�U�D�W�D�� �v�Q�W�U�H�J�L�L�� �S���U� �L�� �F�D�� �ú�L�� �F�D�U�D�F�W�H�U��
�J�H�Q�H�U�D�O���D�O���F�D�O�L�W��� �L�L���V�R�Q�R�U�H�� 
  

Sonata op.28���D�� �I�R�V�W���V�F�U�L�V���� �v�Q���D�F�H�H�D�ú�L�� �S�H�U�L�R�D�G�����F�X��
�V�R�Q�D�W�D�� �R�S�������� �ú�L�� �V�R�Q�D�W�H�O�H�� �R�S���������� �&�R�P�S�X�V���� �v�Q�W�U-�R�� �V�W�U�X�F�W�X�U����
�P�D�L�� �W�U�D�G�L� �L�R�Q�D�O���� �G�H�F�k�W�� �V�R�Q�D�W�H�O�H�� �F�H�� �R�� �v�Q�V�R� �H�D�X����
compozitorul întorcându-�V�H���O�D���L�G�H�H�D���F�O�D�V�L�F�����D���V�R�Q�D�W�H�O�R�U���v�Q��
�S�D�W�U�X�� �S���U� �L���� �� �D�F�H�D�V�W�D�� �H�V�W�H�� �S�U�L�Y�L�W���� �G�H�� �P�X�O� �L�� �P�X�]�L�F�R�O�R�J�L�� �F�D��
�D�S�D�U� �L�Q�k�Q�G�� �J�U�X�S�X�O�X�L�� �G�H�� �V�R�Q�D�W�H�� �H�[�S�H�U�L�P�H�Q�W�D�O�H���� �$�F�H�V�W��
�F�R�Q�V�L�G�H�U�H�Q�W�� �V�H�� �G�D�W�R�U�H�D�]���� �I�D�S�W�X�O�X�L�� �F���� �S���U� �L�O�H�� �S�D�U�� �D�� �I�L��
înrudite ca expr�H�V�L�H���� �H�[�L�V�W�k�Q�G�� �R�� �L�P�D�J�L�Q�H�� �F�R�Q�W�H�P�S�O�D�W�L�Y����
�X�Q�L�W�D�U�������D�V�X�S�U�D���v�Q�W�U�H�J�L�L���O�X�F�U���U�L�� 

Denumirea de �6�R�Q�D�W�D�� �3�D�V�W�R�U�D�O�����D�� �I�R�V�W�� �G�D�W���� �G�H�� �R��
�H�G�L�W�X�U�D�� �O�R�Q�G�R�Q�H�]������Broderip & Wilkinson, probabil în 
anul 1805. 

 
�Ì�Q���D�Q�X�O���������������O�D���H�G�L�W�X�U�D���O�X�L���6�L�P�U�R�F�N���D�X���D�S���U�X�W���F�H�O�H��

trei sonate op.31, cu subtitlul Edition tres correcte. 
�6�L�P�U�R�F�N���D���S�X�E�O�L�F�D�W���S�U�L�P�H�O�H���G�R�X�����V�R�Q�D�W�H���v�P�S�U�H�X�Q�������v�Q���D�Q�X�O��
1803, cea de-�D���W�U�H�L�D�� �V�R�Q�D�W�����D���S�X�E�O�L�F�D�W-o în anul 1804, iar 
în final, toate cele trei sonate au fost publicate în anul 
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1805. Editorul vienez Giovanni Cappi (1765-1815) 
�S�X�E�O�L�F���� �ú�L�� �H�O�� �F�H�O�H�� �W�U�H�L�� �V�R�Q�D�W�H�� �v�Q�� �D�Q�X�O�� ������������ �v�Q�V���� �J�U�H�ú�H�ú�W�H��
opusul, publicându-le cu opusul 29. 

Sonata op.31 nr.2 este una dintre cele mai 
cunoscute sonate ale lui Beethoven. Popularitatea sa este 
�F�R�Q�I�H�U�L�W�����G�H���v�Q�F�H�S�X�W�X�O���G�U�D�P�D�W�L�F���S�H���F�D�U�H���v�O���R�I�H�U�������G�H���S�D�Utea 
a II-�D���S�U�R�I�X�Q�G�����ú�L���Q�X���v�Q���X�O�W�L�P�X�O���U�k�Q�G���G�H���P�L�ú�F�D�U�H�D���S�H�U�S�H�W�X����
�D���S���U� �L�L���D���,�,�,-�D�����3�U�L�P�D���ú�L���X�O�W�L�P�D���S�D�U�W�H���D�X���I�R�U�P�D���W�U�D�G�L� �L�R�Q�D�O����
�G�H�� �V�R�Q�D�W������ �L�D�U�� �S�D�U�W�H�D�� �D�� �,�,-�D�� �D�U�H�� �I�R�U�P���� �G�H�� �V�R�Q�D�W���� �I���U����
dezvoltare. 
 

Concluzii 
 

 �Ì�Q�� �D�� �G�R�X�D�� �S�H�U�L�R�D�G���� �G�H�� �F�U�H�D� �L�H��– Perioada de 
�W�U�D�Q�]�L� �Le�����F�H���F�X�S�U�L�Q�G�H���V�R�Q�D�W�H�O�H���G�H���O�D���R�S���������S�k�Q�����O�D���R�S����������
�%�H�H�W�K�R�Y�H�Q�� �W�H�V�W�H�D�]���� �P�D�M�R�U�L�W�D�W�H�D�� �F�R�Q�V�W�U�X�F� �L�L�O�R�U�� �I�R�U�P�D�O�H����
�v�Q�F�H�S�k�Q�G���F�X���I�R�U�P�D���W�H�P�H�L���F�X���Y�D�U�L�D� �L�X�Q�L�����V�R�Q�D�W�D���R�S���������v�Q���/�D��
�E�H�P�R�O�� �0�D�M�R�U���� �S�D�U�W�H�D�� �,���� �D�M�X�Q�J�k�Q�G�� �S�k�Q���� �O�D�� �R�� �I�R�U�P����quasi 
fantasia�����U�H�V�S�H�F�W�L�Y���F�H�O�H���G�R�X�����V�R�Q�D�W�H���Rp.27. 
 

Capitolul IV  
Perioada de maturitate 

 
Beethoven a terminat de compus sonata op.53 

�v�Q�W�U�H�� �O�X�Q�L�O�H�� �P�D�L�� �ú�L�� �Q�R�L�H�P�E�U�L�H�� ������������ �S�H�W�U�H�F�k�Q�G�� �P�X�O�W�� �W�L�P�S��
�v�Q���%�D�G�H�Q���ú�L���2�E�H�U�G�|�E�O�L�Q�J�����G�H�S�D�U�W�H���G�H���9�L�H�Q�D�� 

Expresivitatea con� inutului muzical al sonatei 
�R�S�������� �G�H�S���ú�H�úte limite�O�H�� �F�H�U�L�Q� �H�O�R�U�� �Y�U�H�P�L�L�� �D�V�X�S�U�D��
�F�D�S�D�F�L�W��� �L�O�R�U�� �L�Q�V�W�U�X�P�H�Q�W�X�O�X�L���� �9�L�U�W�X�R�]�L�W�D�W�H�D�� �Q�X�� �H�V�W�H��
�G�H�P�R�Q�V�W�U�D�W���� �G�R�D�U�� �S�U�L�Q�� �F�D�V�F�D�G�H�� �G�H�� �Q�X�D�Q� �H�� �S�X�W�H�U�Q�L�F�H���� �F�L��
�P�D�L���D�O�H�V���S�U�L�Q���U�D�I�L�Q�D�P�H�Q�W�X�O���ú�L���S�U�H�F�L�]�L�D���W�X�úeului. Toate cele 
�W�U�H�L���S���U� �L���D�O�H���V�R�Q�D�W�H�L���v�Q�F�H�S���v�Q���Q�X�D�Q� �D��pp. 
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�$�F�H�D�V�W���� �V�R�Q�D�W���� �S�R�D�W�H�� �I�L�� �F�R�Q�V�L�G�H�U�D�W���� �F�D�� �I�L�L�Q�G��
�I�R�U�P�D�W���� �G�L�Q�� �G�R�X���� �S���U� �L����Introduzione – Adagio molto 
�S�R�D�W�H�� �I�L�� �F�R�Q�V�L�G�H�U�D�W���� �G�U�H�S�W�� �R�� �L�Q�W�U�R�G�X�F�H�U�H�� �S�H�Q�W�U�X��Rondo –  
Allegretto moderato���� �)�D� ���� �G�H�� �S�D�U�W�H�D�� �D�� �,�,-�D�� �L�Q�L� �L�D�O������
Andante, Introduzione-�X�O�� �Q�X�� �D�U�H�� �L�Q�G�H�S�H�Q�G�H�Q� ������ �F�L�� �P�D�L��
mult rolul de a�� �S�U�H�J���W�L�� �G�H�V�I���úurarea Rondo-ului ce 
�X�U�P�H�D�]�������ù�L�� �v�Q���D�O�W�H���S�L�H�V�H���F�R�P�S�R�]�L�W�R�U�X�O���D�� �O�H�J�D�W���S���U� �L�O�H���G�R�L��
�ú�L�� �W�U�H�L���� �F�X�P�� �D�U�� �I�L�� �v�Q�� �V�R�Q�D�W�D��Appassionata, în concertele 
�S�D�W�U�X�� �ú�L�� �F�L�Q�F�L�� �S�H�Q�W�U�X�� �S�L�D�Q���� �R�S�������� �ú�L�� �R�S���������� �v�Q�� �X�O�W�L�P�X�O��
�F�Y�D�U�W�H�W���S�H�Q�W�U�X���F�R�D�U�G�H���R�S���������ú�L�� �v�Q���F�R�Q�F�H�U�W�X�O���S�H�Q�W�U�X���Y�L�R�D�U������
op.61. Cu toate acestea, în fiecare caz, contextul muzical 
este diferit. De exemplu, partea a treia a sonatei 
Appassionata���� �D�U�H�� �R�� �G�H�V�I���ú�X�U�D�U�H�� �G�U�D�P�D�W�L�F���� �v�Q��ff, pe când 
discursul muzical din Rondo-ul sonatei Waldstein se 
�G�H�U�X�O�H�D�]�����V�X�E�W�L�O�����v�Q���Q�X�D�Q� �D pp. 

 
�'�D�W�R�U�L�W���� �I�R�U�P�H�L�� �V�D�O�H�� �Q�H�R�E�L�ú�Q�X�L�W�H����sonata op.54 a 

�I�R�V�W�� �F�U�L�W�L�F�D�W���� �G�H�� �X�Q�� �P�X�]�L�F�R�O�R�J�� �Q�H�L�G�H�Q�W�L�I�L�F�D�W�� �v�Q�� �]�L�D�U�X�O��
Allgemeine musikalische Zeiting, lucrarea fiind citata 
pentru ineffectual peculiarities11. Donald Francis Tovey 
�S�H���G�H���D�O�W�����S�D�U�W�H���R���J���V�H�ú�W�H���X�Q�L�F���� 

A�F�H�D�V�W���� �O�X�F�U�D�U�H�� �H�V�W�H�� �G�H�� �R�� �I�D�F�W�X�U���� �D�S�D�U�W�H���� �3�U�L�P�D��
�S�D�U�W�H���D���D�F�H�V�W�H�L���V�R�Q�D�W�H���Q�X���D�U�H���I�R�U�P�����G�H���V�R�Q�D�W�������F�L���H�V�W�H���P�D�L��
�G�H�J�U�D�E�����X�Q��Menuet stilizat. Cea de-�D���G�R�X�D���S�D�U�W�H�����F���U�H�L�D���v�L��
�O�L�S�V�H�ú�W�H�� �R�� �W�H�P���� �F�R�Q�W�U�D�V�W�D�Q�W������ �F�R�Q�W�X�U�H�D�]���� �F�R�Q�F�H�S� �L�D�� �G�H��
�V�R�Q�D�W�������S�U�L�Q���G�H�]�Y�R�O�W�D�U�H�D���W�H�P�H�L���úi a motivelor. Sentimentul 
de reîntoarcere este evident, când tema reapare în 
�W�R�Q�D�O�L�W�D�W�H�D�� �G�H�� �E�D�]������ �F�K�L�D�U�� �G�D�F���� �Q�X�� �Q�H-�D�P�� �G�H�S���U�W�D�W�� �G�H�� �H�D����
�$�F�H�D�V�W�����V�R�Q�D�W�����F�K�L�D�U���V�H���W�H�U�P�L�Q�����F�X���X�Q���S�D�V�D�M���V�W�U���O�X�F�L�W�R�U���ú�L��
�Y�L�U�W�X�R�V���� �)�L�L�Q�G�� �v�Q�F�D�G�U�D�W���� �v�Q�W�U�H�� �G�R�X���� �V�R�Q�D�W�H�� �F�H�O�H�E�U�H����
sonatele op.53 �ú�L�� �R�S���������� �U�H�V�S�H�F�W�L�Y��Waldstein�� �ú�L��
                                                
11���3�D�U�W�L�F�X�O�D�U�L�W��� �L�O�H���I���U�����U�Hzultat. Trad. Autor. 
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Appassionata���� �V�R�Q�D�W�D�� �R�S�������� �H�V�W�H�� �F�R�Q�V�L�G�H�U�D�E�L�O�� �P�D�L�� �V�F�X�U�W����
�ú�L���F�X���X�Q���F�R�Q� inut muzical mai pu� in dramatic. 
 �&�X���W�R�D�W�H���D�F�H�V�W�H�D�����H�[�L�V�W�����V�L�P�L�O�L�W�X�G�L�Q�L�� �v�Q�W�U�H���F�H�O�H���W�U�H�L��
�V�R�Q�D�W�H���� �R�S���������� �R�S�������� �ú�L�� �R�S���������� �P�D�L�� �D�O�H�V�� �v�Q�W�U�H�� �R�S�������� �ú�L��
Appassionata. Ritmul punctat din începutul sonatei 
op.54, devine mai  intens în sonata op.57, prima parte, 
exemplul 1. 
 
Ex. 1 �,�Q�F�L�S�L�W�X�O���V�R�Q�D�W�H�L���R�S���������ú�L���D�O���V�R�Q�D�W�H�L���R�S�����������S�D�U�W�H�D���, 
 
  Op.54   Op.57 

   
 
 �)�L�Q�D�O�X�O�� �D�P�E�H�O�R�U�� �V�R�Q�D�W�H�� �F�R�Q� �L�Q�� �G�X�U�D�W�H�� �G�H��
�ú�D�L�V�S�U�H�]�H�F�L�P�L���� �D�P�E�H�O�H�� �V�X�Q�W�� �v�Q�� �P���V�X�U�D�� �G�H�� �G�R�X���� �S���W�U�L�P�L����
�'�X�S�����U�H�S�H�W�D�U�H�D���'�H�]�Y�R�O�W���U�L�L���ú�L���D���5�H�H�[�S�R�]�L� �L�H�L�����D�P�E�H�O�H���V�X�Q�W��
�X�U�P�D�W�H���G�H���R���&�R�G�����U�D�S�L�G���� 
 

Carl Czerny (1791-1857), elev al compozitorului 
�V�S�X�Q�H�D�� �F���� �D�F�H�V�W�D�� �F�R�Q�V�L�G�H�U�D��sonata op.57 drept cea mai 
�H�O�D�E�R�U�D�W���� �V�R�Q�D�W������ �S�k�Q���� �O�D�� �V�R�Q�D�W�D�� �R�S��������. �6�F�K�L� �H�O�H�� �L�Q�G�L�F����
�I�D�S�W�X�O�� �F���� �%�H�H�W�K�R�Y�H�Q�� �D�� �F�R�Q�F�H�S�X�W�� �D�F�H�D�V�W���� �S�D�U�W�H�� �v�Q�� �P���V�X�U�D��
�G�H�������������2�G�D�W�����F�H���F�R�Q�F�H�S� �L�D�� �O�X�L�� �G�H�V�S�U�H���V�R�Q�D�W�����D���H�Y�R�O�X�D�W�����D��
�V�F�K�L�P�E�D�W���P���V�X�U�D���v�Q���������������'�H���D�F�H�H�D�����S�X�O�V�D� �L�D���W�U�H�E�X�L�H���V�����I�L�H��
de doisprezece optimi într-�R�� �P���V�X�U������ �F�L�� �Q�X�� �G�H�� �S�D�W�U�X��
�S���W�U�L�P�L���� �$�F�H�D�V�W�D�� �L�P�S�O�L�F���� �R�� �W�H�Q�V�L�X�Q�H�� �L�Q�W�H�U�L�R�D�U���� �P�D�L�� �P�D�U�H����
�I���U�����Q�L�F�L���R���W�H�Q�W�����G�H���J�U�D�E���� 

�$�F�H�D�V�W�D�� �H�V�W�H�� �S�U�L�P�D�� �V�R�Q�D�W���� �v�Q�� �F�D�U�H�� �(�[�S�R�]�L� �L�D�� �Q�X��
�H�V�W�H���U�H�S�H�W�D�W���� 
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�$�W�k�W�� �P���V�X�U�D���� ���������� �F�k�W�� �ú�L�� �L�Q�F�L�V�L�Y�H�O�H�� �ú�D�L�V�S�U�H�]�H�F�L�P�L��
�V�X�Q�W�� �F�D�U�D�F�W�H�U�L�V�W�L�F�H�� �S���U� �L�O�R�U�� �I�L�Q�D�O�H�� �D�O�H�� �F�H�O�R�U�� �G�R�X���� �V�R�Q�D�W�H��
precedente. În plus, inversarea mâinii stângi peste mâna 
�G�U�H�D�S�W���� �S�H�Q�W�U�X�� �D�� �F�R�P�S�O�H�W�D�� �W�H�P�D���� �H�V�W�H�� �G�H�� �D�V�H�P�H�Q�H�D��
�F�D�U�D�F�W�H�U�L�V�W�L�F�����X�O�W�L�P�H�O�R�U���S���U� �L���D�O�H���V�R�Q�D�W�H�O�R�U���R�S���������V�L���R�S�������� 

Tempo-�X�O���X�O�W�L�P�H�O�R�U���S���U� �L�����D���V�R�Q�D�W�H�O�R�U���R�S�����������R�S��������
�ú�L���R�S�����������Q�X���H�V�W�H���U�D�S�L�G�� 

�$�W�X�Q�F�L�� �F�k�Q�G�� �%�H�H�W�K�R�Y�H�Q���� �G�X�S����patru ani, reîncepe 
�V���� �F�R�P�S�X�Q���� �v�Q�� �J�H�Q�X�O�� �V�R�Q�D�W�H�L���� �H�W�K�R�V-ul este complet 
�G�L�I�H�U�L�W�����G�H�R�D�U�H�F�H���Q�L�F�L���R���D�O�W�����V�R�Q�D�W�����G�L�Q���F�H�O�H���F�H���X�U�P�H�D�]�����Q�X��
�D�U�H���R���D�V�H�P�H�Q�H�D���S�D�V�L�X�Q�H���H�U�R�L�F���� 

 
�&�X�� �W�R�D�W�H�� �F����sonata op.78 este o lucrare de mici 

�G�L�P�H�Q�V�L�X�Q�L���� �W�H�P�H�O�H�� �V�D�O�H�� �V�X�Q�W�� �F�R�Q�F�H�Q�W�U�D�W�H�� �ú�L�� �Pai intense, 
�D�Y�k�Q�G�� �X�Q�� �F�D�U�D�F�W�H�U�� �O���X�Q�W�U�L�F���� �D�I�H�F�W�X�R�V�� �v�Q�W�U-�R�� �G�H�V�I���úurare 
�S�D�V�D�M�H�U������ �$�F�H�D�V�W���� �V�R�Q�D�W������ �X�Q�D�� �G�L�Q�W�U�H�� �I�D�Y�R�U�L�W�H�O�H�� �O�X�L��
�%�H�H�W�K�R�Y�H�Q���� �R�I�H�U���� �V�X�E�W�L�O�H�� �D�Q�W�L�F�L�S���U�L�� �D�O�H�� �W�H�K�Q�L�F�L�O�R�U��
�F�R�P�S�R�Q�L�V�W�L�F�H�� �Y�L�L�W�R�D�U�H���� �&�R�Q�F�H�Q�W�U�D�U�H�D�� �G�H�V�I���ú�X�U���U�L�L��
muzicale pe motive tematice scurte e�V�W�H�� �F�D�U�D�F�W�H�U�L�V�W�L�F����
�F�R�P�S�R�]�L� �L�L�O�R�U�� �P�H�W�L�F�X�O�R�D�V�H�� �G�L�Q�� �X�O�W�L�P�D�� �S�H�U�L�R�D�G������ �v�Q�� �F�D�U�H��
�I�L�H�F�D�U�H���Q�X�D�Q� �����I�D�F�H���S�D�U�W�H���G�L�Q���v�Q�W�U�H�J�� 

�2���S�U�H�G�H�F�H�V�R�D�U�H���D���V�F�K�H�P�H�L���G�H���V�R�Q�D�W���� �v�Q���G�R�X�����S���U� �L��
�H�V�W�H�� �V�R�Q�D�W�D�� �R�S���������� �v�Q�� �F�D�U�H�� �D�P�E�H�O�H�� �S���U� �L�� �V�X�Q�W�� �v�Q�� �D�F�H�H�D�ú�L��
tonalitate, Fa Major. Schemele sonatelo�U���v�Q���G�R�X�����S���U� �L���F�H��
�X�U�P�H�D�]���� �V�R�Q�D�W�H�L�� �R�S���������� �V�R�Q�D�W�H�O�H�� �R�S�������� �ú�L�� �R�S������������ �D�X�� �R��
�V�W�U�X�F�W�X�U���� �G�U�D�P�D�W�L�F���� �G�L�I�H�U�L�W������ �S�U�L�P�D�� �S�D�U�W�H���� �I�L�L�Q�G�� �P�D�L��
�D�J�L�W�D�W�������S�U�R�Y�R�F�D�W�R�D�U�H�����v�Q�W�U-�R���W�R�Q�D�O�L�W�D�W�H���P�L�Q�R�U�������L�D�U���S�D�U�W�H�D���D��
�G�R�X�D�� �I�L�L�Q�G�� �P�D�L�� �O�L�U�L�F���� �ú�L�� �L�Q�W�U�R�V�S�H�F�W�L�Y������ �v�Q�W�U-o tonalitate 
�0�D�M�R�U���� 
 Sonata op.78 face parte din perioada de maturitate 
�D�� �V�R�Q�D�W�H�O�R�U�� �O�X�L�� �%�H�H�W�K�R�Y�H�Q���� �6�R�Q�D�W�H�O�H�� �R�S�������� �ú�L�� �R�S�������D�� �V�X�Q�W��
�P�D�L�� �H�W�H�U�R�J�H�Q�H�� �v�Q�� �F�D�U�D�F�W�H�U���� �ú�L�� �S�U�H�J���W�H�V�F�� �D�S�D�U�L� �L�D�� �X�O�W�L�P�H�L��
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�S�H�U�L�R�D�G�H���� �S�U�L�Q�� �F�R�Q�F�H�Q�W�U�D�U�H�D�� �W�H�P�D�W�L�F���� �D�� �G�H�V�I���ú�X�U���U�L�L��
muzicale. 
 

Sonata op.79�� �H�V�W�H�� �P�D�L�� �V�F�X�U�W����decât majoritatea 
�V�R�Q�D�W�H�O�R�U�����ú�L���Q�X���F�X���P�X�O�W���P�D�L���P�D�U�H���G�H�F�k�W���F�H�O�H���G�R�X�����V�R�Q�D�W�H��
�R�S�����������&�X���W�R�D�W�H���D�F�H�V�W�H�D�����V�L�P�S�O�L�W�D�W�H�D���V�R�Q�D�W�H�L�� �Q�X�� �L�P�S�O�L�F�����ú�L��
�L�Q�I�H�U�L�R�U�L�W�D�W�H�D�� �H�L���� �D�F�H�D�V�W���� �V�R�Q�D�W���� �I�L�L�Q�G�� �I�R�D�U�W�H�� �E�L�Q�H��
�F�R�Q�V�W�U�X�L�W�������F�X���H�O�H�P�H�Q�W�H���R�U�L�J�L�Q�D�O�H�� 

Prima parte este Presto alla tedesca. Termenul 
tedesca���I�D�F�H���D�O�X�]�L�H���O�D���X�Q���G�D�Q�V���S�R�S�X�O�D�U���J�H�U�P�D�Q�����v�Q���S�X�O�V�D� �L�H��
�U�D�S�L�G�����G�H���W�U�H�L�����F�H���H�U�D���F�X�Q�R�V�F�X�W���v�Q���S�U�L�P�D���G�H�F�D�G�����D���V�H�F�R�O�X�O�X�L��
al XIX-lea. 

 
Ideea sonatei op.81a, Das Lebewohl – 

Abwesenheit - Das Wiedersehen���� �D�� �I�R�V�W�� �J�H�Q�H�U�D�W���� �G�H��
invazia armatei franceze în aprilie 1809.  

Editorul Breitkopf&Härtel a sugerat ca denumirea 
�S���U� �L�O�R�U�� �V�R�Q�D�W�H�L�� �V���� �I�L�H�� �ú�L�� �v�Q�� �I�U�D�Q�F�H�]������ �S�H�Q�W�U�X�� �D�� �V�S�R�U�L��
�Y�k�Q�]���U�L�O�H�����G�D�U���F�R�P�S�R�]�L�W�R�U�X�O�� �V-a opus. De asemenea, nu a 
�I�R�V�W�� �G�H�� �D�F�R�U�G�� �F�X�� �W�U�D�G�X�F�H�U�H�D�� �v�Q�� �I�U�D�Q�F�H�]������ �R�E�L�H�F�W�k�Q�G�� �F����
Lebe wohl�� �V�H�� �D�G�U�H�V�H�D�]���� �Xnei singure persoane, pe când 
Les Adieux are o conota� �L�H���Q�H�X�W�U���� 
 �1�X�P���U�X�O�� �G�H�� �R�S�X�V�� �D�O�� �D�F�H�V�W�H�L�� �V�R�Q�D�W�H�� �D�� �I�R�V�W�� �D�O�H�V�� �G�H��
�H�G�L�W�R�U�X�O�� �%�U�H�L�W�N�R�S�I�	�+�l�U�W�H�O���� �v�Q�V���� �D�F�H�V�W�� �Q�X�P���U�� �G�H�� �R�S�X�V��
fusese recent folosit de editura Simrock pentru un sextet, 
op.81b în Mi bemol (1795). În prezent s-a convenit ca 
�V�R�Q�D�W�D���V�����D�L�E�����R�S�X�V-�X�O�������D���ú�L���V�H�[�W�H�W�X�O�������E�� 
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Concluzii 
 

�Ì�Q�F�D�G�U�D�W�H�� �G�H�� �V�R�Q�D�W�H�O�H�� �D�P�S�O�H�� �F�X�� �S�X�W�H�U�Q�L�F�� �F�R�Q� �L�Q�X�W��
�G�U�D�P�D�W�L�F�����V�R�Q�D�W�H�O�H���R�S�������� �v�Q�� �)�D���0�D�M�R�U�� �ú�L���R�S�������� �v�Q�� �)�D���G�L�H�]��
�0�D�M�R�U���� �V�W�U�X�F�W�X�U�D�W�H�� �v�Q�� �G�R�X���� �S���U� �L���� �S�U�H�F�X�P�� �ú�L�� �V�R�Q�D�W�D�� �R�S��������
în Sol Ma�M�R�U�����I�R�U�P�X�O�D�W�����G�L�Q���W�U�H�L���S���U� �L���G�H���P�L�F�L���G�L�P�H�Q�V�L�X�Q�L����
�R�I�H�U���� �X�Q�� �F�R�Q�W�U�D�V�W�� �H�Y�L�G�H�Q�W�� �v�Q�� �F�L�F�O�X�O�� �V�R�Q�D�W�H�O�R�U��
beethoveniene. În cadrul acestor sonate putem observa 
anumite motive ce vor fi folosite mai târziu. Incipitul 
sonatei op.54, partea I, este o inversare a începutului 
�V�R�Q�D�W�H�L�� �F�H�� �R�� �X�U�P�H�D�]������ �V�R�Q�D�W�D�� �R�S����������Appassionata, iar 
�v�Q�F�H�S�X�W�X�O���S���U� �L�L���D���,�,�,-a a sonatei op.79 în Sol Major, este 
�D�V�H�P���Q���W�R�U�� �S�U�R�I�L�O�X�O�X�L�� �P�H�O�R�G�L�F�� �D�O�� �S�U�L�P�H�L�� �S���U� i a sonatei 
op.109 în Mi Major. 

Alte caracteristici ale celei de a treia perioade de 
�F�U�H�D� �L�H�� �L�Q�F�O�X�G�� �H�[�S�R�]�L� �L�L�� �V�F�X�U�W�H���� �G�H�]�Y�R�O�W���U�L�� �ú�L�� �F�R�G�H�� �O�X�Q�J�L����
�0�L�ú�F���U�L�O�H�� �O�H�Q�W�H�� �G�H�Y�L�Q�� �P�X�O�W�� �P�D�L�� �V�F�X�U�W�H���� �X�Q�H�R�U�L�� �H�O�H�� �I�L�L�Q�G��
omise total.  

�3���U� �L�O�H���I�L�Q�D�O�H���D�X���W�H�Q�G�L�Q� �D���G�H���D���I�L���P�D�L���L�P�S�R�U�W�D�Q�W�H���v�Q��
�F�R�Q�V�W�U�X�F� �L�D�� �J�H�Q�X�O�X�L�� �V�R�Q�D�W�H�L�� �G�H�F�k�W�� �v�Q�D�L�Q�W�H�� �ú�L���� �v�Q�� �D�Q�X�P�L�W�H��
cazuri, devin principale�O�H���S���U� �L���� 
 

Capitolul V  
�3�H�U�L�R�D�G�D���W�U�D�Q�V�F�H�G�H�Q�W�D�O�� 

 
Discursul muzical al sonatei op.90�� �D�U�H�� �O�D�� �E�D�]����

�L�Q�W�H�U�Y�D�O�X�O�� �G�H�� �W�H�U� ������ �Ì�Q�� �S�U�L�P�D�� �S�D�U�W�H�� �V�H�� �I�R�O�R�V�H�ú�W�H�� �L�Q�W�H�U�Y�D�O�X�O��
�G�H�V�F�H�Q�G�H�Q�W�� �G�H�� �W�H�U� ���� �P�L�F������ �V�R�O-mi, iar în partea a doua, 
�F�R�Q�W�U�D�V�W�D�Q�W�����W�H�U� �D���P�D�U�H���D�V�F�H�Q�G�H�Q�W�������P�L-sol diez. Conceptul 
�G�H���D���I�R�O�R�V�L�W���X�Q�� �L�Q�W�H�U�Y�D�O���S�H�Q�W�U�X���D���P�R�W�L�Y�D���R���v�Q�W�U�H�D�J�����V�R�Q�D�W����
�Q�X�� �H�V�W�H�� �Q�R�X���� �I�L�L�Q�G�� �I�R�O�R�V�L�W�� �ú�L�� �v�Q�� �V�R�Q�D�W�D�� �R�S������ �Q�U�������� �v�Q�V����
�P�D�Q�L�H�U�D���F�R�Q�F�H�Q�W�U�D�W���� �v�Q���F�D�U�H���V�H�� �I�R�O�R�V�H�ú�W�H���D�F�H�V�W���P�R�W�L�Y���H�V�W�H��
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�I���U�����S�U�H�F�H�G�H�Q�W���v�Q���V�R�Q�D�W�D���R�S�����������'�H���P�H�Q� �L�R�Q�D�W���F�����úi sonata 
op.106, ar�H���O�D���E�D�]�����D�F�H�O�D�ú�L���L�Q�W�H�U�Y�D�O���� 

�)�R�U�P�D�� �V�R�Q�D�W�H�L�� �v�Q�� �G�R�X���� �S���U� �L���� �0�D�M�R�U-minor, 
�D�Q�W�L�F�L�S�H�D�]���� �V�R�Q�D�W�D�� �R�S������������ �F�H�� �U�H�V�S�H�F�W���� �D�F�H�H�D�ú�L�� �V�F�K�H�P����
�G�U�D�P�D�W�L�F���� 

�)�R�O�R�V�L�U�H�D���H�[�F�O�X�V�L�Y�����D���W�H�U�P�H�Q�L�O�R�U���v�Q���O�L�P�E�D���J�H�U�P�D�Q����
�S�H�Q�W�U�X�� �L�Q�G�L�F�D� �L�L�O�H�� �G�H�� �v�Q�F�H�S�X�W�� �D�O�H�� �V�R�Q�D�W�H�L�� �H�V�W�H��
�V�H�P�Q�L�I�L�F�D�W�L�Y������ �%�H�H�W�K�R�Y�H�Q�� �D�� �F�R�Q�V�L�G�H�U�D�W�� �F���� �L�Q�G�L�F�D� �L�L�O�H�� �v�Q��
�O�L�P�E�D�� �L�W�D�O�L�D�Q���� �Q�X�� �P�D�L�� �V�X�Q�W���G�H�� �D�M�X�Q�V���� �Q�X�� �P�D�L�� �V�X�Q�W���S�U�H�F�L�V�H��
�S�H�Q�W�U�X�� �F�D�U�D�F�W�H�U�X�O�� �O�X�F�U���U�L�L���� �'�H�� �I�D�S�W���� �L�Q�G�L�F�D� �L�L�O�H�� �G�H�� �O�D��
�v�Q�F�H�S�X�W�X�O�� �V�R�Q�D�W�H�L�� �v�Q�� �O�L�P�E�D�� �J�H�U�P�D�Q���� �V�X�Q�W�� �F�H�O�H�� �P�D�L�� �O�X�Q�J�L��
�L�Q�G�L�F�D� �L�L�� �I�R�O�R�V�L�W�H�� �Y�U�H-�R�G�D�W���� �v�Q�� �V�R�Q�D�W�H�O�H�� �S�H�Q�W�U�X�� �S�L�D�Q�� ����Mit 
Lebhaftigkeit und durchaus mit Empfindung und 
Ausdruck12�� �ú�L��Nicht zu geschwind und sehr singbar 
vorzutragen13 . 

 
Pentru subtitlul primei pagini a sonatei op.101, 

�%�H�H�W�K�R�Y�H�Q�� �D�� �Y�U�X�W�� �V���� �I�L�H�� �V�W�L�S�X�O�D�W��The Difficult-to-play 
Sonata in A�����D�G�D�S�W�k�Q�G���R���F�U�L�W�L�F�����U�H�F�H�Q�W�����D���6�L�P�I�R�Q�L�H�L���D���9�,�,-
�D���� �F�H�� �D�� �I�R�V�W�� �L�Q�W�L�W�X�O�D�W����Beethoven`s difficult-to-play 
symphony in A major14���� �Ì�Q�� �I�L�Q�D�O���� �D�F�H�D�V�W���� �V�X�J�H�V�W�L�H�� �D��
�F�R�P�S�R�]�L�W�R�U�X�O�X�L���Q�X���D���I�R�V�W���D�G�R�S�W�D�W���� 

�'�D�W�R�U�L�W�����D�Q�X�P�L�W�R�U���D�P�E�L�J�X�L�W��� �L���D�U�P�R�Q�L�F�H�����F�k�W���ú�L���G�L�Q��
�F�D�X�]�D�� �D�O�W�R�U�� �D�V�S�H�F�W�H���� �V�R�Q�D�W�D�� �R�S���������� �V�H�� �D�V�H�D�P���Q���� �F�X��
sonatele op.27, quasi una fantaisia.  

                                                
12���&�X���Y�L�J�R�D�U�H���ú�L���S�H���v�Q�W�U�H�J���S�D�U�F�X�U�V�X�O���F�X���V�H�Q�W�L�P�H�Q�W���ú�L���H�[�S�U�H�V�L�H�����7�U�D�G����
Autor. 
13���1�X���S�U�H�D���U�H�S�H�G�H���ú�L���F�k�Q�W�D�W���v�Q�W�U-�R���P�D�Q�L�H�U�����Y�R�F�D�O�������7�U�D�G�����$�X�W�R�U�� 
14 Francis , Tovey, Beethoven 35 Piano Sonatas, vol. III, 
Commentaries, The Associated Board of the Royal Schools of 
Music, Anglia, 2007, ISBN 978-1-86096-247-9. 
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Prima parte din toate cele trei sonate sunt într-un 
tempo�� �P�D�L�� �D�ú�H�]�D�W�� �G�H�F�k�W��Allegro. Ultimul acord este 
�U�H�L�Q�W�H�U�S�U�H�W�D�W�� �v�Q�� �v�Q�F�H�S�X�W�X�O�� �S���U� �L�L�� �F�H�� �X�U�P�H�D�]������ �v�Q�� �J�H�Q�H�U�D�O��
�I���U�����S�D�X�]�������W�R�D�W�H���D�F�H�V�W�H�D���F�R�Q�V�W�L�W�X�L�Q�G���H�O�H�P�H�Q�W�H���G�H���I�D�Qtezie. 
În sonata op.101, frazele de început din prima parte sunt 
�F�L�W�D�W�H�� �v�Q�� �X�O�W�L�P�D�� �S�D�U�W�H���� �$�F�H�V�W�� �O�X�F�U�X�� �V�H�� �P�D�L�� �v�Q�W�k�P�S�O���� �ú�L�� �v�Q��
sonata op.27 nr.1, când Adagio-ul revine la finalul 
�X�O�W�L�P�H�L���S���U� �L�����S�H�Q�W�U�X���D���F�R�Q�G�X�F�H���F���W�U�H���&�R�G���� 

Beethoven i-�D�� �F�H�U�X�W�� �H�G�L�W�R�U�X�O�X�L�� �V���X�� �6�W�H�L�Q�H�U���� �V����
�P�R�G�L�I�L�F�H�� �S�U�L�P�D�� �S�D�J�L�Q������ �ú�L�� �v�Q�� �O�R�F�� �G�H�� �S�L�D�Q�R�I�R�U�W�H�� �V���� �I�L�H��
�W�L�S���U�L�W�� �+�D�P�P�H�U�N�O�D�Y�L�H�U���� �'�R�D�U�� �V�R�Q�D�W�D�� �R�S���������� �ú�L�� �V�R�Q�D�W�D��
op.106 au fost publicate ca „für das Hammerklavire”, 
�F�K�L�D�U�� �G�D�F���� �D�F�H�D�V�W���� �G�H�V�H�P�Q�D�U�H�� �D�S�D�U�H�� �ú�L�� �S�H�� �P�D�Q�X�V�F�U�L�V�X�O��
�V�R�Q�D�W�H�L�� �R�S���������� �ú�L�� �S�H�� �R�� �F�R�S�L�H�� �D�� �V�R�Qatei op.110. În final, 
denumirea de Hammerklavier���H�V�W�H���D�V�R�F�L�D�W�����H�[�F�O�X�V�L�Y���G�R�D�U��
cu sonata op.106. 

Începând cu sonata op.101, Beethoven a introdus 
�úi fugi de diferite dimensiuni. Întreaga Dezvoltare a 
�X�O�W�L�P�H�L�� �S���U� �L�� �H�V�W�H�� �R�� �)�X�J������ �8�O�W�L�P�D�� �S�D�U�W�H�� �D�� �V�R�Q�D�W�H�L�� �R�S����������
e�V�W�H�� �R�� �)�X�J���� �H�S�L�F������ �$�� �F�L�Q�F�H�D�� �Y�D�U�L�D� �L�X�Q�H�� �D�� �X�O�W�L�P�H�L�� �S���U� �L�� �D��
�V�R�Q�D�W�H�L�� �R�S���������� �H�V�W�H�� �R�� �)�X�J������ �ú�L�� �X�O�W�L�P�D�� �S�D�U�W�H�� �D�� �V�R�Q�D�W�H�L��
�R�S���������� �v�Q�J�O�R�E�H�D�]���� �R�� �)�X�J���� �F�H�� �D�G�X�F�H�� �W�H�P�D�� �H�[�S�O�L�F�L�W��
�L�Q�Y�H�U�V�D�W���� 

 
Partitura sonatei op.106, Hammerklavier, este de 

�W�U�H�L�� �R�U�L�� �P�D�L�� �O�X�Q�J���� �G�H�F�k�W�� �R�U�L�F�D�U�H�� �G�L�Q�W�U�H�� �F�H�O�H�� �G�R�X���� �V�R�Q�D�W�H��
�S�U�H�F�H�G�H�Q�W�H���� �&�R�Q� �L�Q�H�� �F�H�D�� �P�D�L�� �O�X�Q�J���� �S�D�U�W�H�� �O�H�Q�W������ �L�D�U��
�F�R�P�S�O�H�[�L�W�D�W�H�D�� �X�O�W�L�P�H�L�� �S���U� �L���� �)�X�J�D���� �G�H�S���úe�ú�W�H�� �R�U�L�F�H�� �D�O�W����
�L�Q�W�H�Q� �L�H���G�H-�D���F�R�P�S�R�]�L�W�R�U�X�O�X�L���G�H���D���V�F�U�L�H���R���I�X�J���� 

�%�H�H�W�K�R�Y�H�Q�� �D�� �U�H�F�X�Q�R�V�F�X�W�� �F���� �V�R�Q�D�W�D�� �H�U�D�� �S�U�H�D�� �J�U�H�D��
�S�H�Q�W�U�X�� �S�X�E�O�L�F�X�O�� �O�R�Q�G�R�Q�H�]���� �ú�L�� �D�� �S�U�Rpus câteva alternative, 
cum ar fi plasarea Adagio-ului înaintea Schezo-ului, 
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�R�P�L� �k�Q�G�� �I�L�Q�D�O�X�O���� �R�U�L�� �S�X�E�O�L�F�D�U�H�D�� �S�U�L�P�H�O�H�� �G�R�X���� �S���U� �L�� �F�D�� �R��
�V�R�Q�D�W���� �v�Q�W�U�H�D�J������ �Ì�Q�� �I�L�Q�D�O���� �H�G�L�W�R�U�X�O�� �D�� �K�R�W���U�k�W�� �V���� �S�X�E�O�L�F�H��
�S�U�L�P�H�O�H�� �W�U�H�L�� �S���U� �L�� �V�H�S�D�U�D�W�� �G�H���/�D�U�J�R�� �ú�L�� �)�X�J��, denumind 
prima parte Grande Sonata, iar partea a doua denumind-o 
Introduction & Fugue. 

�6�R�Q�D�W�D�� �D�U�H�� �S�D�W�U�X�� �S���U� �L���� �F�X�� �W�R�D�W�H�� �F���� �%�H�H�W�K�R�Y�H�Q�� �v�L��
spunea lui Ries într-�R���V�F�U�L�V�R�D�U�H���G�D�W�D�W�����������D�S�U�L�O�L�H���������������F����
Largo-ul era partea a patra, iar Allegro risoluto era a 
�F�L�Q�F�H�D���� �Ì�Q�� �Q�L�F�L�� �R�� �D�O�W���� �V�R�Q�D�W���� �Q�X�� �H�[�L�V�W���� �D�ú�D�� �G�H�� �P�X�O�W�H��
�L�Q�G�L�F�D� �L�L���G�H��una corda���ú�L��tre corde���F�D���v�Q���D�F�H�D�V�W�����V�R�Q�D�W���� 

 
Prima parte a sonatei op.109���D���I�R�V�W���F�R�P�S�X�V�����F�D���R��

�O�X�F�U�D�U�H�� �L�Q�G�H�S�H�Q�G�H�Q�W������ �O�D�� �F�D�U�H�� �%�H�H�W�K�R�Y�H�Q�� �D�� �v�Q�F�H�S�X�W�� �V����
lucreze în luna martie 1820. Spre deosebire de alte 
sonate, Beethov�H�Q�� �L�Q�G�L�F���� �S�H�Q�W�U�X�� �7�H�P�D�� �D�� �,�,-a, un tempo 
mai rar, Adagio���� �F�X�� �L�Q�G�L�F�D� �L�D��espressivo. Caracterul este 
�F�R�P�S�O�H�W�� �G�L�I�H�U�L�W�� �I�D� ���� �G�H�� �S�U�L�P�D�� �W�H�P������ �D�U�P�R�Q�L�L�O�H�� �V�X�Q�W�� �S�O�L�Q�H��
�G�H�� �W�H�Q�V�L�X�Q�H���� �P�D�U�L�� �V�F�K�L�P�E���U�L�� �G�L�Q�D�P�L�F�H�� �ú�L�� �P���V�X�U�D�� �H�V�W�H�� �G�H��
�W�U�H�L���S���W�U�L�P�L�����v�Q���O�R�F���G�H���G�R�X�����S���W�U�L�P�L�� 

�$�F�H�D�V�W���� �V�R�Q�D�W���� �G�H�V�F�K�L�G�H�� �G�U�X�P�X�O�� �O�L�E�H�U�W��� �L�O�R�U��
romantice prin includerea recitativului în forma de 
�V�R�Q�D�W������ �v�Q�� �W�H�P�D�� �D�� �,�,-�D�� �D�� �S���U� �L�L�� �,���� �S�U�L�Q�� �D�S�U�R�S�L�H�U�H�D�� �I�R�U�P�H�L��
�V�R�Q�D�W���� �G�H�� �V�W�U�X�F�W�X�U�D�� �X�Q�H�L�� �P�L�Q�L�D�W�X�U�L�� �U�R�P�D�Q�W�L�F�H���� �S�U�L�Q��
îmbinarea stilului polifonic cu cel armonic. Întreaga 
sonata���V�H���H�[�W�L�Q�G�H���F���W�U�H���S�D�U�W�H�D���D���,�,�,-�D�����F�D�U�H���H�V�W�H���G�H���D�O�W�I�H�O���ú�L��
�F�H�D���P�D�L���D�P�S�O���� 

 
Debutul sonatei op.110���H�V�W�H���F�D�O�P���ú�L���H�[�S�D�Q�V�L�Y�����D�ú�D��

�F�X�P�� �L�Q�G�L�F���� �Q�R�W�D� iile con amabilità�� �G�L�Q�� �P���V�X�U�D�� ������
�Ì�Q�F�H�S�X�W�X�O�� �H�V�W�H�� �I�R�F�D�O�L�]�D�W�� �ú�L�� �F�R�Q�F�H�Q�W�U�D�W���� �G�H�R�D�U�H�F�H�� �S�U�L�P�H�O�H��
�S�D�W�U�X�� �P���V�X�U�L�� �V�X�Q�W�� �E�D�]�D�� �P�D�W�Hrialului muzical al întregii 
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�S���U� �L���� �&�D�� �V���� �F�k�Q� �L�� �V�R�Q�D�W�D�� �R�S���������� �W�U�H�E�X�L�H�� �V���� �I�L�� �L�P�S�O�L�F�D�W��
emo� ional. 

�/�D���I�H�O���F�D���v�Q���V�R�Q�D�W�D���S�U�H�F�H�G�H�Q�W�������S�U�L�P�H�O�H���G�R�X�����S���U� �L��
�D�O�H�� �V�R�Q�D�W�H�L�� �R�S���������� �Q�X�� �V�X�Q�W�� �G�H�V�S���U� �L�W�H�� �G�H�� �R�� �E�D�U���� �G�X�E�O����
�G�H�I�L�Q�L�W�L�Y�������Ì�Q���V�R�Q�D�W�D���R�S�������������S�H�G�D�O�D���V�X�V� �L�Q�H���X�O�W�L�P�X�O�� �D�Ford 
�D�O���S���U� �L�L���,-�D���S�k�Q�����O�D���S�U�L�P�X�O���D�F�R�U�G���D�O���S���U� �L�L���D���,�,-a. La sonata 
�R�S������������ �F�X�� �W�R�D�W�H�� �F���� �S�U�L�P�D�� �S�D�U�W�H�� �V�H�� �v�Q�F�K�H�L�H�� �F�X�� �R�� �S�D�X�]������
�D�F�R�U�G�X�O�� �S���U� �L�L�� �D�� �,�,-a este dispus pe timpul accentuat al 
�P���V�X�U�L�L���F�H���X�U�P�H�D�]������Allegro molto are un discurs muzical 
�Q�H�O�L�Q�L�ú�W�L�W�����v�Q���F�R�Q�W�U�D�V�W���F�X���F�D�Q�W�D�E�L�O�L�W�D�W�H�D���S���U� ii I.  

Prima edi� ie a sonatei op.111�� �D�� �I�R�V�W�� �F�R�U�H�F�W�D�W���� �G�H��
�%�H�H�W�K�R�Y�H�Q���v�Q���O�X�Q�D���L�D�Q�X�D�U�L�H�������������I�L�L�Q�G���v�Q���I�L�Q�D�O���S�X�E�O�L�F�D�W�����O�D��
�V�I�k�U�ú�L�W�X�O�� �O�X�Q�L�L�� �D�S�U�L�O�L�H���� �'�X�S���� �F�H�� �D�� �Y���]�X�W�� �V�R�Q�D�W�D�� �S�X�E�O�L�F�D�W������
�%�H�H�W�K�R�Y�H�Q�� �D�� �S�U�H�J���W�L�W�� �R�� �O�L�V�W���� �G�H�� �J�U�H�ú�H�O�L���� �F�H�� �D�� �I�R�V�W�� �W�U�L�P�L�V����
lui Schlesinger la Paris. Sonata a fost de asemenea 
�S�X�E�O�L�F�D�W�����G�H���H�G�L�W�X�U�D���9�L�H�Q�H�]�����6�D�X�H�U�	�/�H�L�G�H�V�G�R�U�I�����F�k�W���ú�L���G�H��
editura Cappi&Diabelli. 

�6�F�K�H�P�D�� �F�H�O�R�U�� �G�R�X���� �S���U� �L�� �F�R�Q�W�U�D�V�W�H�D�]���� �S�H�� �P�D�L��
multe planuri: do minor vs. Do Major, Sturm und Drang 
�Y�V���� �O�L�Q�L�ú�W�H�� �S�U�R�I�X�Q�G������ �D�U�P�R�Q�L�L�� �P�L�F�ú�R�U�D�W�H�� �Y�V���� �W�R�Q�L�F������
�G�R�P�L�Q�D�Q�W������ �ú�L�� �D�U�P�R�Q�L�L�� �P�L�Q�R�U�H���� �P���V�X�U�D�� �G�H�� �S�D�W�U�X�� �Y�V����
�P���V�X�U�D�� �G�H�� �W�U�H�L���� �$�F�H�D�V�W���� �V�R�Q�D�W���� �F�R�P�S�O�H�W�H�D�]���� �S�U�R�F�H�V�X�O��
experimental asupra formei, ini� iat cu sonata op.90. 
�%�H�H�W�K�R�Y�H�Q���D���v�Q�F�H�S�X�W���D�F�H�D�V�W�����S�H�U�L�R�D�G�����F�X���R���V�R�Q�D�W�����v�Q���G�R�X����
�S���U� �L���� �P�L�Q�R�U-Major, a continuat cu sonata op.101 quasi 
fantasia���F�H�� �v�Q�F�R�U�S�R�U�D���H�O�H�P�H�Q�W�H���G�H���)�X�J�������X�U�P�D�W�����G�H���H�S�L�F�D��
�V�R�Q�D�W����Hammerklavier�� �F�H�� �W�U�D�W�H�D�]���� �W�R�D�W�H�� �S���U� �L�O�H���� �L�Q�F�O�X�V�L�Y��
�)�X�J�D���� �O�D�� �X�Q�� �Q�L�Y�H�O�� �V�X�S�H�U�L�R�U���� �L�Q�H�G�L�W���� �ú�L�� �D�� �F�R�Q�F�O�X�]�L�R�Q�D�W�� �F�X��
�V�R�Q�D�W�H�O�H�� �R�S������������ �R�S���������� �ú�L�� �R�S������������ �F�D�� �R�� �F�R�P�Sletare a 
�F���X�W���U�L�O�R�U���H�[�S�U�H�V�L�Y�H���D���H�[�S�D�Q�V�L�X�Q�L�L���I�R�U�P�H�L���G�H���V�R�Q�D�W���� 
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Concluzii 
 

Cea de-�D�� �S�D�W�U�D�� �S�H�U�L�R�D�G���� �V�W�L�O�L�V�W�L�F���� �H�V�W�H�� �P�D�U�F�D�W���� �G�H��
�R�� �H�V�H�Q� �L�D�O�L�]�D�U�H�� �P�X�]�L�F�D�O���� �v�Q�� �F�R�P�E�L�Q�D� �L�H�� �F�X�� �R�� �J�D�P���� �P�D�L��
�O�D�U�J�����G�H���D�U�P�R�Q�L�H���ú�L���V�F�U�L�L�W�X�U���� 

Într-�R�� �V�F�U�L�V�R�D�U�H�� �G�L�Q�� �D�Q�X�O�� ������������ �%�H�H�W�K�R�Y�H�Q�� �V�X�V� ine 
�F���� �V-�D�U�� �G�L�V�S�H�Q�V�D�� �G�H�� �W�U�D�G�L� �L�R�Q�D�O�H�O�H�� �L�Q�G�L�F�D� �L�L�� �G�H��Tempo 
(Presto, Allegro, Andante,���H�W�F�������v�Q���I�D�Y�R�D�U�H�D���X�Q�R�U���L�Q�G�L�F�D� �L�L��
�F�D�U�H���V�����G�H�V�F�U�L�H���F�D�U�D�F�W�H�U�X�O���O�X�F�U���U�L�L�����2���L�Q�G�L�F�D� �L�H���W�U�D�G�L� �L�R�Q�D�O����
de Tempo�����S�R�D�W�H���I�L���� �v�Q���R�S�L�Q�L�D�� �O�X�L�� �%�H�H�W�K�R�Y�H�Q���� �O�H�J�D�W�����V�W�U�L�F�W��
de corpul omenesc�����v�Q���W�L�P�S���F�H���R���L�Q�G�L�F�D� �L�H���G�H���F�D�U�D�F�W�H�U���H�V�W�H��
�D�V�H�P���Q���W�R�U���V�S�L�U�L�W�X�O�X�L�� 
 

Capitolul V  
Analize comparate 

 
 �Ì�Q�� �D�F�H�V�W�� �F�D�S�L�W�R�O���� �D�P�� �F�R�P�S�D�U�D�W�� �L�Q�W�H�U�S�U�H�W���U�L��
consacrate ale sonatelor op.13, op.31 nr.2 �úi op.54. Din 
�P�X�O�W�L�W�X�G�L�Q�H�D�� �G�H�� �v�Q�U�H�J�L�V�W�U���U�L���� �D�P�� �D�O�H�V�� �F�k�W�H�� �G�R�X����
�L�Q�W�H�U�S�U�H�W��ri opozabile, din punctul de vedere al �úcolii 
muzicale, al viziunii interpretative. Astfel, sonata op.13 a 
�I�R�V�W���D�Q�D�O�L�]�D�W�����F�R�P�S�D�U�D�W���S�U�L�Q���S�U�L�V�P�D�� �Y�L�]�L�X�Q�L�O�R�U���D���G�R�L�� �P�D�U�L��
interpre� i, respectiv Vladimir Ashkenazy, reprezentantul 
�úcolii interpretative ruse, �úi Daniel Barenboim, 
exponentul �úcolii interpretative germane, discipol al lui 
Edwin Fischer. 
 �6�R�Q�D�W�D�� �R�S�������� �Q�U������ �D�� �I�R�V�W�� �D�Q�D�O�L�]�D�W���� �F�R�P�S�D�U�D�W�� �S�U�L�Q��
�S�U�L�V�P�D�� �L�Q�W�H�U�S�U�H�W���U�L�O�R�U�� �O�X�L�� �:�L�O�K�H�O�P�� �%�D�F�N�K�D�X�V����
reprezentantul �úcolii interpretative germane, �úi Emil 
Gilels, renumit interpret al �úcolii interpretative ruse. 
 �8�O�W�L�P�D���V�R�Q�D�W�����G�L�Q���D�F�H�V�W���F�D�S�L�W�R�O�����V�R�Q�D�W�D���R�S�����������H�V�W�H��
�D�Q�D�O�L�]�D�W���� �F�R�P�S�D�U�D�W�� �S�U�L�Q�� �S�U�L�V�P�D�� �L�Q�W�H�U�S�U�H�W���U�L�O�R�U�� �O�X�L�� �$�U�W�K�X�U��
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Schnabel, exponent al �úcolii interpretative austriece, fiind 
primul interpret ce a înregistrat integrala sonatelor 
beethoveniene, �úi Richard Goode, pianist de origine 
�D�P�H�U�L�F�D�Q���� 
 

Capitolul VI  
Edi� ii, îngrijitori �úi interpre � i 

 
Din pleiada de edi� ii a sonatelor pentru pian de 

�%�H�H�W�K�R�Y�H�Q�����F�H���V�X�Q�W���G�L�V�S�R�Q�L�E�L�O�H���v�Q���D�F�H�V�W���P�R�P�H�Q�W�����H�G�L� �L�D���*����
�+�H�Q�O�H���� �v�Q�J�U�L�M�L�W���� �G�H�� �%���� �$���� �:�D�Olner, respectiv München 
�8�U�W�H�[�W���� �H�V�W�H�� �S�U�L�Y�L�W���� �G�H�� �L�Q�W�H�U�S�U�H� i �úi critici drept cea mai 
aproape de utopica edi� ie Urtext. 
 �3�U�L�Q�� �V�W�X�G�L�H�U�H�D�� �D�P���Q�X�Q� �L�W���� �D�� �Q�X�P�H�U�R�D�V�H�O�R�U�� �H�G�L� ii, 
�Q�H�� �S�X�W�H�P�� �G�D�� �V�H�D�P�D�� �ú�L�� �G�H�V�S�U�H�� �F�R�Q�F�H�S� �L�D�� �H�S�R�F�L�L�� �D�V�X�S�U�D��
actului interpretativ al sonatelor beethoveniene, cum ar fi 
�H�G�L� �L�D�� �v�Q�J�U�L�M�L�W���� �G�H�� �+�D�Q�V�� �Y�R�Q�� �%�•�O�R�Z�� �ú�L�� �6�L�J�P�X�Q�G�� �/�H�E�H�U�W����
Edi� iile îngrijite de Arthur Schnabel sau de Alfredo 
�&�D�V�H�O�O�D�����V�X�Q�W���S�U�L�Y�L�W�H���G�H���S�L�D�Q�L�ú�W�L���F�X���U�H�W�L�F�H�Q� �������v�Q���P�D�U�H���S�D�U�W�H��
�G�D�W�R�U�L�W���� �P�L�F�L�O�R�U�� �P�R�G�L�I�L�F���U�L�� �D�O�H�� �W�H�[�W�X�O�X�L���� �V�D�X�� �L�Q�G�L�F�D� �L�L�O�R�U��
dina�P�L�F�H�� �ú�L�� �D�J�R�J�L�F�H���� �&�X�� �W�R�D�W�H�� �D�F�H�V�W�H�D���� �v�Q�� �X�U�P�D�� �V�W�X�G�L�H�U�L�L��
�D�F�H�V�W�R�U�� �H�G�L� �L�L���� �V�H�� �S�R�W�� �U�H� �L�Q�H�� �L�Q�G�L�F�D� �L�L�� �L�Q�W�H�U�S�U�H�W�D�W�L�Y�H��
valoroase.  

�7�R�D�W�H���D�F�H�V�W�H���H�G�L� �L�L���F�R�Q� �L�Q���L�Q�I�R�U�P�D� �L�L���L�Q�H�G�L�W�H�����F�H���Y�L�Q��
în ajutorul interpretului, facilitând mesajului muzical. 
Acestea sunt de cele mai multe ori comentate de 
îngrijitori, în notele de subsol. 

�7�U�D�G�L� �L�D�� �L�Q�W�H�U�S�U�H�W���U�L�L�� �V�R�Q�D�W�H�O�R�U�� �E�H�H�W�K�R�Y�H�Q�L�H�Q�H�� �L�� �V�H��
�G�D�W�R�U�H�D�]�����v�Q���P�D�U�H���S�D�U�W�H���O�X�L���)�U�D�Q�]���/�L�V�]�W�����'�H���I�D�S�W�����/�L�V�]�W���O-a 
�U�H�G�H�V�F�R�S�H�U�L�W���ú�L���U�H�L�Q�Y�H�Q�W�D�W���S�H���%�H�H�W�K�R�Y�H�Q�����0�D�U�H�D���P�D�M�R�U�L�W�D�W�H��
�D�� �S�L�D�Q�L�ú�W�L�O�R�U�� �G�H�� �U�H�Q�X�P�H�� �P�R�Q�G�L�D�O�� �X�U�P�H�D�]���� �P�R�G�H�O�X�O�� �O�X�L��
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Liszt în interpretarea sonatelor beethoveniene, fiind 
discipoli ai acestuia, exemplul 2. 

 
Ex.215: 

 
 

 �/�D�� �I�L�Q�D�O�X�O�� �D�F�H�V�W�H�L�� �O�X�F�U���U�L���útiin� ifice, am inclus 
�G�R�X���� �$�Q�H�[�H���� �$�F�H�V�W�H�D�� �F�R�Q� in Tabelul sinoptic al tempo-
urilor, culese din cele mai importante edi� ii, cât �úi Tabelul 
sinoptic al ornamentelor, ce cuprinde toate ornamentele 
explicate �úi exemplificate din edi� iile reprezentative. 
 Se poate observa, prin studierea indica� iilor de 
tempo���� �Y�L�]�L�X�Q�H�D�� �V�R�Q�D�W�H�O�R�U�� �v�Q�� �S�U�D�F�W�L�F�D�� �L�Q�W�H�U�S�U�H�W�D�W�L�Y���� �D��
vremii���� �'�H�� �O�D�� �V�R�Q�D�W�H�O�H�� �R�S�������� �S�k�Q���� �O�D�� �V�R�Q�D�W�D�� �R�S������������

                                                
15 Alain Paris, Dictionnaire des interprétes et de l ìnterprétation 
musicale au XX-e siécle, Editura Robert Laffont S.A., Paris, 1995, 
p.11. 
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execu� �L�D�� �R�U�Q�D�P�H�Q�W�H�O�R�U�� �Y�D�� �I�L�� �G�L�I�H�U�L�W������ �L�D�U�� �L�Q�W�U�R�G�X�F�H�U�H�D��
�W�U�L�O�X�O�X�L���G�X�E�O�X���Y�D���D�P�S�O�L�I�L�F�D���G�L�I�L�F�X�O�W��� ile tehnice. 

�6�W�U�X�F�W�X�U�D�� �I�R�U�P�D�O���� �D�� �V�R�Q�D�W�H�L�� �E�H�H�W�K�R�Y�H�Q�L�H�Q�H��
�H�Y�R�O�X�H�D�]������ �G�H�� �O�D�� �V�R�Q�D�W�H�O�H�� �R�S�������� �H�[�S�O�R�U�k�Q�G�� �I�R�U�P�H�O�H��quasi 
fantasia���� �S�k�Q���� �O�D�� �G�L�P�H�Q�V�L�X�Q�L�� �P�R�Q�X�P�H�Q�W�D�O�H���� �v�Q�� �V�R�Q�D�W�H��
precum Waldstein, Appasionata �úi Hammerklavier. 
 

Considera� ii finale 
 

 În teza de fa� ���� �P�L-am propus stabilirea unor 
aspecte diferen� iate privind sonatele pentru pian de 
Ludwig van Beethoven. Acestea au fost cercetate atât în 
contextul stilistic beethovenian, cât �úi în cel clasic în 
general. 
 Reperele stilistice �ú�L�� �L�Q�W�H�U�S�U�H�W�D�W�L�Y�H�� �D�X�� �O�D�� �E�D�]����
argumentarea fenomenului beethovenian privind sonata 
�S�H�Q�W�U�X�� �S�L�D�Q�� �F�D�� �I�R�U�P�����ú�L�� �J�H�Q�� �P�X�]�L�F�D�O���� �$�P�� �v�Q�F�H�U�F�D�W�� �V����
�v�P�E�R�J��� im materialul informa� ional pentru a oferi 
mijloacele de exprimare tehnico-interpretative necesare 
�U�H�G���U�L�L�� �D�U�W�L�V�W�L�F�H�� �D�O�H�� �D�F�H�V�W�R�U�� �R�S�X�V�X�U�L���� �S�U�H�]�H�Q�W�H�� �v�Q��
�U�H�S�H�U�W�R�U�L�X�O�� �S�L�D�Q�L�V�W�L�F�� �X�Q�L�Y�H�U�V�D�O���� �&�R�P�H�Q�W�D�U�L�L�O�H�� �V�L�Q�W�H�W�L�]�H�D�]����
modelul clasic, respectiv rela� ia dintre afectiv �úi ra� ional. 
 �0�X�]�L�F�D�� �E�H�H�W�K�R�Y�H�Q�L�D�Q���� �H�V�W�H�� �D�W�k�W�� �G�H�� �S�U�R�I�X�Q�G�����úi 
�S�O�L�Q���� �G�H�� �V�H�P�Q�L�I�L�F�D� ii, încât, de�úi a fost extrem de mult 
�F�H�U�F�H�W�D�W�����ú�L���D�Q�D�O�L�]�D�W�����G�H-a lungul timpului, orizonturile ei 
�V�X�Q�W�� �v�Q�F���� �G�H�V�F�K�L�V�H���� �O���V�k�Q�G�� �O�R�F�� �X�Q�R�U�� �Q�R�L�� �S�U�L�Q�F�L�S�L�L��
interpretative. 
 Obiectivul tezei s-a conturat prin conexiunile 
realizate între: climatul social �úi cel cultural, climatul 
istoric �úi cel artistic-muzical, între compozitori �úi arti�úti-
interpre� i, între genuri, forme �úi structuri arhitectonice. 
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 Fenomenul în� elegerii �ú�L�� �L�Q�W�H�U�S�U�H�W�D�U�H�D�� �D�G�H�F�Y�D�W����a 
�F�H�H�D�� �F�H�� �W�U�H�E�X�L�H�� �U�H�G�D�W���� �U�H�S�U�H�]�L�Q�W���� �R�� �S�U�R�E�O�H�P���� �O�H�J�D�W���� �G�H��
�K�H�U�P�H�Q�H�X�W�L�F������ �F�k�W���úi de experien� �D�� �D�F�X�P�X�O�D�W���� �D�� �I�L�H�F���U�X�L��
pianist. 
 Pornind de la în� elegerea tradi� iei muzicale, a 
textelor-�S�D�U�W�L�W�X�U�L�O�R�U�� �S�U�L�Y�L�W�H�� �V�W�L�O�L�V�W�L�F���� �D�P�� �F���X�W�D�W���úi 
aprofundat elementele care dau autenticitate muzicii 
beethoveniene. Sper ca Sonatele pentru pian de Ludwig 
van Beethoven. Sinteze stilistico-interpretative���V���� �Y�L�Q���� �v�Q��
sprijinul �úi ajutorul interpre� ilor piani�úti ce î�úi propun 
�U�H�G�D�U�H�D�� �F�k�W�� �P�D�L�� �I�L�G�H�O���� �D�� �G�L�V�F�X�U�V�X�O�X�L�� �P�X�]�L�F�D�O��
beethovenian. 
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Summary 
 

You must forgive a composer who would rather 
hear his work just as he had written it, however 
beautifully you played it otherwise 

      
- Beethoven to Czerny, February 

12, 181616 
 

This paper is an analytical insight for piano solo 
sonatas of Ludwig van Beethoven.   

The paper is divided into seven chapters. The 
analytical approach to each sonata has three perspectives: 
historical (first edition, dedications of the composer), 
structural  and semiotics (the musical discourse 
analysis), hermeneutics and interpretive  (piano 
principles).  

These perspectives offer the research of the truth 
through the historical, art and philosophical experience. 

The theme is broad due to its complexity and the 
number of sonatas, exactly thirty-two piano sonatas. 
 

Chapter I 
Division into periods of Ludwig van Beethoven 

work 
 

Biographer Wilhelm von Lenz (1809-1883), was 
the first to promote the division  
of Beethoven’s creation into three stylistic periods. He 
did it in his book titled Beethoven et ses trios styles17, 
                                                
16 Emily, Anderson, The Letters of Beethoven, Editura St. Martin 
Macmillan, New York, 1961, p.560. 
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published in 1852, without regard to the years of 
composer’s apprenticeship in Bonn. 

The first period debuts with the three Trio for 
piano, violin and cello, op.1 (1794) and ends about 1800, 
the year of first public audition of Septet, op.20 in E flat 
major (1799) and of the First Symphony, op.20 in C 
major (1800). 

The second period extends from 1801-1814, 
respectively from the Sonatas quasi una fantasia op.27 to 
the Piano Sonata op.90, in E major. 

The last period starts from the year 1814 till 1827, 
the year of his death.  

In my opinion, the division of those 32 Beethoven 
piano sonatas can be done in four stylistic periods. The 
first period can be called classical; it contains sonatas 
from op.2 till op.22, including the two sonatas of op.49. 
The second period includes the sonatas from the op.26 
till op.31 and it is called – transition  period. The third 
period includes the sonatas from the op.53 to the op.81a 
inclusive and is defined as the period of maturity , and 
the last period - transcendental period, includes the 
sonatas from op.90 to op.111.  

 
Chapter II  

Classical period 
 

Each of the three sonatas op.2 consists of four 
parts. Neither Haydn nor Mozart have not composed 
sonatas for piano solo maid of four parts, and Clementi 

                                                                                           
17 Wilhelm, von Lenz, Beethoven et ses trois styles, Editura 
Nouvelle, New York, 1980. 
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have not used this concept of sonata with four parts, 
except of the op. 40, no.1 Sonata in G Major. 

I think Beethoven should be awarded for 
dimension piano sonatas by including a dance part as the 
third part, the concept that was introduced by Haydn in 
his chamber works and symphonies. 

Sonata op.2 no.1 is written in the same tonality as 
the famous Sonata op.57, Appassionata, F minor, that 
results in it’s name – Little Appassionata. An intense and 
agitated atmosphere turns up in the first and last part. 

The first sixteen measures of Part II are the 
second part transcription of a piano quartet, Werke ohne 
Opuszahl 36, written by the composer but not published. 
This quartet was made about ten years before the 
publication of sonata. 

The slow parts of the first two sonatas of the op.2 
are written in major tonalities, respectively relative major 
and major subdominant. The Adagio of the sonata op.2 
no.3 is written in a surprising tone, respectively in the 
high median tone, E major.  

In the Part Four of sonata op.2 no.3 - Allegro 
assai - should be taken in consideration the tempo unit, 
no matter the contrast of the themes that are going to 
appear. When Beethoven refers to the tempo of a piece, 
one should implicitly think about the general tempo, 
possible with some flexibility but certainly unital. 

Unlike the minor-Major-minor scheme in the last 
part of the sonata op.2 no.1 and the mirror scheme 
Major-minor-Major in the sonata op.2 no.2, the tonal 
scheme of this sonata is Major-Major-Major. Metric unit 
is in general a quarter with a point, against to eighth and 
sixteenth from the other two final parts. 
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The two easy sonatas, op.49, were sketched in 

May, probably 1797, around the same time when the 
composer was working on the sonatas op.10. The sonatas 
op.49 were published in January 1805 by the Bureau des 
Arts et d’industrie as Deux sonates faciles. It is believed 
that Beethoven had no intention of publishing these 
works, and they were composed just as teaching material. 

Because of absence of dynamic indication in the 
first edition, published by the Bureau d’Arts et 
d’Industrie the sonata op.49 no.2 constitutes an 
opportunity and a challenge to discover and understand 
an early composition of Beethoven, his interpretive style. 
Thus in the interpretation in order to appreciate the 
dynamic indications of the different editions, is imposed 
that the interpreter has to understand composition style of 
Beethoven characterized for that period and to integrate 
musical elements: Tempo, themes character, harmonic 
and metric relations, writing piano. 

The second part has an indication of tempo di 
menuetto. The only sonata with the same indication is the 
first part of the Sonata op.54.  

The two sonatas op.49 are small, consisting of 
two parts. This feature is their biggest challenge to the 
performer. Abruptness of the musical speech, the 
succinctness of themes, ambitus limited, as the dynamic 
range are at the minimum level for any other sonata 
written by Beethoven, including those three sonatas of 
Werke ohne Opuszahl 47, which were not published. 
However, the two sonatas are composed with attention 
requiring pianistic control, finesse of the vocal tone and 
dynamics.  
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The sonata op.7 is the first sonata of Beethoven 
called the Grand Sonata. Although the sonata contains a 
great variety of musical ideas the particular aspect and 
the reason of construction of this piece is determined by 
the repeated notes in the first, second and the last parts. 
In trio of the third part, these repeated notes appear more 
subtle. They also suggest the impression of movement 
even when the harmony is static, which expresses 
intensity and gives exuberance to the work.  
  Contrast between the first and the second part is 
dramatic on several levels.  
First of all our attention is attracted to the remarkable 
change of tonality from C Major to E-flat Major. 
Furthermore pauses that appear after the first two chords 
are in contrast with the first part were the longest pause 
was of eighth. This quietness helps us to define better 
indication of character con gran expression. 

The character of the forth part, Rondo – Poco 
Allegretto e grazioso is contrasting to the bright character 
of the first part, to the musical discourse with large range 
of the second part and the atmosphere of agitation in the 
third part. Final parts of the sonatas op.2 had a middle 
section contrasting with its character and piano. This 
form of contrast is also continued in sonata op.7, here the 
C minor part is exposed starting with the measure 64. 
Accentuate chords, staccato,   superposed with 
arpeggios, give dramatic character to this section that 
anticipate possible current Sturn und Drang which will 
prevail in sonata op.10 no.1 as well in C minor. 

 
During his career, Beethoven composed large 

works with dramatic content, followed by shorter pieces, 
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more light, which often become jovial and humorous. 
The set of sonatas op.10 contains both types of works; 
the first two sonatas are shorter, while the last sonata 
op.10 no.3 in D Major is longer and is written with 
maturity. 

Jump registers and juxtaposition dynamics of the 
first part are soothed in the progress Adagio molto. The 
tone has to be as possible expressive with a delicate but 
firm attack  

Throughout the whole second part the harmonic 
movement is very slow, although the musical discourse is 
carried out quickly. Form and character of that part is like 
the Adagio from the Sonata op.2, no.1, being the only 
one in minor tonality for until then. May be Beethoven 
felt that this lyric character of the major tone from the 
slow parts adds dramatic intensity if compared with the 
first parts in the minor tonality. 

In any case, this Adagio was the last part written 
by the composer with such a lyrical character. Sonata 
op.10 no.2 lacks a real soft side, while in sonata op.10 
no.3, Largo e mesto, meet the first slow part written in a 
minor tonality, this will be a turning point in the 
composers creation. 

As it is sonata op.10 no.2 has no slow part. 
Instead, the middle movement of this sonata is Allegretto 
(minuet and trio), in F minor tonality. The beginning of 
this part – initially octave in unison - marks the longest 
legato in this sonata. 

The dynamic beginning of the sonata op.10 no.3 
predicts a substantial work. We can say that this is the 
longest and most difficult sonata from this opus. Also, 
sonata op.10 no.3 is the first one to have a slow part in a 
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minor tone that cares special importance because both as 
Haydn so Mozart composed the slow parts, generally, 
only in Major tonalities. This part, Largo e mesto, is the 
expressive heart of the entire sonata, unsurpassed in 
emotional depth of the musical expression till the Adagio 
sostenuto, ofsonata op.106 composed about two decades 
later. 
 

Sonata op.13 in C minor, also called Grand 
Sonatas Pathetique (1798-1799) was dedicated to Carl 
von Lichnowsky. This sonata is seen as a cornerstone not 
only for Beethoven sonatas, but also in the development 
of classical sonata as genre. 

 
The two sonatas op.14 were written between 

1798-1799 and were published by Tranquillo Mollo 
(1767-1837). There are no manuscript for these sonatas, 
but exists sketches of the three parts of the first sonata, 
probably dating from the beginning of 1798. 

 Both sonatas op.14 consist of three parts. 
Although each of them starts with the part in sonata form, 
none of them has an authentic slow part. Middle part of 
the sonata op.14, no.1, is an Allegretto Menuet and Trio, 
while the last part is a Rondo - Allegro comodo. Sonata 
op.14 no.2 charms us with a theme and three variations 
Andante, which constitutes the second part.  

Typically, Scherzo, is the third part in a large-
scale sonata (such as op.2, No. 2), but Sonata op.14, No. 
2 ends with a Scherzo - Allegro assai. 
 

Sonata op.22 marks the return to the four parts 
structure, as we see in sonatas op.2, op.7 and op.10. The 
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concept of sonata is one traditionally classic. In fact, 
many analysts have noted that this work is Beethoven’s 
last sonata composed in the classical style of the sonata 
in four parts, for the next sonata, op.26, composer 
explores new structures. 

Beethoven was proud of this sonata: ,,This sonata 
is really great!”, he wrote to the editor Hoffmeister when 
sent it for publication. 

He mentioned it with the title Grand Solo Sonata. 
In contrast to its predecessors op.14, sonata op.22 is 
dimensioned in four parts. 

Sonata op.22 closes a chapter of composer’s 
creation. With the following sonatas, op.26, and sonatas 
quasi una fantasia op.27, Beethoven begins to explore 
new musical horizons, which till then had not been 
explored. 

 
Conclusion 

 
His sonatas show a preoccupation to compose in 

the manner of the seventeenth century. In sonata form 
expositions are polythematic and long while 
developments are relatively short. Slow movements are 
also longer, lyrical, with many ornaments. During this 
stylistic period, composer replaces Minuet with Schezo, 
since sonatas op.2. Scherzo keeps the dance character of 
a Minuet, in the alert tempo even with the use of accents 
that are not found in a minuet. 

The final parts are lively and elegant. From the 
point of view of the economy of type of sonata, 
Beethoven uses the quartet pattern, with all its aesthetic 
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implications, such as quality of voices (timbre), sound 
plans and form of the parts. 

The minor mode gains evident importance since 
the beginning of this period. Unlike his predecessors, 
Beethoven addresses to the unusual harmonic 
relationships. He was confident in his creative genius and 
had the courage to use a minor tone, F minor, in his first 
published sonata. One might say that it anticipates the 
importance of the minor tone of the following times. All 
the sonatas of Fr.Chopin, R. Schumann and Fr.Liszt are 
written in minor tone. 
 

Chapter III  
Transition period 

 
Sonata op.26 differs from the other sonatas in 

several ways. First of all is the first from the group of 
experimental sonatas. Together with the two sonatas 
op.27, there are works were the composer does not use 
the classical models characterized to his piano sonatas 
until that moment. In case of the sonata Op. 26, a theme 
with variations replaces the first part structure, which 
until then was in the form of sonata. Moreover the order 
of the slow part and the part in dance rhythm are 
reversed, so Scherzo occurs after the first part and the 
slow part in the third one. This change is significant, after 
him composers as Frederic Chopin, Alexander Scriabin, 
Sergei Prokofiev and Samuel Barber are using the 
succession in their piano sonatas. The third part is a 
funeral march to the death of a hero, so somehow 
programmatic. The manuscript of this sonata is the first 
which was kept full. 
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The first part of the sonata op.26 is finished with 
a Coda with multiple cadenzas. Here Beethoven notes 
senza sordino, crescendo, followed by a subito piano on 
the final chord that suggest that the end is not definite. 
For the first time in his sonatas, Beethoven indicates the 
use of the resonance pedal in the measure 216 with senza 
sordino. 

 
Both sonatas op.27 carries an indication of the 

sonata quasi una fantasia, and indeed, each sonata is 
improvising in her way. 

 The Moonlight Sonata name has been attributed 
to the sonata op.27 no.2, around 1832, by the poet-
musician Heinrich Friedrich Rellstab (1799-1860). This 
visited Beethoven during his stay in Vienna in April and 
May, 1825. Rellstab wrote a boat passing the wild 
scenery of Lake Lucerne in the Moonlight. The sonata 
op.27 no.2 is the second one which has a manuscript with 
exception of the first and the last pages. 

The character of the each part of the sonata op.27 
no.1 must be contrasting; this effect is more visible if 
after each part will be taken a pause little bit longer than 
in general case. In those two sonatas op.27 – quasi una 
fantasia, Beethoven leaves the classical structure of the 
sonata, creating feeling of continuity throughout each 
work. While the interpretation of the sonata op.27, pianist 
must have in consideration crossings and musical 
memories which are uniting those four parts. 

 It may be noted that among the first three parts of 
the sonata there is no closing double bar, which would 
indicate a moment of pause. The composer put the 
indication of Attaca subito l’Allegro between the first and 
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the second part, adding in continuation the indication 
attaca between the second and the third part. The only 
closing double bar appears only at the end of the whole 
work. 
 The dynamics of the sonata op.27 no.1 was 
unusual for that period. In stead of the beginning in 
active tempo, Allegro, the first part is an Andante.  
  A problem of sonata op.27, no.2 is referred to the 
use of pedal. At the beginning the composer notes two 
indications for senza sordini: Si deve suonare tutto 
questo pezzo delicatissimamente e senza sordini, and 
sempre pianissimo e senza sordini. These two indications 
give us the impression that the pedal must be kept 
without being changed throughout the whole work or it 
should be often used, being changed in the necessary 
moments? Atmosphere of the musical discourse needs a 
very warm sounding, with gentle consecution that allows 
harmony interpenetration. The pedal has to be little bit 
raised just to prevent the dissonances. 
 The indication of senza sordini that is not 
followed by the indication con sordini, is fundamentally 
different from the indications which appear in the Piano 
Concerto No. 3, or sonatas op.31 no.2, and op.53, where 
after the indication senza sordini follows con sordini. In 
the sonata op.27 no.2, the indication is valid during the 
whole part as the general character of the sound quality.  
 

The sonata op.28 was written in the same period 
as the sonatas op.26 and op.27. Composed in a more 
traditional structure than the accompanying sonatas (the 
composer returns to the classical idea of sonatas in four 
parts) is seen by many musicologists as belonging to the 
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group of experimental sonatas. This attitude appears 
thanks to expressive relations among the parts and the 
existence of the contemplative image within the whole 
work.  

The name Sonata Pastorala was given by a 
London publisher, Broderip and Wilkinson, probably in 
1805.  

 
In 1803, appeared three sonatas op.31, edited by 

Simrock with the subtitle Edition tres correcte. He had 
published the first two sonatas together in 1803, the third 
one was published in 1804 and finally all the three were 
published in 1805. These sonatas were also published in 
1805 by the Viennese publisher Giovanni Cappa (1765-
1815) but with the wrong opus – op.29.  

Sonata op.31 no.2 is one of the most famous of 
Beethoven’s sonatas. Its popularity is given by the 
dramatically beginning, by the deepness of the second 
part and not at the last moment by the perpetual motion 
of the third part. The first and the last parts have the 
traditional sonata form, while the second one has the 
sonata form without development. 
 

Conclusion 
 

In the second period of creation - the transition 
period, which includes the sonatas from the op.26 till 
op.31, Beethoven is testing the majority of formal 
constructions, starting form the basis with variations, 
sonata op.26 in E flat Major, Part I and reaching to the 
form quasi fantasia, respectively the two sonatas op.27. 
 



 51 

Chapter IV  
Maturity period  

 
Beethoven finished the sonata op.53 during the 

May – November 1803, spending much time in Baden 
and Oberdobling, far away from Vienna.  

The expressivity of musical content of the sonata 
op.53 exceeds the limits of time requirements regarding 
to the instrument capabilities. Virtuosity is presented not 
only through the strong shades cascades but rather by the 
refinement and precision of touch. All three parts of 
sonata begins in pp. 

This sonata can be considered as consisting of 
two parts. Introduzione – Adagio molto can be considered 
as the introduction for Rondo – Allegretto moderato. 
Compared to the second part initial, Andante, 
Introduzione is not independent; it rather intends to 
prepare the development of the Rondo that follows. And 
in other works composer had tied the second and the 
third parts as he did in the sonata Appasionata, in his four 
and five piano concerts, op.58 and op.73, in the last 
string quartet op.59 and in the concert for violin, op.61. 
With all this in each case the musical context is different. 
For example the third part of the sonata Appassionata has 
a dramatic development in ff while the musical discourse 
from Rondo in sonata Waldstein unfolds slightly to the pp 
tone. 

 
Due to its unusual form, sonata op.54 was 

criticized by one unknown musicologist in the paper 
Allgemeine musikalische Zeitung and it was quoted for 



 52 

ineffectual peculiarities. From the other side Donald 
Francis Tovey fins it unique. 

This work has a special style. Its first part does 
not have the form of sonata it is rather a stylized Minuet. 
The second part which lacks a contrasting theme, 
sketches the sonata concept through the subject and 
motive development. Feeling of return is obvious, when 
the subject reappears in the base tonality even if we don’t 
stray of it. This sonata ends with a bright and virtuous 
passage. Being framed between two famous sonatas, 
sonata op.53 and op.57, respectively Waldstein and 
Appassionata, sonata op.54 is considerably shorter with a 
less dramatic musical content.  

With all these there is a similarity among that 
three sonatas, op.53, op 54 and op.57, especially between 
op.54 and Appassionata. Dotted rhythm from the 
beginning of the sonata op.54 becomes more intense in 
sonata op.57, first part, example 1.     

 
Ex.1 The beginning of the sonatas op.54 and op.57, part I 

 
Op.54    Op.57  

            
 

The final part of both contains time value of 
sixteenth; both are in the measure of two quarters. After 
the repetition of Development and Exposition both are 
followed by fast Code.  
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Carl Czerny (1791-1857) - pupil of the composer 
was telling that this is considering the sonata op.57 the 
most elaborated one, up to the sonata op.106. Sketches 
show that Beethoven drafted the first part in the measure 
of 4/4. Once his sonata concept was evaluated the 
measure was changed in 12/8. That’s way the pulsation 
has to be of twelve eights in a measure but not of four 
quarters. This involves more interior intensity without a 
trace of rush.  

This is the first sonata were the exposition is not 
repeated. 

As the measure 2/4 so the sharp sixteenth, 
characterize the final parts of two previous sonatas.  
Moreover transposition of the left hand over the right 
hand in order to complete the theme is one more feature 
characterized to the last parts of the sonatas op.53 and 57.  

The tempo of the last parts in the sonatas op.53, 
op.54 and op.57 is not fast.   

Four years later when Beethoven recommences to 
write in sonata genre, the ethos is completely different, 
because no one from the following sonatas has the same 
heroic passion.     

 
Although the sonata op.78 is a small work, its 

themes are concentrated and more intense, having deep 
and tender character with easy ongoing. This is one of the 
favorite sonatas of Beethoven, which offers subtle 
anticipation of the future composition techniques. 
Concentration of the musical consecution with short 
thematic motif is characterized to the detailed 
compositions of the last period in which each tone maids 
the part of the whole.  
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A predecessor of the scheme of the two parts 
sonata is the sonata op.54, in which both parts are in the 
same tonality F Major. The schemes of two parts sonatas 
that follow the sonata op.78, sonatas op.90 and op.111 
have dramatically different structure: the first part being 
more agitated, challenging, in minor tonality and the 
second part being more lyrical and introspective, in major 
tonality.  

Sonata op.78 makes the part of Maturity period of 
Beethoven’s sonatas. Sonatas op.79 and op.81a are more 
different in their character. They prepare the apparition of 
the last period through the thematic concentration of 
musical consecution.            

 
Sonata op.79 is shorter that the majority of 

sonatas and not much larger than those two sonatas 
op.49. Nevertheless, sonata’s simplicity does not 
implicate its inferiority, is very good constructed with 
original elements.       

The first part is Presta alla tedesca. Term tedesca 
gives us a hint on a popular German dance, with rapid 
pulse in three, which was known in the first decade of the 
XIX century.   

 
The idea of the sonata op.81a, Das Lebewohl – 

Abwesenheit – Das Wiedersehen, was generated during 
the invasion of the French army in April 1809.  

Editor Breitkopf&Hartel suggested that in order 
to increase sales it should be also given French name to 
these parts but the author did not accepted it. He also did 
not accepted translation into French language objecting 
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that Lebe wohl is addressed only to one person while Les 
Adieux is written in neutral sense.  

The opus number for this sonata was chosen by 
the editor Breitkopf&Hartel, although this number of 
opus was recently used by the edition Simrock for a 
sextet, op.81 in E-flat (1795). In the present was agreed 
that the sonata will have opus 81a and the sextet opus 
81b.  
 

Conclusion 
  

Framed with ample sonatas with the powerful 
dramatic content, sonatas op.54 in F major and op.78 F 
sharp major, structured in two parts as the sonata op.79 in 
G major made of three small parts offer an evident 
contrast in cycle of Beethoven’s sonatas. Within these 
sonatas can observe definite motives which will be used 
later. The beginning of the sonata op.54 part one is an 
inversion of the beginning of the following sonata - 
sonata op.57, Appasionata, but the beginning of the third 
part of the sonata op.79 in G major, looks like the 
melodic profile of the first part of sonata op.109 in E 
major. 

The others characteristics for the third period of 
creation are short expositions, development and long 
codes. Slow movements became much shorter, 
sometimes they are totally missing.  

The final parts have tendency to be more 
important in the construction of the sonata genre and in 
some definite cases became the main. 
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Chapter V 
Transcendental period 

 
The musical discourse of the sonata op.90 has in 

its base the third interval. In the first part is used the 
descendant interval of small third G-E, but in the second 
part in the contrary the big ascending third E-G sharp. 
The concept of use an interval for the motivation of the 
whole sonata isn’t new, is also used in op.2, N2, however 
the frequently use of this motif can be seen without any 
possible precedents in sonata op.90. To be mentioned , 
the sonata op.106 has in its base the same interval.  

Two parts sonata form, Major-minor; anticipate 
the sonata op.111 that has the same dramatic scheme.  

Exclusive use of the terminology in German 
language for the indication of the sonatas beginning is 
significant. Beethoven considered that the indications in 
Italian are not enough, they are not enough precise for the 
character of the work. Actually indications from the 
beginning of the sonata in German language are the 
longest indications used ever in piano sonatas: Mit 
Lebhaftigkeit und durchaus mit Empfindung und 
Ausdruck and Nicht  zu geschwind und sehr singbar 
vorzutragen.  

 
For the subtitle of the first page of sonata op.101 

Beethoven wanted to be stipulated The Difficult-to-play- 
Sonata in A assimilating recent criticism of the 7th 
Symphony that was titled Beethoven’s difficult-to-play 
symphony in A major. In the final this composer’s 
suggestion was not adopted.  
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Due to the certain harmonic ambiguity, because 
of other aspects, sonata op.101 is like the sonatas op.27, 
quasi una fantasia. 

If compared with Allegro, the first part of theses 
three sonatas is presented in a laid down tempo. The last 
chord is reinterpreted in the beginning of the following 
part, in general without pause, all theses constituting the 
fantasy elements. In the sonata op.101, phrases from the 
beginning of the first part are quoted in the last part. The 
same thing is having place in the sonata op.27, no.1 when 
Adagio returns to the final of the last part in order to 
direct us to the Coda.     

Beethoven asked his editor Steiner, to modify the 
first page and in stead of pianoforte to be printed 
Hammerklavier. Only the sonatas op.101 and op.106 
were published as ,,fur das Hammerklavire” even if this 
designation appears on the manuscript of the sonata 
op.109 and on a copy of sonata op.110. In the final, the 
name Hammerklavier is exclusively associated only with 
the sonata op.106.      

Starting with the sonata op.101, there were also 
introduced by Beethoven fugues of different measures. 
The whole development of the last part is a Fugue. The 
last part of the sonata op.106 is an epic Fugue. The 5th 
variation of the last part sonata op.109 is a Fugue and the 
last part of the sonata op.110 encloses a Fugue that offers 
explicitly reversed subject.  

 
The score of the sonata op.106, Hammerklavier, 

is three times longer than any other from the precedent 
two sonatas. It has the longest slow part and the 
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complexity of the last part – Fugue, overcomes any other 
composer’s intention to write a fugue.  

 Beethoven admitted that the sonata was to 
difficult for the London public and proposed some 
alternatives such as placement of Adagio in front of 
Schezo omitting the final part or first two parts publishing 
as a whole sonata. Finally the editor decides to public 
first three parts apart from Largo and Fugue giving the 
name the first part Grande Sonata and the second – 
Introdution&Fugue.  

The sonata consists of four parts though 
Beethoven told to Ries in his letter dated by April 16, 
1819, that Largo is the forth part and Allegro risoluto is 
the fifth one.  Is the only sonata with so many indications 
as una corda and tre codre.     

 
The first part of the sonata op.109 was composed 

as an independent piece. Beethoven started to work on it 
in March, 1820. Unlike to the other sonatas, Beethoven 
indicates for the second subject more rare tempo, Adagio 
with the indication expressivo.  In comparison with the 
first subject character is completely different: accords are 
full of tension, there are great dynamic changes and the 
measure is of three quarters in stead of two quarters.     

This sonata opens the way for the romantic 
freedom by including recitative in form of sonata in the 
second subject of the part one, by approaching    the 
sonata form to the structure of a romantic miniature, by 
the combination between the polyphonic and harmonic 
style. The whole sonata extends to the third part – the 
biggest one. 
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The debut of the sonata op.110 is calm and 
expansive just as is indicated in notations con amabilita 
with measure 1. The beginning is focused and 
concentrated because of the first four measures which are 
the base of the musical material of the whole part. For 
singing sonata op.110 one have to be emotionally 
implicated.  

As in the previous sonata, first two parts of the 
sonata op.110 are not divided with the definitive double 
bar. In the sonata op.109, pedal supports the last chord of 
the first part till the first chord of the second part. In the 
sonata op.110 even if the first part is closed with a pause, 
the second part chord is disposed during the accentuated 
time of the following measure. Allegro molto has an 
anxious musical discourse in the contrast with the 
melodiousness of the first part.      
 

First edition of the sonata op.111 was corrected 
by Beethoven in January 1823 being finally published in 
the end of the April. Seeing the sonata published 
Beethoven prepared a list of mistakes that was send to 
Schlesinger in Paris. It was also published by the edition 
Sauer & Leidesdorf and by the Cappi&Diabelli edition.  

Scheme of those two parts is contrasting from the 
different points: C minor vs. C major, Sturn und Drang 
vs. deep silence, reduced harmonic vs. toning, dominant 
and minor harmonies, measure of four vs. measure of 
three. This sonata completes the experimental process of 
the form, initially with the sonata op.90. Beethoven 
started this period with a two parts sonata minor-Major, 
continued with the sonata op.101 quasi fantasia which 
incorporates the Fugue elements, following by the epic 
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sonata Hammerklavier which deals with all parts 
including Fugue on a superior level, inedited, and 
concluded with the sonatas op.109, op.110 and op.111 as 
the completion of expressive searching of expansion 
sonata form.  
 

Conclusion 
 

The forth stylistic period is marked of the sound 
essentiality in combination with a larger diapason of 
harmony and writing.  

In his letter dated by 1817, Beethoven affirms that 
will dispense with traditional indications of tempo 
(presto, Allegro, Andante, etc) in favor of some 
indications which will describe the character of the work. 
By Beethoven a traditional indication of tempo may be 
connected strictly to the human body, while the character 
indication is similar to the spirit.  
 

Chapter V 
Comparative analysis 

 
In this chapter I compared established 

interpretation of the sonatas op.13, op.31 no.2 and op.54. 
From the multitude of recordings I have chosen two 
opposable interpretations from the point of view of 
musical school and interpretative vision. Thus sonata 
op.13 was analyzed through the comparison of vision of 
two great interpreters, respectively Vladimir Ashkenazy, 
representative of the Russian interpretative school and 
Daniel Barenboim, German interpretative school, Edwin 
Fischer’s disciple. 
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The sonata op.31 no.2 was analyzed through the 
point of view of Wilhelm Backhaus, representative of the 
German interpretative school and Emil Gilels, famous 
interpreter of the Russian interpretative school. The last 
sonata of this chapter, sonata op.54 is analyzed through 
the interpretation of Arthur Schnabel, Austrian 
interpretative school, the first interpreter who recorded 
Beethoven’s sonatas integral and Richard Goode, pianist 
of American origin.  
 

Chapter VI  
Editions, caregivers and interpreters 

 
From the variety of editions of Beethoven’s piano 

sonatas, available in present, G.Henle edition cared by 
B.A.Wallner, respectively München Urtext, is viewed by 
the interpreters and critics being closest to the utopian 
edition Urtext.  

From the detailed study of numerous editions we 
can see the epoch conception about the interpretation of 
Beethoven’s sonatas, such as Hans von Bülow and 
Sigmund Lebert Edition. Arthur Schnabel or Alfredo 
Casella Editions are viewed with the reticence by the 
pianists mostly due to the little modifications of the text 
or the dynamic and agogic indications. With all this, after 
the studding of these editions we can retain some 
valorous indications.  

All these editions contain inedited information 
which helps the interpreter facilitating the musical 
message. These are often commented by the editors in 
the bottom marks. 
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Tradition of the interpretation of Beethoven 
sonatas owes mostly to Franz Liszt. Factually Liszt 
rediscovered and reinvented Beethoven. Vast majority of 
the famous pianists follow the Liszt‘s model of 
interpretation Beethoven’s sonatas being his disciples, 
example 2. 
 

Ex.2: 

 
 

In the final part of this work I have included two 
Annexes. These are – the Synoptic table of tempo, 
chosen from the most important editions and Synoptic 
table of ornaments that covers all the explained and 
exampled ornaments from the represented editions.  

From the study of the tempo indications is 
apparent sonatas’ vision in the interpretative practice of 
time. From the sonata op.2 till the sonata op.111 
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ornaments execution will be different but the introduction 
of double trill will amplify technical difficulties.  

Formal structure of Beethoven’s sonata evaluates 
from the sonata op.2 exploring forms quasi fantasia till 
the monumental dimensions in the sonatas Waldstein, 
Appasionata and Hammerklavier. 
 

FINAL CONSIDERATIONS  
 

In this thesis I wanted to erect some differentiated 
aspects concerning to the piano sonatas of Ludwig van 
Beethoven. These were studied as in the stylistic context 
of Beethoven such in the classical – general context. 

Stylistic and interpretative markers have in their 
base argumentation of the Beethoven’s phenomena 
having the piano sonata as form and musical genre. We 
tried to   enrich the informational material in order to 
offer the technical interpretative ways of expression, 
necessary for artistic rendering of these opuses presented 
in the universal piano repertoire. The comments integrate 
the classic model, respectively relation between affective 
and rational.  

Beethoven’s music is very profound and full of 
significations. Over the time it was attentively researched 
and analyzed, though its horizons are still opened giving 
the way to some new interpretative principles.  

The object of the thesis was shaped through the 
connections realized among: social and cultural climate, 
historic and art-musical climate, among the composers 
and artists, genres, forms and architectural structure.  

The phenomena of understanding and adequate 
interpretation represents a problem connected to 
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hermeneutics and the accumulate experience of each 
pianist. 

Starting with the understanding of musical 
traditions and texts of the scores viewed stylistically I 
searched and fathomed the elements that give the 
authenticity of Beethoven’s music. Hope that The piano 
sonatas of Ludwig van Beethoven. Synthesis stylistic-
interpretative will be a support and help for the 
interpreters that offer the closest interpretation of 
Beethoven’s musical discourse. 
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Curriculum Vitae  
 

Rezultate profesionale cu elevii: 
 
-�� �2�O�L�P�S�L�D�G�H�O�H�� �G�H�� �P�X�]�L�F����–�� �H�W�D�S�D�� �]�R�Q�D�O���� �Ä�0�R�O�G�R�Y�D�´�� ���� ����
premii I) 
-���&�R�Q�F�X�U�V�X�O���Q�D� �L�R�Q�D�O���G�H���L�Q�W�H�U�S�U�H�W�D�U�H���Ä�&�D�U�O���&�]�H�U�Q�\�´���3�L�D�Wra 
�1�H�D�P� �����������S�U�H�P�L�L���,���������S�U�H�P�L�X���,�,���������S�U�H�P�L�X���,�,�,�� 
-�� �&�R�Q�F�X�U�V�X�O�� �L�Q�W�H�U�Q�D� �L�R�Q�D�O�� �G�H�� �L�Q�W�H�U�S�U�H�W�D�U�H�� �Ä�*�H�R�U�J�H��
Georgescu” Tulcea (2 premiu II) 
-�� �&�R�Q�F�X�U�V�X�O�� �L�Q�W�H�U�Q�D� �L�R�Q�D�O�� �G�H�� �L�Q�W�H�U�S�U�H�W�D�U�H�� �Ä�/�L�U�D�� �G�H�� �$�X�U�´��
Suceava (3 premiu I) 
-���2�O�L�P�S�L�D�G�D���1�D� �L�R�Q�D�O�����G�H���0�X�]�L�F�������������S�U�H�P�L�L���,�,����2 premiu 
III)  
-�� �&�R�Q�F�X�U�V�X�O�� �L�Q�W�H�U�Q�D� �L�R�Q�D�O�� �G�H�� �L�Q�W�H�U�S�U�H�W�D�U�H�� �ú�L�� �F�R�P�S�R�]�L� �L�H��
�Ä�&�D�U�O���)�L�O�W�V�F�K�´���������P�H�Q� �L�X�Q�H�� 
 

Total : 19 premii 
 
�5�H�]�X�O�W�D�W�H���S�H�U�V�R�Q�D�O�H���v�Q���D�F�W�L�Y�L�W�D�W�H�D���S�U�R�I�H�V�L�R�Q�D�O��: 
 
-���2�O�L�P�S�L�D�G�H�O�H���G�H���P�X�]�L�F����–���H�W�D�S�D���1�D� �L�R�Q�D�O�����������S�U�H�P�L�L���,�� 
-�� �&�R�Q�F�X�U�V�X�U�L�� �L�Q�W�H�U�Q�D� �L�R�Q�D�O�H�� ������ �S�Uemiu I, 1 premiu II, 1 
premiu III) 
-�� �&�R�Q�F�X�U�V�X�U�L�� �Q�D� �L�R�Q�D�O�H�� �G�H�� �L�Q�W�H�U�S�U�H�W�D�U�H�� �L�Q�V�W�U�X�P�H�Q�W�D�O���� ������
premii I, 4 premii II, 1 premiu III) 
- Premii Speciale (3 premii) 
 

Total : 20 de premii 
 

�$�F�W�L�Y�L�W�D�W�H�� �G�H�� �S�H�U�I�H�F� �L�R�Q�D�U�H –�� �v�Q�� �S�H�U�L�R�D�G�D�� �D�S�U�L�O�L�H�� ���������� �ú�L��
martie 2009 am par�W�L�F�L�S�D�W�� �ú�L�� �D�E�V�R�O�Y�L�W�� ��7 stagii de 
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�S�H�U�I�H�F� �L�R�Q�D�U�H���� �D�F�W�X�D�O�P�H�Q�W�H�� �G�R�F�W�R�U�D�Q�G�� �D�O�� �8�Q�L�Y�H�U�V�L�W��� �L�L�� �G�H��
�$�U�W�H���Ä�*�H�R�U�J�H���(�Q�H�V�F�X�´�����,�D�ú�L�� 
 
�$�F�W�L�Y�L�W�D�W�H�� �D�U�W�L�V�W�L�F�� –�� �D�X�G�L� �L�L���� �U�H�F�L�W�D�O�X�U�L�� �ú�L�� �F�R�Q�F�H�U�W�H��
�V�X�V� �L�Q�X�W�H�� �D�W�k�W�� �S�H�U�V�R�Q�D�O�� �F�k�W�� �ú�L�� �O�D�� �F�O�D�V�D�� �G�H�� �L�Q�V�W�U�X�P�H�Q�W�� �F�X��
�H�O�H�Y�L�L�� �v�Q�� �X�U�P���W�R�D�U�H�O�H�� �O�R�F�D� �L�L���� �8�Q�L�Y�H�U�V�L�W�D�W�H�D�� �G�H�� �$�U�W�H��
�Ä�*�H�R�U�J�H���(�Q�H�V�F�X�´���,�D�ú�L�����&�R�O�H�J�L�X�O���1�D� �L�R�Q�D�O���G�H�� �$�U�W�����Ä�2�F�W�D�Y��
�%���Q�F�L�O���´�� �,�D�ú�L���� �0�X�]�H�X�O�� �Ä�*�H�R�U�J�H�� �(�Q�H�V�F�X�´�� �%�X�F�X�U�H�ú�W�L����
Teatrul „Elvira Godeanu” Târgu-Jiu, Filarmonica Târgu-
�0�X�U�H�ú�� 
 
�$�F�W�L�Y�L�W�D�W�H���ú�W�L�L�Q� �L�I�L�F��  

– studii publicate în volumul al II-lea „Studii de 
Muzicologie”, coordonator prof. Maria-Georgeta 
�3�R�S�H�V�F�X�����(�G�����3�,�0�����,�D�ú�L�����,�6�%�1��������-973-716-777-4 

– volumul al IV-lea „Studii de muzicologie”, 
coordonator prof. Maria-Georgeta Popescu, Ed. PIM, 
�,�D�ú�L���������������,�6�%�1��������-606-520-319-8. 
 
�'�L�V�W�L�Q�F� �L�L – Dipl�R�P���� �G�H�� �(�[�F�H�O�H�Q� ������ �S�H�Q�W�U�X�� �S�D�O�P�D�U�H�V�X�O��
�U�H�D�O�L�]�D�W�� �v�Q�� �G�R�P�H�Q�L�X�O�� �H�G�X�F�D� �L�H�L�� �ú�L�� �S�R�]�L� �L�D�� �G�H�� �H�[�F�H�O�H�Q� ����
�G�H� �L�Q�X�W�����v�Q���J�D�O�H�U�L�D���G�H���R�O�L�P�S�L�F�L���D�L���ú�F�R�O�L�L���U�R�P�k�Q�H�ú�W�L 

     – �'�L�S�O�R�P���� �G�H��Excelen� ���� pentru contribu� ia 
�D�G�X�V���� �O�D�� �R�U�J�D�Q�L�]�D�U�H�D�� �)�H�V�W�L�Y�D�O�X�O�X�L�� �1�D� ional „Remember 
Enescu”, edi� ia a X-a 2010 

 
Proiecte Europene 

 
- Proiectul european �&�D�O�L�W�D�W�H�� �H�X�U�R�S�H�D�Q���� �ú�L��

�G�R�E�k�Q�G�L�U�H�D�� �G�H�� �Q�R�L�� �F�R�P�S�H�W�H�Q� �H�� �v�Q�� �I�R�U�P�D�U�H�D�� �Y�L�L�W�R�U�L�O�R�U��
muzicieni-�L�Q�V�W�U�X�P�H�Q�W�L�ú�W�L, realizat prin programul 
Leonardo da Vinci, nr. LLP-LdV/IVT/2008/RO/137, 
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�I�L�L�Q�G�� �U�H�V�S�R�Q�V�D�E�L�O�� �F�X�� �S�U�H�J���W�L�U�H�D�� �S�U�R�I�H�V�L�R�Q�D�O���� �D��
participan� ilor, 9-29 noiembrie 2009 
 

- Proiectul european E-learning and Web2 Tools as 
Means of Enhancing Education Outcomes and 
establishing Transnational Cooperation, Comenius 
partenership mobility, cooperator, 7-12 decembrie 2009 

 
 
 
 


