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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 otherwise

- % HHW KR Y#¢Qy,A2\iehrihrié 1816

IXFUDUHD FRQVWLWXLH R LQFXU\
sonatelor pentru pian solo de Ludwig van Beethoven.

IXFUDUHD HVWH \aGptd) Xa&pivk.UDW S
$ERUGDUHD DQDOLWLF D téLtkeF UHL V
perspective: LVWR Ujrifha ediie, dedicaile
compozitorului), VW U X F W X/UHHDPQ R(&V &nllizelor
discursului muzical), KHUP HQ HHX\QMFHU S (eHW D W LY
principiilor pianistice).

$FHVWH SHUVSHFWLYH SURSXQ FH!
prin experienD LVWRULF uceaifibsofLb U W HIP D
HVWH YDVW G D W R \Wboré&dRePc&tiDeH [ L W
QXP UXOXL GH VRQDW(H GRN SEIHF WIRQ DM
pentru pian.

Capitolul 1
Periodizarea creaiei beethoveniene

Biograful Wilhelm von Lenz (1809883), a fost
primul care a promobW vPS U LUHD FUHD LHL EI
vQ WUHL SHULRDGH VWLOBeethovénH vQ FI

' JUHEXLH WXQLABPSR]LWRU -FH MXG S WKXIFHWUDU M D
a D FXP Do)MoFtatdé frumos o interpretezi. Trad. autor.

2 Emily, Anderson;The Letters of BeethoveRditura St. Martin

Macmillan, New York, 1961, p.560.



et ses trois stylds SXEOLFDW vQ DQXO | U
de anii de ucenicie de la Bonn ai compozitorului.

BULPD SHULRDG GHEXMdD] FX FF
SHQWUX SLDQ YLRDU UL YLRORQFHO
aproximativ Tn anul 1800, anul primei audpublice a
Septetului, R S vQ OL EHPRO O DPureU a|
Simfonii,op.21 in Do Major (1800).

CeadeD GRXD SHULRDG VHI®H[WLQGH
1814, respectiv de la sonatejaasi una fantasiap.27,
la Sonata pentru pian op.90, Tn Mi Major.

8OWLPD SHULRDG VH GHVI URDU

DQXO PRU LL VDOH

IQ YLILXQHD PHD VvPS U LUHD FHO
pentru pian de Beethoven poate WHDOL]DW vQ SC
SHULRDGH VWLOLVWLFH 3ULPD SHULRI
RS SkQ OD RS LQFOXVLY FHOH GF
SRDWH IL SGIXIRRWGD BOBRXM® SHULRDC
FXSULQGH VRQDWHOH G H- peribadasS SkQ
GH WUDR{UHLID SHULRDG FXSULQGH V
RS SkQ OD RS D LQFOX#tibadauL VH Gt
de maturitate LDU XOWLPD- SHULRDG
WUDQVFHEBKWI@GH VRQDWHOH GH OD
op.111.

Capitolul 1l
SHULRDGD FODVLF

Cele treisonate op2 VXQW FRQFHSXWH vQ
GLQ FKkWH SDWUX S UL ILHFDUH 1LFL
au compus sonate pentru pian solo formate din patru

3 Wilhelm, von LenzBeehoven et ses trois styld&ditura Nouvelle,
New York, 1980.



S UL LDU &OHPHQWL QX D IRORVLW F
SDWUX S UL H[FHS LH | FKQG VRQDWD
tonaiWDWHD 6RO ODMRU &RQVLGHU F O3
V L VH DWULEXLH GLPHQVLRQDUHD VR
LQFOXGHUHD XQHL S UL GDQVDQWH FD
D IRVW LQWURGXV GH +D\GQ vQ OXFU 1
simfonii.

Sonata op.2 nr.1 est VFULV vQ DFHHDUL W
FD UL IDLPR DV DAppRSiGNAafaRor, ce a
dus la denumirea acestei sonatévitea AppassionataO
DWPRVIHU LQWHQV JdL DJLWDW VH
ultima parte.

SULPHOH UDLVSUH]HE&HaRuM¥UL DOH
WUDQVFULS LH D S U LL VHFXQGH DOHF
Werke ohne Opuszahl36, compus de compozitor dar
QHSXEOLFDW $FHVW FYDUWHW D IRV
DSUR[LPDWLY JHFH DQL VQDLQWHD SXE(

SDUWHD OHQW D SUdePddiapRrilJ GR X
RS VXQW VFULVH vQ WRQDOLW L PD
PDMRU uL V XEGR RdaQi®uQsthBteiPop.RI R U
nr.3 este scris HR WRQDOLWDWH VXUSULQ] WI
tonalitatea mediantei superioare, Mi Major.

in partea a IVa a sonati op.2 nr.3— Allegro
assai— WUHEXLH DYXW vQempsuBiHUH XQL
LQGLIHUHQW GH FRQWUDVWXO WHPHOR
Cand Beethoven face referire la tampoasupra unei
SLHVH VH JkQ G ketnpbhl geRetal) pdateVtu O D
unele mici IOH[LELOLW L GDU FX VLJIJXUDAQ

Spre deosebire de schema miiajor-minor din
XOWLPD SDUWH D VRQDWH RS QU alL
Major-mino-r-ODMRU D VRQDWHL RS QU V F

* IXFUDUH I U RSXV 7UDG $XWRU



acestei sonate este Maplajo-r ODMRU 8QLWDWHD P/
HVWH vQ JHQHUDO S WULPHD FX SXQF
UDLVSUH]HFLPH GLQ FHOHODOWH GRX

&HOH goate XURDOP.EO DX IRVW VFKL D

FHO PDL SUREDELO vQ DQXO FDP v
compozitorul lucra la sonatele op.10. Sonatgledd au
IRVW SXEOLFDWH vQ LDQXDULH GH |

d'industrie ca Deux sonates faciles. 6H FUHGH F
%HHWKRYHQ QX D DYXW LQWHQ LD SXE
F DFHVWHD DX IRVW FRPSXVH FD PDWH

Sonata 0p.49 nr.2 constitu® RSRUWXQLWDWH
SURYRFDUH vQ D GHVFRSHUL daL vQ |
WLPSXULH D OXL %HHWKRYHQ FkwW
LOQOWHUSUHWDWLY F FL QX H[LVW QLI
GLQDPLF vQ SULPD HGL LH SXEOLFDW
d'Industrie. Tn interpretat prin urmare, pentru a aprecia
LQGLFD LLOH GLQDPLFH DOH GLIHULWEF
LOQWHUSUHWXO V vQ HOHDJ VWLOXC
%HHWKRYHQ GLQ DFHD SHULRDG uuL V
muzicale: Tempe X O FDUDFWHUXO WHPHOF
armoniceuL PHWULFH VFULLWXUD SLDQLVW

$ GRXD SDUWH Tergpd di @&hudetd LD
6LQJXUD VRQDW F-D HIMWY%HBHNHKDRIY.HIQQ C
este prima parte a Sonatei op. 54.

&HOH GRX VRQDWH RS VXQW SLI
GLQ GRX S UL $FWDWWD BORWD AWWULNI
mare provocare a interpretului. Laconismul discursului
muzical, caracterul succint al temelor, ambitusul lor
OLPLWDW FkW 0oL SDOHWD GLQDPLF VX
GH RULFH DOW VRQDW VFULV GH %HH

10



cee trei sonataVerke ohne OpuszahK7, ce nu au fost

SXEOLFDWH &X WRDWH DFHVWHD FF
FRPSXVH FX PLIJDO QHFHVLWKkQG FRQW
WLPEUDUHD YRFLORU FKkW uL D GLQDPLI

Sonata op.7este prima sonata a lui Beethoven
intitul D V&rand Sonata & X WRDWH F VRQDWD |
PXOWLWXGLQH GH LGHL PX]JLFDOH XC
motiv de construge al acestei piese 1l constituie notele
UHSHWDWH SH SDUFXUVXO SULPHL FH
S U LTrid-Q celeide D W U H,labBes8& nbte repetate
DSDU PDL VXEWLO 7RW HOH VXJHUHD]
PLUFDUH FKLDU GDF DUPRQLD HVWH V
WHQVLXQH uL G H[XEHUDQ OXFU ULL

&ERQWUDVWXO GLQWUH SULPD uL
dramatic pe mai multe planuri. in pritnidnd, ne atrage
DWHQ LD VFKLPEDUHD UHPDUFDELOD
EHPRO ODMRU vQ 'R ODMRU 'H DVHPHQ
DSDU GXS SULPHOH GRX DFRUGXUL VX
SDUWH XQGH FHD PDL OXQJ SDX] D
$FHDVW OLQLUMWGHHQH DRMPWL ELQH LQG
caractercon gran espressione

& D UD FW H U X8 R8ndd—LRocb Allégretto
e grazioso HVWH FRQWUDVWDQW ID GH FI
DO SULPHL S UL GH GLVFEFXUVXO PX]LFI
dealtD Fk\W U0IGH FDUDFWHUXO BJLWDW I
3 ULOH ILQDOH DOH VRQDWHORU RS
PHGLDQ FH FRQWUDVWD SULQ FDUDFW
IRUP GH FRQWUDVW FRQWLQX GL v
VHF LXQHD vQ GR PLQRU HVN&H H[SXV
Acorduri accentuatestaccato suprapuse pe arpegii de

> 3LHVH | U QXP U GH RSXV 7UDG $XWRU

11



WUHLJ]HFLGRLPL GDX DFHVWHL VHF LX
FH DQWLFLS SURBthrbRibhd Diangded@aw X O
prevala in sonata op.10 nr.1, de asemenea ih do minor.

Pe parcursul carierei salBeethoven a compus
OXFU UL DP S Oiput dfatnaddQ urinRt€ de piese
PDL VFXUWH PDL XU0RDUH FH GH PXOW
umoristice. Setul desonate op.10 FRQ LQH OXFU UL
DPEHOH IDFWXUL SULPHOH GRX VRQ@D
cand ultima s&@ D W RS QU vQ 5H ODMRL
OXQJ UL HVWH VFULV FX PDWXULWDWF

6DOWXULOH UHJLVWUDOH 0L MX]!
SULPHL S U L VXQW FDMIRgbWiditovQ vQIO
TRQXO WUHEXLH V ILH FKW PDL H[SUH\
dar ferm.

Pe parcVXO vQWUHJLiD S IUGEDDHD,
DUPRQLF HVWH IRDUWH OHQW FX WR
VH GHVI 4uRDU UDSLG )RUPD uL FDUDF
DVHDP Aagioxl din sonata op.2 nr.1, fiind singura
vQ WRQDOLWDWH PLQRU 9%HIHSKCR YOHMD X
D VvLP LW F DFHVW FDUDFWHU OLULF LC
S ULOH OHQWH DGXFH R LQWHQVLWDMW
SULPHOH S UL vQ WRQDOLWDWH PLQF
Adagio D IRVW XOWLPD SDUWH OHQW VFL
unastetO GH FDUDFWHU OLULF 6RQDWHL F
DGHY uUbDW SDUWH OHQW vQ WLPS FF
Largo e mesto VOQWKOQLP SULPD SDAJWH OHC
WRQDOLWDWH PLQRU PRPHQW FH YD
WXUQXU vQ FUHD LD FRPSR]JLWRUXOXL

SRQDWD RS QU QX DUH R SD
DGHY UDWXO VHQV DO FXYkQWXOXL
PHGLDQ D VRQDWH L ARe§retto @éhuetHVW H X

12



aL WULR vQ WRQDOLWDWHD I-b PLQRU
LQL LDO RFW-DFBUFK KL \PREIHMAIW X O F
lunglegato GLQ DFHDVW VRQDW

IQFHSXWXO HQHUJLF DO VRQDWHL |
R OXFUDUH VXEVWDQ LDO SXWHP DIL
oOXQJ aL FHD PDL JUHD VRQDW GLC
DVHPHQHD VRQDWD RS QU HVWH S
compoQHQ D VD R SDBWWRQBQWWDIWYWD P
IDSW FH DUH R vVQVHPQ WDWH GHRVHEL
FKW 0L OR]DUW DX FRPSXV S UL OHQW!
WRQDOLW L 0DMR UHrgo $F mMd3td ¥éte SDUWH
centrul expresiv al intregi sonateQHVQWUHFXW \
SURIXQ]JLPHD HPR LRQDO D H[SULP UL
Adagio sostenutoD VRQDWHL RS FRPSXV (
GRX GHFHQLL GXS

Sonata 0p.13 vQ GR PLQRU G@GHI® XPLW |
Sonate PathétiquEl798— D IRVW GGaGLFDW C
von Lichnavsky $FHDVW VRQDW HVWH SULY
GH WHPHOLH QX QXPDL SHQWUX VRQDW
pentru dezvoltarea sonatei clasice ca gen.

&HOH <Bmade op.14au fost scrise intre anii
1798 uaL DX IRVW SXEOLFDWH GH 7U
(1767183 1X H[LVW PDQXVFULV DO QLFL
H[LVW VFKL H DOH FHORU WUHL S U
GDWHD] SUREDELO GH OD vVQFHSXWXO

$PEHOH VRQDWH RS VXQW OXF|
LQWLP IRUPDWH GLQ WUHL S U L 'Hu
patH vQ IRUPD GH VRQDW QLFL R VRQD\
DXWHQWLF S3DUWHD PHGLDQ D VRQD\
AllegrettoMenuet U(Trio, iar ultima parte este uRondo

13



— Allegro comodo 6RQDWD RS QU QH IDUF
WHP 0L WU Ahdantd telcbnstitdiQpartea a-dl.

De obicei,Scherzeul este partea a HhintrR VRQDW GH
mare amploare (cum ar fi op.2, nr.2), dar sonata op.14,

nr.2 se incheie cu Ubcherzo- Allegro assai

Sonata op.22 PDUFKHD] VQWRDUFHUHD
IRUPDWDWU® S UL FDUDFWHULVWLF V
uL RS &RQFHSWXO VRQDWHL HVWH .
'H IDSW PXO L DQDOLUWL DX REVHUY
UHSUH]JLQW XOWLPD VRQDW FRPSXV
FODVLF DO VRQDWHREXVRUSFPDWRBRUSHD YRE
RS FRPSR]JLWRUXO H[SORUHD] QRL V

%YHHWKRYHQ D IRVW PkQGUX GH
A$SFHDVW VRQDW HVWFP”H]‘&tﬁ]:EEHY UDW
gewasche), i-a scris editorului Hoffmeister atunci cand a
trimis-o spre publicare. El a n@ L RoQ@D Wulatura de
Grand Solo Sonataln contrast cu predecesoarele sale
RS VRQDWD RS HVWH GLPHQVLRQD

6RQDWD RS VQFKLGH XQ FDSLW
EHHWKRYHQLDQ 2GDW FX VRQDWHOH
sonatelequasi una fardsia R S %HHWKRYHQ VvQF
VRQGH]H QRL RUL]JRQWXUL PX]LFDOH |
fost explorate.

Concluzie
6RQDWHOH VDOH GHQRW R SUHREF:

vQ PDQLHUD VHFROXOXL ;9,, 1Q IRL
H[SR]L LLOH VXQW SROLWHPDBeNLFH Ul

6 Lewis Lockwood Beethoven: The Music And The Ligglitura W
W Norton & Co Inc, anul 2005, p.133

14



GH]YROW ULOH VXQW UHODWLY VFXUWFE
PDL OXQJL OLULFH FX PXOWH RUQDPH
VWLOLVWLF F R P S RMenyeRI dXSehez® ORF XL H
XO VQF GLQ VRD@RMOMHOHORSS VWUHD
caracterul dansant @llenuetului, intr-un tempo alert,
FKLDU GDF VH IRORVHVF DGHVHD DFFI
intr-un Menuet

3 ULOH ILQDOH VXQW SOLQH GH Y
SXQFWXO GH YHGHUH DO HFRQRPLHL
%HHWKRYHQ IRORVHUWH WLSDUXO F
LPSOLFD LLOH VDOH GH RUGLQ HVWHYV
YRFLORU SODQXULOH VRQRUH UL IRUPI

ORGXO PLQRU FDS W R LPSRUWDAQ
OD VQFHSXWXO DFHVWHL SHULRDGH )
%HHWKRYHQ D DERUGDW UH@D LL DL
VQFUH] WRU vQ JHQLXO V X FUHDWRU
IRORVHDVF R WRQDOLWDWHD PLQRU
VRQDW SXBOLEFPWHD6VSXQH F DFHDVW
LPSRUWDQ D PRGXOXL PLQRU GH PDL V
OXL )U &KRSLQ 5 r. 6aBKXunDxiQe inL )
moduri minore.

Capitolul 111
Perioada de tranziie

Sonata op.26 VH GLIHUHQ LD] GH FHOH
GLQ PDL PXOWH SXQFWH GH YHGHUH I
VRQDW HVW-Hn §rupLde Bortate @yedmentale.
IPSUHXQ FPRKHURQDWH RS VXQW O>
FRPSRILWRUXO QX IRORVHUWH PRGI
FDUDFWHUL]DX VRQDWHOH VDOH SHQ'
PRPHQW IQ FD]XO VRQDWHL RS R

15



VQORFXLHUWH VWUXFWXUD SULPHL S U
forma GH VRQDW [IQ SOXV RUGLQHD S U
ritm de dans sunt inversate, astf®lherzeXO DSDUH GXS
SULPD SDUWH LDU SDUWBD$OHRQWN vQ
VFKLPEDUH HVWH VHPQLILFDWLY F FL
ca Frédéric Chopin, Alexander ci$abin, Sergei
SURNRILHY UL 6DPXHO %DUEHU IRORVFE
in sonatele lor pentru pian. Partea all HVWH XQ PDU
funebru la moartea unui erou, deci oarecum programatic.
Manuscrisul acestei sonate este primul ca®® sS VWUDW
complet.

PrimaSDUWH D VRQDWHL RS VH vQF
FX PXOWLSOH FDGHQ H $Lsehza% HHW K
sording crescendpurmat de ursubito pianope ultimul
DFRUG FH VXJHUHD] F SRDWH VIikUul
3HQWUX SuUuLPD GDW vQ VR®GODWHOH V
IRORVLUHD SHGDOHL GH UH]RQDQ (
L Q G Lgebrzalsbrdino

Ambele sonate op.27 SRDUW |SQrataFD LD
quasi una fantasia UL -DQWY U ILHFDUH VRQEC
improvizatorie in felul ei.

Denumirea desonata luniii-D IRVW DWULEX!
VRQDWHL RS QU vQ MXUXO-DQXOXL
muzician Heinrich Friedrich Rellstab (17991860).

AcestaiD YL]LWDW SH %HHWKRYHQ vQ WL
9LHQD vQ DSULOLH UL PDL dbhqexO 5
passing the wild scenery ofake Lucerne in the

" http://en.wikipedizorg/wiki/Ludwig_Rellstab

16



moonlighft 6RQDWD RS QU HVWH D GRX
PDQXVFULV H[LVW FX H[FHS LD SULPHI

&DUDFWHUXO ILHF UHL S U L D VF
WUHEXLH V ILH FRQWUDVWDQW DFH\
HYLGHQ LDWILGIF-® UBHXSDUWH VH IDFH R
PDL PDUH GHFKkW vQ PRG RELUQXLW %F
sonate op.2# quasi una fantasia UHDOL]HD] R GHS |
ID GH VWUXFWXUD XQHL VRQDWH FOD
de continuitate deD OXQJX O ILHAtuddd¢an® XFU UL
VH LQWHUSUHWHD] VRQDWD RS QU
DLE vQ YHGHUH WUHFHULOH 4L DPLQW
FHOH SDWUX S U L

6H SRDWH REVHUYD F VvQWUH SUL
VRQDWHL QX H[LVW R EDU GXEO GH
un PRPHQW GH SDX] &RPSR]JLWRUXO D (
D GRXD SDUMtacch QuBitolAlegtdd DG XJKkQG
SH SDUFXUaftac@aGOMDUHDS U LOH D GRXD
6LQIJXUD EDU GXEO GH VvVQFKLGHUH D
VOQWUHJLL OXFU UL

Dinamica RQDWHL RS QU HUD QF
SHQWUX DFHD SHULRDG -uh@mPpRF V v(
vioi, Allegro, partea intai este thndante

2 SUREOHP D VRQDWHL RS QU
SHGDOL]DUH /ID VQFHSXW FRPSR]LW
LQGLFD LdenfHsQlW U i deve suonare tutto
questo pezzo delicatissimamente e senza sdrdini L
sempre pianissimo e senza sorthhi $FHVWH GRX
LQGLFD LL QH GDX LPSUHVLD F SHGDO

8 2 EDUF FH WUHFH SULQ SHLVDMXO V OEDWLF
lunii. Trad. Autor

° IQWUHDJD SLHVY WUHEXLH FKQWDW FX PDUH ¢
0 7RW WLPSXO IRDUWH XUGRU UL I U GDPSKHUH

17



ILL VFKLPEDW SH SDUFXUVXO vQWUH.
trebuie o ORVLW IUHFYHQW VFKLPEkKkQG GR
necesar? Atmosfera discursului muzical are nevoie de o
VRQRULWDWH |IRDUBGWHU E DE®HO0 L FXWEH ¥ H
DUPRQLLORU V VH vVQWUHS WUXQG 3H
ULGLFDW GRDU bDWEMW RRQW Q/ HQX DSD
,QGLFDsdnka soidini FH QX HVWH XUPDYV
LQGLEdD dobdlini HVWH IXQGDPHQWDO GLIF
LQGLFD LLOH FH DSDU vQ &RQFHUWXO
VRQDWHOH RS QU UL RSsenzaX QGH G
sordini XU P Hd@@h ®rdini. In sonata op.27 nr.2,
LQGLFD LD SHUVLVW SH GXUDWD vQWw
JHQHUDO DO FDOLW LL VRQRUH

Sonataop.28 D IRVW VFULV vQ DFHHDUOL
VRQDWD RS uL VRQDWHRH RSB XFWXRP
PDL WUDGL LRQDOOH GHHKWR WRQRWHHD
compozitorul intorckndWH OD LGHHD FODVLF D \
SDWUX S U L DFHDVWD HVWH SULYLW
DSDU LQKkQG JUXSXOXL GH VRQDWH F
FRQVLGHUHQW VH GDWRUHD] IDSWXO
inrudite ca expHVLH H[LVWkQG R LPDJLQH F
XQLWDU DVXSUD vQWUHJLL OXFU UL

Denumirea de6 RQDWD 3DVMRWDGDW GH
HGLWXUD ®RrdeER& Wikinson probabil in
anul 1805.

IQ DQXO OD HGLWXUD OXL 6LPU
trei sonate op.31 cu subtitlul Edition tres correcte
6LPURFN D SXEOLFDW SULPHOH GRX VF
1803, ceadeD WUHLD VRQ®Wand 1804 EaD LFD W
in final, toate cele trei sonate au fost publicate in anul

18



1805. Editorul vienez Giovanni Cappil7651815)
SXEOLF 4L HO FHOH WUHL VRQDWH vQ
opusul, publicandde cu opusul 29.

Sonata op.31 nr.2 este una dintre cele mai
cunoscute sonate ale lui Beethoven. Popularitatea sa este
FRQIHULW GH VQFHSXWXO GUtBaPDWLF S
al-D SURIXQG UL QX vQ XOWLPXO UkQG
DS UELDDIULPD UL XOWLPD SDUWH DX |
GH VRQDW LODD BDHWRDPD GH VRQDW
dezvoltare.

Concluzii

IQ D GRXD SHULRPD®Eeriogdd dEUHD LH
WUD®Q]JEH. FXSULQGH VRQDWHOH GH OD |
%HHWKRYHQ WHVWHD] PDMRULWDWHD
VQFHSKQG FX IRUPD WHPHL FX YDULD L:
EHPRO ODMRU SDUWHD , DNHE®RJIKkQG S
fantasia. UHVSHFWLY FH®2A GRX VRQDWH R

Capitolul 1V
Perioada de maturitate

Beethoven a terminat de compssnata op.53
VOWUH OXQLOH PDL UL QRLHPEULH
vQ %DGHQ UL 2EHUG|EOLQJ GHSDUWH C
Expresivitatea comutului muzical al sonatei
RS G HeS linkkeOH FHULQ HORU YUHPLI
FDSDFLW LORU LOQVWUXPHQWXOXL 9
GHPRQVWUDW GRDU SULQ FDVFDGH G
PDL DOHV SULQ UDILQ®&URHD®Wec8ledL SUH
WUHL S U L DOH VR@DWHL VQFHS vQ QX|
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$FHDVW VRIDW FRRIVWGHUDW FD
IRUPDW GLQ IGtRduzioBet Adagio molto
SRDWH IL FRQVLGHUDW GRdA®W R LQW
Allegretto moderato )D GH SDWVUWNVHDRLDLDO
Andante IntroduzioneXO QX DUH LQGHSHQGHQ
mult rolul de a SUHJ W lra@adRo6hdoeului ce
XUPHD] uL vQ DOWH SLHVH FRPSR]LWHF
UL WUHL FXP DAppassiongaid RoQdenep
SDWUX GL FLQFL SHQWUX SLDQ RS
FYDUWHW SHQWUX FRDUGHXRYS . RDWL vQ
op.61. Cu toate acestea, in fiecare caz, contextul muzical
este diferit. De exemplu, partea a treia a sonatei
Appassionata DUH RXGBWVIH GU B, vahd vQ
discursul muzical dinRondoeul sonateiWaldstein se
GHUXOHD] VXBWLO vQ QXDQ D

'‘DWRULW IRUPHL Yd&aHop@BeR ELUQ XL
IRVW FULWLFDW GH XQ PX]JLFRORJ Q
Allgemeine musikalische Zeitinducrarea fiind citata
pentruineffectual peculiariti€s. Donald Francis Tovey
SH GH bow SDUWH R J VHUWH XQLF

AFHDVW OXFUDUH HVWH GH R IDF
SDUWH D DFHVWHL VRQDWH QX DUH IRL
G HJ U DMenuvetstilizat. CeadeD GRXD SDUWH F U
OLSVHUWH R WHP FRQWUDVWDQW F
VRQDW SULQ G HiphRtOadD SkEHtiheWiud P H L
de reintoarcere este evident, cand tema reapare in
WRQDOLWDWHD GH EDP GHKKI DWW DBWFGH) .
$FHDVW VRQDW FKLDU VH WHUPLQ FX
YLUWXRYV JLLQG VvVQFDGUDW vVOQWUH
sonatele op.53 UL RS U HWaRikt&irnw LI

1 3DUWLFXOD tultaty TradOAditar. U U H
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Appassionata VRQDWD RS HVWH FRQVLGH!L
aL FX Xr@t miiQal mai pun dramatic.

&X WRDWH DFHVWHD H[LVW VLPLO
VRQDWH RS RS uL RS PDL DOl
Appassiona. Ritmul punctat din inceputul sonatei
op.54, devine mai intens in sonata op.57, prima parte,
exemplul 1.

EX.1,QFLSLWXO VRQDWHL RS uL DO VR

Op.54 Op.57

)LQDOXO DPEHORU VRQDWH FRQ
UDLVSUH]HFLXIQWRBHPH XUD GH GRX
'XS UHSHWDUHD 'H]YROW ULL GL D 5HH|
XUPDWH GH R &RG UDSLG

|19}

Carl Czerny (1791857), elev al compozitorului
VSXQHD F DFH YonNaia ¢pBRikeptGealhiai
HODERUDW VRQDW SIFKDB O/H QQW DF
IDSWXO F %YHHWKRYHQ D FRQFHSXW D
GH 2GDW FH FRQFHS LD OXL GHVSL
VFKLPEDW P VXUD vQ 'H DFHHD S X
de doisprezece optimi TAtR P V XU FL QX GH S
S WULPLWBFHPSOLF R WHQVLXQH LQWH
Il U QLFL R WHQW GH JUDE

$FHDVWD HVWH SULPD VRQDW vQ
HVWH UHSHWDW
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$WKkW P VXUD FKW 0L LQFLVLYI
VXQW FDUDFWHULVWLFH S U LORU ILQI
precedente. Iiplus, inversarea mainii stangi peste mana
GUHDSW SHQWUX D FRPSOHWD WHPELC
FDUDFWHULVWLF XOWLPHORU S UL DO

Tempe XO XOWLPHORU S UL D VRQDW
uL RS QX HVWH UDSLG

SWXQFL FKkQG % Hadtw lam, YeinQepeG X S
V. FRPSXQ vQ JHQXQl &sRQDigEtL. HWK
GLIHULW GHRDUHFH QLFL R DOW VRQD
DUH R DVHPHQHD SDVLXQH HURLF

& X W R BdNdta 6p.78este o lucrare de mici
GLPHQVLXQL WHPHOH VD& idteWs¥,QW FRQ
DYKkQG XQ FDUDFWHU ORXGQWitsleF DIHF)
SDVDMHU $FHDVW VRQDW XQD GL
%HHWKRYHQ RIHU VXEWLOH DQWLF
FRPSRQLVWLFH YLLWRDUHWXU&RQFHQ)
muzicale pe motive tematice scurte/ %" H FDUDFWHUL"
FRPSR]L LLORU PHWLFXORDVH GLQ XO\
ILHFDUH QXDQ |IDFH SDUWH GLQ vQWU|

2 SUHGHFHVRDUH D VFKHPHL GH VR
HVWH VRQDWD RS vQ FDUH DPEHOH
tonalitate, Fa Major. Schemele sonatdlovQ GRX S U L F
XUPHD] VRQDWHL RS VRQDWHOH RS
VWUXFWXU GUDPDWLEF GLIHULW SuU
DILWDW SURWRWVRWRDUW DWOHWVRBLQRU
GRXD ILLQG PDL OLULF -ouddnalit®peN URV SH
ODMRU

Sonata op.78 face parte din perioada de maturitate
D VRQDWHORU OXL %YHHWKRYHQ 6RQDV
PDL HWHURJHQH vQ FDUDFWHU 4L SUI
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SHULRDGH SULQ FRQFHQWHRNDUHD WH
muzicale.

Sonata op.79 HVW H P Ddecdt Fndjoridtea
VRQDWHORU UL QX FX PXOW PDL PDUH
RS &X WRDWH DFHVWHD VLPSOLWDW
LQIHULRULWDWHD HL DFHDVW VRQL
FRQVWUXLW FX HOHPHQWH RULJLQDOF

Prima parte est®resto alla tedest Termenul
tedescalDFH DOX]LH OD XQ GDQV SRSXODU
UDSLG GH WUHL FH HUD FXQRVFEFXW vQ
al XIX-lea.

Ideea sonatei op.8la Das Lebewohl —
Abwesenheit- Das Wiedersehen D IRVW JHQHUDW
invazia armatei franceza aprilie 1809.

Editorul Breitkopf&Hartel a sugerat ca denumirea
S ULORU VRQDWHL V ILH 4L vQ 1UDC
YKkQ] ULOH GDU -& 6BsS Bd asdtnebled,u\a
IRVW GH DFRUG FX WUDGXFHUHD vQ |
Lebe wohl VH D G U HeV ¢inQyre persoane, pe cand
Les Adieware o conotactH QHXW U

I1XP UXO GH RSXV DO DFHVWHL VRC
HGLWRUXO %UHLWNRSI +|lUWHO vQV I
fusese recent folosit de editura Simrock pentru un sextet,
op.81b In Mi bemol (1795). Tprezent sa convenit ca
VRQDWD V-XE DRBIXVH[WHWXO E
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Concluzii

IQFDGUDWH GH VRQDWHOH DPSOH
GUDPDWLF VRQDWHOH RS vQ )D O0DMI
ODMRU VWUXFWXUDWH vQ GRX S U L
inSolMaMRU IRUPXODW GLQ WUHL S U L
RIHU XQ FRQWUDVW HYLGHQW vQ
beethoveniene. In cadrul acestor sonate putem observa
anumite motive ce vor fi folosite mai tarziu. Incipitul
sonatei op.54, partea |, este o inversare a itakpu
VRQDWHL FH R XUPHBgpassoRa@RwWwD RS
VQFHSXW X Qa 8 sondtdi op.79,in Sol Major, este
DVHP Q WRU SURILOXOXLi &boddeGLF DO
op.109 in Mi Major.

Alte caracteristici ale celei de a treia perioade de
FUHDLQAOXG H[SR]L LL VFXUWH GH]YR!
OLUF ULOH OHQWH GHYLQ PXOW PDL VI
omise total.

3 U LOH ILQDOH DX WHQGLQ D GH D
FRQVWUXF LD JHQXOXL VRQDWHL GHFKk
cazuri, devin principal® H S U L

Capitolul V
SHULRDGD WUDQVFHGHQWDO

Discursul muzical akonatei op.90 DUH OD ED]
LQWHUYDOXO GH WHU IQ SULPD SDU\
GHVFHQGHQW G Hmiwidt Gh paRdaFa douaR O
FRQWUDVWDQW W H Usddé&zDAbiteptF H Q G H (
GH D IRORVLW XQ LQWHUYDO SHQWUX I
QX HVWH QRX ILLQG IRORVLW 4L vQ
PDQLHUD FRQFHQWUDW vQ FDUH VH IR
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| U SUHFHGHOW vQ VRGD\Wikoms 'H P
op.106,aH OD ED] DFHODUL LQWHUYDO

YJRUPD VRQDWHL vQ Gmnor, S U L
DQWLFLSHD] VRQDWD RS FH UHVSI
GUDPDWLF

JRORVLUHD H[FOXVLY D WHUPHQLO
SHQWUX LQGLFD LLOH GH VQFHSXW
VHPQLILFDWLYQ D%FRIQMUIBYHUDW F LQG
OLPED LWDOLDQ QX PDL VXQW GH DMX
SHQWUX FDUDFWHUXO OXFU ULL 'H |
VQFHSXWXO VRQDWHL vQ OLPED JHUPD
LQGLFD LL {RGBWLWB YBBDWMOH SHQW
Lebhaftigkeit und durchaus mit Empfindung und
Ausdruck® G Nicht zu geschwind und sehr singbar
vorzutragen® .

Pentru subtitlul primei pagini sonatei op.101
%HHWKRYHQ D YUXTe Diffidulttd-pyV LS X OD \
SonatainA DGDSWkQG R HYUBWRIR QUHAHD W, ,
D FH D IRV WBekthovehs Xididkplay
symphony in A majof iIQ ILQDO DFHDVW VX
FRPSR]LWRUXOXL QX D IRVW DGRSWDW

'DWRULW DQXPLWRU DPELJXLW L L
FDX]D DOWRU DVSHFWH VRQBWD RS
sonatele op.2Quasi una fantaisia

12 X YLIJRDUH 4L SH vVQWUHJ SDUFXUVXO FX VH(

Autor.

31X SUHD UHSHGR BDGKBWDWYWRFQW U 7UDG $XW
1 Francis , ToveyBeethoven 35 Piano Sonatasl. Il

Commentaries, The Associated Board & Royal Schools of

Music, Anglia, 2007, ISBN 978-86096247-9.
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Prima parte din toate cele trei sonate suntuntr
tempo PDL D 0H]DANegG.HRikW acord este
UHLQWHUSUHWDW vQ VQFHSXWXO S U I
I U SDX] WRDWH DFHVWHD tEARQVWLW X
In sonata op.101, frazele de Tnceput din prima parte sunt
FLWDWH vQ XOWLPD SDUWH $FHVW OX
sonata op.27 nr.1, canddagicul revine la finalul
XOWLPHL S UL SHQWUX D FRQGXFH F V

Beethoven -iD FHUXW HGLWRQXOQXLVV X
PRGLILFH SULPD SDJLQ uL vQ ORF G
wWLS ULW +DPPHUNODYLHU 'RDU VRQD
0op.106 au fost publicate ca .fur das Hammerklavire”,
FKLDU GDF DFHDVW GHVHPQDUH DSD
VRQDWHL RS UL &eé&l op.1FORIS fikhl,D VR Q
denumirea dédammerklavier HVWH DVRFLDW H[FOX
Cu sonata op.106.

incepand cu sonata op.101, Beethoven a introdus
il fugi de diferite dimensiuni. Intreaga Dezvoltare a
XOWLPHL S UL HVWH R )XJ 8OWLPD S
eVWH R )XJ HSLF $ FLQFHD YDULD LX
VRQDWHL RS HVWH R )XJ uL XOWL

RS VQJOREHD] R )XJ FH DGXFH
LQYHUVDW

Partiturasonatei op.106 Hammerklavier,este de
WUHL RUL PDL OXQJU K HFFHKOH RBROEDVRIQ
SUHFHGHQWH &RQ LQH FHD PDL OXQ
FRPSOH[LWDWHD XOW Lé&/IH R ULIFH)XID/
LOQWH@D@ LIARBEHR]LWRUXOXL GH D VFULH R

%WHHWKRYHQ D UHFXQRVFEFXW F VR
SHQWUX SXEOLFXOp Rar@RalferhativelL D SU
cum ar fi plasareaAdagicului Tnaintea Schezeului,
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RPL KQG ILQDOXO RUL SXEOLFDUHD Sl
VRQDW VvQWUHDJ IQ ILQDO HGLWRU;
SULPHOH WUHL SDWJULRVHISdRKUBDW] GH
prima parteéGrande Sonataar partea a doua denumind
Introduction & Fugue

6RQDWD DUH SDWUX S UL FX WRL
spunea lui Ries iR VFULVRDUH GDWDW DS
Largo-ul era partea a patra, i#llegro risoluto era a
FLQFHD 1IQ QLEDWR RXR®WH[MRW DG4D Gt
L Q G L F nalcbrda ke corde FD vQ DFHDVW VRQI

Prima parte @onatei op.109D IRVW FRPSXV FL
OXFUDUH LQGHSHQGHQW OD FDUH %
lucreze in luna martie 1820pre deosebire de alte
sonate, Beethod Q LQGLF SHQW unenmpdéPD D ,,
mai rar,Adagio F X L Q @dpfessivoDaracterul este
FRPSOHW GLIHULW ID GH SULPD WHP
GH WHQVLXQH PDUL VFKLPE UL GLQDP
WUHL S WULPL vQ ORF GH GRX S WULP

$FHDVRQDW GHVFKLGH GUXPXO
romantice prin includerea recitativului in forma de
VRQDW VvQDWBIPDWL)L, , SULQ DSURSLI
VRQDW GH VWUXFWXUD XQHL PLQLD
imbinarea stilului polifonic cu cel armonic. Intreaga
sonataVH H[WLQGH F-WUHRDSDHUWWW HD GH, D (
FHD PDL DPSO

Debutulsonatei op.110HVWH FDOP UL H[SDQ\
FXP LQGLRKe d@mRWhiabilta GLQ P VXUD
IQFHSXWXO HVWH IRFDOL]DW UL FRQFF
SDWUX P VXUL W@WmizdlDal egliH
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SUL &D V FkQ L VRQDWD RS WUH
emoional.

/D IHO FD vQ VRQDWD SUHFHGHQW
DOH VRQDWHL RS QX VXQW GHVS U
GHILQLWLY 1IQ VRQDWD RS ordSHGDOTL
DO S-D SkQ OD SULPXO BBHARBGat®O S U I
RS FX WRDWH F SULPD SDUWH VH
DFRUGXO @& éstd disgns pe timpul accentuat al
P VXULL FHANSrB Md@kpare un discurs muzical
QHOLQLUWIMWW ¥F® FRQWIHELOLWDWHD S

Prima ediie asonatei op.111 D IRVW FRUHFWDYV
%HHWKRYHQ vQ OXQD LDQXDULH ILL
VIKUOLWXO OXQLL DSULOLH 'XS FH D
Y%HHWKRYHQ D SUHJ WLW R OLVYW GH ¢
lui Schlesinger la Paris. Sonata a fost de asemenea
SXEOLFDW GH HGLWXUD 9LHQH] 6DXHL
editura Cappi&Diabelli.

6FKHPD FHORU GRX S UL FRQWU
multe planuri: do minor vs. Do Major, Sturm und Drang
YV OLQLUWHDBBRXXQG PLFURUDWH YV
GRPLQDQW uL DUPRQLL PLQRUH P\
P VXUD GH WUHL $FHDVW VRQDW F}
experimental asupra formei, i@t cu sonata op.90.
%HHWKRYHQ D VQFHSXW DFHDVW SHUL
S U L -RIgj@Q RaJcontinuat cu sonata op.lQlasi
fantasia FH VQFRUSRUD HOHPHQWH GH )XJ
V R QiBewwimerklavier FH WUDWHD] WRDWH S U
)XJD OD XQ QLYHO VXSHULRU LQHGLYV
VRQDWHOH RS RS U lletReSa FD
F XW ULORU H[SUHVLYH D H[SDQVLXQLL
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Concluzii

CeadeD SDWUD SHULRDG VWLOLVWL
R HVHQ LDOL]J]DUH PX]JLFDO vQ FRPELQ
ODUJ GH DUPRQLH 0L VFULLWXU

int-R VFULVRDUH GLQ DQXe % H F
F -BU GLVSHQVD GH WUDGIem@QDOHO
(Presto, Allegro, AndanteHWF vQ IDYRDUHD XQR
FDUH V GHVFULH FDUDFWHUXO OXFU U
deTempo SRDWH IL vQ RSLQLD OXL %HHW
de corpulomenescvQ WLPS FH R LQGLFD LH Gt
DVHP Q WRU VSLULWXOXL

Capitolul V
Analize comparate

IQ  DFHVW FDSLWRO DP FRPSDU
consacrate ale sonatelor op.13, op.31 nr@p.54. Din
PXOWLWXGLQHD GH VvQUHJLVWU UL
L Q W HUdpbkzBbé, din punctul de vedere adolii
muzicale, al viziunii interpretative. Astfel, sonata op.13 a
IRVW DQDOL]DW FRPSDUDW SULQ SULV
interprei, respectiv Vladimir Ashkenazy, reprezentantul
@olii interpretative ruse, @ Danel Barenboim,
exponentul @olii interpretative germane, discipol al lui
Edwin Fischer.

6RQDWD RS QU D IRVW DQDOL]L
SULVPD LOQOWHUSUHW ULORU OXL i L
reprezentantul @olii interpretative germane,ii Emil
Gilels, renumit inerpret al@olii interpretative ruse.

8OWLPD VRQDW GLQ DFHVW FDSLW
DQDOL]DW FRPSDUDW SULQ SULVPD LC
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Schnabel, exponent adolii interpretative austriece, fiind
primul interpret ce a inregistrat integrala natelor
beethoveniene, i Richard Goode, pianist de origine
DPHULFDAQ

Capitolul VI
Edi ii, ingrijitori  dinterpre i

Din pleiada de edi a sonatelor pentru pian de
%HHWKRYHQ FH VXQW GLVSRQLELOH v(
+HQOH vQJULM L Wher, Gddpediiv MincherO
SUWH[W HVWH SUW Llin¢ritie¥ dreptHced @&V HU S U H
aproape de utopica e Urtext.

3ULQ VWXGLHUHD DP QXQiLW D Q>
QH SXWHP GD VHDPD UL GHVSUH FRQF
actului interpretativ al sonateloebthoveniene, cum ar fi
HGL LD vQJULMLW GH +DQV YRQ %-OR
Ediiile ingrijite de Arthur Schnabel sau de Alfredo
&DVHOOD VXQW SULYLWH GH SLDQLuUWL
GDWRULW PLFLORU PRGLILF UL DOH W
dinaPLFH 0L DJRJLFH &X WRDWH DFHVW
DFHVWRU HGL LL VH SRW UH LQH L
valoroase.

7TRDWH DFHVWH HGL LL FRQ LQ LQIR
in ajutorul interpretului, facilitand mesajului muzical.

Acestea sunt de cele manulte ori comentate de
ingrijitori, in notele de subsol.

7UDGL LD LQWHUSUHW ULL VRQDWF
GDWRUHD] vQ PDUH SDUWH OXal )UDQ]
UHGHVFRSHULW 0L UHLQYHQWDW SH %t
D SLDQLUWLORU ®HWW XHE@KPH MPRGGIOXC
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Liszt in interpretarea sonatelor beethoveniene, fiind
discipoli ai acestuia, exemplul 2.

Ex.2*®

LISZT $1 DISCIPOLII 5AI
F. Liszt (1811-1886) N. Rubinstein (1835-1881)
Friedheim ~ A.De Greef M. Rosenthal ~ E. Sauer A, Siloti E.D'Alben Vianna
(1841 1811) (IM'I 1922) (1853 1918) (1859 1932)  (1862-1940)  (1862-1946) (1862-1942) (1863-1945) (1864-1932) da Motta
(1868-1948)
W.Kempf{ A, Rubiostein ~ C.Amau E. Fiscl E. Ney S.Rachma-  E.Dohndnyi  W. Backhaus
(1895- 1991) (1886-1982) (1903-, 1991) (18864960) (1882-1968) ninov (1877-1960)  (1884-1969)
S. Askenase  (1873-1943)
(1896-1985}
’ K. Igoumnov S. Costa
1. Biret (1941) R. Gianoli (1915-1979) (1873 1948) (1929
M. Uchida (1948) P. Badura-Skoda (1927) J.BoléL
G. Oppitz (1953) 3. Demus (1928) (1914-1990)
A. Brendel (1931)
D. Barenbaim (1942) of. ECOLE RUSSE

M. Levitzki (1898-1941)

Tattachés & Iécole de F. Lisst - A-Lonquich (1960) L. Hernadi (1906)
F. Busori A, Foldes (1913-1992)
K § S

G. Solchany (1922-1988)
G. Anda (1921-1976) T. V&

R. Ganz E. Perri E. Stenermann G. Agosti G. Cziffra (1921-1994) (1933)
(1877-1972) (1881-1962) (1892-1964) (1901-1989)
J. Ogdon L. Kraus (1905-1986)
(1937-1989) M. Lympany (1916) M. Tipo

A. Brendel (1931) {1930
L. Hollander (1944)
1. Kalichstein (1946)

/ID ILQDOXO DF HiWv ¥éé] LamOiXchug U L
GRX $QH[H $RHTaBeHIBinB@RQatempo
urilor, culese din cele mamiportante edii, cat i Tabelul
sinoptic al ornamentelor, ce cuprinde toate ornamentele
explicate lexemplificate din ediile reprezentative.

Se poate observa, prin studierea indica de
tempo YL]LXQHD VRQDWHORU vQ SUDFW
viemi 'H OD VRQDWHOH RS SkQ OD

15 Alain Paris,Dictionnaire des interprétes et de l'interprétation
musicale au X>€ siécle Editura Robert Laffont S.A., Paris, 1995,

p.11.
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execuLD RUQDPHQWHORU YD IL GLIHULMW
WULOXOXL GXEOX YibtehM&OLILFD GLILFX

6WUXFWXUD IRUPDO D VRQDWH]
HYROXHD] GH OD VRQDWHGQHasRS H[S
fantasa SkQ OD GLPHQVLXQL PRQXPHQV
precumWaldstein AppasionatailHammerklavier

Consideraii finale

In teza de fa P-am propus stabilirea unor
aspecte difererate privind sonatele pentru pian de
Ludwig van Beethoven. Acestea au fostcegate atat in
contextul stilistic beethovenian, céi in cel clasic in
general.

Reperele stilistced. LQWHUSUHWDWLYH D
argumentarea fenomenului beethovenian privind sonata
SHQWUX SLD@ RBQRRX¥]LFDO $P VQFHL
v P ERm materiall informaional pentru a oferi
mijloacele de exprimare tehnigoterpretative necesare
UHG ULL DUWLVWLFH DOH DFHVWRU
UHSHUWRULXO SLDQLVWLF XQLYHUVDO
modelul clasic, respectiv rela dintre afectiviira iond.

OX]LFD EHHWKRYHQLDQ HE¥WH DW}I
SOLQ GH Y HRa, Ldel & Epst extrem de mult
FHUFHWDOD O-allingul tidgdlui, orizonturile ei
VXQW VQF GHVFKLVH O VKQG ORF |
interpretative.

Obiectivul tezei sa conturat prin conexiunile
realizate intre: climatul sociali cel cultural, climatul
istoric @ cel artistiemuzical, Tntre compozitoriil arti i-
interprei, ntre genuri, formedistructuri arhitectonice.
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Fenomenul irelegerii L LQWHUSUHVMDUHD D
FHHD FH WUHEXLH UHGDW UHSUH]LQW
KHUPHQHXWdeFexpeRdolY DFXPXODW D ILHF
pianist.

Pornind de la irlegerea tradei muzicale, a
texteor SDUWLWXULORU SULYLWHI VWLOL
aprofundat elementele care dawtenticitate muzicii
beethoveniene. Sper Gonatele pentru pian de Ludwig
van Beethoven. Sinteze stilisticwerpretative V... YLQ vQ
sprijinul @ ajutorul interpreilor pianidi ce Tii propun
UHGDUHD FkwW PDL ILGHO D GLVF
beethovenian.
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Summary

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

- Beethoven to Czerny, February
12, 1816°

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

The paper is divided into severhapters. 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 perspectes 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 thityo piano sonatas.

Chapter |
Division into periods of Ludwig van Beethoven
work

Biographer Wilhelm von Lenz (1808883), was
the first to promote the division
of Beethoven’s creation into three stylistic periods. He
did it in his book titledBeethoven et ses trios styles

'8 Emily, AndersonThe Letters of BeethoveRdituraSt. Martin
Macmillan, New York, 1961, p.560.
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published in 1852, without regard to the years o
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 180814,
respectively from the Sonatgsasi una fantasi@p.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 othose 32 Beethoven
piano sonatas can be done in four stylistic periods. The
first period can be calledlassical; 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.8la
inclusive and is defined as tiperiod of maturity, and
the last period- transcendental period includes the
sonatas from op.90 to op.111.

Chapter I
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

7 wilhelm, von LenzBeethoven et ses trois stylEslitura
Nouvelle, New York, 1980.
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have not used this concept of sonata with four parts,
except of the op. 40, noSonata in G Major.

| 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 tonalgy
the famous Sonata op.5Appassionata F minor, that
results in it’s name- Little AppassionataAn intense and
agitated atmosphere turns up in the first and last part.

The first sixteen measures of Part Il are the
second part transcription of a pianoagtet, Werke ohne
Opuszahl36, 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 relativgona
and major subdominant. Thdagio 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.Allegro
assai- should be taken in consideration tfeenpounit,
no matterthe contrast of the themes that are going to
appear. When Beethoven refers to the tempo of a piece,
one should implicitly think about the generempq
possible with some flexibility but certainly unital.

Unlike the minofrMajor-minor scheme in the last
part of the sonata op.2 no.l1 and the mirror scheme
Major-minor-Major in the sonata op.2 no.2, the tonal
scheme of this sonata is Majbtajor-Major. Metric unit
is in general a quarter with a point, against to eighth and
sixteenth from the other two final pis.
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The two easy sonatgsop.49 were sketched in
May, probably 1797, around the same time when the
composer was working on the sonatas op.10. The sonatas
0p.49 were published in January 1805 by the Bureau des
Arts et d’industrie aPeux sonates facile#t 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 o0p.49 no.2onstitutes 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 interpeter 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 tempo di
menuetto The onlysonata 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, amiitimited, as the dynamic
range are at the minimum level for any other sonata
written by Beethoven, including those three sonatas of
Werke ohne Opuszald7, which were not published.
However, the two sonatas are composed with attention
requiring pianisticcontrol, finesse of the vocal tone and
dynamics.
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The sonata op.7is 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 piecaletermined 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 giveexuberance 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 -ftat Major.
Furthermore pauses that appear after tts¢ fivo chords
are in contrast with the first part were the longest pause
was of eighth. This quietness helps us to define better
indication of characteron gran expression

The character of the forth pafRondo— Poco
Allegrettoe graziosas contrastig 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 curre@turn undDrang 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 ofsonatas op.10contains bth types of works;

the first two sonatas are shorter, while the last sonata
0p.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 progrésgagio molto The
tone has tdoe 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.4o.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 wasetlast 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 mestomeet the first slow part written in a
minor tonality, this will be a turning point in the
composers creian.

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

The dynanic 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 importanceabse both as
Haydn so Mozart composed the slow parts, generally,
only in Major tonalities. This part.argo e mestpis the
expressive heart of the entire sonata, unsurpassed in
emotional depth of the musical expression till #dgagio
sostenutp ofsonataop.106 composed about two decades
later.

Sonata op.13in C minor, also calledGrand
Sonatas Pathetiquél7981799) 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.l4were written between
17981799 and were published by Tranquillo Mollo
(17671837). There are no manuscript for these sonatas,
but exists sketches of the three parts of the first sonata,
probably dating fromite 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 Atlegretto MenuetindTrio,
while the last pd is aRondo- 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 wih aScherza Allegro assai.

Sonata op.22marks 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 somta 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 publicaon.

He mentioned it with the titl&rand 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 fantasiaop.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 replackinuet with Schezp
since sonatas op.&cherzokeeps the dance character of
a Minuet, in the alert tempo evenitl 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 (tiralp, 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 wunusual harmonic
relationships. He was confident in his creative genius and
had the cowage 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 IlI
Transition period

Sonata op.26differs 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 characked 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 Scherzooccurs 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 tlpedt 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 sordinogrescendpfollowed by asubito pianoon
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 216sesitha
sordino.

Both sonatas op.27carries anindication of the
sonataquasi una fantasiaand 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 (179860). This
visited Beethoven during his stay in Vienna in April and
May, 1825. Rellstab wrotea boat passing the wild
scenery of Lake Lucerne in the Moonliglithe 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.1l 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-2jiasi una
fantasia,Beethoven leaves theasisical 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 thatmong 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 ofAttaca subito I'Allegrabetween 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.l1 was
unusual for that period. In stead of the beginning in
activetempo, Allegrothe first part is adndante

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 sordid,
sempre pianissimo e senza sordirtiese 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, witgentle consecution that allows
harmony interpenetration. The pedal has to be little bit
raised just to prevent the dissonances.

The indication of senza sordinithat is not
followed by the indication cosordini, is fundamentally
different from the indicabns which appear in the Piano
Concerto No. 3, or sonatas op.31 no.2, and op.53, where
after the indicatiorsenza sordinfollows con sordini. In
the sonata op.27 no.2, the indication is valid during the
whole part as the general character of the sounlityqua

The sonata op.28was 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 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 nameSonata Pastoralawas given by a
London publisherBrodeiip and Wilkinson probably in
1805.

In 1803, appeared thremnatas op.3ledited by
Simrock with the subtitléedition tres correcteHe had
published the first two sonatas together in 1803, the third
one was published in 1804 and finally all the threszen
published in 1805. These sonatas were also published in
1805 by the Viennese publisher Giovanni Cappa (1765
1815) but with the wrong opusop.29.

Sonata op.31 no.2 is one of the most famous of
Beethoven's sonatas. Its popularity is given by the
dramadically 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 creatierthe 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 héreaching to the
form quasi fantasiarespectively the two sonatas op.27.
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Chapter IV
Maturity period

Beethoven finished theonata op.53during the
May — November 1803, spending much time in Baden
and Oberdobling, far away from Vienna.

The expressivit of musical content of the sonata
0p.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 threergsaof
sonata begins ipp.

This sonata can be considered as consisting of
two parts.Introduzione- Adagiomolto can be considered
as the introduction folRondo— Allegretto moderato
Compared to the second part initialAndante,
Introduzione is not indepndent; 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 sondppasionatain 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 sonAfgpassionatdnas
a dramatic development thwhile the musical discourse
from Rondoin sonataValdgein unfolds slightly to thep
tone.

Due to its unusual formsonata op.54 was

criticized by one unknown musicologist in the paper
Allgemeine musikalische Zeituragnd it was quoted for
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ineffectual peculiarities.From the other side Donald
Francis Toveyifs it unique.

This work has a special style. Its first part does
not have the form of sonata it is rather a stylikéiduet.

The second part which lacks a contrasting theme,
sketches the sonata concept through the subject and
motive development. Feeling ceturn 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, respectivéaldstein and
Appassionatasonata 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 sonatap®4 becomes more intense in
sonata op.57, first part, example 1.

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

Op.54 Op.57

|19}

The final part of both contains time value of
sixteenth; both are in the measure of two qusrtAfter
the repetition of Development and Exposition both are
followed by fast Code.
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Carl Czerny (1791.857)- pupil of the composer
was telling that this is considering tBenata op.57the
most elaborated one, up to the sonata op.106. Sketches
show tlat 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
guarters. This involves more interior intégswithout 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 ordeto complete the theme is one more feature
characterized to the last parts of the sonatas op.53 and 57.

The tempoof 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 genrghe ethos is completely different,
because no one from the following sonatas has the same
heroic passion.

Although thesonata op.78is a small work, its
themes are concentrated and more intense, having deep
and tender character with easy ongoingsTi&ione 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 whi 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 @p.11
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 sonataSonatas 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.79is shorter that the majority of
sonatas and not much largdran those two sonatas
op.49. Nevertheless, sonata’s simplicity does not
implicate its inferiority, is very good constructed with
original elements.

The first part iPresta alla tedescalrermtedesca
gives us a hint on a popular German dance, vagidr
pulse in three, which was known in the first decade of the
XIX century.

The idea of thesonata op.81laDas Lebewohl-
Abwesenheit- Das Wiedersehenwvas generated during
the invasion of the French army in April 1809.

Editor Breitkopf&Hartel suggésd 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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thatLebe wohlis 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 Hat (1795). In the present was agreed
that the sonata Wihave opus 8la 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 offan 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.57Appasionatabut 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 musicadiscourse of thesonata op.90has in
its base the third interval. In the first part is used the
descendant interval of small third & but in the second
part in the contrary the big ascending thir€dGEsharp.
The concept of use an interval for the matign 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 0p.90. To be mentioned ,
the sonata op.106 has in its base the same interval.

Two parts sonata fon, Majorminor; 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 ough, 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 sonatest
Lebhaftigkeit und durchaus mit Empfindung und
Ausdruck ad Nicht zu geschwind und sehr singbar
vorzutragen.

For the subtitle of the first page sdénata op.101
Beethoven wanted to be stipulatéde Difficultto-play-
Sonata in Aassimilating recent criticism of the™7
Symphony that was titleBeethoven’s diicult-to-play
symphony in A majorin 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,
guasi una fantasia

If compared with Allegro, the firgpart 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
beginningof 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 ad in stead of pianoforte to be printed
Hammerklavier Only the sonatas op.101 and op.106
were published asfyr das Hammerklavire’even if this
designation appears on the manuscript of the sonata
0p.109 and on a copy of sonata op.110. In the final, the
nameHammerklavieris 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 sata op.106 is an epic Fugue. TH& 5
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 theonata op.106 Hammerklavier,

is three times longethan 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 publicand proposed some
alternatives such as placement Adlagio in front of
Schezmmitting the final part or first two parts publishing
as a whole sonata. Finally the editor decides to public
first three parts apart fromargo and Fuguegiving the
name the fist part Grande Sonataand the second
Introdution&Fugue

The sonata consists of four parts though
Beethoven told to Ries in his letter dated by April 16,
1819, thatLargo is the forth part andllegro risolutois
the fifth one. Is the only sonata wib many indications
asuna cordaandtre codre.

The first part of thesonata op.109vas 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 tarapq Adagio
with the indicationexpressivo 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 somta 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 pathe
biggest one.
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The debut of thesonata op.110is calm and
expansive just as is indicated in notati@as amabilita
with measure 1. The beginning is focused and
concentrated because of the first fouraswes 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 0p.110 are not divided with the definitive double
bar. In the spata 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 measureAllegro molto has an
anxious musical discourse in the contrast with the
melodiousness of the first part.

First edition of thesonata op.11lwas corrected
by Beethovenn January 1823 being finally published in
the end of the April. Seeing the somapublished
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 minownvs. 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
startedthis period with a two parts sonata miidajor,
continued with the sonata op.l@lasi fantasiawhich
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 wrihg.

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

Chapter V
Comparative analysis

In this chapter | compared established
interpretation of the sonatas op.13, op.31 no.2 and op.54.
From the muitude of recordings | 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 interpretativeschool 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
Bedhoven'’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, respectivelfinchen 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 Bulod@ an
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 editisnwe 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 Beethen
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:

LISZT $1 DISCIPOLII 5AI
F. Liszt (1811-1386) N. Rubinstein (1835-1881)
H. Barth M. Krause A, Friedheim A, De Greef M. Rosenthal A, Silot E.D'Alben Vianna
(1841 1811) (1847.1922)  (1853-1918) (1859-1932) (1862-1940) (1862~ 1946) (1862 1942] (1863 1945) (1864-1932) da Motta
(1868-1948)
W. Kempff ~ A. Rubi ostein  C. Amrau E. Fischer E. Ney S.Rachma-  E.Dohnényi ~ W. Backhaus
(1895- 1991) (1886-1982)  (1903-. 1991) (18864960) (1882-1968) ninov (1877-1960)  (1884-1969)
S. Askenase  (1873-1943)
(1896-1985}
K. Igounnov S. Costa
1. Biret (1941) R. Gianoli (1915-1979) (1873 1948) (1929
M. Uchida (1948) P. Badura-Skoda (1927) J.BoléL
G. Oppitz (1953) 3. Demus (1928) (1914-1990)
A. Brendel (1931)
D. Barenbaim (1942) of. ECOLE RUSSE

M. Levitzki (1898-1941)

ratiachés ﬁF léwuslé n:fe F.Lisa: A- Lonqich {1960) L. Hernadi (1906)
b A, Foldes (1913-1992)
(1866:1924) R A. Fischer (1914)
G. Solchany (1922-1988)
. Anda (1921-1976) . Vésdry
R.Ganz E. Peri E. Stenermann G. Agosti G. Cziffra (1921-1994) (1933)
(1877-1972) (1881-1962) (1892-1964) (1901-1989)
J. Ogdon L. Kraus (1905-1986)
(1937-1989) M. Lympany (1916) M. Tipo
A. Brendel (1931) {1930
L. Hollander (1944)
1. Kalichstein (1946)

In the final partof this work | 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  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.
Formalstructure of Beethoven’s sonata evaluates

from the sonata op.2 exploring forrgsasi fantasiatill

the monumental dimensions in the sonatdaldstein,

Appasionataeand Hammerklavier

FINAL CONSIDERATIONS

In this thesis | wanted to erect some differentate
aspects concerning to the piano sonatas of Ludwig van
Beethoven. These were studied as in the stylistic context
of Beethoven such in the classieageneral context.

Stylistic and interpretative markers have in their
base argumentation of the Beethoverpbienomena
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 piao 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 at#l 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 arimusical climate, among the composers
and artists, genres, formadharchitectural 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 sas viewed stylistically |
searched and fathomed the elements that give the
authenticity of Beethoven’'s music. Hope tfAdte piano
sonatas of Ludwig van Beethoven. Synthesis stylistic
interpretative will be a support and help for the
interpreters that offe the closest interpretation of
Beethoven’s musical discourse.
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Curriculum Vitae
Rezultate profesionale cu elevii

- 20LPSLDGHOH BWDPSJLRQDO AOROGR

premii I)
- &RQFXUVXO QD LRQDO GH LQWHUSUHMW
1HDP SUHPLL , SUHPLX ,, SUHPL.

- &RQFXUVXO LQWHUQD LRQDO GH L
Georgescu” Tulcea (2 premiu II)

- &RQFXUVXO LQWHUQD LRQDO GH LQW
Suceava (3 premiu I)

- 20LPSLDGD 1D LRQDO G fretjiuF St
1)}

- &RQFXUVXO LQWHUQD LRQDO GH LQW
A&DUO )LOWVFK’ PHQ LXQH

Total : 19 premii

5HIXOWDWH SHUVRQDOH viQ DFWLYLWDYV

- 20LPSLDGHOHHMDBE®] U LRQDO SUH
- &RQFXUVXUL LQWehIU QD prdinip DI, OIH SuU
premiu III)

- &RQFXUVXUL QD LRQDOH GH LQWHUS!
premii |, 4 premii ll, 1 premiu Ill)
- Premii Speciale (3 premii)

Total : 20 de premii

$FWLYLWDWH GHVEHSBH A RRGDUMHSULOLI
martie 2009 am paNLFLSDW 0l dagiv&OYLW
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SHUIHF LRQDUH DFWXDOPHQWH GRFWF
$UWH A*HRUJH (QHVFX"~ ,DdL

$FWLYLWDWH DXGNLVWLRHFLWDOXUL (
VXV LQXWH DWKkW SHUVRQDO FkW uL O
HOHYLL vQ XUP WIRDBOHHWRFANDWHD
A*HRUJH (QHVFX  ,DGL &ROHJILXO 1D LF
% QFLO ~ ,DUGL OX]HXO A*HRUJH (QHYV
Teatrul ,Elvira Godeanu” Targdiu, Filarmonica Targu

OXUHuU

$FWLYLWDWH OWLLQ LILF

— studii publicate in volumul al Jlea ,Studii de
Muzicologie”, coordonator prof. Mar&eorgeta
SRSHVFX (G 3,0 ,DMBI716&%A1

— volumul al IV-lea ,Studii de muzicologie”,
coordonator prof. Mari&eorgeta Popescu, Ed. PIM,
,DuL , 6 9606-520-319-8.

'LVWLOBIpLRP GH ([FHOHQ SHQWUX S

UHDOL]DW vQ GRPHQLXO HGXFD LHL

GH LQXW vQ JDOHULD GH ROLPSLFL DL
— "LSORP ExGeen pentru contribia

DGXV OD RUJDQL]DUibnal ,Rendamibey DO X O X

Enescu”, edia a X-a 2010

Proiecte Europene

- Proiectul european &DOLWDWH HXURSHD
GREKQGLUHD GH QRL FRPSHWHQ H vQ
muzicieri L Q VW U X P He@lizat i \prin ~ programul
Leonardo da Vinci, nr. LLRdAV/IVT/2008/R0O/137,
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ILLQG UHVSRQVDEWKWD FIURSHWURWQID O
participanilor, 9-29 noiembrie 2009

- Proiectul europeaB-learning and Web2 Tools as
Means of Enhancing Education Outcomes and
establishing Transnational Cooperation Comenius
partenership mobility, cooperator12 decembrie 2009
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