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Introducere

La granita dintre secolele al XVIIl-lea si al XIX-lea, cultura
muzicala europeand a fost marcata de perioada de trecere dintre doud mari
curente muzicale - clasicismul si romantismul.

In aceasti atmosfera s-a afirmat cel care va reprezenta esenta
spiritului vienez, compozitorul Franz Schubert (1797 — 1828). El va fi
rezonatorul epocii sale, aflat nu doar la cumpana a doud secole ci, mai ales,
la momentul de trecere de la estetica deplin cristalizatd a clasicismului la
cea noud a romantismului.

Franz Schubert este cunoscut in special ca autorul de geniu a peste
600 de lieduri, datoritd carora si-a castigat un loc de frunte in istoria
muzicii.

Muzicologii s-au axat mult timp doar pe aceastd laturd a creatiei
schubertiene, neglijand celelalte genuri muzicale instrumentale carora
compozitorul le-a dedicat un numar bogat de opusuri de o mare valoare
artistica.

Sonatele pentru pian de Schubert au avut cel mai mult de suferit, in
special din cauza comparatiei nedrepte cu cele beethoveniene. Acest lucru a
dus la lipsa integrarii lor in repertoriul pianistilor, cat si la absenta in cartile
de specialitate.

Chiar dacd in ultima perioada unii interpreti si muzicologi si-au
indreptat atentia asupra acestor lucrari, sunt Inca rar integrate in recitaluri,
in repertoriul de concurs, iar o analiza detaliati a tuturor sonatelor lipseste.

In acest sens, in lucrarea de fatdi am fincercat si evidentiem
complexitatea si valoarea acestor sonate. Lucrarea este structuratd in sapte
capitole ce urmdresc trei perspective: istorica - a epocii in care a trait
Schubert, structurala si semiotici - a analizelor discursului muzical,
subliniind legatura cu traditia (elementele clasice) si innoirile aduse de catre
compozitor (elementele romantice), interpretativi - aspecte ale
interpretarii pianistice n sonatele schubertiene ce tin de notatia muzicala
(dinamica $i sonoritatea, modalitatile de emisie sonora: legato si staccato,
agogica, ritmul, ornamentica, pedalizarea, repetitiile si digitatia) si repere
interpretative personale la trei sonate, cite una pentru fiecare perioada de
creatie: perioada de tinerete — Sonata in La major op.post. 120 D 664,
perioada de maturitate creatoare - Sonata in la minor op. 143 D 784 si
perioada de apogeu — Sonata in do minor D 958.

'Dupi cunostintele noastre



La sonatele in La major op. post. 120 D 664, in la minor op. 143 D
784 si in do minor D 958, ne-am propus sa analizim viziunile interpretative
ale unor pianisti consacrati (Elisabeth Leonskaya, Paul Badura-Skoda,
Alfred Brendel, Radu Lupu, Murray Perahia), oferind astfel variante si
sugestii pentru cei care abordeaza aceste lucrari (muzicologi si interpreti).

Celor sapte capitole 1i se adaugd un epilog, bibliografie, partituri,
discografie, pagini web, cinci anexe si rezumat in limba engleza.

Capitolul I
I. 1. PIANUL LA CUMPANA SECOLELOR
AL XVIII-LEA SI AL XIX-LEA
I. 1. a. Pianul, un instrument muzical perfect

In viata muzicald a secolului al XVIII-lea, evolutia pianului si in
consecintd cea a afirmarii unor anumite genuri muzicale, a fost determinata
de construirea primului instrument pianoforte in anul 1709 de catre italianul
Bartolomeo Cristofori (1655- 1731), ce avea sa fie punctul de plecare si
motivul aparitiei unei adevarate industrii de profil. Cei mai importanti
constructori au fost Gottfried Silbermann (1683 - 1753), Johann Andreas
Silbermann (1712 - 1783), Johann Andreas Stein (1728 - 1792), Nannette
Streicher (1769 - 1833), Carl Andreas Stein (1797 — 1863), Conrad Graf
(1782-1851), Johann Zumpe (1726 - 1790), Americus Backers (1726 -
1790), John Broadwood (1732 - 1812), Sébastien Erard (1752 — 1831), Jean
Henri Pape (1787 — 1875), Alpheus Babcock (1785-1842), John Isaac
Hawkins (1772-1854) etc.

I. 1. b. Coordonate istorice ale studiilor si
metodelor de interpretare pianisticd

Aparitia lucrdrilor pentru pianoforte, cresterea numadrului de
interpreti - amatori sau profesionisti - au determinat si aparitia unor metode
de invatare a cantatului la pian, concepute initial de compozitori pentru a
pune la dispozitia interpretilor mijloacele tehnice necesare unei redari
optime a propriului lor text muzical.

Printre cei mai de seamd compozitori §i teoreticieni care au pus
bazele tehnicii pianistice se numara Carl Philipp Emanuel Bach (1714 —
1788), Friedrich Wilhelm Marpurg (1718 — 1795), Georg Simon Lohlein
(1725-1781), Daniel Gottlob Tiirk (1756 — 1813), Johann Peter Milchmeyer
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(1750 - 1813) Muzio Clementi (1752 — 1832), Carl Czerny (1778 - 1837)
etc.

I. 2. EVOLUTIA SONATEI PENTRU PIAN
1. 2. a. De la suita la sonata bitematicd

Secolul al XVIII-lea si prima jumatate a secolului al XIX-lea este
perioada de afirmare si desavarsire a sonatei clasice.

Originea sonatei se afla in forma de suita - o inlantuire de dansuri,
in miscari contrastante, dar avand comun principiul de unitate in tonalitate.

De la Sonatele lui Johann Sebastian Bach, scrise pentru vioara solo
sau cele pentru violoncel si clavecin, drumul spre afirmare a sonatei clasice
are mai multe impliniri in productiile unor compozitori, dintre cei mai
importanti fiind Domenico Scarlatti si Carl Philipp Emanuel Bach.

Domenico Scarlatti (1685 - 1757) compune 555 de Essercizi per
gravicembalo - Sonatas modernas din care se poate desprinde un tipar:
sonate monotematice, bistrofice cu un continut tematic cvasi-identic,
construite pe baza unei singure idei muzicale principale.

A B
Tonicd | Dominanta Dominanti | Tonica
Exporzitia cu cele doud teme 1n Contine germenul dezvoltirii si al
tonalitati diferite (dar cu acelasi reprizei (doar pentru tema a doua)
continut)

Lui Carl Philipp Emanuel Bach (1714 — 1788) i se atribuie
meritul de a fi stabilit forma de sonatd modernd, cu referire la sonata
bitematica, prin cele peste 150 de sonate scrise §i grupate In mai multe
cicluri.

Un aspect important in cadrul formei 1l reprezintd inlocuirea
structurii bipartite a sonatelor lui Domenico Scarlatti cu cea tripartita:
expozitia (douad teme contrastante), dezvoltarea si repriza (care cuprinde si
tema principald).

Pentru calitatile lor indubitabile, compozitiile sale au stat la baza
afirmarii sonatei clasice si au facut obiectul studiului si al admiratiei
exprimate explicit de catre Joseph Haydn si Wolfgang Amadeus Mozart.



L. 2. b. Sonata clasica in creatia compozitorilor
Joseph Haydn si Wolfgang Amadeus Mozart

in clasicismul vienez sonata pentru pian este ridicata la rangul de
laborator de cercetare si creatie. Schema de baza a formei de sonata clasica
poate fi structurata astfel:

1. Expozifia alcatuita din patru elemente tematice: tema
principala (sau grupul tematic principal) — in tonalitatea de baza; puntea
cu cele trei faze: prima in tonalitatea initiald, a doua modulatorie si a treia
ce anticipd tonalitatea temei secundare; tema secundara (sau grupul
tematic secundar) — la dominanta majora in cazul tonalitatii majore si la
relativa majord sau dominanta minord in cazul tonalitatilor minore;
concluzia — cu grupul de cadente in tonalitatea temei secundare.

2. Dezvoltarea - prelucreaza elementele tematice din prima
sectiune, are caracter modulant si instabilitate tonald; de obicei este alcatuita
din trei faze: I faza — face legatura dintre expozitie cu sectiunea centrald a
dezvoltarii; a II-a fazd — caracterizata prin tensiune dramatica si abundenta
procedeelor expresive; a IIl-a fazd — ,anacruza reprizei”® la dominanta
tonalitatii de baza

3. Repriza — caracterizatd prin unitate tonald, toate cele patru
elemente tematice ale expozitiei fiind expuse 1n tonalitatea de baza.

Uneori celor trei sectiuni li se mai pot alatura o introducere, ce
contrasteaza prin tempo cu forma de sonatd, ea pregitind atmosfera
acesteia, iar in final o coda ce cadenteaza in tonalitatea de baza.

Joseph Haydn (1732-1809) este cel care statueaza forma sonatd
ca structurd de sine statatoare, propice acestui gen instrumental (sonata
pentru pian), pe care o aplica apoi simfoniei, cvartetului, trio-ului, in fiecare
dintre acestea avand o evolutie proprie.

Originalitatea si inventivitatea sa se manifesta in tratarea temelor
prin divizarea In mici motive pe care le prelucreazd separat, micro-structuri
sonore puse sa germineze noi dezvoltdri, fructificate cu ingeniozitate de
compozitor.

Sonatele lui Wolfgang Amadeus Mozart (1756-1791) se remarca
prin transparenta si claritatea stilului mozartian, ce reies atat din simplitatea
liniei melodice, logica armoniei, cat si din perfectiunea formei, ordinea si
simetria structurala.

*Dumitru Bughici, Suita si sonata, Bucuresti, Editura Muzicali, 1965, p. 114
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I. 2. ¢. Ludwig van Beethoven
— apogeul sonatei clasice si noi orizonturi —

Beethoven face sinteza tuturor acumuldrilor de pana la el si
reuseste sd ridice la un alt standard forma sonatei clasice, i traseaza alte cai
de dezvoltare.

Dezvoltarea capacitdtilor expresive ale pianului 1i pune la
dispozitie compozitorului un instrument in conformitate cu temperamentul
sdu si mai ales cu idealul sau sonor de pian-orchestra.

Mai mult decat la oricare predecesor al sdu, la Beethoven cadrul,
matricea formei sonatd devine maleabila pentru cuprinderea densitatii
expresiei muzicale, compozitorul inventdnd material tematic care sa-i poata
permite desfasurarea pe largi dimensiuni.

Beethoven isi pune amprenta si asupra ciclului de sonatd prin
inlocuirea menuet-ului cu scherzo-ul, compozitorul avand meritul de a fi
largit si dezvoltat continutul si forma acestuia.

I. 3. ROMANTISMUL - consideratii generale

Perioada in care a trdit Franz Schubert marcheaza inceputul
Romantismului, curent ce a cuprins toate domeniile culturii. El a luat
nagtere ca o reactie la dezamagirea adusd de Infringerea Revolutiei
franceze din 1789 ce luptase pentru instaurarea unei epoci moderne sub
deviza Libertate, egalitate, fraternitate. Aparitia pe scena Europei a lui
Napoleon Bonaparte si a politicii sale de expansiune declanseaza un proces
de schimbare si refnnoire. Intrucat Restauratia (aparuta dupa Congresul de
la Viena din 1814) readuce vechile ierarhii, oamenii care doreau progresul
reactioneaza impotriva societdtii vremii i a constrangerilor social-politice
ale perioadei. Curentul romantic a aparut atdt ca o expresie a acestei
atitudini, cat si ca o reactie impotriva regulilor formale stricte ce guvernau
arta clasica. Spre deosebire de estetica clasicismului, cea romantica aduce in
prim plan sensibilitatea i sentimentele artistului in detrimentul respectului
fatad de rigorile pe care se bazase epoca trecuta.

Conceptiile care au stat la baza filozofiei romantice se regésesc in
ideile idealismului german reprezentat de cétre Johann Gottlieb Fichte
(1762-1814) (influentat de catre Immanuel Kant — 1724-1804) pentru care
eu-1 absolut * se afla la baza cunoasterii si a existentei, si de citre Friedrich

*http://www.crestinortodox.ro/
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Wilhelm Joseph Schelling (1775 —1854) a carui filozofie se axa pe
libertatea umana si pe relatia dintre spirit si natura. Ideile lor vor fi preluate
si in operele lui Novalis (1772 - 1801), discipol al lui Fichte, Ludwig Tieck
(1773 —1853) si fratii Schlegel - Karl Wilhelm Friedrich (1772 —1829) si
August Wilhelm (1767 —1845).

in evolutia artei poetice europene Johann Wolfgang von Goethe
(1749 —1832) a avut un rol deosebit de important, el influentdnd nu doar
filozofia germand, ci si muzica, drama si poezia din intreaga Europa.

Literatura romanticd germand este reprezentatd §i prin nuvela
fantastica al lui Ernst Theodor Wilhelm Hoffmann (1776 —1822 — cunoscut
sub numele de E.T.A. Hoffmann) si poeziile lirice ale lui Heinrich Heine
(1797* ~1856) ce au fost transpuse pe muzicd de Franz Schubert si Robert
Schumann in lieduri.

Ca si literatura germana, cea franceza si cea engleza au aceeasi
stare de nemultumire si de nazuinta spre mai bine. Printre cei mai de seama
reprezentanti francezi se numara Frangois de Chateaubriand (1788-1848),
Alphonse de Lamartine (1790-1869) si Victor Hugo (1802 —1885). Prefata
de la piesa Cromwell (1827) de Hugo constituie manifestul-program al
romantismului, dar cuprinde §i opinii despre importanta surprinderii
realititii inconjuritoare si redarea acesteia in opera literard. in Anglia
literatura atinge punctul culminant romantic prin creatiile lui George
Gordon Byron (1788 — 1824), John Keats (1795 —1821) si Percy Bysshe
Shelley (1792 — 1822 — apreciat ca cel mai liric poet).

Romantismul italian si cel spaniol a fost insotit de o viguroasa
insufletire patrioticd, cum intalnim in operele scriitorilor Alessandro
Manzoni (1785 —1873), Giacomo Leopardi (1798-1837) sau José de
Espronceda (1808 —1842).

In Rusia romantismul este legat de numele lui Mihail Lermontov
(1814— 1841) si mai ales de Aleksandr Puskin (1799 — 1837) — considerat
fondatorul literaturii ruse moderne.

Noul suflu romantic se resimte si in artele plastice din Spania,
Anglia, Franta si Germania, reprezentantii de seama fiind: Francisco Goya
(1746 —1828), Joseph Turner (1775 — 1851), John Constable (1776-1837),
Caspar David Friedrich (1774 —1840), Théodore Géricault (1791 —1824),
Eugene Delacroix (1798 —1863).

in muzica, romantismul isi are premizele in creatia lui Ludwig van
Beethoven (1770 - 1827), in special 1n ultima perioada de creatie (1815-

* Nascut in acelasi an cu Schubert
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1827) in care a compus Simfonia a IX-a, Missa Solemnis, ultimele cinci
sonate pentru pian si ultimele cinci cvartete.

Curentul romantic se afirmd mai intdi la contemporanii lui
Beethoven, Carl Maria von Weber (1786 —1826) si Franz Schubert (1797 —
1828).

Capitolul IT
FRANZ SCHUBERT - SONATELE PENTRU PIAN
I1. 1. Franz Schubert - scurtd biografie

Franz Schubert s-a nascut la 31 ianuarie 1797, in suburbia
Lichtental din Viena, intr-o familie de imigranti.

De la fratele sau Ignaz ia primele lectii de pian, iar tatal Schubert 1i
preda lectii de vioard. La sapte ani Incepe sa studieze canto, orga si
contrapunctul cu Michael Holzer (1772-1826), dirijorul coralei parohiale
din Lichtental.

Incepand cu anul 1808 intra in contact cu viata culturali si creatiile
artistice de valoare ale Europei in urma admiterii la celebra Stadtkonvict din
Viena, condusa de un ordin calugéresc.

Ajuns la adolescenta, Franz Schubert este nevoit sd paraseasca
scoala (1813) si sa se reintoarcd la familie. Celebrele schubertiade isi au
originea In aceastd perioadd cand Schubert organiza intalniri muzicale
impreunad cu prieteni de-ai sai.

in 1818 devine profesor de muzici la curtea contelui de Esterhazy,
dar dupa scurt timp intrerupe colaborarea cu acesta, din cauza neacomodarii
la viata de curte. Revenit la Viena, el va trdi aici pana la sfarsitul vietii
concentrandu-se doar asupra compozitiei.

Anul 1828 marcheazad un eveniment deosebit de important pentru
reputatia lui Schubert prin organizarea unui concert destinat in intregime
creatiei sale (26 martie), fapt unic in cariera sa componistica. Din nefericire
la sfarsitul acestui an marile probleme de sandtate cu care se confruntase
incd din 1823, curma firul vietii compozitorului la numai 31 de ani (19
noiembrie).

I1. 2. Creatia

Limbajul muzical schubertian oglindeste latura romantica a
compozitorului, manifestatd in mare parte prin lirica subiectivd, atdt in
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muzica vocald (cu text), cat si in cea instrumentald (,,purd”, sau ,,absoluta”,
cum a fost denumita de teoreticienii vremii).

Principalele surse de inspiratie i-au fost muzica populard auzita
acasa, in suburbiile Vienei, la petreceri, in localuri sau in casele oamenilor
simpli, dar mai ales folclorul vienez reprezentat prin lindler-ul atat de
frecvent la vremea aceea, dansurile de societate (printre care valsul vienez),
cantecele lirice germane.

Abordand genurile clasice, Schubert a avut ca principale modele
componistice pe reprezentan{ii vienezi, in special pe Mozart la inceputul
creatiei. O alta influenta stilistica este aceea a lui Beethoven.

Totodata, Schubert a fost puternic influentat de literatura, si mai
ales de poezie, care a devenit suport pentru textele liedurilor sale.

Daca primele 18 cvartete merg pe linia muzicii de divertisment
familial, incepand cu anul 1820 stilul schubertian se maturizeaza prin
abordarea unei tematici mai profunde ce atinge in ultimele creatii latura
filozofica. Schubert apeleazd la constructii de dimensiuni monumentale,
aceasta tendinta manifestandu-se si in genul simfonic, in special in Marea
simfonie (a 1X-a).

Creatia pianistica

De la Fantezia in Sol major pentru pian la patru mdini D 1 (prima
compozitie pastratd) pana la Sonata in Si bemol major pentru pian D 960
terminatd cu putin timp Inaintea mortii, Schubert a cerut clapelor ,,sd cante”.
In aceasta prolifica gradina muzicala schubertiana s-au inaltat opusuri croite
dupd tipare clasice, dansuri apropiate celor ce puteau fi ascultate la
petrecerile populare, dar au rasarit i creatii care sunt o elocventa expresie a
idealurilor romantice.

I1. 3. Sonatele pentru pian - periodizare

Franz Schubert a fost atras de timpuriu de genul sonatei, el
incepand sa compund primele lucrari in 1815 (avea 18 ani) si continuand
pana in 1828.

Muzicologii care au analizat creatia lui Schubert au ajuns la
concluzia ca e dificil de stabilit numéarul exact de sonate dedicate pianului
deoarece o parte dintre acestea s-au pierdut ori s-au pastrat doar fragmente
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din ele. Otto Erich Deutsch’ este cel care a cercetat in amanunt si catalogat
toata creatia schubertiana.

Datorita cronologiei sonatelor pentru pian realizate de catre Otto
Erich Deutsch, le putem clasifica in trei etape de creatie:

1. prima etapd cuprinde patru ani (1815 — 1819) -
perioada de tinerege (15 sonate)

2. cea de a doua etapa incepe dupa o pauza de patru ani si
se desfasoard pe parcursul a trei ani (1823 - 1826) -
perioada de maturitate creatoare (6 sonate)

3. ultima etapd e cea mai scurtd, doar un an (1828) —
perioada de apogeu (3 sonate)

1. 4. Editii importante

De-a lungul timpului sonatele pentru pian de Franz Schubert au
fost tiparite 1n diverse editii, marea majoritate dupa moartea compozitorului,
unele dintre ele cuprinzand doar o parte a acestora. In timpul vietii lui
Schubert, doar trei sonate au vazut lumina tiparului: la minor op.42 D 845 -
Anton Pennauer din Viena a tiparit sonata in 1826 cu numele Premiere
grande sonate®; Re major op.53 D 850 - in 1826 de citre editorul Matthias
Artaria (Viena) cu denumirea Seconde grande Sonate’; Sol major op.78, D
894 — in 1827 la editura lui Tobias Hasslinger (Viena), cu numele de
Fantasie, Andante, Menuetto si Allegretto.

Printre cele mai importante editii ale sonatelor pentru pian se
numdra cea sub indrumarea lui Franz Liszt la editura Cotta din Stuttgart
(1875 - 1880), cea de la Leipzig realizatd de catre Breitkopf&Gértel intre
anii 1884 si 1897, sub redactarea lui Eusebie Mandicevschi: Frantz
Schuberts Werke. Kritisch durchgesehene Gesamt ausgabe®, editia Peters’
(revizuitd), publicatd de catre Louis Kohler si Adolf Ruthardt, editia
Breitkopf'® publicata de citre Max Pauer, o editic ruseasca'' si Urtext'”

*Otto Erich Deutsch (1883 — 1967), muzicolog austriac cunoscut mai ales prin catalogul ce
contine lucrdrile lui Franz Schubert. De la el vine indicele D urmat de un numar pentru a
numerota lucrarile compozitorului.

®Prima mare sonatd

" A doua mare sonatd

8 Lucrarile lui Franz Schubert. Editie completd revizuitd critic

°Franz Schubert, Sonaten fiir klavier zu 2 hinden. Band I und II (Sonate pentru pian la 2 mdini.
Volumele I si II), Leipzig, Editon Peters

"Franz Schubert, Werke fiir klavier zu 2 héinden. Sonaten I, II, III (Lucrari pentru pian la 2
maini. Sonate I, 11, II1), Leipzig, VEB Breitkopf & Hirtel Musikverlag, 1977
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(structurata pe trei volume: primele doud editate de Paul Miles, cu o
digitatie de Hans-Martin Theopold, iar cel de-al treilea editat de catre Paul
Badura-Skoda cu digitatie propusa de acest mare pianist).

In analiza sonatelor pentru pian am tinut cont de editia Urtext
deoarece ne ofera numarul complet al acestora.

Capitolul III
PERIOADA DE TINERETE
IIIL. 1. Sonata in Mi major D 154

Datand din 11 februarie 1815, acest fragment in Allegro se intinde
doar pe 118 masuri ce cuprind expozitia si inceputul dezvoltdirii.

IIL. 2. Sonata in Mi major D 157

Desi manuscrisul cuprinde trei parti complete, exista doi factori ce
ne conduc la ideea unei sonate neterminate, cu a patra parte lipsa:
tonalitatea diferita fata de cea de baza si tempo-ul ultimei parti.

Partea 1, Allegro ma non troppo in Mi major (masura alla breve),
urmareste tiparul clasic de sonata, cu toate segmentele sale componente.

Partea a Il-a, Andante In mi minor (masura de 6/8), este un rondo
monotematic clasic cu reprize dinamizate.

Partea a IlI-a, Menuetto. Allegro vivace in Si major (masura de
3/4), este structurata tristrofic, dupa modelul formelor cu da capo.

I11. 3. Sonata D 279 in Do major

Ca si lucrarea precedentd, din sonata D 279 lipseste ultima parte,
ea fiind alcatuita doar din trei parti.

Partea 1, Allegro moderato in Do major (masura de 4/4),
abordeaza o ipostazd ingenioasd a formei de sonatd, cu multiple exceptii
formale si tonale.

"Franz Schubert, Opere complete pentru pian. Sonate. vol. 1, I, Moscova, Editura Muzicala de
Stat, 1962

Eranz Schubert, Klaviersonaten. Band 1, I, IIl (Sonate pentru pian. Volumele I, II, II),
Munich, Urtext, G. Henle Verlag
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Partea a II-a, Andante in Fa major (masura de 3/4), are o forma
tristroficd mare, compozitorul aborddnd simetria structurald intr-un mod
ingenios ce lasa libertate inventivitatii melodice prin variatia reprizei.

Partea a IlI-a, Menuetto. Allegro vivace in la minor (masura de
3/4), este structurata tristrofic, dupa modelul formelor cu da capo.

I11. 4. Sonata in Mi major D 459

Componenta sonatei In Mi major D 459 este problematica atat din
cauza numarului exact de parti, cat si a denumirii de Fiinf Klavierstiicke' .

Partea I, Allegro moderato in Mi major (masura de 4/4), are forma
de sonata cu exceptii semnificative de la tiparul traditional.

Partea a Il-a, Scherzo. Allegro in Mi major (masura de 3/4), are
tot structura de sonatd, intr-o ipostaza originalda a modelului clasic.

Partea a IlI-a, Adagio in Do major (masura de 3/8), abordeaza o
altd ipostazd a formei de sonatd, cea fard dezvoltare, intr-o interpretare
originala a raporturilor tonale dintre articulatiile tematice.

in partea a IV-a, Scherzo con Trio. Allegro in La major (misura
de 3/4), compozitorul abordeaza combinatia clasicd, utilizdnd simetria de tip
strofic In ambele sectiuni.

Partea a V-a, Allegro patetico in Mi major (masura de 4/4),
reprezintd o altd ipostaza a formei de sonatd ce dezvaluie noi abordari ale
laturii melodice, a structurii, precum si a raporturilor tonale dintre sectiunile
formei.

IIL. 5. Sonata in la minor op. 164 D 537

Partea I, Allegro ma non troppo in la minor (masura de 6/8) - desi
urmareste toate reperele formale ale unei sonate clasice, compozitorul aduce
numeroase inovatii atat in plan structural, cat si in plan sonor.

in partea a Il-a, Allegretto quasi Andantino in Mi major (masura
de 2/4), compozitorul abordeaza forma de rondo monotematic.

Partea a Ill-a, Allegro vivace in tonalitatea de baza (masura de
3/8), este o sonata fara dezvoltare, in care regasim aceleasi exceptii tonale
intdlnite In prima parte, aldturi de alte elemente constructive originale.

B .. .
Cinci piese pentru pian
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II1. 6. Sonata in La bemol major D 557

Dilema privind numarul exact de parti ale acestei sonate (trei sau
patru) porneste de la tonalitatea pe care Schubert a ales-o pentru partea a
treia: Mi bemol major, dominanta majora.

in partea I, Allegro moderato in La bemol major (masura de 3/4),
compozitorul abordeazd modelul clasic al sonatei bitematice, cu constructii
melodice si formale clare si abateri minime de la tiparul traditional.

Partea a IlI-a, Andante in Mi bemol major (masura de 2/4), ne
dezvaluie un nou model al formei tristrofice mari, de aceasta data cu repriza
concentrata.

Compozitorul incheie ciclul D557 tot cu o forma de sonata, partea
a Ill-a (Allegro in Mi bemol major, masura de 6/8) reluand simplitatea
formei din prima parte Intr-o noua invesmantare melodica §i expresiva.

IIl. 7. Sonata in mi minor D 566

Din cauza faptului ca in decursul timpului au fost publicate postum
doar fragmente din aceastd sonata, nu a fost clara structura exacta a acesteia.
Pentru a completa ciclul de sonatd in patru parti, muzicologii au adaugat
Rondo-ul in Mi major D 506" deoarece e compus in aceeasi perioada, se
potriveste relatiilor tonale ale sonatei si poartd denumirea de Sonata de
Franz Schubert pe copia dupa manuscris .

Discursul melodic al primei parti, Moderato in mi minor (masura
de 4/4), poarta amprenta melodismului de tip romantic, atat datoritd
complexitatii alcatuirii discursului, dar si a constructiilor melodice propriu-
zise. In ciuda amprentei romantice, forma de sonatd respectd regulile
traditionale ale modelului, atdt in ceea ce priveste structura cat si
configuratiile tonale ale sectiunilor componente.

Partea a IlI-a, Allegretto n Mi major (masura de 2/4), introduce o
nouad ipostaza a formei de sonatd, de aceasta data fara segmentul puntii si cu
o amplificare deosebitd a articulatiilor tematice.

Partea a Ill-a, Scherzo. Allegro vivace in La bemol major (masura
de 3/4), ne prezintd o noud ipostaza a gruparii Scherzo cu Trio, cu multiple
exceptii formale a primei sectiuni, ca la Beethoven.

" A fost publicat in 1847 ca op. post. 145 nr. 2. Sonata completi cu toate cele patru parti a
aparut abia in anul 1948.
5 Sonata by Franz Schubert* - Franz Schubert, Klaviersonaten. Band 111, Urtext - idem
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Partea a IV-a, Rondo. Allegretto moto In Mi major (m. 2/4),
reprezintd o imbinare intre forma de sonatd fard dezvoltare si rondo-ul
bitematic.

I11. 8. Sonata in Re bemol major D 567

Nu am analizat aceasta lucrare deoarece ea este prima versiune a
Sonatei in Mi bemol major op.122 D 568 (compusa 1n aceeasi luna).

II1L. 9. Sonata in Mi bemol major op. post 122 D568

Partea 1, Allegro moderato in Mi bemol major (masura de 3/4)
este structurata dupa tiparul sonatei clasice.

Partea a doua, Andante molto in sol minor (masura de 2/4) -
forma utilizata de compozitor aici poate fi interpretata fie ca o sonatd fara
dezvoltare, fie ca o imbinare a acesteia cu rondo-ul bitematic.

Partea a IlI-a, Menuetto. Allegretto in Mi bemol major (masura de
3/4) este printre putinele menuette ale lui Schubert intr-un tempo mai asezat.

Ultima parte, Allegro moderato in tonalitatea de baza, (masura de
6/8) este construita pe tiparul formei de sonatd, limbajul specific romantic al
compozitorului conferindu-i o nota de originalitate.

I1I. 10. Sonata in fa diez minor D 571

D 571 cuprinde doar un fragment din prima parte (142 de masuri,
se opreste inainte de reprizd). Desi este conceputd in forma de sonata,
partea I (Allegro moderato in fa diez minor, masura alla breve) surprinde
prin discursul melodic de tip romantic.

I11. 11. Sonata in Si major op. posth. 147 D 575

in partea I, Allegro ma non troppo in Si major (masura de 4/4),
Schubert abordeazd o formd de sonatd ce are drept fundament modelul
arhitectural traditional, conceptia personald asupra tonalitatii modificand
relatiile tonale clasice dintre sectiuni.

Partea a II-a, Andante in Mi major (méasura de 3/4) ne prezintd o
ingenioasa ipostaza a formei tristrofice mari, ce imbina simetria formelor cu
repriza cu principiul variational aplicat la nivelul strofelor.
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Partea a IlI-a, Scherzo. Allegretto in Sol major (masura de 3/4)
dezviluie o ingenioasa combinatie dintre simetria de tip strofic cu repriza si
libertatea structurald a melodiei ca element specific gandirii romantice.

Partea a IV-a, Allegro giusto in tonalitatea de bazd (masura de
3/8), combind dinamismul cu caracter dansant al rondo-ului, utilizat de
clasici in partea finald a ciclului de sonatd, cu arhitectura traditionald a
formei de sonata.

II1. 12. Sonata in Do major D 613

Partea a doua poartd alt numir in catalogarea facuta de catre
Deutsch - D 612 , dar datorita aceluiasi an de compozitie (1818) si a unor
asemanari motivice, muzicologii presupun ca ar forma o sonata in trei parti.

Din partea I, Moderato in Do major (masura de 3/4), s-au pastrat
expozitia si dezvoltarea formei de sonata.

Partea a Il-a, Adagio In Mi major (masura de 6/8), are structura
unei sonate fara dezvoltare, In care principiul variational 1§i pune amprenta
atat n alcatuirea sonora a temelor, cat si in structurarea lor interioara.

Partea a IIl-a, Allegretto in Do major (masura de 6/8), pastreaza
din varianta originala a lui Schubert expozitia si dezvoltarea formei de
sonatd.

I11. 13. Sonata in fa minor D 625

Partea I din sonata D625, Allegro in fa minor (masura de 4/4), ne
descopera o ipostaza noud a formei traditionale, in care inovatia formala si
tonald se imbina cu principiul monotematismului.

Gruparea Scherzo cu Trio utilizatd in partea a II-a (Scherzo.
Allegretto in Mi major, masura de 3/4), ne oferd o perspectivd moderna
asupra stroficitdtii datoritd limbajului profund cromatic utilizat de
compozitor.

Partea a IlI-a, Adagio in Re bemol major (masura 3/4), are
dimensiuni ample determinate de tempo-ul rar si scriitura bogat
ornamentati. Ea este alcatuita din trei sectiuni: ABA,,

Partea a IV-a, Allegro in fa minor (masura de 2/4), reprezintd una
din cele mai moderne forme de sonatd intdlnitad in prima etapa de creatie

schubertiana.
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II1. 14. Sonata in do diez minor D 655

Aceastd sonatd face parte din categoria sonatelor neterminate,
manuscrisul cuprinzand doar 73 de masuri. Din prima parte s-a pastrat doar
expozitia formei de sonatd, insd ingeniozitatea constructiei acestei variante
partiale demonstreaza o complexitate a conceptiei asupra formei, ce ar fi dat
nagtere unei interpretari originale a tiparului traditional.

I11. 15. Sonata in La major op. post. 120 D 664

Partea I, Allegro moderato in La major (masura de 4/4) este
conceputa dupa tiparul traditional al formei de sonata.

in partea a Il-a, Andante in Re major (misura de 3/4)
compozitorul abordeaza un alt model al formei de sonatd, si anume sonata
fara dezvoltare.

Partea a Ill-a, Allegro in La major (masura de 6/8), este scrisa in
forma de sonatd ce respectd modelul structural clasic, dar care aduce un
element de noutate 1n raporturile tonale dintre ideile tematice principale.

III. 16. Concluzii perioada de tinerete

Desi multe dintre sonatele apartindnd primei etape de creatie au
fost pastrate in variante partiale, lucrarile compuse In aceastd perioada
dovedesc nu doar o cunoagtere profunda a arhetipului expozitional clasic, ci
si 0 conceptie proprie originald asupra tiparului de sonata, marcata de o
gandire componistica ce va caracteriza creatia muzicald romantica.

Capitolul IV
PERIOADA DE MATURITATE CREATOARE
IV. 1. Sonata in mi minor D 769A, fosta D 994

Din sonata D769A4 s-a pastrat doar un scurt fragment din partea I,
Allegro in mi minor (masura de 3/4), reprezentand tema principala a formei
de sonata si o parte din punte (38 de masuri).
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IV. 2. Sonata in la minor op.143 D 784

Partea 1, Allegro giusto in la minor (masura de 4/4), respecta
parametrii clasici ai formei de sonatd la nivelul succesiunii partilor
componente. Gandirea romanticd rezida in sonoritatea celor doud idei
tematice, ce nu se aliniaza contrastului expresiv valorificat in sonata clasica,
precum si in prelucrarea complexa a acestora in expozitie.

Partea a Il-a, Andante iIn Fa major (masura alla breve) este
structurata tristrofic, simplitatea formei fiind combinata cu o economie a
mijloacelor melodice, ce are drept contrapondere inventivitatea prelucrarii
acestora.

Partea a Ill-a, Allegro vivace in la minor (masura de 3/4) are
forma de rondo-sonata.

IV. 3. Sonata in Do major ,,Reliquie” D 840

D 840 este alcatuita din patru parti, ultimele doua incomplete.

Forma de sonata in care este turnat discursul partii I, Moderato in
Do major (masura de 4/4), comportd modificari semnificative ale modelului
clasic, semnalate in special la nivel tonal.

Partea a Il-a, Andante in do minor (masura de 6/8), este o sonata
fara dezvoltare, ce echilibreazd absenta sectiunii de prelucrare prin
includerea principiului stroficitatii la nivelul alcatuirii temelor.

Inventivitatea melodica si tonald a gruparii strofice Menuetto si
Trio din partea a IIlI-a (Menuetto. Allegretto in La bemol major, masura de
3/4), deriva din conceptia pur romantica asupra limbajului, in ciuda rigorilor
stroficitatii clasice.

Partea a IV-a, desi poartd titulatura de Rondo (Allegro in Do
major, masura de 2/4), combind arhitectura de sonatd cu cea bazatd pe
principiul refrenului.

IV. 4. Sonata in la minor op.42 D 845

In partea I, Moderato in la minor (masura alla breve), tiparul
sonatei clasice devine elastic, ruperea cursivitatii expozitiei datorandu-se
inserdrii in finalul temei secundare a unei reprize tematice.

Partea a Il-a, Andante, poco mosso In Do major (masura de 3/8),
este o tema cu variatiuni.
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Partea a Ill-a, Scherzo. Allegro vivace in la minor (masura de
3/4) pune in evidentd latura romantici a compozitorului prin libertatea
constructiilor frazale si conceptia asupra tratarii factorului tonal.

In partea a IVa, Rondo. Allegro vivace in la minor (misura de
2/4) - desi utilizeaza modelul clasic al rondo-ului bitematic, tratarea libera a
temei cu rol de refren implica exceptii formale semnificative.

IV. 5. Sonata in Re major op.53 D 850

in partea I, Allegro in Re major (masura alla breve), forma
traditionald de sonatd nu este transformatd radical, insa modalitatea de
invesmantare melodica este inovatoare.

Partea a II-a, Con moto in La major (masura de 3/4), combina
forma de rondo bitematic cu sonata fara dezvoltare.

Partea a IllI-a, Scherzo. Allegro vivace in Re major (in masura de
3/4) - Scherzo-ul are structura tristrofica mica.

Simplitatea formei clasice de rondo monotematic utilizat in partea
a IV-a (Rondo. Allegro moderato, 1n tonalitatea de baza - masura de 4/4)
devine instrumentul unei bogatii melodice ce reiese din gandirea profund
romanticd a compozitorului, axatd in special pe evidentierea expresivitatii
intonationale.

IV. 6. Sonata in Sol major op.78 D 894

in partea I, Molto moderato e cantabile in Sol major (masura de
12/8), compozitorul oferd o replica romantica a tiparului clasic de sonata,
fara transformari semnificative ale modelului, dar intr-o invesméntare
sonord specifica.

Partea a IlI-a, Andante In Re major (masura de 3/8), reprezintd o
sonatd fard dezvoltare in ipostazd schubertiand, in care tematismul este
imbinat cu principiul variational.

In partea a Ill-a, Menuetto. Allegro moderato in si minor (in
masura de 3/4), compozitorul dovedeste o cunoastere profunda a structurii
strofice clasice, cele doud sectiuni ale formei cu da capo fiind marcate de
simetria patratd, divagatiile de la dimensiunile cvadraturii avand drept scop
obtinerea unor efecte sonore sau dramaturgice.

Partea a IV-a, Allegretto, in tonalitatea de baza (masura alla
breve), prezintd un raport neobisnuit intre complexitatea limbajului, cu
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explicite nuante romantice, marcate in special in alcatuirea melodicad si
armonica, si simplitatea formald a rondo-ului monotematic.

IV. 7. Concluzii perioada de maturitate creatoare

In sonatele apartinind celei de a doua etape de creatie se observa o
evolutie progresivd a limbajului catre sonoritatea specificd romantica,
concomitent cu o diversificare a formelor utilizate in genul de sonata.

Capitolul V
PERIOADA DE APOGEU
V. 1. Sonata in do minor D 958

Partea I, Allegro in do minor (masura 3/4) are forma de sonata.

Partea a II-a, Adagio in La bemol major (masura de 2/4) are o
structura formald complexa ce poate fi interpretata fie pentastrofic, fie ca o
sonata fara dezvoltare cu multiple exceptii formale si tonale.

Partea a Ill-a, Menuetto — Allegro in do minor (masura de 3/4)
are o structurd neobisnuitd din punctul de vedere al organizarii frazelor in
raport cu forma tristroficd mare a menuetului cu trio clasic, ce cunoaste
simetrii ale articulatiei periodice.

Partea a 1V-a, Allegro in do minor (masura de 6/8) este o ampla
forma de sonata, a carei complexitate este reflectatd in special in arhitectura
remodelatd de amplitudinea articulatiei melodice specifice gandirii
romantice, dar si de relatiile tonale abordate si dimensiunile mari ale
sectiunilor componente.

V. 2. Sonata in La major D 959

Partea I, Allegro in La major (masura de 4/4), reprezintd un
exemplu de pliere perfecta a gandirii romantice pe tiparul traditional de
sonata.

in partea a Il-a (Andantino in fa diez minor - masura de 3/8),
caracterul romantic al limbajului este manifestat in aspectul liber, cu
elemente improvizatorice al discursului, si sonoritatea de tip recitativ a unei
sectiuni din strofa mediana.

Influenta miniaturii pianistice romantice este evidentd in partea a
III-a (Scherzo. Allegro vivace in La major - masura de 3/4), Scherzo-ul
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urmand in creatia lui Schubert un drum stilistic distinct de cel clasic,
datorita dezvoltarii sale ca gen de sine statator.

Desi indicatia ce insoteste partea a IV-a este Rondo (Rondo.
Allegretto in tonalitatea de bazd - masura de 4/4), forma reprezinta
imbinarea principiului refrenului cu tiparul de sonata.

V. 3. Sonata in Si bemol major D 960

Orientat catre perfectiunea formei, Schubert realizeaza in partea I
(Molto moderato in Si bemol major, masura de 4/4) o arhitecturd de sonata
in cele mai subtile detalii ale sale, Insd transpusa intr-un context sonor
propriu, impregnat de gandirea melodica romantica.

Partea a Il-a, Andante sostenuto in do diez minor (masura de 3/4),
are structurd tristroficaA mare, simetria formald fiind compensatd de
melodismul romantic, cu accente dramatice.

In partea a Ill-a (Scherzo. Allegro vivace con delicatezza in
tonalitatea de bazd - masura de 3/4) descoperim o inversiune a principiilor
simetriei traditionale a gruparii Scherzo cu Trio, $i anume organizarea dupa
principiile cvadraturii a primei sectiuni si aplicarea exceptiilor formale celei
de a doua.

Partea a 1V-a, Allegro, ma non troppo in tonalitatea de baza
(masura de 2/4) - tendinta de amplificare a formei prin supradimensionare
este vizibila in forma de rondo-sonata utilizata in aceasta parte.

V. 4. Concluzii perioada de apogeu

Sonatele pentru pian apartinand ultimei perioade de creatie
marcheaza o dubld transformare a conceptiei componistice schubertiene. Pe
de o parte, limbajul sonor evolueaza catre accentuarea stilisticii romantice,
iar pe de altd parte, asistam la o orientare cdtre simetria formelor, a
eliminarii treptate a exceptiilor constructive si tonale.
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Capitolul VI
SINTEZA CU PRIVIRE LA UNELE ASPECTE ALE
INTERPRETARII PIANISTICE iN SONATELE
SCHUBERTIENE, iN FUNCTIE DE SCRIITURA
MUZICALA

in aprecierea corectd a valorii sonatelor pentru pian de Schubert
este foarte important si felul in care sunt interpretate, deoarece viziunea
pianistului asupra piesei poate dduna ori evidentia geniul creator al
compozitorului.

In acest capitol am dorit si evidentiem aspecte ale notatiei
muzicale schubertiene privind dinamica si sonoritatea, modalitdatile de
emisie sonorda (legato §i staccato), agogica, ritmul, ornamentica,
pedalizarea, repetitiile si digitatia.

Capitolul VII
INTERPRETARI COMPARATE

In acest capitol am supus analizei comparate cite doud interpretari
de referintd apartinand unor pianisti contemporani consacrati: analiza
comparatd a sonatei in La major op. post. 120 D 664 de Franz Schubert,
surprinde interpretdrile pianistilor Elisabeth Leonskaya si Paul Badura-
Skoda; analiza comparatd a sonatei in la minor op.143 D 784 de Franz
Schubert, urmareste variantele interpretative ale pianistilor Alfred Brendel
si Radu Lupu; pentru analiza comparata a sonatei in do minor D 958 de
Franz Schubert, facem referire la variantele interpretative ale pianistilor
Alfred Brendel si Murray Perahia.

Epilog

Arta compozitionald a lui Schubert a fost intr-o continua evolutie,
de la primele sonate care s-au aflat sub influenta muzicii clasice, pana la
crearea unui stil propriu caracterizat printr-o géandire poetico-muzicala
expresiva si originala.

Sonatele pentru pian de Franz Schubert ne surprind si ne
emotioneaza prin conceptia lor muzicald, prin diversitate si complexitate,
prin intensitate poeticd, prin predominanta temelor lirice, prin frumusetea si
profunzimea lor, prin virtuozitatea romanticd, prin tensiunea dramatica ce
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strabate cateodatd discursul muzical, prin modulatii bruste la tonalitati
indepartate.

Datorita libertatii armonice, lirismului si dramatismului ce strabat
sonatele sale pentru pian, Franz Schubert poate fi considerat un deschizator
de drum pentru sonata romanticd reprezentatd de Robert Schumann,
Frédéric Chopin si Franz Liszt.

Desi pianisti de renume, precum cei mentionati in capitolul de
viziuni interpretative, abordeaza in repertoriul lor sonatele pentru pian de
Franz Schubert, in ziua de azi incd exista reticente privind includerea
acestor lucrari in repertoriul de recitaluri sau concursuri.

Dorim ca lucrarea de fata sa reprezinte un real suport pedagogic,
cat si un exemplu de cercetare muzicologica care sa stimuleze reactii si, de
ce nu, ecouri care ar putea duce mai departe demersul complex privind
cunoasterea si interpretarea sonatelor pentru pian de Franz Schubert.
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» Whatever he watches or touches changes into
music. His whole being is an eternal song, an
enchanting melody tamed by rhythm, embellished by

harmony, anointed by ideas.”
(Robert Schumann on Franz Schubert)
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Introduction

On the threshold between the 18" and the 19" centuries, the
European musical culture was marked by the passage from one great
musical current to another — the Classicism and the Romanticism.

It was in this environment that emerged the one who will embody
the essence of the Viennese spirit, the composer Franz Schubert (1797 —
1828). He will be the paragon of his age, standing not only on the threshold
of two centuries, but also at the pass between the full-fledged Classical
aesthetics and the budding aesthetics of Romanticism.

Franz Schubert is especially famous for composing over 600
remarkable lieder which have earned him a well-deserved place in the
musical hall of fame.

For quite a long time, musicologists only focused on this part of
Schubert's entire oeuvre, thus overlooking the other instrumental genres to
which the composer dedicated a high number of opuses of great artistic
value.

Schubert's piano sonatas were most affected by this, especially as
they were unjustly compared to Beethoven's. This led to their absence from
the pianists' repertoire as well as from literature in the field.

Even if nowadays there are interpreters and musicologists who
have taken an interest in these works, still they are rarely performed in
recitals or contests, and a detailed analysis of the sonatas has not yet been
made'.

To this purpose, the present dissertation endeavours to highlight
the complexity and the value of these sonatas. The paper consists of seven
chapters following three perspectives: the historical one — the age when
Schubert lived, the structural and semiotic one — the analyses of the
musical discourse, underlining the connection with tradition (the Classical
elements) as well as the renewals brought by the composer (the Romantic
elements), and interpretive — aspects of the piano performance which
pertain to the musical notation (dynamics and sonority, the manners of
sonorous emission: legato and staccato, the agogic, rhythm, ornamentation,
pedal points, repetitions and fingering) as well as personal interpretive
standpoints on three sonatas, one for each creative period: the young years —
Sonata in A major op.post. 120 D 664, the period of creative maturity —

! According to our information.
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Sonata in A minor op. 143 D 784 and the apogee — Sonata in C minor D
958.

For the sonatas in A major op. post. 120 D 664, in A minor op. 143
D 784 and in C minor D 958, we have analysed the interpretive views of
some world-famous contemporary pianists (Elisabeth Leonskaya, Paul
Badura-Skoda, Alfred Brendel, Radu Lupu, Murray Perahia), thus providing
several options and suggestions to the readers (musicologists or
interpreters).

The seven chapters are accompanied by and epilogue, an abstract

in English, the sources, scores, recordings, web pages and six annexes.

Chapter |
I.1. THE PIANO ON THE THRESHOLD BETWEEN
THE 18™ AND THE 19™ CENTURIES
I. 1. a. The piano, a perfect musical instrument

In the musical life of the 18™ century, the evolution of the piano
and, consequently, that of the establishment of certain musical genres was
determined by the building of the first pianoforte, in 1709, by the italian
Bartolomeo Cristofori (1655-1731), which would become the starting point
and the reason for an entire industry to appear. The most important
pianoforte manufacturers were Gottfried Silbermann (1683 - 1753), Johann
Andreas Silbermann (1712 - 1783), Johann Andreas Stein (1728 - 1792),
Nannette Streicher (1769 - 1833), Carl Andreas Stein (1797 — 1863),
Conrad Graf (1782-1851), Johann Zumpe (1726 - 1790), Americus Backers
(1726 - 1790), John Broadwood (1732 - 1812), Sébastien Erard (1752 —
1831), Jean Henri Pape (1787 — 1875), Alpheus Babcock (1785-1842),
John Isaac Hawkins (1772—1854) and many others.

I. 1. b. Historical co-ordinates of piano studies and
coursebooks

As composers started to write works for the pianoforte and the
number of performers — amateur or professional — grew, there appeared
several coursebooks on how to play this newly-born instrument, initially
conceived by composers in order to provide the performers with the
technical means required to properly perform their musical text.
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Among the most remarkable composers and theorists who laid the
foundations of the piano technique are Carl Philipp Emanuel Bach (1714 —
1788), Friedrich Wilhelm Marpurg (1718 — 1795), Georg Simon Lohlein
(1725 — 1781), Daniel Gottlob Tiirk (1756 — 1813), Johann Peter
Milchmeyer (1750 — 1813) Muzio Clementi (1752 — 1832), Carl Czerny
(1778 — 1837) and others.

I.2. THE EVOLUTION OF THE PIANO SONATA
l. 2. a. From suite to bi-thematic sonata

The 18™ century and the first half of the 19" century is the age
when the Classical sonata imposed itself and was perfected.

The origins of the sonata can be found in the form of the suite — a
concatenation of dances in contrasting moves, but sharing in common the
principle of unity in tonality.

From the Sonatas of Johann Sebastian Bach written for solo violin,
or those for cello and harpsichord, the path to the establishment of the
Classical sonata finds several fulfilments in the works of certain composers,
the most important of whom are Domenico Scarlatti and Carl Philipp
Emanuel Bach.

Domenico Scarlatti (1685 - 1757) is the author of 555 de
Essercizi per gravicembalo — Sonatas modernas which generate a pattern:
monothematic sonatas with two strophes, having a nearly-identical thematic
content, built on a single main musical idea.

A B
Tonic | Dominant Dominant | Tonic
The exposition with its two themes Contains the seeds of development
in different tonalities (but having the and reprise (just for the second
same content) theme)

Carl Philipp Emanuel Bach (1714 — 1788) is noted for having
established the form of modern sonata, relating to bi-thematic sonata, in his
more than 150 sonatas written and grouped in several cycles.

An important aspect with respect to form is the replacement of the
two-part structure of Domenico Scarlatti's sonatas with the three-part form:
the exposition (two contrasting themes), the development and the reprise
(which comprises the main theme).
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Due to their undeniable qualities, Scarlatti's compositions laid the
foundations for the establishment of the Classical sonata, and they were
studied and highly praised by both Joseph Haydn and Wolfgang Amadeus
Mozart.

I. 2. b. The classical sonata in the oeuvres of Joseph Haydn
and Wolfgang Amadeus Mozart

In the Viennese Classicism, the piano sonata is raised to the rank
of research and creative laboratory. The basic scheme of the Classical
sonata form may be structured as follows:

1. The exposition which consists of four thematic elements: the
main theme (or the main thematic group) — in the basic tonality; the
bridge with its three stages: the first in the initial tonality, the second —
modulating and the third which anticipates the tonality of the secondary
theme; the secondary theme (or the secondary thematic group) — on the
dominant major in the case of major tonality and on the relative major or
dominant minor in the case of minor tonalities; the conclusion — with a
group of cadences in the tonality of the secondary tonality.

2. The development — works with the thematic elements in the first
section, has a modulating character and a tonal instability; it usually consists
of three stages: stage I — connects the exposition and the central section of
the development; stage II — characterised by a dramatic tension and the
abundance of expressive devices; stage III — “the anacrusis of the reprise”
on the dominant of the basic tonality.

3. The reprise — characterised by tonal unity, all four thematic
elements of the exposition being displayed in the basic tonality.

Sometimes, to the three sections may be added an introduction,
which contrasts in tempo with the sonata form, and a coda which has a
cadence in the basic tonality.

It is Joseph Haydn (1732-1809) who develops the sonata form
into a separate individual structure, propitious for this instrumental genre
(the piano sonata), which he then applies to the symphony, the quartet, the
trio, each of these having their own evolution.

His originality and resourcefulness may be seen in his treatment of
the themes by dividing them into small motifs which he works separately,

*Dumitru Bughici, Suita si sonata (The Suite and the Sonata), Bucuresti, Editura Muzicala,
1965, p. 114
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micro-structures made to germinate new developments, ingeniously
enhanced by the composer.

The sonatas of Wolfgang Amadeus Mozart (1756-1791) are
remarkable due to the transparency and the clarity of style, which result
from the simplicity of the melodic line and the logic of the harmony as well
as from the perfection of its form, the order and the structural symmetry.

I. 2. c. Ludwig van Beethoven
—the peak of the classical sonata and new horizons—

Beethoven synthesizes all the accumulations up to him and
succeeds in raising to a new standard the form of the classical sonata, he
draws new paths for its development.

The development of the piano's expressive abilities provides the
composer with an instrument in agreement with his temperament and
especially with his sonorous ideal of piano-orchestra.

With Beethoven, more than with any of his predecessors, the
matrix of the somnata form becomes malleable so as to encompass the
musical density, and the composer invents the thematic material which
allows him to develop it extensively.

Moreover, Beethoven also interferes with the sonata cycle by
replacing the minuet with the scherzo; the composer is given the credit for
having expanded and developed its content and form.

I. 3. ROMANTICISM - A general view

The time when Franz Schubert lived marks the beginning of
Romanticism, a current which pervaded every culture-related field. It was
engendered as a reaction to the disappointment brought about by the defeat
of the French Revolution of 1789 which had fought for the establishment of
a modern age under the motto Liberty, Equality, Fraternity (Liberte,
Egalité, Fraternité). As Napoleon Bonaparte and his expansionist politics
made an entrance onto the European stage, it triggered a process of
transformation and renewal. Since the Restoration (which occurred after the
Vienna Congress in 1814) brings back the old hierarchies, the people who
wanted progress react against the society of their time and the social-
political constraints. The Romantic current occurred as an expression of this
attitude as well as a reaction against the strict formal rules which governed
the Classical art. Unlike the aesthetics of Classicism, the aesthetics in
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Romanticism brings forth the sensitivity and feelings of the artist to the
detriment of respecting the rigours which the past epoch had relied upon.

The conceptions which lay at the foundations of Romantic
philosophy can be found in the ideas of German idealism represented by
Johann Gottlieb Fichte (1762-1814) (influenced by Immanuel Kant — 1724-
1804), for whom the absolute self * is the basis of all knowledge and
existence, and by Friedrich Wilhelm Joseph Schelling (1775 —1854), whose
philosophy focused on human freedom and the relationship between spirit
and nature. Their ideas will also be taken up by Novalis (1772 - 1801), one
of Fichte's disciple, Ludwig Tieck (1773 —1853) and the brothers Schlegel —
Karl Wilhelm Friedrich (1772 —1829) and August Wilhelm (1767 —1845).

In the evolution of the European poetic art, it was Johann
Wolfgang von Goethe (1749 — 1832) who played a particularly important
part, as he influenced not only German philosophy, but also the music, the
drama and the poetry throughout Europe.

The Romantic German literature is also represented by the fantasy
short stories of Ernst Theodor Wilhelm Hoffmann (1776 —1822 — also
known as E.T.A. Hoffmann) and the lyric poems of Heinrich Heine (1797*
—1856) which were put on music by Franz Schubert and Robert Schumann
in lieder.

Much like German literature, the French and the English manifest
the same discontentment and strive for something better. Among the most
famous French representatives are Frangois de Chateaubriand (1788-1848),
Alphonse de Lamartine (1790-1869) and Victor Hugo (1802 —1885). The
preface to the play Cromwell (1827) by Hugo is actually the manifesto of
Romanticism, but it also contains opinions on the importance of catching
the surrounding reality and rendering it into the literary work. In England,
literature finds it Romantic climax with George Gordon Byron (1788 —
1824), John Keats (1795 —1821) and Percy Bysshe Shelley (1792 — 1822 —
considered to be one of the most lyrical poets).

The Italian and Spanish Romanticism war accompanied by a lively
patriotic spirit, as reflected in the works of Alessandro Manzoni (1785 —
1873), Giacomo Leopardi (1798-1837) or José¢ de Espronceda (1808 —
1842).

In Russia, Romanticism is linked to the names of Mikhail
Lermontov (1814— 1841) and especially Alexander Pushkin (1799 — 1837) —
who is regarded as the founder of modern Russian literature.

? http://www.crestinortodox.ro/
*Born in the same year as Schubert
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The new Romantic breeze is also felt in the visual arts from Spain,
England, France and Germany, with several world-famous representatives
such as: Francisco Goya (1746 —1828), Joseph Turner (1775 — 1851), John
Constable (1776-1837), Caspar David Friedrich (1774 —1840), Théodore
Géricault (1791 —1824), Eugéne Delacroix (1798 —1863).

In music, Romanticism has its premises in the oeuvre of Ludwig
van Beethoven (1770 — 1827), especially in his last period of creativity
(1815-1827) when he wrote Symphony no 9, Missa Solemnis, his last five
piano sonatas and his five final quartets.

The Romantic current is first manifested in the oeuvres of two of
Beethoven's contemporaries, Carl Maria von Weber (1786 —1826) and
Franz Schubert (1797 —1828).

Chapter 11
FRANZ SCHUBERT - THE PIANO SONATAS
Il. 1. Franz Schubert — A brief biography

Franz Schubert was born on 31% January 1797, in the suburb of
Lichtental in Vienna, in a family of immigrants.

He takes his first piano lessons from his brother Ignaz, and it is his
father who first teaches him how to play the violin. At the age of seven he
starts to study canto, organ and counterpoint with Michael Holzer (1772-
1826), the conductor of Lichtental's parish choir.

Starting with 1808, he comes into contact with Europe's cultural
life and artistic output as he is admitted to the famous Stadtkonvikt in
Vienna, a boarding school run by an order of monks.

In his teen years, Franz Schubert is forced to leave school (1813)
and go back to his family. The famous Schubertiade originate in this
period, when Schubert organised musical meetings with friends of his.

In 1818 he becomes a music teacher at the court of Count
Esterhazy, but soon after he quits because he can't adjust to life at the court.
Back in Vienna, he will remain there until the end of his life, focusing only
on music-writing.

The year 1828 marks a particularly important event for Schubert's
reputation: a concert is organised on 26" March to celebrate his work, a
singular event in his entire compositional career. Unfortunately, towards the
end of this year, the serious health problems which the composer had
battled since 1823 claim his life at merely 31 years of age, on 19"
November.
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1. 2. Oeuvre

Schubert's musical language reflects the composer's Romantic
side, mostly manifested by the subjective lyricalness, both in his vocal
music (with text) as well as in the instrumental one (the “pure” one, or the
“absolute” one, as was named by the theorists of the time).

The main sources of inspiration were the folk music heard at
home, in the suburbs of Vienna, at parties, in pubs or in commoners' homes,
and especially the Viennese folklore represented by the Iindler so
frequently played at the time, ballroom dances (among which there was the
Viennese waltz) and German lyric songs.

By approaching the classical genres, Schubert had as primary
compositional models the Viennese representatives, particularly Mozart in
the early period of his life. Another stylistic influence is Beethoven's.

At the same time, Schubert was strongly influenced by literature,
especially by poetry, which became a support for his lieder's texts.

If his first 18 quartets follow the line of family entertainment
music, starting with 1820 Schubert's style matures by approaching more
profound themes which touch upon philosophy in his last works. Schubert
resorts to monumentally-sized constructions, and this tendency is also
present in his symphonies, especially in The Great Symphony (no 9).

Piano works

From his Fantasy for piano in G major, D1 (his first composition
preserved) until the Sonata for piano in B flat major D 960, finished briefly
before his death, Schubert demanded the keys “to play music”. It was in
Schubert's fertile garden that were born several opuses conceived according
to Classical criteria, a series of dances resembling those which one could
listen to at folk parties, and also many works which are the eloquent
expression of Romantic ideals.

I1. 3. The piano sonatas — a chronology

Franz Schubert was attracted very early on by the sonata genre,
and started to write his first works in 1815 (at 18 years old) until 1828.

Musicologists who analysed Schubert's oeuvre have concluded that
it is difficult to establish the exact number of piano sonatas since many of
these were lost, or only a part of the original composition was saved. It is
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Otto Erich Deutsch® who researched in great detail and catalogued the
entire creation of Schubert.

Thanks to the chronology of the piano sonatas accomplished by
Otto Erich Deutsch, we are able to divide them into three creative periods:

1. the first period, lasting four years (1815 —1819) — the
young years (15 sonatas)

2. the second period begins after a four-year gap and lasts
three years (1823 — 1826) — the period of creative
maturity (6 sonatas)

3. the third period is the shortest, lasting for just one year
(1828) — the apogee (3 sonatas)

I1. 4. Important editions

In time, Franz Schubert's piano sonatas were printed in various
editions, most of them posthumously, some of these editions containing
only some of the sonatas. During Schubert's lifetime, only three sonatas
were ever published: 4 minor op.42 D 845 — Anton Pennauer from Vienna
printed the sonata in 1826 under the name Premiére grande sonate®; D
major op.53 D 850 — in 1826 by publisher Matthias Artaria (Vienna) under
the name Seconde grande Sonate’; G major op.78, D 894 — in 1827 in
Tobias Hasslinger's publishing house (Vienna), under the name Fantasie,
Andante, Minuet and Allegretto.

Among the most important editions of the piano sonatas are the
one under the supervision of Franz Liszt at Cotta Publishing House in
Stuttgart (1875 - 1880), the one in Leipzig by Breitkopf&Girtel between
1884 and 1897, edited by Eusebie Mandicevschi: Frantz Schuberts Werke.
Kritisch durchgesehene Gesamt ausgabe®, the Peters edition’ (revised),
published by Louis Kéhler and Adolf Ruthardt, the Breitkopf edition'

* Otto Erich Deutsch (1883 — 1967), an Austrian musicologist known especially for his
catalogue which contains Franz Schubert's works. It is from his name that originates the index
D followed by a number which is used to label the composer's works.
®The first great sonata
"The second great sonata
8The Works of Franz Schubert. The Complete Revised Edition
*Franz Schubert, Sonaten fiir klavier zu 2 hinden. Band I und II (Piano Sonatas, Four Hands.
Volumes I and II), Leipzig, Editon Peters
' Franz Schubert, Werke fiir klavier zu 2 hinden. Sonaten I, II, IIl (Piano Works, Four Hands.
The Sonatas 1, 11, I1]), Leipzig, VEB Breitkopf & Hartel Musikverlag, 1977
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published by Max Pauer, a Russian edition'' and Urtext'? (structured into
three volumes: the first two edited by Paul Miles, fingering by Hans-Martin
Theopold, and the third edited by Paul Badura-Skoda with the suggested
fingering by this great pianist).

In our analysis of the piano sonatas we have considered the Urtext
edition because it provides the entire number of sonatas.

Chapter 111
THE YOUNG YEARS
I11. 1. Sonata in E major D 154

Dated 11™ February 1815, this fragment in Allegro only reaches
118 bars which contain the exposition and the beginning of the
development.

I11. 2. Sonata in E major D 157

Even though the manuscript has three whole parts, there are factors
which lead us to the idea of an unfinished sonata with a missing fourth part:
the tonality which differs from the basic one and the tempo of the last part.

Part |, Allegro ma non troppo in E major (in alla breve), goes
along the classical pattern of a sonata with all its components.

Part Il, Andante in E minor (in 6/8 metre metre), is a classic
monothematic rondo with dynamic reprises.

Part 11, Minuet. Allegro vivace in B major (in 3/4 metre), has a
tristrophic structure following the model of da capo forms.

I11. 3. Sonata D 279 in C major

Much like the above-mentioned work, the sonata D 279 also
misses the final part and therefore consists of only three parts.

Part 1, Allegro moderato in C major (in 4/4 metre), approaches an
ingenious instance of the sonata form, with multiple formal and tonal
exceptions.

" Franz Schubert, Complete Piano Works. Sonatas. vol. 1, 11, Moscow, The State Musical
Publishing House, 1962
12 Franz Schubert, Klaviersonaten. Band I, II, III (Piano Sonatas. Volumes 1, II, IIT), Munich,
Urtext, G. Henle Verlag
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Part 11, Andante in F major ( in 3/4 metre), has a large tristrophic
form, and the composer approaches structural symmetry in an ingenious
manner which allows for melodic inventiveness through variation of the
reprise.

Part 111, Minuet. Allegro vivace in A minor (in 3/4 metre), has a
tristrophic structure following the model of da capo forms.

I11. 4. Sonata in E major D 459

The layout of the Sonata in E major D 459 is problematic because
of the exact number of parts, but also because of its name, Fiinf
Klavierstiicke" .

Part |, Allegro moderato in E major (in 4/4 metre), has the form of
a sonata with significant exceptions from the traditional pattern.

Part I, Scherzo. Allegro in E major (in 3/4 metre), also has the
form of a sonata, but this time in an original instance of the Classical model.

Part 111, Adagio in C major (in 3/8 metre), approaches another
instance of the sonata form, namely of a slow movement sonata, in an
original interpretation of the tonal relationships between the thematic
articulations.

In Part 1V, Scherzo con Trio. Allegro in A major (in 3/4 metre),
the composer approaches the classical combination, using strophic-type
symmetry in both sections.

Part V, Allegro patetico in E major (in 4/4 metre), is another
example of sonata form which reveals new approaches of the melodic, of
the structure, as well as of the tonal relationships between the sections of the
form.

I11. 5. Sonata in A minor op. 164 D 537

In Part I, Allegro ma non troppo in A minor (in 6/8 metre),
although it follows every formal standard of a classical sonata, the
composer brings various innovations on both the structural and the sonorous
level.

In Part I, Allegretto quasi Andantino in E major (in 2/4 metre),
the composer approaches a form of monothematic rondo.

13 . -
Five Pieces for Piano
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Part 11, Allegro vivace in the basic tonality (in 3/8 metre), is a
slow movement sonata, where we can find the same tonal exceptions seen
in Part I, together with other original constitutive elements.

I11. 6. Sonata in A flat major D 557

The dilemma on how many parts this sonata has (either three or
four) starts from the tonality Schubert chose for Part IIl: E flat major,
dominant major.

In Part |, Allegro moderato in A flat major (in 3/4 metre), the
composer approaches the classical model of bi-thematic sonata, with clear-
cut melodic and formal constructions and very few divagations from the
traditional pattern.

Part 11, Andante in E flat major (in 2/4 metre), reveals a new
model of the large tristrophic form, this time with a concentrated reprise.

The composer concludes the cycle D557 with another sonata form,
Part 11 (4llegro in E flat major, in 6/8 metre), using again the simplicity of
form from Part I in a new melodic and expressive apparel.

I11. 7. Sonata in E minor D 566

The structure of this sonata has never been certain, since only
fragments were published posthumously. In order to complete the four-part
sonata cycle, musicologists have added the Rondo in E major D 506",
because it was composed in the same period, it fits with the tonal
relationships of the sonata and bears the name Sonata by Franz Schubert on
the manuscript copy .

The melodic discourse of Part |, Moderato in E minor (in 4/4
metre), displays a Romantic melody due to the complex structure of the
discourse, but also to the melodic constructions themselves. Despite the
Romantic element, the sonata form obeys the traditional rules of the genre
with respect to the structure as well as to the tonal configurations of the
composing sections.

' It was published in 1847 as op.post. 145 no 2. The complete sonata with all its four parts
appeared only in 1948.
13 “Sonata by Franz Schubert” — Franz Schubert, Klaviersonaten. Band III, Urtext —
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Part 11, Allegretto in E major (in 2/4 metre), introduces a new
instance of the sonata form, this time though without the bridge segment
and particularly amplifying the thematic articulations.

Part 111, Scherzo. Allegro vivace in A flat major (in 3/4 metre),
presents us with a new instance of the group Scherzo with Trio, having
multiple formal exceptions of the first section, like in Beethoven's case.

Part 1V, Rondo. Allegretto moto in E major (in 2/4 metre), is a
combination between the slow movement sonata and bi-thematic rondo.

I11. 8. Sonata in D flat major D 567

We have not analysed this work because this is the first version of
the Sonata in E flat major op.122 D 568 (written in the same month).

I11. 9. Sonata in E flat major op. post 122 D568

Part 1, Allegro moderato in E flat major (in 3/4 metre) is
structured according to the Classical sonata pattern.

Part 11, Andante molto in G minor (in 2/4 metre) — the form used
here by the composer may be interpreted either as a slow movement sonata,
or a combination of it and the bi-thematic rondo.

Part 11, Minuet. Allegretto in E flat major (in 3/4 metre) is among
Schubert's few minuets in a slower tempo.

The last part, Allegro moderato in the basic tonality (in 6/8 metre)
is built on the pattern of the sonata form, and the typically Romantic
language of the composer endows it with a touch of originality.

I11. 10. Sonata in F sharp minor D 571

D 571 contains only a fragment from the first part (142 bars, it
stops before the reprise). Although conceived in the form of a sonata, Part |
(Allegro moderato in F sharp minor, in alla breve) surprises us with its
Romantic melodic discourse.
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I11. 11. Sonata in B major op. post. 147 D 575

In Part |, Allegro ma non troppo in B major (in 4/4 metre),
Schubert approaches a sonata form which lies upon the traditional
architectural model, and the composer's view on tonality alters the classical
tonal relationships between the sections.

Part I, Andante in E major (in 3/4 metre) shows an ingenious
example of the large tristrophic form which merges the symmetry of reprise
forms with the variational principle applied on strophe level.

Part Il1, Scherzo. Allegretto in G major (in 3/4 metre) reveals an
ingenious combination between the strophic-type symmetry with a reprise
and the structural freedom of the melody as a typically Romantic element.

Part IV, Allegro giusto in the basic tonality (in 3/8 metre),
combines the dynamic dancing character of the rondo, used by Classicism
in the final part of the sonata cycle, with the traditional architecture of the
sonata form.

I11. 12. Sonata in C major D 613

Part IT bears another number in the catalogue made by Deutsch — D
612, but since it was written in the same year (1818) and there are certain
motivic resemblances, musicologists assume that it forms a three-part
sonata.

From Part |, Moderato in C major (in 3/4 metre), only the
exposition and the development of the sonata form have been preserved.

Part 11, Adagio in E major (in 6/8 metre), has the structure of a
slow movement sonata, where the variational principle can be found in the
sonorous constitution of the themes as well as in their inner construction.

Part Ill, Allegretto in C major (in 6/8 metre), preserves the
exposition and the development of the sonata form from Schubert's original
version.

I11. 13. Sonata in F minor D 625

Part | of Sonata D625, Allegro in F minor (in 4/4 metre), reveals a
new instance of the traditional form, where the formal and tonal innovation
are intertwined with the principle of monothematicism.
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The group Scherzo with Trio employed in Part Il (Scherzo.
Allegretto in E major, in 3/4 metre), offers us a modern perspective on the
strophicity due to the deeply chromatic language used by the composer.

Part 111, Adagio in D flat major (in 3/4 metre), is ample in size
because of the slow tempo and the richly ornamented writing. It consists of
three sections: ABA,.

Part 1V, Allegro in F minor (in 2/4 metre), is one of the most
modern sonata forms in Schubert's first creative period.

I11. 14. Sonata in C sharp minor D 655

This sonata belongs to the category of unfinished sonatas, as the
manuscript consists of merely 73 bars. From Part | only the exposition has
been preserved, but the ingenious construction of this partial version
demonstrates the composer's complex view of form, which would have
engendered an original interpretation of the traditional pattern.

I11. 15. Sonata in A major op. post. 120 D 664

Part 1, Allegro moderato in A major (in 4/4) is conceived
according to the traditional pattern of the sonata form.

In Part Il, Andante in D major (in 3/4 metre), the composer
approaches another model of the sonata form, namely the slow movement
sonata.

Part 111, Allegro in A major (in 6/8 metre), is written in the form
of a sonata which keeps to the Classical structural model, but which brings a
novel element in the tonal relationships between the main thematic ideas.

I11. 16. Conclusions to The Young Years

Although many of the sonatas belonging to the first creative stage
have been preserved in partial versions, the works dating from this period
prove not only the solid knowledge of the Classical expositional archetype,
but also an original personal view of the sonata pattern, marked by a
compositional thought which will be characteristic of the Romantic musical
output.
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Chapter 1V
THE PERIOD OF CREATIVE MATURITY
IV. 1. Sonata in E minor D 769A, formerly D 994

The Sonata D769A4 has only been preserved as a brief fragment of
Part 1, Allegro in E minor (in 3/4 metre), representing the main theme of
the sonata form, and a part of the bridge (38 bars).

IV. 2. Sonata in A minor 0p.143 D 784

Part 1, Allegro giusto in A minor (in 4/4 metre), obeys the
Classical parameters of the sonata form on the level of the component parts'
succession. The Romantic thought resides in the sonority of the two
thematic ideas which do not follow the expressive contrast employed in the
Classical sonata, as well as in their complex rendering in the exposition.

Part I, Andante in F major (in alla breve), has a tristrophic
structure, where the simplicity of the form is mixed with an economy of
melodic means which is levelled by their ingenious rendering.

Part 111, Allegro vivace in A minor (in 3/4 metre) has a rondo-
sonata form.

IV. 3. Sonata in C major ,,Reliquie” D 840

D 840 consists of four parts of which the last two are incomplete.

The sonata form which serves as a mould for the discourse of Part
I, Moderato in C major (in 4/4 metre), displays significant changes of the
Classical pattern, especially on a tonal level.

Part 11, Andante in C minor (in 6/8 metre), is a slow movement
sonata which balances the absence of the development section by including
the principle of strophicity on the level of the thematic constitution.

The melodic and tonal inventiveness of the strophic group Minuet
and Trio in Part Il (Minuet. Allegretto in A flat major, in 3/4 metre),
derives from the purely Romantic view of language, despite the rigorous
Classical strophicity.

Part 1V, although called Rondo (Allegro in C major, in 2/4 metre),
combines the sonata architecture with the one based on the principle of the
refrain.

49



IV. 4. Sonata in A minor op.42 D 845

In Part I, Moderato in A minor (in alla breve), the pattern of the
Classical sonata becomes elastic and the break in cursiveness of the
exposition is due to the insertion of a thematic reprise in the end of the
secondary theme.

Part 11, Andante, poco mosso in C major (in 3/8 metre), is a theme
with variations.

Part I, Scherzo. Allegro vivace in A minor (in 3/4 metre)
highlights the composer's romantic side by means of the free phrasal
constructions and the view on how to treat the tonal factor.

In Part 1V, Rondo. Allegro vivace in A minor (in 2/4 metre) —
although it employs the Classical model of the bi-thematic rondo, the free
treatment of the theme as a refrain implies significant formal exceptions.

IV. 5. Sonata in D major op.53 D 850

In Part 1, Allegro in D major (in alla breve), the traditional sonata
form is not radically changed, but the manner of melodic adorning is
innovative.

Part 11, Con moto in A major (in 3/4 metre), combines the form of
bi-thematic rondo with the slow movement sonata form.

Part 111, Scherzo. Allegro vivace in D major (in in 3/4 metre) — the
Scherzo has a small tristrophic structure.

The simplicity of the Classical monothematic rondo form
employed in Part IV (Rondo. Allegro moderato, in the basic tonality — in
4/4 metre) becomes the instrument of a melodic richness which springs
from the composer's deeply Romantic thought, focused especially on
highlighting the intonational expressiveness.

IV. 6. Sonata in G major op.78 D 894

In Part |, Molto moderato e cantabile in G major (in 12/8), the
composer offers a Romantic replica of the Classical sonata pattern, without
any significant changes in the model, but with a specific sonorous apparel.

Part 11, Andante in D major (in 3/8 metre), is another example of
Schubert's slow movement sonatas, where thematicism is merged with the
variational principle.
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In Part 1, Minuet. Allegro moderato in B minor (in 3/4 metre),
the composer demonstrates a profound knowledge of the Classical strophic
structure as the two structures of the da capo form are marked by square
symmetry and the divagations over the quadrature aim at achieving certain
sonorous or dramatic effects.

Part 1V, Allegretto, in the basic tonality (in alla breve), presents
an unusual connection between the complex language, with explicit
Romantic nuances conspicuous in the melodic and harmonic construction,
and the formal simplicity of the monothematic rondo.

IV. 7. Conclusions to The Period of Creative Maturity

In the sonatas belonging to the second creative period, we
can notice a progressive evolution of the language towards the
specifically Romantic sonority, and, at the same time, the forms used
in the sonata genre are diversified.

Chapter V
THE APOGEE
V. 1. Sonata in C minor D 958

Part I, Allegro in C minor (in 3/4 metre) has the form of a sonata.

Part 11, Adagio in A flat major (in 2/4 metre) has a complex
formal structure which may be interpreted either pentastrophically, or as a
slow movement sonata with multiple formal and tonal exceptions.

Part 111, Minuet — Allegro in C minor (in 3/4 metre) has an
unusual structure from the viewpoint of phrase organisation with respect to
the large tristrophic form of the minuet with a classical trio, which
experiences symmetries in the periodic articulation.

Part 1V, Allegro in C minor (in 6/8 metre) is an ample sonata form
whose complexity is reflected especially in the architecture remodelled by
the amplitude of the melodic articulation which is typical of Romanticism,
but also in the tonal relationships approached and the large size of the
composing sections.
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V. 2. Sonata in A major D 959

Part 1, Allegro in A major (in 4/4 metre), is an epitome of the
Romantic thought perfectly complying with the traditional pattern of the
sonata.

In Part Il (Andantino in F sharp minor - in 3/8 metre), the
Romantic character of the language is shown in its free aspect, with
improvisational elements of the discourse and the recitative-like sonority of
a section in the median strophe.

The influence of the Romantic piano miniature is obvious in Part
Il (Scherzo. Allegro vivace in A major — in 3/4 metre), as the Scherzo
follows, in Schubert's oeuvre, a stylistic path distinct from the Classical one,
due to its development as a separate genre.

Although the indication which accompanies Part IV is Rondo
(Rondo. Allegretto in the basic tonality — in 4/4 metre), the form represents
the merger of the refrain principle and the sonata pattern.

V. 3. Sonata in B flat major D 960

Oriented toward the perfection of form, Schubert achieves in Part
| (Molto moderato in B flat major, in 4/4 metre) a sonata architecture in its
finest details, but transposed in its own sonorous context, imbued by the
Romantic melodic though.

Part 11, Andante sostenuto in C sharp minor (in 3/4 metre), has a
large tristrophic structure, the formal symmetry being compensated for by
the Romantic melody with dramatic overtones.

In Part 11l (Scherzo. Allegro vivace con delicatezza in the basic
tonality — in 3/4 metre) we discover an inversion of the traditional symmetry
principles of the group Scherzo with Trio, namely the organisation of the
first section according to the principles of the quadrature and the application
of the formal exceptions to the second.

Part IV, Allegro, ma non troppo in the basic tonality (in 2/4 metre)
— the tendency to amplify the form by oversizing can be noticed in the form
of rondo-sonata employed in this part.

V. 4. Conclusions to The Apogee

The piano sonatas from this last creative period mark a double
change in Schubert's compositional view. On the one hand, the sonorous
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language evolves toward highlighting the Romantic stylistics, and on the
other hand we witness an orientation toward the symmetry of forms and the
gradual elimination of the constructive and tonal exceptions.

Chapter VI
AN OVERVIEW OF CERTAIN ASPECTS OF
PERFORMING SCHUBERT'S PIANO SONATAS
ACCORDING TO THE MUSICAL WRITING

In order to properly assess the value of Schubert's piano sonatas,
the manner of performance is highly important, since the pianist's view of
the work may harm or highlight the composer's creative genius.

In this chapter we aimed at emphasizing some aspects of
Schubert's musical notation regarding the dynamics and sonority, the
manners of sonorous emission (legato and staccato), the agogic, the
rhythm, the ornamentation, the pedal point, the repetitions and the

fingering.

Chapter VII
COMPARATIVE PERFORMANCES

In this chapter we proceeded to a comparative analysis of several
touchstone performances, taken two by two, belonging to some world-
famous contemporary pianists: the comparative analysis of the Sonata in A
major op. post. 120 D 664 by Franz Schubert is based on the performances
of Elisabeth Leonskaya and Paul Badura-Skoda; the comparative
analysis of the Sonata in A minor op.143 D 784 by Franz Schubert pursues
the performances of Alfred Brendel and Radu Lupu; the comparative
analysis of the Sonata in C minor D 958 by Franz Schubert we focus on the
performances of Alfred Brendel and Murray Perahia.

Epilogue
Schubert's compositional artistry continuously evolved, from his
first sonatas, which were under the influence of the Classical music, until

the birth of his own individual style characterised by an original and
expressive poetic and musical thought.
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The piano sonatas by Franz Schubert are surprising and touching
due to their musical perspective, their diversity and complexity, their poetic
intensity, the predominance of lyrical themes, their beauty and depth, their
Romantic virtuosity, their dramatic tension which sometimes sprouts in the
musical discourse, and the sudden modulations to remote tonalities.

Given the harmonic freedom, as well as the lyrical and dramatic
nature of his piano sonatas, Franz Schubert may well be considered a
pioneer of the Romantic sonata represented by Robert Schumann, Frédéric
Chopin and Franz Liszt.

Although many acknowledged pianists, such as those mentioned in
the chapter of comparative analyses, approach Franz Schubert's piano
sonatas in their repertoire, nowadays there is still reluctance in their
inclusion in recital or competition repertoires.

We envisage this dissertation as a real teaching support as well as
an instance of musicological research which could call for reactions and,
why not, for echoes that may lead the complex approach on the knowledge
and performance of Franz Schubert's piano sonatas even further.
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