BEETHOVEN’S 14™ PIANO SONATA
A Confidential Confession of Intimations of Deafness or A Threefold Response to Tragedy — Grief, Denial and Rage

Sonata No.14 (Sonata quas una fantasia) in C# minor, Op.27 No.2 (Meenlight)
1. Adagio sostenut(Grief) 2. AllegrettqDenial) 3. Presto agitatgRage)

This essay presents a mixture of fact and perspwdulation, and invites the reader to forget ethng that he or she has heard
or absorbed about the romantic association betimeeonlight' and Beethoven's"giano sonata. All that is asked is that the
reader should bear in mind that this work was caseddyy a musical genius who was facing the ceytaihprogressive and
irreversible deafness and who had not yet foundéifable to confide this tragedy to his closestiils in Vienna. The tragedy
also struck at the foundations of Beethoven'silnoeld, derived substantially from the patronaga ebcial circle of aristocrats.

Once the possibility of such a tragic provenancedHis sonata is entertained, its three disparateements fall into place as
integrated expressions of the three main acut@nsgs to tragedy - grieA@agio sostenu)pdenial Allegrettd and rageFresto
agitatg. However, to appreciate this interpretationsibhecessary to sweep away the widespread vievisoddhata - conditioned
by a number of extraneous factors - that has ledhtat | believe are significant established depagdirom the composer's
original intentions, particularly in the performanef the first movement.

Firstly, the sonata's dedicatee , Countess Gialigtticciardi, was erroneously declared by Beethisvgiographer Anton
Schindler to be the composer's mysterious 'Imma&wdbved’ after Beethoven's death. Secondly, tbkenaime 'Moonlight' has
been associated with the sonata since at least gefars after Beethoven's death, though its witlelg attribution to the German
poet, Ludwig Rellstab (1799-1860) is somewhat ceefu(see the illuminating article by Waltz, S.@0?2,Beethoven Forum
vol.14, pp.1-43, accessible at http://bf.presadi$.edu/14.1/waltz.html). Despite the fact tiat tmmortal Beloved' hypothesis
relating to Countess Guicciardi was subsequentlygn false, and the sonata's dedication to heimasy case accidental and
originally unintended, the work became nonethefiessy linked in the popular mind with romantic igas of moonlight. This
misleading image has been almost universally retefd by the manner of performance conditioned uttdeall-pervasive
influence of the 20th century's most famous champioBeethoven's piano sonatas, Artur Schnabel.

There are four major instances in which the Schinadlion (for example, that published by Edizi@hirci, Milano and emulated
in many other editions and almost all recordedgraréinces) differs crucially from the original scofethe first movement as
plainly visible in the Autograph (see the imagesmable on the Internet from the Digital Archivegiod Beethoven-Haus, Bonn)
and as given, say, in the Henle Urtext edition.
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Ex.1la Henle Urtexition and Autogragh Ex.1b Schnabel* edition

*The examples contained in this account recorchthan dynamic alterations given in the Schnabei@ulit other directives peculiar to the
Schnabel edition are not included. Also note thatfirst page of the Autograph containing thetithd measure 5 remains missing.

Firstly, while Beethoven gives an ovenaianissimo(pp) directive at the outset of this movement, andfogces it with the words
sempre pp e senza sordjrie also marks the specific entry of the melodyaasure 5 with its owpp sign immediately adjacent
to the first melody note on the treble staff. Tikislso done in the recapitulation at measurerébl¢ staff - see Ex.1a) and
where the left hand takes the same melodic fraginghecoda(bass staff). | interpret this to mean that théoahe shouldnot
sing out too clearly from its accompaniment — thahould be subdued, perhaps even ‘difficult tarhas might be experienced
by a person who was going deaf, or as might beetlisthen uttering a confidence. On the other h8otinabel adds
diminuendaandtriple-piano (ppp) signs to the general accompaniment immediatety po the entry of the melody, suggesting
the traditionatantabilerendition of the right-hand melody (see Ex.1b).
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Ex.2b Schnabel edition
(*This ‘hairpin’ contains Schnabel's directiespress., ma sempre pp e semplice

Secondly, the repeated chromatic melodic fragmemeasures 15-19 (and measures 51-55 in the raetapn) is supported by
a pair ofcrescendo-diminuendbairpins' that are placed centrally in the acconigeent within the confines of a single measure



for each of measures 16 and 18 in the Urtext eddind Autograph. As given, they cannot be intertdethuse a ‘swell' of tone
in the melody itself (Ex.2a). Schnabel replacahqmir of centrally located ‘hairpins' with twoirs one applied to the melody
and commencing half a beat earlier in the previnaasure, the other applied to the bass octavesmiith measure (Ex.2b).

Thirdly, the pairs of ‘hairpins' given in each betfour measures 28-31 determine swells that climalxe fourth half-beat in the
Urtext edition and Autograph (Ex.3a) while Schnattietcts that they should climax at the second {E&aBb).
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Ex.3b Schnabel edition

Fourthly, a great discrepancy emerges over therfmasures beginning at measure 62. In the Urthtide and Autograph
(Ex.4a) there is a pair of ‘hairpins’ given to tight-hand accompaniment alone through measurd36&hile the left-hand
melody remains subdued appdynamic. The passage is repeated at measures 4t-68th the pair of ‘hairpins' now given to
the left-hand melody alone, thereby providing théyanstance in the entire movement where this dieleragment is intended to
stand out from the accompanying texture. By cattifze Schnabel edition eliminates this distinctigrplacing both pairs of
hairpins non-specifically between the staves (BEx.4b
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Ex.4b Schnabel edition

The four departures from the Urtext edition ando@maph quoted here may all be fairly describedttisgs more comfortably
with the nickname of this sonata, regardless ofthdreor not that was what Schnabel intended. thesefore not surprising that
generations of pianists, influenced by the nicknaime romantic images and Schnabel's changes,dwewe to play this
movement so slowly as to make impossible the ra@dis of thealla brevepulse called for in Beethoven's time signatureisTh
directive requires the pulse of the music to bedstwo beats in the measure, rfoturr, and this will not be projected to the
listener unless these two beats are fast enoulgé perceived as such. It is no coincidence tlaatdsird metronomes offer no
speed lower than 40 pulses per minute. In Beethsviene, they probably went no lower than aboupél3es per minute,
judging by Maelzel's 1815 model picturedline New Grovéedited by Stanley Sadie, 1980). This suggestssthaver pulses
might be below the physiological range of humanioalsppreciation.

With these considerations in mind | choose to thkeopeningAdagio sostenutat a pulse of around 40 minims (half-notes) per
minute and | try to eliminate, wherever possibley amphasis on the second and fourth half-beatrigunotes). | believe that
this, together with adherence to the dynamics gineghe Autograph or the Henle Urtext edition shawixamples 1-4, supports
an interpretation of this entire sonata as Beethsweonfidential confession to the keyboard ofitti@mations of deafness'
which, at the time of writing this work, he had yet confided to his closest friends in Vienna.u3hthe sonata's apparently
disparate movements become psychologically linkgdther under this view, each reflecting in tumeéhof the primary
emotional responses to tragedy — grisddgio sostenu)odenial Allegrettd and rageRresto agitatd.

It has to be admitted that this interpretation nmastain forever speculative. However, if we askselves, "Is there any single
work from this period that might encapsulate Bee#ims tragedy in musical terms?", i.e., that foent®herent 'tone poem'
concerning the tragedy, then | think there is nsside answer other th&@mp.27 No.2And, if this answer is wrong (as well it
might be, as a statement concerning the compaser&ious intentions), then we have to concludeBkathoven left no such
work at all from this acute time of turmoil, evdrotugh it is widely felt that his tragic ‘charackerilding’ circumstances coloured
much of his output for the rest of his life.

Note: An interactive multimedia presentation of thisasis available at www.gedinteractive.com.au Brian Chapman © 2010



