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(RE)HEARING BEETHOVEN FESTIVAL
Welcome to the (Re)Hearing Beethoven Festival, a series of unique concerts
presented virtually by Concerts from the Library of Congress. With this series we
celebrate the 250th anniversary of the birth of Ludwig van Beethoven, a composer
whose life and work have had an immeasurable influence in the world of music.
Over the course of our festival you will encounter all nine of Beethoven’s symphonies in transcriptions for a variety of forces, from solo piano to wind nonet. Works
by Beethoven for which the Library of Congress possesses primary sources are also
featured, in addition to other chamber and piano pieces. Beyond the concerts, you
will find conversations with the artists, lectures, curator talks and many electronic
resources you can access from home.
Our aim in presenting the symphonies in transcription is to offer insights into how
we might re-hear familiar works by Beethoven, in light of what the new medium
of transmission might illuminate. While issues of interpretation and presentation
are still utmost in the minds of our guest artists performing the works, the very fact
that the music is heard in a manner different from its initial conception requires
us to face it with new ears, considering what is lost and what is gained with each
encounter. The arrangements presented possess varying degrees of fidelity to
the letter of the score, and we will find that deviations tended to be accommodations that made the arrangement more effective in its new medium. I think of this
as faithfulness to the spirit of the work, which is a quality that is essential if the
transcription is to be a performable (and listenable) version of a piece. While we
won’t have room to delve deeply into the complex considerations concerning the
ontological status of a work vis-à-vis its derivative cousins, there is comfort for
those who may take issue with the decisions of this or that arranger: the original is
still there, unmaligned, to experience on its own merits at any time.
There were many motivations prompting the production of transcriptions and
reductions, particularly at the end of the 18th and throughout the 19th century:
pecuniary considerations, increased dissemination of a piece to people without
access to an orchestra, artistic advocacy of a work, or a mixture of these. It was
common for reductions to be made for amateurs to gain access to a piece at the
keyboard, but by design these were often simplified and not intended for public
performance. This changed when composers would craft their own transcriptions,
or when a musician of stature like Franz Liszt would create performance transcriptions as an homage to the original composer. The artistry required to make an
effective version of a work for another medium is significant, whether the goal is
to make it accessible to the amateur or to emulate the world of the orchestra on a
single piano, whatever the technical requirements may be.
Because of the myriad topics involved with each of these works, about which so
much has been written over the years, the ensuing notes are intended to provide
some salient background information about each piece, but not a substantive analysis of the work; there is simply not the scope here to accomplish that in the manner
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we would like. Rather—in general—elements that are particularly germane to the
transcriptions and their performance will be highlighted. Given the constraints
of space and time, there will also not be room for a broad overview of certain
topics that one may consider essential to the performance of Beethoven’s symphonies. This includes the subject of the controversial metronome markings that
Beethoven authorized to be published in the December 1817 issue of the Allgemeine musikalische Zeitung for the first eight symphonies, followed by those for the
ninth in 1826 and other works as well; they will be only briefly addressed here.
There were advocates in Beethoven’s lifetime, including early biographer Anton
Schindler (a notoriously unreliable commentator who is said to have forged material to support his claims—one in particular will be looked at in the discussion
of the eighth symphony), who felt that the tempi as indicated by the metronome
markings were unrealistic. There was a “Beethoven Metronome Congress” held
in Vienna in 1977, where an attempt was made to discuss Beethoven’s metronome
markings and come to terms with them. The notion that Beethoven’s metronome
was broken and he just didn’t notice it “…can easily be rejected, however: faulty
metronomes tick either too quickly—thus producing values that are too low—
or with an irregular beat. The latter did indeed occur from time to time; when
Beethoven was late sending in his metronome figures to Schott, he defended himself by saying that his metronome was ‘sick’ and had been sent to a watchmaker
to restore its regular pulse.”1 For those of us who have assigned metronome markings in the absence of performers, it is conceivable that the internal sense when
imagining music in one’s head may have differed from what was advisable in
practice, and sometimes those figures need to be adjusted after hearing a tempo
in rehearsal. While Jan Caeyers sees the anti-metronome marking faction as having some irregular beats in their thinking, he admits that “[there] is one error of
judgment to which Beethoven may have fallen prey. Composers and conductors
experienced with the metronome know only too well that tempi ‘in the mind’ are
always slightly faster than tempi in performance—a common psychological pitfall
with a potential margin for error of several percentage points.”2 As a last note on
this, there are compelling reasons to use the markings that Beethoven eventually
supplied, and recorded examples can increasingly be found. However, as with a
pianist who adapts elements of execution like articulation and use of pedal to the
needs of the hall and the piano being played in order to find the right solution for
the circumstances, the musician’s arrival at a workable tempo is one of those considerations that perhaps, to a degree, should be malleable. Beethoven’s markings
are provided for reference in our program listings.
Thank you for joining us on this extraordinary journey. We invite you to rehear
these familiar works anew, to listen afresh to Beethoven’s music in general, to
think about hearing (re: hearing) the works in different contexts, and to play along
with us as we examine what such experiences can add to our appreciation of this
extraordinary music.
1
Caeyers, Jan, Beethoven: A Life, transl. Brent Annable (United States: University
of California Press, 2020), 439.
2
Ibid., 440.
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The Library of Congress
Virtual Events
Thursday, December 10— 8:00 pm
Friends of Music

ZOFO

Eva-Maria Zimmermann
&
Keisuke Nakagoshi, Piano Duet

•
Program
Ludwig van Beethoven (1770-1827) /
XAVER SCHARWENKA (1850-1924)
Transcription for piano, four hands

Symphony no. 4 in B-flat major, op. 60 (1806)
Adagio ( = 66)—Allegro vivace ( = 80)
Adagio ( = 84)
Allegro vivace ( = 100)—Trio: Un poco meno Allegro (
Tempo I—Un poco meno Allegro—Tempo I
Allegro ma non troppo ( = 80)
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= 88)—

Ludwig van Beethoven (1770-1827) /
CARL CZERNY (1791-1857)

Transcription for piano, four hands

Symphony no. 6 in F major, "Pastoral," op. 68 (1808)

Erwachen heiterer Empfindungen bei der Ankunft auf dem
Lande (Awakening of cheerful feelings on reaching the
countryside)
Allegro ma non troppo ( = 66)
Scene am Bach (Scene by the brook)
Andante molto moto (
= 50)
Lustiges Zusammensein der Landleute (Joyous gathering of the
country folk)
Allegro ( = 108)—a Tempo Allegro ( = 132)—Tempo I—Presto
Gewitter. Sturm. (Thunderstorm)
Allegro ( = 80)
Hirtengesang. Frohe und dankbare Gefühle nach dem Sturm.
(Shepherd’s Song. Happy and thankful feelings after the
storm)
Allegretto ( = 60)

•
About the Program
Ludwig van Beethoven / Scharwenka,
Symphony no. 4 in B-flat major

“In the Eroica some have complained of the Funeral March as too long, some
of the Scherzo as inappropriate, or of the Finale as trivial; but on the No. 4 no
such criticisms are possible; the movements fit to their places like the limbs
and features of a lovely statue; and, full of fire and invention as they are, all is
subordinated to conciseness, grace, and beauty.”3
Situated as it is between the giant “Eroica” and the fifth symphony—one of
the most well-known pieces in existence—the fourth symphony was bound to
3
Grove, George, Beethoven and His Nine Symphonies, reprint of third edition from
1898 by Novello, Ewer and Company (United States, Dover Publications, 2012), 99. There
is a tradition of “slenderizing” the fourth symphony in commentary that was perhaps
made more prevalent by Robert Schumann, whose gendered quotations to which Lewis
Lockwood and others refer include descriptions of the fourth symphony as “the Greeklike slender one…” and “…a slender Greek maiden between two Norse giants.” As quoted
in Lockwood, Lewis, Beethoven’s Symphonies: An Artistic Vision (New York: W. W. Norton &
Company, Inc., 2015), 79.
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not get as much credit as it deserved. But to minimize it is perhaps to show
one’s lack of familiarity with it, and renewed acquaintance brings with it an
awareness of what may be lost with the common tropes of critique that have
developed over the years, such as an assessment of a Beethoven work in relation
only to the “period” of his development from which it emerged. Another such
trope is the hierarchization of the music’s dramatic characteristics—such as
the notion that the odd-numbered symphonies are more “Beethovenian” than
the even-numbered. Carl Maria von Weber, described by Sir George Grove as
“then in his hot youth,”4 tore the piece apart in what might charitably be called a
misapprehension of the work’s merits.5
The fourth symphony has a unique identity, to be sure. Its instrumentation is
trimmed down significantly from what was required for the “Eroica.” Lewis
Lockwood notes the absence of fugal writing as a key difference between the
fourth symphony and the third, and indeed sees the even/odd dichotomy as
emerging at this stage, given the differing contrapuntal approaches between the
odd and even symphonies from the third symphony on: “[the] aesthetic dualism
of the even- and odd-numbered symphonies starts here.”6
In his new book assessing the Beethovenian biographical tradition, Lockwood
addresses J.W.N. Sullivan’s Beethoven: His Spiritual Development, a widely
influential work. An interesting element that Lockwood highlights is the notion
that a seemingly “lighter” work naturally takes less time to accomplish than a
“serious” work, a generalization that might seem reasonable to the non-creator.
With respect to the fourth symphony, Lockwood states that “Perhaps most
telling for Sullivan’s approach is his exclusion from ‘the main line of Beethoven’s
spiritual development’ of all those works that do not conform to his thesis(:)”7
“Such works as the fourth, sixth, and eighth symphonies depict states
of mind that require no such intensity of realization. It is significant that
they were all written comparatively quickly and that each of them
accompanies, as it were, one of his greater works.”8
Lockwood comments further on this: “On their having been composed quickly
Sullivan is out of his depth, since sketchbook evidence shows that at least the
realization of the Sixth and Eighth symphonies took as long as did the evolution
of the Fifth and Seventh. For the Fourth, completed in 1807 we are less sure,
owing to the loss of sketches in 1806, but there is no basis beyond an act of faith
for the claim that Beethoven’s experience in composing the Fourth, Sixth, and
Eighth symphonies was of a significantly lower order of importance to him—and
4
Grove, 101.
5
Weber would be credited—correctly or not—with other critical assessments of
Beethoven’s work.
6
Lockwood, Lewis, Beethoven: The Music and the Life, paperback edition (New
York: W. W. Norton & Company, Inc., 2003), 215. There is a difference between mapping the
trajectories traveled from work to work—these observations can be compelling—and making a qualitative assessment of a work’s value based on compositional approach.
7
Lockwood, Lewis, Beethoven’s Lives: The Biographical Tradition (Great Britain: The
Boydell Press: 2020), 98.
8
J.W.N. Sullivan, as quoted in Lockwood Biographical Tradition, 98.
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to us—than the writing of the [others].”9
The fourth symphony was commissioned by Count Franz von Oppersdorf, who
actually had commissioned two symphonies but only ever received the one (and
Beethoven seems to have kept the advance on the other that never materialized).10
Beethoven was likely working on the symphony when he had a famous breach
with his erstwhile patron Prince Lichnowsky, after the latter insisted that
Beethoven improvise as entertainment at a gathering, and Beethoven refused
to do so. “It was in connection with this incident that Beethoven is said to have
written a letter to Lichnowsky with the remark, ‘Prince, what you are you are
through the accident of birth; what I am, I am through myself.”11
The piece seems to have been written swiftly (though the evidence is unclear,
as referenced above), and first performed in March, 1807 at the Lobkowitz
residence, where the program included all four symphonies in addition to
the Coriolan overture, a piano concerto and excerpts from Leonore. The work,
following on the heels of the Eroica, “…showed that less could be as much,
perhaps more.”12 Yet it was probably not composed directly on those heels;
sketches are missing but there is evidence that Beethoven was sketching
material for the fifth symphony before getting to the fourth, and he likely took
up the composition of his op. 60 in earnest after completing Leonore and the
quartets of op. 59.13
Sketches from 1804 suggest that Beethoven may have started with material for
the finale, but a critical sketchbook from the time is missing so not too much is
known about how the piece came to be. Lockwood thinks it likely that Beethoven
“…probably held off full concentration on the symphony until he had finished
his labor on the opera [Leonore at that time] from autumn 1805 to the middle of
1806.”14 At any rate, the concentration expended on the symphony must have
been considerable, even if potentially compacted. Grove notes the detail of
Beethoven’s instructions:15 “…[one] of the remarkable features in Beethoven’s
autograph scores is the minute exactness with which the marks of expression…
and other dynamic indications are put in; and the way in which they are repeated
in the MS. up and down the page, so that there may be no misunderstanding of
his precise intention as to every instrument in the band."16
Before we take a closer look at the four-hand piano duet version of the fourth
symphony performed by ZOFO, a few words should be said about the tradition of
“quatre mains” arrangements of orchestral music. During the 19th century and
earlier, “there were far fewer opportunities to experience live music, and one did
not acquire knowledge of classical music by listening to it so much as by playing
9
Lockwood Biographical Tradition, 98.
10
Caeyers, Jan, Beethoven: A Life, transl. Brent Annable (United States: University of
California Press, 2020), 276-7.
11
As quoted in Lockwood Beethoven Symphonies, 84.
12
Lockwood Beethoven Life, 214.
13
Lockwood Beethoven Symphonies, 81-3.
14
Lockwood Beethoven Life, 217.
15
This is further addressed by Nicholas Kitchen in his explorations of
Beethoven’s markings in manuscript.
16
Grove, 111.
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it. A musical education almost necessarily proceeded by way of arrangements
for the piano.”17 Given the limited access to orchestral performance, being able
to experience the music at home was critical for amateurs and professionals
alike. An advantage of four-hand piano duets over solo piano music is that the
difficulties could be distributed between two players, and it offered a chance
to socialize as well. While many arrangements were pro forma, others were
serious musical accomplishments in themselves.18 The transcription for today’s
performance was prepared by pianist and composer Xaver Scharwenka. This
represents the “latest” symphony transcription in our (Re)Hearing Beethoven
Festival series, and it was published in 1905. It is hard to quantify it, but as the
20th century progressed and recording technology developed, demand for these
transcriptions decreased and what was once a common scene has become less
so. However, I recall fondly the late evenings I would spend with friends while in
school reading through many orchestral arrangements, and I suspect that there
are more of us out there who still engage in this kind of activity regardless of
the need to do so in order to access the music. Being able to participate in the
music-making as a non-orchestral musician offers tremendous insight into a
work that is not accessible when encountered in a passive way such as listening
on the couch to a recording.
The introduction to the symphony foreshadows the introduction to Mahler’s first
symphony—the similarity in tone and gesture is too similar to be coincidental:19
Example 1
a)

Beethoven/Scharwenka, Symphony no. 4 in B-flat, op. 60, I: mm. 1-5
17
Daub, Adrian, Four-Handed Monsters (New York: Oxford University Press, 2014),
60-61.
18
The Library of Congress holds a number of four-hand manuscripts by one of
the 19th century’s most prolific arrangers of his own work, at least for a major composer:
Johannes Brahms. These are fascinating documents and show that there are multiple ways
to approach writing for four-hands. It appears that “…in letters to his various publishers,
[Brahms] makes clear that he cares more ‘about the pianistic, about playability than about
whether the integrity of each part has been maintained.’” Daub, 113. Of course, the notion
of what is pianistic depends on the composer, and Brahms’ writing was idiosyncratic.
Certain issues arise with respect to the choreography of the players that composers managed in different ways, such as whether a given player should continue a line into the “play
zone” of their partner or pass it off, and so on.
19
Mahler also knew Beethoven’s works intimately, to be certain.

8

b)

Mahler/Walter, Symphony no. 1 in D major, I: mm. 1-8

Beethoven similarly delays the arrival of the home key and “planted exotic
figures and motions to unusual keys… that will bear fruit later in the Allegro.”20
Scharwenka’s solution to the held notes at the beginning as seen in Example
1a is to sustain via tremolo. Bruno Walter, by comparison, just gives an initial
attack of the held ‘A’s and lets the sound decay, he rearticulates the held pitch
in the strings every three measures as one sees in Example 1b, and sensibly so,
as the sound would be entirely gone if the long notes were held as long as they
are in the strings in Mahler’s original. Walter feels sufficiently concerned about
this deviation to make a note of the fact that it is a deviation in the score. Each of
these approaches has its merits, and it goes to show that even something simple
like a held tone can become a problem the arranger needs to solve in order to
recreate in some sense what is happening in the original version.
Much of the transcription for the remainder of the movement proceeds as one
might expect, covering the energetic passagework that typifies the music of the
Allegro vivace. To offer a couple of standard techniques that Scharwenka uses to
handle tricky passages, consider these repeated notes in octaves in the violins
below, and how the primo pianist handles them divided between the hands.
Example 2
a)

Beethoven, Symphony no. 4 in B-flat, op. 60, I: mm. 85-88, violins

20

Lockwood Beethoven Symphonies, 87.
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b)

Beethoven/Scharwenka, Symphony no. 4 in B-flat, op. 60, I: mm. 85-88, primo

The result is an extremely articulate and effective presentation of the fast
material that is not too tricky to play. Another smart solution to something that
would be difficult to manage if played literally involves the use of measured
tremolo in cases of rapid repeating notes. Consider the violins and violas, alone
at this point in the orchestral texture, and Scharwenka’s realization of the two
bars:
Example 3
a)

Beethoven, Symphony no. 4 in B-flat, op. 60, I: mm. 159-160, violins and viola

b)

Beethoven/Scharwenka, Symphony no. 4 in B-flat, op. 60, I: mm. 159-160, primo

At other points decisions are made to double in octaves what were single-line
melodies in the original, in order to help it pop through the texture above a
rumbly bass.
The Adagio movement looks ahead and behind at the same time. Lockwood
points to a possible tie in the Adagio of the two-note figure: “Thinking about
the Beethoven of late 1806, we can see that this dotted figure closely resembles
the two-note timpani figure with which Beethoven had suggested Florestan’s
beating heart in the great F-minor orchestral introduction to the dungeon scene
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that opens Act II of Leonore.”21 For Lockwood “…there is no doubt that among
his orchestral slow movements it is the one that most fully anticipates the
world of the Romantics four decades later.”22 If there is one passage I could lift
from the movement to illustrate this point, it would be the hauntingly beautiful
secondary theme that emerges above ascending sextuplets in the clarinet. Time
stops briefly in this moment before the music continues, aided by Scharwenka’s
pedal indication:23
Example 4

Beethoven/Scharwenka, Symphony no. 4 in B-flat, op. 60, II: mm. 26-8

The third movement is a five-part scherzo (essentially alternating scherzo/trio
sections) with a three-bar coda, about which, “…as Schumann says, ‘the horns
have just one more question to put.’”24 One technique that an arranger may
bring to bear in music that draws on instrumental contrast is that of registral
displacement or augmentation in order to better differentiate the material. Near
the beginning of the movement, for instance, there is an alternation between
a clarinet/bassoon combo and the string section. Note especially the extremes
of the registers in the corresponding “string” response in Scharwenka’s setting:
Example 5
a)

Beethoven, Symphony no. 4 in B-flat, op. 60, III: pickup to mm. 5-9, compressed
21
22
23
scriber.
24

Lockwood Beethoven Symphonies, 89.
Ibid., 90.
Judicious use of the piano’s pedals is another arrow in the quiver of the tranGrove, 121.
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b)

Beethoven/Scharwenka, Symphony no. 4 in B-flat, op. 60, III: pickup to mm. 5-9

Scharwenka’s setting accomplishes several things. First, the shift into a fouroctave spread response where the strings would have played distinguishes the
line from the wind passage that preceded it. And then, in a sense, Scharwenka’s
solution better encapsulates what Beethoven probably would have done had
he not had the range considerations of the second violins and contrabasses!
This is because the strings line is allowed to continue down from the upper
octave without any discontinuous octave leaps that were necessary due to range
restrictions in the strings.
Sometimes, however, the balance of these choices of melodic clarity versus the
overall flow considerations may result in the need for omissions. Often when I
hear the Un poco meno Allegro trio in performance, the end of the violin phrase’s
response to the winds gets lost beneath the winds. Because of this, it took a
moment to realize that in Scharwenka’s version, the end of the violin phrase was
left out of the mix.
Example 6
a)

Beethoven, Symphony no. 4 in B-flat, op. 60, III: pickup to mm. 91-5, oboe and violin
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b)

Beethoven/Scharwenka, Symphony no. 4 in B-flat, op. 60, III: pickup to mm. 91-5

You can see that the bracketed violin line is incomplete in the Scharwenka,
because were he to finish the line it would impede the beginning of the wind
line that follows. While he could have altered the registral makeup of the entire
passage, that would have interrupted the quiet repose of the new section. Later
in the trio Scharwenka does include the concluding tag, but in a texture that
makes it easier to accommodate without forcing the issue.
The symphony closes with a perpetuum mobile-style finale, one of the most
ebullient of Beethoven’s symphonic movements. There is some wonderful
material that occurs near the end of the exposition that shows the composer at
his most playful:
Example 7
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Beethoven/Scharwenka, Symphony no. 4 in B-flat, op. 60, IV: mm 74-83

It is as if Beethoven is making a caricature of a toddler; things are terrible, until
suddenly they are not!
Beethoven’s orchestral pieces have been arranged many times over throughout
the years, and although we have been selective in our choices of which to present
as part of the (Re)Hearing Beethoven Festival, there are others that could have
been substituted and provided other experiences worth having. One of our goals
in sharing these with you is to encourage further exploration of these and other
pieces that may be of interest to you. While a performance at ZOFO’s level may
be out of reach, if you and a family member25 can pick out a tune at the piano,
you may enjoy playing through four-hand arrangements of the music you love.

•
Ludwig van Beethoven / Czerny,
Symphony no. 6 in F Major

“…it is impossible not to feel deep gratitude to this great composer for the
complete and unalloyed pleasure which he here puts within our reach.”26
“To hear one of his great compositions is like contemplating, not a work of art, or
man’s device, but a mountain, or forest, or other immense product of Nature—at
once so complex and so simple; the whole so great and overpowering; the parts
so minute, so lovely, and so consistent; and the effect so inspiring, so beneficial,
and so elevating.”27
Sir George Grove, evidently, was a fan of the sixth symphony. Long an audience
favorite, Beethoven’s “Pastoral” symphony will conclude the ZOFO concert, and
25
Unfortunately for our current moment, one cannot really play piano duets while
socially distanced.
26
Grove, 227.
27
Ibid.
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one might consider Czerny’s duet version of the piece a “quatre mains-tay” of
this kind of arrangement. Pianist and composer Carl Czerny, who was also an
exceptionally prolific arranger, is perhaps best known for his technical studies
that remain in use today. He was also the piano teacher of Franz Liszt, whose
Beethoven transcriptions will be featured later in the (Re)Hearing Beethoven
Festival. Czerny’s relationship with Beethoven was a special one, and it is
intriguing in light of today’s concert. In his book Four-Handed Monsters, author
Adrian Daub recounts Czerny’s recollections of his first meeting with Beethoven,
during which Beethoven sat beside him while Czerny played a Mozart piano
concerto and added the orchestral melody with his left hand. “The friendship
between these two musicians, which would last until the older man’s death, was
thus formed over a kind of four-hand flirt.”28
Before we dabble in the duet, we should babble about the brook. Despite the
relatively unusual (for Beethoven) programmatic components of the work,
it comes from a “pastoral” tradition. There were predecessors in this genre by
composers obscure and renowned, and Beethoven probably knew at least some
of these; musicologist Richard Will listed some 27 examples composed in the
quarter-century before 1797.29
When first published the symphony had the title of Sinfonie pastorale, but
Beethoven’s original subtitle did not appear to remain beyond a letter to his
publisher, the original manuscript, the original premiere program and a printed
violin part:30 “Recollections of Country Life: More the Expression of Feeling than
Tone-Painting.”31 While the first part was gold, the second didn’t exactly roll off the
tongue. In terms of asserting a stance with respect to programmatic components
of his work, however, this was a telling statement. Lockwood references a list
of thoughts Beethoven had on the subject that reflect mixed feelings about
“characteristic” music that bears programmatic elements. In this list Beethoven
suggests that people should be able to figure out the references without it being
spelled out for them in titles, and that the general presentation of feeling is more
important than specific references, which “...if pushed too far in instrumental
music, loses its force.”32
Some commentators diminished the role of programmatic thought in the
construction of the sixth symphony, while others heralded it as “justification”
for the works of Berlioz, Liszt and beyond. Foregoing the notion that artistic
expression needs to be justified at all, it is worth acknowledging that it is absolutely33 possible to reconcile formal considerations with programmatic content. One
might point to Beethoven’s “Pastoral” symphony as an example of it. Lockwood,
for one, sees Beethoven capitalizing on the pastoral tradition in a way that would
be referentially meaningful for audiences, while at the same time maintaining the
“formal cogency” that typified his recent symphonic works. “The two dimensions
differ in importance and audibility from one movement to another, but the
28
29
30
31
32
33

Daub, 135.
Lockwood Beethoven Symphonies, 130.
Grove, 189-91.
Lockwood Beethoven Symphonies, 128-9.
Ibid., 132.
This is what I call “purely programmatic” humor.
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duality runs through the whole work.”34 Additionally Lockwood “…[construes] this
work… as not merely a programmatic representation of the experience of being
in nature, but also that it is something of Beethoven’s ‘dream-time,’ a vision of
the healing experience of Nature.”35 Given Beethoven’s work habits, and Grove’s
observation at the head of these notes, in a very real sense “nature” was part
and parcel to composition for Beethoven. Like many artists who must venture
out in order to venture within, how much of Beethoven’s music was conceived in
essence while away from his desk?
While Beethoven may have wanted to avoid being prescriptive with the
programmatic elements of his sixth symphony, Jan Swafford captures the spirit
of the composer having it both ways with the “Pastoral” symphony: “No pictures!
Except for some pictures.”36
While Beethoven did the bulk of his work on the sixth symphony in 1807-8 after
the fifth was completed, there is evidence that he was sketching ideas for it as
early as 1803 in the “Eroica” sketchbook; included therein were references to
the scherzo trio, the finale, and a relative of the “Scene by the Brook” labeled
“Murmeln der Bäche.”37 He completed work on the symphony in 1808 in
Heiligenstadt.38 The premiere of the “Pastoral” took place on a legendary, or
perhaps infamous, date in Beethoven lore: December 22, 1808. Anyone who has
ever organized a concert knows how hard it can be to get everything in place, and
one wants to make the most of the opportunity. On this occasion Beethoven may
have gone overboard; in addition to the “Pastoral” symphony (labeled no. 5 for
this performance), multiple significant works were also premiered on the same
concert: the C-minor symphony (labeled the sixth symphony on this program),39
the fourth piano concerto, a concert aria (Ah! Perfido), an improvisation that may
have been a precursor to the op. 77 Fantasia, several movements from the Mass in
C (Gloria and Sanctus) and the Choral Fantasy, op. 80.40 This concert was famous for
its cold weather as well as its immense length, and the audience did not handle
the chilly four hours of intense music well, especially given a debacle in the
performance of the Choral Fantasy that required a re-start.41 Elements of these
works connect in interesting ways, from the structural impact of fantasia-inspired
transitions to more literal motivic connections; Jan Swafford notes that in the
“Eroica sketchbook” Beethoven had not only written some material destined for
“fate knocking” fame in the fifth symphony, but he had also struck on the opening
of the fourth piano concerto at the same time, sketched on the opposite page;42
when considered next to each other one can see how the wealth of an idea has the
potential to be distributed in a transformative fashion.
34
Lockwood Beethoven Symphonies, 135.
35
Ibid., 125.
36
Swafford, Jan, Beethoven: Anguish and Triumph (United States: Houghton Mifflin
Harcourt, 2014), 511.
37
“Murmers of the Brook.” Lockwood Beethoven Symphonies, 126-7.
38
Swafford, 476.
39
Grove, 148.
40
Lockwood Biographical Tradition, 155.
41
Caeyers, 290.
42
Swafford, 489-90.
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The “Pastoral” symphony opened the program, and despite the differences in
tone and goals it is something of a spiritual pair with the fifth symphony. As Jan
Caeyers compares them, “[the] structural similarities are striking: both opening
movements are relatively short; each commences with a four-bar motif, or ‘motto,’
that ends with a fermata; and each motto constitutes a germinal figure that
undergoes development but never truly takes on any clear thematic contours. The
final movements, by contrast, are relatively long and hymnlike, representing the
carefully prepared culmination of each work and emerging organically from the
previous movements.”43 While the premiere may have had a few forces working
against it, it boggles the mind to imagine what it must have been like to be the
first to hear such a huge range of pieces that would remain vital centuries later.
The dedication for the fifth and sixth symphonies was shared by Prince Lobkowitz
and Count Razumovsky, despite Beethoven having initially promised at least the
fifth symphony to Count Oppersdorf. But Beethoven decided to go with the bigger
names for a better payout, leaving Oppersdorf with the dedication of the fourth
symphony.44
Beethoven was aware of the dangers of a bad transcription. At one point he was
compelled to publicly warn against a particularly bad mutilation of his music: “I
take it as my duty to alert the musical public against a four-hand piano transcription
of my recent overture, which misses the mark entirely and departs completely
from the original score.”45 He instead plugs the upcoming appearance of Czerny’s
“absolutely faithful” version.46 Czerny was not above criticism, however; his
student Louis Köhler felt that he “overburdened all four hands, leaving the players
little room to put their own spin on the music,” and A.B. Marx rather felt the same
way.47 While opinions can certainly differ about how to make the best use of the
resources one has, Czerny’s solutions are credible and worthy of consideration—
knowledge of the instrument and how it might be used to emulate orchestral
textures took his work far.
Beethoven starts with the “awakening of cheerful feelings upon reaching the
countryside.” The movement is driven almost entirely by major-mode harmonies,
and the music is hypnotically minimalist in conception. The large number of
repeated patterns are given shape by dynamic features such as large-scale swells
and clever orchestrational details, such as the reinforcement of a repeated idea
in the strings an octave lower by a pair of bassoons for a single iteration, which is
also accounted for in Czerny’s piano duet version:

43
44
45
46
47

Caeyers, 291-2.
Lockwood Beethoven Life, 195.
As quoted in Daub, 114.
Ibid., 114-115.
Ibid., 116.
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Example 8

Beethoven/Czerny, Symphony no. 6 in F major, op. 68, I: mm. 18-22

It should also be noted that Czerny reserves the use of the sustain pedal for that
central moment to effect a blossoming color change. An issue that Czerny had to
confront in a piece where the ideas and orchestration are so “transparent” is the
competition that can arise between important voices in the same registral space.
One spot where he threads this needle is at one of the grander moments of the
movement, where the strings and winds are both contributing to the fabric of the
whole at a loud dynamic:
Example 9

Beethoven/Czerny, Symphony no. 6 in F major, op. 68, I: mm. 446-451

In the orchestral score the strings and the horns play the triplet material, and the
winds continue the A-F motion that you see bracketed on the top two lines, but at
four octaves. Czerny reduces that line to a single internal voice, and launches the
violin triplets up an octave to prioritize that sound. This is a case where one could
argue that Czerny might have done more for the oscillating material, but at the
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same time one senses it in the realization—in its exclusive register—and can still
focus on the triplet material in listening.
With the second movement, the “Scene by the Brook,” we arrive at some of the
work’s primary encounters with literal extramusical associations. As Beethoven
stated, “The greater the brook, the deeper the tone.”48 This statement is worth
unpacking a bit, because it associates, as parallel phenomena, the notion of
depth/height and register. Our language about music embodies this almost
without our being aware of it; we will say things like “the melody floats above the
accompaniment” or “the music cascades into the deepest register of the piano.”
But for a composer writing music “about” a stream, they may capitalize on these
unconscious associations and use register and “flowing” material to turn a rivulet
into a river.
There is a difference, perhaps, between a metaphorical nod and an attempt at
direct representation in music. I came across an interesting comment, stated
with conviction by Grove: “It will be observed that in the Andante Beethoven has
changed the key of the figure representing the noise of the water from what it was
when he actually observed it. And this no doubt he has done to avoid anything
like actual imitation.”49 Without a doubt? Could it simply have not been in the key
in which he ultimately needed it to be? There are many reasons why the initial
conception of an idea might need to change, and while perhaps “obscuring the
source” may be one of them, that presupposes that an audience would know and
recognize the prevalent pitch(es) of a specific stream at a particular rate of flow,
and then call out the composer for the brazen audacity with which the natural
phenomenon was emulated.
Beyond the running water of the brook, there are excellent examples of explicit
sonic references near the end of the movement, where specific bird calls are
identified in the score: 1) nightingale/flute, 2) quail/oboe and 3) cuckoos/clarinets.
Caeyers adds an aside: “The fact that Beethoven’s cuckoo sings a major third, while
real cuckoos prefer a minor third, is an endearing blemish on the composer’s
oeuvre that serves to underscore the symbolic character of the reference.”50
Perhaps it is not a blemish; I prefer to think of Beethoven’s cuckoos as striving for
a half-step more than your run-of-the-mill cuckoo.51
48
As quoted in Lockwood Beethoven Symphonies, 140.
49
Grove, 202.
50
Caeyers, 292.
51
On the subject of birdcalls in Beethoven, the undependable Anton Schindler
related a story about the yellow-hammer bird call making its way into the symphony as a
G-major arpeggio, a proposition supposedly related by the composer. Grove pointed out
that Schindler himself had suggested that Beethoven had used the yellow-hammer call as
the basis for the fate motive of the fifth symphony, and that in that instance, it more accurately reflects the repeated-note nature of the call at least, regardless of whether the claim
has veracity. Grove goes on to suggest that Schindler’s recollections may have been correct,
but that Beethoven had perhaps been playing a joke on him. Grove, 211-212. Sometimes,
however, it appears that Schindler forged his material, such as a canon “which Schindler
ascribed to Beethoven but evidently wrote himself and proposed as a precursor to the slow
movement of the Eighth Symphony, with its repeated notes at the beginning.” Lockwood
Biographical Tradition, 28.
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It may be difficult to think back to the first time one heard the “Pastoral” symphony,
but the experience is different when what comes next is unknown. There is a
retroactive didactic effect of sorts that comes from Beethoven’s reservation of the
explicit references until the end of the second movement—one realizes they were
always there in the music in different ways before being isolated and labeled as
bird calls. Beethoven further capitalizes on the registral metaphor in his use of
register to show physical distance between the birds and the brook.52
Czerny’s setting of the birdcalls is fascinating—both practical and performative,
and perhaps a little risqué. The secondo player takes the nightingale trill in the
right hand while the primo player plays the quail above, and crosses below to play
the cuckoo as well. In the second iteration of the calls the primo and secondo
players alternate the presentation of the cuckoo in a coordinated conversation.53
This theatrical gesture is a liberty on Czerny’s part, as the cuckoo sound in the
orchestra is played by a pair of unison clarinets. The arrows in Example 10 show
this alternation of parts and cross-hands playing:
Example 10

Beethoven/Czerny, Symphony no. 6 in F major, op. 68, II: mm. 133-6

The result is both effective in execution and charming to watch.
The final three movements are through-conceived, leading one into the next.
The “Joyous gathering of the country folk” is a five-part scherzo that lives up to
its name; the dance that bursts forth in the trio especially exudes communal
merriment. Czerny cleverly utilizes registral shifts to re-orchestrate some of
the passages, honoring the differentiation that Beethoven achieved via different
instruments by distinguishing the lines in more extreme registers or using octave
doublings. But anyone who has planned an outdoor wedding or birthday party
knows, that is one of the best ways to ensure the approach of ominous clouds.
Beethoven abruptly leaves the happy key of “Folk major” with an aching knee
“storms-a-comin’” tremolo on D-flat. Here is where Beethoven reaps the harvest
52
Lockwood Beethoven Life, 228.
53
Additionally, Czerny sets the quail call in high-register octaves, differentiating it
from the previous call, represented by a solo oboe in the orchestral version.
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he has sown by reserving any significant use of the minor mode until this moment,
when the storm erupts and scatters the revelers. Berlioz, always with a keen eye
for orchestrational detail, noticed that Beethoven included a remarkable rapidlyrepeated baseline of five against four to create a blur in the thunderous sound;54
Czerny retains this figuration in the bass of the piano, where it is also effective in
producing a powerful rumble. While a storm is a frequent consequence of natural
forces, the approximation of one in music requires careful planning, and this was
a feat that Beethoven managed cumulo-nimbly.
The darkness of the storm dissipates, and ultimately resolves into the final
movement via a chorale-like passage that Beethoven labeled in a sketch “Herr, wir
danken Dir” (Lord, we thank you).55 The “Shepherd’s Song. Happy and thankful
feelings after the storm” movement that concludes the symphony has been
compared to works by Haydn, such as “The cheerful shepherd now gathers his
joyous flock” from The Seasons.56 The clarinet and horn material that opens the
Allegretto is reminiscent of the Alpenhorn Ranz des vaches tradition that Beethoven
would have known.57
Czerny’s approach to handling some of the bigger sonic constructions in the
movement is quite convincing. Consider how Czerny adapts the repeated triplet
figures in the violins of Example 11a below into something more pianistic and
harmonically resonant in the piano, as shown in Example 11b:
Example 11
a)

Beethoven, Symphony no. 6 in F major, op. 68, V: mm. 23-6, violins

b)

54
55
56
57

Beethoven/Czerny, Symphony no. 6 in F major, op. 68, V: mm. 23-6
Grove, 219.
Lockwood Beethoven Symphonies, 142.
Ibid.
Ibid.
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Occasionally the need to alter the register for the sake of melodic clarity has
consequences that require the alteration of the primary material. As an example,
Czerny knew that he wanted to continue a line of running sixteenth notes as written
in measure 117 (see the third measure in Example 12a and b below). However, in
the previous two measures there was a problematic overlap in register between
the first violins and the first horn—it would be extremely difficult to play each line
clearly if they were transferred to the piano as written (see Example 12a). Czerny
decided to place the bracketed violin line up an octave, but that still did not fully
solve the problem, since the line would still have interfered with the horn Ranz
des vaches melody. He also would have emerged from the passage an octave too
high in order to continue as planned in measure 117. So Czerny re-wrote the violin
line, maintaining the harmony and types of melodic line that were included in the
violin line, but altering the contour so as to make the line crest in the middle of
measure 116 and return down to the original register by the start of measure 117,
as we see in Example 12b below:
Example 12
a)

Beethoven, Symphony no. 6 in F major, op. 68, V: mm. 115-117, violin I and horn 1

b)

Beethoven/Czerny, Symphony no. 6 in F major, op. 68, V: mm. 115-117, primo

The rewrite is so deftly done that few would notice it, and the resultant gains
made in the clarity of the horn line seem to render the gambit worthwhile. Such
changes, where the logic is understandable, are evidence of the transcriber’s
ability to respectfully modify for the benefit of the music. Such modifications of
contour and line, while the arranger tries to avoid them, are sometimes necessary
in service of the music. Such things are better I think than the unauthorized
“correction” of a composer in a new edition. This final movement of the “Pastoral”
contains a few prominent uses of ‘la Chimère,’ in which Beethoven uses as a pedal
notes from the tonic and dominant chords at the same time (in this case, F, C and
G in stacked fifths). Fétis took it upon himself to “correct” it, despite its clearly
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intentional use by Beethoven.58
While it is a joy to play any of these works in a four-hands context, there is
something fitting about playing the “Pastoral” symphony with a fellow traveler,
experiencing Beethoven’s “expressions of feeling” about nature along with the
communities who celebrate it.
					David Plylar
					Senior Music Specialist
					Library of Congress, Music Division
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and the United States, offering performances that are "breathtakingly intense"
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About the Program
Ludwig van Beethoven

Piano Sonata in B-flat major, op. 106, "Hammerklavier,"
		in the original piano version and a version transcribed
		

for string quartet by David Plylar

“A new Oedipus, Liszt, has solved it, solved it in such a way that had the
composer himself returned from the grave, a paroxysm of joy and pride
would have swept over him. Not a note was left out, not one added…
no inflection was effaced, no change of tempo permitted. Liszt, in thus
making comprehensible a work not yet comprehended, has proved that
he is the pianist of the future.”59
		~ Hector Berlioz, on witnessing the public premiere by Liszt of
		
Beethoven’s “Hammerklavier” sonata.
Beethoven’s Piano Sonata in B-flat major, op. 106, reverently known as the
“Hammerklavier,” is a work that has long held musicians and audiences in
thrall. Considered unplayable until Franz Liszt conquered it in public in 1836,
the “Hammerklavier’s” manifold difficulties and beauties continue to inspire
new generations to explore its depths; from the majestic opening movement,
the comic/cosmic scherzo, one of the most expressive of Beethoven’s slow
movements, and finally a fugal finale of grand ambition—not to wax hyperbolic,
but the piece is a veritable explosion of Beethoven’s artistry in full force.
These notes will not have the scope to do much more than introduce some
aspects of the piece and discuss it in terms of its adaptation for string quartet.
The work has been transcribed in the past: Felix Weingartner made an orchestral
transcription of the piece in 1930, and apparently Liszt even made a transcription
of the Adagio sostenuto for strings—something I only just learned about and to
which I eagerly desire access.60 In the spirit of our (Re)Hearing Beethoven Festival
we will address some of the recurring and unique issues that arise with adapting
Beethoven’s work for other forces further below, but first we should offer a bit of
background information about the piece.
For instance: why is the sonata called the “Hammerklavier?” It is a mix of chance,
assumptions and the legendary status of the work that led to this state of affairs.
Three of Beethoven’s piano sonatas ended up with “Hammerklavier” referenced
in the manuscript: opp. 101, 106 and 109.61 In 1817, Beethoven declared to a
publisher that “Henceforth all our works on which the title is in German shall,
instead of ‘pianoforte,’ carry the name ‘Hammerklavier.’”62 This move toward
59
As quoted in Walker, Alan, Franz Liszt: The Virtuoso Years, rev. ed. (United States:
Cornell University Press, 1988), 236.
60
Morante, Basilio Fernández and Charles Davis, “A Panoramic Survey of
Beethoven’s “Hammerklavier” Sonata, op. 106: Composition and Performance,” in Notes,
Music Library Association, Vol. 71, No. 2 (December 2014), 253.
61
The Library of Congress holds the holograph manuscript of Beethoven’s op. 109
piano sonata in E major in the Gertrude Clarke Whittall Foundation Collection.
62
As quoted in Lockwood Beethoven Life, 377.
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German started earlier; as Basilio Morante lists them (in the translation of
Charles Davis), in 1809 “Beethoven had begun to introduce German terms63 in his
Six Lieder, op. 75, and in the Piano Sonata no. 26, op. 81a. The traditional tempo
markings in Italian at the beginning of each movement are replaced in Sonata no.
27, op. 90, by expressions in German on the character of the movement, and in
opus 101 (1816) this is extended to the actual title of a piano sonata: ‘Sonate / Für
das piano-forte / oder - - Hämmer-Klawier.’”64 Morante sees this trend developing
for two reasons: “This assertion of linguistic identity on Beethoven’s part is due
above all to the patriotic and anti-Napoleonic feeling aroused by the recent
Congress of Vienna and the composer’s increasing expressive needs.”65
But there has also been a line of thought that assumes the “Hammerklavier”
description for op. 106 in particular was due to the new piano that entered
Beethoven’s life in 1818; the notion is that the “Hammerklavier” was written
specifically for the Broadwood piano he received as a gift. However, there are
several issues with this assumption, including the fact that the composition of
op. 101 and most of op. 106 predates his acquisition of the instrument. I learned
more about these issues when in the course of my research I came across a
documentary film by Steven Maes, produced by the Orpheus Institute in Ghent,
called Inside the Hearing Machine. This documentary describes the commission
of a replica of the type of Broadwood piano owned by Beethoven, as well as
the speculative construction of a Gehörmaschine (“hearing machine”) to assist
Beethoven in hearing while playing at the piano.66
In that film and the accompanying CD realization of a performance of Beethoven’s
last three sonatas using the Gehörmaschine, pianist Tom Beghin offers a compelling
account of how Beethoven may have used his final keyboard instruments when
composing. Beghin both dispels the myth about the Broadwood and embraces
it as, even so, the likely instrument that Beethoven used when composing his
piano works. “Longtime ignorance of any historical pianos had led to the peculiar
association of the big “Hammerklavier” Sonata, Opus 106, with ‘the Beethoven
Broadwood’ as somehow representative of a more modern, forward-looking
piano—but the irony is that only its last movement can be played on it because
the first three movements include high notes that do not exist on the Broadwood’s
keyboard.”67 Beghin argues that Beethoven wrote the first three movements
for a Viennese piano with the six-octave range of FF to f4,68 and then adapted
the range of the finale after receipt of the Broadwood to include lower notes
that fit the Broadwood’s range, CC to c4.69 Beghin further cites the research of
Tilman Skowroneck that indicates that following the composition of the first
three movements of op. 106, there are only two cases where Beethoven wrote
63
The "Pastoral" symphony also had German descriptions for each movement.
64
Morante/Davis, 237.
65
Ibid., 238.
66
Accessed on https://orpheusinstituut.be/en/projects/inside-the-hearing-machine. The documentary is fascinating, with numerous insights into particular compositional details that may have been influenced by Beethoven’s interaction with a hearing
augmentation device attached to his Broadwood piano.
67
CD booklet for Tom Beghin, Inside the Hearing Machine: Beethoven on His Broadwood – Sonatas Opus 109, 110 and 111 (Evil Penguin Records Classic, EPRC 0025, 2017), 30.
68
Ibid., 26.
69
Ibid., 26 and 30.
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any pitches outside of the range of his Broadwood.70 Further in his notes Beghin
describes how to address these issues in performance. In op. 109 Beethoven asks
for a C-sharp outside of the Broadwood range at the end of the sonata, and the
solution may have been scordatura, or the tuning of that top C up to C-sharp, since
the C itself is not used in the sonata.71 These are all fascinating considerations,
given the great difference in sound between Beethoven’s Graf and his Broadwood.
Part of the goal of Maes’ documentary is to explore, speculatively but guided by
contemporary accounts, what the sound might have been like for Beethoven at
his level of deafness with the addition of a sound amplifier on his Broadwood
piano.72
No autograph manuscript of the “Hammerklavier” is extant, nor is there a unified
sketch book, but a number of leaves are distributed around the world.73 The
Library of Congress owns five leaves of sketches for the sonata; the first batch
amounting to seven pages was purchased in 1941 through the Gertrude Clarke
Whittall Foundation, and an additional leaf with two pages related to the third
movement was purchased in 2018. That means that you can see roughly 10% of the
known sketch leaves for the “Hammerklavier” sonata at the Library of Congress!
It was either serendipitous or inevitable in a Beethoven anniversary year that
Beethoven’s pianos should reach the public consciousness. Recently, Patricia
Morrisroe published an article in The New York Times entitled “The Woman Who
Built Beethoven’s Pianos,”74 about piano maker and friend of Beethoven, Nannette
Streicher. In that article Morrisroe references sketch material held at The Morgan
Library inscribed by publisher Vincent Novello, who says the leaf was given to him
by “Mrs. Streiker…one of Beethoven’s oldest and most sincere friends.”75 Streicher
had started with her father’s Stein company, eventually settling in Vienna with her
brother to run the company. She eventually branched off with her own Streicher
née Stein firm that produced a large number of pianos annually, and Beethoven
had been a longtime friend.76 According to Jan Caeyers, after Beethoven’s nephew
Karl moved in with Beethoven in early 1818, “Nannette Streicher helped him make
the necessary alterations to household and personnel, including the appointment
of a new private tutor.”77 Beyond this critical household help, and given the timing
of her stay, coincident as it was with the arrival of the Broadwood competitor and
Beethoven’s completion of the “Hammerklavier,” one wonders what Streicher’s
70
Ibid., 31.
71
Ibid., 45-47.
72
Incidentally, Liszt was the last private owner of Beethoven’s Broadwood, and that
instrument, now residing at the Hungarian National Museum in Budapest, is one of just a
few surviving “Beethoven pianos.”
73
Nicholas Marston offers a fascinating discussion of the situation in Marston,
Nicholas, “Approaching the Sketches for Beethoven’s “Hammerklavier” Sonata,” in Journal
of the American Musicological Society, Vol. 44, No. 3 (Autumn, 1991), 404-450.
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role may have been in discussing the piano’s capabilities with the composer.
This name of Nannette Streicher also resonated with me, because for years I
have jokingly referred to my string quartet version of the piece as the “HammerStreicher,” and here was someone directly connected to the work with that name.
The “Hammerklavier” sonata was dedicated to Archduke Rudolph—an early
sketch of the opening idea of the sonata even includes the inscription “Vivat
Rodolphus.”78 Some doubt the sincerity of the dedication, but Beethoven had a
practical streak when it came to these things.79 However, and rather intriguingly,
in one English edition the dedication is to “Mademoiselle Maxemiliana Brentano”
(the earliest English editions had no dedicatee). Sylvia Bowden offers a careful
consideration of Maximiliane Brentano as Beethoven’s “distant beloved” in a
discussion that considers relationships between the Lied Resignation, the cycle
An die ferne Geliebte and the “Hammerklavier” alongside written evidence.80
For such an incredibly rich and complex work, Beethoven’s attitude toward its
publication was remarkably cavalier. When the composer gave the sonata to
Ferdinand Ries to pursue publication in London, he said that Ries could “publish
it in one of three ways: (1) ‘you could…omit the Largo and begin straight away
with the Fugue;’ (2) ‘you could use the first movement and then the Adagio, and
then for the third movement the Scherzo;’ or (3) ‘you could take just the first
movement and the Scherzo and let them form the whole sonata.’”81 The reason
was likely financial—he needed to publish in multiple countries and receive fees
before pirated versions appeared, and so he was willing to make compromises to
accomplish this end. In the case of the British edition, it was initially published in
two parts: one with movements one through three, with the order of the second
and third movements switched, and a second installment with just the final
movement (including its introduction). Lockwood notes that a similar degree
of flexibility would accompany another of Beethoven’s complicated children
in B-flat, the op. 130 quartet/op.133 Grosse Fuge,82 performed by the Borromeo
String Quartet earlier in our (Re)Hearing Beethoven Festival. One additional
concern of Beethoven’s was that while he could live with alternative orderings
of the movements, he didn’t want the tempi to be disregarded. Caeyers states
that “The London publication was therefore what prompted Beethoven to add
metronome markings to the Hammerklavier Sonata. Though they ought to have
earned definitive authority, there is not a single pianist—not even today—who
regards them as feasible in practice.”83
We have seen from the concurrent publication of string quintet versions of his
seventh and eighth symphonies that Beethoven was open to the idea of string
transcriptions, but how did he feel about the idea of presenting a piano work
in an arrangement for strings? At one point, Beethoven responded to a scheme
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suggested by his brother (with whom he would come to blows over a publication
dispute regarding the op. 31 piano sonatas in 1802)84 for capitalizing on “authorized”
arrangements of Beethoven’s works. Writing to publisher Härtel, Beethoven had
this to say: “Concerning the arrangements of the pieces, I am heartily glad that you
rejected them. The unnatural rage now prevalent to transplant even pianoforte
pieces to stringed instruments, instruments so utterly opposite to each other
in all respects, ought to come to an end. I insist stoutly that only Mozart could
arrange his pianoforte pieces for other instruments, and also Haydn.”85 Of course,
Beethoven did actually participate in such arrangements himself, and approved
those of others. As Ferdinand Ries explained, “….works were arranged by me,
revised by Beethoven, and then sold as Beethoven’s by his brother.”86 Beethoven’s
opprobrium was directed at those arrangements that sought to make a quick buck
without concern for the artistic merits of the transcription.
As we move into a discussion of the music, and in particular how the original
piano work relates to the transcription for string quartet that I completed at
the beginning of 2014, a few words should be shared about my motivations for
creating the arrangement. Any transcription project on which I embark stems
from a profound interest in getting to know a piece intimately and participate
performatively as a composer. Since I do not play a section orchestral instrument
and am not much of a conductor, transcribing orchestral works for solo piano or
other forces provides a way for me to engage intimately with a work I admire.
Likewise, if a work like the “Hammerklavier” is beyond my capabilities as a
pianist, I can still learn from it via the act of reimagining the music in a different
medium. With all of my transcriptions, the goal is to create not a “reduction”
or “port” of the original, but rather to conceive of a performance version that
effectively and imaginatively utilizes the resources of the new medium to convey
the music as best I am able. Fidelity to the spirit of the work comes before fidelity
to the letter, as it does with many wonderful arrangers whose work I admire.
One should not make a fundamental change without careful consideration, but
it does no one a service to inelegantly transfer something that is fundamentally
out of sorts with its new environment. For instance, a string tremolo may sound
ridiculous if literally adapted to repeated notes on the piano, or high notes on the
piano might be too intense for a violin passage; copying such things verbatim
from one medium to another is precisely the kind of hackery that Beethoven must
have despised.
We start, then, with a fundamental adaptation that affects the entire work—
namely the decision to change the key from B-flat major to C major. Taking this
step (literally) was the key (again, literally) to unlocking the piece in a version for
string quartet. The reasoning for this should be apparent from a quick look at the
very opening of the sonata, as well as the knowledge that C is the lowest string on
both the cello and the viola:
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Example 13
a)

Beethoven, “Hammerklavier” Sonata, op. 106, I: opening

b)

Beethoven/Plylar, “Hammerklavier” Sonata, op. 106, I: opening

If one were to keep the key of B-flat, several problems immediately arise: the
lowest fundamental tone of B-flat would be an octave higher than what Beethoven
had written, which immediately cuts off the lowest octave of the cello for the
opening (and with no support from the viola), and the string would be stopped.
By moving to C major, the open C and G strings of the viola and cello could be
allowed to vibrate (simulating a held pedal), and the sound would immediately
be more lush, befitting the grand opening gesture. It was felt that these kinds of
benefits generally held through the entire work, so each movement is transposed
up a whole step so these advantages could be capitalized on throughout the piece.
Pedal emulation is a definite concern that can be addressed in various ways,
perhaps most easily when one has open strings as a resource. But every decision
to hold a tone obligates that string, so one must be strategic about it. At other
times the piano part may be in the upper register of the keyboard, which when
played ordinario by a violin may be too aggressive a timbre; so sometimes the
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octave is changed and lines shifted to adapt, or harmonics can be employed. Each
of those decisions has its own pitfalls, however, so the context of where in the
piece those accommodations are made is very important. That is, what works for
a given passage may not be effective in the same way at a later occurrence.
One pianistic effect that Beethoven employs throughout the first movement
involves staggering the attacks so that the hands alternate with one another. This
is easy to do for the pianist. If you are asked to play on the offbeat, however, it is
much more difficult to remain together as an ensemble if continued for prolonged
periods of time, so in practice the effect can be emulated in various ways. Here
are just a couple of solutions found for managing this issue in a way that is simple
for the strings to execute; Example 14a is paired with 14b, and 14c with 14d:
Example 14
a)

Beethoven, “Hammerklavier” Sonata, op. 106, I: mm. 26-28

b)

Beethoven/Plylar, “Hammerklavier” Sonata, op. 106, I: mm. 26-28
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c)

Beethoven, “Hammerklavier” Sonata, op. 106, I: mm. 249-252

d)

Beethoven/Plylar, “Hammerklavier” Sonata, op. 106, I: mm. 249-252

Another option for articulation that the string instruments can offer—though there
is the danger of overplaying one’s hand—is the use of pizzicato. For instance, quiet
plucked chords in combination with sul tasto bowing can delicately articulate the
transitional moments between phrases:
Example 15

Beethoven/Plylar, “Hammerklavier” Sonata, op. 106, I: mm. 49-52
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Sometimes the situation is such that Beethoven fills the entire keyboard with notes
held by the pedal, and it would be difficult to actually play all of the notes or to fill
the sound in all registers by just selecting some of the notes. One solution, rarely
employed because of the significant change in the sound, is the alternating-note
tremolo. In Example 16b below the upper voices maintain the tremolo except to
articulate the final eighth note of each bar, while the lower voices descend with a
similar tremolando/articulation pattern to what is seen in the violins and sounded
in the left hand chords of the piano part:
Example 16
a)

Beethoven, “Hammerklavier” Sonata, op. 106, I: mm. 193-194

b)

Beethoven/Plylar, “Hammerklavier” Sonata, op. 106, I: mm. 193-194

As a final note on the first movement, I should mention the effect that questions
of authenticity and accuracy can have on the performer and arranger. For the
“Hammerklavier,” there is one particular note (or rather series of notes with the
same pitch class) that has been fought over for generations. I am speaking of the
infamous A-sharp that occurs in the passage building up to the recapitulation.
Artur Schnabel, in his edition of the sonatas, had this to say about the matter:
“The question of whether a# or a is correct as the last quaver of this bar (and
during the next two bars) has been the cause of violent controversy…In the
editor’s opinion all available arguments in favour of a (even the references to the
rules of harmony) are too weak, in view of the superior manifestation of genius
inherent in the a#."87
87
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The question of the A-sharp remains controversial, and Morante notes that
“[both] positions have had distinguished advocates: [A-natural] (Alfred Brendel,
Paul Badura-Skoda) as well as [A-sharp] (Edwin Fischer, Daniel Barenboim,
András Schiff). Similarly, the various editions of the work are divided [on the
matter]: some give the [A-sharp] (Liszt, almost all the urtexts, Bülow, Schnabel),
others indicate [A-natural] (Casella, Kohler Ruthardt, Schenker, Cooper)…”88 Paul
Badura-Skoda argued with conviction but not conclusively that performers should
play an A-natural instead of an A-sharp89 in the passage. I love that these things
still cause such intense feeling in commentators—it is much preferable to apathy.
I must admit that while I have heard it both ways, and think that both have their
merits sonically without consideration for their musicological justification, I
find the A-sharp more compelling and am therefore perhaps biased in its favor.
Should a group desire to play a B-natural instead of C-natural in the string quartet
version, they would be welcome to do so; just not both at the same time, and they
must write a paragraph about the ordeal as I have here.
We next move to the shortest movement of the sonata, the scherzo. Beethoven
wrote into a draft of the scherzo: “A small house here, so small there is barely
room for one. Only a few days in this divine Brühle! Longing or yearning,
liberation or fulfilment.”90 The music is witty and at times acerbic. It also has a
number of tricky passages given the low bass lines in particular; the alterations
made in the transcription were intended to feel as natural as possible without the
extra range. The trio was particularly challenging to adapt due to the technical
aspects of the original as well as the low range. To lighten the texture pizzicato
was used carefully, especially in the second violin, as well as modified figuration
particularly in the cello part. Example 17 shows a glimpse of both of these aspects:
Example 17
a)

Beethoven, “Hammerklavier” Sonata, op. 106, II: mm. 52-57
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b)

Beethoven/Plylar, “Hammerklavier” Sonata, op. 106, II: mm. 52-57

The scherzo closes with a passage I still find stunning despite having heard it so
many times, with an alternation between the home B-flats (in the piano version)
and B-natural pulses. But the music gets stuck and the B-naturals become more
emphatic and rapidly articulated, only yielding to B-flat at the last moment before
one last gasp of the theme.
The great pianist and conductor Hans von Bülow, erstwhile son-in-law of Franz
Liszt, “…proposed that [the third] movement was where pianism ended, and
‘inspired declamation’ began. According to Bülow, those incapable of such
expression would do better to content themselves with simply reading the score.”91
The massive Adagio sostenuto is a world unto itself, and one of the most significant
of Beethoven’s many wonderful slow movements. It was this movement that
first made me interested in transcribing the piece, and I even wrote out a few
bars in F-sharp minor before realizing that the whole piece should be done, and
up a step, so in G-sharp minor. In the creation of the movement, Beethoven
arrived late at the Adagio sostenuto’s opening; it turns out that what seemed like
an integral component from the start was actually an afterthought. Beethoven
sent the opening measure as a one-bar introduction to Ferdinand Ries in London
after the main body of the work had already been sent. For Swafford, “The slow
movement now begins with a simple gesture that is the distilled essence of the
whole piece.”92 The Adagio sostenuto is a lament that could continue forever, with
momentary glimpses of happier times remembered.
Again in the line of interpretive conundrums, the Adagio sostenuto contains at
measure 165, like a passage in the Adagio ma non troppo of the later op. 110 sonata
in A-flat major, a puzzle for the performer to solve. In this case it is the strange
notation of a tied note with different fingerings above it (4-3), seemingly implying
a fingering change on the tied note with no rearticulation. One might think that
this would be a rather futile gesture. Pianist Malcolm Bilson wrote a letter to the
editors of Early Music in which he offers some thoughts on the fingered tied-note
controversy in Beethoven’s piano music, praising Jonathan Del Mar’s article on the
91
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subject (“Once again: reflections on Beethoven’s tied-note notation”) and stating
his opposition to Paul Badura-Skoda’s stance (in “A tie is a tie is a tie”).93 In his view,
Beethoven was “concentrating a familiar musical gesture to its bare essence; these
are Appoggiaturas Without Dissonance, on a Single Note or Single Chord.”94 These
issues matter to performers who want to discover what the composer was aiming
to do. In his edition of the sonatas, Artur Schnabel at this point refers the reader
to his commentary on the place where this phenomenon occurs in the Adagio ma
non troppo of the op. 110 sonata: “…regarding the realization of the groups of two
notes on a: the fingering 4, 3 is by Beethoven… When the third finger touches the
key, it should bring forth an added pulse, something between a real and imagined
sound, but audible in any case…”95
How then does one honor the tie and the fingering, especially in a string quartet
realization? Example 18a shows the problem measure, followed by a solution in
Example 18b that involves the subtle additional pulse of the unison harmonic
played by the second violin:
Example 18
a)

Beethoven, “Hammerklavier” Sonata, op. 106, III: m. 165

b)

Beethoven/Plylar, “Hammerklavier” Sonata, op. 106, III: m. 165
93
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Sometimes what Beethoven asks for is so singular that it is difficult to approach
it convincingly. The crossed-hands extremely low melodic line that occurs at m.
45 and elsewhere in the movement is a great example—the melodic bass seems
to sing up from the depths, and it is well out of the cello’s range. Since playing at
the written pitch is out of the question, every part can be surreptitiously shifted
up an octave and the characteristic timbres of the instruments in those particular
tessiture end up providing a different and not ineffective way to listen to these
passages. When similar material occurs later in the movement but in a different
key that allows the music to fit the range of the strings, one suddenly has a built-in
orchestrational variant that does allow at-pitch setting. The result, in my mind at
least, is an acceptable trajectory across the movement for these ideas.
Rarely in the “Hammerklavier” does the sound unilaterally move to pizzicato,
but there is a period of about four measures where the accompaniment does
this, offering a brief textural shift at a critical moment. At the very close of the
movement, Beethoven rolls the last chord, which is easy enough to do as a soloist
but more difficult to accomplish as an ensemble. In the past when confronted
with this problem, I have done things like add a half beat or full beat and prescribe
where exactly each instrument should enter. But while I think that there is poetry
in the controlled roll, there is also a practical function that it serves, elongating
the sound and giving the upper note a chance to have the last word before it
evaporates. In this string quartet version, it was decided that the strings’ ability
to softly attack and suspend the sound could accomplish something similar
without the potential awkwardness of the roll (for instance, the speed of the roll
might change depending on the circumstances, and when it is prescribed for an
ensemble with each member having a specific role, flexibility is lost). The cello
is given the option to articulate the bass note before the remainder of the chord
comes atop it, giving a nod to the gesture while avoiding its inherent problems
for ensemble.
The final movement is the one that probably gave most pianists pause, then as
now. The giant culminating fugue is a challenge both technically and artistically,
and the way that Beethoven arrives at it is a powerful statement in itself. The
finale begins with a Largo introduction, something of a palate cleanser in octaves,
followed by beautiful, rhythmically pulsing chords and abortive attempts at new
material for a fugue subject. The fact that Beethoven presents these imitative
moments and rejects them projects that he will be following a different path
than the one we might expect. Barlines in this region at the beginning of the
introduction cease to have their original function, and we enter a timeless space.
It is difficult to pull this off as a soloist, and even more so as an ensemble.
One of the directions that Beethoven rejects is a powerful Allegro that leaves you
wishing for more:
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Example 19

Beethoven, “Hammerklavier” Sonata, op. 106, IV: mm. 3-5

While that material may not be featured, Beethoven does indeed provide more
with the fugue that follows. He labels it “Fuga a tre voci, con alcune licenze”
(three-part fugue with some liberties taken). The subject is shown in Example 20
below to give a sense of the musical possibilities of the idea, which opens with the
leap of a tenth, lands on a trill, and then launches into a running melody—all of
this at a rather blistering speed:
Example 20

Beethoven, “Hammerklavier” Sonata, op. 106, IV: fugue subject, mm.16-26

As a final example of another kind of intervention in the transcription, there is a
passage with a sustained trill in the bass and rising arpeggios above it:

40

Example 21a

Beethoven, “Hammerklavier” Sonata, op. 106, IV: mm. 369-372

The problem is that the sweeping arpeggios are not possible due to the range of
the instruments if the cello is to trill the bass note (and even there it must be
an octave higher than Beethoven has written it). In this case the inherent drama
of the passage suggested another solution, one in which the instruments would
play half of each rise in alternation to create the cumulative sweep of the overall
gesture:
Example 21b

Beethoven/Plylar, “Hammerklavier” Sonata, op. 106, IV: mm. 369-372

These notes have served as a basic introduction to some of the aspects of the
“Hammerklavier” sonata that one can learn about, erring on the side of focusing
on issues of transcription in the spirit of our (Re)Hearing Beethoven Festival.
We did not really touch on the incredibly rich discussions that can be had about
its structure and harmony. I encourage those interested to explore this highly
influential piece further and consider the breadth of interesting commentary
alongside the many excellent performances that one can access. And of course, we
hope that you enjoy the two phenomenal performances of the “Hammerklavier”
that are included in our series: Adam Golka playing the original version for piano,
and the Verona Quartet playing the string quartet version.
					David Plylar
					Senior Music Specialist
					Library of Congress, Music Division
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About the Artists
Acclaimed for its bold interpretive strength and electrifying performances, the
Verona Quartet is the 2020 recipient of Chamber Music America’s prestigious
Cleveland Quartet Award. The Quartet’s members represent four different
nations, but their singular approach and unanimity of purpose in both musical
and cultural cooperation have quickly earned the group a reputation as an
“outstanding ensemble...cohesive yet full of temperament.” (The New York Times)
The Verona Quartet is one of the most sought after string quartets of its
generation, delighting audiences at venues worldwide such as Carnegie Hall,
Lincoln Center, Kennedy Center, Wigmore Hall and Melbourne Recital Hall,
in addition to appearances at La Jolla Summerfest, Chamber Music Northwest,
Bravo! Vail and the Chamber Music Society of Lincoln Center. The group’s 20192020 season includes tours across North America, Asia and South America;
upcoming highlights include performances at The Kennedy Center, Library of
Congress, Celebrity Series of Boston, Cliburn Concerts’ Beethoven@250 festival,
Lunenberg Academy of Music Performance, and Schneider Concert Series.
Since winning the 2015 Concert Artists Guild competition, the Verona Quartet has
cultivated a progressive approach to collaboration and programming including
numerous cross-cultural and interdisciplinary enterprises. Projects include
performances with dancers from Brooklyn’s Dance Heginbotham, artistic
exchange with traditional Emirati poets in the UAE and collaborations through
the Kennedy Center’s Direct Current Festival with folk supergroup I’m With Her
as well as cellist Joshua Roman. Other notable collaborators include Anne-Marie
McDermott, Orion Weiss, Cho-Liang Lin, Atar Arad, Paul Katz, David Shifrin,
Charles Neidich, and Renée Fleming.
The Verona Quartet has developed a consummate reputation for its compelling
interpretations of contemporary music, and regularly champions and
commissions works from composers such as Julia Adolphe, Sebastian Currier
and Richard Danielpour, as well as Michael Gilbertson, whose Quartet was a
finalist for the 2018 Pulitzer Prize in Music. Forthcoming album releases include
Gilbertson’s Quartet, as well as the Verona Quartet’s debut album, Diffusion, on
Azica Records featuring works by Ravel, Szymanowski and Janáček.
The Verona Quartet rose to international prominence by sweeping top prizes at
competitions across four continents, including the Wigmore Hall, Melbourne,
Osaka and M-Prize International Competitions. The Quartet currently serves as
the inaugural Quartet-in-Residence with North Carolina’s Chamber Orchestra of
the Triangle, where it performs over 10 concerts and 40 community engagement
activities annually. Strongly committed to education, the Verona Quartet is
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also Quartet-in-Residence for the Indiana University Summer String Academy
and New England Conservatory Preparatory School. Further positions include
the 2017-18 Ernst Stiefel String Quartet-in-Residence at the Caramoor Center
for Music and the Arts as well as guest residencies at numerous institutions
worldwide including Oberlin Conservatory of Music, USC Thornton School of
Music, The Hartt School, UNC School of the Arts, Syracuse University, Lunenburg
Academy of Music Performance and the Yong Siew Toh Conservatory of Music.
Formed at Indiana University under the tutelage of the Pacifica Quartet and Atar
Arad, the Verona Quartet went on to complete residencies at The Juilliard School
with the Juilliard String Quartet, as well as the New England Conservatory with
Paul Katz. The group also counts among its principal mentors Alex Kerr, David
Finckel, Donald Weilerstein, Martha Katz, Merry Peckham, Miriam Fried, Kim
Kashkashian and Nicholas Kitchen. The ensemble’s “thoughtful, impressive”
performances (Cleveland Classical) emanate from the spirit of storytelling; the
Quartet believes that the essence of storytelling transcends genre and therefore
the name "Verona" pays tribute to William Shakespeare, one of the greatest
storytellers of all time.

•
Cellist Annie Jacobs-Perkins has been praised for “hypnotic lyricism, causing
listeners to forget where they were for a moment” (Alex Ross, The New Yorker).
Jacobs-Perkins holds the Laurence Lesser Presidential Scholarship at the New
England Conservatory of Music, where she completed her Master of Music and
is pursuing a Graduate Diploma under the tutelage of Laurence Lesser. She was a
Trustee Scholar at the University of Southern California and a 2018 Outstanding
Graduate in Ralph Kirshbaum’s class at USC’s Thornton School of Music.
Jacobs-Perkins is the cellist in the Callisto Piano Trio, the youngest group ever to
medal in the senior division of the Fischoff National Chamber Music Competition.
Jacobs-Perkins has participated in the Ravinia Steans Institute, Yellow Barn
Festival, La Jolla Music Society’s SummerFest, Piatigorsky International Cello
Festival, and Perlman Music Program. She has collaborated with artists such as
Anthony Marwood, Lucy Shelton, Timo Andres, Jörg Widmann, Brett Dean, and
the Mark Morris Dance Company. She has performed as a chamber musician,
soloist, and principal cellist in the world's leading concert halls, such as Het
Concertgebouw, Jordan Hall, and Carnegie Hall.
In 2019 she was the winner of the NEC Concerto Competition, resulting in a
performance of Haydn's second cello concerto with the NEC Chamber Orchestra.
In 2015 Jacobs-Perkins won the Thornton School’s Solo Bach Competition and
the Burbank Philharmonic’s Hennings-Fischer Young Artist Competition.
Earlier that same year she appeared as a soloist on the NPR show “From the
Top.”
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•
Polish-American pianist Adam Golka has been on the concert stage since the
age of 16, when he won first prize at the 2nd China Shanghai International Piano
Competition. He has also received the Gilmore Young Artist Award and the Max
I. Allen Classical Fellowship Award from the American Pianists Association,
and was presented by Sir András Schiff in recitals at the Klavier-Festival Ruhr in
Germany, Tonhalle Zürich, and in Berlin and New York.
Recent highlights include Mozart’s Concerto no. 24, K. 491 with the NFM
Leopoldinum Chamber Orchestra in Wroclaw, Poland; Mozart No. 21, K. 467 with
JoAnn Falletta and the Buffalo Philharmonic; Grieg’s Concerto with Symphony
in C in New Jersey; and the Stravinsky Concerto for Two Pianos with pianist
Roman Rabinovich in Tel-Aviv. Golka was presented on the Virtuoso series by
the Cliburn Foundation in Dallas, where he continues annual performances of
his special education program, “Van Cliburn: An American Hero.” He made his
San Francisco Symphony debut last summer with Beethoven’s Piano Concerto
No. 4. He also returned to the Krzyzowa Festival in Poland, a favorite destination
of his, where he premiered his own two-piano arrangement of Debussy’s La
Mer, and narrated – in Polish, English, and German – Saint-Saens’ Carnival of
the Animals with his own poetry written especially for the opening concert of
the Festival.
In concertos ranging from Mozart and Beethoven to Tchaikovsky, Ravel, and
Rachmaninoff, Golka has appeared as soloist with the BBC Scottish, Atlanta,
Houston, Dallas, Indianapolis, New Jersey, Milwaukee, Phoenix, San Diego, Fort
Worth, Vancouver, Seattle, and Jacksonville Symphonies, Grand Teton Festival
Orchestra, National Arts Centre Orchestra of Ottawa, the Sinfonia Varsovia, the
Shanghai Philharmonic, the Warsaw Philharmonic, and the Teresa Carreño
Youth Orchestra of Venezuela. In 2011 he performed a cycle of all five Beethoven
concerti with the Lubbock Symphony under the baton of his brother, Tomasz
Golka.
An avid chamber musician, Golka has performed in the Marlboro and Prussia
Cove music festivals, Music@Menlo, Caramoor, with the Orpheus Chamber
Players, and in regular appearances at Frankly Music in Milwaukee, as well as a
tour with the Manhattan Chamber Players.
In recital, Golka has appeared at Lincoln Center’s Alice Tully Hall in New York,
the Mostly Mozart Festival in David Geffen Hall, Concertgebouw’s Kleine Zaal,
Musashino Civic Cultural Hall in Tokyo, the Gilmore Keyboard Festival, the
Ravinia Festival, the New York City International Keyboard Festival at Mannes,
the Newport Music Festival and the Duszniki Chopin festival. He has premiered
solo works written for him by Richard Danielpour, Michael Brown and Jarosław
Gołembiowski. Golka’s debut disc, featuring the first sonata of Brahms and
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the Hammerklavier Sonata of Beethoven, was released in 2014 by First Hand
Records.
In celebration of Beethoven’s 250th birthday in 2020, Golka is playing all 32 of
Beethoven’s sonatas in performance and in tandem with his next recordings for
First Hand Records, which will release the complete Beethoven sonatas.
Golka studied with José Feghali and spent four years at the Peabody Conservatory
studying with Leon Fleisher. Since finishing his official studies, he has continued
his work with great musicians such as András Schiff, Alfred Brendel, Richard
Goode, Murray Perahia, Ferenc Rados, and Rita Wagner.
Golka serves as Artist-in-Residence at the College of the Holy Cross in Worcester,
Massachusetts, where he teaches piano and chamber music, and conducts the
Holy Cross Chamber Orchestra.

•
Upcoming Events
& (Re)Hearing Beethoven Festival
Visit loc.gov/concerts for more information
*Events marked with an asterisk are part of our
(Re)Hearing Beethoven Festival
See loc.gov/concerts/beethoven.html for the full lineup, including
performances, lectures and conversations.

*Friday, December 4, 2020 at 8:00 pm [Concert]
"The President's Own" United States Marine Band
Music by Beethoven: Symphonies 3 and 7

Virtual Event
(https://loc.gov/concerts/presidents-own-marine-band.html)
Additional video content available starting at 10am on 12/4/20

*Saturday, December 5, 2020 at 8:00 pm [Concert]
Borromeo String Quartet
Music by Beethoven: Symphony no. 8, op. 130 & 133

Virtual Event (https://loc.gov/concerts/borromeo-nicholas-cords.html)
Additional video content available starting at 10am on 12/4/20
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*Thursday, December 10, 2020 at 8:00 pm [Concert]
ZOFO
Music by Beethoven: Symphonies 4 and 6

Virtual Event (https://loc.gov/concerts/zofo.html)
Additional video content available starting at 10am on 12/10/20
BONUS: This concert will be available as an augmented reality
experience for a limited period of time!

*Friday, December 11, 2020 at 8:00 pm [Concert]
Verona String Quartet and Adam Golka

Music by Beethoven: Hammerklavier Sonata in Two Versions

Virtual Event (https://loc.gov/concerts/beethovens-hammerklavier.html)
Additional video content available starting at 10am on 12/11/20

*Saturday, December 12, 2020 at 8:00 pm [Concert]
Ran Dank & Soyeon Kate Lee
Music by Liszt and Beethoven: Symphony no. 9

Virtual Event (https://loc.gov/concerts/dank-lee.html)
Additional video content available starting at 10am on 12/11/20

*Thursday, December 17, 2020 at 8:00 pm [Concert]
Christopher Taylor
Music by Beethoven: Symphonies 1, 2 and 5

Virtual Event (https://loc.gov/concerts/christopher-taylor.html)
Additional video content available starting at 10am on 12/17/20

Friday, December 18, 2020 at 8:00 pm [Concert]
Stradivari Anniversary Concert
Details to be announced

Virtual Event (https://loc.gov/concerts/antonio-stradivari.html)
Additional video content available starting at 10am on 12/18/20

KEEP CHECKING LOC.GOV/CONCERTS FOR UPDATED
INFORMATION ABOUT UPCOMING PROGRAMMING,
INCLUDING WINTER/SPRING 2021!
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Concerts from the Library of Congress
The Coolidge Auditorium, constructed in 1925 through a generous gift
from Elizabeth Sprague Coolidge, has been the venue for countless
world-class performers and performances. Gertrude Clarke Whittall
presented to the Library a gift of five Stradivari instruments which were
first heard here during a concert on January 10, 1936. These parallel but
separate donations serve as the pillars that now support a full season of
concerts made possible by gift trusts and foundations that followed those
established by Mrs. Coolidge and Mrs. Whittall.

•
Concert Staff
CHIEF, MUSIC DIVISION

Susan H. Vita

ASSISTANT CHIEF

Jan Lauridsen

SENIOR PRODUCERS
FOR CONCERTS AND
SPECIAL PROJECTS

Michele L. Glymph
Anne McLean

SENIOR MUSIC SPECIALIST

David H. Plylar

MUSIC SPECIALISTS

Kazem Abdullah
Claudia Morales

ADMINISTRATIVE OFFICER

Donna P. Williams

SENIOR RECORDING ENGINEER

Michael E. Turpin

ASSISTANT ENGINEER

Sandie (Jay) Kinloch

PRODUCTION MANAGER

Solomon E. HaileSelassie

CURATOR OF
MUSICAL INSTRUMENTS

Carol Lynn Ward-Bamford

PROGRAM DESIGN

David H. Plylar

PROGRAM PRODUCTION

Michael Munshaw
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Support Concerts from the Library of Congress
Support for Concerts from the Library of Congress comes from private
gift and trust funds and from individual donations which make it possible
to offer free concerts as a gift to the community. For information about
making a tax-deductible contribution please call (202-707-5503), e-mail
( jlau@loc.gov), or write to Jan Lauridsen, Assistant Chief, Music Division,
Library of Congress, Washington, DC 20540-4710. Contributions of $250 or
more will be acknowledged in the programs. All gifts will be acknowledged
online. Donors can also make an e-gift online to Friends of Music at www.
loc.gov/philanthropy. We acknowledge the following contributors to the
2020-2021 season. Without their support these free concerts would not be
possible.

•

GIFT AND TRUST FUNDS

DONOR CONTRIBUTIONS

Julian E. and Freda Hauptman Berla Fund
Elizabeth Sprague Coolidge Foundation
William and Adeline Croft Memorial Fund
Da Capo Fund
Ira and Leonore Gershwin Fund
Isenbergh Clarinet Fund
Irving and Verna Fine Fund
Mae and Irving Jurow Fund
Carolyn Royall Just Fund
Kindler Foundation Trust Fund
Dina Koston and Robert Shapiro Fund for
New Music
Boris and Sonya Kroyt Memorial Fund
Wanda Landowska/Denise Restout
Memorial Fund
Katie and Walter Louchheim Fund
Robert Mann Fund
The Sally Hart and Bennett Tarlton
McCallum Fund
McKim Fund
Norman P. Scala Memorial Fund
Karl B. Schmid Memorial Fund
Judith Lieber Tokel & George Sonneborn
Fund
Anne Adlum Hull and William Remsen
Strickland Fund
Rose and Monroe Vincent Fund
Gertrude Clarke Whittall Foundation
Various Donors Fund

Producer ($10,000 and above)

The Aaron Copland Fund for Music, Inc.
DutchCultureUSA
Frederic J. and Lucia Hill
The Netherland-America Foundation
Allan J. Reiter
Revada Foundation of the Logan Family
Adele M. Thomas Charitable Foundation,
Inc.
Mallory and Diana Walker

Underwriter ($2,500 and above)

Geraldine Ostrove
Joyce E. Palmer
William R. and Judy B. Sloan
George Sonneborn and Rosina C. Iping
The George and Ruth Tretter Charitable Gift
Fund, Carl Tretter, Trustee

Benefactor ($1000 and above)

Anonymous
William D. Alexander
Bill Bandas and Leslie G. Ford
Leonard and Gabriela Bebchick
Peter and Ann Belenky
Richard W. Burris and Shirley Downs
Ronald M. Costell and Marsha E. Swiss
In memory of Dr. Giulio Cantoni and
Mrs. Paula Saffiotti
Cathey Eisner Falvo and Jessica Aimee
Falvo in honor of Carole Falvo
Milton J. Grossman,
In memory of Dana Krueger Grossman
Wilda M. Heiss
Judith Henderson

BEQUESTS
Elmer Cerin
Barbara Gantt
Sorab K. Modi
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Benefactor (continued)

Patron (continued)

Virginia Lee, In memory of Dr. and Mrs. Chai
Chang Choi
Egon and Irene Marx
Winton E. Matthews, Jr.
Dr. Judith C. and Dr. Eldor O. Pederson
Richard Price and Yung Chang
Arthur F. Purcell
Harriet Rogers
Mace J. Rosenstein and Louise de la Fuente
Christopher Sipes

Lorna C. Totman,
In memory of Daniel Gallik
James C. and Carol R. Tsang
Harvey Van Buren
Amy Weinstein and Phil Esocoff,
In memory of Freda Hauptman Berla
Sidney Wolfe and Suzanne Goldberg
Gail Yano and Edward A. Celarier

Sponsor ($250 and above)

Anonymous (2)
Edward A. Celarier
Carol Ann Dyer
Elizabeth Eby and Bengal Richter
Damien Gaul
Michal E. Gross
James S. and Zona F. Hostetler
In memory of Randy Hostetler
Kim and Elizabeth Kowalewski
Helen and David Mao
George P. Mueller
Robert H. Reynolds
Juliet Sablosky,
In memory of Irving L. Sablosky
Alan and Ann Vollman
Shari Werb
Patricia A. Winston

Patron ($500 and above)

Barry Abel
Naomi M. Adaniya
Daniel J. Alpert and Ann H. Franke
Devora and Samuel Arbel
Sandra J. Blake,
In memory of Ronald Diehl
Marc H. and Vivian S. Brodsky
Doris N. Celarier
Margaret Choa
William A. Cohen
Herbert L. and Joan M. Cooper
Diane E. Dixson
Elizabeth Eby and Bengal Richter
Willem van Eeghen and Mercedes de
Arteaga
Lawrence Feinberg
Becky Jo Fredriksson and Rosa D. Wiener
Fred S. Fry, Jr. and Elaine Suriano
Geraldine H. and Melvin C. Garbow
Howard Gofreed,
In memory of Ruth Tretter
The Richard & Nancy Gould Family Fund
Marc and Kay Levinson
George and Kristen Lund
Mary Lynne Martin
Rick Maurer and Kathy Barton
Donogh McDonald
Jan and Frank Moses
Undine A. and Carl E. Nash
Judith Neibrief
John P. O'Donnell
Jan Pomerantz and Everett Wilcox
Richard Price and Yung Chang
Amy and Paul Rispin
Bruce and Lori Laitman Rosenblum
Mike and Mical Schneider
In memory of Victor H. Cohn
David Seidman and Ruth Greenstein
Rebecca and Sidney Shaw,
In memory of Dr. Leonard G. Shaw
Beverly J. and Phillip B. Sklover
Anna Slomovic
Maria Soto,
In memory of Sara Arminana
Dana and Linda Sundberg
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