


























movement of Opus 10, 3: “This adagio is
one of the greatest but also one of the
most ponderous by Beethoven and is to
be played with the most attentive ex-
pression. When performing pieces of this
type it is not enough to adopt a fitting
mood: the fingers and hands must control
the keys with another, a heavier weight
than 1s necessary for lively or delicate,
sensitive compositions, in order to bring
forth the more important type of tone to
enliven fittingly the slow pace of an
earnest adagio.” Here we pianists must
consider a factor important to us, namely
Beethoven’s piano technique. Beethoven
was a pianist: one can feel this in one’s
fingers when playing his works. He
revolutionised piano playing techniques,
demanded better and better pianos and
more variety of tone, and he confided in
the instrument his new, bold ideas.

Only five years after opus 10 Beethoven
said: “From now on I wish to tread a new

path.” The result of this new way 1is
among other things the Sonata in D mi-
nor opus 31, 2 written in 1801. Just how
precisely Beethoven the pianist wanted
his new ideas to be carried out is shown
alone by the most precise pedal details
and the increased number of dynamic in-
structions and tempo modifications. In
the first movement, the recitative beats
on the pedal being held down are incred-
ibly provocative. They imitate the human
voice sounding from afar. Beethoven’s
reference to Shakespeare’s play The
Tempest 1s presumably not a plan but a
reference from his imagination, of his in-
credible sound fantasy. In addition the
precise pedal instructions even give rise
to those ghost sounds when applied to an
historic instrument; the wild character of
the first movement becomes even more
pronounced when played on the old-style
pianoforte, because the piece, which de-
mands the utmost of this instrument, then
has an even more direct effect. Our mod-



ern grand piano, with its experience of
Prokofiev and Stravinsky, takes the work
more lightly.

Beethoven dedicated his Waldstein So-
nata opus 53 to that very count who had
so warmly recommended him. In the
course of the mere eight years which had
elapsed since the composition of opus
10, his musical language had developed
beyond measure. The instrument is now
placed in an orchestral setting, and the
brio of the first movement sweeps the
listener (and the player) without any
warning into its spell. The piano
technique is now highly developed, and
the potential of the piano has - by the
standards of the time - been exploited to
its utmost. This forceful first movement
1s followed not by a slow movement, but
by an introduction which tantalises us
and makes us wait for the miracle of the
rondo. With the aid of the pedal Beet-
hoven has succeeded in achieving some-

thing which had hitherto not been heard:
the switch between major and minor,
which had always fascinated Beethoven,
1s now replaced by the two wounding to-
gether. It seems as if Beethoven has
succeeded in squaring the circle: major
and minor blend together into one
bewitching combination of sound.

The choice of the Boesendorf grand
piano for this recording was a carefully
made one, as to me it seems to have re-
tained some of the flair of the old-style
pianoforte. The wonderfully rounded,
full basses and the singing descant con-
vey a sense of “character” and the
register effects of the piano setting be-
come clearly apparent. But the
instrument can also cope with a harsh
performance whose clear structure can
be heard right up to the fortissimo notes;
the effect 1s orchestral and brilliant.
Gerrit Zitterbart



The sound of this recording

Microphones: 2 Bruel & Kjaer 4003
Mixer: Studer 961

A/D converter: Sony PCM 2000
Speakers: Genelec 1022 A

For the vast majority of modern piano rec-
ordings a somewhat brighter tone tends to
be chosen. By a “bright” tone I mean, in
highly simplified terms, one in which the
higher frequencies are more pronounced
than the lower ones. Almost everyone party
to the production makes their little contri-
bution towards this: the piano tuners who
are commissioned for recordings tune up
the instruments to a brilliant tone, some-
times with rather unorthodox tricks; the
pianists themselves prefer a Steinway
grand piano with its brighter sound; and the
sound engineers and producers choose
microphones with a brighter reproduction,
place them right next to the instrument and
are often not afraid to resort to drastic mea-
sures such as electronic filters, simply to
accentuate the treble sounds.

Why is this the case? A higher sound is
nowadays obviously still more popular
than a lower one. I, too, often find, when
faced with a comparison between two re-
cordings, that I instinctively tend to choose
the higher or brighter version because it
sounds more vivid. On the other hand, am
I not acting rather like the shopper in a
supermarket who automatically picks the
more gaudily packaged items?

For this recording a wonderful Boesendorf
Imperial grand piano was used. A Boesen-
dorf has an essentially different tone from
a Steinway. It is difficult, however, for a
Boesendorf to prove its qualities for a re-
cord production, first because many pian-
ists are convinced that they cannot cope
with the performing technique necessary
for this instrument, and secondly because



its attractiveness only becomes apparent to
the listener who is prepared to ignore the
superficial lack of treble.

The challenge of this production was to
present the instrument in such a way that
its strong points were accentuated without
its presence or clarity suffering in compar-
ison with other recordings. A number of
positive factors helped in this direction: the
pianist, Gerrit Zitterbart, who has now
made about ten recordings on this particu-
lar piano, looks forward each time to
immersing himself in the dark singing
world of this instrument; the piano is lo-
cated in a church with relatively bright
acoustics; it is kept permanently in excel-
lent condition by Mr Ernst Kochsiek; and
finally, an unusual positioning of micro-
phones, although they were situated some-

what further from the piano than is usual,
ensured a transparent sound quality rather
than a “woolly” one. The result was a rec-
ording created with acoustic means and
without any electronic aid, which satisfies
the listerner’s wish for a previously unac-
customed world of colour.

Andreas Spreer
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Sonate D-Dur op. 10, 3 (2136)

Presto (6°57)
Largo e mesto (8°22)
Menuetto: Allegro (2°33)
Rondo: Allegro (3’43)

Sonate d-Moll op. 31, 2 ,,Sturm-Sonate* (22°40)

Largo - Allegro (8’38)
Adagio (7°38)
Allegretto (6°24)

Sonate C-Dur op. 53 ,,Waldstein-Sonate* (23°25)

Allegro con brio (9°59)
Introduzione: Adagio molto (3°21)

Rondo: Allegretto moderato - Prestissimo (10°05)
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"Der Seelenzustand eines
Melancholischen mit all den
Nuvancen von Licht und Schai-
ten im Blick der Melancholie”

LUDWIG VAN BEETHOVEN
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