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YU-LING HSU PIANO RECITAL

STUDENT: YU-LING HSU PERFORMANCE ADVISOR: HSING-CHWEN HSIN
SUPPORTING PAPER ADVISOR: LAP-KWAN KAM

Recital Program
Ludwig van Beethoven: Piano Sonata in A-flat Major, Op. 110
Frédéric Chopin: Mazurka, Op. 41
Ballade No. 2 in F Major, Op. 38
Sergei Rachmaninov: Two Etude-tableaux, Op. 39 No.5 in E-flat Minor
Op. 39 No.8 in D Minor
Claude Debussy: Nocturne
Samuel Barber: Sonata for Piano, Op. 26

The program above was performéd on Thursday, June,.25, 2009, 2:30 pm in the recital hall of
the National Chiao Tung University. The'fécording CDs, of the recital are appended on this
paper.

Supporting Paper: Interpreting' Beethoven’s Op-110 in the Eight of Contemporary Key
Characteristics

Paper Abstract

Beethoven completed his Piano Senata opus 110 in 1821. It is one of the last three piano
sonatas in which he combined tonality, tempo marking, developments of motto motive closely
with music structure and specifically for expressing music meaning. Above all, the form of
the third movement integrates recitativo and fugue with sonata form which not only innovates
the genre of sonata form, but also create inseparable interrelationship of intrinsic meaning and
extrinsic form. The late music style of Beethoven is prone to explore meaning and victory via
human spirit and willpower. Going through hearing loss, litigation of his nephew Carl, body
illness, Beethoven’s music vocabulary becomes more intricate than other contemporary
composers so as to devote himself to pursuing tranquility of innermost world in his profound,
creative process. He aims not only to transcend common principles and limits but to expand
his own peculiar, refined music language to express the story in his heart. Three aspects will
be investigated in this paper: first, past research will be reviewed to understand Beethoven’s
development of musical styles in the last three piano sonatas and to sum up the common
applications of techniques, characteristics; second, seven music theorists will be selected as
examples from Rita Steblin’s valuable monograph 4 History of Key Characteristics in the

Eighteenth and Early Nineteenth Centuries, whose descriptions of different tonality would be

ii



explored and compared with the unusual tonal structure and meaning in opus 110 as antithesis;
third, opus 110 will be analyzed by tempo marking, rhythm, developments of motto motive so
as to trace the possibility of correlation between breakthrough of interior form and exterior

living events.

Key Words: Beethoven, Piano Sonata in A-flat major, op.110, key characteristics, motto

motive, tempo and rhythm
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Disc 1

Piano Sonata in A-flat Major, Op.110 Ludwig van Beethoven
[ A TS R, (S 110 E! %73 (1770-1827)
Moderato cantabile molto espressivo J[1i ]| ]? ]
]
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p ey
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Eu’?[‘r’%ﬁ[l ) f"':':lfllll 41 ?HH‘(1810-1849)
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Eﬂ?{ pE il
Mazurka, Op. 41-2 it E Minor. E < F%‘F)J: %ﬁ’?{{f]{r
i
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R
Ballade No. 2 in F Major, Op. 38
51Z BEF J\I%,%ﬁ]iﬁh > [t 38
Disc 2
Two Etude-tableaux, Op. 39 No.5 in E-flat Minor Sergei Rachmaninov

Op. 39 No.8 in D Minor
RIFIF AR - (539 [ E 'J‘I%‘a SiBE-D Jlﬁﬁ‘ﬁ Tt FF &y Fd P%’, A
B (1873-1943)
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Nocturne C. Debussy

fefh w7

(1862-1918)
Sonata for Piano, Op. 26 Samuel Barber
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Mattheson, 1681-1764, Jean-Philippe Rameau, 1683-1764, Christian Friedrich Daniel

Schubart, 1739-1791, Johann Jakob Wilhelm Heinse, 1749-1803, Francesco Galeazzi,

"> Johann Joachim Quantz, On Playing the Flute, trans. Edward R. Reilly (Boston : Northeastern University
Press, 2001).
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1758-1819, William Gardiner, 1770-1853, J.A. Schrader, & Zr T Fﬁiﬁ)ﬁ‘%‘l‘%pfjﬁiﬁjﬁ s e

fip 110 ORI R e (R 10 R 20 R 30 R4 RS R 60 R T ES)

(1] 55 7 ~A Jefil Al f VI SR G g i A St
Heinse, Johann Jakob. Hildegard von fift TTJE T ~ 8- (Majesty of kings

Hohenthal. 1795. and queens.)
Galeazzi, Francesco. Elementi PR T ﬁ AU I U | [LL?@EIUF%
teorico-pratici de musica. 1796. % ﬁf A AU AR ;F[”[‘E‘ > (Not

used much on account of its difficulty. It
is a gloomy key, low, deep, fit to express
horror, the silence of night, stillness,
fear, terror.)

Gardiner, William. Stendhal’s Life of EVECFERY ~ R APV B S e
Haydn. 1817. fﬁf”i iESIRLESy J’ﬁ“ pe Rl
EJFF‘ TR o (The most lovely of the tribe.

Unassuming, gentle, soft, delicate, and

tender; having none of the pertness of A
in sharps. Every author has been sensible
of the charm of this key, and has
reserved it-for the expression of his most
refined sentiments.)

Schrader, J. A. Kleines H%E'7‘E§E§ TR R S BUOR
Taschenworterbuch der Musik. 1827. I& JF'VE‘FIT 17> (Sounds dark and ominous;
it depicts death, the grave, putrefaction

and immortality. The gentle, soft sounds
soothe the heavily burdened soul

through consideration of a better future.)

(4 2 #3531 "~ oAU SR S A ) RS

Schubart, C. F. D. Ideen zu einer Pﬁ?ﬁ@?ﬁ*zﬁf Jﬁ*fu | BRI
Asthetik der Tonkunst. 1784. RV <1 o (G-sharp, minor. Grumbler,

heart squeezed until it suffocates;
wailing lament which sighs in double
sharps, difficult struggle; in a word, the
colour of this key 1is everything
struggling with difficulty.)

Galeazzi, Francesco. Elementi [R5 MRS S s R P o (A-flat

11



teorico-pratici de musica. 1796.

minor. Not use on account of its

overwhelming difficulty.)

Schrader, J. A. Kleines
Taschenworterbuch der Musik. 1827.

DT
key of misery, of the depressed heart and
of difficult struggle.)

o (G-sharp minor. The

(31 0531 7~ - SRR S B | s

Rameau, Jean-Philippe. Traité de
[’harmonie. 1722.

EPETET o (Mournful songs.)

Schubart, C. F. D. Ideen zu einer
Asthetik der Tonkunst. 1784.

PR R B A
B fﬁ’gi'lﬁﬁﬂ@i?ﬂj‘ ﬁ kL o (A quaint
creature, often dressed in the garment of
night. It is somewhat surly and very

seldom takes on a pleasant countenance.

Mocking God and the world;
discontented with itself and with
everything; preparation for suicide

sounds-in this key.)

Galeazzi, Francesco. Elementi

teorico-pratici de musiea. 1796.

R, iFhé FFIJ@%‘I [AIHE Ibr,?L LF&]F[[
M1 o (Little practised on account of its

excessive difficulty.)

Schrader, J. A. Kleines
Taschenworterbuch der Musik. 1827.

T e

dread and horror.)

o (Deep feelings of pain,

(241 50 7~ Sl RO SRR B E il

Mattheson, Johann.Das neu-erdffnete
Orchestre. 1713.

T JﬁlLﬁﬂfﬁﬂE‘J kS IT!F AN AL
8 0 2

(Expresses a desperate or wholly fatal
madness incomparably well; it is most
suited for the extremes of helpless and
hopeless love, and under certain
circumstances is so biting, severing,
sorrowful, and penetrating that it can be
compared with nothing but the fatal

separation of body and soul.)

Rameau, Jean-Philippe. Traité de

SR A~ G RAYE A - (Grandeur and




’harmonie. 1722.

magnificence; tender and gay songs.)

Schubart, C. F. D. Ideen zu einer
Asthetik der Tonkunst. 1784.

ﬁ?ﬁfj% Zl ~ W PUREPRE o (Noisy shouts
of joy, laughing pleasure and not yet
complete, full delight.)

Heinse, Johann Jakob. Hildegard von
Hohenthal. 1795.

Ryww’ékuﬁi@ﬁﬁo
(Heavenly; it is the highest to which
Exalted

heavenly life. Women and their sweet

beautiful  nature  climbs.

passions. Urania Venus.)

Galeazzi, Francesco. Elementi

teorico-pratici de musica. 1796.

S I R P - (A
very piercing key, shrill, youthful,

narrow, and somewhat harsh.)

Gardiner, William. Stendhal s Life of
Haydn. 1817.

PEJE ~ 35 P~ o (Bright and pellucid;
adapted to brilliant subjects. In this key
Haydn has written his most elegant
thoughts. Handel mistook its properties
when he used it in the chorus “The many
rend, the«skies with loud applause.”
Though higher than D, it is less loud, as
it stretches.the voice beyond its natural

power. )

Schrader, J. A. Kleines
Taschenworterbuch der Musik.1827.

S CERETTIEY TN TR
(Expresses terror, horror, fire and
wildness at fast tempos. In a slow
movement Haydn depicts the tenderness

and loveliness of the new day by this
key. )

(251 A3 7~ el B0 SRS G o

Mattheson, Johann.Das neu-erdffnete
Orchestre. 1713.

 EST CTNEE RER T
(Possesses much that is insinuating and
persuasive; moreover, it is quite brilliant
and is suited both to serious and to

cheerful things.)

Rameau, Jean-Philippe. Traité de
[’harmonie. 1722.

E ‘I‘aﬁ‘lﬁﬁlflgr’i’ﬁﬁ o (Tender and gay
songs.)

Schubart, C. F. D. Ideen zu einer

AT T TR | R




Asthetik der Tonkunst. 1784.

Foli

1 A )

rustic, idyllic and lyrical, every calm and

o (Everything

satisfied passion, every tender gratitude
for true friendship and faithful love, in a
word, every gentle and peaceful emotion
of the heart is correctly expressed by this
key. What a pity that because of its
seeming

lightness it is so greatly

neglected today.)

Galeazzi, Francesco. Elementi

teorico-pratici de musica. 1796.

S B (IR ST IR

@#.“ [ °

indifferent, and of little effect.)

(Innocent, simple, unemotional,

Gardiner, William. Stendhal s Life of
Haydn. 1817.

Hli - 5 Sagogsns PRI o

Schrader, J. A. Kleines
Taschenworterbuch derMusik. 1827.

FL' ALY 2 R R i’?[ (Gay and
sprightly. Belng the medium key, it is
adapted to the greatest range of
subjects.)

Bk (A L -
& Rl s %(Sounds simple, satisfied,

childlike, innocent, and depicts joy and
gratitude.)

[+ 6] jﬁmﬂ It~ ]uﬂ[QEI@lﬁF:Ff'Igeo

GG T o

Mattheson, Johann.Das neu-erdffnete
Orchestre. 1713.

RLEVHISCRIAS G T Bl 7 Byl S
FORE > R[] R
%4 o (Almost the most beautiful Kkey,
because it not only combines the rather
serious quality of the previous key [ D
minor ] with spirited loveliness, but also
brings in an uncommon grace and
kindness. Therefore, it is fitting for
tender as well as for refreshing things,
for longing as well as for happy ones. In
short,

flexible to both moderate plaintiveness

it is suitable and thoroughly

and tempered cheerfulness.)




Rameau, Jean-Philippe. Traité de
[’harmonie. 1722.

ﬁ’:‘ 5~ JE K - (Sweet and tender.)

der Tonkunst. 1784.

Schubart, C. F. D. Ideen zu einer Asthetik

o 3[%] » JERAE > JE7TSL o (Discontent,
uneasiness, worry about a failed scheme;
bad-tempered gnashing of teeth; in a

word: resentment and dislike.)

Galeazzi, Francesco. Elementi

teorico-pratici de musica. 1796.

AR G P -
(Almost the same character as C minor,
but a little less grandiose. It is suited to

frenzy, despair, agitation, etc.)

Gardiner, William. Stendhal s Life of
Haydn. 1817.

i~ LR IR B - (Meek

and pensive. Replete with melancholy.)

1‘—_ﬂr*~

Schrader, J. A. Kleines F Al s TN Rl s R
Taschenworterbuch der Musiks1827. (Express discontent, resentment and
bitterneéss. This key depicts fear and
trembling.)
(470 #5531 7~ -l 6 U BB F ) i

Mattheson, Johann.Das neu-eréffnete
Orchestre. 1713.

R A AR
AR TR (Appears to be
mild and calm, yet at the same time deep
and heavy with despair. It represents a
fatal anxiety and is exceedingly moving.
It expresses beautifully a black helpless
melancholy, and sometimes causes the

listener to shudder with horror.)

Rameau, Jean-Philippe. Traité de
[’harmonie. 1722.

fﬁ\ﬁf& ~ A £y (B AYET o (Tenderness and

plaints; mournful songs.)

Schubart, C. F. D. Ideen zu einer
Asthetik der Tonkunst. 1784.

A2~ R W y-d

depression, funeral lament, groans of

o (Deep

misery and longing for the grave.)

Heinse, Johann Jakob. Hildegard von
Hohenthal. 1795.

F= 71& WY - (Complete despair.)

Galeazzi, Francesco. Elementi

teorico-pratici de musica. 1796.

LTEES

to express

P02 RIS (Most fit

weeping, grief, sorrow,




anguish, violent transports, agitations,

etc.)
Gardiner, William. Stendhal's Life of %’ ?59 ~ ) E s [EEEPY - (Religious,
Haydn. 1817. penitential, and gloomy.)
Schrader, J. A. Kleines YPEFTHE A (5 ~ R b/f\_lﬂlﬁg%f ”’Ej B
Taschenworterbuch der Musik. 1827. (Depicts extremely grievous feelings and

emotional shocks; depression, dirge and

gloomy melancholy is the impression of
this key.)

(8 1534 7~ et SR B D s

Schubart, C. F. D. Ideen zu einer F,J’Fj: P P g e e ’F‘Iﬂf\'ﬁk RSN
Asthetik der Tonkunst. 1784. ol FL\' }F piﬁﬁﬁ pd ffet [ ~ @O o (D-flat

‘Major. A leering key, degenerating into
grief. and rapture. It cannot laugh, but it
can smiile; it cannot howl, but it can at
least grimace its crying. Consequently
only unusual characters and feelings can
be brought out in this key. )

Heinse, Johann Jakob. Hildegardvoi [BHATRR] = S T SR
Hohenthal. 1795. ELIF*[ Sy i pu g 9t [ - (D-flat Major.

The horror of secret Persian sultans, or

demons. It remains on the outer limits of
the musical world.)

Gardiner, William. Stendhal’s Life of *Jla“ﬁf’f:“' il > (AT 255 il LF*%“[‘;E
Haydn. 1817. JH'@”; “Eﬁyll%‘ﬁqﬂﬂ— Elﬁﬁﬁﬁi’f
%’J [ o ff B~ LA o (D-flat Major.
Awfully dark. In this remote key, Haydn
and Beethoven have written their

sublimest thoughts. They never enter it
but for tragic purposes.)

Schrader, J. A. Kleines PRI AR~ Sy o
Taschenworterbuch der Musik. 1827. (D-flat Major. Proclaims heavenly bliss,

sublimity and majesty.)

P12 5 s % R HE TOET > ST HIRLISf 101,106,109,110,111 > 357 Fi



le%b]\ s [T, A «F%r % B 4\%& “E 4\% A 4\%& . C ,Jxﬁa% s T %}“}’:’v’ﬁjpfj{sﬁﬁ
R ks TR s ) C 4\%‘ |5 E *:%IEB“ BHIE *oC
’J‘%’E’J‘%‘H'@E'Jﬁ PR E I8N [ A*%’&‘HE*:%&I LDt Eﬂ\gﬁ’ SIS

47723 7% . 10 [ 9]) AR (e S R PE AR ﬁ@éﬁ[u‘eﬁ [lpﬁ%f fi

BIREE SR> I') Scott G Burnham = Douglas Johnson FPZEI[i) ["Eff”[[&@ A HH 19

I © (i 202 -

10 R EVE R ¢ “Beethoven, Ludwig van,” The New Grove Dictionary of Music and Musicians, Vol. 3, by
Scott G. Burnham & Douglas Johnson.
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[#:9] A «?ﬁ - [ B 4\% “E J\F% A 4\%& ~C 'J*?ﬁ& 202 Fi ["EFF[[[[H[FIGJ(E[ B gres

(RGP R | R P
C 3 39 19.3%
I E i | 39 19.3%
D g 30 14.8%
G |25 12.3%
F G 24 11.8%
C 3 18 8.9%
A 17 8.4%
[ B A5 | 17 8.4%
F ] G 6 2.9%
G | & 6 2.9%
[ A | 4 1.9%
D /| i 14 1.9%
Al | 1.9%
E it 3 1.4%
E ‘[ 3 1.4%
F CIRH | 2 0.9%
B | 5 2 019%
B i 1 0.4%
FIF A 0.4%
s Ead eI I Jé%ﬂfk P RLH o BRI TS0 > 0 RS A = e T

i 11O 1> B4 255 PSR AT e [l B = RO ITES (5l 26 W35 > [540] 26 50— S L5k
AR PR 10 5V SR RISV SYDHEE SRS pOE gﬁﬂfh [ [
e A ] RRET G (CRIRGED > TRl 110 FlIBY= g £ Frhf ~ JEH -~ arioso
F e ARAEEF P g [ IR (G R G AR ¥ R TSR E R
il = By PNSSERSERER - [T 255 WU TSIHAVRG R FRIpG s - Bhgs
FRANIE P (B 110EJ%IH’EH?"?F?FWFJII* RN Sy S ER e a1 |
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TR B ST
T IR PR R SRS R (7 ) 4B R AT
Py > 1208 PR R ] > 00 A i TR 2 B T 2 et
(AR RS » (] TR Rl R S » 4 (R
P [ < FIFOEL » T (50 110 {110 B 238 [0 7 % o SR 7 Pt s
T DB 2 i S TR S P~ AR R g

TR FETERIEIL T AR -

32 PIET (5 110 lElfJF%“P%‘éf 53

ui’d

T 8 ﬁi[ =3 AJ\%‘fﬁP P = E A 5 A con amabilitd;&%ﬂ.r’[’[’*‘ ) % AJ\I%
T F'JJFQ‘ R > Bt (G DEPHEETRE A _‘\?ﬁﬁ [P Gardiner j5 [ A *ﬁﬁ[ﬁ?@%ﬁ
Tk~ JEVAIRY > AFISEPRT Galeazzi 2 Sthrader fIy[fi E@Eﬁ * [#%2 > [f] Heinse [[JE35D

“fE(g ~ 18- Amabilita ﬁJE b AR 1EIIF”[ IEFF#IHI » 3 [E}«'i[ % Rousseau (1768 )"

L

w1~ [V Amoroso, tendrement - t'ﬁ{;;r%f\jﬁrﬁﬁ [?E‘_/%{L B el MFJ[IJM ”IF‘DI @s=p ol

—1

Rt Eﬁﬁéﬁ con amabilita [NEZ 5 1839 F Gaetano Moreali s con amabilita FEERT |
e Eﬁ A% (in a gracious and insinuating manner) » 1842 & James Warner 73]
andante amabile {ELF 7 ';ﬁﬁ@ H‘%LL T %‘, Mﬁ'i IJI?E@‘ 171870 = Hermann

Mendel 7! con amabilita ZTfil%" amabile - JFTEJ [ R~ (R R

7" %4 William Meredith “Beethoven's Sonata in A-flat Major, Opus 110: Music of Amiability, Lament, and
Restoration,” [[1VZEH] 16: James F. Warner, 4 Universal Dictionary of Musical Terms (Boston J.H. Wilkins &
R.B. Carter, 1842), IX.
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P39t 1813 5 [ 455 FRASHUSITAS Y Thomson (IS - T” R

P25 T I Il Thomson G R~ PR} - SRFRERI 1o 1 [ £ (ipity 180 > (165

"1 Thomson *JH% # 17 S5 » [ U iy T BSEBRRL | Y A ifid BooTe
P B0 WARLER R EIS BT 0T con amore FE (% (R ELEE A AP
M?%%Wﬁﬁﬂmmmm@w@Bmmmwﬂ9wwmmwmﬁﬁ,¢H L%ﬁ,
2 Pl 275 SR A 4\3%@::[&@?[ oz, @ﬁﬁﬁ*[ﬁfﬁ@mﬁ amabilita F‘ [RLSft i >
DA AL BN R PR R ﬁrﬁ?{puf&;}? Y {110 5T LEAPL2 2 P12
RLAT %éumﬁﬁy$‘ ~ S JE iy d R S SRV B (Klagender Gesang)ff

e FER G TIPS ?ﬁ J4 (poi'a poi di nuovo vivente)i AL ?

i)

- g Bﬁkﬁ[ﬁy’} 53 A*?ﬁ%?‘?ﬁ%iﬁﬁf[ i ’Fﬁ'@ﬁ@@%@%‘% » 69-77 /| Ay
?UE;%EJ\%%E'J Ay PIRELE RIS 2 i U Heinse TR
Gardiner L ~ 5% FH 1 Rosen f F_E'Tu FFRVRLE 2057 7778 ) Ay

Pl E-&URLE-[£ E H;ETL[HWE% A 4\%} JF FEt SRR W A GBRURL GRYF] GE ?”[ £ %

ul’d

A 3T [FRVRL G RpI ][R Air%, E’QLF%I‘}*FI:’EI?@EE% R HEET S = o Flp S HEETRL
il B £y (% B-BURUEF) 5 mm. 63-78 > B %30 RETS IR (ERE D A P s

FiZ A C Ol Pl AT S ) SRR B S R 78 ] =

'8 Hermann Mendel, Musikalisches Conversations-Lexikon (Berlin. L. Heinmann, 1870), 188.

' Alexander Wheelock Thayer, Thayer s Life of Beethoven, ed. by Elliot Forbes (Princeton, NJ: Princeton
University Press, 1967), 554-55.

* William Meredith, “Beethoven’s Sonata in A-flat Major, Opus 110: Music of Amiability, Lament, and
Restoration,” The Beethoven Journal 17, No.1 (2002): 20.
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AR F TS B UE IR D S SRR D TR b 9
EIAEF ] ORS¢ PR Rl AR o R S AP B
FBI™ SR IR D 5 > Gardiner A TEAY - 3 (AR -
R ZRIEE ~ B0 T IR RS T SR Y- T SR I B Y
IR R © R D NG OSSP RGE > BED 5 F ) SR~ R (1
SR REFICR R AR L g A b TR R A By
]S AR B2 Al BRI g RIS 2 R A ERE F O
it GRii516) 5 SR Lol gl IS NS S o e o e - 1 el
FITFERLA 2 F [ RS PR - PSSP B =i (e 17 7% - (2 el ol
(o ARG ~ N SR SRR P G F ) R - B 20T

RYSJ[1Y arioso + fugue > FE 1o S I URFAGE HRA A ] IR BB e YT S )

EERR0553 1 EFmhLE ] %08 (5l 110 AREfIFFY narrative design » fffi= 937 ™2 R

FIOF ~ TRt ~ R R AR T RET ] T S T

I Charles Rosen, The Classical Style: Haydn, Mozart, Beethoven (New York: W. W. Norton, 1997), 493-94.
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P4 ‘EFF[[ 110 I/F_%‘”ELEI 275 i & 2 prosla

4.1 HPEE=ATR

PRI~ PSR » 2 R AR BRI TR TRRhEOASAS ~ e~ i
WIS (B PN IR > Malcolm BllSOHFr-« ELHL 4 GBSO T [ L 20
i P4 Viennese piano ; :"‘Fifq%ﬁiﬁ VLR ~ AR LAY Graf, Erard,
Broadwood » i 1% j“iﬁ ST RRSNED 255 SR o - SRR E
TR YOS O B W TSR ORUE S R 2 IR UL
YDA VRRV RN NT 2 P % b a3 FEOMN ¢ (Rl 110 1= E iR A
B T S P 3 I R S e 5 9691 £ moderato cantabile molto
expressivo + 77 4471 fi allegio molto + fi = 4BME § 57= 441 43 %5 adagio ma non
troppo > 15" arioso dolente Eﬁ%ﬁ ~HTEIE: £l adagio ma non troppo » /% U kL
allegro ma non troppo > [E/[X arioso dolenteE'“’E:lt:JF< %ﬁl[ﬂ e Frsrl | [EGAR e ”H ~
A~ I R T IR TR I A R

PR 2 IR AL E T (RS 101, 106, 109, 110, 111 e~ HEr o 142735 fHEREY
PISSAFIY B55 ~ & SRt R R £ 1 BY- T P Johann Nepomuk Malzel
SET e AATES o UL 0 EOPRIR B R DT 106 (GRS R ~ 5T ]SRN
FITOFFIAReIoR > RIS oy POFTS [ RIE DN B G TP [l o « BESRES 2

YL B SR (P S AR R R Ay SR L TR Ol - g ]

22 Malcolm Bilson, “Late Beethoven and Early Pianos,” Early Music 10, No. 4 (1982): 517-519.
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TORNTIES 0 SR A o geR L Al = ISl
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o3 725 oy f B OG- R o

Allegro, Adagio, Moderato <~ » {1y o = 5@’:}"(["%&#{ 106 fj_'{lfiff@ﬁr::@[% ) ["Efﬁ[h 109-111
WR=%)) > @A el 3“#&&%%5”@#[’%'[‘_ ; 1\ﬂfﬁt}lﬁ[ﬂ:§ﬁ”ﬁﬁ ’?F % [Eﬁiﬂ Ui
S ST USRI R R TR S -

4.1.1 [ERET ”F'— paea ey . pu%{g‘iﬁ‘%

FTREERER T & %‘[?E EIET NG TJE’?@—J e J{”F" L'“%?ﬁﬁ'{ BRI % £ moderato
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