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OT PEJAKIINN

J-p Bappu Kynep, npojgeccop ynuBepcurera Manuec-
Tepa, OMH U3 [JIABHBIX ABTOPUTETOB B /les1e H3AAHUS MY3bIKH
JI. Ban BerxoBeHa, omy0/1MKOBAJI Psi/i KHUT U cTaTeil 0 My3bl-
ke komno3utopa. B 2008-m roay m3narenbckuii 17om ABRSM
B BesnkoOpuTaHMM BBIIYCTHJ B CBeT HOBOEe M3IaHUE —
«35 oprennannnix conar berxoBena» B ero perakuuu'.

B u3nanme BioKeHa OoblIasi paGoTra MO KPUTHYeEC-
KOMY AHAJIM3Y M OYUIIEHHIO TEKCTa BbIJAIOLINXCS MPOMU3-
BelIeHUH 0T PeJaKTOPCKHUX JONOJHeHWi, WHTepnoJsuuii
U omnOok. M3nanme coHar cuuTaercss KPYNHbIM COOBITH-
€M B 3allaJITHOM MY3bIKAJIbHOM H3aTeJIbCKOM Jiejie, H HaM
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0HO TeM 0oJiee HHTepecHO, 4TO B Poccun B 2004-m roay y:xe
BBILLJIO YHHUKAJIbHOEe u31aHue «35 (opTenuaHHbIX COHAT
BerxoBena» noja penakuueii npogeccopos Ilerepdyprexoi
koHcepBaropuu IlaBiaa Eroposa u Imurpusi YacoBuruna.
O4eBUIHO, YTO ITH IBA H3IAHUS MOSIBUJINCH HA CBET He3a-
BHCHMO APYT 0T Apyra. OHU O0TPaKal0T pacTyIHii MHTepec
COBpPeMEHHBIX MY3bIKAHTOB-MCIOJTHUTE/IEH K 00HOBJIECHUIO
HAIIMX MpeJACTaBIeHUH 0 My3bIKe BeJIMKOr0 KOMIO3UTOpPA
KJIACCHYeCKOii 31oXu.

Hogeiimmue noxxons! k perakrupoBanuio 1-p b. Kynep
KPaTKO M3J10KIJI IJIsl HAIIIETO KyPHAJa B ClelnaJbHbIX 3a-
MeTKaX, KOTOpbIe MYOJIUKYIOTCSI HA ABYX SI3BIKAX — PyCCKOM
M AaHIJIHICKOM?,

BAPPU KVIIEP

yHl/l(i‘e[)ClHﬂ em Manuecm epa

HOBOE U3AAHUE ®OPTENMMAHHbBIX COHAT BETXOBEHA

YK 78.072.2:786.2

TO BBI3BAJIO HEOOXOIUMOCTH HOBOH peaak-

UK GoprenuaHHeix coHat berxosena? Ha to

OBLIM TPH OCHOBHBIC MPUYHMHBI. BO-IEPBBIX,
HEKOTOpbIE€ U3 CTApbIX U3JaHUN HE MPOBOMAAT YETKOTO
pa3auvus MEXIy TeM, 4TO Hamucal beTXoBeH U Tewm,
4TO J00aBUIU pemakTopsl. IIpenpiayiinee u3gaHue OT
ABRSM, npennoxennoe Jonanbaom ToBu u ['aposib-
nom Kpakcronom B 1931-M romy, ObIIO OTHIONB HE
XYAIIUM B 3TOM OTHOIIEHHWH, HO TPHIILIO BpeMsl 3a-
MEHHUTb €ro Ha 0oJiee COOTBETCTBYIOIEe TPeOOBaHU-
SIM CETOJIHSIIIIHETO JHS. BO-BTOPBIX, HECMOTpPS Ha TO,
YTO €CTh HECKOJbKO 0o0jiee COBPEMEHHBIX M3JaHUI,
KOTOpBIE, KAXETCS, CIPABUIUCh C 3THUM Pa3IUYeHU-
eM u Oojiee HE comepkaT CKPBITBIX PEIAKIIHOHHBIX
BMEIIATENbCTB, OHW HE CTOJIb HAJEXKHBI, KAK MOXKHO
OBLIO OBI MPEAMONIOKUTH. Kak mpaBuiio, aBTOPbI TAKUX
u3gaHuil npenacrasisoT ux kak Urtext, To ecTb, opu-
THHAJIBHBIN TEKCT, ¥ YTBEPKIAIOT, UTO OHH OCHOBAHBI
Ha OpPUTHHAJbHBIX UCTOYHHKAX. B psjge mect, ojHa-
KO, UX BEPCHUU SIBISIOTCS COMHUTEIBHBIMHU WU JaXKe
MPOCTO HEBEPHBIMHU. S| Maxke OOHAPYKHII HECKOJIBKO
Me€CT, IJe HoBble u3nanus Urtext’oB OLLIM OCHOBAHEI
Ha CJIerkKa MepecMOTPEHHBIX BapHaHTaxX CYIIECTBYIO-
IIUX COBPEMEHHBIX M3JaHUN, a HE HCKIIOYUTEIbHO
Ha OPUTHHAJbHBIX MCTOYHHMKAX, KaK YTBEpPXKIalUd HUX
aBTOPBI. 3HaKaM#, OOHAPYKUBAIOIUMHU TaKHE OTKJIO-
HEHUs, K IPUMEDY, SIBJISIIOTCS JIUTH, 0003HAYCHHBIC B
HECKOJIbKUX COBPEMEHHBIX U3JIaHUSIX, KOTOPBIE JJIUH-
Hee OOBIYHBIX Ha OJMH M TOT K€ pa3Mep, WU Ke 3HAKU
crescendo, TOMEIIEHHBIC HECKOJIBKO PaHbIIIE OOBIYHO-
T0 B JIByX Pa3judHbIX U3JaHUSIX.

! CM. aHHOTAIMIO K U3JIAHUIO B pasziejie AHOHC B 9TOM BBIITYCKE.

2 TlepeBon a-pa Mibiapa XaHHAHOBA.
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Hampumep, Bo Bropoit uactu Conatsl op. 90, TakTt
20, pemaxmust ot B. A. BanbHepa, cresc. mOMeIeHO
paHblIe, YeM MOJIOKEHO, IO MATOM IIEeCTHaALaTON
takta. B wuspanuum Ilerepa Xaycumibna 3TOT 3HAK
cresc. IIOCTABIICH HA TOM K€ MECTE, B TO )K€ BPEMsI B aB-
torpade beTxoBeHa, Kak ¥ B IEpPBOM H3/1aHUH (KOTOpOe
OH XOpOIIIO 3HAM), cresc. HAUMHACTCS C CEbMOMN IIeCT-
Hajaroi. [TI0CKOIbKY CyIIEeCTBYeT Takas e mpooie-
Ma CO 3HAaKOM cresc. BOCEMbIO TaKTaMHU PAaHEE, MOXKHO
cJieNiaTh BBIBOJI, YTO, BEPOSATHO, XayCIINIIbA OMHPATIC
0TYACTH Ha U3aHue BanpHepa B BOIIPOCax pacooxke-
HUS TUHAMHYECKUX YKa3aHHM.

Takum 00pa30oM, HOBBIH B3I HA HCTOYHHKHU ObLT
sIBHO HE0OxoauM. Ho uTo 310 3a nuctounuku? Js kax-
JI0M COHAThl COXPAHWJIOCH IIEPBOE II€YaTHOE U3JAHMUE,
OCHOBaHHO€ Ha pykonucu berxosena. Iloutu ans no-
JIOBUHBI COHAT — B OCHOBHOM, 0o0Jiee Mo3H1X — co0c-
TBEHHOpYuHbIe aBrorpadsl HOT berxoBeHa Toxe co-
xpaauauch. Ho u s Tex, u it Apyrux CyIecTByeT
MHOXECTBO TEKCTOBBIX MPOOJIEM: HX ropasfo OoJiblie
TeX, KOTOpble 00HAPYKMBAIOTCS B COBPEMEHHBIX M3]1a-
HHUSIX.

IlepBoe wH3gaHUME 4YACTO COAEPKUT BO3MOKHBIE
OIeYaTKH, KOTOpBIE TpeOyloT HuCHpaBieHHs. ABTO-
rpadbl HOT TOXKE€ HHUKOIAAa HEe OBIBaIOT a0COJIIOTHO
TOYHBIMU W TaK WIM WHA4Ye OTIMYAIOTCS OT TEPBBIX
n3ganui. PacxoxaeHus 3acTaBisOT HOAHATH BOMPOC
O TOM, IpEICTABISACT JU KAKI0€ TAKOE M3MEHEHUE
OIeYaTKy WIHM PeJaKTOpcKoe BropkeHue. CerogHs Mbl
3HaeM ropaszio Jyullle, Y4eM paHee, KaKkue U3 OpUIHU-
HaJbHBIX IMEYATHBIX M3IaHWK ObLIM IpPOBEpeHbI bert-
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XOBEHOM, a Kakue OblId OomyOIuMKOBaHBI 0e3 MpoBep-
KM ¥ UCHpPAaBIEHUIl. DTO MO3BOJSET OLEHHUTDH JIFOObIE
BapHalMUd MEXJy HCTOYHHUKaAMHU Oosiee 3PPEKTUBHO.
Nuorna berxoBeH nenan KONMUM CBOUX PyKOMHUCEH, a
3aTeM HUCIIPABISI UX B JopabaThIBa IEpe]T OTIPaBKOi
B IleyaTh. Takue OCIIOKHEHHUsI 1€JIal0T COMHUTEIbHOU
camy koHunenmuio Urtext’a: Urtext mompasymeBaer
KaKoi-ro MU(HUUECKHUI HlIeaTbHBIH TEKCT, B KOTOPOM
BCE ObLIO aOCOJIFOTHO TOYHBIM, HO TaKOTO TEKCTa HE
cymecTByeT. Takum 00pa3oM, MOXKHO JIMIITb HA OCHOBE
PacCMOTPEHHMS MPAKTHIECKN Ka)KJ0M HOTHI U CUMBOJIA
B Ka)XJIOM HOJJIMHHOM HCTOYHUKE NMPUNTH K HAMITyd-
HIEMy PE3yJIbTary.

TpeTssi OCHOBHAs NMPUYMHA JUJISI BBITYCKAa HOBOTO
U3JIaHUs COHAT 3aKJI04allach B IIPENOCTABICHUM IIPaK-
THYECKHX COBETOB MCIIOJIHUTEISIM. DTa IpodieMa 0co-
OCHHO aKTyajlbHA CETOJHSA, MOCKOJBKY B IOCIEIHEE
BpeMs MIPOU3BOAMIOCH MHOXECTBO HCCIIETOBAaHUI HC-
MOJTHUTENBCKON MPAaKTUKK OeTXOBeHCKOH 3roxu. HoBoe
U3JlaHHUEe, OTpa)karollee 3TH UCCIEAOBAHUs, NPEICTaB-
JISIeT €IMHCTBEHHBIN CIIOCO0 IMepeaayn 3TUX CBEICHUM
COBPEMEHHBIM HCIIOIHUTENSIM, KOTOPbIe HE MOTYT OT-
CJIe)KMBATh HOBEHIINE HaydHbIe MyONMKAUN KaKJIbIi
pas, Korjga uM HeoOX0IMMO PYKOBOACTBO B KOHKPETHBIX
BOIIPOCax, HaIpuMep, Kak UrpaTtb TPEIu, UIH IIe cle-
nare rallentando. 310 HEe 03HAYaET, YTO COBPEMEHHBIE
UCIIOJIHUTEH 00s13aHbl UTpaTh My3bIKy berxoBeHa Tou-
HO TaK, Kak OH caM IIpelcTasisi €€ ucnoiaHeHue. Ho
OHM, KOHEYHO, BIIPaBe 3HATh, YTO OH MpeIIojarail H
OKHIA] OT UCIIOJHUTENS, YTOOBI MOYKHO OBLIO CHENaTh
OCO3HAHHBII BBHIOOD: CJIENOBaTh €ro IPEANOI0KEHUIM
WM HET.

ITocnenume m3manus Urtext’a conat berxoBeHa
IpeAiaraloT oueHb Majo MH(GOPMALUHU 110 TAaKUM BOII-
pocam, Kak YKpalleHHd, MeJanb, apTUKYISINS U T. 1.
Hogoe u3znanne ABRS BkitoyaeT oOmMpHBIA KOMMEH-
Tapuil K HUM, OCHOBaHHbIM Ha HOBEHIIINX UCCIIE0BAHU-
X B UCTIOJHUTEIBCKON MPAKTHUKE, U 3TO CACNAHO BIEp-
Bble. B wacTHOCTH, ecnu OpUTHHAIBHOE 00O3HAYCHHE
SBJISIETCS. B ONPENECIEHHON CTENEHU HEOIHO3HAYHBIM,
HOBOE€ U3[laHUE NIpeIJIaraeT pa3BEPHYTOE Pa3bsICHEHUE,
a HE NIPOCTOE BOCIPOU3BEACHUE OPUTHHAIBHOIO TEKCTA
win (HOpMaNbHBIN CIIUCOK Pa3iIMYMil MEX]y MCTOYHH-
kamu. O0bEM KOMMEHTApPHEB K TAaKUM MECTaM IPEBbI-
mraet 150000 cnos.

IloaTOoMy MOsi TpoifHas 1eJb 3aKI04Yallach B TOM,
4yTOOBl M30€XKaTh HEHY)KHOTO 3aCOPEHUs pelaKiu-
OHHOHM WH(OpMalKUel HOTHOTO TEKCTa, HO BMECTE C
TEeM IPOM3BECTH Hay4YHOE (KPUTHYECKOE) U3aHue, TO
€CTh M3JlaHHEe C HaJEKHBIM TEKCTOM, OCHOBAHHBIM Ha
MOBTOPHOM PacCMOTPEHHMH BCEX HCTOYHUKOB U O00b-
SCHEHUU Kakux-au0o aHomanuii. B-TpeTbux, ObLIO
Ba)KHO IMPEIOCTaBUTh PEKOMEHAAIINH K aJeKBaTHOMY
U TOYHOMY HCIIONTHEHHIO, OCHOBAaHHOMY Ha HOBEHIIUX
JIOCTMKEHUAX UCCIIEIOBAHUN ayTEHTUYHON HMCIIOJIHU-
TEIbCKON MPaKTUKU. EMUHCTBEHHBIM CYIIIeCTBEHHBIM
MaTepHuasoM, 100aBJICHHBIM PEIAKTOPOM, OBLIH PEKO-
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MEHJallNU 10 alIjIMKaType, npegocraBieHHbie J[3Bu-
noM Yopaom. OHaKo, 3TH yKa3aHHs ObUIM CBEJCHBI K
MHUHUMYMY, a JJIA NOCICAHUX IATH COHAT U BOBCEC HE
mpeaACTaBJCHBI;, TOT, KTO BIIPAaBC€ K HUM NPUKOCHYTb-
CiA, BpAJd JIM HYXOA€TCA B HalIUMX COBETAX, KaKUMU
nanbliaMyd UX urparb. Yro e kacaercs cOOCTBEHHOM
anmuimKaTypbl beTxoBeHa, KOTOpyI OH 100aBUJ B He-
CKOJIKO COHAT, MbI €€ BbIACIUIN (aHATOTHIHOTO (op-
Mary, IPUHSATOMY HPU €ro JKU3HU), KPYIHBIM IIpHU}-
TOM, @ HE KYpCHUBOM, KaK B HEKOTOPBIX COBPEMEHHbBIX
U3JaHUusAgX.

B xo071e 1OArOTOBKM M3[aHHsI MHOIO OBLIO OOHapy-
JKEHO MHOYKECTBO BOIIPOCOB M MPOOIEM, KaCAIOIIMXCS
KaK TEKCTa, TaK U UCIIOJIHUTEIbCKOM MHTEPIpPETaILUH.
PaccMoTpuM aBa nmpumepa U3 TeKCTyadbHBIX MPOOIEM.

1. B Waldstein-Conare op. 53, B mepBoi 4yactw,
B takte 105, B mapTum neBol pyku uzganue BanbHep
npeuiaraeT ciaeayomiee: «B aBrorpade 3mech Fes, B
nepBoM u3naHuu — F». Ho oHO He 1aéT HuKaKuXx o0bsic-
HeHHﬁ, KaKO€ K€ U3 3TUX ABYX SABJIACTCA IIPaBUJIbHBIM,
U noueMy. B AeHCTBUTENbHOCTH MPOU3OILIO CIIENYIO-
niee. beTxoBeH 3aMeHU 34eCh FFes Ha /' Ha O4EeHb [103]1-
HEM 3TaIe, BO BpeMsI IPOBEPKU T'PAHOK, TaK YTO TpaBep
MEPBOT0 U3JaHUA HE MOT MIPEABUACTD 3TO. Hcnonuure-
JIM UMEIOT TPaBO 3TO 3HATH.

2. B op. 31 Ne 3 umeroTcsi 1Ba OpUTHHANBHBIX U3-
nanus — ogHo u3 Lropuxa m ogno u3 Jlongona. Oba
OHU OCHOBAaHbI Ha OJHOM U TOW K€ PYKOIMCH, HO 3Ta
pykonuch yrepsiHa. B takre 7 I{opuxckoe uznaHue
IpenCcTaBIgeT YeThlpe IecTHaaAnaree, a JIongonckoe
MOKAa3bIBa€T BOCHMYIO IUIIOC TPUOJNb MIECTHAANATHIMH.
Kaxkoe n3 Hux nmpaBunsHOe? Bee coBpeMeHHbIE U3a-
Hus cienyror L{ropuxckoMy, HO 3cKkU3bl beTxoBeHa 110-
Ka3bIBAIOT, YTO SBIJISIETCS HA CAMOM JeJie MPaBUIbHBIM
uMeHHo Jlonnonckuil BapuaHt. ITocne Toro, xkak Bce
TEKCTOBbIE IPOOJIEMBI TAaKOTO poaa OBUIM PaccMOT-
peHBbI JUIsl KaXk10i coHaThl, paboTa pegakTopa Moria
OBl OBITH 3aKOHUYCHHOH, eciii Obl peub Imia 00 u3a-
HUU pOMaHa WM Mo3Mbl. Ho B JaHHOM ciydae pedb
uaET 0 My3bIKe, KoTopas TpebyeT ucnonHeHus. [1os-
TOMY II€YaTHBIM TEKCT MHOTAA TpeOyeT OOBACHEHHS
WIN UHTEPIPEeTAIlUH, TTOCKOIbKY IPUHIMIIBI HOTAIUH
3HAUUTEIBHO U3MEHUIINCh CO BpeMEH beTxoBeHa, a B
€ro BpeMs CyIIeCTBOBAIH TaKKe ONpeeIEHHbIC HEeIHU-
CaHble KOHBEHIINH, KOTOPbIE YK€ HE M3BECTHHI COBpE-
MEHHOMY MYy3bIKaHTy. Ha caMoMm zierne, CymecTByeT psij
npo0JjeM B UCIOJIHHUTEIbCKONH MPAKTHKE, TPEOYHOIINX
HOBBIX OPUI'MHAJIbHBIX HCCIIEI0BaHUIl. DTO 0COOCHHO
OTHOCHUTCSI K YyKpaIICHHSIM, TpeisM, 0003HaueHUAM
CTAKKaTO TOYKAMH WJIM THUPE U JBONHBIM TaKTOBBIM
yepraM. B KaxJI0M U3 3TUX CilyyaeB MOM JajlbHEHIINE
UCCJIEIOBAaHUS TPUBEIN K HECKOJIbKO HEOKHIaHHBIM
BBIBOJIAaM O TOM, KaK COOTHECTH OPHTHHAIbHbBIE 0003-
HauyeHUsl C NPAKTUKON McHoJHEeHUsA. PaccMorpum He-
CKOJIBKO IIPHMEPOB.
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YkpawueHus

BonbmnHCTBO M3naHMil coHaT berxoBeHa HCIOb-
3YIOT MEpPeUYEPKHYTYI0 BOCBMYIO Jisi 0003HauYeHUs
acciaccatura. MHOTHE UCTIONHUTEIN OyIyT YIUBJICHBI,
y3HaB, YTO beTXOBeH HUKOI/Ia B )KU3HU HE UCIIOJb30Ba
3TOT CUMBOJ. B pesynprare HcciieqoBaHUM s1 NPpULIEN
TaKXe K BBIBOJY O TOM, YTO B BOCXOSIIEM JIBH)KCHUH
YKpallleHus1 B My3blke beTxoBeHa JT0JIKHBI UCTIOTHATHCS
KOPOTKO, HO B HUCXOJISIIIEM UX HEOOXOAUMO UTpaTh TaK
e MPOAOIDKUTENBHO, KaK U appoggiatura. DT0 MOXKET
OBITh BBIBEICHO JIOTHYCCKU M3 0003HaueHuil berxose-
Ha, HO UCIIOJIHUTEJIN [0 CUX I10p HE JIeJIaIu TaKoro pas-
JINYUs, 1 MHOTHE U3 HUX UTPAIOT YKpalleHusi B 000ux
HalpaBJIEHUAX KOPOTKO.

Tpean

[MocraBun win He nmoctaBui berxosed Nachschlag
B KOHIIE TPEJIN — IPEJCTABISETCS 3HAYNTEILHBIM U HE
ciayuyaiiabiM. OTcyTcTBUE BhIMcaHHOTO Nachschlag’a
yKa3blBaeT Ha TO, YTO €ro He HaJ0 UCHONHATh. OnuH
UHTEPECHBIM Cilydall BO3HMKaeT B CAaMOM KOHLE
Hammerklavier-Conatbl. 311ech npencTaBieHbl MIECTh
TpeJieii, HO TOJIBKO TPEThs U 1ecTast uMetoT Nachschlag.
berxoBeH, Kak IPeCTaBISIETCs, CO3HATEIBHO HAIKCAI
Tpeau TakuM o0pa3oM, uyToOBI cO3/Jarh pasHooOpasue,
a TaKXKe JUIsl YKPEIUICHUs IEPEeKPECTHOrO pUTMa — TPH
JIOJIA IIPOTUB YETBIPEX.

Staccato

BerxoBeH o00buHO npuMeHsT THpe (Streiche)
BMecTO Touek (Punkte) nns obo3HaueHus staccato, 3a
HCKJIIIOYEHUEM TE€X cilydaeB, Korga staccato Haxomu-
JIOCh 11O, IUroi. B aTHX cilyyasx OH UCIOJb30Ball TOY-
KM C yKazaHueM portato. IHorga, olHaKo, OH CTaBUI
TOYKH 0€3 JIUT, 0CO3HABAsI PA3HUILY B 3HAYCHUU MEXK Y
TAaKUMM TOYKAMU U TUPE, KaK 3TO BUJHO B €0 CaMbIX
paHHuX pykomucsax. Ero Toukm ykas3wlBaioT Ha Ooiee
MATKOE staccato, 4eM KOPOTKUH, PE3KUH U cllerKa aK-
LHEHTHPOBAHHBII dPPeKT, cBI3aHHbIH ¢ ero Tupe. Ho, k
COXKAJICHUIO, MHOTHE U3 €ro TUPE HACTOJIBKO KOPOTKHUE
WJIU TUIOXO BBIIIMCAHHBIE, YTO YaCTO BBINIAASAT KaK TOU-
KM, @ €T0 M3JaTeNN 9acTO MOJB3YIOTCA 3TUM U Oecie-
PEMOHHO 3aMEHSIOT 3TH THpe Toukamu. Takum obOpa-
30M, JIETKO NPEANOI0KUTh, YTO BCE €r0 TOUKU IIPOCTO
IIJIOXO HAIMCAHHbIC UJIM HENPAaBUJIbHO HalleyaTaHHbIE
tupe. OJHAKO €CTh HECKOJIBKO CIy4yaeB, KOrna OH, Ka-
JKETCsl, IBHO HAMEPEBAJICSl UCII0JIb30BaTh TOUKU, U TO
[I0KAa3aHO B HOBOW peAaKluy, IIOCKOJIbKY MCIIOJIHUTE-
JIU, BO3MOJKHO, IIOXKEJAKT Yy3HaTh, Ile UMEHHO OHM
UCII0JIb30BaJIUCh.

ABOliHble TaKTOBble YepTbl

AKaneMHYeCKHEe W3AaHUA, KaKUMH OBl CTPOTH-
MH OHHM HU OBUIM B JPYTrMX OTHOLICHHUSX, OOBIYHO JI0-
0aBJSIIOT JIBOWHBIC TAKTOBBIE YEPThI MPOM3BOJBHO H
B COOTBETCTBUHU C IPUHATHIM CTHUJIEM COOTBETCTBYIO-
mero uzgarensd. Iloutu kaxkaoe M3MEHEHHE pa3Mepa
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WIN KIIIOUEBBIX 3HAKOB OOBIYHO CIIY>KUT ITOBOZOM JUJIsI
BCTaBKH JIBOITHON TaKTOBOI 4epThI Mmepex HUMH. DTHX
JIBOITHBIX TAKTOBBIX YepPT HET B pyKomucax beTxoseHa,
HO OHM MOTYT HE3aMETHO HCKa3UTh HCIIOIHUTEIBCKYIO
HHTEPIIPETAIHNIO, TOApa3syMeBas may3y MexX1Iy pa3aena-
MU, WIH, 110 KpaiiHe# mepe, HebobIoe rallentando nie-
pen IBOMHOM TaKTOBOM uepToil. B HOBOM M3aHUU MBI
CTPOTO TPHUICPKUBAINUCH COOCTBEHHBIX 0003HAYCHUIT
BerxoBeHa B ATOM OTHOIIEHUH, U HAIIE W3JaHUE SBIS-
€TCs IEPBBIM, KOTOPOE CIIEAYEeT TAKOMY IMpUHIHUITY. beT-
XOBEH HCIOJIB30BaN PA3INYHBIC HAUEPTAHUS IBOMHHBIX
TAKTOBBIX Y€PT AJS PA3HBIX IeNed, U 3T OTAEIbHBIC
ciay4yau 00CyKJIal0TCS B HAIIMX KOMMEHTApUAX K HOBO-
MY M3/1aHHUIO.

W nocnennuii Bonpoc. Iloutu Bce HenaBHUE U3-
nanus QoprenuaHHbIX cOHAT bBeTXoBeHa BKIIOYAIOT
32 mpousBeieHus], TOrJa Kak HEKOTOphIe CTapble U3/ia-
HUs conepskaT enbix 38. B 4ém mpuumHa Takoro He-
MTOCTOSIHCTBA?

HexoTopble U3 NOMOJHUTENBHBIX COHAT OKa3bIBa-
I0TCSl KHEACHCTBUTENBHBIMUY»: OHU JIN0O HEellpaBoMep-
HO NPHUIIACAHBI aBTOPY, JIUOO MPOCTO ABIAIOTCS OTIAE-
JBHBIMU YacTAMH cOHAT beTxoBeHa, KOTOpbIE MHOTHE
penaxkTopbl 0O0bEIUHSIIN B «UCKYCCTBEHHBIE COHATBI»
(310 otHOCHTCS K WOO 50 1 WoO 51, xoTopsie HHOT-
Jla paccMaTpHUBaIOTCA KaK COHAThI). TpH JOMOJHU-
TenpHBIX mpou3BeneHus (WoO 47 Ne 1-3), onnako,
ObUTH B JIEHCTBUTEIBLHOCTH OMYOJMKOBAHBI KaK COHa-
Thl berxoBenoM B 1783 rony, korma emy OBLIO BCETro
JBeHaauarh jgeT. OHM 0OBIYHO MCKITIOYANINCh U3 YHCiIa
OCTaJIbHBIX COHAT TOJBKO MOTOMY, YTO HE UMEJH HO-
Mepa oIyca, 0JIHaKoO 3TO €/[Ba JI1 MOXET ObITh OCHO-
BaHueM. VMHorna oHu o0o3HaualoTcs Kak sonatinas B
KayecTBe MpeJiora, 4ToOsl He BKIIOYATh UX B 00IIee
YUCJIO0, HO BeTXOBeH Ha3bIBall MX COHAaTAMM, U OHH
SIBISIIOTCSL  TTOJIHOMACHITAaOHBIMH  NTPOM3BENCHUSIMHU,
cocrosiumumMu u3 TpEx vacteil. Takum obOpaszom, 3TH
TPU COHAThl, 0€3YyCJIOBHO, JOJKHBI OBITh BKIIOUYECHBI
B JIt000€ T0JIHOE M3/1anne GpopTrenuanHbix coHar bert-
XOBEHA: OHU COUYMHEHB! beTX0BEHOM, NpeqHa3HAYCHbI
JUISl UCTIOJIHEHUs Ha (popTenuano, 1 OHU COHATHI — KaK
10 Ha3BaHUIO, TaK U 10 Ghopme — TpeOyeTCs JIU YTO-TO
emé nus ux npusHanua? Ha camom nene mpoussene-
HUs OBUTH BKIJIIOUEHBI B caMO€ NEepBOE MOJIHOE H37a-
HUe, onyOJIIMKOBAaHHOE BCKOpe mocie cMepTu berxo-
BeHa ero O0nu3kuM Jpyrom ToOuamom XaciuHIepoMm.
OHu, BeposTHO, OOCYXJanu 3TOT BONPOC BMECTE.
[To3ke yka3aHHBIE COHATHI BBHIMAIH U3 00IIETo Yucia
10 MPUYMHAM, KOTOPBIE HE COBCEM SICHBI, HO KOTOphIE
He MOryT OBITH ompasiaaHbl. [loaToMy cymiecTByeT
umeHHo 35 ¢oprenunanubix conar berxosena. B Ha-
IIeM M3JaHUU BIIEPBbIC BCe 35 mpecTaBlIeHB BMECTe,
Onarojapsi Hay4HOMY HCCJIeOBaHUIO. J[OMOIHUTENb-
HbIE TPU IOKAa3bIBAIOT, YTO beTXoBeHa pa3BHI KaHP
coHarsl emé naipliie, 4eM OOJIbIIMHCTBO U3 HAC IPe/-
roJiarayo, u si yoexa€éH, 4To OHU BIIOJIHE J[OCTOWHBI
BKJIIOUCHHUS B 00miee yucio. Bropas u3 nux, B f moll,
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B OCOOCHHOCTH MPEACTABISCT OCTXOBECHCKHUH CTHIIb.
OHa ga)xe MMeeT MEIJIEHHOE BCTYIUICHHE — TO, YTO
no3/1Hee ObLIO BOILIOIIEHO B TAKKX IieqeBpax, kak Co-
Hara- Pathetique u HekoTOpBIE M3 €T0 MO3AHUX KBap-
TeToB. Kak ¥ y MHOTHX KOMIO3UTOPOB, HEKOTOPHIE U3
HanOoJiee OpUTHHAIBHBIX Uaell beTxoBeHa MpUIIIH K
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HEMY B paHHeM Bo3pacrte. Takoe omnpeneieHue Aaér
JOTIONTHUTENIEHOE 000CHOBaHUE ISl BOCCTAHOBICHHS
9TUX COHAT, KOTOPBIMH J0JIT0€ BpeMs IpeHeOperau.
Takum oOpa3om, Halle HOBOE H3JIaHUE SIBIISIETCS HE
TOJIBKO 00Jiee MOAPOOHBIM, HO U 00Jiee BCEOOhEeMITIO-
oM, 4€M €ro npe€AaAmeCTBEHHUKH.
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BARRY COOPER
University of Manchester

A NEW EDITION OF BEETHOVEN'S PIANO SONATAS'

UDC 78.072.2:786.2

hy do we need a new edition of Beethoven’s

Piano Sonatas? There are three main reasons.

Firstly, some of the older editions do not
distinguish clearly between what Beethoven wrote
and what editors have added. The previous edition
from ABRSM, produced by Donald Tovey and Harold
Craxton in 1931, was by no means the worst in this
respect, but it did need replacing by something more in
tune with today’s requirements.

Secondly, although there are several recent editions
that seem to fulfil this need, with no unmarked editorial
interference, they are not as reliable as one might
assume. They usually describe themselves as ‘urtext’,
that is, the original text, and they claim to be based on
the original sources. In several places, however, their
versions are questionable or even plainly incorrect. I
even identified several places where a new urtext edition
was based on a slightly revised version of an existing
modern edition, rather than exclusively on the original
sources as claimed. Tell-tale signs are such things as
slurs that are slightly too long, by an identical amount,
in more than one modern edition; or a ‘crescendo’ placed
slightly too early in two different editions. For example,
in the second movement of the sonata Op. 90, bar 20,
the edition by B.A. Wallner? places the cresc. sign too
early, just after the fifth semiquaver of the bar; the
edition by Peter Hauschild shows the cresc. in exactly
the same place,’ whereas both Beethoven’s autograph
and the original edition that he oversaw have the cresc.
starting on the seventh semiquaver. Since there is a
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similar problem with the cresc. eight bars earlier, one
must conclude that Hauschild probably relied partly on
the Wallner edition in matters of alignment.

Thus a fresh look at the sources was clearly required.
But what are these sources? For each sonata, an original
printed edition survives that was based on a manuscript
supplied by Beethoven. For about half the sonatas —
mostly the later ones — Beethoven’s own autograph score
survives too. But whether it does or not, there are frequent
textual problems — far more than those that are evident
in other modern editions. The original edition often
contains possible misprints that may need correcting.
The autograph scores are never wholly accurate either,
and always differ somewhat from the original editions.
Such discrepancies raise the question of whether each
change represents a misprint or a revision. Today we
know, much better than we used to, which of the original
printed editions were proof-read by Beethoven, and
which were published without him having had a chance
to correct them. This enables any variants between
sources to be reappraised more effectively. Sometimes
also a manuscript copy of Beethoven’s autograph score
was made, and then corrected and revised by him before
being used for printing. Such complications actually
undermine the whole concept of an ‘urtext’ edition: an
‘urtext’ implies some mythical perfect text in which
everything was absolutely accurate, but such a text never
really existed. Thus nothing short of a reassessment of
every note and symbol in every authentic source can give
us the best text.
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The third main reason for producing a new edition
was to provide practical performance advice. This
issue is particularly pertinent today, since there has
been much recent research into performance practices
of Beethoven’s day. A new edition, embodying this
research, is the only way of communicating it to modern
performers, who cannot be expected to track down
learned books every time they want guidance about
particular issues, such as how to play a trill, or where
to make a rallentando. This is not to say that modern
performers are obliged to play the music as Beethoven
intended. But they are certainly entitled to know what
he did intend and expect, so that they can make an
informed choice about whether to follow him or not.
Recent urtext editions of Beethoven’s sonatas offer very
little advice on such issues as ornaments, pedalling,
articulation, and so on. The new ABRSM edition,
however, includes extensive commentary on them,
based on recent research in performance practice, and
is the first one to do so. In particular, where the original
notation is in some way ambiguous, an explanation of
the problem is offered, rather than simply a reproduction
of the original text or a bald list of differences between
the sources. Altogether the commentary consists of over
150,000 words.

Thus my threefold aim was to avoid unnecessary
editorial clutter in the music; to produce a scholarly
edition (‘critical edition’), i.e. one with reliable
text based on a re-examination of all the sources,
and an explanation of any anomalies; and thirdly to
provide adequate and detailed performance advice,
incorporating the latest thinking on period-style
performance. The only substantial editorial material
added to the music text is some recommended
fingering, supplied by David Ward. This has,
however, been kept fairly minimal and is omitted
altogether in the last five sonatas; anyone capable of
attempting these hardly needs to be told which fingers
to use. As for Beethoven’s own fingering, which he
added occasionally in several sonatas, this has been
distinguished by the use of much larger type, similar
to the size used for fingering in his day, rather than in
italics as in some modern editions.

During the course of preparing the edition, I came
up with numerous questions and problems, regarding
both text and also interpretation in performance. Here
are two examples of textual problems:

i) In the Waldstein Sonata, first movement,
bar 105, left hand, the Wallner edition tells us: ‘In
autograph F flat here, in original edition F’. But it
gives no explanation of which is correct, and why. In
actual fact Beethoven altered the note from F flat to F
at a very late stage, by making a proof correction; the
original engraver did not simply overlook the flat sign,
as one might have expected. Performers have a right
to know this.
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ii) In Op. 31 No. 3 there are two original editions
— one from Zurich and one from London. Both are
based on the same manuscript, but this is now lost.
In bar 7, the Zurich edition shows four semiquavers,
but the London one shows a quaver plus three triplet
semiquavers. Which is correct? All modern editions
follow the Zurich one here; but Beethoven’s sketches
show that the London version is actually correct.

Once all the textual problems of this kind had been
addressed, in every sonata, the editor’s job would be
done if this were an edition of a novel or poem. But this is
music, which requires to be performed. Thus the printed
text sometimes needs explanation or interpretation, in all
sorts of ways, since notation has changed significantly
since Beethoven’s day and there were also certain
unwritten conventions that are no longer so familiar. In
fact there were several performance issues where fresh
original research needed to be carried out, in order to
clarify them. This applied particularly to grace notes,
trills, staccato signs (dot or dash), and double bars.
In each case, my further research led to somewhat
surprising conclusions about how to relate the original
notation to performance, as follows.

Grace notes: Most editions of Beethoven’s sonatas
use a crossed quaver to indicate an acciaccatura.
Thus many performers will be surprised to learn that
Beethoven never in his life used this symbol. What
also emerged from the research was that, whereas his
ascending grace notes should normally be played short,
his descending ones should normally be played as long
appoggiaturas.* This can be deduced from Beethoven’s
notation but it had not previously been realised by
modern performers, some of whom play all such grace
notes short.

Trills: Whether or not Beethoven wrote a final
suffix or Nachschlag seems to have been significant,
rather than random. Absence of a written suffix seems
normally to indicate absence of one in performance.
One interesting case occurs at the very end of the
‘Hammerklavier’ Sonata. Here one finds six trills, but
only the third and sixth have a suffix. Beethoven seems
to have deliberately written the trills in this way in order
to create variety, and also to strengthen the cross-rhythm
of 3 beats against 4.

Staccato: Beethoven normally used dashes
(Streiche) rather than dots (Punkte) to indicate
staccato articulation, except under slurs, where he
used dots indicating portato. Occasionally, however,
he used dots without slurs, and he was conscious of the
difference in meaning between such dots and staccato
dashes, as is clear in his very early manuscripts. His
dots indicated a gentler staccato than the short, sharp
and slightly accented effect associated with his dashes.
Unfortunately, however, many of his dashes are so
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short or badly written that they look like dots, while
his publishers often substituted dots for his dashes in
a cavalier manner. Thus it is easy to assume that all
his dots are just badly written or incorrectly printed
dashes. Yet there are a few cases where he seems
unmistakably to have intended a dot, and these are
shown in the new edition since performers may wish
to know where these are.

Double bars: Scholarly editions, no matter how
rigorous in other ways, have habitually added double
bars liberally in line with the house style of the relevant
modern publisher. Almost every change of key signature
or time signature within a movement customarily has
a double bar inserted before it. These double bars are
not found in Beethoven’s manuscripts, however, and
they can subtly distort how the music is performed, by
implying a pause between sections, or at least a slight
rallentando before the double bar. The new edition
adheres strictly to Beethoven’s own notation in this
respect, and is the first one to do so. Beethoven also used
different designs of double bar for different purposes,
and individual cases sometimes need discussion in the
commentary to the new edition.

One final matter: almost all recent editions of
Beethoven’s piano sonatas include 32 works, but
some older ones include as many as 38. Why the
inconsistency? Some of the extra works are invalid:
eitherthey are misattributions, or they are justindividual
movements by Beethoven that some later editor put
together into artificial sonatas (this applies to WoO 50
and WoO 51, which are both sometimes regarded as
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sonatas). Three of the extra works (WoO 47 Nos. 1-
3), however, were actually published by Beethoven as
sonatas in 1783, when he was only twelve years old,
and the only reason they have been omitted from recent
editions seems to be that they have no opus number.
That is hardly sound justification. They are sometimes
designated as sonatinas, as an excuse for not including
them, but Beethoven called them sonatas, and they are
full-length, three-movement sonatas. Thus these three
certainly must be included in any complete edition of
Beethoven’s piano sonatas: they are by Beethoven,
they are for piano, and they are sonatas by name and
form — what more could possibly be required? In fact
they were included in the very first complete edition,
produced shortly after Beethoven’s death by a close
friend (Tobias Haslinger) who had probably discussed
the matter with him. Only later were they dropped, for
reasons that are not altogether apparent and cannot
be justified. There are therefore precisely 35 piano
sonatas by him. This is the first time all 35 have been
presented together in a scholarly edition. The extra
three show that Beethoven developed the sonata even
further altogether than most of us thought, and 1 am
convinced that they are fully worthy of inclusion. The
middle one in F minor is particularly Beethovenian.
It even has a slow introduction that is recalled later
in the movement — as in the Pathétique and in some
of his late quartets. Like so many composers, some
of Beethoven’s most original ideas came to him as
a child. This therefore provides further justification
for rehabilitating these long neglected works, so that
the new edition is not only more detailed but more
comprehensive than its predecessors.

NOTES

! Ludwig van Beethoven, The 35 Piano Sonatas, 6 vols. in
3, ed. Barry Cooper with commentary (London: ABRSM, 2007);
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