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Abstract. Among the most outstanding achievements of the Viennese classics are the 32 pi-
ano sonatas by Ludwig van Beethoven (1770-1827). The complexity of the stage reading of the au-
thor’s concept of these cycles requires a thorough study of the author’s text. In this context, it is
essential to turn to the editions of these works with their reliance on performance specifics. The
study of the peculiarities of the edition of Beethoven’s 32 sonatas made in the first half of the twen-
tieth century by Artur Schnabel, an outstanding Austrian pianist and researcher of Beethoven’s
works, will enrich modern knowledge about the style of Beethoven'’s piano works. In his editions of
Beethoven’s sonatas, Schnabel managed to capture the ideas that encourage creative reflection
and, therefore, are not intended to be taken literally in the process of stage performance.

Schnabel’s approach to editing as a unique musical interpretation combined research, text,
and pedagogy. His musical thinking and scientific intuition in his editorial approach to Beetho-
ven’s sonatas are based on the close connection between the audial and graphic components of the
author’s idea. Schnabel’s editorial notes are systematically verified, and their extensive nature testi-
fies to his rich experience in mastering the German composer’s piano works. In general, Schnabel’s
edition contains many additions in terms of both text and performance: the researcher offers ver-
sions of melismas, adds interpretations of tempo marks and extensive comments on the grouping
of measures, etc.; a large number of remarks relate to dynamics, hidden polyphony, articulation,
and the nature of performance. Schnabel’s edition is an artistically and practically comprehensive
and valuable work in terms of performance, methodology, and history of music.

Keywords: sonata cycle, textual criticism of music, editorial work of Artur Schnabel, 32 sona-
tas for piano by Ludwig van Beethoven, author’s text, urtext, musical interpretation.

Introduction. The piano sonatas by Ludwig van Beethoven (1770-1827) represent the high-
est achievements of the Viennese classics in the piano performance of the first half of the twentieth
century. All respectable concert pianists include the sonata cycles of the German composer in their
performance programs. Each musical text is open to cooperation with the interpreter; 32 sonatas
by Ludwig van Beethoven are no exception. This feature led to the formation of a great cohort of
performers and editors of Beethoven’s piano works. Among them, in the twentieth century, one
can single out the excellent work of Artur Schnabel, an outstanding Austrian pianist, composer,
and researcher. His research on interpreting Beethoven’s heritage enriched modern ideas about its
performance and stylistic components and outlined entire areas of the stage realization of his mu-
sic. The contribution of this article is the study of Schnabel’s editorial work on and textual criti-
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cism of Beethoven’s 32 sonatas, namely his efforts aimed at preserving the integrity of the intended
performance.

Literature Review. The writing of the article necessitated the study and analysis of academic
works that highlight Ludwig van Beethoven’s life and work — a collection of academic articles
Problems of Interaction Between Art, Pedagogy and Theory and Practice of Education. Beethoven —
Terra Incognita (2015); studies on genre, style, and form of Beethoven’s piano music — Adolf
Bernhard Marx (Marx, 1997); works on the theory and practice of piano performance of Beetho-
ven’s heritage by Natalia Kashkadamova (Kashkadamova, 2017), Charles Rosen (Rosen, 2020);
studies on the specifics of Artur Schnabel’s playing, editing and cultural skills by Claudio Arrau
(Arrau, 1957), César Saerchinger (Saerchinger, 1957), Marina Smirnova (Smirnova, 2006); and
works by Artur Schnabel himself (Schnabel, 1933; 1942; 1988).

The paper aims to reveal the specific features of Schnabel’s approach to the editing of
Ludwig van Beethoven’s piano sonatas.

The objective of the paper is to characterize the genre and style of Schnabel’s textual criti-
cism of music, and their origins in the context of the twentieth—century piano performance.

Results and Discussion. It is important in the context of the stated problem to outline the
historical retrospective of editing Beethoven’s piano sonatas during the second half of the nine-
teenth century. The engagement of researchers and famous performers of that era with Beetho-
ven’s legacy makes it possible to trace the problem of the performance style discourse of Beethove-
niana in the Romantic era. In these editions, “along with deep insights into the essence of Beetho-
ven’s genius, one finds the essential transient signs of the performance of the era” (Kashkadamova,
p- 380), which were summarized to some extent in the textual criticism of Artur Schnabel (1927).

Almost all of Beethoven’s 32 sonatas were published in various editions during the com-
poser’s lifetime. It is known that performers and connoisseurs of Beethoven’s piano style were ea-
gerly awaiting the printed presentation of each new sonata by the famous master. However, the
first complete edition of 32 sonatas was published only in the 1860s. At the same time, the textual
criticism of the sonatas remained almost unchanged compared to the lifetime editions of these
works (Beethovens, 1862-1865).

In this regard, it is important to note the involvement of Beethoven’s pupil Carl Czerny, the
famous Austrian composer and piano teacher, in the editing of Beethoven’s works. A performer
and popularizer of Beethoven’s piano works, Czerny in his Vollstindige theoretisch-practische Pi-
anoforte-Schule op. 500, he was one of the first to turn to the textual interpretation of the teacher’s
sonatas. First of all, he raises the issue of the figurative and semantic inspiration of individual sona-
tas, while highlighting, in his opinion, the problematic aspects of Beethoven’s fingering, dynamics
and pedaling, and other performing and expressive components of Beethoven’s style. A separate
important aspect, according to the researcher, was the issue of the tempo and rhythmic compo-
nent of the sonatas. Thus, Czerny was perhaps the first to put tempo marks on the metronome for
almost every piano sonata by Beethoven, emphasizing categorically that this is exactly the tempo
chosen by the teacher in the interpretation of his own piano heritage.

Ignaz Moscheles, who frequently communicated with the composer in Vienna during 1808—
1820, makes similar arguments in the preface to his edition of Beethoven’s piano sonatas (1858). It
is significant that Czerny’s and Moscheles’s metronomic instructions do not always coincide, al-
though both musicians emphasized that this is Beethoven’s original tempo. The Andante tempo of
Sonata No. 10 is an example of such a discrepancy.

1860 saw the publication of the 10-volume collection of Beethoven’s works edited by Franz
Liszt. A composer and admirer of Beethoven’s work, Liszt edited the piano sonatas, emphasizing
broad phrasing leagues, specific dynamic marks. Further, Liszt introduced special phrasing marks.

A new stage in the editing of Beethoven’s sonatas begins with the “instructive Ausgabe mit
erlduternden Anmerkungen fiir Lehrende und Lernende” (“instructive edition with explanatory
notes for teachers and students”) by Sigmund Lebert and Hans Biillow (1870s). Lebert edited the
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early works of Beethoven, and Billow edited the later works, starting with Op. 53. By this time,
Beethoven’s sonatas had become part of the repertoire and there was an urgent need for special
instructional publications for students and teachers. In his comments, Billow explains the struc-
ture of the work, highlights polyphonic parts, draws attention to typical student mistakes, and pro-
vides “formulas” for technical training.

At the beginning of the twentieth century, interest in the author’s text grew, and accordingly,
publications appeared that combined textual and educational features, and the designations of au-
thor and editor were significantly distinguished (for example, there are a number of editions by
Frederick Lamond, Leo Weiner, Heinrich Schenker, and other famous performers and researchers
of Beethoven’s heritage of the late nineteenth and early twentieth centuries). It is on these princi-
ples that the textual criticism of Beethoven’s piano concepts by Artur Schnabel, a representative of
the Austrian piano school, is based. His approach combines aspects of performing interpretation
of Beethoven’s heritage, deep involvement in Beethoven’s style, and an internal dialog with the edi-
tions of Beethoven’s sonatas published during the second half of the nineteenth century, and also
his own compositional skills.

Artur Schnabel, a representative of the Austrian piano school, deeply understood Beetho-
ven’s piano concepts based on his performing work, his prolific editorial activity, and partly due to
his compositional skills. In the first half of the twentieth century, Schnabel was considered an in-
tellectual pianist who avoided superficial effects in his performance. According to critics of the
time, “his performance revealed a depth and spirituality in the interpretation of the Austrian and
German music heritage, especially the works of Beethoven and Schubert” (Cortot, 1986, p. 33). His
most famous audio recording is Beethoven’s Complete Piano Sonatas, created in 1932—-1935. At
that time, Artur Schnabel was the first to record the complete collection of 32 sonatas by the Ger-
man composer’. As a researcher of Beethoven’s work, Schnabel was interested in the components
of his musical and performing language. The expected outcome of these scholarly and performing
interests was the publication in 1927 of the 32 sonatas by Ludwig van Beethoven, edited and com-
mented on by Schnabel. First published in Germany, Schnabel’s edition quickly gained popularity
among pianists and Beethoven scholars, and for Artur Schnabel himself, it was one of the first
steps he made to systematize and generalize his vision as a performer of the German composer’s
legacy. The impetus for Artur Schnabel to edit Beethoven’s 32 sonatas was his realization of the
need to fundamentally update the established approaches to reading the piano heritage of the
nineteenth century that dominated in the early twentieth century. In general, in his editorial work
and textual research on the 32 sonatas, we can observe the greatest possible intensification of the
expressive range of the performance, available at that time: “the expansion of the dynamic scale
and the impulsive volume change, the unprecedented intensification of tempo contrast in the
movements” (Fletcher, 1972, p. 13).

In his approach to understanding the integrity of the idea of 32 sonatas as a certain metatext,
a kind of Genesis, Artur Schnabel starts from the idea of Beethoven’s absorption and transforma-
tion of the artistic and historical experience of the time, the orientation of his ideas towards the
future. Therefore, for Schnabel, it is important to understand the genre and style of Beethoven’s
piano sonatas in their stage modifications. The editor emphasizes the significant influence of the
canon of Viennese classicism on Beethoven’s ideas during the first period in Sonatas Nos. 1-15.
Composed under the obvious influence of certain stylistic patterns of Joseph Haydn and Wolfgang
Amadeus Mozart, the degree of complexity of these sonatas, according to Schnabel, surpasses al-
most everything written for the keyboard of that time. The sonatas of the next period, Nos. 16-27,
reflect further transformations of Beethoven’s genre and style. The composer, according to Schna-
bel, seems to break the established boundaries of the sonata genre. Sonata No. 18 lacks a slow
movement, but the composer introduced a Scherzo and a Minuet. Only the three-movement So-
nata No. 26 has the author’s program titles: Das Lebewohl, Abwesenheit, Das Wiedersehen.

! Due to its historical significance, in 2018, Artur Schnabel’s recording of 32 Beethoven sonatas was included in the
National Recording Registry at the Library of Congress.
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In the late period of his life, in anticipation of the expanded virtuosic and expressive possi-
bilities of the new six-octave concert grand piano of the English company Broadwood, Beethoven
composed his last five sonatas, Nos. 28—32, which were experimental in form and complex in mu-
sical language for the time. This peculiar Beethoven’s look into the future defines Schnabel’s edito-
rial paradigm about the integrity of the artistic idea of Beethoven’s sonata, which is based on the
reading of the sonatas from the perspective of Beethoven'’s achievements during the late period of
his career. This conception of Beethoven’s heritage influenced the formation of a great cohort of
young European pianists, reviving Beethoven’s authentic style, based on a deep study of all graphic
components of the author’s text.

From the point of view of the tasks set, it is natural that Artur Schnabel turned to editing as a
particular type of musical interpretation, which combined research, textual criticism of music and
pedagogy. Musical thinking and scholarly intuition in his editorial work and textual research on
Beethoven’s sonatas are based on the close connection between the audial and graphic compo-
nents of the author’s idea. We also trace the significant influence of Schnabel’s own performing
style on the process of editing Beethoven’s sonatas. While realizing Beethoven’s ideas, Schnabel’s
attention was directed to the development of the authorial integrity, spatial and temporal coher-
ence of interpretation, which was achieved through the distinct elaboration of a wide range of sty-
listic elements of the performance.

Schnabel’s editorial notes are systematically verified, and their extensive nature testifies to
his rich experience in mastering the German composer’s piano works. In general, Schnabel’s edi-
tion contains many additions in terms of text and performance — the researcher offers versions of
melismas, adds interpretation of tempo marks and extensive comments on the grouping of meas-
ures, etc.; a large number of remarks relate to dynamics, hidden polyphony, articulation, and the
nature of performance. It is worth mentioning Artur Schnabel’s comments on meter and rhythm,
hence certain patterns of tempo changes that occur at the level of minor deviations from the main
tempo. As Marina Smirnova notes, “tempo deviations are caused by psychological changes that
influence the course of musical processes <...> tempo indications clearly follow the development of
the composer’s thought” (Smirnova, p. 130).

The fingering solutions in Schnabel’s edition embody the distinct features of intonation, ar-
ticulation, agogic, rhythmic and sound in Beethoven’s style. The fingering is weighed according to
the logic of the intonational unfolding of motifs, phrases and more significant constructions that
require flexibility and elasticity from the pianist’s hand, where the very “fingering principles in the
edition of Artur Schnabel are of a triple nature: they reflect the composer’s attitude, the principles
of the harpsichordist era, and romantic attitudes, which creates a unique system of editorial textual
criticism of music” (Smirnova, p. 148).

Schnabel’s edition of Ludwig van Beethoven’s 32 sonatas is exceptionally detailed, full of
scholarly commentary and subtle psychological observations, which generally reflects the editor’s
desire to comment on minor details of Beethoven’s text. In writing the commentary, he followed
the principles of Franz Liszt, the pedagogue, who, during his lessons with his students, sought to
indicate everything in musical scores.

Artur Schnabel’s comments summarize the regularities of Schnabel’s scholarly and performer’s
thinking and attempt to reconstruct the artistic and aesthetic visions of Beethoven’s time. However,
from the standpoint of contemporary piano composition, his edition is also not perfect in terms of
textual criticism of music. In the twentieth century, especially in its second half, many highly authen-
tic editions of Beethoven’s sonatas appeared, based on more accurate textual solutions’.

! Among the most famous textual editions of the twentieth century, we should single out the Beethoven editions by
Karl Adolf Martinsen, Donald Francis Tovey, Bertha Antonia Wallner, Joseph Fischer, Claudio Arrau, Massimiliano
Damerini, Istvan Mdridssy, Tamas Zaszkaliczky, and others.
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The post-Schnabel editions of the twentieth and twenty-first centuries develop the main
trends initiated by the outstanding Austrian performer and scholar of Beethoven’s heritage. The
contemporary approach to editing Beethoven’s sonatas is intended to objectively reflect the stylis-
tics of Beethoven’s idea alongside the interpretation of the original author’s text.

By studying the textual history of the 32 sonatas, Artur Schnabel sought to thoroughly re-
search the rhythmic formulas of Ludwig van Beethoven’s pianism, to find the key to understanding
the nature of the piano style, and thus to outline the stylistic boundaries of the performance of
Beethoven’s work. The immersion in Schnabel’s edition brings us back to one of the most chal-
lenging creative issues — the freedom of stage performance and its limits.

Schnabel’s performance commentaries, no matter how detailed, are always variable and can,
therefore, be read in different ways in practice. Based on a combination of the desire to revive the
authentic Beethoven text and pedagogical and performing understanding, it reflects a deep indi-
vidual involvement in the core of Beethoven’s music.

For Schnabel, it was essential to build a coherent dramaturgy of the historical collection both
in the performance version and in the edition of the 32 sonatas. It is known that Schnabel per-
formed Beethoven’s sonatas in a cycle of seven concerts. Each of the concerts included four to five
sonatas organized into microcycles. The first concert comprised Sonatas 15, 31, 1, 16. The second
concert comprised Sonatas 18, 28, 22, 8, 3. The third concert comprised Sonatas 2, 23, 19, 27, 11.
The fourth concert comprised Sonatas 12, 17, 5, 6, 26. The fifth concert comprised Sonatas 4, 14,
10, 29. The sixth concert comprised Sonatas 13, 21, 20, 30. The seventh concert comprised Sonatas
9,7, 25, 24, 32. Essentially, he created a new original reading of all the sonatas as a single cycle that
is dramatically unified, originally planned from an interpretive standpoint, and inspired by symbol-
ism and figurative and semantic visions.

Despite some imperfections in textual criticism, Artur Schnabel’s edition contains many es-
sential components for creating a convincing stage interpretation. As a scholar and an accom-
plished pianist, he relied heavily on artistic intuition, an essential component of interpreting Bee-
thoven’s legacy. The editor’s assumptions behind certain decisions were based on a deep study of
the intonational nature of Beethoven’s music. First of all, this is reflected in the author’s interpreta-
tion of pitch, alteration marks, clarification of rhythm, dynamic and articulation scales, and the
graphic component of the text itself in terms of voice distribution. As for the latter, the editor’s
clarifications regarding errors in notation were usually concise but open to scholarly interpretation.

For Artur Schnabel, an important component of a successful performing interpretation is the
creation by the performer of an idea of the work as an integral system, considered in the interrela-
tionships and interaction of all the main expressive means, in the unity of content and form, real-
ized in the spacetime continuum of the author’s intention. In other words, understanding the in-
tegrity of the sonata cycle includes determining the relationship between the artistic level of the
work and the means of its realization. Reflecting on the integrity of Schnabel’s editorial textual
criticism, we mean its realization on a certain multiple basis, when a type of connection between
the components is formed in which the combined elements acquire a new quality that is not
unique to them. The final performance version of a musical work, in contrast to the composer’s
text and editor’s text, can also be called the performer’s text.

At the same time, Artur Schnabel, as a scholar, actively interprets Beethoven’s text in the
field of articulation and accentuation. “The leagues, as well as the accents and the designation of
the method of sound production in the original, are sometimes solved with obvious imperfec-
tion — especially in early works, which is why the editor considered it his right to change them ac-
cording to the logic, meaning and taste: to shorten, lengthen, add, decipher. He did not specifically
stipulate these changes. All other additions of the editor are engraved in small print or placed in
brackets” (Fletcher, 1972, p. 42). A performer who is guided by Schnabel’s edition of the 32 sonatas
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should take into account that the methodology of the editorial work primarily reflects the histori-
cal conventions of the development of piano performance in the first half of the twentieth century,
but it is not sufficient from the standpoint of contemporary textual criticism of the German com-
poser’s music. However, it sheds light on the specifics of the drama of the stage realization of the
uniqueness of this monumental work.

As for the dynamic unity of the idea, one of the important components of the editorial inter-
pretations of Beethoven’s piano sonatas was Schnabel’s desire to unite the music, which is full of
recitatives, complexly organized musical time, improvisation, by finding a certain internal pulsa-
tion. For example, one of the principles of constructing a culminating build-up is to start the cres-
cendo quieter than the previous motif, then maximize the sound power, bringing the polarity of
the sound to the limit with gradual acceleration.

In Artur Schnabel’s performance concepts, deciphering Beethoven’s melismatics is essential'.
While editing Beethoven’s 32 sonatas, he worked out this melodic and intonational component in
great detail with regard to the traditions and conventions of the eighteenth century. Schnabel em-
phasized that “the performance of melisma requires deep knowledge and rich imagination from
the pianist. The traditions of performing melisma were gradually lost over time, and superficial
knowledge in this area led to the impoverishment of performance and sometimes to significant
distortions of the composer’s idea” (Schnabel, 1933, p. 12). Interpretations of melismatics are
found in Schnabel’s edition in almost all sonatas, accompanied by detailed comments. Often, the
editor offers several options of performing melisma, thus demonstrating his desire for freedom of
choice, inviting the performer to a kind of co-creation in interpreting the essence of Beethoven’s
intention.

The editor’s recommendations on trill performance are detailed (especially in Sonata No. 32,
Arietta; Sonata No. 29, Allegro risoluto). Based on Beethoven’s manuscripts, Schnabel carefully
analyzes the author’s recommendations regarding this vital component of the performance, which
also highlights the issue of the performer’s right to freedom of choice in performing trills accord-
ing to his taste and capabilities. The performance of trills in Schnabel’s creative vision is closely
connected with the performance dynamics, accentuation, intonation, and rhythmic expressiveness.

Artur Schnabel’s editorial comments on tempo marks are original and analytically profound,
aimed at revealing the regularities of the performance tempo and architectonics of the work and its
dramatic balance in the temporal and spatial unfolding of the musical fabric. It is known that
Ludwig van Beethoven, in comparison to his predecessors, significantly expanded and enriched
tempo notation. In his desire to reveal the dramatic nature of the work’s development as fully as
possible, the composer uses Italian (nowadays a generally accepted universal version of the nota-
tion) and German terminology (for example, tempo notation in Sonatas No. 27 and No. 28). In this
regard, the opinions of researchers of Beethoven’s work and editors of his sonata oeuvre were di-
vided. Many were rather pessimistic about this bilingual principle of tempo marks. However,
Schnabel did not share this opinion; moreover, he continued and developed this principle, sup-
plementing many editions of the German composer’s works with his tempo marks.

His editorship clearly shows the evolution of Beethoven’s interpretation of tempo. We en-
counter editorial interpretations of Beethoven’s tempi in the commentaries of many sonatas. In
this context, Schnabel follows the tradition of Liszt, who, in his tempo rhythmic visions of Beetho-
ven’s sonatas, took into account the author’s tempo marks but, during the performance, could im-

! Deciphering melismatics is also found in the editions of Schnabel’s predecessors, particularly Hans von Biilow. In
several cases, Biilow even offers performers various exercises to improve their skills. However, compared to Schnabel’s
visions, Billow’s recommendations are usually unambiguous and do not allow different interpretations. Bertha Antonia
Wallner and Conrad Hansen, in their urtext editions of Beethoven’s 32 sonatas, have not entirely resolved the issue of
performing melismatics, in particular trills, either.

185



THEATRE AND MUSIC: CONCEPTUALIZATION OF ARTISTIC PRACTICES

plement these marks quite freely. As an essential component of his editorial approach, Artur
Schnabel’s comments on the nature of music are also directly related to metronomic notes'. The
editor makes metronomic notes in almost all sonatas at the beginning of each movement® Artur
Schnabel’s tempo decisions in interpreting Ludwig van Beethoven’s legacy were realized through a
sharply conflicting juxtaposition of sonata parts, which allowed the performer to rethink the dra-
matic features of the cycle’s development.

In addition to the metronomic tempo marks at the beginning of each movement, Schnabel’s
edition contains detailed metronomic notes within the movement, which allowed the editor to
comment flexibly on the development of musical thought. In the slow movements of Beethoven’s
sonatas, as a performer, Artur Schnabel takes considerable freedom when it comes to tempo,
which is also often reflected in the scale of his metronome values. However, in his editorial com-
mentary on the sonatas of Beethoven’s early and partly of his middle period, Schnabel treats met-
ronomic freedom quite cautiously. In most sonatas of the middle and late periods, Schnabel’s met-
ronomic notes are detailed, aimed at preserving Beethoven’s idea, following Beethoven’s com-
ments in the first editions of his sonatas. As an editor, Artur Schnabel only suggests an artistic and
expressive solution, leaving it to the performer to find the acceptable limits of its realization. In
other cases, the metronome serves as a warning against undesirable exaggerations.

For Artur Schnabel, articulatory expressiveness is essential in any melodic construction. Ac-
cording to his principles of intonation, Schnabel avoids emphasizing strong beats in fast tempi. In
the stage performance of fast passages, he started with unstressed beats, which gave his perform-
ance flexibility, tension, and explosiveness in reading the compositional intent of the sonatas.
Thus, the specifics of Schnabel’s sound and other components of his unique performing style were
reflected in a rather detailed manner in his editorial notes.

In the field of dynamics, Schnabel continues the tradition of Biilow, who, unlike Liszt, re-
corded not only dynamic contrasts but also enriched the entire range of dynamic grades. In Bee-
thoven’s 32 sonatas edited by Schnabel, several editorial remarks and comments are aimed at the
expressive performance of melody. Schnabel adds the upper and lower notes to reveal the hidden
polyphony.

As a performer and editor of Beethoven’s texts, Schnabel unconditionally accepted the Ger-
man composer’s principles of pedaling. In his edition of the sonatas, he always preserved the com-
poser’s pedaling notes. In the notes, he indicates Beethoven authorship of these pedaling notes and
does not offer any parallel solutions. Schnabel’s pedaling notes in his edition are somewhat un-
evenly distributed. In several sonatas, they are absent; in others, they are minimal; elsewhere, they
are highly detailed (mainly in slow movements).

The fingering principles in the textual criticism of Schnabel’s Beethoven sonatas are aimed
not only at performance convenience, but also largely develop the authenticity of the style, which,
according to the editor, corresponds to the essence of Beethoven’s expression, and also solve a
number of musical and performance issues: phrasing, articulation, dynamic, rhythmic, and agogic
components.

The pianist’s fingering recommendations require mastery of the perfect finger legato with the
utmost flexibility of the hand and the calmest possible hand position. Therefore, Schnabel’s finger-
ing is not accessible to every pianist, artistically and technically. However, one can fully implement
Schnabel’s remarks and comments only by following his fingering recommendations. This applies
to tempi, rhythmic music performance, sound, and pedaling. In general, the extraordinary ap-

! The system of metronomic notation is one of the main editorial innovations in Schnabel’s edition of the 32 sona-
tas by Ludwig van Beethoven, aimed at providing a more correct reproduction of Beethoven’s style.

2 The only exception is Sonata No. 29, where the metronomic notes were made by Beethoven himself.
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proach of the editor and the pianist in interpreting the fingering principles of performing Beetho-
ven’s music establishes Artur Schnabel as an innovator in the field of piano technique.

Conclusions. Schnabel’s edition of Ludwig van Beethoven’s 32 sonatas is one of the most
significant editions of the German composer’s works. From the point of view of performance, it is
helpful when the interpreter has experience and, therefore, can formulate ideas about the personal
style of the German composer. In this work, Schnabel managed to capture the ideas that encourage
creative comprehension and are not intended to be taken literally in stage realization. It is no coin-
cidence that Artur Schnabel advised pianists to turn to his edition only after they had formulated
their concept of interpreting Beethoven’s music.

One hundred years have passed since Schnabel created his edition of the Beethoven sonatas.
During this time, we can observe periods of enthusiasm for this edition by performers, but there
were also periods of lukewarm attitude toward it. Nevertheless, Schnabel’s edition is an artistically
and practically comprehensive and valuable work in terms of performance, methodology, and his-
tory of music.
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JIECIHb C.

PEAAKTOPCbKIi CTPATETiT APTYPA WUWHABEAG Y NYBAIKALIAX
®OPTENIAHHUX COHAT AIOABITA BAH BETXOBEHA

Amnoranis. Cepep HaBuIMX 3A00YTKiB BiA€HCBKMX KAQCUKIB — 32 COHATu AASL GopTerniaHo
Aroapira Ban berxosena (1770—1827). BukoHaBCbKe MPOYMTAHHS aBTOPCHKOI KOHL[EMLT LI1X L[MK-
AiB MOTpebye peTeAbHOTO BUBYEHHS aBTOPCHKOTO TEKCTY. Y LIbOMY KOHTEKCTi B&XKAUBUM € 3Bep-
HEHHS AO PeAAKLill L[MX TBOPIB 3 IXHbOIO OMOPOIO Ha BUKOHABCHKY crielindiky. AoCAip’keHHs oco-
oAauBocTel pepakuii 32 coHar A. BaH beTxoBeHa, sIKy 3AIICHMB y nepill MoAoBMHI XX CTOAITTS
Aptyp llIHabeAb, BUAQTHUI aBCTPIICbKUI MiaHICT i AOCAIAHMK TBOpYOCTi BeTxoBeHa, 36araTuth
CYy4YacHi ysIBA€HHS NP0 CTUAICTUKY OeTXOBEHCbKOI popTemniaHHOI TBOPUOCTi. Y pepakuii 6eTxoBeH-
cpkux coHat A. lllnabealo Bpaaocs 3adikcyBaTy ipei, 110 CIOHYKAIOTh AO TBOPYOTO IAXOAY Y iX
KOHLI€PTHOMY BMKOHAHHI.

3BepHeHHs A. lllHabeAst A0 peparyBaHHS sIK 0COOAMBOTO BMAY MY3M4HOI iHTeprperTalil mo-
€AHAAO y cOOi HAYKOBO-IIOIIYKOBY, TEKCTOAOTIUHY Ta IEAATOTIYHY AisIABHICTb. My31uyHe MUCAEHHS
Ta HAYKOBA IHTYILisl Yy IOTO PeAAQKTOPCHKill TeKCTOAOrii coHaT berxoBeHa 6asyeTbcs Ha TiCHOMY
3B’S13KYy MDK CAYXOBMMM i rpadidyHMMM KOMIIOHEHTaMM aBTOPCBKOTo 3aaymy. PeaakTopchbki 3ayBa-
ru A. lllHabeAst € cCTEMHO BUBipeHMMMU, a iXHsI PO3TaAYKEHICTh CBIiAUMTD Ipo Oaratmii mpode-
CilIHMIT AOCBiA B OInaHyBaHHi ¢popTeniaHHOI TBOPUOCTi HiIMELIbKOTO KOMITO3UTOPA. 3araAOM peAaK-
uis 1lIHabeAss MICTUTD YMMaAO AOMOBHEHb SIK Y TEKCTOAOTiYHOMY, TaK i BUKOHAaBCbKOMY aCIIeK-
TaX — AOCAIAHMK IIPOIIOHYE BapiaHTVM BMKOHAHHS MeEAi3MiB, A0AQ€ PO3IM(PYBaHHS TEMIIOBUX
BKa3iBOK Ta PO3AOTi KOMEHTAapi IIOAO TPyIyBaHHS TPMBAAOCTEN TOLLO; BEAMKA KiABKICTb peMapoK
BIAHOCUTBCSI AO AMHAMIKM, TIPUXOBAHOTO 0AaraTOroAOCCs, apTUKYASILi, XapakTepy BUKOHAHHS. Pe-
paxuis A. lllHabeAst B XyAO’KHBOMY Ta NMIPAKTUYHOMY IMAQHI € HAA3BUYAIHO LIiAiCHOIO Ta IIiHHOIO SIK
BMKOHABCbKa Ta METOAMYHO-ICTOPMYHA NpaLs.

Kaw408i cr0Ba: COHATHUN LKA, My3MYHa TEKCTOAOTIS, pepakTopchka pobota Aptypa lllHa-
Oeas1, 32 coHaTu AAsl dopremniaHo AroaBira BaH beTxoBeHa, aBTOPCbKUI TEKCT, YPTEKCT, My3MYHa
iHTepnperawis.

Cmamms Haditiwra 0o pedakuyii 08.09.2023

188





