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THREE SONATAS

HAT is a Sonata? Hector Berlioz once said

impertinent things about this old classic form.
It is an easy question to answer in terms of the
theorist; but if Scarlatti wrote Sonatas, what, then, is
the Appassionata? If the A flat of Weber is one, can
the F minor Brahms be called a Sonata? Is the
Haydn form orthodox and the Schumann heterodox?
These be enigmas to make weary the formalists.
There is a great amount of scholastic cant and
hypocrisy in the matter. Any conservatory student
can learn the receipt for turning out a smug speci-
men of the form; yet when westudy thegreat examples
it is just the subtle eluding of hard and fast rules
that distinguishes the efforts of the masters from
the machine-made work of apprentices and aca-
demic monsters. Because it is no servile copy of
the Mozart Sonata, the F minor of Brahms
is a piece of original art. At first Beethoven
trod the well-blazed path of Haydn, but consider
his second period and it sounds the big Beethovian
note. There is no final court of appeal in
matters of musical form; the history of the Sonata
is the history of musical evolution. Every great
composer has added to the form, filing here, chipping
there at the edifice and introducing lawlessness
where reigned prim order—witness the F sharp
minor Sonata of Schumann. Then came Chopin,
whose essays in the form caused almost as much
critical warfare as did the Wagner music-drama.
This is all the more perplexing as Chopin never
wrote but one piano Sonata that boasts a classical
complexion; in C minor, opus 4, it was composed as
early as 1828. Published posthumously (not till
May, 1851), it demonstrates without the possibility
of a doubt that the composer had no particular
sympathy for the form per se. He tried so hard at
his self-imposed task that it is a relief when the
second and third Sonatas are reached, for in them
there are only traces of formal beauty and organic
unity. But, then, there is much Chopin, while little
of his precious essence is to be savored in his first
Sonata.

Chopin wrote of his C minor Sonata: “As a pupil I
dedicated it to Elsner” (his master). And the
irony of criticism is that it was praised by the critics
of the day because it was not as “revolutionary”
as the Variations, opus 2. This, too, despite the
fact that the Larghetto is in five-four time. The
opening movement is all but lifeless. One asks in
astonishment why Chopin is rowing in this classic
galley. And it is technically difficult. The
Menuetto is excellent, its trio a faint approach to

Beethoven. The unaccustomed rhythm of the slow
movement is rather irritating. The youthful
Chopin does not move about as freely as does
Benjamin Godard in the scherzo of his violin and
piano Sonata in the same bizarre rhythm. Niecks
sees naught but barren waste in the Finale. 1
disagree with him. There is the breath of a stirring
spirit, an imitative attempt that is at least more
diverting than the other movements. Above all,
there is some motion, and the close if banal is
vigorous. This Sonata is probably the dullest
music penned by Chopin, but as a whole it hangs
better together as a pure Sonata than its two
successors. So much for an attempt at strict
devotion to a scholastic form, that with its barriers
only checked the flow of Chopin’s inspiration.

We are transported from this schoolroom atmo-
sphere to the theatre of alarger and more passionate
life in opus 35. The B flat minor Sonata was
published in May, 1840. Between the composition
of the two Sonatas was the gulf of an agitated
existence. The first two movements are master-
pieces, the Funeral March that forms the third is
one of his most popular compositions, while the
Finale has no parallel in piano music. Schumann
said that in this Sonata Chopin ‘“bound together
four of his maddest children,” and he is not astray
in his judgment. He thinks that the March does
not belong to the work. It was certainly written
before its companion movements. As much as
Hadow admires the first two movements he groans
over the last pair, admirable as they are when
separately considered. In reality, these four move-
ments have no common life. Chopin declares that
he intended the strange Finale as a commentary on
the March. ‘The left hand unisono with the right
hand are gossiping after the March.”” Perhaps by
straining comparisons the last two movements do
hold together; but what have they in common with
the first two? Tonality proves nothing. Notwith-
standing the grandeur and beauty of the Grave, the
power and passion of the Scherzo, this Sonata in
B flat minor is no more a Sonata than it is a se-
quence of Ballades and Scherzi. But we could ill
spare the work. Itis Chopin mounted for action and
in the thick of the fight. The introduction always
recalls to me the opening bars of Beethoven’s
Sonata in C minor, opus 111, though Chopin’s
brief prelude is less massive. The doppio movimento
is pulse-stirring—a strong, curt and characteristic
movement for treatment. Here is power; and in
the swelling prologue there flashes more than a



hint of the tragic. The D flat melody is soothing,
charged with magnetism, and is urged to a splendid
fever of climax. The working-out section is too
short and dissonantal, but there is development,
perhaps more technical than logical—I mean by
this more pianistic than intellectual—we mount
with the composer until the B flat major version
of the second subject is achieved; oddly enough the
first theme does not return. From that on to the
firm chords of the close there is no misstep, no
faltering or obscurity. Noble pages have been
sounded and the Scherzo is eagerly approached.
Again there is no disappointment. This Scherzo in
E flat minor is probably the most powerful of all
the Chopin Scherzi. It certainly has few equals for
brevity, lucidity, and polish in the Chopin literature.
There is less irony, more muscularity and native
sweetness in it than in the C sharp minor Scherzo.
(See the volume devoted to the Four Scherzi.)
The composition has something elemental about
it; true storm music with the whistling of the wind
in the chromatic succession of chords of the sixth.
It has a pregnant beginning; the second bar is a
true Rossinian crescendo, which, as I remember,
Anton Rubinstein delivered like a savage explosion.
The first part ends at the apex of passion. The
swaying rhythm of the G flat trio, with its melodic
phrase-echoing, is fascinating. The second part and
the return to the Scherzo proper are proof of the
composer’s sense of balance and feeling for dramatic
suspense and anticipation. The closest parallelisms
are present and the formal technique so admirable
that the work seems to float in mid-air.

Follows the Funeral March, which Ernest New-
man, in his “Study of Wagner,” compares with the
Marches of Beethoven and Wagner. He finds
Wagner possesses the more concrete imagination; the
“inward picture” of Beethoven “much vaguer and
more diffused.” Nevertheless, Chopin has seldom
been so realistic as here; the bell-like basses, and
the morbid funeral coloring. Schumann thought
that “it contained much that is repulsive,” and
Liszt rhapsodizes over it. For Karasowski it was
“the pain and grief of an entire nation’; while
Ehlert thinks ‘it owes its renown to the wonderful
effects of two triads, which in their combination
possess a highly tragical element. The middle
movement is not at all characteristicc. 'Why could
it not have worn second mourning? After so
much black crépe drapery one should at least
once display white lingerie.”” The trio in D flat
is a logical relief after the booming and glooming
of the opening. That it is “‘a rapturous gaze into
the beatific regions of a beyond,” as Niecks writes,
I am not prepared to say. We do know, however,
that the March when isolated exerts a much pro-
founder effect than when played in its normal
sequence. The Presto is too wonderful for words.
Rubinstein called it, “Night winds sweeping over

churchyard graves.” Its agitated, whirring, un-
harmonized triplets are strangely disquieting, and
could never be mistaken for étude passage-work—
except when rippling off the fingers of the unim-
aginative pianist. The movement is too sombre, its
curves too charged with half-repressed meanings,
its rush and moaning too enigmatic. Schumann
compares it to a ‘“‘sphinx with a mocking smile.”
Mendelssohn abhorred it and said so. For Henri
Barbadette, ““C’est Lazare grattant avec ses ongles
la pierre de son tombeau”—which sounds as if M.
Barbadette had been reading too much Poe or
Hoffmann. (Poe was still alive, though not
translated into French, in 1840. He died the same
month and year as Chopin.) This movement has
Asiatic coloring, thanks to its unisons. It means
something different to every one. The Sonata is not
dedicated.

The third Sonata, in B minor, opus 58, has more
organic unity, withal not so powerful, so pathos-
breeding, nor so compact of thematic interest as its
predecessor. The first page, as far as the chromatic
chords of the sixth, promises much. There is clear
statement, a sound theme for development, the
crisp march of chord progressions, and then—the
edifice goes up in iridescent smoke. After wreath-
ings and curlings of passage-work, we witness the
exquisite budding of the melody in D. It is an
aubade. There is moving freshness in its hue and
scent, and as it bursts, a parterre of roses. The
close of the section is inimitable. All the more
regret at what follows: wild disorder and tropical
luxuriance. When the B major is compassed it
augurs for us a return of delight. The ending is not
that of a Sonata, but a love-lyric. For Chopin’sis
not the marmoreal majesty of blank verse. He
sonnets to perfection, but the epical air ill suits his
intimate art. Vivacious, charming, light as a harebell
in the soft breeze, is the Scherzo in E flat major
that follows. It is largely arabesque, and in its
ornamentation ingenious. It has the clear ring of
a Scherzo and harks back to Weber in its amiable
hurry. It might go on forever. The resolution is
not intellectual, but one of tonality. The thought
is tenuous; it is a light, highly embroidered relief
after the first movement. The trio in B major is
not noteworthy—a salon Scherzo which challenges
Mendelssohn on his native heath. It should be
considered as an intermezzo, or as a prelude to the
Largo that follows. This is tranquilly beautiful,
rich in reverie, lovely as to tune. The trio is
reserved, almost hypnotic. The last movement,
with its force and brilliancy, is become a parade-
piece for wirtuosi, but it is rather lacking in

significance.
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FREDERIC FRANCOIS CHOPIN

According to a tradition—and, be it said, an
erroneous one—Chopin’s playing was like that of
one dreaming rather than awake—scarcely audible
in its continual pianissimos and una cordas, with
feebly developed technique and quite lacking in
confidence, or at least indistinct, and distorted out
of all rhythmic form by an incessant tempo rubato!
The effect of these notions could not be otherwise
than very prejudicial to the interpretation of his
works, even by the most able artists-—in their very
striving after truthfulness; besides, they are easily
accounted for.

Chopin played rarely and always unwillingly in
public; “exhibitions” of himself were totally repug-
nant to his nature. Long years of sickliness and
nervous irritability did not always permit him the
necessary repose, in the concert-hall, for displaying
untrammeled the full wealth of his resources. In
more familiar circles, too, he seldom played anything
but his shorter pieces, or occasional fragments from
the larger works. Small wonder, therefore, that
Chopin the Pianist should fail of general recognition.

Yet Chopin possessed a highly developed tech-
nique, giving him complete mastery over the instru-
ment. Inallstylesof touch the evenness of his scales
and passages was unsurpassed—nay, fabulous;
under his hands the pianoforte needed to envy
neither the violin for its bow nor wind-instruments
for the living breath. The tones melted one into
the other with the liquid effect of beautiful song.

A genuine piano-hand, extremely flexible though
not large, enabled him to play arpeggios of most
widely dispersed harmonies and passages in wide
stretches, which he brought into vogue as something
never attempted before; and everything without the
slightest apparent exertion, a pleasing freedom and
lightness being a distinguishing characteristic of
his style. At the same time, the tone which he
could draw out of the instrument was prodigious,
especially in the cantabiles; in this regard John
Field alone could compare with him.

A lofty, virile energy lent imposing effect to suit-
able passages—an energy without roughness; on the
other hand, he could carry ‘away his hearers by the
tenderness of his soulful delivery—a tenderness
without affectation. But with all the warmth of his
peculiarly ardent temperament, his playing was
always within bounds, chaste, polished and at times
even severely reserved.

In keeping time Chopin was inflexible, and many
will be surprised to learn that the metronome never
left his piano. Even in his oft-decried tempo
rubato one hand—that having the accompaniment—
always played on in strict time, while the other,
singing the melody, either hesitating as if undecided,
or, with increased animation, anticipating with a

kind of impatient vehemence as if in passionate
utterances, maintained the freedom of musical
expression from the fetters of strict regularity.

Some information concerning Chopin the Teacher,
even in the shape of a mere sketch, can hardly fail
to interest many readers.

Far from regarding his work as a teacher, which
his position as an artist and his social connections in
Paris rendered difficult of avoidance, as a burden-
some task, Chopin daily devoted his entire energies
to it for several hours and with genuine delight.
True, his demands on the talent and industry of the
pupil were very great. There were often ‘“de
lecons orageuses” (‘‘stormy lessons”), as they were
called in school parlance, and many a fair eye wet
with tears departed from the high altar of the Cité
d’Orleans, rue St. Lazare, yet without the slightest
resentment on that score against the dearly beloved
master. For this same severity, so little prone to
easy satisfaction, this feverish vehemence with
which the master strove to raise his disciples to his
own plane, this insistence on the repetition of a
passage until it was understood, were a guaranty
that he had the pupil’s progress at heart. He would
glow with a sacred zeal for art; every word from his
lips was stimulating and inspiring. Single lessons
often lasted literally for several hours in succession,
until master and pupil were overcome by fatigue.

On beginning with a pupil, Chopin was chiefly
anxious to do away with any stiffness in, or cramped,
convulsive movement of, the hand, thereby obtain-
ing the first requisite of a fine technique, “sou-
plesse” (suppleness), and at the same time
independence in the motion of the fingers. He
was never tired of inculcating that such technical
exercises are not merely mechanical, but claim the
intelligence and entire will-power of the pupil;
and, consequently, that a twentyfold or fortyfold
repetition (still the lauded arcanum of so many
schools) does no good whatever—not to mention
the kind of practising advocated by Kalkbrenner,
during which one may also occupy oneself with
reading! He treated the various styles of touch
very thoroughly, more especially the full-toned
legato.

As gymnastic aids he recommended bending the
wrist inward and outward, the repeated wrist-
stroke, the pressing apart of the fingers—but all with
an earnest warning against over-exertion. For
scale-practice he required a very full tone, as legato
as possible, at first very slowly and taking a quicker
tempo only step by step, and playing with metro-
nomic evenness. To facilitate the passing under
of the thumb and passing over of the fingers, the
hand was to be bent inward. The scales having
many black keys (B major, F-sharp, D-flat) were



studied first, C major, as the hardest, coming last.
In like order he took up Clementi’s Preludes and
Exercises, a work which he highly valued on account
of its utility. According to Chopin, evenness in
scale-playing and arpeggios depends not only on the
equality in the strength of the fingers obtained
through five-finger exercises, and a perfect freedom
of the thumb in passing under and over, but fore-
mostly on the perfectly smooth and constant
sideways movement of the hand (not step by step),
letting the elbow hang down freely and loosely at
all times. This movement he exemplified by a
glissando across the keys. After this he gave as
studies a selection from Cramer’s Etudes, Clementi’s
Gradus ad Parnassum, The Finishing Studies in
Style by Moscheles, which were very congenial to
him, Bach’s English and French Suites, and some
Preludes and Fugues from the Well-Tempered
Clavichord.

Field’s and his own nocturnes also figured to a
certain extent as studies, for through them—partly
by learning from his explanations, partly by hearing
and imitating them as played indefatigably by
Chopin himself—the pupil was taught to recognize,
love and produce the legato and the beautiful con-
nected singing tone. For paired notes and chords
he exacted strictly simultaneous striking of the
notes, an arpeggio being permitted only where
marked by the composer himself; in the trill, which
he generally commenced on the auxiliary, he re-
quired perfect evenness rather than great rapidity,
the closing turn to be played easily and without
haste.

For the turn (gruppetto) and appoggiatura he
recommended the great Italian singers as models;
he desired octaves to be played with the wrist-
stroke, but without losing in fullness of tone thereby.
Only far-advanced pupils were given his Etudes
Op. 10 and Op. 25.

Chopin’s attention was always directed to teach-
ing correct phrasing. With reference to wrong
phrasing he often repeated the apt remark, that it
struck him as if some one were reciting, in a language
not understood by the speaker, a speech carefully
learned by rote, in the course of which the speaker
not only neglected the natural quantity of the
syllables, but even stopped in the middle of words.
The pseudo-musician, he said, shows in a similar
way. by his wrong phrasing, that music is not his
mother-tongue, but something foreign and incom-
prehensible to him, and must, like the aforesaid
speaker, quite renounce the idea of making any
effect upon his hearers by his delivery.

In marking the fingering, especially that peculiar
to himself, Chopin was not sparing. Piano-playing
owes him many innovations in this respect, whose
practicalness caused their speedy adoption, though
at first certain authorities, like Kalkbrenner, were
fairly horrified by them. For example, Chopin did

not hesitate to use the thumb on the black keys, or
to pass it under the little finger (with a decided in-
ward bend of the wrist, to be sure), where it facili-
tated the execution, rendering the latter quieter
and smoother. With one and the same finger he
often struck two neighboring keys in succession
(and this not simply in a slide from a black key to
the next white one), without the slightest noticeable
break in the continuity of the tones. He frequently
passed the longest fingers over each other without
the intervention of the thumb (see Etude No. 2,
Op. 10), and not only in passages where (e.g.) it
was made necessary by the holding down of a key
with the thumb. The fingering for chromatic thirds
based on this device (and marked by himself in
Etude No. 5, Op. 25), renders it far easier to obtain
the smoothest legato in the most rapid tempo, and
with a perfectly quiet hand, than the fingering
followed before. The fingerings in the present
edition are, in most cases, those indicated by Chopin
himself; where this is not the case, they are at least
marked in conformity with his principles, and there-
fore calculated to facilitate the execution in accor-
dance with his conceptions.

In the shading he insisted on a real and carefully
graduated crescendo and decrescendo. On phrasing,
and on style in general, he gave his pupils invaluable
and highly suggestive hints and instructions, assur-
ing himself, however, that they were understood
by playing not only single passages, but whole
pieces, over and over again, and this with a scrupu-
lous care, an enthusiasm, such as none of his auditors
in the concert-hall ever had an opportunity to
witness. The whole lesson-hour often passed with-
out the pupil’s having played more than a few
measures, while Chopin, at a Pleyel upright piano
(the pupil always played on a fine concert grand,
and was obliged to promise to practise on only the
best instruments), continually interrupting and
correcting, proffered for his admiration and imita-
tion the warm, living ideal of perfect beauty. It
may be asserted, without exaggeration, that only
the pupil knew Chopin the Pianist in his entire
unrivalled greatness.

Chopin most urgently recommended ensemble-
playing, the cultivation of the best chamber-music—
but only in association with the finest musicians.
In case no such opportunity offered, the best sub-
stitute would be found in four-hand playing.

With equal insistence he advised his pupils to
take up thorough theoretical studies as early as
practicable. Whatever their condition in life, the
master’s great heart always beat warmly for the
pupils. A sympathetic, fatherly friend, he inspired
them to unwearying endeavor, took unaffected
delight in their progress, and at all times had an
encouraging word for the wavering and dispirited.

CARL MIKULI.
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F. CHOPIN. Op. 35.
Doppio movimento.

r- r
crese. _ - - S = > > >
/FE Z
1 N

11724



<1
gy
p——

L

L. 1 §%

f
[ & W

3

’,
-8

7
L1

‘_‘

L8 ]

|/

17T

31

13
>
<y

1N ]
i )

(X%}

>

P a—

24

e
/A0

sosten.

hX 4

XX
1248 ]
™

wid

Xed.
XD,

O

%

[Z,

b

——

eI
=

te -

A

3% Y.

o

—

36

cresc.

9$
/82
[§ )

n
v

VIDDh

h LV

1 7,

11784




37

2

3

1

I

erese.

e » %
/] »
S ——h :
| i a
A A
e
* Q9 s . y
tI 2 s T
1 //‘ /._
[ 4
A
vy ﬁm

B
2 be
—TL( ’
- Ra
/Tﬂ_/_\
-

>

¥

1%

J3 23 N
"IE
.b;;‘fm
73
1\
3 2 1
2
o
t
o
9D
)|
r

[
171

* Sa.

»

»n

w

1734



8 d Wi
Asl N ﬂa?m
- TR
; v” @
T Iere
A u- WV
Y
VD) )
AT HW.W
T
Rk
3 “T A

J

R.

1.

L\ )

[\ N

Xy
©

XY
©

2K \ )

T

M/AN]

A

i

T AN

K N )
=
K.
3
1 4

riten.

r )
&
il
e T,
y 4 N
B &
M
TR
s
MEnsD
N
: il
S Hhniis
3 (e
4

11784



39

==

iz

Z5

1Pz

—

.\
)Y

v

?

74

E’%

.
Y

J

S
4y

7

g

34

:

7k

A\

o

!

/h:iF

K

b hEﬁ’

/\

)Y 1 :
y s
A~

gw.

erese., |

=
—

———
Jry
Y/

erese.

1784




—?

Bre

™

ri
X
~

=

11744



41

=

I

L

—_crese.

)

=

>\._—/

S —

—
N R

Z—

*‘).’a.

stretto.

1
L
R Yo W

=
%

S

9.

d

e B!

. .
™ |
v

TR

&>

&>

O

19

sostenuto.

e <l

-y

L

5

#

[ae)

K.

’ |

&>

11734




8 2 8 1

1 —L hid

1

[ % N

[ Q)

ﬁ.——;hr—-'—
T

K7

2

1

. 3 2 8

-

1]

2

—
8 2 3 -1

|

—
P4

come sopra.

A8

—
b4 )
+—

o 2 £3

—&

[ =4

Slhe

o .
T——
ﬁT

=P L

1

>

L1 1 1

bz

}4LJ

-~

o4

>stretto—.

5

-

R

L2 7,

=
b

=
— N

11

+

H1aa




43

ll L

segue.

1N «- hv
T % (o]
3] 3
.,.7% ] Jnul>
™.
1...”% | Al' ID>%
I o] lox ¥
.i' .ru L Il > —
e R W
W, e
vile i
W) IR M
v sTHEN) qHals
L Histrand
™ TTeTTe
AR
e T B
= xx | J |
] | | &
LI ) mﬂn o nm
— _L 13
b T
2 Utwte | A
N Tt TR .
TresTe TR
e ..p>vm
] .‘0 I h
/\?.\

¥
et A .._,y%#
va._mi.> - 4]”&%
rv
T
S |[y™ *
> &
\ ro> ‘m vm
I .
IW ro> Am »m
A5 |f b\m
A
[ vm
-.
e [ \m
Lmiv =
J{mwd ‘)

u

m U nﬁu)‘L“..v

- 0,

ali? 0w

. NE
a4t mw slipd

N | A $HH

N

el A N

\[\] > \

N

N A \

AR >#+ |

L A ish

\ _a .

ey A @

Qo A \
Il
il

JINA T

L ==
e e
3 )
A s &
g
__oNN s



s e
) N — — |

Scherzo.

D
L

T
hdl LW/) 1
Z VI

L4

| c— — —
) s ) G . |

oe oo

1 ) O 1 1

r

/AR

. ,hp te te #_g#

|

14 34

;
=

3

#
#

11738




;Vﬂh I:I—-’ITI _q“'
+ ! 'h h - e
o i i T e oiews ke o
FERLL fmew L oswET O
' P8
bl % e e .
O ﬁmz PARISESIEaEE ‘ '> ,‘LJ;J 5
| T T -2 A T
X ke *# *%* 3 ¢ ¥ ng
T % & R ¥ ¥ gy -9 *\_/\4'




Pd e

I

*a s %y

[

—t- t

a{lAdii

@y

be o

—

——
4K

—t

il

.
(24

he| iz s

~—t

.

e 55

t +—

1

' B Ry Ry H Ry * K

Piu lento.

. |

1 12

—

BR4B/A

1 {2

Yo

[ K
dimin.

. 3
il {

n
1

I

e

7

—

) I

Ly o

11723




1
Ll
g
<
2
1H
L
ﬁ
+—

)
£

i

=
%K. *

|

ot
N
L T vy
T
o » o

|

=

S

'r

T, ¥

[l
S
e
=
fp.
T b (igbe |3 5
#E%S

AT ==
1 1
= i
L
ol . o — Pl
{JJ,L |
., *
A B
hll l —N 1
ﬁl )| 1
! !
1 1 Il\

1
T
accelerando

bhrat—gp
T )i ha |
!

Vi
I
f
(bom

- bhe +- h# hj[,i =

¥

3

! g
/ L ® T X
M, . \. w/ \‘

I

1"r
—
ohale

T —
XD %
]
o
J-E(
e
n %W *
I [

1
12h1
D

[ 1
J :Jﬂ,
I s

T

11724



48

M Bl
&
>-L I;
o } m_ freg
”_m i
T3l

b

»”

Tempo I.

Ly .

11 © T

T b

i

o

| 1
11,88
K1V
L /.

a

3

|2 B S ’a-.\———{Fd-.

Tl s
o .ﬂ._ A & -
3 ]
Ar- |
W &[]
Alus 7 m m
ik mu i
il B L e
Ihilly | .
r&rri —ﬂm HWV
| |
L REL Y .-u.f.ﬂ .
s A =
_ a3
-
ﬁmw
o

11723




419

-

be go be te fefe |02 2,

>

U - \ ik

| il e, T
o ¥ .%z.
@ ) |- Iy
il Bty

erese. )

W g e
TEITT

%ﬁ
I

t—a—+ =
n S@E u

|
%

—_———
1
{
L

=2
Py
& "

%@ ¥  x %

B

2784



50

-0 —¢

Y"q'

— —

s
lidtamiaarien
- \ar
J.s T~ [ H%
PR PV ™
1 (

abr vt
MDY

o (o

N | (e / -
L _-Iw P#
1™ i
deall %
o
A L&
deall #
il
sl #
1.@ I¥
Gonll 3

i)
i

KHR ., LIy
i

ol fs /o ™

B a,r/ . T

sy g

11748



)

1

D-A -l - 4
O oot - g H a
TNl.. R MJA m# IT.M
Al v g %
m we 1_“ D S8 L1 m
o ; LK .
c zsllm i ,+ by
\ -y 4
iy [ [ s TRES TR r
.J-ad L Ve w,m H b
I i Y 567 WAR M
» N S, A v > .
A s 3 .
e A 3o e &
il
\ * gm A 4,
il T \ SRR R
I » 00 30 F
% urL e |
o < ) e . A m_. .
., NI it 2 1T e.
s N “ (
- 3 = el SNl
. * N i
: (e
m ) { .v 1] % mllv%
< « ™ jas
@ L >
.mm & B - _ ﬁﬁ %
8 g
=4 |2 3 |
jirN i & . *\ Y5 bljo um
ImmV r IF[W =+
N 1439 i N Y
_HT | -
P, Ve g R N ar.
Her 5 M,

{17448




< u
,/,
QU N
\
$ /rr
W TIITAY
1y
«% 1V N \
e d I 0
. \
= (ﬂﬁ I
¢ //i
Re
o ﬁ
L 1 P
\
il ANIa
- wfﬁy

' _ % [ 2 e
\ [ L
] / I WA 1
IR Y ol %
L N =1 4ﬁ> q .
(o] | 116N T ) 3%
=t o
LISV AN
®1 NS i .m TR m
-2 : s &
) . N 8
t fﬁyw % 1l 3%
\ )
/ 3 T ﬁ. s
J,L_I_V% g \ Dﬁ
3 o4 2 _/Lt _-W%
; i . %
T n..m v\
Wl e Al / a4
y y . e .
m S /LUAV% ﬁ /
m i 4 +u| Nk
e i T %
. \ \
N A |© _ \ TR
i :ﬂ ®0\7 R T-EI
$ 3 o|QL] T\ ¥
. N
4 N
® ®




o8 1 1
T

<
3
LA / 2 ™V U /A
v <

11724



54

Presto.
v sotto voce e legato. ) } a3 g 28 54
F;+ b ¢ Y 1 —t 2 ! -—
7 1l AX}S—
— | ¢ = —
4 - 2
¢ 124 1 2 124 1.2
L N i@ Al - y 3
; m
; T L o i e
. 2 ' 2 1 % 7
5 4724 545421-5:'4 5§42 Tsasazisa $hry s35gas 183
3 4 5
3 1.8 52 5
1 3 2 E
2 3 12’-{!‘1 | 1? 1 2 y 2t o835
— s 1 - -
1l 1 1
) e s ‘ Ei -
2148132\
o2 _|FH1k | ot
< l
‘ d - I f T :IIEI L |
S /A ~— 5 p—————— 8 R— 8t
= S 5 2 3 reg
5
1 2 4,23 323 3 5,424 4414 5 2
1.4 2 24 2 1o 5, [ 4 2
—T1 1 28I1F_ 1 3
T ! - Ll
r HT» - =L
be | | be| 182, b e |be
17 blfr f JﬁEﬁ.— . i i -
TT f | S - = .t f 1
I3 O 52 4 542 43143 23 542 ‘l42 s 2
5
4
5 31 23 8 23 4 52 5 1 38
RS ] 4 8
| 3 ,3 : - : T s
Ee et . T
bse- ohe betie e L, ohabete
 S— e ! ,F = =1
o : D — — : ¥ o ———
M 142 4 142 e 132
: 4;25‘—“42 5 g4 1132 272
4 5 4 8 4.4 2 galba 3 &0 5
5 2 38 44 23 12° 2.1 314;3,“8
14
t T
h— 2 1 2 l—l 1 2 F ¢
2 1 2 2 15472 45 1 \
1 8 8 1 54 1 5 8 5 8 258
: o b
%"ﬁ."; ]
===
1 4 125’
A a K
oty —¢ = == =
‘__‘! ) SR N | 4LI_"
d 3 q.‘. 4. ™ 2 1 P
12 3 f-ﬁ/
/ N :
, * ‘__h_.___
1
| L
1 L
% 14

11788

28817451 8 1 ;=

432‘4




55

5
3 4 3 .8 4 4 1. 2
2 T I% 2 )

bt 2 Dt 34—
% | f—
1 2 4 8423 3 1 A 84 54, 5
1 1 \
&——
1
1
h—— 3 1 852 3.1 1T s 3 mg_’_
ik 5 41 2582413682441
5 8%
4 1 ‘ ﬁ
Hl:lijl ‘;: } | S G |
Lan ?’7_._‘_
Y, s, v
3154208, 1
J e —'I 1q2 1 / l\
e I T H__‘_i 1
25324424’254
8 1 1.5
1 )
+ L 4
2 o
L 1 1

2538 2 a1 moog o

11742

152 2152 8 1.5 2 P 1 g
I 1 - e § I et
E O ¢ 1 ALJI
d"'iﬂ-; - 2 < =
14 2 -
5{423"514385 8"4 518’”! 5 3‘34548‘3‘



e
L].,
¥ 1S

.
N
>
N

I
M
)
&
;

» o
thp# s *t o _ |
—1 l[tj — T I — "'—F—
b“‘ T—T L1 1 : { 1 T T —1 N
4 13 1 4 2 g 181 42 “mingd 4 4 2 ke e Ll
5 3 5 5385 5351 4 54 g
. —— 5238 — += — 12 o
[l
_'-i = v 2 g
\132 14 2|, 4 22 1
1 L -
2Pt | == =
T LY o L L T e L
42 8 182 452 4 5 A2 ™5 5 2% ™t 45
1 2.2 %4413 52 3
41 2 1 1.2 1 1 21 =
VTL 1 1 I 1 e
(o M /I8 N— - —
D - : ’
4 2
/2)143 13 2
P 3212
: : S ame—aase E==
V' [ - - e 2 1 21 5 3 52 3
2 ) 2 2
8§12 Tgg2lz 153 237 153 3254
5 4% 1 5

H 1 I?-
4 ha |
[
2123 N
1
) 21 2. L b’:' o
; - ‘rr—hfb e #
I S | .L } et |
o 1 48 2 54 2 51265 - — | :
425’254251254153

+)Between measures 8 and 9 are found,in earlier editions, f#vmeasures more which Chopin crossed out with his

’o'v’,vn hand in the copies belonging to Princess Czartoryska and Frau Streicher.
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