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Trois Sonates pour le Clavecin ou Piano Forte, Composées et Dediées a Madame la Comtesse
De Browne née De Vietinghoff - par Louis van Beethoven, Ouvre 10
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Sonata Op. 10 No. 1in C
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02. Adagio molto 07:42

03. Prestissimo 04:19 PIANO SONATAS Vol 2
Sonata Op. 10 No. 2in F Op. 10
04. Allegro 08:32

05. Allegretto 03:42

06. Presto 02:20

Sonata Op. 10 No. 3in D

07. Presto 07:07

08. Largo e mesto 08:30

09. Minuetto. Allegro 02:52

10. Rondo. Allegro 04:22
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BEETHOVEN: Sonatas Op. 10

Op. 10, like Op. 2 and the early Bonn sonatas WoO 47, comprises three compositions, as the 18th
century sonata collections prescribed (collections of 6 or two books of 3). After the publication of Op.
10, it would be necessary to wait until the Sonatas Op. 31 to find the same grouping again, since, from
Op. 13 onwards, Beethoven gave single Op. numbers (Op. 13 - 22 - 26 - 28) or comprising two sonatas
(Op. 14 - 27). Gathering several sonatas in a single collection meant offering the possibility of testing
compositional skill and imagination in the different affections that the tonalities of the system allowed to
be represented. Normally a triptych of sonatas always contained a composition in a minor key (Op. 2 No.
1-0p. 10 No. 3 - Op. 31 No. 2) precisely in order to alternate different tensions and aesthetic meanings.
The first drafts (first and second movements of the Sonata Op. 10 No. 1) date from before 1796, while
the completion of the collection, which was published by Joseph Eder, dates from 1797. The publisher
issued an invitation for subscription on 20th June 1798, announcing the publication within eight weeks. It
is finally documented as being ready on 26th September of the same year.

The three sonatas Op. 10 were dedicated, on the title page of the first edition, to Countess Anna
Margaretha Browne, born de Vietinghoff. The Counts de Browne were generous Beethoven supporters
and even gave him a horse after his first dedication to the Countess on the Variations on a Theme by
Paul Wranitzky (WoO 71). However, it does not appear that they directly commissioned the sonatas Op.
10, which were composed without haste or a deadline set by the commissioner, thus allowing Beethoven
to work in parallel on other works (sonatas Op. 7 and Op. 49) during this period.

Undoubtedly there are correlations between the Sonata Op. 10 No. 1 and the subsequent Op. 13.
The preparatory studies and a possible overlap of the material between the two sonatas suggest this.
However, one should not overlook the reference to a model posed for a Sonata in C Minor in Vienna at
the end of the 18th century, namely Wolfgang Amadeus Mozart's Sonata Kv 457. Some stylistic features
can be found analogously in Beethoven's compositions: for example, between Mozart's third movement
and the first of Op. 10 No. 1, or between the second movements of Op. 10 No. 1 and the first of Op. 10
No. 1, or between the second movements. In these, the great freedom that was already evident in the
Mozart sonata is largely surpassed by Beethoven.
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Costantino Mastroprimiano

Today, Costantino Mastroprimiano represents a peculiar personality in the early piano scene. After
studying piano and chamber music with M. Marvulli, Guido Agosti and Riccardo Brengola, he decided to
dedicate himself to the study of the Fortepiano (early piano).

Given his research results, he was invited to Festivals and Events in Europe and recorded a varied
discography (Tactus and Brilliant Classics).

Of a particular relevance are the integral recording of Muzio Clementi’'s Sonatas (18 CDs) and Hummel's
Sonatas (3CDs) for Brilliant Classics, for which he also recorded compositions by Chopin, Alkan,
Burgmidiller, Staehle, Moscheles, Ries and Hummel.

He plays a duet alongside the cellist Marco Testori, as well as performing in a trio with the latter and
Stefano Barneschi.

Together with Testori he recorded Ludwig van Beethoven'’s Sonatas and Variations for the fortepiano and
cello for Brilliant Classics.

For Aulicus Classics, he carried out the integral recording of Ludwig van Beethoven’s piano Sonatas.
He was invited to important Italian (Accademia Filarmonica Romana, | Concerti della Normale, Societa
del Quartetto di Milano, Accademia Cristofori di Firenze etc.) and foreign institutions (Les Nuits de
Septembre - Liege, Noites de Queluz, Mozarteum di Salzburg, Salle Cortot, Musikfestspiele Potsdam
Sans Souci, Haydn Geburtshaus Rohrau, la Grange aux Pianos, etc.) as well as to several Master
Classes in ltaly and Europe (APM Saluzzo, Ecole Normale de Paris, Koninklijk Conservatorium Den
Haag, Universitat - Mozarteum Salzburg, Moscow State Tchaikovsky Conservatory, etc.).
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Itis no coincidence that the ever-present personality of the young composer from Bonn was recognised
precisely with the sonatas Op. 10, even in German musical circles, thanks also to the authoritative review
in the Leipzig magazine Allgemeine Musikalische Zeitung which, in addition to the positive recognition,
reproached the author for his “excessive originality”.

Beethoven’s Op. 10 was not only intended to attract the attention of the Viennese musical milieu, but
also to affirm a precise compositional (and performing) style that was increasingly rich in signs, in
excesses (Prestissimo, Presto), in a writing style that made the keyboard an anamorphosis of orchestral
timbres, with a skill and, at the same time, a recklessness that was unusual both for the time and for the
years that followed.

The spirit that pervades the first movement of Op. 10 No. 2 is connected to the Finale of Op. 10 No. 3
in its apparent fragmentary nature, where the pauses give meaning and continuity to a compositional
discourse that is difficult to make coherent, but which Beethoven connects as necessary not only within
the same movement, but also in the sequence of the whole Sonata. The Presto Finale of Op. 10 No.
2 and the opening Presto Finale of Op. 10 No. 3 are liberators of certain energies that are naturally
Epilogue in the F Major and necessarily excessive in the D Sonata, in order to give space to the narrative
monumentality of the following Largo and Mesto.

Taking Lenz's words as historiographical evidence, the second movement of Op. 10 No. 3 is the summa
of Beethoven's innovations in keyboard writing. A wealth of detail, of markings, that increasingly indicated
the composer's desire to lay down a directive for the performance of the Opera, outlining the real and
unfailing intentions underlying the compositional process. Beethoven was laying the foundations for
modern writing for the piano, where the charged excesses of originality could only be assessed as the
intentions of a precise realisation of the composer's will, according to a coherence of indications that
runs through the entire Beethoven's corpus (Piano and Sonatas).

Costantino Mastroprimiano
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